Experimentalni film a proména clovéka v €ase




Petr Skala

Experimentalni film a proména clovéka v €ase

Petr Skala (1947,Pisek) patii k prikopnikéim non-objektivniho filmu, ktery ho jako jeden z prvnich
v ¢eském prostredi v 60. letech minulého stoleti propojil s tradi¢nimi vytvarnymi technikami.
Zasadniho docenéni se Skalovi dostalo v roce 2006, kdyz si jeho prace v§iml predni svétovy
teoretik Paolo Cherchi Usai. Ten uznal Skalovo prvenstvi v souvislosti s nékterymi pouzitymi
ptistupy i na zahrani¢ni vytvarné scéné a jednoznacné jej zaradil vedle slavnych Stana Brackhage,
Len Lye a Harry Smithe. Pouzitim kresby, proskrabavanim média nebo jeho propalovanim Skala ve
své dobé film intuitivné priblizil k abstraktnimu expresionionismu a informelu, o nichz je
prevazné stile uvazovano predevsim v souvislosti s klasickymi malifskymi nebo socharskymi
postupy. Zatimco oba styly vidy pocitaly s ur¢itym prvkem nahody, vznikala Skalova abstraktni
i figurdlni dila na zékladé¢ pfedem daného scéndre-partitury. V tomto sméru ma autor také blizko
ke konceptudlnimu umeéni, napt. Johnu Cageovi a jeho audiovizualnim experimentiim. Samotného
umélce nicméné zajimaly moznosti media a jeho ptisobeni na divaka, kdy je pro néj dilezité to,co
se déje mezi obrazy. Skala dlouhou dobu nebyl zndm $irsi vefejnosti, protoze vznik vétsiny jeho
“privatni” tvorby byl veden potiebou vyjadreni osobni svobody. Jak sém jednou poznamenal, jeho
vlastni experimenty byly vzpourou proti jakékoliv kultufe masmédii.

S tvorbou filmovych experimentt, které vznikaly takzvanou pfimou nebo manualni metodou
jsem zacal nékdy kolem $edesdtéhosestého roku...Spolec¢enskopolitické udalosti kolem roku 1968
vSak rozmetaly veskeré predstavy o budoucnosti...V dobé, kdy jsem byl ptijaty na FAMU, nastou-
pila normalizace. Nase generace se navic ocitla v nesnadné pozici, dané konfrontaci s predchozi
generaci, s predstaviteli tzv. ¢eskoslovenské nové vlny. Film se opét stal ideologickym prostred-
kem, nastrojem k posileni komunistického rezimu. V sedmdesatych letech tedy logicky vzrostla
moje potfeba umélecké realizace prosttednictvim filmového experimentu. M¢l jsem celou fadu
pratel mezi vytvarniky, kteff sice tfeli bidu s nouzi, ale zavidél jsem jim jejich svobodny pomér
k tvorbé. Stale vice jsem se zabyval myslenkou, Ze lze délat film tak, jak pfistupuje vytvarnik
k préci.

Skalova experimentdlni tvorba vznikd bez jakékoliv obezndmenosti s dénim na zahrani¢ni filmové
scéné. Podle jeho vlastnich slov nebyly v Ceskoslovensku, vyjma tvorby Normana McLarana, z4dné



informace. Ke svym nezavislym prvotinam ptistoupil inspirovan svymi prateli vytvarniky,
u nichz mohl spattit klasické techniky.

V praxi to znamenalo malovani, ryti a $krabani do cistého nebo exponovaného filmového pasu.
Nékteré filmy byly vyhradné abstraktni, jinde jsem kombinoval snimani lidské ruky s abstraktnim,
ru¢né dokreslenym okolim. Casto jsem vymyslel nové zpiisoby, jak zasahnout do filmové emulze,
pouzival jsem nejriznéjsi dostupné nastroje a chemikalie k leptani i fixaci obrazu. Jednalo se
i o pokusy s uplné viednimi vécmi, domacimi ¢isticimi prosttedky, smirkovym papirem, manika-
rou, propisotem, bilkem, lakem na vlasy... VétSinou jsem vyuzival vyfazeny filmovy blank 16 mm
formatu... Sestavoval jsem si riizné technické pomiicky, napt. optickou kopirku, bez které by vétsina
mych filmi nemohla vzniknout...

