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Pasmo Politika viditelnosti predstavi esej a ¢tyfi umélecka
videa, ktera pfehodnocuji aktivitu divani se. Video Philippa
Kolycheva ukazuje sviidnou povahu konspira¢nich obraz(,
esej Natalie Drtinové problematizuje queer politiku
zviditelnovani, video z projektu The Atlas Group upozornuje
na orientalisticky fetiSizujici pohled na Blizky vychod

a umélci Chloé Galibert-Lainé a Kevin B. Lee ve video
dialogu dokazuji, jak mUze aktivita divani se pfedstavovat
boj s teroristickou propagandou.

Na zacatku minulého roku nastvany dav pfivrzencd
Donalda Trumpa obratil svij vztek k reportéram, ktefi
informovali o Utoku na washingtonsky Kapitol. Aktivisté
pronasledovali zpravodajské Staby a obirali je o nataceci
techniku. Rozzlobeny dav kopal do kamer, fotoaparati

a svétel. Po technice dupali, tloukli ji ty¢emi a polévali
vodou. Néktefi z kabeld udélali smycku a obésili kameru
na stroms, jini se techniku snazili zapalit. Uto&nici napadli

i Trumpovu oblibenou zpravodajskou televizi Fox News.
Toto nevéedni nasili vici nastrojim zaznamenavajicim
obraz jako by predstavovalo vzpouru proti zavislosti na
medialnim zprostredkovani kazdodenni zkusenosti. Cast
demonstrant tvorili také lidé, ktefi se oteviené hlasi

k vykladiim svéta, které se oznacuji jako konspiracni teorie.
NedUvéra v pFijimani fakt( vede fadu lidi k alternativnim
zdrojim informaci, které se nachazeji na diskusnich férech,
platformach pro sdileni uzivateli vytvareného obsahu

av riznych podobach ob¢anského Zurnalismu. Jejich
divodem muze byt nespokojenost a doutnajici hnév, jesté
umocnény opovrhovanim c¢asti spolecnosti tvorené liberalni
vzdélanou tfidou, ktera si zaklada na racionalité a pohlizi na
nespokojenou skupinu lidi jako na hlupaky.

Video Philippa Kolycheva Real Eyes Realize Real Lies (2019)
nechava divaka pohltit realitou zaloZzenou na alternativnich
faktech, aniz by jejich tvirce a divaky hodnotilo. Klade
podminkami a jak jsou lidé trpici paranoiou socialné
vylouceni. Sviidny obsah konspirac¢nich obrazl zabaleny do
gamifikované podoby dava svym stoupencim schopnost
jednat a zaroven vysvétluje divody nejistoty. Kolychev
ukazuje, v ¢em spociva jejich sila, kdyz obrazy nechava
pUsobit pfimo bez pouziti zcizujicich technik.

Upfeny pohled vybirajici si z portfolia pravd s sebou zaroven
nese problém fixnich identit a objektivizace zaloZené na
genderu. Text Natalie Drtinové Proti queer viditelnosti
ukazuje, nakolik problematicka je politika zviditelnovani,
ktera prevlada v LGBTQ+ aktivismu poslednich dekad.
Soucasné uméni ¢asto tvrdi, Ze na néco poukazuje, nastavuje
zrcadlo, funguje jako lupa a zaostfuje na problém. Uméni,
které necitlivé zviditelfiuje, miZe naopak pfedstavitele
marginalizovanych skupin ohrozit. At uz se jedna o uprchliky
bez platného povoleni k pobytu, nebo LGBTQ+ osoby, jejichz
zviditelhovani vede k rostoucimu cilenému nasili.

Podobné jako Natalie Drtinova popisuje, Ze se osoby
prekracujici gender stavaji podivanou pro potéseni

a zabavu ostatnich lidi, je postava Souheila Bachaara ve
filmu Hostage: The Bachar Tapes (#17 and #31) vysledkem

The Politics of Visibility programme will present an essay
and four art videos that reassess the act of watching.
Philipp Kolychev's video reveals the seductive nature of
conspiracy images, Natalie Drtinova’s essay deals with
the queer politics of visibility, a video from The Atlas
Group project highlights the Orientalist fetishizing view
of the Middle East, and artists Chloé Galibert-Lainé and
Kevin B. Lee demonstrate in a video dialogue how the
activity of watching can constitute a fight against terrorist
propaganda.

Early last year, an angry mob of Donald Trump supporters
turned their fury on reporters covering the attack on the
United States Capitol. Activists chased news crews and
robbed them of filming equipment. The angry mob kicked

all kinds of cameras and lights. They stomped on the
equipment, beat it with sticks and poured water on it. Some
made a noose out of cables and hung the camera from a tree,
while others tried to set the equipment on fire. The rioters
also attacked Trump's favourite news channel, Fox News.
This unusual violence against filming equipment seems to
represent a revolt against the dependence on media coverage
of everyday life. Some of the demonstrators were also people
who openly proclaim interpretations of the world that are
referred to as conspiracy theories. The distrust in accepting
facts leads many people to alternative sources of information
found in diverse internet forums, user-generated content
sharing platforms and various forms of citizen journalism.
The reason for this may be discontent and simmering rage,
amplified by the disdain of a part of our society made up of
the liberal educated class that prides itself on rationality and
views these angry people as fools.

