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1) Viz napf. prednasku
na pudeé univerzity

v Malmo: Design, When
Everybody Designs -
Ezio Manzini (Medea
Talks #27), September
10,2015, dostupné
on-line.

2) Odkazuji zde na
termin Clauda
Lévi-Strausse, jinak
téz ,domaci kutilstvi“.

3) K vyuziti Lévi-
-Straussovy
koncepce k popisu
horkych a chladnych
prvku v riznych
spole¢nostech viz
ASSMANN, J. Kultura
a pamét. Pismo,
vzpominka a politicka
identita v rozvinutych
kulturach starovéku.
Praha: Prostor, 2001,
zejm. s. 65-66.
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Ezio Manzini ve svych pred-
naskach o designu obvykle prezentuje mapu
uloh a reseni, které soucasna civilizace za-
dava dnesnimu designérovi.t Zdlraziuje tak
vzajemnou propojenost civilizacnich kolapst,
socialnich inovaci, nového angazovaného
designu a vize udrzitelné spolecnosti. Tato
kapitola o tradici a udrzitelnosti poukazuje
na ty ¢innosti designéra nebo umélce, kte-
ré v ramci tradice hledaji ztracejici se stopy
a v ramci toho, co nazyvame udrzitelnosti,
se snazi stopu zanechat. To, co je ovSem pro
vSechny zde predstavené vystavy spolecné,
je védomi nenavratnosti, tedy pojeti tradice
jako navazani a udrzitelnosti jako kreativniho
zachovavani, nikoliv mechanického opakovani.
Stejné tak kreativita v perspektivé udrzitelné
spolecnosti tu nemizZe byt nasilnou ,tvorivou
akci“, ktera dlivéfuje mechanismu pokroku
a nekoneéné inovaci. Kreativita zde vyuziva
principy spoluprace a prehodnocovani, zno-
vuvyuziti a brikolaz.?

Oteplovani planety az prekva-
pivé odpovida ztélesnéni metafory, jiz Claude
Lévi-Strauss charakterizoval zapadni spole¢-
nost jako horkou3. VSudypritomna potreba ak-
celerace (produkce, inovace, ,rozvoje“ neboli
kulturniho kolonialismu, etc.), jez je zaplavovou
vlastnosti kapitalismu, je principem, jemuz se
naopak velmi intenzivné brani spole¢nosti,
které Lévi-Strauss nazval chladnymi. Ustfed-
nim nastrojem téchto studenych spole¢nosti
je nedivéra k inovaci a predevsim respekt
k tradovanym zasadam, postuplim, narativiim
(,,zmrazenym déjinam®). Poruseni po generace
dodrzovaného habitu predpoklada v takové
kultufe osudné nasledky (trest bohti). V kon-

4) K aktualnim
podobam designu
navazujiciho na
morrisovské navraty
k tradi€nimu Femeslu
a obecnéji k minulosti
viz HUBATOVA-
-VACKOVA, L.
PAUKNEROVA, P,
RIHA, C. (eds.), Tam

a zpatky. Soucasny
design, architektura
aurbanismus v CR.
Praha: Umprum, 2015.

textu Lévi-Straussovy metafory mizeme uz
vice nez tricetileté usili euroamerické spolec-
nosti o vytvoreni koncepce ,trvale udrzitelné-
ho rozvoje“ povazovat za hledani chladiciho
nastroje. Je to ostatné kulturni reakce, ktera
je nenapadnou souputnici primyslové revo-
luce.* Je tedy tradici euroamerické kultury

obracet se k tradici at uz za uéelem hledani
inspirace k dalSim inovacim, nebo z diivodu

skepse vuci tzv. pokroku.

Soucasna zapadni spolecnost pocituje neod-
bytné znepokojeni v otazkach zivotniho prostredi. Kolektiv-
ni nevédomi a rozruSena medialni diskuse o moznostech ¢i

nemoznostech napravy lidského zjizveni prirody, stejné jako

povazliva zatvrzelost a rutina konzumujici masy, generuji
na poli uméni a designu uz nékolik desetileti vize postapo-
kalyptického svéta. Reakci na tyto tendence je usili o nale-
zeni dobrych reSeni, koncepce udrzitelnosti, ktera nachazi
inspiraci u ,,starych®, totiz v tradici. Fehomén globalizace

