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Deflection

Ladislav Kesner

Byt umélcem neni vibec o vytvareni obrazi nebo objektl. Tim, &im se ve
skutecnosti zabyvame, je stav naseho védomi a tvar naSeho vnimani.

Robert Irwin

Vystava Deflection v brnénském Domé umeni predstavila v koncentrované
podobé dvé zasadni linie tvorby Pavla Korbicky, které systematicky rozviji
v poslednich dekadach: dva svétlovody z transparentnich polykarbonato-
vych desek, s nimiz pracuje od roku 2003 a dva neonové zdznamy tanecni-
ho pohybu.’ Vzhledem ke kontinuit& autorovych projektd tak Ize nasledujici
poznamky, primarné inspirované touto vystavou, do urCité miry vztahnout
i k pfedchazejici tvorbé a mozna i budoucim dilim z téchto volnych sérii.

PARADOX UMENI PROZITKU

Pokud bychom méli polozit jen zdanlivé naivni otazku ,0 cem* jsou obé dvo-
jice objektd vystavenych v Domé umeéni, v odpovéd by pripadaly tak zakladni
pojmy umeéleckého tvofen, filozofie i Zité zkuSenosti jako tvar, svétlo, prostor,
pohyb. Pfesnéji feCeno, spravna odpoved by znéla, Ze Korbickova nejnovéj-
Si dila, tak jako ovSem prakticky celd jeho dosavadni tvorba, jsou o vnimani
a prozitku tvaru, prostoru, svétla a pohybu a divakové moZzZnosti toto zakou-
Seni si uvédomovat a reflektovat. Somaticky prozitek jako kli¢ k uchopeni
jeho dél je ostatné tim, co sdm zdUrazriuje, a nebude od véci zde stru¢né
ocitovat z jeho autorského ,navodu k pouziti“ vystavy, pfesné feceno obou
svétlovodu:

,NenahliZite je pouze zvenku jako socharsky objekt. Ale vstoupite do nich
a fyzicky je zakouSite skrze prostorovy svételny viem. VWstava je uspora-
déana tak, Ze narusuje nejen symetrii prostoru, ale i symetrii prostorového
vnimani névstévnika. DovnitF vstupuje témér 120 metrd dlouhym labyrintem,
ktery propojuje Ctyfi saly v jeden a vychyluje tak téZisté vystavy mimo hlavni
prostor, kam vétsina umélcl umistuje sva Ustfedni dila. Uvnitf svételnych
instalaci divak viastnim pohybem aktivuje kinetické svételné jevy, které zpl-
sobuji jeho fyzickou nerovnovahu. Proto se vystava nazyva Deflection neboli
vychyleni."?

1 Timto pojmem Pavel Korbicka poprvé nazval svoji vystavu lexanovych objektt
v Opaveé roku 2005.

2 Citovano podle https:/zvut.cz/lide/lide-f38102/vytvarnik-pavel-korbicka-z-
favu-tvori-svetelne-plastiky-do-nekterych-je-mozne-vstoupit-d184549. Rozhovor
s redaktorkou zvut.cz Mgr. Hanou Marko u pfilezitosti konani vystavy Deflection.

vstup do vystavy: Koridor Deflection, ptdorys vystavy
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skici dokumentuijici

