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STRANA 6

Predmluva
a podekovani

Jaroslav NeSetril a Tomas Vicek
V Liberci a Praze, 1. ¥ijna 2022

Uvedené knihy (sborniky interdisciplinarnich studii topologie a poe-
tiky uméni, krajiny a architektury) uzaviraji étyflety vyzkumny pro-
jekt Topologie a poetika prostoru, TL0O2000573, spolufinancovany se
statni podporou Technologické agentury CR v ramci Programu Eta.

Hlavnim feSitelem tohoto vyzkumu byl navrzen a pfijat prof. dr.
Tomas Vic¢ek z Fakulty uméni a architektury Technické univerzity
v Liberci. Grant byl udélen tymu soustfedénému v Interdisciplinar-
nim seminafri topologickych studii poetiky uméni, krajiny a archi-
tektury, seminafi zalozenym Fakultou uméni a architektury TUL
a Matematicko-fyzikalni fakultou UK v Praze roku 2015 profesorem
Jaroslavem Nesetfilem a profesorem Tomasem VIckem.

Tématem uskuteénéného vyzkumu se stalo fe$eni otazek soudobého
poznani prekonavajicich izolovanost segmentt soucasné kultury, této
jedné z hlavnich pticin krize kulturniho zZivota spole¢nosti moderni
a postmoderni doby. Metodologické zaméreni na topologii vyplyva
z komplexnosti topologie, ktera se dnes uplatiiuje v fadé inspirativ-
nich interakci separovanych obort tvirdi prace ve védé, ve filozofii
a v neposledni fadé v uméni. Rozsah a obsah téchto interakci se od
posledni tretiny 20. stoleti stava tak vyrazny, Ze mizeme ve shodé
s francouzskymi filozofy konce 20. stoleti mluvit o jednom z nejvy-
znamnéj$ich obratti v moderni a pozdné moderni civilizaci. V uvede-
nych souvislostech se ukazuje omezena platnost teoretickych klastri
danych presvédcenim o dostate¢nosti kauzalné pri¢inné interpretaci
jevi, o interpretaci limitované jejich vinimanim a hodnocenim, jako
uzavienych, statickych entit skutec¢nosti. S topologii se otevira kom-
plexnéjsi pohled na skuteénost jako na propojenou rozmanitost kva-
lit véci a udalosti, vnimanych jako mnohostranné propojené déni.



Foreword and
Acknowledgements

Jaroslav NeSetril and Tomas Vicek
Liberec and Prague, 1° October, 2022

These books (collections of interdisciplinary studies of topology
and poetics of art, landscape and architecture) conclude a four-year
research project Topology and Poetics of Space, TL02000573, co-
funded with the state support of the Technology Agency of the Czech
Republic within its Eta programme.

Professor Doctor Tomas Vléek from the Faculty of Arts and Archi-
tecture of the Technical University in Liberec was nominated and ap-
proved as the principal investigator of this research. The grant was
awarded to the team around the Interdisciplinary Seminar of Topolog-
ical Studies of Poetics of Art, Landscape and Architecture, a seminar
founded by the Faculty of Arts and Architecture of TUL and the Fac-
ulty of Mathematics and Physics of Charles University in Prague in
2015 by Professor Jaroslav NeSettil and Professor Tomas Vicek.

The theme of the research was to address the issues of contemporary
knowledge, overcoming the isolation of segments of contemporary
culture, one of the main causes of the crisis of cultural life in modern
and postmodern society. The methodological focus of topology stems
from the complexity of topology which is today applied in a number
of inspiring interactions of separate disciplines of creative work in
science, philosophy and, last but not least, in art. The scope and con-
tent of these interactions have since the last third of the 20th century
become so substantial that we could speak of — in agreement with the
French philosophers of the late 20th century — one of the most signifi-
cant turns in modern and late modern civilization. In these contexts,
the limited validity becomes apparent of theoretical clusters given by
the belief in the sufficiency of a causal interpretation of phenomena,
of an interpretation limited by their perception and evaluation, as
closed, static entities of reality. With topology, a more complex view
of reality opens up as an interconnected multiplicity of qualities of
things and events, perceived as multifaceted and connected action.

PAGE 7



STRANA 8

I. svazek uvedenych studii prezentuje tradici a nové podoby snah
o komplexni pristup ke skuteénosti dosahovany v oblasti architek-
tury. Svazek je vénovan pamatce profesora Cambridgeské univerzity
Dalibora Veselého.

II. svazek rozebira a hodnoti nékteré motivy topologického mys-
leni uplatnéného v fadé kli¢ovych disciplin poznani, v matematice,
v dé¢jinach a teorii uméni, v architektute, neurologii, psychologii a ve
filozofii samotné.

Editori uvedenych knih si na zavér uvodu dovoluji vyjadtit vdéénost
adiky za mimoradnou ochotu jak ¢eskych, tak zahrani¢nich osobnosti
podilet se na feSeni uvedenych ukold, které jsou prukopnické a pro
které se dosud hledaji obecné pouzitelné metody a principy poznani.
Dik pattisamoziejmé Technologické agenture Ceské republiky a admi-
nistrativné manazerskému vedeniInterdisciplinarniho seminare topo-
logickych studii, a to pfedevsim Katetiné Tandlerové z Fakulty uméni
a architektury Technické univerzity v Liberci a Petfe MilStajnové
z Matematicko-fyzikalni fakulty UK v Praze. Zvlastni ocenéni a podé-
kovani za moznost zalozeni a podporu ptisobeni Interdisciplinarniho
seminare topologickych studii patti dékanim spolupracujicich fakult,
prof. Zdenku Frankovi, prof. Janu Kratochvilovi, architektu Osamu
Okamurovi a docentu Mirko Rokytovi.

Barevna verze knihy je dostupna v elektronické podobé na adrese
webove knihovny Technické univerzity v Liberci https://etul.publi.cz/



Volume I. of the mentioned studies presents the tradition and new
forms of endeavours for a complex approach to reality achieved in ar-
chitecture. The volume is dedicated to the memory of Dalibor Vesely,
Cambridge University professor.

Volume 1I. discusses and evaluates some motives of topological
thinking as applied in a number of key disciplines of knowledge — in
mathematics, history and art theory, in architecture, neurology, psy-
chology and in philosophy itself.

At the end of the introduction, the editors of these books would like
to express their gratitude and thanks for the extraordinary willing-
ness of both Czech and foreign personalities to participate in the
solution of these tasks, which are pioneering and for which gene-
rally applicable methods and principles of knowledge are still being
sought. We naturally have to thank the Technology Agency of the
Czech Republic and the administrative and managerial management
of the Interdisciplinary Seminar of Topological Studies, especially
to Katerina Tandlerova from the Faculty of Arts and Architecture of
the Technical University of Liberec and Petra Mil$tajnova from the
Faculty of Mathematics and Physics of Charles University in Prague.
Special acknowledgments and thanks for the opportunity to estab-
lish and support the Interdisciplinary Seminar of Topological Stud-
ies go to the deans of the cooperating faculties, Professor Zdenék
Franek, Professor Jan Kratochvil, architect Osamu Okamura and As-
sociate Professor Mirko Rokyta.

The colour version of the book is available in electronic form in the web
library of the Technical University of Liberec at https://etul.publi.cz/
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Jaroslav Nesetril, Tomas Vicek
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Vypoditat a zvazit véechny ptic¢iny udalosti v kazdodennim zivoté, stejné tak jako
ve védé a v uméni je nefesitelny tkol. Kdyz dnes mame ptilezitost podat informaci
o Interdisciplinarnim seminafri topologickych studii poetiky uméni, krajiny a ar-
chitektury, lze jen stézi urcit, co vedlo k tomu rozhodujicimu okamziku, kdy z nasi
iniciativy, iniciativy matematika Jaroslava Nesetrila a historika uméni Tomas Vicka
byl na sklonku roku 2015 tento seminat zalozen. Zpétné se nam vybavuji nékteré
motivy, které si uvodem dovolime pripomenout.

S iniciativou vedouci k se- 1 — Viz napfiklad: J. Negetfil, M. Petficek: Inside out, outside in

Al ] : N (Mathematics on a single snapshot). In: Art in the life of mathematicians
tkanl a SPOluprasl fl‘leZl Vrga (Anna Kepes Szemerédi, ed.), Amer. Math. Soc 2014, 285-301.
tematikou a uménim prisel

filozof Miroslav Petricek.
On, ktery prelozil radu za-
kladnich texti soucasného fi-
lozofického diskurzu do ces-
tiny, a se kterym jsme oba dva
jiz drive, pred zalozenim se-
minare méli ptilezitost spolu-
pracovat, klade otazky zamé-
rené na komplexni vyznamy
poznéni.!

V centru jeho studii jsou pojmy a osobnosti, u nichz se filozoficky diskurz dotyka,
tak jak je tomu napriklad v dile Michela Serrese, otazek, které se tykaji stejné filozo-
fie samotné, jako filozofie uméni ¢i filozofie matematiky. Divéra v seminar a vyuziti
moznostijej zalozit pti Matematicko-fyzikalni fakulté Karlovy univerzity a Fakulté
uméni a architektury Technické univerzity v Liberci byla do urédité miry opfena
o zkusenosti s pokusy vymanit poznani a s nim rtzné obory kulturniho diskurzu
zideologického dohledu a manipulaci oficidlni kulturou totalitniho rezimu. Motivy
pochazejici z polooficialnich, neoficidlnich aundergroundovych seminaf, ateliéro-
vych a hospodskych setkani doby komunistického rezimu byly oporou a inspiraci
naseho usili klast si svobodné tkoly, fesit otazky poznani svobodné, bez ohledu na
priority prostfedi a limity praxe. To byl jeden z hlavnich motivi pfiklonu k mate-
matice, ktera si svou naroénosti i v dobé totality uchovavala moznosti preziti, bez
apriornich deformaci a postihi. V rozméru seminarnich setkani se také z iniciativy
vyznamné osobnosti ¢eské matematiky, akademika Miroslava Katétova jiz v dobé
tak zvané normalizace uskute¢nilo zalozeni Seminare matematickych metod v psy-
chologii. Pivodni motivace Katétova byly nové se rozvijejici (a neoéekavané) ap-
likace topologie. Byla to hlavné teorie katastrof (spojujici algebraickou topologii
s klinickou psychologii) a teorie perceptronti (jeden z projevii nové se rozvijejici in-
formatiky a teorie siti). Katétov se seminari osobné velmi vénoval a budoval rozsah-
lou kartotéku vysledkii (o kterou jsem se, jako jeho asistent, v po¢atku 70. let staral,
J. N.). Protoze se jednalo o matematicky zajimava témata a samozfejmé vzhledem
ke Katétové autorité, seminat byl matematicky aktivnia velmi aspésny. Ale pro $ifi
svého zaloZeni se seminar stal zahy znamy i mezi nematematiky a vzhledem k tizivé



To calculate and assess all the causes of an event in everyday life is an impossible
task — both in science and art. Today, when we are reporting on the Interdiscipli-
nary Seminary of Topology and Poetics of Art, Landscape and Architecture, it is
really difficult to tell what actually led to the decisive moment when this seminar
was established at the end of 2015, on the initiative of us, the mathematician Jaro-
slav NesSetril and the art historian Tomas VI¢ek. In retrospect, some motives come
to mind which we will take the liberty of recalling to start with.

The philosopher Miroslav Petfi¢ek came up with the initi- 1 — see, for example
ative leading to a meeting and cooperation between mathe- fngzze;m 'c‘)’ttzieég?sk:
matics and art. He, who has translated numerous basic texts  (Mathematics on a single
of contemporary philosophical discourse into Czech, and ~ snapshot. In: Artin the

R R life of mathematicians
with whom we both had the opportunity to collaborate be-  (anna kepes Szemeredi,
fore the seminar had been founded, asks questions after the  d.) Amer. Math. Soc 2014,

. pp. 285-301.
complex meaning of knowledge 1

There are concepts and personalities at the centre of his studies whose philosophi-
cal discourse touches, as, for instance, in the work of Michel Serres, on questions of
philosophy itself, as much as philosophy of art and philosophy of mathematics. The
confidence in the seminar, as well as the possibility of establishing it at the Faculty
of Mathematics and Physics at Charles University in Prague and the Faculty of Arts
and Architecture at Technical University of Liberec was to certain extent based
on the experience of liberating knowledge, along with the various fields of cultural
discourse, from the ideological supervision and manipulation of the official cul-
ture of the totalitarian regime. Motives originating from semi-official, unofficial and
underground seminars, studios and pub gatherings in the days of the communist
regime were the backbone and inspiration of our efforts to outline tasks freely to
ourselves, regardless of the priorities of the environment and the limits of practice.
This was one of the main motives for the inclination towards mathematics, which, by
its demanding nature, kept the possibility of survival even at the totalitarian times,
without a priori distortions and repercussions. In the dimension of the seminar
meetings, it was also by the initiative of a prominent Czech academic mathemati-
cian Miroslav Katétov that the establishing of a mathematical-psychological semi-
nar took place, as early as at the time of the so-called normalization; in this seminar,
Katétov’s interests and those of the coming generation of topology mathematicians
came to the fore. Also, again in the dimension of seminar meetings, the founding
of the Seminar of Mathematical Methods in Psychology was also initiated by Mi-
roslav Katétov during normalization. Katétov’s original motivation was the newly
developing (and unexpected) application of topology. These were especially the ca-
tastrophe theory (which combined algebraic topology with clinical psychology) and
the perceptron theory (one of the manifestations of the newly developing computer
science and network theory). Katétov was personally very devoted to the seminar
and built an extensive card catalogue of results (which I, as his assistant, looked af-
ter at the early 1970s, J. N.). And because these topics were mathematically inter-
esting and, obviously, also because of Katétov’s authority, the seminar was active in

PAGE 13
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situaci 70. let jednim z klico-
vych mist prazského inte-
lektualniho zivota. Uspéch
tohoto byl seminaf poté
vzorem i dal$im podobnym
institucim. Velmi nas poté-
silo, kdyz néktefi ucastnici
naseho seminare povazovali
jeho ¢innost za pokradovani
Katétovova seminate.?

Cesta k topologii v oblastech nematematickych oboru
byla slozitéjsi, vice méné nereflektovana, bezdécéna, zavr-

2 — Miroslav Katétov je spolu s Eduardem Cechem nejvyznamné;jsi

osoba ceské topologie a matematiky celého 20. stoleti. Jeho prace v teorii
dimenze jsou dosud citovany a Katétov rovnéz inicioval rozvoj a studium
teorie struktur. To se posléze rozvinulo ve velmi GspéSnou oblast eské
matematiky. Katétoviv seminaf existoval (pod rtznymi jmény) v letech 1970-
2001. Katétov byl nejenom organizatorem, ale i hnaci silou seminare. V letech
1970-1988 prednesl na seminafi tctyhodnych 100 prednasek. Seminar

se konal zpravidla jednou za 14 dni. Najvétsi pocet prednéasek prednesli
psycholog Véaclav Brichaéek, matematik Jifi Fiala, informatik a filozof Ivan M.
Havel, psycholog Jaroslav Madlafousek, biolog a filozof Zdenék Neubauer

a matematik Ale$ Pultr. Pod ndzvem ,Katétoviv transdisciplinarni seminar
1970-2001" pripravil pfehled Jiti Fiala v roce 2001. (Dékuji Kamile Bendové
za zapujéeni této needitni publikace.). Je nam pot&senim, ze néktefi Elenové

Katétovova seminére jsou rovnéz ¢leny naseho ISTS.

3 — Chalupecky, J., Uméni
dnes, Praha, 1966

$end motivy a snahami o rehabilitaci zivé kultury a zuzit-
kovani okamziku potfeby nového kulturniho obratu,

ktery Jindfich Chalupecky v pripadé vytvarné kultury

shrnul pod pojem jiné uméni.®

Témata, funkce a podoba neoficialni kultury byly sice
rozptylené, ale vychazely ze spole¢né potteby oriento-
vat se vtom, na co se dd navazat v kontextu mistaa ¢im
z kontextu svobodného svéta lze obohatit ¢i pfevratit
stav dobového mysleni u nas. Kdyz se obracime do mi-
nulosti, ktera bezprostfedné ovlivnila nase mysleni
a zivoty, je tfeba zminit nejen stabilni obory poznani,
ale zejména skutec¢nosti neoficialnich, neinstitucio-
nalnich aktivit. Slo o neoficidlni a undergroundové
seminare z doby komunismu, které byly zaméfeny na
okruhy témat spojenych zejména s fenomenologii, exi-
stencialismem a hermeneutikou. V jinych nez filozo-
fickych neoficialnich literarnévédnych seminarich té
doby to byly inspirace prevzaté a rozvijené na zakladé
strukturalismu, lingvistiky, sémiotiky, dohromady
s doteky s moderni a experimentalni védou, ale také
s poezii a prozou, zanry reprezentovanymi predev$im
jmény Jiti Kolaf, Josef Hirsal, Milan Kundera.#

V nikach nebo ostrovech a ostrivcich uz-
kosti, vzdoru, sntt a nadéji dochazelo ke
kombinacim nazord a stanovisek, ve kte-
rych se v centru pozornosti vrstvily moti-
vace k necekanym a jinde zcela neobvyklym
pokusim, véetné pokust o uplatnéni inspi-
! Ve /4 o/ 7 v ! v 5
raci prichazejicich do uméni z védy.

4 — Jednim z mist, kde se aktéri
neoficialni a undergroundové kultury
setkavali, byla kavarna Slavie a v ni tak
zvany Kolafav stll. Zde se pravidelné
(v ptipadeé Jifiho Kolare a Josefa
Hirgala kazdodenné) setkavali literarti
s malifi, védci, filozofy. V dobé
normalizace to byli pfede vSemi
vedle Kolare a Hirala Vaclav Bostik,
Karel Malich, Zdenék Sykora, Milan
Grygar, Vaclav Cerny, Véclav Havel,
Jan Patocka, Vladimir Burda a dal$i
véetné zahrani¢nich osobnosti,

které s i€astniky Kolarova stolu

pojil zajem o aktualni kulturu, tak ke
stolu napfiklad prichazeli, nebo prisli
némecky basnik Helmut Heisenbiitel
nebo kolumbijsky romanopisec
Gabriel Garcia Marquez. Podrobnéji
popis a hodnoceni Kolarova stolu

v knize: Josef Hir8al, Jan Vladislav,
Tomas Vicek, ed.,KolaFav stal,
Fakulta designu Ladislava Sutnara,
Zapadoceska univerzita v Plzni,

v tisku.

5 — O nékterych motivech uméni inspirovaného
néazory a modely pochéazejicimi z oblasti
védeckého poznani vice ve svazku Topologie

a poetika prostoru Il.



terms of mathematics — and very
successful. Yet due to its broad
scope, the seminar soon also be-
came known amongst non-mathe-
maticians and, given the oppres-
sive situation of the 1970s, one of
the key events of Prague’s intellec-
tual life. The success of this sem-
inar was then a model for other
similar institutions. We were very
pleased when some of the partic-
ipants of our seminar considered
its work to be a continuation of
Katétov’s seminar.?

The journey to topology in the fields of non-mathematical disci-
plines was more complex, more or less unreflected, unconscious
and accomplished with motives and efforts to rehabilitate the liv-

2 — Miroslav Katétov is, together with Eduard Cech, the most
prominent personality of the Czech topology and mathematics

of the entire 20th century. His works in the dimension theory are
to date cited and Katétov has also initiated the development and
study of the structure theory. This eventually developed into a
very successful field of Czech mathematics. Katétov's seminar
existed 1970-2001 (with different names). Katétov was not only
organizer, he was driwing force of the seminar. In years 1970-1988
he presented there remarkable 100 lectures. The seminar

took place beweekly. The largest number of lectures which

were presented were given by psychologist Vaclav Bfichacek,
mathematician Jifi Fiala, computer scientist and phisoph Ivan. M.
Havel, psychologist Jaroslav Madlafousek, biologist and philosoph
Zdenék Neubauer and mathematician Ale$ Pultr. Jifi Fiala
prepared in 2001 a volume ‘Katétov interdisciplinary seminar
1970-2007’ (I thank to Kamila Bendova for this information about
this inedit publication). We are very pleased that some members
of Katétov's seminar are aswell members of our ISTS.

3 — Chalupecky, J.,
Uméni dnes

(Art Today), Prague,
1966.

ing culture and to seize the moment of need for a new cultural
turn which Jindfich Chalupecky summarized in the case of visual

culture by the term Other Art.3

The themes, functions and form of unofficial
culture were scattered, but they were based on
a common need to find one’s bearings in what
can be built upon in the context of place and
what in the context of the free world could en-
rich or overturn the state of contemporary
thinking here. When we turn to the past which
has directly influenced our thinking and lives,
we must mention not only the stable fields of
knowledge, but especially the reality of the un-
official, non-institutional activities. These were
the unofficial and underground seminars from
the communist era which dealt with themes
mainly related to phenomenology, existen-
tialism and hermeneutics. In other than philo-
sophical unofficial literary-scientific seminars
of the time, the inspiration was taken and de-
veloped on the basis of structuralism, linguis-
tics, semiotics, along with touches of modern
and experimental science, as well as of poetry
and prose, genres represented especially by
names, such as Jifi Kolar, Josef Hirsal and Mi-
lan Kundera.?

4 — One of the places where the actors of
unofficial and underground culture used to
meet was Slavie Café and the so-called Kolaf's
table. Here, writers met painters, scientists and
philosophers on a regular basis (in the case

of Jiti KolaF and Josef Hirsal, daily). During the
normalisation era, it was especially (beside
KolaF and Hirsal), Vaclav Bostik, Karel Malich,
Zdenék Sykora, Milan Grygar, Vaclav Cerny,
Véclav Havel, Jan Patoc¢ka, Vladimir Burda and
many other personalities, including foreign
ones, such as the German poet Helmut
Heisenbiitel or the Colombian novelist Gabriel
Garcia Marquez who used to join the company
at the table. For a more detailed description
and depiction of Kolaf's table, see: Josef Hirsal,
Jan Vladislav, Tomas Vli¢ek, ed., Kolar's Table,
Faculty of Design of Ladislav Sutnar, University
of West Bohemia in Pilsen, in press.
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V prosttedi pfedevsim Prahy, ale také Brna a dal$ich & — Thomas A. Die Intellektuellien

mist tehdejéiho socialistického Ceskoslovenska docha-

und die Vergangenheit: Kultur,
Politik und Ge-schichte in der

zelo v dobé komunistického rezimu, tedy v podmin-  Habsburgermonarchie 1890-1914,

kach prezivani kultury pod ideologickym dohledem,  internet
k samovolnému sdruzovani skupin a skupinek inte-
lektualt raznych obori s riznymi jejich paradigmaty.
V reakcich nauvedené podminky se zde ozivovaly zku-
$enosti a aktualizovaly motivy, které byly, jak ukazal
vnedavné dobé americky historik kultury Alfred Tho-
mas, specifické pro stfedni Evropu doby kolem roku
1900 jako teritorium minoritnich kulturnich tendenci
charakteristickych motivy nadéji vkladanych do vizi
lokalizovanych do ptedstav hodnot, které jsou, nebo
byly ptedevsim jinde a jindy.®

Motivy nezbytnosti alespon snéného prekroceni hranic v nejraznéj-
$ich oborech a rovinach kulturni praxe se projevily v dobé komuni-
smu v oblasti svétondzoru a dokonce i v nékterych motivech speci-
ficky védeckého a humanitniho poznani. Nikde jinde v Evropé nebyl
naptiklad tak hluboky zajem o zachranu a kontinuitu surrealismu
jako v ¢eském prosttedi. Samoziejmé, Ze zivot, kultura, poznani byly
v tehdejsi Praze minimalné tak rozporuplné jako kdekoliv jinde, je-
nom podoby a podminky té rozporuplnosti byly v prostfedi totality
zjevnéjsi a disledky se zdaly byt naléhavéjsi. Rozbor tehdejsi situace
miize pomoct charakterizovat zdejsi snahy a cesty tviir¢iho mysleni
v $irsich historickych a ideologickych souvislostech. Vnimani krize
je stabilnim tématem kultury v Cechéch, téma protikladi jako spe-
cifické téma osudu a podob architektury se stalo predmétem reflexe
prispévku Tomase VIcka na 25. svétovém kongresu déjin uméni ve
Vidni roku 1983.7

7 — Acta 25.
Congress CIHA,
1984, Viden.

Stavy deprese, nespokojenosti, véeobecného nesou- 8 — Robert Pynsent, Julius Zeyer,

hlasu a intelektualniho vzdoru patfily k charakteris-

The Path to Decadence, Mouton,
Haag, 1973 Pynsent charakterizoval

tickym rysim éeského prostrediive starSich déjinach  gesks prostredi jako prostredi
moderni minulosti viz.8 autentické dekadence.

Krizové jevy svéta vyspélych kultur vnimané v Cechach prizmatem socialni a ideo-
logické krize doby komunismu doléhaly na téastniky lokalniho, a to pfedevs$im ne-
oficialniho kulturniho diskurzu patrné naléhavéji, nez tomu bylo jinde. V motivech
reakci na krizi se dobové skuteénosti dostavaly do $irsiho povédomi, nazorovych
postojti a reflexi krize modernosti, byt to vétSinou bylo v neoficialnich seminafich,
ateliérovych setkanich, hospodach, happeninzich. Navraty k pri¢inam krize legiti-
movaly snahy o navazani a podporu usili o vybfednuti z oficialniho zideologizova-
ného diskurzu komunistického rezimu. Oporami snah o opreni protikrizového dis-
kurzu se staly vétsinou v neoficialnich vrstvach kultury kritické studie minulosti,



In niches, or islands and islets of anxiety, defiance, 5 — For some motives of art inspired

dreams and hopes, combinations of views and opin-

by views and models originating from
the field of scientific knowledge, see the

ions emerged in which motivations for unexpected  volume Topologie a poetika prostoru Il
and elsewhere quite unusual experiments occurred, ~ (Topology and Poetics of Space Il).

including the attempts to apply inspiration coming
to art from science.®

In the environment of Prague, but also in Brnoand 6 — Thomas A, Die Intellektuelllen und

other places in the former socialist Czechoslovakia,

die Vergangenheit: Kultur, Politik und
Geschichte in der Habsburgermonarchie

small and larger groups of intellectuals of various  1890-1914 (The Intellectuals and the
disciplines with different paradigms spontaneously ~ Past: Culture, Politics and History in the

gathered at the time of the communist regime, that
is, under conditions where culture existed under
ideological supervision. In response to these con-
ditions, arevival occurred of experiences and actu-
alization of motives that were, as the American cul-
tural historian Alfred Thomas has recently shown,
specific to Central Europe around 1900; it was then
a territory of minority cultural tendencies charac-
terized by motives of hope placed into visions local-
ized in ideas of values which are or were primarily
elsewhere and at other times.®

Motive of necessity of at least dreamt transgression of boundaries
in various fields and levels of cultural practice were in the com-
munist era manifested in the field of ideology and even in some
motives of specifically scientific and humanistic knowledge. No-
where else in Europe, for example, was there such a deep interest
in the preservation and continuity of surrealism as in the Czech
environment. Naturally, life, culture and knowledge were at least
just as contradictory in Prague as anywhere else, only the forms
and the conditions of that contradiction were more obvious and
the consequences seemed more urgent in the environment of to-
talitarianism. An analysis of the situation at the time could help
describe the local efforts and paths of creative thinking in broader
historical and ideological context. The perception of crisis is a sta-
ble theme of culture in Bohemia; the theme of contradictions as a
specific theme of the destinies and forms of architecture became
the subject of reflection in a paper by Tomas Vicek at the 25th
World Congress of Art History in Vienna in 1983.7

Habsburg Monarchy, 1890-1914), internet

7 — Acta, 25th
CIHA Congress,

1984, Vienna.

States of depression, dissatisfaction, general disap- 8 — Robert Pynsent, Julius Zeyer, The

proval and intellectual defiance were also typical

Path to Decadence, Mouton, Haag,
1973. Pynsent described the Czech

features Of the CZeCh environment in the earlier environment as an environment of an
history of modern past.s authentic decadence.

PAGE 17



STRANA 18

dél jakymi jsou Husserlova Krize evropskych véd nebo Masarykovy Idealy huma-
nitni, ¢i snahy umélei spojit hodnoty uméni minulosti s novymi tviiréimi expe-
rimenty moderny, avantgardy a postmoderny. V tomto prostredi se také rozvijely
snahy odideologizovat uméleckou tvorbu a pokusit se o jeji nové podstatné zakot-
veni ve védeckém poznani. Ke slovu prichazela jak tradi¢ni historie uméni, tak in-
tenzivni vyzkumy psychologické a psychiatrické (zejména studia fenomentt uméni
spojené se zajmy o psychoanalyzu, v souvislostech s usilim o rehabilitaci surreali-
smu véetné dalsich obort).

Véda, filozofie, interpretace se v hledani odpovédi na otazky podnicené reflexemi
krize stavaly nadéji. V prostredi deprese a hledani alternativ se utvarelanova krité-
ria a objevovaly nové vyzvy k specificky oborové zalozenym (oborové ochranénym)
ptistupti. Véeobecna krize prelomovych let kultury Sedesatych let s aktualizacemi
kritického mysleni (Adorno) vsak kladla ukoly najit komplexnéjsi pfistupy v hle-
dani vychodisek projevi krize moderni doby. Pojem jiného uméni byl v urcitém
smyslu analogii v motivech jiného mysleni ve véd¢, cesty poznani, které uréitym
zplsobem predstavovala topologie. Kdyz se dnes vracime k pri¢indm a podobdm
motivu usili o proménu kulturniho diskurzu véetné védeckého a humanitniho po-
znani, pak dilo Dalibora Veselého, jehoz vychodiska neodmyslitelné pattila do pro-
stiedistredni Evropy, bylo vmnoha ohledech synergetické s konflikty a proménami
kulturniho kontextu, do kterého byl Dalibor zcela autenticky zapojen. Jesté v dobé
Daliborova piisobeni v Ceskoslovensku pied koncem roku 1968 patftil k okruhu te-
oretiki, ktefi byli zaujati surrealismem, jako tendenci hajiciuméni v jeho roli obha-
joby a rozvoje umélecké kreativity. Mezi jeho blizké kolegy pattili Bohumir Mraz,
Jiti Padrta a Franti$ek Smejkal, teoretici uméni tizce spjati s uménim surrealistické
orientace v jehoz ¢ele, pokud $lo o malitstvi, byl tehdy v Praze Mikulas Medek.
Medkuv ateliér se stal povéstnym jako jedno z vyznamnych center tvardich dis-
kuzi doby. Jak v této knize doklada Jan Royt, Medkovo dilo ptfi svém zacileni na
autentické hodnoty surrealistické tradice bylo schopné zaclenit do svého vnimani
duchovnich hodnot uméni, pojmy a motivy spojené s reflexemi stredovékého uméni,
jehozjednim z evropskych center byla v minulosti také Praha, ajehoz reflexe pattila
mezi motivy alternativ k ideologickému teroru.

Do osudi kultury a jejich pokust o svobodu v byvalém Ceskoslovensku zasahla po
srpnové okupaci vojsky Varsavské smlouvy roku 1968 mocenska opatteni, ktera
byla komunistickym rezZimem nazyvana normalizaci. Normalizace usilovala o bez
vyjimeéné uplatiiovani ideologie komunistického statu. Cim vice véak dopadaly po-
stihy svobodného mysleni na véechny oblasti kultury, zejména uméni, tim silnéji se
utvarely motivy a postupy resistence. Mezi né pattily zminéné seminafe a s nimi
spojené objevovani a obhajovani modelt mysleni presahujiciho rozporuplnou dobu.
Ve snahach o obhajobu svobody se dostavaly spolu s aktudlnimi motivy tviréiho
mysleni i konzervativni motivace héjici osvédéené hodnoty, coz v dusledcich zna-
menalo stupnovani protikladt a prispélo k vseobecnému pocitu bezvychodnosti.
Otazka jak dal v zivoté, v obhajobé moznosti mysleni, se proto stala stejné naléha-
vou, nebo jesté naléhavéjsi, nez tomu bylo v tehdejsim svobodném svété.



The crisis phenomena in the world of advanced cultures, perceived in Bohemia
through the prism of social and ideological crisis of the communist era, probably
tended to affect the participants of the local, especially unofficial discourse more
urgently than elsewhere. In the motives of the reactions to the crisis, the realities of
the times were brought into broader awareness, attitudes and reflections of the cri-
sis of modernity, even though it was mostly in unofficial seminars, studio meetings,
pubs and happenings. Returning to the causes of the crisis legitimized the efforts
to continue and support of attempts to break away from the official ideologically
driven discourse of the communist regime. The backbone of the efforts to shore up
the anti-crisis discourse were the critical studies of the past, such as the works of
The Crisis of European Sciences by Husserl, Ideals of the Humanities by Masaryk,
or the artists attempts to blend the values of the art of the past with the new experi-
ments of modernism, avant-garde and postmodernism, mostly in the unofficial lay-
ers of culture. In this environment, the efforts to de-ideologize art and to attempt to
substantially anchor it in scientific knowledge also flourished. Both traditional art
history and intensive psychological and psychiatric research (especially the study of
art phenomena associated with interests in psychoanalysis, in the context of efforts
to rehabilitate surrealism, among other disciplines) were brought to play.

Science, philosophy and interpretation were becominga source of hope in the search
for answers to questions prompted by reflections on the crisis. In an environment
filled with depression and the search for alternatives, new criteria were formed and
new challenges to discipline-specific (discipline-protected) approaches emerged.
However, the general crisis of the turning years of the 1960s culture with the actu-
alizations of critical thinking (Adorno) posed a challenge of finding more complex
approaches in the search for the foundations of the manifestations of the crisis of
modernity. The notion of other art was in certain sense an analogy in the motives
of other thinking in science, a way of knowledge which was in a certain way repre-
sented by topology. Returning today to the causes and forms of the motives behind
the efforts to transform the cultural discourse, including the scientific and human-
istic knowledge, the work of Dalibor Vesely whose themes were inherent to the
environment of Central Europe, was in many ways synergic with the conflicts and
transformations of the cultural context in which Dalibor was authentically involved.
Already at the time of Dalibor’s work in Czechoslovakia prior to the end 0f 1968, he
was one of the theorists who were interested in surrealism as a tendency defending
art in its role of championing art and developing artistic creativity. His close col-
leagues included Bohumir Mraz, Jifi Padrta and Frantisek Smejkal, art theorists
closely associated with surrealist art, led at the time in Prague by, as far as painting
was concerned, Mikula§ Medek. Medek’s studio became renowned as one of the im-
portant centres of creative discussion at the time. As Jan Royt demonstrates in this
book, Medek’s work in its focus on the authentic values of the surrealist tradition
was able to incorporate into its perception of the spiritual values of art, concepts
and motifs associated with reflection on medieval art — as Prague was one of its Eu-
ropean centres — and whose reflection was one of the motifs for an alternative to
the ideological terror.
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Rok 1968 se stal zZlomovym rokem nejen jako rok ztroskotani ptani a snahy refor-
movat a humanizovat totalitni stat tehdejsiho Ceskoslovenska, ale predevsim zlo-
movym rokem socialnich a ndzorovych otfesti v Evropé, zejména v$ak ve Spojenych
statech americkych. Pti¢iny a dopad krize se v Ceskoslovensku projevily vyrazné
ivrozhodnutich ¢astiinteligence zalozit svou existenci na perspektivnéjsi pidé nez
bylo prostfedi ovladané tanky. Mezi vyznamnymi intelektualy, ktefi tehdy emig-
rovali z Ceskoslovenska do svobodného svéta, pattil také Dalibor Vesely. Odesel,
tak jako rada dalsich, s poznanim nezbytnosti komplexni kritiky dobové kultury.
V tom ov$em patfil do stejného spolecenstvi jako védci, umélci, filozofové, ktefi
ziistali v ,normaliza¢nim“ Ceskoslovensku a jejichz moznosti byly omezeny bud na
zcelavyjimecna povoleni uéastnit se kulturniho déni ve svété, pokouset se o vydani
knih resicich kulturni diskurz svobodného svéta a stat ve frontach oéekavajicich je-
jich vydani, setkavat se individualné a v malych seslostech pokracujicich seminati.

Mezi moznymi cestami k podnétim nového ¢i jiného poznani byla také pozvani
a vyjimeéna povoleni ucastnit se akademického a vyzkumného Zivota ve svobod-
ném svété. To se tykalo zejména ideologicky méné zatizenych obort, jakymi do
urcité miry byla matematika, ale také kromé jinych obort kultury vytvarné uméni.
V souvislostech hledani novych feseni kulturnich a civiliza¢nich vyzev a problémt
je tfeba v souvislostech uplatnéni matematiky v kulturnim diskurzu zminit semi-
néfe, které se odehravaly v byté bratra byvalého disidenta pozdéjsiho prezidenta
Vaclava Havla, matematika Ivana Havla. Jednim ze zahrani¢nich uc¢astniki byl Ame-
ri¢an, zak zakladatele kybernetiky Norberta Wienera, Michael Arbib, se kterym po-
kracuje spoluprace az do dnesnich dnt. Novou vyzvu pro interdisciplinarni reseni
podstatnych otazek uméni znamenal XXVI. Kongres déjin uméni ve Washingtonu
roku 1986, ktery si kladl za cil nalézt moznosti objeveni novych cest k jednoté v pro-
stredi pokracujici diverzity. V druhé své sekci se dostaly na program jednani otazky
diagramti a geometrickych vzorua. K jednani sekce prispél mezi osobnostmi, jakymi
byli Richard Wohlheim, Stephen M. Koslyn, Martin J. Kemp, nebo kromé dalsich
také Hubert Damisch a také Tomas Vléek prispévkem o vztazich mezi fenomenali-
tou a abstrakei v dile Vojtécha Preissiga. To, co dostalo do popredi reflexe geomet-
rie a matematiky v uméni, bylo prostupovani téchto védeckych disciplin tradi¢né
humanitnim diskurzem. Neurologie, design, pocita¢ova kultura ukazovaly zmény
v pojeti tvurciho mysleni. Kdyz zatim zde nebyly feseny moznosti uchopeni diver-
zity prostiednictvim topologie. Topologie si ale jiz téméf stoleti hledala zptisob
svého uplatnéni. Jeji nezbytnost v ¢eském prostredi zdiraznil legendarni kurator
londynské Tate Gallery Michel Compton. Kdyz jej Tomas Vl¢ek seznamil v dobé to-
tality s fragmenty dila Vojtécha Preissiga, Compton prohlasil: , To je topologie.“ To-
pologie ziistala vyzvou pro dalsi osudy a cesty tviir¢iho poznani nejen Preissigova
dila, ale zejména podstatnych stranek celé pozdné moderni kultury.



The fate of culture and its freedom attempts in the former Czechoslovakia after
the August 1968 occupation by the Warsaw Pact armies were affected by power
measures called normalization by the communist regime. Normalization strove for
unconditional application of the communist state ideology. Yet the more the sanc-
tions on free thinking affected all aspects of culture, especially art, the stronger the
motives and resistance practices grew. These included the aforementioned semi-
nars and related discoveries and advocacy of thought models transcending the con-
tradictory times. In order to protect freedom, conservative motivations defending
the time-proven values were brought in along with the current motives of creative
thinking; as a result this meant an escalation of contradictions and contributed to
a general feeling of hopelessness. The question of how to move on in life, in defend-
ing the possibilities of thought, therefore became as urgent, if not more urgent that
in the then free world.

The year 1968 became a landmark year not only as a year of the failed wishes and
effort to reform and humanize the totalitarian state in Czechoslovakia at the time,
but primarily a pivotal year of social and attitudinal upheavals in Europe and espe-
cially in the United States of America. In Czechoslovakia, the causes and impact of
the crisis were strongly reflected also in the decision of a part of the intelligentsia to
base their existence on a more prospective ground than the tank-controlled envi-
ronment. Dalibor Vesely was one of the prominent intellectuals who emigrated from
Czechoslovakia to the free world at that time. He left, like many others, with the
knowledge of the necessity of a comprehensive critique of the culture of the time.
This made him part of the same community as the scientists, artists and philoso-
phers who remained in the ‘normalization’ Czechoslovakia and whose opportunities
were limited to either the very rare permission to participate in cultural events in
the world, to attempts to publish books dealing with the cultural discourse of the
free world and to stand in queues awaiting their publication; to meet individually
and in small gatherings of ongoing seminars.

Possible ways of stimulating new or different knowledge also included invitations
and exceptional permissions to take part in the academic and research life in the
free world. These especially concerned disciplines which were less ideologically
burdened, such as mathematics to certain extent, but also, among other cultural
branches, visual arts. When talking about search for new solutions of cultural and
civilization challenges and problems, we must mention that — in the context of ap-
plying math in the cultural discourse — the seminars which took place in the flat of
Ivan Havel, the brother of the former dissident and later president Vaclav Havel.
One of the foreign participants was an American Michael Arbib, the student of the
founder of cybernetics Norbert Wiener, with whom the cooperation continues to
this day. XXVI. Congress of Art History in Washington in 1986 which aimed at find-
ing new paths towards unity in an environment of continuing diversity was a new
challenge for the interdisciplinary solutions of essential art topics. In the second of
its sessions, issues of diagrams and geometric patterns were on the agenda. Among
the personalities who contributed to the section were Richard Wohlheim, Stephen
M. Koslyn, Martin J. Kemp, as well as Hubert Damisch and also Tomas Vicek with
his paper on relationship between phenomenality and abstraction in the work of
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Doteky védy a uméni v nice mezinarodnich
studii zalozenych v prostredi post-totalitnich
snah o demokracii

Sametova revoluce jak znamo probéhla velice poklidné. V oblasti vzdélani, védec-
kého vyzkumu a umélecké tvorby se v$ak situace z mnoha diivodi v Ceskosloven-
skuive svété nové komplikovala. Pomineme-li vSechny bariery, izkosti a stereotypy
chovani, kterymi byl kazdy, kdo prezil totalitu, tak ¢i onak poznamenan, na cesté
smérujici ke svobodnému vyuziti a rozvoji poznani se objevily nejen nové tkoly,
ale i prekazky. Kulturni diskurs se dostaval do novych potizi, byly definovany nové
priority a nova nebezpeci, zaroven se také vyhrocovaly nové vznikajici nazorové
kontroverze. Zmény uvedly nové naroky na orientaci v kulturnim prosttedi a na
roli a osudy tvirdi inteligence v ménicim se prostiedi nové ovlivnéném masovymi
fenomeny, poditacovou kulturou, globalizaci, virtualitou a novymi podobami nejen
komunikace, ale i fenomenti nazorové manipulace. Vznikaly nové ostrovy alterna-
tiv, novych snah o orientaci v socidlni a kulturni praxi stejné jako v oblasti poznani.
Jeden z téchto novych ostrovi predstavoval pokus se Stfedoevropskou univerzitou.

Vratme se jesté ke vzniku a funkci seminart. Role
seminare v teoretickych disciplinach je obtizné
vysvétlitelna. Nebo Iépe je zfejma, ale vystihnout
pravy vyznam a dulezitost neni jednoduché. Kva-
litni seminar (v oboru jako je matematika) ma
vlastné roli laboratote v experimentalnich obo-
rech. Je zpravidla soustfedén na néjaky obor, trva
zpravidla delsi dobu a vytvari tak srozumitelnou
tradici, je také zpravidla iniciovan nebo veden vé-
deckou osobnosti. Seminaf je dilna, kde se déji
podstatné véci. Podstatné pro ulastniky, ktefijsou
vlastné predvybrani svym zajmem, schopnostmi
a predchozimi znalostmi. Je samozfejmé, Ze obo-
rovy zajem na vrcholku pyramidy a aktivni prace
je maly. Aktivni seminafe se zpravidla nevyzna-
Cuji velikosti. Je dobré uvést v této souvislosti, ze
seminare v podobném tvaru jsou vsak typickym
jevem az 20. stoleti. Zvlasté pak jejich jednoobo-
rovost je nového data a topologie zde sehréla pro-
minentni roli. Jeji rychly rozvoj a charakter, ktery
zasahoval do mnoha oblasti matematiky a vytvarel
novy jazyk veskeré matematiky, vedl snad k tomu,
ze prvni specializovana mezinarodni konference
se konala v roce 1935 a byla vénovana pravé topo-
logii. Napfic¢ obory se ji zucastnili spi¢kovi védci
z celého svéta.®

9 — O této konferenci (a dokonce

o uvedené fotografii) vyslo nékolik
publikaci. Nejznamnéjsi je ¢lanek

H. Whitney: Moscow 1935: Topology
Moving Toward America. In A century of
mathematics in America, Part |, volume 1
of Hist. Math., s. 97-117. Amer. Math. Soc.,
Providence, RI, 1988. Poznamenejme,

Ze Hassler Whitney podal klasifikaci
singularit, ktera vedla k teorii katastrof.
Na fotografii je stojici druhy zleva

vedle Eduarda Cecha. Konference
bezprostiedné vedla rovnéz k pobytu
Eduarda Cecha na IAS v Princetonu

a posléze k jeho myslence zalozit
Topologicky seminar na Masarykové
université v Brné. Tento seminér se
proslavil mezinarodné, pracoval v letech
1936-1939 a jeho ¢innost je perlou
historie ¢eské matematiky (a v nasem
kontextu pfipomerime, Ze po vétsinu ¢asu
své existence mél pouze 5 Gcastnikd).
Karel Koutsky: CECHUOV TOPOLOGICKY
SEMINAR V BRNE Z LET 1936-1939,
Pokroky matematiky, fyziky a astronomie,
Vol. 9 (1964), No. 5, 307-321.



Vojtéch Preissig. What brought the reflection of geometry and mathematics in art
to the forefront was the permeation of these scientific disciplines by a traditionally
humanistic discourse. Neurology, design, computer culture showed transformation
in the perception of creative thinking. Yet the possibilities of grasping diversity
through topology have yet not been addressed here. For almost a century, though,
topology has been finding its way of application. The necessity of it in the Czech en-
vironment was emphasized by Michael Compton, the legendary curator of the Tate
Gallery in London. “This is topology!” Compton exclaimed when Tomas Viéek in-
troduced him to the fragments of the work of Vojtéch Preissig during the totalitar-
ian era. Topology remained a challenge for the future destiny and paths of creative
knowledge of not only Preissig’s work, but especially of the essential aspects of the
entire late modern culture.

Touches of science and art in the niche of
international studies established in the environment
of post-totalitarian strive for democracy

The Velvet Revolution, as we know, was very peaceful. However, new complications
emerged in the situation of education, scientific research and artistic creation for
various reasons both in Czechoslovakia and in the world. Leaving aside all barriers,
anxieties and behaviour stereotypes each one of us who has survived totalitarian-
ism was affected by in one way or another, new tasks but also obstacles appeared
on our path towards the free use and development of knowledge. The cultural dis-
course was running into new difficulties, new priorities and new dangers were de-
fined; newly emerging controversies were also escalating. The changes required
new demands for orientation in the cultural environment and the role and desti-
nies of the creative intelligentsia in a transforming environment newly affected by
mass phenomena, computer culture, globalization, virtuality and new forms of not
only communication, but also the phenomena of manipulation of opinions. New is-
lands of alternatives, of new efforts to orient social and cultural practices as well as
knowledge, were emerging: the experiment with the Central European University
was one of these islands.

Let us get back to the origin and function of the seminars. The role of the seminar
in theoretical disciplines is difficult to explain. Or to be more precise, it is obvious,
butitisn’t easy to capture its true meaning and importance. In fact, a good seminar
(in a field like mathematics) has the role of a lab in experimental disciplines. It is
usually focused on one field, it lasts for a longer period of time and thus creates an
understandable tradition; it is also usually initiated or led by a personality in the
field of science. Seminar is a workshop where substantial things happen — substan-
tial for the participants who are in fact preselected on the grounds of their inter-
ests, skills and their previous knowledge. It goes without saying that the interest of
the major discipline for the top of the pyramid and active work is relatively small.
Active seminars are generally not distinguished by their large size. In this context,
it is worth mentioning that seminars of such shape are a typical phenomenon only
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Odkaz uméni, kultury a védy v mezivile¢ném Ceskoslovensku motivoval snahy
o rehabilitaci role poznani v novém utvareni spole¢nosti v porevoluéni dobé po roce
1989. K vyjimecné prilezitosti pro rozvoj poznani pattilo zalozeni Stfedoevropské
univerzity v Budapesti a Praze v letech 1991/2. K dtlezitému cili jejiho zakladatele
George Sorose pattilo uplatnit v $iroké fadé obort nové moznosti matematiky jako
prostredku perspektivniho rozvoje poznani. Sorosova vychodiska spojena s Lon-
dynskou skolou ekonomie byla raimcovymi intencemi snah o konsolidaci porevo-
luéniho socialniho prostredi, véetné dalsich oblasti kultury a poznani. Topologie
zustala zde jen latentnim vychodiskem k sjednocovani rozsitujici se diverzity obort
a oblasti mysleni.

Soubéh nahlosti a nezbytnosti zmén v politickém, kulturnim i védeckém zivoté
zpusobil, Ze na zacatku ptsobeni Stredoevropské univerzity mohly byt v$echny
aktualni otazky feseny predevsim, nebo mozna jen, na zakladé ,podstatnych®, ve
skutec¢nosti véak odlisnych podob akademického diskurzu. Tak tomu pfi nejmen-
$im bylo v Departmentu filozofie a déjin uméni, ktery zalozil a vedl Tomas Vicek.
Zde se uplatnily jak jeho kontakty s nékterymi osobnostmi z oblastni neoficialni
kultury ptedeslého rezimu, zejména z undergroundovych seminaf konanych pre-
devs$im na téma fenomenologie, tak i rychle se rozvijejici kontakty védct z riaznych
koutt svéta s Prahou jako mistem novych kulturnich nadéji. Téma uplatnéni nové
utvareného poznanijako cesty k preklenuti pfetrvavajici krize modernostia dalsich
rozport, které se vynorovaly v hledani jejich feseni, bylo spole¢né odlisnym sta-
novisktm filozoft, predstaviteli uménovéd, psychologti, semiologt a jazykovédct
a predstavitelt dalsich oboru, ktefi se zde setkali. Nika uvedenych akademickych
aktivit zila v napéti nejen s lokalnim akademickym a védeckym prostfedim, ale
i uvnitt svého programu filozofie a déjin uméni. A to v zajmech a ochoté ke spolu-
praci zahraniénich osobnosti, ktera ovéem zahrnovala fadu odlisnych stanovisek
vyplyvajicich ze stfett odlisnych paradigmat, jak to v naznaku mohou charakte-
rizovat nazory, které zde prednesl John Searl, jako pfedstavitel konservativniho
pojeti védeckosti na jedné strané, a Jacques Derrida s myslenkami dekonstrukece,
na strané druhé.

Mezi osobnostmi, které se od poc¢atku ptisobeni 10 — Kniha Sloup, vaza, obelisk,
Stfedoevropské univerzity podilely na jejich ¢in- ~ Ydanaroku 2005, H « H, Praha, je
. , . , jednim z vystupu spoluprace uvedenych
nostech, byl Dalibor Vesely. Tento cambridgesky  osobnosti. Autofi studii uvedenych v knize:
profesor ¢eského ptivodu byl obklopen kolegy  John Onions, Joseph Rykwert, Anthony
v oy vy , , v v Vidler a Tomas Vicek, editor.
a zaky, z nichz kazdy po svém vyznamné urcoval
v desetiletich konce 20. stoleti priority diskurzu
v oborech architektury, jejich teorii a interpre-
taci. Na programu filozofie uméni a architektury
se kromé Dalibora Veselého a nékolika dalsich, ja-
kymi byli napfiklad Wilibald Sauerlinder, Wolf-
gang Kemp nebo Wolf Tegetthof, podileli pre-
devsemi: Joseph Rykwert, Peter Carl, Anthony
Vidler, John Onions.'0



na Nergod Mowe

OBR.1 Hassler Whitney stojici druhy zleva vedle Eduarda Cecha
FIG.1 Hassler Whitney standing second from the left, next to Eduard Cech

OBR.2 Setkani teoretiki a historiku architektury na schodisti Ple¢nikovych Jiznich zahrad
Prazského hradu, 1996. Zleva: Joseph Rykwert, Werner Oechslin, Ann Witlin, Dalibor Vesely,
John Onions, Tomas Vléek, Lubomir Kone¢ny

FIG.2 Meeting of theorists and historians of architecture on the staircase of Ple¢nik’s South
Gardens of the Prague Castle, 1996. From the left: Joseph Rykwert, Werner Oechslin, Ann Witlin,
Dalibor Vesely, John Onions, Tomas VI¢ek, Lubomir Kone¢ny.
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OBR. 3 Jifi Kolar pfi pfedndsce pro Department filozofie a déjin uméni Stfedoevropské univerzity,
Prazsky hrad 1994

FIG. 3 Jifi Kolaf at his lecture for the Department of Philosophy and History of the Central
European University, Prague Castle, 1994

OBR.4 Hans Georg Gadamer, Tomas$ Vl¢ek a Dalibor Vesely, 10. 4. 1997 v prazském Karolinu
FIG. 4 Hans Georg Gadamer, Tomas Vl¢ek and Dalibor Vesely, 10th April, 1997,
in Karolinum, Prague



in the 20th century. In particular,
itis their unidisciplinarity thatis of
recent day and topology has played
a prominent role here. Its rapid de-
velopment and character which af-
fected many areas of mathematics
and created the new language for
all mathematics, perhaps led to the
fact that the first specialized inter-
national conference took place in
1935 and was devoted to the very
subject of topology. Top scientists

9 — Several publications about this conference (and even about
the presented photograph) were published. The famous article is
by H.Whitney: Moscow 1935: Topology Moving Toward America.
In A century of mathematics in America, Part |, volume 1 of Hist.
Math., pp. 97-117. Amer. Math. Soc., Providence, RI, 1988. Note
that Hassler Whitney presented a classification of singularities
which lead to catastrophe theory. He is pictured standing second
from the left, next to Eduard Cech. The conference also resulted
in Eduard Cech staying at IAS in Princeton and later to his idea

of establishing a Topology Seminar at the Masaryk University in
Brno. This seminar became famous internationally, functioning in
the years 1936-1939 - and its history is the gem in the history of
Czech mathematics (let us recall in our context that for most of
its existence it only had 5 participants). Karel Koutsky: CECHUV
TOPOLOGICKY SEMINAR V BRNE Z LET 1936-1939, Pokroky
matematiky, fyziky a astronomie, (CECH'S TOPOLOGICAL
SEMINAR IN BRNO FROM 1936-1939, Advances in Mathematics,

from all over the World tOOk part Physics and Astronomy), Vol. 9 (1964), No. 5, pp. 307-321.

across disciplines.®

The legacy of art, culture and science in interwar Czechoslovakia motivated the ef-
forts to rehabilitate the role of knowledge in the new formation of society in the
post revolutionary era after 1989. The foundation of the Central European Univer-
sity in Budapest and Prague in 1991/2 was an exceptional opportunity for the de-
velopment of knowledge. One of the important goals of its founder George Soros
was to apply the new possibilities of mathematics as a means of prospective devel-
opment of learning. Soros’s intentions connected with the London School of Eco-
nomics framed the intentions to consolidate the post revolutionary social environ-
ment, including other areas of culture and learning. Topology here only remains a
latent starting point for unifying the expanding diversity of disciplines and fields
of thought.

The concurrence of suddenness and necessity of changes in political, cultural and
scientific life meant that, at the beginning of the existence of the Central European
University, all current issues could be solved especially, or perhaps only, on the ba-
sis of the ‘essential’, but in fact only different forms of academic discourse. This was
at least the case of the Department of Philosophy and History of Art, founded and
headed by Tomas VI¢ek. This was where his contacts came into play with some of
the personalities of the unofficial culture of the previous regime, especially from the
underground seminars especially on the topic of phenomenology, as well as quickly
developing contacts of scientists from different parts of the world with Prague as
a place of new cultural hopes. The theme of the application of the newly formed
knowledge as a way to bridge the persistent crisis of modernity and other contradic-
tions which were emerging in the search for their solution was common to the differ-
ent positions of philosophers, representatives of the art sciences, psychologists, se-
miologists and linguists and representatives of other disciplines who met there. The
niche of above mentioned academic activities lived in tension not only with the local
academic and scientific environment, but also within its own programme of phi-
losophy and art history, in the interests and willingness of foreign personalities to
collaborate — which, however, included a number of divergent views resulting from
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Veselého kniha Architecture in the Age of Divided Representation vydand v roce
2004 shrnula krizové aspekty jednostranného utvateni architektury v prostiedi
civilizace ovladané védou a technikou. Na zakladé Siroce zalozenych humanitnich
studii Vesely vybizi ke kritice zpovrchnéni a vyprazdnéni kulturniho diskurzu
véetné, nebo zejména architektury a uvadi divody pro uchovani komplexniho pti-
stupu ke svétu spojeného s vnimanim a poznanim fyziognomického charakteru ob-
jektl a prostredi, ve kterém zijeme. Veselého vyzva myslet komplexnéji v oborech
déjin, teorie a filozofie uméni patti do hledani nového vychodiska z krizové situace
modernia postmoderni civilizace a v uréitych vyznamovych souvislostech koreluje
s tendencemi v samotném védeckém poznani, ptikladné v topologii uplatnujici se
v hledani komplexniho charakteru poznani odpovidajiciho potfebam porozuméni
zejména tam, kde bylo ohrozeno chaosem a entropii kulturniho diskurzu pozdné
moderni kultury.

Na porozuméni a hodnoceni zivé tkané déni skutecnosti bylo na Stfedoevropskeé
univerzité zaméreno pusobenti filozofa Miroslava Petficka, jednoho z zak Jana Pa-
toc¢ky. Miroslav Petticek byl pozdéji iniciatorem spoluprace Nesettilaa Vi¢ka ajed-
nim ze zakladajicich ¢lenti Interdiscicplinarniho seminare topologickych studii po-
etiky uméni, krajiny a architektury.

Oporouv usili o objevovani moznosti dorozuméni v prosttedi ,rozdélené reprezen-
tace” v prostiedi mezinarodni spoluprace v Praze se stal na sklonku svého zivota
také Hans Georg Gadamer, s nimz Dalibor Vesely vedl mnohalety rozhovor vztahu-
jici se zejména k otazkam poznani a vnimani otazek prostoru a architektury.

I po ukonceni pisobeni Stfedoevropské univerzity v Praze roku 1994 pokracovaly
nékteré vyzkumné a akademické aktivity s okruhem osobnosti této zaniklé koleje
mezinarodni akademické instituce. Zhodnocovani ptinosu Departmentu filozofie
a déjin uméni Stfedoevropské univerzity prispélo k zalozeni ISTS. Mezi zakladaji-
cimi topologického seminare byl také hostujici profesor Stfedoevropské univerzity
psychiatr Jan Liebiger. Podstatny vyznam, na ktery bylo mozné navazat, predstavo-
valo dilo matematika Jaroslav NeSettila a matematikd, jejichz prinos se podilel na
uplatnéni topologie ve védeckém a umélecko-tviréim diskurzu postmoderni doby.



the class of different paradigms, as can be indicated in a hint by views presented
here by John Searl, as a representative of the conservative perception of sciencifity
on one hand, and Jacques Derrida with his concept of deconstruction, on the other.

Dalibor Vesely was from the beginning one of the personal- 10 — The book Sloup,
ities who participated in the activities of the Central Euro- {22 %b;;'lis:k()cp‘)’b‘g’;‘:ﬁed
pean University. This Cambridge professor of Czech origin  in200s, H + H, Prague, is
was surrounded by colleagues and students, each of whomin  ©ne of the outcomes of the
R . . L. . collaboration of the above
their own way considerably defined the discourse prioritiesin  mentioned personalities.
architecture, its theory and interpretation in the decades of =~ Theauthors of the studies
.. . ’ presented in the book
the late 20th century. In addition to Dalibor Vesely and some  yere John Onions, Joseph
other names, like Wilibald Sauerlinder, Wolfgang Kemp and Rykwert, Anthony Vidler
. . . , editor.
Wolf Tegetthof, the following people were the main contrib- 2" °M® ¥t earer
utors to the philosophy of art and architecture: Joseph Rykw-

ert, Peter Carl, Anthony Vidler, and John Onions.10

Vesely’s book Architecture in the Age of Divided Representation, published in 2004,
summarized the crisis aspects of the one-sided formation of architecture in the
environment of a civilization dominated by science and technology. Drawing on
broadly based studies of humanities, Vesely calls for a criticism of the superficial-
ity and emptiness of cultural discourse including of, or especially of architecture
and presents his reasoning for preserving a holistic approach to the world, related
to the perception and knowledge of the physiognomic character of the objects and
environments in which we live. Vesely’s call to think more comprehensively in the
fields of history, theory and philosophy of art belongs to the search for a new way
out of the crisis situation of modern and postmodern civilization and in certain se-
mantic contexts correlates with the tendencies in the actual scientific knowledge,
for instance in topology applied in a search for the complex character of knowledge
corresponding with the needs of understanding, especially where it is threatened by
chaos and entropy of the cultural discourse of the late modern culture.

The philosopher Miroslav Petfiéek, one of Jan Patocka’s disciples, focused on under-
standing and evaluating the living tissue of reality at the Central European Univer-
sity. Miroslav Petticek later initiated the cooperation with Nesettil and VIcek and
was one of the founding members of the Interdisciplinary Seminar of Topological
Studies in the Poetics of Art, Landscape and Architecture.

At the end of his life, Hans Georg Gaddamer, with whom Dalibor Vesely had a long
lasting conversation especially concerning the issues of learning and perception of
space and architecture, also became a support in his efforts to discover the possi-
bilities of understanding in the environment of ‘divided representation’ in the en-
vironment of international cooperation in Prague.
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Zalozeni a plisobeni interdisciplinarniho seminare
topologickych studii uméni, krajiny a architektury

Zalozeni interdisciplinarniho seminéafe topologickych
studii umoznily kontakty a spoluprace Fakulty uméni
a architektury Technické univerzity v Liberci s osob-
nostmi Matematicko-fyzikalni fakulty Univerzity
Karlovy v Praze. Rozsah a podoba studii uméni a ar-
chitektury v Liberci se podobalo soustredéni, které
charakterizovaly zajmy v byvalych undergroundo-
vych seminarich. Fakulta sama vznikla z odkazu non-
konformniho architektonického studia predrevoluéni
doby, SIALu. Povahu a program fakulty charakterizo-
val jeji spoluzakladatel, architekt Jiti Suchomel slovy:
mala, dynamicka, oteviena. Od doby zaloZeni topolo-
gie jako specializovaného oboru matematiky ve tfica-
tych letech a pozdéji v desetiletich druhé poloviny 20.
stoleti topologie ztistavala navzdory své komplexnosti
oborem ovladanym jen uzkym okruhem matematika
a ptibéh tohoto oboru matematiky, navzdory skutec-
nosti, ze inspiruje a umoztiuje vyvoj fady oblasti vé-
deckého poznani, Ize vztahnout na uzkou skupinu ma-
tematikd, o které mizeme také prohlasit, Ze byla mala,
dynamicka, oteviena. Zalozeni ISTS vyslo z rozhovoru
zacilenych na konkrétni motivy analyzy povahy a vy-
znamu matematiky ¢i geometrie v oblasti vytvarného
uméni a potazmo vizualni reprezentace. Zalozeni
seminafe znamenalo prejit od ad hoc dil¢ich tkold
k obecnéjsi interdisciplinarni problematice tviréiho
mysleni. Do perspektiv seminare se promitly fenome-
nologické stopy jak ve filozofii pozdné moderni védy
auméni, tak stopy a vyvojové trendy v matematice tr-
vale zhodnocujici motivy fenomenologie v fadé oblasti
matematického pozndni™

11 — Jak ukézaly posledni svétové
kongresy matematiky, vazby
matematiky k fenomenologii patfi

k zakladnim polaritdm v matematice
a filozofii matematiky.

Cilem seminaft se stala mezioborovost tviréiho mysleni ve vztazich k aktualnim
4 4 v v . o/ 7 . 8% ’ . . v v 4 v
otazkam bezprostfedné souvisejicim jak s klicovymi oblastmi védy auméni, prede-
vsim s topologii samotnou, ale vzdy také dohromady s obecnymi tendencemi a prin-
. . v 4 Vv . 4 Ve 4 4
cipy poetiky umélecké reprezentace. Prostfednictvim snah o zuzitkovani perspek-
tivnich motivit odkazu hermeneutiky a fenomenologie se do stfedu pozornosti ISTS
dostalo a ziistava téma smyslovosti, fyziologie, neurologie a dalsich specifik spjatych
s myslenim zaloZenym a motivovanym télesnosti, intuici, paméti a predstavivosti.



Even after the termination of activities of the Central European University in Prague
in 1994, some research and academic activities continued within the circle of per-
sonalities from this defunct international academic institution. The assets of the De-
partment of Philosophy and Art History of the Central European University contrib-
uted to the foundation of ISTS. The psychiatrist Jan Liebiger, a visiting professor at
the Central European University, was one of the founding members of the Topology
Seminar. The work of the mathematician Jaroslav Ne$ettil and mathematicians whose
work contributed to the application of topology in the scientific and artistic-creative
discourse of postmodern era had a considerable importance to build upon further.

Foundation and Operations of the Interdisciplinary
Seminar of Topological Studies of Art, Landscape and
Architecture

Founding of the Interdisciplinary Seminar of Topological Stud- 11 — As recent
ies was made possible through the contacts and cooperation of ‘(’:";r:'gdrgzz‘:gi:cs
the Faculty of Arts and Architecture of the Technical University  shown, the bonds
of Liberec and the Faculty of Mathematics and Physics of Charles o math with
University in Prague. The scope and form of art and architecture Ere among thegy
studies in Liberec resembled the concentration typical of the in- ~ fundamental polarities
terest shown in the former underground seminars. The faculty o :;nz;noa;fys;nd
itself was established on the grounds of SIAL, a non-conformist ~ mathematics...?
studio of the pre-revolutionary era. The nature and curriculum

of the faculty were described by its co-founder, the architect Jiti

Suchomel, as small, dynamic and open. From the days topology

was established as a specialized field in mathematics in the 1930

and later in the decades of the second half of 20 century, topol-

ogy, despite its complexity, remained a field dominated only by

a narrow circle of mathematicians; the story of this branch of

mathematics, despite the fact that it inspires and enables the

development of many areas of scientific knowledge, can be at-

tributed to a narrow group of mathematicians which we can also

be described as small, dynamic and open. The founding of ISTS

came out of conversations focused on specific themes of analy-

sis of the nature and meaning of mathematics and geometry in

visual artand, consequently of visual representation. The found-

ing of the seminar meant moving from ad hoc subtasks to a more

general interdisciplinary approach to creative thinking. The per-

spectives of the seminar reflected phenomenological traces both

in the philosophy of late modern science and art, as well as the

traces and development trends in mathematics which constantly

increase the value of the phenomenological motifs in many areas

of mathematical knowledge.™
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Pro ISTS zustavaji dilezité experimentalni a diskuzni pristupy odpovidajici $iti
a naroc¢nosti objevovanych motivi tviréiho mysleni. Ptilozeny soupis poskytuje
prehled uskute¢nénych seminarnich kolokvii. Mezi jejich pravidelné ucastniky pa-
ti'i prede vsemi matematik Jaroslav Nesetfil, historik uméni Tomas Viéek, psychiatr
Jan Libiger, neurolog Karel Jezek, filozof Miroslav Pettic¢ek, prirodovédec Ivan Ho-
radek, architekt Jiti Suchomel, historik a teoretik architektury Filip Senk, matema-
tik Ale$ Pultr a dal$i kolegyné a kolegové, mezi které v neposledni fadé také patfili:
matematik Ivan Havel a architekt-urbanista Tomas Valena, se kterymi jsme se, bo-
huzel, museli rozloudit v souvislosti s koncem jejich zivota.

Nedilnou soudasti ¢innosti ISTS od podatku byla spoluprace s védeckymi osob-
nostmi svéta. V navaznosti na spolupraci a pratelstvi s okruhem teoretika a his-
torikd architektury, v jejichz stfedu byl Dalibor Vesely, se ISTS podatilo vyuzit
ochoty ke spolupraci s tak vyznamnymi osobnostmi, jaké predstavuji nositel No-
belovy ceny Robert Aumann, teoretik architektury Anthony Vidler, historik ar-
chitektury Werner Oechslin, matematik a neurolog Alessandro Sarti, teoretik ar-
chitektury Martyn Dade-Robertson, neurolozka Elisbeth Chrastil ¢i matematik
aneurolog Michael Arbib.

Dva knizni svazky studii vénovanych Topologii a poetice prostoru pripravené ve
spolupraci tcastnikt ISTS predstavuji v textové podobé vybrané ¢asti spoleénych
diskuziaspoleéného vyzkumu. Vyznamnou soucasti interdisciplinarnich studii to-
pologie a poetiky uméni, krajiny a architektury se stala acast a spoluprace zainte-
resovanych doktorandt zakladajicich instituci ISTS, Fakulty uméni a architektury
Technické univerzity v Liberci a Matematicko-fyzikalni fakulty Univerzity Karlovy
v Praze. Architektka Dana Prihodova a teoretik uméni Ale$ Svoboda pfispéli vlast-
nimi prispévky k jednani kolokvii, studie Alese Svobody a architekta Jifiho Vitka
jsou soucasti druhého svazku publikace, Topologie a poetika prostoru.



OBR.5 Jarioslav Nesetfil a Hubert Damisch, Pafiz 2017
FIG. 5 Jaroslav Nesettil and Hubert Damisch, Paris, 2017

o |

OBR. 6 Werner Oechslin a Tomas Vic¢ek se studenty Fakulty uméni a architektury v Liberci

v knihovné Wernera Oechslina, Einsiedeln

FIG. 6 Werner Oechslin and Toma$ Viéek, with students of the Faculty of Art and Architecture
Technical University Liberec in the Werner Oechslin Library, Einsiedeln
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OBR.7 Jaroslav Nesetfil a Robert J. Aumann, Matematicko-fyzikalni fakulta UK,
Malostranské nam. 18. 10. 2018

FIG.7 Jaroslav Nesetril and Robert J. Aumann, Faculty of Mathematics and Physics,
Charles University, Malostranské namésti, October 18, 2018

OoBR.8 Michael Arbib, Velka aula Matematicko-fyzikalni fakulty UK, pti prednasce Neurologie
a Architektura, 9. 11. 2021

FIG. 8 Michael Arbib, Great Auditorium, Faculty of Mathematics and Physics, Charles University,
at the lecture Neuroscience and architecture, November 9, 2021



The aim of the seminars is the interdisciplinary nature of creative thinking in rela-
tion to current issues directly related to key areas of science and art, especially the
actual topology, but also together with the general tendencies and principles of the
poetics of artistic representation. Through efforts to capitalize on the perspectival
motifs of the legacies of hermeneutics and phenomenology, the topics of sensuality,
physiology, neurology and other specifics based on and motivated by corporeality,
intuition, memory, and imagination have been and remain at the centre of atten-
tion of ISTS.

Experimental and discussion-based approaches which match the scope and com-
plexity of the explored motives of creative thinking remain important for ISTS. At-
tached is an inventory of conducted seminar colloquia. Their regular participants
include especially the mathematician Jaroslav Nesetfil, the art historian Tomas
VIcek, the psychiatrist Jan Libiger, the neurologist Karel Jezek, the philosopher
Miroslav Petficek, the natural scientist Ivan Horacek, the architect Jifi Suchomel,
the historian and architecture theorist Filip Senk, the mathematician Ale$ Pultr
and other colleagues, not least of whom are the mathematician Ivan Havel and ar-
chitect-urbanist Tomas Valena, with whom we unfortunately had to part due to
their decease.

Collaboration with the world’s prominent scientist has been an integral part of ISTS
activities from the beginning. Following the cooperation and friendship with the
circle of architectural theorists and historians of which Dalibor Vesely was at the
centre, ISTS managed to take advantage of the willingness to cooperate of such
prominent personalities as the Nobel Prize winner Robert Aumann, the theorist
of architecture Anthony Vidler, the architectural historian Werner Oechslin, the
mathematician and neurologist Alessandro Sarti, the theorist of architecture Mar-
tyn Dade-Robertson, the neurologist Elisabeth Chrastil, and the mathematician
and neurologist Arbib.

Two book volumes of studies dedicated to Topology and Poetics of Space, prepared
in cooperation of the ISTS participants represent selected parts of joint discussions
and joint research in text form. An important part of the interdisciplinary studies
of topology and poetics of art, landscape and architecture was the participation and
collaboration of involved PhD students from the ISTS founding institutions — Fa-
culty of Art and Architecture of the Technical University in Liberec and Faculty of
Mathematics and Physics of the Charles University in Prague. The architect Dana
Prihodova and art theoretician Ale$ Svoboda contributed with their papers to the
colloquia, the studies of Ales Svoboda and the architect Jifi Vitek form a part of the
second volume of the publication Topology and Poetics of Space.
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Priloha

Seminarni kolokvia a konference ISTS 2016-2022

II.

III.

IV.

VI.

VII.

VIII.

IX.

kolokvium ISTS, 25. ledna 2016, Aula Matematicko-fyzikdlni fakulty UK,
Malostranské nam. 25. — Jaroslav Nesetfil, Topologie v matematice

av proto-matematickych modelech uméni, Jan Libiger, Povaha psychickych
procest jako topologické téma, Tomas Vi¢ek, Od tématu geometrie

k topologickému obratu v déjinach a teorii uméni a architektury.

kolokvium ISTS, 24. unora 2016, Aula Matematicko-fyzikalni fakulty UK,
Malostranské ndm. 25, Tomas VI¢ek, Topologie a poetika architektonického
prostoru a krajiny.

kolokvium ISTS, 26. dubna 2016, Zasedaci sint budovy A Technické univerzity
v Liberci, Jaroslav Nesetfil a Tomas Vléek, Topologie v matematice, védé a uméni.

kolokvium ISTS, 29. ¢ervna 2016, Aula Matematicko-fyzikalni fakulty UK,
Malostranské nam. 25, Hans-Michal Féldek, A mental rehabilitation of the
landscape of Deutsch-Bohmen: The Architecture, Landscape and Topology.

kolokvium ISTS, 1. listopadu 2016, Aula Matematicko-fyzikalni fakulty UK,
Malostranské nam. 25, Karel JeZek, Topologie a neuralni representace prostoru

kolokvium ISTS, 31. ledna 2017, Aula Matematicko-fyzikalni faklulty UK,
Malostranské nam. 25, Tomas VIéek, Vojtéch Preissig a topologie.

kolokvium ISTS, 28. inora 2017, Aula Matematicko-fyzikalni fakulty UK,
Malostranské nam. 25, Jaroslav Nesetfil, Topologie krajiny, Jan Libiger,
Nové poznatky o tématu krajiny z hlediska povahy a funkce psychiky.

kolokvium ISTS, 17. kvétna 2017, Aula Matematicko-fyzikalni fakulty UK,
Malostranské nam. 25, Jaroslav Nesetfil: Rozprava o topologii.

kolokvium ISTS, 6. ¢ervna 2017, Aula Matematicko-fyzikalni fakulty UK,
Malostranské ndm. 25, Anthony Vidler: The Idea of Topological Space after
Lacan, Tomas Vl¢ek: Topologie and narration in the work of Franz Kafka.

kolokvium ISTS, 19. prosince 2017, Aula Matematicko-fyzikalni fakulty UK,
Malostranské nam. 25, Jaroslav Nesetftil a Tomas Vi¢ek: Model v matematice
avuméni.



Annex

ISTS Seminar Colloquia and Conferences 2016-2022

II.

III1.

INA

VI.

VII.

VIII.

IX.

ISTS Colloquium, 25th January, 2016, Auditorium of the Faculty of Mathematics and
Physics, Charles University, Malostranské nam. 25 — Jaroslav Ne$etfil, Topology

in mathematics and in proto-mathematical models of art; Jan Libiger, The nature
of mental processes as a topological topic; Tomas Vi¢ek, From geometry to the
topological turn in the history and theory of art and architecture.

ISTS Colloquium, 24th February, 2016, Auditorium of the Faculty of Mathematics
and Physics, Charles University, Malostranské nim. 25 — Tomas VI¢ek, Topology
and poetics of architectural space and landscape.

ISTS Colloquium, 26th April, 2016, Building A Meeting Hall, Technical University
in Liberec — Jaroslav Nesetfil and Tomas Vléek, Topology in mathematics,
science and art.

ISTS Colloquium, 29th June, 2016, Auditorium of the Faculty of Mathematics

and Physics, Charles University, Malostranské nam. 25 — Hans-Michal Féldek,

A mental rehabilitation of the landscape of Deutsch-Bé6hmen: The Architecture,
Landscape and Topology.

ISTS Colloquium, 1st November, 2016, Auditorium of the Faculty of Mathematics
and Physics, Charles University, Malostranské nam. 25 — Karel Jezek,
Topology and neural representation of space.

ISTS Colloquium, 31st January, 2017, Auditorium of the Faculty of Mathematics and
Physics, Charles University, Malostranské nam. 25 - Tomas Vléek,
Vojtéch Preissig and topology.

ISTS Colloquium, 28th February, 2017, Auditorium of the Faculty of Mathematics
and Physics, Charles University, Malostranské nam. 25 — Jaroslav Nesetfl,
Topology of landscape; Jan Libiger, New insights into the subject of landscape
in terms of the nature and function of the psyche.

ISTS Colloquium, 17th May, 2017, Auditorium of the Faculty of Mathematics
and Physics, Charles University, Malostranské nam. 25 — Jaroslav Nesetril:
Discussion on topology.

ISTS Colloquium, 6th June, 2017, Auditorium of the Faculty of Mathematics

and Physics, Charles University, Malostranské nam. 25 — Anthony Vidler:

The idea of topological space after Lacan; Tomas Vléek: Topology and narration
in the work of Franz Kafka.
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XI. kolokvium ISTS, 12. ledna 2018, Aula Matematicko-fyzikdlni fakulty UK,
Malostranské nam. 25, Ivan Horaéek: Modely v prirodé, ambivalence jistoty
anejistoty poznani, Ale$ Svoboda: Struktura a symetrie, topologicky
pristup Anthony Hilla.

XI1. kolokvium ISTS, 23. inora 2018, Aula Matematicko-fyzikalni fakulty UK,
Malostranské nam. 25, Jaroslav Nesettil, Gregor Mendel.

XIII. kolokvium ISTS, 17. dubna 2018, Aula Matematicko-fyzikdlni fakulty UK,
Malostranské ndm. 25, Alessandro Sarti: Mathematics of Visual Perception,
aNeurogeometrical Approach.

XIV. kolokvium ISTS, 8. Cervna 2018, Aula Matematicko-fyzikalni fakulty UK,

3%

Malostranské nam. 25, Miroslav Petfiéek: Topologie a poetika prostoru.

XV. kolokvium ISTS, 8. fijna 2018, Aula Matematicko-fyzikalni fakulty UK,
Malostranské nam. 25, RobertJ. Aumann: Strategic Information Theory.

XVI. kolokvium ISTS, 31. fijna 2018, Aula Matematicko-fyzikalni fakulty UK,
Malostranské ndm. 25, Richard Jedon: Uplatnéni topologie a tvarové psychologie
Kurta Lewina v architektufe a urbanismu.

XVII. kolokvium ISTS, 20. prosince 2018, Aula Matematicko-fyzikalni fakulty UK,
Malostranské nam. 25, Filip Senk: Topologie a fenomenologie architektonického
prostoru.

XVIII. kolokvium ISTS, 29. ledna 2019, Aula Matematicko-fyzikalni fakulty UK,
Malostranské ndm. 25, Jaroslav Nesetfil: Matematika a uméni, jako ready-made
ajako vychodisko.

XIX. kolokvium ISTS, 19. inora 2019, Aula Matematicko-fyzikalni fakulty UK,
Malostranské ndm. 25, Minika Mitasova, Ivan M. Havel: Od prostoru k mistu
v architekture.

XX. kolokvium ISTS, 4. dubna 2019, Aula Matematicko-fyzikalni fakulty UK,
Malostranské ndm. 25, Werner Oechslin, Proportion/Harmony (unfulfilled)
dreams of architects.

XXI. kolokvium ISTS, 5. ¢ervna 2019, Poslucharna 56, 2. patro Matematicko-fyzikalni
fakulty UK, Malostranské nam. 25, David Storch, Inter-disciplindrni vyzkum
komplexnich systémii v Santa Fe Institutu a v CTS, Jaroslav Nesetfil
a Tomas Vléek, Uméni, matematika a Benatské bienale 2019.

XXII. kolokvium ISTS, 4. f{jna 2019, Aula Matematicko-fyzikalni fakulty UK,
Malostranské nam. 25, Martin Platek, Linguistika a automaty.



XI.

XII.

XIII.

XIV.

XV.

XVIL

XVIIL.

XVIIL

XIX.

XX.

ISTS Colloquium, 19th December, 2017, Auditorium of the Faculty of Mathematics
and Physics of Charles University, Malostranské nam. 25 — Jaroslav Nesetfil
and Tomas VIéek: Model in mathematics and art.

ISTS Colloquium, 12th January, 2018, Auditorium of the Faculty of Mathematics
and Physics of Charles University, Malostranské nam. 25 — Ivan Horaéek: Models in
nature, ambivalence of certainty and uncertainty; Ale§ Svoboda: Structure and
symmetry, Anthony Hill’s topological approach.

ISTS Colloquium, 23rd February, 2018, Auditorium of the Faculty of Mathematics
and Physics of Charles University, Malostranské nam. 25 — Jaroslav Nesetfil:
Gregor Mendel.

ISTS Colloquium, 17th March, 2018, Auditorium of the Faculty of Mathematics
and Physics of Charles University, Malostranské ndm. 25 — Alessandro Sarti:
Mathematics of visual perception, a neurogeometrical approach.

ISTS Colloquium, 8th June, 2018, Auditorium of the Faculty of Mathematics
and Physics of Charles University, Malostranské ndm. 25 — Miroslav Petficek:
Topology and poetics of space.

ISTS Colloquium, 8th October, 2018, Auditorium of the Faculty of Mathematics
and Physics of Charles University, Malostranské ndm. 25 — Robert J. Aumann:
Strategic information theory.

ISTS Colloquium, 31st October, 2018, Auditorium of the Faculty of Mathematics
and Physics of Charles University, Malostranské ndm. 25 — Richard Jedon: Applying
Kurt Lewin’s topology and shape psychology to architecture and urbanism.

ISTS Colloquium, 20th December, 2018, Auditorium of the Faculty of Mathematics
and Physics of Charles University, Malostranské nam. 25 — Filip Senk: Topology
and phenomenology of architectural space.

ISTS Colloquium, 29th January, 2019, Auditorium of the Faculty of Mathematics
and Physics of Charles University, Malostranské nam. 25 — Jaroslav Negetfil:
Mathematics and art, as ready-made and as a starting point.

ISTS Colloquium, 19th February, 2019, Auditorium of the Faculty of Mathematics
and Physics of Charles University, Malostranské ndm. 25 — Monika Mitdsova,
Ivan M. Havel: From space to place in architecture.

ISTS Colloquium, 4th April, 2019, Auditorium of the Faculty of Mathematics

and Physics of Charles University, Malostranské ndm. 25 — Werner Oechslin:
Proportion/ Harmony (unfulfilled) dreams of architects.
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XXIII. kolokvium ISTS, 3. prosince 2019, Matematicko-fyzikdlni fakulta UK,
Michal Vik, Barva a systém, koreferat Dana Pfihodova, Intensita svétla
arole tmy v percepci a kontemplaci architektonického prostoru

XXIV. kolokvium ISTS, 28. ledna 2020, Matematicko-fyzikalni fakulta UK,
Tomas VI¢ek, Topologické vyznamy dila Karla Malicha

XXV. kolokvium ISTS, 25. inora 2020, Matematicko-fyzik4lni fakulta UK
Jaroslav Ne$etfil, Geometrie uméni a uméni geometrie

XXVI. kolokvium ISTS, 10. bfezna 2020, Matematicko-fyzikalni fakulta UK
Martyn Dade-Robertson, Travels in Topology from Information
Architecture to Synthetic Biology

XXVII. kolokvium ISTS, 21. ledna 2021, on-line kolokvium
Elisbeth Chrastil, Cognitive Graphs and Geometry of Spatial Knowledge

XXVIII. kolokvium ISTS, 9. listopadu 2021, Matematicko-fyzikalni fakulta UK
Michael Arbib, Neurology and Architecture

XXIX.  kolokvium ISTS, 18. ledna 2022, Matematicko-fyzikalni fakulta UK
Jiti Tourek, Kriti¢nost v architekture

Konference ISTS Topology and Poetics of Space, ve dnech 8. a 9. kvétna 2022

8.5. - on-line a Oblastni galerie uméni v Liberci a Technicka univerzita v Liberci,
uvodni pfednasky, Magdalena Jetelova, Thomas Elsen, Jaroslav Nesetfil,
Tomas Vi¢ek, Anthony Vidler

9.5. — on-line a Kunsthalle Praha, tvodni pfednasky, Peter Carl, Filip Senk,
Karel Jezek, Michael Arbib



XXI.

XXII.

XXIII.

XXIV.

XXV.

XXVI.

XXVII.

XXVIII.

XXIX.

ISTS Colloquium, 5th June, 2019, Lecture room Nr. 56, 2nd Floor, Auditorium of
the Faculty of Mathematics and Physics of Charles University, Malostranské nam.
25 — David Storch, Interdisciplinary research of complex systems at the Santa Fe
Institute and CTS; Jaroslav Nesetfil and Tomas Viéek, Art, Mathematics and

the Venice Biennale 2019.

ISTS Colloquium, 4th October, 2019, Auditorium of the Faculty of Mathematics and
Physics of Charles University, Malostranské nam. 25 — Martin Platek: Linguistics
and automata.

ISTS Colloquium, 3rd December, 2019, Faculty of Mathematics and Physics,
Michal Vik: Colour and system, co-presentation Dana Prihodova:

Intensity of light and the role of darkness in the perception and contemplation
of architectural space.

ISTS Colloquium, 28th January, 2020, Faculty of Mathematics and Physics,
Charles University, Tomas VI¢ek: Topological meanings of the work
of Karel Malich.

ISTS Colloquium, 25th February, 2020, Faculty of Mathematics and Physics,
Charles University, Jaroslav Nesetfil: Geometry of art and art of geometry.

ISTS Colloquium, 10th March, 2020, Faculty of Mathematics and Physics,
Charles University, Martyn Dade-Robertson: Travels in topology
from information architecture to synthetic biology.

ISTS Colloquium, 2st January, 2021, online colloquium, Elisabeth Chrastil:
Cognitive graphs and geometry of spatial knowledge.

ISTS Colloquium, 9th November, 2021, Faculty of Mathematics and Physics,
Charles University, Michael Arbib: Neurology and architecture.

ISTS Colloquium, 18th January, 2022, Faculty of Mathematics and Physics,
Charles University, Jifi Tourek: Criticality in architecture.

ISTS Conference Topology and Poetics of Space, held on 8th and 9th May, 2022:
8th May - online and in Regional Gallery Liberec and Technical University in Liberec, opening

papers: Magdalena Jetelova, Thomas Elsen, Jaroslav Nesetfl,
Tomas Vi¢ek, and Anthony Vidler

9th May - online and in Kunsthalle Praha, opening papers: Peter Carl, Filip Senk,

Karel Jezek, Michael Arbib
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Prestoze dnes existuje na celém svété vice skol projektovani (a/nebo architektury)
nez kdy jindy, jiz dlouho se fesi, co ma byt pfedmétem vyuky a jak tento predmét
vyucovat. Ne ze by takova vyuka musela (nebo by viibec méla) byt jednotna. Ko-
neckoncti, tkolem architekta nebo projektanta je navrhovat, zamérovat svou mysl
a predstavivost do budoucnosti. Naptiklad italské slovo progetto, které do angli¢-
tiny prekladame jako ,project®, nyni zpravidla oznacuje plan — nebo dokonce jen
jeden vykres — néjaké stavby ¢i jiného zafizeni, které ma vzniknout. Dany vyraz
zcela ztratil svij ptvodni latinsky vyznam (projectum — véc vyhozena, dana pryc,
odhozena — nebo jen ¢nici), byt italstina si jej pfeci jen zachovava v odvozeninach,
jako je projettile nebo dokonce projettore, proiezione — cemuz odpovida francouz-
ské project, projeter, ajehoz témér doslovné ponémdena verze Entwurffje neodbyt-
nou pripominkou.

Vyucovat architekturu tedy nevyhnutelné znamena pro ka-
zdého udlitele — prinejmensim obrazné —nacvik sportovni
¢innosti — projeter nebo entwefen: coz se do angli¢tiny da
ptelozit jen ponékud neobratné jako , 20 do a project“. Ten-
tyz némecky vyraz také odkazuje na pojem, jenz se stal za-
kladnim prvkem zapadni filozofie od doby, kdy Heidegger
prohlasil, ze Dasein ist geworfener Entwurff — stejné jako ve
svém aforistickém shrnuti: die Befindlichkeit erschlieszt das
Dasein in seiner Geworfenbeit.!

1 — ,bytitam*, ,jsoucno”
predstavuje pobyt ve své

vrzenosti... Sein und Zeit,

s.136

Samotna situace, ve které se jakykoli pobyt mtuze nachazet, odhaluje byti ve své
svrzenosti“. Neni to pouhé uvazovanio projektu, ale ptedstaveni jakékoli moznosti,
ktera pfedchazi néjakému planu; to je skuteéné to, co umoznuje myslet doptedu...

Takové uvazovanijsem omezil na toto kratké pojednanti,
ikdyz vyuka ,projektovani, jak se praktikuje na které-
koli skole designu, by se proto mohla zdat absurdné oka-
zalym spojenim; pfesto Heideggerova poznamka o tom,
ze véc ,,(je) hmota (bAn) a forma (popen) se vyskytuje
soucasné... (a) tyka se nas skrze sviij vzhled (¢idog)“. Toto
shrnuti se vyskytuje v jeho eseji Pivod uméleckého dila,
kde také uvadi, ze uméni umélcti je zalozeno na reme-
slné dovednosti, s niz musi byt zivotné spjati i architek-
ti.2 A jako ptiklad si vybral van Goghiiv obraz paru bot,
jehoz namétem je obuv jeji nositelky — venkovanky -
boty obnosené chuzi, na kterych v$ak nejsou zadné
yhroudy hliny“, které by ukazovaly na jeji namahavou
praci na poli. Americky historik uméni Meyer Schapiro
sidal tu praci zjistit, ktery z van Goghovych obrazi part
bot mohl Heidegger na vystavé vidét, a dospél k nazoru,
ze mohly patfitjediné samotnému malifi; takze hlina na
nich pochazela spise z chodnikii nez z pady.®

2 — ‘The Origin of the Work of
Art’ in Holzwege (Off the Beaten
Track, translated and edited by
Julian Young and Kenneth Hayes,
Cambridge 2002) s. 3 ad.; ,Vécnost"
je vysvétlena na s. 8. s. 34: ‘great
artists prize craftsmanship above
all else... they demand its careful
cultivation based on complete
command’ van Goghtv obraz bot,
s.13 ad.

3 — ,bytitam“, ,jsoucno”
predstavuje pobyt ve své vrzenosti...
Sein und Zeit, s. 136



Although there are now more schools of design (and/or of architecture) than ever,
the world over, the matter taught in them, or how it should be taught has long been
problematic. Not that such teaching need (or indeed should ever) be uniform. Af-
ter all, the architect’s or the deigner’s business is to project, to throw his mind, his
imagination — into a future. To take the Italian word Progetto which we anglicize as
‘project’, it now usually refers to a scheme — or even justasingle drawing — for some
building or other contrivance which is to be. The word has quite lost any sense of
its Latin origin (projectum — a thing thrown out, away, aside — or just sticking out),
though Italian does retain it in the derivatives projettile or even projettore, proiezi-
one — with which the French project, projeter identified and of which the almost li-
terally Germanised version, Entwur/fis an insistent recall.

To teach architecture therefore inevitably involves any 1 — ‘being there’, ‘the
tea.cher - I.netaphor.ically atleast — in trai‘ning foran th— fr:f:;:‘:gen:::'nglsnbjrzzgz';t'ts
letic activity — projeter or entwefen: which the English  p.136

can only translate rather clumsily as ‘to do a project’ Yet

that same German word also refers to a concept which

had become prime to western philosophy since Heideg-

ger decreed that Dasein ist geworfener Entwurff — as in

his aphoristic summation: die Befindlichkeit erschlieszt

das Dasein in seiner Geworfenbeit.l

The very situation in which any being may find itself discloses being in its throwing-
ness. It is not the mere entertaining a project, but projecting any possibility at all
which is antecedent to any plan;itisindeed what makes forward thinking possible...

I have reduced such reasoning to my present petty read- 2 — ‘The Origin of the Work of
ing, even if teaching ‘projecting’, such as it is practised = 21t in Holawege (Offthe Seaten
in any design school, might therefore seem an absurdly by julian Young and Kenneth
pretentious association; yet the comment of Heidegger’s ii)fﬁ;n 222}?::09:03?1?2 o (3”:‘-?
about how a thing ‘(is) matter (0An) and form (pop@n) is  p.s.p. 34: ‘great artists prize
posited at the same time... (and) concerns us through its  craftsmanship above all else...