Philipp Kolychev's video Real Eyes Realize Real Lies (2019)
allows the viewer to become immersed in a reality based on
alternative facts, without judging their creators or viewers
themselves. It ponders the questions to what extent paranoia
is caused by social conditions and how people suffering from
paranoia are socially excluded. The seductive content of the
conspiracy images, wrapped in a gamified form, gives its
followers the ability to act while explaining the reasons for
insecurity. Kolychev shows where their power lies by letting
the images work directly without using estrangement effects.

A fixed gaze that chooses from a portfolio of truths also
gives rise to the problem of fixed identities and gender-
based objectification. Natalie Drtinova’s text Against Queer
Visibility (Against Queer Visibility) shows how problematic
the politics of visibility, which has dominated LGBTQ+
activism in recent decades, really is. Contemporary art
often claims to expose something, to hold up a mirror

or to be a sort of magnifying glass focusing on an issue.
Conversely, art that insensitively makes anything visible can
put representatives of marginalised groups at risk. Whether
it is refugees without residency permits or LGBTQ+ people
whose visibility leads to increased targeted violence.

Similar to Natalie Drtinova’s description of description of
gender transgressive individuals becoming a spectacle

for other people’s pleasure and entertainment, Souheil
Bachaar’s character in Hostage: The Bachar Tapes (#17 and



fetiSizujiciho pohledu. ,Byli znechuceni mym télem, ale
celou dobu se mé dotykali," vypovida Bachaar ve fiktivni
nahravce, ktera je soucasti projektu The Atlas Group
(1989-2004) libanonsko-amerického umélce Walida Raada,
v némz shromazdil dokumenty fiktivnich autor( vztahujici
se k souc¢asnym déjinam Libanonu. Ve videu Hostage: The
Bachar Tapes (#17 and #31) sledujeme vypovéd libanonského
zajatce, ktery byl spolecné s péti Americany uvéznén
islamskymi milicemi béhem libanonské obcanskeé valky.
Jeho zpovéd predstavuje orientalistickou fantazii, ve které
se fetiSizace ne-bilych lidi proménuje v mix odpudivosti

a sexualizace. Uniklé fotografie sexualné i jinak tyranych
irackych zajatci americkymi vojaky ve véznici Abu Ghraib
(v roce 2004) jsou jejim nevyhnutelnym pokracovanim.

Obraz Blizkého vychodu se stava bojistém mezi medialnim
zprostiedkovanim, konspira¢nimi teoriemi a propagandou
teroristickych organizaci. V sérii Bottled Songs (2020) si
mezi sebou Chloé Galibert-Lainé a Kevin B. Lee vyménuji
video dopisy, kde analyzuji audiovizualni propagandu
teroristické organizace Dae$ a plsobeni jejich obrazd.
Zkoumaji zpusoby, jakymi jsou videa $ifena v online
prostredi, jak jsou sdilena, pfedélavana, komentovana a jak
se méni jejich vyznam. Zdanlivé obrazoborecké teroristické
organizace, které likviduji kulturni pamatky, Ize naopak
chapat jako ikonofilni spolecenstvi, ktera bojuji i na kulturni
fronté. Vytvareji obrazy, jejichz cilem je manipulovat divaky
a vytvaret strach; kamera se stava jejich mucicim nastrojem.
Dosahuji toho zneuzivanim platforem pro ob¢ansky
zurnalismus, promyslenou produkci, inspiraci hollywoodskou
a rané revolucni kinematografii a vytvarenim dramatickych
oblouk. Galibert-Lainé a B. Lee, i za cenu dal$iho $ifeni
jako nevyhnutelného vedlejSiho efektu, predstavuji navrh,
jak s témito obrazy bojovat - a sice tim, Ze se snazi postavit
jejich emocionalnimu Utoku. Detailni analyza takovych film
pomaha vytvaret odstup, se kterym je mozné zamezit jejich
strhujicimu Uzkostnému plsobeni. Ostatné jak sami umélci
popisuji, aktivita divani se pfinasi emocionalni, intelektualni,
estetické a nakonec i etické dlsledky.

Tomas Kajanek

#31) is also a result of a fetishizing gaze. “They were disgusted
by my body, but they were touching me all the time,” Bachaar
testifies in a fictional recording that is part of The Atlas
Group (1989-2004), a project by a Lebanese-American

artist Walid Raad, during which he collected documents by
fictional authors relating to contemporary Lebanese history.
In the video Hostage: The Bachar Tapes (#17 and #31), we

see the testimony of a Lebanese captive who, along with

five Americans, was imprisoned by Islamic militias during

the Lebanese Civil War. His confession shows an Orientalist
fantasy in which the fetishization of non-white people is
transformed into a mix of repulsiveness and sexualization. The
leaked photographs of Iragi prisoners sexually and otherwise
abused by US soldiers in Aba Ghraib prison (in 2004) are but
its inevitable continuation.