vyvoj podoby vystavy
sketches documenting the

development of the exhibition

2016-2018
Poznamkové deniky €. 96, 97, 98
Diary Note No.96, No.97, No.98
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K télesné zkuSenosti a prozitku odkazuji ve svych textech i ne-
mnozi komentatori pfedchozich autorovych vystav a instalaci,
mezi nimiz zfejmé nikoliv ndhodou byl i pfedni Cesky filozof.
Pisi o tom, Ze divak ziskava moznost fyzicky zakusit t&€zko
definovatelny prostor, jeho instalace aktivizuji zakladni lidské
smysly, poskytuji vizualni a jejich prostfednictvim pfipadné
i duchovni a transcendentni zazitky. Postfehy kritikl, stejné
jako umélcova vlastni formulace tvarci intence nastoluji za-
kladni paradox KorbiCkovy tvorby: jeho dila zdanlivé nevyzadu-
ideové poselstvi, tim méné v dneSnim uméni tolik preferovany
socialné-politicky obsah - nic co by bylo snadno prelozitelné
do slov. Nabizi ,jen* ono osobni, viélené &i ztélesnéné (embo-
died) vnimani. Jejich vyznam kofeni v t€lesném prozitku. Tento
prozitek se vSak nedostavuje automaticky, neni garantovan
pro kazdého divaka Ci pfi kazdém setkani s jeho dily a navic
tyto fyzicky zakousené situace mohou byt extrémné subtilni
povahy. A uZ vibec je nelze jednoduse analyzovat. Mohu se
snazit je jednoduse popsat a zachytit svoji viastni zkuSenost
(bez toho se skute€né neobejdeme), s tim vSak nevystacime
pfi pokusu o hlubsi reflexi plsobeni téchto dél. Jak presné jako
divaci/ucastnici jeho instalace prohlizime a zakousime? Jakym
zplUsobem je aktivujeme? A co je vysledkem takové interakce,
co s nasim védomim a mysli délaji?

Takové otazky, k nimz vystava Deflection vybizi, jsou ovSem
nesnadné, predevsSim proto, Ze problémy vnimani a védomi
jsou dnes predmétem rozsahlych vyzkumnych programi i te-
oretickych reflexi v kognitivnich védach a psychologii, filozofii
mysli a neurovédach. Odtud se odviji paradoxni situace, jiZ
KorbiCkova tvorba sdili s dalSimi pfedstaviteli uméni proZitku
(experiential art, Erlebnis Kunst), jakymi jsou ameriCti minima-
listé nebo osobnosti jako Antony Gormley &i Anish Kapoor.
Jeho skulptury-instalace se obraci k bezprostfednim a univer-
zalnim vtélenym schopnostem pro vnimani a prozivani, psy-
chofyzicky angaZzuji divéka, jenZ vstupuje do jejich orbitu. Jak
tvrdi nékteré nazory, takova prima fyzicka zkuSenost nema byt
kontaminovana pfevodem do slov: ,Jazyk se nerovna prozit-
ku,* zdlraznuje slavny minimalista Richard Serra.3 V zasadé
ma pravdu, nicméné beze slov nejsme schopni sdilet a komu-
nikovat pocity a prozitky, které v téchto objektech zakousime;
chceme-li prijmout vyzvy, které pfed nas tvarci inteligence lidi
jako Serra, Gormley nebo KorbiCka stavi, shledame, Ze jejich
objekty a interpretace toho co v jejich nitru a blizkosti zaziva-
me, si ve skuteCnosti Zzadaji mnoha slov i opory komplikova-
nych teorii.

“Bodily experience” is the expression used by those few crit-
ics who have written on the artist’s previous exhibitions and
installations, among whom was, apparently not coincidentally,
a leading Czech philosopher. They have noted that the viewer
gains the opportunity to physically experience hard-to-define
space, his installations activating the basic human senses,
bringing about visual experiences, as well as possibly spiritual
and transcendental ones. Critics’ observations, as well as the
artist's own formulation of his creative intentions, establish the
basic paradox of KorbiCka's work: his works seemingly do not
require or even allow some “reading” of a deeper meaning, do
not contain any ideological message or the popular social-po-
litical dimension of today’s art - nothing that would be easily
expressible in words - it “only” offers that personal or embod-
ied perception. Their meaning is anchored in the somatic ex-
perience. However, this experience does not occur automat-
ically, it is not guaranteed for every viewer or every time they
encounter his works, and moreover, these physically experi-
enced situations can be extremely subtle. And they cannot be
easily analyzed at all. We can try to simply describe them and
capture our own experience (we really cannot do without that),
but this is not enough to try to reflect deeply on the impact of
these works. How exactly do we view and experience his in-
stallation as viewers / participants? How do we activate them?
And what is the result of such interaction, what do they do with
our consciousness and mind?