, . . they demand its carful cultivation
appearance (¢i8og) That summary occurs in his essay on  pased on complete command’
The origin of a Work of Art which also insists on the ar-  van Gogh’s ‘Shoe’ painting
tists” skill being craft-based, with which skill architects ppflfbf' e
have also to be vitally involved for their part.2 And he gresenczps,:czistb;ng inits
chose as his exemplar van Gogh’s painting of a pair of  throwingness... Sein und Zeit,
boots that has as its subject its wearer’s — a peasant wo- P10
man’s — earth-wearied footwear even if no ‘clods of earth
stick to them’ to mark her labours in the field. An Ame-
rican art-historian, Meyer Schapiro, took the trouble to
check which of van Gogh’s picture of a pair of boots Hei-
degger might have seen on exhibition, to find that they
can only have been the painter’s own; so the soil on them

would have been that of pavements rather than of earth.®
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Tato zalezitost poskytla mnoho materidlu k argumen- 4 — Nezavisiost interpreta na
taci a komentdfiim — naptiklad Jacques Derrida ve své ~ Skutecném’ predmétu dila byla
.. L., . « . v, hojné diskutovana v eseji od

eseji ,,La Verite en Peinture” sice neprimo ospravedl— Jacquese Derridy ,La Vérité en
fiuje Heideggera, ale ponechava Schapirtiv argument ~ Peinture’ v: La Verite en Peinture,
v ' 4 ;v ;. Paris 1978, s. 291 ad. A skute¢né,
nedotéeny.* Mnohem méné znama, ¢i dokonce proble- souzasns dobs existuje velké
maticka, je jeho zminka o stavbach. Ale i tam Heide-  mnozstvi sekundarnich praci

. . 7 v 3% >4 7 7 . na toto téema.
gger mystifikuje svého ¢tenare: A... Recky chram nic _

. . v ., v 5 — M. Heidegger (tr. Young
nezobrazuje. Jen si tam prosté stoji, uprostied skal- g Hayes, op. cit. 2002) s. 20 ad.
natého, puklinového udoli... obklopuje sochu boha
av tomto ukrytu ji umoziiuje vystoupit skrze sloupovi

4 4 5
v posvatnem prostoru...

Recky chram zpravidla nestoji uprostied zddného tidoli, natoZ puklinového, ale na
néjakém skalnatém vybézku, ktery dominuje jeho bezprostfednimu okoli, a pred
nim stoji oltar, ktery nékdy byval potfisnén obétni krvi. A pokud je skuteéné za-
sazen do udoli, jako je tomu v Olympii, neni ani skalnaté, ani puklinové, ale je plné
dal8ich chrami a svatyni — v Olympii zde dokonce nalezneme i zavodisté. Veskeré
takové spoledenské aspekty v Heideggerové abstrahované a izolované chramové

budové chybi.

Takze zatimco véci — van Goghovy boty jako predloha & — M. Heidegger (tr. Young and
pro obraz, ,typicky“ fecky chram jako predloha pro " 521%?#8;2]?:5 ?ﬂ?:fc‘;'m’e
stavbu — presahuji ¢i uvddéji do rozpaki nejvnimavéj$i  dusledcich viz Gyorgy Markus,
z mysliteld, ¢ini tak moznd nevyhnutelné; koneckonc ~ Hegeland the end of Art’ in Sydney
, Sy v . v. v , wv Society of Literature and Aesthetics’
on sam pise v dobé, kdy — jak Hegel ucil pred téméf  oniine.
dvé sté lety— uméni umira, neni-li jiz mrtvé.® To miize
byt divod, pro¢ filozof nachazi typicky obraz v obdobi
. Ve v v/ v . 4
ojednu ¢i dvé generace starsi, ale potfebuje odstup té-
YV V7 e /. 4 v . v . ’
mér tii tisicileti, aby nasel stejné typickou, byt nekon-
krétni stavbu.

A skutecné i samotny pojem uméleckého dila se za posledni stoleti posunul, od doby,
kdy Marcel Duchamp oddélil dilo od jeho ,,vécnosti“a tvrdil, Ze dilem mtze byt pouhd
udalost, happening, akt vybéru nebo pojmenovani né¢eho — ¢ehokoliv — umélcem.
Takze ten posun, ktery nyni déli architekta od jeho souputniki-umélct — a vlastné
ho ponechava s jeho projektem, ktery musi nevyhnutelné predjimat projektovanou
véc — ,dilo“ — jenz se pro svou realizaci musi opirat o mnoho — stovky, ba tisice spolu-
pracovniki; mezi nimiz tentyz projekt, ano, nazyvany v némdiné stejnym terminem
Entwurff, ma stale podobu vykresi — nékdy celé fady vykrest —, které jsou hlavnim
prostredkem komunikace mezi tviircem projektu a jeho realizatory.

Ve svém soudasném stavu architektonicka profese — a vlastné cely stavebni pra-
4 ’ /4 v ’ I’ . J4 ./ A 4 v /4 V7
mysl, o ktery se opira, — predpoklada jasné vyjadieni praxe, v niz samotna pritom-
nost pisemného projektu je zakladnim prvkem, ktery utvari a formuje svétové sta-
vebnictvi. Je pravdépodobné, ze vétsina toho, co odbornici (ktefi se mozna viibec



The matter provided much material for argument 4 — Theindependence of the
and comment — as by Jacques Derrida in his essay ‘La  nterpreter from the ‘actual’ subject

L., ) s . . . of the work has been much argued
Vérité en Peinture’, which, while obliquely exonerat-  inJacques Derrida’s essay ‘La Vérité
ing Heidgger leaves Schapiro’sargumentintact.* Much ~ en Peinture’in his La Verite en

. . . . Peinture, Paris 1978, pp. 291 ff. And

less noted, or ever questioned is his reference to build-  ingeed there is now a large body of
ings, Yet there, too, Heidegger misleads his reader: A...  secondary writings on the matter.
Greek temple portrays nothing. It simply stands there, 5 — M Heidegger (tr. Young
. . . & Hayes, op, cit. 2002) pp. 20 ff.
in the middle of he rocky, fissured valley... (it) encloses
the figure of a god and within this concealment allows
it to stand forth through the columned within the holy-

precinct...5

A Greek temple does not usually stand in the middle of any valley, fissured or not,
but on some rocky outcrop dominatingits immediate surroundings, and is prefaced
by an altar which was intermittently stained with sacrificial blood. And when, as in
Olympia it is indeed set in a valley — it is neither rocky nor fissured but crowded-in
by other temples and shrines — in Olympia even accompanied by a racecourse. All
such sociability is absent from Heidegger’s abstracted and isolated temple building.

So while zhings — van Gogh shoes for painting, a ‘ty- & — M. Heidegger (tr. Young
pical’ Greek temple for building — elude or confound  and Haves 2002) pp. 50 On

. . Hegel's'death of art’ and its various
that most perceptive of thinkers, they perhaps do so  implications see Gyorgy Markus,
inevitably; after all he writes at a time when — as Hegel ~ 'Hegel and the end of Art’in Sydney

. . . . Society of Literature and Aesthetics

taught nearly two centuries ago — art is dying, if not  oniine.
already dead.® That may well be the reason why the
philosopher can find an exemplary painting a genera-
tion or two before his own, but needs the distance of
nearly three millennia to find an equally exemplary, if

unspecific, building.

Andindeed even the very concept of the work of art had shifted over the last century,
since Marcel Duchamp severed the work from its ‘thingness’ to claim that it can just
be an event, a happening, the act of choosing or naming something — anything — by
an artist. So that shift which now separates the architect from his fellow-art-
ists — and indeed leaves him with his project, which must inevitably anticipate a
thing projected — a ‘work’ — that has to rely for its realization on many — hundreds,
even thousands of collaborators; among whom that same project, yes, called by that
same term Entwurffin German still takes the form of drawings — sometimes very
many of them — which are the main means of communication between the origina-
tor of that project and his executants.

In its current state, the architectural profession — and indeed the whole building
trade on which it depends — presupposes an articulation of practice in which the
very presence of adocumentary project is the quintessential element which shapes
and forms the worlds’ building industry. Arguably, the bulk of what is erected by
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nepovazuji za umélce) stavi pomoci tohoto procesu na celém svété, si sotva zaslouzi
byt nazyvano ,architekturou®, natoz ,uménim®. Samozrejmé, ze vzdélavani od-
bornikt (a architekti, vice nez jini umélci, byli s obéasnymi prestavkami, za odbor-
7 v ’ . /. . . . /4 /4 . .o
niky povazovani) bylo po mnoho staleti institucionalizovano a ma dlouhou historii.
Medicina byla institucionalizovana ve starovéké Mezopotamii a pravo se po tisi-
cileti opiralo o soubor predpisti a své soudni dovednosti; jesté dfive snad existo-
v o 7. %3 . ’ . Ve o ’ A M
val v Egypté puvodni ,jmenovany“ stavitel Imhotep, kterému je pripisovana uplné
’ Vv . /4 . 4 4 . . Voo YV_V
prvni — stupnovita — pyramida; byl také prvnim ministrem a pozdéji byl zbozstén

jako $aman.

Od téch nejdavnéjsich dob si sochati a malifi zcela jisté
brali k sobé zaky. Ma se za to, ze dilny prijimaly uéné
dlouho predtim, nez byly takové zdlezitosti vibec za-
znamenany. V dobé Augusta, kdy Vitruvius, prvni te-
oretik architektury, jehoz spisy se shodou okolnosti
dochovaly (on sam vsak uvadi nékolik predchiadcu),
existoval soubor teoretickych spisii, na které se odvo-
lava, ale které se nam nedochovaly. Diky zminéné shodé
okolnosti to byl pravé text jeho knihy, ktery se opisoval
a citoval ve stfedovéku — tedy v dobé¢, kdy stavitelé vy-
vijeli rovnéz stavebni techniky a zptisoby projektovani
nezavisle na jakémkoli antickém — a tedy pohanském —
modelu ¢ivzoru, ale v niz brouseni a tvarovani kamene
aprimé uplatnovani geometrickych zakonitosti na kon-
strukéni postupy umoznily rozvoj vzletnych staveb, je-
jichz — nékdy znac¢né riskantni — postupy se predavaly
v prosperujicich, ale utajenych dilnach. Podporovatelé
takovych dél, z nichz mnozi byli vyznamni duchovni, se
vak nékdy zabyvali zalezitostmi souvisejicimi se stav-
bami v ramci svych vlastnich intelektualnich zajmau:
svédéio tom priklad Roberta Gosseteste, biskupa z Lin-
colnu. V dobé vystavby katedraly pravdépodobné jeho
uvahy o optice, jak naznacil Dalibor Vesely, ovlivnily
umisténi nékterych oken a tvarovani kleneb v této ka-
tedréle.” Vyuka tohoto novatorského stavebniho stylu
a techniky — pozdéji s despektem oznacovaného jako
»gotika“ — probihala v uzavtenych femeslnych kruzich,
v téch l6zich, které vznikaly u v$ech dilezitych sta-
veb, kde se takové metody rozvijely a prepracovavaly —
i kdyz ve skute¢nosti nebyly nikdy zverejnény a spise
byly stfezeny jako obchodni tajemstvi.

7 — Dalibor Vesely, ‘Robert
Grosseteste and Foundations of

a New Cosmology’ in Bishop Robert
Grossteste and Lincoln Cathedral, ed.
N. Temple, J. S. Hendrix, & C. Frost,
Londyn: J. S. Hendrix & C. Frost,
2016, s. 135 ad.

Situace se dramaticky zménila kolem roku 1450. Slavna — a radikalné novatorska —
stavba slozité cihlové kopule florentského dému od Filippa Brunelleschiho jen ¢as-
teéné vychazela z prevzatych zednickych postupii — autor sam se dokonce dostal



professionals (who may indeed not consider themselves artists at all) by this process
all over the world hardly merits to be considered as ‘architecture’ never mind ‘art’.
Of course, the training of professionals (and architects, more than other artists,
were intermittently considered professionals) had been institutionalised over many
centuries and has a remote past. Medicine was institutionalized in ancient Mesopo-
tamia and law had a corpus of regulations and its forensic skills for millennia; even
earlier perhaps there was an original ‘named’ builder Imhotep in Egypt to whom
the very first — the stepped — pyramid is attributed; he was also the prime minister

and was later divinized as a medicine man.

From those remotest times sculptors and painters
must have taken pupils and there seemed to have been
workshops which accepted apprentices long before any
such matters were recorded. By the time of Augustus,
when Vitruvius, the first theorist of architecture whose
writings happen to survive (though he does himself
list several predecessors), there was a body of theo-
retical writings to which he refers, but which is lost to
us. By that accident of survival, it was the text of his
book that was copied and quoted through the middle
ages, at a time when builders also developed construc-
tional techniques and ways of designing independent
of any antique — and therefore pagan — lesson or pre-
cedent, but in which stone cutting and shaping and the
direct application of geometrical ingenuities to con-
structional methods allowed the growth of the soar-
ing buildings whose — sometimes rather risky — pro-
cedures were transmitted in flourishing but secretive
workshops. Although in fact the patrons of such work,
many of them great churchmen, were sometimes con-
cerned with matters which touched on building as
their own intellectual interests: witness Robert Gos-
seteste, Bishop of Lincoln at the time when much of
his cathedral was actually building, and whose specu-
lations on optics may well, as Dalibor Vesely suggested,
have influenced the placing of some of the windows and
the shaping of the vaults in that cathedral of his.” The
teaching of those innovative building design and tech-
nique — later disparaged as ‘Gothic’ went on in closed
craft circles, in those lodges attached to any important
building sites where such methods were developed and
worked over — though they were never made public, in
fact guarded quite fiercely as trade secrets.

7 — Dalibor Vesely, ‘Robert
Grosseteste and Foundations of a
New Cosmology’ in Bishop Robert
Grossteste and Lincoln Cathedral,
ed. N. Temple, J. S. Hendrix,
& C. Frost, London 2016, pp. 135 ff.
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do urditych pravnich problémt, protoze nebyl ¢le- & — Jevénovan Brunelleschimu
nem zednického cechu a pritom f’i'dil nejvyznamnéjsi laa'ttli':i‘:)“u‘ﬁ;ﬂrﬁgi;ﬁiﬁ!&gé”;:‘:f'
stavbu mésta — kdy v kratkém pojednani o malifstvi  opravnéns) posledni (2004) anglicky
(které mu vénoval jeho soulasnik Leone Battista Al-  Pprekladatel Rocco Sinisgalli.
berti) bylo teoreticky popsano pouziti pravidla per-

spektivy, které zaroven zahajilo novou kapitolu v dé-

jinach uméni.® Alberti pozdéji napsal mnohem delsi

knihu ,o0 stavitelstvi®, ,,de re aedificatoria“ (pohrdal

dnes znamym pojmem ,architektura“ pfevzatym z fe-

¢tiny); ve skuteénosti byl hrdy na svou vyttibenou la-

tinu; takze jeho kniha — ktera se stala zakladnim tex-

tem nové profese, prosté zednickych tajnosti ¢i jejich

konstrukéni akrobacie, ale podnécujici tento vznika-

jici obor k napodobovani antickych vznesenych staveb,

jejichz ruiny pokryvaly velkou ¢ast znamého svéta od

skotskych hranic az po jizni Egypt. To je tedy ta sta-

vebni dovednost, o jejiz vyuce je nyni fel.

Obor architektury, jak ho zname dnes, vznikl podle Albertiho vzoru (jak jsem uva-
dél) a mnoho architektti vyucovalo své posluchace prostrednictvim systému zna-
mého v angli¢tiné jako ,pupilage“— ve francouzstiné tuzelage (v némdéiné bez ptes-
ného ekvivalentu), takzZe jejich schopnosti se predavaly z generace na generaci. Od
podatku sedmnactého stoleti byla vyuka také provozovana na nékterych ,akade-
miich®, které fungovaly jako mezinarodni diskuzni/vyukové skupiny v raznych,
vétsinou italskych méstech; a se vznikem prvnich odbornych skol byla od poloviny
18. stoleti vyuka institucionalizovana.

Zakladem veskeré vyuky byl soubor typt a pravidel tykajicich se sloupt a tram?,
které vedly ve zndmost jako ,Rady architektury®. Vzorce byly prevzaty z Vitruvi-
ovych Deseti knib, o kterych jsem se zminil dfive, a jejich pravidla bylo mozné s po-
mérné malymi obménami pouzit, a to na zakladé méfeni antickych rozvalin.

Vitruvius ve své uéebnici ukazuje, jak se rizné fady — a dalsi architektonické

8% A V7 7. !’ .o . 7 v ’
prvky — spie nez o prirodni jevy opiraly o analogii s lidskym télem. V 15. stoleti
se tak obnovil zajem o starovék, kdy se zacal starovéky text uctivat a brzy napodo-
bovat. Albertiho kniha byla vytisténa béhem nékolika mésict od prvniho vytisku
Vitruvia, a od té doby nabyly tisténé ptirucky sviij zasadni vyznam ve vyvoji stavi-
telstvi — jak v teorii, tak v praxi.

Ve vSech téchto knihach (a v mnoha dalsich italskych, francouzskych, anglickych
¢i némeckych, které z nich vychazeji), nabizi vyklad zminénych architektonickych
radt — schematicky popsany podle Vitruvia a potvrzeny studiem rozvalin — ka-
nonicky vztah mezi sloupem a tramem, které po staleti predstavovaly nejen de-
korativni prvky, ale také vytvorily analogicky vztah mezi riznymi ¢astmi stavby,
spravnymi vzdajemnymi proporcemi mistnosti a pomérem oken vidi sténam. Tento



The situation suffered a violent change round 1450. The fa- & — itis dedicated to
mous — and radically innovative — building of the complex  Brunelleschi and the
i o . priority of the ltalian
brick dome for Florence Cathedral by Filippo Brunelleschi  (as opposed to the more
was only partially dependent on inherited masonry tech-  farmiliar Latin) version
. . . was (I think rightly)
niques — indeed he got into some legal trouble because he was  championed by the most
not a member of the masons’ guild while running the city’s  recent(2004) English
. 11 . . . . translator, Rocco Sinisgalli.
most important building site — when a brief treatise on paint-
ing (which his contemporary Leone Battista Alberti dedicated
to him) theorised the application of a perspective rule which
also opened another chapter in the history of art.® Alberti went
on to write the much longer book ‘on building matters’, @e re
aedificatoria’ (he despised as Greek-derived the now familiar
‘architectura’); indeed he prided himself on his stylish Latin; so
that his book — which became the foundation text of the new
profession, free of masonic secrecies or of their structural acro-
batics, but suggesting to the rising profession an emulation of
the antique grandeurs whose ruins littered much of the known
world from the Scottish borders to the south of Egypt. That is
therefore the aedificatorial skill whose teaching is at issue now.

The profession of architecture we now know came into being following Alberti’s
lead (asIsuggested), and many architects have taught their juniors through a system
known as ‘pupilage’ in English — tutelage in French (though it has no exact German
equivalent) so their skills were passed from generation to generation. From early
in the seventeenth century teaching was also imparted in some ‘Academies’ which
worked as international discussion/teaching groups in various, mostly Italian, ci-
ties; and from the middle of the eighteenth century onwards that teaching was in-
stitutionalized with the appearance of the first professional schools.

At the centre of all that teaching was a repertory of types and rules for columns and
beams which came to be known as the ‘Orders of Architecture’. The formulae had been
inherited through Vitruvius’ 7en Books, which I mentioned earlier, and its rules could
be confirmed, with relatively minor variations, by measuring the remains of antiquity.

Vitruvius had compiled his handbook showing how the different orders — and other
architectural elements — depended on analogies with the human body more than
any other natural phenomenon. With that fifteenth century renewed interest in
antiquity that one ancient text was revered, and soon emulated. Alberti’s book was
printed within months of the first printing of Vitruvius and from then on printed
handbooks assumed their capital importance in the development of building — both
of theory and of practice.

In all those books — and in many others in Italian, French, English, German which

derive from them, the account of those orders of architecture — schematised as it
was from Vitruvius, and confirmed by the study of ruins — offered a canonic relation
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vyklad byl zakladem oboru a stal se jakymsi prubifskym kamenem architektonické
poctivosti, ktera se zachovala od konce patnactého stoleti az hluboko do devatenac-
tého stoleti. Nasledné stylové zmény, které historici uméni zaznamenali — od rene-
sance po manyrismus, od manyrismu po baroko, a poté po rokoko nebo neoklasici-
smus — jejich postaveni neovlivnilo.

Vyuka architektonickych skol, kterou jsme zdédili, se tedy formulovala na skolach
osmnactého stoleti i diivéjsich akademiich. Tyto instituce se také hodné zabyvaly
odbornym know-how. Jiz v prvnich jimi psanych uéebnicich se soucasti vyuky stala
nejen stavba, ale dokonce i klimaticka poloha a hygienicka opatfeni. Jadrem vs$ak
zustal i nadale systém fada. Kresby fadu, a to pomoci stale propracovanéjsich tech-
nik architektonickych kreseb, mély byt pro studenty klicem ke kvalitnimu navrho-
vania — udajné — predstavovat i podvédomé zasvéceni do jeho taji. Pres to véechno
se v prubéhu osmnactého stoleti — prostfednictvim zprav cestovatelii — ukazalo,
ze v Cing, Indii a islamskych zemich existuji plné vyvinuté a konkurenéni systémy
dekorativnich prvka. Samozrejmé se vzdy védélo, ze dokonce i na zapadé existuje
onen alternativni ornamentalni zpisob, o kterém jsem se zminil dfive — vyvinuty
sttedovékymi staviteli a s despektem oznalovany jako ,gotika®, pozdéji jen obcas
napodobovany do doby, kdy byly v osmnactém stoleti u¢inény — neprilis uspésné —
pokusy zaélenit i gotickou architekturu do systému rada.

A poté se na polatku devatendctého stoleti objevil nazor, ktery se v té dobé nékte-

’ 7 /4 VvV v 4 v v /4 4 . 4 o .
rym zdal témér rouhadsky, ze vsechny takové systémy dekorativnich prvka jsou
stejné zcela nezavislé na struktute a planu, Ze alternativni dekorativni systémy si
muze prisvojit kazdy architekt nebo inZenyr, pokud se domnivd, Ze se nejlépe hodi
4 7 ’ v 4 . v v
pro dané misto — nebo dokonce pro tcel, ke kterému je stavba urlena, — ale vzdy se
musi ridit primarni geometrii.

Hlasatelem tohoto nového systému byl Jean-Nicolas-Louis Durand, ktery neni dnes
ptili$ znamy. Byl to ale pravé on, kdo vyuzil sviyj postup k axialnimu systému plano-
vani, jenz vychazi z usporadani nejjednodussich geometrickych tvaria — preferoval
kouli, polokouli a krychli, i jejich jednoduché varianty, doplnéné sloupy; propagoval
své uéeni na Ecole Polytechique, velmi vlivné revolu¢ni napoleonské instituci, kde
vyuéovali nékteriucitelé ze soudobé Ecole des Beaux-Arts. Od nich se u¢eni rychle
rozsitilo do dalsich francouzskych skol — a dale do kol architektury po celém sta-
rém i novém svété. Toto lavinovité Sifené uéeni brzy nabylo podoby propracova-
nych technik ztvarnéni, které zprostiedkovavaly detailni obrazy vnitfnich a vnéj-
$ich ploch stavby, pfi¢emz vnitini, pevné objemy byly ponechany technice neutralni
barevnosti, které se pozdéji zacalo tikat poché — ,,scramble”, coz naznaduje nezajem
o konstrukeci, rozvody, kanalizaci — veskeré funkcni souéasti budovy, které se zdaly
mit jen nepfimy vztah k vnitfnimu nebo vnéj$imu vzhledu, jenz jejich ztvarnéni
mistrné zprostredkovaval.



of column and beam which had, for centuries not just provided an ornamental vo-
cabulary, but also established an analogous relationship of the different parts of the
building and the right proportioning of rooms, and of window to wall. It provided
the introduction to the discipline, and became a kind of touchstone of architec-
tural probity which it remained from the late years of the fifteenth century until
well into the nineteenth. The subsequent stylistic changes which art-historians have
registered: Renaissance to Mannerist, Mannerist to Baroque, and so to Rococo or
Neo-Classicism — did not affect their status.

So the teaching of the architectural schools which we have inherited was formulated
by the eighteenth-century schools and the earlier academies. These institutions were
also much concerned with technical know-how. Even in the first handbooks they pro-
duced, not only construction, but even climatic position and sanitation had become
partof the teaching, although that system of the orders remained at its heart. Indeed,
the drawing the orders, and doing so in ever more elaborate rendering techniques was
to provide students with akey to good design and — allegedly — a subconscious initia-
tion into its mysteries. For all that, in the course of the Eighteenth century it became
evident — through travellers’ reports — that there were fully developed and rival sys-
tems of ornament — in Chine, India, Islamic lands. It had of course always been known
that even in the west there had been that alternative ornamental manner I mentioned
earlier — developed by mediaeval builders, and despised as ‘Gothic’, and only occa-
sionally emulated later, until attempts were made — not very successfully — to bind
even Gothic architecture into a system of orders in the eighteenth century.

And then, at the break of the nineteenth there arose a notion which seemed almost
blasphemous to some at the time, that all such systems of ornament were quite in-
dependent of structure and plan anyway, that the alternative ornamental systems
could be appropriated by any architect or engineer as he thought them best suited
to the locality where he was working — or even to the use for which a building may
be intended — but always ruled by primary geometries.

The prophet of this novel system was one Jean-Nicolas-Louis Durand who is not
much remembered nowadays but who it was who harnessed his procedure to an
axial planning system dependent on the arrangement of the simplest geometrical
forms — he had a preference for the sphere, the hemisphere and the cube as well
as their simple variants, elaborated by columns; he promulgated his teaching at
the Ecole Polytechique a highly influential Revolutionary — Napoleonic institu-
tion — which shared some teachers with its contemporary Ecole des Beaux-Arts.
From them it quickly spread to other French schools — and on to schools of archi-
tecture all over both old and new world. This wildfire spread was soon clothed in
elaborate rendering techniques which conveyed detailed images of the interior and
exterior faces of building, leaving the inner, solid volumes to the technique of neu-
tral colouring which came later to be known as poché — ‘scramble’, implying a lack
of interest in structure, mains supply, drainage — all the working appurtenances of
the building which seemed only indirectly related to either inner or outer appear-
ance that their renderings elaborately conveyed.
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S prichodem nového tisicileti pfisla dalsi vzpoura — pokus vytvorit zcela ahistoricky
systém projektovani a dekorativnich prvki odvijejicich se od rostlinnych forem —
apokud mozno — vychazejici ze samotné prirody — primo a bez vkladanijakéhokoli
historického precedentu; nejlépe znam pod nazvem ,secese”; v mnoha variantach
mél dominovat zapadnimu uméni od posledniho desetileti devatenactého stoleti.

Cely tento podnik zvany secese ¢i Art Nouveau (také znamy jako Jugendstil nebo
Stile Liberty) se vsak zcela vycerpal jesté pred valkou v roce 1914; vskutku nadca-
sovy, zcela originalni systém ornamentd, zcela odtrzeny od historického precedentu
azcelavychazejici z prirodnich forem, se zdal postradat koteny — jako cizi prvek byl
odsouzen k nezdaru. V obdobi bezprostfedné pred valkou a bezprostiedné po valce
serozvinul jiny — a v jistém smyslu roztfisténéjsi, ale stejné radikalni — pristup, ktery
pozadoval architekturu ¢i projektovani zcela prosté jakychkoli dekorativnich prvki,
spoléhajici vyhradné na konstrukei, materialy, proporce, pfiznani siti — zkoumani
pravé toho poché, které ,,akademicka® kresba zanedbavala. O stoleti pozdéji nas tento
pristup stale ovlada, i kdyz si ne vzdy uvédomujeme jeho podstatu nebo jeho koteny.

Vsechno to zacdalo bezprostfedné po prvni svétové valce (dokonce rok nebo dva
pred ni), kdyz Walter Gropius (jiz pfed valkou znamy jako novatorsky architekt)
prevzal na podatku roku 1919 po propusténi z armady vedeni slavného uméleckého
institutu ve Vymaru. Vymar byl vyznamné kulturni mésto, kde se Goethe stal prv-
nim ministrem a kde se tehdy pfipravovala ustava nové Némecké republiky a kde
bylaivyhlasena. Gropius prevzal skolu po svém predchiidci Henrivan de Velde, jed-
nom ze zakladatelt secese, ktery se tou dobou jiz distancoval od jejich kvétinovych
vzori. Program, ktery Gropius predstavil a ktery rozvijeli jeho kolegové — z nichz
Klee a Kandinsky patfili k nejvytrvalej$im a nejvyznaénéjsim — pozdéji zvany
,Bauhaus® — se stal vzorem napodobovanym na uméleckych a architektonickych
skolach zapadniho svéta — aje nyni viceméné vSeobecné ptijiman, ¢i pfimo uznavan.

Ale byl to méné slavny kolega Svycar Johannes Itten, vlastné 9 — Ottoman Zar-Adusht
uplné prvni uditel, kterého Gropius prijal (nabadala ho m;:;:ri: ':;a‘llt"hhg“grs:aﬂ
k tomu jeho tehdejsi manzelka Alma Mahlerova), ktery také  culture, Kingston, ND.
byl a zistal vyznavadem tdajného neo-zoroastrianského

kultu zvaného mazdaznan, stejné jako jeho nejblizsi spolu-

pracovnik, nejmladsi kolega Georg Muche. Za nedilnou sou-

cast své vyuky povazovali dechova ajina cvideni (a stravu za-

hrnujici velké mnozstvi syrového ¢esneku), ¢imz se dostali

do sporu s kolegy, zejména Gropiem, a to vedlo k Ittenoveé

propusténi. Muche vsak ztistal (a stal se klicovou postavou

instituce) a struktura tohoto pfipravného kurzu zistala za-

kladem uéeni Bauhausu.®

Ten je také nékdy spojovan s pojmem funkcionalismus; pojem, ktery se do archi-
tektury prenesl ze sociologie a antropologie — dokonce i filozofie, kde se jiz dlouho
a stale pouziva: ale ve skuteénosti jeho architektonicky ustavujici slogan ,forma



With the approach of a new millennium came that other rebellion — an attempt to
create a completely a-historical system of deign and ornament dependent on plant-
forms — and, in so far as that is possible — derived from nature alone — directly and
without the interposition of any historical precedent; best known under the soubri-
quet ‘Art Nouveau’; in many variants it was to dominate western art since the last
decade of the nineteenth century.

But that whole ArtNouveau (also known as Jugendstil or Stile Liberty) enterprise
was well and truly exhausted before the 1914 war; indeed a timeless, quite original
system of ornament wholly divorced from historical precedent and entirely derived
from natural forms seemed rootless — parasitically doomed to failure. In the im-
mediate pre- and post-war period another — and in a sense more fragmented but
equally radical approach developed — an approach which called for architecture or
design quite bare of any ornament at all, relying entirely on structure, materials,
proportion, the acknowledging of services — investgating that very poché which ‘ac-
ademic’ drawing had neglected. A century later, we are still dominated by that ap-
proach, though we are not always aware of its nature or its roots.

It all started immediately after the First World War, (even a year or two before it)
when Walter Gropius (already well-known as an innovative architect before the war)
took over the direction of the famous art-institute in Weimar early in 1919 — on his
release from the army. Weimar was a town of great cultural prestige, where Goethe
had been prime minister and the constitution of the new German Republic was be-
ing drafted at the time and where it would be promulgated. Gropius took the school
over from its previous director Henri van de Velde, one of the originators of Art
Nouveau who had himself, by then, renounced its floral ways. The programme which
Gropius introduced and which was developed by his colleagues — of whom Klee and
Kandinsky were among the most long-lasting and distinguished — and would be
called ‘Bauhaus’ — to become the model emulated in art and architecture schools
of the western world — and is now more or less adapted universally, if not always
acknowledged.

Butit was aless famous colleague, indeed the very first @ — Ottoman Zar-Adusht Hanish
teacher Gropius engaged (urged to do so by his then ﬁ:él'&”;’\g‘ri:a'f;%ajle;dazna”
wife, Alma Mahler) the Swiss Johannes Itten — who  Kingston, ND.

was also, and remained — a devotee of an allegedly

neo-Zoroastrian cult, Mazdaznan, as was his clos-

est associated his youngest colleague Georg Muche.

They regarded breathing and other exercises (and

a diet involving much raw garlic) as an integral part

of their teaching and so came into conflict with col-

leagues — particularly Gropius — and it led to Itten’s

dismissal, although Muche stayed (and became a key

figure in the institution) and the structure of that pre-

liminary course remained basic to Bauhaus teaching.®
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vzdy nasleduje funkci“ poprvé pouzil chicagsky mistr Louis Sullivan ve své eseji
nazvané ,Umélecky pojata vyskova kancelafska budova®, kterou publikoval v roce
1896; a ktery siliboval v rostlinnych dekorativnich prvcich. Tento pojem, bez ohledu
na svuj puvod, byl pozdéji ve dvacatych a tricatych letech v sovétském Rusku, Né-
mecku a Skandinavii spojovan s riznymi minimalistickymi tendencemi.

Presto prvni uceni Bauhausu rozhodné nebylo funkcionalistické: naopak, kurz za-
kladu projektovani — jak jej vytvorili Itten a Muche a ,,usmérnili“ nékteti nasledov-
nici — se stal soudasti programu Bauhaus, ktery byl ve dvacatém stoleti vytrvale
napodobovan uditeli po celém svété (a neztratil tak docela svou ptitazlivost). Vycha-
zel z rozvijeni formalnich dovednosti od pfimé manipulace s materialy — papirem,
dfevem, preklizkou, plechem, vazbou - a jejich zpracovani po femeslné postupy —
a také ze studia geometrie, rytmu a barev obrazi starych mistri. A skuteéné jen
madlo architektt té doby jevilo zdjem o ptijeti jakékoli ,funkcionalistické” loaja-
lity. Corbusierova vytrvala oddanost preferovanym rozmérim zaloZenym na zla-
tém rezu, odvozenym od idealizované lidské postavy, ji tedy nezutstala nic dluzna,
zatimco Mies van der Rohe s timto pojmem zachazel s despektem a své formy zcela
zaklddal na elementarni geometrii a strukturalni soudrznosti; pouze Gropius pro-
sazoval, narozdil od formalistického uceni vétsiny svych kolegti z Bauhausu, lehéi
verzi funkcionalistické doktriny. Povale¢na rekonstrukce ve druhé poloviné dva-
catého stoleti znamenala pro stavitele nékterych zemi prisna omezeni, co se tyle
materialiia prostoru, takze se rizné urady (napfiklad britské) snazily zavést normy,
které prisné upravovaly podobu jakychkoli uzitnych objekta. Prili$ mnoho chyb-
nych vypoéti ohledné vzorct uzivani ale vedlo k nékterym preslapim a v archi-
tektute se brzy vyvinuly protichidné tendence, které kladly diraz na surové vlast-
nosti materiald, a zejména pak na ,,syrovy“ beton, zatimco jiné tendence apelovaly
na typ: repertoar tvaru, které lze ve stavebnictvi prevést na zakladni geometrické
tvary v budové.

Zadny z téchto smért viak nevedl k vytvoreni koncepéné formulovaného pristupu.
Vétsina skol kdekoli na svété, kde se vyucuje jakykoli druh designu — az na nékolik
malo vyjimek — predstavuje metody, které jsou poplatné tomuto pristupu. Poprvé
uzraly pred sto lety v tomto zakladnim kurzu projektovani ve vymarském Bauhausu
a stale nabizeji cestu k procesu navrhovani prostfednictvim manipulace s materia-
lem jako primarniho heuristického postupu — i kdyz dtiraz na femeslnou dovednost
takovych metod byl — podle mého nazoru ne zcela presvéddéive — kritizovan spise
technicky smyslejicimi uditeli.

To by tedy mohlo ukazat cestu k moznému budoucimu rozvoji architektonického
nebo produktového designu, pro néjz je proto treba naléhavé preformulovat intelek-
tualni podporu — a neustale vyzadovat jeji aktualizaci. Jeden anglicky kritik uméni
(jehoz jméno se mi ztratilo v mlhach Casu) asi pred tficeti nebo ¢étyfticeti lety pfi
promluvé k tehdejsim studenttim uméni na zapadnim pobrtezi USA uvedl, ze by si
studenti méli osvojit pouze dvé discipliny: déjiny uméni, aby dokazali osvétlit situ-
aci, ve které se ocitli; a filozofii, aby zjistili, co s tim mohou délat.



Whichisindeed sometimes associated with the term functionalism; a term that had
moved into architecture from sociology and anthropology — even philosophy, where
ithashad alongand continuing career: butin factits architectural founding slogan,
‘form ever follows function’ was coined by the Chicago master, Louis Sullivan in an
essay on ‘The Tall Building Artistically Considered’ which he published in 1896; and
who, for himself luxuriated in plant-derived ornament. The notion — whatever its
precedents — came to be associated later with various minimalist tendencies during
the twenties and thirties — in Soviet Russia, Germany and Scandinavia.

Yet that first Bauhaus teaching was anything but Functionalist: on the contrary, the
elementary design course — as it was devised by Itten and Muche and ‘sobered’ by
some successors — became that part of the Bauhaus programme which has been in-
sistently emulated throughout the world’s teacheries in the twentieth century (and
has not quite lost its appeal). It was dependent on evolving formal skills from the
direct manipulation of materials — paper, wood, plywood, sheet-metal, weave — and
their elaboration through craft-practices — as well as a study of the geometry,
rhythms and colours of old-master paintings. And indeed few architectural masters
of the time seemed interested in adopting any ‘functionalist’ allegiance. So Corbusi-
er’s persistent devotion to golden-section based preferred dimensions derived from
an idealized human figure owed nothing to it, while Mies van der Rohe treated the
notion with contempt, and based his forms entirely on elementary geometry and
structural coherence; it was only Gropius, in contrast to the formalist teaching of
most of his Bauhaus colleagues who advocated a weak version of the functionalist
doctrine. In the second half of the twentieth century post-war reconstruction im-
posed stringent material and spatial limitations on the builders of some countries,
so that various authorities (British, for one) tried to impose standards which were
tightly regulated by the form of any useful object. Too many miscalculations about
the patterns of use led to some uncomfortable misfits, and in architecture coun-
ter-movements soon developed suggesting an appeal to the raw qualities of mate-
rials, and ‘brute’ concrete particularly, while another tendency appealed to type:
to arepertory of shapes which can be translated into prime geometries in building.

But none of these led to a conceptually articulated approach. Most schools teach-
ing any kind of design anywhere in the world — with very few exceptions — practice
methods which are tributaries of that approach first matured a century ago now in
that elementary design course at the Weimar Bauhaus, and which still offers a way
into the design process through manipulating material as the primary heuristic
procedure — even though the craft-bias of such methods have been criticised = not
wholly convincingly, to my mind — by more technologically-minded teachers.

That may well therefore also show the way into how architectural or product-de-
sign might be nurtured in the future — and for which, therefore intellectual back-
ing needs to be reformulated urgently — and it will also require constant renewal.
Speaking to the art-students of his time on the West Coast of the USA, some thirty
or forty tears ago, an English art-critic (whose name I have lost in the mists of time)
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Moznd, ze studenti projektovani na tom nejsou tak Spatné jako studenti uméni —
dzban se nemtize proménit v happening. Pfesto naprosta vétsina souéasnych skol
designu téméf nevyhnutelné musi fesit nékteré z problémt student uméni: musi
preklenout vzdalenost mezi smyslem pro manipulaci s predméty, na némz bude pro-
jekt nevyhnutelné zaviset, a smyslem pro fyzickou pfitomnost predmétt, s nimiz
budou jejich klienti zachazet, jakoz i pro budovy, které budou obyvat.

Takové pojeti se muze zdat prezité ted, kdy mnou popsany pristup je odsunut do mi-
nulosti spjaté s manualni ¢innosti, nebot byl zpochybnén ponékud odlis$nou dema-
terializaci, kterou procesu navrhovani vnutila uméld inteligence. Dokonce i zbyt-
kova, neprima fyzicka pritomnost kruzitka a ¢tverce, stejné jako tuzky nebo pera
4 4 . . 4 v /4 v 4 4
apapiru, které kdysi zahrnovala, je nyni vytla¢ena dalkové ovladanym obrazem na
V7 v Vv /4 Vs 4 4 v /4 L4 .
obrazovce poditade — coz nas zase privadi zpét k nevyhnutelné materialnosti zob-
razované véci, ktera je uréena néjakému uzivateli.

Bez ohledu na to, jak nehmotny je postup, s jehoz pomoci projektant dospéje ke
svému projektu — bez ohledu na to, jak propracovany je postup, s jehoz pomoci do-
spéje k feseni svého problému —, musi si byt vzdy védom toho, ze cilem, ke kterému
jeho projekt smétuje, pro ktery je projektovan, ke kterému je vrzen — ano, entwor-
fen — tim cilem musi byt hmotna VEC, kterou se stane dany objekt ¢i nastroj, IZice,
zidle, dim ¢i kancelatska budova — cokoli — ale v kazdém pripadé néco, s ¢im bude
prijemce, ke kterému je projekt nakonec smérovan nebo vrzen — ano, skutecné ge-
worfen — zachazet, co bude pouzivat nebo obyvat. A toto uvédoméni musi nevyhnu-
telné pridatk celé ¢innosti projektovani dalsi, zcela nevyhnutelny prvek fyzi¢nosti.



suggested that they only needed to learn two disciplines: art-history to explain the
situation in which they found themselves; and philosophy to find out what they
can do about it.

Perhaps design student are not quite in such dire straits as art students — ajugcan’t
turn into a happening. Yet the vast majority of existing design schools almost inev-
itably share some of the art-students’ perplexities: they must bridge the distance
from a manipulative sense of the material on which the project will inevitably oper-
ate and a sense of the bodily presence of the objects their clients are to handle as of
the buildings they are to inhabit.

Such notion may seem superannuated now that the approach I have described is
relegated to a manually-tethered past, having been challenged by the rather differ-
ent de-materialisation which Artificial Intelligence imposed on the design process.
Even the residual, the indirect physicality of compass and set-quare as of pencil or
pen and paper that it once involved is now supplanted by the remote-controlled im-
age on the computer screen — which in turn brings us back to the inescapable mate-
riality of the thing imaged, intended as it must be for some user.

However immaterial the procedure by which a designer may arrive at his project,
however refined the procedure by which he or she reaches a solution to their prob-
lem, they nevertheless need to be aware — always — that the end to which their pro-
jectis directed — projected, thrown forward — yes, entworfen — that end must be to
become some material THING, that object or utensil, that spoon, chair, house or of-
fice block — whatever — but in any case, something to be handled, used or inhabited
by its recipient at whom the project is ultimately directed or thrown — yes, indeed
geworfen. And that realization must inevitably add another, ever unavoidable ele-
ment of physicality to the whole business of projecting.
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wetVOrba metafor je zakladni lidsky pud, kterého se
nelze ani na okamzik zbavit, protoze bychom se tim
zbavili samotného lidstvi.”

Friedrich Nietzsche
»O pravdé a IZi v mimomordlnim smyslu®

* — Vénovano pamatce Ctyricetileté spoluprace, inspirace a pratelstvi s Daliborem Veselym. Vesely prispél zdsadnim
zplUsobem k fenomenologické hermeneutice tim, Ze se ve své vyuce architektonického navrhu, stejné jako v historii

a filozofii, zaméroval na to, jak je architektura situovana v kulturnich podminkach a jak tyto podminky vyjadfuje.

Tato esej navazuje na jeho odkaz; za spolupraci dékuji Ericu Parrymu, Davidu Derniemu, Freddiemu Phillipsonovi

a Mary-Ann Steane.



Metaphor and
Embodiment*

Peter Carl
Cambridge, UK 2020

“.the formation of metaphors is the fundamental
human drive, which one cannot for a single instant
dispense with, for one would thereby dispense with
humanity itself.’

Friedrich Nietzsche
On Truth and Lie in an Extra-Moral Sense

* — Dedicated to the memory of forty years of collaboration, inspiration and friendship with Dalibor Vesely.

By concentrating on how architecture is situated in and articulates the cultural conditions in his design-teaching
as well as in history and philosophy, Vesely made a fundamental contribution to phenomenological hermeneutics.
The present essay elaborates on his legacy; and | thank Eric Parry, David Dernie, Freddie Phillipson

and Mary-Ann Steane for their collaboration.
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Pro tcely bydleni stoji architektura v pozadi, v perifernim zorném thlu, a stava
se pouhym ramcem pro praktické vyuziti. Od architektonickych projekti se vsak
olekava, zejména ve skolach, ze architektura by méla ztélesnovat urcity koncepéni
aparat — formalni, esteticky, ikonograficky, socialni, politicky atd. K tomu dale pfi-
spiva presvéddeni, ze architektura existuje jako forma v prostoru, coz je radikalné
konceptualni zobecnéni, k ¢emuz je tfeba doplnit vée konkrétni. Naopak nazor, ze
architektura existuje jako soucast ekologického metabolismu — méstského i pri-
rodniho, vyvolava retézce zavislosti, které jsou ve své slozitosti matouci; snahy
o zachyceni a popis ,ztélesnéné energie” pravidelné ztroskotavaji na mnozstvi
proménnych. Neni zcela zfejmé, jak muze architektura ztélesnovat jak koncepty,

tak energii.

Ztélesnéni je dlouhodobé zakladem reakce fenome-
nologie na idealistické filozofie; presto si jako reakce
zachovava cosi z duality hmota vs. mysl, pred kterou
nas ma vlastné chranit. Zda se, Ze ztélesnéni ma dvé
tematickajadra: za prvé to, co se obvykle nazyva ,télo”
atykaselidskych vztahti ve svété, a za druhé Sirsi sféra
télesnosti, ktera nabizi pojmy jako reprezentace nebo
ikonografie — véci ztélesnujici myslenky nebo odkazy,
jako by mentalni jevy jaksi ptiléhaly k jeviim hmot-
nym. S tim, jak si ziskavaly své priznivce ekologické
pristupy, pribyvaly i implikace, ze lidské télo by mélo
byt chapano jako jedno z mnoha druht tél. Obecny
charakter tohoto pojeti presahuje vypocetni meta-
fora, podle niz lze veskerou realitu zachytit prostfed-
nictvim termodynamiky ztélesnénych informaci,! kdy
myslenky ¢i reference vychazeji ze slozitého materia-
listického vesmiru... coz vede k otdzkam typu: ,Je Bith
matematik?“2

Zatneme prvnim tematickym jadrem ztélesnéni — té-
lem. Dalibor Vesely byl prednim zastancem nazoru, Ze
architektura tvofi scénu (,setting®) pro situace. Ter-
min ,situace ma puvod ve fenomenologii, zejména
v dile Merleau-Pontyho, kde konotuje ¢innosti spolu
s jejich aranzma a jejich referenénim polem; Vesely
toto ddle rozvinul a hovoti o ,typi¢nosti situaci.3
Toto je $irsi pole, na némz zavisi uzsi architektonicka
koncepce typu, ktera se omezuje na charakteristické
rozvrzeni architektonickych a urbanistickych konfi-
guraci.* Typic¢nost situaci Veselého vychazela z kul-
turniho kontextu a byla svazana s hudbou, literaturou,
vytvarnym uménim atd. stejné jako se zvyky a obyceji.
Termin scéna odkazuje k divadlu a Vesely, vychazeje

1 — Tento pojem maé svij pavod
ve slavném vyroku ,Na zac¢atku byl
bit* /it from bit'/ Johna Wheelera,
‘Information, Physics, Quantum:

the Search for Links', v Proceedings
of the 3 International Symposium
on the Foundations of Quantum
Mechanics, Tokyo, 1989, s. 354-368.
(Ve vyznamu ,to" bylo nehmotné -
nejprve zde byla informace, vSe
ostatni pfislo az pozdéji).

2 — Napt. Livio, Mario,

Is God a Mathematician? (Je Bih
matematik?), New York: Simon

& Shuster, 2009.

3 — Vesely, Dalibor, Architecture
and the Conflict of Interpretations
(Architektura ve svété rozdélené
interpretace), MIT Press, 2004, s. 77
a nasl., 104, 377 a nasl.

4 — Carl, Peter, ‘Type, Field,
Culture, Praxis’, Architectural
Design, Vol 81, Issue 1, leden/

unor 2011, s. 38-45.



For the purposes of dwelling, architecture stands in the background, in peripheral
vision, providing an horizon for praxis. However, it is an expectation of design, par-
ticularly in schools, that architecture should embody a conceptual apparatus — for-
mal, aesthetic, iconographic, social, political, etc. This is promoted by the belief that
architecture prevails as form in space, a radically conceptual generalisation for which
everything concrete needs to be supplied. Conversely, the view that architecture pre-
vails as part of an ecological metabolism — urban and natural — invokes chains of de-
pendency bewildering in their complexity; efforts to develop an accountancy of ‘em-
bodied energy’ are notoriously frustrated by the number of variables. It is not obvious
how both concepts and energy could be embodied in architecture.

Embodiment has long been at the heart of phenome-
nology’s response to Idealist philosophies; and yet, as
a response, it retains something of the matter-mind
duality from which we are supposed to be rescued. Em-
bodimentappears to have two thematic centres: firstly,
whatis typically called ‘the’ body, pertaining to human
relations within the world, and, secondly, the more
broad territory of corporeality, which solicits notions
of representation or iconography — things embodying
thoughts or references, as if mental phenomena some-
how adhered to material phenomena. As ecological ap-
proaches have gained adherents, so has the implication
that human bodies should be considered as one sort
of body among many. This notion is exceeded in its
generality by the computational metaphor, according
to which all of reality can be rendered in terms of the
thermodynamics of embodied information,! wherein
the thoughts or references appear to arise from a com-
plex materialist universe..leading to such questions as,
‘is God a mathematician’?2

We will start with the first thematic centre of embodi-
ment — ‘the’ body. Dalibor Vesely was the leading pro-
ponent of the understanding of architecture as the
setting for situations. The term ‘situation’ had arisen
in phenomenology, in particular the work of Mer-
leau-Ponty, where it connoted activities with their de-
corum and their fields of reference, which Vesely de-
veloped as ‘typicality of situations’.® This is the larger
field on which depends the more narrow architectural
conception of type, which is limited to characteristic
layouts of architectural and urban configurations.#
Situational typicality, for Vesely, was informed by
the cultural context, the links with music, literature,

1 — Anotion having its origin in the
famous ‘it from bit’ of Wheeler, John,
‘Information, Physics, Quantum:

the Search for Links’, in Proceedings
of the 3 International Symposium
on the Foundations of Quantum
Mechanics, Tokyo, 1989, pp. 354-368.
2 — E.g., Livio, Mario, Is God

a Mathematician?, New York: Simon
& Shuster, 2009.

3 — Vesely, Dalibor, Architecture
and the Conflict of Interpretations,
MIT Press, 2004, pp. 77ff., 104, 377ff.
4 — Carl, Peter, ‘Type, Field,
Culture, Praxis’, Architectural
Design, Vol 81, Issue 1, January/
February 2011, pp 38-45
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z Aristotelovy Poetiky, tvrdil, ze je tfeba uvazovat
z hlediska mimeze (mimesis), tj. napodobeni, zachy-
ceni, [interpretace ¢i hermeneutiky] praxe (praxis).®
V souladu s tim nebylo usporadani budovy normativni,
jak je tomu ve funkcionalismu, ale zcela oteviené — se-
minarni mistnost mohla slouzit také pro uéely dilny,
vystavy, velere, predstaveni a tak dale, ale nikoli jako
Cerpaci stanice. Podobnym zptisobem hloubka konfi-
gurace od ulice smérem k zahradé a od zemé smérem
k nebi invokovala vznedena témata. Architektura ne-
byla ztélesnénim konkrétni ikonografie, slo spise o re-
ference vlastni obvyklym architektonickym dispozi-

5 — Vesely, Dalibor, op. cit., s. 366
a nasl. Vyraz ,mimésis praxe (akce)"
pochézi z Aristotelovy Poetiky, ¢ast
1451b9, mimeitai de tas praxeis,

a oznacuje primarni charakter
tragédie. Viz o praxi Hans-Georg
Gadamer, Truth and Method
/Pravda a metoda/, prel. W. Glen-
-Doepel, Sheed and Ward, Londyn,
1975, druha ¢ast, Il, s. 235-341 a tii
eseje o praxi v dile Hans-George
Gadamera, Reason in the Age of
Science, trans, F. G. Lawrence,
MIT Press, Cambridge, Mass: 1981,
s. 69-138.

cim situaci oBRr. 1.

Merleau-Ponty nepochybné vyznamnym zpu-
sobem prispél k fenomenologické psycho-
logii a navazal na praci takovych osobnosti,
jako byli Kurt Goldstein a Erwin Strauss.
Jeho hlavnim motivem bylo ,vnimani sna-
zil se ukazat, ovlivnén Edmundem Husser-
lem, Ze vnimani neni intelektualni zpraco-
vani vztahi mezi subjektem a objektem, ale
spiSe urdity zplsob ucasti ve svété. Pravi-
delné mohl pozorovat, ze pacienti trpici afa-
zii, apraxii apod. neprozivaji poruchy psycho-
fyzickych systému, spiSe postradaji ,uplny
svét“.® To klade diiraz na obsah ¢i vyznam —
podle Husserla ,veskera zkusenost [vnimani]
je zazitkem nééeho“? — jehoz prostiednikem
je kulturné situované télo jedince. Otazka
obsahu posuzovaného z hlediska vnimani
okamzité vyvolava otazku halucinace, pred
niz nas podle Merleau-Pontyho chrani ni-
koli nase ,schopnost kritického mysleni®,
ale ,struktura nageho prostoru“?® Architekti
tato slova obvykle chapou jako navrh mist-
nosti, ale Merleau-Ponty ve skute¢nosti ho-
vori o hloubce, bohatosti a struktufe nasi an-
gazovanosti v kulturnim obsahu, coz Vesely
déle rozvinul jako ,komunikativni prostor®.®
Merleau-Ponty dale tvrdi, ze ¢lovék ,nikdy
zcela nezije v rizném lidském prostoru, ale
vzdy je v kone¢ném dusledku zakotven v pfi-
rozeném a ne-lidském prostoru“1® (coz Vesely
také nazyval ,kosmickymi podminkami®).

6 — Merleau-Ponty, Maurice, Phenomenology
of Perception (Fenomenologie vnimani),
prelozil Colin Smith, Londyn: Routledge &
Kegan Paul, 1962.

7 — Kvykladu této véty potfeboval Husserl
v8echny tfi knihy o Idejich. Primarni podminky
stanovil v dile Ideje |: v rdmci horizontu svéta
se (nepsychologické) ,mentalni procesy*
egologického subjektu (individualniho

i kolektivniho) pohybuji mezi prirozenym
postojem zku§enosti/vniméani a eidetismem,
pfi¢emz odhaluji dvé formy objektivity,

které vznikaji - v prvni jsou to skute¢né
predméty, ve druhé jsou to matematické

a geometrické entity (absolutni ideélnost),

s tim, Ze prostfedkem vymény mezi nimi je
jazyk, ktery mé vlastnosti obou. Pro nase
ucely si vS§imnéme, Ze Merleau-Ponty vyuziva
Ideje Il, pokud jde o vyznam predreflexivniho
,Svéta pred tezi svéta“ a zemé pro Husserlovu
fenomenologii, v knize Nature, Course Notes
from the Collége de France, sestavil D. Séglard,
prel. R. Vallier, Evanston: Northwestern
University Press, 2003, 2003, s. 70-79.

8 — Merleau-Ponty, Maurice, Phenomenology
of Perception, op. cit., s. 291.

9 — Vesely, Dalibor, op. cit., kapitola 2.

10 — Merleau-Ponty, op. cit., s. 291-3; viz také
Vesely, op. cit., s. 76 a nésl.



oBR.1 EricParry, Interpretace politické kultury dneska v podobé architektury
vychézejici ze zahrady v industridlni krajiné navrhovaného ndmésti v Kentish
Townu, architektury, kterd je slozena z vrstev sahajicich od kabaretu ke kruhovému
debatnimu salu a ke klubovym mistnostem az ke skole rétoriky poucené divadelni
hrou Jeana Geneta Balkon. Kresba tuzkou na pauzaku, 240 x 200 mm, 1980

FIG.1 Eric Parry, Architectural Interpretation of Contemporary Political Culture:
across an ascent from a garden set in an industrial landscape to the proposed Kentish
Town Square is developed a vertical stratification from cabaret to domed debating
hall and club rooms to a school of rhetoric informed by 7he Balcony, of Jean Genet.
Pencil on Butter Paper; W: 200 mm x H: 240 mm, 1980
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Prostor je tedy pro Merleau-Pontyho
charakteristikou svéta, identifikujici
odlehlost projevovanou ve struktute
referenci, v kone¢ném dusledku zako-
tveny v prirozeném, ne-lidském svété,
ktery poskytuje objektivitu a ktery
Vesely, inspirovan Janem Patockou,

11 — Pred odjezdem z Prahy do Anglie studoval Vesely

u Patocky. Viz Patocka, Jan, Body, Community, Language,
World (Télo, spolecenstvi, jazyk, svét), prel. E. Kohak,
Chicago: Open Court, 1998, s. 113-118,122-134, a The
Natural World as a Philosophical Problem (Pfirozeny svét
jako filozoficky problém), pfel. E. Adams, Northwestern
Evanston: Northwestern University Press, 2016, kapitola

3. Obecné se inspirace Heideggerem soustreduje kolem
ontologie svétovosti svéta, pojednané v dile Being and Time
(Byti a ¢as), prel. J. Macquarrie a E. Robinson, Oxford:

pojmenoval ,latentni svét“M Blackwell, 1980, 1980, H 63 - H 113.

Je-li lidské télo prostfednikem situaci,
Merleau-Ponty nerozvijel ani hermene-
utiku Druhého jako Levinas, ani téma
utlaku jako Foucault, jehoz prispévek k pti-
sobeni subjektt se stal zakladem politiky
identity a nejnovéjsi antropologické praxe.
Avs$ak tim, zZe zddraznoval vnimani (vétsi-
nou vizualné-praktické) a ze mnohé své
ptiklady uvadél v prvni osobé (napriklad:
»--slova, ktera znam: jsou za mnou, jako
véci za mymi zady nebo jako horizont
mésta kolem mého domu...“?2), vyvola-
val dojem zachovani vztahu perspektivy
subjekt-objekt.’® Pochopeni neséetnych
prikladd vnimani véci vice ¢i méné ptipra-
venych k pouziti (tzv. ptiruce) zaviselo ve
skuteénosti na motilité a primarni orien-
taci (jako v experimentu s prevracenym vi-
dénim), ¢imz odhalovaly podminky zcela
protikladné ke vztahu subjekt-objekt.
Misto vnimani bychom méli spiSe hovotit
o angazovanosti (ktera rozsituje ,situaci®
za hranice lidské angazovanosti), ktera se
projevuje v neustale se ménici reciprocité
mezi heideggerovskym pojmem narok'
a Gibsonovym pojmem afordance.’® Na
rozdil od prevladajiciho modelu robotiky
na bazi umélé inteligence (nékdy nazyva-
ném ,kartezianské divadlo), kde senzory
detekuji cile nebo prekazky a poté preda-
vaji parametry pocita¢am, které davaji me-
chanismim pokyny k vyhledavani objektt
nebo vyhybani se objekttim, je zfejmé, ze
pro bytosti-ve-svété je svét vzdy-jiz ,in-
teligentni®, priznivy pro angazovanost.
Tuto angazovanost nelze popsat pomoci

12 — Merleau-Ponty, op. cit., s. 180.

13 — To je také atribut Husserlova dila. Merleau-
-Ponty si byl tohoto problému védom a zabyval se jim
v dile ‘The Intertwining - The Chiasm’ (Prolinani -
chiasmus) v knize The Visible and the Invisible
(Viditelné a neviditelné), prel. A. Lingis, Evanston:
Northwestern University Press, 1968, s. 130-155:

LV jistém smyslu, kdybychom zcela zprahlednili
architektoniku lidského téla, jeho ontologicky rémec
a zpusob, jakym vidi a sly$i samo sebe, vidéli bychom,
Ze struktura jeho némého svéta je takova, ze vSechny
moznosti jazyka jsou v ném jiz dany.” Viz pojednani
Dermota Morana o ,prolinani“ s ohledem na Sartra,
Schelera, Husserla aj. v knize The Phenomenology
of Embodiment: Intertwining and Reflexivity a v dile
Jensen, Rasmus Thybo a Moran, Dermot, redakce,
The Phenomenology of Embodied Subjectivity,
Springer International Publishing, Svycarsko, 2013,

s. 285-304.

14 — Mé anglické slovo ,narok” claim reaguje

na Heideggerdv vyraz Ereignis (Gvlast/udélost),
znamy architektim z jeho esejt ‘Origins of the Work
of Art’ (Plvod uméleckého dila) (1935-56) a ‘Building,
Dwelling, Thinking’ (Stavéni, bydleni, mysleni) (1954),
oba uvedené v dile Martin Heidegger, Basic Writings
(Zakladni dilo), redakce David Farrell Krell, Londyn:
Routledge, 1978 a (rev.) 1994. Neni vSak tfeba pFijmout
ani epochalni poslani byti (,osud"), ani inspirované
basniky, ktefi jsou prdvem popisovani jako souc¢éast
Heideggerovy koncepce v dilech Vallega-Neu,
Daniella, Ereignis: the event of appropriation, Davis,
Bret W., Martin Heidegger: Key Concepts, Londyn:
Routledge, 2014, s. 140-154. Viz téZ Gadamer, Hans-
-Georg, Truth and Method (Pravda a metoda), op. cit.
s. 55-63, 94-99, 112-114, s. 314-320.

15 — Gibson, James J., An Ecological Approach to
Visual Perception (Ekologicky pfistup k vizualnimu
vnimani), Boston: Houghton Mifflin Harcourt, 1979;
dilo shrnuje autortiv koncept afordance od poloviny
60. let 20. stoleti. Tento koncept se stal predmétem
diskuzi v ramci fenomenologie, i kdyz zatizen pojmy
lidského jednani z hlediska nutnosti a svobody, coz
dobre shrnuje ve své eseji Rietveld, Eric, Affordances
and Unreflective Freedom, The Phenomenology of
Embodied Subjectivity, op. cit. s. 21-42. Cilem mého
uziti tohoto terminu je zaprvé zakotvit to, co povazuji
za procesualni charakter ztélesnéni, hloubégji do
kontextd, v nichz se odehrava Da-sein (pobyt),

a zadruhé, pokud jde o ¢lovéka, vztah mezi zavislosti
na afordanci a vdéénosti ¢i mravnim zajmem, nebot,
jak upozorniuje Gibson, ,vyznam“ je afordance.



the visual arts, etc., as well as with custom and habit.
The term ‘setting’ alludes to the theatre, and, draw-
ing upon Aristotle’s Poetics, Vesely proposed that one
think in terms of the mimesis [interpretation, or her-
meneutics] of praxis.® Accordingly, the organisation
of a building was not prescriptive, as it is in functiona-
lism, but quite open — a seminar room could also be
used for a workshop, exhibition, dinner, performance,
and so on, but not for a petrol station. Similarly, the
depth of a configuration from street to garden and
from earth to sky invoked venerable themes. The ar-
chitecture was not embodying an iconography, rather
the references were inherent in the customary archi-
tectural dispositions of situations ria. 1.

Merleau-Ponty of course made a substantial contri-
bution to phenomenological psychology, building on
the work of figures such as Kurt Goldstein and Erwin
Strauss. His leading motif was ‘perception’ and, in-
spired by Edmund Husserl, he sought to demonstrate
that perception was not an intellectual processing of
subject-object relations, but rather modes of participa-
tion in the world. He regularly found that patients suf-
fering from aphasia or apraxia, etc., were not experienc-
ing defects in psycho-physical systems; rather they did
not ‘have’ a complete world.® This places the emphasis
upon content or meaning — the Husserlian ‘all experi-
ence [perception] is experience of something’? — for
which one’s culturally-situated body is the medium.
The question of content considered in terms of percep-
tion immediately raises the question of hallucination,
from which, according to Merleau-Ponty, we are saved
not by our ‘critical powers’ but by the ‘structure of our
space’® Architects typically hear the design of a room
in these words, but Merleau-Ponty is actually discus-
sing the depth, richness and structure of our involve-
ment with cultural content which Vesely developed as
‘communicative space’.® This led Merleau-Ponty to de-
clare that one ‘never wholly lives in varieties of human
space, but is always ultimately rooted in a natural and
non-human space’® (which Vesely would also call ‘the
cosmic conditions’). Space, then, for Merleau-Ponty is
a characteristic of world, identifying the kinds of re-
moteness exhibited in the structure of references, ulti-
mately rooted in the natural, non-human world which

5 — Vesely, Dalibor, op. cit.,

pp. 366ff. The phrase ‘mimesis

of praxis' comes from

Aristotle's Poetics 1451b9, mimeitai
de tas praxeis, identifying the
primary representational character
of tragic drama. On praxis, see
Hans-Georg Gadamer, Truth and
Method, trans. W. Glen-Doepel,
Sheed and Ward, London, 1975,
Second Part, Il, pp. 235-341 and the
three essays on Practice in Hans-
Georg Gadamer, Reason in the Age
of Science, trans., F. G. Lawrence,
MIT Press, Cambridge, Mass., 1981,
pp. 69-138.

6 — Merleau-Ponty, Maurice,
Phenomenology of Perception,
trans., Colin Smith, London:

Routledge & Kegan Paul, 1962.

7 — Husserl required all three
books of the Ideas to explicate this
sentence. The primary conditions
are established in Ideas I: within
the world-horizon the (non-
psychological) ‘mental processes’
of an egological body (individual
and collective), move between

the natural attitude of experience/
perception and eidetics, disclosing
the two forms of objectivity that
arise — actual objects in the former,
the entities of mathematics and
geometry in the latter (absolute
ideality), with language, having
characteristics of both, providing

a medium of exchange between
them. For present purposes, note
Merleau-Ponty’s use of Ideas

Il, regarding the importance to
Husserlian phenomenology of the
pre-reflective ‘world before a thesis’
and of the earth, in Nature, Course
Notes from the Collége de France,
compiled by D. Séglard, trans.

R. Vallier, Evanston: Northwestern
University Press, 2003, pp. 70-79.
8 — Merleau-Ponty, Maurice,
Phenomenology of Perception,

op. cit., p. 291.

9 — Vesely, Dalibor, op. cit.,
Chapter 2.

10 — Merleau-Ponty, op. cit.,

pp. 291-3; see also Vesely, op. cit.,
pp. 76ff.
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logickych (algoritmickych) vyrok, na které lze apliko-
vat konkrétni jevy, je vzdy-jiz metaforicka. Jablko, jiz
predtim, nez je kulatym, barevnym plodem napadenym
vosami atd., se prezentuje v ramci rady potencialnich an-
gazovanosti, k nimz patfi vyziva, obraz zatisi, srovnani
s pomeranéem, calvados, Paridiv soud, prvotni htich
(a slovni hticka se slovem malus (sankce vs. jablozn), de-
monstrace gravitace atd.; a je zde i prostor pro mylné
vnimani (dokonce zdmérné: ,tésinska jablicka®). Mnohé
z téchto vyznamt ,nezapadni kultura nevidi (v Cing,
Japonsku a Koreji je vyznamnéjsi kvét), coz poukazuje
na roli situovanosti v kultute;'® napt. jizdenka na metro
nenizdaleka tak bohaté obdatena jako jablko. Stale vSak
plati zakladni princip: metafora je pro nase zptisoby an-
gazovanosti zasadni. Ricoeur v navaznosti na Gadamera
poukazuje na to, Ze metafora je zakladem veskeré klasi-
fikace, tedy i logické myslenky, a je tedy zdkladem onto-
logie, stejné jako poezie (odtud heideggerovské poeticke
zplisoby vyjadfovani).1?

16 — Tato kulturni specifi¢nost
metafory méa vyznamny vliv na
globalni dodrzovani abstraktnich
zobecnéni prostoru a formy.

Viz také poznamka 67.

17 — Ricoeur, Paul, The Rule of
Metaphor (Pravidla metafory),
Routledge & Kegan Paul, prel.

R. Czerny s K. McLaughlinem

a J. Costellem, Londyn: SJ, 1978,
s. 22. Viz také Ricoeur, Paul,

‘The Metaphorical Process as
Cognition, Imagination and
Feeling’ (Metaforicky proces jako
poznani, predstavivost a citéni)
v dile Sacks, Sheldon, ed., On
Metaphor (O metafofe), Chicago:
University of Chicago Press,
1979, s. 141 a nasl. V pojednani

o mimesis, Poetika 1448b2-17,
1449b12-1450b10, 1457b7-16,
1459a7 Ize vysledovat Aristoteltv
posun od physis pfes mimesis

k lexis/logos a dianoia ve vztahu
k metafore, totéz v Rétorice,
Kniha lll, 2.8-15, 3.4-5.1,10.7-11. 6.

Za Ctyticetlet od doby, kdy LakoffaJohnson
prekrodili ramec toho, co bylo obvykle po-
vazovano za jazykovou zvlastnost, a pred-
stavili ndm ,metafory, kterymi zijeme“18 —
napt. nahote je dobfte, dole je spatné, coz
vychazi z télesné orientace, probéhly roz-
sahlé vyzkumy tzv. 4E kognitivnich véd
(vtélena /embodied/, enaktivisticka /en-
acted/, zakotvena /embedded/, rozsifena
/extended/ kognice, k nimz byla nedavno
navrzena pata kategorie, ekologicka), které
radikalnim zptusobem rozsitily hloubku
a rozsah nasich metaforickych zapojeni do
radajiz-inteligentniho svéta. Tento vyzkum
je velice uziteény a ma vazby na neurofyzio-
logii, psychologii, umélou inteligenci,'® an-
tropologii a uméni.2® Vzhledem k tomu, Ze
puvodniinspiraci pro velkou ¢ast tohoto vy-
zkumu byly poznatky Merleau-Pontyho, je
snad pochopitelné, Ze z ,vnimani“ se stalo
spoznavani“ (kognice), i kdyz tento termin
si, zda se, zachovava intelektualistické, ro-
zumové analogie, prevzaté z kartezianskeé
res cogitans, kterd panuje nad res extensa.?1
Stejné jako u Merleau-Pontyho je zamérem

18 — Lakoff, George a Johnson, Mark, Metaphors
We Live By (Metafory, kterymi zijeme), Chicago:
University of Chicago Press, 1980 a 2003 (véetné
doslovu); novéji od stejnych autor Philosophy in
the Flesh, The Embodied Mind and its Challenge
to Western Thought, New York: Basic Books, 1999.
Lakoff a Nufiez, Rafael rozvijeji plodny dialog

mezi svym pojetim metafory a matematiky v knize
Where Mathematics Comes From, New York: Basic
Books, 2000.

19 — Douglas Hofstadter, Geoffrey Hinton

a Karl Friston se zabyvaji moznosti vyuziti metafory
ve vyzkumu umeélé inteligence, ktera je v sou¢asné
dobé aproximovéana pravdépodobnostnimi funkcemi;
a americka organizace Intelligence Advanced
Research Project Activity realizuje program
Metafora: Madrigal, Alexis, Why Are Spy Researchers
Building a ,Metaphor Program’? Atlantic Monthly,

25. kvétna 2011

20 — Newen, Albert; De Bruin, Leon; Gallagher,
Shaun eds., The Oxford Handbook of 4E Cognition,
Oxford: Oxford University Press, 2019. V tomto
vyzkumu je vynechan fenomén vrstev zavislosti,

o0 némz je pojednéno nize.

21 — Napfiklad jinak zajimava kniha Kohn, Eduardo,
How Forests Think: Toward an Anthropology
Beyond the Human (Jak mysli lesy: k antropologii
»nad ramec lidského"), Berkeley a Los Angeles:
University of California Press, 2013. Vzhledem

k tomu, Ze anthropos zjevné znamen4 lidsky, mél byt
navrzen jiny logos, moznéa dasologos (jazyk lesa),
ktery by mohl zahrnovat napfiklad poznatky autort
Wohlleben, Peter, The Hidden Life of Trees, Londyn:
William Collins, 2017 a Haskell, David George, The
Forest Unseen, New York: Penguin Books, 2012.



grants objectivity, and
which Vesely, inspired by
Jan Patocka, treated un-
der the rubric of ‘latent
world’ M

If human bodies are the medium of situations,
Merleau-Ponty developed neither the herme-
neutics of the Other, as did Levinas, nor the
thematics of oppression as did Foucault, whose
contribution to the agency of subjects has in-
formed identity politics and recent anthropo-
logical practice. However, by stressing percep-
tion (mostly visual-practical) and by delivering
many of his examples in the first person (for
example, ‘..the words I know: they are behind
me, like things behind my back, or like the
city’s horizon around my house..’12), he gave
the impression of preserving the perspectival,
subject-object relation.’® In fact the myriad ex-
amples of perceptions-of-things more or less
ready-to-hand depended for their understand-
ing upon motility and primary orientation (as
in the inverted vision experiment), thereby
exposing a milieu quite the opposite of sub-
ject-object relations. Instead of perceptions, we
should rather think in terms of involvements
(extending ‘situation’ beyond human involve-
ments), manifest in a constantly moving reci-
procity between the Heideggerian notion of
claim™ and the notion of affordance from Gib-
son.’® In contrast to the prevailing model of Al
robotics (sometimes called a ‘Cartesian thea-
tre’), inwhich sensors detect goals or obstacles,
and then transmit the parameters to computers
which instruct mechanisms to seek or avoid ob-
jects, it is evident that, for beings-in-the-world,
the world is always-already ‘intelligent’, propi-
tious for involvements. Such involvements re-
sist description by logical (algorithmic) state-
ments to which accidents of particularity can
be applied, they are always-already metaphoric.
Before it is spherical, coloured, a fruit, infested
with wasps, etc., an apple presents itself within
a range of potential involvements that include

11 — Before leaving Prague for England, Vesely studied with Patocka.

See Patocka, Jan, Body, Community, Language, World, trans. E. Kohék,
Chicago: Open Court, 1998, pp. 113-118, 122-134, and The Natural World as
a Philosophical Problem, trans. E. Adams, Northwestern University Press,
Evanston, 2016, Chapter 3. In general, inspiration from Heidegger is centred
around his ontology of worldhood of world, in Being and Time, trans.

J. Macquarrie and E. Robinson, Oxford: Blackwell, 1980, H 63 - H 113.

12 — Merleau-Ponty, op. cit., p. 180.

13 — Also an attribute of Husserl’s writing.
Merleau-Ponty was aware of this problem,
which he addressed in ‘The Intertwining - The
Chiasm), in The Visible and the Invisible, trans.
A. Lingis, Evanston: Northwestern University
Press, 1968, pp. 130-155: ‘In a sense, if we were
to make completely explicit the architectonics
of the human body, its ontological framework,
and how it sees itself and hears itself, we would
see that the structure of its mute world is such
that all the possibilities of language are already
given in it. See Dermot Moran’s treatment of
‘intertwining’ in the light of Sartre, Scheler,
Husserl, et. al. in ‘The Phenomenology of
Embodiment: Intertwining and Reflexivity’, in
Jensen, Rasmus Thybo and Moran, Dermot,
eds., The Phenomenology of Embodied
Subijectivity, Springer International Publishing,
Switzerland, 2013, pp. 285-304.

14 — My English word ‘claim’ responds to the
Heideggerian Ereignis, with which architects
will be familiar from his essays ‘Origins of the
Work of Art’ (1935-56) and ‘Building, Dwelling,
Thinking’ (1954), both collected in Martin
Heidegger, Basic Writings, ed. David Farrell
Krell, London: Routledge, 1978 and (rev.) 1994.
However, there is no need to embrace either the
epochal history (‘destiny’) or the inspired poets
rightly described as part of Heidegger’s concept
in Vallega-Neu, Daniella, ‘Ereignis: the event

of appropriation’, in Davis, Bret W., Martin
Heidegger: Key Concepts, London: Routledge,
2014, pp. 140-154. See also Gadamer, Hans-
Georg, Truth and Method, op. cit., pp. 55-63.,
94-99, 112-114, pp 314-320.

15 — Gibson, James J., An Ecological Approach
to Visual Perception, Boston: Houghton

Mifflin Harcourt, 1979, which summarises his
concept of affordance since the mid-1960 s.

The concept has entered phenomenological
discussion, though burdened with notions of
human agency in respect of necessity and
freedom, well summarised in the essay by
Rietveld, Eric, ‘Affordances and Unreflective
Freedom’, The Phenomenology of Embodied
Subjectivity, op. cit., pp. 21-42. My use of the
term seeks, firstly, to embed what | see as the
processual character of embodiment deeper
into the contexts by which Da-sein is played and,
secondly, as far as humans are concerned, the
relation between dependency upon affordance
and gratitude, or moral concern, since, as Gibson
points out, ‘meaning’ is an affordance.
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a vysledkem opak. Tato prace je v souladu se sna-
hou Jakoba von Uexkiilla?2 (ktery dal podnét k Hu-
sserlovu Lebenswelt, ,, Zitému svétu®) vysvétlit hru
naroku a afordanci ztélesnénych v nes¢etnych pro-
cesech konkrétniho svéta, andsledné decentralizo-
vat antropocentrické popisy a charakterizovat to,
co nazyvam ,inteligenci“ danych podminek rea-
lity. A¢koli vyzkum 4E tuto interpretaci neuznava,
pokud vim, tato interpretace podkopava obvyklé
zobecnéni ,¢asu“ a ,prostoru” v jednotném disle.
Cas a prostor by mély byt povazovany spise za atri-
buty konkrétnich angazovanosti — ¢asovost a pro-
storovost komara, lesa, cihly atd. tvofi jejich mista
v distribuovanych procesech ztélesnéni (viz také

22 — von Uexkdll, Jakob, A Foray

into the Worlds of Animals and Plants
(Vyprava do svéta zivo&ichu a rostlin),
prel. J. D. O'Neil, Minneapolis: University
of Minnesota Press, 2010. Kniha pGvodné
vySla v roce 1934 a predchazela ji
Schelerova kniha Man'’s Place in Nature
(Misto ¢lovéka v pfirodé), nebo presnéji:
The Human Place in the Cosmos (Misto
&lovéka v kosmu) z roku 1928; obé dila
|ze povazovat za odkaz Schellingovy
Naturphilosophie.

23 — Opakuji, Ze to znamen4, Ze veskeré
angazovanosti jsou metaforické; poukazuji
na to, ze Wheeler, op. cit., s. 315, cituje
Einsteina, Ze ¢as a prostor jsou ,mody,

v nichZz myslime, nikoli podminky, v nichz
Zijeme", a o¢ekava, ze budou absorbovany
do ,samovolné generovanych organt

stratifikace nize).23

I kdyz od dob Descarta pouzivaime
terminy jako ,vnimani“, ,kognice“
a ,inteligence“ s cilem vyvratit po-
jeti prevahy mysli nad hmotou (spolu
s jazykem jako kédem nebo Bateso-
novou kybernetickou ekologii?4),
terminologickd nejednoznacnost
vede k otazce, jak spravné chapat me-
tabolismus, na némz se podili nase
metaforicka zkusenost.2® Mame si
predstavit, Ze metafora vznika jako
»emergentni® vlastnost materialistic-
kého kontinua (s ohledem na ditikaz
George Ellise, Ze emergence miize
probihat jak shora dold, tvorena slo-
Zitym systémem, tak bézné se vysky-
tujici zdola nahoru?®)? Vezmeme-li
v uvahu, Ze nd$ imunitni systém je
kulturné specificky (pfi cestovani se
clovék vyhyba vodé, kterou mohou
bez problému pit mistni obyvatelé),
tyka se metafora botanickych pro-
cest nebo procest svéta hmyzu? Na-
priklad biomorfologie nohy kobylky
zelené nese otisk ekologické tzké
specializace tohoto hmyzu, coz na-
znaduje urdity stupen implicitnich,
adaptabilnich ,znalosti“. Lakoff
aJohnson tvrdi, Ze ,jadrem metafory

samocinné syntetizovaného informaéniho
systému* (s. 321).

24 — Bateson, Gregory, Steps to an Ecology of Mind (Kroky
k ekologii mysli), Londyn: Chandler, 1972, ¢ast V.

25 — Zde samoziejmé vstupujeme do oblasti filozofickych
debat, které maji dlouhou historii, zejména pokud jde o vztah
kulturni zkusenosti (pozn. 15 vyse) k takovym konceptdm, jako
je kantovsky apriorismus nebo Husserlovo transcendentalni
ego, jako by mysleni plnilo své nejvyssi poslani v prisné
konzistenci, a bylo proto nejvétsi prekdzkou vyrovnani se

s rozmanitosti (viz uzite¢ny esej ‘Herder’s Critique of Pure
Reason’ (Herderova kritika ¢istého rozumu), The Review of
Metaphysics, Vol. 61, &. 1, zafi 2007, s. 31-50, autor Sikka,
Sonia; za tento odkaz dékuji Rossu Andersonovi). Mizeme

si pohravat s myslenkou, Ze vztah umélé inteligence

k algoritmickym operacim predstavuje aproximaci takové
mentalni, apriorni predispozice ke vzorctim a strukturam.
Je-li tomu tak, pak je potfeba vic nez jen zvySeni vypocgetniho
vykonu (napf. jednotlivy mozek tdajné obsahuje mnoZstvi
uzl zhruba odpovidajici celosvétové internetové siti v roce
2016), k podpore softwaru, ktery by mohl simulovat podminky
pro architekturu. Navic implikace, Ze by software mohl
nahradit kulturni zku$enost, aniz by tuto zkusenost skute¢né
mél - nebo Ze by mohl byt optimalizovan (soucasny cil

tzv. strojového uceni), se zda posetila (ackoli i David Deutsch
se hlasi k nahravani ,signal(*“ do lidského mozku jako ve filmu
Matrix: The Fabric of Reality, Londyn: Penguin Books, 1997,
s.112). Navzdory zjevné uzite¢nosti (a moznému nebezpeci)
neuronovych pocitacovych siti v urcitych oblastech,

v pomeérné chaotickém, konkrétnim a angazovaném prostredi
architektury, nesoucim vyznamné etické implikace, kladu
dlraz na metaforu. V tomto ohledu navazuji na Aristotelovu
.degradaci” dialektiky v jeho spisech Topiky a Rétorika

(a s prihlédnutim k propojeni Etiky Nikomachovy s Politikou),
od ¢isté noetického, témér mystického vzestupu do reality,
ktery vykazuje v Platénové Ustavé a Sedmém listu, k Gstfedni
roli v debatach polis pfi tvorbé a posuzovani prava, a ve
vztahu k niz je uvadéna paralela mezi metaforou a sylogismem
(pozn. 18).

26 — Ellis, George F. R., ‘Top-down causation and
emergence: some comments on mechanisms’ (Kauzalita
shora dolt a emergence: nékolik poznadmek k mechanismam),
Interface Focus (2012) 2, 2011, s. 126-140.



nourishment, still-life painting, a comparand with
oranges, Calvados, the Judgement of Paris, Original
Sin (via the pun on malus), a demonstration of grav-
ity, and so on; indeed there is scope for misperception
(even intentionally: ‘apple of one’s eye’). Much of this
would be invisible to non-Western cultures (in China,
Japan and Korea the blossom would be more signif-
icant), indicating the role of cultural situatedness;'®
and a metro ticket is less richly-endowed than an ap-
ple. However the basic principle still holds: metaphor
is fundamental to our modes of involvement. Ricoeur,
following Gadamer, observes that metaphor underlies
all classification, therefore logical thought, and is then
the basis for both ontology and poetry (hence the Hei-

16 — This cultural specificity of
metaphor provides important leverage
upon the global adherence to the
abstract generalisations of space-and-
form. See also note 67.

17 — Ricoeur, Paul, The Rule of
Metaphor, Routledge & Kegan Paul,
trans. R. Czerny with K. McLaughlin
and J. Costello, London: SJ, 1978,

p. 22. See also Ricoeur, Paul, ‘The
Metaphorical Process as Cognition,
Imagination and Feeling’ in Sacks,
Sheldon, ed., On Metaphor, Chicago:
University of Chicago Press, 1979,

pp. 141ff. Aristotle’s movement from
physis via mimesis to lexis/logos and
dianoia in relation to metaphor can be
traced in what is effectively a treatise
on mimesis, Poetics 1448b2-17,
1449b12-1450b10, 1457b7-16, 1459a7

deggerian poetic modes of expression).!”

In the forty years since Lakoff and John-
son looked beyond what was usually con-
sidered a curiosity of language to give us
‘metaphors we live by"1® — e.g., up is good,
down is bad, rooted in bodily orienta-
tion — the substantial corpus of research
known as 4E Cognition (embodied, en-
acted, embedded, extended, to which re-
cently a 5th has been proposed, ecolog-
ical) has radically expanded the detail
and scope of our metaphoric involve-
ments with the orders of the already-in-
telligent world. Much useful work is
accomplished in this research, which en-
tertains links with neurophysiology, psy-
chology, Artificial Intelligence,!® anthro-
pology, the arts.29 Since the insights of
Merleau-Ponty were the original inspira-
tion for much of this research, it is per-
haps understandable that ‘perception’
has become ‘cognition’, even though the
term seems to preserve the intellectu-
alist, brain-centred analogies inherited
from the Cartesian res cogitans lording
it over the res extensa.?! As with Mer-
leau-Ponty, the opposite is the intention
and the result. This work conforms to the
aspiration of Jakob von Uexkiill?2 (who
stimulated the Husserlian Lebenswelt)

and in the Rhetoric, Book Ill, 2.8-15,
3.4-51,10.7-11.6.

18 — Lakoff, George and Johnson, Mark, Metaphors
We Live By, Chicago: University of Chicago Press,
1980 and 2003 (with ‘Afterward’); more recently by the
same authors, Philosophy in the Flesh, The Embodied
Mind and its Challenge to Western Thought, Basic
New York: Basic Books, 1999. Lakoff and Nufiez, Rafael
develop a fruitful dialogue between their conception
of metaphor and mathematics in Where Mathematics
Comes From, New York: Basic Books, 2000.

19 — The potential commitment to metaphor in

Al research - currently approximated by probability
functions - has been mooted by Douglas Hofstadter,
Geoffrey Hinton, and Karl Friston; and the US
Intelligence Advanced Research Project Activity is
running a Metaphor Program: Madrigal, Alexis, ‘Why
Are Spy Researchers Building a “Metaphor Program”?’,
Atlantic Monthly, 25 May, 2011.

20 — Newen, Albert; De Bruin, Leon; Gallagher,
Shaun eds., The Oxford Handbook of 4E Cognition,
Oxford: Oxford University Press, 2019. Omitted from this
research is the phenomenon of strata of dependency,
discussed below.

21 — As, for example, does the otherwise interesting
Kohn, Eduardo, How Forests Think: Toward an
Anthropology Beyond the Human, Berkeley and Los
Angeles: University of California Press, 2013. Since
anthropos is manifestly human, a different logos should
have been proposed, perhaps a dasologos (a forest
language), which might incorporate the insights of, for
example, Wohlleben, Peter, The Hidden Life of Trees,
William Collins, London, 2017 and Haskell, David George,
The Forest Unseen, New York: Penguin Books, 2012.

22 — von Uexkdll, Jakob, A Foray into the

Worlds of Animals and Plants, trans., J. D. O'Neil,
Minneapolis: University of Minnesota Press, 2010.
Originally published in 1934, it was preceded by
Scheler's Man's Place in Nature (or, more accurately,
The Human Place in the Cosmos) of 1928, and both may
be seen to be legacy of Schelling’s Naturphilosophie.
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je inference®,27 jejiz rozsah bude u lu¢ni kobylky uZ$i nez u ¢lo-
véka, ktery ma obrovskou pamét a schopnost imaginativni spe-
kulace. Eko-kulturni specializace (neboli niky, specifické seg-
menty), které si lidé pro sebe vytvareji a které jsou spojeny
s rozsahlym metabolismem zasobovani, komunikace a likvi-
dace odpadu, se postupné emancipuji od narokt na zakladni
prirodni podminky do té miry, ze jsme se prizpusobili kontex-
tim prostoupenym technologiemi; terminy jako ,,systém* nebo
,sit“ vSak maji tendenci potlacovat to, do jaké miry jsou disrupce
a nechténé dusledky podstatnymi a opakujicimi se charakte-
ristikami prostredi, ve kterém zijeme. Technologie jednoduse
modifikuji pfirodu (podstatnym a rozsahlym zptisobem); a pres
veskeré nadéje a obavy spojené s technologickymi kouzly jsou
technologie stale jen ¢asti reality, v niz se angazujeme. V tako-
vych podminkach jsou pfiblizné metaforické kategorie a vztahy

27 — Lakoff a Johnson,
op. cit., s. 244.

v v /4 v . . 4 . ’
spiSe pevné zakotvené nez explicitni a logické.

Mozna je otazkou volby, zda zdiraznime jednu nebo
druhou stranku rozsifeného aspektu mozek-télo, ktery
urcuje strukturu (dis)kontinua; ale samotna recipro-
citama dlouhou historii. Mohli bychom zaéit jiz u pred-
sokratovskych snah prisoudit fyzikalnim jevim za-
mér (laska vs. svar, Empedoklés) nebo Ciselné vztahy
tvorici harmonii (Pythagoras), ale rozhodné je motiv
patrny v Platonové rozliSeni mezi svétem smyslovym
a svétem ideji (oraton/noeton), v Aristotelové rozliseni
latky a formy (hylé/morfé) a ve vztahu ptirody a za-
kona ¢i zvyku (fysis/nomos),?® a v jakékoli verzi roz-
liseni lidského a bozského, nejradikalnéji v kiestanské
inkarnaci.2® Kartezidnsky dualismus objekt/subjekt
a hmota/mysl je predznamenan renesan¢nim perspek-
tivismem a zajmem o takové koncepty, jako je concetto
(predstava/koncept v ramci emblematiky, obecnéji
perspektiva/rétorika). Radikalni perspektivismus je-
diné normy, sola scriptura, je zakladem luteranského
pohrdani ztélesnujicim bohatstvim reprezentace rim-
skokatolické cirkve. Ethan Shagan ostatné tvrdi, Ze Re-
formace vedlak zatemnéni viry jako takové,2® nebo pti-
nejmensim k jeji atomizaci mezi jednotlivci; a jizlivou
genealogii od Luthera pres Descarta az k Rousseauovi
od autora Jacquese Maritaina3! Ize chapat tak, ze vy-
tvotila podminky pro pokus o dosazeni konsenzu pro-
stfednictvim idealistickych my$lenek.32 Némedti ro-
mantici v reakci na to, co povazovali za priliSny duraz
idealistt na budovanilogickych systémti, znovu zahajili

28 — Srov. Heideggerovu meditaci
‘On the Essence and Concept

of physis in Aristotle’s Physics’

(O podstaté a konceptu Physis

v Aristotelové Fyzice) B, 1, prel.

T. Sheehan, v: Pathmarks, ed.

W. McNeill, Cambridge: Cambridge
University Press, 1998, s. 183-230.
29 — Na jejim zakladé Jan

z Damasku porazil argumenty
byzantskych obrazoborct: On the
Divine Images, prel. D. Anderson,
St Vladimir's Seminary Press, 1980.
Viz také: Gadamer, Pravda a metoda,
op. cit. str. 378 a nasl.

30 — Shagan, Ethan H., The

Birth of Modern Belief, Princeton:
Princeton University Press, 2018,
uvod a kapitola 2. Viz také Koerner,
Joseph, The Reformation of the
Image, Londyn: Reaktion Books Ltd.,
2004, a poznadmka 76 nize.

31 — Maritain, Jacques, Three
Reformers: Luther, Descartes,
Rousseau (T¥i reformétofi), Londyn:
Sheed and Ward, 1928.

32 — Nebo Habermasiv
raciondalni ob&ansky diskurz:
Habermas, Jirgen, The Theory

of Communicative Action, Vol. I:
Reason and the Rationalization of
Society, prel. T. McCarthy, Boston:
Beacon, 1984, a Vol. II: Lifeworld and
System, prel. T. McCarthy, Boston:
Beacon, 1987.



to account for the play of claims and affordances em-
bodied in the myriad processes of the concrete world,
consequently decentring the anthropocentric descrip-
tions and characterising what I have termed the ‘in-
telligence’ of the given conditions of reality. Although
not recognised by 4E research, as far as I know, this
interpretation undermines the customary generalisa-
tions of ‘time’ and ‘space’ in the singular. Instead these
should be regarded as attributes of particular involve-
ments — the temporality and spatiality of a mosquito,
aforest, a brick, etc., constitute their places in the dis-
tributed processes of embodiment (see also stratifica-

23 — Thatis, to repeat, all
involvements are metaphoric; note
in Wheeler, op. cit., p. 315 quoting
Einstein, that time and space are
‘modes in which we think, not
conditions in which we live’, and
which Wheeler expects to be
absorbed into ‘the self-generated
organs of a self-synthesised
information system’ (p. 321).

tion, below).23

Even if such terms as ‘perception’, ‘cog-
nition’ and ‘intelligence’ are used in or-
der to subvert notions of mind over mat-
ter since Descartes (along with language
as code or Bateson’s cybernetic eco-
logy24), the terminological ambiguity
raises the question as to how properly to
understand the metabolism in which our
metaphoric experience participates.2®
Are we to imagine that metaphor arises
as an ‘emergent’ property of a material-
ist continuum (mindful of George Ellis’
demonstration that emergence can be
top-down, created by a complex system,
as well as the customary bottom-up?®)?
Acknowledging that our immune sys-
tems are culturally specific (when trav-
elling one avoids the water the locals can
drink), does metaphor pertain to bo-
tanic processes or to those of the insect
world? The biomorphology of a grass-
hopper’s leg, for example, carries with
it the imprint of the insect’s ecological
niche, suggesting a degree of implicit,
adaptable ‘knowledge’. Lakoff and John-
son assert that ‘the heart of metaphor
is inference’,2? whose scope will be nar-
rower for a grasshopper than it will be
for humans’ prodigious memories and
capacity for imaginative speculation.
With their immense metabolisms of

24 — Bateson, Gregory, Steps to an Ecology of Mind,
London: Chandler, 1972, Part V.