Princip ovlivnéni praci vytvarnych umélci je analogicky i v dile americkych filmaft, u nichz
je zjevny vliv tvorbou Jacksona Pollocka nebo Willema de Kooninga. Pro Petra Skalu byly inspira-
tivnimi pfedevsim autofi ¢eského informelu jako Mikula§ Medek, Vladimir Boudnik nebo Robert
Piesen. Na rozdil od zahrani¢nich autort je Skalova tvorba podminéna jinou Zivotni zku$enosti
totalitniho rezimu, ktery autor neguje dirazem na ryzi individualismus v tvorbé. Zasadnim
projevem nasledné semiabstraktni vychodiska, ktera se projevuji v nékolika vyvojovych fazich,
lze rozdélit jako Informelni struktury (1969-1970), Barva jako emanace svétla (1970-1975), Od
abstrakce k figuraci (1972-1979), Spiritudlni exprese 1977 - 1979, Figurativni kompozice 1980 - 81
a Obrazy kosmogonickych vizi.

V informelnich strukturach vychazi Skala z vnéjsich abstrahovanych motivii, které jsou zalozeny
na spontannich gestech, jimiz usiluje o dotek s existenci Zivota. Podobné je zajimavé sledovat
v této fazi tvorby intuitivni diraz na barvu. Je mélo znamé, Ze ¢esky informel se na sklonku pade-
satych let zrodil v konfrontaci na prace podobné uvazujicich zahrani¢nich umélc, jejichz kompo-
zice byly zndmé pouze z ¢ernobilych reprodukci, coz ceské umélce vedlo k tomu, Ze vétSinu svych
dél vypracovali v monochromni skale. V ptipadé ¢ernobilého filmu se proto vyslovené nabizelo
zasahnout do filmu barvou, jak &inil pravé Petr Skala. Cesky informel resp. strukturalni abstrakce
je podle teoreticky uméni Magdalény Neslehové nepresny a zavadéjici, nebot odkazuje k fadu
svéta, ktery je strukturdlné vnitfné usporadany.

Informel, k némuz se Skala priklani, se jevi jako vytvarné vyjadieni stavu mysleni a védomi ¢lovéka,
ktery je zatizeny existencidlné i subjektivné ve spolecnosti doby ,,studené valky*, proti niZ se vymezuje
vyraznou individualizaci vlastni tvorby. Existencidlni vychodisko akcentuje Skala v reakci na tthu doby
snahou proniknout k hlubsi podstaté tvoreni, kdy reflektuje védomi kiehkosti lidské existence v byti
i vyprazdnénosti tehdejsi nesvobodné spole¢nosti.




Pocity uzkosti a ohrozeni stfida odvaha celit tizivé spolecenské situaci i za cenu osobniho rizika,
kdy tvorba je pro néj predevsim unikem a vlastnim bojem proti diktatufe masmédii. Princip
permanentni konstrukce a destrukce spole¢né se skrytou stopou Zivotniho pfibéhu stavi tvirce
na estetickém ucinku skrytych i zadifrovanych, slozité tvarovanych sémantickych systémi, které
pti recepci uméleckého dila vyvolavaji stupniovani emoci a podileji se tak vyznamnou mérou na
celkovém ucinku a prozitku. Destrukce zvyklosti formy, zaznam a petrifikace, hledani i nachdzeni
vyrazovych moznosti filmu formou experimentt zptsobuje, Ze kompozice expanduje do prostoru
vytrzenim z predvidatelnych souvislosti.

Obvykla funkce filmového procesu je u experimentu popfena. Vyznam uméleckého dila je tak pri-
souzen prazdnému, které obklopuje plnost. Esteticka kultivace formy, usili za silnym vyrazem pre-
kracovanim hranic je u Skaly revoltou proti ztraté svobody ve vymezeném prostoru spolecenského
omezeni. Snaha zachrénit lidskou existenci ve struktufe filmového dila dokonalym zpracovanim
materidlu a vytvarnych prostredki zrcadli slozitost umélcovy psychiky i zaméru.

