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Videopasmo prezentuje soucasna dila tuzemskych

a mezinarodnich umélct a umélkyn, ktera pracuji s prvky
fantastiky. Vybrana dila zobrazuji imaginarni fantazijni
svéty a mytologické postavy, které zde nefiguruji jako jisty
uték od reality, ale jsou skrze né komunikovana globalni
ozehava témata a krize soucasnosti. Zasazovani do fikénich
svétl, prace s paméti, historii a ritualem, vyuziti magie

¢i pfevraceni vyznamu monstra zde slouzi jako zpUsoby
emancipace, které pfinasi nové perspektivy a podnécuji

k pfehodnoceni souc¢asného stavu svéta.

Nela Klajbanova

The screening presents the works of contemporary
Czech-based and international artists that use elements
of the fantasy genre. The selected works show imaginary
fantastical worlds and mythological creatures, whose

aim is not to escape from reality but to reveal the globally
burning questions and the crises of today. The positioning
into fictional worlds, the work with memory, history, and
ritual, or the revision of the meaning of “monster” - this all,
used as a tool of emancipation, brings new perspectives
and initiates a reassessment of the current state of the
world.

Nela Klajbanova



AKO OBJAT NETVORA?

VYZNAM FANTASY V SUCASNEJ VIZUALNEJ
KULTURE

Tired of Orb? Rest up, traveller, before pondering

your journey. Tak by dnes mohla zniet jedna z iteracii
popularneho memu Pondering my Orb, vychadzajuceho

z fanusSikovskej kultury Pana prstenov, ktorému sa

na konci minulého roku podarilo dosiahnut asi svoj
najvacsi internetovy peak. Jeho obluba nie je len

dalSou formou viralneho shitpostingu, ale i uréitym
symptomom rozsirenia nového druhu ,hustle”, ktory sa

uz neperformuje v hluénych mestskych uliciach, ale pod
klobukom muchotravky, rozkvitnutymi konarmi stromov

a za sprievodu réznorodych fantastickych bytosti. Ak mi
neverite, spomente si na virdlne hnutia, ako su #goblincore,
#cottagecore, #darkacademia, #fairyacademia a mnoho
dalSich, vyrastajuce z rozbujnenych zakuti socialnych
platforiem, aby zachytili urcitu rozkos z predstavy, ze

»Sa rano zobudime ako ropucha, ktora sa prave vykotulala
z chatrée a na kridlach vazky vzlietla k mesiacu®.!' Z nich

sa stal medialne najznamejsi prave #goblincore, ktorému
sa podarilo znovu vyvolat zaujem o ,Skaredost” prirody

a jej nepredvidatelnost. Zaby a slimaky, bahno a mach,
ale v neposlednom rade i postavicka samotného goblina,
ktory ma v europskej folklérnej tradicii neblahu povest
zlovestného zlodejského stvorenia.? Romantizovanie Zivota
v harmonii s prirodou, s tym suvisiaca mdéda ovplyvnena
stredovekom, ako su alchymistické vacky a mechury, up-
cyklované odevy zemitych farieb, elfské usi, a zbieranie
tzv. ,shinies” poukazuju k premene celkového kultirneho
naladenia a poetickému vyjadreniu ,vyvrhelstva” -
outsiderstva vymykajuceho sa z naleStenej normality
kazdodennosti. Nie je teda nahodou, Ze spominané -cory
ziskali velku oblubu v ramci queer komunit. Katie, na Tik
Toku znama ako @moutain.hag, poznamenava pre ¢asopis
Vice: ,Identifikujem sa ako Zena, a méZem poskytnut vhlad
do svojich skusenosti iba ako cis-pohlavna zena. Myslim

si vSak, Ze spochybnovanie toho, ¢o je tradi¢ne ,muzské’
a,zenské’, je s tymto Stylom uplne spaté. V estetike, ktora
je takto zakorenena vo fantastickosti, sa, samozrejme,
budu diat veci, ktoré su prevratené. ,Realita’ (nech uz je to
cokolvek) nikdy nie je taka, aka sa zda, a rodova binarnost
ide bokom spolu s rou.”®

V tomto texte nejde vSak o doslednu analyzu internetovych
viralnych hnuti, povazujem vSak za dolezité poukazat

na uréity kultirny posun, ktory vyrazne presahuje niche
online komunity a z nich sa odvijajuce performativne gesta.
Kto by si nepamatal kolekciu Balenciagy prezentovanu

v podobe videohry, v ktorej hra¢/hracka prechadza od
kozmopolitnej mestskej krajiny cez ,rave party” az do
fantastického rytierskeho preludu s Johankou z Arcu? Kto

1 KNAPP, Mary Frances ,Francky”: The Essentials of Goblincore, a Digital
Community of Faeries, Frogs, and Nonbinary Folks. In: Vice magazine,
https://www.vice.com/en/article/dy8nw7/goblincore-aesthetic-essentials
(cit. 17. 7. 2022).

2V pripade goblincoru sa vSak objavila i kritika zo Sirenia antisemitizmu,
pretoZe v histdrii antisemitskej karikatury sa objavuje zobrazovanie Zidov ako
Skaredych, chamtivych a zlodejskych bytosti s pripodobnenymi vizualnymi
charakteristikami. Preto sa i v ramci tohoto hnutia objavili navrhy na
alternativne nazvy ako gremlincore, crowcore alebo dragoncore. Pozri:
https://aesthetics.fandom.com/wiki/Goblincore (cit. 17. 7. 2022).