25 — WWe are of course invading philosophical debates
with a long history, particularly regarding the relation of
cultural experience (note 15, above) to something like
Kantian apriorism or the transcendental ego of Husserl,
as if thinking fulfilled its highest calling in rigorous
consistency and was, therefore, the greatest impediment
to an accommodation with diversity (see the useful
essay by Sikka, Sonia, ‘Herder’s Critique of Pure Reason’,
The Review of Metaphysics, Vol 61, No.1, September 2007,
pp. 31-50. | thank Ross Anderson for this reference).

One might entertain the notion that the Al commitment
to algorithmic operations represents an approximation

of such a mental, a priori predisposition to patterns and
structures. If so, it is more than an increase in computing
power (e.g. an individual brain supposedly comprises

a quantity of nodes roughly equivalent to the whole
world-wide-web in 2016) that will support software which
could simulate the conditions for architecture. Further,
the implication that software could stand in for cultural
experience without actually having that experience - or
that it could be optimised (the current objective of so-
called machine learning) - seems misguided (though
even David Deutsch subscribes to a Matrix-like uploading
of ‘signals’ to human brains: The Fabric of Reality,
London: Penguin Books, 1997, p. 112). Despite the evident
utility (and possible danger) of neural-network computing
in certain areas, the comparatively messy, concrete,
involved milieu of architecture, bearing significant ethical
implications, motivates my emphasis upon metaphor.

In this respect | am following Aristotle’s ‘demotion’ of
dialectic, in his Topics and Rhetoric (and bearing in

mind the connection of the Nichomachean Ethics to the
Politics), from the purely noetic, almost mystical ascent
to reality it exhibits in Plato’s Republic and Seventh Letter
to the central role in the agon of polis debates in making
and judging law, and for which the parallelism between
metaphor and syllogism is adduced (note 18).

26 — Ellis, George F. R., ‘Top-down causation and
emergence: some comments on mechanisms’, Interface
Focus (2012) 2, 2011, pp. 126-140.

27 — Lakoff and Johnson, op. cit., p. 244.

PAGE 73



STRANA 74

dialog mezi filozofii a poezii, spolu s prohloubenim vztahu k pfi-
rodé, uméni, teologii, starovékym kulturam a mimoevropskym ja-
zyktm. Tento odkaz, ktery rozsifil referenéni pole a zaroven obno-
vil ztélesnujici podminky, poskytl ramec pro Heideggerovo pojeti
Byti. Vesely, ktery naziral Heideggeriv svar zemé a svéta33 skrze
nazory Merleau-Pontyho, transformoval tento vzdjemny vztah na
celé spektrum mezi ztélesnénim a vyjadrenim (artikulaci) a vnimal
ho jako kontinualni dialekticky proces ozivovany ontologickym
pohybem.34 Podle tohoto nizorujeiv té nejabstraktnéjsi myslence
vzdy pfitomen prvek konkrétnosti, a naopak neexistuje zadna ma-
terialni podminka, ktera by nebyla dotéena koncepénimi tvahami;
jde o to, na co klademe diraz, kdyz postupujeme ,vertikalné“ od

33 — Heidegger,
Martin, Origin of the
Work of Art (Pivod
uméleckého dila),
op. cit.

34 — Vesely,
Dalibor, op. cit.
kapitola 2.

ztélesnujicich podminek k moznostem vyjadient.

Ackoli Vesely neklade takovy diiraz na metaforu jako ja
v tomto pojedndni,®® jeho naklonnost k evropské barokni
ceremonialni architektutfe ho dovedla k ocenéni pojmu
metafora continua Emanuela Tesaura.3® Barokni inte-
riéry byly témét vyhradné tvoreny riznymi druhy omi-
tek a $tuku, od povrchu stén pres sloupy a ramy ve stylu
stucco lustro, vyrezavané ornamenty a sochy az po iluzi-
onistickou freskovou malbu. V kostelich tato metamorfni
prostorovost podporovala pohyb od ztélesnéni k artiku-
laci, ktery postupoval od méstské nebo venkovskeé scény
a zvyka a praktik k liturgickym obfadim reprodukova-
nym podle sezonniho cyklu vykoupeni v ramci télesnosti
stavby vnimavé k inkarnaéni teologii kuzelosecek, meta-
fyzice svétla a hudbé.37 Kolaborativni charakter téchto
dél — spoleény svét ruznych uméleckych femeslnik,
ktery sdileji s hudebniky, knézimi, zemédélci, obchod-
niky — je zastfen asto pouzivanym nespravnym oznace-
nim Gesamtkunstwerk, jako by slo o esteticky pocin. Wa-
gnerovsky anachronismus vyplyvajici z tohoto oznadeni
svédéinikoli o ztraté talentu ¢i femeslné zrucnosti (proje-
vujici se v kvalité ¢etnych povaleénych rekonstrukei), ale
o ztraté viry v hloubku a soudrznost kultury. V sekular-
nim prostiedi fragmentarnich odkazt se soucasna archi-
tektonickd tvorba vraci k primarnim ztélesnujicim pod-
minkam - k primému dialogu se zemi/svétlem, surovym
materialim, intenzivni prostorovosti, zasazené do Ca-
sovosti kolisajici mezi intramundanni spdsou manifest
akapitalistickymi cykly destrukce ¢i opétovného pouziti.

35 — Vroce 2010 napsal kratky,
nepublikovany esej ‘Architecture
and Metaphor’ (Architektura

a metafora), v némz rozviji
vzajemny vztah mezi kubismem
a surrealismem ve vztahu

k platonskym tématim, o nichz
je re¢ nize, a k ontologickému
pohybu, a koné&i popisem
postupu od formulace zadani

ke stavbé budovy.

36 — Vesely, Dalibor, op. cit.,
kapitola 4.

37 — Viz také de Paiva, José,
Fragments towards a Theology of
Architecture, Londyn: Hinterland,
2015; a Barry, Fabio, Painting in
Stone, Yale, 2020 pro komplexni
vykresleni metafori¢nosti
mramoru v déjinach.

V zasadé nic nebrani horizontalnimu spektru mezi ztélesnénim a artikulaci, aé-
koli Vesely vzdy trval na vertikalnim vnimani, snad s ohledem na Platéntv vystup



supply, communication and waste disposal, the eco-cultural niches humans make
for themselves have become progressively emancipated from the claims of the fun-
damental natural conditions to such an extent that we have adapted to contexts
permeated with technology; yet terms like ‘system’ or ‘network’ tend to suppress
the degree to which disruption and unintended consequences are essential and re-
curring characteristics of the milieus we inhabit. Technology simply modifies na-
ture (if severely and extensively); and, despite all the hope and anxiety attending
technological magic, it is still only part of the reality in which we are involved. In
such conditions, approximate metaphoric categories and relations are more robust

than explicit, logical ones.

Perhaps it is a matter of choice whether to empha-
sise one side or the other of the extended brain-
body that structures the (dis)continuum; but the
reciprocity itself has a long history. We might be-
gin with pre-Socratic efforts to attribute intentions
(love v. strife, Empedocles) or numerical harmonies
(Pythagoras) to physical phenomena, but the motif
is certainly evident in Plato’s distinction between
the sensible and the intelligible (oraton/noeton),
in the Aristotelian matter and form (hyle/morphe)
and in the relation of nature to law or custom (phy-
sis/nomos),2® and in any version of human and di-
vine, but most radically in the Christian Incarna-
tion.2® The Cartesian object/subject and matter/
mind is prefigured by Renaissance perspectivism
and such representational preoccupations as the
concetto (image/word, from emblematics, more
generally perspective/rhetoric). The radical per-
spectivism of individual belief so/a scriptura un-
derlies the Lutheran disdain for the embodying
richness of Roman Catholic modes of representa-
tion. Indeed Ethan Shagan argues that the Reform
made belief itself obscure,39 or at least atomised
among individuals; and Jacques Maritain’s acerbic
genealogy from Luther to Descartes to Rousseau®!
can be seen to have created the conditions for at-
tempting to forge consensus through Idealist intel-
lection.®2 Reacting against what they saw as an Ide-
alist over-emphasis upon logical system-building,
the German Romantics re-opened the dialogue be-
tween philosophy and poetry, along with a deeper
commitment to nature, the arts, theology, ancient
cultures and non-European languages. This leg-
acy, which broadened the field of reference whilst
recovering the embodying conditions, provided the

28 — Cf. Heidegger’s meditation

‘On the Essence and Concept of physis in
Aristotle's Physics B, 1, trans. T. Sheehan,
in Pathmarks, ed. W.McNeill, Cambridge:
Cambridge University Press, 1998,

pp. 183-230.

29 — On which basis John of
Damascus defeated the arguments

of the Byzantine iconoclasts: On the
Divine Images, D. Anderson trans., St
Vladimir's Seminary Press, 1980. See
also: Gadamer, Truth and Method, op. cit.
pp. 378 ff.

30 — Shagan, Ethan H., The Birth of
Modern Belief, Princeton: Princeton
University Press, 2018, Introduction and
Chapter 2. See also Koerner, Joseph,
The Reformation of the Image, London:
Reaktion Books Ltd., 2004, and note 76,
below.

31 — Maritain, Jacques, Three
Reformers: Luther, Descartes, Rousseau,
London: Sheed and Ward, 1928.

32 — Or the rational civic discourse
of Habermas: Habermas, Jirgen,

The Theory of Communicative Action,
Vol. I: Reason and the Rationalization
of Society, trans., T. McCarthy, Boston:
Beacon, 1984, and Vol.II: Lifeworld and
System, trans., T. McCarthy, Boston:
Beacon, 1987.
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I NIV

asestup po délené ¢are v Ustavé.38 Platéniv vlastni,
ne uplné nejlepsi, prevod argumentu délené cary
do Mytu o jeskyni je pravidelné uvadén jako druh
kosmického prebyvani — osviceni jeskyné sluncem
proptjcuje svétlu dva protikladné aspekty: hmotu/
zemi a moralni/intelektualni dezorientaci, a tudiz
drama vidéni/porozuméni tykajici se ontologické
struktury. Mnohé kultury vnimaji samy sebe tak,
Ze jejich existence je prostoupena napétim mezi ne-
beskymi a pozemskymi jevy (druhy typ byva na-
vic Casto spojen s podsvétim), i kdyz ne véechny
maji explicitni ontologii; novoplatéonska syste-
matizace platédnsko-pythagorejskych analogii ve
formé komplexni hierarchické ontologie stratifi-
kované od Jednoho k Mnohému vsak prezila cela
staleti (po vétsinu déjin byl platonismus vlastné
novoplatonismem®3?). Novoplaténsti myslitelé ve
vychodnim Stfedomofti spojili do $estého stoleti
veskerou realitu s geometrii (Proklos#®) a rozvi-
nuli svételnou hierarchii vychazejici z krestan-
ského konceptu Deus absconditus (Dionysus Aere-
opagita®!), pri¢emz vztah mezi bozskym a lidskym
byl chapan jako vztah zprostredkovani; odtud byl
tento koncept absorbovan do obecné vice aristo-
telovsky orientované islamské filozofie ,zlatého
véku“ (al-Kindi, al-Farabi, Avicenna, Bratrstvo
Cistoty, dokonce v méné explicitni podobé pre-
zil i odpor Al-Ghazéliho k falsaf€4?). Zda se tedy
pochopitelné, ze se Vesely pod tihou tolika tradic
zdrahal opustit vertikalni pohyb mezi ztélesnénim
aartikulaci, i kdyz nikdy nevyjadtil svou oddanost
novoplatonismu.

Toto je zajimavé z vice hledisek, nikoli pouze z filozofického ¢i
teologického, nebot tento koncept se stal soudasti kultur, v nichz
pusobil jako smérodatny ramec, kterym se ridily veskeré ana-
logie (véetné takovych témat, jako je duse, dech, lidska a boz-
ska tvotivost, politika, spravedlnost, uméni), a dokonce umoz-
foval do znaéné miry vzajemné porozuméni mezi nevzdélanym

38 — Platén, Ustava 505a-541b.

39 — Viz také Moran, Dermot, ‘Christian
Neoplatonism and the Phenomenological
Tradition: The Hidden Influence of

John Scotus Eriugena’ (Skryty vliv Jana
Scota Eriugeny), Proceedings of the
International Conference on Eriugenian
Studies in honor of E. Jeauneau (Sbornik
prispévkd z mezinarodni konference

o eriugenistickych studiich na po¢est

E. Jeauneaua), ed. W. Otten, M. I. Allen,
IPM, 68, Turnhout, 2014, s. 601-636.

40 — Proklos, Komentar k prvni

knize Eukleidovych Element, piel.

G. R. Morrow, Princeton: Princeton
University Press, 1970, Prolog 19, str. 16.

41 — Z nékolika pfekladd, Dionysius
Areopagita: Dionysios Dionysios: Bozska
jména a mysticka teologie, prel. C. E. Rolt,
Londyn: Society for the Propagation of
Christian Knowledge, 1920.

42 — Necipoglu, Gulru a Al-Asad,
Mohammad, The Topkapi Scroll:
Geometry and Ornament in Islamic
Architecture (Topkapsky svitek:
Geometrie a ornament v islamské
architecture), Getty Research Institute,
1995. EI-Bizri, Nader a dal$i, The Epistles
of the Brethren of Purity (Listy Bratfi
Gistoty), svazky The Ikhwan al-Safa and
their Rasa'il an Introduction (2008),

On Arithmetic and Geometry (2010) a On
Composition and the Arts (2018), Oxford
University Press with the Institute of
Ismaili Studies. Tento jev poukazuje na
to, ze vzhledem k tomu, Ze kfestanstvi

i islam ziskaly priblizné ve stejné dobé
Alhazenovu Optiku a obé& nabozenstvi
se zabyvala novoplaténskou hierarchii,
pramenila kiestanska oddanost
perspektivé oproti islamské oddanosti
raznym diferenciacim Jednoho vagéi
Mnohym z rznych zpusobd, jak byl
jedinec situovan vzhledem k nekoneénu.

43 — Haraway,
Donna, ‘A Cyborg
Manifesto’(Manifest
kyborgu), v Simians,
Cyborgs and Women:
The Reinvention of
Nature, Routledge,
Londyn, 1991.

rolnikem a teologem. S obecnym zanikem staveb tohoto druhu
a rozkvétem sekularnich kultur obdarenych ¢etnymi nabozen-
stvimi a virami, ale opirajicich se do znaéné miry o empirickou
védu, zustala jen mala motivace budovat nahradni stavby, ne-
mluvé o takovych objevech, jako je ne-ontologie kyborgti Donny
Haraway.*2 To, co ve skute¢nosti zaniklo — i kdyZ s nejlep$imi



horizons for Heidegger’s disclosure of Being. Refracting Heideg-
ger’s strife of earth and world®2 through Merleau-Ponty, Vesely
transformed the reciprocity into a spectrum between embodi-
mentand articulation, seeing it as a continuous dialectical process
animated by ontological movement.34 According to this under-

33 — Heidegger,
Martin, ‘Origin of the
Work of Art’, op. cit.
34 — Vesely,
Dalibor, op. cit.
Chapter 2.

standing, there is always an element of concreteness in the most
abstract thought and, conversely, there is no material condition
that is innocent of conceptual consideration; it is a matter of em-
phasis as one proceeds ‘vertically’ from embodying conditions to

articulative possibilities.

Although Vesely did not place the stress on metaphor that
I have here,®% his commitment to European Baroque ce-
remonial architecture led him to value Emanuele Tesau-
ro’s notion of metafora continua.®® Baroque interiors ap-
peared to be almost entirely confected of modalities of
plaster and stucco, from the wall surfaces to stucco Justro
columns and frames to sculpted ornament and statues to il-
lusionistic fresco. In churches this metamorphic spatiality
supported a movement from embodiment to articulation
that proceeded from the urban or rural setting and their cus-
toms and praxes to the liturgical rites re-enacted according
to a seasonal cycle of redemption within the corporeality of
a building receptive to an incarnational theology of conic
sections, light metaphysics and music.37 The collaborative
nature of these works — among diverse artisans within the
common world they shared with musicians, priests, far-
mers, merchants — is obscured by the frequent mis-designa-
tion Gesamthkunstwerk, as if the achievement were aesthetic.
The Wagnerian anachronism committed in this designation
testifies not to a loss of talent or artisanal skill (manifest in
the quality of the numerous post-war reconstructions) but
to aloss of belief in the depth and coherence of the culture.
Within the secular milieu of fragmentary references con-
temporary architectural design reverts to the primary em-
bodying conditions — direct dialogue with earth/light, raw
materials, intense spatiality, embedded within temporalities
veering between the intramundane salvation of the manifes-
toes and capitalist cycles of destruction or re-use.

In principle there is nothing to prohibit a horizontal spectrum be-
tween embodiment and articulation, although Vesely always insisted

35 — He did write

a brief, unpublished
essay on ‘Architecture
and Metaphor’, 2010,
developing the reciprocity
between Cubism and
Surrealism in relation

to the Platonic themes
discussed below, and to
ontological movement,
finishing with a description
of the progression from
formulation of a brief to
construction of a building.

36 — Vesely, Dalibor,
op. cit.,, Chapter 4.

37 — See also de Paiva,
José, Fragments towards

a Theology of Architecture,
London: Hinterland, 2015;
and, for a comprehensive
rendering of the
metaphoricity of marble

in history, Barry, Fabio,
Painting in Stone, Yale,
2020.

38 — Plato,
Republic
505a-541b.

on a vertical reading, perhaps acknowledging Plato’s ascent and de-
scent of the Divided Line in the Republic. 38 Plato’s own ‘second-best’
translation of the argument of the Divided Line into the Myth of the
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umysly — je ztélesnéni obsahu ustredniho souboru pre-
svédéeni a souvisejicich textt a praktik, jejichz nejed-
noznaénost a dusledky vyzaduji institucionalizova-
nou hermeneutiku, at uz podporujici, nebo kritizujici
vladnouci moc (ktera se pravidelné uchyluje k paleni
knih, inkvizici nebo jinym formam potlacovani toho,
co je povazovano za heterodoxni), v kulturnich zvyk-
lostech. Mnohé kulturni zvyklosti pretrvavaji, stavby
a artefakty nadale vzbuzuji obdiv a texty jsou nadale
studovany, ale tyto jevy jsou rozptylené, jak samy
o sobé, tak ve vzijemnych vztazich;*4 a to vypovida

44 — Zde jsem se vyhnul diskuzi

o architekture jako metafore, ale pro
predstavu, jak bylo toto téma
zasazeno rlznymi teoretickymi
proudy devatenactého stoleti, viz van
Eck, Caroline, ‘Semper’s Metaphor
of the Living Building’ (Semperova
metafora zivé budovy), v dile
Gerber, Andri a Patterson, Brent,
eds., Metaphors in Architecture

and Urbanism, transcript Bielefeld:
transcript Verlag, 2013, s. 133-146,

a také Hvattum, Mari, Semper

and the Problem of Historicism,
Cambridge: Cambridge University
Press, 2004.

mnohé o ztélesnéni.

Jak se rika, ,bez téla neni zlo¢inu®; odsuzujeme vsak zloc¢ince
jako ztélesnéni zlodinu. Zlocin sam je institucionalizovan
v zakoné, ztélesnén na misté ¢inu a naziran skrze praxi za-
konodarct, policie, soudct, advokatd, obéti, obvinénych, za-
lobctia dozorcii odehravajici se v parlamentech, utadech, kan-
celatich, databankach a soudnich spisech, soudnich sinich,
véznicich, zurnalistice. To znamena, Ze ztélesnéni a artiku-
lace jsou distribuované, vzajemné propletené, mobilni, kolek-
tivni/kulturni a zavislé na rozsudcich.?® Soudy a rozsudky se
odehravaji ve vSech téchto prostredich ascénach, s riznou mi-
rou formalnosti; maji charakter agdnu — souboje argumenti
pro a proti, v némz se rozhoduje na zakladé toho, co je ztéles-
néno v dikazech (¢imz se ponékud podoba empirické véde,
ktera ma stejné jako pravo propracovany aparat dokumentace
akvalifikace toho, co predstavuje platny dtikaz — dalsi bohaty
metabolismus ztélesnéni). Jakmile se naboZenstvi stane sou-
kromou zalezitosti, stava se nejvyznamnéjsim mistem v seku-
larnim mésté soudni sin; a ,,divadlo” jejiho obtfadu dodrzuje
prisné dekorum, které se lisi podle zemé a kultury, ale vzdy
zastupuje objektivitu spravedlnosti (zvlasté pokud je cynicky
manipulovano v politickém procesu). Jde o obtad, nikoli ri-
tual, protoze spravedlnost se u soudu neuctiva, pouze se zde
odehrava; chram nebo kult zasvéceny spravedlnosti ostatné
stézi najdeme v jakémkoli obdobi.

Spravedlnost je nicméné snad nejrozs$irenéjsi meta-
forou radu jako takového, od starovekeé ,kosmické
spravedlnosti“ az po distributivni spravedlnost
rozdélovani porci jidla pti obédé.4® Mezopotam-
sky bih slunce Sama$ (v Mari méla tuto roli bo-
hyné Istar) svéril vladei odznaky spravedlnosti,
méftici provaz a hil (oboji jsou shodou okolnosti

45 — Bruno Latour se
svou teorii siti aktérd se
snazil tento fenomén
zachytit, ale protoze
nedokazal rozpoznat, ze
Luzly* jsou situace nasycené
referenci - snazil se vyhnout
predpokladu ,sociéalniho” -,
promarnil svou $anci nové
definovat to, co se rozumi
w~eédeckou" metodologii...
prestoze kolem tohoto
problému léta Gzce krouzil,
zejména v dile An Inquiry
into Modes of Existence
(Zkoumani zplsobU
existence), Cambridge,
Mass: Harvard University
Press, 2013.

46 — Kass, Leon R. M.D., The Hungry
Soul (Hladova duse), Chicago: University
of Chicago Press, 1999, kapitola 4,
‘Enhancing Uprightness, Civilised Eating’
(Posileni vzpfimenosti, Civilizované
stravovani), s. 131-160. Univerzalngjsi
pojednani o metafori¢nosti jidla viz Steel,
Carolyn, Sitopia, Londyn: Chatto &
Windus, 2020.



Cave is regularly adduced as a species of cosmic
dwelling — solar illumination of the cave endows
light with two opposites: matter/earth and moral/
intellectual disorientation, and therefore a drama
of seeing/understanding in respect of an ontolo-
gical structure. Many cultures perceive themselves
to exist within a tension between celestial and ter-
restrial phenomena (the latter often equipped with
an underworld), though not all have explicit onto-
logies; but the Neoplatonic systematisation of the
Platonic-Pythagorean analogies into a comprehen-
sive hierarchical ontology stratified from the One
to the Many endured for centuries (for most of his-
tory Platonism was Neoplatonism3?). Suitable for
understanding the relation between divine and hu-
man as one of mediation, by the sixth century in the
eastern Mediterranean, Neoplatonic thinkers had
married all of reality with geometry (Proclus4?)
and had developed a luminous hierarchy descend-
ing from the Christian Deus absconditus (Dionysus
Aereopagita®?); and from there it was absorbed into
the generally more Aristotelian orientation of Is-
lamic philosophy of the ‘Golden Age’ (al-Kindi, al-
Farabi, Avicenna, the Brotherhood of Purity, even
surviving al-Ghazali’s aversion to fa/safa in a less
explicit form#2). Under the burden of so much tra-
dition, one can understand why Vesely might have
been reluctant to abandon the vertical movement
between embodiment and articulation, even if he
never expressed adherence to Neoplatonism.

This is of more than purely philosophical or theological interest,
since it was built into the cultures for whom it was authoritative,
where it governed all analogies (including topics such as the soul,
breath, creativity human and divine, politics, justice, the arts), even
allowing for the great range of understanding between an unlet-
tered peasant and a theologian. With the general dissolution of edi-

39 — See also Moran, Dermot,
‘Christian Neoplatonism and the
Phenomenological Tradition: The Hidden
Influence of John Scotus Eriugena’,
Proceedings of the International
Conference on Eriugenian Studies in
honor of E. Jeauneau, ed. by W. Otten,

M. 1. Allen, IPM, 68, Turnhout, 2014,

pp. 601-636.

40 — Proclus, A Commentary on the
First Book of Euclid's Elements, trans.
G. R. Morrow, Princeton: Princeton
University Press, 1970, Prologue 19, p. 16.

41 — Of several translations, Dionysius
the Areopagite: The Divine Names and
Mystical Theology, trans. C. E. Rolt,
London: Society for the Propagation of
Christian Knowledge, 1920.

42 — Necipoglu, Gulru and Al-Asad,
Mohammad, The Topkapi Scroll:
Geometry and Ornament in Islamic
Architecture, Getty Research Institute,
1995. EI-Bizri, Nader, et. al., The Epistles
of the Brethren of Purity, the volumes on
The Ikhwan al-Safa and their Rasa'il an
Introduction (2008), On Arithmetic and
Geometry (2010), and On Composition
and the Arts (2018), Oxford University
Press with the Institute of Ismaili
Studies. The phenomenon suggests
that, since both Christianity and Islam
had Al-Hazen's Optics at about the
same time, and both were involved with
Neoplatonic hierarchies, the Christian
commitment to perspective as against
the Islamic commitment to varieties of
the differentiation of the One to the Many
was rooted in the different senses in
which the individual was situated with
respect to infinity.

43 — Haraway,
Donna, ‘A Cyborg
Manifesto’, in
Simians, Cyborgs
and Women: The
Reinvention of
Nature, London:
Routledge, 1991.

fices of this kind into secular cultures endowed with numerous re-
ligions and beliefs but largely adherent to empirical science, there
has emerged little motive to erect a replacement, not to mention ex-
plorations such as Donna Haraway’s cyborg non-ontology.#® What
has dissolved — with the best of intentions — is the embodiment in
cultural practices of the contents of a central corpus of beliefs and
associated texts and practices whose ambiguity and consequences
require an institutionalised hermeneutics, whether supporting or
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pfedméty z architektonické praxe), jak mtizeme vidét napriklad na vrcholu Cham-
murapiho stély. Nebeské bozstvo téz seslalo Mojzisovi Desatero, jenz prisné za-
kazuje prostfedky zapojeni sousednich kultur za ucelem nastoleni Cisté etického
rezimu. V Anaximandrové zlomku je kosmicky rad prostoupen spravedlnosti na-
pravy a splaceni dluht. Platénova Ustava rozviji tezi, Ze spravedlnost je prostied-
kem, ktery umoznuje ucast (methexis) na pravdé radu.

47 — Vesely, Dalibor,

‘The Architectonics of Embodiment’
(Architektonika ztélesnéni),

v dile Body and Building (Télo

a budova): Dodds a R. Tavernor,
eds., Cambridge, Mass.: MIT Press,
2002, s. 37-39. Viz také Ricoeur,
Paul, The Rule of Metaphor, op. cit.,
s. 275 ad.

Vesely k proporcionalni analogii pouzivané Platonem
tvrdinasledujici: ,Zakladem, z néhoz proporce (a dalsi
souhrnné pojmy — jako je univerzalni krasa, fad a har-
monie) vychazi, je vzdy pritomnost hlubsi urovné ar-
tikulace, ktera ma stejny rozsah jako artikulace svéta
jako celku... ontologické zaklady proporce odhaluji
jeji ekvivalentnost se ztélesnénim: to, co se projevuje
jako proporcionalita nebo analogie viditelné a nevidi-
telné, smyslové a poznatelné urovné skuteénosti. Toto
zjisténi zpochybriuje konvenéni chapani proporce
jako statické harmonie riznych prvki a vede k auten-
tictéjsimu zpusobu chapani, kde proporce je otevte-
nym a dynamickym paradigmatem zprostredkovani
a udasti viditelnych jevii na jednoté svéta, na jednom
(hén) a nejvyssim dobru (agathon).“ 47

V Platénové Ustavé predstavuji geometrické
jevy paralelu k primarni ontologické struk-
tute (,[geometrie] usnadnuje uchopeni ideje
dobra“4®), zatimco v dile Timaios jsou bezpro-
strednéji zakotveny v kosmogonii (ktera je do
zna¢né miry symbolicka). U Prokla o tisic let

48 — Platon, Ustava, 526e.

49 — Proklos, Elements of Theology (Zaklady
teologie), prel. E. R. Dodds, Oxford University
Press, 1963, z tvrzeni 8-10 Proklos odvozuje
hierarchii zavislosti - v podstaté emanaci
dobra, aby dospél napfiklad k tvrzeni 132:
,V8echny bozské Fady jsou spojeny vhodnymi
prostiedky.”

pozdéji drzi svét pohromadé diky proporci ne-
boli uméte (analogia).*® Protoze ,mira“ byla
dlouho metaforou pro spravedlnost, neni divu,
ze architekti a stavitelé vidéli korelaci mezi
novoplaténskym Jednim a jejich jedinym nej-
vy$$im Bohem a snazili se obdatit své hmotné
stavby (viditelné) harmonickymi aspekty pu-
vodniho stvofeni (neviditelnym).5® Tento my-
Slenkovy styl, pravidelné spojovany se metafy-
zikou svétla,51 v riiznych podobach pretrvaval
v architekture kiestanskych i islamskych kul-
tur az do Le Corbusierovy Le poéme de [angle
droit, kde slovni hticky se slovem droit — pravy,
pravo, geometricky, rovny, kolmy, protinajici
se cesty (protikladt) — vedly k pojmu droizture,
rovnost, ptimost, poctivost.32

50 — O poetice miry, Heidegger, Martin,
»--.Basnicky bydli ¢lovék...", v dile Poetry,
Language, Thought (Poezie, jazyk, mysleni),
prel. A. Hofstadter, New York: Harper Colophon
Books, 1971, s. 211-229; viz také pozn. 96.

51 — Napfriklad McEvoy, James, ‘Metaphors
of Light and Metaphysics of Light in

Eriugena’ (Metafory svétla a metafyzika

svétla u Eriugeny) (bez Eriugenova tudajného
idealismu), in Beierwaltes, Werner, ed., Begriff
und Metapher : Sprachform des Denkens bei
Eriugena; Vortrage des VII. Internationalen
Eriugena-Colloquiums; 26.-29. Juli 1989,
Heidelberg: Winter Verlag, 1990, s. 149-167.

52 — Le Corbusier, Le Poéme de I'angle droit,
Patiz: Editions Tériade, 1955.



criticising the reigning powers (who regularly have
resorted to book-burnings, inquisitions, or other
forms of suppression of what is deemed heterodox).
Many cultural practices persist, buildings and ar-
tefacts continue to arouse admiration and texts
continue to be studied, but they are dispersed phe-
nomena both within themselves and with respect
to each other;#* and this tells us something about
embodiment.

‘No body, no crime’, as the saying goes; but we condemn the crim-
inal as embodiment of the crime. The crime itself is institutional-
ised in law, and embodied in the crime scene refracted through the
practices of lawmakers, police, judges, lawyers, victims, accused
and accusers, wardens in their parliaments, offices, data-banks and
forensic protocols, courtrooms, prisons, journalism. That is, embo-
dimentand articulation are distributed, interwoven, mobile, collec-
tive/cultural and dependent upon judgements.#® The judgements
take place in all these settings, with varying degrees of formality;
and these have the character of an 4gon — a contest pro and contra,
decided on the basis of what is embodied in the evidence (not un-
like empirical science, which shares with law an elaborate apparatus
of documentation and qualification of what constitutes valid evi-
dence — another rich metabolism of embodiment). Once religion is
deemed a private affair, the lawcourt becomes the most significant
room in a secular city; and the ‘theatre’ of its ceremony adheres to
astringent decorum that differs by country and culture but stands
for the objectivity of justice (especially when cynically manipulated
in show-trials). It is a ceremony, not a ritual, because justice is not
worshipped in a law court, only enacted; indeed a temple or cult
dedicated to justice is difficult to find in any period.

Nonetheless, justice is perhaps the most prevalent metaphor for or-
der as such, from the ancient ‘cosmic justice’ down to the distri-
butive justice of sharing portions of food in a meal.#¢ The Meso-
potamian sun-deity Shamash (at Mari Astarte performed this role)
entrusted to the ruler the emblems of justice, the measuring-chord
and staff (both from architectural practice, incidentally), as seen,
for example, at the top of the Stele of Hammurabi. It is a celestial
deity who grants to Moses the Decalogue, which notably proscribes
the media of participation of the neighbouring cultures, in order to
institute a purely ethical regime. In the Anaximander fragment, the
cosmic order is pervaded by a justice of reparations and paying-due.
Plato’s Republic develops the thesis that justice is the vehicle which
affords participation (methexis) in the truth of the order.

44 — | have avoided here discussion

of architecture as metaphor; but for an
indication of how this topic was afflicted
by the theoretical cross-currents of the
nineteenth century, see van Eck, Caroline,
‘Semper’'s Metaphor of the Living Building’,
in Gerber, Andri and Patterson, Brent, eds.,
Metaphors in Architecture and Urbanism,
transcript Verlag, Bielefeld, 2013, pp. 133-
146, along with Hvattum, Mari, Semper and
the Problem of Historicism, Cambridge:
Cambridge University Press, 2004.

45 — The Actor
Network Theory of
Bruno Latour sought
to capture this
phenomenon; but,
because he failed
to recognise that
the ‘nodes’ were
situations saturated
in reference -
Latour sought to
avoid assuming
‘the social’ - the
opportunity was
lost to re-define
what was meant

by a ‘scientific’
methodology...
despite circling
closely around the
problem for years,
most notably in

An Inquiry into
Modes of Existence,
Cambridge, Mass:
Harvard University
Press, 2013.

46 — Kass, Leon
R. M. D., The Hungry
Soul, Chicago:
University of
Chicago Press,
1999, Chapter

4, ‘Enhancing
Uprightness,
Civilised Eating’,
pp. 131-160. For

a more universal
treatment of food
metaphoricity, see
Steel, Carolyn,
Sitopia, London:
Chatto & Windus,
2020.

PAGE 81



STRANA 82

Vesely se v8ak pfi vyuce architektonického ndvrhu
a tvorby vzdy vyhybal geometrickym obrazcim -
a formalistickym konceptim obecné — a prosazoval
spie prvotni zazitky prostorovosti a sekvence frag-
mentd, které mohly komunikovat s kontextem, mést-
skym i kulturnim.52® Sila zprostfedkovani (komuni-
kace) nezavisi na geometrickych tvarech, naopak tyto
tvary zavisi na procesech ztélesnéni. Dusi ztélesnéni/
artikulace a prostfedkem, skrze ktery vznika Vese-
1ého , komunikativni prostor®, jsou analogie a metafo-
ra.54 Obecnéji fedeno, vzhledem k tomu, Ze veskera
angazovanost je metaforicka, je zfejmé, Ze ikonogra-
fickd schémata usiluji o zavedeni konceptualné jas-
nych konvenci. Kultivace pojmového aparatu prostoru
a formy zcela obratila povahu designu (podobné jako
vy$e uvedeny diraz na logicky formalismus ve vztahu
k umélé inteligenci).

V kazdém pripadé Veselému neslo ani tak o spravedlI-
nost jako o uvedeni diverzity viditelného svéta do sou-
ladu s neviditelnou ,jednotou svéta“, kterou nachazel
prostiednictvim metafor hloubky (,zdklad, z néhoz
vychazi, ,hlubsi uroven artikulace, ,,ontologické za-
klady“ ve vyse uvedeném citatu, k nimz mizeme pridat
pojmy ,konkrétnost®, ,hluboky“ a ,prvotni“). Tento
motiv hloubky mél pro Veselého primarni orientaéni
kvalitu, snad inspirovanou Heideggerovym spojenim
pojmu Riss (trhlina) v zemi s pojmem Grundriss (pu-
dorys),%5 pricemz zemé je architekturou, ktera vzdy-jiz
existuje. Merleau-Ponty i Vesely hovotili o tom, Ze tato
ontologicka hloubka je strukturovana ve vrstvach, a¢-
kolianijeden z nich neuvadi explicitni popis.®® Namisto
zobecnéni, ,sedimentace®, které se pravidelné objevuje
ve fenomenologické literatute, mizeme lépe postih-
nout tuto otazku tak, ze budeme uvazovat o vrstvach
zavislosti, v nichz ztélesnujici podminky podporuji ar-
tikulaéni moznosti. Nage myslenky a slova tak zavisi na
nasich gestech, ktera zavisi na nabytku, jenz zavisi na
sténach apodlaze. V souladu s tim by Vesely patrné sou-
hlasil s Hegelovym rozvrstvenim od architektury pres
sochafrstvi, malifstvi, hudbu az po poezii; nesouhlasil
by vsak s Hegelovym pojetim vzestupu hodnoty ¢i vy-
znamu smérem k vrstvé poezie nejvice si uvédomujici
sebe sama a manifestujici koncep¢ni silu ducha — Ge-
i5t.37 Pro Veselého takova stratifikace poukazovala na

53 — Tedy blize k poznatkiim
Husserla v dile ‘Origins of Geometry’
(Puvod geometrie); viz Derrida,
Jacques, Edmund Husserl's Origin
of Geometry: an Introduction,

prel. J. P. Leaver, ed. D. B. Allison,
Nicholas Hays, Ltd., Harvester Press,
Sussex, 1978, ktera obsahuje preklad
Husserlova textu.

54 — \Vesely, Dalibor,
Architecture in the Age of Divided
Representation, op. cit., kapitola 2
as.214a377anasl.

55 — Heidegger, Martin,
‘Language’ (Jazyk), v dile Poetry,
Language, Thought, op. cit., s. 204.
Viz také vyse, pozn. 12.

56 — Celé toto téma vyzkum 4E
nevysvétliteIné vynechava. Pokousel
jsem se pochopit stratifikaci

v Merleau-Pontyho Phenomenology
of Perception v ¢lanku ‘Convivimus
Ergo Sumus’, v dile Steiner,
Henriette a Sternberg, Maximilian,
eds., Phenomenologies of the City
(Fenomenologie mésta), Farnham:
Ashgate, 2015, s. 19.

57 — Hegel, G. W. F., Introductory
Lectures on Aesthetics (Uvodni
prednéasky o estetice), prel.

B. Bosanquet, Londyn: Penguin
Books, 1993, V.III, s. 88 a nésl.



Regarding the proportional analogies that Plato deploys, Ve-
sely argues that ‘underlying proportion (and other summary no-
tions — such as universal beauty, order and harmony) there is al-
ways present a deeper level of articulation, co-extensive with the
articulation of the world as a whole... the ontological foundations
of proportion reveal its equivalence to embodiment: that which
manifests itself as a proportionality or analogy of the visible and
invisible, sensible and intelligible levels of reality. This revela-
tion challenges the conventional understanding of proportion as
astatic harmony of different elements and supplies a more authen-
tic understanding, where proportion is an open and dynamic par-
adigm of mediation and participation of the visible phenomena in
the unity of the world, in the one (ben) and the good (agathon)’ 47

47 — Vesely,
Dalibor,

‘The Architectonics
of Embodiment’,

in Body and
Building: Essays
on the changing
relation of body
and architecture,
G. Dodds and

R. Tavernor, eds.,
Cambridge, Mass.:
MIT Press, 2002,
pp. 37-39. See also
Ricoeur, Paul, The
Rule of Metaphor,
op. cit., pp. 275f.

In Plato’s Republic, the geometric phenomena op-
erate as a parallel discourse to the primary ontolo-
gical structuring (‘[geometry] facilitates the appre-
hension of the idea of the good’#®), whereas in the
Timaeus, they are more directly embedded in the
cosmogony (which is largely symbolic); and for Pro-
clus, a millennium later, the world holds together
through proportion (analogia).® Since ‘measure’
had long been a metaphor for justice, it is not sur-
prising that architects and builders correlated the
Neoplatonic One with their single highest God,
and sought to endow their material edifices (visi-
ble) with the harmonic aspects of original creation
(invisible).59 Regularly affiliated with light meta-
physics,31 this style of thought persisted in the ar-
chitecture of both Christian and Islamic cultures
in various ways, up to Le Corbusier’s Le poéme de
langle droit, where the puns on droit — legal, ge-
ometric, upright posture, intersecting pathways (of
opposites) — yielded droiture, rectitude.52

However, Vesely always avoided geometric figures —
and formalist concepts in general — in his architectural
design teaching, advocating more primordial experi-
ences of spatiality and sequences of fragments which
could communicate with the contexts, both urban and
cultural.33 The power of mediation (communication)
does not rely upon the geometric figures, rather the fi-
gures depend upon the embodying processes. Analogy,
metaphor are the soul of embodiment/articulation and
the means by which Vesely’s ‘communicative space’®4

48 — Plato, Republic, 526e.

49 — Proclus, Elements of Theology,
trans. E. R. Dodds, Oxford University
Press, 1963, from Propositions 8-10
Proclus derives the hierarchy of
dependencies - effectively the emanation
of goodness - to arrive at, for example,
Proposition 132: ‘All orders of gods are
bound together by mean terms’.

50 — on the poetics of measure,
Heidegger, Martin, “...Poetically Man
Dwells..., in Poetry, Language, Thought,
trans. A. Hofstadter, New York: Harper
Colophon Books, 1971, pp. 211-229;

see also note 96.

51 — E.g., McEvoy, James, ‘Metaphors
of Light and Metaphysics of Light in
Eriugena’ (minus Eriugena'’s supposed
Idealism), in Beierwaltes, Werner, ed.,
Begriff und Metapher: Sprachform des
Denkens bei Eriugena; Vortrage des VII.
Internationalen Eriugena-Colloquiums;
26. - 29. Juli 1989, Heidelberg: Winter
Verlag, 1990, pp. 149-167.

52 — Le Corbusier, Le Poeme de I'angle
droit, Paris: Editions Tériade, 1955.

53 — Therefore closer to the
insights of Husserl's ‘Origins of
Geometry’; see Derrida, Jacques,
Edmund Husserl’s Origin of
Geometry: an Introduction, trans.

J. P. Leaver, ed. D. B. Allison, Nicholas
Hays, Ltd., Harvester Press, Sussex,
1978, which includes a translation of
Husserl's text.

54 — \Vesely, Dalibor,
Architecture in the Age of Divided
Representation, op. cit., Chapter 2
and pp 214f. and 377ff.
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to, ze narchitektura predstavuje nejelementarnéjsi zptisob
ztélesnéni, ktery umoznuje situovat v realité jako celku vice
artikulované urovné kultury, véetné ¢isel a ideji“5® To je
zrcadlovy obraz Platénova pojeti geometrie jako propedeu-
tiky ideji; architektura poskytuje ptedbézny zazitek ,jed-
noty svéta“.

Uvazujeme-li o této jednoté predevsim jako o ontickém
problému, jako o souhrnné totalité jevii, ocitame se v pro-
stfedi doslova nepredstavitelného stati a slozitosti, od
prostiedi kvantovych jevi a stovek chemickych procesti
v jediné biologické bunce, které nas neprestava udivovat,
ptes populace mést ¢i kontinentt (a jejich zvyky ajazyky)
az po galaktické pohyby, které vSechny sméfuji ke ko-
necné entropické vzdalenosti, temnoté a nehybnosti. To
vse je ziejmé nezbytné — ¢lovék ma témér podezieni, Ze
by se dal vysledovat fetézec zavislosti od ¢ajového obfadu
mnicha v chramu Daitoku-ji v Sestnactém stoleti az k Vel-
kému Magellanovu mra¢nu. Obrovska rozlehlost, ktera je
nam spoleéna, je vétsinou brana jako samoziejmost (a ne-
patfik tomu, co nds v soucasné dobé fascinuje — odlisnost
a intersubjektivita), jako nejasné pozadi ¢i kontext bez-
prostiedni angazovanosti, rozlozené podle typicky ryt-
mickych procest metaforickych ztélesnéni, jako je tomu
ve méstech,5? s vyjimkou ptipadii, kdy projevime obavy
o nasi ,planetu®.

Skrze typi¢nost téchto procest poprvé zahlédneme, jak by
hojnost toho, co je spole¢né pro vsechny, mohla mit cha-
rakter ontologické ,jednoty®, kterou Heidegger vyjadril
jako specificky zptsob byti, Da-sein (pobyt) (nebo, v poz-
déjsi formulaci, jako zemé-svét), jako porozuméni byti.8®
Byti, nesouci filozofické a teologické dédictvi, se projevuje
v mysleni, strukturované a sdélované rozvrstvenim jazyka
[jazykt]. To, co ma porozuméni dané, vak neni konkrétni
teologie ¢ifilozofie, ale spiSe orientace v realité (jako deko-
rum®?), zejména ve svétle Heideggerovych pozdéjsich for-
mulaci piekroéeného Byti v soudtveti.2 Nejde o svét jako
objekt predlozeny myslicimu subjektu, ale spise o svét ob-
jevujici sam sebe skrze rozmanité artikulace, lidské i jiné.
Zkusenost Byti odhaluje moznost hlubokého ztélesnéni
pred jakymikoli konkrétnimi vécmi ¢i bytostmi, spolu
snejvzne$enéjsimiaspekty artikulace, presahujicimi lidské
mysleni (jak se projevuji napriklad v apofatickém Bohu Eri-
geny). Zaroveii nic z toho neni uchopitelné pfimo, napriklad

58 — Vesely, ‘The
Architectonics of Embodiment’,
op. cit. s. 41.

59 — Barac Matthew, ‘Place
Resists: grounding African
urban order in an age of global
change’ (Misto vzdoruje:
uzemnéni afrického méstského
fadu ve véku globalnich zmén),
Social Dynamics, Vol. 37, No. 1,
bfezen 2011, s. 24-42.

60 — Termin jako takovy uvadi
Heidegger, Martin v dile Being
and Time, op. cit., Uvod, H7.

61 — Vitruvianské dekorum

se vztahuje na fyziognomii
staveb, ¢imz predjima
argumenty estetiky osmnactého
a devatenéactého stoleti,

o nichz viz Vesely, Dalibor,
Architektura ve véku rozpolcené
reprezentace, op. cit., s. 363
anasl. Dekorum zamyslim jako
oznaceni moralniho kontextu,
podle néhoz se hraje, at uz

v poslu$nosti, nebo v rozporu

s nim.

62 — Prekroc¢ené Byti:
Heidegger, Martin, The
Question of Being (Otazka byti),
prel. W. Kluback, J. T. Wilde,
Londyn: Vision Press, 1968;
soudtvefi: ‘Building, Dwelling,
Thinking’, op. cit.



prevails. More to the general point, since all involvements are metaphoric, it is obvi-
ous that iconographic schema seek to impose conventions of conceptual clarity. The
cultivation of the completely conceptual apparatus of space-and-form has inverted

the nature of design (like the emphasis upon logical formalism in I, above).

Inany case, Vesely was less concerned with justice than with rec-
onciling the diversity of the visible world with the invisible ‘unity
of the world’, which he found through metaphors of depth (‘un-
derlying’, ‘deeper level of articulation’, ‘ontological foundations’
in the quotation above, to which should be added ‘concreteness’,
‘profound’ and ‘primordial’). This motif of depth had for Ve-
sely a primary orienting quality, perhaps inspired by Heideg-
ger’s association of the Riss (rift) in the earth with the Grundriss
(groundplan),5% whereby earth is always-already architecture.
Both Merleau-Ponty and Vesely spoke of this ontological depth
as structured in layers or strata, though neither proposed an
explicit description.%® Instead of the generalisation, ‘sedimen-
tation’, which appears regularly in the phenomenological liter-
ature, we can better address present concerns by thinking in
terms of layers of dependency, in which the embodying condi-
tions support the articulative possibilities. Thus our thoughts
and speech depend upon our gestures which depend upon the
furniture which depend upon the walls and floors. Accordingly
Vesely would presumably have agreed with Hegel’s stratification
from architecture to sculpture to painting to music to poetry;
but he would not have agreed with Hegel’s concept of an ascent
in value or importance to the most self-conscious stratum of po-
etry, manifesting the conceptual powers of the Geisz.57 For Ve-
sely such a stratification showed that ‘architecture represents the
most elementary mode of embodiment that enables the more ar-
ticulated levels of culture, including numbers and ideas, to be
situated in reality as a whole’.8 This is a mirror image of Pla-
to’s notion of geometry as a propaedeutic to the ideas; architec-
ture gives a preliminary experience of the ‘unity of the world’.

55 — Heidegger,
Martin, ‘Language’

in Poetry, Language,
Thought, op. cit., p. 204.
See also above, note 12.

56 — the entire theme
is inexplicably omitted
from 4E research. | have
sought to understand
stratification in Merleau-
Ponty’s Phenomenology
of Perception in
‘Convivimus Ergo
Sumus), in Steiner,
Henriette and
Sternberg, Maximilian,
eds., Phenomenologies
of the City, Farnham:
Ashgate, 2015, p. 19.

57 — Hegel, G.W. F,,
Introductory Lectures
on Aesthetics, trans.
B. Bosanquet, London:
Penguin Books, 1993,
VI, pp. 88ff.

58 — Vesely,

‘The Architectonics of
Embodiment’, op. cit.
p. 41.

Considering this unity firstly as an ontic problem, as the aggregated totality of phe-
nomena, we find ourselves in a milieu of literally unimaginable age and complex-
ity, from the still-perplexing milieu of quantum phenomena and the hundreds of
chemical processes in a single biological cell to the populations of cities or of con-
tinents (and their customs and languages) to galactic movements all heading for
eventual entropic distance, darkness and stillness. All of it is apparently necessary —
one suspects that a chain of dependency could be traced from a sixteenth century
monk’s tea ceremony in Daitokuji to the Great Magellanic Cloud. The vast extensity
we hold in common is mostly taken for granted (and missing from the current fasci-
nation with difference and intersubjectivity) as a vague background or context for
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prostfednictvim idealistického mysleni nebo mystiky,
ale pouze skrze konkrétni télesnou angazovanost (také
u Aristotela je univerzalni dostupné pouze skrze parti-
kuldrni®®). AZ do ndstupu moderniho planovani posky-
tovala mésta jesté jiny typ hloubky: bohatou strukturu
vnitfnich prostort méstskych blokt, podporujicich roz-
manité ¢innosti (ne vzdy legalni), které nemohly probi-
hat na ulici, pfimo pred domem. Tyto konfigurace, zivé
zobrazujici méstsky kontext jako distribuovany, rozsi-
feny proces ztélesnénych angazovanosti, mizeme ozna-
¢it za topografii praxe; a pravé v hermeneutice praxe,
v posuzovani nasich ontickych angazovanosti, se obje-
vuji témata jako moralka a spravedlnost. V souladu s tim
bychom mohli pfenechat etiku filozofickému ¢i teologic-
kému vykladu Byti a moralku vykladu konkrétnich, par-
tikularnich situaci.®4 Podle schématu $esté knihy Eziky
Nikomachovy bychom mohli moralni vyklad etického

63 — Aristoteles, Metaphysics
(Metafyzika), 1040 b 26 (srov.
Topiky 164a 10). Aristoteles pouziva
pojem katholu, ,univerzalni*,

ve dvou vyznamech. VétsSinou ho
pouziva v predikativnim vyznamu
a oznaduje jim to, co bych

nazval ,obecné", jako v pfipadé
rozliSeni mezi vSemi trojuhelniky
a konkrétnim rovnoramennym
trojuhelnikem. Druhy vyznam,

v némz partikularni umoznuje
nahlédnout univerzalni jako
vy$$§i nebo hlubsi princip, jako je
Byti nebo Jednota, se objevuje
predevsim v Metafyzice a je to
vyznam, ktery mam na mysli zde.

64 — V souladu s vyznamem
Aischylovy Oresteie, v niz se
retributivni bozska spravedinost
Dia proménila v ob&anskou
spravedlnost polis.

chapaninazvat ,praktickou moudrosti®.

Phillipe Descola hovotio ,,ontologiich“ v mnoz-
ném ¢isle a klade tak zdpadni pojeti reality do
protikladu k jinym zpsobiim byti ve svété.®%
Napriklad namisto integralniho ega, predstavy
jediného nejvyssiho Boha, popisuje lidi, jejichz
identitajerozdélenatélesné arozlozenavramci
zivolisné a rostlinné fise v neustalé hie kon-
fliktti a asociaci. Ponechame-li stranou otazku,
zda termin ,ontologie“ v tomto pripadé presné
popisuje animismus pro jiné tcely nez Desco-
lova strukturalisticka srovnani, mnozstvi po-
dobnych jim uvadénych prikladi svédci o zku-
$enostech se situovanosti, které se neopiraji
o koncepty, a uz vibec ne o vzijemny vztah
ptiroda-kultura. Rejstfik zajmu se presouva
»dolu“ k praktické angazovanosti ve ztélesnuji-
cich podminkach, které evokuji nehierarchicka
prostifedi analogie. Australsti domorodi oby-
vatelé véri, ze lidé maji viuéi svétu prirody po-
vinnost, coz jim ptikazuje véeobecny respekt;
mnohem zahadnéjsi véak je opakovana potteba
kvalifikovat zapadni presvédleni hledanim
prikladt analogického ztélesnéni v kulturach,
které nemaji pottebu psat knihy kategorizujici
narody svéta, nebo se dokonce podilet na glo-
balni kultute znalosti.%®

65 — Descola, Philippe, Beyond Nature and

Culture (Za hranicemi pfirody a kultury), prel.

J. Lloyd, Chicago: University of Chicago Press,
2013.

66 — Mimo myty spojené se zvla$tnimi misty,
jako je Rajska zahrada nebo pét posvatnych hor
starovéké Ciny, saha tato praxe az k Euhémerovu
ostrovu Panchea, jak zaznamenal Diodorus
Siculus v dile Bibliotheca historica V.42-46.
Zku$enost Weltanschauung a jeji historicismus
se poprvé objevuje pravé v helénismu, ackoli
Heidegger datuje tento fenomén az do nastupu
experimentalni védy (F. Bacon) v dile ‘The Age
of the World Picture’, The Question Concerning
Technology and Other Essays (Vék obrazu svéta,
Otézka techniky a jiné eseje), prel. W. Lovitt,
New York: Harper & Row, 1977, s. 115-154.
Soucasny filozoficky zajem o edukaéni hodnotu
etnografickych studii vzdalenych kultur se
datuje od Herdera, ktery se zabyval predevsim
pluralitou jazykd a mys$lenkovych struktur

a reagoval na Condillaca a na Rousseauova
+divocha“; viz DeSouza, Nigel, ‘Language,
Reason, and Sociability: Herder’s Critique of
Rousseau’ (Jazyk, rozum a spole¢enskost:
Herderova kritika Rousseaua), Intellectual History
Review 22/2, 2012: s. 221-240. Viz také Sikka,
Sonia, ‘Herder’s Critique of Pure Reason’, op.

na architekturu nas privadi k otazce, zda prostor
a forma neni PODIVNA predpojatost, i kdyZ jeho
nad$ené prijeti nedemokratickymi rezimy (a ¢asto
bezdlvodné pritakavani napfiklad ,islamskému
ornamentu") poukazuje na to, ze ikonografie
statusu v globalni kultufe potlacila hlubsi reflexi.



immediate involvements, distributed according to the
typically rhythmic processes of metaphoric embodi-
ments, as it is in cities,®® except when we are called to
manifest concern for ‘the planet’.

The typicality of these processes is our first glimpse
of how the plenitude of common-to-all might have the
character of ontological ‘unity’, expressed by Heideg-
ger as the Being of beings, Da-sein (or, in his later for-
mulation, earth-world) as understanding.®® Bearing
a philosophical and theological heritage, Being mani-
fests to thinking structured by, and communicated by,
the stratification of one’s language[s]. However, what is
granted to understanding is not a particular theology or
philosophy, but rather an orientation in reality (like de-
corum®?), particularly in the light of Heidegger’s later
formulations of crossed Being in the four-fold.2 This
isnot world as an object displayed to a thinking subject,
but rather world discovering itself through the varie-
ties of articulation, human and otherwise. Experience
of Being exposes the possibility of profound embodi-
ment, before any particular things or beings, together
with the most elevated aspects of articulation, beyond
human thought (as manifest, for example, in the apo-
phatic God of Eriugena). At the same time, none of this
is apprehended directly, through, for example, either
Idealistintellection or mysticism, but only through con-
crete, bodily involvements (for Aristotle also the uni-
versal is only available through the particular®®). Until
the advent of contemporary planning, cities provided
a second kind of depth: the rich structure of the inte-
rior of urban blocks, supporting the diversity of praxes
(not all of them legal) unable to afford the street front.
Vividly displaying the urban context as the distributed,
extended process of embodied involvements, we can re-
fer to these configurations as a topography of praxis;
and it is in the hermeneutics of praxis, the judgements
of our ontic involvements, that themes like morality and
justice appear. Accordingly, we might reserve ethics for
the philosophical or theological interpretation of Being,
and morality for the interpretation of concrete, particu-
lar situations.®4 Following the schema of the Nichoma-
chean Ethics, Book VI, we might call moral interpreta-
tion of ethical understanding ‘practical wisdom’.

59 — Barac Matthew, ‘Place
Resists: grounding African urban
order in an age of global change’,
Social Dynamics, Vol. 37, No.1,
March 2011, pp. 24-42.

60 — introduced as such in
Heidegger, Martin, Being and Time,
op. cit., Introduction, H7.

61 — Vitruvian decorum is applied
to the physiognomy of buildings,
anticipating the eighteenth and
nineteenth century arguments from
aesthetics, on which see Vesely,
Dalibor, Architecture in the Age of
Divided Representation, op. cit.,

p. 363f. | intend decorum to denote
the moral context by which one is
played, whether in obedience or in
violation.

62 — Crossed Being: Heidegger,
Martin, The Question of Being, trans.
W. Kluback, J. T. Wilde, London: Vision
Press, 1968; the four-fold: ‘Building,
Dwelling, Thinking’, op. cit.

63 — Aristotle, Metaphysics,

1040 b 26 (compare Topics 164a 10).
Aristotle uses katholou, ‘universal,
in two senses. Mostly he uses it in
a predicative sense, designating
what | would call ‘the general’, as in
the distinction between all triangles
and a particular isosceles triangle.
The second sense, in which the
particular enables a glimpse of

the universal as a higher or more
profound principle, such as Being
or Unity, appears mostly in the
Metaphysics, and is the sense
lintend here.

64 — In accordance with the
import of the Oresteia of Aeschylus,
in which the retributive divine
justice of Zeus was transformed into
the civic justice of the polis.
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Napriklad ,Traktat o manekynech aneb Druha kniha
o stvofeni druhi“ ze sbirky povidek Bruno Schulze
Krokodyli ulice®” vychazi z aristotelovskych pojmt
hyle a morfé a zaroven odkazuje na Platénova De-
miurga (snad v jeho hermetické inkarnaci) a Stary za-
kon, a prohlasuje, ze ,Neexistuje mrtvd hmota... ne-
Zivotnost je jen prevlek, za nimz se skryvaji neznamé
formy zivota.“®® Z4vér traktdtu, ktery Cerpd inspiraci
rovnéz v legendé o golemovi a u E. T. A. Hoffmanna,
obraci proces hledani zivota v ,mrtvé“ hmoté:

»--jisty namorni kapitan.. mél ve své kajuté lampu, kterou vyro-
bili malajsti balzamovacdi z téla jeho zavrazdéné milenky. Na hlavé

67 — Schulz, Bruno,

The Street of Crocodiles (Krokodyli
ulice), New York: Penguin Books,
1977.

68 — Tamtéz, s. 31.

69 — Tamtéz,
s. 39-40.

méla obrovské parohy. V tichu kajuty jeji tvaf, natazena mezi parohy
u stropu, pomalu zvedala vicka: na polootevienych rtech se tipytila

bublina slin a pak praskla nejti$$im $epotem.“€9®

»Malajsti balzamovaci“ zde predstavuji fas-
cinaci antropologii mimoevropskych kul-
tur, od madam Blavatské a Sherlocka Hol-
mese pres kubisty a surrealisty az po Eliada
a Descolu. V matné svitici lampé namot-
niho kapitana se snoubi atributy kmeno-
vého totemu s atributy ikony kiestanského
zazraku, kterd krvaci nebo place. Parohata
lampa v$ak nahrazuje kolektivni kult sou-
kromym nepratelstvim a bublajici usta ne-
vyzaruji zadnou bozskou moudrost ani
spasu. Pfesto rozpoznavame nietzscheov-
skou formu umélecké tvorby, ktera invo-
kuje nasili, sexualitu a druh metamorfézy,
jez stira rozdil mezi Zivotem a smrti, jak ji
oslavuje naptiklad Z4simos?? nebo Bataille
vdile L’Erotisme.™

70 — Grimes, Shannon uzite¢né osvétluje
prolinani ndbozenskych, filozofickych a materialnich
témat v helénistické kultufe ve své disertaéni

praci v oboru religionistiky Zosimus of Panopolis:
Alchemy, Nature and Religion in Late Antiquity
(Z6simus z Panopole: Alchymie, pfiroda

a nabozenstvi v pozdni antice), PhD Dissertation in
Religion, Syracuse University, 2006. Ve 2. kapitole
zkouma symboliku nasilné obéti v Zésimové alegorii
On Excellence (O dokonalosti). To, co Schulz o této
tradici — oblibené v symbolistické poetice konce

19. stoleti — védél, mohl ziskat od osobnosti jako
Maurice Berthelot nebo popularizatord jako Schuré
a Péladan. Michaud, Guy, Message Poétique du
Symbolisme, Pafiz: Librarie Nizet, 1947, s. 732-737.

71 — Bataille, Georges, Eroticism (Erotismus),
prel. M. Dalwood, Marion Boyars Publishers,
Londyn, 1962. Snad nejradikalnéji zpochybriuje
zapadni Ipéni na aristotelovské filia, solidarité,

de Castro, Eduardo Viveiros, napfiklad v knize
Cannibal Metaphysics (Kanibalskéd metafyzika), prel.
P. Skafish, Minneapolis: Univocal Publishing, 2014.

Ze Schulzova textu je zfejmé, ze malajsti balzamo-
vacdi maji stejné transformadni schopnosti jako Otec
(v originale psany s velkym podate¢nim pismenem),
ktery traktat deklamuje, a Ze on predstavuje étos ro-
mantického umélce (sublunarniho Demiurga). Ro-
manticky umélec-$aman, ktery znovu ozivuje na-
péti mezi Silenstvim a bozskou inspiraci, mezi mdnii
a mantikou,”® zpochybniuje samoliby blahobyt més-
tackého rozumu, zvyklosti a moralky a povazuje jej za
duchovné ,mrtvy“. Kvazi-alchymicka transformace

72 — Dodds, E. R., The Greeks and
the Irrational (Rekové a iracionalno),
Berkeley: University of California
Press, 1951, kapitoly 3, 6, 7. Viz také
Burkert, Walter, Homo Necans,

prel. P. Bing, Berkeley: University of
California Press, 1972 a The Creation
of the Sacred (Stvoreni posvatného),
Harvard, Cambridge Mass. 1996,
kapitoly 3a 7.



Phillipe Descola speaks of ‘ontologies’, in the
plural, in order to place Western conceptions
of reality against other ways of being-in-the-
world.®5 For example, instead of the integral
ego, imago of a single highest God, he describes
people whose identities are divided corporally
and distributed about the animal and vegetal
kingdomin a constant play of conflicts and asso-
ciations. Leaving aside the question of whether
the term ‘ontology’ accurately renders, in this
case, animism, for purposes other than Desco-
la’s structuralist comparisons, his wealth of sim-
ilar examples testifies to experiences of situat-
edness that do not rely on concepts, least of all
on the nature-culture reciprocity. The register
of concern shifts ‘downwards’ into practical in-
volvements in the embodying conditions, which
evoke non-hierarchical milieus of analogy. The
Australian aboriginal belief that humans owe
an obligation to the natural world commands
respect generally; but more mysterious is the
recurring need to qualify Western beliefs by
finding examples of analogical embodiment in
cultures who do not feel the need to write books
categorising the world’s peoples, or even to par-
ticipate in global knowledge culture.®®

65 — Descola, Philippe, Beyond Nature and
Culture, trans. J. Lloyd, Chicago: University of
Chicago Press, 2013.

66 — Outside myths attached to special
places, such as the Garden of Eden or the
mountains in the five regions of ancient
China, the practice dates back to Euhemerus’
island of Panchea, as recorded in Diodorus
Siculus, Bibliotheca historica V. 42-46.

It is within Hellenistic perspectivity that

the experience of a Weltanschauung and

its historicism first appears, although
Heidegger dates the phenomenon to the
advent of experimental science (F. Bacon)

in ‘The Age of the World Picture’, in The
Question Concerning Technology and Other
Essays, trans. W. Lovitt, New York: Harper

& Row, 1977, pp. 115-154. Contemporary
philosophical interest in the instructive

value of ethnographic studies of distant
cultures dates from Herder, who was mostly
concerned with the plurality of languages and
thought-structures, responding to Condillac
and to Rousseau'’s ‘savage’; see DeSouza,
Nigel, ‘Language, Reason, and Sociability:
Herder’s Critique of Rousseau’, Intellectual
History Review 22/2, 2012: pp. 221-240. See
also Sikka, Sonia, ‘Herder’s Critique of Pure
Reason’, op. cit. The most useful impact on
architecture of this sort of research raises
the question as to whether space-and-form

is not a WEIRD preoccupation, although its
enthusiastic adoption by non-democratic
regimes (and the often gratuitous nods to,

for example, ‘Islamic ornament’) suggests that
an iconography of status in global culture has
suppressed more profound reflection.

For example, the ‘“Treatise on Tailors’ Dummies or The Second
Book of Genesis’, from the collection of short stories of Bruno
Schulz called Street of Crocodiles,®7 draws upon the Aristotelian
hyle and morphe whilst adducing Plato’s Demiurge (perhaps in its
Hermetic incarnation) and the Old Testament in order to declare
that, ‘“There is no dead matter...lifelessness is only a disguise be-
hind which hide unknown forms of life’.68 Taking inspiration also
from the golem legend as well as from E.T.A. Hoffmann, the end
of the Treatise inverts the process of finding life in ‘dead’ matter:

‘..acertain sea captain... had in his cabin alamp, made by Malayan
embalmers from the body of his murdered mistress. On her head,
she wore enormous antlers. In the stillness of the cabin, the face
stretched between the antlers at the ceiling, slowly lifted its eye-
lids: on the half-open lips a bubble of saliva would glint, then burst

with the softest of whispers’.6®

67 — Schulz,
Bruno, The Street
of Crocodiles,
New York: Penguin
Books, 1977.

68 — ibid., p. 31

69 — Ibid. pp.
39-40.

PAGE 89



STRANA 90

rostlin a kamend v barvy a odtud v obra- 73 — viz Bucklow, Spike, The Alchemy of Paint: Art,

73 Y1 ‘W1 Ys oA Lerail Science and Secrets from the Middle Ages: Colour
zy, HCbO ozivent hhny ¢l Sadry’ s¢ Stava]l and Meaning From the Middle Ages (Alchymie barev:

metaforami pro ObjCVOVéni ,,IICZIlé.In},’Ch umeéni, véda a tajemstvi stfedov&ku: Barvy a vyznamy
forem 2ivota“ ve ztélesﬁujicich podmin- ve stfedovéku), Londyn: Marion Boyars Publishers,

! ) Ltd., 2009.
kéch umélcovy spoleénosti.”® Umélcovy

74 — Michaud, Guy, Message Poétique du

skryté SVéty, které by mohly probudit Symbolisme, op. cit., passim; a Gadamer, Hans-Georg,
diimajici kulturu (¢astym prostfednikem  Truthand Method, op. cit., s. 79 a nasl.

na zacatku dvacatého stoleti byva Freud),

75 — Viz Vernant, Jean-Pierre, ‘Work and Nature in
Ancient Greece' (Prace a pfiroda ve starém Recku),

doplnuji ,exotické“ narody antropologti  kapitola 10, v knize Myth and Thought Among the
a ]C]ICh praktiky. Spojeni materiélni me- Greeks (Mytus a mysleni u Rek), Londyn: Routledge &

tamorfdzy se znepokojivymi duchovnimi

Kegan Paul, 1983, s. 271-278.
76 — K protestantské charakteristice praktik katolické

\2 . 4 4 . 4 7
moznostmi byva pravidelnym cilem ob- cirkve jako sakramentaini magie viz Thomas, Keith,

razoborecké odisty, snad jako ozvéna sta-

Religion and the Decline of Magic (NaboZenstvi
a Upadek magie), Harmondsworth: Penguin Books, 1971,

rodavného konfliktu mezi kovotepciaze-  kapitoly2a 3, s. 27-89.

médélci.”® 76

V pozdnich Heideggerovych spisech se bydleni, jazyk
a byti spojuji v soudtveri. Jestlize apollonskd architek-
tura prodchnuta novoplaténskymiharmoniemi usiluje
o svételnou, krystalickou neviditelnost v nebi oer. 2,
jejim dionysovskym protéjskem by byla temna jes-
kyné metamorfédzy, mozna dramatické, které by vévo-
dil umélec typu Otce ze Schulzova pribéhu oer. 3. Pti-
blizné do poloviny minulého stoleti vykazovala vétsina
nabozenskych staveb ve vétsiné kultur oba aspekty.
Pti pokusu o pochopeni povahy stavu mezi témito ex-
trémy se miizeme inspirovat v Joyceové Odysseovi,’”
kde Leopold Bloom, rozjimajici na konci dne o noéni
obloze, usoudil, Ze vesmir ,..neni nebestrom aninebe-
sluj ani nebezvér ani nebemuz. Ze je to Utopie, nebot
néjakou metodu od znamého k neznamému nezname:
nekoneénost stejné preménitelna v konecnost domné-
lym pravdépodobnym ptitazenim jednoho nebo vice
téles téze, stejné jako rtizné velikosti: hybnost iluzor-
nich forem znehybnélych v prostoru, znovuzhybnélych
v povétri: minulost, ktera jako pritomnost prestala
existovat, jeSté nez budouci divaci zapocali nynéjsi
existenci.”

Ve srovnani se Stépanem Dedalem a jeho naladénim na
analogie svétaavicejazy¢nou sofistikaci je Bloom prag-
maticky a jeho jazyk se vétSinou drzi pti zemi, aniz by
se nechal rozptylit (trochu ndm prfipomina Schneidera
Merleau-Pontyho, ktery mohljit jen néco zaridit, nikdy
jen tak na prochdzku”®). Bloom zde pohrd4 souborem

77 — Joyce, James, Ulysses
(Odysseus), New York: Vintage,
Random House, 1961 - lepSi popis
méstské kultury nez popis jakéhokoli
architekta nebo projektanta. Cekame
na chystanou podrobnou a vizualné
sugestivni studii Freddieho
Phillipsona o povaze méstské
topografie a jeji kultury nahlizené
optikou Joyceova Odyssea. (Cesky
preklad Aloys Skoumal, pozn. prekl.)

78 — Merleau-Ponty,
Phenomenology of Perception,
op. cit.,, s.134.



The ‘Malayan embalmers’ carry here the fas-
cination with the anthropology of non-Eu-
ropean cultures, from Madam Blavatsky and
Sherlock Holmes to the Cubists and Surrealists
to Eliade and Descola. The sea captain’s dim-
ly-glowing lamp fuses the attributes of a tribal
totem with those of a Christian miracle icon
which bleeds or weeps. However the antlered
lamp replaces collective cult with private en-
mity, and the bubbling mouth exudes no di-
vine wisdom or salvation. Nonetheless, we re-
cognise a Nietzschean form of artistic making
that invokes violence, sexuality and a species
of metamorphosis that blurs the distinction
between life and death, as celebrated in, for

70 — Grimes, Shannon usefully illuminates

the blurring in Hellenistic culture of religious,
philosophical and material themes in Zosimus of
Panopolis: Alchemy, Nature and Religion in Late
Antiquity, PhD Dissertation in Religion, Syracuse
University, 2006. Her Chapter 2 explores the
symbolism of violent sacrifice from Zosimus’
allegory, On Excellence. What Schulz might have
known of this tradition - popular in the Symbolist
poetics of the late nineteenth century — he would
have gotten from figures like Maurice Berthelot or
popularisers like Schuré and Péladan. Michaud,
Guy, Message Poétique du Symbolisme, Paris:
Librarie Nizet, 1947, pp. 732-737.

71 — Bataille, Georges, Eroticism, trans.

M. Dalwood, London: Marion Boyars Publishers,
1962. Perhaps the most radical challenge to
Western adherence to the Aristotelian phylia,
solidarity, is offered by de Castro, Eduardo
Viveiros, in, for example, Cannibal Metaphysics,
trans. P. Skafish, Minneapolis: Univocal

example, Zosimus’® or Bataille’s Erotisme.

It is evident in Schulz’ text that the Malayan em-
balmers share transformative powers with the Fa-
ther (capitalised in the original) who declaims the
Treatise, and that he represents the ethos of the Ro-
mantic artist (a sublunar Demiurge). Reprising the
tension between madness and divine inspiration,
between mania and mantike,”2 the Romantic art-
ist-shaman challenges the complacent well-being of
bourgeois reason, custom and morality, deeming it
spiritually ‘dead’. The quasi-alchemical transfor-
mation of plants and stones into colours and thence
into images,”® or the animation of clay or plaster,
become metaphors for discovering ‘unknown forms
of life’ in the embodying conditions of the art-
ist’s society.” The anthropologist’s ‘exotic’ peoples
and their practices complement the artist’s hidden
worlds which might awaken the dormant culture
(with Freud serving as a frequent intermediary for
the early twentieth century). Perhaps echoing the
ancient conflict between metalworkers and agricul-
turists,”® the coupling of material metamorphosis
with unsettling spiritual possibilities is the regular
target of iconoclastic purification.”®

71 Publishing, 2014.

72 — Dodds, E. R., The Greeks and
the Irrational, Berkeley: University

of California Press, 1951, Chapters 3,

6, 7. See also Burkert, Walter, Homo
Necans, trans. P. Bing, Berkeley:
University of California Press, 1972 and,
in The Creation of the Sacred, Harvard,
Cambridge Mass., 1996, Chapters 3
and 7.

73 — See Bucklow, Spike, The Alchemy
of Paint: Art, Science and Secrets from
the Middle Ages: Colour and Meaning
From the Middle Ages, London: Marion
Boyars Publishers, Ltd.,2009.

74 — Michaud, Guy, Message Poétique
du Symbolisme, op. cit., passim; and
Gadamer, Hans-Georg, Truth and
Method, op. cit., pp. 79ff.

75 — See Vernant, Jean-Pierre, ‘Work
and Nature in Ancient Greece’, Chapter
10 of Myth and Thought Among the
Greeks, London: Routledge & Kegan
Paul, 1983, pp. 271-278.

76 — For the Protestant
characterisation of Catholic Church
practices as sacramental magic, see
Thomas, Keith, Religion and the Decline
of Magic, Harmondsworth: Penguin
Books, 1971, Chapters 2 and 3, pp. 27-89.

The late writings of Heidegger bring together dwelling, language and Being in the
four-fold. Ifan Apollonian architecture infused with Neoplatonic harmonies aspires
to luminous, crystalline invisibility in heaven rie. 2, its Dionysian reciprocal would
be a dark grotto of perhaps dramatic metamorphosis, presided over by an artificer
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znamych ontologickych symbold, vyslovné odmita to, co Vesely povazoval za nejdu-
lezitéjsi ve vztahu ke ztélesnénému zprostfedkovani, ,,cestu od znimého k nezna-
mému®, a misto toho se oddava ponékud zmatenému ontickému popisu podminek
lidské koneénosti.

Joycetv Dublin je v romanu méstem prevedenym do jazyka, vlastné do mnoha ja-
o . 4 o 7 Ve ’ ’ 7 v v
zykt: nejen podle osobnosti riznych postav — zivych, nedavno zesnulych a uvézné-
nych v historii —, ale také napodobenim institucionalni frazeologie cirkve, byrokra-
cie, hostit v hospodé, uéencit, mytt a novin, romand, pohadek, reklam, technickych
specifikaci, nakupnich seznamd, ale také pisni, vyktikd, bruceni, peristaltického
buraceni a ticha. I zvifata a véci maji své charakteristické zvuky a rytmy. V ulicich
a ulickach Dublinu nizsi stfedni tfidy, daleko od institucionalnich center (tedy ve
r v ! v 4 v o/ o . J4 . .
vy$e zminéné hloubce mésta), maji i typické znaky architektury svou kadencia vy-
tvareji rezonanéni pozadi, které podporuje situaéni analogie napriklad mezi domac-
nosti, tfidou, diskuzi v knihovné a bordelem, a to vée se prolina s udalostmi z mytu,
irskou historii, zpravami, operou a poezii ogr. 4. Zasazeni slov do basnickych nebo
hudebnich rytmi a ryma je skuteéné ztélesnénou artikulaci, které predchazeji opa-
kujici se vzorce méstské typi¢nosti. Na za¢atku romanu vSe, co se predstavuje jako
charakteristické evropské mésto, zacina u archetypalni kruhové obranné kamenné
vV LA 4 4 4 4 4 4 vV o/ 7/ v 4
véze, uvnitt které klenuta mistnost podpira kruhovy ochoz smérujici k motskému
horizontu, jako by chtéla naznadit univerzalnost ¢i jednotu tohoto svéta.

Stejné dulezité jako vsechny rezonance jsou 79 — Scheler, Max, ‘Man and History’ (Clovék

v ce .. . X _ a déjiny), cit. v knize Man’s Place in Nature [or
vsak i ]e]lCh protlklady. I‘OZChOdY, nedorozu Cosmos] (Misto ¢lovéka v pfirodé [nebo kosmul]),

méni, éésteéné pochopeni, HCShOdY, uréiky, prel. H, Mayerhoff, The Noonday Press, Farrrar,
zloéiny, Zanedbéni, Zapominéni (limyslné Straus and Cudahy, New York, 1961, str. xii.

: 4 4 17 : _ 80 — Derrida, Jacques, ‘White Mythology:

! neumyslfle), mo,ralm kgmpr9m1vsy, frust- laphor in the Text of Philosophy’ (B2
race a ztraty. Bytl bytOStl musi preklenout mytologie: Metafora ve filozofickém textu),

H i 4 _ vyslo v dile: Margins of Philosophy, prel. A. Bass,
pl”OI?aStl ?C,JIStOt_y’ ktere S Sebou Vr%,esou Iz/eu’ Brighton: Harvester Press, 1982, s. 207-272.
stalé napeti mezi strachem a nade]l. ]ak rika Viz také Derrid(v &lanek ,La parole soufflé*, v dile
Scheler: ,,ISIHC prvni vek... [V némi] Vime, ze Writing and Difference (Psani a odli$nost), prel.

, «79 v . Vi o1 . . Alan Bass, Chicago: University of Chicago Press,
nevime.“’? Stejné jako by skvélé hierarchie 1978 s.169-195, ktery uvadi Antonina Artauda,
Platdna, Plotina, Prokla, Dionysiaz Areopagu,  kiery by patiil do skupiny spolu se Schulzovym

. ’v . ’ Otcem, Zésimem a Bataillem, uvedenymi vyse,
Erlgeny’ Tomase Akvmskeho nebo Danteho az na to, ze Artaudovym divadlem je on sam.
mohly bs}t odkryty v heideggerovské ”ms'z_ Artaud proziva narok na Byti jako vyvlastn&ni:
tiné“ (svétliné) ob'evu'i se takové m 'tin éi vyvlastnén slovy (zejména metaforou), déjinami,
, ) ! ) y Y kulturou a vlastnim t&lem. ,Biih Demiurg netvofi,
vyseky v lese, ktery roste podle Derridovych  nenizivot, ale je... zlodsj, podvodnik... opak

o : . 4 v/ o 4 tvaréiho umélce... Satan: J& jsem Buh a Blh je
Odkladu’ Okhk a ne]asnych pocatku (”Skry- Satan...” (s. 182). Je frustrovan tim, Ze nemuze zit

vani“ neni absence, ale splet blizkych nebo  &iste ztlesnéni, bez artikulace.
nespravnych referenci).8® Odyssezv Dublin
je bohaté ¢lenénou — méstskou — verzi tako-
vého lesa, kde se hloubka teologie, filozofie
¢i literatury misi s bludy, predsudky, drob-
nymi utopiemi, otravnymi lekcemi skutec-
nych déjin (napf. nékolika irskych povstani),



oBR.2 David Dernie, Miry univerzalni harmonie, kolaz,
olejova barva, 210 x 130 mm, 2021

FIG. 2 David Dernie, The Measure of Universal Harmony.
Collage, Pigment, Oil; W: 130 mm x H: 210 mm, 2021
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oBR. 3 David Dernie, Nothing Will Have Taken Place, But Place.
Kolaz, 130 x 190 mm, 2017

FIG. 3 David Dernie, Nothing Will Have Taken Place But Place.
Collage; W: 190 mm x H: 130 mm, 2017



like the Father of Schulz’ story rie. 3. Until approximately the 77 — Joyce, James,
middle of the last century, most religious buildings of most ~ UWysses Vintage, New
N | York: Random House,
cultures displayed aspects of both. In attempting to under- 1961 - still a better
stand the nature of the condition between these extremes, accountofurbanculture
. 5 77 than produced by any
we might turn to Joyce’s Ulysses,”” where Leopold Bloom,  architect or planner.
contemplating the night sky at the end of his day, decided ‘F’)Vflﬁwa“ ,F"f*d‘:if ,
¢ Hipson's rforthcomin
that the cosmos ‘was not a heaventree, not a heavengrot, not p,ofoznd and visually ¢
a heavenbeast, not a heavenman. That it was a Utopia, there evocaﬁ"? Stll:dy of the .
. t t
being no known method from the known to the unknown: an ooy ouitoe vieneg -
infinity renderable equally finite by the suppositious apposi-  through the lens of
tion of one or more bodies equally of the same and of differ- ~ '?¥°®sUvsses.
ent magnitudes: a mobility of illusory forms immobilised in
space, remobilised in air: a past which possibly had ceased to
exist as a present before its probable spectators had entered

actual present existence’.

By comparison to Stephen Dedalus’ attunement to the world’s analo- 78 — Merleau-
gies and multi-lingual sophistication, Bloom is pragmatic, and his lan- ;‘;’:gi;ghyegf‘"
guage generally marches along the ground without getting distracted  perception,
(somewhat reminiscent of Merleau-Ponty’s Schneider, who could only ~ op-cit. p-134.
go for an errand, never for a walk”®). Here Bloom disdains a collection

of familiar ontological symbols, explicitly rejecting what Vesely found

most important about embodied mediation, a ‘method from the known

to the unknown’, and indulging instead a somewhat bewildered ontic

description of the conditions of human finitude.

In the novel, Joyce’s Dublin is a city rendered into language, that is, into many lan-
guages: not only according to the personalities of different characters — alive, recently
deceased, and immured in history — but also reprising the institutional phraseology
of the Church, of bureaucracy, of the congregation in a pub, of scholars, of myth and
of newspapers, novels, tales, advertisements, engineering specifications, shopping
lists, as well as songs, cries, grunts, peristaltic rumbles and silence. Even animals and
things have their characteristic sounds and rhythms. Set within the streets and alleys
of lower middle-class Dublin away from the institutional centres (that is, within the
urban depth mentioned above), the typicalities of the architecture too have their ca-
dences, forming a resonant background that promotes situational analogies between,
for example, domestic arrangements, classrooms, library discussions and a bordello,
and these with events from myth, Irish history, the news, opera and poetry rie. 4. In-
deed the setting of words to poetic or musical rhythms and rhymes is embodied ar-
ticulation, anticipated by the recurring patterns of urban typicality. As if to suggest
the universality or unity of this world, at the beginning of the novel all of what is im-
agined as a characteristic European city unfolds from the archetypal stone cylinder
of a Martello Tower, inside which a single vaulted room supports a circular parapet
addressing the sea-horizon.
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0BR.4 Freddie Phillipson, Ulysses, kresba topografie Joyceova Dublinu. Detail z druhé kresby,
iterace: tu$ na kridovém papite s kolazi, 178 x 238 mm (z celku 594 x 840 mm), 2008

FIG. 4 Freddie Phillipson, Ulysses, topographic drawing of Joyce’s Dublin. Detail of second
Iteration; Ink on Tracing Paper with Collage; W: 238 mm x H: 178 mm

(from whole W: 840 mm % 594 mm), 2008



However, just as important as all the resonances
are their opposite: the disjunctions, misunder-
standings, partial understandings, disagreements,
insults, crimes, neglect, forgetting (intentional
and inadvertent), moral compromises, frustra-
tions and loss. The Being of beings transpires
across gaps of uncertainty fraught with the con-
stant tension between fear and hope. As Scheler
put it, ‘we are the first age... [who] knows that we
don’t know’.7® As much as the great hierarchies
of Plato, Plotinus, Proclus, Dionysius Areopagita,
Eriugena, Aquinas or Dante might be disclosed in
a Heideggerian ‘clearing’, such clearings appear
in a forest that grows according to the deferrals,
detours and obscure origins of Derrida (‘conceal-
ment’ is not absence but entanglement in close
or wrong references).8® The Dublin of Ulysses is
arichlyarticulated — urban — version of such a for-
est, where the profundities of theology, philosophy
or literature mingle with delusions, prejudices,
minor utopias, the vexed lessons of actual history
(such as the several Irish uprisings), chance en-
counters with people or objects that set attention
adrift, along with the more trustworthy incidental
insights Joyce called ‘epiphanies’®! and Benjamin
called ‘profane illuminations’.82 Joyce too adheres
to the Aristotelian dictum that the only access to
the universal is through the particular.

79 — Scheler, Max, ‘Man and History’,
cited in Man’s Place in Nature

[or Cosmos], trans. H, Mayerhoff,

New York: The Noonday Press, Farrrar,
Straus and Cudahy, 1961, p. xii.

80 — Derrida, Jacques, ‘White
Mythology: Metaphor in the Text of
Philosophy’, in Margins of Philosophy,
trans. A. Bass, Brighton: Harvester Press,
1982, pp. 207-272. See also Derrida’s

‘La parole soufflé’, in Writing and
Difference, trans. Alan Chicago:
University of Chicago Press, 1978, pp.
169-195, which considers Antonin Artaud,
who would be grouped with Schulz’
Father, Zosimus and Bataille, above,
except that Artaud’s theatre is himself.
Artaud experiences the claim of Being

as dispossession: dispossessed by words
(particularly metaphor), by history, by
culture and by his own body. ‘God the
Demiurge does not create, is not life, but
is... the thief, the trickster... the opposite
of the creative artist... Satan: | am God and
God is Satan..." (p. 182). He is frustrated
that he cannot live a pure embodiment,
without articulation.

81 — InJoyce, James, Stephen Hero, ed.
T. Spencer., New York: New Directions,
1963, p. 211, Stephen Daedalus described
epiphany as ‘a sudden spiritual
manifestation, whether in the vulgarity of
speech or of gesture or in a memorable
phase of the mind itself'.

82 — Benjamin, Walter, ‘Surrealism,

The Last Snapshot of the European
Intelligentsia’, in One-Way Street and other
Writings, trans. E. Jephcott and K. Shorter,
London: Verso, 1979, pp. 225-239.

The plurality of language-like phenomena in Ulysses con-
forms to the term ‘linguality’, which Vesely imported from
the German Sprachlichkeit’, to name the great depth of or-
dering processes which pervade all contexts, of which spo-
ken language and thought are the most articulate.®3 Lin-
guality can be taken as a generalisation for the distributed,
metaphoric processual involvements mentioned earlier to
describe the manner in which we negotiate the affordances
and claims of the embodying conditions. If, additionally,
we adhere to Vesely’s depth metaphors and stratifications,
we find ourselves in something like the European city of
Joyce’s Dublin; and one might offer that Prague had for Ve-
sely the value Dublin had for Joyce (the principal difference,
other than that between the two cities, resides in the impor-
tance to Vesely of the continuities between Czech Medie-
val, Mannerist, Baroque and Surrealist representations®4).

83 — Vesely, Dalibor,
Architecture in the Age of
Divided Representation,
op. cit., pp. 68-107.

84 — This phenomenon was
central to Vesely’s notion of
‘continuity’ as reinterpretation
in history of paradigmatic
situations. See, analogously,
Hocke, Gustav René, Die Welt
als Labyrinth: Manier und
Manie in der europaischen
Kunst, Hamburg: Rowohlt,
1957.
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nahodnymi setkanimi s lidmi ¢i pred-
méty, k nimz unika pozornost, spolu
s divéryhodnéjsimi nahodnymi vhledy,
které Joyce nazyval ,zjevenimi“®'a Ben-
jamin ,profinnimi iluminacemi“.82
IJoyce se drzi aristotelovského vyroku,

v . 4 ’ o v . . v
Ze univerzalni mizeme zkoumat jediné

81 — Joyce, James, Stephen Hero (St&pan Hrdina),

ed. T. Spencer., New York: New Directions, 1963, str. 211,
Stépan Dedalus popsal zjeveni jako ,nahly duchovni
projev, at uz ve vulgarnosti feci nebo gesta, nebo

v pamétihodné fazi samotné mysli“.

82 — Benjamin, Walter, ‘Surrealism, The Last Snapshot
of the European Intelligentsia’ (Surrealismus, posledni
snimek evropské inteligence), v dile One-Way Street and
other Writings (Jednosmérna ulice a dalsi spisy), prel.

E. Jephcott a K. Shorter, Londyn: Verso, 1979, s. 225-239.

skrze partikularni.

83 — Vesely, Dalibor,
Architecture in the Age of
Divided Representation, op. cit.,
s. 68-107.

84 — Tento jev byl Ustfednim
bodem Veselého pojeti
»kontinuity“ jako pfehodnoceni
paradigmatickych situaci

v déjinach. Viz obdobné Hocke,
Gustav René, Die Welt als
Labyrinth: Manier und Manie
in der europaischen Kunst,
Hamburk: Rowohlt, 1957.

Mnozstvijazykovychjevi v Odysseovi odpovida terminu
sjazycnost® ktery Vesely prejal z némeckého ,, Sprachlich-
keit“k pojmenovani obrovské hloubky procesii uspora-
dani, které prostupuji vSemi kontexty, z nichZ nejvymluv-
néjsije mluveny jazyk a myslenka.83 Jazyc¢nost Ize chapat
jako zobecnéni jiz zminéné distribuované, metaforické
procesualni angazovanosti, které popisuje zpusob, ja-
kym pojednavame o afordancich a narocich ztélesnujicich
podminek. Budeme-li se navic drzet Veselého metafor
tykajicich se hloubky a stratifikace, ocitame se v néem
takovém, jako je Joycetiv Dublin predstavujici evropské
mésto; a muzeme predpokladat, ze Praha méla pro Vese-
1ého stejnou hodnotu jako Dublin pro Joyce (hlavni roz-
dil pak kromé rozdilu mezi obéma mésty spociva v tom,
ze pro Veselého byla dilezita kontinuita mezi ceskymi
reprezentacemi sttedovéku, manyrismu, baroka a surre-
alismu®?). Typi¢nost méstské topografie a architektury,
v zasadé vychazejici ze zemé, existuje jako vymluvné po-
zadi, vétsinou zachycené v perifernim vidéni, pro ucely
podobné typické angazovanosti ve vztahu k vécem nebo
sobé navzdjem napfic¢ spektrem konfliktd, vyjednavanti,
prizptusobeni, spoluprace.

V knize Odysseus vsak Joyce stavi proti velkému symbolu mésta jako svéta v agdnii,
ktery se neustale obnovuje, komplementarni symbolicky rad, jenz vychazi z tekutin
a v kone¢ném disledku z mote. Prevladaji zde metafory dvojznacénosti, ztélesnu-
jici dezorientaci, pomijivost, proménlivost, opojeni, rozpusténi a znovuvytvoreni
(jako pfi kitu nebo v alchymii), spolu s archaickym Okeanem, horizontem Byti.
Mezi vsemi tekutinami v Odysseovi, od kotiské modéi po svécenou vodu, zaujima
predni misto teka Liffey, ktera nese analogie k jazyku, hudbé, a s tim, jak se vléva
do more, i docasnosti. Proménlivé more v Odysseovi je prodchnuto smrti, ale také
pocatky zivota, je stfidavé klidné a rozboutené, vzdy ohrani¢ené nekoneénym ho-
rizontem; nezmérnou hladinu jeho nesmirnych hlubin lze uchopit mobilni navi-
gani geometrii, ktera spojuje orientacni body s nebeskymi télesy a umoznuje tak
orientaci dobrodruhtim, jejichz naklady a pribéhy z dalekych zemi méni domovské
pristavy vjina mista.



Ultimately rooted in earth, the typicalities of the urban topography and architecture
prevail as an articulate background, mostly apprehended in peripheral vision for the
sake of similarly typical involvements with things or with each other across the spec-
trum of conflict, negotiation, accommodation, collaboration.