Zranovanou lidskost a télesnost poznamenanou krutosti doby tak vyjevuje v paradoxni otevfe-
nosti tviir¢iho procesu, aby jej uzaviel do podoby dila se sakralnim i etickym obsahem. Umeélec
hled4 cestu z odcizeni a nachdzi oporu pred tragikou zivotni kazdodennosti v jistoté vyssi duchovni
struktury spiritualniho svéta, v krajiné absolutni nezavislosti a fadu. Svétlo, s nimz autor ve
zralej$im obdobi rad pracuje, k tomu vyznamné odkazuje.

Sféra uméni generuje konflikty na platformeé jednotlivce i politického ¢i ekonomického systému.
Konfrontace umélce s vizi a virou ve smysl uméni, nad¢asového i aktualniho, koreluje s redlnou
existenci tviirce a jeho dila. Paradoxy uvnitt uméni odhaluje az praxe a jeho recepce. Autonomie
uméni klade naroky na recipienta ve smyslu ,,otevieného dila ,, (U.Eco) i ,,smrti autora“ (R.Bar-
thes) spolu s ideou svobody a autonomii tviirce a institucionalni praxi v zavislosti ideje uméni na
realizaci. Skalovo uméni videoartu je zavislé na realizaci a kontextu a jeho existence se odehrava
spolecné s recepci - potfebuje svého divaka a posluchace ve spolecnosti doby, v niZ Zije. Paradox
umélecké svobody dila konvenuje s porozuménim dila, pricemz nabizi protesty, pochyby a inovace
za soucasného boreni hranic, norem a konvenci v cesté za poznanim. Svételnou udélosti, perfor-
manci ¢i zvukovou intervenci vyjadfuje autor svobodné sviij nazor na svét a clovéka v ném.

Zpiisob aktualizace umélecké svobody mezi fikci a skutecnosti, onen ontologicky paradox, ktery
lezi na Grovni byti a prozitku dila, se priblizuje této svobodé bliz a zaroven je i vice sebou samym.
Zrcadlové tak ukazuje i zplisob vlastni existence. Imaginace zde zastavd roli katalyzatoru myslenek
i emoci a v osobé recipienta i tviirce se zaroven aktualizuje. Brian Massumi o virtualni svobodé

tika: ,, Ten nejasny pocit mozného, jejz nazyvame svobodou, silné branime nehledé¢ na to, Ze je
vidy mimo nas dosah. Neni totiz aktudlné zde, ale pouze virtudlné. Pokud ale budeme rozsifovat
na$ emocionalni rejstiik a rozhybame nase mysleni, mozna budeme k jeho aktualizaci blize. Mit
vice moznosti zintenziviiuje na$ Zivot, nejsme jiz otroky situaci. Prestoze svobodu nikdy nemd-
Zeme zcela mit, miZeme zazivat jeji stupné. Nas stupen svobody vzdy odpovida tomu, s jak vel-
kou ¢asti nasi zazitkové hloubky mizeme pfistoupit k dalsimu kroku, tedy jak intenzivné Zijeme
a pohybujeme se.“ In Zurnazi