The image of the Middle East is becoming a battleground
between media mediation, conspiracy theories and the
propaganda of terrorist organisations. In the series Bottled
Songs (2020), in which Chloé Galibert-Lainé and Kevin B. Lee
exchange video letters, the authors analyse the audiovisual
propaganda of the terrorist organisation Daesh and the
impact of their images. They examine the ways in which the
videos are disseminated online, how they are shared, remade,
commented on, and how their meaning changes. Seemingly
iconoclastic terrorist organizations that destroy cultural sites
can in this sense be understood as iconophilic communities
that also fight on the cultural front line. They create images
that aim to manipulate viewers and create fear - the camera
becoming a torture device. They achieve this by abusing
platforms for citizen journalism, through sophisticated
production, taking inspiration from Hollywood and early
revolutionary cinema, and creating dramatic arcs. Even at

the cost of further dissemination as an inevitable side effect,
Galibert-Lainé and B. Lee present a way to fight these images
by countering their emotional assault. A close analysis of
such films helps to create a distance and thus prevent them
from inducing anxious reactions. After all, as the artists
themselves describe, the act of watching brings its emotional,
intellectual, aesthetic and ultimately ethical consequences.

Tomas Kajanek



PROTI QUEER VIDITELNOSTI

PONDELI 8. 8. 2022

Zatimco pisu tyto radky, v Praze vrcholi pfipravy na Prague
Pride Festival. Mnoho lidi - fekla bych, Ze snad vétSina
spole¢nosti - Pride vnima jako jednodenni akci, jako
hlasity, barevny, tipytivy privod, do kterého se zapojuji
desetitisice LGBT+ lidi a jejich spojencl. Zapomina se tak
na to, Ze jde o celotydenni akci, odehravajici se zejména

v takzvané Pride Village, okupujici cely Strelecky ostrov.
Tam je hlasity, barevny a tfpytivy hudebni program po
cely tyden. Pride Village vSak slouzi zejména k setkavani

- po travé na ostrové se témér neda chodit, jelikoz je cela
obsazena skupinkami mladsich i starsich LGBT+ lidi, ktefi
zde popijeji a bavi se s novymi i starymi znamymi. Ti*y
mladsi jsou vybaveni obligatni duhovou platénou taskou

a jsou zahaleni*y do velkych syntetickych vlajek - bud
duhovych, nebo konkrétnéjsich, symbolizujicich specifické
mensinové sexualni a genderové identity. Hlavni je byt
pfitomny*a a byt vidét.

CTVRTEK 11.8. 2022

Stavuji se na chvili v prideové vesnici. BEhem dvou hodin
na mé mifi dvé rizné profesionalni kamery (pfitomnost
na selfies a livestreamech ostatnich navstévnikG*ic ani
nezminuji) - fotografy za objektivem nevidim, jejich tvare
jsou na rozdil od té mé schované. Ja stojim v osviceném
stanku plném secondhandového obleceni, exponovana
nejen pro navstévniky*ce duhové vesnice, ale potencialné
na odiv kazdé*mu, kdo zavita na socialni média Prague
Pride. Tam jsou kazdy den pfidavany desitky az stovky
fotografii zachycujici kazdodenni déni a mezi nimi
portréty performeri*ek, navétévniki*c a lidi z pfitomnych
organizaci. To v§e zapada do politiky viditelnosti, jez

je jednim z hlavnich bodi LGBT+ aktivismu nékolika
poslednich dekad. Jak piSe Emil Edenborg v nedavno
vydané publikaci The Oxford Handbook of Global LGBT
and Sexual Diversity Politics (2020), téma viditelnosti se
objevuje jiz v zakladajicim textu queer teorie Epistemology
of the Closet (1990) od Eve Kosofsky Sedgwick. Ta napsala,
Ze ona myticka skfin (closet) ,je urcujici strukturou utlaku
homosexualll v tomto stoleti.”" Viditelnost, coming out

a moznost kazdé*ho vyjadFit svou sexualni a genderovou
identitu, jak chce, a zaroven byt pfijat*a svym okolim,
byla témata v centru LGBT+ aktivismu a znaéné c¢asti
queer teorie. Edenborg pfipomina: ,Otazky viditelnosti
jsou ustfednim tématem diskusi o globalni queer politice,
at uz mluvime o LGBT prlivodech hrdosti a snahach
aktivisti*ek o to, aby jejich hlasy byly slySet a mohly
ovliviiovat verejnou diskusi, nebo kdyz na strané druhé
mluvime o snahach omezit viditelnost queer lidi zakazem
propagace homosexuality, jako se to délo v Britanii za
Margaret Thatcher a v Putinové Rusku, nebo jak v roce
2018 tvrdila mistopfedsedkyné malajské vlady Wan Azizah,
Zze ,homosexualové by si méli délat to, co délaji - at je to
co je to -, v soukromi’.” Autor [ND1] také pfipomina casté
popirani jakékoliv existence homosexuality v nékterych
zemich ze strany pfedstavitel tamnich vlad, jako

1 Eve Kosofsky Sedgwick, 1990, s. 71.

AGAINST QUEER VISIBILITY

MONDAY, 8 AUGUST 2022

As I'm writing these lines, preparations for the Prague

Pride festival are coming to a head. Many people - | would
say perhaps the most of the majority society - sees Pride

as a one-day event, a loud, colorful, sparkly parade, that is
attended by tens of thousands of LGBT+ people and their
allies. It is often forgotten, that Pride is a long-week festival,
taking place mainly in the so-called Pride Village that
sprawls over the whole Stfelecky Island. This place offers

a loud, colorful and sparkly music program throughout the
whole week. But Pride Village serves mainly as a place for
meeting - it is almost impossible to walk on the grass at
the island, as it is all occupied by groups of both younger
and older queers drinking and hanging out with their new
and old friends. The younger ones are equipped with the
obligatory rainbow tote bag and are wrapped in large
synthetic flags - either rainbow flags or more specific

flags that stand for particular minority sexual and gender
identities. What is important is to be present and to be seen.