a ekologie jsou metaforami pro komplexnéjsi mysleni, kte-

oddélovanymi ,tfidami véci“, kterym nas ucilo osvicenstvi.
Jestlize epocha modernis-
5 CHO,Y.Different MU Vyznavala originalitu, rychlost, novost
Shades of Green
Consciousness:
Sustainability Labeling ZNAMO, hleda v paméti to, co doba predcho-
and Environmental s~ . -
zi prekryla. Jestlize byl moderni konzument
Evaluations. In: Journal
of Business Ethics,
2015), pp. 73-82; URL: Fychlého uspéchu se sklonem k hédonismu,
https:/www.jstor.org/ v s v - -~ -
dnesni Siroké spektrum spolecenské seg-
(green consciousness), které ovliviuje nasi
spotrebitelskou i ob¢anskou volbus®.
jiné i vyzkumy tradic jako alternativ k zapadni, stale jesté
technokratické a stale vice konzumni kulture a inspirace

a efemérni efekty, postmoderni doba, jak
The Interplay of
Impact on Product

formovan predstavou ambiciézniho honce
Vol. 128, No. 1 (April
stable/24702853

mentace zahrnuje takeé ,,zelené (s-)védomi“

Nastrojem koncepce udrzitelnosti jsou mimo
jeiich véky ovérenymi technologiemi, materialy, ispornymi
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a recyklacnimi organizacnimi principy a nakonec i mytolo-
gii. Druhou variantou je vlastné opét tradi¢ni a pritom tolik
modernistické Feseni - totiz dlivéra v technologicky vyvoj
novych, tentokrat ovSem k prostredi SetrnéjSich moznosti.

Série vystavy, které se v ramci letoSni ¢innos-

ti univerzitni galerie G18 uskutecnily, ilustruji obé uvede-

né tendence.

6) Zvlaste jeho Ceska
varianta navic pusobi
jako oxymoron,
obsahuje ,rozvoj“

a trvalost“, coz jsou
kulturni pojmy vuci
sobé protikladné.

7) Srov. aktudlné
vyhlaseni evropskych
mést - stav klimatické
nouze. Prohlaseni
prazskych kulturnich
instituci k vyhlaseni
stavu klimatické nouze.
Artalk.cz, 28.2.2019.

8) Viz WAGNER,

F. A Culture of
Sustainability.”
Commentary by
Marcus Andreas.

In: ANDREAS, M.;
WAGNER, F. (eds.).
“Realizing Utopia:
Ecovillage Endeavors
and Academic
Approaches,” . Munich:
RCC Perspectives.
2012,n0.8,s.57-72.

12

Udrzitelnost

Trvale udrzitelny rozvoj, kratce
udrzitelnost, byva povazovana za vagni nebo
vubec vyprazdnény pojems, jenz se stal ré-
torickym nastrojem politickych prohlaseni
a konceptem reklamnich kampani (,,Letec-
Ubude plasti na palubé&“). Na druhou stranu
pojem udrzitelnosti zastupuje silné pocito-
vanou potrebu zbrzdovani nekontrolovatelné
akcelerace téch procesl, které sledujeme
jako nasemu Zivotnimu prostiedi Skodlivé.
yudrzitelnost“ se tedy stava popisem poza-
dované charakteristiky kazdé lidské €innosti,
ktera na zemi zanechava stopu v obdobi vni-
maném jako stav nouze”.

Mluvime tedy o kulture udr-
zitelnosti®, v ramci niz jsou kulturni instituce,
design a uméni vlivnymi prostredky vyjadro-
vani a napliovani této nouzoveé vyzvy. V jejim
stredu stoji lidské potreby. OvSsem jejich cha-
rakter i Sire se v sou¢asném svété diametral-
né liSi. Rozhodné ne vétsSinovymi jsou potreby
statu, které se kdysi pySné oznacovaly jako
vyspélé, protoze se jim podarilo odsunout vy-
koristovanou socialni skupinu i drancovanou
krajinu do zemi tretiho svéta. Tyto staty po-
cituji potrebu zajisténi udrzitelnosti alespon

9) Zapadni svét

zde chapeme spise
jako charakteristiku
mocenskych vztahu
mezi zemémi,
protoze puvodni
geograficka vazanost
na euroamerickeé staty,
vcetné Australie je

v dnesni situaci trzni
globalizace zna¢né
zavadeéjici a zcela
prehlizi asijské staty.

10) Human centered
design.

11) K sebeutvarejicimu
konceptu komunity
viz ESCOBAR, A.
Designs for the
Pluriverse. Radical
Interdependence,
Autonomy and the
Making of Worlds.
London: Duke
University Press
Books, 2018.; jako
prednaska dostupné
on-line: Designs for
the Pluriverse // Clark
University Atwood
Lecture; dostupné z:
https:/www.youtube.
com/watch?v
=80uy7aN6XPs

12) Vychazime tu
nejvice z pojmu kultury
udrzitelnosti, jak ji pro
podminky v Némecku
shrnul a navrhl Felix
Wagner (2012, viz
pozn. 8) a z prednasek
a textt Tima Jacksona
k tématu rastu: napf.
Prosperity Without
Growth. Foundations
for the Economy of
Tomorrow, Routledge
2016.