However, in Ulysses, Joyce places over against the great symbol of city as an agonic,
ever-renewing world a complementary symbolic order rooted in liquids and ulti-
mately the sea. Here metaphors of ambiguity prevail, embodying disorientation,
transience, mutability, intoxication, dissolution and reconstitution (as in both bap-
tism and alchemy), along with the archaic Okeanos, the horizon of Being. Amongall
the liquids in Ulysses, from horse piss to holy water, the river Liffey predominates,
carrying analogies to language, music and temporality as it flows to the sea. The
protean sea in Ulysses is redolent of death but also of the origins of life, alternately
placid and turbulent, always bounded by the infinite horizon; the measureless sur-
face of its profound depths is made tractable by a mobile navigational geometry that
links landmarks with celestial bodies, affording orientation to adventurers whose
cargoes and tales from distant lands transform home ports into elsewhere.

We catch a glimpse of the negotiation between the two symbolic 85 — Joyce, James,
orders when, late at night, Stephen Dedalus and Leopold Bloom  Usses.op.cit.,
. p. 628.

stop for (unpalatable) refreshment in a cabman’s shelter. After

Bloom’s backyard privy the cabman’s shelter is the smallest build-

ing in Dublin, where, paradoxically, the horizons are broadened to

the world’s seas, stimulated by the inevitably fantastic tales of ared-

bearded seafarer named Murphy, an avatar of Sinbad and Ulysses

(and therefore Bloom). Like Schulz’ sea captain, Murphy too has

witnessed Oriental creative magic, of a nature at once humorous

and cosmogonic: ‘I seen a Chinese one time, related the doughty

narrator, that had little pills like putty and he put them in the water

and they opened and every pill was something different. One was

aship, another was a house, another was a flower’.8%

As it happens, the ship, house and flower correspond to different aspects of
Bloom’s persona; but whilst Murphy wanders actual and fictional sea-lanes, Bloom
is determined to find islands of belief in his own confused seas. At one point, the
‘wandering Jew’ Bloom, baptised into Christianity first as a Protestant then twice
as a Catholic, inquires of Stephen: “You as a good Catholic, he observed, talking of
body and soul, believe in the soul. Or do you mean the intelligence, the brainpower
as such, as distinct from any outside object, the table, let us say, that cup. I believe
in that myself because it has been explained by competent men as the convolutions
of the grey matter. Otherwise we would never have such inventions as X rays, for
instance. Do you? Thus cornered, Stephen had to make a superhuman effort of me-
mory to try and concentrate and remember before he could say: They tell me on
the best authority it is a simple substance and therefore incorruptible. It would be
immortal, [ understand, but for the possibility of its annihilation by its First Cause
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Vztah mezi témito dvéma symbolickymi fady zahlédneme, kdyZ se 85 — Joyce,
Stépan Dedalus a Leopold Bloom pozdé veler zastavi na (nevabné) i)ac;;:'eus
obéerstveniv drozkarské boudé. Kromé Bloomova zachodu ve dvofe  op. cit, . 628.
je drozkarska bouda nejmensi budovou v Dublinu, kde se paradoxné

rozsifuji obzory az ke svétovym motim, podnécované nevyhnutelné
fantastickymi ptibéhy rudovousého mofeplavce Murphyho, avatara

Sindibada a Odyssea (a tedy i Blooma). Stejné jako Schulziv namorni

kapitan byl i Murphy svédkem orientalni tviréi magie, ktera je zaro-

vett humorn4 i kosmogonicka: ,Vidél jsem vam jednou néjakého Ci-

nana, bajil nedostizny vypravéd, ten mél pilulky jako z kytu, dal je do

vody, ony se rozvily a z kazdé bylo néco jiného. Z jedné lod, z druhé

déim, z treti kvétina.“85

Cirou nahodou, lod, diim a kvétina odpovidaji riiznym aspektim 86 — Tamtez,
Bloomovy osobnosti; ale zatimco Murphy putuje po skuteénych 633
i fiktivnich motskych vlnach, Bloom je odhodlan najit ve svych vlast-

nich zmatenych motich ostrovy viry. Vjednom okamziku se , potulny

Zid“ Bloom, obraceny na kiestanskou viru a poki'tény, nejprve jako
protestant a pak dvakrat jako katolik, pta Stépana: ,,Co se téla a duse

tyce, prohodil, vy jako dobry katolik vérite v dusi. Nebo chcete-li

v inteligenci, v mozkovou mohutnost jako takovou, odlisnou od vse-

likého vnéjsiho predmétu, tfeba stolu nebo tamhle toho $alku. Ja v ni

taky vérim, protoze odbornici ji vysvétluji jakozto zavity Sedé hmoty.

Jinak bychom se nikdy nedockali takovych objevi, jako je napriklad
rentgen. Vétite?“ Vehnan do uzkych, s nadlidskym asilim paméti se

Stépan snazil sousttedit a rozpomenout, az nakonec tekl: ,,Spolehlivé
prameny mi tvrdi, Ze je to latka prosta a neporusitelna. Pokud rozu-

mim, byla by nesmrtelna, jenze ji mtize znicit Prvni hybatel. Ten, jak

se dovidam, klidné své $prymy dokaze rozhojnit jesté o tento, pro-

toze corruptio per se a corruptio per accidens se podle dvorni etikety
neptipoustéji.“88

,Co se téla a duse tyce®, nachdzime se uprostred viditel- 87 — Honorius
ného a neviditelného, ztélesnéni a artikulace. Materia-  Augustodunensis, Clavis
. . e , . Physicae, Bibliotheque Nationale,
lista Bloom jako obvykle nabizi riizné varianty rozumu  pafiz, MS lat. 6734; také
a hmoty; Stépan, neschopen poskytnout odpovéd,, které — vdani (prvni étyfi asti) Paola
v . v " Lucentiniho, Rim: Edizioni di
by Bloom rozumél, a ovlivnén alkoholem, se jako obvykle  storia e Letteratura, 1974.
uchyli k vtipkovani a bonmotiim, kterym rozumi jen on
sam. Bozského umélce li¢i jako Sibala, podobného Schul-
zovu Otci (nebo Cinanovi s magickymi pilulkami), a po-
AR L2 . )
uziva ironické verze scholastickych aristotelovskych ka-
tegorii pouzivanych k uréeni kontinuity a odli$nosti mezi
Bohem a jeho stvorenym svétem. Rovnéz poukazuje na
nebesky soud z diagramu Honoria z Autun oer. s ilustru-

jici jeho Clavis physicae [,Kli¢ k ptirodé“].87 Honorius



0BR.5 Honorius Augustodunensis, The Order of Creation, z Clavisphysicae, 12. stoleti
(Bibliotheque Nationale, MS lat. 6734, f, 3v. Pfekreslila Mary Anne Steane). Nahote: principy
bozského radu (,prvotni priciny®) jako nebesky dvir a kral (dobro). Po stranach: zenské
postavy zosobnujici spravedlnost, ctnost, rozum, pravdu (na levém kfidle). Napravo: postavy
symbolizujici podstatu, Zivot a moudrost. Druhd vrstva predstavuje principy vytvofené
prvotnimi pfi¢inami: ¢asem (muzskym principem), nezformovanym stavem (¢tytlista hlava
symbolizujici dusi a étyrétvrtinové ¢lenéni), a prostor (zensky princip). Ty jsou vychodiskem,
na které ve tfeti vrstvé vznikd zaklad pro stvorenou prirodu (nebo ztvarnéné hmotné
fenomény) ve ¢tytech Zivlech: v ohni, vodé, vzduchu, zemi. Na druhém konci oblouku
oznaceném jako konec nebo ucel stvoreni se objevuje bith se svatozari, konec a pficina,

ke které se vSe navrati.

FIG. 5 Honorius Augustodunensis, The Order of Creation, from the Clavis physicae,

12th century (Bibliothéque Nationale, MS lat. 6734, f, 3v; redrawn by Mary Anne Steane).
Top: the principles of divine order (‘Primordial Causes’) as a Heavenly Court — a king
(Goodness) flanked by women personifying, on the lew: Justice, Virtue, Reason, Truth; on the
right, a triplet personifying the Trinity: Essence, Life, Wisdom. Second level, the effects created
by the Primordial Causes: Time (Male), Unformed Manner (a quatrefoil head denoting soul and
the 4 quarters), and Space (Female). These in turn produce, on the Third Level, the basis for
‘Created Nature’ (or formed matter) in the Four Elements: Fire, Air, Water, Earth. At boNom,
in an inverse arch labelled ‘End’appears the nimbed God, the end or purpose of creation,

to Whom all will eventually return.
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se v navaznosti na Erigenuv
Periphyseon [,O ptirodé“]88
snazil zobrazit Bozi stvoreni
jako emanujici ,téméf z ni-
¢eho” (jak Joyce nazyva Erige-
novu apofatickou teologii®?),
prostoupené Dobrotou a posi-
lené moralnimi a teologickymi
principy, které Stépan nazyva
»dvorni etikou®. Jisté, etika je
spolecenskou podkategorii
spravedlnosti, takze ji nelze
jen tak apriori odmitnout. Sté-
pan vsak ve své ironii vyuziva
své znalosti k tomu, aby skryl
nejednoznacnost svého pre-
svédéeni za nezavazny postoj,
mimo dobro a zlo.9°

Ztelesnéni a artikulace, pod-
minky a moznosti slouzi stej-
v . .
nou mérou dobru i zlu. Kier-
kegaard®! vyslovil dulezitou
v A4 . /4 .
myslenku, Ze vtip a tragédie
maji spolecny zdroj v nasi
’ Vv . Ve v .
vystfednosti ¢i konecnosti
vzhledem k Byti®2 — vééné
vzdalenou ,blizkost Byti“
apochopeninaseho mistavre-
alité mezi jistotou a zranitel-
nosti, respektive mezi kultu-
v/ 4
rou a pfirodou (Prométheus,
resp. Epimétheus®3). Obrov-
sky rozsah a hloubka nasich
imaginativnich schopnosti
nas nechavaji spodinout v pro-
storu mezi svobodou (artiku-
laci) a zavazkem (ztélesné-
nim), nebo slovy Zarathustry,
mezi osvobozenim-od-ceho
[osvobozeni] a osvobozenim-
-k-¢emu [z4vazek],24 ve stavu
bezprostfedné reagujicim na
soubéh vtipu a tragiky.

88 — Erigena, Jan Scotus, Periphyseon, prel. |.P. Sheldon-Williams, rev. J.
J. O'Meara, Washington D.C.: Dumbarton Oaks, 1987. VVSimnéme si napéti
mezi pojmy intellectus (vztahujici se k vé¢nému a bozskému) a aesthesis
(ztélesnéni, poznamenané hiichem) v dile Moran, Dermot, ‘Time and
Eternity in the Periphyseon’ (Cas a vé&nost v dile Periphyseon), vy$lo

v History and Eschatology in John Scottus Eriugena and His Time (Historie
a eschatologie Jana Scotta Erigeny a jeho doby). Proceedings of the Tenth
International Conference of the Society for the Promotion of Eriugena
Studies (Sbornik pFispévkd z desaté mezinarodni konference Spole&nosti
pro podporu erigenskych studii), Maynooth a Dublin, 16.-20. srpna 2000,
vyd. ] McEvoy a M. Dunne, Leuven: Leuven University Press, 2002, s.
487-507. Tento esej navazuje na jeho pojednani o druhé vrstvé Honoriova
diagramu, ‘Time, space and matter in John Scottus Eriugena: an
examination of Eriugena’s account of physical world’, vy$lo v F. O'Rourke,
ed., At the heart of the real: philosophical essays in honour of the Most
Reverend Desmond Connell, Archbishop of Dublin, Dublin: Irish Academic
Press, 1992, s. 67-96. Viz také Steel, Carlos, ‘Maximus Confessor and John
Scottus Eriugena on Place and Time' (...o misté a ¢ase), Proceedings of the
International Conference on Eriugenian Studies, op. cit. s. 291-318.

89 — Joyce, James, Finnegans Wake, New York: Viking Press, 1967,
str. 4-5.

90 — ,Cim vice je pfitomna ironie, tim voln&ji a poeti&t&ji se basnik
vznasi nad svym uméleckym dilem.” Kierkegaard, Sgren, The Concept
of Irony (Koncept ironie), prel. E. V. a E. H. Hong, Princeton: Princeton
University Press, 1989, s. 324.

91 — Kierkegaard, Sgren, tamtéz, s. 263-329, vzacné uznava blizkost
mezi vtipem a tragédii. Heideggerova Uvaha nad jeho prekladem
prvniho sboru Sofoklovy Antigony zdtrazfiuje zvlatnost (kone&nost)
byti-¢lovékem ve smyslu ,utoku” techné na diké a ,bezdomovectvi“
vzniklého odhalenim, vy$lo v: An Introduction to Metaphysics (Uvod
do metafyziky), pfel. R. Mannheim, New Haven: Yale University Press,
1959, s. 146-167. Charles Taylor vidi nase moznosti v rdmci ,exkluzivniho
humanismu” nékde mezi Nietzscheho ,nad$enim vééné sebetvofivého
a sebeznicujiciho v dionysovském svété, mimo dobro a zlo“ (na které
narazi Heideggerovo podani) a distojnosti Dr. Rieux v romanu Alberta
Camuse Mor, ktery sebemrskaésky pfijima ,absurdni* zavazek vici
druhym tvafi v tvar Ihostejnému vesmiru; vyslo v dile A Secular Age
(Sekulérni vék), Harvard, Cambridge, Mass: Belknap Press, 2007,
kapitola 15, oddil 8. Martha Nussbaum ve své rozsahlé ,aristotelovské"
studii o fecké tragédii zdlrazriuje ,zranitelnost", ale nevidi vtip: The
Fragility of Goodness (Kfehkost dobra), Cambridge: Cambridge
University Press, 2001 (aktualizované vydani).

92 — Gadamer, Hans-Georg, Truth and Method,
op. cit., s. 320: ,,.zkuSenost je zkuSenosti lidské konecnosti.”

93 — Jak uvadi Platén, Protagoras 320 b-323a, zacatek Prétagorovy
(neuspésné) snahy presvédcit Sokrata, Ze ctnosti se Ize naudit.

Dle Protagora jsou lidé, které Epimétheus zanechal nahé a bezbranné
v dusledku Prométheova podvodu a Diovy odplaty, nakonec Hermem
obdafeni civilizujicimi schopnostmi (aby mohli zit ve méstech).

Podle tohoto pfibéhu vznika polis jako prostfedek urovnani konfliktu
z neschopnosti, podvodu, neopravnéné pomsty a pokani.

94 — Nietzsche, Friedrich, Thus Spoke Zarathustra (Tak pravil
Zarathustra), ‘The Way of the Creator’ (O cesté tvuré&iho), prel.

R. J. Hollingdale, Harmondsworth: Penguin Books, 1969, s. 89. Srovnej
Berlin, Isiah, ‘Introduction’ a ‘Two Concepts of Liberty’ ve Four Essays
on Liberty, Oxford: Oxford University Press, 1969.



Who, from all I can hear, is quite capable of adding that to the number
of His other practical jokes, corruptio per se and corruptio per acci-
dens both being excluded by court etiquette’.8®

With ‘talking of body and soul’ we are in the
midst of the visible and invisible, and of em-
bodiment and articulation. As usual, the ma-
terialist Bloom offers varieties of mind and
matter; but, unable to provide an answer
which Bloom would understand and suffer-
ing from the effects of drink, Stephen resorts
to a witticism only he understands, as he of-
ten does. He recasts the Divine Artificer in
terms similar to Schulz’ Father (or the Chi-
naman with his putty-pills), as a trickster,
deploying ironic versions of the Scholastic
Aristotelian categories used to identify the
continuity and distinctions between God and
His created world. He also appears to adduce
the celestial court of Honorius of Autun’s di-
agram re. 5 illustrating his Clavis physicae
[‘The Key to Nature’].87 Honorius, follow-
ing the Periphyseon [‘Concerning Nature’]
of Eriugena,®® sought to depict God’s crea-
tion as emanating ‘from next to nothing’ (as
Joyce calls Eriugena’s apophatics®?), per-
meated with Goodness and fortified by the
moral and theological principles Stephen
calls ‘court etiquette’. To be sure, etiquette
is a social sub-category of justice, so not to
be dismissed out of hand. However, Ste-
phen’sirony uses his knowledge to conceal an
ambiguity of belief behind a position without
commitment, beyond good and evil.2®

Goodand evilare equally
served by the work of
embodiment and arti-
culation, conditions and
possibilities. The main
point was made by Ki-
erkegaard,®! that wit
and tragedy have a com-
mon source in our ec-

centricity or finitude
edition).

86 — lbid,,
p. 633.

87 — Honorius Augustodunensis, Clavis
Physicae, Bibliotheque Nationale, Paris, MS lat.
6734; also the edition (the first four sections) by
Paolo Lucentini, Rome: Edizioni di Storia

e Letteratura, 1974.

88 — Eriugena, John Scotus, Periphyseon,
trans. |. P. Sheldon-Williams, rev. J. J. O'Meara,
Washington D.C: Dumbarton Oaks, 1987. Note the
tension between intellectus (pertaining to the
eternal and divine) and aesthesis (embodiment,
marked by sin) in Moran, Dermot, ‘Time and
Eternity in the Periphyseon’, in History and
Eschatology in John Scottus Eriugena and His
Time. Proceedings of the Tenth International
Conference of the Society for the Promotion of
Eriugena Studies, Maynooth and Dublin, August
16-20, 2000, ed. ) McEvoy and M. Dunne, Leuven:
Leuven University Press, 2002, pp. 487-507.
This essay follows his treatment of the second
stratum of Honorius’ diagram, ‘Time, space and
matter in John Scottus Eriugena: an examination
of Eriugena’s account of the physical world’,

in F. O'Rourke, ed., At the heart of the real:
philosophical essays in honour of the Most
Reverend Desmond Connell, Archbishop of
Dublin, Dublin: Irish Academic Press, 1992,

pp. 67-96. See also Steel, Carlos, ‘Maximus
Confessor and John Scottus Eriugena on Place
and Time', Proceedings of the International
Conference on Eriugenian Studies, op. cit.,

pp. 291-318.

89 — Joyce, James, Finnegans Wake, New York:
Viking Press, 1967, pp. 4-5.

90 — ‘The more irony is present, the more freely
and poetically the poet floats above his artistic
work'. Kierkegaard, Sgren, The Concept of Irony,
trans. E. V. and E. H. Hong, Princeton: Princeton
University Press, 1989, p. 324.

91 — Kierkegaard, Sgren, ibid., pp. 263-329, a rare acknowledgement of the
proximity of wit and tragedy. Heidegger’s meditation on his translation of the

first chorus from Sophocles’ Antigone stresses the strangeness (finitude) of
being-human in terms of the ‘assault’ of techne upon dike and the ‘homelessness’
created by disclosure, in An Introduction to Metaphysics, trans. R. Mannheim, New
Haven: Yale University Press, 1959, pp. 146-167. Charles Taylor sees our possibilities
within ‘exclusive humanism’ to be bracketed between Nietzsche's ‘exhilaration in

a Dionysian world of the eternally self-creating, self-destroying, beyond good and
evil’ (to which the Heideggerian rendering alludes) and the dignity of Albert Camus’
Dr. Rieux in The Plague, who self-authorises the ‘absurd’ commitment to others in
the face of the indifferent universe, in A Secular Age, Harvard, Cambridge, Mass.,:
Belknap Press, 2007, Chapter 15, Section 8. Martha Nussbaum'’s rich ‘Aristotelian’
study of Greek Tragedy emphasises ‘vulnerability’ but does not observe wit: The
Fragility of Goodness, Cambridge: Cambridge University Press, 2001 (updated
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Po cela tisicileti jsme divérovali tomu, co se nam jevi
jako viditelné, pouze ¢astelné; nejvétsi uctu a autoritu
jsme zpravidla prisuzovali neviditelnym silam a princi-
pum. Chramy, jejichz prostfednictvim chceme tyto sily
a principy zaclenit do trvalého symbolu bydleni, jsou
zpravidla obdateny eidetickymi atributy pfesnych ryt-
mickych rozmért a obrady a ritualy, které komunikuji
s prirodnimi ¢i kosmickymi souvislostmi s cilem zis-
kat jistotu, které 1ze tézko dosdhnout.?® Tyto chrdmy
byvaji vzdalené od ztélesnéného (dis)kontinua topo-
grafie praxe; a zaroven jsou mimetické, tj. napodobuji
vse, co je vyznamné pro situovani distojnosti, mo-
ralky a spravedlnosti, které, jak doufame, prevladaji
v neséetnych vztazich byti — s lidmi, véemi, technikou
aprirodou.Jestlize tedy ,dobra“architektura obsahuje
naznaky nasi etické orientace v zakladnich prirodnich
podminkach, je zfejmé, Ze posun ke koncepénim krité-
riim jaksi zplostil kreativni interpretaci ,,dobrého“®®
na ,spravné“ dodrzovani libovolnych pravidel (opira-
jicich se o nejasné rozliseni mezi posvatnou, moralni,
socialni, lidovou a ¢disté formalni hrou). Dialektika
staze a pohybu, kterd provazi metaforiku ztélesnéni,
v podstaté ukazuje, Ze bychom méli brat vazné zaménu
domu a lodi v Odysseovi, nebot poetika bydleni smé-
tujicik obydleni plodného ostrova v Okeanu neviditel-
ného vyznamu miuze byt se stejnou pravdépodobnosti
unasena proudem slozitych filozofickych ¢i teologic-
kych argumentt, nebo se utopit v naprosto banalnim
designu.

95 — Obzvlaste tésny vztah mezi
symbolickym a architektonickym
,kosmem" a zakladnim
hermeneutickym bohatstvim
najdeme v dile McVey, Kathleen,
‘The Domed Church as Microcosm:
Literary Roots of an Architectural
Symbol’ (Kostel s kupoli jako
mikrokosmos: literarni koreny
architektonického symbolu),
Dumbarton Oaks Papers,
Dumbarton Oaks, Trustees for
Harvard University, Vol. 37, 91-121.

96 — Coz nesouvisi s ,délanim
dobra“; obecné plati, Zze vize dobra
jednoho ¢lovéka je horsi nez zlo,
které jiz existuje.



with respect to Being®2 — the ever-re-
mote ‘nearness of Being’ and the appre-
hension of our place in reality between
confidence and vulnerability, or between
culture and nature (Prometheus and Epi-
metheus, respectively®®). The vast scope
and depth of our imaginative powers sus-
pend us between freedom (articulation)
and obligation (embodiment), or in the

92 — Gadamer, Hans-Georg, Truth and Method,

op. cit.,, p. 320: ‘experience is experience of human
finitude’.

93 — As related in Plato, Protagoras 320 b-323a, the be-
ginning of Protagoras’ (unsuccessful) attempt to convince
Socrates that virtue can be taught. In Protagoras’ telling,
humans, left naked and defenceless by Epimetheus, are
eventually endowed with civilising powers by Hermes

(so that they can live in cities), as a consequence of
Prometheus’ deception and Zeus' retribution. According to
this tale, the polis as vehicle for mediating disagreement
emerges from incompetence, deception, unjustified venge-

words of Zarathustra, between free-
dom-from [liberation] and freedom-for
[commitment],24 a condition immedi-
ately responsive to the confluence of wit
and tragedy. Press, 1969.
For millennia we have only partly trusted what appears
to us in visibility, we have generally accorded greatest
dignity and authority to invisible powers and principles.
The temples by which we hope to incorporate these po-
wers and principles into the persistent symbol of dwell-
ing are generally endowed with eidetic attributes of
fastidious rhythmic measure, and with ceremonies and
rites communicating with the natural or cosmic con-
texts in order to affirm a security that is a struggle to
achieve.2® These temples are made remote from the
embodied (dis)continuum of the topography of praxis;
and, at the same time, they are mimetic of all that is sig-
nificant for situating the dignity, morality and justice we
hope prevails in the myriad negotiations of being-with
people, things, technology and nature. If, accordingly,
‘good’ architecture offers an intimation of our ethi-
cal orientation within the fundamental natural condi-
tions, it is apparent that the shift to conceptual crite-
ria has flattened creative interpretation of the ‘good’®®
to ‘correct’ adherence to arbitrary rules (relying on the
blurred distinction between sacred, moral, social, lu-
dic, and purely formal games). Indeed the dialectic of
stasis and movement which attends the metaphorics
of embodiment suggests that we might take seriously
the exchange between house and ship in Ulysses, since
the poetics of dwelling are as likely to drift amidst com-
plex philosophical or theological argumentation or to
founder in sheer banal design as they are to inhabit a fer-
tile island in the Okeanos of invisible meaning.

ance and repentance.

94 — Nietzsche, Friedrich, Thus Spoke Zarathustra,
‘The Way of the Creator’, trans. R. J. Hollingdale,
Harmondsworth: Penguin Books, 1969, p. 89. Compare
Berlin, Isiah, ‘Introduction’ and ‘Two Concepts of Liberty’
in Four Essays on Liberty, Oxford: Oxford University

95 — For a particularly close
correlation between a symbolic
and architectural ‘cosmos’ and

the underlying hermeneutic
richness, see McVey, Kathleen,
‘The Domed Church as Microcosm:
Literary Roots of an Architectural
Symbol’, Dumbarton Oaks Papers,
Dumbarton Oaks, Trustees for
Harvard University, Vol. 37, 91-121.
96 — Which does not connote
do-goodism; in general one per-
son'’s vision of goodness is more evil
than the evil that already exists.
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Dalibor Vesely zasvétil sviij celozivotni vyzkum hlubsimu pochopeni moznosti ar-
chitektury jako komunikativniho prostoru, ktery propijéuje kulturam gramotnost
alidem moznost sebeporozumeéni. Jeho hluboka prace propojujici fenomenologické
a hermeneutické postoje s rozsahlymi historickymi znalostmi odhalila potencial
architektury tvorit kulturu a poukazala na nastrahy soucasného svéta technologii,
ktery jeji roli ¢asto ignoruje nebo kategoricky popira. Pro nas jako praktiky a aka-
demiky je zcela zasadni, abychom pokracovaliv této peclivé vytylené kritické cesté
azvazovali moznosti své discipliny za situace, kdy se svét kolem nas nejistym a hro-

. . , X% s
zivym zplisobem stdle proménuje.

Vyznam soudasné architektury v nasem globalnim
technologickém svété, pres jeji svidnou pritomnost
v médiich, ziistava nejasny. To potvrzuje nékteré di-
lezité zavéry, které Vesely ve své stézejni knize! na-
bizi. V navaznosti na tendenci, kterou je mozné sle-
dovat od pocéatku 19. stoleti, hleda nase disciplina své
opodstatnéni v logice spojené bud’ s védou a techni-
kou, nebo s vytvarnym uménim. Z toho vychazeji dva
hlavni postoje: jeden, ktery prosazuje nekoneéné,
Casto pozoruhodné, le¢ vétsinou zbyteéné formalni
inovace, podporované statusem budov jako komodit,
a druhy, ktery obsedantné usiluje o technickou udr-
zitelnost a pritom stale vychazi z falesnych predpo-
kladd moderni mentality: z nekoneé¢ného, na budouc-
nost zaméfeného rozvoje a vééného ekonomického
ristu. Obecné se zda, Ze soudasna architektura neni
schopna nebo ochotna fesit otazky, které historicky
byly jejim motorem: potiebu vyporadat se ve svém
zvlas$tnim diskurznim univerzu se zasadnimi otaz-
kami, jez jsou zdkladem lidského stavu a pfispivaji
k nasemu z biologie vychazejicimu védomi a k na-
$im duchovnim aspiracim; jde o néco jiného nez je
stavba budov jako zbyteénych dekorativnich ob-
jektti nebo jako efektivnich dodasnych feSeni prak-
tickych problému ¢asto vyvolanych technologii sa-
motnou. Vychlouba se svou udajné neotresitelnou
podstatou autonomniho aktu tvorby nebo inZenyr-
stvi, tedy v obou pfipadech aktu ¢isté napomocného,
aignoruje vyznamy pritomné v socialnim prosttedi,
které vznikaji zdola, prostfednictvim zvyku a oby-
¢ejt kultur obyvajicich nasi planetu. Architektura je
vétSinou odtrzena od mist, v nichz by méla byt za-
kofenéna, oddélena jak od zptsobu zivota, tak i od
pribéht jejich obyvatel, a neprispiva tudiz ani k je-
jich sebeporozuméniani psychosomatickému zdravi.

1 — Dalibor Vesely, Architecture in
the Age of Divided Representation,
Cambridge, MA: MIT Press, 2004.
cesky Dalibor Vesely: Architektura ve
véku rozdélené reprezentace. Praha:
Nakladatelstvi Academia, 2008.



Dalibor Vesely devoted his life in research to deepen our understanding of the pos-
sibilities of architecture as a communicative space, granting cultures their literacy
and humans the possibility of self-understanding. His profound work joining a phe-
nomenological and hermeneutic position with a vast historical knowledge disclosed
the potential of architecture to build culture, and the pitfalls of our contemporary
technological world that often ignores or flatly denies its role. As practitioners and
academics, it is paramount that we continue this carefully traced critical path and
consider possibilities for our discipline as the world continues transforming around

us in a problematic and threatening fashion.

Despite its seductive presence in the media, the re-
levance of current architecture in our global, tech-
nological world remains unclear. This corroborates
some important conclusions offered by Vesely in
his seminal book.! Pursuing a tendency that can be
dated back to the early 19th century, our discipline
seeks its justification in a logic associated either to
the sciences and engineering, or to the fine arts; to-
day resulting in two major positions, one that cham-
pions endless, often striking yet mostly gratuitous
formal innovation, fueled by the status of buildings
as commodities, and the other that seeks obsessively
technical sustainability while still presupposing the
false assumptions of modern mentality: endless, fu-
ture-oriented development and perennial economic
growth. Generally, contemporary architecture seems
unable or unwilling to address the questions that
drove it historically: the need to negotiate, in its own
particular discursive universe, the crucial issues at
the root of the human condition, contributing to our
very consciousness arising from biology and to our
spiritual aspirations; something different from mak-
ing buildings as gratuitous decorative objects or that
act as efficient stopgap solutions to practical prob-
lems, often created by technology itself. Flaunting its
supposedly unshakable nature as an autonomous act
of creation or engineering, in both cases a purely in-
strumental act, itignores the meanings presentin the
social environment that appear from the bottom-up,
through the customs and habits of the cultures that
inhabit our planet. Architecture remains mostly de-
tached from the places in which it should be rooted
and disconnected from both the ways of life of its in-
habitants and their stories, failing to contribute to
their self-understanding and psychosomatic health.

1 — Dalibor Vesely, Architecture in
the Age of Divided Representation,
Cambridge, MA: MIT Press, 2004.
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Poditacovy software v poslednich nékolika letech totiz umoznil takové tempo for-
malnich, konkrétné geometrickych inovaci, které pred 30 lety bylo zcela neptedsta-
vitelné. Novoty se zdaji téméf nevyhnutelné; kazdy den se objevuji na monitorech
nasich po¢itadta jako zdanlivé nezpochybnitelny ditkaz kvality, adajné ztélesnény
nekone¢nymi obrazky staveb, tak trochu povédomych, zvlastnich i vystfednich,
které se objevuji v éetnych bulletinech o architektute a designu. Tato tviréi nespou-
tanost — dokonce extravagance — mtize nékomu pripadat vzru$ujici. Zaroven s tim
ovSem u architekti, studentt architektury i uzivatela sili skepse co do predpokla-
dané hodnoty takového ,pokroku®. Neznamé formy mohou byt umistény kdekoli
na svété z divodu, které nemaji mnoho spoleéného s mistnimi kulturami a jejich
autochtonnimi zvyky, a proto je stale tézsi uvérit predpokladu, ze pravé ony tvori
skute¢nou architektonickou hodnotu (nebo ze tyto formalni hratky automaticky
generuji relevantni vyznam).

Zatimco se dekontextualizované globalni praktiky $ifi, likviduji ty mensi a stavaji
se z nich mezinarodni korporace, mésta nadale exponencialné rostou, a prestoze
poskytuji ptistiesi vice nez poloviné svétové populace, jsou éasto vnimana jako od-
cizujici se prostredi bez ohledu na svou geografickou polohu a lepsi ¢i horsi ekolo-
gickou stopu. Postindustrialni mésto pres své tvrzeni, ze poskytuje hygienictéjsi
prosttedi, a je tudiz pro lidsky Zivot lepsi nez jeho tradi¢ni protéjsek, je ve skuteé-
nosti zdrojem obrovského nestésti a prispiva k zoufalstvi az fanatické ideologické
radikalizaci téch, kteti hledaji smysl lidského zivota.

Nevhodné praktiky jsou i nadale stimulovany ko- 2 — Rozsanlejsi pojednani
lektivnim nepochopenim. Vzhledem k neticté, se ~ ©neurofenomenclogiia enaktivni
v S, ., v. , kognitivni védé ve vztahu k architektufe
kterou se soucasni lidé chovaji k Zivotnimu pro-  najdete v mé nedavné knize. Alberto
stiedi, kdy vykotistuji ptirodu a biosféru a vysta-  Pérez-Gémez Attunement, Architectural

., . . v , . v . , meaning after the Crisis of Modern
vuji lhostejnosti méstské kontexty, v nichz si jaka-  science, Cambridge MA: MIT Press,
koli forma mtiZe najit své misto; k neticté v posledni 2016, zejména k. 5, s.139 ad.
dobé je$té umocnéné nasi roztékanou mentalitou 3 — VizWalter Ong, Orality and Literacy,

T , .. o7 ve s N v New York: Methuen, 1982. Rovnéz David
a digitalnimi vychytavkami, je duleZité zdiirazio-  abram, Becoming Animal: An Earthly
vat stéZejni roli fyzickeho prostredi, mést ajejich ar- ~ Cosmology, New York: Vintage, 2010,

. . ’ v . / v /2 264-274 a Ernesto Grassi, The Primordial
chitektury jako podstatné slozky lidského védomi. Metaphor, Binghamton NY: Medieval and
To, ze mylné ztotoznujeme védomi s intelektudlni Rif;ai:;ance Texts and Studies, 1994,

o o S. 14-238.
pozornosti, nads muze vést k domnénce, ze mizeme
efektivné zit ve svych obrazovkach, ze jsme skutec-
nymi avatary v socidlnich médiich a Ze telekomuni-
kace je tou pravou komunikaci. Neni tomu tak. Lid-
ska komunikace je primarné ustni, atmosféricka,

. 14 . /4 v Vv J4 4 4
gesticka, eroticka a ztélesnéna, zatimco ostatni
formy jako je pismo a digitalni kédy zprostredkova-
vaji informace, ale nikdy nemohou tuto komunikaci
3 v /4 4 ’ A4 /4 v/’
zcela zredukovat.® Mozna se domnivame, Ze zalezi
. J4 /4 Vv .
jen na tom, co dokazeme, verbalné nebo instru-

mentalné, reprezentovat. A pfesto tomu tak neni:



Indeed, over the past few years, computer software has made possible a pace of for-
mal, more specifically, geometric innovation that would have been totally unthink-
able 30 years ago. Novelty seems almost inevitable, and it appears on our computer
screens every day as a seemingly unquestionable evidence of quality, purportedly
embodied in the endless pictures of buildings, somewhat familiar, strange and even
weird, delivered by multiple architectural and design newsletters. This creative ef-
fervescence — even extravagance — may be exciting to some. At the same time, how-
ever, architects, students of architecture and users, have become increasingly skep-
tical about the supposed merit of such ‘progress.” Unfamiliar forms can appear sited
anywhere in the world, for reasons that have little to do with local cultures and
autochthonous habits, so that assuming this is what constitutes real architectural
value (or that relevant meaning is automatically generated by such formal games)
has become harder to believe.

While decontextualized global practices proliferate obliterating smaller ones and
becoming international corporations, cities keep growing exponentially and while
providing shelter for over half of the world’s population, are often experienced as
alienating environments, regardless of their geographic location and their better or
worse ecological footprint. The postindustrial city, despite its claim to have become
amore hygienic environment and therefore better for human life than its traditional
counterparts, is actually a source of enormous malaise, contributing to despair and
even fanatic ideological radicalization for those in search of human purpose.

Misguided practices keep being fueled by collective 2 — Foramore extensive
misunderstandings. Given the disregard with which  Ireatment of neurophenomenology
. . and enactive cognitive science in
contemporary humans treat the environment, Sllb]CCt- relation to architecture, please see
ing nature and the biosphere to exploitation and urban My recent book. Alberto Pérez-

. . Gomez, Attunement, Architectural
contexts to an indifference where any form may find a  meaning after the Crisis of Modern
location, more recently exacerbated by our distracted ~ Science, Cambridge MA: MIT Press,

. .. e . 2016, especially ch. 5, p. 139 f.
mentality and digital gadgets, iz is important to empha- ,

. . . . . 3 — See Walter Ong, Orality and
size the crucial role of the physical environment, of cit-  Literacy, New York: Methuen, 1982.
ies and their architecture, as a constitutive component  Also, David Abram, Becoming

. 2 . . . Animal: An Earthly Cosmology,
of human consciousness.? Mistakenly identifying con-  New York: vintage, 2010, 264-274
sciousness with intellectual attention, we may think  and Ernesto Grassi, The Primordial

h ff ivelv li . h Metaphor, Binghamton NY: Medieval
that we can effectively live in our screens, that we ac- ;4 Renaissance Texts and Studies,
tually are our avatars in social media, that telecommu- 1994, pp. 14-28.
nication is truly communication. It isn’t. Human com-
munication is primarily oral, atmospheric, gestural,
erotic and embodied, other modes like writing and
digital codes render information but can never fully re-
duce such communication.® We may think that all that
matters is what we can represent, verbally or instru-
mentally. And yet, this is hardly the case: representa-
tional consciousness is like the tip of an iceberg. We

share far more with others than what distinguishes us
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reprezentacni védomi je jako Spicka ledovce. S ostat-
nimi sdilime mnohem vice nez to, co nas odlisuje v po-
dobé myslenek. Pfiblizné osmdesat procent naseho vé-
domi v bdélém stavu je predreflexivni, ani podvédomé
. v /4 v . 4 4 v 7.
ani nevédomé, ale predreflexivni.# A védomi je enak-
tivni, nikdy neni pasivni. Ani vizualni vnimani nent
pouhé vytvarenifotografického obrazu v zadni ¢asti sit-
nice: vidime ve vysokém rozliseni, protoze nase télo, zi-
4 o r’ Y VY v . 4 . ’

vouci a pisobici ve svété prostfednictvim motorickych
akonceptualnich schopnosti, nAm umoziuje pozorovat
sv€t pevny a s ostrymi hranami, ktery by se jinak jevil
. 4 7 Vv A
jako nedefinovatelny, plny dér a doslova zmateny jako
ten bez prehanéni strasidelny prevraceny obraz, ktery
vznika v zadni ¢4sti naseho oka.®

Dovolte mi zdtraznit nasledujici. Soucasna enaktivni
kognitivni véda a hybridni disciplina neurofenomeno-
logie nyni uznavaji to, co jiz dlouho tvrdili fenomeno-
logicti filozofové 20. stoleti, totiz ze prostredi tvori
soudast zviteciho a lidského védomi.® Tak jako kazdy
V. Ve /4 o« 4 v 4 . /4 .
zivocich ma sviij okolni svét, ktery vznika spolu s jeho
. .r . . ’ IV . .
organickou morfologii a biologii, plati totéz i o lidech.
Napriklad svét mouchy a svét opice maji, pokud vi-
bec néco, malo spoleéného: vyvijeji se spolu s kazdym
organismem pfti prozivani jeho vlastniho Zivota a hle-
dani specifickych zptisobti homeostaze; maji spoled-
nou rovnovahu, kterd umoznuje organismu prosadit
Ve v &) . 4 . v /4
se v zivoté a ktera je jeho vlastni modalitou védomého
smyslu.? Jinymi slovy: naSe osobni védomi neni nas
mozek, védomi je jak zzélesnéné, tak i zakotvené — je
to celé senzorium naseho nervového systému s nasi
konkrétni télesnou morfologii a orientaci, s dvéma
nohama, s jasné vymezenou predo-zadni, pravo-levou
a horni-dolni orientaci, s frontalnim vidénim a schop-
nosti pozorovat pravidelny pohyb hvézd a — co je stejné
dulezité — védomi je vzdy na misté, a to je ve své pod-
staté emocionalni kvalita. Navzdory populdrnim do-
mnénkam o udajné niternosti védomi neexistuje lid-
ské védomi bez mista. Nalady a emoce jsou fakticky
v, v /4 o/ A /&) .
ve svété, a stavaji se tak sttedobodem zajmu architek-
tury aurbanismu. Tento zdanlivy paradox je vysvétlen
v mé knize v navaznosti na poznatky Merleau-Pontyho
a Nicka Crossleyho o nadfazenosti socialniho téla
(v angli¢tiné ,social body*, pozn. piekl.).® Vnitfni
Yev/ v v 7. v &3 /. .
avnéjsi slozky védomijsou vzdy ve vzajemné interakei

4 — Pro rozpracovani souvislosti
mezi fenomenologii a enaktivni
kognitivni teorii, které jsou pro mou
argumentaci v této eseji klicové,

viz Evan Thompson, Mind in Life,
Biology, Phenomenology and the
Science of the Mind, Cambridge
MA: Harvard University Press,

a Alva Noé, Action in Perception,
Cambridge MA: MIT Press, 2004,

a Out of our Heads, Why You Are not
Your Brain, and Other Lessons from
the Biology of Consciousness, New
York: Hill and Wang, 2009.

5 — Alva Noé, Varieties of
Presence, Cambridge MA: Harvard
University Press, 2012, s. 65.

6 — Termin neurofenomenologie
razili v 90. letech 20. stoleti evoluéni
biolog Francisco Varela a filozof

a neurovédec Evan Thompson ve
své knize s ndzvem The Embodied
Mind, Cambridge MA: MIT Press,
1990 (spoluautorstvi Eleanor Rosch).
Jejich zakladnim predpokladem bylo,
Ze k plnému pochopeni jevd védomi
je nutné sladit fenomenologické
referaty v prvni osobé s védeckym
pozorovanim v tfeti osobé.

7 — Viz Louise Barrett, Beyond the
Brain, How Body and Environment
Shape Animal and Human Brains,
Princeton NJ: Princeton University
Press, 2011, s. 86-7.

8 — Maurice Merleau-Ponty,
Phenomenology of Perception,
New York: Routledge, 2012, a Nick
Crossley, The Social Body: Habit,
Identity and Desire, Londyn UK:
Sage, 2001.



in the form of ideas. Around eighty percent of our
consciousness when we are awake is pre-reflective,
not subconscious or unconscious, but pre-reflec-
tive.* And consciousness is enactive, never passive;
even visual perception is not like the generation of
a photographic image in the back of the retina: we
see in high definition because our body, alive and
acting in the world through motor and conceptual
skills, enables us to contemplate such a world, solid
and with hard edges, which otherwise would appear
vague, full of holes and literally pixilated, like the

4 — For an elaboration of the
connections between phenomenology
and enactive cognitive theory, crucial

for my argument in this essay, see

Evan Thompson, Mind in Life, Biology,
Phenomenology and the Science of

the Mind, Cambridge MA: Harvard
University Press, and Alva Noé, Action in
Perception, Cambridge MA: MIT Press,
2004, and Out of our Heads, Why You Are
not Your Brain, and Other Lessons from
the Biology of Consciousness, New York:
Hill and Wang, 2009.

5 — Alva Noég, Varieties of Presence,
Cambridge MA: Harvard University Press,

literally ghostly, inverted image that forms at the
back of our eyes.®

Let me emphasize. Contemporary enactive cognitive
science and the hybrid discipline of neurophenomeno-
logy now recognize what had long been argued by 20th
C. phenomenological philosophers, that the environ-
ment is a constitutive part of animal and human con-
sciousness.® Just like each animal has its own environ-
ing world that emerges with their organic morphology
and biology; the same is true for humans. The world of
the fly and the world of the monkey, for example, have
little in common, if anything at all: they co-emerge
for each organism as it acts out its own life seeking its
particular modes of homeostasis; the equilibrium that
allows the organism to prevail in life and which is its
own modality of conscious meaning.” In other words:
our personal consciousness is not our brain, it is both
embodied and embedded — the entire sensorium of
our nervous system with our particular bodily mor-
phology and orientation, bipedal, with a distinct front
and back, left and right, up and down, frontal vision
and the ability to contemplate the regular motions of
the stars, and, equally important, it is always in place
which inherently appears as an emotional quality. De-
spite the popular assumptions about the supposed
interiority of consciousness, there is no human con-
sciousness without place. Moods and emotions are ef-
fectively in the world and thus become a central con-
cern in architecture and urban design. This seeming
paradox is explained in my book following insights
from Merleau-Ponty and Nick Crossly on the primacy
of the social body.® The internal and external compo-
nents of consciousness are always interacting through

2012, p. 65.

6 — Theterm
neurophenomenology was coined
by evolutionary biologist Francisco
Varela and philosopher and
neuroscientist Evan Thompson in
the 1990's, in their book titled The
Embodied Mind, Cambridge

MA: MIT Press, 1990 (co-

authored with Eleanor Rosch).
Their fundamental premise has
been that to fully understand the
phenomena of consciousness it is
necessary to reconcile first-person
phenomenological reporting with
third-person scientific observation.

7 — See Louise Barrett, Beyond the
Brain, How Body and Environment
Shape Animal and Human Brains,
Princeton NJ: Princeton University
Press, 2011, p. 86-7.

8 — Maurice Merleau-Ponty,
Phenomenology of Perception,
New York: Routledge, 2012,

and Nick Crossley, The Social Body:
Habit, Identity and Desire, London
UK: Sage, 2001.
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prostfednictvim télesné pohyblivosti, pohybu, ktery charakterizuje zivot samotny,
atvorinereprezentaénivédéninaptriklad v podobé kulturnich zvyklosti jesté douho
predtim, nez se véci dostanou do stfedu nasi pozornosti. Vnitini a vnéjsi slozky se
tedy vzajemné podminuji, »yvijeji se, jak se rozmistuji v Case, na cesté, kterou je
Zivot. Zastavéné prostredi, které je vSudypritomné pro vétsinu svétové populace,
kvalifikuje nase myslenky a pocity a bud’ prispiva k nasi télesné i dusevni pohodé,
nebo - jak tvrdim v pfipadé soucasnych dysfunkénich architektonickych a urbani-
stickych praktik — prispiva k nasim kolektivnim psychopatologiim.

Zda se tedy zasadni pokradovat v hledani alternativ k banalnimu formalismu a k ré-
torice udrzitelnosti jak v architektute, tak v urbanistickém designu a zaroven si
vzdy uvédomovat moznosti, podminky a odpovédnost nevyhnutelné pro architek-
tonickou imaginaci fungujici v globalizovaném technologickém svété. Navzdory
nebezpecim, které imaginace predstavuje, je-li postavena do sluzby novosti nebo
konzumerismu nebo ignoruje-li vyznam mista jako ztélesnéni primarnich, jiz exis-
tujicich vyznamu, neni vzdani se osobni imaginace — ve prospéch napt. racionalniho
konsensu, navrhovani v komisi nebo dokonce algoritmické konstrukce — feSenim
zejména proto, ze v nasi discipliné jsou vzdy pfitomny etické otazky. Jde o spravné
pochopeni puvodu predstavivosti v narativnim jazyce a o to, jak dojde svého napl-
néni skrze fyzicky vzdor. Modernost vyzaduje, aby architekti hledali nové a vhodné
formalni a prostorové ramce pro na$§ ménici se zivot a umoznili produktivni imagi-
naci slibovat lepsi svét pro budouci bydleni. Je to zpusob invence, ale dodal bych, ze
aby byla vyznamna, musi nutné zaujmout pokorny, kultivovany a hermeneuticky
otevreny postoj k dané skuteénosti a jejim hodnotam.

Pres zdanlivou pevnost svéta, ktery zlistava na misté, o — Dan Zahavi, 'The End of What?

kdyz se nedivame, hmota nema ontologickou pfednost :he'.‘om?@mgy and Speculative
v v , . v , % v ealism,’ in International Journal of

pred védomim, pokud je védomi plné pochopeno viné  Pphilosophical Studies, 2016.

kartezianskych nedorozuméni. V prirodnich védach

poskytla kvantova mechanika jednoduchy, i kdyz ma-

touci diikaz této skutecnosti. Mylny ,korektiv“ feno-

menologie z pozice nového materialismu také v po-

slednich letech nabizeji zastanci takzvané objektové

orientované ontologie chapané jako ospravedInéni ar-

chitektonického formalismu. Nebudu zde zabihat do

podrobnosti této diskuse — stadi fici, Zze fenomeno-

logové jako Dan Zahavi to vyvratili na zakladé velmi

dobré argumentace.? Z toho by vyplyvalo, Ze architek-

tonicky vyznam nemuze vzniknout jednoduse z for-

malnich geometrii vnucenych objektim shora dolg,

at uz byly vymysleny « priori ,starchitekty” nebo vy-

generovany algoritmickym softwarem. Fenomenolo-

gové pocinaje Edmundem Husserlem sice uznavaji, ze

ve vnimani ve skute¢nosti nic neni bezvyznamné, to

ovSem automaticky neznamena, ze tyto geometrické



bodily motility, the movement that characterizes life itself, they constitute non-rep-
resentational knowledge in the form of cultural habits, for example, long before
things come to our attention. Thus, internal and external components condition
each other, evolving as they deploy themselves in time, along the path that is life.
The built environment, pervasive for the majority of our world’s population, quali-
fies our thoughts and feelings and contributes to our well-being or, as I would argue
in the case of our present dysfunctional architectural and urbanistic practices, to
our collective psychopathologies.

Thus, it seems crucial to continue searching for alternatives to banal formalism and
to the rhetoric of sustainability in both architecture and urban design, while always
recognizing the possibilities, conditions and responsibilities inevitable for the ar-
chitectural imagination operating in a globalized technological world. Despite the
dangers of the imagination when it is placed in the service of novelty or consu-
merism, or when it ignores the importance of place as the embodiment of primary,
pre-existing meanings, abdicating the personal imagination — in favor of rational
consensus, design by committee, or even algorithmic fabrication, for example — is
not an option — particularly since ethical issues are always involved in our disci-
pline. The issue is to properly understand the origins of the imagination in narra-
tive language and how it comes to fruition through material resistance. Modernity
demands that architects seek new and appropriate formal and spatial frameworks
for our changinglives, enabling a productive imagination to promise a better world
for future dwelling, it is a mode of invention, yet I would add, to be significant it
must necessarily engage in a humble, cultured and hermeneutically open attitude
to given reality and its values.

Despite the seeming solidity of a world that stays put e — Dan Zahavi, ‘The End of What?
whe'tn we are not looking, matter does not have onto- gzgl’l‘;’;‘el’:]"l'gt%{::t‘foigff;‘lﬁg:fof
logical precedence over consciousness, as long as con-  Pphilosophical Studies, 2016.
sciousness is fully understood beyond its Cartesian

misunderstandings. In the sciences, quantum mecha-

nics has provided simple if bewildering evidence of

this fact. A misguided ‘corrective’ to phenomenology

from the position of a new materialism has also been

offered in recent years by proponents of so-called ob-

ject oriented ontology —taken as a justification of ar-

chitectural formalisms. I will not enter the details of

this discussion here —suffice it to say that phenomenol-

ogists like Dan Zahavi have countered with very well

argued refutations.? From this would follow that ar-

chitectural meaning cannot simply arise from formal

geometries imposed upon objects from the top-down,

whether invented a priori by ‘starchitects’ or gener-

ated by algorithmic software. While phenomenologists

starting with Edmund Husserl have recognized that in
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objekty maji sviij vlastni architektonicky vyznam.
Zpochybnovani predpokladi, které se zdaji byt obha-
jeny historickou praxi sahajici az ke staroegyptské ar-
chitekture, a chapani tohoto problému specifického
pro modernost, bylo tématem mé prvni knihy — Ar-
chitecture and the Crisis of Modern Sciencel® Jed-
noduse fedeno: geometrie, vytvor lidské mysli, méla
hluboky vyznam pro architektonické postupy v pred-
modernich kulturach, které predpokladaly, ze svét
zkuSenosti se vééné a nepredvidatelné méni, zatimco
euklidovské formy a odpovidajici usporadani budov
odkazovaly na jediné mody stability pritomné ve vni-
mani, ztélesnéné geometrii nebeské klenby a matema-
ticky zjisténymi pohyby hvézd a planet dostupnych
pouhym okem. Vysledkem je architektura napodobu-
jici vesmir; predpoklad, ktery je po tisicileti rozsifeny
v zapadnich i nezapadnich kulturach. Protoze se vsak
tato geometrie v dusledku védecké revoluce a jejich
technickych zajmu na pocatku 19. stoleti instrumenta-
lizovala a zpochybnila své euklidovské, pivodné hma-
tové axiomy, aby umoznila zptisoby vyroby, které jsou
nyni ve svété techniky bézné, nelze jiz predpokladat,
Ze geometrie ma inherentni vyznamy.

V navaznosti na poznatky z fenomenologie naznacila
celd fada evropskych a severoamerickych filozoft,
jako je Gernot Bohme, Tonino Griffero a Hubert Drey-
fus, spolu s architekty a spisovateli jako Peter Zum-
thor a Juhani Pallasmaa, Ze architektonicky vyznam
m4d vice spole¢ného s vytvarenim vhodnych atmosfér
nez s novymi geometriemi nebo konkrétnimi formal-
nimi slovniky." Ve své neddvné praci jsem tento pti-
stup zkoumal na historickém a interdisciplinarnim za-
kladé a snazil se pochopit, jak mtize byt tento koncept
prinosny, abychom se zaroven vyvarovali nespravného
chapani atmosféry jako pouhé subjektivni orchest-
race efektil; spiSe jsem chapal jeho vyznam jako vyja-
dfeni nalad v prozivanych situacich, které se vysky-
tuji v obvyklém lidském jednani. Kdyby bylo mozné
spravné chapat a pripadné navrhovat architekturu
prostfednictvim konceptu atmosféry jako komunika-
tivniho prostredi pro lidsky zivot, ktery je jak kogni-
tivni, tak emotivni — chapat ji nad radmec bézné, ale
netspésné definice architektury jako zdobené budovy,
ktera vyplyva z nepochopeni vlastniho scientistické

10 — Alberto Pérez-Gémez,
Architecture and the Crisis of
Modern Science, Cambridge MA:
MIT Press, 1985.

11 — Viz Pérez-Gémez, Attunement,
Uvod a k. 1.



fact nothing in perception is meaningless, this does not
automatically qualify such geometrical objects as proper
architectural meanings. Challenging assumptions that
seem vindicated by historical practices going back to An-
cient Egyptian architecture, the understanding of this
problem, particular to modernity, was the topic of my first
book — Architecture and the Crisis of Modern Science.l®
Simply put: geometry, a fabrication of the human mind,
was profoundly significant for architectural practices in
premodern cultures that assumed the world of experience
tobein perennial and unpredictable change, while the Eu-
clidean forms and commensurate organization of build-
ings referenced the only modes of stability present to per-
ception, epitomized by the geometry of the heavenly vault
and the mathematically determined motions of the stars
and planets given to the naked eye. This resulted in an ar-
chitecture mimetic of the cosmos, a condition prevalent
in Western and non-Western cultures for millennia. Yet as
this geometry became instrumentalized as a result of the
Scientific revolution and its technical interests in the early
19th century, challenging its Euclidean, originally tactile
axioms, to enable the modes of production now common
in the technological world, geometry can no longer be as-
sumed to possess inherent meanings.

Following insights from phenomenology, a number of
European and North American philosophers like Ger-
noét Béhme, Tonino Griffero and Hubert Dreyfus, as well
as architects and writers such as Peter Zumthor and Ju-
hani Pallasmaa, have suggested that architectural mean-
ing has more to do with the creation of appropriate az-
mospheres than with novel geometries or specific formal
vocabularies.™ In my recent work I have examined this
approach contributing a historical and interdisciplinary
grounding, seeking to understand how the concept may
be fruitful while avoiding the misunderstanding of atmos-
phere as a mere subjective orchestration of effects; rather
grasping its importance as the expression of moods in
lived situations, occurring in habitual human action. If it
were possible to properly understand and eventually de-
sign architecture through the concept of atmosphere as a
communicative setting for human life, one bozh cognitive
and emotive — beyond the common yet failed definition of
architecture as decorated building that resulted from the

10 — Alberto Pérez-Gémez,
Architecture and the Crisis of
Modern Science, Cambridge MA:
MIT Press, 1985.

11 — See Pérez-Gomez,
Attunement, Introduction and ch. 1.
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aobjektivistické estetice 18. stoleti — mohlo by to pfispét k tomu, aby se obor posu-
nul a vymanil ze $arad zminovanych Veselym.

Koncept atmosféry ma totiz tu vyhodu, Ze nas okamzité vede ke zpochybnéni ob-
jektivistické estetiky, tedy bézné zamény za estetickou zkusenost, feckou aeszhésis,
kterd je bezpodminedné situovand, vicesmyslova a emocionalni a je redukovana na
vzdaleny a nezaujaty esteticky soud. Avs$ak navrhovani architektury prostfednic-
tvim atmosfér zdaleka neni jednoducha zalezitost. Koncept atmosféry, podporo-
vany touhou prekonat stary kartezidnsky dualismus spojeny s objektivitou a subjek-
tivitou, je ze své podstaty ambivalentni, a proto je jeho spletitost pro architekturu
tézko uchopitelna, az zavadéjici. Je ztejmé, ze atmosféry a nalady mohou byt ménény
uzivateli: rozsvitim-li v typickém motelovém pokoji nékolik svi¢ek, mohu jej premé-
nit, alespon do urdité miry, na chrdm lasky. Atmosféra je pravdépodobné vnimana
bezprostiedné a ovliviiuje nds pfi nasem jednani nejen intelektualné, ale také na
urovni predreflexivni. Aby vSak atmosféra mohla fungovat jako architektonicky
vyznam umoznujici existencialni naladéni, potfebuje k tomu urcitou miru stalosti;
velmi dulezitou roli zde jisté hraji formy, materialy a detaily. Proto je kli¢ové po-
chopit kofeny tohoto konceptu v historii architektury ajejich teoriich a spriznénost
atmosféry s konceptem charakteru v teoriich architektury 18. stoleti, coz je nam,
jak se domnivam, blizsi.

To bylo hlavnim cilem mé posledni knihy.'2 Mym 12 — ibidem.

prvnim krokem bylo vysledovat zajem o spravné na- 13 — Dalibor Vesely mi doporugil,
ladéné fyzické prostiedi az k historickym pocatkim :\k,’;’;:ksfe‘;‘)s;‘l’g'e':z%"I:z;‘:a"l‘l';’g
evropské architektury a jeji hudebni analogii v fecko-  Christian Ideas of World Harmony,
-timské kultute. Tato analogie zachycena ve zndimém ﬁfT:;"\*AQI’;’E%’:?r;‘r’nzhneg"“ézlrt‘i’;?;‘:g""
Goethové vyroku architektura je zmrzla hudba se ob-  MA: johns Hopkins University Press,
jevuje ve vSech tradiénich architektonickych pojed- 1963

nanich a i dnes je predmétem ojedinélych védeckych

praci, studentskych projekti a soutéznich zadani.

Byva ovéem casto nepochopena, traktovana ¢isté for-

malnim zpisobem s odivodnénim, Ze kdyz hudba pra-

cuje s proporcemi a matematikou k dosazeni harmo-

nickych uéinkd a vytvari krasné zvuky, musi to byt

néjakym zptsobem prenositelné do architektonické

formy; hleda se rozmérova shoda ¢asti budovy a jejiho

celku, kterd se fidi proporénimi poméry. Dukladnéjsi

studium zapadnich teoretickych textti v mém pripadé

doplnéné peclivou filologickou analyzou némeckého

terminu Stzmmung odhalilo, Ze tato hudebni analo-

gie jiz od prvopocatku zahrnovala mnohem vice nez

takové formalni transpozice.’® Ustfednim tématem

byl navrh prostredi pro situace ¢lovéka, které by pfri-

spivalo k dobrému zivotu; prostredi, které by mohlo

byt v harmonii a rovnovaze, vhodné naladéné, a tudiz



misunderstandings inherent in 18th century scientistic or objectivist aesthetics —
this might contribute to advance the discipline beyond the conundrums expressed
by Vesely.

Indeed, the concept of atmosphere has the advantage of immediately leading us
to question objectivist aesthetics, the common confusion of aesthetic experience,
Greek aesthésis, necessarily situated, multi-sensory and emotional, being reduced
to adistant, dispassionate, aesthetic judgement. But designing architecture through
atmospheres is far from a simple matter. Driven by a desire to overcome the old Car-
tesian dualities associated with objectivity and subjectivity, the concept of atmos-
phere is inherently ambivalent and for this reason its complexities for architecture
are hard to grasp, even becoming misleading. It is obvious, for example, that atmos-
pheres and moods can be changed by users: if 1light a few candles in a typical motel
room, I can transform it, at least to some extent, into a temple of love. Arguably, at-
mosphere is perceived immediately and affects us not only intellectually but also at
apre-reflective level, as we act. For atmosphere to function as architectural meaning
enabling existential attunement, however, there must be some degree of fixity, and
certainly forms, materials and details play a very important role. It is therefore cru-
cial to grasp the roots of the concept in architectural history and its theories, and
closer to us, I would argue, the affinity of atmosphere with the concept of character
in 18th century architectural theories.

This was a primary aim in my most recent book.'? My 12 — Ivid.

first step was to trace the concern for properly attuned 13 — Dalibor Vesely
physical environments back to the historical origins of rsepcifzzrm,se;drj: e o lookat Leo
European architecture and its musical analogy in Gre-  Classical and Christian Ideas of
co-Roman culture. This analogy, captured in Goethe’s  Iodernon: & Froesorang
famous phrase, architecture is frozen music, appears  stimmung, Baltimore MA: Johns
in all traditional architectural treatises and even to-  Hopkins University Press, 1963.
day is the subject of sporadic scholarly papers, student

projects and competition briefs. The analogy, however,

is commonly misunderstood, treated in purely formal

terms, the reasoning being that since music deals with

proportions and mathematics for its harmonic effects,

producing beautiful sounds, this must be transpos-

able in some way to architectural form; seeking the

dimensional congruity of the parts of a building and

its whole ruled by proportional ratios. In fact, a more

careful study of Western theoretical texts, aided in

my case by a careful philological study of the German

term Stimmung, revealed that the musical analogy

always involved, since its origin, far more than such

formal transpositions.’® The central issue was the de-

sign of settings for human situations contributing to a

good life, one that might be in harmony and balance,
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ozdravné pro vrozené chora téla. Prostorovy zazitek z architektury byl proto pfi-

A 4 I Ve J4 v 18 .o . I’ . . J4 ’
podobiiovan k zazitku z hudby, schopnému prenaset kognitivni i poetické ndlady
skrze primarni emocionalni citéni. Predpokladalo se, ze predmoderniladéni, zalo-
zené na pythagorejském a platonském tichém koncertu hvézd, je fizeno objektivi-
tou matematiky ovladajici krasnou hudbu a architekturu, ktera je jako takova vzdy
pfipominanav tradi¢niliteratufe, a je tedy v podivném rozporu s nasim souéasnym
(ne)chapanim nalad jako subjektivni zalezitosti.

Tato analogie hudby a architektury v zajmu dobrého 14 — vitruvius M.P.
zivota je velmi zfetelnd v prvnim nam dostupném  DeArchitectura/ Ten Books on
. ) . . A Architecture, dvojjazy&né vydani,

textu o teorii architektury Deset knih od Vitruvia. Ar- 2 svazky, Cambridge MA: Harvard
chitektura funguje jako komunikativni prostfedi pro E:i'r‘:Z';'rmfreSS"g?’s' Viz zejména
spoleénost. Pro Vitruvia je jeji krdsa ve skutecnosti je- '
Jim smyslem, protoZe pfispiva k lidskému zdravi a po-
rozuméni? Rimsky autor se samoziejmé nezabyval
inovacemi ani efektivnim designem. JestliZe ¢asti sta-
veb musi byt v proporénich vztazich podle matema-
tickych pomérti, nejedna se o pouhou formalni kom-

. . . ' . Vv V Ve v 4 4 .
pozici. Stejna ¢isla, o nichz se vétilo, ze ovladaji tichou
hudbu nebeskych pohybu, pravidelnost planetarnich,
sluneénich a mési¢nich pohybt, byla pfenesena na zem
prostrednictvim projekei slunecnich hodin, aby bylo

v 4 Ve /4 ’ 4 v . Vv 4
mozné pri zakladani mést sledovat nejprve svétové
strany a vétrnou rizici. To umoznilo vytvorit pravi-
delné, geometrické a harmonické prostiedi pro kladné
lidské ¢iny; chorion oddéleny od hrozivého a neptizni-

4 v V7 v v v

vého svéta prirody vné mésta. A v souladu se starové-
kou fecko-fimskou medicinou, ktera predpokladala,
v Ve . V7 4 4 Ve /4 ./ v/ v
ze vSichni dobfi a zli duchové ptichazeji zvenéi, umoz-
fiovala vétrna rtizice na templu také existenci dobfte
naladéného mésta, vyhybajiciho se vSem Spatnym vé-
trim, nastavujiciho prostredi pro dobry a zdravy zi-
vot — nezbytny predpoklad pro kvalitni stavby. Har-
monie a umirnénost zustaly zdkladnimi hodnotami
teorie architektury po celou renesanci a az do konce
baroka v Evropé 17. stoleti. Pretrvavani hudebni ana-
logie v teorii architektury je vzhledem ke kulturni cen-
tralnosti této zkusSenosti v celé Evropé ajejimu vztahu
k d¢jinam hudebnich teorii obzvlasté pouéné.

Zaajimavym prikladem z obdobi renesance je Palladiova bazilika ve Vicenze. Ve
Quattro Libri je poprve v déjinach zapadni architektury pouzita proporcionalita
ke koordinaci rozméria mistnosti, jejich hloubky, délky a vysky tak, aby prinasely
prostorovy, symfonicky zazitek, v navaznosti na dobové trendy v teorii hudebni
polyfonie. Palladio timto zpisobem zaznamenava své architektonické ideje, které



properly tempered, and thus healing for inherently distempered bodies. The spatial
experience of architecture was therefore like that of music, capable of conveying
cognitive, poetic moods through primary emotional sentience. Founded upon the
Pythagorean and Platonic silent concert of the stars, premodern attunement was
assumed to be ruled by the objectivity of mathematics, governing beautiful music
and architecture, always evoked as such in the traditional literature, and thus cu-
riously at odds with our contemporary (miss)understanding of moods as a matter

of subjectivity.

This analogy of music and architecture for the sake of
agood life is very clear in the first text of architectural
theory available to us, 7he Ten Books by Vitruvius. Ar-
chitecture operates as a communicative setting for so-
cieties. For Vitruvius izs beauty is, in fact, it’s meaning
as it contributes to human health and self-understand-
ing1% The Roman author had of course no concern for
innovation or efficient design. If parts of buildings
must be in proportional relations according to mathe-
matical ratios, this is not a question of mere formal
composition. The same numbers that were believed to
govern the silent music of the heavenly motions, the
regularity of planetary, solar and lunar movements,
were brought down to earth through the projections
of a solar clock to trace first the cardinal orientations
and the Rose of the Winds at the foundation of cities.
This enabled a regular, geometric, harmonious envi-
ronment for auspicious human action, a chorion dis-
tinct from the threatening and inauspicious natural
world external to the city. And in line with Ancient
Greco-Roman medicine that assumed all good and bad
spirits to come from outside, the Rose of the Winds at
the templum also enabled a well-tempered city, avoid-
ing all bad winds, the setting of a good and healthy
life, a necessary pre-condition for good buildings.
Harmony and temperance remained the core values in
architectural theory throughout the Renaissance and
well until the end of the Baroque period in 17th cen-
tury Europe. The persistence of the musical analogy in
architectural theory in view of the cultural centrality
of this experience throughout Europe and its relation-
ships to the history of musical theories is particularly
illuminating.

14 — Vitruvius M.P.

De Architectura /Ten Books on
Architecture, bilingual edition,
2 vols., Cambridge MA: Harvard
University Press, 1933.

An interesting example from the Renaissance is Palladio’s Basilica in Vicenza. In the
Quattro Libri, proportionality is taken for the first time in the history of Western ar-
chitecture to coordinate the dimensions of rooms, their depth, length and height so
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se objevuji jako kresby jeho dila v jeho vlastni knize.
Navrhuje zde pro Vicenzu dokonale harmonickou ba-
ziliku, ktera ovéem neni jednoduse vnucena realité
zbofenim jiz existujici stredovéké stavby. Navstév-
! . . 4 v . )a B

nik Vicenzy, pokud si neni védom architektovy pecli-
vosti, se miize snadno domnivat, ze postavena stavba
. v v 14 . 15 . .« o/
je presné takova, jak byla nakreslena.!® To jsem si ja
sam myslel, kdyz jsem ji poprvé navstivil, protoze jsem
v té dobé nemél o moc vice nez povrchni znalosti re-
nesan¢ni historie. A prece to tak neni — Palladio staré
budovy nezboftil. Pro svij preklad idealni baziliky si

v . .o 7 . v v 4
uvédomoval jejich vyznam jako kultury ztélesnéné
zkamenélymi zvyklostmi. Hudba je pfitomna, ale neni
vnucovana; vede kazdodenni zivot k vét§i umirnénosti.
Harmonicka forma pisobi transformujicim zpisobem
naslozité a protichidné funkce, které v sobé ukryvala
budova v samém centru renesanéniho mésta, nacha-
zejici se na nepravidelném ptdorysu s nevéstinci, kré-

. 4 4 ! . 4 . 7’ ’r v

mami, soudni sini a radnici. Jedinec, ktery se ulast-
nil kolektivnich rituala a byl soudasti spoleéenskych
instituci v takovém rezonanénim fadu, chépal svij
smysl jako Gc¢ast na vesmirném, politickém a pfirod-
nim celku, presahujicim osobni hranice.

Poté, co byl na konci 17. a v 18. stoleti zpochybnén vy-
znam architektury ve smyslu kosmické analogie do-
sazitelné prostfednictvim hudebnich proporci a v di-
sledku toho byly oslabeny moznosti vyuziti geometrie
jako transcendentalniho symbolu v zapadni architek-
tufe, objevili architekti vyznam narativniho, kazdo-
denniho jazyka pro zachovani komunikativni funkce
architektury a pro kultivaci expresivniho potencialu
z pohledu lidského Zivota, jeho hodnot a instituci. Te-
orie charakteru 18. stoleti sice stale zdiraziovala vy-
znam harmonie jako cile, ale na misto starsi hudebni
analogie ptijala analogii jazykovou. Dobrym prikla-
dem z druhé poloviny 18. stoleti je pojednani Nico-
lase Le Camuse de Mézicres Génius architektury.\®
Le Camus véfil, ze harmonii Ize nalézt v analogii mezi
proporcemi a lidskymi pocity, nikoli v§ak prostred-
nictvim predepsanych matematickych poméra. Do-
mnival se, Ze vhodné rozméry vyplynou na misté z na-
rativniho popisu vzneseného Zivota a ¢innosti. Ve své
knize prezentuje vubec prvni kvalitativni popis ar-
chitektonického prostoru v architektufe, konkrétné

15 — Andrea Palladio, The Four
Books of Architecture, Cambridge
MA: MIT Press, 2002, s. 203-5

16 — Nicolas Le Camus

de Méziéres, The Genius of
Architecture; or the analogy of

that art with our sensations, Santa
Monica CA: The Getty Center for the
Arts and the Humanities, 1992.



that they convey a spatial, symphonic experience, fol-
lowing trends in the theory of musical polyphony of its
time. Palladio notates in this way his architectural ideas,
that appear as drawings of his work in his own book.
There he proposes a perfectly harmonic Basilica for Vi-
cenza, one that nevertheless is not simply imposed on
reality by demolishing the pre-existing medieval fab-
ric. When one visits Vicenza, if one is not aware of the
care taken by the architect, one may easily suppose that
the building built is exactly the one drawn.1% I certainly
thought so when I first visited, having at the time not
much more than cursory knowledge of Renaissance his-
tory. And yet it is not so — Palladio did not raze the old
buildings. He recognized their importance as culture
embodied in frozen habits for his translation of the ideal
basilica. The music is present to experience but not im-
posed; it qualifies everyday life to make it more tem-
perate. The harmonic form has a transformative effect
on the complex and contradictory functions that were
housed by the building, at the very center of the Renais-
sance city, the hardly regular footprint including broth-
els, taverns, halls of justice and city governance. The in-
dividual, participating in collective rituals and social
institutions in such a resonant order, understood his or
her purpose participating in a cosmic, political and nat-
ural totality that transcended personal limits.

Once the meaning of architecture as a cosmic analogy
attainable through musical proportions was questioned
in the late 17th and 18th centuries, eventually weaken-
ing the possibilities of employing geometry as a tran-
scendental symbol in Western architecture, architects
discovered the importance of narrative, everyday lan-
guage to preserve the communicative function of archi-
tecture, cultivating an expressive potential in view of
human life, its values and institutions. While still em-
phasizing the importance of harmony as a goal, 18th
century character theory adopted a linguistic analogy
to take the place of the older musical one. A good ex-
ample from the last part of the 18th century is the trea-
tise by Nicolas Le Camus de Meziéres, The Genius of
Architecture.’® Le Camus believed that harmony could
be found in the analogy between proportions and hu-
man sensations, yet no longer through prescribed math-
ematical ratios. He thought appropriate dimensions

15 — Andrea Palladio,

The Four Books of Architecture,
Cambridge MA: MIT Press, 2002,
p. 203-5.

16 — Nicolas Le Camus

de Méziéres, The Genius of
Architecture; or the analogy of
that art with our sensations, Santa
Monica CA: The Getty Center for
the Arts and the Humanities, 1992.
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v soukromém domé. Vhodné nalady pro rizné mistnosti domu jsou charakterizo-
vany literarnim jazykem a metaforou v crescendu pripominajicim erotické napéti
diky jejich rozméram, texturam, barvam a viinim a stavaji se teoretickym modelem
pro navrhovani obydli.

Tento vyvoj vyvrcholil v romantické filozofii 17 — prehledns shrnuti této
Schellinga, Schlegela a Novalise, kteti formulovali E'3252?:&;’:&23'5‘;Zﬁ:sgs;gt -
Stimmung — pivodni némecky vyraz pro atmosféru s 34-37.

aspravnéji pro naladéni —jako ustfedni prvekumé- 18 — Hans-Georg Gadamer,
leckého vyjadteni? Stimmung, od té doby povazo- Zgiﬁﬁf:g;’g“ﬁ_‘gat:qebﬁzg:‘{j‘r‘";v arsity
vany zakli¢ovy pro nase kulturni preZiti, byl chdpin  press, 1988, ,Uvodni esej".
jako ucinek i jako poznani poskytované uménim.

Prostfednictvim Stimmung nam umélecké dilo

totiz umoziuje poznat sebe sama jako celistvého

a smysluplného, a tak v zivoté obstat. Jak pozdéji

zdtraznil Hans-Georg Gadamer, to je prava ,rele-

vance“ krasna a tedy i cil vynikajici architektury.1®

Jak jsem jiz naznadil, pozoruhodny etymologicky

puvod slova Stimmung je nanejvy$ vyznamny pro

pochopeni potencialu konceptu v soucasné praxi.

Zasadni je totiz pozorovani, ze kromé konotaci

v moderni ném¢iné jako vnitfni nebo subjektivni

nalada ma S¢immung koteny v harmonii a umirné-

nosti, tedy v klicovych pojmech tradi¢nich teoriiar-

chitektury, o nichz jsem hovotil. Rad bych zdtraz-

nil, ze tento termin zamérné zahrnuje to, co se jevi

jako logicky rozpor. Romanticka filozofie stejné

jako mnohem pozdéji fenomenologie nebo basnici

jako Rainer-Maria Rilke uznavala, ze ,vnitfni je

vnéjsi“, ze ma radost nebo smutek jsou ve skuteé-

nosti radosti nebo smutkem prostredi, které pre-

byva v atmosfére.

Pro pochopeni celého rozsahu terminu Stimmung 19 — Viz napriklad Edward Casey,
pro soucasnou praxi je obzvlasté dilezité si uvédo- ~ Getting Back into Place, Bloomington
. v v e , . , IN: Indiana University Press, 2009,
mit prevahu ztélesnéného mista nad geometrickym  aJeff Malpas, Place and Experience,
prostorem v pribéhu dlouhé historie nageho oboru. A Philosophical Topography, Cambridge

. n . , v . , UK: Cambridge University Press, 2007.
Dnes je to lépe pochopitelné prostfednictvim od-
kazu Merleau-Pontyho a Heideggera a v dilech
filozoft, jako jsou Edward Casey a Jeff Malpas.1®
Pred dobou Le Camuse architekti nikdy neverba-
lizovali koncepty prostoru, at uz kvalitativni nebo
geometrické. Je tfeba pfipomenout, Ze prostor jako
tzv. umélecky material architektury nebyl v archi-
tektonickych spisech pred koncem 19. stoleti viibec



would follow from the narrative description of exalted life and activities in place. His
book presents the earliest ever qualitative description of architectural space in archi-
tecture, specifically in a private house. Appropriate moods for the diverse rooms of
the house are characterized through literary language and metaphor, made to appear
by their respective dimensions, textures, colors, smells, in a crescendo reminiscent of
erotic tension, becoming the theoretical model to design a dwelling.

This development culminated in the Romantic philo-
sophy of Schelling, Schlegel and Novalis, in their for-
mulation of Stimmung — the original German term
for atmosphere and, more properly, attunement — as
central to artistic expression.V? Stimmung was under-
stood as both the effect, and the knowledge art pro-
vides, one regarded ever since as crucial for our cul-
tural survival. This is because through Stimmung the
work of art allows us to recognize ourselves as com-
plete and purposeful in order to abide in life. As Hans-
Georg Gadamer has later pointed out, this is the true
‘relevance’ of the beautiful, and consequently the aim
of excellent architecture.’® As I previously suggested,
the remarkable etymological origins of Stimmung are
most significant to grasp the potential of the conceptin
contemporary practice. Indeed, it is crucial to observe
that over and above its connotations in modern Ger-
man as internal or subjective mood, Stimmung’s roots
included both harmony and temperance, the key terms
of traditional architectural theories that I have been
discussing. Let me emphasize that the term intention-
ally encompasses what appears as a logical contradic-
tion. Romantic philosophy recognized, like phenome-
nology and poets like Rainer-Maria Rilke much later,
that ‘the inner is the outer,” my joy or sadness are in
fact the joy or sadness of the environment, dwelling in
the atmosphere.

To understand the full scope of Stimmung for contem-
porary practice it is particularly important to remem-
ber the precedence of embodied place over geometric
space throughout the long history of our discipline.
Today this is better grasped through the heritage of
Merleau-Ponty and Heidegger, in the works of philoso-
phers like Edward Casey and Jeff Malpas.!® Architects
never verbalized concepts of space, qualitative or ge-
ometrical, before the time of Le Camus. In fact, it must
be recalled that space as the so-called artistic material
of architecture was never theorized in architectural

17 — For a lucid summary of

this issue see Georges Gusdorf,
L'Homme Romantique, Paris, Payot,
1984, p. 34-37.

18 — Hans-Georg Gadamer,

The Relevance of theBeautiful,
Cambridge UK: Cambridge
University Press, 1988, ‘Introductory
essay’.

19 — See, for example, Edward
Casey, Getting Back into Place,
Bloomington IN: Indiana University
Press, 2009, and Jeff Malpas, Place
and Experience, A Philosophical
Topography, Cambridge UK:
Cambridge University Press, 2007.
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teoretizovan. Pfedpokladalo se, ze mista architektury maji intersubjektivni kul-
turnismysl, ktery predstavuje zakladni rozmér vyznamu zprostfedkovavaného bu-
dovami. Mezi mistem a narativy existuji v prubéhu déjin zakotenéné vztahy a zpu-
sob, jakym architektura stavi na autochtonnich vyznamech, které v misté jiz dtive
existovaly, a vytvari tak vlastni ramce pro vyznamné lidské ¢iny, je pouény pro
tvorbu vyladéné architektury. Jinymi slovy: to, co charakterizuje mista, jsou pre-
devs$im kulturni narativy vztahujici se k topografii, a misto je primarni v projevu
byti existujiciho védomi. Zatimco védecky prostor, podinaje Galileem, se mozna stal
nasim mistem v univerzalni technické svétové vesnici, autochtonni mista ztistavaji
vskrytu. Jsou pfitomna a ukolem dobré architektury je privést je zpét do kolek-
tivniho povédomi. Z byvalych Veselého zaki je to David Leatherbarrow, ktery ve
svych rozsahlych pracich nejdtraznéji upozornuje na dualezitost takovéto situova-
nosti, kterou ¢asto nazyva topografii, jako podminky dobré architektury. Zaklad-
nim rozmérem architektonickych atmosfér je jejich uznani miésta jako jiz existujici
podminky v dialogu s jakymkoli prostorovym navrhem.

Romanticky Stimmung cilil naemocionalni srdce: Gemiit byl povazovan za pravé sidlo
védomi. Tento zpusob pojeti je vicesmyslovy, esteticky v ptivodnim feckém smyslu
slova; je definovan jako skuteéné poznani, které je v zasadé smyslové, praptivodné
hmatové, nikolijako podfadny druhintelektualniho poznani, jak predpokladal Baum-
garten ana néjz navazal Kantv 18. stoleti. Romanticky postoj zpochybnoval takzvany
zdravy rozum, ktery mél sviij ptivod v kartezianské psychologii 17. stoleti: existenci
nezavislych mechanistickych smyslt, hegemonii odtélesnéného védomi a veskeré
asocianistické vyklady lidského vyznamu, jako by to byla konceptualni konstrukce
v mozku — které jsou bohuzel dodnes bézné. Pro romantiky je vjem smysluplny vzdy
pfisvémvzniku. Prvenstvi synestezie ve vnimani, které vytusila romanticka filozofie,
bylo dale vysvétleno fenomenologickymi filozofy 20. stoleti, jmenovité Husserlem
a Merleau-Pontym, a v posledni dobé podporeno neurovédou a tzv. enaktivni kogni-
tivni teorii tfeti generace. Takto jsou architektonické vyznamy nejprve ddny nasemu
ztélesnénému védomi, z néhoz, jak jsemjiz naznadil, je plnych osmdesat procent pred-
reflexivnich av kontinuité s reflexivni pozornostia isudkem. Z toho vyplyva, ze by se
architektura neméla redukovat na obrazy nebo pouze objektivni formalni produkty.
Atmosféraje danajako celek a vsamotném okamziku fyzického, ztélesnéného a vice-
smyslového setkani s mistem, kdy ¢lovék jednd v ramci architektonického prostredi.
Poeticky obraz, oslavovany esteticky ucinek dobré architektury, je vyznamem dru-
hého fadu a v kontinuité s fadem prvnim.

Z hlediska fenomenologie a enaktivni kognitivni teorie neni vnimani a védomi pa-
sivni jako traveni; je to vZdy akce. To je dtlezité pro pochopeni, jak architektura
tlumodi své vyznamy jak v emocionalni bezprostfednosti pritomnosti, tak jako po-
znanifadu prostfednictvim poetického obrazu. Fenomenologické studie Edmunda
Husserla o povaze ¢asovosti, dnes potvrzené neurovédou a biologii, jak ji vysvét-
luje Evan Thompson ve své nedavné knize o prolinani mysli a zivota, totiz uka-
zuji, Ze pritomnost neni jen neexistujicim bodem mezi minulosti a budoucnosti,
ale Ze v nasi zkuSenosti — ptikladem je nase vnimani hudby — m4 ptitomnost silu



writings prior to the late 19th century. It was assumed that the sites of architec-
ture were given with intersubjective cultural significance, constituting a fundamen-
tal dimension of the meaning that buildings might convey. There exist inveterate
relations between place and narratives throughout history, and the way in which
architecture builds upon autochthonous meanings, previously existing on site, to
generate its own frameworks for significant human actions is instructive for the
generation of attuned architecture. In other words: what characterizes p/acesis first
and foremost the cultural narratives that are related to topography, and place is pri-
mary in the manifestation of being an existing consciousness. While scientific space,
starting with Galileo, may have become our placement in a universal technological
world-village, the autochthonous places abide in hiding. They are present and it is
the task of good architecture to bring them back to collective awareness. Among the
former students of Vesely, it is David Leatherbarrow who in his extensive writings
has been most emphatic about the importance of such situatedness, which he often
names as topography, as a condition of good architecture. A fundamental dimen-
sion of architectural atmospheres is their acknowledgement of p/ace as a preexisting
condition in dialogue with any spatial proposition.

Romantic Stimmung was aimed at the emotional heart: Gemzit was considered the
true seat of consciousness. This mode of understanding is multi-sensory, aesthetic
in the original Greek sense of the term; defined as real knowledge that is fundamen-
tally sensory, primordially zactile, not as an inferior kind of intellectual knowledge,
such as assumed by Baumgarten and followed up by Kant in the 18th century. The
Romantic position questioned the so-called common sense originating in 17th C.
Cartesian psychology: the existence of independent mechanistic senses, the hegem-
ony of disembodied vision, and all associationist explanations of human meaning,
as if it were a conceptual construction in the brain — still unfortunately common
today. For the Romantics perception is, on the contrary, meaningful always atits in-
ception. The primacy of synesthesia in perception intuited by Romantic philosophy
was further explained by the phenomenological philosophers of the 20th century,
namely Husserl and Merleau-Ponty, and has been recently buttressed by neurosci-
ence and so-called third-generation enactive cognitive theory. This is the way that
architectural meanings are first given to our embodied consciousness, of which, as
Lalready suggested, a full eighty percent is pre-reflective and in continuity with re-
flective attention and judgment. It follows that architecture should not be reduced
to pictures or merely objective formal products. Atmosphere is given as a whole and
at the very moment of one’s physical, embodied and multi-sensory encounter with
a place, as one acts framed by the architectural environment. A poetic image, the
celebrated aesthetic effect of good architecture, is a second order meaning in con-
tinuity with the first.

For phenomenology and enactive cognitive theory, perception and consciousness
are not passive, like digestion; they are a/lways an action. This is important to grasp
how architecture conveysits meanings both in the emotional immediacy of presence
and as a cognition of order through the poetic image. Indeed, Edmund Husserl’s
phenomenological studies on the nature of temporality, today vindicated by neu-
roscience and biology, as explained in a recent book by Evan Thompson on the in-
tertwining of mind and life, show how the present is not merely a non-existent point
between past and future, but how, in our experience, exemplified by our perception
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¢i rozmér s bezprostifedni minulosti a budoucnosti 20 — Thompson, Mind in Life,
a zprostiedkovanou historii a projektem.20 Lze tedy S 37-2%

tici, ze ptitomnost ma strukturélni a trvalou dimenzi. 2! — 'Pidem.s. S16.
Porozuméni pravé povaze lidské ¢asovosti je dulezité

pro pochopeni toho, jak muze architektura jako at-

mosféra zprostfedkovavat emocionalni i kognitivni

vyznamy. Na rozdil od dfivéjsiho fenomenologického

mysleni mize nyni enaktivni poznani tvrdit, Ze se-

beuvédoméni neni pouze reflexivni, jinymi slovy, Ze

soucasti dovedného zvladani zivota je predreflexivni
sebeuvédoméni.?

Jakmile uzndme ustfedni roli naladéni v soucasné architektufte, je tfeba také zdu-
raznit vyznam poetického nebo prirozeného jazyka v procesu navrhovani. Roman-
ticky Stimmung si zachoval své hudebni aspirace, pricemz nebyl formulovan pro-
stfednictvim proporc¢nich nebo geometrickych vztahg, ale basnickym jazykem, jak
jsme vidélijiz v dile Le Camuse, a v lyrickych formach a vypravénich romanopisci.
Literarnijazyk zprostfedkovava kvélia — kvalitativni zkuSenost — prostfednictvim
metafory a prirovnani tak, jak to nedokaze zadné jiné médium ani védecky popis.
Porovnejte napriklad védecké zmapovani severské ulice v situaénim planu se slovy:
,Zimni ulice je jako solna jeskyné... divadlo bélosti, unasené proudem jako zmrzlé
vlny.“ Uchopeni primarniho vyznamu basnického jazyka pro umélecké vyjadreni se
tak jevijako ustfedni téma, které je tfeba zkoumat v souvislosti s vytvarenim vhod-
nych atmosfér v modernité od 19. stoleti az do nasi doby.

Narozdil od romantickych postojt Jean-Nicolas-Louis 22 — Jean-Nicolas-Louis Durand,
Durand, nejvlivnéjsi teoretik architektury pocatku — Préoms ¢eslegons darchitecture,
19. stoleti, jehoz myslenky se staly normativnimi po o

celém svété, zadal své ¢tenafe a studenty, aby se ne-

zabyvali problémy jazykového vyjadfovani a pouze co

nejefektivnéji fesili pragmatické problémy stavebnic-

tvi ve spoleénosti.?2 Architekturu pojimal jako feeni

problémd a vyslednou stavbu jako vice ¢i méné auto-

matické vyjadreni této funkce. Od té doby, a dokonce

itehdy, kdyzjeho zasady byly modulovany zajmy Ecole

des Beaux Arts, architekti méli za to, zZe jejich dilo pa-

sobi vzdy prostrednictvim grafickych obrazi, jako

zpusobu zobrazovani, kombinujicich formalni syn-

taxe, jako jsou styly nebo typologie. Durandova vy-

zva je v radikalnim rozporu s postojem jeho uditele

Etienna-Louise Boulléeho, ktery zdtiraztioval vyznam

poetického vyrazu, jehoz vysledkem je architecture

parlante. Divodem pro tvar jeho slavného sférického

kenotafu Newtonovi byla pro Boulléeho moznost téles-

ného prozitku nebeské klenby v celé jeji majestatnosti.



of music, the present has a thickness or dimension, withan 20 — Thompson, Mind in
immediate past and future, and a mediate history and pro-  ie.p-317-29.

ject.29 The present therefore can be said to have astructural =~ #' — bid-p- 316

and permanent dimensionality. Grasping the true nature of

human temporality is important to understand how archi-

tecture as atmosphere can communicate both emotional and

cognitive meanings. Contrary to previous thinking in phe-

nomenology, what enactive cognition can now assert is that

self-awareness is not only reflective; in other words, there is

pre-reflective self-awareness in skillful coping.?!

Once we grant the centrality of attunement in contemporary architecture, the im-
portance of poetic or natural language in the design process must also be empha-
sized. Romantic Stimmung preserved its musical aspirations while being formulated
not through proportional or geometrical relationships but through poetic language,
as we saw already in the work by Le Camus, and in lyrical forms and novelistic nar-
ratives. Literary language renders qualia — qualitative experience — through me-
taphor and simile in a way no other medium or scientific description can. Compare,
for example, the scientific mapping of a Nordic street in a site plan with the words:
‘The Winter street is like a salt cave... a theater of whiteness that drifts like frozen
waves.” Grasping the primary importance of poetic language for artistic expression
thus appears as a central issue to be explored in relation to the design of appropriate
atmospheres in modernity after the 19th century and up to our own times.

In contrast with the Romantic positions, Jean-Nicolas-Louis Durand, 22 — Jean-
the most influential architectural theoretician of the early 19th C., g'ucr‘;f;"i;‘:zfls
whose ideas became normative around the world, asked his read-  deslecons
ers and students to avoid concerning themselves with problems of ~ architecture,
linguistic expression, and merely solve in the most efficient manner T
the pragmatic building problems of society.22 He conceived of ar-

chitecture as problem-solving, and of the resulting building as the

more or less automatic expression of this operation. Ever since, and

even when his principles were modulated through the interests of the

Ecole des Beaux Arts, architects considered their work to operate in-

variably through graphic images, as modes of picturing, combining

formal syntaxes such as styles or typologies. Durand’s plea is radi-

cally opposed to the attitude of his teacher, Etienne-Louis Boullee,

who had emphasized the importance of poetic expression resulting

in architecture parlante. For Boullée, the reason behind the shape

of his famously spherical cenotaph to Newton was the possibility of
experiencing bodily the heavenly vault in all its majesty. He writes

eloquently and poetically about the atmosphere in his building, al-

lowing humans to experience the very presence of empty geometric

space, the pleromatic presence of God himself which according to

Newton made possible the order of the universe through attraction
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Pise vymluvné a poeticky o atmosféte ve své budové, ktera lidem umoziuje zazit
samotnou pritomnost prazdného geometrického prostoru, pleromatickou pfitom-
nost samotného Boha, ktery podle Newtona umoznil fad vesmiru prostfednictvim
pritazlivosti a vSeobecné gravitace. Na druhou stranu pro Duranda bylo jakékoli
pouziti elementarni geometrie pouze vysledkem hospodarnosti, nejefektivnéjsim
zpusobem, jak navrhnout projekt s co nejmensim poétem stén. Od té doby se jazyk
stal pro dominantni metodiky moderniho projektovani nepodstatnym.

