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Jak dulezité je nase sebeurgeni, mizeme se chapat v rdmci jasné dané
identity? Nebo je to jen zastupny termin pro “to uhy, zajmy a identifikace”, jak
formuloval kulturni teoretik Mark Fisher ve svém textu Unik z upitiho hradu?
svou kritiku vymezovani identit. “Nas boj musi sméfovat k vytvofeni nového,
prekvapivého svéta, ne k zachovani identit vytvofenych a znetvofenych
kapitdlem.” Vyhrady k politice identit Marka Fishera byla namifena hlavné
proti diskusim §tépicim novou levici. Nutnost obhajovat opravnénost své
pozici pfi vystupovani na obranu slabsich vytvafi pocit deprivace pramenici
z nemoznosti oslovit lidi masirované reakéni identitarni politikou xenofobniho
nacionalismu. Za “prekvapivy svét”, po némz Fisher vola a v kterém se podle
néj “za¢ind budovat nova univerzalita”, si v§ak mtzeme dosadit i kolektivni
uméleckou praci a klubovou kulturu, ktera neni jen zébavou, ale mistem, kde
se identity manifestuji, tvofi, proménuji a prolinaji mezi sebou.

Sinnead O’Connor a spojeni mezi jejim ikonickym “autoportrétnim” hitem

a nedavnym youtube videem, kde se do webkamery zpovida z utrap

a izolovanosti zpisobené psychickou nemoci je jednim z témat, které
vystava Fluid identity club “undsi” pro své vlastni vniténi i€ely. FrantiSek
Fekete uziva pytlaceni v cizich formdch, kde se odehrava boj za nalezeni
smyslu mimo vlastni zkuSenost a identitu, a tuto strategii podporuje vciténim
so do roli znamych z roméanu Kosmos Witolda Gombrowicze, kde vladne
heslo “svij k svému pro své” a kazdy nepatrny detail je pro hypersenzitivniho
jednotlivce nabity vyznamy, které se spojuji v honbé za smysluplnosti svéta
a pochopenim rozttisténé spolecnosti.

Némecky idealisticky filosof Johann G. Fichte tvrdi, Ze ve chvili, kdy chci
sam(a) sebe uchopit, tak sam(a) sobé zaroveri unikdm. Podle Fichteho ja
nema jméno a nikdy se neobjevuje ve védomi. Reflexe proto nepfispiva

k plnému pochopeni mého ja, a ja se maze pochopit jen v ¢inech. Pro
némeckého idealistu to znamenalo, Ze co je pochopitelné, pfedpoklada vyssi
sféru syntetizujiciho védéni. Pokud z dnesniho pohledu pouc¢eného kritikou

“korelacionismu” pfipustime, Ze objekt neni redukovatelny na své vztahy, tak

gender ¢lovéka a sexudlni identifikace neni omezitelny jenom na ¢innosti,
které vykondva a s kym se styka. Zaroven je vSak vyhodné si uvédomit,

Ze ¢lovék se muize nejlépe pochopit jen v ¢inech a tim padem v télesnosti

a interakci s druhymi. A to jsou témata, kterd hybou scénou souc¢asné experi-

mentéini klubové hudby, k niz Fluid identity club odkazuje a zabydluje se v ni.

Na kanalech streamovacich sluzeb, kterych tato scéna vyuziva, potom
prevlada médium “blendu”, smési mezi dvéma a vice skladbami, které spolu
nesoupefi jako soutézivy mash-up znamy z 90. let, ale producent/ka ¢i DJ/
ka vyuziva existujici, €asto z mainstreamové popkultury pfevzanou pro
realizaci své agendu a poetiky. “Plivodné romantickou hlasku Justina Bie-
bera ,Muzeme délat jeden druhému spole¢nost? (Can we keep each other
company?*“) pouzila bolivijskd postklubova producentka Elysia Crampton ve
vyjadreni solidarity s transgender osobami ztavrazdénymi v USA, které jako
ona vétsinou zdrover patfily k barevnému obyvatelstvu. Pro Elysiu Crampton
je uvédomovani si vlastni identity stdle probihajici proces ,stavani se“. Se
Sinnead O’Connor tak mGzeme Fict “tobé se nic nevyrovnd” a nemusime tim
myslet jen pfibéh o zhrzené Iasce k &lovéku, kterého jsme ztratili.