THURSDAY, 11 AUGUST 2022

I’'m stopping by the village for a bit. Within the two hours
I’'m there two different professional cameras are pointed at
me (not to mention my photos being taken by people taking
selfies and livestreams) - | cannot see the photographers
behind the lens, their faces are hidden, unlike mine. | am
standing in an illuminated stand full of second-hand clothes,
exposed not only to the visitors of the rainbow village, but
potentially to everyone who visits the Prague Pride social
media. Dozens or even hundreds of photos are posted there
every day, capturing the events of each day and including
portraits of performers, visitors and people from the

NGO'’s present. All of this fits in with the politics of visibility
that has been one of the focal points of LGBT+ activism
over the last few decades. As Emil Edenborg writes in the
recently published The Oxford Handbook of Global LGBT
and Sexual Diversity Politics (2020), the theme of visibility
appears as early as in Eve Kosofsky-Sedgwick’s founding
text of queer theory, Epistemology of the Closet (1990). She
wrote that the mythical closet “is the defining structure

for gay oppression in this century.”" Visibility, coming

out, and the ability to express one’s sexual and gender
identity as they wish and to be accepted by those around
them have been themes at the heart of LGBT+ activism

and much queer theory. Edenborg recalls: “Questions of
visibility are central in discussion of global queer politics,
whether we speak of, on the one hand, LGBT pride marches
and activist’s struggles to make their voices heard and
influence public conversations or, on the other hand, efforts
to delimit queer visibility by prohibiting the promotion

of homosexuality, as was done in Thatcher’s Britain and
Putin’s Russia or as Malaysia’s deputy prime minister, Wan
Azizah, argued in 2018 that gay people should ‘practice
whatever it is they do in private’.” The author also recalls the
frequent denial of any existence of homosexuality in some
countries by representatives of the governments there, as in

1 Eve Kosofsky-Sedgwick, 1990, p. 71.



v pfipadé cecenského prezidenta Ramzana Kadyrova Ci
byvalého prezidenta iranu, Mahmuda Ahmadinezada.
Viditelnost a neustalé dokladani nasi existence k docileni
spolecenskych a legislativnich cilil je potfebné a na misteé.
Ostatné vzato, osobni je politické, a to se béhem Prideu
snazime vSem ukazat.

Problematiku viditelnosti a zejména jeji uskali tematizuje
naptiklad netflixovy dokument V zafi reflektoru (Disclosure,
2020). Vystupuji v ném znamé americké trans* herecky

a herci, jako je napfiklad Laverne Cox, Trace Lysette, Candis
Cayne ¢i Elliot Fletcher. Divakiim*¢kam vypravéji historii
reprezentace trans* lidi (zejména tedy trans* zen) v pribéhu
filmové historie. Poukazuji na pfitomnost genderové
transgrese ve formé stereotypt slouzicich k pobaveni
(podobné, jako je tomu s rasovymi stereotypy ve formé
blackface Ci yellowface) jiz v samych zacatcich pohyblivého
obrazu: Laverne Cox napfiklad zmifuje americky humorny
snimek Old Maid Having Her Pictue Taken z roku 1901, kdy
bylo jakékoliv vymykani se genderu ilegalni a slouZilo pouze
k pobaveni publika. Blackface a genderové transgrese

se objevily také v dnes nechvalné zndmém snimku

Zrozeni naroda z roku 1915 nebo o rok star$im A Florida
Enchantment. Nejslavnéjsi hororovy snimek vSech dob,
Psycho (1960) Alfreda Hitchcocka, odstartoval novou éru
Jtrans” reprezentace - éru muzu, ktefi v pfevleku za zenu
vrazdi zeny. Tento stereotyp pokracoval ve filmech jako
Oblecen na zabijeni (1980) nebo MIceni jehnatek (1991) a pro
celou generaci se stal jedinou referenci bliZici se k trans*
reprezentaci. Jak podotyka Cox, odkazujici se na studii
americké neziskové organizace GLAAD, 80 % americké
populace nezna nikoho, kdo by byl trans*. Reprezentace
trans* osob v mainstreamovych médiich, filmech a serialech
proto hraje dulezitou roli ve vnimani téchto lidi vétdinovou
spolecnosti. V soucasné dobé jsme svédky*némi
nebyvalého mnoZstvi realné transgender reprezentace

v mainstreamovych serialech a filmech. Paradoxné to vSak
nevede k lepsim zivotnim podminkam trans* lidi, zejména
pak trans* Zzen tmavé pleti, které ¢eli disproporénimu
mnozstvi nasili, jez ¢asto konci zabitim. Aktivista Tig Milan
to shrnuje nasledovné: ,Cim vic jsme vidét, tim vice nasili je
na nas pachano.”