3 Pozripozn. 1.

HOW TO EMBRACE A MONSTER?
THE IMPORTANCE OF FANTASY IN
CONTEMPORARY VISUAL CULTURE

Tired of Orb? Rest up, traveller, before pondering your
journey. That might be one iteration of the popular
Pondering My Orb meme, born out of the Lord of the Rings
fan culture that managed to reach perhaps its greatest
internet peak late last year. Its popularity is not just
another form of viral shitposting, but also something of

a symptom of the spread of a new kind of “hustle” that no
longer takes place in noisy city streets, but under toadstool
hats, blossoming tree branches, and to the accompaniment
of a variety of fantastical creatures. If you don’t believe

me, think of viral movements such as #goblincore,
#cottagecore, #darkacademia, #fairyacademia and many
others springing up from the rampant nooks and crannies
of social platforms to capture a certain delight in the notion
of “morning toad who has just rolled out of its hovel, and
flown to the moon on the wings of a dragonfly”'. Of these,
it was #goblincore that became the most media-famous,
managing to reignite interest in the “ugliness” of nature
and its unpredictability. Frogs and snails, mud and moss,
but not least the figure of the goblin himself, who has an
unfortunate reputation in European folklore as a sinister,
thieving creature?. The romanticization of living in harmony
with nature, the associated medieval-influenced fashions
such as alchemical pouches and bladders, up-cycled
garments of earthy colours, elfin ears and the collecting of
so-called “shinies” point to a transformation of the overall
cultural mood and a poetic embrace of the “outcast” - the
outsider dropping out of the polished normality of everyday
life. It is no coincidence, then, that the aforementioned
-cores have gained great popularity within queer
communities. Katie, known on TikTok as @moutain.hag,
notes to Vice magazine: “| identify as female and | can

only provide insight into my experience as a cis-gendered
woman. But, | think that challenging what is traditionally
‘masculine’ and ‘feminine’ is absolutely intertwined with
this style. In an aesthetic that is so entrenched in the
fantastical, of course things are going to be topsy turvy.
,Reality’ (whatever that is) is never what it seems, and the
gender binary goes out the window right along with it.3”

However, this text is not concerned with a rigorous
analysis of internet viral movements, but it is important
to point to a certain cultural shift that goes far beyond
these online communities and the performative gestures
that unfold from them. Who doesn’t remember the
Balenciaga collection presented in the form of a video
game, in which the player moves from cosmopolitan
urban landscapes through rave parties all the way to

a fantasy knight's prelude with Joan of Arc? Who hasn’t

1 Mary Frances “Francky” Knapp: The Essentials of Goblincore, a Digital
Community of Faeries, Frogs, and Nonbinary Folks, Vice magazine,
https://www.vice.com/en/article/dy8nw7/goblincore-aesthetic-essentials
cit. July 17th 2022.

2 Inthe case of goblincore, however, there has also been criticism of
the spread of anti-Semitism, because the history of anti-Semitic cartoons
has featured depictions of Jews as ugly, greedy and thieving creatures with
similar visual characteristics. Hence also within this movement there have
been suggestions for alternative names such as gremlincore, crowcore or
dragoncore. See https://aesthetics.fandom.com/wiki/Goblincore cit.

July 17th 2022.

3  (Note1)



nespadol do oSialu quality TV serialov ako Stranger Things
alebo Game of Thrones? Alebo futuristickej varianty
fairycoru v style Grimes? Akoby i mainstreamova kultura
odrazala novu ,Strukturu zakusania“, ktora sa podla
najhlasnejsich teoretikov metamodernizmu Robina van der
Akkera a Timothea Vermeleuna prejavuje prave v ramci
Sirokého pola charakteristického snahou o opatovné
zapojenie sa, dorazom na afekt, postirdniu a rozpravanie
pribehov. Sami hovoria o neoromantickej senzibilite,
ktora sa prejavuje inklinaciou k tragédii, vzneSenosti

a zvlastnosti, estetickym kategdriam na hrane medzi
projekciou a percepciou, formou a neformovatelnym,
sudrznostou a chaosom, pragmatickym idealizmom

a informovanou naivitou.® Tento posun nie je o ni¢ menej
viditelny v ramci su¢asného vizualneho umenia, ktoré sa
v poslednych rokoch zacalo hemzit privalom monstier,
Spicatych topanok, trollov, goblinov, ziab, roztekajucich
sa foriem a rozli¢nych nadpozemskych bytosti. Tento
obrat sa vSak netyka len premeny formalneho registra,
ale aj celkového pristupu v ramci vystavby umeleckého
narativu, ked umelci a umelkyne vsadzaju vo velkej miere
na prostriedky rozpravania fikcie, magie a na budovanie
snového ¢i halucinacného prostredia.