Skutecné architekti a designéti dnes obvykle obcha-
zeji mluvena a poeticka slova, povazovana za nepresnd
a subjektivni, neschopna jednoznacné vést ruku tviirce
od koncepce k realizaci. V nasem technologickém svété
je snadné si predstavit, Ze jediny legitimni druh jazyka
je ten, ktery hovori jednoznaéné, kde znak a oznaco-
vané jsou ve shodé jako matematicka rovnice a v pevné
relaci jedna ku jedné. Jazyky, které pouzivame v kaz-
dodenni mluvé, tuto povahu nemaji a lidé v technické
civilizaci maji tendenci tomuto stavu ptic¢itat mnoho
problému spojenych s nedorozuménimi a subjektiv-
nimi nazory. Pfirozeny, poeticky, polysémni jazyk tak
vétsina soucasnych architektti obvykle ignoruje a nadu-
Ziva obrazové nastroje aalgoritmicke skripty, pri¢emz si
neuvédomuje primarné jazykovou povahu lidské pred-
stavivosti. Neurovédci se dnes shoduji s filozofy, jako
je Paul Ricoeur, v tom, Ze takzvané mentdlni obrazy se
skuteéné nepodobaji fotografiim, a mnohem vice jazy-
kovym konstrukcim prozitych situaci.2® To pro archi-
tektonicky design predstavuje velmi dulezitou vyzvu
aptilezitost, protoze poeticky jazyk muze skute¢né na-
bidnout neocenitelné moznosti, jak znovu propojit ar-
chitektonickou imaginaci s zivymi kulturami v nasich
komplexnich, kosmopolitnich méstech — a dat tak na-
déji na obnoveni ,gramotnosti“ architektury odpovida-
jici nagim postmodernim podminkam.

Na zakladé stejnych filozofickych a védeckych vycho-
disek mtzeme lépe pochopit, jak funguje kontinuita
mezi gestem, zvykem a jazykem a jak to miize vést
k pfehodnocenijazykav riiznych aspektech designu.24
Nase kazdodenni jazyky jsou jazyky, které vznikaji
ptirozené, jsou tojazyky, kterymihovotime, a zaroven
jsou svoji podstatou a ptivodem poetické — polysémni.
Dovolte mizdiraznit, ze navzdory béznym predpokla-
dim neni jazyk nahodilym kédem, ale vzdy vypovida
o nélem predchozim, o predreflexivnim zakladu; jak

23 — Ricoeur rozvijel svou teorii
hermeneutické imaginace po cely
zivot a ménil dliraz oproti svym
drivéjsim kniham, ve kterych sdilel
deskriptivni konvence eidetické
fenomenologie. Shrnuti jeho
pozoruhodné filozofie zde nepfipada
v Uvahu. Viz shrnuti jeho pozdéjsich
postoju v knize Richarda Kearneyho
The Narrative Path, The Later Works
of Paul Ricoeur, P. Kemp and

D. Rasmussen, eds., Cambridge

MA: MIT Press, 1989, s. 1-31,

a Ricoeurova esej s ndzvem

‘The Function of Fiction in Shaping
Reality’, v Man and World, 12,1979,
s.123-141. Viz rovnéz Pérez-Geomez,
Attunement, k. 6.

24 — Pérez-Gomez, Attunement,
k.-6a7.



and universal gravitation. For Durand, on the other hand, any uses of elementary
geometry were simply the result of economy, the most efficient way to design a pro-
ject with the least amount of wall. Ever since, language became irrelevant to the

dominant methodologies of modern design.

Indeed, today architects and designers usually bypass
spoken and poetic words, considered as imprecise and
subjective, incapable of guiding unambiguously the
hand of the creator from conception to realization.
In our technological world it is easy to imagine that
the only legitimate kind of language is one that speaks
unambiguously, where the sign and the signified cor-
respond like a mathematical equation, in a fixed one-
to-one relationship. The languages we use in everyday
speech don’t have this character, and humansin a tech-
nological civilization tend to attribute to this condition
many problems associated with misunderstandings
and subjective opinions. Thus natural, poetic, poly-
semiclanguage is usually disregarded by most contem-
porary architects, who generally abuse pictorial tools
and algorithmic scripts while failing to recognize the
primarily linguistic nature of the human imagination.
Neuroscientists now agree with philosophers like Paul
Ricoeur in affirming that so-called mental pictures are
indeed nothing like photographs and much more like
linguistic constructions of enacted situations.2® This
poses a very important challenge and opportunity for
architectural design, for poetic language may indeed
offer invaluable opportunities to reconnect the archi-
tectural imagination with living cultures in our com-
plex, cosmopolitan cities —a promise to recover a ‘lit-
eracy’ for architecture appropriate to our postmodern
condition.

Building upon the same philosophical and scientific premises, we can
better understand how the continuity between gesture, habit and lan-
guage operate, and how this canlead to arevalorization of language in

23 — Ricoeur developed his theory
of the hermeneutic imagination
throughout his life, changing
empbhasis from his earlier books that
shared the descriptive conventions
of eidetic phenomenology.
Summarizing his remarkable
thought is out of the question here.
See Richard Kearney's summary of
his later positions in The Narrative
Path, The Later Works of Paul
Ricoeur, P. Kemp and D. Rasmussen,
eds., Cambridge MA: MIT Press,
1989, pp. 1-31, and Ricoeur’s essay
titled ‘The Function of Fiction in
Shaping Reality’, in Man and World,
12,1979, pp. 123-141. See also Pérez-
Geomez, Attunement, ch. 6.

24 — Pérez-
Gomez,
Attunement,
chs.6and 7.

manifold aspects of design.24 Our quotidian languages are both natu-
rally emerging, the languages we speak, and also inherently and orig-
inally poetic — polysemic. Let me emphasize that contrary to com-
mon assumptions, language is not an arbitrary code, it always speaks
about something prior, about a pre-reflective ground; as expressed
by Heidegger in one of his late essays, ‘language speaks through us’.
Consider the seeming paradox: Good poetry that speaks about what
truly matters is eminently translatable, even if it must be rewritten.
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to vyjadril Heidegger v jednom ze svych pozdnich esejt, ,jazyk mluvi skrze nas®.
Uvazujme o zdanlivém paradoxu: dobra poezie, kterd vypovida o tom, na ¢em sku-
te¢né zalezi, je snadno prelozitelna, i kdyz se musi prepisovat. Neni tedy divu, ze
sémiotické modely jsou pro pochopeni rozsahu architektonického vyznamu ome-
zené. Jinymi slovy: dvojice oznacujici — oznacované sice v nékterych ptipadech pro
architektonické vyznamy funguje, ale v nejdtilezitéjsich momentech se hroutia toto
rozliSeni prestava byt funkéni. Z tohoto divodu také Merleau-Ponty deklaroval
absolutni protiklad pfirozenych jazyku k tzv. jazyku algoritmu, ktery funguje jako
systém jednoznacnych znakt ve vztahu jedna ku jedné k jejich oznacujicim a je dnes
oblibeny v parametrickych postupech. Ve skutec¢nosti je ptirozeny jazyk pfirozené
polysémni a denotativnim se stava pouze prostrednictvim relativniho nasili. Proto
také spravné nechapeme architekturu, kdyz ji redukujeme na znak moci, genderu
nebo politické ideologie.

Na zavér je tfeba doplnit varovani a zduraznit, ze sblizovani fenomenologie s enak-
tivni kognitivni védou a neurovédou, o kterém jsem se zminoval, neznamena, ze by-
chom nyni mohli tyto poznatky instrumentalizovat do dal$i metodiky navrhovani,
do sofistikovanéjsiho behaviorismu nebo do receptare na planovani takzvanych inte-
ligentnich budov, které jsou jednoduse efektivnéjsi a pohodlnéjsi. Cilem je vyznam,
navrh atmosféry pro vhodné lidské bydleni, nikoli pouhé pohodli nebo potéseni.

Vyznam narativniho jazyka v architektute je obrovsky a rtiznorody. Tyka se
napf. etické orientace nutné pfi zvazovani zadani a zakazek: mél by ¢lovék napfti-
klad souhlasit s projektovanim funkcénéjsi, do detailu propracované véznice, ve
které se nikdy nebudou nachazet skuteéni zloéinci nasi spole¢nosti? Mozna bychom
se méli vézenim zabyvat spise kriticky, jako to vidime v teoretickych projektech
Piranesiho nebo Johna Hejduka. Zodpovédného zastavani postoji lze totiz dosah-
nout pouze skrze historické pribéhy, prostfednictvim hermeneutického dialogu
s na$im lidskym dédictvim, navrhovanim leps$ich moznosti, které zahrnuji i poli-
tickou akci, nebot co jiného je architektonicky ptislib, kdyz ne politicky ¢in? Ve své
nejpodstatnéjsi podobé je nakonec prislibem miru a blahobytu pro druh zmitany
konflikty a valkami. Pouze hluboké pochopenti historie architektury, nikoliv jako
historie staveb, ale historie v souvislosti s intelektualnimi déjinami, teologii, védou
afilozofii, muze prinést kulturni hloubku, ktera umozni produktivni rekonfiguraci
ukolt v tomto etickém sméru, a to je klicovy rozmér projektu.

To nas privadi k nutnosti chapat program jako zakladni soudast projektu: ne jako
pouhy seznam prostorti oznacenych jejich vyuzitim a rozméry dodanymi klientem,
nebo jako udajné vSezahrnujici schéma vytvorené architektem. Zminili jsme se
o ukazkovém pripadu Le Camuse de Meziéres. Podobny krasny ptiklad programu
jako literarniho narativu najdeme v dile jeho souc¢asnika Clauda-Nicolase Ledouxe,
v obsahlém textu, ktery doprovazi slavny navrh idealniho mésta Chaux, usilujici
o novy vztah mezi ¢lovékem — novym jedincem po padu Ancien Regime — améstem
a nehledajici nic mensiho nez novou spolecenskou smlouvu, zptisob, jakym by ar-
chitektura mohla podnitit uslechtilé mravy a dobré chovani vedouci ke Stastnému



Not surprisingly, semiotic models are thus limited to understand the scope of archi-
tectural meaning. In other words: while the pair signifier-signified operates in some
instances for architectural meanings, in the most important moments it collapses,
and the distinction is inoperative. It is also for this reason that Merleau-Ponty de-
clared the absolute opposition of natural languages to the so-called language of
algorithms, one that functions as a system of unambiguous signs in a one-to-one
relationship to their signifiers, favored today in parametric practices. In fact, natu-
rallanguage is naturally polysemic and it only becomes denotative through relative
violence. Thus we also fail to understand architecture correctly when we reduce it
to a sign of power, gender or political ideology.

Lastly here, it is important to add a cautionary note and emphasize that the con-
vergence of phenomenology with enactive cognitive science and neuroscience that
I have been evoking does not mean that we can now instrumentalize such findings
into another design methodology, a more sophisticated behaviorism, or into a recipe
book to plan so-called intelligent buildings, simply more efficient and comfortable.
The aim is meaning, the design of atmospheres for appropriate human dwelling, not
mere comfort or pleasure.

The importance of narrative language in architecture is vast and manifold. It con-
cerns, for instance, the ethical orientation necessary in the consideration of tasks
and commissions: should one, for example, agree to design some more functional,
well-detailed prison that will never hold the real criminals in our societies? Perhaps
we should rather engage prisons critically, as in the theoretical projects of Piranesi
or John Hejduk. Indeed, a responsible position taking can only be brought about
through historical narratives, through a hermeneutic dialogue with our human her-
itage, proposing better possibilities that include political action, for what else is an
architectural promise if not a political act? Atits most essential, ultimately a prom-
ise of peace and well-being for a species torn apart by conflict and war. Only a deep
understanding of the history of architecture, not as the history of buildings, but
in connection to intellectual history, theology, science and philosophy, can bring
about a cultural depth to allow for a productive reconfiguration of tasks in this eth-
ical direction, a crucial dimension of the project.

This brings us to the imperative of understanding the program as a fundamental
part of the project: not a mere list of spaces labeled with their uses and measure-
ments provided by the client, or a purportedly all-encompassing diagram devised
by the architect. We have mentioned the exemplary case of Le Camus de Meziéres.
A similar, fine example of programming as literary narrative can be found in the
work of his contemporary Claude-Nicolas Ledoux, the comprehensive text that ac-
companies the famous design of the ideal city of Chaux, seeking a new relationship
between man — the new individual after the fall of the Ancien Regime — and the city,
seeking nothing less than a new social contract, a way architecture could entice no-
ble mores and good conduct leading to a happy and healthy life. I would like to sug-
gest that the best architectural programs might be literary descriptions of projects
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a zdravému zivotu. Rad bych podotknul, Ze by nejlepsi architektonické programy
mohly byt literarnimi popisy projektti vyznamného zivota, véetné poetickych moz-
nosti, moznosti rekonfigurace a evokace vyznamnych nalad v prislusnych atmo-
stérach. Takové usili by skuteéné prispélo k dilezitému vysledku. Specifické lite-
rarni formy napomahaji reprezentaci nalad v prostoru, ¢asto pfesnéji a priléhavéji
nez grafické nastroje, a mohou velmi prispét ke konfiguraci stavebnich projekti.
Navic pro spravné naladéni situaci raimovanych navrhovanou architekturou v kon-
textu mésta Casto lépe poslouzi existujici literatura nez kartografické nebo védeckeé
mapy. Literatura, v niz se mésto stava postavou, mize skutecné slouzit jako za-
kladni forma reprezentace kontextu, do néhoz muze architekt zasahovat.

Na zavér mi dovolte jednu poznamku. Naladéna atmosféra, ktera se stava komplexni
alternativou k pouze udrzitelnym méstiim nebo fantaskni architektufe a soustredi
se na vyznam, kuptikladu na psychosomatické zdravi, muze odhalit dilezitou his-
torickou kontinuitu: jak architektura prispivala a jisté jesté bude prispivat, mimo
hranice konflikt nabozenského sektarstvi, k podpore duchovniho rozméru lid-
ské existence. Heidegger vysvétluje, Ze lidska existence, ktera je védomé oteviena
smrti, je na rozdil od zivota ostatnich zivolicht v nasi biosfére vzdy do jisté miry
yrozladéna®. Architektura rozhodujicim zptisobem ptispiva k tomu, abychom se
vratili domi, a umoznuje nam prebyvat v poetice. Toto poznani mozna bylo tajem-
nym ulelem prvniho chramu postaveného nasimi davnymi ptedky v Gobekli-Tepe
v dne$nim jihovychodnim Turecku. Vime, ze teprve nedavno objeveny chram po-
stavili okolo roku 9500 pt. n. 1. lovci a sbéradi, ktefi na nasi planeté prosperovali
50000 let. Chram se ¢asové shoduje a predstihuje zemédélskou revoluci, pocatek
sedavého zptsobu zivota a nasledny rozvoj mést. Jako by si homo sapiens nahle
uvédomil néco jiného, zasadné dilezitého pro psychosomatické zdravi, nez je jeho
bezprostredni souvislost s animistickym svétem prirody, ktery mu vzdy poskyto-
val hojnost obzivy. Lidé byli spolecné ochotni se smirit s obtiznéjsim zivotem: tisice
sbéralt z rtiznych skupin musely spolupracovat po dlouhou dobu, aby postavily tuto
stavbu se zjevnymi kosmickymi rezonancemi 7000 let pred Stonehenge.

Atmos, koten slova atmosféra, se objevuje také v prvotnéjsim sanskrtském slove
dtman, coz je nerozdélené univerzalni védomi, v némz se vse spoleéné vynotuje,
subjekty, objekty a ¢iny, spojené se vzduchem, podnebim a nagim dechem, duchem
i dusi; vesmir smési umoznujici planetarni zivot, kde dychame a komunikujeme,
aniz bychom splyvali, a kde si uvédomujeme kontinuitu mezi predreflexivnim a re-
flexivnim védomim ve stavu snu a bdéni. Upfednostiiovanim modality architek-
tonického prostoru, ktera posiluje integritu a ucast na lidském konani, popiranim
dualistickych polarizaci tim, ze se vyhyba znaktim s denotativnimi vyznamy, osob-
nim stylim a formalnim statusovym symbolim nachylnym k ideologii a modlarstvi,
muze architektura odhalit pfitomnost bozského ve svété, ticho, které podtrhuje
a umoziuje nase jazykové byti, které neni ni¢im jinym nez nasim poznanim sebe
sama jako smysluplného: je to néco, co je pevné zakorenéno v nasi biologii, ale co
mame tendenci zpochybnovat a dokonce intelektualné popirat, vedeni nihilistic-
kym prostfedim, které jsme si sami vytvofili.



of significant life, including poetic options, possibilities for reconfiguration, and
evocations of significant moods in appropriate atmospheres. Such endeavors would
truly contribute to a significant outcome. Specific literary forms are conducive to
the representation of moods in spaces, often more accurately and poignantly than
graphic tools, and they may contribute much to the configuration of building pro-
jects. Additionally, the right attunement of situations framed by a proposed archi-
tecture in the context of the city, are often better served by existing literature than
by cartographic or scientific maps. Literature where the city becomes a character
canindeed serve as a fundamental form of representation of the context into which
an architect may intervene.

Let me end with one final observation. Becoming a comprehensive alternative to
merely sustainable cities or fanciful architecture, centering on meaning as psycho-
somatic health, attuned atmospheres may reveal an important historical continu-
ity: how architecture has contributed, and indeed may yet contribute, beyond the
conflicts of religious sectarianism, to further the spiritual dimensions of human
existence. Heidegger explains that human existence —being self-consciously open
to death — unlike the lives of other animals in our biosphere, is always to some de-
gree ‘out of tune’. Architecture contributes crucially to bring us home, enabling us
to dwell poetically. This realization may have been the mysterious purpose of that
first temple ever built by our distant ancestors in Gébekli-Tepe, today’s south-east
Turkey. Discovered only recently, we know it was built by around 9500 BC by hunt-
er-gatherers, who had flourished for 50,000 years in our planet. The temple coin-
cides and anticipates the Agricultural revolution, the beginning of sedentary life
and the eventual development of cities. It is as if Homo Sapiens had suddenly become
aware of something other, fundamentally important for psychosomatic health, be-
yond its immediate continuity with the animistic natural world which had always
provided ample sustenance, so that collectively humans were willing to accept a
more difficultlife: thousands of foragers from different bands must have cooperated
over a long time period to build this structure, with obvious cosmic resonances,
7,000 years before Stonehenge.

Atmos, the root of the word atmosphere, is also in the more primary Sanskrit word
Atman, the undivided universal consciousness where everything, subjects, objects
and actions co-emerge — associated with air, climate and our breathing, spirit and
soul; the space of mixture enabling planetary life where we breathe and commune
without fusing and become aware of the continuity between pre-reflective and re-
flective consciousness in dream and awaken states. Privileging a modality of ar-
chitectural space that reinforces wholeness and participation in human actions,
denying dualistic polarizations by avoiding signs with denotative meanings, per-
sonal styles, and formal status symbols prone to ideology and idolatry, architec-
ture can reveal a presence of the divine in the world, the si/ence which underscores
and makes possible our linguistic being, which is nothing other than our self-re-
cognition as purposeful: something which is hard-wired in our biology but that we
tend to question and even deny intellectually, prompted by our self-made nihilistic
environments.
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Architektura
mestskych situaci

David Leatherbarrow

Teprve ve spolecné hodiné, ve spolecné bouri, v jediné
mistnosti, kde se setkavaji, se najdou. Teprve kdyz je
za nimi vytvoreno néjaké pozadi, zacnou se vzdjemné
propojovat.

Rainer Maria Rilke
Poznambky k melodii véci, 1898

(Rainer Maria Rilke: Sémtliche Werke. Notizen zur Melodie der Dinge. 1955-1966,
prelozeno z némeckého originalu, pozn. prekl.)



The Architecture
of Urban Situations

David Leatherbarrow

Now they find themselves in the common hour,

in the Common storm, in the one room where they find
each Other. Not until a background is raised bebhind
them do They begin to consort with one another...

Rainer Maria Rilke
Notes on the Melody of Things, 1898
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Kavarna Café de Flore na pafizském bulvaru Saint-Germain je dobrym ptikladem
toho, co Dalibor Vesely nazyval ,situa¢ni strukturou prostoru®. Kdyzjsem tento ter-
min slySel poprvé — nékolik let pfedtim, nez vysla tiskem jeho kniha Architektura
ve véku rozdélené reprezentace (2004) —, zajimalo mé, jak se tato ,struktura“ mize
projevovat v konkrétnich podminkach, tedy ve stavebnim dile, at uz znamém, ¢ine-
znamém. Nékolikrat jsme spolu na toto téma diskutovali poté, co mé Dalibor poza-
dal o prelteni a pripominky k rukopisu jeho knihy. Bézny smysl slova sizuace (v an-
gli¢tiné , situation®, pozn. prekl.) mibyl naprosto jasny jako kazdému, jehoz rodnym
jazykem je angli¢tina, ale kdyz jsem o ném zacal premyslet trochu vic, napadl mé ne
jeden, ale hned tfi vyznamy. Prvni, jak jsem jiz fekl, je kazdodenni vyznam tohoto
slovabézné pouzivany architekty i nearchitekty k pojmenovanijakéhokoli souboru
okolnosti, v nichZ se osoba nebo skupina osob ocitne a které maji nezbytné aspekt
prostorovy a materialni, ale také, a to neméné dtlezité, spole¢ensko-historicky.
V bézném chapani predstavuje situace jak misto, tak pozici, nebo také lokalitu,
pracovisté i postaveni — v druhém slova smyslu mizZe znamenat zaméstnani nebo
hodnost, jako napft. ve vété ,Je dobre profesné situovana.” Druhy vyznam, ktery
mé napadl, byl specializovanéjsi, nebot se pouziva v moderni filozofii, zejména ve
spisech Maurice Merleau-Pontyho a Jana Patolky, které D. Vesely v predchozich le-
tech podrobné studoval. Smysl pojmu situace, k némuz tito filozofové dospéli (spolu
s dal$imi, jako byli Max Scheler, Martin Heidegger, Alfred Schutz, Arnold Gehlen
a Gerd Haeffner), bézny vyznam pfili§ nezménil, ale spise prohloubil zkoumanim
primarnich lidskych struktur v prozaickych podminkach, které Vesely koncem se-
dmdesatych let nékdy nazyval archetypy, ale které pozdéji, v dobé vzniku knihy,
zavrhl s tim, Ze tento termin je ,,pfili$ teoreticky®. Treti vyznam pripomina tolik
diskutované povale¢né avantgardni hnuti situacionalist, s nimiz byl Vesely, jak
se zda, v jistém kontaktu v dobé svého pobytu v Patizi. Navzdory zajmu o mésta,
ktery vyjadtil Guy Debord a dalsi osobnosti z jeho okoli, zejména Henri Lefebvre,
zustavalo spojeni se ,,situacemi®, které popisovali - momentalni, i kdyz podléhajici
analyze rytmu, tvorené rovnym dilem mistem a zazitkem, utvarené uméle i spon-
tanné — v pozadi nasich diskusi, stejné jako konvenéni pouziti tohoto slova. Misto
toho jsme se zaméftili na filozoficky vyznam sizuacnich struktur. Jako priklad nam
poslouzilo Cafeé de Flore.

Veselého kniha zdiraziuje pisobeni dvou druhti pod- 1 — kniha Merleau-Pontyho, jejiz

minek: podminky, které jsou stfidavé viditelné a ne- ~ N3zevobsahoval tyto pojmy, wSla
L. /1 v , , . v ., L, v 60. letech: Maurice Merleau-Ponty,

viditelné.' K tém prvnim, které pochopitelné zajimaji  The visible and Invisible (Viditelné

architekty, patfi fyzické véci, které mohou byt pfi-  aneviditelné) (1964}, vd. Claude

, , E v. ) Lefort, Evanston: Northwestern

mym vysledkem navrhu a konstrukece: zidle, stoly, vit-  university Press, 1968.

riny, okna, markyzy, sloupy, zdi a mistnosti, jako na

fotografii, kterou zverejnil Vesely ana niz je vidét také

chodnik lemujici ulici, kterou nevidime, spolu s byty

v hornich patrech a podkrovim. Jsou tam i stromy, ob-

loha a ptida. Druhy typ podminek, které uréuji situ-

ace, pusobi méné napadné, ale neméné rozhodujicim

zpusobem. K tomu, aby tato druha skupina prispéla



The Café de Flore on Boulevard Saint-Germain in Paris provided Dalibor Vesely with
a good example of what he called ‘the situational structure of space’. When I first
heard the term — a couple of years before his book Architecture in the Age of Divided
Representation (2004) appeared in print — I wondered how this ‘structure’ might
be apparent in concrete circumstances, which is to say in built work, well-known or
not. He and I discussed the topic several times after he asked me to read and com-
ment on his book manuscript. The familiar sense of sitzation was as obvious to me
as anyone whose native tongue is English, but as I thought about it a little more not
one but three meanings came to mind. The first, I've said, was the everyday sense of
the word, used conventionally by architects and non-architects alike to name any set
of circumstances in which a person or group happens be located, necessarily spatial
of course, likewise material, but also, and no less importantly, social and historical.
As commonly understood, a situation is both a place and a position, or site and sta-
tion — the latter might be ajob or rank, as in ‘She is well situated professionally.’ The
second meaning that came to mind was more specialized, due to its use in modern
philosophy, particularly the writings that Vesely had thoroughly absorbed years be-
fore, those of Maurice Merleau-Ponty and Jan Patocka. The sense of situation they
had developed (along with others, such as Max Scheler, Martin Heidegger, Alfred
Schutz, Arnold Gehlen, and Gerd Haeffner), didn’t so much alter but deepen con-
ventional usage, discovering within prosaic conditions primary human structures,
which Vesely had in the late 1970’s sometimes called archetypes, but after that, at
the time of the book, rejected, concluding the term was ‘too theoretical.’ The third
meaning recalled a much-discussed post-war avant-garde movement, the Situation-
alists, with which, it seems, he had some contact in his Paris years. Despite the con-
cern for cities that Guy Debord and others around him had expressed, particularly
Henri Lefebvre, the connection to the ‘situations’ they described — momentary,
though subject to rhythm analysis, composed of equal parts place and experience,
and both constructed and spontaneously formed — remained in the background of
our discussions, as did conventional usage. We focused instead on the philosophical
sense of situational structures. The Café de Flore served as the case in point.

Vesely’s book insists that two kinds of conditions are 1 — The book by Merleau-Ponty
at play, conditions that are alternately visible and in- ﬂfzi;ﬁf&ﬂ'ﬁ?ﬁs these rerms
visible.! The first, of understandable interest to archi-  Merleau-Ponty, The Visible and
tects, includes physical things thaF can be‘the direct g:;:::tfn“ﬁl‘(’)‘gh‘x’eg&"xdjn'l-:::srfty
outcome of design and construction: chairs, tables, press, 196s.

display cases, windows, awnings, columns, walls, and

rooms, as in the photo Vesely published, which also

shows the sidewalk, edged by a street we don’t see, to-

gether with upper level apartments and garrets. Trees,

sky, and soil are there too. The other conditions that

define situations play their parts less noticeably but no

less decisively. Nor is any special architectural know-

ledge or focus required for this second set to make

their contributions to the full sense of the situation;
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k plnému vyznamu situace, nejsou zapottebi zadné
zvlastni architektonické znalosti nebo zaméreni; stadi
nereflektivni chovani a okrajové povédomi.2 Vesely
v zajmu korekce zdaraznoval druhy typ podminek,
protoze byva architekty ¢asto opomijen, a tvrdil, Ze
podstatna povaha kavarny ,se jen ¢astecné projevuje
v jejim viditelném vzhledu®; stejné dilezité je ,skryté
referen¢ni pole odkazl na spoleensky a kulturni Zi-
vot souvisejici s danym mistem®, které je dnes potteba
vice zduraznit; v tomto pripadé se konkrétné jedna
o kulturni zvyklosti, které ma ¢lovék spojené s fran-
couzskou kulturou.® Vlastni zku$enost jednotlivce
pak dopliuje a upfesnuje jejich ztvarnéni v literature
a vytvarném uméni: napriklad povidky Louise Ara-
gona a André Bretona nebo novéji autofi Luc Sante
a Georges Perec, nebo obrazy pouli¢niho Zivota a ka-
varenské kultury Edouarda Maneta, Maurice Utrilla,
Edgara Degase, Raoula Duffyho a mnoha dalsich.

Na prvni pohled by se mohlo zdat, Ze tyto dva typy pod-
minek Ize rozli$it jednoduse slovné: viditelné dimenze
mista tvotirdmec nebo prostéedi (v anglictiné ,setting®,
pozn. prekl.) a neviditelné aspekty sizuaci. To by vy-
svétlovalo, proc¢ se projektanti a navrhafi soustfed'uji na
prvni z nich, nebot tyto podminky jsou specifikovany
v projektech akonstruovany staviteli. Veselého narazka
na ,divadelni“ povahu kavarny véak poukazuje na to, ze
celavécje ponékud slozitéjsi, nebot v tomto prostredi se
odehravaji pFedstavent, nebo by se dalo fici inscenace —
vzhledem k tomu, ze konzumenti kavy nejsou profesio-
nalni herci a kavarna neni divadlo — nebo jesté prozaic-
téji déj, kdy drama tak, jak probiha, nemascénarazdase
byt spontanni: vitani a lou¢eni se starymi nebo novymi
prateli, podavani nebo odnéaseni $alkti a pfibord, pozo-
rovani cizich osob nebo odvraceni se od nich, to vse jsou
akce, které vsak mohou s trochou dirazu nebo prehna-
ného vyrazu prertst v amatérské divadlo.?

2 — Timto tématem se podrobné
zabyval Aron Gurwitsch, pfitel
Alfreda Schutze, jehoz texty byly
dulezité i pro Merleau-Pontyho.
Viz: Aron Gurwitsch, Marginal
Consciousness (Okrajové védomi),
Athens Ohio: Ohio University
Press, 1985.

3 — Podkladem pro Veselého
interpretaci Café de Flores byla kniha
Marie-France Boyer, The French
Café, Londyn: Thames and Hudson,
1994, ktera ma mimochodem
fotografii Café de Flore na predni
strané obalky, i kdyz nikoli tu, kterou
najdeme v knize Architektura ve véku
rozdélené reprezentace. O roli, kterou
Café de Flore hralo (a stale hraje)

v rané moderni pafizské intelektualni
kultufe, a o jeho sousedstvi

s knihkupectvim (dalezitym pro
Veselého), hovofila Boyer v kapitole
Artists’ Haunts (,Utogisté umélc),
stejné jako o kavarnach Les Deux
Magots a La Closerie des Lilas.

4 — Pokud jde o tento rozmér
méstskych situaci, viz: Richard
Sennett, The Fall of Public Man
(Pad verejného ¢lovéka), New York:
Norton, 1977, zejména jeho studie
o myslenkach a vlivu slavné eseje
Herecky paradox Denise Diderota.
Vesely si autora, svého pfitele,

i této knihy velice vazil.

Okolnosti v bézném slova smyslu maji nékolik rozméra. Nékteré jsou ztfejmé oka-
mzité: usporadani kavarny je materialni, konfiguraéni, spolecenské a historicke,
a mtze tak zvyhodnovat ¢i znevyhodnovat touhy toho ¢i onoho druhu — touhu po
kavé, konverzaci nebo samoté - stejné jako muize propujcovat uréity charakter.
Z hlediska prostoru mtize byt kavarna sofistikovana nebo jednoducha, bez ohledu
nato, jak mocje ,roztazena“ a zasahuje na chodnik. Veselého priklad se nachazi na
vysoce kultivovaném konci spektra. Lidsky feceno, misto mize vyvolavat rozpaky



instead, unreflective behavior and marginal aware-
ness.? Accenting the latter correctively, because
they are typically neglected by architects, Vesely
argued that the essential nature of the café ‘is only
partly revealed in its visible appearance’; equally
important — today needing emphasis — is the ‘hid-
den field of references to the social and cultural life
related to the place’; more specifically in this exam-
ple, the cultural habits one thinks of and recognizes
as French.® Added to and qualifying one’s own ex-
perience are articulations in literature and paint-
ing: stories by Louis Aragon and André Breton, for
example, or more recently Luc Sante and Georges
Perec, plus images of street life and café culture
by Edouard Manet, Maurice Utrillo, Edgar Degas,
Raoul Duffy, and many others.

At first glance, it would seem that these two types
of conditions could be distinguished with simple
vocabulary: the visible dimensions of the place
constitute the sezting and the unseen aspects the
situation. This would explain why designers con-
centrate on the first, for that is what projects spe-
cify and builders construct. But Vesely’s allusion to
the ‘theatrical’ nature of the café suggests the mat-
ter is a little more complicated, for these settings
stage performances, or, because coffee drinkers
aren’t professional actors and a café isn’t a theater,
one could say enactments, or still more prosaically
playing-around, in which drama, such as it occurs,
is unscripted and seems spontaneous: the hellos
and goodbyes of old or new friends, the delivery or
removal of cups and cutlery, or the turns toward or
away from strangers, actions that can, nevertheless,
transcend themselves into amateur acting, with
just a little emphasis or exaggerated expression.?

2 — This topic was insightfully
studied by Alfred Schutz's friend,
Aron Gurwitsch, whose texts were
also important to Merleau-Ponty.
See: Aron Gurwitsch, Marginal
Consciousness (Athens Ohio:
Ohio University Press, 1985).

3 — Providing background for Vesely's
interpretation of Café de Flores was:
Marie-France Boyer, The French Café,
London: Thames and Hudson, 1994,
which, incidentally, has a photo of the
Café de Flore on its front cover, though
not the image one sees in Architecture
in the Age of Divided Representation.
Boyer discussed the role Café de Flore
played (and still plays) in early modern
Parisian intellectual culture, as well as its
adjacency to a bookstore (important to
Vesely), in her chapter ‘Artists’ Haunts’,
together with Les Deux Magots and

La Closerie des Lilas.

4 — On this dimension of urban
situations see: Richard Sennett, The Fall
of Public Man, New York: Norton, 1977,
particularly his study of the ideas and
influence of Denis Diderot’s famous
‘Paradox of the Actor’. Vesely had great
respect for the author, a friend, and

the book.

The circumstances to which common usage refers have several dimensions. A few
are immediately obvious: the café’s arrangements are material, configurational, so-
cial, and historical, and can thereby advantage or disadvantage desires of one kind
or another — wanting coffee, a conversation, or solitude — just as they can confer
character. Asaspace, no matter how widely dilated across the sidewalk, a café could
be sophisticated or simple. Vesely’s example is at the highly cultivated end of the
spectrum. In more human terms, the place could give rise to embarrassment or
elation, when a friend you’ve invited says what’s been served is awful or delicious.
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nebo nadsent, kdyz ptitel, kterého jste do kavarny pozvali, prohlast, ze to, co poda-
vaji, je hrozné, nebo naopak vynikajici. Situace vyjadrené jinym zptisobem, nikoli
formou stavby, ale popsané v textu nebo predvedené na jevisti, mohou byt kombi-
naci udalosti, které predstavuji vitané prilezitosti nebo slozité problémy, a kazda
z nich vyzaduje urditou odezvu, coz miize znamenat ,,zlom“ v pribéhu nebo ,zvrat
osudu” v divadelni hte (peripeteia).

Také u staveb muze dojit ke zvratu; mistni kavarna mtze nabidnut dokonalou sa-
motu na ru$ném chodniku napfiklad ¢tenafi novin na Veselého fotografii, jehoz
pozice v rohu je idealni i pro ,skenovani“ interiéru, pokud pozvedne o¢i od svého
denniho vytisku Le Monde. Mizeme si docela dobte predstavit, jak hiejivé svétlo
odpoledniho slunce za jeho rameny ptisobi magnetickou pritazlivosti a laka ke stol-
ktm kavarny, nebo opaény efekt, ktery je dusledkem ¢isnikovy intolerance k jiné
nez parizské francouzskeé vyslovnosti. Presto, kdyz se ¢isnik otodi zady ke stolu
avratise k baru, nebo kdyz se vzduch ochladi a slunce se schova za podkrovni byty,
kavarna zustane stejna, a to nejen ve skutecnosti, ale jesté vyraznéji ve vzpomin-
kach. Trvanlivost a zapamatovatelnost, vzajemné provazané, jsou kli¢ovymi as-
pekty hmatatelnosti situace stejné jako jeji umisténi na ulici a jeji obsluznost.

Prestoze jsem se v uvodu vénoval tomu, co ma na mysli Vesely 5 — Martin Heidegger
4 B Mo X raX ! pouzil pro takovou
ve svém popisu, pouze s/tru,cn’e,_uveflu/ nyni pét souhrnnych bonfigtrast matruktivn,
bodu tykajicich se jeho vnimani sizuacni struktury prostoru.Za  ixdyz pongkud kostrbaty
prvé, takto pojaté situace jsou vzdy hmatatelné konkrétni: stoly ~ termin totalita vybaveni.
s mramorovou deskou a dfevéné zidle, sténa s okny, vystupujici
markyza atd. Kazdy prvek implikuje specifické vztahy k ostat-
’ o /4 v v v’ v '5
nim prvkam, které spoleéné tvorisoudrznou konfiguraci®, tedy
soubor materiald, geometrii a vzdalenosti, které jsou v dané
kultufe natolik znamé, ze nevyzaduji pozornost, aby fungovaly
tak, jak maji. Za druhé, situace jsou do zna¢né miry poziéni — ty-
kaji se roztazeninebo roz$ifeni, o némzjsem se zminil vyse; tato
y . , , . . ,
napt. zasahuje na chodnik bulvaru Saint-Germain, ktery pro-
chazi Latinskou ¢tvrti, narozdil od jiné na druhém brehu Seiny,
umisténé vdomé s podloubim na ulici Rue de Rivoli lemujici Tu-
ilerijské zahrady, nebo jiné na ulici Rue Saint-Denis, smétujici
naseveru k Blondelovu Porte Saint-Denis (Vitéznému oblouku)
a dale k Montmartru. Roz$ifeni vlastné neni to spravne slovo,
lepsi by bylo pouzit termin jako vnéjsi zapojeni, zaujeti ¢i an-
gazovanost (v angli¢tiné ,,outward engagement®, pozn. prekl.),
kde se prolinaji prvky, které sem zasahuji z opaénych smért:
YIVY 7 o . 4 A v 4 . [} v 4
¢isnikuv rutinni pozdrav prerusovany hlukem ulice, viiné kavy
zahrata sluneénim zarem atd. Méstské situace jsou stFedem
’ ’ 7 v Ve . /. ’ v
svého okoli a zaroven do néj pronikaji, jako by byly zaroven po-
tomky i rodici. Specificnost konkrétniho mista neni nijak pre-
kvapiva, pokud budeme terminy, které jsem pouzil, posuzovat
spole¢né: pozice (po/sit/ion) a situace (sit/uation) jsou analoga



In a different articulation, not built but described in a text or shown on a stage, si-
tuations might combine events that pose welcome opportunities or difficult prob-
lems, each requiring a reply of some sort, which might mark the ‘turning point’ in
the story or a ‘reversal of fortune’ in the play (peripeteia).

Built spaces, too, can reverse themselves; a neighborhood café could accommodate
perfect solitude on a busy sidewalk, the newspaper reader in Vesely’s photo, for ex-
ample, whose corner position would also be ideal for scanning the interior, were
he to lift his eyes from that day’s Le Monde. One can imagine the warm light of an
over-the-shoulder afternoon sun exercising magnetic pull toward the café’s tables,
or the opposite effect resulting from the waiter’s intolerance of any French usage
other than Parisian. Still, when the waiter turns his back on the table and returns to
the bar, or the air cools and the sun disappears behind the garret apartments, the
café remains as it was, not only in fact but memory, and more amply so. Durability
and memorability, perforce intertwined, are key aspects of the situation’s tangibil-
ity, no less than its standing on the street and its serviceability.

Although my initial elaboration of what is implied 5 — Martin Heidegger's instructive
in Yesely’s description has })een brief, five summary gsaz‘g’:gflgdnﬁ”;‘;zrpsm”Z:t‘;l
points can be made about his sense of the sizuational  totality.
structure of space. First, situations so conceived are

always palpably specific: these marble-top tables and
wooden chairs, that window-wall, the prominent awn-

ing, and so on. Implied in each element are specific re-
lationships to others that all-together take the form

of a coherent configuration,® which is to say, an en-

semble of materials, geometries and distances that are

so well-known in the given culture that they don’t re-

quire attention to perform as they should. Second, sit-

uations are widely positional — the dilation to which

I've referred — this one extending into the sidewalk of
Boulevard Saint-Germain, as it runs through the Latin
Quarter, unlike one on the other side of the Seine, for
example, edging the Tuileries, within the arcades of

the Rue de Rivoli, or, again, another on the Rue Saint-

Denis, with Blondel’s Porte Saint-Denis ahead to the

north and Montmartre still farther on. Extension, in

point of fact, is not the right word, better would be

a term like outward engagement, in which elements

that reach from opposite directions mingle together:

the waiter’s routine greeting interrupted by the noise

of the street, the smell of the coffee warmed by heat

of the sun, and so on. Urban situations both concen-

trate and infiltrate their surroundings, as if they were

both offspring and parent. Locational particularity
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(vangliétiné obé slova obsahuji slovni zaklad sit = sedét,
pozn. prekl.); podobné usadit se, sidlo a samoziejmé lo-
kalita — vSechna tato oslova vyjadiuji mista, kde vznikly
nebo se usadily véci, lidé a udalosti. Za treti, takto cha-
pané situace maji trvalou kvalitu. Jakmile kavarnu opus-
time, zistava takova, jaka byla, ve skutecnostiiv paméti
(dalsi slovo analogické ke slovu situace je staly — v an-
gli¢tiné ,sedentary®, pozn. prekl.). Za Ctvrté, situace
také umoznuji typické praktiky nebo navyky, jak fika
Vesely; tyto mivaji podobu ritualnich predstaveni, kdy
opakované inscenovani pripomina vyznamnou ptivodni
udalost, nebo — v degradované podobé — rutinnich ope-
raci.® A kone¢né, chovani, které predstavuje typické
praktiky nebo s nimi souvisi, rovnéz umoznuje indivi-
dualni rozhodnuti a improvizovana vystoupenti, s ni-
miz si clovék spojuje drobné svobody kazdodenniho zi-
vota: otoceni se smérem k cizimu ¢lovéku nebo od néj,
ktere, jak jsem tekl, ozivuje spolecensky horizont dané
situace. Snad nejsrozumitelnéjsim zpasobem vyjadtuje
tento rozmér méstskych situaci termin ,vzajemné za-
vislé svobody*, o némz se v jedné z téchto kavaren ne-
pochybné dlouze diskutovalo.”

Ve druhé ¢asti této studie bych se chtél jesté podrob-
néji vénovat tomu, co vyplyva z Veselého vysvétleni si-
tuacni struktury méstského prostiedi. Za timto tcelem
opustim Patiz a podivam se do jiného mésta, Filadel-
fie, kterou znam lépe, ackoli stejné jako vétsina jejich
obyvatel mam tendenci povazovat jeji ,struktury” za
samoziejmé. Chtél bych se zabyvat péti tématy, ktera
jsem pravé vyjmenoval, s ohledem na pét odlisnych pro-
stiedi, kterd najdete po cesté na sever anajih podél me-
andru mezi dvéma fekami protékajicimi méstem. Moje
popisy budou mit charakter montaze, nehodlam vy-
tvaret uceleny obraz, ale spise soubor vyjadreni, ktera
riznym zpusobem prispivaji ke stylu nebo charakteru
mésta. Tyto situace — ackoli je 1ze snadno prehlédnout,
protoze jsou tak bézné,® — ptispivaji k tvorbé pozadi
(v Rilkové smyslu slova) pozoruhodnych filadelfskych
staveb; mym hlavnim zajmem - s vyjimkou jednoho
ptipadu — v8ak nejsou slavné stavby mésta. Zacnu pfti-
kladem, ktery se blizi parizské kavarné Veselého, nikoli
diky vnéjsimu vzhledu nebo prvkim, nebo dokonce
funkcim, které jsou podobné, ale diky zptsobu, jakym
funguje z kulturniho hlediska — jako méstska instituce.

6 — O tom, Ze ritudl se opira

o exemplarni udalosti nebo pribéhy,
piSe Joseph Rykwert, ‘The Purpose
of Ceremonies’ (Smysl obfadu),
The Necessity of Artifice (Nutnost
rafinovanosti), Londyn: Academy,
1982, s. 131-132. 131-132. Tvrdi, Ze
»jedinou spravnou etiologii obrfadu
je mytus”. Klasické studie o zvycich,
obnovenych i zapomenutych: Felix
Ravisson, Of Habit (Ze zvyku) (1838),
Londyn: Continuum, 2009.

7 — Tri pravidelni navstévnici
kavéren, ktefi byli zarovern prateli

i rivaly, Maurice Merleau-Ponty,
Jean Paul Sartre a Simone

de Beauvoir, diskutovali o povaze
téchto svobod a nedokézali najit
shodu, ale zustali presvéd&eni

o jejich vzajemné zavislosti.

8 — Pokud jde o metodu, zjistil
jsem, Zze ¢ernobilé fotografie,
,zmensené" oproti tomu, co bézné
vidime, poméhaji pochopit
,struktury*, o které se zajimal Vesely,
diky vylou¢eni nékterych nasich
pfirozenych predpokladu tykajicich
se jejich smyslu.



is hardly surprising when the terms I've been us-
ing are considered together, po/sit/ion and sit/ua-
tion are cognates; likewise sat, seat, and of course
site — all places where things, people, and events
come to be or had been settled. Third, situations
thus understood have a lasting quality. Once we’ve
left, the Café remains as it was, in fact and memory
(another cognate of situation is sedentary). Also,
fourthly, situations enable typical practices, hab-
its Vesely suggested, which take the form of ritual-
ized performances when the reenactment recalls a
significant founding event, or, in degraded forms,

6 — The point about ritual being
subtended by exemplary events or stories
is made in: Joseph Rykwert, ‘The Purpose
of Ceremonies’, The Necessity of Artifice,
London: Academy, 1982, pp. 131-132. He
argued that ‘the only proper aetiology

for a rite is myth'. On habits, renewed

and degraded, the classic study is:

Felix Ravisson, Of Habit (1838), London:
Continuum, 2009.

7 — Three café regulars, who were both
friends and rivals, Maurice Merleau-
Ponty, Jean Paul Sartre, and Simone

de Beauvoir, discussed and disagreed
about the nature of these freedoms,
while remaining committed to their
interdependence.

routine operations.® Lastly, the behaviors that ac-
commodate and represent typical practices also
allow individual decisions and improvised perfor-
mances, with which one associates the minor free-
doms of everyday life: turning toward or away from
a stranger, I said, animating the situation’s social
horizon. Perhaps the term ‘interdependent free-
doms’, no doubt debated at some length in one of
these cafés, expresses this dimension of urban sit-
uations most clearly.”

In part two of this study I'd like to elaborate in still
greater detail what is implied in Vesely’s explanation
of an urban setting’s sizuational structure. To do so
I'll leave Paris behind and turn to another city, Phila-
delphia, one that I know better, though like most resi-
dentsItend to take for granted its ‘structures’. My plan
is to address the five topics I've just listed in view of
five distinct settings, seen en route in ameander north
and south between the city’s two rivers. My account
will be montage-like, not intending a coherent picture,
only a set of expressions that variously contribute to
the city’s style or character. Though easily overlooked
because they’re so common,® these situations contri-
bute to the background (in Rilke’s sense) against which
Philadelphia’s remarkable buildings stand out — but
the city’s famous projects are not my main concern,
except in one case. I'll begin with an example that ap-
proximates Vesely’s Parisian café, not because of its
appearance or elements, nor even its functions, which
are similar, but because of the way it works culturally,
as an urban institution.

8 — Apropos method, I've found
that black and white photographs,
‘reduced’ with respect to what

we normally see, helps one grasp
the ‘structures’ Vesely sought by
suspending some of our naturalized
assumptions about their sense.
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Za fasiddou na rohu ulic Chestnut a 2nd Street ve Filadelfii se skryvaji jednotlivé
vrstvy znamého prosttedi (bar a stolicky, vitriny, stolky, dvete atd.), které z jedné
strany sméfuji k otevienému prostranstvi a dale k obsluzné ulici uprostied bloku.
Ackoli prostredi v baru a prostredi pred barem se lisi rozmérem, vyznamem i ob-
sahem, zadné nevladne ostatnim, kazdé si ¢ini stejny a nezavisly narok na prilehlé
chodniky, které zase maji své vlastni povinnosti, vedou podél ulice, od budovy k bu-
dové, a zaroven je mijeji, jako by jejich primarnim zajmem byl rizné rychly pohyb.
Po celé sifce baru je umisténo nékolik prihledt a prichodd, stejné jako mélké pro-
hlubné vybavené pro druh pobytu, k némuz jsou urleny. Zdanliva hranice baru,
pomérné silna nosna zed,, ustupuje prvkim, jejichz smyslem je vzajemné propojeni
skrze jeji sifku nebo kratkodoby pobyt podél ni, zejména u vstupnich schodd, ale
také v nékolika dals$ich mistech k zastaveni; naptiklad zcela vpravo, smérem k pro-
sklené autobusové zastavce, hned za ndpadné vyénivajicim vstupnim schodem, nebo
na rohu, coz je velmi oblibené misto s vyhledem na obé strany, kde se muz na nasi fo-
tografii spokojené rozhlizi, chranén arkyrem nad nim, schovan v kapse ulice stejné
jako jeho ruce v kapse saka. Na druhé strané fasady se tlaci vybaveni mistnosti, usi-
lujici, avak neuspésné, o dostateény prostor k dychani pro kazdého, kdo by se tu
chtél usadit. Navzdory prvnimu dojmu a konvenénim znalostem tedy nelze fici, ze
by tyto fasady byly ploché nebo dvojrozmérné. Pokud je budeme vnimat jako latku,
coz je velice Casto pouzivana metafora, tloustka mezi dvéma potahy odpovida cho-
vani, které obaluji. Jinymi slovy se v podstaté viibec nejedna o fasadu; jde o soubor
prahi a prohlubni po obou stranach nosnych pilift, z nichz zadny nepfedstavuje
jednoznaénou korelaci mezi prostfedim uvnitt a vné vlastni hranice budovy. Vlast-
nici nemovitosti ve Filadelfii nesou odpovédnost za chodnik pred jejich domem.

Jednim z objevit moderni architektury bylo, ze prostorovou hloubku Ize vytvorit
vrstvenim relativné tenkych prvki v rozestupech ramové konstrukce, aniz by bylo
nutné pouzivat masivni, nosné prvky pro uzavieni, oddéleni a usporadani — okenni
stény, pricky, zastény atd. Vyznamnym, i kdyz ponékud opozdénym, prispévkem
Filadelfie k této novince byl ¢aste¢ny odklon Roberta Venturiho od prostorového
mysleni Louise I. Kahna pfi zachovani jeho zakladniho poznatku: uzavteni (v an-
gli¢tiné ,enclosure®, pozn. prekl.), Kahnova hlavniho tématu, Ize dosahnout po-
moci povrchu, nikoli hmoty, vzoru, nikoli latky. Koleje Erdman Dormitories archi-
tekta L. 1. Kahna navzdory svym masivnim prvktim, stejné jako jeho nedaleké domy
Esherick House, Fisher House a Korman House, predjimaly to, co pozdéji rozvinul
Venturi. Téma v$ak neni zdaleka lokalni, nebot navrat obyvatelné hloubky v archi-
tektute lehkych prvki byl ukolem, kterého se ujalo mnoho modernisti: Le Corbu-
sier ve 30. letech, James Stirling v 80. letech, stejné jako Jean Nouvel, Kengo Kuma
nebo Renzo Piano dnes. Jednim z prvnich kroki pti feseni problému tenkosti vs.
tloustky je odlozeni pfedstav o prostorové hierarchii a s tim spojenych koncepta
méstské frontalnostia orientace — tradi¢nich méstskych formatt. Tichym a nezbyt-
nym piedpokladem tohoto argumentu je moderni pojeti prostoru jako matrice de-
signu, stejné jako koncept ,toku® prostoru skrze méstskou krajinu bez privilego-
vanych mist nebo instituci, kdy si véechna zadani narokuji rovnhocenné postaveni.



Behind the facades that corner Chestnut and 2nd Streets in Philadelphia, layers of
familiar settings (the bar and stools, display shelves, small tables, doorways, and
so on) recede toward an open lot on one side, and then still farther to a mid-block
service street. Although the settings in and outside the bar differ in dimension,
prominence, and content, none rules over the others, each makes an equal and in-
dependent claim on its corresponding sidewalks, which in turn have their own ob-
ligations, up and down the streets, building to building, while also by-passing them,
asif movements at different speeds were their primary concern. Side-to-side within
the bar’s width are some see- and pass-throughs, as well as shallow recesses that
contain provisions for the types of residing the place intends. The bar’s ostensible
limit, a fairly thick load-bearing wall, submits to elements that intend interconnec-
tion through its width or short-term stays alongside it, entry steps especially, but
also several stopping places; on the far right, for example, facing the glass-enclosed
bus stop, just beyond a noticeably prominent entry step, or at the corner, a much
preferred spot because of the bi-directional view, where the man in this photo com-
fortably scans the prospect, sheltered under the bay-window above, pocketed in the
street the ways his hands are in his jacket. On the other side of the facade there is
a corresponding push from the room’s furnishings, desiring, but hardly achieving,
ample breathing space for whom- or whatever would like a place there. Thus, de-
spite first appearances and conventional wisdom, these fagades cannot be said to be
flat or planar. If considered as fabric, an over-used metaphor, the thickness within
two coverings nicely fit the behaviors they enclose. In other words, it is not much
of a facade at all; instead, an ensemble of thresholds and hollows on either side of
load-bearing piers, none of which poses a univocal correlation between the settings
in- and outside the building’s proper limit. Property owners in Philadelphia are re-
sponsible for the length of sidewalk that fronts their holdings.

One of the discoveries of modern architecture was that spatial depth can be con-
structed through the layering of comparatively thin elements within the intervals of
astructural frame, with no need for massive, load-bearing instruments of enclosure,
separation, and arrangement — window walls, partitions, screens, etc. A relevant
instance of Philadelphia’s admittedly late contribution to this novel possibility was
Robert Venturi’s partial turn away from Louis I. Kahn’s spatial thought, without re-
nouncing his principle insight: enclosure, Kahn’s chief topic, could be achieved with
surface not mass, pattern not substance. Kahn’s Erdman Dormitories, despite their
full-bodied elements, anticipated what Venturi would develop, as did his nearby
houses, Esherick, Fisher, and Korman. But the topic is hardly local, for the recovery
of inhabitable depth in an architecture of light-weight elements was a task taken
up by many moderns: Le Corbusier in the 30’s, James Stirling in the 80’s, as well as
Jean Nouvel, Kengo Kuma, or Renzo Piano today. One of the first steps in solving the
thin-thickness problem is suspending notions of spatial hierarchy, and associated
conceptions of urban frontality and orientation — traditional urban formats. The
modern conception of space as the matrix of design is a tacit premise in this argu-
ment, likewise spatial ‘flow’, through an urban landscape without privileged loca-
tions or institutions, all tasks claiming equality of status. Of course, any potential
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Samoziejmé, ze jakykoli potencialni zisk s sebou nese znaéné riziko v podobé pro-
storové dezorientace, ale mozna i ta ma své vyhody - jako predstupen reorientace.

V pripadé naseho rohového baru, ktery kombinuje tenké a tlusté prvky, komprese
prostredia zatizeni do omezenych rozmért také prispiva ke koncentraci spolecen-
skych setkani, vétSinou neplanovanych. Klicovou charakteristikou této konver-
gence je mira jeho pritazlivosti. VSechny prvky baru uspofadané podle uréitého
radu — od autobusové zastavky na chodniku az po lahve za barem - zachovavaji
zakladni predpoklad $irsi konfigurace mésta: usporadani ulic a chodnikt do tvaru
mfizky, vjednom sméru pojmenovanych podle stromt, v druhém oznacenych ¢isly.
A to, co plati v horizontalni roviné, plati i pro vertikalni rovinu: v thlu 90 stupnt
ke svislym slouptim jsou navrstveny jejich protéjsky v nékolika rovinach: zidle, bar,
zrcadlo za barem a svétla, tvorici horni, nedomaci horizont spolecenské vymény.
Chtél bych se vsak zaméfit na presny zptisob této vymény, nebot ten je rozhodujici
pro predmétnou situaci, zejména proto, Ze je paralelni s ulici. Jednoduse feceno:
tento bar, stejné jako chodnik, ktery ho lemuje, zahyba za roh.

Ponechame-li stranou osamélé pijactvi, setkdni osob 9 — Toto alternativni oznageni -
stojicich u baru, kterému se ik ,americky“ nebo  dlouhyneboamericky bar~
)« . v oy , v ov. vysvétluje, pro¢ byl ,dlouhy bar
,dlouhy“ bar, jsou vZdy velmi tésna, a vétsinou se ode-  Adolfa Loose na Kartner Strasse
hravaji mezi nezndmymi lidmi.® Bar, na ktery ndzev Ve Vidni pojmenovan ,American
) v ’ o ’v . Bar"“ (Americky bar).
puvodné odkazoval, nebyl dlouhy sttl ve vysce hrudi,
na kterém se podavaji napoje, ale trubka, obvykle
mosazna, umisténa tésné nad urovni podlahy, o kte-
rou bylo mozné opfit si jednu nebo obé nohy; pokud
. J4 V_V ’ v . \ 4 v 4
si navstévnik opfel jednu nohu, bylo mozné oéeka-
v v 7 V7 4 v
vat, ze se postupné nakloni nebo otoéi danym smé-
rem. Rozhodujici je vsak uspordaddni v #adé (anglicky
yline-up®, pozn. prekl.). Zaprvé ma navstévnik Celni
orientaci, tzn. smérem k lahvim, za nimiz je v tomto
v v ! v . . v
pripadé umisténo zrcadlo. Ale to je asi tak vSechno, co
. v A v v 4 v . /4 A Ve 4
je véem v dané fadé spoleéné; rada je zaroven neurdita
anesmétuje ani doleva, ani doprava. Bez ohledu na to,
zda podél baru zaujme pozice méné nebo vice pijakd,
vzorek je v podstaté nesouvisly — pokud si ho pred-
! . v v . Y17 . . 4 . v
stavime jako retéz, jeho ¢lanky nejsou spojené, i kdyz
jsou dost blizko sebe na to, aby si ¢lovék v§iml souseda,
popt. dost daleko na to, aby si souseda nevsiml.



gain from these operations carries with it considerable risk, spatial disorientation,
but maybe that, too, has its benefits — as a preamble to reorientation.

In the case of our corner bar, which combines thin and thick elements, the compres-
sion of settings and provisionings within limited dimensions also concentrates so-
cial encounters, mostly unplanned. A key characteristic of this convergence is the
extent of its pull. All the bar’s alignments — from the sidewalk bus stop to the bot-
tles behind the bar — preserve the basic premise of the city’s wider configuration:
the grid layout of streets and sidewalks, tree-named in one direction, numbered in
the other. And what is true on the horizontal plane also holds for the vertical: at
90 degrees to the uprights, superimposed levels coordinate a set of counterparts:
the seats, the bar, the backdrop mirror, and the lights compacted into an upper,
non-domestic horizon of social exchange. But the precise manner of that exchange
is what I'd like to focus on, for it is decisive in the subject matter of the situation,
particularly insofar as it parallels the streets. Simply-stated: this bar, like its side-
walks, turns the corner.

Leavingaside solitary drinking, the encountersamong 9 — The alternative designations -
p'eopl’e sta1{1ding at what is variously called an ‘Ame- f:g:gﬂ:ﬂir}fjglf_gfff[;Sn;he
rican’ or a ‘long’ bar are always elbow-to-elbow, more  bar on Kartner Strasse in Vienna,
often than not among strangers.? The bar to which  the American Bar.

the name originally referred was not the chest-high,

lengthy table on which drinks are served, but a pipe,

typically a brass bar, mounted just above floor height,

on which one or both feet could take a rest — if just

one, possibly indicating an inclination or future turn in

that direction. But the /ine-up is what’s decisive. First,

its orientation is frontal, toward the bottles, which in

this case are backed-up by a mirror. But that’s about

all that’s shared along the line, which is also indeter-

minate in length and headed neither left nor right. No

matter whether it is a few drinkers or several that take

up positions along its length, the muster is essentially

disjointed - if thought of as a chain, it’s links are un-

linked, though near enough to notice a neighbor, or far

enough to not.
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Moznd, ze ani osamélé piti neni stranou v takto usporadané fadé lidi, mozna, ze
situace predstavuje a vyzaduje zaujeti spole¢ného postaveni ¢i stanoviska, nikoli
zdravy rozum, a zarovnani podle urcitého radu, nikoli shodu ¢i naprosty soulad.
Stejnou sdilenou oddélenost vystizné popsal W. H. Auden v basni 7. 24771939, ackoli
sputyka®, kterou takto vidél, byla v New Yorku, nikoli ve Filadelfii:

TVd/;e u baru 10 — W. H. Auden, ‘September 1,
Lpi na svém normainim di 503 s T N
Svétla nikdy nesmi zhasnout, peklad lvo A. Benda, pozn. prekl.)
Hudba musi pordd hrit,
Vsechny konvence se spikly,
Aby tato pevnost

Predstirala, Ze je domovem;
Abychom nevidéli, kde jsme,
Ztraceni ve strasidelném lese..1®

Ale jak uz jsem fekl, nas bar je rohovy, coz je zvlastni priklad dlouhého baru. Né-
ktefi hosté tu sedi zady ke 2. ulici, jini zady k ulici Chestnut (Kastanové). Obé linie
spolu sviraji uhel 90 stupni. Stejné jako u baru, ktery popisuje Auden, usporadani,
vyska a podptrné prvky jsou uréeny ke kratkodobému pobytu. Zvlastnosti tohoto
baru je, ze ¢lovék stojici u baru — jako pomléka mezi slovy v jedné fadce — se mtze
ocitnout tvari v tvar jinym lidem, ktefi sedi nebo stoji u baru za rohem. Po pravdé
receno, neni to Uplné zvd77 v tvar; hosté se mohou vzajemné pozorovat v rizné os-
trém nebo nepfimém thlu. Z uréitého ahlu je také vidét druhy chodnik a ulici za
nim. Vyhody $ir$i perspektivy jsou patrné v nékolika otoc¢kach, které vidime na této
fotografii: vétsi polet asociaci a $iréi pocit pospolitosti, ktery — priznejme si — neni
tak bézny v kontextu (nejen mésta, ale celé zemé), ktery ma tendenci zdtraznovat
individualitu.



Maybe solitary drinking hasn’t been left aside in a line peopled this way, maybe
the situation intends and represents common standing instead of common sense,
alignment not agreement. Shared separation such as this was poignantly described
in W.H. Auden’s poem September 1, 1939, though the ‘dive’ he saw was in New York,
not Philadelphia:

... Faces along the bar 10 — W. H. Auden, ‘September 1,
C/z'ng_to their average day: :qisng(;'cj;ﬁnoc’&:::gme' reere
The lights must never go out,

The music must always play,

All the conventions conspire

To make this fort assume

The furniture of home;

Lest we should see where we are,

Lost in a haunted wood..1°

But as I've said, ours is a corner bar, a peculiar example of the long-bar type. Here
some patrons sit with their backs to 2nd Street, others to Chestnut. Together, the
two lines form a 90-degree angle. Like the ‘dive’ Auden described, the heights,
alignments, and supports intend short stays. The oddity of this one is that the typ-
ical dash-in-a-line stance is coupled with the prospect of facing others who sit or
stand around the bar’s corner. In truth, it’s not exactly a situation of facing but no-
ticing, at an angle, variously acute or oblique. Also apparent at an angle is the other
sidewalk and street beyond. The benefits of the widened look are apparent in the
several turnings we see in this photo: an increased increment of association, and an
enlarged sense of commonality, not so common, one has to admit, in a context — not
just a city but a country — that tends to emphasize individuality.
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Clovék nepotiebuje vysokoskolské vzdélani v oboru architektury, historie urba-
nismu nebo uzemniho pldnovani, aby pochopil, Ze zivot ve Filadelfii je ve srovnani
s jinymi americkymi mésty mimoradné prijemny. Ac¢koli malokdo by mohl tvrdit,
ze jeji ulice jsou tak nadherné jako ulice v Patizi nebo Ze jeji namésti jsou tak ele-
gantni jako namésti v Londyné¢, dimenze a usporadani tohoto kvakerského mésta
(‘Quaker City’) vyjadfuji pozoruhodné dobre nastavené vztahy mezi vnéjsimi
a vnitfnimi prostory.

Na rohu ulic Cherry Sreet a Race Street se skryva interiér jedné ze starsich a slav-
néjsich kvakerskych modliteben (‘Meeting House’) ve mésté. Clenové, kteti béhem
svych setkani pravidelné sedavali v tichosti, se celé jedno a pul stoleti dirazné vy-
jadrovali ke spornym politickym otazkam: zruSeni otroctvi, vseobecnému voleb-
nimu pravu, praviim zen a mezinarodnimu miru. Tyto otazky samoziejmé silné re-
zonuji i dnes. To, co platilo pro tyto Pratele, platilo také pro jejich budovu: vnitini
odhodlani se snoubilo s vnéjsi neustupnosti. Toto spojeni vytvari charakteristickou
meéstskou situaci.

Povrchy, které vidime v interiéru, maji viceméné stejny ~ 11 — Peter Handke, Short Letter,
ik h druhé v h Lo di 6 Long Farwell (Kratky dopis, dlouhé
vzor jako povrchy na druhé strané ochranné zdi, tj. na  |5,geni), New York: Farrar Straus
A /4 /4 v . Vv .

verejné fasadé budovy. Tyto povrchy jsou pak tvoreny — Giroux,1974.
sestavou rovnobézek a kolmic, které jsou srovnatelné

NI 1Lt . 7 v o . ’
s usporadanim ulic v okolni ¢tvrti, jako by stavebni
linie vymezujici vertikalni rovinu byly zaroven rudi-
mentarnimi lineamenty horizontalni roviny. A co vic,

4 4 . Vv Vo.
tuto zakladnikonfiguracilze ve mésté jako celku pozo-
rovat Castéji: mrizky v mrizkach, jak jsem uvedl vyse,
umisténé pudorysné nebo ve vyvysené roviné. Ra-
kousky spisovatel Peter Handke ve svych poznamkach
o Chestnut Street zdiraziuje pfedevsim tento bod ve
vztahu k Filadelfii." Pravidla hry samoztejmé urcuje
ortogonalni geometrie, na ¢emz neni nic vyjimeéného.
Ale ve hre je i néco, co je méné bézné a méné formalni
a co Vesely nazyva skrytym. Tato tfi méritka — mist-
nost, budova a okoli — spoleéné tvoti topografii kulti-
vovanosti. To znamena, ze tvar a forma zde maji eticky
obsah a jsou spojeny se zpusoby vystavby a byti.

Co by charakterizovalo sizuaci méstské kultivova- 12 — Agkoli kvakerska teologie
nosti? Ve Filadelfii 17. a 18. stoleti by to nebyl ¢lovék,  toleruie celou Fadu presvéden

, ., . « Sy ¢i zékladnich premis, vétsina
ktery dava na odiv svou ,noblesu®; ba pravé naopak.  ranych autorti zdirazitovala pavodni
Kvakersky vyznam tohoto pojmu by ukazoval namista ~ nevinnost, nikoli hfich; tudiz

, , /. R dulezitost sebekultivace.
nebo osoby, které byly znamkou jistoty a kultivova-
nosti, protoze to, co bylo pfirozené nebo uvnitt, do-
4 . . 12 /4 ! /4 . v

zralo a projevilo se navenek.12 Chovani, které vyjadro-

valo tento druh kultivovaného rozvoje, bylo skromné



One doesn’t need a higher degree in architecture, urban history, or city planning to
know that among America’s cities Philadelphia is unusually livable. Although few
would claim that its streets are as magnificent as those of Paris, or that its squares
are as elegant as London’s, the dimensions and layout of the ‘Quaker City’ organize
remarkably well-scaled relationships between exterior and interior spaces.

The corner of Cherry and Race Streets encloses the interior of one of the city’s
older and more famous Quaker Meeting Houses. For a century and a half, its mem-
bers, who regularly sat in silence during Meetings, have been forcefully outspoken
on deeply contentious political issues: the abolition of slavery, universal suffrage,
women’s rights, and international peace. Obviously, those issues resonate strongly
today. What was true for these Friends was also true for their building: inner resolve
coupled with outer insistence. That pairing makes for a distinctive urban situation.

The surfaces we see in this interior setting are pat- 11 — Peter Handke, Short Letter,
terned in more or less the same way as those that ap- (29 el Len Yorkc Famar
pear on the other side of the sheltering wall, the build-
ing’s public facades. Those surfaces, in turn, present
arrangements of parallels and perpendiculars that are
comparable to the layout of streets in the surround-
ing neighborhood, as if the construction lines that
define the vertical plane were also the rudimentary
lineaments of the horizontal. What’s more, this basic
configuration can be seen more widely in the city as a
whole: grids within grids, as I noted above, laid down
in plan or raised up in elevation. The Austrian novel-
ist Peter Handke’s notes on Chestnut Street stressed
this point about Philadelphia primarily." Orthogonal
geometry sets the rules of the game, of course, and
there’s nothing unique in that. But something less
common and less formal, hidden in Vesely’s terms, is
also at play. Together, the three scales — the room, the
building, and the neighborhood — compose a topogra-
phy of refinement. This is to say, here shape and form
have ethical content, insofar as they accommodate and
represent ways of building and being.

What would characterize a situation of urban refine- 12 — Aithough Quaker theology
ment? In 17th and 18th century Philadelphia it would  !olérates arange of beliefs or
. 5. . basic premises, most early writers
not be one that made a show of ‘finery’; instead, its  accented original innocence, not
polar opposite. The Quaker sense of the term would Z”‘lt‘:‘:sor:he importance of self-
. . . ultivat .
point to places or people that indicated assurance and
cultivation, because what had been native or interior
had matured and made itself apparent.'? Behaviors

that expressed cultured growth of this kind were both
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aumirnéné, a zaroven jednoduché (v chemickém ¢i farmaceutickém smyslu slova,
kdy 1é¢ivé rostliny predstavuji prvky celkové vazby nebo smési, které nelze dale
zjednodusit). Vyraz elegantni, ktery bychom rovnéz mohli spojit s kultivovanosti,
by byl nespravny, pokud by byl chapan tak, Ze znamena luxus. ProtoZe Gspornost
stojici na opaéném konci spektra mtize znamenat lakotnou spofivost, ani to neni
spravné; nebot v téchto budovach a zvyklostech a stylu jazyka, které jsou s nimi
spojeny, Ize spatfit obrovskou chudobu, témér v cisterciackém stylu, pokud protes-
tantské sektarstvi nebrani tomuto prirovnani, vyjadrujici sebevédomou skromnost,
ktera byla tézce ziskana tvrdou praci nékolika ptispivajicich femesel. Jinymi slovy,
kultivovanost neboli zuslechténi zde predstavuje proces a vysledek naro¢né kulti-
vace, jejimz vysledkem je plny potencial. Slovo kultivace neboli zuslechténi, které se
bézné pouziva také k popisu praci a chovani, jez se vyhybaji prebytku a okazalosti,
oznaluje vytfibenost, Cistou strukturu bez pfimési aneb vzhled bez kazi, stejné
jako dosazené cile; to znamena praci a touhy dovedené k nélezitému konci (dokon-
¢eni, finalni Gpravu, pokud jde o materialy, kone¢nou platnost, pokud jde o skutky
a zivoty). Rané americké texty popisujici zaklady ,kvakerské estetiky“ opakované
pfipominaji svym Ctendftim, Ze je potfeba, ,aby za vds mluvil va$ Zivot“ (tzn. vas
zivot ma odrazet vase hodnoty, pozn. prekl.). S tim souvisi striktni ptikaz: skuzky
Jsou dulezitéjsi nez slova, coz znamena, ze platnost slov se méfi dikazy v podobé
skutki. Posledni véta predjima to, co tvrdil William Carlos Williams ve svych po-
pisech uméni a zivota ve mésté Paterson v New Jersey: ,, myslenky ve vécech” (ackoli
tento autor rozhodné nebyl kvaker, byl ptivodem Portorikanec, vystudoval medi-
cinu na Pensylvanské univerzité ve Filadelfii, a pak mésto opustil).

Zda se, 7e podle toho, odkud se divate, mistnost na této fotografii odrazi jeden ze
dvou zaméri: urbanizaci interiéru nebo domestikaci ulice. Vysledkem obou je vy-
tvoreni prostoru pro shromazdovani, kde se rezidenti a obéané mohou citit jako
doma — alespon v zasadé¢, nebot pochybuji o tom, ze chudi pristéhovalci se citili jako
doma, nemluvé o otrocich, a to ani ve mésté, které vyznavalo a snazilo se praktiko-
vat toleranci. Dne$ni rasova situace a vztahy svéd¢i o kontinuité téchto predsudki.
Pro fungovani analogické geometrie neni nutné méstské okoli; v méstské krajiné
muzeme objevit srovnatelny pomér mezi ¢asti a celkem, jako by jedno misto bylo
ztélesnénim okolni topografie, jejiz je zaroven soudasti.

Podobnost neni stejnost. Analogie umoziuji rozdily, vlastné je vyzaduji. Ve skrom-
ném interiéru pfed nami existuje kontrast mezi konfiguracemi uvnitf a vné. Rovina
vnéjsiho zdiva, které se zveda od vstupniho prostoru ke stfese, je ndpadné jednotna
v kontrastu s jasnym rozvrstvenim jeji vnitfni strany. Uvnitf jsou jasné patrné tfi
horizonty: nairovni oéi, pod urovni oé¢ia nad urovni o¢i, které odpovidaji urovnim
sezeni, stania vidéni. Pfesto prevazuje pocit vertikalni, vzpfimené pozice, a to diky
na vy$ku postavenym obdélniktim tabulek okennich skel a vertikalnimu umisténi
hran vysouvacich oken (typ okna, ktery podle nékterych historik vynalezl Robert
Hooke v dobé¢, kdy William Penn spustil kotvy na fece Delaware, cca pétadvacet mi-
nut chtize od mista, kde bylo toto okno postaveno). Jako by $lo o kresbu otocenou na
vysku, linie okennich rami muzeme vnimat jako jakysi graf, na némz lze mapovat



modest and moderate, as well as simple (in the chemical or pharmaceutical sense
of the word, where simples are irreducible elements of bonding or mixing). The
term elegant, which one might also associate with refinement would be wrong if
taken to imply luxury. Because economy, at the opposite end of the spectrum, can
imply cheese-paring stinginess, that’s not right either, for in these buildings and
the customary habits and style of language they accommodate, one sees an am-
ple sort of poverty, almost Cistercian, if protestant sectarianism doesn’t prevent
the comparison, expressing a confident modesty, because hard-won through the
labors of several contributing crafts. In other words, here refinement is the process
and outcome of an exacting cultivation that yields fullness of potential. Also used
commonly to describe works and behaviors that avoid excess and ostentation, the
word refinement signifies unalloyed make-up, or blemish-free appearance, as well
asaccomplished ends; which is to say labors and desires brought to their proper end
(finish for materials, finality for deeds and lives). Early American texts that outline
the rudiments of the ‘Quaker Aesthetic’ repeatedly remind their readers to ‘let your
life speak’. Hence the firm injunction: deeds before words, implying that the valid-
ity of the second is measured by evidence of the first. Though he was certainly not
a Quaker (a Puerto Rican who studied medicine at in Philadelphia at the University
of Pennsylvania, then left the city), this last sentiment anticipates what William Car-
los Williams would insist on in his descriptions of the art and life of Paterson New
Jersey: ‘ideas in things’.

Depending on your vantage, either of two intentions seems to be at play in the room
shown in this photo: urbanization of an interior, or domestication of a street. Both
resultin spaces of assembly in which residents and citizens can easily feel at home —
at least in principle, for one doubts that poor immigrants felt as though they be-
longed, to say nothing of slaves, even in a city that professed and tried to practice
tolerance. Race relations today attest to the continuity of this invidious prejudice.
Anurban vicinity isn’t required for analogical geometry to work, in city landscapes
one can discover a comparable ratio between part and whole, as if the single site were
the epitome of its encompassing topography.

Similitude is not sameness. Analogies allow difference, actually require it. In the
modest interior before us contrast exists between the configurations that appear
on the in- and out-side. The plane of exterior brickwork that rises from the entry
deck to the roofis strikingly uniform when contrasted with the insistent stratifica-
tion of its inner face. Inside, there are three distinct horizons: below, at, and above
the eye-line, coordinated with levels of seating, standing, and seeing. Still, a sense
of upright posture prevails, by virtue of the up-turned rectangles of window panes,
and the vertical ‘hang’ of the sashes (a window type invented, some historians say, by
Robert Hooke, around the time that William Penn lowered anchor in the Delaware
River, about twenty-five minutes’ walk from where this window would be built). As
ifit were a drawing turned upright, the window’s grid lines read rather like a graph,
against which can be plotted the growth and spread of street tree branches in the
distance, also the pace of pedestrians, and the slow speed of cars on one of the city’s
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smér rustu a rozlozeni vétvi pouli¢nich stromt v dalce, tempo chodct a pomalou
jizdu aut v jedné z mensich, na zapad smétujicich ulic mésta. Sklenéné okenni ta-
bulky se opakuji, deset a deset, a kazda z nich chce byt stejna jako ostatni — jednot-
livé nenapadna, ale stejné elegantni jako ostatni — i kdyz premoderni sklo ¢ini kaz-
dou z nich jedine¢nou. Podobné jsou uspotradany i desky a lavice — v fadach, stejné
jako okolni ulice a ulicky, rozmisténé podobnym zpusobem a navenek stejné. Pri
bliz$im pohledu je vsak kazda z nich zaroven osobita svou vlastni kresbou dfeva, na-
vzdory snaze zlistat nepovsimnuta, stejné jako starosti a oblasné radosti téch, kteri
zde béhem setkani kvakerti v tichosti sedavaji. Jejich pocet je v zdsadé neomezeny.
Ale po prekrocdeniurdité meze se zamér jejich usporadani zadina rozpadat, coz plati
i pro komunitu, kterou reprezentuji a které slouzi.



smaller westward streets. The panes repeat, 10 over 10, each wanting to be the same
as the others — unnoticed individually but equally refined — even if the pre-modern
glass makes each unique. Similarly arranged are the boards and benches, lined up
in rows, like the nearby streets and alleys, correspondingly spaced and outwardly
alike. But when viewed more closely, each is also personalized by its own grain, de-
spite its desire to remain unnoticed, like the worries and occasional pleasures of
those who sat or sit there quietly during a Meeting. In principle, their number is
unlimited. But beyond a certain size the enclosure their alignment intends begins
to disintegrate, as is true for the community they accommodate and represent.
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OBR. 4 Zadniulicka v Chestnut street: Laterdlni prispéviy
FIG. 4 A Chestnut Street Back Alley: lazeral contributions
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Kulturni bohatstvi ulic do znaéné miry zavisi na kvalité a charakteru vnéjsich pro-
stort, kterych si ztidkakdy vSimneme: vnitroblokti a dvort a prilehlych uli¢ek nebo
ulicek, do kterych usti — tzv. méstskych interiéri. Vzhledem k tomu, ze bloky domt
ve Filadelfii jsou ve srovnani s New Yorkem nebo Berlinem malé, mtizeme tyto pro-
story zahlédnout jen letmo, kdyz je mijime, vét$inou z podivnych thld, ztidkakdy
z dalky. Zadni zahradky a obsluzné plochy, které maji pouze okrajovy vyznam, jsou
néco jako herci ve vedlejsi roli, kterym obvykle neni pfipisovana zasluha, pokud je
predstaveni poutavé — cosi jako méstsky kompars. Presto tato prakticka mista Fi-
ladelfie a zpiisob mysleni, ktery vyjadiuji — vystadit s tim, co je k dispozici, — davaji
méstu charakter, ktery je mu vlastni.

Postranni uli¢ky a hlavni ulice maji v méstském vzorci protichidné role; stejné tak
zdi, které je lemuji. Ty jsou svym pojetim, vzhledem i provedenim natolik odlisné, ze
vedouk opravnéné otazce, zdase filadelfsti architekti a stavitelé nékdy v minulosti ne-
rozhodli opustit nejzakladnéjsi téma architektonického vyrazu: trojrozmérny objem.
Mistnosti jsou samoziejmé ohranic¢eny témito rohy, veskeré naznaky celoplosné spo-
luprace véak byly vylouceny. Pfedni strana a bo¢ni strany se ztikaji typickych zdvoti-
losti v podobé architektonického podani ruky nebo objeti — spodni ¢ast s rustikovym
zdivem, soubor kordonovych fims nebo opakujici se typy oken — jako by se spokojily se
stavebnim ekvivalentem bezstarostného prikyvnuti cestujicich ve vytahu. Nékteré po-
dobnostizde vak prece jen najdeme. Kazda sténa svira vrstvy tenkého prostoru, nikoli
prostfednictvim rovin, ale pomoci prvkii. Samotné prvky se vsak tidi kategoricky od-
lisnymi pristupy k agregaci. Linie a uhly sméfujici do ulice jsou formalné usporadany.
Hlavni slovo ma kompozice, nikoli konstrukee, i kdyz se vzory po celé ulici opakuji.
Cilem zarovnani a proporci v ramci této kompozice je jednota formy. Naproti tomu
bocninebo zadni zdi naopak dbaji na praktické uéely. Architekturaulicek se zivi praci.
Schody do sklepa napriklad zajistuji pomérné uéelny pristup, okenni truhliky doda-
vaji Cerstvé ingredience do kuchyné a cihlové zdi svédomité podpiraji strechy a slouzi
k zavé$eni pozarniho tinikového schodisté. Zadné vybaventi zdi uli¢ek nebo dvort
nebylo tvarem ani velikosti pfizpisobeno jinému vybaveni, protoze by bylo hloupé
(domyslivé) predvadét stejnost tam, kde Zadna neexistuje. Pfedpokladat, ze zed smé-
rujici do ulice je z architektonického hlediska spravna, protoze vychazi z kompozice,
adruhd nenispravna, protoze je provizorni, by znamenalo naprosté nepochopenti fila-
delfské architektury. Velka ¢ast stavebnich dél mésta se zabyva fesenim praktickych
problémi, takze je empiricka a pragmaticka zaroven. Je tomu tak, i pokud jde o mo-
numentalni architekturu, jako v pfipadé prvniho arealu nejstarsi méstské univerzity,
Pensylvanské univerzity (Penn), podle ndvrhu Williama Stricklanda.

Stejné jako materialy, které byly kdysi ziskany z ptirodnich zasob, se nakonec znovu
vrati prirodé, jsou rozdily, které jsem pravé popsal, obvykle ignorovany zivotem rost-
lin, které rizné putuji a toulaji se po zdech a fasadach. Mozna, Ze toulani neni ten
spravny termin, protoze ackoli vzor bfectanu je stézi architektonicky, jeho chovanije
zcela cilevédomé. Zivot rostlin ve vétsiné ¢asti mésta plisobi jako pomocna architek-
tura, ktera vytvari objemy tam, kde stavba vytvari pouze povrchy. Mrizkované fasady
nachazeji v téchto vertikalnich zahradach své neprojektované protéjsky.



The cultural richness of streets depends to alarge measure on the quality and char-
acter of exterior spaces one rarely notices: inner courts and backyards, plus the
lanes and alleys they adjoin or terminate — urban interiors. Because Philadelphia’s
blocks are small when compared to those of New York or Berlin, these spaces are
generally glimpsed in passing, mostly from odd angles, rarely from a distance. Mar-
ginal to typical concerns, rear-gardens and service-areas are rather like supporting
actors, normally un-credited when the performance is felt to be engaging — urban
extras. Yet, Philadelphia’s matter-of-fact places and the make-do thinking they ex-
press give the city the character that is its own.

Side alleys and main streets perform contrasting roles in the urban pattern; like-
wise, the walls that line them. The latter are so distinct in conception, appearance,
and performance one can legitimately ask if at some point in the past Philadelphia
designers and builders decided to abandon the most basic topic or theme of ar-
chitectural expression: three-dimensional volume. Of course, rooms are enclosed
by such corners, but all indications of wall-to-wall cooperation have been avoided.
Front and flanking sides forego the typical pleasantries of a tectonic handshake or
embrace — a rusticated base, set of string courses, or repetitive window types — as
if the two were content with the built equivalent to the insouciant nod of elevator
passengers. There are, however, some similarities. Each wall compresses layers of
thin space, not with planes but elements. Yet, the elements themselves are governed
by categorically distinct approaches to aggregation. The lines and angles of the
street face have been formally arranged. Composition not construction has the up-
per hand, even if the patterns repeat up and down the streets. Alignments and pro-
portions in this manner of composition intend unity of form. The side or back walls,
by contrast, attend to practical purposes. Alley architecture works for aliving. Steps
down to the basement, for example, provide fairly expedient access, window boxes
supply kitchens with something fresh, and brick walls dutifully support roofs and
hang fire escapes. None of the alley- or yard-wall furnishings has been shaped or
sized to recall another, believing it would be silly (pretentious) to portray likeness
when none exists. To assume the street wall is properly architectural because com-
posed, and the second not because make-shift, would be to utterly misunderstand
Philadelphia architecture. Much of the city’s built work concernsitself with solving
practical problems, making it both empirical and pragmatic. This is even the case
when monumental architectural in under consideration, as in the first premises of
the city’s oldest university (Penn) designed by William Strickland.

Just as nature eventually reclaims materials that were once taken from its reserves,
the distinctions I've just described are typically ignored by the plant life that wan-
dersup or across the facades and walls. Maybe wander isn’t the right term, for while
the ivy’s pattern is hardly architectural, its behaviors are single-mindedly purpose-
ful. Plant life in much of the city acts like an auxiliary architecture, constructing
volumes where construction only produced surfaces. Gridded facades find their
un-designed counterparts in these vertical gardens.
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Za zamraceného pocasi a temné oblohy by priihledy uli¢ek pravdépodobné neu-
moznovaly snadny priichod z jednoho konce na druhy, kdyby byla oteviena branka.
Zvyseny plot na délici zdi na levé strané navic podtrhuje oddéleni ulicky od malého
zadniho dvorku, prestoze se spolu déli o omezené svétlo. Prazdna zed' do zadniho
dvorku patfi stejné jako arkyt; zed zvysuje uzavienost, arkyt lateralni povédomi.
Pozarni schodisté se, jak se zda, fidi principem udelnosti a spokojuji se s praktic-
kym pripevnénim. Neméné napadné jsou okapové svody, které usmérnuji a urych-
luji spad vody a vyjadruji flexibilni systémy stény umoznujici velkou $iti pouziti.

Pouli¢nidoprava vyzaduje plynuly pohyb. Prijezd uli¢ckou naopak toleruje dopravni
zacpy. Lze si predstavit, ze zastaveni, které vidime, nebude trvat dlouho, a prijezdy
aodjezdy se nebudou fidit zadnym harmonogramem, na rozdil od rytmu autobust,
aut a chodct. Bez ohledu na to, jak dlouho potrva, obsah uli¢ky rozsifuje mést-
skou ptidu a neni o nic méné souéasti méstské struktury nez hlavni trasy. Komprese
ulicky z boku pak vede k tomu, ze nebe i puda ziskavaji vétsi vyznam, nez kdyz jsou
volné a Siroce pristupné. Uli¢ky, trochu jako penézenky v zadnich kapsach ulice,
podporuji dobrodruzstvi fasadd a mistnosti, které obklopuji, diky filadelfskému
pragmatismu, flexibilité a Sifce.



Under a narrower and lower sky, the alley see-though would probably not allow pas-
sage or delivery to have an easy time getting from one end to the other, were the
gate opened. What’s more, the raised fence on the left-side dividing wall reasserts se-
paration between the alley and a tiny rear court, despite the fact they share the limited
light. A blank wall is no more out of place than a bay window in a rear court, the former
increases enclosure, the latter lateral awareness. The fire-escapes seem governed by
aprinciple of expediency, content with after-the-fact attachment. No less prominent
are the downspouts, which guide and accelerate water’s downward fall, expressing the
wall’s flexible systems that permitted a great latitude of application.

Street traffic desires unimpeded movement. Alley passage, by contrast tolerates
congestion. One imagines that the stay of what we see won’t be long, nor will arrivals
and departures follow any schedule, unlike the rhythms of buses, cars, and pedestri-
ans. However long it remains, alley content increases the city’s holdings, and is no
less a part of its fabric than the dominant routes. Moreover, the alley’s lateral com-
pression results in both sky and soil obtaining greater significance than when they
are so freely and widely available. Rather like wallets in the street’s back pockets,
alleys fund the adventures of both the facades and the rooms they enclose, thanks
to Philadelphia’s pragmatism, flexibility, and latitude.
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OBR.5 Pamatnik na Spruce Street: Kulturni vzpominka
FIG. 5 A Spruce Street Monument: cx/tural memory
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Architektura pamatnik mésta Filadelfie pfedstavuje architektonicky vzorec, ktery
by potésil kazdého matematicky orientovaného pozorovatele: ob¢anska budova
= moderni citovost + jednoduché ¢lenéni. V tomto bodé do pribéhu mésta znovu
vstupuje jiz zminéné eticko-architektonické téma, opovrhovani pompéznosti, mar-
nivostia okazalosti, cozje vzhledem k danému tématu pomérné necekané. Obvykla
predstava je takova, ze monumentalni architektura by méla ohromovat svou velko-
leposti. Ve Filadelfii tomu tak neni; tamni pomniky, kterych ve srovnani s vefejnymi
institucemi neni mnoho, jsou prekvapivé nemonumentalni.

Vezméme si budovu obchodni burzy Merchant’s Ex-
change na ulicich Walnut a Dock a 3. ulici. Misto, kde
stoji, ma zvlastni tvar a nema prilis velky odstup od
okolnich ulic3, s vyjimkou vychodni strany, kde se na-
chazi volné prostranstvi ve tvaru trojuhelniku, které
byvalo dfive mistem, kde rybari susili své sité a dél-
nici vykladali dfevo na topeni z malych ¢lung, které
zvladly ohyb jednoho z méstskych pritoka feky De-
laware (Dock Creek, pozdéji prejmenovany na Dock
Street poté, co byla tehdejsi pomala vodni cesta za-
kryta dlazdénim). Z ostatnich stran se na budovu tlaci
rezidené¢niulice, které brani Siroké vyhlidce na budovu
aumoznuji ji zahlédnout pouze z urcitého thlu. Stavba
neni nijak vyvysSenanad urovniulice, jak je typické pro
pamatky v jinych méstech, zejména v Evropé — vzpo-
meiite na kruhovy kryty vstup do kostela Vech dusi
architekta Nashe v Londyné na konci Regent Street,
ktery muze byt urcitym vzorem, nebo na podobné vy-
uziti oblouku v Cortonou prestavéném kostele Santa
Maria della Pace v Rimé. Dal$i paralelou v uvedeném
mésté, i kdyz ve vétsim métitku, by mohla byt pal-
kruhova sténa na zadnim prtdeli baziliky Santa Ma-
ria Maggiore, jejiz kaskada schodt dominuje zadnimu
namésti. Ackoli ptizemi filadelfské obchodni burzy
je na trovni s chodnikem, jeji palkruhovy peristyl je
vyvyseny — rané vyhledy na feku Delaware a pohledy
od reky musely byt impozantni — a lze jej naplno ob-
divovat z volného prostranstvi v zadni ¢asti. JeSté vy-
raznéjsi je takzvana kupole: Stricklandova interpre-
tace athénského Choragického pamatniku lysikrata.
Kdyby byl pouzit Stricklandiv pivodni navrh, zdobila
by vrchol socha Zeny s trojzubceem, coz by vyjadfovalo
myslenku Filadelfie jako pfistavniho mésta; misto toho
je na vrcholu kupole/lucerny umisténa vétrna korou-
hev. Vyvysené prvky a jejich zamérna vyraznost ne-
brani propojeni na urovni ulice vzhledem k domacimu

13 — Na Usvitu ,moderni*

tradice — myslim tim dobu italské
renesance - prosazoval Leon
Battista Alberti Siroké vyhledy —
stranou od tlaku davu, jak fikal - pfi
umisténi dulezitych ob&anskych
staveb, zejména kostell, &imz
sekularizoval a omezil na otazku
perspektivy obsah a zplsoby
zapojeni na posvatném okrsku
(temenos) antického chramu,
ekvivalentnim prostranstvi v ramci
méstské struktury nebo krajiny za
méstem. DalSi autofi, ktefi ve svych
dilech o architekture Albertiho
néasledovali, jeho doporuéeni
opakovali, ale skute¢né stavby ¢asto
vyjadrovaly jiné zajmy, jako napfiklad
ve Filadelfii. Viz: Leon Battista
Alberti, On the Art of Building in
Ten Books, Cambridge, Mass.: MIT,
1988, p. 126



Philadelphia’s monumental architecture introduces an architectural formula that
would make any mathematically-minded observer more than happy: modern sen-
sibilities + plain articulation = a civic building. The ethical-architectural theme al-
ready adduced, disdain for pomp, vanity, and display, rejoins the urban narrative at
this point, but unexpectedly, given the specific topic. We tend to think that mon-
umental architecture must impress with grandeur. That’s not the case in Philadel-
phia, where monuments, few as they are when compared to public institutions, are

surprising unmonumental.