However, such questions, which the Deflection exhibition en-
courages, are not easy ones, especially since nowadays the
problems of perception and consciousness are the subject
of extensive research programs and theoretical reflections
in cognitive sciences and psychology, the philosophy of
mind and neuroscience. Hence the paradoxical situation that
KorbiCka's work shares with other prominent figures of expe-
riential art (Erlebniskunst), such as the American minimalists,
or artists such as Antony Gormley or Anish Kapoor. His sculp-
tures-installations turn toward the immediate and universal in-
nate abilities to perceive and to experience, psychophysically
engaging the viewer who comes into their orbit. Some have
asserted that such a direct physical experience should not
be contaminated by translation into words: “Language does
not equal experience,” emphasizes the famous minimalist
Richard Serra.® In principle, he is right, but without words it is
not possible to share and communicate individual experience
of these artworks. If we wish to take on the challenge of the
creative intelligence of people like Serra, Gormley, or Korbicka,
we find that their objects and the interpretations of what we ex-
perience inside them and in their vicinity actually require many
words, and support within complicated theories.

3 Richard Serra, Writings, Interviews. Chicago - London 1994,
s.52.V pozndmce na adresu jedné ze svych prvnich monumentélnich
skuptur, Delineatoru Serra konstatoval: ,Jedinym zplsobem jak
porozumét tomuto dilu je zakusit fyzicky ono misto a neni mozné mit
prozitek prostoru vné mista a prostoru, v némz se nalézate. Jakakoliv
verbalizace nebo interpretace Ci vysvétlovani je jen jazykovym
znehodnocenim® (Richard Serra: Sight Point '71/Delineator "74-76.

A radio interview by Liza Béar, Art in America, May-June 1976, s. 84.)

3 Richard Serra, Writings, Interviews. Chicago - London 1994,

p. 52. In a note to one of his first monumental sculptures, Delineator,
Serra stated: “The only way to understand this work is to experience
the place physically, and you can't have an experience of space
outside of the place and space that you are in. Any verbalization,

or interpretation or explanation is a linguistic debasement...

Any verbalization or interpretation or explanation is merely language
degradation” (Richard Serra: Sight Point 71/ Delineator 74-76. A radio
interview by Liza Béar, Art in America, May-lune 1976, p. 84).



Prostupovani, odraz a modulace svétla na prd-
hledném a prlsvitném povrchu skulpturéainiho
objektu Ci instalaci nejpodrobnégji zkoumali
v 60. a 70. letech umélci spojeni s tzv. losan-
geleskym minimalismem (téZ nazyvanym LA
LooK) a jejich nasledovnici v kalifornském Light
and Space movement a KorbiCkova prace
s lexanem dale rozviji tuto vytvarnou genealo-
gii. S umélci jako Larry Bell, John Mc Cracken
i hlavnimi pfedstaviteli hnuti Light and Space
jako v uvodu citovany Robert Irwin a do jisté
miry i James Turrell poji brnénského tvirce tfi
podstatng témata - intenzivni zaujeti trans-
formaci prostoru svétlem, zkoumani rdznych
zpUsobU, jimiz svétlo prochdzi nebo se ohyba
okolo povrchu a zamérné Usili o haruseni béz-
ného percepéniho modu, zplsobenim urité
smyslové dezorientace a prostorove distorze.®
Na rozdil od citovanych predstavitell Light
and Space, jejichz zajem o zkonitosti vni-
mani na prelomu 60. a 70. let pfesahoval i do
védeckych experimentl a ktefi mohli mimo
jiné vyuzivat zazemi kalifornského leteckého
a kosmického primyslu, je ovsem Korbic¢kovo
zkoumani intuitivni a vysostné pragmaticke.
Echa jeho Uvah a pozorovani odeznivaji v krat-
kych poznamkach, stfidajicich skici pfipravo-
vanych instalaci: , Pfirozené svétlo vnimame
v neustale se opakujicim rytmickém cyklu,
ktery je zakladem naSi Casoprostorové ori-
entace” (Pavel Korbicka, Pozndmkovy denik
€.103, 24.1. 2018 v 16:43).