Pravé druhd faze Skalova dila rozviji fantazijné orientovanou linii tvorby, v niZ se naplno uplat-
nuje umélctiv zajem o barvu, ktera je pro néj nositelem a vyjadrenim svétla. Slovy Skalovy biograf-
ky Bohdany Kerbachové symbolizuje “neustdlé preskupovani, prostupovani a prolinani obrazu
i forem piisobeni energie v prostoru a pohyb kosmické hmoty“. Obrazy, kterymi Skala pokryval
plochu filmového pole, nabyvaji podoby Zivého organismu. V tomto duchu se mohou divakovi
vybavit podobné experimenty prikopniki abstrakce Frantiska Kupky a Vasilije Kandinského, pro
néz barva neméla pouze symbolicky vyznam, ale méla v jejich tvorbé i fyziologicky synesteticky
charakter. Umélci jde o emocionalni a estetické ptsobeni. Skala pracuje s plochou filmovych poli
homogenné a napliuje je amorfnimi shluky barev. Barvou a jejimi variacemi tak hledd duchov-
ni spiiznénost a provazanost mezi makrokosmem = vesmirem a lidskou bytosti v ném zakotve-
nou-neukotvenou, o tom nas presvédcuje stale pfitomny pohyb jako nedilny a vSeprostupujici
element. Pozdéji se pridava svétlo a zvuk, naznaky pismen i slov konfrontuje obraz s jazykem, aby
celkovy dojem spojitosti cloveéka s kosmem zdtiraznil jako spojité nddoby jednoho celku - gestaltu.
Druhd polovina Skalovy tvorby vyuzivala manipulaci s nato¢enym materidlem Zenského aktu -
s figuraci, v niZ uplatnil rizné vytvarné techniky. V sedmdesatych letech zejména asanaci svétla:
v experimentech sleduje estetické a emociondlni pisobeni na ¢lovéka, kde svétlo se stava samot-
nym vyrazovym prostiedkem, jimz pak od roku 1973 rusi v osobitém filmovém experimentu
prostorovou hranici. Figura siluety zenské postavy zahy vystupuje do univerzalniho vesmiru,
klade otazku postaveni lidské bytosti do centra v§eho déni. Universalni princip lidské existence
se stava absolutni ideou. Forma geometrizace télesného pohybu figury v tanci filmového experi-
mentu odvadi od kazdodennosti pohybu lidského téla ke komplexnosti estetického projevu. Iluze
pohybu postav tak privadi autora a posléze vnimatele k ptijeti expresivniho vyrazu s vlastni meta-
fyzickou zkuSenosti siluety své t€hotné Zeny v meditativnim ramci a spiritudlnim kontextu. Gesto
je zde ifrou vyrovnani se s odcizenym svétem. Podvojnost Zivota a smrti, plod nového Zivota
jako znameni touhy po zrodu ¢ehosi prostorové i vyznamové hlubsiho?
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Jednim z kofent lidského pozndni, jemuz se Skala touzi pfiblizit i vyrazem ve filmové tvorbé, je
i duchovni moudrost Kabaly a Strom Zivota. Porozumét jim znamend chapat zdkladni formuli existen-
ce, jeji strukturu stvoreni v kosmologii. Proces obeznameni se strukturou kosmu okolo i uvnitt
nds, mapping mikrokosmu i makrokosmu propojuje Skala s duchovni a uméleckou praxi. Intuitiv-
nim kabalistou se stava ten, kdo se uéi prostfednictvim zkusenosti védomi. V tomto pripadé hleda
autor védomé pochopeni cestou filmového experimentu. Prostfednikem na cesté k pozndni je mu
introspekce a meditace. Vyrazem pak umélecké dilo, které vznika pod jeho rukama. Jen stabilni
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a tichd mysl se pfiblizi k tajemstvi zrozeni.

»eStrom Zivota ve sttedu zahrady Eden... -Genesis 2:9.“

Strom Zzivota je v Kabale spjaty se svétlem a v mikrokosmu ho podle této duchovni nauky obsahu-
je kazdy ¢lovék podobné jako v biochemii DNA. Jeho stfed je spojnici mezi vy$$§im a niz$im jd, da
se nazvat jakymsi vnitinim vesmirem umeélcova tvoreni, bodem, kde ¢erpa z idedlu pravdy, krasy,
lasky i svétla. V mystické tradici predstavuje universalni lasku ke véem Zivym bytostem. K této
energii nalezi smifeni a vykoupeni, o néz se umélec intuitivné celym svym Zivotem uchazi a pro-
stfednictvim filmového experimentu formou svételného vyrazu i vyjadtuje. Celistvost vyzatujici
principy ve vé¢ném pohybu svétel.

Prostfednictvim absolutniho pohybu (obrazi, barev a svétla, pozdéji i zvuki ¢i naznaki pismen),
jenz je universalni charakteristikou vesmiru, se pokousi autor pfiblizit hlubokému klidu a miru,
ktery je ve spiritualnim pojeti kosmu vSeprostupujicim principem a lze ho nahlédnout kontem-
placi. Klid a pohyb jsou fyzikalné vidy relativni, vztaZené ke konkrétnimu vnimateli, absolutnost
pohybu pak v jazyce filosofie znamena jeho viudypfitomnost. Dynamické zmény pohybu se proje-
vi jak ve struktufe samotného pohybu, tak i v pribéhu percepce uméleckého dila v jeho vnimateli,
recipientovi v ¢ase reflexe, kdy vznikd umeélecké dilo jako esteticky objekt.