.Fantasy Art” alebo ,Fantastic Art” je pojem vypozic¢any
z literatury, ktory ma problém v samotnej definicii -
byva charakterizovany svojim nametom, a teda hlavne
nerealistickymi, mystickymi, mytickymi ¢i folkldrnymi
prvkami, a taktiez Stylom, ktory tiahne skor k figuralnej
reprezentacii ako abstrakcii. Svojou az prilis vSeobecnou
povahou nie je velmi produktivny, hlavne z hladiska jeho
vyuzitia v dejinach umenia alebo v teorii.6 Zaroven sa
vSak zda, Ze sa s tymto pojmom v stucasnych diskusiach
o umeni Sermuje Coraz CastejSie, ale len v podobe
jednoduchej nalepky bez hlbsich konotacii, respektive
moznych diskurzivnych rovin. Z perspektivy zapadného
sveta umenia totiz rozpravkovo a fantasticky ladené
prejavy mozu posobit nanajvys podozrivo, ak nie reakéne.
Len tazko sa daju nahliadat zo zorného uhla dnes uz
inStitucionalizovaného postkonceptualneho diskurzu

4 Vanglictine je ,structure of feeling” terminom kultdrneho teoretika
Raymonda Williamsa. Oznacuje citlivost, sentiment, ktory je taky prenikavy,
Ze sa da nazvat az strukturalnym. Jeho zmysel méze byt naznaceny v umeni,
ktoré ma schopnost vyjadrovat zdielanu skisenost casu a miesta. Je to prvok
kultury, ktory ju opisuje, ale nie je mozné ho vystopovat ani v jednej z jej
individualnych ¢asti. Dominantna struktura zakdsania vyjadrovana umenim
jedného obdobia alebo generacie sa moze radikalne odliSovat od dalsej

a zaroven je situovana spolocne s dal§imi Struktirami alebo uprostred nich,
¢i uz rezidualnych, alebo vynarajucich sa.

5  Snazili sa nacrtnat a konceptualizovat umelecké a kulturne fenomény
spojené s rozlicnymi zmyslami okluky a navratu, ¢i uz v kritickom diskurze,
alebo popularnej imaginacii. Predpona ,meta” tu nereferuje k reflexivnemu
postoju alebo opakovanému prezivaniu starého, ale k Platénovmu pojmu
.methexis”, ktory ma odkazovat k pohybu medzi opacnymi pdlmi alebo aj
za ne. Nejde teda o binarny vztah, ale akési kontinuum roztahujuce sa od
jedného k druhému. Podla autorov je metamodernizmus oscilacia, ktora ma
zahrnat ,pochybnost, ako aj nadej a melanchéliu, Uprimnost aj ironiu, afekt
aj apatiu”, ale aj pomedzie ,Zivota a smrti, lasky a nenavisti, dokonalosti

a nedokonalosti, Casu a bezc¢asovosti, pravdy a nepravdy”. Znamena

teda dialekticky pohyb medzi konfliktnymi poziciami, ktory sa s nie¢im
identifikuje a zaroven to neguje, teda prekonava a podkopava. Tato oscilacia
vyjadruje dynamiku prinalezania obom, ale zaroven ani jednému. Pozri:
AKKER, Robin van der; GIBBONS, Alison; VERMEULEN, Timotheus (eds.):
Metamodernism. Historicity, Affect, and Depth after Postmodernism. London:
Rowman & Littlefield, 2017.

6 V Ceskom prostredi sa nie prilis Uspesne o koncepéné uchopenie
pokusila kuratorka Jana Smejkalova na vystave Ceské imaginativni uméni
v galerii Rudolfinum v roku 1997. Projekt bol sprevadzany rozsiahlou
publikaciou nevydanych spisov rovnomenného nazvu vtedy uz zosnulého
historika umenia Frantiska Smejkala.

fallen into the craze of quality TV series such as Stranger
Things or Game of Thrones? Or the futuristic variant of
Grimes-style fairycore? It's as if mainstream culture also
reflects a new “structure of feeling*”, which according

to the most vocal theorists of metamodernism, Robin

van der Akker and Timothee Vermeleun, manifests itself
precisely within a broad field characterized by a drive for
re-engagement, an emphasis on affect, post-irony and
storytelling. They themselves speak of a neo-romantic
sensibility that manifests itself in an inclination towards
tragedy, the noble and the strange, aesthetic categories
on the border between projection and perception, form
and the unformable, coherence and chaos, pragmatic
idealism and informed naivety®. This shift is no less evident
within contemporary visual art, which in recent years

has become rife with an onslaught of monsters, pointy
shoes, trolls, goblins, frogs, sprawling forms, and various
otherworldly creatures. This turn, however, is not only
about a transformation of the formal register, but also
about the overall approach in the construction of literary
narrative, where writers rely heavily on the means of
fictional narrative, magic and the construction of dreamlike
or hallucinatory environments.

“Fantasy Art” or “Fantastic Art” is a term borrowed from
literature, which is problematic in its very definition - it

is usually characterized by its subject matter, and thus
mainly by unrealistic, mystical, mythical or folkloric
elements, and also by a style that gravitates towards
figurative representation rather than abstraction. By its
all-too-general nature, this definition is not very productive,
especially in terms of its use in art history or theory®. At
the same time, however, the term seems to be fenced

with more and more often in contemporary discussions

of art, but only in the form of a mere label without deeper
connotations or possible discursive planes. From the
perspective of the Western art world, fairy-tale and
fantasy-like manifestations may seem highly suspicious, if
not reactionary. They can hardly be viewed from the angle

4 In English, “structure of feeling” is the term of cultural theorist
Raymond Williams. It denotes a sensibility, a sentiment that is so pervasive
that it can almost be called structural. Its meaning can be implied in art,
which has the capacity to express a shared experience of time and place.