,Zplsob, jakym sami sebe vidime, ovlivriuje to, co povaZujeme za dilezité,

a to zase musi ovlivnit zplsob, jakym se chovdme k ostatnim lidem. To je
také divod, pro¢ mi tolik zdleZi na tom, co si o sobé myslite. Nemohu si

v zdjmu svého zdravi a bezpeci jednoduse dovolit, abyste si o sobé mysleli,
Ze jste bezohledni, deviantni a ndsilni nebo moji bezmocni a neuspésni
pribuzni, anebo pfislusnici nadfazené rasy, ndboZenstvi Ci civilizace. Pokud
0 sobé uvaZujete jednim z uvedenych zpusobi a pokud to ve mné vyvold
dostatecné znepokojeni, pokusim se vds sebeobraz narusit a nahradit jej
identitou, kterd je vice v souladu jak s mymi zdjmy, tak i s tim, co pokldddm
za zdjmy spolecnosti jako celku. Jednd se o typicky politicky proces.*”
(David Novitz: Uméni, narativ a lidska povaha)
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How important is our self-determination? Can we understand ourselves
within the framework of a clearly given identity? Or is it merely another way
of saying “desires, interests, and identifications,” as cultural theorist Mark
Fisher postulated in his text Exiting the Vampire Castle? “Our struggle must
be towards the construction of a new and surprising world, not the preserva-
tion of identities shaped and distorted by capital.” Fisher’s criticism of identity
politics was aimed primarily at the debates that had been splintering the New
Left. The need to defend the rightfulness of one’s position when defending
those weaker than oneself creates a sense of deprivation springing from the
inability to address people massaged by the reactionary identitarian politics
of xenophobic nationalism. However, the “surprising world” that Fisher was
calling for and that, in his view, starts to build “a new universality,” could also
be collective art or club culture, which is not just entertainment but a place
where identities are manifested, created, and transformed, and where they
intermingle with one another.

Sinéad O’Connor and the connection between her iconic “autobiographical”
hit and her recent YouTube video in which she tells the web camera about
her suffering and sense of isolation caused by mental iliness are just some
of the subjects that the exhibition Fluid Identity Club “hijack” for their own
internal purposes. FrantiSek Fekete engages in a kind of artistic poaching,
making use of other people’s forms to explore the struggle to find meaning
outside our own identity and experience. One way he uses this strategy is by
putting himself into the world of Witold Gombrowicz’s novel Cosmos, which is
ruled by the concept of “go to your own for your own,” and the hypersensitive
individual sees every imperceptible detail filled with meanings that combine
in a search for the meaningfulness of the world and for an understanding of
fractured society.

The German idealist philosopher Johann G. Fichte argued that the moment
when we want to understand ourselves we elude ourselves. According to
Fichte, the self has no name and never appears in the consciousness. For
this reason, personal reflection does not contribute to a full understanding

of our self, and we can understand ourselves only by what we do. For the
German idealist, this meant that things that are understandable presuppose
a higher sphere of synthesizing knowledge. If, from today’s viewpoint enlight-
ened by the critique of “correlationism,” we allow that an object cannot be
reduced to its relationships, then a person’s gender and sexual identification
are not limited to the actions s/he engages in and the people s/he has con-
tact with. At the same, however, we should remember that people are best
understood only through their actions — i.e., through their physicality and their
interactions with others. And these are the themes that drive today’s experi-
mental club music, which Fluid Identity Club references and works with.

The streaming music channels that this scene uses are dominated by
“blends”, mixtures of two or more songs that don’t compete with one another
like the competitive mash-ups from the 1990s. Instead, the producer or DJ
uses preexisting songs, often from mainstream popular culture, in order to
realize his or her own agenda and poetics. The Bolivian post-club producer

Elysia Crampton used Justin Bieber’s original romantic line “Can we keep
each other company?” to express solidarity with transgender people mur-
dered in the USA. For Crampton, being aware of one’s identity is an ongoing
process of “becoming yourself.” And so we can join Sinéad O’Connor in
saying that “nothing compares to you,” and we don’t have to just mean that
as a story of unrequited love and the person we have lost.