MINIMALISMUS, FENOMENOLOGIE

Zacneme-li se zamyslet nad tim, jak plsobf
Korbi¢kovy instalace, co v divakovi aktivu-
il a jaké vnimani umoznuji, vynofi se rovnéz
asociace s Uvahami sochar(-teoretikl mi-
nimalismu vychodniho pobfezi jako Robert
Morris, Donald Judd, Carl Andre a jiz zminény
Richard Serra. Jeho svételné instalace rezonuji
s nékolika Ustfednimi tématy minimalismu: je
zde primarni pozornost vénovana situovani
objektu do prostoru (Ci dila vytvareného pro
konkrétni prostor); je zde zvyraznéni Casové
dimenze setkani a prozivani dila; je zde im-
plicitni vyzva k uvédomovani si viastniho téla
a jeho kinestetické a pocitové interakce s di-
lem. A v jadru tviréiho zaméru je i snaha o na-
ruSeni neutrality prostoru galerijni bilé krychle
(iejimz krasnym pfikladem je pravé brnénsky
DUm umeéni).” Podobné jako fada monumen-
téInich minimalistickych skulptur, i svétlovody
pridavaji a vymezuji dalsi prostor ve svém ni-
tru do prostoru galerijniho interiéru. Formalné
vzato, jak tvarové oprosténé svétlovody, tak
do jisté miry i drlizy neonovych trubic odpo-
vidaji Morrisové definici minimalistické skulp-
tury z jeho Poznamek o skulpture, podle niz
~.minimalisticka skulptura vyjima vztahy z dila

The transmission, reflection, and modulation of
light on a transparent and translucent surface
of a sculptural object or installation had been
examined in detail in the 1960s and 1970s by
artists associated with Los Angeles Minimalism
(also called “The LA Look”) and their follow-
ers in the Californian Light and Space move-
ment; Korbicka's work with Lexan has further
developed this artistic genealogy. There are
at least three general concerns that connect
KorbiCka with artists such as Larry Bell and John
McCracken, as well as the leaders of the Light
and Space movement such as Robert Irwin
(quoted at the beginning) and, to some extent,
James Turrell: an intensive interest in the trans-
formation of space by light an interest in inves-
tigating the various ways light passes through
a surface or bends around it, and deliberate
efforts to disrupt normal modes of perception
mode by causing some sensory disorientation
and spatial distortion.® Unlike the aforemen-
tioned leaders of Light and Space, whose inter-
est in the patterns of perception at the turn of
the 1970s extended into scientific experiments
and who could, among other things, make use
of the background of the California aerospace
industry, Korbicka's research is intuitive and
highly pragmatic. The echoes of his thoughts
and observation are reflected in short notes,
alternating with sketches of the installations
being prepared: “We perceive natural light in
a constantly repeating rhythmic cycle that un-
derlies our space-time orientation” (24 January
2018 at 16:43).

MINIMALISM, PHENOMENOLOGY

If we start to think about how Korbicka's instal-
lations work, what they activate in viewers, and
what perceptions they allow, we will also start
making associations with the thoughts of the
East Coast minimalist sculptors, Robert Morris,
Donald Judd, Carl Andre, and the aforemen-
tioned Richard Serra. Korbicka's light installa-
tions are in line with a number of central themes
of minimalism: primary attention is given to
locating an object in space (or a work created
for a particular space); next, emphasis shifts to
the time dimension of encountering and expe-
riencing the work; and there is also an implicit
call to be aware of one’s own body, and its kin-
esthetic and sensory interaction with the work.
The creative intent also includes an attempt
to disrupt the neutrality of the gallery's “white
cube” space (a beautiful example of which is the
Brno House of Arts).” Like many monumental
minimalist sculptures, the light-conduits also
add and define another space within the gallery
interior. Formally speaking, both the sparsely
shaped light-conduits and, to some extent, the
crystalline cluster of neon tubes correspond to

Rachel Rivenc, Made
in Los Angeles. Materials,
Processes, and the Birth

of West Coast Minimalism.
Los Angeles 2016.