Hudebni projev se odehravd v case, je tedy pohybem zavisly na plynuti. NemtiZe existovat
v jednom okamziku - je udélosti. Tvorba ojedinélych znakt hudby a jejich vztaht je limitovana in-
ven¢ni schopnosti umélce. Netradi¢ni zptsob ovladani parametrt zvuku a intenzity svétla je tim,
co ¢ini Skalu tak ojedinélym. K atraktivité zpracovani prispiva i modifikace jako je napt.zaseknuti
= hudba v dané chvili neprobiha dle o¢ekavani (glitch art) a dochdzi tak k reprezentaci bezpred-
métného zéjmu. Vytvarné a zvukové prvky se vzajemné prolinaji a v relaci s elementem lidského
téla reaguji proménou svého obsahu. Uméni tak na zakladé danych algoritmi utvari samo sebe
formou dialogu. Vztah vizualni interpretace a hudby tak muZe vlivem pohybu zavést pozornost



az k synergickému efektu, kdy je interakce ¢initelt oboustrannd. Umélec i percipient jeho dila tak
v kazdém novém okamziku vytvari personalizovany tvar estetického objektu proménlivého v Case.
Pouziti multimedidlnich prostfedkii umoziuje synestézii, nové spojeni s novymi vyznamy. Spojeni
a vzajemné prolinani zvuki, barev a svétla, konecné i naznaki pismen ¢i slov, propojuje viemy
na urovni smyslového vnimani do jiného senzorického celku. Vyslednd svételna projekce se stava
vyraznou nositelkou subjektivnich pociti umélce demiurga na horizontu individualniho svéta
avrecepci umoznuje jejich sdileni druhymi.

Pamét nezivé hmoty, v tomto pripadé princip opakovani, vyjevuje situace stézi uchopitelné slovem,
na scénu vstupuje proces vzniku uméleckého dila resp. estetického objektu, kdy vyrazové
prostredky jsou nositelem vyznamu dila. Cyklické fazeni obrazu, fetézec jednotlivych kompo-
nenti chapeme chronologicky. Ztvarnuji téma opakovani a navrati. Pamét v nich obsaZena je
podminéna existenci a reflexi ¢lovéka v uméni i kulture.

Abstrakee, figurace, hra se svétlem a elektroakustickd atonalni hudba (proto-tonalita podle Johna
Cage uvadi, ze zakladem kompozice je odhalovani pole souvisejicich zvuki) jako doprovod
k zabérim tak miZe evokovat energii zafeni hvézd prostfednictvim vSech dostupnych interakei
s pouzitymi informacemi a svébytnymi vyrazovymi prostfedky ze svéta filmu, jehoZ experiment
nam autor v ojedinélé a jedinecné podobé predkladd. Elementy zvuki technickych svételnych
obrazti, odehravajici se v ¢asoprostoru, zanechavaji stopy v lidské mysli jako odusevnéli ¢initelé
a ¢lovék se tak stava soucasti kodu estetického textu, ktery paradoxné ulpi v intimni reflexivité.
Pohyb jako dynamickd zména, jako tok latky prochdzi fadou promén a interakci stile novych
a nové vznikajicich forem, aby prostfednictvim reflexe vnimatele vyustil v komplexni tvar, jenz
v estetickém prozitku rozsifuje horizont poznani recipienta, lidské bytosti, kterd jedine¢nost
autorského filmu v komplexnosti své recepce dotvori.

Jolana Pastor - Adam Hnojil
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Petr Skala

Experimental film and the transformation of man in time

Petr Skala (1947, Pisek) is one of the pioneers of non-objective film, which was one of the first in
the Czech environment in the 1960s to connect it with traditional art techniques. Ska received
a major award in 2006 when his work was noticed by the world's leading theorist Paolo Cherchi
Usai. He acknowledged Skal's primacy in connection with some of the approaches used on the
foreign art scene and clearly included him alongside the famous Stan Brackhage, Len Ly and Har-
ry Smith. By using drawing, scratching the medium or burning it in Skala, the film intuitively
approached abstract expressionism and informality in its time, which are mostly still considered,
especially in connection with classical painting or sculptural techniques. While both styles always
took into account a certain element of chance, Skala’s abstract and figural works were created on
the basis of a predetermined script-score. In this respect, the author is also close to conceptual
art, such as John Cage and his audiovisual experiments. However, the artist himself was interested
in the possibilities of the media and his influence on the viewer, when what happens between the
paintings is important to him. Skala has not been known to the general public for a long time,
because the emergence of most of his ,,private“ work was driven by the need to express personal
freedom. As he once remarked, his own experiments were a revolt against any culture of the mass
media.