Jak jsem v§ak zminila, nejvic nasili Celi transgender Zeny,
které jsou zaroven reprezentovany mnohem vice nez
transgender muzi ¢i nebinarni lidé. Podle Nicka Adamse,
feditele oddéleni transgender médii a reprezentace z jiz
citované organizace GLAAD, ,je neviditelnost urcitym
privilegiem, kdyz to pfirovname k mire transfobie, ktera
byla vepsana do postav trans zen.” Protagonisté*istky
dokumentu se shoduji na tom, Ze transgender muzi nejsou
tak lehce rozpoznatelni jako transgender zeny a jejich
zobrazeni zaroven neni takovou senzaci. Jen Richards

k disproporénimu zobrazeni trans* Zen podotyka: ,A to je
samoziejmé castecné proto, ze zeny obecnég, tedy i trans
zeny, jsou lépe komodifikovatelné.”

Dalsi*m skeptikem*Ckou ohledné trans viditelnosti je
nebinarni aktivista*ka, performer*ka a spisovatel*ka Alok
Vaid Menon. Jeho*jeji clanek Greater transgender visibility
hasn't helped nonbinary people - like me byl publikovany

na strankach Guardianu ve stejné dobé, kdy byla vyse
zminovana Laverne Cox oslavovana véemi mainstreamovymi
meédii ruku v ruce s pokrokem ve viditelnosti transgender

the case of Chechen President Ramzan Kadyrov or former
President of Iran, Mahmoud Ahmadinejad. Visibility and
constant demonstration of our existence to achieve social
and legislative goals is necessary and in place. After all, the
personal is political, and that’'s what we're sort of trying to
show everyone during Pride.

The issue of visibility and especially its pitfalls are
addressed, for example, in the Netflix documentary
Disclosure (2020). It features well-known American

trans* actors and actresses such as Laverne Cox, Trace
Lysette, Candis Cayne or Elliot Fletcher. They recount the
history of the representation of trans* people (especially
trans* women) throughout film history. They point out the
presence of gender transgression in the form of stereotypes
used for entertainment (similar to racial stereotypes in

the form of blackface or yellowface) in the early days of

the moving image: for example, Laverne Cox mentions the
American humorous film Old Maid Having Her Picture Taken
from 1901, when cross-dressing was illegal and was thus
used to entertain the audience. Both blackface and gender
transgressions also appear in the now infamous 1915 film
The Birth of a Nation and A Florida Enchantment released
one year earlier. The most famous horror film of all time,
Alfred Hitchcock's Psycho (1960) ushered in a new era of
“trans” representation - the era of men dressed as women
who murder women. This stereotype would continue in films
like Dressed to Kill (1980) and The Silence of the Lambs
(1991), and for a whole generation it became the closest
thing to the only reference as far as trans* representation

is considered. As Cox points out, referring to a study by

the American non-profit organization GLAAD, 80% of the
American population does not know anyone who is trans®.
The representation of trans* people in mainstream media,
films and TV shows therefore plays an important role in
the perception of these people by the mainstream society.
Currently, we are witnessing an unprecedented amount of
real transgender representation in mainstream TV shows
and films. However, this does not lead to better living
conditions for trans* people, especially for trans* women

of color who face a disproportionate amount of violence
that often leads to their death. Activist Tig Milan sums it up
saying: “The more we are seen, the more we are violated.”

As | mentioned, transgender women face the most
violence, but they are also represented much more than
transgender men or non-binary people. According to Nick
Adams, Director of Transgender Media and Representation
at the GLAAD organization cited above, “Certainly being
invisible is a privilege compared to the type of transphobia
that has been written into trans women characters.” The
protagonists* of the documentary agree that transgender
men are not as easily recognizable as transgender women,
and at the same time their portrayal is not so sensational.
Referring to the disproportionate portrayal of trans* women,
Jen Richards remarks: “And of course that’s partly because
women over all, therefore including trans women, are a more
commodifiable asset.”

Another skeptic when it comes to trans visibility is non-
binary activist, performer and writer Alok Vaid Menon. Their
article Greater transgender visibility hasn’'t helped nonbinary
people - like me published by the Guardian around the
same time as Laverne Cox’s aforementioned article was



lidi. Casopis Time, jehoz obalce v roce 2014 Laverne Cox
dominovala, toto obdobi nazval ,bodem zlomu transgender
otazky.” A zatimco Alok uznava nékteré pokroky v trans*
tematice, poukazuje na to, jak tato medialni reprezentace
dale podporuje genderovou binaritu ukotvenou v nasi
spolec¢nosti. ,Pro mé je ,trans bod zlomu’ spise dalsi formou
vylouceni, protoze uznava pouze ty trans lidi, ktefi si délaji
narok na ,skutec¢né’ Zenstvi nebo muzstvi. Trans lidé, ktefi
prezentuji pevnou muzskou nebo Zenskou identitu, jsou
povazovani za zastupce nas vSech. A ja si kladu otazku, zda
jejich prijeti spolecnosti neni ani tak otazkou pokroku, jako
spise otazkou libivosti. Ackoliv totiz celebrity jako [Caitlyn]
Jenner zpochybnuji myslenku, ze pohlavi je vrozené,

v kone¢ném disledku nezpochybrniuji pfikaz spole¢nosti, ze
vSichni musime existovat bud jako muz, nebo jako zena."?
Objevuje se tu tedy dalSi paradox, a to ze i ta sprdavna
reprezentace neni dostatecna, jelikoz utvari dojem jednolité
spravné queer zkusenosti a queer reality. Jak piSe v knize
Dohlizet a trestat Michel Foucault, ,viditelnost je past”.®

V jeho pojeti je viditelnost nastrojem dohledu a disciplinace
daného jedince a zaroven takeé fidicim principem nasi
soudobé spolecnosti.