“How we see ourselves affects what we regard as important, as this, in turn,
must affect how we behave towards others. This [...] is why the view that you
take of yourself becomes of profound concern to me. | simply cannot afford,
for reasons of my own well-being and safety, to allow you to think of yourself
as ruthless, devious, and violent; as powerless or deprived relative to myself;
or as belonging to a race, religion, or civilization superior to my own. If you
do think of yourself in any of these ways, and if | am sufficiently perturbed by
this, | will attempt to subvert your self-image and to replace it with an identity
more conducive both to my interests and to what | perceive as the interests of
the society as a whole. The process is quintessentially political and occurs at
a variety of levels.”

(David Novitz: Art, Narrative, and Human Nature)
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L,Fluidni identita vznika tam, kde je prosttedi pfili§ uzaviené do sebe a pfili§
sebe samo obhajujici a pfesvédEujici. Potom se vSak otevfe sam svét a my
pfichazime k poznani. Jsme nékdo jiny. Jsme pokazdé nékdo jiny. Ale kdo?
Muazeme byt kymkoliv, nage identita pluje...“ Fluid Identity Club je imag-
indrnim mistem, které navstévuji ti, kdo touzi ménit a sdilet svdj charakter,
etnikum, gender, zajmy i vzhled. Ti, kdo chté&ji uniknout z okovd tradiéni
spole€enskeé struktury. Ti, kdo se vzdavaji své pfeduréené, omezujici identity
ve prospéch volby.

Aktudlni realizace Fluid Identity Club rozviji instalaci Google Your Melancholy
(2017), slozenou z digitalnich kolazi, animace, textového videa a hudebniho
soundtracku. K nim se v aktudlnim dile pfipojuje jesté sugestivni, svétel-

né i prostorové podminéna atmosféra hudebniho klubu, ktera spole¢né

s autorskym textem aktivuje divékovy emoce. Texty FrantiSska Fekete

totiz — podobné jako jeho instalace — obsahuji dvé zakladni roviny sdéleni:
jsou jak introspekci vlastnich dusevnich procesu, tak i sledem poetickych

a metafyzickych obrazll existence ¢lovéka ve vztahu k sou¢asnému techno-
logicky zalozenému svétu. Cilem vSech jeho instalaci je navézat komunikaci
v koncepéni i emocionalni roviné.

V instalaci Fluid Identity Club jsou vystavené fragmenty pfedmétd, obraz(

a myslenek, které sem pronikaji z virtudlniho prostoru, z alternativnich svéta.
Svétl, kde se ¢lovék stavd absolutni individualitou, okamzitym obsahem

bez v8ech apriornich vztahd, kde se vztahy neustdle méni podle aktudlnich
okolnosti. Dava ndm do nich nahlédnout a zachytit letmy dotek jeho nalady.
Dojem, trochu ptekvapivé, neni nijak zvlast radostny — vyvoldva pocity melan-
cholie a Uzkosti. Vyvolava otazky, jak si Ize ve svété fluidnich identit uchovat
integritu, potfebnou k udrzeni dusevni rovnovéhy. ,Sotva jsme se prestali
dusit ve vézeni shody, utopime se v ocednu volby“, popisuje spisovatel Mi-
chael Foley (Is The Age Of Individualism Coming To An End?, 2017) a tvrdi,
Ze pro zachovani dusevniho zdravi je nutné udrzovat neustalé napéti mezi
potfebou osobni svobody a poZadavky ostatnich. Naroky tradi¢ni spole¢nosti
nejsou snesitelné, ale odmitnuti vSech omezeni také neni odpovédi. Fran-
tiSek Fekete ve svém autorském textu, ktery je nedilnou soudasti vystavy,
tuto premisu potvrzuje: ,Pochopit sebe a slabost lidstvi a zvolit zavislost.”
Jeho vize v8ak neni pesimistickd. FrantiSek Fekete v intencich sou¢asného
posthumanismu dospiva k pozitivnimu, tedy spiSe technooptimistickému
smeéfovani. Mozna v subjektivnich, virtudlnich a manipulovanych realitach
ztratime své ,naucené” identity. A mozna to bude praveé virtualita, kterd nam
pomuze odpoutat se od sebedestruktivnich spole¢enskych predsudkl a najit
své skute¢né, nedigitalizovatelné ja.