Consider the Merchant’s Exchange, at Walnut, 3, and
Dock Streets. Within the oddly-shaped site it occu-
pies the setback from the surrounding streets is not
all that great,1® except on the east side, a triangular
shaped clearing that was formerly the place where fish-
ermen dried their nets and workmen off-loaded fire
wood from the small boats that had managed a bend
in one of the city’s tributaries to the Delaware River
(Dock Creek, later renamed Dock Street, after the
then sluggish waterway was paved over). The residen-
tial streets on the other sides press in on the building
and prevent widely-inclusive prospects, only angled
views. Nor is the work hoisted above the street, as is
typical of monuments in other cities, especially in Eu-
rope — think of the circular porch of Nash’s All Souls
in London, possibly a model here, negotiating the bend
in Regent Street, or the similar use of the engaged arc
in Cortona’s Santa Maria della Pace in Rome. Another
comparison in that city, though at a grander size, could
be the semicircular wall on the back facade of Santa
Maria Maggiore, with its cascade of steps dominating
its rear piazza. Although the ground level of Philadel-
phia’s Exchange grips the sidewalk, its semi-circular
peristyle is raised up — the early views to and from the
Delaware River must have been impressive — and can
be fully taken in from the clearing to the rear. Even
more prominent is the so-called cupola: Strickland’s
interpretation of the Choragic Monument of Athens.
Had Strickland’s initial design for the uppermost fig-
ure been built, a woman-with-trident sculpture, the
idea of Philadelphia as a port city would have been ex-
pressed, but a weathervane tops the cupola/lantern in-
stead. The raised elements and the prominence they
intend do not impede street-level involvements, given
the building’s domestic scale and the shallow depth of
its reveals, and especially the high porosity of its base.

13 — At the dawn of the ‘modern’
tradition, | mean the time of the
Italian Renaissance, Leon Battista
Alberti argued for ample viewing
spaces - removed from the
pressing crowd, he said - in the
siting of important civic buildings,
especially churches, secularizing
and reducing to a matter of
perspective the content and ways of
participating in the ancient temple's
temenos, an equivalent clearing

in the urban fabric or extra-mural
landscape. Architecture writers

who followed Alberti repeated his
recommendation, but what was built
often recognized other concerns,
as in Philadelphia. See: Leon Battista
Alberti, On the Art of Building in

Ten Books (Cambridge, Mass.:

MIT, 1988), 126.
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métitku budovy, mélké hloubce odhalenych ¢asti a zejména vysoké poréznosti jeji
zakladny. Budova téz postrada velkolepé schodisté, které obvykle zdobi méstskou
pamatku. Pti silnych destich se zde hromadi vét$i mnozstvi vody, nez jaké zvladne

uli¢ni kanalizace, coz pripomina starobyly terén mista.

Podle pavodniho Stricklandova navrhu dokonéeného
v roce 1832 vybizely aktivity v pfizemi k neobchodni
vyméné v ramci blizkého okoli.1® Byla zde umisténa
velka posta, pojistovaci kancelate a hojné vyuzivana
kavarna. Nedaleka kavarna, kde obchodnici uzavirali
neformalniobchody, tésné pred dokoncenim burzy vy-
hotela. V patfe se nachazela velka ¢itarna a podkrovni
byty — kde nékolik let bydlel sim Strickland — s ptistu-
pem do jesté vyssi kupole s lucernou, ktera poskyto-

14 — Dals$i vyznamna finanéni
budova ve Filadelfii, sidlo PSFS,
navrzena Georgem Howem

a Williamem Lescazem, rovnéz
porusila precedens, kdyz umistila
pronajimatelné prostory pod
zvySenou bankovni halu, a to

z podobnych divodd, aby se
budova sama zaplatila a byla
yultrapraktickd“. Nehledé na finance
bylo i v tomto pfipadé vysledkem
propracovanéjsi zapojeni do
okolnich ulic a méstského okoli. Vice

o urbanistické inteligenci budovy
PSFS viz: David Leatherbarrow,
‘Practically Primitive’, Architecture
Oriented Otherwise, New York:
Princeton Architectural Press, 2009,
s.173-194.

vala panoramaticky vyhled, jenz se stal stejné oblibe-
nym auzivanym jako vyhled z véZe Independence Hall
(Sin nezavislosti). Snad nejvyraznéjsim dikazem an-
gazovanosti budovy ve mésté je skuteénost, ze v dobé,
kdy v mistnostech obklopenych polorotundou sidlilo
vedeni spolecnosti, se kolem ni sbihaly linky mést-
skych omnibust. V riznych obdobich jeji dalsi historie
se rozloha téchto prozaickych funkci rozsitovala riiz-
nymi pfistavbami; v jednom pripadé byla k oblouku
zaktivené stény podivné ,prilepena“ mala hranata bu-
dova, v jiném ptipadé pribyl pfistfesek podobny mar-
kyze, ktery slouzil jako pfistfesek pro drzitele auto-
busovych jizdenek. Ve véech téchto pripadech byla
probihajici sména spise prakticka nez penézni; v ka-
zdém pripadé $lo o situace méstské interakce: nastou-
peni do autobusu spolu s ostatnimi, odeslani dopisu
nebo posezeni u kavy.

Stejné jako priceli domt na druhé strané Walnut Street se na fasadach burzy di-
sledné opakuje nékolik kompoziénich prvka: sloupy, pilite, typy oken a vyzdoba.
Zakladnim principem usporadani je sériovost (opakovani v uréitém poradi), po-
dobné jako u opakujicich se ulic ve Starém Mésté. Toto je zvlasté patrné u dlouhych
boénich zdi, které jsou modulovany rytmem prazdnych ploch a trojdilnych oken,
hluboce zatiznutych do mramoru, ale ptisné jednoduchych, jako zdi domaci archi-
tektury navrzené Stricklandovymi evropskymisoudasniky, k nimz pattil Friedrich
Weinbrenner, Friedrich Gilly a Karl Friedrich Schinkel v Némecku nebo C. F. Han-
sen v Dansku. Prvky Stricklandova dila jsou velice abstraktni a ukazuji, ze na ,au-
torském® vyjadfeni a dal$ich ditkazech autorstvi témét nezalezi. Strickland dopo-
rucoval architektiim, aby se obraceli k fecké architekture popsané na strankach
knihy Antiquities of Athens (Starovéké Athény) autort Stuarta a Revetta (1762) —
coz nds nemuze prekvapit u ¢lovéka, ktery pisobil ve mésté, kterému se tehdy



And it lacks the grand stair that typically equips a city monument. During heavy
rain storms accumulations that exceed what the street drains can manage recall the
site’s ancient terrain.

As originally designed by Strickland and fin- 14 — Another important financial building in

ished in 1832, the ground floor’s activities in- E;“(';:fr'g:isgwh: ::ﬁv'i‘l‘;:“r’:t:;f;;d:;ig"ed

vited non-mercantile exchanges within the vi-  broke precedent by placing rentable premises

cinity.?4 A large post office was acchmodated :ﬂ?ﬁraréifffsbﬂgtiﬂg s i'i‘l‘éi‘:]ig sgyf?;r

there, insurance offices, and a heavily used cof-  itself, making it ‘ultra-practical’. Finances

fee house. The one nearby, where merchants  aside, in that case, too, the result was a more
. . elaborate engagement with the surrounding

had informally conducted business, hadburned  gireets and urban vicinity. For more on the

down just before the Exchange was finished.  urbanintelligence of the PSFS building, see:

Upstairs were a large reading room and gar-  Reniecrure Orionted Otmerwise, New

ret-like apartments — Strickland himself lived  York: Princeton Architectural Press, 2009,

there for a number of years — with access to P> '"*7%*

the lantern cupola still higher, providing pan-

oramic views that were as commonly enjoyed

there as those from the tower at Independence

Hall. Perhaps the most vivid evidence of ur-

ban engagement is the fact that the city’s om-

nibus lines converged around the half rotunda,

once the rooms it enclosed were occupied by

the company’s headquarters. At various times

in its subsequent history additions extended

the floor space of these prosaic functions, in

one case a little box-of-a-building was oddly at-

tached to an arc of the curved wall, in another

an awning-like co vering was added to shelter

bus-ticket holders. In all these cases, exchange,

was less monetary than practical, each a situa-

tion of urban interaction: getting the bus with

others, posting a letter, or having a coffee.

Rather like the fronts of the houses across Walnut Street, the Exchange facades
insistently repeat a few elements of composition: columns, piers, window types,
and ornaments. Seriality is the ordering principle, rather like repetitive streets in
Old City. This is particularly evident in the long, flanking walls, which are modu-
lated by a rhythm of blank surfaces and three-part windows, deeply cut into the
marble, but severely plain, rather like the walls of domestic architecture designed
by Strickland’s European contemporaries: Friedrich Weinbrenner, Friedrich Gilly,
and Karl Friedrich Schinkel in Germany, or C.F. Hansen in Denmark. The elements
of Strickland’s work are highly abstract, suggesting that ‘signature’ articulation,
and attendant evidences of authorship hardly mattered. He advised architects to
turn toward the Greek architecture displayed on the pages of Stuart and Revett’s
Antiguities of Athens (1762) — hardly surprising for someone at work in the city
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tikalo ,Americké Athény“1% Uslechtilost charakteri-
zuje i dalsi priklady architektury monumentt ve Fila-
delfii. Tvary Haverford College naptiklad zdtraznuji
zakladni stavebni linie. Barevnost, ktera se zde vysky-
tuje, pochdzi ze samotnych materiald; nic nebo téméf
nic nebylo pridano nebo prikrasleno. Slovnik, syntax
a Clenéni jsou stidmé. Vyrezy ve sténach postradaji
ramy a kladi neobsahuje triglyfy ani metopy, podobné
jako Girard College, ktera bylanavrzena tak, aby vyjad-
fovala silu, komfort a uhlazenost. I v obéanské budové
urcené k obchodovani a ziskavani kapitalu je tedy pa-
trné pohrdani okazalosti, vystavnosti a marnivosti —
s vyjimkou interiéru, bohaté vyzdobeného volné sto-
jicimi mramorovymi sloupy, podlahovou mozaikou
a malovanou klenbou v hale, kde probihala vyména;
to vSe vsak bylo zni¢eno, kdyz byla budova prestavéna
pro uclely burzy cennych papiri. To, co dnes vidime
zvendi, plné odpovida Stricklandovym nazorim na
jednoduchost. Ackoli je jeho formulace zvlastni, jeho
argumenty jsou jasné a v nékterych ohledech zcela mo-
derni: ,Jednoduchost jakéhokoli uméleckého dila spo-
¢iva v malém poétu jeho hlavnich ¢asti... Pfedstavme
si obytné domy, kostely, palace atd. postavené tak, ze
budou svym tvarem tvorit geometricka a pevna télesa.
Obytny diim je v obrysech krychle, kostel kuzel a palac
pyramida. Tyto obrysy jsou velmijednoduché a symet-
rické, pevné dané; a rozumi jim téméf kazdy...“18

15 — Strickland(v ugitel Benjamin
Henry Latrobe byl jednim z mnoha,
ktefi poctili Filadelfii timto titulem.
Viz jeho jubilejni fe¢ z roku 1811.

16 — Citovano v knize Agnes
Addison Gilchrist: William
Strickland, Architect and Engineer
(William Strickland, Architekt and
inzenyr) 1788-1854, Philadelphia:
University of Pennsylvania, 1950,
s. 42.

Adolf Loos, jehoz velka obchodni budova ve Vidni byla stejné usporna jako Strick-
landova budova, po svém pobytu ve Filadelfii na konci 19. stoleti, kde bydlel u svého
stryce hodinafe na Chestnut Street, nékolik blokt od Stricklandovy burzy, nékde
mezi8.a9. ulici, propagoval moderniarchitekturu nezatizenou vahou dodate¢nych
historickych odkazt (moderni vkus + prosty styl); podle ného: ,Budoucnost patii
¢lovéku v montérkach.” Pét let po svém puisobeni na Chestnut Street vydal knihu
Ornament a zlocin. Alkoli se o Americanovi nikdy nezminil, Ize tusit, Ze pfi svém
obdivu k Schinkelovi by se Stricklandem uréité nasel spoleénou rec.



that was then called ‘The Athens of America’ 1% Re-
Jfinement characterizes other examples of monumen-
tal architecture in Philadelphia. The forms of Haver-
ford College, for example, amplify the primary lines
of construction. What color there is comes from the
materials themselves, with little, if anything added-on
or dressed-up. The vocabulary, syntax, and articula-
tion are spare. Cuts in walls lack frames, and the en-
tablature has been built without triglyph or metope,
rather like Girard College, which was designed to ex-
hibit strength, convenience, and neatness. Thus, even
inacivic building dedicated to commerce and acquisi-
tion of capital there is an evident distain for pomp, dis-
play, and vanities — except on the inside, richly fitted
out with free-standing marble columns, floor mosaics,
and a painted vault in the exchange hall, all destroyed
however when the building was refitted for the pur-
poses of the Stock Exchange. What one can see today
on the outside fully accords with Strickland’s views of
simplicity. Though his phrasing is odd, his arguments
are clear, and in some ways quite modern: ‘Simplicity
in any work of art consists in the fewness of its princi-
pal parts... Suppose any, or all of the geometrical su-
perficies and solids constructed by their forms into
dwelling houses, churches, Palaces, etc. The dwelling
house, in outline, a Cube; the church, a Cone; and the
Palace, a Pyramid. Now these outlines are very simple
and symmetrical, rigidly so; and understood by almost
everybody...1®

15 — Strickland’s teacher,

Benjamin Henry Latrobe, was
one among many who honored
Philadelphia with this title. See his

Anniversary Oration of 1811.

16 — Cited in Agnes Addison

Gilchrist, William Strickland

Architect and Engineer 1788-1854,

Philadelphia: University of
Pennsylvania, 1950, p. 42.

After his time in late-19*" century Philadelphia, staying with his watchmaker uncle
on Chestnut Street, several blocks away from Strickland’s Exchange, somewhere
between 8" and 9t Streets, Adolf Loos, whose great commercial building in Vienna
was no less spare than Strickland’s, argued for a modern architecture unburdened
by the weight of supplementary historical reference (modern taste + plain style):
‘the future’, he wrote, ‘belongs to the man in overalls’. Five years after his time on
Chestnut Street he published ‘Ornament and Crime’. Though he never mentioned
the American, one suspects that with his admiration for Schinkel he would have

found common cause with Strickland.
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OBR. 6 Zahradav Lombard Street: PFirodni historie
FIG. 6 A Lombard Street Garden: natural history
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Mésta nam vzdy mohou poskytovat vice, nez je na prvni pohled zfejmé. Mozna
jsou tak zajimava pravé tim, ze prekonavaji nase predstavy a ocekavani. Dobré bu-
dovy jsou zpravidla zajimavéjsi nez to, co si o nich myslime; totéz plati o obrazech
a samozrejmé o lidech. Neoéekavany a nec¢ekané bohaty obsah mésta je patrny ze-
jména na mistech, ktera se neustale obnovuji; mam na mysli parky a zahrady, jejichz
celodenni a sezénni projevy, stejné jako jejich stiny, které se méni kazdou hodinu,
ozivuji i okolni ulice a budovy, ackoli stromy, kefe a rostliny se zdaji byt prilis za-
hledéné do svych vlastnich zalezitosti (ristu), nez aby se staraly o svij vliv. V jejich
proménach se uplatiuji dva druhy ¢asu, cyklicky a linedrni. Méstské zahrady se
oblékaji jinak, kdyz sviti nebo zapada slunce nebo kdyz stoupa ¢i klesa teplota se
stfidanim ro¢nich obdobi, stejné jako se ménijejich vzhled v prubéhu desitek let po-
stupného rustu, ktery nakonec jednoho dne skonéi. Oba druhy zmén poukazuji na
jisty potencial, nebot to, co se chysta na nejmensim méstském pozemku nebo v nej-
vétsim méstském parku, 1ze zahlédnout jen ¢aste¢né, podobné jako tajné bohatstvi
méstské topografie.

Zdi, které ohranicuji zahradu v ulici Lombard Street na této fotografii, jako by je
stavéli stafi Rimané, nikoli Rekové, kombinuji réizné vrstvy stavebnich materiald,
nékteré nosné, jiné slouzici spise jako obklad, odolnéjsi v jadru a s kratsi zivotnosti
na povrchu. Vrstva Stukové omitky tésné obemkla cihlové télo jako druha kuze,
podobné jako plavky obejmou télo plavce tésné poté, co se poprvé ponoti do vody,
a stala se jeho nedilnou soucdasti tvari v tvaf plisobeni vnéjsich vliva prostredi.
A tyto sily, zejména dést, ale i slunce a vitr, ¢asem znovu odhali zed' a patrné vzory
skvrn, béhem prvnich nékolika let bledé a pozdéji tmavsi nasledkem desitek let po-
stupného riistu, znedisténi ovzdusi, nahodného nebo umyslného poskozeni atd.
Cast zdi, k niZ je pfipevnéna branka, toto vie ignoruje. Pravidelné rozmisténé svislé
sloupky branky se vSak podobaji svislym sloupktim jakéhokoli nedalekého okna,
nebot predstavuji abstraktni kritérium rustu, ktery se odehrava za zdi.

Prichody zahradou, ktera je ramovana blokem domti a nachazi se vjeho centru, jako
by nenavazovaly na pohyb po okolnich ulicich a chodnicich, ani z hlediska sméru,
ani z hlediska rychlosti. Jeji meandry nas vedou $patnym smérem a zpozduji pro-
stor. Jejich lhostejnost viidi okoli vSak neni absolutni. Dfive, nez projdeme brankou,
vime, ze cesticky byly vytyleny s ohledem na orientaci slunce a Ze rostliny byly vy-
brany arozmistény ve vztahu k vy$ce budov, ¢imz umocriuji jak prirodni podminky,
tak nahodné architektonické dostavby a prestavby. Stejné zdturaznéni se tykairoz-
misténi krajinnych prvki v rozlehlém filadelfském parku Fairmount Park — bylo po-
tfeba pracovat s tim, co bylo dano, coz soucasné znamenalo plisobit proti tomu. Rist
adispozi¢niusporadani prvki v okoli Lombard Street navic nezastinilo starsi, pred-
pennovskou zivnou pudu mista, nebot nazvy nékterych diagonalnich ulic dodnes
ptipominaji nékolik vodnich vlaken jemného pfediva podzemnich ptitoki feky De-
laware, které se kdysi prolinaly se stezkami ptivodnich americkych obyvatel: blizka
ulice Passyunk nebo vzdalenéjsi Moyamensing na druhé strané mésta.



Cities always have more to give than they typically show. Perhaps this is what makes
them so intriguing, the ways they exceed one’s ideas and expectations. Good build-
ings, too, are generally more interesting than what we assume about them, likewise
paintings, and of course people. Unexpected — unexpectedly rich — urban content
is especially apparent in places that continually renew themselves, I mean parks and
gardens, the diurnal and seasonal appearances of which also animate surrounding
streets and buildings, as do their hourly shadows, though the trees, bushes, and
plants seem too self-absorbed in their own business (growing) to care about their
effects. Two kinds of time are at play in the changes they display, cyclical and linear.
City gardens dress themselves differently when the sun shines or sets, or the season’s
temperature rises or falls, just as their appearances change through decades of in-
cremental growth, eventually coming to an end. In both types of change, however,
potentials reveal themselves partly, for what is to come in the city’s smallest plot
or the country’s largest city park can only be glimpsed incompletely, much like the
secret wealth of urban topography.

Asifbuilt by ancient Romans not Greeks, the walls that enclose the Lombard Street
garden that appears in this photo combine distinct layers of building materials,
some load-bearing, others mere cladding, more durable at the center and short-lived
on the surface. Like a swimmer’s suit immediately after the first dive, the coat of
stucco re-skinned the brick body, having made itselfinseparable when placed under
the influence of environmental forces. And those forces, rain especially but also sun
and wind, will in due course resurface the wall once again, with a pattern of stains
registered faintly during the first few years, then more darkly after decades of in-
cremental growth, air pollution, accidental or willful damage, and so on. All this is
neglected by the wall slice to which the gate is bolted. But the gate’s regularly spaced
verticals are like those of any nearby window, in so far as they provide an abstract
measure of the growth behind the wall.

Framed by the block and standing at its center, the garden’s passages seem not have
continued the movements along the surrounding streets and sidewalks, neither
their directions nor speeds. Its meanders misdirect and delay space. Their indiffer-
ence to the surroundings is not, however, absolute. Before passing through the gate
one knows that the paths were set down in consideration of solar orientation, and
that the plants were selected and placed in response to building heights, thus aug-
menting both natural conditions and the accidents of architectural additions and
alterations. The same augmentation was true of the distribution of landscape ele-
ments in Philadelphia’s vast Fairmount Park — working with what had been given,
which also meant working against it. What’s more, in the vicinity of Lombard Street,
layout and growth haven’t eclipsed the more ancient, pre-Penn, substrate of the lo-
cation, for a few watery threads in the wider filigree of sub-surface tributaries to
the Delaware that once meshed with the native American trails are still recalled by
the names of diagonal streets: Passyunk nearby, like Moyamensing on the other
side of town.
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Zahrada na této fotografii je zjevné prerostla. Bfeétan se plazi po chodniku, pfes
litinovy plot a po cihlové fasadé; stejné tak kete obsadily mista uréena pro zahony
a vétve stromu se proplétaji, i kdyz jsou v nékolika pripadech bez listi. Vysledny
vzhled neni ani tak neéekany — zahrady je snadné zanedbat — jako spiSe improvizo-
vany, neplanovany. Na utvafeni toho, co vidime, se zjevné nikdo nepodilel, alespon
ne v posledni dobé. V déjinach zahradniho uméni pro tento vzhled neexistuje po-
jmenovani, neuvazené byva popisovan tak, ze se vymkl kontrole. Bezejmenna opus-
téna mista po celém mésté naznaduji totéz. Vzhledem k eleganci secesni geomet-
rie — znovuzakotveni stylu v mys$lenkach a formach ptirody — pochybuji, zZe Henri
van de Velde mél na mysli takovyto rist, kdyz slavné prohlasil, ze ,linie je sila“. Zde
vidime silu, ale vysledkem jsou linie, které nikdo nenavrhl. Tam, kde ,,pfirodni“ sily
prevazuji, se linie zdaji byt nezakonné, zejména pokud je posuzujeme podle kompo-
zi¢nich pravidel, jako jsou ta, ktera plati pro Filadelfii: ortogonalni, soumérné a my-
$lenkové priuhledné. Riist v této zahradé, stejné jako v kazdé jiné, se samozrejmé
ridi velkymi cykly, rannimi a jarnimi zacatky, veCernimi a zimnimi konci a jejich
opakovanim. Ale to jsou obecné ramce, které plati nejen pro tuto zahradu, ale i pro
vSechny ostatni. Mnohem zajimavéjsi jsou konkrétni vlastnosti a charakter této si-
tuace: temnéjsi, nez by ¢lovék Cekal, napadné ticha a vlhka, kde neninic napadného
k vidéni, pouze zbytky dfivéjsich vysadeb, nékolik osamélych exemplaft rostlin
bojujicich o preziti, rozbité hracky, ztracené nadseni. Ale i kdyz zde neni moc k vi-
déni, je toho vic, nez bychom oéekavali, a proto je to misto zajimavéjsi, nez bychom
si predstavovali. Z hlediska mést a jejich situaci zahrady odhaluji klicovy rozmér
méstské reality, hlubokou odlehlost a neprekonatelnou lhostejnost, ktera svédéi
o historii nového vymezeni, které lze obdivovat a které je mozné si uzit, ale nelze
ho plné pochopit, ani navrhnout ¢i naplanovat.

Postscriptum

Kdyz jsem naposledy sedél s Daliborem v patizské kavarné — shodou okolnosti to
byla kavarna Deux Magot, nikoli de Flore — mél jsem jasny a ponékud neprijemny
pocit, ze je myslenkami jinde, jako by zapomnél, ze s nékym sedi u stolu. Zdalo se,
ze ho mnohem vic zaujaly jeho vzpominky na to, jak toto misto pred lety navstivil,
nebo predstavy o tom, kdo dalsi zde pobyval. Kdyz ¢isnik prinesl uéet, Dalibor se
okamzité vratil zpét do pritomnosti a trval na jeho zaplaceni.



The garden shown in this photo is obviously overgrown. Its ivy has dilated across the
walk, through the cast-iron fence, and up the brick facade; likewise, the bushes have
come occupy the spaces designed as flower beds, and the branches of the trees in-
tertwine, even though they’re leafless in a few cases. The resulting appearance isn’t
as much unexpected — gardens are easy to neglect — as unscripted. Obviously, no
one had a hand in shaping what we see, at least not recently. In the history of garden
art, there no names for this look, one thoughtlessly says it has run wild. Nameless
abandoned sites throughout the city suggest the same. Given the elegance of Art
Nouveau geometries — that re-grounding of style in ideas and forms of nature — I
doubt that Henri van de Velde had growth such as this in mind when he famously
wrote that ‘line is a force’. Here we see force, but the result is lines no one designed.
Where ‘natural’ powers overpower lines seem lawless, especially when judged ac-
cording to rules of composition like Philadelphia’s: orthogonal, commensurate, and
transparent to thought. Of course, growth in this garden, like any other, follows the
great cycles, morning and spring beginnings, evening and winter endings, and their
repetitions. But those are general frameworks, apposite not only to this garden but
all others. What is far more interesting are the particular qualities and characters
of this situation: darker than one would have expected, strikingly quiet, and damp,
with nothing striking to see, only remnants of earlier planting campaigns, a few
lonely specimens struggling to survive, broken toys, abandoned enthusiasms. But
even when there’s not much to see there’s more than expected, making it more in-
teresting that one imagined. For cities and their situations, gardens disclose a key
dimension of urban reality, a profound remoteness and unbridgeable indifference
that attests to a history of redefinition that might be enjoyed and admired but can
neither be understood fully nor designed.

Postscript

The last time I sat with Dalibor in a Parisian café — it happened to be Deux Magot,
not de Flore — I had the distinct and somewhat discomforting feeling that his mind
was elsewhere, as if he had forgot that he was sitting with someone. More engaging,
it seemed, were his memories of being there long ago, or imaginings of who else had
been there. When the waiter returned with the bill Dalibor instantly returned to the
present, and insisted on paying.
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Bernardo Antonio Vittone udélal pfi predstavovani svych staveb 1 — srov.

v publikaci «Istruzioni Diverse» z roku 1766 [0BR. 1] u jednoho ra- ~ Bernarde,
Antonio Vittone,

ného dila pIné nasledujiciho styl Guarina Guariniho vyjimku a ne-  istruzioni
zobrazil zde pouze trojité, pres sebe vrstvené klenby, ale také na nich EL'J‘;‘::E

vyobrazené nebeské hierarchie. Pohled na nebe, jak stoji v komen-  agneli, 11, 1765,
tari, je vénovan lidové zboznosti, «spirituale coltura della gente di ~ tav. LXXVill.
campagna», pro niz byla tato znama kaple zvana «Vallinotto» podle ge;;drg"'
zaméru donatora Antonia Facia téz zamyslena. Vittone zde v nejmen-  antonio Vittone,

$im formatu, avsak se zaméfenim na nejpokrodilejsi architektonické :;'Fr“ZiO”i
lverse,

vzory, takrka ,modelové” exemplifikoval kostelni stavbu ve smyslu  ygano: Agneii,
Guarina Guariniho; kratce predtim se také stal spoluvydavatelem :,1;@)33\,/5)“.136
n. .

knihy «Architettura Civile» (1737) z Guariniho pozustalosti. A toto
dilko se pozdéji objevuje ve Vittoneho «Istruzioni Diverse» (1766)
nejen jako architektonicky model; vyobrazeni ukazuje jasné téz na-
bozensky a spasny ,,smysl“ kaple diky jeji orientaci ,zdola vzhtru“?
Vittoneho vysvétleni je obsahlé, vyjmenovava zde nejen namalované
obrazy, ale i jejich architektonickymi prostfedky a svétlem docileny
azinscenovany efekt: «Nell’interno pero ella [=la Chiesa] é ad un pi-
ano solo, che sormontato va da tre Volte 'una sovra l'alta esistenti,
tutte traforate, ed aperte; cosi che luogo ha la vista di coloro, che si
trovano in Chiesa, a spaziare per li vani, che esistono fra esse, e go-
dere in tal modo coll’ajuto della luce, che vi s’intromette per mezzo di
Finestre internamente non apparenti, la varieta delle Gerarchie, che
gradatamente crescendo vi si rappresentano in esse Volte, e sino alla
sommita del Cupolino, ove espresso vedesi la Santissima Triade.» ?

Vittone zdtiraznuje, Ze chtél tento efekt umocnit prostfednictvim Sikovné perspek-
tivni zkratky v zobrazeni («in degradazione prospettica»). Skromné vsak dodava,
ze pro dokonalou realizaci by nezbyval ¢as. Samotny komentaft je dostate¢né jasny
azdtraznuje zimérnou instrumentalizaci ,,dodani smyslu® prostfednictvim vysoce
komplexnich architektonickych struktur a pouzitych prostiedki perspektivy. Tyto
prostiedky kopiruji zakony optiky, a tak podtrhuji smyslové vnimani.

Jak se to vsak ma s ,dodavanim smyslu®, kdyz odpovidajici pfedobraz — nebo ales-
pon odkaz nanéj — chybi? Jak by potom mél byt ,,obrazovy smysl“ nebo smysl ,nahé®
architektury patrny? Samoziejmé jiz Vitruv spojoval imago s podobou narysu, a tak
ptisoudil fasddé, jakoz i pozdéji metaforicky vyvedenému ob/iceji moznost obrazo-
vého vyrazu. AvSak ne vSude se architektura — a to aniv projekci — projevuje jako fa-
sada. A presto pravé architektura Guarina Guariniho vzdy volala po vykladu, ktery
pouhou architekturu a konstrukci presahuje a jehoz ,,obsah“ je pfesto mozné zazit
prostfednictvim smysli.

Tento zdanlivy paradox odjakziva drazdi déjiny uméni; pomérné pozdé také priradily
architekturu k oblastem, jejichz vyznam je radno zkoumat. Vyklad Giintera Band-
manna z roku 1951 Stredovékd architektura jako nositel vyznamu (Mittelalterliche



OBR.1 Bernardo Antonio Vittone, Istruzioni Diverse,
Lugano: Agnelli, I1, 1766, tab. LXXVIII: Cappella del
Vallinotto (fez)

FIG.1 Bernardo Antonio Vittone, Istruzioni Diverse,
Lugano: Agnelli, I1, 1766, fig. LXXVIII: Cappella del
Vallinotto (section)

OBR. 2 Giinter Bandmann, Mittelalterliche Architektur
als Bedeutungstriger, Berlin: Gebr. Mann, 1951

FIG. 2 Giinter Bandmann, Mittelalterliche Architektur als
Bedeutungstriger, Berlin: Gebr. Mann, 1951
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Architektur als Bedeutungstrdger) [osr. 2] platila pro mnohé coby
prvotinasvého druhu. Zadind u nazornych a ,znazornujicich“ soch,
aby poté hned na zacatku odkazala na méné ,vécné®, ,nerealistic-
ké“3 Zkusenost s abstraktnim uménim mame jiz dlouhou dobu;
také Erwin Panofsky ve svém systému vyznamovych rovin pred-
vidal vyznamovou vrstvu ryzich forem a barev. Pfesto se historie
uméni drzi svého uzkého vymezeni ,ikonografie” coby védy o vy-
znamech zobrazeni a do oblasti (abstraktnich) symbola ¢i dokonce
magickych znak se uchyluje pouze v pfipadé nouze. Ve svém histo-
rickém ohlédnuti nezachazi Glinter Bandmann dal nez k Friedrichu
Schlegelovi, nardzi zde na ,bozsky vyznam“4, rozpoznava v ném
yimanentni vyznam krestanského stavitelstvi®, které by se napfri-
klad dalo spojit s ,germanskou fantazii“, na zakladé ¢ehoz lze poté
vysvétlit véechna monstrdzni vyobrazeni stavebnich plastik obdobi
romantismu. Bandmann chtél sledovat cestu od obsahu k ,,pouziti
uréitych forem“® a nechtél se zastavit u domnének v§eobecného ar-
chitektonického vyznamu.

Také obracena — a mezi modernimi architekty oblibena — cesta
nachazet v zakladnich geometrickych tvarech volné podle Timaia
hlubsi smysl a chtit tak uchopit vyznam architektury se toéi pfi-
li$ v kruhu. Kniha Rudolfa Wittkowera Architectural Principles
in the Age of Humanism [ogRr. 3], ktera byla po svém vydani v roce
1949 dychtivé prijata architektonickou obci jako zadna jina, k ta-
kovymto rychlym zavériim tu a tam rovnéz svadéla. Wittkower se
hned na zadatku obratil proti ‘architecture of pure form’ v italské
renesanci, aby se vénoval ‘underlying ideas’®, které vsak zase vy-
razné spojoval se zakladnimi geometrickymi tvary, a timto zpu-
sobem ukojil touhu architekti po vyznamu.

3 — Srov. Glinter
Bandmann,
Mittelalterliche
Architektur als
Bedeutungstrager
[Stfedovéka
architektura jako
nositel vyznamu],
Berlin: Gebr. Mann,
1951, str. 11.

4 — Id., str. 30.
5 — Id., str. 9.

6 — Srov.

Rudolf Wittkower,
Architectural
Principles in the
Age of Humanism,
London: Warburg
Institute, 1949, str. 1.

Kdo sesel z této zdanlivé evidentnia plausibilni
cesty, aby objevoval jiné, zamotanéjsi ,struk-
turalni“ vlastnosti, musel poditat s odmitanim
anepochopenim; to se tyka Hanse Sedlmayra,
ktery se se svymi studiemi Borrominiho? kom-
plexnéjsich vytvort a jejich rozlozitelnosti na
jednotlivé prvky na konci analyzy obratil k ja-
zyku, ktery v zasadé umoznuje ,realizovat
v tomto jazyce smysluplné novotvary“®. Pro
kazdého architekta predstavuje tento pfistup
jasné danou, prospektivni ivahu, ne tak pro
kunsthistorika, ktery se od implikaci tohoto
druhu povétsinou odklani. Sedlmayrovi vSak
vprvnitadé$lo o ,projektivni reinterpretaci“®
v ramci Borrominiho architektonického dila;

7 — Srov. Hans Sedlmayr, Die Architektur
Borrominis, Zweite vermehrte Auflage,
[Borrominiho architektura. Druhé, dopinéné
vydani] Mnichov: Piper, [1939]. - Toto nové vydani
obsahuje rozsahlou ¢ast ,Neuer Versuch tber
Borromini“ [Novy pokus o Borrominiho] (str. ix—
xxix), jakoz i upfesnujici ,Doslov” (str. [162]).

8 — Takto explicitné formulovano v doslovu,
ktery se jesté jednou vyslovné obraci k «<more
Borromini»; jedné se o rekonstruovani ,jeho
celistvosti“, ktera presahuje ,konstitutivni*
pojmovou analyzu: srov. Id., str. [162].

9 — Id,, str. 75; zde oznaceni z toho vznikajicich
Lpribuznych“ vytvort: ,Das Prinzip dieser
Umbildung ist: das projektive Bild eines
architektonischen Gebildes wird gedeutet als
Bild eines anderen, projektiv affinen, Gebildes.”
[Principem tohoto pietvareni je: projektivni obraz
architektonického vytvoru je interpretovan jako
obraz jiného, projektivné pribuzného vytvoru.]



Bernardo Antonio Vittone, while presenting his buildings in the 1 — ¢t Bernardo

«Istruzioni Diverse» of 1766 [Fie.1], made an exception and depicted f"m”ﬁ" Vittone,
struzioni DlVeI’Se,

in an early work entirely in the tradition of Guarino Guarini not  Lugano: Agneli, I,

only the vaulted shells layered on top of each other in three tiers,but ~ t@v. XVIll

also the celestial hierarchies painted on them. The view of heaven, in;n%'\ﬁft;”nagdo

according to the commentary, is dedicated to popular piety, the  Istruzioni Diverse,

«spirituale coltura della gente di campagna», for which this appro- L—;‘Ggﬁa’:)":é\g'(‘:')'(i')('l'\/)

priately well-known chapel called «Vallinotto» was also intended, R

according to the intention of its founder Antonio Facio. Here, Vit-

tone exemplified church construction in the sense of Guarino Guar-

ini in the smallest format, but oriented towards the most advanced

architectural patterns; shortly before, he had co-edited Guarini’s

«Architettura Civile» (1737). And now the little work appears late

in Vittone’s «Istruzioni Diverse» (1766) not only as an architectural

model; the image also clearly shows the religious and salvation-his-

torical ‘meaning’ of the chapel as a result of its orientation ‘from the

bottom up’1Vittone’s corresponding explanation is detailed, nam-

ing not only the painted images but also their effect achieved and

staged by architectural means and light: «Nell’interno pero ella [=

la Chiesa] é ad un piano solo, che sormontato va da tre Volte 'una

sovra l'alta esistenti, tutte traforate, ed aperte; cosi che luogo ha la

vista di coloro, che si trovano in Chiesa, a spaziare per li vani, che

esistono fra esse, e godere in tal modo coll ajuto della luce, che vi

sintromette per mezzo di Finestre internamente non apparenti, la

varieta delle Gerarchie, che gradatamente crescendo vi si rappre-

sentano in esse Volte, e sino alla sommita del Cupolino, ove espresso

vedesi la Santissima Triade.» 2

Vittone explains that he wanted to intensify this effect by skilfully foreshortening
the representation («in degradazione prospettica»). However, he admits that there
was not enough time for perfect realisation. The commentary is clear enough to
illustrate the intended instrumentalisation of ‘sense-making’ through the highly
complex architectural structure and the applied means of perspective. The lat-
ter are, after all, modelled according to optical laws and thus support perception
through the senses.

But what about the ‘creation of meaning’ if a corresponding pictorial suggestion — or
atleastahint of it — is missing? How should a ‘pictorial sense’ or a sense of ‘naked’ ar-
chitecture be recognisable? Of course, Vitruvius had already associated the 9mago’
with the figure of the elevation, thus assigning a pictorial means of expression to the
facade as well as to the face, which was later frequently used as a metaphor. But not
everywhere does architecture — not even in projection — present itself as a facade.
And yet Guarino Guarini’s architecture has always called for an interpretation that
transcends mere architecture and construction and whose ‘content’ can neverthe-
less be experienced through the senses.
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oBR. 3 Rudolf Wittkower, Architectural Principles in
the Age of Humanism, London: Warburg Institute, 1949
FIG. 3 Rudolf Wittkower, Architectural Principles in

the Age of Humanism, London: Warburg Institute, 1949
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This apparent paradox has always puzzled art history; it was com-
paratively late in assigning architecture to the study of meaning.
Giinter Bandmann’s 1951 Mittelalterliche Architektur als Bedeu-
tungstrdger [he. 2] was considered by many to be the first of its kind.
It starts with the descriptive and ‘illustrative’ pictorial works, only
to refer right at the beginning to less ‘thing-bound’, ‘non-objective’
things.3 We have long since had experience with abstractart; Erwin
Panofsky, too, had provided for the layer of meaning of pure forms
and coloursin his system of levels of meaning. Nevertheless, art his-
tory clings to its narrower conception of ‘iconography’ asa doctrine
of pictorial meanings and tends to take refuge in the realm of (ab-
stract) symbols or even magical signs only if necessary. In his histor-
ical review, Glinter Bandmann hardly goes back beyond Friedrich
Schlegel, where he encounters the ‘divine meaning’4, recognises it
as the immanent meaning of Christian architecture’, which would,
for example, connect with the ‘Germanic imagination’, from which
all the monster formations of Romanesque architectural sculpture
could then be explained. Bandmann wanted to follow the course
from content to ‘the application of certain forms’® and not stop at
the suspicion of general architectural significance.

The opposite approach — popular among modern architects — of
trying to understand the deeper meaning and significance of ar-
chitecture in the basic geometric forms freely according to Ti-
maeus, also goes too far in circles. Rudolf Wittkower’s book Ar-
chitectural Principles in the Age of Humanism [re. 3], which was
eagerly received by the architectural community like no other af-
ter its publication in 1949, sometimes led to such quick insights.
Right at the beginning, Wittkower had turned against an ‘archi-
tecture of pure form’ in the Italian Renaissance in order to devote
himself to the ‘underlying ideas’®, which he in turn strongly as-
sociated with basic geometric forms and in this way satisfied the
architects’ longing for meaning.

Whoever departed from this seemingly evident and
plausible path in order to discover more intricate,
‘structural’ properties elsewhere had to accept rejec-
tion and incomprehension; it concerns Hans Sedlmayr
who, with his studies of Borromini’s” more complex
structures and their decomposability into elements,
turned at the end to the analysis of a /anguage that
in principle makes it possible ‘to make meaningful
new formations in this language’®. The latter is a tho-
roughly indicated, prospective consideration for any
architect, notso for the art historian, who usually turns

id., p. [162].

3 — Cf.Glnter
Bandmann,
Mittelalterliche
Architektur als
Bedeutungstrager,
Berlin: Gebr. Mann,
1951, p. 1.

4 — I|d., p.30.
5 — Id., p.9.
6 — Cf. Rudolf
Wittkower,

Architectural
Principles in the
Age of Humanism,
London: Warburg
Institute, 1949, p. 1.

7 — Cf. Hans SedImayr, Die
Architektur Borrominis, Zweite
vermehrte Auflage, Minchen: Piper,
1939. - This new edition contains the
important part ,Neuer Versuch tber
Borromini“ (pp. ix-xxix), as well as
the clarifying ,Nachwort“ (p. [162]).

8 — This is explicitly formulated

in the epilogue, which once again
explicitly addresses the «<more
Borromini»; it is a reconstruction of
‘wholeness’ that goes beyond the
‘constitutive’ conceptual analysis: cf.

PAGE 193



STRANA 194

sohledem na né hovotil o ,latentni strukture“a ,latent-
nich novych formach®. Velmi se tim samoztejmé blizil
otazkam navrhu. Mluvilo se také o , genetickém® nazi-
raniumeéni, které se obracelo proti tehdy béZnému ome-
zeni se na fenotypické znaky — jako ,styl“ —; vétsi zajem
byl pfitom o vytvor nez o produkt néjaké ¢innosti.1®
Z ,analyzy struktur vyvinuvsi se z psychologie“je tak
trefny popis Sedlmayrovych snah o pochopeni Borromi-
niho. Byl s nimi v rozporu se svymi kritiky, pro néz byl
pohled zauzky horizont historie uméni hrtzou, zvlasté
i proto, ze svou roli zde hrala moderni chemie Sedl-
mayrovi poslouzila jako paradigma k popsani ,synte-
tické” stavby téles: ,Tak jako Lavoisier ,vidi‘ sestavat
chemicka ,télesa’ z ,prvk’, tak vidi Borromini architek-
tonicka télesa slozena z reliéfnich prvki.“12 Sedlmayr
oznacil tuto predstavu svéta ze ,stavebnich prvka“ za
yhlavniznak ,kartezidnského’ pohledu na svét ve vSech
jeho zndmych obménach“13

Sedlmayr pouzil toto paradigma, aby lépe umoznil po-
chopit zvlastni charakter Borrominiho kreativity. Sotva
védél, ze vylet do oblasti chemie poslouzil jako inspirace
jiz nékde jinde a byl — stejnym zptsobem jako ve dva-
catém stoleti historii uméni — kritizovan. Spise naho-
dou zminil Friedrich Nicolaivjedenactém svazku svého
cestopisu ,Beschreibung einer Reise durch Deutschland
und die Schweiz, im Jahre 1781“ [Popis cesty Némeckem
a §V;’7carskem, v roce 1781] v rubrice ,Philosophische
Querkopfe” [Filozoficti nonkonformisté] Karla Hein-
richa Heydenreicha a jeho ,originalni napady“ a cito-
val ze tretiho svazku (1796), co oznadoval za ,prirodni
védu“ a ,teleologii génia“ a ,teorii originality ve svo-
bodném uméni, a dalsi uzasné vécicky*: , P. Heidenre-
ich vnima totiz génia a originalitu jako mineralni vodu,
kterou chce rozpustit ve své chemické peci na jednot-
livé slozky.“1* Dostava se — jako Sedlmayr u Eberharda
Hempela a dal$ich — do ,podezfeni teorie“: ,Jen Ze se to
nedéje,” doplnuje Nicolai, ,jako v chemii prostfednic-
tvim zkusenosti, nybrz vée probihd a priori.“1® Takovito
Hfilozofové teorii“ kunsthistorika pretézuji!

10 — Srov. Hans SedImayr, Eine
,genetische Monographie* (recenze
Poppova dila Michelangelova

kaple Medicejskych), in: Kritische
Berichte, 1928/29, sesit 2,

str. 187-192; zde: str. 189.

11 — Ktomu - také v poradi -
podrobnéji: Werner Oechslin,
Borromini e I'incompresa
«intelligenza» della sua architettura,
in: Richard Bosel/Christoph L.
Frommel ed., Borromini e I'Universo
Barocco, Milan: Electa, 1999,

str. 107-117.

12 — Srov. Sedlmayr, 1939, op. cit.,
str. 133.

13 — |bidem.

14 — Srov. Friedrich Nicolai,
Beschreibung einer Reise durch
Deutschland und die Schweiz, im
Jahre 1781, Elfter Band [Popis cesty
Némeckem a Svycarskem, v roce
1781, Jedenécty svazek], Berlin und
Stettin: Nicolai, 1796, str. 215.

15 — |bidem; to vede Nicolaie

k odsudku uméni: ,Ich hoffe daher
auch gewiB, daB er nachstens die
Wirkung von Raphaels Gemalden
a priori festsetzen wird, ohne sie
gesehen zu haben. Kein Mensch
konnte es besser, als dieser
Theoriephilosoph, steif a priori
gebietend...” [Proto také védomé
doufam, Ze pristé a priori stanovi
pusobeni Rafaelovych maleb,
aniz by je vid&l. Zadny &lovék

by to nedokézal |épe nez tento
filozof teorie, neohrabané a priori
zadajici...]

Propast mezi empirii a ,,¢istym rozumem®, mezi ,,dianetickym“ a rozumem urcuji-

4 . 4 « v 4 . A /4 Vv A 4 /4 ./ ’ 7 %
cim ,noetickym“ myslenim je oteviend; $ance na smireni marna. Oboji zavadi téz
Vitruv s dvojici pojmi urcujicich «scienti» architektury, tedy pojmy «fabrica» a «ra-
tiocinatio», a ucinil architekturu, ve které je vepsano ,,architektonické”, {imz se



away from such implications. But Sedlmayr was first and
foremost concerned with ‘projective reinterpretations’®
within Borromini’s architectural work; he spoke with
reference to it of ‘latent structure’ and ‘latent transfor-
mations’. He had, of course, thus moved very close to the
questions of design. There was also talk of a ‘genetic’ view
of art, which turned against the then common restriction
to phenotypical characteristics — such as ‘style’; one was
more interested in entities as the product of an event.1®
Structural analysis developed out of psychology’is proba-
bly an accurate description of Sedlmayr’s efforts with Bor-
romini. He thus found himself at odds with his critics, who
were loathe to look beyond the narrow fence of art his-
tory, especially since modern chemistry was also to play
aroleM For Sedlmayr, it served as a paradigm to describe
the ‘synthetic construction of bodies” ‘Just as Lavoisier
“sees”chemical “bodies” composed of “elements”, so Bor-
romini sees architectural bodies composed of relief ele-
ments.”12 Sedlmayr described this idea of a world made of
‘building blocks’ as a ‘central feature of the “Cartesian”

world view in all its known variations’13

9 — Id., p. 75; there is the
designation of resulting ‘affine’
formations: ‘The principle of
this reshaping is: the projective
image of an architectural
formation is interpreted as the
image of another, projectively
affine, formation’.

10 — Cf. Hans Sedlmayr, Eine
»,genetische Monographie*
(Review of Popp,
Michelangelo’s Medici Chapel),
in: Kritische Berichte, 1928/29,
volume 2, p. 187-192; p. 189.

11 — Onthis - also in the
sequel - in more detail:
Werner Oechslin, Borromini
e l'incompresa «intelligenza»
della sua architettura, in:
Richard Bosel/Christoph L.
Frommel ed., Borromini e
I'Universo Barocco, Milano:
Electa, 1999, p. 107-117.

12 — Cf. SedIimayr, 1939,
op. cit., p. 133.

13 — Ibidem.

14 — Cf. Friedrich

Sedlmayr used this paradigm to better understand the particu-
lar character of Borromini’s creativity. Little did he know that
the excursion into chemistry had already inspired and was con-
demned elsewhere — in the same way as it had been condemned
by art history in the twentieth century. Rather coincidentally, in
the eleventh volume of his ‘Description of a Journey through Ger-
many and Switzerland, in the Year 17871’, Friedrich Nicolai came
to speak of Karl Heinrich Heydenreich and his ‘Original Ideas’
under the heading ‘Philosophical Querkheads’ and quoted from
their third volume (1796) what he called a ‘Natural History’ and
‘Teleology of Genius’ and ‘“Theory of Originality in Free Art, and
Other Splendid Little Things More” ‘Hr. Heidenreich looks at
genius and originality like mineral water, which he wants to dis-
solve into its constituent partsin his critical chemical furnace’ 14
It falls — like Sedlmayr with Eberhard Hempel and others — into
the ‘theory-suspicion’ ‘Only that it is not,” Nicolai adds, ‘as in
chemistry, through experience, but everything happens a prio-
ri.’18 Such ‘theoretical philosophers’ overtax the art historian!

Nicolai, Beschreibung
einer Reise durch
Deutschland und die
Schweiz, im Jahre
1781, volume 11, Berlin
and Stettin: Nicolai,
1796, p. 215.

15 — l|bidem; this
leads Nicolai to a
judgement of the
kind: ‘I therefore

also certainly hope
that he will soon
establish the effect of
Raphael’s paintings a
priori, without having
seen them. No man
could do it better
than this theoretical
philosopher, stiffly
commanding

a priori...".

The gap between empiricism and ‘pure reason’, between ‘dianetic’ thinking based on
empiricism and ‘noetic’ thinking based on reason, has been opened up; the opportu-
nity to mediate has been lost. Both are introduced in Vitruvius with the conceptual
pair of «fabrica» and «ratiocinatio» that determines the «scientia» of architecture
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od dob Aristotela mysli téz,, sporddané”, exemplarnim prikladem ta-
kovychto setkani a pronikani. Kantova ,architektonika“ neni zave-
dena pouze coby ,,uméni systému“, nybrz je popsana také konkrétné
jako ¢lenény («articulatio») — a ne jen nakupeny («coacervatio») —
vnitfné rozrostly («per intus subsceptionem») celek.1® A kde jinde,
kdyz ne v dobé Borrominiho a Guariniho je to obsazeno v nové zalo-

v 4 . . .
zené «mathesis universalis»!

Také Sedlmayrovo upozornéni na kartezianské pred-
stavy, ¢imz odkazuje na povahu architektury sestava-
jici — nejen z télesné chapanych — ,stavebnich prvka,
si je svého spojeni s Borrominim, chapano tentokrat
mnohem pozitivnéji, ddvno védomo. Tato piekvapiva
poznamka je z roku 1770 a je uvedena v Dell’Architet-
tura [oer. al. DIALOGI barnabity, teologa a prirodo-
védce Ermenegilda Piniho." Proti tehdy bézné kritice
Borrominiho «bizzarerie» argumentuje Pini: «<siccome
in questa parte di Filosofia Cartesio di straniezze, e di
imaginarie ipotesi ha formato un ammirabile sistema,
cosi il Borromini in Architettura ha fatta una bella
combinazione d’errori forse non meno da apprezzarsi

16 — Srov.
Immanuel

Kant, Critik der
reinen Vernunft
[Kritika Gistého
rozumu], Riga:
Hartknoch, 1781,
str. 832-833.

17 — Srov. Werner Oechslin, Sulla
creativita di Borromini: Calvino,
Cartesio e ‘il gran pensatore
Borromini, in: Christoph Luitpold
Frommel/Elisabeth Sladek eds.,
Francesco Borromini. Atti del
convegno internazionale Roma
13-15 gennaio 2000, Miléan:

Electa, 2000, str. 205-214. — Nyni
rozvedeno v: Werner Oechslin, On
Borromini’s drawings and ‘practical
geometry’, in: Adil Mansure/
Skender Luarasi eds., Finding San
Carlino, Abingdon, Oxon; New York:
Routledge, 2020, str. 7-24.

18 — Srov. Ermenegildo Pini,

Dell‘Architettura. Dialogi, Milan:
Stamperia Marelliana, 1770, str. 3.

di una servile esatezza.»18

Provokativné — ptizahrnuti omyli — pouka-
zal Ermenegildo Pini koneckonct na tézkou
4 1A% ’ 14 v’

cestu k syntéze, na niz ve vysledku zalezi;
nepfimo poukazuje na rozmanitost moz-

4 . /4 v

nych cest. My jsme naprosto zasadné a bez
omezeni odkazani na formy mysleni, a tim
také na «ordo» a od toho odlisované «ratio
demonstrandi», ¢imz Descartes vysvétluje
svij «modus geometricus» ¢i své more geo-
metrico?® Druhym uvedenym je mys$lena
Descartem uprednostiiovana analyticka,
ale také naro¢néjsi synteticka (metodicka)
cesta. A rad je zpodatku — takfka v ramci da-
ného «connoissance naturelle» — nezavisly
Veeo Ve 7 ’, 7 ’

na pozdéji z néj ziskanych poznatcich, které
vsak vznikly tak, Ze je mozné je odvodit od
predchozich.?29 Tak dochazi ke zkftizeni
toho, co se pozdéji mize zjednodusené je-
vit jako konsekventnost. A diraz je poloZen
na ,konkrétni cestu k ziskdni poznatka“.2?

19 — Pouzitd vydani: Renati Des Cartes
Meditationes De Prima Philosophia, Tertia editio
prioribus auctior & emendatior, Amsterdam: Louis
Elzevir, 1650, str. 82-83; René Des-Cartes, Les
Meditations Metaphysiques, Troisieme Edition
Revué & corrigée, Pariz: Le Gras, 1673, str. 175—
177. - [Adam/Tannery, Oeuvres de Descartes, VI,
str. 165-156; IX, str. 121.]

20 — Znéni citath podle Descartesa: «Ordo in eo
tantum consistit quod ea quae prima proponuntur
absque ulla sequentium ope debeant cognosci,

& reliqua deinde omnia ita disponi ut ex
praecedentibus solis demonstrentur.» - «L'ordre
consiste en cela seulement, que les choses qui
sont proposées les premieres, doivent estre
connues sans l'aide des suivantes, & que les
suivantes doivent apres estre disposées de telle
fagon, qu'elles soient démontrées par les seules
choses qui les precedent.»

21 — Toto je jasné vyzdvihnuto a presvéddivé
dano do protikladu k béznym interpretacim
Descartesa ve skvélé analyze: Arbogast Schmitt,
Denken und Sein bei Platon und Descartes
[Mysleni a byti u Platona a Descartesa], Heidelberg:
Winter, 2011; zde - s ohledem na vy$e uvedeny

citdt z Descartesova «Responsio ad Secundas
Objectiones» — zejména str. 22-23.



and has made architecture, which isinscribed with the @rchitectonic’
and the ‘orderly’ that has been considered with it since Aristotle, an
exemplary case of such encounters and interpenetrations. Kant’s ‘ar-
chitectonics’ is not only introduced as the ‘art of systems’, but also
concretely described as a structured («articulatio») — and not merely

16 — Cf.
Immanuel Kant,
Critik der reinen
Vernunft, Riga:
Hartknoch, 1781,
p. 832-833.

accumulated («coacervatio») — internally grown («per intus subscep-
tionem») whole.'® And where, if not in Borromini’s and Guarini’s
time, is this laid out in the newly published «mathesis universalis»!

Sedlmayr’s reference to Cartesian ideas, by which he
refers to the nature of an architecture composed of —
not only physically conceived — ‘building blocks’, has
also long been known, this time in a much more posi-
tive way, his connection with Borromini. The surpris-
ing reference is found in 1770 in the Dell’Architettura
[F16. a]. DIALOGI by the Barnabite, theologian and na-
tural historian Ermenegildo Pini'7 Against the usual
criticism of Borromini’s «bizzarerie» at the time, Pini
argues: «siccome in questa parte di Filosofia Cartesio
distraniezze, e diimaginarie ipotesi ha formato unam-
mirabile sistema, cosi il Borromini in Architettura ha
fatta una bella combinazione d’errori forse non meno

17 — Cf. Werner Oechslin, Sulla
creativita di Borromini: Calvino,
Cartesio e ‘il gran pensatore
Borromini, in: Christoph Luitpold
Frommel/Elisabeth Sladek eds.,
Francesco Borromini. Atti del
convegno internazionale Roma
13-15 gennaio 2000, Milano: Electa,
2000, p. 205-214. - Continued in:
Werner Oechslin, On Borromini's
drawings and ‘practical geometry, in:
Adil Mansure/Skender Luarasi eds.,
Finding San Carlino, Abingdon, Oxon;
New York: Routledge, 2020, p. 7-24.

18 — Cf. Ermenegildo Pini,

Dell'Architettura. Dialogi, Milano:
Stamperia Marelliana, 1770, p. 3.

daapprezzarsi di una servile esatezza.»®

Provocatively — with the inclusion of errors —
Ermenegildo Pini has ultimately referred to the
difficult path to synthesis, which is what matters
in the end; he indirectly refers to the diversity
of possible paths. We are referred quite funda-
mentally and without restriction to the forms of
thinking, thus also to the «ordo» and the «ra-
tio demonstrandi» distinguished from it, with
which Descartes explains his «<modus geometri-
cus» or his more geometrico® The latter means
the analytical path preferred by Descartes or the
more demanding synthetic (methodological)
path. And the order stands at the beginning —
as it were within the framework of a given «con-
noissance naturelle» — independent of the in-
sights gained from it later, which are, however,
developed in such a way that they can be derived
from the preceding ones.2? Thus, what may ap-
pear simplified as consequentiality afterwards
is entangled. And the accent is on the ‘concrete

course of gaining knowledge’.21

19 — Editions used: Renati Des Cartes
Meditationes De Prima Philosophia, Tertia
editio prioribus auctior & emendatior,
Amsterdam: Louis Elzevir, 1650, S. 82-83; René
Des-Cartes, Les Meditations Metaphysiques,
Troisiéeme Edition Revué & corrigée, Paris:

Le Gras, 1673, p. 175-177. - [Adam/Tannery,
Oeuvres de Descartes, VI, S. 155-156; IX, p. 121.]

20 — The wording of the quotations
according to Descartes: «Ordo in eo tantum
consistit quod ea quae prima proponuntur
absque ulla sequentium ope debeant
cognosci, & reliqua deinde omnia ita disponi
ut ex praecedentibus solis demonstrentur.» -
«L'ordre consiste en cela seulement, que les
choses qui sont proposées les premieres,
doivent estre connues sans l'aide des
suivantes, & que les suivantes doivent apres
estre disposées de telle fagon, qu’elles soient
démontrées par les seules choses qui les
precedent.»

21 — This is clearly emphasised and
convincingly set against common Descartes
interpretations in the excellent analysis by:
Arbogast Schmitt, Denken und Sein bei Platon
und Descartes, Heidelberg: Winter, 2011;

here — with reference to the above quotation
from Descartes’ «<Responsio ad Secundas
Objectiones» — especially pp. 22-23.
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Takovéto pozndmky mohou ilustrovat pribuznost, blizkost
jako rozdily uarchitektonickych postupti v ,navrhu“ — jako do-
plnéni paradigmat a vysvétleni, s nimiz bliZe pracuje geomet-
rie22, Pro mnohé ,zdhadny“ Berniniho odsudek Borrominiho
«voleva dentrouna cosa cavare un’altra, e nell’altral’altra senza
finire mai» se miize coby nahodila poznamka vztahovat blize na
kazdodenni praxiaBorrominiho ,vztek na kresby®, ale zrovna
tak muze slouzit coby obraz s tim spojené¢ho, komplikovaného
VIV 4 (13 4 /4 /4 4 o V7 v v o Vv 7
a ,zkfizeného“ ziskavani poznatkd, a v dal$i obméné mize byt
srovnatelny s Pestalozziho didaktickymi poznamkami o neu-
’ 4 .V 4 23 4 & Vv /4 v 4
stalém cviceni.?3 Toto téma nema jednoznacné vysvétleni; cha-

22 — Srov. Oechslin,
On Borromini’s drawings
and ‘practical geometry’,
op. cit.

23 — Id,, str.18-19.

rakterizuje ho rozmanitost a komplexita.

Dalibor Vesely se o takovéto procesy bezpochyby zajimal.
V kapitole své Architektury ve véku rozdélené reprezen-
tace vénované v prvni radé Guariniho architekture se
ptirozené vztahoval také k Descartesovi, a zejména jeho
blizkosti k matematice a perspektivé. Jeho kniha odka-
zuje v podtitulu k otazce #vorivosti. A pro tohoto archi-
tektaje samoziejmé, ze prihledani odpovédije treba zacit
u procesu navrhovdini a ze je tak kromé konkrétni his-
torické vytky tfeba zohlednit také onen ,prospektivni®
horizont, o ktery se s ohledem na tuto otazku zasadné za-
jimal také Sedlmayr. Dalibor Vesely odpovidajicim zpu-
sobem navazuje s obdobim moderny a od samého pocatku
se dozaduje ‘unity of the different levels of knowledge’,24
ktera presahuje ‘expert knowledge’ a osobni odhady. Drzi
se potud zaméreni, kterému duvéruje jeho generace ar-
chitektt, a sice zaméfeni na ‘recent history of history’,
coz Reyner Banham ve svém manifestu ‘New Brutalism’
oznacil jesté presnéji jako ‘the inner history of the Moder
Movement itself” a Smithsonovi toto obdobi coby ‘heroic
period of modern architecture’ jesté uzeji vymérili na ob-
dobilet1915az1929 a oslavovali je jako ‘rock on which we
stand’.2% Avdak tyto ‘different levels of knowledge’ zna-
menaji pro Veselého — oproti podobnym dogmatickym
omezenim — radikdlni rozsifeni do historie jako takové.
Zejména pro ucely analyzy fenoménu ,tvotivosti“ pova-
Zuje takovy uceleny pohled za nezbytny. Zda se mu jasné,
ze takovato vsezahrnujici jednota predstavuje duchovné-
-historickou skute¢nost a musi tak coby zptusob nazirani
ametoda spadat pod hermeneutiku. Je to jeho ,,duchovni
domovina“, kterou zil ve zvlastni spojitosti s Hansem-
-Georgem Gadamerem; s nim ho po cely zivot pojil osobni,
hluboky vztah.28

24 — Srov. Dalibor Vesely,
Architecture in the Age of
Divided Representation.

The question of Creativity in

the shadow of Production
[Architektura ve véku rozdélené
reprezentace: problém tvofivosti
ve stinu produkce], Cambridge
Mass./London: MIT-Press,
2004, str. 3.

25 — Srov. Werner Oechslin,
New Brutalism. Moderne
zwischen Stil, Geschichte

und Kunstgeschichte: «une
architecture autre» [New
Brutalism. Moderna mezi stylem,
historii a historii uméni: «une
architecture autre»],

in: Brutalismus. Beitrage des
internationalen Symposiums

in Berlin 2012 [Brutalismus.
PFispévky z mezinarodniho
sympozia v Berliné 2012], Curych:
Wiistenrot Stiftung und Park
Books, 2017, str. 49-62.

26 — Zde pfipojuji osobni
vzpominku, Zze jsem Dalibora
smél doprovazet pri posledni
navstévé Gadamera

v Heidelbergu. Podobalo se to
pouti; a Daliborova prosba, jeho
rozhovor s Gadamerem, ktery
pro né&j znamenal v§e, intimni
zélezitost. Po ,privatissimu*
jsem se smél pridat a setkani
skongilo v dobré, oteviené

a pratelské atmosfére.



Such references may illustrate the relationship, the proximity
as well as the difference to the architectural procedures in ‘de-
sign’ — in addition to the paradigms and explanations?2 closer to
geometry. Bernini’s judgement on Borromini’s «voleva dentro una
cosa cavare un’altra, e nell’altra I’altra senza finire mai», which is

22 — Cf. Oechslin,
On Borromini’s
drawings and
‘practical geometry’,
op.cit.

23 — Id., p.18-19.

‘puzzling’ for many, may be a casual remark more closely related
to daily practice and Borromini’s ‘drawing rage’, but it may also
serve as an image of the associated, nested and ‘entangled’ gainin
knowledge and, varied once again, be comparable to Pestalozzi’s
didactic notes on iterated constant practice.?® The theme defies a
clear explanation; it is characterised by diversity and complexity.

Dalibor Vesely was undoubtedly interested in such pro-
cesses. In the chapter of his presentation Architecture in
the Age of Divided Representation primarily devoted to
Guarini’s architecture, he naturally also referred to Des-
cartes and in this respect especially to his proximity to
mathematics and perspective. His book’s subtitle refers
to the question of creativity. And it is self-evident for the
architect that, in the search for an answer, one must start
with the design process and that, beyond the concrete his-

torical reproach, one thus also considers the prospective’

horizon that Sedlmayr’s fundamental interest in the ques-
tion was also directed towards. Accordingly, Dalibor Ve-
sely starts with modernity and claims from the very be-
ginning unity of the different levels of knowledge’?4 that
goes beyond ‘expert knowledge’ and personal assessments.
In this respect, he adheres to the orientation towards the
‘recent history of history’ familiar to his generation of ar-
chitects, which Reyner Banham in his manifesto of ‘New
Brutalism’ described even more precisely as ‘the inner his-
tory of the Moder Movement itself” and which the Smith-
sonsrestricted even more narrowly to the period from 1915
to 1929 as the ‘heroic period of modern architecture’ and
celebrated as the ‘rock on which we stand’.2% But those ‘dif-
ferentlevels of knowledge’ mean for Dalibor — against such
dogmatic limitations — the radical expansion into history
in general. He considers a holistic approach to be particu-
larly necessary for the analysis of the phenomenon of ‘cre-
ativity’. For him, it seems clear that such an all-encompass-
ing unity represents an intellectual-historical reality and
must be assigned to hermeneutics as a point of view and
method. Itis his ‘spiritual home’ that he lived in special re-
lation to Hans-Georg Gadamer; with him he maintained a
personal, deepened relationship throughout his life.2®

24 — Cf. Dalibor Vesely,
Architecture in the Age of
Divided Representation.
The question of Creativity

in the shadow of Production,
Cambridge Mass./London:
MIT-Press, 2004, p. 3.

25 — Vgl. Werner Oechslin,
New Brutalism. Moderne
zwischen Stil, Geschichte
und Kunstgeschichte: «une
architecture autrey, in:
Brutalismus. Beitrage des
internationalen Symposiums
in Berlin 2012, Zirich:
Wiistenrot Stiftung und Park
Books, 2017, p. 49-62.

26 — | may add the personal
memory that | was allowed

to accompany Dalibor on
Gadamer's last visit to
Heidelberg. It resembled a
pilgrimage; and Dalibor’s
concern, his exchange

with Gadamer, who meant
everything to him, an intimate
affair. After a “privatissimum”
| was allowed to join him and
the meeting ended in a good,
open and friendly atmosphere.
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Gadamer sam se opétovné vztahoval k Diltheymu a o tézkosti na-
lézt od jednotlivych zivotnich zku$enosti ,,prechod k historické
souvislosti, ,kterou jiz zadny jednotlivec nezazije a nezakusi®
usiloval s pomoci Husserla o rozsifeny vyznam #cinku souvis-
losti zprvu coby ,idealni jednoty“. Zde se nabizi vlastni otazka,
do jaké miry se jedna (pouze) o ,ided/ni jednotu®, a zda popisuje
ystrukturalni souvislost, nebo pouze ,vyznam®, tedy preci jen
neni pouze ,logicka ale je ,vyrazem zivota“.27 Blizkost k feno-
menologickym nazortim a zivotni filozofii je zde rozhodujici. Pra-
cuje se zde s Heideggerovym ,pobytem® nebo presnéji se ,samo-
ziejmou existenci ve svété” a jeho diirazem na ,svétovost“ coby
sontologicky-existencialni pojem*.28 Gadamer hovoftis odkazem
na Heideggera o ,ndvrhu hermeneutické fenomenologie“.2® Své
upozornéni na ,neodivodnitelnou a neodvoditelnou fakticitu
byti“, existenci, a nikoli cogito, vsak nazyva ,,smélou, jakoz i uplat-
nitelnou myslenkou“.3% Rozhodujici vsak pro Gadamera je cesta
k ,,d¢jinnosti“ coby ,hermeneutické zkusenosti“.3! Nyni je feé
o ,Selbstverstindnis des stets geilibten Verstehens“ a hermeneu-
tickém tikolu, ktery ,,sdm o sobé pfechdzi ve vécné dotazovani®.32
Roli pfitom hraje pfedavani, tradice, ,na pocatku veskeré histo-
rické hermeneutiky“ stoji rozpus$téni abstraktniho protikladu
mezi tradici a historii, mezi déjinami a povédomim o nich. A nyni
vztazeno uzeji na tkol humanitnich véd, presnéji hermeneutiky:
wdie Wirkung der fortlebenden Tradition und die Wirkung der
historischen Forschung bilden eine Wirkungseinheit“. Neustale
se tedy setkdvame se ,spleti vzajemného piisobeni®. A potud jsme
tedy pevné ukotveni v tradici ,staré“ hermeneutiky, ,,v historic-
kém chovdni“.®2® Odpovida to principu, ktery zastdva Karl Jaspers
ve své uvaze O puvodu a cili déjin [oer. sl: , Déjiny jsou na jedné
strané dénim a sebevédomim tohoto dént, déjin a védomi déjin. “34

To vSechno, lidska zku$enost, ,samozrejma existence
v y 413 v v 4 14 v ’ V .

ve svété”, konecné neni vystaveno nahodé, nybrz je to

soucast etické otazky, kterd zohlednuje jesté konani

27 — Srov. Hans-
-Georg Gadamer,
Hermeneutik I.
Wahrheit und
Methode
[Hermeneutika I.
Pravda a metodal,
Tubingen: Mohr
Siebeck, 1960/2010,
str. [210-215],
228-232.

28 — Srov. Martin
Heidegger, Sein
und Zeit (1927) [Byti
a Cas], Tubingen:
Niemeyer, 1979,

str. 52-66.

29 — Srov.
Gadamer, op. cit.,
str. [239-250]
258-269.

30 — Id., str. [240]
259.

31 — Id,
str. [250/251-
290/291] 270-312.

32 — Id,
str. [250/251 a 252-
253] 270 a 273.

33 — Id,
str. [266|267] 287.

34 — Srov. Karl
Jaspers, Vom
Ursprung und Ziel
der Geschichte

[O pavodu a cili
déjin], Mnichov:
Piper, 1949, str. 290:

35 — Srov. Wilhelm Dilthey,

De Principiis Ethices
Schleiermacheri. Dissertatio
Inauguralis, Berlin: Gustav Schade,

avili ¢lovéka, a tak odkazuje na poc¢atky obnoveného 1864 str.45.
hermeneutického dotazovéni v dobéch Schleierma- 377 ¢ st 80-62 (ve wmezeni

cherovych. V dizertaci Wilhelma Dilhteyho [oBr. 6]
o Schleiermacherovi (1864) — a s odkazem na Fichteho
Pojem clovéka (1800) — se objevuje lapidarni formu-
lace: , Abychom mohli ¥ici, co ma clovék délat, musime
Elovékem byt a také si toho byt védomi.“3% Tyka se to
zZivota, presnéji zivotni skuteénosti, konani a jeho na-
vaznosti na etické zaklady a otazky. To je to, co je ko-
neéné imanentni v pojmu @owopevor, ,fenomén*38
Dilthey se k Fichtemu vztahuje tam, kde Fichte pfisaha
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oBR.5 KarlJaspers, Vom Ursprung und Ziel
der Geschichte, Miinchen: Piper, 1949

FIG. 5 KarlJaspers, Vom Ursprung und Ziel
der Geschichte, Miinchen: Piper, 1949

oBR. 6 Wilhelm Dilthey, De Principiis Ethices
Schleiermacheri. Dissertatio Inauguralis, Berlin:
Gustav Schade, 1864

FIG. 6 Wilhelm Dilthey, De Principiis Ethices
Schleiermacheri. Dissertatio Inauguralis, Berlin:
Gustav Schade, 1864
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oBR.7 Johann Gottlieb Fichte, Die Bestimmung
des Menschen, Berlin: Vossische Buchhandlung, 1800
FIG. 7 Johann Gottlieb Fichte, Die Bestimmung

des Menschen, Berlin: Vossische Buchhandlung, 1800

0BR.8 Georg Friedrich Wilhelm Hegel,
Differenz des Fichte’schen und Schelling’schen
Systems der Philosophie, Jena: Akademische
Buchhandlung, 1801

FIG.8 GeorgFriedrich Wilhelm Hegel,
Differenz des Fichte’schen und Schelling’schen
Systems der Philosophie, Jena: Akademische
Buchhandlung, 1801

0BR.9 Konrad Levezow, Uber archiologische Kritik und
Hermeneutik. Pojednani prednesené na Kralovské akademii véd
v Berliné dne 21. listopadu 1833, Berlin: Druckerei der Konigl.
Akademie der Wissenschaften, 1834

FIG.9 Konrad Levezow, Uber archiologische Kritik und
Hermeneutik. Eine Abhandlung gelesen in der Koniglichen
Akademie der Wissenschaften zu Berlin am 21. November 1833,
Berlin: Druckerei der K6nigl. Akademie der Wissenschaften,
1834



Gadamer himself repeatedly referred to Dilthey and, via the dif-
ficulty of finding the ‘transition from the individual experience of
life to the historical context’, ‘which is no longer experienced by
any individual’, strived with the help of Husserl for an expanded
meaning of a Wirkungszusammenhbangs, initially as an ‘ideal
unity’. Here lies the real question as to what extent it is (merely)
an “deal unity’, whether it describes a ‘structural connection’ or
simply represents the ‘meaning’, i.e. not merely ‘logically’ after
all, but as an ‘expression of life’27 The proximity to phenome-
nological views and to the philosophy of life is decisive. Heideg-
ger’s ,In-Sein“ or more precisely ,,In-der-Welt-sein®, his emphasis
on ‘worldliness’ as an ‘ontological-existential concept’ are also
considered. With reference to Heidegger, Gadamer?2® speaks of
a ‘draft of a hermeneutic phenomenology’.2® However, he calls
his reference to the ‘unfathomable and impossible facticity of Da-
sein’, existence and not the cogito, a ‘bold as well as difficult idea
to realise’.3% Decisive for Gadamer, however, is the passage into
‘historicity’ as the ‘hermeneutic experience’31 Now there is talk
of the ,Selbstverstindnis des stets geiibten Verstehens® and of the
hermeneutic task that ‘of itself passes over into a factual question-
ing’.32 Tradition plays a role, a resolution of the abstract opposi-
tion between tradition and history, between history and know-
ledge ofit, stands ‘at the beginning of all historical hermeneutics’.
And now more narrowly related to the humanistic, hermeneutic
task: ,,die Wirkung der fortlebenden Tradition und die Wirkung
der historischen Forschung bilden eine Wirkungseinheit®. We only
ever encounter a ‘mesh of interactions’. And in this respect, one
stands firmly in the tradition of the ‘old” hermeneutics, ‘in his-
torical behaviour’33 It corresponds to the principle Karl Jaspers
advocates in his account Vom Ursprung und Ziel der Geschichte
[Fie. 5]: ‘History is in a happening and self-consciousness of this
happening, history and knowledge of history.’34

All this, the human experience, the ,In-der-Welt-sein®, is ulti-
mately not exposed to chance, but is also still wrapped up in an
ethical question that takes into account the actions and the will of
man, and in this respect points back to the beginnings of the re-
newed hermeneutic questioning in Schleiermacher’s time. In Wil-
helm Dilhtey’s [ria. 6] dissertation on Schleiermacher (1864) — and
in reference to Fichte’s Bestimmung des Menschen (1800) — the
succinct formulation appears: ‘In order to say what man ought to
be, one must be one and know it besides.”3% It concerns life, more
precisely the reality of life, doing and its attachment to the ethical
foundation and question. This is what is ultimately inherent in the
concept of the pawopevoy, the ‘phenomenon’38 Dilthey refers to

27 — Cf. Hans-
Georg Gadamer,
Hermeneutik I.
Wahrheit und
Methode, Tlbingen:
Mohr Siebeck,
1960/2010, p. [210-
215], 228-232.

28 — Cf. Martin
Heidegger, Sein

und Zeit (1927),
Tubingen: Niemeyer,
1979, p. 52-66.

29 — Cf. Gadamer,
op.cit., p. [239-250]
258-269.

30 — Id., p. [240]
259.

31 — Id., p. [250/
251-290/291]
270-312.

32 — Id., p. [250/
251 und 252-253]
270 und 273.

33 — Id., p. [266/
267 287.

34 — Cf. Karl
Jaspers, Vom
Ursprung und Ziel
der Geschichte,
Minchen: Piper,
1949, p. 290:

35 — Cf. Wilhelm
Dilthey, De
Principiis Ethices
Schleiermacheri.
Dissertatio
Inauguralis, Berlin:
Gustav Schade,
1864, p. 45.

36 — Id., p.50-52
as opposed to Kant
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na imanenci naseho konani a mysleni, na
»sféru skuteénosti®, jeji konec¢nost a ,,stavy*,
akonec¢né odkazuje na ,,povinnost® coby ,je-
diné pouto, které je k tomuto svétu vaze“37
[oer. 7] Dostali jsme se tam, kde se diskutuje
ootazce ,ptrivést chapanik rozumu”a - Jaco-
biho slovy — postavit je proti ,vlastnimu zro-
zeni chapani véetné rozumu, aniz by byl pre-
sycen zku$enostmi“38 V ramci argumentace
protiFichteho ,,ryzimu mysleni“ spojil Hegel
v roce 1801 ve spisu Differenzschrift [oer. 8]
vystoupeni spekulace ,z pojmu, ktery déla
sama o sobé®, s procesem, ktery mistrné po-
pisuje: ,predava rozum chdpani, a prechazi
k fetézci nekonecnosti védomi, ze kterého se
nikdy vice nezméni v identitu a opravdovou
nekonednost.“39

37 — Srov. Johann Gottlieb Fichte, Die
Bestimmung des Menschen [O pojmu ¢lovékal,
Berlin: Vossische Buchhandlung, 1800, str. 286-287.

38 — Srov. Friedrich Heinrich Jacobi, Ueber

das Unternehmen des Kriticismus die Vernunft

zu Verstande zu bringen und der Philosophie
Uberhaupt eine neue Absicht zu geben

[O podnikani kriticismu pfivést chapani k rozumu
a vlibec dat filozofii novy zamér], in: Carl Leonard
Reinhold hg., Beytrége zur leichtern Uebersicht
des Zustandes der Philosophie beym Anfange des
19. Jahrhunderts, Drittes Heft [Prispévky k lehkému
prehledu stavu filozofie na zacatku 19. stoleti, Treti
sesit], Hamburg: Friedrich Perthes, 1802, str. 1-20
a str. 21-110; zde: str. 9. - a: Id., in: Jacobi, Werke,
Dritter Band [Dila, Treti svazek], Lipsko: Gerhard
Fleischer d. Jing., 1816, str. 59-83 a str. 84-195;
zde: str. 71.

39 — Srov. Georg Friedrich Wilhelm Hegel,
Differenz des Fichte’'schen und Schelling’schen
Systems der Philosophie [Rozdil mezi Fichteho
a Schellingovym systémem filozofie], Jena:
Akademische Buchhandlung, 1801, str. vii.

Také Fichte v roce 1800 ve svém Pojmu (lovéka bez
prikras formuloval: , To, co sam chapu, se pouze skrze
mé chapdni stava kone¢nym.“4® Fichte v této knizedce
nechtél dosahnout urovné ,profesnich filozoft“; spis
mél byt ,srozumitelny pro vsechny Ctenare, ktefi jsou
viibec s to knize porozumét.“¥ Co zde - také u Fich-
teho — ve vymezeni proti ,,pravému idealismu“42 Kan-
tovy filozofie vznika, je rozhodujici pro polozeni za-
kladu a dalsi rozvoj hermeneutiky. Vse, véetné ,napada”
a predstav, je soudasti tohoto historického svéta, a tim
1épe se to zobrazuje v jeho spojenich a jeho vzdy dané
soudrznosti. Z toho je zfejmé ono spojujici pouto ve vé-
cech svéta — a pravé nikoli ve ,,vy$si mechanice lidského

40 — Srov. Fichte, Die Bestimmung
des Menschen [O pojmu &lovéka],
op. cit., str. 305.

41 — Id,, str.iv.

42 — Srov. Hegel, Differenz,
op. cit., str. iv.

43 — Srov. Friedrich Heinrich
Jacobi, Jacobi an Fichte (1799)
[Jacobi o Fichtem (1799)], in: Jacobi,
Werke, Dritter Band [Dila, Treti
svazek], Lipsko: Gerhard Fleischer
d. Jung., 1816, str. 1-57; zde: str. 31.

ducha“43, ¢imz Jacobi kritizuje Kanta a Fichteho.

Musi a muze se projevit pouze v uziti, jak
predstavil Levezow v Berliné v roce 1833 bé-
hem svého ¢teného pojednani o archeolo-
gické kritice a hermeneutice.44 [oBr. 9] Jde
o zalezitosti, ,které jsouv povaze véci®. A zde
spodle toho musi vzniknout nezbytné, vy-
svetlujici pouto mezi formami a napady, a to
nebude obsazeno v ni¢em jiném nez ve vzta-
hovani oznaceni k ozna¢ovanému, coz je pro
lidskou predstavivost nezbytné..“45: her-
meneutika a ,sémiotika“ — ve starém a no-
vém smyslu.#® A nikdo neni piekvapen, Ze

44 — Srov. Konrad Levezow, Uber archaologische
Kritik und Hermeneutik. Eine Abhandlung gelesen
in der Koniglichen Akademie der Wissenschaften
zu Berlin am 21. November 1833 [O archeologické
kritice a hermeneutice. Ctené pojednani na Kralov-
ské akademii véd v Berliné dne 21. listopadu 1833],
Berlin: Druckerei der Kénigl. Akademie der Wissen-
schaften, 1834.

45 — |d., str. 5-6.

46 — Srov. k tomu: Werner Oechslin, Kontex-
t(e), ,contexture" und der ,nun doch einmal
unausweichliche Empirismus” [Kontext(y), ,con-
texture" a ,preci jen nevyhnutelny empirismus*],
in: SCHOLION 8/2014, str. 17-47; zde str. 32-35.



Fichte where the latter evokes the immanence of our
doing and thinking, the ‘sphere of reality’, refers to
its finiteness and ‘states’ and finally to ‘dutifulness’
as ‘the some bond that binds it to this world’ 37 [ria.
71 We have arrived at the point where the question
of ‘bringing reason to understanding’ is discussed
and — inJacobi’s words — is to be set against the ‘self-
birth of understanding together with reason with-
out being impregnated by experience’.3® In 1801,
arguing against Fichte’s ‘pure thinking’, Hegel, in
the Differenzschrift [re. 8], connects the emergence
of speculation ‘from the concept that it makes of it-
self” with the process that he virtuously describes:
‘it surrenders reason to understanding, and passes
into the chain of the finitudes of consciousness, from
which it does not reconstruct itself to identity and
true infinity.3®

37 — Cf. Johann Gottlieb Fichte,

Die Bestimmung des Menschen,
Berlin: Vossische Buchhandlung, 1800,
p. 286-287.

38 — Cf. Friedrich Heinrich Jacobi, Ueber
das Unternehmen des Kriticismus die
Vernunft zu Verstande zu bringen und der
Philosophie Gberhaupt eine neue Absicht
zu geben, in: Carl Leonard Reinhold

hg., Beytrage zur leichtern Uebersicht

des Zustandes der Philosophie beym
Anfange des 19. Jahrhunderts, Drittes Heft,
Hamburg: Friedrich Perthes, 1802, p. 1-20
and p. 21-110; hier: p. 9. - And:

Id., in: Jacobi, Werke, Dritter Band, Leipzig:
Gerhard Fleischer d. Jing., 1816, p. 59-83
and p. 84-195; here: p. 71.

39 — Cf. Georg Friedrich Wilhelm
Hegel, Differenz des Fichte'schen und
Schelling’'schen Systems der Philosophie,
Jena: Akademische Buchhandlung,

1801, p. vii.

In 1800, Fichte, too, had formulated without frills in Bestimmung
des Menschen: ‘What I comprehend becomes finite through my
mere comprehension’4® In this booklet, Fichte did not want to
reach ‘professional philosophers’; it was intended to be ‘compre-
hensible to all readers who are capable of understanding a book
at all’#! What emerges here — also in Fichte — in demarcation
from the ‘genuine idealism’#2 of Kant’s philosophy, is decisive
for the foundation and further development of hermeneutics.
Everything, including ‘ideas” and conceptions, are embedded in
this historical world and are all the better represented in their
connections and in their always given cohesion. From this, that
unifying bond becomes apparent in the things of the world — and
precisely not in a ‘higher mechanics of the human spirit’,*3 with
which Jacobi criticises Kant and Fichte.

40 — Cf. Fichte,
Bestimmung des
Menschen, op.cit.,
p. 305.

41 — Id, p.iv.

42 — Cf. Hegel,
Differenz, op. cit.,
p. iv.

43 — Cf. Friedrich
Heinrich Jacobi,
Jacobi an Fichte
(1799), in: Jacobi,
Werke, Dritter Band,
Leipzig: Gerhard
Fleischer d. Jing.,
1816, p. 1-57; here:
p. 31.

It must and can only prove itself in application, as
Levezow presented it in his 1833 treatise on archaeo-
logical criticism and hermeneutics read in Berlin.#4
[Fie. o] It is about things ‘which lie in the nature of
things’. And here ‘there must therefore be a neces-
sary, explanatory bond between the forms and ideas,
and this will probably be contained in nothing other
than the relationship of the sign to the signified,
which is necessary to the human imagination...’45:
ahermeneutics and a ‘semiotics’ — in the old and new
sense.*® And no oneis surprised that an archaeologist
like Levezow puts ‘precise knowledge of forms as a
means of explanation’ before all other possibilities.4”

44 — Cf. Konrad Levezow, Uber
archéologische Kritik und Hermeneutik.
Eine Abhandlung gelesen in der
Koniglichen Akademie der Wissenschaften
zu Berlin am 21. November 1833, Berlin:
Druckerei der Kénigl. Akademie der
Wissenschaften, 1834.

45 — Id., p.5-6.

46 — Vgl. dazu: Werner Oechslin,
Kontext(e), ,contexture* und der

,hun doch einmal unausweichliche
Empirismus*, in: SCHOLION 8/2014,
S.17-47; here p. 32-35.

47 — Cf. Levezow, op.cit., p. 6; the ‘other’
demands concern knowledge of ideas and
‘subjective skill’, which Levezow equates
with ‘skill of understanding’.
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archeolog jako Levezow dava pred vSemi ostatnimi 47 — Srov. Levezow, op. cit, str. 6; jiné'
moZnostmi pfednost ,presné znalosti forem coby — PoZadavky se tykaji znalosti napadi

prostiedkt vysvétleni“4?

a ,subjektivni zru¢nosti, kterou stavi
Levezow na rover ,schopnosti rozumu®.

oy s . o 1« .
Jiz davno jsme se tedy dostali k ,pomiickAm®, @zxi- 48 — Srov. k tomu: Werner Oechslin,
lia®8. Ne ndhodou tsti také Gadamerova zkouméni - und welche Vernunft speculirt

, RS et X nicht...: NEBENGEBAUDE -
ve své posledni ¢asti do analyzy ,jazyka jako pro-  architektonische und andere!, in: Werner

sttedku hermeneutické zkuSenosti“; kapitolu uvo- ~ Oechslin hg., Wissensformen, Curych:
gta Verlag/Stiftung Bibliothek Werner

zuje Schleiermacherovym cititem.4® Skepse vii¢i  gechslin, 2008, str. 16-37.
normativnim prvkim vSak zlistavd a v popredistoji 49 — srov. Gadamer, op. cit.

kulturni skute¢nost, hermeneuticka zkusenost. str. [361/362] 387.

Ptistup Dalibora Veselého je nasyceno témito problémy a jejich
jesté riskantnéj$imi modernimi vyvoji, které opisuje jako ‘athmo-
sphere of arbitrariness and relativity’ a jesté konkrétnéji jako ‘fra-
gility of the visible’.5? Z téchto odkazii na ‘gray zone of contem-
porary culture’®!je patrnd obava. ‘Unity of the different levels of
knowledge’®2, kterou si na poc¢atku své analyzy ptipravil jakoZto
zaklad kazdé tvorivosti, musi byt nejprve ,znovunastolena®, coz
se s ohledem na novéjsi vyvoje a pri stale ¢astéjsim posuzovani
skuteénosti,,jakd je“ukazuje byt ponékud rizikovou prochazkou:
‘The distance that separates us from the deeper levels of reality
marks the success of the development of the new means of repre-
sentation’.5® Existuji protichtidné sily, které chtéji byt integro-
vany; a vznikaji zde i rozpory. O ¢em tato véta vypovida? Mizi
hlubsi otazky a pohledy ve znameni uspéchu ,reprezentace“? To,
co uvazovala historie uméni — v rétorické tradici — svym charak-
teristickym zajmem o vyjadfeni a vyraz, ziskalo nedavno v rozsi-
feném pojeti coby (obraznd) reprezentace na vyznamu a zejmeéna
na pozornosti.

50 — Srov. Vesely,
op. cit., str. 40.

51 — Id., str. 34.
52 — Id., str. 3.
53 — Id., str. 40.

54 —

Avsak pohled na vétsi — a také ,hlubsi“ - Wirkungszusammenhangs
ajejich zdsadnivyznam tim je$té neni ztracen a ,,Sichtbarkeitsverhilt-

Id., str. 29.

nisse“ — podle parafraze Aby Warburg — jsou dané a v ,hermeneu-
tické zkusenosti“ zapsané stejné jako vSechno ostatni. A skutec¢nost,
v 4 . . . I Y
ze otazky reprezentace budou kunsthistoriky a architekty zvlast za-
o .y ) « - AT
jimat, stejné jako otazky ,formy*, je rovnéz soudasti této hermeneu-
tické okolnosti a situace; patti ke svétu. Dalibor Vesely hovoti o ‘in-
) v Vo . . 7 « .17
wardness’, coz lze usouvztaznit s Heideggerovym ,pobytem®, a vidi
v ném zakladni rys moderniho uméni; navazuje naopak na ,nalézani
tvaru“ a tedy na — od formy tak odli$ny — pojem ,,tvaru®.34 Tedy mo-
derni stanovisko!



We have now long since arrived at the ‘aids’, the aux- 48 — cf. Werner Oechslin,

ilia*®. It is no coincidence that Gadamer’s investigations

»...und welche Vernunft speculirt
nicht...: NEBENGEBAUDE -

in the last part also lead to the analysis of ‘language asa  architektonische und andere!,
medium of hermeneutic experience’; he introduces the  in:Werner Oechslin hg,,

. . . 49 Wissensformen, Zirich: gta
chapter with a quotation from Schleiermacher.#® And  veriag/stiftung Bibliothek Werner
always the scepticism towards normative elements re- ~ Oechslin, 2008, p.16-37.

mains, and the cultural reality, the hermeneutic experi- 49 — Cf. Gadamer op.cit,

U p. [361/362] 387.
ence is in the foreground.

Dalibor Vesely’s approach is soaked in these problems and their
even riskier modern developments, which he describes with an
‘athmosphere of arbitrariness and relativity’ and even more con-
cretely with a ‘fragility of the visible’3? There is concern in these
references to the ‘grey zone of contemporary culture’5! The ‘unity
of the different levels of knowledge’®2, which he had set up at the
beginning of his analysis as the basis of all creativity, has yet to be
‘restored’, which in view of recent developments and with increasing
consideration of reality ‘as i¢ is’, turns out to be a rather risky walk:
“The distance that separates us from the deeper levels of reality marks
the success of the development of the new means of representation’53
There are opposing forces that want to be integrated; and there are
also contradictions. What does this sentence say? Deeper questions
and insights disappear under the sign of the success of ‘representa-
tion’? What art history has considered — in the rhetorical tradition —
with its pronounced interest in expression and expression, has re-
cently gained in importance and above all attention in its expanded
version as (pictorial) representation.

But the view of the larger — and also ‘deeper’ — context of effects and
its fundamental significance is not yet lost, and the ,,Sichtbarkeitsver-
hiltnisse“ — according to this paraphrase found by Aby Warburg —
are now given and inscribed in the ‘hermeneutic experience’ just like
everything else. And that the questions of representation as well as
those of ‘form’ would occupy the art historian and architect in a spe-
cial way is also part of this hermeneutic condition and situation; it be-
longs to the world. Dalibor Vesely speaks of ‘inwardness’, which one
might link with Heidegger’s , In-Sein, and sees in it a trait of modern
art; conversely, he links it to the ‘finding of form’ and to the concept
of ‘gestalt’®? — so different from form. A modern point of view!

50 — Cf.
Vesely, op.cit.,
p. 40.

51 — Id., p. 34.
52 — Id., p. 3.
53 — Id., p. 40

54 — Id., p.29.