I started creating film experiments, which were created by the so-called direct or manual method,
sometime around the sixty-sixth year ... However, the socio-political events around 1968 scatte-
red all ideas about the future ... By the time I was accepted at FAMU, normalization had begun.
In addition, our generation found itself in a difficult position, given the confrontation with the
previous generation, with the representatives of the so-called Czechoslovak new wave. The film
again became an ideological means, a tool for strengthening the communist regime. In the 1970s,
therefore, my need for artistic realization through a film experiment logically increased. Ihad a
number of friends among artists who, while rubbing misery with need, but envied their free rela-
tionship to creation. I became more and more concerned with the idea that it is possible to make
a film the way an artist approaches work.



Skala’s experimental work is created without any familiarity with what is happening on the foreign
film scene. According to his own words, there was no information in Czechoslovakia, except for
the work of Norman McLaran. He approached his independent first works inspired by his friends
and artists, with whom he could see classical techniques.

In practice, this meant painting, engraving and scraping into a clean or exposed film strip. Some
films were exclusively abstract, others combined the capture of a human hand with an abstract,
hand-drawn environment. I often came up with new ways to intervene in the film emulsion, using
the various tools and chemicals available to etch and fix the image. It was also an attempt with
completely ordinary things, household cleaning products, sandpaper, manicure, propisot, protein,
hair spray... I usually used a discarded film blank 16 mm format... I assembled various technical
aids, such as an optical copier, without which most of my movies couldn't be made ...

The principle of influencing the work of visual artists is analogous in the work of American film-
makers, in whom the influence of the work of Jackson Pollock or Willem de Kooning is obvious.
The authors of the Czech informal, such as Mikula§ Medek, Vladimir Boudnik and Robert Piesen,
were especially inspiring for Petr Skala. Unlike foreign authors, Skal’s work is conditioned by a
different life experience of the totalitarian regime, which the author negates with an emphasis on
pure individualism in his work. The fundamental manifestation of the subsequently semi-abstract
starting points, which manifest themselves in several developmental stages, can be divided as In-
formal Structures (1969-1970), Color as Emanation of Light (1970-1975), From Abstraction to

Figuration (1972-1979), Spiritual Expression 1977 - 1979 , Figurative Compositions 1980 - 81 and

Paintings of Cosmogonic Visions.
In informal structures, Skala is based on external abstract motifs, which are based on spontaneous
gestures, with which she strives to touch with the existence of life. Similarly, it is interesting to
observe an intuitive emphasis on color at this stage of creation. It is little known that the Czech
informal was born in the late 1950s in confrontation with the works of similarly thinking foreign
artists, whose compositions were known only from black and white reproductions, which led

Czech artists to produce most of their works on a monochrome scale. In the case of black-and-
-white film, it was therefore explicitly offered to intervene in the film in color, as Petr Skala did.
Czech informal resp. According to the art theorist Magdalena Neslehovd, structural abstraction
is inaccurate and misleading, as it refers to an order of the world that is structurally internally
organized.




The informal, to which Skala leans, appears as an artistic expression of the state of thought and
consciousness of a person who is burdened existentially and subjectively in the society of the
»Cold War, against which he defines a strong individualization of his own work. Skala emphasizes
the existential starting point in response to ttha time by trying to penetrate to the deeper essence
of creation, when it reflects the awareness of the fragility of human existence in being and the
emptiness of the then unfree society.

Feelings of anxiety and danger are replaced by the courage to face a difficult social situation even at
the cost of personal risk, when for him creation is primarily an escape and his own struggle against
the dictatorship of the mass media. The principle of permanent construction and destruction,
together with the hidden trace of the life story, builds the creator on the aesthetic effect of hidden
and encrypted, intricately shaped semantic systems, which evoke emotion escalation at the recep-
tion of the work of art and thus contribute significantly to the overall effect and experience. The
destruction of the habits of form, the recording and petrification, the search for and finding the
expressive possibilities of film in the form of experiments cause the composition to expand into
space by being torn out of predictable contexts.