Bila krychle je znamy

of West Coast |
Los Angeles 2016.

7 The White Cube is
vn term coined

M

R e A L L

= 3
r
.
e
- =
. 3
-
—
—
=
——
—
-
‘__
—
o
e
—
=
—
\'\\

a pretvarf je ve funkci prostoru, svétla a divako-  Vorris's definition of a minimalist sculpture from  pojem amerického teoretika a well-knon
va zorného pole. Objekt sam... je vice reflexiv- his Sculpture Notes, according to which “mini- Briana O’'Dohertyho, ktery jim by Ame
ni, protoZze nase povédomi o sob& samém,  malist sculpture... takes relationships out of the  pojmenoval architektonicky O’Doherty, who used it for
nachézejicim se ve stejném prostoru s timto  work and makes them a function of space, light, ~ nedtralni modernistické ~— designating an architecurally
objektem, je siln&j& nez u divéjgich dél, ob-  and viewer's field of view. The object is.. more  Prostory kvystavovanfumeni. - neutral modernist space

.. s M i . , ) Brian O’'Doherty, Inside the for exhibiting art (Brian
dafenych mnoha vnitfnimi vztahy*.8 reflective, because one’s awareness of oneself

) White Cube: The Ideology of
existing in the same space as the work is stron- the Gallery Space. Berkeley - the Gall

2al

ger than in previous work, with its many internal Los Angeles 1976. Los Angeles 1976)
relationships.”®

n theorist Brian

8 Robert Morris, Notes
on Sculpture Il (1966), in:
Gregory Battcock, Minimal
Art: A Critical Anthology.
New York 1968, s. 232.

9 Alex Potts, The
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Samotny minimalismus a jeho teorie Ize pova-
zovat za soucast Sirsiho fenomenologického
obratu v modernim umeni, ovlivnéného pre-
devsim filozofii percepce Maurice Merleau-
Pontyho, podle néhoz vidéni neni jen opticke,
ale zahrnuje kinestetické a taktilni formy vni-
mani a prozivani. Tato filozofie se zda byt pfi-
mo usita na miru Uvaham o tom, jak minimali-
stickd skulptura plsobi na divéka, jaké videni
vyvolava,® a asi by bylo mozné vénovat celou
esej analyze umeéleckeé intence Pavla Korbicky
ve svétle fenomenologického mysleni. Sam
autor ostatné studoval Merleau-Pontyho tex-
ty (Oko a duch; Viditelné a neviditelné; Svét
vnimani; Primat vnimani a jeho filozofické
dusledky), stejné jako nékteré spisy Husserla
a Patocky. Spojnice umélcovy prace se soudo-
bou filozofii a védou vSak sahaiji dale.

VTELENE VNIMAN{

Jak jsme jiz zminili, soudobé vyzkumy vnima-
ni a vtéleného poznavani nabizeji zajimavou
perspektivu a pfihodny konceptuélni ramec
k Gvaham o Korbickové umeéleckém usilovani,
pfestozZe jimi autor nebyl nijak bezprostfed-
né inspirovan. Na mysl tu pfichazi pfedevsim
teorie ekologického vnimani, jiz v 60. a 70.
letech minulého stoleti formuloval americky
psycholog James J. Gibson a jez predpoklada
tésné percepcni sladéni mezi organismem
a prostfedim, v némz se pohybuje. Percepcni
zkusenost dle Gibsona zalezi na senzorimoto-
rické aktivité - vnimame pfimo moznosti k po-
hybu a akci, jez prostfedi poskytuje. Informace
obsazena v okolnim optickém poli (@ambient
optic array) ndm nabizi ,vnimané moznosti
k pohybu a konani* (afordance), tedy zplso-
by, jak se ke sledovanym objektim vztdhnout:
plocha umoznuje chlzi, prostor umozriuje
jistou formu pohybu v ném, néastroje umoz-
fuji rizné formy manipulace atd. Gibson se
nezabyval vnimanim uméleckych dél, jeho
koncept Ize nicméné uziteCné prenést do
kontextu umeéni: podobné jako reélny prostor,
i dvou a trojrozmérna zobrazeni skytaji svym
divaklm afordance k rliznym zpUtsobdm vni-
mani a vtéleného odpovidani, vyznam objekt(
se zjevuje v rdmci urcité aktivity."