V roce 2018 se po internetu zacala Sifit fotografie Alok*a,
vyfocena bez jeho*jejiho souhlasu a Sifena pro pobaveni
Alokovou genderovou nekonformitou. Alok, které*mu

se toto pro jeho*jeji vyboCovani z ramce ocekavané
genderové performance stava casto, na svém Instagramu
publikoval*a rozsahly post, popisujici jeho*jeji realitu. ,Je to
tak neskutecné a désivé - pfipomina mi to, ze jsem neustale
sledovan*a, Zze se ze mé déla podivana pro potéseni a zabavu
ostatnich lidi. Lidé se mé neptaji na souhlas, protoze si

mou genderovou nekonformitu vykladaji jako souhlas

k verejnému uziti. (...) Chci, abyste se zamysleli nad tim,

co se déje s lidmi, jako jsem ja, mezi snimky, které vidite -
jak jsme pronasledovani, zesmésnovani a vystavovani pro
potéseni cis lidi. Jak se mi pres to vSe dafi vypadat porad
tak dobfe, prestoze mé obtézuji, pronasledu;ji, strkaji do

mé a plivou na mé, a prestoze vim, ze se mé malokdo
zastane, protoze nejsem cis nebo bily*a.”* Stale nam prijde
viditelnost jako validni politicky cil?

SOBOTA 13. 8. 2022

Scrolluju albem na oficialnim profilu Prague Pride,
shrnujicim vSechny dosavadni fotografie z tohoto tydne.
Poznavam tam své kamarady*ky a znamé, moje kolegy*né,
mé crushe, znamé tvare ceského LGBT+ aktivismu.
Vzpominam, kdyz mé pred ¢tyfmi lety kamaradka vyfotila
pfi pfipravach jednoho prideového vecirku. Fotka, kterou
jsem s kratkym komentafem a srdicky v barvach duhy dala
na svlj Instagram, se stala mym de facto coming outem.

A jelikoz coming out neni jeden, ale jedna se o nekoncici
proces, dalsSi instagramové prispévky nasledovaly. Vztahova
vyroCi - shodujici se s datem prazského Prideu - byla vzdy
zvlast dobrou zaminkou pfipomenout, Ze jsem stale here
and queer. Stejné jako teenagefi*rky zabaleni*é do vlajek

2  www.theguardian.com/commentisfree/2015/oct/13/greater-
transgender-visibility-hasnt-helped-nonbinary-people-like-me.

3 Michel Foucault, DohliZet a trestat, 1975, s. 281.

4 www.instagram.com/alokvmenon.

being celebrated by all mainstream media alongside with
advances in transgender visibility. Time magazine, which
had Laverne Cox as its cover star in 2014, called this period
«atrans turning point.” And while Alok acknowledges
some of the advances in trans issues, he points out how
this media representation further promotes the gender
binaries embedded in our society. “For me, the ‘trans tipping
point’ tends to be yet another form of exclusion because it
recognizes only those trans people who make claims to ‘real’
womanhood or manhood. Trans people who present a fixed
male or female identity are regarded as representative of
all of us. And | wonder if their acceptance by society is

less a reflection of progress than a question of palatability.
Indeed, while celebrities like [Caitlyn] Jenner challenge the
idea that gender is innate, ultimately they don’t challenge
society’s mandate that we all must exist as either male or
female.”? So another paradox is revealed here which is that
even the correct representation is not enough, as it creates
the illusion of a single correct queer experience and queer
reality. As Michel Foucault said in Discipline and Punish:
“Visibility is a trap.”® In his understanding, visibility is both
a tool of surveillance and discipline of the individual and

a guiding principle of our contemporary society.

In 2018, a photo of Alok, taken without their consent and
circulated on the internet for amusement over Alok’s gender
non-conformity. Alok, who experiences this frequently for
their deviation from the expected gender performance,
published a lengthy post on their Instagram detailing

their reality. “It's so surreal & scary to see this - it reminds
me that | am constantly being watched, rendered into

a spectacle for other people’s enjoyment and entertainment.
People don't ask me for consent because they read my
gender non-conformity as already consenting to public
consumption. (...) | want you to think about what happens

to people like me in between the snapshots you see - how
we are hunted, ridiculed, and put on exhibition for cis
enjoyment. How | manage to still look so good despite being
harassed and stalked and shoved and spat on knowing that
few people will defend me because | am not cis or white.™
Does visibility still seem like a valid political goal?