It is an element of culture that encompasses it, but it cannot be traced in
any of its individual parts. The dominant structure of feeling expressed by
the art of one period or generation may be radically different from the next,
while being situated alongside or amidst other structures, whether residual
or emergent.

5  They sought to outline and conceptualize artistic and cultural
phenomena associated with different senses of bending and return,
whether in critical discourse or in the popular imagination. The “meta”
prefix here does not refer to a reflective stance or a reusing of the old, but to
Plato's notion of “methexis”, which is meant to refer to a movement between
or even beyond opposite poles. It is thus not a binary relationship, but a kind
of continuum extending from one to the other. According to the authors,
metamodernism is an oscillation that is supposed to include “doubt as well
as hope and melancholy, sincerity as well as irony, affect as well as apathy”,
but also the borderline between “life and death, love and hate, perfection
and imperfection, time and timelessness, truth and untruth.” It thus signifies
a dialectical movement between conflicting positions that both identifies
with something and negates it, thus overcoming and undermining it. This
oscillation expresses the dynamic of belonging to both, but at the same time
to neither. See Robin van der Akker, Alison Gibbons, Timotheus Vermeulen
(eds.), Metamodernism: Historicity, Affect, and Depth after Postmodernism,
Rowman & Littlefield: London 2017.

6 Inthe Czech context, the curator Jana Smejkalova attempted such

a conceptual grasp not too successfully at the exhibition Czech Imaginative
Art at the Rudolfinum gallery in 1997. The project was accompanied by

a comprehensive publication of unpublished writings of the same title by
the then deceased art historian Frantisek Smejkal.



a z neho odvodeného jazyka, zalozeného na kritickom
spracovavani socialnych realit, politiky a participacii na
filozofii a prirodnych vedach. Naliehavou otazkou jazyka
teda je, odkial vyviera potreba umelcov a umelkyn vyuzivat
prostriedky fantasy a ¢i je mozné, Ze jej podoba otvara
zadné dvierka nejakym formam emancipacie.

Zasadnym predelom toho, ako chapeme fantasy (Ci

po slovensky fantastiku), bol neprekvapivo nastup
osvietenstva, ktory detronizoval vysostné postavenie
krestanstva ako jediného sprievodcu po svete

a sprostredkovatela skusenosti s transcendentnym.
Samotny vznik fantastiky je spojeny s novonadobudnutou
schopnostou moderného ¢loveka uvedomit si vlastnu
subjektivitu. Ten mohol naraz testovat konvencie a modely
spolocnosti cez zazitky estetickej povahy a zakusat tak
hibku, ktorti predtym nepoznal. Zaroven osvietenstvo
pasovalo koncept reality za objektivny, meratelny

a materialny celok, v ramci ktorého sa zarukou zmyslu

stal rozum. Tato koncepcia reality tak ziskala ontologicku
a moralnu nadradenost nad fantaziou, ktora ziskala stigmu
nie¢oho neproduktivneho a zanedbatelného. V ramci
zapadného myslenia sa tak na vSetky ,iracionalne” vady
zacalo pozerat ako na poruchy, ktoré je treba skryt v ramci
privatnej sféry, a niet divu, Ze v ramci modernistickej,
patriarchalne organizovanej spolocenskej Struktury sa
presadila predstava, ze fantazia prinalezi ,menejcennym
skupinam” obyvatelstva, ako su zeny, deti a proletariat.’”

Netreba zabudat, Ze forma a zameranie fantazie

v konkrétnom kulturnom a historickom prostredi suvisi

s predstavami o realite a spolocenstve, o sebe samych

a hodnotach, ktorymi sa v danom kontexte riadia -

v predindustrialnych ¢asoch bola fantazia zdielanou,
komunitnou a normativnou praxou a nebola oddelitelna
od reality, zatial ¢o v modernizme bola individualizovana
a vyclenena do privatnej sféry. V sucasnej globalizovanej
a postfordistickej spolo¢nosti sa fantazia priputala

k estetickym formam, ktoré naplno podlahli komodifikacii
a naplno sa zaclenili v ramci logiky libidinalnej ekonomie.
Hnacou silou kultury orientovanej na spotrebu je totiz
tuzba, a v nej zohrava prave fantazia délezitu ulohu.

Ta zahrna vytvaranie presvedcivych snov, do ktorych
mozu spotrebitelia vkladat svoje tuzby, ktoré takto nikdy
nevyhasinaju, ale neustale sa obnovuju a zanechavaju
konzumenta/konzumentku v stave neustaleho
neuspokojenia.

Vyhostenie fantazie do oblasti volného ¢asu a zabavy
okrem iného poukazuje na jej celkovu vahu v spolo¢nosti -
byva povazovana za neseridznu, nepodstatnu az detinsku.
Najvacsou vycitkou voci nej byva eskapizmus, ¢asto
vnimany s pejorativnou pachutou, ktory ma vyjadrovat
nebezpecnu schopnost fantazie odvadzat pozornost

od ,realneho” sveta a jeho sociopolitickych problémov.
Samotny pojem eskapizmu bol v dejinach modernizmu
pouzivany mnohoznaénym spésobom, bol zneuzivany
pravicou i lavicou a nadobudol Siroku skalu vyznamov,

ale ¢asto sa stal len oby¢ajnou zbranou, ako osocovat

7  SEREGINA, Anastasia: Performing Fantasy and Reality in Contemporary
Culture. London - New York: Routledge, 2019, s. 34.