Minimalism itself and its theories can be
considered part of a wider phenomenolog-
ical turn in modern art, influenced primarily
by Maurice Merleau-Ponty’s philosophy of
perception, according to which vision is not
only optical, but involves kinesthetic and tac-
tile forms of perception and experiencing.
This philosophy seems to be tailor-made to
thoughts of how minimalist sculpture affects
the viewer, what vision it evokes,® and a whole
essay might be devoted to an analysis of Pavel
Korbicka's artistic intention in the light of phe-
nomenological thought. The artist actually
studied Merleau-Ponty's texts (Eye and Spirit;
Visible and Invisible; World of Perception; The
Primacy of Perception and its Philosophical
Consequences), as well as some writings by
Husserl and Patocka. However, the links be-
tween the artist's work and contemporary phi-
losophy and science go further.

EMBODIED PERCEPTION

As we have already mentioned, contemporary
studies of perception and embodied cognition
offer an interesting perspective and a conve-
nient conceptual framework for discussing
KorbiCka's artistic endeavor, although the
artist was not directly inspired by them. The
theory of ecological perception formulated by
American psychologist James J. Gibson in the
1960s and 1970s and which implies a close
perceptual alignment between the organism
and the environment in which it moves, comes
to mind here. According to Gibson, the per-
ceptual experience depends on sensorimotor
activity - we directly perceive the possibili-
ties of movement and action provided by the
environment. The information contained in
the ambient optic array offers us “perceived
possibilities of movement and action” (or af-
fordances), i.e. ways to relate to the seen ob-
jects: a surface allows walking, a space allows
some form of movement in it, tools allow var-
ious ways of manipulation, etc.® Gibson was
not concerned with the perception of works
of art, but his concept can be usefully brought
into the context of art: like real space, two and
three-dimensional images offer those who
view them affordances to various ways of per-
ception and embodied response, the meaning
of objects emerging during a given activity."

Sculptural, Imagination. Figurative, Modernist,
Minimalist. New Haven - London 2000, s. 217.

10 James Gibson, The Ecological Approach to
Visual perception. Hillsdale, NJ 1979.

n Ke konceptu afordance v procesu
interpretace umeéleckého dila srov. Ladislav Kesner,
Intence, afordance a vyznam kulturnich objekt,

in: Kroupa, J. - Seferisova-Loudova, M. - Kone&ny,
L. (edd.), Orbis Artium: K jubileu Lubomira Slavicka.
Brno: Masarykova univerzita, 2009, s. 59-73.

9 Alex Potts, The Sculptural, Imagination.
Figurative, Modernist, Minimalist. New Haven -
London 2000, p. 217.

10 James Gibson, The Ecological Approach to
Visual Perception. Hillsdale, NJ 1979.

1 On the concept of affordance in the process
of interpretation of a work of art, cf. Ladislav Kesner,
Kesner, L., The Intention, Affordance and Importance
of Cultural Objects, in: Kroupa, J. - Seferisové-
Loudova, M. - Konecny, L. (ed.), Orbis Artium: On the
jubilee of Lubomir Slavicek, Brno: Masaryk University,
2009. pp. 59-73
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pravy boc¢ni sél: Tunnel Vision 2019
right side hall: Tunnel Vision

Tane¢ni kaligrafie E2 - 00:02:52 min 2017
Dance Calligraphy No.E2 - 00:02:52 min
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