Vsichni stale hrajeme hru ,na identity“, ale zkusit v jejim labyrintu potkat sam
sebe neni snadné: ,Jé je ve skute€nosti nékde hluboko. J& neni v8udypfitom-
né... K tomu, aby byl dnes ¢lovék cely, musi se rozpoltit. Ale rozpolcené ¢asti
nenechat v sobé, nybrz je ukryt. Jeden ze zplsobd, jak véci ukryt je nechat je
samovolné plout.“ (Fr. Fekete, www.fluididentity.club).

FrantiSek Fekete vystupuje i v redlném uméleckém svété v rliznych rolich.
Jako kurétor pusobi predevsim v prazské Galerii 35m2. Uz dfive ho vSak
bylo mozné zaznamenat jako spoluzakladatele a kuratora plzefiské galerie
souc¢asného umeéni Vestfedu (2013-2014) nebo jako kuratora vystavy FA-
MUFEST (2016). Jméno FrantiS8ka Fekete se objevuje pod teoretickymi texty
na webu Artlist, pod recenzemi na Artalku, ale i pod volnymi autorskymi texty,
napfiklad v knize Petera Faba Nail Art (2017) nebo na webovém rozhrani
vystavy Fluid Identity Club (2018).

V Galerii G99 Domu uméni mésta Brna uskutecnil v lofiském roce performa-
tivni autorsky/kuratorsky projekt, v némz se obé dosud spiSe nezavislé

role pozoruhodnym zpdsobem propojily. V projektu TBA (2017) FrantiSek
Fekete sam fyzicky realizoval Sest konceptudlnich scénéri, které mu zaslalo
Sest oslovenych umélct: Michal Péchoucek, Pamela Kutakovd, Sra¢ Sam,
Svétlana Spirina, Dominik Gajarsky a Laura Tren€anska. V prostoru galerie,
kde cely projekt osobné vefejné pripravoval, posléze vystavil dokumentaci
v8ech téchto realizaci, jejichz autorstvi se v ramci této barthesovsky pojaté
hry s koncepty stalo fluidné kolektivnim. Divéak mohl pGvodni koncept vnimat
pouze prostfednictvim anonymni dokumentace performance druhé osoby.
Vystava TBA predstavila dilo jako ,pfedivo citaci, pfejatych z nespoetného
mnozstvi kulturnich center (Roland Barthes, Death of the Author, 1967),
pri¢emz slozitd struktura a fakt, Ze se jednotlivi autofi béhem procesu dostali
do kontaktu pouze prostfednictvim elektronické posty, tvofi most k tématu
virtualni identity.

Pro tvorbu Frantiska Fekete je velmi charakteristicka tékavost mezi rdznymi
médii: jeho instalace zahrnuji a kombinuji pohyblivy obraz, autorsky text,
digitalni kolaze, graficky design. Podstatnym prvkem je v§ak zejména stalé
napéti mezi fyzickym objektem a digitalnim médiem — af uz je nositelem textu,
nebo pohyblivého obrazu. Postupem ¢asu u néj stale vyraznéji vyvstavaji
otdzky po vztahu ¢lovéka vici obéma dimenzim: jak pise literdrni kriticka

N. Katherine Hayles, je zde rozdil mezi ¢lovékem jako seberegulujicim
mechanismem, jehoz hranice byly jasné oddéleny od prosttedi, a ¢lovékem
vpletenym do informaéniho okruhu, ktery jej zcela promériuje.