of the now institutionalised post-conceptual discourse
and the language derived from it, based on the critical
processing of social realities, politics and usurpation in
philosophy and the natural sciences. The burning question
on the tongue, then, is where does the artists’ need to use
the means of fantasy emanate from. Is it possible that its
shape opens the back door to some form of emancipation?
The fundamental transformation of how we understand
fantasy took place, unsurprisingly, during the advent of
the Enlightenment, which dethroned the pre-eminence of
Christianity as the sole guide to the world and mediator

of experience with the transcendent. The very emergence
of fantasy is linked to modern man’s newfound ability to
become aware of his own subjectivity. He was suddenly
able to test the conventions and models of society
through experiences of an aesthetic nature, experiencing
a depth he had not known before. At the same time, the
Enlightenment established the concept of reality as an
objective, measurable, and material whole, within which
reason became the guarantee of meaning. This conception
of reality thus acquired ontological and moral superiority
over fantasy, which was given the stigma of something
unproductive and negligible. Thus, within Western thought,
all “irrational” defects came to be seen as disorders to be
hidden within the private sphere. Not surprisingly, within
the modernist, patriarchally organized social structure,
there was a widespread idea that fantasy belonged to
“inferior groups” of the population, such as women,
children, and the proletariat’.

It should not be forgotten that the form and focus of
fantasy in a particular cultural and historical setting

is related to ideas about reality and community, about
themselves and the values that govern them in given
context - in pre-industrial times, fantasy was a shared,
communal and normative practice and was not separable
from reality, whereas in modernity it was individualized
and relegated to the private sphere. In contemporary
globalized and post-Fordist society, fantasy has become
attached to aesthetic forms that have fully succumbed

to commodification and have become fully integrated
within the logic of libidinal economics. The driving force
of a consumer-oriented culture is desire, and within it
fantasy plays an important role. This involves the creation
of convincing dreams into which consumers can place
their desires, which thus never die out but are constantly
renewed, leaving the consumer in a state of perpetual
insatiability.

The banishment of fantasy to the sphere of leisure and
entertainment points among other things to its overall
weight in society - it is considered unserious, irrelevant,
even childish. Its biggest criticism lies in its escapism,
often perceived with a pejorative aftertaste, which is
supposed to express fantasy’'s dangerous ability to distract
attention from the “real” world and its socio-political
problems. The very notion of escapism has been used
in many ambiguous ways in the history of modernism,
has been abused by both the right and the left, and has
taken on a wide range of meanings, but many times it

7  Anastasia Seregina, Performing Fantasy and Reality in Contemporary
Culture, Routledge London and New York, 2019, p. 34.



svojich ideovych protivnikov.® Av§ak jeho celkova zla
povest sa odvija od toho, Ze nekoreSponduje s realnym,
pragmatickym a materialnym, a je teda prakticky
nepouzitelny, ¢o sa v patriarchalne nastavenej spolo¢nosti
globalneho kapitalizmu, vzyvajucej utilitarnost v ramci
vykonu, neodpusta. Kritik umenia Ben Eastham v ¢asopise
Frieze parafrazuje slova Maggie Nelson z knihy Art of
Cruelty (2011), ked pise, Zze k formulovaniu novych odpovedi
na svet si musime vyhradit pravo ,utiect, uniknut, popriet,
zmenit alebo odmietnut podmienky, odpojit sa, odvratit sa
od nich".®

Podporovat eskapizmus neznamena popierat realitu alebo
si privlastiovat jej alternativnu verziu. Praktikovat tnik nie
je zlyhanim moralnej povinnosti alebo nejakého ,kontaktu
s realitou”, ale potvrdzovanim imaginativnej nezavislosti,
ktora je predpokladom kazdej zmysluplnej zmeny. Za omyl
mozno oznacit pretrvavajucu predstavu, ze iba hekticky
druh socialneho umenia mo6ze zmenit spésob, akym sa
jednotlivci navzajom k sebe vztahuju. Nebezpecenstvo
Jrealistického umenia” spociva v tom, Ze presadzuje
zavedené kategorie, ktorymi len reprodukuje problematiku
v ramci uzavretého kulturneho pola, ¢o sa odraza od
umeleckych institucii dovnutra - do uz uvedomelej
bubliny. Napriklad od realizmu mladej POC autorky sa
ocCakava, ze bude podliehat tropom postkolonializmu, alebo
umelec pochadzajuci z robotnickej triedy bude estetizovat
skusenost nerovnych podmienok. Podla Easthama ide

0 nebezpecnu tendenciu stotoZfovania jedinca vyhradne
s jeho Zivotnymi okolnostami (dnes sa hovori v tomto
kontexte o politike identit) a niektori varuju lavicu pred
tym, aby nevychadzala z predpokladov o [udskom spravani
rovnakym sposobom, ako to robia prediktivne modely big
data korporacii. Pre Ursulu le Guin predstavuje stucasny
eskapizmus, naopak, prave tento falosny realizmus:

.a pravdepodobne na samotnej Spicke unikového Citania sa
skvie majstrovsky kusok absolutnej neskutocnosti, zvany
,dnesné spravy z burzy’"."°