SATURDAY, 13 AUGUST 2022

I'm scrolling through the album on the official Prague

Pride profile, compiling all the photos from this week so
far. | recognize my friends, my colleagues, my crushes, the
familiar faces of Czech LGBT+ activism. | remember four
years ago when a friend took a picture of me while we were
setting up a Pride party. The photo, which | posted on my
Instagram with a short comment and rainbow-colored
hearts, became my de-facto coming out. And since coming
out is not a one-time thing, but a never-ending process,
more Instagram posts followed. Relationship anniversaries
- coinciding with the date of Prague Pride - have always
been a particularly good excuse to remind myself that I'm
still here and queer. Like the teenagers wrapped in flags of

2 www.theguardian.com/commentisfree/2015/oct/13/greater-
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vSech barev jsem méla potfebu deklarovat, Ze jsem queer.
Paradigma pomysiné sk¥iné zlistava a vladne nasemu
vnimani o sexualité a genderové identité. Jsme bud venku,
nebo vevnitf, ale zcela se ji nevyhneme.

Nicholas de Villiers ve své knize Opacity and the Closet
(2012) pfirovnava coming out ke zpovédi - sexualita

a identita se propojuji v jeden celek skrz vyrceni, pfiznani
(si) néceho, co je zpétné vnimano jako tajemstvi. Pravda
musi byt vyfcena a jen Zivot v pravdé je zivotem svobodnym.
De Villiers podotyka, ze Foucault ,detailné a opakované
ukazal, jak se sexualita stala ,pravdou’ ¢lovéka, pravdou,
ktera musi byt vyslovena, nepretrzité, ve stale novych
podobach zpovédi.”® Nutnost coming outu, pfiznani a s nim
spojeny narok na gay viditelnost v jiném textu zasazuje do
neoliberalniho ramce, kde jsou queer lidé ,ovladani méné
homofobnim vylou¢enim nez politikou inkluze a legalizace,
tedy regulaci, komercionalizaci a paradoxné i ,privatizaci’.”®
Ve knize Opacity and the Closet se tedy vénuje mozné
queer strategii opacity, kterou identifikuje u t¥i subjekt:

u Michela Foucaulta, Rolanda Barthese a Andyho Warhola.
Ti se dle jeho analyzy zdatné vymykali binarni logice skfiné
a dominantnimu imperativu deklarovat svou sexualni identitu.
Mluvili mezi fadky, vyhybali se jednoduchym odpovédim

a misto toho hledali realitu schovanou za vSéemi témito
vyznamy.

Paradigma jasnych identit, pravd, védéni a deklarace

vSak tyto mystifikace nepfipousti, neni totiz vyhodné. Jak
poukazuje Rosemary Hennesy, ,nejenze je v posledni dobé
viditelnost zamérovana na vytvareni novych a potencialné
lukrativnich trh, ale stejné jako ve vétSiné marketingovych
strategii jde o penize, nikoliv o osvobozeni. (...) Viditelnost ve
spotfebni kultufe je v tomto smyslu omezenym vitézstvim
gayd, ktefi mohou byt viditelni jako spotfebitelské subjekty,
ale ne jako subjekty socialni.”” Proto je také vétSina
soucasné LGBT+ viditelnosti provadéna v ramci korporatd
a velkych znacek, proto si Ize dopliiky v barvach duhy
zakoupit skoro v kazdém obchodé sidlicim na Vaclavském
nameésti, odkud v sobotu vychazel pochod hrdosti v po¢tu
$edesati tisic LGBT+ lidi a jejich spojenctl. Pochod hrdosti
v poctu Sedesati tisic potencialnich konzumentd.

Zach Blas, americky umélec, filmar a spisovatel, se touto
problematikou dlouhodobé zabyva v kontextu globalnich
technologii dohledu a shirani biometrickych dat, jak je vidét
zejmeéna v dilech jako Face Cages (2014-2016) nebo Facial
Weaponization Suite (2012-2014). K projektu Face Cages, ve
kterém abstrahoval skeny obli¢ejd biometrickymi softwary
v 3D tisténé mfizovité masky na oblicej, narazi na to, Ze tyto
povrchoveé vypocty jsou reduktivni a Skodlivé. ,Biometrické
pfistroje Casto nedokazou rozpoznat nenormativni a minoritni
lidi, cozZ je vystavuje diskriminaci, nasili a kriminalizaci: ruce
asijskych zen nejsou pro zafizeni na snimani otiskl prstu
Citelné, oCi se Sedym zakalem brani skenovani duhovky,
tmava plet je stale nedetekovatelna a nenormativni formace
véku, genderu a rasy se Casto nedafi uspésné odhalit.”® Jeho

5 Nicholas de Villiers, Opacity and the Closet, s. 2.
6  Afterthoughts on Queer Opacity, 2015, s. 3.

7  Rosemary Hennessy, Queer Visibility in Commodity Culture, 1994-1995,
s. 32

8 Zach Blas, www.zachblas.info/works/face-cages.

all colors, | felt the need to declare that | was queer. The
paradigm of the imaginary closet remains and rules our
perceptions about sexual and gender identity. We are either
out or inside of it, but we cannot completely escape it.