Dalsi prace, realizovand v lofiském roce spole¢né se studentkou CAS
FAMU Ninou Grunovou, ma nézev Skenovat vinu (Galerie Cyril, Prostéjov,
2017, kurator David Bartos). Instalace fotografickych objektd, fezud lidskym
télem, zde byla doplnéna zvukovou stopou, fiktivnim rozhovorem soudce,
digitalni bytosti ze vzdalené budoucnosti a vraha, rediné postavy odsouzené
v 90. letech 20. stoleti k trestu smrti. Vrahovo télo bylo pro védeckeé ucely
rozfezano, naskenovano a transformovano v digitéini objekt nazvany Adam.
Autofi vystavniho projektu se zabyvali otdzkou, ,co se pfi tomto procesu
stalo s vrahovou vinou®, kterd (af uz individudlni, nebo kolektivni) je v tomto
ptipadé pozitivnim vymezenim lidské bytosti. Adam je zde metaforou pro
virtudlni identitu, jez tento transcendentalni rozmér s nejvétsi pravdépodob-
nosti postrada.

Usili o preklenuti rovin védeckych dat a humanisticky neexaktniho p¥istupu
umeéleckého svéta pronikd vétsinou projektt Frantiska Fekete. Explicitné se
tomuto tématu vénoval v dile Véci, kterym nerozumim (bakaldfska prace

v ateliéru Mileny Dopitové na Fakulté designu a uméni Zapadoceské Univer-
zity v Plzni, 2015) a v navazujicim projektu V&ci, které mé fascinuji (2015).
P¥ibliZil se tu pojeti teorie védy Bruna Latoura, ktery chape védeckou aktivitu
ne jako exaktni proceduru nebo soubor princip(, ale jako systém myslenek,
Ustnich tradic a specifickych kulturnich praktik.

Jitka Hlavackova
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“Fluid identity is created when a particular milieu is excessively closed off
and self-affirming. But then it opens itself up to the world, and we come to

a realization. We are someone else. We are someone else each and every
time. But who? We can be anyone, our identity is fluid...” Fluid Identity Club
is an imaginary place visited by people yearning to change and share their
character, gender, interests, and appearance. People who want to escape
from the shackles of traditional social structures. People willing to give up
their unambiguous identity in favor of choice.

FrantiS8ek Fekete’s latest exhibition, Fluid Identity Club, expands on his earlier
Google Your Melancholy (2017), which consisted of digital collages, anima-
tion, text-based video, and a musical soundtrack. To these, he has added
the suggestive atmosphere (in particular in terms of light and space) of

a music club, which, together with his original text, is designed to activate the
viewer’'s emotions. Like his art installations, FrantiSek Fekete’s texts contain
two important levels of meaning: firstly, they are an introspective exploration
of his own mental processes; and secondly, they are a series of poetic and
metaphysical pictures of man’s relationship to today’s technologically-based
world. The objective of all his installations is to engage in communication on
the conceptual as well as emotional level.

Fluid Identity Club presents fragments of objects, images, and ideas that
emerge from virtual space and alternative worlds — worlds in which man is
an absolute individual, an immediate content without any preconceived rela-
tions; where relationships are constantly changing in response to the current
circumstances. Fluid Identity Club lets us look into these worlds and gives
us a fleeting idea of their moods. Somewhat surprisingly, it does not make

a particularly joyful impression, but evokes feelings of melancholy and anxi-
ety and raises questions as to how, in a world of fluid identities, we can pre-
serve a level integrity necessary for maintaining our spiritual balance. “Once
we suffocated in the prison of conformity, then we drowned in the ocean of
choice,” writes Michael Foley in “Is the Age of Individualism Coming to an
End?” (2017). He recommends that in order to preserve our mental health
we must maintain constant tension between the need for personal freedom
and the demands of others. The demands made by traditional society are
impossible to bear, but rejecting all limitations is not the answer, either. In
his original text, which is an integral part of the exhibition, FrantiSek Fekete
confirms this proposition: “To understand oneself and human weakness, and
to choose dependence.” But his vision is hardly pessimistic. Working within
the intentions of contemporary post-humanism, he arrives at a positive (or
rather, techno-optimistic) solution. Perhaps we are losing our “learned” identi-
ties within subjective, virtual, and manipulated realities, and perhaps it will be
virtuality that helps us to break free from self-destructive societal prejudices
and to find our true non-digitized self.
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We are all constantly playing a game of “identity,” but it is amazingly
attractive to try to find ourselves in the labyrinth of identities, because: “I am
in actuality somewhere deep. | am not omnipresent... For man today to be
whole, he must split himself. But the divided parts cannot be kept inside;
they must be hidden. One way of hiding things is to let them float freely.” (Fr.
Fekete, www.fluididentity.club).