Rovnako legendarny spisovatel fantasy J. R. R. Tolkien

vo svojej Casto citovanej eseji O rozpravkach, ktoru
prvykrat predniesol v roku 1939 ako vyroénu prednasku

a spomienku na basnika, literarneho kritika a zberatela
rozpravok Andrewa Langa, odliSuje Unik vdzna od uteku
zbeha a odmieta povazovat Unikovost literatlry za ¢okolvek
podradného: ,Ved preco by sme sa mali posmievat ¢loveku,
ktory sa potom, ako sa ocitol vo védzeni, pokusa odtial
dostat prec a utiect domov? A pokial sa mu to nedari,

preco by sme sa mali smiat, ak premysla a hovori o inych
veciach, nez st dozorcovia a vdzenské mury? Svet tam
vonku nie je o nic menej skutocny len preto, Ze ho védzen
nevidi."" Kvalitna fantasy znovu vytvara svet prenikavého
a neopakovatelného poznania. Existujucu realitu zdanlivo

8 KONSAZCK, Lars: Escapism. In: WOLF, Mark J. P.: Routledge Companion
to Imaginary Worlds. London - New York: Routledge, 2018, s. 246.

9 EASTHAM, Ben: Do We Still Need Art as a Form of Escape? Frieze,
2021, https://www.frieze.com/article/ben-eastham-escapism-2021
(cit. 17.7. 2022).

10 LE GUINOVA, Ursula K.: Proé ¢ist fantasy. Jak to, Ze zvitata v knizkach
mluvi, a odkdy se Ameri¢ané boji draku. Praha: Gném!, 2020, s. 19.

11 TOLKIEN, J. R. R.: Netvofi a kritikové a jiné eseje. Praha: Argo, 2006,
s. 166.

has become merely a weapon to slander its ideological
opponents®. However, its overall bad reputation derives
from the fact that it does not correspond to the real,

the pragmatic and the material, and is thus practically
unusable, which is unforgivable in a patriarchally set
society of global capitalism that invokes utilitarianism

in the context of performance. Art critic Ben Eastham,
writing in Frieze, paraphrases Maggie Nelson’s words in
Art of Cruelty (2011) when he writes that to formulate novel
responses to the world we must reserve the right “to flee,
to escape, to demur, to shift or refuse terms, to disengage,
to turn away from it®".

To support escapism is not to deny reality or to appropriate
an alternative version of it. To practice escapism is not

a failure of moral duty or of some “contact with reality,”
but an affirmation of the imaginative independence that is
a prerequisite for any meaningful change. It is a mistake

if the idea persists that only a hectic kind of social art

can change the way individuals relate to one another.

The danger of “realist art” is that it enforces established
categories that merely reproduce issues within a closed
cultural field, the one that merely bounces from art
institutions inward into an already conscious bubble. For
example, the realism of a young POC artist is expected to
succumb to the tropes of post-colonialism, or an artist from
a working-class background is expected to aestheticize
the experience of unequal conditions. For Eastham, this

is a dangerous tendency to identify the individual solely
with his or her circumstances (identity politics is now
spoken of in this context), and some warn the left against
making assumptions about human behaviour in the same
way that the predictive models of big data corporations
do. For Ursula le Guin, by contrast, precisely this false
realism represents contemporary escapism: “and probably
the ultimate escapist reading is that masterpiece of total
unreality, the daily stock market report.’©”

No less legendary fantasy writer J. R. R. Tolkien, in his oft-
quoted essay On Fairy-Stories, first delivered in 1939 as
an annual lecture in memory of the poet, literary critic, and
collector of fairy-stories Andrew Lang, distinguishes the
escape of a prisoner from that of a fugitive, and refuses

to regard literary escapism as anything inferior: “Why
should a man be scorned if, finding himself in prison, he
tries to get out and go home? Or if, when he cannot do

so, he thinks and talks about other topics than jailers and
prison-walls? The world outside has not become less

real because the prisoner cannot see it.”" Quality fantasy
recreates a world of incisive and unique knowledge. It
denies or evades a seemingly permanent reality in order to
explore and assert a reality broader than the one we allow
ourselves to perceive today. It attempts to re-establish

a sense that something different may exist after all, where

8  Lars Konsazck, Escapism, in Mark J. P. Wolf: Routledge Companion to
Imaginary Worlds, Routledge London and New York, 2018, p. 246

9 Ben Eastham, Do We Still Need Art as a Form of Escape?, Frieze, 2021,
https://www.frieze.com/article/ben-eastham-escapism-2021 cit. July 17th
2022.

10 Ursula K. Le Guin, Pro¢ Cist fantasy. Jak to, Ze zvifata v knizkach mluvi,
a odkdy se Ameri¢ané boji drak, Gnom!: Praha, 2020, p. 19.