In his book Opacity and the Closet (2012), Nicholas de
Villiers compares coming out to confession - sexuality

and identity become one through the pronouncement,

the acknowledgement of something that is perceived in
retrospect as a secret. The truth must be spoken, and only
a life in truth is a life of freedom. De Villiers notes that
Foucault “has detailed the manifold ways in which sexuality
has become ‘the truth’ of a person, a truth that must be
made to speak, caselessly, in ever-new permutations of the
confessional.”® In another text, he situates the necessity

of coming out, confession, and the associated demand

for gay visibility into a neoliberal framework where queer
people are “controlled less by homophobic exclusion than by
a politics of inclusion and legalization, therefore regulation,
commercialization, and, ironically, ‘privatization’.”® In
Opacity and the Closet, then, he explores a possible queer
strategy of opacity, which he identifies in three subjects:
Michel Foucault, Roland Barthes, and Andy Warhol. These
three, according to his analysis, were able to escape the
binary logic of the closet and the dominant imperative to
declare their sexual identity. They spoke between the lines,
avoiding simple answers and looking instead for the reality
hidden behind all these meanings.

However, the paradigm of clear identities, truths, knowledge
and declarations does not allow such mystifications, for it

is not profitable. As Rosemary Hennesy points out, “Not
only is much recent gay visibility aimed at producing new
and potentially lucrative markets, but as in most marketing
strategies, money, not liberation, is the bottom line. (...)
Visibility in commodity culture is in this sense a limited
victory for gays who are welcome to be visible as consumer
subjects but not as social subjects.”” This is also why

much of contemporary LGBT+ visibility is carried out by
corporations and big brands, why accessories in the colors
of the rainbow can be purchased in almost every store
located on the Wenceslas Square, where a Pride march of
sixty thousand LGBT+ people and their started on Saturday.
A pride march of sixty thousand potential consumers.

Zach Blas, an American artist, filmmaker, and writer, has
long been concerned with this issue in the context of global
surveillance technologies and biometric data collection,

as seen in the works such as Face Cages (2014-2016) and
Facial Weaponization Suite (2012-2014). In Face Cages, in
which he abstracted facial scans by biometric software into
3D printed grid face masks, he suggests that these surface
calculations are reductive and harmful. “Biometric machines
often fail to recognize non-normative, minoritarian persons,
which makes such people vulnerable to discrimination,
violence and criminalization: Asian women'’s hands fail

to be legible to fingerprint devices; eyes with cataracts
hinder iris scans; dark skin continues to be undetectable;

5 Nicholas de Villiers, Opacity and the Closet, p. 2.
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druhy projekt Facial Weaponization Suite pracuje s toutéz
tematikou, ale misto redukovanych masek sestava z vice
abstraktnich masek zamezujicich jakémukoliv rozpoznani
obliceje. V projektu se odvolava na protestni hnuti, jako jsou
Anonymous, zapatisté nebo taktiky Black Bloc. Alicia Eler

v Uvodu k rozhovoru, ktery s Blasem udélala pro magazin
Hyperallergic, pise: ,Je nemozné vratit se do svéta bez
biometrickych daji a rozpoznavani oblic¢eju, ale jesté neni
pozdé na politickou akci proti zaméru nechat skenovat nase
obli¢eje za ucelem dohledu nebo informacniho zachyceni.”®

V tomtéZz rozhovoru Blas podotyka, Ze zatimco ,starsi queer
politika se zabyvala vytvarenim koherentni pfitomnosti

a viditelnosti, ktera byla klicova pro preziti a existenci, dnes ve
svétle globalniho (datového) dohledu a dalsich skrytych forem
kontroly rozpoznavani vsak roste politicky zajem o opacitu,
nezachytitelnost a unik.”

Zajimaveé je, ze Blas nevnima maskovani pouze jako ochranu
pred technologiemi dohledu, ale podtrhuje také kolektivni
pfitomnost, kterou tyto masky a jiné zahalovaci prostfedky
pomahaji vytvaret. Pracuje tak se stejnymi predpoklady, jako
provozovatelé*telky fady hudebnich klub, ve kterych se
nesmi porizovat zadné vizualni zaznamy, jako je napfriklad
berlinsky Berghain, ale i prazské Ankali. | ti totiz véri, ze
absence moznosti zachyceni obrazu nema jen ochrannou
funkci ale pomaha budovat kolektivni pfitomny okamzik.

Natalie Drtinova

9 www.hyperallergic.com/73888/the-facelessness-of-tomorrow-
begins-today.

and non-normative formations of age, gender, and race
frequently fail successful detection.” The project references
protest movements such as the Anonymous, the Zapatistas,
and the Black Bloc tactics. In her introduction to an
interview she did with Blas for Hyperallergic magazine,
Alicia Eler writes: “It is impossible to go back to a world
without biometrics and facial recognition tools, but it is

not too late for a political act against the idea of allowing
our faces to be scanned for the purpose of surveillance

or informatic capture.” In the same interview, Blas notes
that while “an older queer politics was concerned with
creating a coherent presence, a visibility, that was crucial for
survival and existence, today, in light of global surveillance/
dataveillance and other surreptitious forms of recognition-
control, there is a burgeoning political investment in opacity,
imperceptibility, and escape.”

Significantly, Blas sees masking not only as protection

from surveillance technologies, but also highlights the
collective presence that these masks and other means of
obfuscation help to create. In doing so, he works with the
same assumptions as the owners of many music clubs
where no images can be taken, such as Berlin’s Berghain,
as well as Prague’s Ankali. Indeed, they too believe that the
impossibility of capturing images is not only a protection for
some, but helps to build a collective present moment.

Natalie Drtinova

8  Zach Blas, www.zachblas.info/works/face-cages.
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