But the most important and central chapter in Dalibor Vesely’s analysis, the title
of which was also given to the entire book, is undoubtedly the one that centres on
Guarino Guarini [Fia. 10,11,12,13] with his ‘dome’ of the Cappella della Sindone in Tu-
rin. And it is significant that here, too, he begins with uncertainty and brings to the
fore the paradigm, firmly established in recent art historiography, of the struggle
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Avsak nejdtlezitéjsi a centralni kapitolou v analyze
Dalibora Veselého, jejiz titul dal nazev celé knize, je
bezpochyby kapitola, v jejimz centru zajmu je Gua-
rino Guarini [oBR. 10, 11, 12, 13] se svou ,kopuli“ kaple
Svatého platna (Cappella della Sindone) v Turiné.
Aje priznacné, ze i zde zalina nejistotou a do popredi stavi
v novodobéjsim popisu historie uméni pevné ukotvené
paradigma boje mezi pevnymi pravidly a principy a arbi-
trarnimi nazory mezi Francoisem Blondelem a Claudem
Perraultem. A zase, Dalibor Vesely v tom vidi znameni
budoucich konfliktd mezi systémem a zku$enosti a v Sir-
$im pojeti tento (stary), architekture vlastni konflikt ko-
lem pravidla a svobody k projevu vzajemného vzdalovani
se védy a viry; nazyva to ‘a classic example of divided re-
presentation in the double standard of truth that has pla-
gued the history of modern science and theology.”®® To je
jeho kriticky, av§ak zrovna tak rozhodné ,moderné” zau-
jaty, na rozvoj a pokrok dbajici pohled.5® Zamétuje se na
vyjmuti (pokrokové) védy. Na zacatek svych uvah pfitom
Dalibor Vesely — pod heslem ‘Baroque science’®? — postavil
nékde;jsi kulturu, ktera jako jesté nikdy predtim spojovala
vSe. Pro néj to bezpochyby platilo v pfipadé Guarina Gua-
riniho, kterého umistil ‘in the tradition of scholasticism’58,
kam Guarini ,patfil“. Do toho situuje vyznam vSezahrnu-
jiciho konceptu analogie, kterou naopak pojima vyslovené
ymoderné® jako ‘anticipation of syllogistic reasoning and
formal demonstration’, jako by tato analogie v nejlepsiaris-
totelovské tradici kazdou kulturu nedoprovazela. Dalibor
se na tomto misté vztahuje ke Keplerovi, kterého naopak
spojuje s ‘early modern science’ a svou moderni historii
uspéchu, kde byl cely zivot stoupencem starych znamych
pythagorejskych predstav o harmonii — avSak matema-
ticky je dokazal. Idealni predstavy a precizni pozorovani
nebe; jedno se opiralo o druhé a obsahle, ,univerzalné®
umoznovalo pobled na svér a ve své celé komplexnosti —
po zjisténi, ze obézna draha Marsu je e/iptickd, — je nejlep-
$imi moznymi prostredky a metodami umoznilo pochopit.

“Mathesis universalis”! Dalibor Vesely se odtud dostava ke Gu-

55 — Id., str.177.

56 — Zvlastni je dlraz
na stary predsudek, podle
kterého se jasné oddéluje

severoitalsky a stfedoevropsky

,barokni*, jednotny svét od
,rozchéazejiciho se" svéta

v Anglii, Francii a nékterych
c¢astech Némecka, aniz by
byl zohlednén - také jasné
nedefinovany - kulturni
rozdil mezi katolickymi

a reformovanymi oblastmi
Evropy. Takové pfistupy
zUstavaji nutné Sablonovité
abstraktni a podcenuji
propustnost a propojeni
nékdejsiho svéta.

(Cf. Id., str. 230.)

57 — Id., str. 176.

58 — Id,, str. 205.

59 — Id., str. 206.

ariniho Euclides Adauctus a ocita se v jeho univerzalnim svété;
pokracuje hned dale — mysle pfitom na analogii a jeji vyznam
pro proporcionalitu — k Proklusovi a Cusanusovi, zasazuje je do
ramce intelektualni historie.5® Spravné poukazuje na to, ze Gua-
rini na zad¢atku svého komentare k Euklidové paté knize nastavuje
paralelu k ,metafyzice” filozofti. Guariniho ptivodni formulace
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OBR.10 Guarino Guarini, Architettura Civile del

ARCHITETTURA Padre D. Guarino Guarini Cherico Regolare Opera
© igTVELE | Postuma, Torino: Gianfrancesco Mairesse, 1737,
PADRE D GUARINO Titulni strana
GUARINI FIG.10 Guarino Guarini, Architettura Civile del
CHERICO REGOLARE . o .
OPERA POSTUMA Padre D. Guarino Guarini Cherico Regolare Opera

A SUA SACRA REALE
MAEST A -;

Postuma, Torino: Gianfrancesco Mairesse, 1737, Title

oBR.11 Id., Portrét

| Guarina Guariniho
| FIG. 11 Id., portrait
. L 'l of Guarino Guarini
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!
oBR.12 Id., Cappella della Sindone, ptidorys oBR. 13 Id., Cappella della Sindone, fez
FIG.12 Id., Cappella della Sindone, ground plan FIG.13 Id., Cappella della Sindone, section
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a =5 7 0BR.14 Guarino Guarini, Caelestis Mathematicae
GALESTIS . Pars Prima; Pars Secunda, Milano: Lodovico Monti, 1683
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between immutable rules and principles and arbitrary
views between Francois Blondel and Claude Perrault. And
again, Dalibor Vesely recognises in it the signs of future
conflicts between system and experience and expands this
(old) architectural conflict about rule and freedom into a
beacon of the drifting apart of science and faith; he calls it
‘a classic example of divided representation in the double
standard of truth that has plagued the history of modern
science and theology.”®® This is his critical, but neverthe-
less decidedly ‘modern’ biased view, concerned with devel-
opment and progress.3® One orients oneself to the detach-
ment of (progressive) science. Dalibor Vesely placed at the
beginning of his considerations — under the keyword ‘Ba-
roque science’®? — the culture of that time, which united
everything as never before. For him, this is undoubtedly
true in the case of Guarino Guarini, whom he even places
‘in the tradition of scholasticism’, ‘to which Guarini be-
longed’.58 This is where he situates the significance of the
all-encompassing concept of analogy, which he in turn
tends to understand as ‘anticipation of syllogistic reason-
ing and formal demonstration’, as if this had not also ac-
companied that culture in the best Aristotelian tradition.
At this point, Dalibor refers to Kepler, whom he in turn
associates with ‘early modern science’ and with his mod-
ern success story, when he, believing in God, adhered all
his life to well-known Pythagorean ideas of harmony — and
now proved them mathematically. Ideal ideas and precise
observation of the heavens; the one supported the other
and made a world view possible in a comprehensive, ‘uni-
versal’ way and — after the e/liptical orbit of Mars was es-
tablished — made it possible to graspitin all its complexity
with the best possible means and methods.

55 — Id., p.177.

56 — Strange is the
emphasis on the old prejudice
according to which the
northern ltalian and central
European ‘baroque’, unified
world is clearly divorced

from the ‘unravelling’ world
in England, France and parts
of Germany, without taking
into account the — also not
clearly delimitable - cultural
difference of Catholic and
Reformed areas of Europe.
Such approaches necessarily
remain abstract like
templates and underestimate
the permeability and
interconnectedness of the
world at that time. (Cf. Id.,

p. 230.)

57 — Id., p. 176.
58 — Id., p. 205.

«Mathesis universalis!» From here, Dalibor Vesely arrives at Guar-
ini’s Euclides Adawuctus and has now arrived at his universal world;
he immediately continues — mindful of analogy and its significance
for the theory of proportions — to Proclus and Cusanus, placing
them in the intellectual-historical framework.5® He rightly points
out that at the beginning of his commentary on Euclid’s fifth book,
Guarini parallels it with the ‘metaphysics’ of the philosophers.
Guarini’s original formulation in the introduction to this chap-
ter explains this and makes the connection to the «Mathesis uni-
versalis» all the more comprehensible: «Cognitis Rationum, Pro-
portionumque definitionibus, modumgque illas tractandi, ¢ in
illarum cognitione se exercendi, ad proprietates earum genericas,

59 — Id., p. 206.
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v uvodu této kapitoly toto vysvétluje a umoziiuje
tak 1épe pochopit spojeni s «Mathesis universalis»:
«Cognitis Rationum, Proportionumque definitioni-
bus, modumque illas tractandi, & in illarum cogni-
tione se exercendi, ad proprietates earum genericas,
&) universalissimas accedimus. Estque hic tractatus
veluti Metaphysica apud Phylosophos. Nam sicut illa
entia universalissime acepta cognitione intuetur; Sic
iste liber proportiones atque earum similitudines sub
tota universalitate animadvertit.»®° Jde o proporce
a podobnosti, ¢im7 se vée necha — harmonicky - za-
sadit do struktury fizené srovnatelnosti.

Guariniho matematické knihy jsou navzdory for-
matu in folio v zasadé vzato uéebnicemi, v nichz je
prislusna latka pfi co mozna nejsirsim zohlednéni
tehdejsich poznatkt vzdy zpracovana a obsahle
vylozena. Geometrie a astronomie (s k ni ptinale-
zici gnémonikou) byly naléhavymi tématy té doby
a Guarini k nim publikoval objemné ,prirucky®. Re-
cenze Mathematica Caelestis® v ¢ervnovém seSitu
lipskych Acta Eruditorum pak také konstatuje, ze
zde nelze olekavat nic zvlastniho a Ze argumenty by
mezitim mély byt viude tytéz.62 Pravé zde se viak
Guarini snazi citovat autority novodobéjsi astrono-
mie, od Kopernika a uzsiho okruhu jeho obhajcti od
Erasma Reinholda k Michaelu Mistlinovi, Keplerovu
uditeli, Maginiho a Galilea, Fontany a Riccioliho, ale
také Prolemaia a Peurbacha®? [oBRr. 14, 15]; to odpo-
vida poznamce v titulu «Iuxta observationes tum re-
centes, tum veteres celebriorum Caeli inspectorums.

Adekvatné jeji podrobnosti je latka
v téchto velkych foliantech vykladana
co mozna véeobsazné, je vystavéna jako
nauka. Jestlize jsou matematické zale-
zZitosti v uz$im slova smyslu spise pred-
naseny a shrnuty®4, pak jsou zdsadni
argumenty ,matematické filozofie“
uptednostnény pred Euklidovymi vy-
svétlenimi a to, co Guarini podtrhuje jiz
v nazvu dodate¢nym slivkem «metho-
dicus», je vyjadfeno o to diraznéji. Tyka
se to na priklad otazky «quantitas con-
tinua», interpretované na zakladé ¢int

60 — Srov. Guarino Guarini,
Euclides Adauctus et Methodicus
Mathematicag. Universalis, Torino:
Bartolomeo Zapata, 1671, str. 118. -
Dalibor Vesely bohuzel celkové
necituje z originall a upfednostiuje
pro své doklady sekundarni literaturu,
coz méa samoziejmé i svoje vyhody.

61 — Srov. Guarino Guarini,
Caelestis Mathematicae Pars Prima;
Pars Secunda, Milano: Lodovico
Monti, 1683. (V pfiloze k prvnimu

dilu Astronomie je uveden téz kratky
chronologicky nastin svétové historie
véetné odpovidajicich tabulek (Leges
Temporum, et Planetarum, Torino;
Eredi Caroli lanelli, 1678); jakoz i druhy
dil vénovany gnémice a slune¢nim
hodinam.)

62 — Srov. Acta Eruditorum Anno
MDCLXXXIV publicata, Mensis Junii,
Leipzig: Christophorus Glinther, 1684,
str. 2569-261.

63 — Srov. Guarino Guarini, Cealestis
Mathematicae Pars Prima, op. cit.,
str. 441, str. 457 et al.

64 — Vittorio Viale pozval na kongres o Guarinim

v roce 1968 matematika, ktery mél upresnit Guariniho
pozici v ramci tehdejsi situace; v§imal si pokulhavani
projektivni geometrie, ktera se tehdy ve Francii zvlast
rozvijela. Guarini samoziejmé prednosti ,projektivni“
geometrie také znal, coz mu pfi navrhovani praceli
pfislo vhod. Zabyvani se francouzskou teorii «coupe de
la pierre», kamenorezu, bylo zaznamenéno na jinych
mistech v Architettura Civile z roku 1737 a v roce 1968
bylo zeSiroka diskutovéano. Kritik projevuje méalo smyslu
pro tehdejsi historickou situaci, latina obséhlych traktat
mu pridélava usili; a kdo se zabyva kvadraturou kruhu
jako Grégoire de Saint-Vincent, ten je mu od za¢atku
podezrely! Cf. Francesco Giacomo Tricomi, Guarini
matematico, in: Vittorio Viale (ed.) Guarino Guarini

e I'Internazionalita del Barocco. Atti del Convegno
internazionale 30 settembre — 5 ottobre 1968, Il, Torino:
Accademia delle Scienze, 1970, str. 551-557.



& universalissimas accedimus. Estque hic tractatus
veluti Metaphysica apud Phylosophos. Nam sicutilla
entia universalissime acepta cognitione intuetur; Sic
iste liber proportiones atque earum similitudines sub
tota universalitate animadvertit.»®% It is about pro-
portions and similarities, with which everything can
be placed in a structure guided by comparability —
harmoniously.

Guarini’s mathematical books, despite their folio format,
are basically textbooks in which the respective subject
matter is prepared and comprehensively presented with
the broadest possible consideration of the knowledge of
the time. Geometry and astronomy (with the associated
gnomonics) were the most urgent topics of the time, and
Guarini published voluminous ‘manuals’ on them. A re-
view of the Mathematica Caelestis® in the June issue of
the Leipzig Acta Eruditorum states that one should not
expect anything special here and that the arguments are
the same everywhere by now.62 Here, however, Guar-
ini takes pains to quote the authorities of recent astron-
omy, from Copernicus and the inner circle of his defend-
ers from Erasmus Reinhold to Michael Mistlin, Kepler’s
teacher, Magini and Galileo, Fontana and Riccioli, but
also Ptolemy and Peurbach®3 [riG. 14, 15]; it corresponds
to the reference on the title «Iuxta observationes tum re-

60 — Cf. Guarino Guarini, Euclides
Adauctus et Methodicus Mathematicaq.
Universalis, Torino: Bartolomeo Zapata,
1671, p. 118. - Dalibor Vesely unfortunately
refrains from original quotations
altogether and prefers secondary
literature for his evidence, which does
have its advantages.

61 — Cf. Guarino Guarini,
Caelestis Mathematicae Pars
Prima; Pars Secunda, Milano:
Lodovico Monti, 1683. (Attached
to the first part on astronomy

is a short chronological outline
of world history and the
corresponding tables (Leges
Temporum, et Planetarum,
Torino; Eredi Caroli lanelli,
1678); as well as the second
part devoted to gnomonics and
sundials).

62 — Cf. Acta Eruditorum Anno
MDCLXXXIV publicata, Mensis
Junii, Leipzig: Christophorus
Glnther, 1684, p. 259-261.

63 — Cf. Guarino Guarini,
Cealestis Mathematicae Pars
Prima, op.cit., p. 441, S. 457 et al.

centes, tum veteres celebriorum Caeli inspectorums».

In accordance with their comprehensive-
ness, the subject matter in these large folios
is spread out as completely as possible, struc-
tured as a doctrine. While the mathematical
issues in the narrower sense are usually re-
ferred to and summarised,®4 the fundamen-
tal arguments of a ‘mathematical philosophy’
precede Euclid’s explanation and what Guar-
ini already emphasises in the title with the
added word ‘methodicus’ is emphasised all
the more clearly. It concerns, for example, the
question of «quantitas continua», interpreted
in terms of act and potency and discussed ac-
cording to the six ‘species’ of «Molis, Numeri,
Temporis, Motus, Virtutis, Ponderis»; all ‘ex-
istential’ states and conditions of bodies are
considered, as it were, and then also these

64 — At the Guarini Congress in 1968, Vittorio
Viale had appointed a mathematician to situate
Guarini's position in the situation at the time;

he observed a lagging behind with regard to
projective geometry, which was developing
particularly well in France at the time. Of course,
Guarini was also aware of the advantages of
‘projective’ geometry, which suited him in his
facade developments. The preoccupation with
the French theory of the «coupe de la pierre»,

or stone cut, was reflected elsewhere in the
Architettura Civile of 1737 and was very much
discussed widely in 1968. The critic shows little
sense for the historical situation of the time, the
Latin of detailed treatises gives him trouble; and
whoever deals with the squaring of the circle
like Grégoire de Saint-Vincent is suspect to him
from the outset! Cf. Francesco Giacomo Tricomi,
Guarini matematico, in: Vittorio Viale (ed.)
Guarino Guarini e I'Internazionalita del Barocco.
Atti del Convegno internazionale 30 settembre —
5 ottobre 1968, Il, Torino: Accademia delle
Scienze, 1970, pp.551-557.
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a mocnin a diskutované podle Sesti «species» «Molis, Numeri,
Temporis, Motus, Virtutis, Ponderis»; posuzovany jsou stejnou
mérou vechny ,existenéni“ stavy a podminky téles, a poté té-
lesa sama.®® Jinak fedeno, Guarino Guarini si je samoztejmé vé-
dom, Ze je geometrie osvéd¢enym prostredkem, jak presné si-
tuovat a popsat vSechny prvky, télesa a expanze svéta. Jde tedy
také o ,afekty“ matematiky, kterymi na vnéjsi svét udrzitelné
pusobi. Takovéto véci musi ¢lovék znat, aby mohl spravné odhad-
nout jejich ptisobeni; tato kapitola zac¢ina odpovidajici vyzvou:
«Quaedam de ipsa Mathematica praecognoscenda...»®® Tomu
priméfené jde tedy nejprve o vyméteni délky, vysky a hloubky,
coz je poté didakticky ve hte na otazky a odpovédi vysvétleno
zhruba takto: obrysy téles jsou oznaceny bodem, linkou, plo-
chou, a jim neoddélitelné pridéleny; jestlize se o nich pojednava,
pojednédva se ,implicitné“ o téchto télesech.®7 Na jiném misté,
stale u diskuze o «quantitas continua», je zaznamenano, Ze tyto
(ryze) matematické prvky bod, linka a plocha jsou samy o sobé
neoddélitelné.®®

Tak se vzdélava matematické povédomi — za pomoci zakladnich
filozofickych tvah! Kazdavéda, «ut Logicus docet», rozliSuje mezi
materialnim a formalnim stavem objektu; materialni stranka je
predmétem této védy, formalni stranka oznacuje aspekt, ze kte-
rého je posuzovan a diskutovan. Priklady jsou klasickeé: «Sic Me-
dicus considerat corpus animatum; set ut sanabile. Sic Physicus
considerat corpus naturale; sed ut mutabile. Sic Theologus Deum
speculator; sed ut cognoscibilis lumine revelato medio discursu.
Unde in medicina corpus animatum erit obiectum materiale, sed
eius sanabilitas obiectum formale.»®® Vedle toho se dozviddme
néco také o spojeni svétla a boziho poznani; a architekt samo-
ztejmé podle tohoto pravidla najde sviij ukol ve formovani.

Cesta od téchto zakladnich uvah, od ,metafyziky“ geometrie
k praxineni zdaleka tak dlouha aledacos je v diskuzijiz obsazeno
aptipraveno. Od (abstraktni) matematiky beztak vede cesta k fy-
zice a télesim. Konkrétni — matematické — otazky, jako tfeba
jaky mize mit déleni ,kvant“ dopad na zménu forem??, ukazuji
na velky prostor v zachdzeni s matematickymi skute¢nostmi.
Nezli si tedy pre¢teme Euklidovu prvni vétu a vstoupime do uzsi
praxe geometrického utvareni, nachazime se uprostred zasad-
nich, i psychologickych otazek! Konkrétnim problémiam jsou vé-
novany pravé Guariniho rozsitené ,metafyzické” ivahy. Popisuji
ramec, v némz Guarini naopak prakticky predstavuje odpovida-
jici matematické discipliny.

65 — Srov. Guarini,
Euclides Adauctus,
op. cit., str. 1-2
(Conclus.l. Propos.l,;
Conclus.ll. Propos.l.).
66 — Id., str. 21.

67 — Id., str. 21
(Concl.l.Propos.l.).
68 — Id, str.9
(Expensio VIIL.).

69 — Id, str. 21
(Expensio .
Praeassumptum.).

70 — Id., str. 7.



themselves.®% In other words, Guarino Guarini is of course aware
that geometry is the tried and tested means of precisely situat-
ing and describing all the elements, bodies, extensions that are
in the world. So it is also about the ‘@ffects’ of mathematics, with
which it has alasting effect on the external world. One must know
such things in order to be able to assess their effect correctly; this
chapter begins with the corresponding request: «Quaedam de
ipsa Mathematica praecognoscenda...».8® Accordingly, it is first
a matter of measuring length, height and depth, which is then
didactically explained in a question and answer game as follows:
with point, line, area, the outlines of bodies are designated and
are inseparable from them; if one acts from them, one acts ‘im-
plicite’ from the bodies.7 Elsewhere, still in the discussion of
«quantitas continua, it is stated that the (purely) mathematical

elements of points, line and surface are in and of themselves in-
divisible.68

This is how a mathematical consciousness is formed — with the
help of fundamental philosophical observation! Every science,
«ut Logicus docet», distinguishes between the material and for-
mal state of an object; the material is the object of that science,
the formal denotes the aspect under which it is considered and
treated. The evidence is classical: «Sic Medicus considerat corpus
animatum; set ut sanabile. Sic Physicus considerat corpus nat-
urale; sed ut mutabile. Sic Theologus Deum speculator; sed ut
cognoscibilis lumine revelato medio discursu. Unde in medicina
corpus animatum erit obiectum materiale, sed eius sanabilitas
obiectum formale.»®®

Along the way, one learns something about the connection be-
tween light and the knowledge of God; and of course the architect
will find his task in the design according to this measure. The path
from these fundamental considerations, from the ‘metaphysics’
of geometry to practice is not that far, and much of the discussion
is already laid out and prepared. From (abstract) mathematics,
one is led to physics and the solids anyway. Concrete — mathe-
matical — questions, such as how the division of ‘quanta’ can af-
fect the change of forms”?, already point to the great scope in the
handling of mathematical circumstances!

65 — Cf. Guarini,
Euclides Adauctus,
op.cit., p. 1-2
(Conclus.l. Propos.l,;
Conclus.ll. Propos.ll.).

66 — Id., p.21.
67 — Id., p. 21
(Concl.l.Propos.l.).
68 — Id, p.9
(Expensio VIII.)

69 — Id. p.21
(Expensio
|.Praeassumptum.).
70 — Id., p.7.

One is thusin the midst of fundamental, also psychological, questions before one has
read Euclid’s first theorem and entered into the narrower practice of geometric form
formation! It is the ‘metaphysical’ consideration extended by Guarini that is super-
imposed on the concrete problems. It describes the framework in which Guarini
conversely presents the corresponding mathematical disciplines in a practical way.
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Ve vyrazném kontrastu k velkym latinskym pojedndnim pu-
blikoval Guarini v nejmensim formatu stru¢nd, na praxi za-
mérena a italsky psana pouceni, Modo di Misurare le Fabri-
che (1674) [oBR.16], Trattato di Fortificazione (1676) [0BR.17],
a také Compendio della Sfera Celeste (1675) [oBR. 18].71
A s pomoci Bernarda Antonia Vittonese posmrtné vydana
Architettura Civile ukazuje, ze mu — navzdory zvySenym
(matematickym) narokim - jednoznaéné jde predevsim
o architekturu, koneéné o stavitelstvi.

To ho odli$uje od Juana Caramuela de Lobkowitze, ktery
ve své publikaci Arquitectura Civil, recta y obliqua (1678)
[oer. 19] na protikladu rovného a pokfiveného vystavél celou
architektonickou gramatiku s odpovidajicim zptisobem de-
formovanymi sloupy stojicimi na ovalném pudorysu, proéez
ho Guarini kritizuje.”? Této kritice a korektute predchazela
zasadnitvaha, ktera je v literatufe o Guarinim ¢asto Spatné
interpretovana jako Guarini «<matematico», av§ak na tomto
misté pravé naopak zachycuje, ze v architektufe je upred-
nostnovan umélecky, se smyslovym vnimanim spojeny za-
jem, a prosazovani matematickych pravidel by mély a maji
byt stanoveny hranice. Tato pasaz zaéina «sebbene» ackoli
je architektura na matematice zavisla:

«L’Architettura, sebbene dipenda dalla Matematica, nulla
meno ella ¢ un’Arte adulatrice, che non vuole punto per la
ragione disgustare il senso; onde sebbene molte regole sue
sieguano i suoi dettami, quando pero si tratta, che le sue di-
mostrazioni osservate siano per offendere la vista, le can-
gia, le lascia, ed infine contradice alle medesime; onde non
sarainfruttuoso per sapere quello, che debba osservare I’Ar-
chitetto, vedere il fine dell’Architettura, ed il suo modo di
procedere.»”3

Tato véta je uvedena v kapitole vénované «Regole d’Architet-
turain generale», v niz je tak jako v Palladiové odpovidajicich
doporucenichv Quattro Librizroku1570 zachycenvSeobecny
prehled a nikoli pfisné pfedpisy. Guarini na tomto misté pre-
chazi k nakladani s «commodita», Vitruvovymi «utilitas».
A o dvé stranky dale podrobnéji uvadi: «L’Architettura pud
correggere le regole antiche, e nuove inventare.»”® U Palladia
stoji: «non si deve pero far cio contra i precetti dell’architet-
tura, e contra quello, che la ragione ci dimostra: onde si vede
che ancho gli Antichi variarono: né pero si partirono mai da
alcune regole universali, & necessarie dell’Arte.»”®

71 — Srov. Guarino Guarini,
Modo di Misurare le
Fabriche, Torino: Heredi
Gianelli, 1674; Id.,
Compendio della Sfera
Celeste, Turin: Giorgio
Colonna, 1675; Id., Trattato
di Fortificazione, Che hora
si usa in Fiandra, Francia,
& ltalia, Turin: Heredi di
Carlo Gianelli, 1676.

72 — Srov. Werner
Oechslin, Osservazioni

su Guarino Guarini e Juan
Caramuel de Lobkowitz, in:
Vittorio Viale (ed.,) Guarino
Guarini e I'Internazionalita
del Barocco. Atti del
Convegno internazionale
30 settembre - 5 ottobre
1968, |, Turin: Accademia
delle Scienze, 1970,

str. 573-595.

73 — Srov. [Guarino
Guarini], Architettura
Civile del Padre D. Guarino
Guarini Cherico Regolare
Opera Postuma, Turin:
Gianfrancesco Mairesse,
1737, str. 3.

74 — Id., str. 5.

75 — Srov. Andrea
Palladio, | Quattro Libri
Dell'Architettura, Benatky:
Dominico de’Franceschi,
1570, |, str. 52.
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Mairesse, 1737, Schema

FIG.10 Guarino Guarini, Architettura Civile
del Padre D. Guarino Guarini Cherico Regolare
Opera Postuma, Torino: Gianfrancesco
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FIG. 20 Guarino Guarini, Euclides Adauctus et
Methodicus Mathematicaq. Universalis, Torino:
Bartolomeo Zapata, 1671
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In clear contrast to the large Latin treatises, Guarini pub-
lished concise, practically oriented manuals in Italian, the
Modo di Misurare le Fabriche (1674) [Fia. 16], the Trattato
di Fortificazione (1676) [Ra. 171, and also the Compendio
della Sfera Celeste (1675) [rie.18].71 And the Architettura
Civile, published posthumously with the help of Bernardo
Antonio Vittone, shows that — despite his higher (mathe-
matical) standards — he was unmistakably concerned first

and foremost with architecture, ultimately with building.

It distinguishes him from Juan Caramuel de Lobkowitz,
who in his Arquitectura Civil, rectay obliqua (1678) [Fie.19],
based on the opposition of straight and crooked, developed
anentirearchitectural grammar with correspondingly mis-
shapen columns standing on an oval ground plan and was
criticised by Guarini for this.”2 This criticism and correc-
tion was preceded by a fundamental consideration, which

71 — Cf. Guarino Guarini,
Modo di Misurare le Fabriche,
Torino: Heredi Gianelli, 1674; Id.,
Compendio della Sfera Celeste,
Torino: Giorgio Colonna, 1675;
Id., Trattato di Fortificazione,
Che hora si usa in Fiandra,
Francia, & Italia, Torino: Heredi
di Carlo Gianelli, 1676.

72 — Cf. Werner Oechslin,
Osservazioni su Guarino Guarini
e Juan Caramuel de Lobkowitz,
in: Vittorio Viale (ed.,) Guarino
Guarini e I'Internazionalita del
Barocco. Atti del Convegno
internazionale 30 settembre -

5 ottobre 1968, |, Torino:
Accademia delle Scienze, 1970,
p. 573-595.

in Guarini literature has often been misread as a Guarini
«matematico», but which at this point states precisely the
opposite, that in architecture the artistic interest linked
to sensory perception has priority and that limits should
and must be set to the enforcement of mathematical rules.
The passage begins with «sebbene», although architecture
is dependent on mathematics:

«L’Architettura, sebbene dipenda dalla Matematica, nulla meno
ella é un’Arte adulatrice, che non vuole punto per la ragione dis-
gustare il senso; onde sebbene molte regole sue sieguano i suoi
dettami, quando pero si tratta, che le sue dimostrazioni osser-
vate siano per offendere la vista, le cangia, le lascia, ed infine
contradice alle medesime; onde non sara infruttuoso per sapere
quello, che debba osservare ’Architetto, vedere il fine dell’Ar-
chitettura, ed il suo modo di procedere.»”3

The sentence is in the chapter on the «Regole d’Architettura in
generale», in which, as in Palladio’s corresponding recommen-
dations in the Quattro Libri of 1570, a general orientation rather
than strict regulations are given. At this point, Guarini moves
on to Vitruvius’ treatment of «commodita» and «utilitas». And
two pages later he states: «L’Architttura pud correggere le reg-
ole antiche, e nuove inventare.»’® Palladio writes: «non si deve
pero far cio contra i precetti dell’architettura, e contra quello,
che la ragione ci dimostra: onde si vede che ancho gli Antichi
variarono: né pero si partirono mai da alcune regole universali,
& necessarie dell’Arte.»”®

73 — Cf.[Guarino
Guarini], Architettura
Civile del Padre D.
Guarino Guarini
Cherico Regolare
Opera Postuma,
Torino: Gianfrancesco
Mairesse, 1737, p. 3.

74 — 1d., p.5.

75 — Cf. Andrea
Palladio, | Quattro
Libri Dell’Architettura,
Venezia: Dominico
de'Franceschi, 1570,
I, p. 52.
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Matematika musi slouzit uméni; a predstavuje zaklad hlub-
$iho porozuméni s ohledem na ,,metafyziku®, o které hovoti
Guarini. To neni v rozporu s praktickymi vysvétlenimi,
okterd se Guarinirovnéz snazi. V Modo di misurare le Fab-
riche najdeme uz v nazvu odkaz na «calcoli facilissimi»; Gu-
arini chce usnadnit cestu k vy$$im cilim. Zprostiedkovava
tedy elementarni znalosti o «varij giri, che segnano co’i suoi
movimenti il Sole, e I'altre Stelle». A v ¢asti «Preludio I.»
spisu Breve Trattato di Fortificazione se odkazuje na to, ze
architekt musi disponovat «questa prima cognitione» Eu-

klidovych prvka.7€

Dalibor Vesely rozpoznal na zakladé kresby, v niz se — podle
Euklidovy véty o zareni — ve sledu stale vétsich trojuhelnika
vytvari celkova forma, kli¢ k pochopenti ,kupole“ Guariniho
kaple Svatého platna.”” Odkazuje tim na matematické za-
klady ,,posloupnosti“a , progresi®, které slouzi konkrétnimu
utvareni formy a které Guarini pojednava ve spisu Euclides
Adauctus [oer. 20]. Jsou to formovdni, ktera historik architek-
tury podle svych architektonickych predstav chape jako «on-
dulazione», «compenetrazione», «<sovrapposizione additiva»
a podobné, ¢imz lze charakterizovat a popsat architektiv
wjazyk“T® V Guariniho geometrii je tato na zédkladé jasnych
proporcionalnich ¢isel stanovena souvislost uvedena v odpo-
vidajici ¢asti «De Proportione Harmonica» [oBr. 21] 72 a pies-
néji rozebrana pti pojednavani o odpovidajicich ,nasledcich®
avylozena pod nazvem «De Linearum Progressionibus Har-
monicis»®?. (Tomu samoziejmé predchazela kapitola o geo-
metrickych posloupnostech, na kterych jsou harmonické
posloupnosti zalozeny.21) Pro Dalibora Veselého je dilezité
upozornit na zvlastni kvality kombinaci riznych pomért,
které Guarini uvadi pod titulem «De proportione dialectica»
[0BR. 22, 23, 24] 82, Pojednava o tom kapitola «De Proportiona-
litate Rationum», v niz je celek téchto pomért umistén a uve-
den s odkazem na univerzalni vyznam a odpovidajici neome-
zené pouziti pro vSechny veli¢iny: «Licet iste Tractatus sit
universalis, ¢’ omne genus quantitatis complectatur»; «cum
tamen propositiones generice sint intelligendae, ¢’ omni ge-
nere quantitatis applicandae».®3 Neptimo je tim predlozeno
a odiavodnéno bohatstvi variaci tvara, které pro architekta
timto zpisobem vznikaji z matematického zakladu. Vdééime
za to tomuto podrobnému popisu geometrickych a harmo-
nickych posloupnosti, kterym se v Guariniho dobé oc¢ividné
dostalo zvlastni pozornosti. Dalibor Vesely to doklada tim,
ze odkazuje zejména také na obsahly Opus Geometricum

76 — Guarini, Fortificazione,
op. cit., str. 5.

77 — Srov. Vesely, op. cit,
str. 20 a obr. 4. 16.

78 — Zde citovano: Paolo
Portoghesi, Il linguaggio
di Guarino Guarini, in:
(Vittorio Viale ed.,) Guarino
Guarini e I'Internazionalita
del Barocco. Atti del
Convegno Internazionale
30 settembre - 5 ottobre
1968, Turin: Accademia
delle Scienze, 1970, |,

str. 9-34.

79 — Srov. Guarini,
Euclides Adauctus,

op. cit., str. 242-247:
Tractatus XIIII. Pars Tertia.
De Proportione Harmonica
(téz: De proportionalitate
Harmonica).

80 — Id., str. 263-271:
Tractatus XVI. Pars
Secunda. De Linearum
Progressionibus
Harmonicis.

81 — Id,, str. 256-

262: Tractatus XVI.

De Progressione
Proportionali. Pars Prima.
De Linearum Progressione
Geometrica.

82 — Id., str. 278:
Tractatus XVII. De
Proportionalitatibus
Rationum. Expensio V. -
U Veselého (op. cit.,

str. 210) citovano
nepresné - bez
usouvztaznéni.

83 — Id., str. 271:
Tractatus XVII.

De Proportinalitatibus
Rationum; citovano

z predchéazejici definice.



OBR. 22 Id., Tractatus XVII.

De Proportionalitatibus Rationum.

Expensio V. De Proportione Dialectica (s. 278)
FIG. 22 Id., Tractatus XVII.

De Proportionalitatibus Rationum.

Expensio V. De Proportione Dialectica (p. 278)

OBR. 23 Id., De Corporum comparatione
Sekvence kostek (s. 682)

FIG. 23 Id., De Corporum comparatione
Progresssion (sequence) of cubes (p. 682)

0BR. 24 Id., Conoides Parabolicum elipitické figury na
pravouhlém zékladu v ,,progresi®. (pfiloha)

FIG. 24 Id, Conoides Parabolicum elipitic figures on
rectangular ground in ‘progression’. (Appendix)
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OBR. 25 Grégoire de Saint-Vincent. Opus Geometricum
Quadraturae Circuli et Sectionum Coni Decem libris
comprehensum, Antwerpen: Meursius, 1647

FIG. 25 Grégoire de Saint-Vincent. Opus Geometricum
Quadraturae Circuli et Sectionum Coni Decem libris
comprehensum, Antwerpen: Meursius, 1647

OBR. 26 Id. obrazek ke
geometrické progresi (s. 125)
FIG. 26 Id., figure on
geometric progression

(p. 125)

OBR. 27 Id., Similia sint
similiterque posita (s. 134)
FIG. 27 Id., Similia sint
similiterque posita
(p.134)

oBR. 28 Id., Geometricka progrese prvki
FIG. 28 Id., Geometric progression of
elements



Mathematics must serve art; and it provides the basis for deeper un-
derstanding in view of that ‘metaphysics’ of which Guarini speaks. It
does not contradict the practical explanations that Guariniis equally

76 — Guarini,
Fortificazione,
op.cit., p. 5.

anxious to give. In Modo di misurare le Fabriche, there is already a
reference in the title to the «calcoli facilissimi»; Guarini wants to fa-
cilitate the passage to the higher objectives. So he imparts elemen-
tary knowledge of the «varij giri, che segnano co’i suoi movimenti il
Sole, e l'altre Stelle». And in the «Preludio I.» of the «Breve Trattato di
Fortificazione» it is pointed out that the architect must have «questa

prima cognitione» of Euclid’s elements.”®

Dalibor Vesely has identified the key to understanding the
‘dome’ of Guarini’s Cappella della Sindone?? on the basis of a
drawing in which - according to the Euclidean ray theorem —
an overall form is formed in a sequence of increasingly smaller
triangles. He thus refers to the mathematical foundations of
‘sequences’ and ‘progressions’ that serve the concrete forma-
tion of form and which Guarini discusses in Euclides Adauctus
[rie. 20]. These are formations that the architectural historian
understands according to his architectural ideas as «ondulazi-
one», «compenetrazione», «sovrapposizione additiva» and the
like, with which the “Yanguage’ of the architect can be charac-
terised and described.”® In Guarini’s geometry, this formal
connection, regulated on the basis of clear proportional num-
bers, is discussed in the corresponding part «De Proportione
Harmonica» [Fia. 211 72 and set out in more detail in the treat-
ment of corresponding ‘consequences’ under the title «De Li-
nearum Progressionibus Harmonicis».8% (This was of course
preceded by the chapter on geometrical sequences, on which
the harmonic ones build®?). Dalibor Vesely is keen to point
out the special quality in the combination of different ratios
that Guarini puts under the title «De proportione dialectica»
[FIG. 22, 23, 24] 82, Tt is dealt with in the chapter «De Proportion-
alitate Rationum», in which the whole of these ratios is situated
and introduced with the reference to the universal meaning and
the corresponding unlimited use for all quantities: «ZLicet iste
Tractatus sit universalis, ¢ omne genus quantitatis complec-
tatur»; «cum tamen propositiones generice sint intelligendae, ¢5°
omni genere quantitatis applicandae» 82 Indirectly, this reveals
and justifies the wealth of variation in forms that thus arises
for the architect from the mathematical foundations. It is due
to this detailed presentation of geometric and harmonic conse-
quences that Guarini’s time obviously paid particular attention
to them. Dalibor Vesely proves this by also referring in particu-
lar to the large-scale Opus Geometricum Quadraturae Circuli et

77 — Cf. Vesely, op.cit,
p. 20 and fig. 4.16.

78 — Cf.: Paolo
Portoghesi, Il linguaggio
di Guarino Guarini, in:
(Vittorio Viale ed.,) Guarino
Guarini e I'lnternazionalita
del Barocco. Atti del
Convegno Internazionale
30 settembre - 5 ottobre
1968, Torino: Accademia
delle Scienze, 1970, |,
p.9-34.

79 — Cf. Guarini,
Euclides Adauctus, op.cit.,
p. 242-247: Tractatus

XIlll. Pars Tertia. De
Proportione Harmonica
(also: De proportionalitate
Harmonica).

80 — Id., p. 263-271:
Tractatus XVI. Pars
Secunda. De Linearum
Progressionibus
Harmonicis.

81 — Id., p. 256-262:
Tractatus XVI.

De Progressione
Proportionali. Pars

Prima. De Linearum
Progressione Geometrica.

82 — Id., p.278:
Tractatus XVII. De
Proportionalitatibus
Rationum. Expensio V. -
In Vesely (op. cit., p. 210)
cited imprecisely, not
placed in context.

83 — Id., p.271:
Tractatus XVII. De
Proportinalitatibus
Rationum; cited according
to the above definition.
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Quadraturae Circuli et Sectionum Coni De-
cem libris comprehensum (1647) Grégoira de
Saint-Vincenta a zde vedenou podrobnou dis-

84 — Srov. Grégoire de Saint-Vincent. Opus
Geometricum Quadraturae Circuli et Sectionum
Coni Decem libris comprehensum, Antverpy:
Meursius, 1647, 57-166. Veselym (op. cit., str. 210,

kuzio «Progressiones Geometricae».84 obr. 418) zobrazeny obrazec str. 134.

Grégoire de Saint-Victor postupuje od posloupnosti ploch
k posloupnostem celych téles. A presné tak pokraduje Gua-
rini ve svém pojednavani o geometrickych a harmonickych
posloupnostech v delsi zavérecné kapitole rozs$ifené nyni i na
télesa [oBR. 25, 26, 27, 28]. 85 Vzdy pieci také jde o pomér veli-
kosti, coz architekta samozrejmé hluboce zajima, o «rationes»,
okterych pojednava Euklid v paté knize svych elementi, co ma
Guarini na tomto misté za ,metafyziku“ v matematice. Vincent
Léotaud, ktery recenzi opusu Opus Geometricum Quadraturae
Circuli Grégoira de Saint-Vincenta vénoval celou knihu, cituje
v této souvislostijednoduchou, téz architektovi srozumitelnou
definici: «Ratio est duarum magnitudinum eiusdem generis
mutua quaedam secundum quantitatem habitudo.»®8Jsou to —
da se fict ,habitudo® — pro architekta bézné véci, se kterymi
se denné setkava i bez navratu k teoretickym matematickym
zdkladim. Dlouhé odbocky a komentafe vénované geomet-
rickym a harmonickym posloupnostem v Guariniho Euclides
Adauctus [oBR. 29, 30] Cini naopak blizkost k architektonickym
télesim ocividnou. Guarini povazuje zavérecné pojednani
o télesech taktka za odménu za dlouhou pfipravu; nazyva ho
«quasi fructus antecedentium Tractatuum» a «complementum
omnium, quae de punctis, lineis, figuris, planitiebus & solidi-
tatibus dicta sunt».87 Obzvlast ,architektonickym* zpisobem
je to exemplifikovano na prikladu krychli a jejich omezenych
paralelnich ploch.88

Guarini vsouva — Casto pred vétsi kapitoly — takovéto zobec-
nujici poznamky. Ale samoziejmé zistava ve svém Euclides
Adauctus vzdy u svych matematickych pozorovani a archi-
tekturu ani slovem nezminuje. Souvislost z toho vsak vyplyva
a je patrna, nebot geometrie odjakziva plati za zaklad archi-
tektury. Koneéné jde o to, co vysoce vzdélany architekt Ro-
berto Gabetti v inteligentni formulaci kratce a trefné popisuje
jako «perfetta fusione di immaginazione e raziocinio», «dove
il calcolo geometrico € un mezzo per raggiungere un altissimo
virtuosismo costruttivo e stilistico, e i pitt sorprendenti effetti
decorativi e prospettici».8®

Co je pro mnohé v$eobecna, dale neanalyzovana forma men-
tis99, ukazuje se véak byt az do tvaru a télesa dobt'e promyslené

85 — Srov. Guarini,
Euclides Adauctus,

op. cit., str. 660-686:
Tractatus XXXV. De
Corporum comparatione.

86 — Srov. Vincent
Léotaud, Examen Circuli
Quadraturae Hactenus
Editarum Celeberrimae,
Quam Apollonius alter,
magno illo Pergaeo
non minor Geometra,
R.P. Gregorius a Sancto
Vincentio Societatis
lesu, Exposuit, Lyon:
Barbier, 1654, Pars
Secunda, str. 1.

87 — Srov. Guarini,
Euclides Adauctus,
op. cit., str. 660.

88 — Id., str. 682:
Tractatus. XXXV.

De Corporum
Comparatione.

Probl. XII. Prop. LXII.
Seriei corporum
continua proportione
procedentium corpus
aequale invenire,
datis duobus lateribus
corporum duorum
primorum.

89 — Gabettiho
charakteristiku kritizuje
Tricomi (op. cit., str. 556)
ohledné pouzivani pojmu
«calcolo geometricoy,
coz nyni ale kazdy laik

a nematematik velmi
dobfe zafadi a chape.

90 — Tak téz Tricomi
(op. cit., str. 557).



OBR. 29 Vincent Léotaud, Examen Circuli Quadraturae
Hactenus Editarum Celeberrimae, Quam Apollonius alter,
magno illo Pergaeo non minor Geometra, R. P. Gregorius

a Sancto Vincentio Societatis Iesu, Exposuit, Lyon: Barbier,
1654, Titulni strana

FIG. 29 Vincent Léotaud, Examen Circuli Quadraturae
Hactenus Editarum Celeberrimae, Quam Apollonius alter,
magno illo Pergaeo non minor Geometra, R. P. Gregorius

a Sancto Vincentio Societatis lesu, Exposuit, Lyon: Barbier,
1654, Title

OBR. 30 Id., obraz ke srovnani podobnych
trojuhelniki (Lib. [T s. 79)

FIG. 30 Id., model for comparing similar
triangles (Lib. II p. 79)
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konkrétni spojeni matematiky a architektury. Samo-
ziejmé je z tohoto vychoziho bodu — o to vyraznéji — dale
do zakladt promyslena; Guarini ma pro to pripraven od-
kaz k metafyzice. Potud je Guarini sou¢asti vyznamné
tradice, ktera — nevyhnutelné — vede zpét ke Cusanusovi,
kterého Dalibor Vesely v této souvislosti rovnéz cituje.®1
Nikdo se obsahleji nevénoval spekulacim o geometrii
a hlubsimu, ,,bozskému® smyslu a nepatral po proméné
matematickych figur — zejména téz v jeho ptiteli Paolu
Toscanellimu vénovanému spisu De transmutationibus
Geometricis. Jde o pochopeni nepochopitelného a také
o konkretizovani v architektonické formé, v platénské
tradici «transcensus» daného do byti coby ,trvalé exis-
tence“.22Z podobnosti bozského alidského ducha vznika
plozeni, ,tvotfeni prostfednictvim pochopeni“®3 Na pre-
mysleni o posse, schopnosti auméni, Cusanosovi obzvlast
zalezi, nebot v ném — otevtena diky possibilitas — je zdu-
raznénd cesta do svéta: «Humaniter ad Divina».

Velkolepou, ptusobivou myslenkovou budovu — du-
chovni stavebni dilo — zanechal ve svych spisech
[oBr. 31] Nikolaus von Kues. A jako zadny jiny prelozil
ze staré Lulluské a byzantské tradice filozofické formy
mysleni a ,vy$si schopnosti uvazovat® «intellectuali-
tas» do ,obraznych a schematickych” forem a figur
zndzornéni, a tim ptiblizil jejich pfedstavu.®4 Guarini
se —jakje tézuvedeno v titulu Euclides Adauctus — po-
vazuje za filozofa, teologa a matematika; pro néj jsou
tyto souvislosti dané a uchopitelné.

Samoziejmé jsme zvykli tyto transcendence z danych obsahi
obrazu ,odeditat. Av§ak obrovska malba, kterou Franz Josef

91 — Srov. Vesely, op. cit., str. 210.

92 — Srov. k tomu: K.H. Volkmann-
-Schluck, Nicolaus Cusanus.

Die Philosophie im Ubergang vom
Mittelalter zur Neuzeit [Nicolaus
Cusanus. Filozofie v pfechodu od
stfedovéku k novovéku], Frankfurt
n. M.: Klostermann, 1957; zde
citovano: str. xii.

93 — Srov. k tomu mj. Josef
Stallmach, Ansatze neuzeitlichen
Philosophierens bei Cusanus
[Zarodky novodobého filozofovani
u Cusanuse], in: Rudolf Haubst,
Das Cusanus-Jubildum in
Bernkastel-Kues vom 8. bis 12.
August 1964. Mitteilungen und
Forschungsbeitrage der Cusanus-
-Gesellschaft 4 [Cusanusovo
jubileum v Bernkastel-Kues od 8. do
12. srpna 1964. Sdéleni a védecké
prispévky Cusanusovy spole¢nosti
4], Mainz: Matthias-Griinewald-
-Verlag, 1964, str. 339-356; zde:
str. 355.

94 — Z obséhlé literatury: Erhard
W. Platzeck, Von der Lullschen zur
Cusanischen Denkform [Od lulluské
ke cusanovské formé& mysleni]; in:
Haubst, Cusanus-Jubilaum, op. cit.,
str. 145-163; zde zejména str. 162;
Nikolaus Stuloff, Mathematische
Tradition in Byzanz und ihr Fortleben
bei Nikolaus von Kues [Matematicka
tradice v Byzanci a jeji pokragovani
u Nikolause von Kuese], in: Haubst,
Cusanus-Jubilaum,

op. cit., str. 420-436.

95 — Srov. Vesely,
op. cit., str. 217-226.

Spiegler v roce 1751 vyzdobil strop klasterniho kostela ve mésté
Zwiefalten a ktera tvofi soucast ,barokniho komplexniho dila“
jez Dalibor Vesely li¢i jako idedl takového celku®S, piisobi — na-
vzdory ptili$ konkrétnim obsahtim obrazu — prostfednictvim vel-
kého architektonického gesta; timto zpiisobem lze zakusit hlubsi
smysl, ktery tomuto svétu — oproti hrozici ‘divided representa-

tion’ — (jesté jednou!) poskytuje soudrznost.

«Humaniter ad divina vebhere» je uvedeno v prvni
vété predmluvy «Prefatio» v Cusanusové De Visione
Dei; nasleduje hned téz odkaz na nezbytnou, spo-
jujici podobnost: «similitudine quadam hoc fieri
oportet».28 Nikolaus von Kues neztraci konkrétni

96 — Srov. [Nicolaus de Cusa,
Opuscula theologica et mathematica,
2, Strassburg:Martin Flach, nicht nach
13. Okt. 1488] fol. a 2 recto; cela véta:
«Si vos humaniter ad divina vehere
contendo: similitudine quadam hoc fieri
oportet.»



Sectionum Coni Decem libris compreben-
sum (1647) by Grégoire de Saint-Vincent
and the detailed discussion of the «Pro-
gressiones Geometricae» there.84

Grégoire de Saint-Victor leads from the progressions of surfaces to
those of whole bodies. And this is precisely how Guarini continues
his consideration of geometric and harmonic sequences in a long
final chapter, now extended to solids [FiG. 25, 26, 27, 28].8% After all,
it is always about the relationship of quantities, which of course
deeply interests the architect, about the «rationes» that Euclid
discusses in the fifth book of his Elements, which at this point
led Guarini to suspect ‘metaphysics’ in mathematics. Vincent
Léotaud, who devotes an entire book as a review to Grégoire de
Saint-Vincent’s Opus Geometricum Quadraturae Circuli, quotes
a simple definition on this that is also understandable to archi-
tects: «Ratio est duarum magnitudinum eiusdem generis mutua
quaedam secundum quantitatem habitudo.»®® These are — one
can certainly read ‘habitudo’ in this way — common things for the
architect, with which he has daily dealings even without recourse
to the theoretical mathematical foundations. The long deriva-
tions and comments on the geometric and harmonic sequences
in Guarini’s Euclides Adauctus [ria. 29, 30], conversely, make the
proximity to architectural solids obvious. Guarini regards the
concluding treatment of the solids as a reward, as it were, for the
long preliminary work; he calls it «guasi fructus antecedentium
Tractatuum» and «complementum omnium, quae de punctis,
lineis, figuris, planitiebus & soliditatibus dicta sunt».87 In a par-
ticularly ‘architectural’ way, it is exemplified in the example of
cubes and their bounding parallel surfaces.®®

Guarini inserts — often preceding larger chapters — such general-
ising remarks. But of course, in his Euclides Adauctus, he always
sticks to his mathematical considerations and never mentions ar-
chitecture. But the connection is obvious, just as geometry has
always been the basis of architecture. After all, it is about what
the highly educated architect Roberto Gabetti briefly and aptly
describes in an intelligent formulation as «perfetta fusione di im-
maginazione e raziocinio», «dove il calcolo geometrico € un mezzo
per raggiungere un altissimo virtuosismo costruttivo e stilistico,
e i piu sorprendenti effetti decorativi e prospettici».8®

What for many appears to be a general forma mentis®® that is not
analysed further, however, shows itself to be a concrete connection
between mathematics and architecture that is well thought out

84 — Cf. Grégoire de Saint-Vincent. Opus Geometricum
Quadraturae Circuli et Sectionum Coni Decem libris

comprehensum, Antwerpen: Meursius, 1647, 57-166. The
figure illustrated by Vesely (op.cit., p. 210, fig. 4.18) p. 134.

85 — Cf. Guarini,
Euclides Adauctus,
op.cit., p. 660-686:
Tractatus XXXV.
De Corporum
comparatione.

86 — Cf., Vincent
Léotaud, Examen Circuli
Quadraturae Hactenus
Editarum Celeberrimae,
Quam Apollonius alter,
magno illo Pergaeo

non minor Geometra,
R.P. Gregorius a Sancto
Vincentio Societatis
lesu, Exposuit, Lyon:
Barbier, 1654, Pars
Secunda, p. 1.

87 — Cf. Guarini,
Euclides Adauctus,
op.cit., p. 660.

88 — Id., p. 682:
Tractatus. XXXV.

De Corporum
Comparatione.

Probl. XII. Prop. LXII.
Seriei corporum
continua proportione
procedentium corpus
aequale invenire,
datis duobus lateribus
corporum duorum
primorum.

89 — Gabetti's
characterisation is
criticised by Tricomi
(op.cit., p. 556) with
regard to the use of
the term «calcolo
geometrico», which
now, however,
every layman and
non-mathematician
very well classifies
and understands
correctly.

90 — Also Tricomi
(op.cit., p. 557).
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oBR. 31 Mikuld$ Kusansky, Opuscula theologica et
mathematica, 2, Strassburg: Martin Flach, ne po 13. Okt.
1488, fol. a 2 recto; cela véta: «Si vos humaniter ad divina
vehere contendo: similitudine quadam hoc fieri oportet.»
FIG. 31 Nicolaus de Cusa, Opuscula theologica et
mathematica, 2, Strasbourg: Martin Flach, not after 13 Oct.
1488, fol. a 2 recto; the whole sentence: «Si vos humaniter
ad divina vehere contendo: similitudine quadam hoc fieri
oportet.»



down to the form and body. Of course, starting from here, it is
thought further — all the more clearly — into the fundamental;
Guarini had the reference to metaphysics ready for this. In this
respect, Guarini stands in an important tradition that — inevi-
tably —leads back to Cusanus, whom Dalibor Vesely also quotes
in this context.®! No one has devoted himself more compre-
hensively to the speculation of geometry and deeper, ‘divine’
meaning and has fathomed the transformation of mathema-
tical figures — as in particular in De transmutationibus Geo-
metricis, dedicated to his friend Paolo Toscanelli. It is about
grasping the incomprehensible and also about concretising it
inarchitectural form, in the Platonic tradition as the ‘transcen-
sus’ of a given into being as the ‘abiding essence’.22 From the
similarity of divine and human spirit arises the bringing forth,
the ‘creation through comprehension’.®3 Cusanus is particu-
larly concerned with reflecting on the ‘posse’, the capacity and
ability, in which — opened up by the ‘possibilitas’ — the passage
into the world is clarified: «Humaniter ad Divina».

Nicholas of Cusa left behind a magnificent, impressive edifice
ofthought —anintellectual edifice — in his writings [F16. 31]. And
like no other, he translated philosophical forms of thought and
the ‘higher faculty of thought’ of «intellectualitas» from the
old Lullian and Byzantine tradition into ‘pictorial-schematic’
forms and figures of representation and thus made them ac-
cessible to the viewer.24 Guarini calls himself — as also in the
title of Euclides Adauctus — philosopher, theologian and math-
ematician; for him these connections are given and tangible.

Of course, we are used to ‘read’ such transcendence in given pictorial
contents. But the giant painting that Franz Josef Spiegler painted on
the ceiling of the monastery church of Zwiefalten in 1751 and which

91 — Cf. Vesely, op.cit.,
p. 210.

92 — Cf: K.H. Volkmann-
Schluck, Nicolaus Cusanus.
Die Philosophie im
Ubergang vom Mittelalter
zur Neuzeit, Frankfurt a.M.:
Klostermann, 1957; here
quoted: p. xii.

93 — Cf.inter alia:
Josef Stallmach,
Ansatze neuzeitlichen
Philosophierens bei
Cusanus, in: Rudolf
Haubst, Das Cusanus-
Jubildum in Bernkastel-
Kues vom 8. bis 12. August
1964. Mitteilungen und
Forschungsbeitrage der
Cusanus-Gesellschaft
4, Mainz: Matthias-
Grunewald-Verlag, 1964,
p: 339-356; here: p. 355.

94 — Cf.inter alia: Erhard
W. Platzeck, Von der
Lullschen zur Cusanischen
Denkform; in: Haubst,
Cusanus-Jubildaum, op.cit.,
S.145-163; here esp.

p. 162; Nikolaus Stuloff,
Mathematische Tradition
in Byzanz und ihr Fortleben
bei Nikolaus von Kues, in:
Haubst, Cusanus-Jubilaum,
op.cit., p. 420-436.

95 — Cf.
Vesely, op.cit.,
p. 217-226.

forms part of that ‘baroque Gesamtkunstwerk’ that Dalibor Vesely
presents as the epitome of such a wholeness®5, has an effect — over
and above the all too concrete pictorial content — through the grand
architectural gesture; in this way the deeper meaning becomes tangi-
ble, which — against the threatening ‘divided representation’ — (once

again!) grants cohesion to that world.

The «humaniter ad divina vebere» is in the first sen-
tence of the «Prefatio» in Cusanus’ De Visione Dei; it
is immediately followed by the reference to the ne-
cessary, unifying similarity: «similitudine quadam
hoc fieri oportet».2® Nicholas of Cusa keeps an eye
on the concrete world and looks for the appropriate

96 — Cf. [Nicolaus de Cusa, Opuscula
theologica et mathematica, 2,
Strassburg: Martin Flach, nicht nach
13. Okt. 1488] fol. a 2 recto; the whole
sentence: «Si vos humaniter ad divina
vehere contendo: similitudine quadam
hoc fieri oportet.»
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svét ze zietele a hleda vhodné obrazy, které tuto ,nazor-
nost“ ve spojeni s bohem zajistuji, a tak ¢ini bozské za-
lezitosti hmatatelnymi. Vztahuje se k «Rogerus pictor»,
Rogeru van der Weydenovi, k tzv. norimberské podobi-
zné, jejiz pohled lze vnimat ze véech thla («quasi cun-
cta circumspiciat»), a poskytuje navod, jak nejlépe se di-
vat na obraz, ktery nyni opatovi a mnichim v Tegernsee
posila: «charitati vestrae mitto tabellam, figuram cun-
cta videntis tenentem, quam iconam dei appello».27 Na
konci druhého vydani (1514) je poznamenan rozsifeny
nazev tohoto dialogu: «Libri de visione dei sive de icona
R.P. Nicolai de Cusa. Finis.»®® Jde zde o obrazy a vzdy
také o to, jak co mozna nejkonkrétnéjsim, hmatatelnym
zpusobem svést dohromady lidsky a bozsky svét. Tyka
se to téz «mathesis universalis» dale promyslené v ramci
ymetafyziky“ které se vénoval Guarino Guarini.

Takovéto myslenkové architektury by nemély byt ponechany
pouze teologim; Isaac Newton pridal na zavér své Philoso-
phiae Naturalis Principia Mathematica ¢ast «Scholium Gene-
rale», na jejiz zadatek klade tézkosti porozuméni kosmickému
tadu, ktery je vénovan bohu, ravtokpatmp, a riznymi cestami
a s ohledem na nas svét se mu priblizuje, aby ho potom dal do-
hromady s «Fatum & Natura» a vSéemi moznostmi lidského ko-
nani; zavérem rika: «Et haec de Deo; de quo utique ex Phaeno-
menis disserere, ad Philosophiam Experimentalem pertinet.»
Také Newton se z nouze snazi zachranit z ryze abstraktni pred-
stavy, aby se mohl o to lépe a presto obsahle vénovat skuted-
nosti. «A caeca necessitate metaphysica, quae utique eadem est

semper & ubique, nulla oritur rerum variatio.»®®

VSe je soucasti té faze déjin, které se — hermeneuticky
a z pohledu intelektualni historie — zvlagtnim zptso-
bem vénoval Dalibor Vesely, aby zde v udivu pozoro-
val a posuzoval sblizovani vSech jesté tak odlisnych sil,
»souvislosti tu¢inkd“; nachazel se pritom na cesté ,k ne-
zmérnému celku®. Friedrich Schlegel v této véci uvedl:
»Chcete-li se dobrat celku, jste-li na cesté k nému, mii-
Zete s nadéji predpoklidat, Ze nikdy nenajdete p#iro-
zeny celek, nikde nenajdete objektivni diivod ke klidu,
dokud nedojdete ke stiedu. Tento stred je organismem
vseho uméni a véd, zdkon a historie tobhoto organismu.
Toto vzdélivani, tato fyzika fantazie a uméni by mélo
byt viastni védou, chtél bych ji nazvat encyklopedii; ale
tato véda neni jesté k dispozici.“1°°

97 — Tématem Roger van

der Weyden a Cusanus se
kunsthistorici zabyvaji odjakziva;
v posledni dobé to plati i pro
teologii: cf. Emmanuel Falque,
Fraternity and Vision of God in
Nicholas of Cusa, In: Modern
Theology, Vol. 35, 4, str. 760-787.

98 — Srov. [Nikolaus von
Kues] Jacques Lefévre d'Etaples
ed., Haec accurata recognitio
trium voluminum operum
clariss. P. Nicolai Cusae, Pafiz:
Ascensianus, 1514, fol. CXIII
recto.

99 — Scholium
Generale se, jak
znamo, nachazi

v roz§ifeném znéni az
po editio princeps; zde
citovano podle tretiho
vydani z roku 1726

ve vydani: Alexandre
Koyré, |. Bernhard |.
Cohen ed., Isaac
Newton's Philosophiae
Naturalis Principia
Mathematica, Il,
Cambridge: Harvard
University Press, 1972,
str. 759-765; zde str. 764
a763.

100 — Srov. Friedrich Schlegel,
Uber Lessing [O Lessingovi],

in: A. W. Schlegel, F. Schlegel.
Charakteristiken und Kritiken
[Charakteristiky a kritiky], I,
Konigsberg, 1801, str. 259. -
srov. Werner Oechslin, Das
Ganze: Wege und Irrwege
[Cesty a scesti], in: SCHOLION
1/2002, str. 19-51; zde: str. 47. -
Toto diktum a tento text je
vénovan Daliborové pamétce.
Na horni ¢asti kupole kaple
Svatého platna jej vzdy obzvlast
fascinovala ‘intellectual vision’
ve spojeni s ‘reality perceptible’,
coz zde proto bylo v prvni fadé
predmétem nasi roz§itené
analyzy.



images that guarantee that ‘vividness’ in the connection to God
and thus make divine things tangible. He refers to «Rogerus pic-
tor», to Roger van der Weyden, to a Nuremberg portrait whose
gaze is experienced from all angles («quasi cuncta circumspi-
ciat») and he gives instructions on how best to look at a picture
which he now sends to the abbot and the monks in Tegernsee:
«charitati vestrae mitto tabellam, figuram cuncta videntis tenen-
tem, quam iconam dei appello».27 At the end of the second edi-
tion (1514), the expanded title of this dialogue is noted: «Libri
de visione dei sive de icona R. P. Nicolai de Cusa. Finis.»®® This
is about images and always about bringing together the human
and divine worlds in the most concrete, experiential way possi-
ble. It also concerns the «mathesis universalis», which Guarino
Guarini has turned to, and which has been taken further into
metaphysics’.

Such edifices of thought should not be left to theologians alone;
Isaac Newton added to his Philosophiae Naturalis Principia Math-
ematica at the end a «Scholium Generale», at the beginning of
which he places the difficulties of understanding the cosmic order,
which turns to God, the ravtokpdrop, and approaches him by pos-
sible ways and with reference to our world, in order then to bring
him together with «Fatum & Natura» and all the possibilities of hu-
man action; he concludes: «Et haec de Deo; de quo utique ex Phae-
nomenis disserere, ad Philosophiam Experimentalem pertinet.»
Newton, too, seeks to save himself from the necessity of purely ab-
stract conception in order to be able to turn to reality all the better
and yet comprehensively. <A caeca necessitate metaphysica, quae
utique eadem est semper & ubique, nulla oritur rerum variatio.»®®

Itis all part of that phase of history to which Dalibor Vesely

97 — The theme of
Roger van der Weyden
and Cusanus has been
arecurring theme in
art history; recently

it has also applied to
theology: cf. Emmanuel
Falque, Fraternity and
Vision of God

in Nicholas of Cusa,
In: Modern Theology,
Vol. 35, 4, pp. 760-787.

98 — Cf.[Nikolaus von
Kues] Jacques Leféevre
d'Etaples ed., Haec
accurata recognitio
trium voluminum
operum clariss.

P. Nicolai Cusae, Paris:
Ascensianus, 1514,

fol. CXIll recto.

99 — Asiswell
known, the Scholium
Generale is found in
the expanded version
only after the editio
princeps; here cited
after the third edition
of 1726 in the edition:
Alexandre Koyré, I.
Bernhard I. Cohen
ed., Isaac Newton's
Philosophiae
Naturalis Principia
Mathematica, Il,
Cambridge: Harvard
University Press, 1972,
pp. 759-765; here

pp. 764 and 763.

100 — Cf. Friedrich
Schlegel, Uber Lessing, in:

turned in a special way — hermeneutically and in terms of
intellectual history — in order to observe and contemplate
in wonder the coming together of all the forces, however
different they may be, the ‘interrelation of effects’; in do-
ing so, he found himself on the way ‘to the immeasurable
whole” To this Friedrich Schlegel formulated: 7f you want
to reach the whole, if you are on the way there, you can confi-
dently assume that you will nowhere find a natural bound-
ary, nowhere an objective reason to stand still, until you have
reached the centre. This centreis the organism of all arts and
sciences, the law and the bistory of this organism. This the-
ory of education, this physics of the imagination and of art
might well be a science in its own right, I would like to call
it an encyclopaedia; but this science does not yet exist’100

A.W.Schlegel, F. Schlegel.
Characteristiken und Kritiken,
|, Konigsberg, 1801, p. 259. -
Cf. Werner Oechslin, Das
Ganze: Wege und Irrwege, in:
SCHOLION 1/2002, pp. 19-51;
here: p. 47. - This dictum and
this text should be dedicated
to Dalibor’s memory. What
always fascinated him most
about the upper part of the
dome of the Sindone Chapel
was the ‘intellectual vision’

in its connection to ‘reality
perceptible’, which was
therefore primarily the subject
of our extended analysis here.
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Co maji spole¢ného tak rozdilné oblasti jako (napfiklad) architektura, truhlarstvi,
literatura, matematika, vytvarné uméni (a uméni obecné), informatika, urbanismus
a tieba i prace na zahradce? A téméf jakakoliv jina ¢innost, zdmér nebo tmysl. Do-
konce by se sem dalo pridat i ,nicnedélani® nebo ,lelkovani“.. Tolik rozdilnych a ne-
souméritelnych oblasti s nesouvisejici podstatou. A presto maji uvedené (a mnohé
dalsi neuvedené) oblastijeden velmi konkrétniaspekt spole¢ny: ve vSech pripadech se
tuvytvareji skicy, plany nebo naértky. Toto spoledné, at jakkoli je snadné chapat smysl
slova, vSak neni jednoduché prosté proto, ze slova skica a skicovat se vyskytuji s riz-
nym vyznamem v riznych situacich ¢i kontextech. Skica ¢i naért, ale tfeba také kon-
cept nebo studie ma jiny vyznam pro architekta, kde ¢asto predstavuje prvni navrh
dispozice ¢i ¢lenéni, nékdy véetné principialnich technickych detailt. Anthony Vi-
dler hovotio diagramech a diagramech diagramti (A. Vidler: Diagrams of Diagrams:
Architectural Abstraction and Modern Representation, Representations 72(200),
1-20). Jiny je jeji vyznam pro matematika, kdy skica slozitého dikazu je vlastné ex-
-post jednodussi vysvétleni principialnich krokt a hlavnich myslenek ditkazového
postupu — to vSe ve snaze usnadnit pochopeni a vyklad. A jesté jiny vyznam ma ve
spojeni s — v soucasnosti intenzivné studovanymi — skicujicimi algoritmy, které lezi
v jadru mnoha dulezitych vysledku teoretické informatiky. Zde jde o drastickou re-
dukei dimenze pti zpracovani dat a objektti: misto objektd samych zkoumame jejich
»skicy®. Ty jsou tfeba vytvoreny nahodné, ale pfesto vystihuji podstatné vlastnosti
objektt samych a pritom umoznuji rychlé zpracovani dat (nebo i obrazk). Slovo skica
zde tak nabyva velmi technické a konkrétni podoby a ¢innosti, ktera vsak stale vyka-
zuje mnohé rysy shodné s intuitivnim pojetim tohoto slova.

Skicy jsou tedy velmi rtiznorodé, rozdilné svou formou, téelem i zaméfenim, jak
to vyplyva z kontextu. Mohou to byt i naértky mentalni, které prostredkuji mezi
konkrétnim nazorem a abstraktnim ¢i obecnym pojmem (zhruba na zptisob kantov-
ského schematismu), anebo skicy zcela rudimentarni, protoze uz nepravidelna ¢ara
se svymi inflexemi je vlastné skica naznacujici ve svych ohybech volbu a soucasné
nerealizované pokracovani. Najedné strané tedy mame pred sebou jasné vykresle-
nou linii, na strané druhé v$ak tato linie jako by byla tvorena zdimlkami: nedofeéené
Casto fika vic nez doslovené. A tento naznak pak staéi, abychom skicu nepokladali
za cosi predbézného, nybrz pokusili se ji vidét v jeji sobéstaénosti neboli jako auto-
7 4 « 4 . 4 . /4 v *1: . v 7. 4 v
nomni ,dilo“ se svymi vlastnimi pravy. A uvédomili si, Ze ve vztahu k ni je na misté
% v Ve . v . . Ve . .
spise to, co némcina vyjadiuje slovem mitmachen, nachfabren ¢imitvollziehen: spo-
lutcast, odpovéd, nikoli interpretace, jejimz cilem je oteviené uzavirat.

Pokusme se tedy nejprve uchopit tento pojem a priblizit se mu z raznych ahla.
Z velmi riznorodych uhld. Nejéastéji se se slovem ,skica“ asi stale setkdvame ve
vytvarném uméni, ale to neznamena, ze by to, co toto slovo oznaduje, nebylo cosi,
co nuti myslet. Podminkou ov$em je, Ze slovo vyvazeme z tradi¢niho obrazu my-
v 4 v 4 . v . /4 4 4 /4 v . Vv !
$leni, v némz se skica povazuje za nehotové dilo, za pouhy nabéh k jeho zavrseni,
tedy za provizorium. Coz je ovéem vyznam, ktery je plodem velmi starého a velmi



What do fields as diverse as (for instance) architecture, carpentry, literature, math-
ematics, fine arts (and arts in general), computer science, urban planning and, say,
gardening have in common? As well as almost any other activity, intention or pur-
pose? One could even add ‘doing nothing’ or ‘sitting idle’ to it.. So many differ-
ent and inconsummerable fields with unrelated substance. Yet all the above (and
many other unmentioned) areas have one very specific aspect in common: in all
cases, sketches, plans or outlines are made. Nevertheless, this commonality, how-
ever easy it may be to understand the word’s meaning, isn’t simple, simply because
the words ‘sketch’ and ‘to sketch’ occur with different meaning in different situa-
tions and contexts. A sketch or an outline, but also a concept or a study, have differ-
ent meaning for an architect to whom it often represents the first draft of a layout
or zoning, sometimes including the elementary technical details. Anthony Vidler
speaks of diagrams and diagrams of diagrams (A. Vidler: Diagrams of Diagrams:
Architectural Abstraction and Modern Representation, Representations 72(200),
1-20). It has a different meaning for a mathematician for whom the sketch of a com-
plex proofiis in fact an ex-post simplified explanation of the principal steps and key
ideas of the proof method — all in an attempt to facilitate the understanding and
interpretation. And it has yet another meaning in association with — currently in-
tensively researched — sketch algorithms, which lie at the heart of many important
results in theoretical computer science. In this case, it means a drastic reduction of
dimension in the processing of data and objects; instead of the actual objects, we ex-
plore their ‘sketches’. These ‘sketches’ may be created randomly, yet they still cap-
ture the essential properties of the actual objects, while allowing for fast processing
of data (or even images). The word sketch here, thus, acquires a very technical and
specific form and activity, which still exhibits many of the same features as the in-
tuitive notion of this word.

The sketches are therefore very diverse, varying in their form, purpose and focus,
depending on the context. They could also be mental sketches which mediate be-
tween a specific opinion and an abstract or general concept (roughly in the man-
ner of Kantian schematism), or sketches which are entirely rudimentary, because
even just an irregular line with its inflections is a sketch indicating in its folds a
choice and, at the same time, unaccomplished continuation. On one hand, we have
aclearly drawn line in front of us, but on the other hand, it is as if this line was made
of silences: What hasn’t been pronounced often says more than what has been pro-
nounced. And this hint is then sufficient for us not to think of the sketch as some-
thing preliminary, but to try to see it in its self-sufficiency or as an autonomous
‘work’ with its own rights. And to realize thatin relation to it, what is probably more
appropriate is what German has words mitmachen, nachfahren or mitvollziehen for:
participation, response, not interpretation, the aim of which is to close the open.

Let us first try to grasp the term and approach it from various angles. From very
diverse angles. We probably most frequently encounter the word ‘sketch’ in the
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problematického pojeti vztahu moznosti a skuteénosti neboli potence a aktu:
je-li skuteénost uskuteénéna moznost, pak moznost sama zadnou pravou skuteé-
nost nema, skuteénému pouze predchazi. A naopak skute¢nym se mtize stat pouze
to, co bylo jiz predtim mozné, co vsak tihne k tomu stat se skuteénym. V zasadé je
tedy predstava skicy jako jesté nehotového, a potud ne zcela skute¢ného dila, aris-
totelska a patfi do ramce aristotelské teleologie. Mluvime-li pak o skice v souvis-
lostech vytvarného uméni, i zde se pak skica chape jako moznost obrazu — anebo,
.o v v oo. 184 Ve v 4 v 7 . 4
jinde a prenesené, jako nacrt ¢i moznost ucelené myslenky, cesta k ni, nic hotového.
Jako by jiz skica sama nemohla byt nazvina obrazem. To ale vede k paradoxu: skica
vlastné prezentuje cosi v reprezentaci nereprezentovatelného, pokud se reprezen-
7 . v ! Ve V7 v 4 . eV ee 7 .

tace chape jako predvedeni ¢i znovuzpritomnéni toho, co je jiz jinde dané jako sku-
teéné a zavrsené. Chceme-li se tedy na skicu divat néjak jinak, nezbyva nez vzdat
se predstavy, ze skuteéné je realizaci mozného, jakoz i chapani reprezentace jako
znovuzptritomnovani jiz daného.

Chceme-li se zbavit predsudkii, mizeme chvili prikresleni pozorovat déti. Malé déti
nevytvariskicy ani plany. Jejich vytvarny projev je uplny, suverénni a je jakoby pti-
mym vyjadfenim. Skicy dospélych (a to i ty, které my povazujeme za vystizné nebo
zdarilé) povazuji za ¢maranice. Skica zda se vyZzaduje zralou zasobarnu, odstup a vé-
domi moznosti skicy. Skica ma rysy svobody v jinak nesvobodné situaci. Malé dité
nepotiebuje svobodu; predpoklada ji a ma ji. Na druhé strané skica ma vzdy znaky
svobody, svobody umélce, svobody ¢inu oprosténého od krunyte konvenci a nejriz-
néjsich omezeni, uméni osvobozeného dokonce i od uméni, pokud by Ipélo na svych
(historicky ustavenych) kanonickych formach. Kdyz proto Maurice Merleau-Ponty
uvazuje o détské kresbé ¢i art brut, rika, Ze tento zptisob uméleckého vyjadiovani
nesméfuje proti uméni muzei ¢i klasikim, nybrz Ze je schopen oZivovat v nas tviirci
schopnost vyrazu. Proto je scestné posuzovat skicu mirou néceho jiz daného: sku-
te¢né tvorivé gesto nas rozevira tak, aby se dotykala samého byti svéta a stava se
poezii. /Maurice Merleau-Ponty, La prose du monde/. Svédii o svété, ale nepoucuje
amnohdy je to zhmotnény sen nebo zakédovana fantazie.

I proto ma skica své zjevné analogie ¢i metaforické vyznamy i v mysleni, tfeba ve
fenomenologii a v jejim popisu ,odstinovani“: to, co je bezprostfedni danost ve
vnému, samo skrze rtizné horizonty, do nichz je ve svété vzdy jiz néjak zasazeno,
odkazuje k tomu, co bezprostfedné vnimano neni. Odstiny neboli Abschattungen
. Vv Ve Ve v/’ /4 v o/ Vv v/’ v 4
jsou véak v prozitku néjak spolupfitomné a vyznacuji smér dal$iho (mozného) po-
kradovani k uplnéjsimu vnému vnimané predmétnosti; vinimani predjima a vtomto
v N4 /4 4 4 4 v . . . /4 v I NI . .
predjimani se vnimané postupné profiluje neboli, jak by také bylo mozné fici, ski-
cuje se. V podstaté véak plati, ze i principem tohoto popisu jako postupného vyplio-
vani zprvu pouze naznaceného je kontinualni pfechod od moznosti ke skutec¢nosti,
atedy ani zde neopoustime aristotelskou teleologii aktualizace potence.



visual arts, yet it doesn’t mean that whatever the word denotes doesn’t make you
think — provided we release the word from the traditional concept of thinking in
which a sketch is regarded as incomplete work, as a mere prelude to its completion,
that is a provisional measure. Which is a notion with a fruit of a very old and very
problematic concept of the relation between possibility and reality, or potency and
act: if the reality is a realized possibility, then the possibility itself has no true re-
ality, it only precedes the real. If the reality is a realized possibility, then the possi-
bility itself has no true reality, it only precedes the real. And, conversely, only that
what was already possible before, but which tends to become real, can become real.
In principle the idea of a sketch is that of a work in progress, thus, yet not fully real
work is therefore Aristotelian and belongs to the framework of Aristotelian teleol-
ogy. If we then speak about the sketch in terms of visual art, sketch here is also un-
derstood as a possibility of an image — or, elsewhere and in the figurative sense, as
a draft or the possibility of a compact idea, or the journey to it, nothing complete.
As if the sketch itself could not be regarded as an image. This, however, leads to a
paradox: the sketch in fact presents something unrepresentable in representation,
if we understand representation as the presentation or re-presentification of that
which is already given elsewhere as something real and completed. Therefore, if we
want to look at the sketch in a different way, we have no choice but to abandon the
idea that the real is the actualization of the possible, as well as the understanding of
representation as a re-presentification of the already given.

If we want to free ourselves from prejudice, we can observe children when drawing
for abit. Young children make no sketches or plans. Their artistic expression is com-
plete,independent and itis akind of a direct expression. They regard the sketches of
adults (even those that we consider apt or accomplished) as doodles. Sketching — it
seems — requires a mature reservoir, distancing and an awareness of the possibility
to sketch. The sketch has features of freedom in an otherwise un-free situation. A
young child needs no freedom: the young child assumes it and already has it. On the
other hand, the sketch always bears traits of freedom, the freedom of the artist, the
freedom of an act exempt from the shell of conventions and various restrictions, art
liberated even from the art itself should it cling to its (historically established) ca-
nonical forms. And that is why when Maurice Merleau-Ponty reflects on children’s
drawing or art brut, he concludes that this way of artistic expression is not aimed
against the art of museums or the classics, but that it is capable of reviving in us the
creative capacity for expression. It is therefore misleading to judge a sketch by the
measure of something already given: a truly creative gesture opens us up to touch
the very being of the world and becomes poetry. /Maurice Merleau-Ponty, La prose
du monde/. It bears witness to the world but does not teach, and is often a material-
ized dream or a coded fantasy.
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Rozchod s touto tradici se naopak ohlasuje spise v pojmu ,gesta“ (viz napriklad , sé-
mantické gesto“ Jana Mukarovského), v némz se jiz duraz zfetelné presouva k ote-
v . v . . ’ . 8% 4 “« ’
vienosti a nedourcenosti. Gesto je otazka, je to zvlastni ,znak®, ktery pouze na-
znaduje, v jakém sméru bychom méli hledat odpovéd. Implikuje tedy procesualitu.
Proto naptiklad Julie Kristeva (v souvislosti s reflexi na hlubsi roviny feéi) tika, ze
gesto je ,primordialni akt oznacovani ¢i spiSe proces, v némz se oznadovani rodi
drive, nez je zafixovano ve slové.” Gesto otevira prostor, v némz vyznamy teprve
kli¢i — jinak receno skicuji se. Gesto nereprezentuje nic predem daného, je hleda-
nim. A to plati jak pro jazyk, tak i pro obraz, jak o tom svéd¢i zejména Merleau-
-Pontyho uvahy o malifstvi, v nichz se zabyva samou uddlosti znaleni (signifiance),
jez jesté neni hotovym vyznamem, a potud ma podobu gesta: ,,,Gesto‘ obrazu spo-
Y7 4 v 4 v J4 /4 . Vv v Ve ./ Vv 4 4
¢ivav tom, ze nam néco dava vidét. VSechna tato tfi slova maji prokazatelné zasadni
vyznam a odkazuji na sebe navzajem: ,néco’, ,vidét’, ,dar". Jsou spolu navzajem spjata
z moci téch strategii zviditeliiovdni, které se v obraze uchovavaji: ustupuji do po-
4 v v v ’ ./ . 4 . 4 4 .
zadi a soudasné se v ném setkavaji. Jejich vykonem je syntéza, ktera koresponduje
s tou, jez se pripisuje mysleni, takze gesto obrazu se soucasné ukazuje jako zpu-
o s . s Co v Y
sob mysleni, ,my$leni obrazem®. Uskuteénuje se v poli viditelna, a to tak, Ze se néco
v obraze stava viditelnym, jakmile na né dopada pohled a je odpovédi na tento dar.
Obraz neni konstituovan pohledem, nybrz obraz konstituuje pohled — to, co obraz
,dava‘ a cemu dava byt viditelnym se pak vyznacuje zejména tim, Ze uréity pohled
teprve otevird.”

Teprve odtud, to jest z toho, Ze mezi myslenim a obrazem existuje spfiznénost a ze
danost, drive nez je dana, je darem, jemuz je tfeba odpovédét pohledem afirmuji-
cim otevienost této situace, by se pak snad dal vysvétlit i na$ ponékud paradoxni
pocit, ze jednoducha kresba, a dokonce i sama skica, dava cosi, co uz na hotovych
obrazech chybi. Toto vysvétleni, s nimz bude souviset i prehodnoceni naseho béz-
ného chapani skicy, zjevné predpoklada proménu zdanlivé neproblematické pred-
stavy o tom, co znamena slovo ,myslet“. Tedy pfedpoklada rozchod s privilegiem
diskurzivity a byti, které odsouva do pozadi podil vizuality na mysleni a vyznam
déni a takto naptriklad brani tomu, abychom v tom, co dava obrazu byt obrazem
akcentovali pravé dynamiku otevienosti a uzavrenosti. Proto nas v tuto chvili tedy
zajima ta stranka skicy, ktera neni rutinni: planek a instrukce na sestaveni raketo-
planu ze stavebnice je velmi slozity, ale neobjevny (i kdyz ditéti mize poskytnout
mnoho nového a pouc¢ného). Je tedy tfeba soustfedit pozornost na vytvareni skicy
avniimplikované intence, ktera se v ni teprve hled4, a na odpovidajici ¢in. Na ,,my-
$leni®, jehoz je skicaletmym zdznamem.

Kli¢je v prvnitadé treba hledat ve vytvarném uméni, v némz zaujima skica a kresba
prominentni misto. Krasny popis jeji role se pripisuje Michelangelovi: ,V kreslent,
které mtizeme nazvati uménim koncipovati, vrcholi malifstvi, sochafstviistavitel-
stvi. Kresleni jest pramati véeho malovani kotfen véeho védéni.“ Hned zde je mozné
se na chvili zastavit a podivat se, jak jinak se také skica, ktera se v Michelangelové
rysuje za kresbou ¢i v ni, oznacuje. Jejim synonymem je slovo esquisse, ale nékdy
M : « v 4 4 4 LN {4 ) .

i ,pensiero” (coz zhruba odpovida ¢eskému ,studie“). Kresleni je cesta od skicy



This is also why the sketch has its obvious analogies or metaphorical meanings also
in thinking, for instance in phenomenology and in its description of ‘adumbrations’;
that what is an immediate given in the perception, itself through various horizons
through which it is always already somehow embedded in the world, refers to what
isn’t immediately perceived. Shades (adumbrations) or Abschattungen are already
co-present in the experience and mark the direction of further (possible) continu-
ation towards a more complete perception of the perceived objecthood; perception
anticipation and in this anticipation, the perceived is gradually profiled or, as might
also say, sketched. In essence, however, even this principle of the description as the
gradual filling in of what is at first only hinted, is a continuous transition from the
possibility to the reality; thus, we do not actually abandon the Aristotelian teleology
of the actualization of potency here.

Rather, the departure from this tradition is announced in the notion of ‘gesture’
(forinstance, Jan Mukarovsky’s ‘semantic gesture’) in which the emphasis is clearly
shifting towards openness and indeterminacy. The gesture is a question; it is a spe-
cial ‘sign’ which only indicates the direction in which we should seek an answer. It
therefore implies processuality. This is why, for example, Julie Kristeva (reflecting
on the deeper levels of speech) notes that a gesture is a ‘primordial act of signifi-
cation or rather a process in which signification is born before it had been fixed in
aword.” The gesture opens up the space in which meanings are still sprouting — in
other words, they are being sketched. The gesture doesn’t represent anything pre-
given, it is an actual search. This is true for both language and painting, as proven
especially in Merleau-Ponty’s reflections on painting, in which he deals with the
very event of signification, which is yet not a fully completed meaning and, thus,
takes the form of a gesture: ‘“The “gesture” of an image lies in giving us something
to see. All these three words are demonstrably essential and they refer to each other:
“something”, “see”, “gift”. They are interconnected by virtue of those strategies of
making visible which are preserved in the image: they recede into the background
and, at the same time, they meet in it. Their performance is a synthesis correspond-
ing to that attributed to thinking, so that the gesture of the image simultaneously
appears as a way of thinking, ‘thinking through an image’. It takes place in the field
of the visible, in such a way that something in the image becomes visible as soon as
the gaze falls upon it — and it is an answer to this gifz. The image is not constituted
by the base, but the image rather constitutes the gaze — what the image ‘gives’ and
what the image gives us in terms of being visible is then characterized in particular
by the fact that it only opens up certain gaze’.

It is only from here, that is, from the fact that there is a kinship between thinking
and the image and that the given, before it is given, is a gift that must be responded
with a gaze affirming the openness of this situation, we could perhaps explain our
somewhat paradoxical feeling that a simple drawing, even the actual sketch gives
something that is missing. This explanation, which will also involve our re-evalu-
ation of a common understanding of the sketch, obviously presumes the transfor-
mation of the seemingly unproblematic idea about what the word ‘to think’ means.
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k obrazu, ale tato cesta neni jednoduchd, takze napriklad Diderot konstatuje, ze
skicy v sobé je$té maji ohen, ktery jiz obraz nema (Salon z roku 1767). Etymologie
slova esquisse naznacuje rychlost jejiho provedeni — pravé proto, ze ,predstavu® ¢i
yideu” (ale 1ze pravé tak dobre fici ,,myslenku®) je tfeba néjak podrzet dfiv, nez se
zase ztrati, a to tak, aby v jeji skice ztistalo co mozna nejvice z toho, co jsme schopni
v letu zahlédnout a co pomalosti a nutné setrva¢nosti naseho zraku unika. Pravé
proto je skice vlastni Jehkost.

Mozna by tedy bylo — pfedbézné — mozné fici, ze snahou skicy neni reprezentovat,
pokud se timto slovem mini predvést cokoli ve vyhranéné podobé, tj. jako ergon,
nybrz co mozna podrzet saim proces vyhranovani, dynamis, kdy to, co se stava tim,
¢im bude, neni jesté zcela podrizeno formam jako formam rozpoznatelného a cil se
spoluutvafi cestou. To ale neni samoucdel a nejde jen o néjakou estetickou kvalitu.
Skica nuti vnimani sestoupit pred rovinu identifikovatelného ¢i pred rovinu ,tran-
scendentalné® preparovanych danosti, pred formy, které jesté nejsou postaveny do
sluzeb reprezentace (ve vSech vyznamech tohoto slova). Odtud pocit, ktery se nas
pred skicou zmociiuje, kdyz se zd4, jako by se ve své jedineénosti vytvarelanéjak ze
své vlastni podstaty samovolné, jako by byla hledanim, které je oteviené tomu, co je
na prichoduachceje vyhmatnout. Skica je vtomto ohledu vyzvou k novému tazani:
Nebylo by mozné sestoupit az k takovému vnimani, které predchazi reprezentaci
ajehoz pochopeni by vedlo k jinému ,,obrazu mysleni®, nebylo by mozné proniknout
do umélecké tvorby jesté predtim, nez bude domestikovana estetikou, ktera se od
svého vzniku v 18. stoleti podtidila principim a hierarchiim racionality a takto se
zpronevérila pravé té dimenzi, z niz se odvozuje jeji jméno, to jest dimenzi aisthésis,
v niz ,smyslovy pocit prestava byt reprezentativni a stava se realnym“ (Deleuze)?
A nezménilo by se pak i nase chapani vztahu mozného a skuteéného, tak, jak k to-
muto prehodnoceni ukazal cestu uz Henri Bergson, kdyz tika, Ze mozné chapeme
jako mozné teprve tehdy, kdyz se jiz stalo skuteénym, a nikoli naopak? Nebot situ-
ace se radikalné zméni, klademe-li otazku po genezi (viz tfebaslovo ,dar, o kterém
mluvi nejen Merleau-Ponty): jak se dané stalo danosti, ktera se poddava reprezen-
taciasnadné, témér automatické identifikaci? Otazka po genezi danosti miti zjevné
ke zcela odlisné dimenzi a k jinému prostoru, nez je prostor extenzivni, protoze miri
k hloubce, jez je heterogenni vzhledem ke tfem rozmértim eukleidovské geomet-
rie, ktera je dokonce jejich podminkou a ktera je i podminkou pivodni individuace
a miri také hloubéji do topologie a jinych hlubin matematické a fyzikalni mysli.

Gilles Deleuze, jehoz knihu Diference a opakovini je mozné chapat jako nejradikal-
néjsi popis geneze prostoru z hloubky, pise: ,Zakon figury a pozadi by nikdy nepla-
til o pfedmétech odlisenych od neutralniho pozadi (fond neutre) anebo z pozadi
jinych predmétq, jestlize by predmét sam nepodrzoval vztah ke své hloubce. Vztah
formy a pozadi je pouze vnéjsi vztah v roviné, ktery pfedpoklada vnitfni a tésny
vztah povrchii s hloubkou, kterou obemykaji.“ Zhruba feceno tim chce fici, ze pod
rovinou skuteéného si lze predstavit rovinu virtualniho, jejimz je skuteéné aktu-
alizaci. Jenze je$té presnéjsi by bylo vyhnout se predstavam ,pod“ a ,nad“ a fici,
ze hloubka jakoZto dimenze virtuality je zivel, jehoZ moZnou (jednou z moznych)



That is to say, it presupposes departure from the privilege of discursivity and being
which relegates the contribution of visuality to thinking and the meaning of events
into the background and, thus, for example, prevents us from emphasizing the dy-
namics of openness and closure in what makes an image an image. We are therefore
now interested in the non-routine side of the sketch: the plan and instructions for
building a space shuttle from a kit is very complex but not revelatory (although it
may provide the child with much new and informative data). The focus should be on
the creation of the sketch and the intention implied therein, which is still only being
sought — and on the corresponding action. On the ‘thinking’ of which the sketch is
afleeting record.

First of all, the key has to be sought in visual arts, in which sketching and drawing
hold a prominent place. A beautiful description of its role is attributed to Michel-
angelo: ‘In drawing, which we could call the art of conception, painting, sculpting
and construction culminate. Drawing is the foremother of all painting and the root
of all knowledge’. We can stop for a moment here and see how else the sketch could
the sketch, which in Michelangelo appears behind or within the drawing, is titled.
The synonym of sketch is the esquisse, but sometimes also ‘pensiero’ (which roughly
corresponds with ‘study’). Drawing is the journey from sketch to painting, yet this
journey isn’t easy; Diderot, for example, notes that sketches still have the fire in
them which the painting no longer has (Sa/on, 1767). The etymology of the word
esquisse suggest the speed of its execution — precisely because the ‘notion’ or ‘idea’
(but one mightjust as well say ‘thought’) has to be held before it is lost again, in a way
that the sketch holds as much as possible from what we are capable of glimpsing in
flight and what escapes the slowness and necessary inertia of our sight. That’s why
there is an inherent /ightness to the sketch.