11 J.R.R. Tolkien, Netvofi a kritikové a jiné eseje, Praha: Argo 2006, p. 166.



popiera alebo sa jej vyhyba, aby mohla preskimat

a presadit realitu SirSiu, nezZ je ta, ktoru si dnes povolujeme
vnimat. Pokusa sa opatovne obnovit pocit, Ze predsa len
moze existovat nieco inak, kde [udské a neludské moze
spolunazivat inym spésobom.'? Fantastika tak nacrtava
svet dostatocne velky, aby sa donho mohli zmestit

i diametralne odlisné varianty, a tym poskytuje nade;j.
Fantasticka literatura podla Le Guin je pravdiva, i ked nie je
vecna a zaloZena na sulade so skuto¢nostou. Spochybnuje
vSetko falosné, vyumelkované, trividlne a odsudzuje
spolo¢ensku marginalizaciu fantastiky, ked prozaicky
odpoveda na otazku v nazve svojej slavnej eseje: ,dospeli
sa boja drakov, lebo sa boja slobody".!* Dalej upozoriiuje, ze
zatial ¢o surrealizmus je zalozeny na podvracani vyznamu,
fantastika je budovanim vyznamu - pokial teda fantasy
podvracia, tak len preto, aby mohla znovu stavat. Ak Mark
Fisher tvrdil, Ze dnes si v realistickom kapitalizme nevieme
predstavit budlcnost, tak prave v poslednych rokoch sa
objavila snaha umelcov a umelkyn k nej znovu hladat cesty.
Nevyhnutnym predpokladom tohoto usilia sa v§ak javi
rehabilitovanie schopnosti imaginacie.

Zaner fantastiky teda zahffia nevyhnutny predpoklad
slobodnej imaginacie, ktord nemusi byt nevyhnutne
viazana na normativne vzorce spravania a spoloc¢enskych
ocakavani. Kurator a spisovatel Charlie Fox sa vo svojej
knihe This Young Monster zaobera privysokou mierou
fantazijnych priser, ktoré cirkuluju v suc¢asnej medialnej
kulture, a ich vyznamom pre utvaranie identity a vnimanie
vlastnej telesnosti, a to hlavne z hladiska queer tedrie.
Byt netvorom znamena naru$ovat tabu, domnelé hranice
toho, ¢o je eSte akceptovatelné. Znamena to zotrvavat

v transgresii, pretoZe sa vzdavame tela, ktoré je az prilis
zranitelné alebo mimo kontroly, a vytvarat tym zmatenie
vo vyzname - podobne ako to dokazuje samotné umenie."
Nie je teda nahodou, Ze uz spominany #cottagecore

a pridruzené viralne hnutia nasli svoju znaénu popularitu
v ramci queer komunit. Prostriedky fantastiky umoznuju
vznik kratkodobych i dlhodobych spolocenstiev
prostrednictvom budovania kolektivnych vyznamov, ale
zaroven pomahaju jednotlivcovi rozvijat svoju identitu
vdaka snahe o vytvaranie a investovanie do ,fantazijného
ja" a experimentovanie s vlastnostami vo ,fantazijnom
prostredi”. V tomto zmysle sa da chapat ako feministicky
.safe space”, miesto pre experimentovanie a formovanie
seba samého, a niet divu, Ze si fantastika ziskava oblubu
prave v dospievani. Umenie s prvkami fantastiky sa tiez
casto obracia smerom k medievalizmu, vyjadrujicemu
ustup od modernizmu a priemyslovej revolicie smerom
do krajiny plnej zelene a harmonie, kde este nedoslo

k vytrhnutiu ¢loveka z prirody. Svet, ktory nazyvame

v dobe antropocénu prirodou, totiz uz neexistuje, je to
myticky svet s nadychom temnoty, ktory nesie silny pocit
melanchdlie. Je pripomienkou toho, Ze moderné [udstvo
Zije vlastnou chybou vo vyhnanstve a je vypudené zo
spolocenstva s ne-lfudskym.

12 Pozri pozn. 10, s. 69.
13 Ibidem, s. 22.

14 FOX, Charlie: This Young Monster. Fitzcarraldo Editions, 2017, s. 21.

the human and the nonhuman can coexist in a different
way'?. Fantasy thus sketches a world large enough to
accommodate diametrically opposed variations, and in
doing so it provides hope. Fantastic literature, according
to Le Guin, is true, even if it is not factual and based on
correspondence with the real. She questions everything
false, contrived and trivial and denounces the social
marginalization of fantasy when she prosaically answers
the question in the title of her famous essay: “adults are
afraid of dragons because they are afraid of freedom”.”®
She goes on to point out that while surrealism is based

on subverting meaning, fantasy is the construction of
meaning - so if fantasy subverts, it only subverts in order
to build again. If Mark Fisher has argued that we cannot
imagine a future in capitalist realism today, in recent years
there has been an effort by artists to find ways to the
future again. However, the rehabilitation of the faculty of
imagination seems to be a prerequisite for this endeavour.
The fantasy genre thus involves the necessary assumption
of free imagination, which is not inevitably bound to
normative patterns of behaviour and social expectations.
In his book This Young Monster, curator and writer
Charlie Fox examines the excess of fantasy monsters
circulating in contemporary media culture and their
significance for identity formation and perceptions of
one's own corporeality, particularly in terms of queer
theory. To be a monster is to disrupt taboos, the presumed
boundaries of what is still acceptable. It means to persist
in transgression because we give up a body that is too
vulnerable or out of control, thereby creating confusion in
meaning - much like art itself'. It is no coincidence, then,
that the aforementioned #cottagecore and associated viral
movements have found considerable popularity within
queer communities. The means of fantasy allow for the
emergence of both short- and long-term communities
through the construction of collective meanings, but also
help the individual to develop his or her identity thanks to
the effort of creating and investing in a “fantasy self” and
experimenting with traits in a “fantasy environment”. In
this sense, it can be understood as a feminist ,safe space’,
a place for experimentation and self-forming, and it is

no wonder that fantasy is gaining popularity particularly
in adolescence. Art with fantasy elements also often
turns towards medievalism, expressing a retreat from
modernism and the industrial revolution, towards a land
full of greenery and harmony, where man has not yet
been removed from nature. The world we call nature in
the Anthropocene no longer exists, it is a mythical world
with a touch of darkness that carries a strong sense of
melancholy. It is a reminder that modern mankind, by its
own fault, lives in exile and is expelled from communion
with the non-human.