The usual function of the film process is denied in the experiment. The meaning of a work of
art is thus attributed to the empty, which surrounds fullness. The aesthetic cultivation of form,
the effort behind the strong expression of crossing borders, is a revolt at Skala against the loss of
freedom in a defined area of social restraint. The effort to save human existence in the structure
of the film work by perfect processing of material and artistic means reflects the complexity of the
artist’s psyche and intention.

He thus reveals the wounded humanity and corporeality marked by the cruelty of the time in the
paradoxical openness of the creative process, in order to enclose it in the form of a work with
sacral and ethical content. The artist seeks a way out of alienation and finds support for the tra-
gedy of everyday life in the certainty of the higher spiritual structure of the spiritual world, in a
landscape of absolute independence and order. The light with which the author likes to work in a
more mature period makes a significant reference to this.

The sphere of art generates conflicts on the platform of the individual as well as the political or
economic system. The confrontation of the artist with the vision and faith in the meaning of art,
timeless and current, correlates with the real existence of the creator and his work. The paradoxes
within art reveal only the practice and its reception. The autonomy of art places demands on the
recipient in the sense of ,,open work® (U.Eco) and ,,death of the author® (R. Bartes) together with

the idea of freedom and autonomy of the creator and institutional practice depending on the idea
of art for realization. Skala’s art of video art depends on realization and context, and its existence
takes place together with the reception - it needs its viewer and listener in the society of the time
in which it lives. The paradox of the artistic freedom of the work coincides with the understan-
ding of the work, while offering protests, doubts and innovations while breaking the boundaries,
norms and conventions in the path of knowledge. Through a light event, performance or sound
intervention, the author freely expresses his opinion of the world and man in it.

The way of updating artistic freedom between fiction and reality, that ontological paradox, which
lies on the level of being and experience of the work, is closer to this freedom and at the same time
it is more of itself. It also mirrors the way of one‘s own existence. Imagination plays the role of
a catalyst of thoughts and emotions and is updated in the person of the recipient and the creator.
Brian Massumi says of virtual freedom: ,We strongly oppose the vague feeling of the possible,
which we call freedom, even though it is always out of our reach. It is not currently here, but only
virtually. But if we expand our emotional register and stir our thinking , Maybe we will be closer
to updating it.Having more options intensifies our lives, we are no longer slaves to situations.
Although we can never have freedom completely, we can experience its degrees.Our degree of
freedom always corresponds to how much of our depth of experience we can go to the next step,
that is, how intensely we live and move. ,, In Zurnazi

It is the second phase of Skala’s work that develops a fantasy-oriented line of work, in which the
artist’s interest in color, which is for him the bearer and expression of light, is fully exercised. In
the words of Skala‘s biographer Bohdana Kerbachovd, it symbolizes the ,,constant rearrangement,
permeation and interweaving of images and forms of energy in space and the motion of cosmic
matter.“ abstraction by FrantiSek Kupka and Vasily Kandinsky, for whom color was not only sym-
bolic, but also had a physiological synesthetic character in their work.The artists are emotionally
and aesthetically pleasing. Through variations, he seeks a spiritual affinity and connection be-
tween the macrocosm = the universe and the human being anchored-unanchored in it, convinced
by the ever-present movement as an integral and pervasive element. the overall impression of
the connection between man and the cosmos was emphasized by j as continuous vessels of one
whole - gestalt.

The second half of Skala‘s work used manipulation with the filmed material of a female nude - with
figuration, in which he applied various art techniques. In the 1970s, especially by the remediation
of light: in experiments, it follows the aesthetic and emotional effects on humans, where light be-
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comes a means of expression itself, which since 1973 abolishes the spatial boundary in a separate
film experiment. The figure of a silhouette of a female figure soon emerges into the universal uni-
verse, asking the question of the position of the human being at the center of all events. The uni-
versal principle of human existence becomes an absolute idea. The form of geometrization of the
body movement of a figure in the dance of a film experiment diverts from the everyday movement
of the human body to the complexity of aesthetic expression. The illusion of the movement of the
characters thus leads the author and later the perceiver to accept an expressive expression with his
own metaphysical experience of the silhouette of his pregnant wife in a meditative framework and
spiritual context. Gesture here is a cipher for coping with an alienated world. The duality of life
and death, the fruit of new life as a sign of the desire to give birth to something deeper spatially
and semantically?