FrantiSek Fekete has various different roles in the real world of art as well.

He has spent the past several years working as a curator, primarily for
Prague’s Galerie 35m2. Before that, he was a co-founder of and curator at
Pilsen’s Vestted contemporary art gallery (2013-2014), and he also curated
the 2016 FAMUFEST exhibition (2016). The name FrantiS§ek Fekete has
appeared underneath articles written for the Artlist website, reviews on Artalk,
and elsewhere, such as in Peter Fabo’s book Nail Art (2017) and on the
website for Fluid Identity Club (2018).

Last year, Fekete organized a performative exhibition at the G99 Gallery
(Brno House of Arts), in which he combined these two previously separate
roles (artist and curator) in a remarkable manner. In TBA (2017), Frantiek
Fekete physically realized six conceptual scripts sent to him by six invited
artists: Michal Péchouéek, Pamela Kutédkovd, Sam Sra¢, Svétlana Spirina,
Dominik Gajarsky, and Laura Tren¢anska. In the gallery, where he personally
and publicly prepared the entire project, he exhibited documentation of all
these performative realizations, whose authorship of this Barthean experi-
mentation with conceptual art could be described as fluidly collective. The
only way the audience could understand the original concept was through its
anonymous performance by a second person. TBA explicitly presented the
work as “a tissue of citations, resulting from the thousand sources of culture”
(Roland Barthes, Death of the Author, 1967), while the complicated structure
and the fact that during process the various authors communicated only via
email forms a direct bridge to the subject of virtual identity.

As a student of art, FrantiSek Fekete has been making his own art for more
than five years. One highly characteristic feature of his work is a fluidity
between media: Fekete’s installations incorporate and combine moving
images, original text, digital collages, and graphic design. And yet, their
founding element is the constant tension between the physical object and
the digital message — whether in the form of text or the moving image. With
the passage of time, his work increasingly raises questions as to man’s rela-
tionship to both these dimensions. As the literary critic N. Katherine Hayles
has written, there is a difference between man as self-regulating mechanism
whose boundaries are clearly defined vis-a-vis his environment, and man
woven into a cycle of information that transforms him completely.

Another work, realized last year in collaboration with Nina Grunova, a student
from FAMU’s Center of Audiovisual Studies, was called Scan My Guilt
(Galerie Cyril, Prostéjov, 2017, curator David Barto$). This installation of
photographic objects (cross-sections of the human body) was accompanied
by a fictitious interview between a judge/digital being from the distant future
and a real murderer sentenced to death in the 1990s. The murderer’s body
was frozen for scientific purposes, cut up, scanned, and transformed into

a digital object called Adam. The artists were here exploring the question

of “what this process did to the murderer’s guilt”, which (whether individual
or collective) is in this case a positive delineation of a human being. Adam
is a metaphor for the virtual identity that this transcendental dimension in all
likelihood is lacking.

The effort to combine the level of exact data with the humanistically inexact
approach of the art world characterizes most of FrantiSek Fekete’s art. He
explicitly explored this subject in his graduation work entitled Things That

| Don’t Understand (BA, studio of Milena Dopitova at the University of
Western Bohemia’s Faculty of Art and Design, 2015) and which he loosely
expanded on in Things That Fascinate Me (2015). In so doing, he touched
on Bruno Latour’s theory of science, which sees scientific activity not as an
exact procedure or set of principles, but as a system of idea, oral traditions,
and specific cultural practices.

Jitka Hlavdckova
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