It would then perhaps be possible to — tentatively — say that the sketch’s aim is not
to represent — if by this word we mean to present anything in a defined form, i.e.
such as ergon — but to sustain as much as possible the actual process of defining
itself, dynamis, when what turns into what is going to become is not yet subordi-
nated to forms as forms of recognizable, and the goal is co-created along the way.
This is, however, not an end in itself and it is not just about some aesthetic quality.
The sketch forces the perception to descend before the plane of the identifiable or
before the plane of ‘transcendentally’ prepared givens, before forms which are yet
not put at the service of representation (in all senses of this word). Hence the feeling
that overcomes us when we stand before the sketch, when it seems that it somehow
forms itself spontaneously and its uniqueness from its own substance, as if it were
a quest which is open to what is coming and wants to grasp it. In this respect, the
sketch is an invitation to a new inquiry: Wouldn’t it be possible to descend to such a
perception which precedes representations and the understanding of which would
lead to a different ‘image of thinking’, wouldn’t it be possible to penetrate the artis-
tic creation before it had been domesticated by aesthetics which, since its origins in
the 18th century, has submitted itself to the principles and hierarchies of rational-
ity, thus betraying the very dimension it derives its name from, that is the aiszhésis
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dimension, in which the ‘sensuous feeling ceases to be representational and becomes
real’ (Deleuze)? And wouldn’t our understanding of the relation between the pos-
sible and the real then also change, in a way to re-evaluation, which Henri Bergson
has also shown when noting that we only understand the possible only when it has
already become real — and not vice versa? For the situation changes radically if we
ask about the genesis (see, for example, the word ‘gift’ as mentioned by not only
Merleau-Ponty): how did the given become a given which lends itself to representa-
tion and an easy, almost automatic identification? The question after the genesis of
givens is obviously directed to a very different dimension and a to a different space
than the extensive space, as it aims to the depth which is heterogeneous in terms of
the three dimensions of the Euclidean geometry, which is even their precondition
and which is also the precondition of original individuation and also aims deeper
into the topology and other depths of the mathematical and physical mind.

Gilles Deleuze, whose book Difference and Repetition can be seen as the most radi-
cal description of the genesis of space from the depth, writes: “The law of figure and
background would never apply to objects distinguished from a neutral background
(fond neutre) or from the background of other objects unless the object itself held
arelation toits depth. The relation of form and background is only an external rela-
tion in the plane, which presupposes an internal and close relation of the surfaces to
the depth they encircle’. Roughly speaking, he is trying to say that under the plane
of the real we can imagine a plane of virtual, of which the real is an actualization.
It would be even more accurate, though, to avoid the notions of ‘below’ and ‘above’
and to say that the depth, as a dimension of virtuality is an element whose possible
(one of the possible) configuration is its actuality. Is not the sketch then something
that holds the traces of the virtual in the actual and representable? It may be com-
plicated, but actually not as much, because if want to understand, we only need to
look at the sketch by Stursa. (And the previous paragraph is closely related to the
‘manifesto of anthropogeometry’ — see J. Naceradsky, J. Nesettil, S. Ttima: Stiny
souvislosti (tvaroslovi), Shadows of Coherence, Kant 2007.)

The line leads, the line itself thinks, the world is organized and transformed into
the mode of the sketch as a direct message. As thinking through image and image of
thinking and an image communicated consciousness. We must not, however, forget
the lesson we have learnt by comparing the gesture and the sketch: the sketch has the
character of a gesture as a creative hope, as well as of an excursion, a digression and a
leap onto different tracks. It would perhaps then be possible (leaving aside Deleuze’s
philosophy and holding it in a somewhat simpler form as a kind of inspiration) to
say: the sketch does not seek to ‘represent’ something that has already been elided
(or actualized), but to hold this elision itself; if and until it has been completely sub-
ordinated to given schemes and categories as forms of the recognizable. This would,
simultaneously, be a descent to the plain of aiszhésis, i.e. to the perception, preceding
the identifying recognition. As if, instead of a sketch, there were such a ‘cut’ through
the actual, which lies before the transcendentally prepared givenness, before the
forms which had yet not been put into the service of identification.
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konfiguraci je aktualita. Neni pak skica cosi, co podrzuje stopy virtualniho v aktual-
nim areprezentovatelném? Je to mozna slozité, ale vlastné ne tolik, nebot chceme-li
porozumét, stadi se tieba podivat na uvedenou Stursovu skicu. (A predchozi odsta-
vec se blizce vaze k ,manifestu antropogeometrie” — viz J. Naceradsky, J. Nesetril,
S. Tama: Stiny souvislosti (tvaroslovi), Kant 2007.)

Cara vede, linka sama premysli, svét se organizuje a prevtéluje do zptisobu skicy jako
primého sdéleni. Jako mysleni obrazem a obraz mysleni i obrazové sdélené védomi.
Ale nesmime zapomenout na pouleni, které jsme ziskali srovnanim gesta a skicy:
Skica ma charakter gesta jakozto tviréi nadéje, ale také vymknuti, vyboceni a pre-
skoceni do jinych koleji. Mozna by tedy bylo mozné (nechame-li stranou Deleuzovu
filozofii a podrzime ji v ponékud jednodussi podobé jako uréitou inspiraci) fici: sna-
hou skicy neni ,reprezentovat® to, co se jiz vyhranilo (¢i aktualizovalo), nybrz podr-
zZet toto vyhranovani samo, pokud a dokud neni bezezbytku podfizeno danym sché-
matiim a kategoriim jako formam rozpoznatelného. To by soucasné byl onen sestup
k roviné aisthésis, tj. k vnimani, predchazejicimu identifikujici rozpoznavani. Jako by
misto skicy byl takovy ,fez“ aktualnim, ktery lezi pfed transcendentalné preparova-
nou danosti, pred formami, jez jesté nejsou postaveny do sluzeb identifikace.

V navaznosti na Stursovu skicu se pak mizeme pokusit o podrobnéjsi popis: Jinymi
prostredky tato skica vlastné ,,mysli“ to, pro co Gilles Deleuze (a nejen on) musi te-
prve hledatadekvatnijazyk ¢i pojmy. Coz by byl pravé pojem ,virtualniho* (které je,
jak védél jiz Marcel Proust, ,realné, anizje aktualni®). U Deleuze lze tento pojem —
velmizhruba — chapatjako jiny vyraz pro ,hloubku®, tuto jinou zkusenost prostoru,
ktery se skryva pod rovinou reprezentace a povrchem extenze: ,hemzeni diferenci,
pluralismus volnych, divokych a nezkrocenych diferenci diferencialniho ¢asua pro-
storu, které pretrvavaji i v simplifikacich hranice a protikladu. Aby tu viitbec mohly
vyvstat protiklady sil ¢i omezenti, je tfeba nejprve néjaky hlubsi realny zivel, ktery je
uréen jako potencialni multiplicita bez formy. Protiklady se zhruba rysuji v kfehkém
prostfedi spolu komunikujicich a navzajem se proplétajicich perspektiv, distanci,
divergencia disparit, heterogennich potenciala a intenzit..“ (DR, 71) Reprezentace
je pak to, co prekryva radem extenzity tento virtualni zivel jako zivel vznikani, vy-
vstavani, geneze daru, z néhoz se stavaji (konvenci, ur¢itym systematickym uspo-
radanim) reprezentovatelné a rozpoznatelné danosti. Neni to chaos, nybrz kosmos
v chaotickém stavu, coz bychom si mohli pfedstavit jako bezpocet stejné moznych,
av$ak riiznych a navzajem nesluéitelnych radt (usporadani ¢i konfiguraci), a pokud
bychom (ale jinak to ani nejde) pochopili, ze si takto predstavujeme cosi jako ¢isty
proces, v némz neni nic aktudlniho, v némz se navzajem neustéle splétaji divergu-
jici, nesoumozné (incompossibilia) linie, které se vynortuji a mizi, a presto jde o ce-
lek, otevienost, tedy ,zménovani“. Kazda vyvstavajici a vzapéti zanikajici linie je
naértem néjakého radu, ale vse, co se zde déje, se déje nekonecnou rychlosti (coz je
znovu radikalizovand formulace). Skica by pak byla pocatkem aktualizace virtua-
lity, ale tedy i uréitym provizornim rozvrzenim mozného a skuteéného, které vsak
jesté nenivyvazané z virtualna. V empirické zkusenosti zname pouze intenzity ne-
boli formy energie, které jsou jiz lokalizované a rozmisténé v extenzivnim prostoru:



Following Stursa’s sketch, we can attempt a more detailed account: in other words,
this sketch actually ‘means’ what (not only) Gilles Deleuze has yet to find adequate
language or terms for. Which would be precisely the notion of the ‘virtual’ (which
is, as Marcel Proust already knew, ‘real without being actual’). With Deleuze, this
term can be — very roughly — understood as another term for ‘depth’, this other ex-
perience of space concealed under the plane of representation and under the sur-
face of extension: ‘a swarming of differences, pluralism of free, wild and untamed
differentiations of differential time and space which persist even in the simplifica-
tions of limit and contradiction. For the opposite forces and restrictions to be able to
arise at all, there must first be some deeper real element, determined as a potential
multiplicity without form. Opposites are roughly outlined in the fragile environ-
ment of communicating and intertwining perspectives, distances, divergences and
disparities, heterogeneous potentials and intensities’... (DR, 71) Representation is
then that what overlays, by an order of extension, this virtual element of emergence,
arising, genesis of gift which (through convention, and by a certain systematic ar-
rangement) turn into representable and recognizable givens. It is not chaos, but the
cosmos in a chaotic state which we could imagine as a myriad of equally possible but
different and mutually incompatible orders (arrangements or configurations), and
if we could (but there is no other way) understand that this is the way we imagine
somethinglike a pure process in which nothing is actual and in which divergent, in-
commensurable (incompossibilia) lines are constantly intertwined, appearing and
disappearing, and yet it is a whole, an openness, i.e. ‘changing.’ Each emerging and
then disappearing line is the outline of some order, yet all that happens here hap-
pens atinfinite speed (which, again, is a radicalized formulation). The sketch would
then be the beginning of an update of virtuality, but also a provisional layout of the
possible and the real, which is yet not released from the virtual. In empirical expe-
rience, we only know intensities, that is, forms of energy that are already localized
and distributed within the extensive space: intensity is inseparable from the pro-
cess of extension which relates it to the extended space and subordinates it to the
qualities which fill the space. Yet also the corresponding tendency is no less true,
because each extensity inherently includes or implies within itself the intensity of
which it is the effect.

‘Quality appears when intensity reaches given order or magnitude and these rela-
tionships become organized in consciousness. Thus, the perception on the level of
sensation exhibits a double aspect: necessarily, they refer to the virtual or implied
order of constitutive differences, but they have the tendency to cancel these differ-
entiations in the extensive order they are explicated in. These intense forces are
never given as such; they cannot be grasped by empirical sense which only grasps
the intensity as an already restituted or mediated quality which they constitute.
(SMITH in Paul PATTON (ed.), Deleuze. A Critical Reader, 1996, p. 36-7)

Together with the notion of intensity, Deleuze writes, ‘the sensation ceases to be

representative and becomes real’. In short: the sketch makes sense in this very
open or closed way. Perhaps Jean-Frangois Lyotard is saying the same thing, even
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intenzita je neoddélitelna od procesu extenze, ktery ji vztahuje k extendovanému
prostoru a podfizuje ji kvalitam, jez zapliuji prostor. Avsak neméné pravdiva jeiod-
povidajici tendence, protoze kazda extenzita nutné zahrnuje ¢i implikuje uvnitf
sebe intenzitu, jejimz je u¢inkem.

»Kvalita se jevi tehdy, kdyz intenzita dosahne daného tadu ¢ivelikosti a tyto vztahy
se organizuji ve védomi. Vnimani na urovni pocitovani tedy vykazuje dvoji aspekt:
nutné odkazuji k virtualnimu ¢i implikovanému radu konstitutivnich diferenci,
avSak maji tendenci zrusit tyto diference v extenzivnim fadu, v némz jsou expliko-
vané. Tyto intenzivni sily nikdy nejsou dany jako takové, nemohou byt uchopeny
empirickymi smysly, které uchopuji pouze intenzitu jako jiz restituovanou ¢i pro-
sttedkovanou kvalitou, kterou tvori. Nutné odkazuji k virtudlnimu ¢i implikova-
nému fadu konstitutivnich diferenci, avéak maji tendenci zrusit tyto diference v ex-
tenzivnim fadu, v némz jsou explikované. Tyto intenzivni sily nikdy nejsou dany
jako takové, nemohou byt uchopeny empirickymi smysly, které uchopuji pouze in-
tenzitu jako jiz restituovanou ¢i prostfedkovanou kvalitou, kterou tvori.“ (SMITH
in Paul PATTON (ed.), Deleuze. A Critical Reader, 1996, s. 36-7)

Spolu s pojmem intenzity, pise Deleuze, ,smyslovy pocit pfestava byt reprezenta-
. ! 4 4 4 4 « v ) A v . A A A v 7/ 4 /
tivni a stava se realnym.“ Struéné receno: skica davd smysl pravé timto otevienym
Ve 4 / o v /4 v J% ! . Vev/ o V7 /4
&i neuzavienym zprsobem. Moznad, Ze totéz, byt srozumitelnéj$im zptisobem, rika
Jean-Francois Lyotard, kdyz jeho pozornost pfitahne néco tak prostého, jako je ¢ara
(jakozto aktualizovana virtualita, jak by ji oznadil Deleuze): ,Mohli bychom fici, ze

v I . v Vv 4 7 Vv .. 4 . v Vv . v r v v
¢ara je véta pokradovanim véty jinymi prostiedky. Véta je zadost. A protoze pred
¢arou tu jiz byly mimo obraz i na obraze, v kultufe, imaginaci a na papife jiné ¢ary,
které se dozadovaly svého pokraéovéni je ionadruhem odpovédi, je to zptsob, jak
navazat na zadost, kterou VZIlaSC]l cary, jezji predchazep «Laforma éeun Zungo tra-
cciato di domande e riposte,» plse Adami ve svém Aide-mémoire. Cara ma uréitou
odpovédnost. Navazuje se na jiné a takto je odpovédna, jakkoli se snazi své odpo-
védnosti se zbavit. Naznadit Vychod anebo Zapad, vinit se ¢i napinat, otevirat se ¢i
uzavirat, obalovat (to neznamenad zavirat, nybrz soucasné opisovat i otevirat), spo-
. Ve .. v v 4 /4 v v 4 v 4
jovat se s néjakou jinou ¢arou, avsak tak, Ze nasloucha spousté moznych ¢ar (plan),
zdvihat se, zfitit, usadit se anebo ztratit rovnovahu. Poditat s raimem jako tim, co
rozvrhuje ¢ary, anebo jej nebrat do uvahy Uplatniovat se jako horizont, obrys ryt-
mus, skelet. Caru obyva touha, v ni m4 svou nekone¢nou moc, sama se téméf zniéi

< NIV
v émaranici, v chvatné ,vsechno ted”, zoufa si a hnéva se na sebe. Adami kresli napti¢
toto zmnozovani, musi je proménit v $ireni.” (s. 61)

Jako Orfeus vsak vi, ze dospéje-li k jasné formé, jiné ¢ary se staly jeji obéti, coz je
cena za moznost vytvorit kresbu /dessin/, svét vét. A co potom fici o téch, které
/4 v v . . v . 4 Ve 14 .o/
sam malif smazal, a uz tu nejsou? ,Orfeus, jehoZ za jeho zady ptivolavaji vzdechy
J4 ! I . .« 7 ’ v V1.2 s Ve 4 ! .
a sténani jako tisice malych dar vzeslych z Eurydidina hrdla, se obraci a razem je
umléi. Pohled toho, kdo kresli, stavi hraz tomuto $ifeni. Otevira prostor mozného
dila, formy. S vasim dovolenim vas zradim, rekla kone¢na ¢ara moznym caram.”
/Que peindre?, 65/ Skicajesté nezradila, ale jiz zrazuje a soucasné zrazované chrani.



in a more comprehensible way when his attention is drawn to something as simple
as a line (as an actualized virtuality, as Deleuze would call it): ‘We could say that a
line is a sentence continued by other means. A sentence is a request. And because
there already other lines outside the image and in the image, in culture, in the im-
agination and on paper, lines which demanded to be continued, it too is a kind of
answer, it is a way of following up on the demand made by the lines that precede
it. “La forma é un lungo tracciato di domande e riposte,” Adami writes in his Aide-
mémoire. The line has a responsibility of a kind. It follows up on others, thus being
responsible, no matter how hard it tries to absolve itself from this responsibility. To
indicate East or West, to undulate or to stretch, to open or to close, to envelop (that
does not mean to close, but to circumscribe and open at the same time), to connect
with some other line, but in such a way that it listens to many possible lines (plan),
torise, to collapse, to settle or to lose its balance. To take into account the frame as
that which distributes the line, or to ignore it. To apply itself as a horizon, a contour,
a rhythm, a skeleton. The line is inhabited by desire, in it it rules with its infinite
power, almost destroys itself in a scribble, in the hasty “everything now”, despair-
ingand angry with itself. Adami draws across this multiplication, has to turn it into
proliferation’. (p. 61)

Just like Orpheus, though, it knows that when it arrives at a clear form, other lines
become its victims — which is the price for the possibility of creating a drawing
/dessin/, aworld of sentences. And what to say about those that the painter himself
has erased and that are no longer here? ‘Orpheus, who is called by sighs and groans
from behind his back, like thousands of little lines rising from Eurydice’s throat,
turns back and silences them at once. The gaze of the one that draws builds a bar-
rage to this proliferation. It opens up the space of possible work, form. With your
permission, I shall betray you, the final line said to the possible lines’. /Que pein-
dre?, 65/ The sketch has yet not betrayed, but it already betrays and, simultaneously,
protects the betrayed.

What are sketches in math, though? What would be the analogy of preparatory
sketches and ‘incomplete papers’ in a field as precise and ‘rigorous’ as mathemat-
ics? They can be neither ‘private communications’, nor ‘preprints’, let alone emails.
Even personal letters are more formal in mathematics. It seems that it is necessary
in a sense and that it is due to the very nature of mathematics. Mathematicians live
in a paradox: although for mathematics, the ideas are essential (and the philosophy
of the entire field is strong), these ideas mean nothing without clear statements and
valid proofs. There is no space for speculation (at least not in print). Ultimately, this
leads to the mathematicians concealing their original ideas and (personal) motiva-
tion. Their papers are typically written in a dry ‘definition-theorem-proof” manner.
This could be due to the influence of the great German mathematics of the 19th
century, but we assume that this is in the heart of the matters. The mathematicians
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Co jsou v$ak skicy v matematice? Co je analogie pripravnych skic a ,neaplnych
praci“ v tak presné a ,prisné“ discipliné jako je matematika? Nemohou to byt ,pri-
vate communications“ ani ,preprints, o e-mailu ani nemluvé. V matematice jsou
i osobni dopisy formalnéjsi. Zd4 se, Ze je to v jistém smyslu nutné a miize za to sama
povaha matematiky. Matematikové ziji v paradoxu: ackoliv myslenky jsou kli¢ové
pro matematiku (a cely obor ma silnou filozofii), tyto myslenky nic neznamenaji
bezjasnych tvrzenia platnych dikazi. Pro spekulace neni (alespon v tisténé formé)
misto. To nakonec vede k tomu, Ze matematici skryvaji pivodni myslenky a (osobni)
motivaci. Prace jsou typicky psany suchym zpusobem ,definice-véta-dikaz*“. Mozna
za to muze vliv velké némecké matematiky 19. stoleti, ale domnivame se, Ze je to
v podstaté véci. Matematici jsou délnici ducha, kde se pocitaji skutky. Co jsou tedy
skicy v matematice? Ano, matematikové vytvari a pouzivaji skicy, nékdy mnoho
skic. Téchto skic si asi vazi méné nez umélci a v kazdém pripadé skicy jsou skryté
anejsou urceny ke zverejnéni. Anebo je neni snadné najit nebo zahlédnout. Jako by
byly z tajného inkoustu a na malém kousku papiru. Ale Ize je zahlédnout, pokud se
nam podafi byt pfi momentu vzniku ideje. A nebyt pasivnim pozorovatelem, ale
nejlépe ptispolupraci. Vnéjsi pozorovatel muze znicit nebo narusit klicovy moment
vzniku myslenky. A nékdy tento okamzik mtze mit i vizualni podobu. Abychom
byli vice konkrétni, dovolime si osobni pfibéh. Jeden z nas mél $tésti, Zze mohl spo-
lupracovat s Paulem Erdésem, jednim ze slavnych velikani matematiky 20. stoleti.

V praciJ. Nesettil: Mathematics and art, From the logical point of view 2,2 (1993),
50-72, se uvadi nasledujici pribéh: Jednou jsme se pokouseli vytfesit problém, ktery
se tykal velikosti jisté neznamé mnoziny. Nebylo jasné, jak ta mnozina vypada,
jestli viibec je, tim méné jak vypada. Paul Erdés fekl: ,Mozn4, Ze ta mnozina je ne-
prazna“ a nakreslil jakoby mimovolné podeziely obrazek podobny nasledujicimu:
A po chvilce Paul Erdés fekl: ,,Moznd je tamnozina kone¢na“ a nakreslil bez komen-
tafe: A pojesté delsi chvilce fekl: ,Nevim, mozna ze je i nekoneéna“, coz doprovodil
dalsim obrazkem: Jsou to obrazky samy o sobé nic netikajici, ale navozuji atmosféru,
(a krasnou vzpominku) povzbuzujici dalsi mysleni. Jsou to berli¢ky v abstraktni
dzungli, nebo pomocné nitky v labyrintu. Ostatné labyrint je sam priklad takové
skicy, pomocné myslenkové konstrukce. Od pravéku, pres renesanci (a dokonce
psychologickym) obsahem prfesahujicim moznosti tohoto ¢lanku.

KdyZ jsme pak poradali knihu vénovanou Paulu Erdésovi (R. L. Graham, J. Neset-
til: Mathematics of Paul Erdés I, I1., Springer Verlag 1997. 2. vydani 2013), pozadali
jsme nékolik umélcti o portrét Paula Erdése. To se zdarilo a v knize jsou uvedeny
Ctyti portréty. Jeden z nich je vséak mimoradny. Ivan Ouhel vytvoril portrét Paula
Erddse s lehkosti olejové skicy a preci mimoradné vérnosti. Domnivam se, Ze je to
jeden z nejkrasnéjsich ¢eskych portréti soucasnosti.
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are the workers of the spirit, where only deeds count. So what are the sketches
in mathematics? Yes, mathematicians make and use sketches, sometimes many
sketches. They probably value these sketches less than artists do, and in any case,
these sketches are hidden and not intended for publication. Or they are not easy to
find or spot. As if they were written in a secret ink and on a small piece of paper. But
they can be glimpsed if we manage to be present when the idea emerges. And when
not being a passive observer, but preferably a collaborator. An outside observer can
destroy or disrupt the key moment of the idea creation. Sometimes this moment
can take a visual form. To be more specific, we will allow ourselves a bit of personal
history. One of us was lucky enough to have worked with Paul Erdés, one of the
famous mathematical giants of the 20th century.

The paper]. Nesettil: Mathematics and art, From the logical point of view 2,2 (1993),
p. 50-72, gives account of the following story: We once tried to solve a problem that
involved the size of a certain unknown set. It was not clear what the set looked like, if
iteven existed, much less what it looked like. Paul Erdés said: ‘Maybe the set is non-
empty’. And drew a sort of inadvertently suspicious picture similar to this: And after
a moment, Paul Erdés said: ‘And may be the set is finite’ — and drew this, without
a further comment: And after an even longer moment, he said: ‘I don’t know, may
itis infinite’ — and added another picture: The pictures in themselves say nothing,
but they evoke an atmosphere (and a beautiful memory) that encourages further
thinking. They are the crutches in an abstract jungle, helping threads in alabyrinth.
After all, the labyrinth is in itself an example of such a sketch, an auxiliary thought
construction. From prehistory, through the Renaissance, with (even psychological)
content exceeding the scope of this article.

When we were later preparing a book dedicated to Paul Erdés (R. L. Graham,
J. Nesettil: Mathematics of Paul Erdds I, IL, Springer Verlag, 1997, 2nd edition,
2013), we asked several artists to do a portrait of Paul Erdés. This came out nicely
and there are four portraits featured in the book. One of them, however, is extraor-
dinary. Ivan Ouhel created a portrait of Paul Erdés with the ease of an oil sketch
and yet of an extraordinary fidelity. I daresay it is one of the most beautiful Czech
portraits of our time.

The sketches of mathematicians and the sketch of a mathematician seem to be cut
from the same cloth. Obviously, math is not the main area where sketches can be
studied, documented and made publicly known. (One interesting attempt is a book
by Arthur 1. Miller: Insight of Genius, Springer, 1996, with sketches by Minkowski
on the cover). It is, however, much more common to observe sketches in literature.
One fine example is a short story by Bohumil Hrabal about the mathematician
Zdenék Frolik (Pritel z Kerského polesi (A Friend from the Kersko Forest District),
in the book by J. Nesettil: Topological, Algebraical and Combinatorial Structures —
Frolik’s memorial volume, North Holland 1992, yiii — xvi; Czech and English ver-
sion, translated by M. H. Heim). We were happy that Hrabal got a copy of this book
and he apparently kept it on his last hospital table. It was therefore all the more
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Skicy matematikti a skica matematika se tak zdaji byt ze stejného tésta. Samoztejmé
matematika neni hlavni oblasti, kde je mozné skicy studovat, dokumentovat a uva-
dét v obecnou znamost. (Zajimavym pokusem je kniha Athur I. Miller: nsight of
Genius, Springer 1996, se skicami Minkowského na obalce.) Ale mnohem béznéjsi
by bylo sledovat tfeba skicy v literatute. Péknym prikladem je tfeba kratkd povidka
Bohumila Hrabala o matematikovi Zdetikovi Frolikovi (PFitel z Kerského polesi,
v knize J. NeSettil: Topological, Algebraical and Combinatorial Structures — Fro-
lik’s memorial volume, North Holland 1992, yiii — xvi; Ceska a anglicka verze, pre-
lozil M. H. Heim). Byli jsme radi, ze Hrabal dostal vytisk této knihy a idajné ji mél
na svém poslednim nemocniénim stolku. O to vétsi prekvapeni bylo zjisténi, ze se-
brané spisy Bohumila Hrabala (usporadané V. Kadlecem) obsahuji dalsi verzi této
vzpominky, kterou je mozno povazovat za skicu. Skicu této povidky. Porovnani
obou textt je velmi zajimavé a vypovidd mnohé o povaze skicy v literatufte, o lite-
rarni geometrii a jejim diktatu. O tom velmi vystizné pojednava Samuel Beckett (S.
Beckett: Eseje, Petrov 1992), kdyz piSe v eseji o Marcelu Proustovi: ,Rovnice zvana
skicanikdy nenijednoducha neznama, ktera se vyzbrojuje celym arzenalem hodnot,
je zaroven nepoznatelnd.” To by vsak vyzadovalo podrobnéjsiho rozboru. Misto néj
lze v8ak uvést jedinou vétu z jeho eseje o malifstvi: ,,Co jesté zbyva reprezentova-
telného, je-li podstatou predmétu unikat z reprezentace. Nelze nez reprezentovat
podminky tohoto unikani (dérobade).“ (Peintres de 'Empechement).

A miizeme se jesté jednou vratit ke vztahu mezi lehkosti a zachycovanim toho, co
unika, ktery osvétluje fakt, ze dilezitym a podstatnym rysem skicy je lehkost. Zda
se, ze je to rys podstatnéjsi a hlubsi nez rychlost. Lehkost provedeni skicy samo-
ziejmé souvisi s pouzitim jednoduchych prostiedki (napf. tuzka nebo maly for-
mat), ale projevuje se podstatnéji. Skica je (nebo miize byt) cestou k materializaci
¢i urcitou fazi této snahy zhmotnit to, co je teprve na prichodu, at uz jde o napad,
myslenku ¢i okamzitou situaci. Muze byt lehka jako pirko a vznikla prilezitostné,
totiz pravé v okamziku osviceni ¢iinspirace. Lehkost myslenky neodekavanych sou-
vislosti, kdy ¢ara se zda myslet a inspirovat.

Lehkostiv literatufe (ale nejenom) je vénovana prvni prednaska ¢i kapitola Calvino-
vych prednasek pro pristi tisicileti (I. Calvino: Americké predndsky: Sest pozndmek
pro pFisti tisicileti, Prostor 1999). Italo Calvino pise: ,Kdybych chtél vybrat symbol
blahoptani (podtrzeno autory) pro vyhlidku do pristiho tisicileti, vybral bych toto:
nenadaly hbity skok basnika-filozofa, ktery se pozveda z tézkosti svéta a dokazuje,
ze jeho tiha obsahuje tajemstvi lehkosti, zatimco to, co mnozi povazuji za vitalitu
doby, hlu¢né, utoéné, hirmotné a fvouci, patfi ke kralovstvi smrti, tak jako vrakovi-
$té zrezavélych aut.“ Calvino se pritom odvolava na scénu v jedné povidce Dekame-
ronu, kde Boccacio popisuje florentského basnika (Guido Cavalcanti) ajeho setkani
se skupinou mladikd. Vznikly konflikt kon¢i mr$tnym skokem — tinikem Cavalca-
ntiho, kde se svym pronasledovatelim ,vymkl a odesel.

Je nasnadé uvést tento text v souvislosti se skicami a skicovanim. Skica sama je
lehka, neptipadné lehka, vymykajici se béZnému projevu, tizi doby a historie. Mtize



surprising to discover that the collected writings of Bohumil Hrabal (edited by
V. Kadlec) contain yet another version of this memory which could be considered a
sketch. A sketch of the short story. The comparison of both texts is very interesting
and says alot about the nature of a sketch in literature, about literary geometry and
its dictate. Samuel Beckett (S. Beckett: Eseje (Essays), Petrov, 1992) discusses this
very eloquently in his essay about Marcel Proust: ‘The equation called the sketch
is never a simple unknown, armed with a whole arsenal of values; it is at the same
time unknowable’. This would, however, require a more detailed analysis. Instead,
however, we can quote one sentence from his essay on painting: ‘What remains to be
represented, if the essence of the object is to escape representation. One cannot but
represent the conditions of this escape (dérobade)’. (Peintres de 'Empechement).

And we can return once more to the relation between lightness and capturing of
that which escapes; this relation illuminates the fact that lightness is an important
and essential feature of the sketch. It seems that this feature is more essential and
deeper than speed. The lightness in the execution of a sketch is naturally related to
the use of simple tools (like pencil or a small format), but it manifests itself more
substantially. The sketch is (or can be) a path to materialization or a certain phase
of this attempt to materialize what is yet to come, whether it is an idea, thought or
an immediate situation. It can be light as a feather and created randomly, namely at
amoment of enlightenment or inspiration.

The first lecture or chapter of Calvino’s lectures for the next century (I. Calvino:
Americké predndsky: Sest pozndmek pro pFisti tisicileti (American lectures: Six
Notes for the Next Millennium), Prostor, 1999) is dedicated to the lightness in li-
terature. Italo Calvino notes: ‘If I were to choose a symbol of congratulation (un-
derlined by the authors) for the prospect of the next millennium, I would choose
this: the sudden and agile leap of the poet-philosopher who lifts himself from the
world’s difficulties and proves that his gravity also embraces the secret of lightness,
while what many consider the vitality of the age, noisy, aggressive, thunderous and
roaring, belongs to the kingdom of death, like the scrapyard of rusted cars’. Herein,
Calvino refers to ascene in on story from the Decameron, where Boccacio describes
the Florentine poet (Guido Cavalcanti) and his encounter with a group of young
men. The ensuing conflict ends with an agile leap — Cavalcanti’s escape, where he
‘eluded his pursuers and left.’

This text suggests itself to be presented in the context of sketches and sketching.
The sketch itselfis easy, impossibly light, escaping ordinary expression, the weight
of time and history. It can be a glimpse, an escape from the facticity of a seemingly
invariable given. The significance and rarity of the sketch may lay precisely in this
escape from time, history and individual and collective limitations. And then a great
leap can happen and an unexpected surprise when the sketch contains more than
what is contained in the original intention. The ideatum exceeds the idea. As if the
sketch were a project of the soul itself. Which is actually what Calvino’s text also
suggests if we read it as follows: not human beings, but rather sighs, light rays and
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to byt zablesk, vymknuti z fakticity zdanlivé neménné danosti. Vyznam a vzacnost
skicy mtize byt pravé vonom vymknuti dobé, historii a individualnim i kolektivnim
omezenim. A potom muze dojit k velkému skoku a neocekavanému prekvapeni, kdy
skica obsahuje vice nez je obsazeno v ptivodnim zaméru. /deatum presahuje ideu.
Jako by skica byla projektem duse samotné. Coz vlastné také naznacuje Calvintv
text, pokud jej cteme takto: pfedmétem skic nejsou lidské bytosti, nybrz spise vzde-
chy, svételné paprsky a optické obrazy a predev$im nehmotna poselstvi ¢i impulzy.
Nebo jinak: ,Vzdy se [u skic] jedna o néco, co se odlisuje tfemi charakteristikami:
1. je to lehké, 2. je to v pohybu, 3. je to nositel informace.“ Calvino pi$e z hlediska
tvirce, ale to je také nds pfistup k tématu, takze podobnost ¢i pribuznost nemuze
byt nahodna. Proto k ni lze hledat ptiklady dalsi, takové, které by Calvino (jenz
byl cely Zivot fascinovan védou) zajisté sam rad zminil. V roce 1611 napsal Jan Ke-
pler kouzelnou knihu O Sestinhelné snéhové viocce, poutavé ctent o ,,nicem (Ceské
vydani, MatfyzPress, Mff UK 2016). Tato knizka ma 70 stran (malého formatu)
aje psana pozoruhodnym zptisobem. Je to vlastné prilezitostna publikace, novoro-
¢enka, novoroé¢ni blahoptani pro vzdélaného Jana Wackera z Wackenfelsu (pfritele,
ktery Keplerovi zprostfedkovaval riizné knihy, mimo jiné i od Galileiho). Kepler
pise, ze svému priteli chce dat darek, ktery marad, ,nic — nikoliv pro jeho zanedba-
telnou cenu, ale pro piivabnou lehkost a veselou hravost, které toto slovo obnasi.”
Potom Kepler probira rizné moznosti niceho (na to, aby tyto moznosti vypocetl,
pottebuje celych pét stran) a postupné je zavrhuje velmi rozmarnym a literarné svr-
chovanym zptsobem (,,distojnéjsi dar je ovSem kapka vina visici na nehtu Némce,
nez kousek ukousnutého nehtu Itala, jenz skfipe zuby a odmita darovat i takovou
malickost“). Nakonec je Kepler ,rozhnévan sam na sebe, Ze se pred Tebou objevim
znovu bez darku k Novému roku (tedy bez toho, abych se drzel naseho tématu - to-
tiz, ze Tinenesu nic), presel jsem most. Tu jaka $tastna nahoda!“

Na Keplerav kabat spadlo par snéhovych vlocek, které ,,jsou mensi nez kapka vody
a presto maji svij tvar. To je prece vhodny darek pro milovnika ni¢eho. Navic je di-
stojnym darkem od matematika, ktery nic nema a nic nedostava.“ A Kepler pospicha
domd, aby napsal pfani o vlocce dfive, nez roztaje. Takto rozmarné a hravé Kepler
pokracuje ve své skice, kdy predvadi svou intelektualni ekvilibristiku (a sam zvola
,O filozofie, bez tebe neni Zivot opravdovy!“). Ale pozor! Pti tomto hrani Kepler
vytvoftil jedno z prvnich dél krystalografie (a uvadi se tedy jako zakladatel tohoto
oboru) a zavedl nékolik problému tykajicich se tzv. hustych pakovani, z nichz je-
den (tzv. Keplertuv problém) byl vyresen teprve nedavno (v roce 1998 Thomasem
Halesem, tedy téméf po 400 letech). Jen tak lehce a mimochodem nastinil ve své
skice zaklady celych védeckych oblasti! To samoziejmé Kepler nemohl tusit, ale
jeho skica ma svij vlastni zivot pramenici z uzasné uvolnéné energie, intuice a pod-
védomé znalosti a samozrejmé génia Jana Keplera. A pfitom je to jen skica, blaho-
prani. Neni to zajisté védecka prace (chybi napft. jakékoliv odkazy na prace jinych
autorti). Jaka uzasna efektivita. Chtélo by se pfipomenout a parafrazovat znamy
vyrok E. Wignera: Neuvéritelna efektivita skicy v matematice (a v lidské ¢innosti
vseobecné). Zakonéeme tuto uvahu optimisticky.



optical images and, above all, non-material messages and impulses are the subjects
of the sketches. Or, in other words: ‘[With sketches] It is always about something
thatis distinguished with three characteristics: 1) itis light, 2) it is in motion, 3) it is
abearer of information’. Calvino writes from the point of view of a creator, but it is
also our approach to the subject, so the similarity or affinity cannot be accidental.
One can therefore look for other examples to go with it, those that Calvino (who had
been fascinated by science all his life) would surely be happy to mention himself. In
1611, Johannes Kepler wrote a magical book O sestisthelné snéhové viocce, poutavé
cteni o ‘nicem’(On the Hexagonal Snowflake, an Engaging Read about ‘Nothing’,
Czech edition MatfyzPress, Mff UK 2016). This book has 70 pages (in a small for-
mat) and it is written in a remarkable way. It is actually an occasional publication, a
PF wish, a New Year’s card for the erudite Jan Wacker of Wackenfels (a friend who
has provided Kepler with various books, including those by Galileo). Kepler writes
that he wants to give his friend a gift he likes, ‘nothing — not because of its negligi-
ble price, but for the charming lightness and merry playfulness this word implies’.
Then Kepler discusses various possibilities of nothing (he needs five whole pages to
give a list of these possibilities) and gradually dismisses them in a very capricious
and literarily sovereign way (‘a drop of wine hanging on a German’s fingernail is
naturally a more dignified gift than a piece of a nail bitten of an Italian who grits his
teeth and refuses to give even such a small thing’). In the end, Kepler is ‘angry with
myself that I shall appear before you without a New Year’s present (that is, without,
to stick to our theme, that I am not bringing you nothing), I crossed the bridge.
What a lucky accident!”

A couple of snowflakes fell on Kepler’s coat, which were ‘smaller than a drop of wa-
ter and yet they have a shape. It is a suitable gift for a lover of nothing. Moreover, it
is a worthy gift from a mathematician who has nothing and receives nothing’. And
Kepler rushes home to write a New Year’s wish about the snowflake before it melts.
Thus whimsically and playfully Kepler continues in his sketch, showing off his in-
tellectual equilibristics (he himself exclaims ‘O philosophy, without you life is not
real!’). But beware! In the course of this play, Kepler produced one of the first works
of crystallography (and is therefore cited as the founder of the field) and introduced
several problems dealing with the so called sphere packing, of which one (the so-
called Kepler problem) was only solved recently (by Thomas Hales in 1998, i.e. al-
most 400 years later). He just casually and in a by the way manner outlines the basics
of entire scientific field in his sketch! Naturally, Kepler could not have known this
but his sketch has a life of its own stemming from that amazing relaxed energy, in-
tuition and subconscious knowledge — and of course the genius of Johannes Kepler.
And yet it is only a sketch, a PF greeting. It surely isn’t a scientific work (any refer-
ences to other authors’ works are missing, for instance). Yet what an amazing effi-
ciency. One would like to recall and paraphrase the famous statement by E. Wigner:
The incredible efficiency of sketching in mathematics (and in human activity in gen-
eral). Let’s end this reflection optimistically.
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Iskica je svym zptisobem teleologicka, ma zpravidla téel. U¢el nékdy mlhavy, vyje-
vujici se moznd jen snahou po naplnéni, vytyleni né¢eho mozna jen tuseného. Nebo
aninetuseného, ale vychazejici z pole zkusenosti a moznosti obzoru. Prostoru vzni-
kajicitho autonomni zkusenosti a ¢innosti. Tak pocateéni impuls tvoreni nebo od-
vahy projevujici se ¢inem skicy pokracuje védomé i samovolné pfesahujic omezeni
doby, konvence i vlastni nedostateénosti. Zda se, ze ¢ara mysli. Jen tak lze vysvétlit
zazraénou modernost a svrchovany projev skic Mistra Theodorika na zdi pod jeho
portréty svatych na Karl$tejné. Nebo odvahu a suverénni abstrakci a dynamiku ba-
roknich kreseb (napf. Annibala Carracciho), zvlasté kdyz je porovname se strnu-
losti a formalnosti hotovych obrazi. Hotové dilo musi dostat dobovému kanonu,
nebo spise podléha diktatu dobové ,,geometrie a jeho forma je mnohem strnulejsi
nez mysleni, které k nému vedlo nebo které je provazelo. Tvortivy jedinec naslou-
cha svym skicam, hleda inspiraci ve skicach jinych a skicy mu slouzi také jako kli¢
k pochopeni. Ale skicy jsou také jeho privatissimo, je to jeho zhmotnélé mysleni,
dynamika byti. Skica je tak i budoucnost, ktera vybizi, navadi a poskytuje odvahu.
Poskytuje perspektivu krajiné naseho byti.



Even a sketch is in a way teleological, it usually has a purpose. Sometimes this pur-
pose is vague, manifesting itself only through an attempt to fulfil, to set out some-
thing perhaps which is only intuited. Perhaps not even intuited. Or even unintuited,
yet based on the field of experience and possibilities of the horizon. Of the space
emerging from autonomous experience and action. Thus, the initial impulse of cre-
ation or courage manifested in the act of sketching continues consciously and spon-
taneously, transcending the restrictions of time, convention and own inadequacy. It
seems that the line thinks. That is the only way to explain the miraculous modernity
and the sublime power of the sketches of Master Theodoric under his portraits of
saints of the Karl$tejn Castle. Or the boldness and sovereign abstraction and dyna-
mis of baroque drawings (for instance of Annibal Carracci), especially when com-
pared to the rigidity and formality of the finished paintings. The finished work has
to conform to the canon of the time, or, more precisely, it is subject to the dictates
of the ‘geometry’ of the time and its form is much more rigid than the thinking that
led to it or that accompanied it. Creative individuals listens to their sketches, look
for inspiration in sketches of others, and sketches also serve them as keys to un-
derstanding. But sketches are also privatissimo, their materialized thinking, and
the dynamics of their being. Thus, the sketch is also the future, which encourages,
guides and provides courage. It provides the perspective to the landscape of our
existence.

——— PAGE 257



Mikulas Medek a stredovék.
Barva, tvar a symbol

Jan Royt



MikulasS Medek
and the Middle Ages.
Colour, Shape and Symbol

Jan Royt



STRANA 260

Inspiraci k ivaze o vztahu Mikulase Medka k uméni
sttedovéku pro mé byl jeho obraz Svaty vojak (1966),
ktery jsem obdivoval ve stalé expozici Galerie vytvar-
ného uméni v Roudnici nad Labem. V jeruzalémském
chramu opona chramova oddélovala svatyni od sva-
tyné svatych, v niz ptebyval Hospodin. Takovou opo-
nou oddélujici vécnost od Casnosti je na stfedovékych
obrazech zlaté pozadji, které je povazovano za ,peri té
uranos“— za samotnda nebesa, v nichz prebyva Bih. Po-
dobné vymezeni prostoru pozorujeme i na vyse zminé-
ném Medkové obrazu.! Casoprostor, v ném? existuje
vnimatel, se nachazi pfed obrazem. Do ného za pomoci
inverzni perspektivy vstupuje i Svaty vojak, stejné jako
svétci na obrazech Theodorikovych.2 Co oba umélce
spojuje je dominujici figuralni komponenta ve vztahu
k plose. Na téle Svatého vojaka, které svoji purpuro-
vou barevnosti (tyrsky purpur), podobné jako na stre-
dovékych obrazech, odkazuje k utrpeni i kralovskému
uradu, se zraci osudové udalosti jeho Zivota. K tomu
tfreba dodat, ze k dokonalému zpritomnéni svétci
asvétic na Theodorikovych obrazech pfispiva ptitom-
nost relikvie v nich. Vznika tak zde napéti mezi ide-
alni podobou zobrazeného s naturalistickymi detaily
a pritomnosti jeho télesné schranky, tedy citime zde
napéti mezi idealismem a naturalismem, z néhoz vy-
rustd sttedovéké socharstvi a malitstvi, jak zdtraz-
nil Max Dvorak ve studii /dealismus und Naturalis-
mus...2 Medkiiv obraz Ben Bela (Portrét jména, 1964)
s prinikem do bezdasovosti (vé¢nosti) evokuje rany po
hiebech v Kristovych dlanich, v chodidlech a v boku
uktizovaného Krista mystického typu (Crucifixus do-
lorosus, napt. Ukfizovany z kostela Panny Marie na
Kapitolu v Koliné nad Rynem, kol. 1320).# V dobo-
vych meditativnich spisech Heinricha Seuse® byly tyto
rany, zejména pak rana v boku, chapany jako brany do
vécnosti a jako pramen vSech svatosti.

Co sblizuje Medkovu tvorbu se stfedovékou malbou,

je barevna symbolika. V jednom z tfebonskych ruko-
. o 6 /4 4 /4 4 A 4

pist® se nachazi pozoruhodna basen nazvana Barvy

vsecky, vénovand symbolice a emoc¢nimu uéinku barev,

coz je mozné vztahnout obecné ke stredovéké malbé

ik tvorbé Medkoveé.

1 — Kdilu MikulaSe Medka:

Mraz Bohumir: Mikulad$ Medek.
Praha 1970; Mikula$ Medek:
malifské dilo 1942-1974: katalog
vystavy: DUm uméni mésta Brna

20. 3.-20. 5.1990, Narodni galerie
v Praze 7. 6.-5. 8.1990; Mikulas
Medek. Praha 2002; Mikulas Medek
Nahy v trni. Praha 2020.

2 — Ktvorbé Theodorikové
nejpodrobnéji: Fajt Jifi (ed.):
Magister Theodoricus. Dvorni malif
cisare Karla IV. Praha 1997.

3 — Idealismus und Naturalismus
in gotischen Skulptur und Malerei.
Oldenbourg 1918.

4 — Francovich Gerhard De:
L'origine e la diffusione dell
crocifisso gotico doloroso,

In: Kunstgeschichtliches Jahrbuch
der Bibliotheca Hertziana 2, 1938,
s. 143-265; Hoffmann Godehard:
Das Gabelkreuz in St. Maria im
Kapitol zu K6In und das Phdnomen
der Crucifixi dolorosi in Europa
(Arbeitsheft der rheinischen
Denkmalpflege 69), Worms 2006;
Miuhlberg Franz: Crucifixus
Dolorosus, Uber Bedeutung

und Herkunft des gotischen
Gabelkruzifixes,

In: Wallraf-Richartz-Jahrb. 22, 1960.

5 — Seuse Heinrich: Knize¢ka

o vééné moudrosti, sepsana roku
1341 v Ceské feci podava Angelus
Lubojacky. Praha 1885; Seuse
Heinrich. Mystikovo srdce: vlastni
Zivotopis. Preklad Silvestr Maria
Braito. Praha 1935.

6 — Statni oblastni archiv Trebon,
sig. A 4, fol. 397 b.



oBR.1 Mikuld$ Medek, Svaty vojik, 1966
FIG.1 Mikula§ Medek, Svaty vojak (The Holy Soldier), 1966
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oBR.2 Mistr Theodorik, Sv. Augustin (Ambroz), pred 1365,

Kaple sv. Ktize na Karlstejné

FIG. 2 Master Theodoric, Sv. Augustin (Ambroz), (St Augustine (Ambrose),
before 1365, Chaple of the Holy Cross, Karl$tejn



For me, the inspiration about a reflection on the relation-
ship of Mikulas Medek with medieval art was his painting
The Holy Soldier (Svaty vojak 1966) I have been admir-
ing at the permanent exhibition of the Gallery of Mo-
dern Art in Roudnice nad Labem. In the Jerusalem Tem-
ple, the temple curtain separated the sanctuary from
the shrine of the saints where the Lord dwelt. Such cur-
tain which separates the eternity from temporality is the
golden background in medieval paintings, considered to
be the ‘peri té uranos’ — the heavens themselves where
God dwells. We can observe similar delineation of space
also in the above mentioned painting by Medek." Space-
time in which the perceiver exists is located before the
painting. It is also entered at the Holy Soldier through an
inverse perspective, just like the saints in the paintings
of Master Theodoric.2 What both artists have in com-
mon is the dominant figurative component in relation
to the space. The body of the Holy Soldier whose purple
colouring (Tyrian purple), as in medieval paintings, re-
fers to suffering and royalty, reflects the fateful events of
his life. What should be mentioned is that the presence
of relics in Theodoric’s paintings contributes to the per-
fect presence of the saint and saintesses. Thus, tension
is created between the ideal form of the person depicted
with naturalistic details and the presence of his physical
shell, which results in our feeling of tension between ide-
alism and naturalism from which medieval sculpture and
painting grew, as Max Dvorak underlined in his study ZZe-
alismus und Naturalismus...2 Medek’s painting Ben Bela
(Portrait of the Name) (1964) which penetrates timeless-
ness (eternity) evokes the spike wounds in the palms,
feet and side of the crucified Christ of the mystical type
(Crucifixusus dolorosus, the forked cross, such as in the
case of the Crucified from St. Mary’s Church in the Cap-
itol in Cologne, around 1320).4 In the period meditative
writings of Heinrich Seus®, these wounds, especially the
wound in the side, were seen as gateways to eternity and
as the source of all sacraments.

What ties Medek’s work to medieval painting is the
symbolism of colour. One of the Tfeboil manuscripts®
features a remarkable poem entitled A// the Colours de-
voted to the symbolism and to the emotional effect of
colours, which can be associated with medieval painting
in general and Medek’s work in particular.

1 — On the work of Mikulas
Medek: Mraz Bohumir: Mikulas
Medek. Praha 1970; Mikulas
Medek: malifské dilo 1942-1974:

a catalogue for an exhibition

held at Dim uméni mésta Brna
20. 3.-20. 5. 1990, National Gallery
in Prague 7. 6.-5. 8.1990; Mikulas
Medek. Praha 2002; Mikulas
Medek Nahy v trni. Praha 2020.

2 — On the work of Theodoric in
most detail: Fajt JiFi (ed.): Magister
Theodoricus. Dvorni malif cisare
Karla IV. Praha 1997.

3 — lIdealismus und
Naturalismus in gotischen
Skulptur und Malerei. Oldenbourg
1918.

4 — Francovich Gerhard De:
L'origine e la diffusione dell
crocifisso gotico doloroso,

In: Kunstgeschichtliches Jahrbuch
der Bibliotheca Hertziana 2,

1938, S. 143-265; Hoffmann
Godehard: Das Gabelkreuz in

St. Maria im Kapitol zu KoIn und
das Phanomen der Crucifixi
dolorosi in Europa (Arbeitsheft
der rheinischen Denkmalpflege
69), Worms 2006; Mihlberg
Franz: Crucifixus Dolorosus,

Uber Bedeutung und Herkunft des
gotischen Gabelkruzifixes,

In: Wallraf-Richartz-Jahrb. 22,
1960.

5 — Seuse Heinrich: Knizec¢ka

o vééné moudrosti, sepsana roku
1341. V Ceské feci podava Angelus
Lubojacky. Prague 1885; Seuse
Heinrich. Mystikovo srdce: vlastni
zivotopis. Translated by Silvestr
Maria Braito. Prague 1935.

6 — State Regional Archives in
Trebon, sig. A 4, fol. 397 b.
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»Barvy vsecky, jenZ rostit na poli,
kteréz nost zemskd roli,

Buob zjednal k své vili,

co sé to znamend koli.

Modrit barvu mudii chvalé,
neb sé v nicem nezkalé:

Ve / v / Vé
co (int, to vsecko stdlé,
protoZ jest ta hodna krdle.

Bield barva dobrii nadéji mient,
ale Zet' sé snadné uspini,
protoZ ji mnozi vini,
v . ve 7
Ze z radosti smutek &ind.

Serd barva vyse sebe sahd,
KohoZ pravd milost premdhd,
V tom nebezpecnd viha:
Varuj sé jie jako vraha.

Zelend barva jest lehké ceny,
ale jest snadna k proménéni,
liba ku pohledéni,

brzkd také k proménéni.

Brundtnu barvu mnozi maji,
neb ta tajnych véci taji:
ktoZ pravi milost znaj,

21X o e piaam X S
mudri sé s tiem casto obierayi.

Blankytnd barva jestit celd nadéje:
nedbaje toho, kdyz sé dobré déje,
tak jakZ s véri préje,

tiem smutné srdécko okiéje.



All the colours yond groweth in the field,
which the earthly landeth bears,

God hast did arrange fr his shall,
whatsoev’r t may cullionly

The colour blue is did praise by the wise,
as t nev’r goeth off:

what t maketh is p’rmanent,

because it’s w’rthy of a king.

The white colour is a good hope,
But it’s easy to be soiled,

And that’s why many blame it,
That it turns joy to sorrow.

The grizzled colour reaches above itself
That gent whom true grace ov’rcomes,
And this is a p’rilous weight:

Eschew t liketh a murd’r’r.

The colour green is of lighteth price,
but is easy to beest hath changed,
and pleasant to beholdeth,

Eke quick to changeth.

Many has’t the crimson colour,
[frt conceals secret things:

those who is’t knoweth true grace,

The wise oft conc’rn themselves with ¢.

Blue colour is the colour of all hope:
heeds not at which hour t is all well done,
at which hour did wish with true faith,

Then depressd heart shall rejoiceth again
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Cennino Cennini v Traktatu o malifstvi? napsal: , Ra-
dim ti dobre, aby ses vZdycky snaZil zlatiti jenom pra-
vym zlatem a abys maloval jen dobrymi barvami, jme-
novité kdyz mads zndzoriovati Pannu Marii...“ Protoze
Kristus a Panna Maria stoji ve stfedovéké hierarchii nej-
vyse, byly projejich $at vyhrazeny ty nejdrazsi pigmenty,
pro plast Kristtv purpur ¢i kosenilova Cerven, pro plast
Panny Marie pak lapis lazuli. Také Mikulas Medek vy-
hrazuje cervenou barvu pro dila s velkym duchovnim
poselstvim spojenym s utrpenim (napf. Oslava 21870
centimetrt, 1962), blankytnou modrou pak pro zobra-
zeni kiehkosti, Cistoty a subtilnosti (napt. Modra Ve-
nuse, 1958; 162 centimetrt kiehkosti, 1964). V obraze
Zobrazeni pohledu na Zvéstovani (1966) malif pracuje
s barevnou symbolikou. Tajemstvi inkarnace predsta-
veno jako proutek vyrustajici z kiehkého modre zbar-
veného abstraktné podaného Mariina téla, zavrseny
¢ervenym kvétem — Kristem, predpovidany prorokem
Izajasem (11,1): ./ vzejde proutek z parezu Jisajova a vy-
honek z jeho korenii vyda ovoce.“Jak si jesté nasledné
ukazeme v ptipadé Medkovy kfizové cesty, lze po-
dobné jako ve stfedovéku vztahnout uvedenou barev-
nost navyobrazeni Krista a Panny Marie. Psychologické
asymbolické hodnoty obou barev jsou po staleti ulozeny
v nasi kolektivni paméti, takze vnimdni jejich vyznamu
je viceméné podprahové. Snad nejvice je to zfejmé na pri-
kladu purpurové barvy, jejiz symbolika je spojena s osla-
vou a vladci. Tzv. tyrsky purpur — nejdrazsi ze vsech
pigmenti byl vyhrazen na pruhy (clavi) t6g fimskych se-
natorti a jezdct ($lechty). Triumfator v cisafském Rimé
mél pti triumfu purpurovou tégu. Obleceni do purpu-
rem zbarvenych odévu chodili kralové a cisarové vsech
epoch. Trunili v sdlech z porfyru, ktery pfipomina svoji
barevnosti purpur. Z porfyru jim byly zhotovovany so-
chy a sarkofagy, v nichz byli pohtbeni. Je tedy logické,
ze plast toho, jenz je ,Rex Glorie“ (Kral slavy, Kral krala
a Pan panii), tedy Krista, je zbarven ¢ervené. Clovék ma
prosté vyznam této barvy hluboce vkorenén ve své mné-
mosyné. Dnes nam z toho ziistaly cervené koberce nale-
tistich pro statniky ¢i cervené koberce na festivalech pro
tzv. celebrity. Modrou (lapis lazuli), ktera je hned druha
v radé za tyrskym purpurem, co se tyce finan¢niho oce-
néni, Medek spojoval s Zenskym principem, coz souzni
s nazory stredoveékych malifi, Ze tento pigment ma byt
pouzivan na plast Panny Marie.

7 — Cenino Cenini: Kniha o uméni
stifedovéku. Praha 1946, s. 129.



In his Tractate on painting”, Cennino Cennini wrote: 7 ad-
vise you well to always try to gild only with real gold and
to only paint with good paints, especially when you have to
depict the Virgin Mary..” As Christ and Virgin Mary stand
at the top of the medieval hierarchy, the most expensive
pigments were reserved for their robes, the Christ’s purple
or cochineal red for Christ’s mantle and lapis lazuli for the
robe of Virgin Mary. Mikula§ Medek also reserves red for
the pieces with a great spiritual message associated with suf-
fering (such as Celebration of 21,870, 1962), and azure for
the depiction of fragility, purity and subtlety (such as in Blze
Venus, 1958 and 162 Centimetres of Fragility, 1964). In his
painting Depiction of the View of the Annunciation (1966),
the painter uses colour symbolism. The mystery of the in-
carnation is shown as a wand growing from a fragile blue-
coloured abstract representation of Mary’s body, topped
with red flower — Jesus Christ — as foretold by Isaiah the
prophet (711,1): ‘A shoot will come up from the stump of Jesse;
from his roots a Branch will bear fruit’. As we will see later
in the case of Medek’s Stations of the Cross, we can apply the
above mentioned colour scheme to the depiction of Christ
and the Virgin Mary, as in the Middle Ages. Psychological
and symbolic values of both colours have for centuries been
stored in our collective memory, and the perception of their
meaning is therefore more or less subliminal. This is proba-
bly most evident in the case of the colour purple whose sym-
bolism is associated with celebration and emperors. The so
called Tyrian purple — the most expensive of all pigments —
was reserved for the stripes (clavi) of the togas of Roman
senators and equestrians (nobility). The triumphator in im-
perial Rome wore purple toga in triumph. Kings and emper-
ors of all eras wore purple coloured garments. They were
enthroned in halls of porphyry which resembles purple in
its colour. Statues and sarcophagiin which they were buried
were also made of porphyry. It is therefore logical that the
mantle of the one who is the ‘Rex Gloriae’ (the King of glory,
King of kings and the Lord of lords), that is, of Jesus Christ,
is red coloured. Humans simply have the meaning of this
colour deeply rooted in their Mnemosyne. What is left of it
today are the red carpets for the statesmen at airports and at
festivals for the so called celebrities. Medek associated blue
(lapis lazuli), which in terms of financial value only comes
second after the Tyrian purple, with the feminine principle;
thisis also consistent with the view of medieval painters that
this pigment should be used on the Virgin Mary’s mantle.

7 — Cenino Cenini: Kniha
o uméni stredovéku. Prague

1946, p. 129.
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Vyrazné sakralné ikonicky charakter, s abstraktnim zlatym pozadim, maji Med-
kovy obrazy Ziznivy andél IT (1970) a Tanéici smrtka II. Andél ¢erné smrti (1972)
vizualné souzni s obrazy byzantskych andéla a kostlivea, ktefi zosobnuji Vanitas
vanitatis. Vrcholem Medkovy sakralni tvorby jsou obrazy vytvorené pro novy kos-
tel sv. Josefa v Senetarové (Ludvik Kolek, 1969-1871) a pro renovovany interiér ba-
rokniho kostela sv. Petra a Pavla v Jedovnici.

Hlavni oltat jedovnického kostela sv. Petra a Pavla 8 — Elbern Victor E-
ovlada Kolkiv oltdf s nddhernym monumentalnim  Dom und Domschatzin Hildesheim.
b (m ki d Mikuldde Medka. Kristay ki i Konigstein 1979, s. 70
zobrazenim kiize od Mikuld$e Medka. Kristdv kiiZje o _yiciegger martin: Bauen
sttedobodem déjin svéta pro vérici kfestany, ale jeho  Wohnen Denken. Vortrége und
osy vyjadiuji i obecnéjdi principy, napt. vztah verti- ~ Aufsétze. Kiet-Cotta 2022.
kaly nebes a horizontdly zemé. Jedovnicky ktiz zde
zastupuje i oba apostoly, sv. Petra a sv. Pavla, jim? je
kostel zasvécen a ktefi zemreli mucednickou smrti,
vydali se tedy na cestu krize. Medkuv kfiz, inspiro-
vany zlatnickymi krizi typu Crux gemmata (napf. tzv
Bernwarduv kiiz, 1130-1140, Hildesheim, Katedralni
muzem),® je nikoliv ndstrojem Kristova umudent, ale
nastrojem Kristova triumfu nad smrti. Kfiz s domi-
nujicim horizontalnim ramenem zosobnujicim slovy
Martina Heideggera osu zemé (Axis mundi),® zde vy-
stupuje jako ,kosmické drevo®, které ovlada cely svét,
! 4 sl v
nebot slovy Pisma (Gal 6,14): ,, A¢ je daleko ode mé,
abych se chlubil nécim jinym neZ kriZem naseho Pdana
Jezise Krista, kterym je pro mé ukiiZovin svét a jd
svétu.“Tato mySlenka byla velice Ziva zejména v dobé
4 v . . /4 4 Vo o.
cisate Konstantina a jeho nasledovnika. Podobné jako
v dal$ich Medkovych dilech i zde se snoubi kiehkost
blankytné modfise slavnostnosti ¢erveného kraplaku.
Modra barva kfize symbolizuje kiehkost lidského
byti, které je ¢asto kfizovano s Kristem. Muze byt také
A ) . s oyry s i3
pfipomenutim Mariina compasia. Kfiz je na nékolika
mistech perforovan, coz evokuje bud Kristovy rany po
htebech a kopich ¢i bolest v Mariiné srdci.

Jedineénym zpisobem je ,maridnskd modi“ propojenas , Kristovou éerveni“ ve 14 za-
stavenich ktizové cesty v kostele sv. Josefa v Senetarové z roku 1971. Jednotliva zasta-
veni byla inspirovana basni Jitiho Kubény K772 sonetu (1970). Prvni zastaveni (£hle
Clovék! K smrti Odsouzeny) zobrazuje Krista v jeho lidském osamocent, slovy pro-
rokaIzajase ,muze bolesti“, zbi¢ovaného a korunovaného trnovou korunou. Podobné
je Kristus osamocen, kdyz ve druhém zastaveni (Hrob Si Kopes, BéreZ kriZ) bere na
sebe ktiz a také ve tiretim zastaveni (Klesds K Matce Zemi, A — Ta TiZ). Barevné — do
modie se proméfiuje étvrté zastaveni (O Kéz Aspori Ona Se Mnou Neni), kde se Kris-
tus setkava se svoji Matkou Pannou Marii. Modrou probleskuji cervené tony evokujici



oBR. 3 Mikula$§ Medek, Kfiz, oltifni obraz, 1969-1970, kostel sv. Petra a Pavla v Jedovnici
FIG. 3 Mikulas Medek, K77z (Cross), altarpiece, 1969-1970,
Church of St. Peter and Paul, Jedovnice
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VIV

OBR.4 Bernwardtv kfiz, 1130-1140, Hildesheim, Katedralni muzem
FIG. 4 Bernwardiiv kriZ (Cross of Berward), 1130-1140, Hildesheim, the Cathedral Museum



Medek’s paintings 7hirsty Angel I (1970) and Dancing Grim Reaper II (Angel of the
Black Death) (1972) have a distinctly sacred iconic character, with abstract golden
backgrounds, visually in harmony with the images of Byzantine angels and skel-
etons that personify Vanitas vanitatis. The paintings created for the new Church
of St. Joseph in Senetarov (Ludvik Kolek, 1969-1871) and for the renovated inte-
rior of the baroque Church of St. Peter and Paul in Jedovnice are the highlights of
Medek’s sacral work.

The main altar of the Church of St. Peter and Paul is domi- 8 — Elbern Victor E.: Dom
n?te.d by the Kolek’s altaf Wit,hva beautiful monumental d'e— Eg:igD;’;";"g;g i:. ;'(i)'_des"eim'
piction of the cross by Mikula$ Medek. The Cross of Christ o "\ icccer Martin: Baven
is the focal point of history for believing Christians; yetits ~ Wohnen Denken. Vortrage und
axes also express more general principles, such as the rela- ~ Aufsatze. Kiet-Cotta 2022.
tionship between the vertical of the heavens and the hori-

zontal of the earth. In this case, the Cross of Jedovnice also

represents the two apostles, St. Peter and St. Paul to whom

the church is dedicated and who had died martyrs’ deaths,

thus embarking on the way of the Cross. Medek’s Cross,

which was inspired by the goldsmiths’ crosses of the Crux

gemmata type (such as the Cross of Bernward, 1130-1140,

Hildesheim, the Cathedral Museum)8, is not an instrument

of Christ’s martyrdom, but an instrument of Christ’s tri-

umph over death. The cross, with its dominant horizontal

arm personifying, in the words of Martin Heidegger, the

axis of the earth (Axis mundi),? acts here as the ‘cosmic

wood’ which controls the whole world, for, in the words of

Scripture (Gal 6:14): May I never boast except in the cross

of our Lord Jesus Christ, through which the world has been

crucified to me, and I to the world’. This thought was alive

especially in the time of Emperor Constantine and his suc-

cessors. Similarly like in other works by Medek, this one

also blends the fragility of azure blue with the solemnity of

red crimson. The blue colour of the cross symbolizes the

fragility of human existence which is often crossed with

Christ. It can also serve as a reminder of Mary’s compas-

sion. The cross is perforated at several places, evoking ei-

ther Christ’s wounds of spikes and spears, or the pain in

Mary’s heart.

In a unique way, the ‘Marian blue’ is united with the ‘Christ’s red’ in the 14 stops of
the Stations of the Cross in the Church of St. Joseph in Senetafov from 1971. The
individual stops were inspired by the poem 7he Cross of the Sonnet by Jiti Kubéna
(1970). The first station (Behold the Man! Condemned to Death) depicts Christ in his
human loneliness, in the words of the prophet Isaiah ‘a man of sorrows’, whipped and
crowned with the crown of thorns. Similarly, Jesus Christ is alone when he takes up
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utrpeni Matky. Paté zastaveni (By#I Cizim Hiichem Nadlehceny) zobrazuje spolune-
seni kfize, kdyz k tomu byl vybidnut Josef Kyrénsky. Poukazuje také na to, Ze mame
pomahat svym bliznim nést jim jejich Zivotni k¥ize. Sesté zastaveni (Smrt A Masku
Svou Jen V Ldsce Z¥is) souvisi s Kristovou tvari, ktera se otiskla na rousce divky Ve-
roniky. Citime zde jasnou inspiraci Veraikony ¢i turinskym platnem, na némz se zraci
Kristova tvar. Zastaveni sedmé (Po Drubé Se Marné S Krizem Sk#iZ) opét ukazuje
Krista padajiciho ve svém osamoceni podruhé pod kfizem, proto pouze Cervené tony.
Plaé pritomnych Zen se promita do modré barevnosti i podoby detailt ve tvaru oc¢ido
osmého zastaveni (AZ T¢ Nemaji Proé Politovat Zeny). Zastaveni devaté (Po TFeti!
Ten Pdd Je Dovrseny!) — Kristus potfeti pada pod tihou kfize a propada se do osamo-
ceniv bolesti, které symbolizuje tmavé pozadi. Desatému zastaveni (Ovinén! A Nahy!
Ze Se Nestydis) dominuji kostky, kterymi bylo losovano o plast Kristtiv, z ného je
Spasitel svlékan. Kostky jsou vzdy souc¢dsti Arma Christi. Do jedenactého zastaveni
(Dobre, Ze Na Zemi Na K¥iZ Upevnény (Dobre), Zdahy), v némz dominuji ti heby, ji-
mizje Kristus pribijen na ktiz, se promita prostfednictvim blankytné modre , Zensky
princip“ evokujici kiehkost byti. Vlastni UkfiZzovani je pfedstaveno na dvanactém za-
staveni (K Nebi Vyvyseny, Uz Jen Zem#it Smis), kdy otvor uprostred kiize pronikly
temnotou symbolizuje osamocenost Krista umirajicitho na ktizi, jak to vyjadtuji slova
evangelii (ME 15, 34; Mt 27,46): ,Boze muj, BoZe muj, proc jsi mé opustil?“ V zasta-
veni tfinactém (Na Zem Do Klina Zpét Matce PoloZeny) mrtvé télo JeziSe spodinulo
vkliné Matky, z né¢hoz se slovy mystika Heinricha Seuse zrodil a do jejiho klina se opét
navraci. Medek to krasné zobrazil ¢ervenym plodem spoéivajicim v blankytné modfi
Cistoty a kiehkosti. Posledni ¢trnacté zastaveni spojuje Kristovo ulozeni do hrobu
(Matku Matkou Mds AZ v Hrobé: V Hrobé Jiz) s Kristovym zmrtvychvstanim (Ejhle
Clovék! Matko: Ze: Mé: Syn Tviij Z Hrobu Narozeny). Temny hrob v objeti marianské
modfe je jiz prozatren oslavenym télem Krista zmrtvychvstalého.

Podobné jako v zastavenich kfizové cesty, tak i v ob- 10 — Berliner Rudolf: cArma
razech Monstranci pfitomnost Krista evokuje pro- ~ Christ» in: Minchner Jahrbuch der
see ; ; Lo , Bildenden Kunst 6 (1955), s. 35-153.
svétlena koule Cervené barvy, uzaviena v tmavych pa-
’ /4 . I . . v v 4 .
prscich. Také zde je patrnd inspirace stfedovékymi
a baroknimi monstrancemi architektonického i slu-
neéniho typu. Nepochybné se Medek inspiroval pro
svij obraz Srdce Pané v kostele v Kotvrdovicich stfe-
dovékymi vyobrazenimi Arma Christi a Bolestného
Krista, jak prozrazuji detaily s nastroji Kristova umu-
¢eni na obraze.1®

Rané Medkovo dilo Nahy v trni (1954) vyjadiuje pocit fyzického i duchovniho zra-
fiovani, coZ lze vizuilné i obsahové vztahnout k zobrazeni Umudeni sv. Sebestidna
ve v8ech historickych epochédch, dilo Bohumila Kubisty nevyjimaje. Jistou paralelu
vidim také s vyobrazenimi tzv. Svateéniho Krista, kdy do téla Spasitele jsou zabo-
dany rtizné pracovni nastroje, poukazujici na to, Ze ten ktery pracuje v dobé, kdy
Bih odpodival, tedy dle kfestani v nedéli, tak tim zranuje samotného Krista. S tro-
ji¢ni teologii souzni obrazy Trojice (1967) a Tti udalosti (1967). Medek zobrazil tfi



0BR. 6 Veraikon, posl. ¢tv. 15. stol., Kralovska kanonie premonstratti na Strahové
FIG. 6 Veronica, last quarter of 15th century, Royal Canonry of the Premonstratensians, Strahov
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oBR. 5 Mikulds$ Medek, VI, zastaveni krizové cesty, Rouska Veroncina, 1971
kostel sv. Josefa v Senetarové

FIG. 5 Mikulas Medek, V1. zastaveni kfiZové cesty, Rouska Veroncina

(6th Station of the Cross, Veil of Veronica), 1971 St. Joseph’s Church in Senetarov



the cross in the second station (7he Grave You Dig, the Cross You Take) and also in
the third station (You Descend to Mother Earth, And — That Heaviness). The fourth
stop (Obh May She At Least Not Be With Me) where Christs meets his mother, the Vir-
gin Mary turns the colour into blue. Red tints shine through the blue which associ-
ate the suffering of the Mother. The fifth station (A/beit Exalted by Another’s Sin)
depicts the carrying of the cross together when Joseph of Cyrene was called upon to
do so. It also highlights that we are to help our neighbours carry their crosses of life.
The sixth station (7hou Shalt Only See Your Death and Your Mask in Love) refers to
the face of Christ imprinted on the veil of the girl Veronica. We sense here a clear in-
spiration from the Vernicle (Veil of Veronica) and the Shroud of Turin featuring the
face of Christ. The seventh station (Cross With the Cross To No Avail For the Second
Time) again shows Christ falling in his loneliness under the cross, hence only the red
tones. The weeping of the women present is reflected in the blue colouring and the
eye-shaped details in the eight station (Lez Women Have No Reason to Pity You). The
ninth station (7hird Time! The Fall is Accomplished!) — Christ falls under the weight
of the cross for the third time, sinking into the loneliness of his pain, symbolized by
the dark background. Station ten (Drunk from wine! And Naked! That Thou art not
Ashamed!) is dominated by dice which were used to draw lots for the mantle of Christ,
from which the Saviour is stripped. The dice are always part of the Arma Christi. The
eleventh station (Good, That the Cross Fitted on Earth (Well), Soon), in which the
three nails with which Christ is nailed to the cross, are projected through the azure
blue ‘feminine principle’ evoking the fragility of being. The Crucifixion itselfis repre-
sented at the twelfth station (Exalted to Heavens, You May Only Die) where the hole
in the middle of the cross, pierced by darkness, symbolizes the loneliness of Christ
dying on the cross, as expressed by the words of the Gospels (Mk 15: 34; Mt 27:46):
My God, my God, why have you forsaken me’? In the thirteenth station (Onto the
Ground, Laid Back Into the Mother’s Lap) the dead body of Jesus rests in his Moth-
er’s lap, from which, in the words of the mystic Heinrich Seus, he had been born and
into which he returns again. Medek beautifully depicted it with an image of a red fruit
resting in the sky blue of purity and fragility. The last, fourteenth station joins the
laying of Christ’s body into the tomb (7hou hast the Mother Only in the Grave: In the
Grave Already) and the resurrection of Christ (Behold the Man! Mother: Of: Me: Thy
Son Born of the Grave). The dark tomb embraced in Marian blue is already illuminated
with the glorified body of the Risen Christ.

Just like in the Stations of the Cross, the presence of 10 — Berliner Rudolf: «Arma
Christ is also evoked in the paintings of Monstrances g:l‘;'::c’;e':K“Lf:s’lcgazgghgbgg'_‘f;:r
by an illuminated ball of red colour enclosed in dark

rays. Here, too, the inspiration from medieval and ba-

roque monstrances of architectural and solar type is

obvious. Undoubtedly, Medek took inspiration for his

painting 7he Heart of the Lord in the church in Kotvr-

dovice from the medieval depictions of Arma Christi

and Sorrowful Christ, as the details with the instru-

ments of Christ’s Passion on the painting reveal.1©
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oBR.7 Mikula$§ Medek, Zativa monstrance II, 1967
FIG. 7 Mikuld$ Medek, Zativa monstrance II (Shining Monstrance II), 1967



oBR.8 Stfedovéka monstrance z kostela sv. Michala v Olomouci, 1438
FIG. 8 Medieval Monstrance from the church of St. Michael in Olomouc, 1438

PAGE 277



STRANA 278

rovnocenné hypostaze v jedné roviné. Inspiraci zde mohlo byt ono augustinovské
,Tresvidit et unum adoravit.“ Tvarové paralely nachazime pfedev$im v typech Sta-
rozakonni Trojice a Nejsvétéjsi Trojice reprezentované postavami. Obrazy Hranoly
a Velky pohyblivy hrob namaloval Medek rok pred svoji smrti. Obraz Hranoly, pti-
tomnosti prazdného hrobu a svoji barevnosti vyjadfuje nadéji, Ze smrtinic nekon¢i.
Podobné je tomu i u modre ladéného obrazu Velky pohyblivy hrob, v némz klici
oslaveny a spaseny zivot. Vét$ina Medkovych obrazi je prostoupena sakralitou,
ktera ovSem neni prvoplanové dana jejich ndimétem, ale jak jsem se pokusil ukazat,
vyjadfena je ve vytvarné formé dél, v pojeti inverzniho prostoru, barevnosti, sym-
bolice a také v jiné dimenzi Casovosti — Sub specie Aeternitatis.



oBR.9 Mikula$ Medek, oltafni obraz, 1970, kostel Nejsvétéjsiho srdce Pané v Kotvrdovicich
FIG. 9 Mikulds$ Medek, altarpiece, 1970 Church of the Most Sacred Heart
of the Lord, Kotvrdovice
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OBR.10 Bolestny Kristus s Arma Christi,1470-1485, Ulm, Norimberk,
Germanisches Nationalmuseum

FIG.10 Bolestny Kristus s Arma Christi (Sorrowful Christ with Arma Christi),
1470-148S5, Ulm, Nuremberg, Germanisches Nationalmuseum



Medek’s early work entitled Naked in Thorns (1954) expresses the feeling of phy-
sical and spiritual wounding which visually and in content relates to the depiction
of the Passion of St. Sebastian in all historical eras, including the work of Bohu-
mil Kubista. I also see a certain parallel with the images of the so called Sunday
Christ where various working tools are stabbed into the body of the Saviour, point-
ing out that those who work at the time when God was resting (on Sunday, in Chris-
tian view), hurt Christ Himself. Medek’s paintings 7he Trinity (1967) and Three
Events (1967) are consistent with the Trinitarian theology, depicting three equal
hypostases on one plane. Here the inspiration could have also been drawn from St.
Augustine’s “Tres vidit et unum adoravit’. In terms of shapes, we find parallels espe-
cially in the types of Old Testament Trinity and the Holy Trinity, represented by fig-
ures. Medek painted the pictures Prisms and The Great Moving Grave a year before
his death. The Prisms, through a presence of an empty grave and through its colour
scheme, express the hope that nothing is ended with death. This is similar in the case
of the blue-hued painting 7he Great Moving Grave, where a glorified and redeemed
life is sprouting. Most of Medek’s paintings are imbued with sacrality which isn’t,
however, primarily defined by their subject matter, but — as I have tried to show —
in the artistic form of the works, in the concept of inverse space, in the colours, the
symbolism and also in another dimension of temporality — Sub specie Aeternitatis.
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Jaroslav NeSetril

Matematik, profesor Matematicko-fyzikalni fakulty Univerzity Karlovy v Praze,
vytvarnik. Studoval na Matematicko-fyzikalni fakulté UK, na Universitit Wien
(1968), na McMaster University v Hamiltonu (1969). Od roku 1970 ptsobi na
Matematicko-fyzikalni fakulté UK, kde zastaval funkcifeditele Institutu teoretické
informatiky a Dimatia Centre. Hlavni oblasti Nesettilovy akademické a vyzkumné
¢innosti v oboru matematiky jsou geometrie a topologie. Je autorem rady praci
z oblasti matematiky, teoretické informatiky, kombinatoriky, teorie graft a dal-
$ich. Mezi zakladni Nesettilova dila patti Teorie grafi (1979), mezinarodni uéeb-
nice s Jirim Matouskem Kapitoly z diskréini matematiky (1998) a kniha Sparsity
(spolus P. Ossonou de Mendezem). Ve vytvarném uméni spolupracoval dlouhodobé
s malifem Jifim Naceradskym. Roku 2015 zalozil spolu s Tomasem VI¢kem Inter-
disciplinarni seminafr topologickych studii poetiky uméni, krajiny a architektury.

Tomas Vicek

Historik a teoretik uméni, fotograf a autor z oblasti akéniho uméni. Studoval na
Filozofické fakulté Univerzity Karlovy do roku 1967, pusobil jako kurator Pamat-
niku narodniho pisemnictvi (1967-1969), jako aspirant Ustavu teorie a déjin uméni
Ceskoslovenska akademie véd (1969-1990), od roku 1900 do roku 1992 jako feditel
uvedeného ustavu. V roce 1992 zalozil Department of History and Philosophy of
Art na Stredoevropské univerzité v Praze a Budapesti. Od roku 1996 do roku 2000
pusobil jako hostujici profesor na evropskych a americkych univerzitach. Od roku
2001 do roku 2011 byl feditelem Sbirek moderniho a sou¢asného uméni Narodni ga-
lerie v Praze. Soucasné prednasel na Fakulté uménia designu Univerzity Jana Evan-
gelisty Purkyné a Fakulté uménia architektury Technické univerzity v Liberci, kde
pusobi dodnes. Roku 2015 zalozil spolu s Jaroslavem Nesettilem Interdisciplinarni
seminaf topologickych studii poetiky uméni, krajiny a architektury.

Joseph Rykwert

Je uznavan jako jeden z prednich historika a kritikt architektury posledniho sto-
leti. Rykwert je emeritnim profesorem $koly architektury Pennsylvanské univer-
zity. Pisobil na fad¢ univerzit v Evropé a Americe, nejdéle na univerzitach v Essexu
a Cambridge. Je autorem tfady vyznamnych knih a projektd vénovanych architek-
tute véetné The Idea of Town (1963), On Adam’s House in Paradise (1972), The First
Modenrns (1980), The Dancing Column (1976), The Seduction of the Place (2000).



Jaroslav Nesetril

Mathematician, professor at the Faculty of Mathematics and Physics, Charles Univer-
sity in Prague, and visual artist. He studied at the Faculty of Mathematics and Physics
at Charles University in Prague, at Universitit Wien (1968) and at McMaster Univer-
sity in Hamilton (1969). Since 1970, Nesettil has been a lecturer and researcher at the
Faculty of Mathematics and Physics, Charles University in Prague, and the head of the
Institute for Theoretical Computer Science and DIMATIA Center. The principal areas
of Nesettil’s academic work and mathematical research are geometry and topology.
He is the author of multiple papers in the fields of mathematics, theoretical computer
science, combinatorial mathematics, graph theory and others. His essential publica-
tions include Graph Theory (1979), international textbook Chapters from Discrete
Mathematics (1998) co-authored by Jiti Matousek, and Sparsity, abook co-authored
by Patrice Ossona de Mendez. Invisual arts, he is known for his long-term cooperation
with painter Jiti Naceradsky. In 2015, along with Tomas VIc¢ek, he launched Interdisci-
plinary Seminars on Topological Studies of Poetics, Landscape, Art and Architecture.

Tomas Vlicek

Arthistorian and art theorist, photographer and action artist. In 1967 he graduated
from the Faculty of Arts at Charles University. Subsequently he was the curator of
the Museum of Czech Literature (1967-1969), graduate student at the Institute of
Art History at Czech Academy of Sciences (1969-1990), and director thereof from
1990 t01992.1n1992, Vi¢ek founded the Department of History and Philosophy of
Art at the Central European University in Prague and Budapest. Between 1996 and
2000 he lectured as a visiting professor at various European and American univer-
sities. From 2001 to 2011 he was the director of the Collection of Modern and Con-
temporary Art of the National Gallery in Prague. Simultaneously he was lecturing at
the Faculty of Art and Design at Jan Evangelista Purkyné University and Faculty of
Arts and Architecture at the Technical University of Liberec where he has remained
to this day. In 2015, along with Jaroslav Nesetfil, he launched the Interdisciplinary
Seminars on Topological Studies of Poetics, Landscape, Art and Architecture.

Joseph Rykwert

Acknowledged as one of the foremost architectural historians and critics of the
last hundred years, Rykwert is Professor Emeritus of architecture at the Univer-
sity of Pennsylvania School of Design. He has lectured at a number of universities
in Europe and America, the longest time at the University of Essex and University
of Cambridge. He is the author of numerous influential architectural projects and
books on architecture including 7he Idea of Town (1963), On Adam’s House in Par-
adise (1972), The First Moderns (1980), The Dancing Column (1976), The Seduction
of the Place (2000).
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Peter Carl

Profesor architektonického designu, déjin a filozofie architektury na univerzitach
v Cambridge, Kentucky, Lexingtonu a Harvardské Graduate School of Design. Zalo-
zil doktorandsky program v oboru architektury na Londynské metropolitni univer-
zité. Je absolventem Princetonské univerzity a Americké akademie v Rimé. V ramci
vyzkumu se zaméfuje na téma prostoru v architekture a urbanismu. Je mimo jiné
autorem vystavy Palladio a Le Corbusier v londynské galerii Barbican Art Gallery
v roce 2009 a vystavy Palladio v Kralovské akademii uméni v Londyné rovnéz
vroce 2009. Publikoval fadu studii vénovanych otdzkam teorie a déjin architektury.

Alberto Pérez-Gémez

Historik a teoretik architektury sledujici a rozvijejici fenomenologicky ptistup k ar-
chitekture. Vystudoval National Polytechnic Institute of Maxico, postgradualni
studia absolvoval na Cornell University a na univerzité v Essexu. PhD. ziskal tamtéz
roku 1987. Poté udil na fadé univerzit v Evropé a Americe, v letech 1983-1986 byl
reditelem skoly architektury na univerzité v Carletonu. Dnes ptisobi na $kole archi-
tektury McGill University v Montrealu. Je autorem fady knih vénovanych déjinam
ateorie architektury jako naptiklad: Architecture and the Crises of Modern Science
(1983), Built kupon Love: Architectural Longing aster Ethics and Aesthetics (2006),
Attument: Architectural Meaning after the Crises of Modern Sciences (2016).

David Leatherbarrow

Historik a teoretik architektury, profesor a reditel gradualech studii skoly architek-
tury Pennsylvanské univerzity. Architekturu studoval na univerzitach v Kentucky
av Essexu.. Pusobil jako prednasejici na univerzité v Cambridge a na Westminster-
ské univerzité. V centru Leatherborrowovy akademické ¢innosti a vyzkumu jsou
otazky fenomenologie architektury. K tomuto tématu publikoval kromé dalsiho:
Site, Enclosure, Materials (1993) Topographical Stories: Studies in Landscape and
Architecture (2004), Building Time: Architecture, Event, and Experience (2020).



Peter Carl

Profesor of architectural design, history and philosophy of architecture at the Uni-
versity of Cambridge, University of Kentucky, Lexington and Harvard University
Graduate School of Design. He established the PhD Programme in Architecture at
London Metropolitan University. He holds an M. Arch from Princeton University
and has studied at the American Academy in Rome. Peter’s research is focused on
the subject of space in architecture and urban design. He prepared the exhibitions
of Palladio and Le Corbusier at the Barbican Art Gallery in London, 2009, the Pal-
ladio exhibition at the Royal Academy in London 2009, and other including number
od studies devoted to topics of theory and history of architecture.

Alberto Pérez-Gémez

Architectural historian and theorist examining and expanding the phenomenologi-
cal approach to architecture. He graduated from the National Polytechnic Institute
of Mexico and continued graduate studies at the Cornell University and University
of Essex where he received his PhD in 1979. Afterwards he lectured at various uni-
versities in Europe and America and was director of the Carleton University School
of Architecture from 1983 to 1986. Currently he is lecturing at the McGill Univer-
sity School of Architecture in Montreal. He has written a number of books on archi-
tectural history and theory such as Architecture and the Crisis of Modern Science
(1983), Built upon Love: Architectural Longing after Ethics and Aesthetics (2006),
Attunement: Architectural Meaning after the Crisis of Modern Science (2016).

David Leatherbarrow

Architectural historian and theorist, Professor of Architecture and Chair of the
Graduate Group in Architecture at the University of Pennsylvania School of Design.
He studied architecture at the University of Kentucky and University of Essex. He
lectured at the University of Cambridge and University of Westminster. Leatherbar-
row’s academic work and research centers around phenomenology of architecture.
His publications on this subject include Site, Enclosure, Materials (1993), Topo-
graphical Stories: Studies in Landscape and Architecture (2004), Building Time:
Architecture, Event, and Experience (2020).
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Werner Oechslin

Emeritni profesor a ordinarius déjin uméni a architektury ETH v Curychu. Studo-
val na univerzitach v Curychu a v Rimé (1971-1975), udil na univerzité v Curychu
(1971-1975), na Messachusettském Institutu of Technology (1975-1980), na Freie
Universitit v Berliné a na univerzité v Zenevé. Od roku 1987 je feditelem Institutu
déjin a teorie architektury ETH v Curychu. Zcela vyjimec¢nou se stala Oechslinova
badatelska a sbératelska ¢innost spojena se studiem a sbérem pramenné literatury
k dé¢jinam architektury, vzdélanosti a filozofie. Z Oechslinova sbératelstvi vznikla
Nadace Wernera Oechslina ve Svycarském Einsiedeln, ktera se stala vlastnikem
knihovny slouzici jako centrum pokrodilych studii uméni a architektury.

wvrw

Miroslav Petfricek

Predstavuje jednu z viid¢ich osobnosti sou¢asné ¢eské filozofie a estetiky. Zak neo-
ficialnich seminaf Jana Patoc¢ky. Studoval soukromé jako jeden z ptislusnikt kul-
turni a politické opozice v dobé totalitniho rezimu v Cechach. V jeho soukromém
studiu ma zaklad Petri¢kova rozsahla prekladatelska ¢innost vénovana predevsim
francouzské postmoderni filozofii. V roce 1980 ziskal magistersky titul na Insti-
tutu filozofie a religionistiky Filozofické fakulty Univerzity Karlovy, kde ptisobi
od roku 1992 dodnes. V letech 1992-1996 vyucoval na Stfedoevropské univerzité
v Praze. Mezi nejvyznamnéjsi a nejznaméjsi Pettickova dila patti: Majestdt zakona.
Raymond Chandler a pozdni dekonstrukce (2001), Mysleni obrazem (2009), Filo-
sofie en nor (2018).

Jan Royt

Historik uméni zapojeny do novych vyzkumi v oblasti ikonografie kfestanského
umeéni, zejména stredovéku a baroka. Vystudoval na Univerzité Karlové a pusobil
jako redaktor edic vytvarného uméniv nakladatelstvi Odeon. Po sametové revoluci
byl ptijat jako prednasejici na Institut déjin uméni Filozofické fakulty Univerzity
Karlovy, jehoZ se stal roku 2006 feditelem, od roku 2014 do roku 2022 ptsobil jako
pro-rektor Univerzity Karlovy. Mezi jinymi vysly Roytovy knihy: St#edovéké malir-
stviv Cechdch (2002), Slovnik biblické ikonografie (2006), Sazavsky kldster (2013).



Werner Oechslin

Professor Emeritus and Ordinarius of history of arts and architecture at ETH Zu-
rich. He studied at universities in Zurich and Rome (1971-1975) and lectured at the
University of Zurich (1971-1975), Massachusetts Institute of Technology (1975-
1980), Freie Universitit Berlin and Université de Genéve. Since 1987 he has been
the head of the Institute for the History and Theory of Architecture at ETH in Zu-
rich. Oechslin has gained unique reputation for his scholastic and collector initia-
tives relating to study and gathering of source literature on history of architecture,
culture and philosophy. Oechslin’s collections gave rise to the Werner Oechslin Li-
brary Foundation in Einsiedeln, Switzerland. It now owns the library which serves
as a center for advanced studies in art and architecture.

Miroslav Petricek

One of the leading figures in contemporary Czech philosophy and aesthetics. He
was a student of Jan Patocka’s underground seminars. He studied privately and was
one of the representatives of cultural and political opposition under the totalitar-
ian regime in Czechoslovakia. Petri¢ek’s private studies became the basis for his
extensive translation work primarily dedicated to French post-modern philosophy.
In 1980 he received his Master’s degree at the Department of Philosophy and Reli-
gious Studies, Faculty of Arts, Charles University where he has been lecturing since
1992.1n1992-1996 he was a lecturer at the Central European University in Prague.
Petficek’s most significant and best-known publications include Majestdt zdkona
(Majesty of the Law), Raymond Chandler a pozdni dekonstrukce (Raymond Chan-
dler and Late Deconstruction) 2001, Mysleni obrazem (Thinking Through the Im-
age) 2009, Filosofie en noir (Philosphy en noir) 2018.

Jan Royt

Art historian mainly preoccupied with modern research in Christian art iconog-
raphy, primarily that of Middle Ages and Baroque. He graduated from the Charles
University and worked as editor of visual arts book editions in the prestigious
Odeon publishing house. After the Velvet Revolution he started lecturing at the De-
partment of Art History of the Faculty of Arts, Charles University, and became the
director thereofin2006. From 2014 to 2022 he served as Vice-Rector of the Charles
University. Royt’s publications include StFedovéké mali¥stvi v Cechdch (Medieval
Painting in Bohemia) 2002, Slovnik biblické ikonografie (Dictionary of Biblical Ico-
nography) 2006, Sdzavsky klister (Sdzava Monastery) 2013.
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Topology and Poetics of Space, Volume I, dedicated to
the memory of Professor Dalibor Vesely of Cambridge
University. The editors of the book are the Professor
Jaroslav Nesetfil from the Faculty of Mathematics and
Physics of Charles University in Prague and Professor
Tomas Vi¢ek from the Faculty of Art and Architecture
of Technical University of Liberec. The collection of
studies included in the first volume of Topology and
Poetics of Space presents analyses and evaluation of

the motives of creative thinking and their representation
in art and architecture. The aim of publishing the results
of this research was to show the new possibilities of
interdisciplinary studies when solving the complex issues
of space especially in the case of art and architecture.
Prominent personalities from the circles of world-renowned
architects and friends of Dalibor Vesely, including

the personalities developing his legacy, took part in
research and preparation of this volume. It demonstrates
the continuity of efforts to gain new knowledge and to
apply approaches of scientific and artistic imagination

to the question of space in the cultural discourse of our
time. This book was prepared on the basis of a project co-
financed with state support from the Technology Agency
of the Czech Republic within the Eta Programme.
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