One of the roots of human knowledge, which Skala desires to approach with the expression in
filmmaking, is the spiritual wisdom of Kabbalah and the Tree of Life. To understand them is
to understand the basic formula of existence, its structure of creation in cosmology. The pro-
cess of getting acquainted with the structure of the cosmos around and within us, mapping the
microcosm and the macrocosm, connects Skala with spiritual and artistic practice. An intuitive

Kabbalist becomes one who learns through the experience of consciousness. In this case, the
author seeks a conscious understanding through a film experiment. He is mediated on the path to
knowledge by introspection and meditation. An expression is a work of art that is created under
his hands. Only a stable and quiet mind approaches the mystery of birth.

»e.. The Tree of Life in the Middle of the Garden of Eden G -Genesis 2: 9.

The tree of life in Kabbalah is connected with light, and in the microcosm it is contained by eve-
ryone according to this spiritual teaching, similar to the biochemistry of DNA. Its center is the
link between the higher and lower selves, it can be called a kind of inner universe of the artist's
creation, a point where he draws from the ideal of truth, beauty, love and light. In the mystical
tradition, it represents a universal love for all living beings. This energy includes reconciliation
and redemption, for which the artist intuitively applies throughout his life and, through a film
experiment, also expresses himself in the form of a light expression. Integrity radiating principles
in the eternal movement of lights.

Through absolute movement (images, colors and light, and later sounds or hints of letters), which
is a universal characteristic of the universe, the author tries to approach deep peace and tranquili-




ty, which is a pervasive principle in the spiritual conception of the cosmos and can be seen by con-
templation. Calm and movement are always physically relative, related to a particular perceiver,
the absoluteity of movement in the language of philosophy means its ubiquity. Dynamic changes
of movement are reflected both in the structure of the movement itself and during the perception
of the work of art in its perceiver, the recipient at the time of reflection, when the work of art is
created as an aesthetic object.

The musical expression takes place over time, so it is motion-dependent. It cannot exist at one
time - it is an event. The creation of unique characters of music and their relationships is limited
by the inventive ability of the artist. An unconventional way of controlling the parameters of
sound and light intensity is what makes Skala so unique. Modifications such as jamming = music
does not take place as expected (glitch art) at the moment, thus contributing to the attractiveness
of the processing. The artistic and sound elements intertwine with each other and, in relation to
the element of the human body, react by changing their content. Art thus forms itself on the basis
of given algorithms in the form of dialogue. The relationship between visual interpretation and
music can thus, due to movement, lead attention to a synergistic effect, where the interaction of
factors is two-way. The artist and the percipient of his work thus create a personalized shape of
an aesthetic object that changes over time in each new moment. The use of multimedia means
enables synesthesia, a new connection with new meanings. The connection and interweaving of
sounds, colors and light, and finally the hints of letters or words, connects perceptions at the level
of sensory perception into another sensory whole. The resulting light projection becomes a strong
carrier of the subjective feelings of the demiurge artist on the horizon of the individual world and
in the reception allows them to be shared by others.

The memory of inanimate matter, in this case the principle of repetition, reveals a situation that is
difficult to grasp in words, the process of creation of a work of art resp. aesthetic object, where the
means of expression are the bearer of the meaning of the work. We understand the cyclic ordering
of images, the chain of individual components chronologically. They portray the theme of repe-
tition and return. The memory contained in them is conditioned by the existence and reflection
of man in art and culture.

Abstraction, figuration, play with light and electroacoustic atonal music (proto-tonality according
to John Cage states that the basis of the composition is to reveal a field of related sounds) as an
accompaniment to shots can evoke the energy of stellar radiation through all available interac-
tions with used information and distinctive means of expression. from the world of film, whose

experiment the author presents to us in a unique and unique form. The elements of the sounds
of technical light images, taking place in space-time, leave traces in the human mind as soulful
factors, and man thus becomes part of the code of an aesthetic text, which paradoxically clings to
intimate reflexivity.

Movement as a dynamic change, as a flow of matter undergoes a number of changes and interac-
tions of ever new and emerging forms, to result in a complex shape through reflection of the per-
ceiver, which in aesthetic experience expands the horizon of knowledge of the recipient, human
being. .

Jolana Pastor - Adam Hnojil
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