12 (Note 10), p. 69.
13 Ibid., p. 22.

14 Charlie Fox, This Young Monster, Fitzcarraldo Editions, 2017, p. 21.



Sucastou fantasy prejavov nielen v umeni, ale napriklad

i vmadde,” je i vzopatie ,Skaredosti”, grotesky a bizarnosti,
ktoré su pripomienkou nedokonalosti subjektu a sveta, do
ktorého sme uvrhnuti. Je taktiez snahou o prehodnotenie
estetickych kategdrii, aktivizaciou zmyslovosti a s nimi
suvisiacim emocionalnym zapojenim, mozno tiez
odhodlanim hladat hibku v plochosti digitalneho sveta

a spotrebnej kultury. Velkym problémom sucasnosti je
totiz tuzba, ktora je v monopolnom podrucéi kapitalizmu,

a podla Marka Fishera je potrebné ,na libidinalnu
pritazlivost konzumného kapitalizmu reagovat proti-libidom,
a nie antilibidinalnym timenim".'® KedZe spotrebna kultura
usmernuje tuzby po spolocenstve, laske, uznani a identite,
je potrebné preorientovat ich novym spésobom tak,

aby prekrocili jej obmedzenia. Pokial sa svet nachadza

v procese neustaleho stavania sa, je dolezité zmierit sa

s takym svetom, ktory je ,nelisty” a nejasny, a vymanit sa
z tuzby po jeho dokonalosti.

Tina Poliackova

THE CORE OF FANTASY, 28. 7. 2022,
PROMITANA VIDEA / SCREENED VIDEOS

PATRICIA DOMINGUEZ: Madre Drone (2019-2020)

MASHA KOVTUN: The Song of First Love (2021), The Beautiful Far Away (2021)
LEAPORRE: | Call to the Creatures of the Deep (2022)

ANNIPUOLAKKA & ALEXANDERIEZZI: Refusal (2017)

ANNA SLAMA & MAREK DELONG: Everything is You (2020)

15  Obluba skaredosti v mode je okrem iného naviazana na snahu

o budovanie vlastného individualneho obrazu v suvislosti s feministickym
hnutim #metoo a snahu o ekologicky pristup v podobe recyklacie trendov
a odevov. Pozri: BROHMAN, Amanda: Why Everyone is Embracing 'Ugly’
Fashion Trends, https://crfashionbook.com/fashion-a24892345-why-
everyone-is-embracing-ugly-fashion-trends/ (cit. 17. 7. 2022).

16  FISCHER, Mark: Anticapitalist Desire: The Final Lectures (ed. Matt
Colquhoun), Londyn: Repeater Books, 2020, s. 8.

Part of the fantasy manifestations not only in art, but

also in fashion'®, for example, is the embrace of the

“ugly,” the grotesque, and the bizarre as reminders of

the imperfection of the subject and the world into which
we are thrown. It is also an effort to rethink aesthetic
categories, the activation of the senses and the emotional
engagement that goes with them, perhaps also with

a determination to find depth in the flatness of the digital
world and consumer culture. Indeed, the great issue of

our time is desire, which is in the monopolistic thrall of
capitalism, and according to Mark Fisher, “the libidinal
attractions of consumer capitalism need to be met with

a counterlibido, not simply an anti-libidinal dampening.”®
As consumer culture channels desires for community, love,
recognition and identity, they need to be reoriented in new
ways that transcend its limitations. Insofar as the world is
constantly in the state of becoming, it is important to come
to terms with a world that is “impure” and ambiguous, and
to break free from the desire for its perfection.

Tina Poliackova

15 The popularity of ugliness in fashion is tied to, among other things, the
pursuit of building one's own individual image in the context of the feminist
#metoo movement and an eco-friendly approach in the form of recycling
trends and garments. See Amanda Brohman: Why Everyone is Embracing
'Ugly' Fashion Trends, https://crfashionbook.com/fashion-a24892345-why-
everyone-is-embracing-ugly-fashion-trends/ cit. July 17th 2022.

16  Mark Fisher, Postcapitalist Desire: The Final Lectures (ed. Matt
Colquhoun), London: Repeater Books, 2020, p. 8

AUTORKA ESEJE /AUTHOR OF THE ESSAY: Tina Poliackova
PRODUKCE /PRODUCTION: Anna Davidova, Tomas Kajanek
GRAFICKY DESIGN /GRAPHIC DESIGN: Nela Klimova
PREKLAD / TRANSLATION: Martin Makara
KOREKTURY/PROOFREADING: Marcela Kuracinova Valova

Projekt byl finanéné podpofen granty od Ministerstva kultury CR a Magistratu hl.
mésta Prahy. / The project was financially supported by the grants of the Ministry of
Culture of The Czech Republic and Prague City Hall.

PRA[HA
PRA|GUE MINISTERSTVO
PRA|GA KULTURY

° PRAG