13) Tak navrhuje novy
ekonomicky model
napr. Tim Jackson,
viz pozn. 7.

té miry blahobytu, kterého v soucasné dobé
uzivaji i v pripadé, ze drancovana krajina jiz
nebude schopna vydat potfrebné mnozstvi
zdrojui a stradajici obyvatelstvo zacéne maso-
vé migrovat. Zatimco tedy zapadni svét® vy-
uziva principy HCD*° také k vedeni uzivatele
k Setrnosti a zodpovédné konzumaci, zemé
byvalého tretiho svéta nahlizeji ukol nové-
ho designu spiSe v ramci komunitnich praci
a resSeni dlouhotrvajicich politickych a eko-
nomickych souboji se svymi vykoristovateli
odmitnutim designu jako plivodniho nastroje
hegemonického zapadniho ,,rozvoje“ a nahra-
zenim autopoietickym pojetim komunitniho,
autonomniho designu.1*

Vyzvy soucasného usili o udr-
Zitelnou kulturu, které se dotykaji uméni a de-
signu, Ize shrnout v nasledujicich bodech?:

a)Zména hodnotové orientace
ekonomického modelu na sdilenou budoucnost,
tedy smérovani investic z tlaku na nekoneény
rist a urychlovani vedouci ke konzumnimu
hédonismu a primariatu inovace na hodnoty
Casu, tedy tradici a altruismus.*?® Pfikladem zde
budiz webovy vyhledavac, projekt Christiana
Krolla, Ecosia, zaméreny na finanéni podporu
neziskovych organizaci prospésnych Zivotni-
mu prostredi. Prozatim prijatelnéjsi a notné
skromnéjSi zménu v podpore systému uzavie-
né vyrobni smycky (closed-loop system) rea-
lizuji znacky jako Prada'4, Samsung, Tesco aj.

b) Institucionalni a urbanistic-
ka podpora kultury koexistence, komunitni
spolecnosti, socialni soudrznosti. Spoluticast
obyvatel na planovani a stavbé domu nebo
¢tvrti (napfriklad socialné zodpovédné projekty
Alejandra Araveny v jiznim Chilet%) je principem
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14) POWNALL, A.
Prada to phase out
virgin nylon in its
“emblematic” bags
by 2021. Dezeen, 12
July, 2019, online:
https:/www.dezeen.
com/2019/07/12/
prada-econyl-
recycled-nylon-
fashion/, Mezi jinymi

materialy je predevsim

recyklace plast stale
tématem diskuse.
Kurator loriského
bienale v Istanbulu,
Jan Boelen, upozornil
na slepou ulicku
recyklace plastu a na
nové cesty k jejich
nahrazeni, aby tak
mohly byt uplné
vyfrazeny z vyroby.

15) Své projekty
socialniho bydleni

umoznujici obyvatelim

vlastni dostavbu dle
potreby prostoru Ci
kreativity prezentoval
Aravenavroce 2016

na benatském bienale

konceptu oteviené instituce, ktera se pokousi
umensit svou klasickou roli ramce pro uplat-
novani ,,micky vnucenych“*¢ pravidel habitu,
a naopak se promeénuje v hristé, jehoz uziva-
tel prinasi pravidla sva. Koncept otevienosti
k lokalnimu divakovi a jeho aktivni spoluti¢ast
na vystavni udalosti je uz delSi dobu metou
vice ¢i méné uspésné dosahovanou svétovymi
sbirkovymi a vystavnimi organizacemi. Pravé
takovym prostorem chce byt univerzitni ga-
lerie G18. Tendence k participaci, spolecen-
sky odpovédnym ¢i angazovanym projektiim
instituci miZeme chapat jako projev vzdoru
dnesniho ¢lovéka - nebyt pouze konzumentem,
stat se znovu ob¢anem. Koncept participa-
tivnich galerii navic vsazuje ¢innost instituci

avtomtéz roce obdrzel 1O specifického prostoru mista a vaze tedy

Pritzkerovu cenu.

16) BOURDIEU, P.

Pravidla uméni. Geneze

a struktura literarniho
pole. Brno: HOST,
2010,s. 355.

17) RAMIREZ, M.
Socially sustainable
product innovations
in mainstream
international design
awards. In: DESIS
International
Symposium -
»,Design: a Catalyst
for Sustainable India“.
27-28 January,
2012, Ahmedabad.
Dostupné z: jstor.org
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spolupraci odbornikli a navstévnika s kon-
krétnimi tématy daného prostredi.

c) Transformace technologii
podminéna eliminaci toxickych materiald, vy-
uzitim odbouratelnych ¢i znovu vyuzitelnych
zdroju. Princip linearniho vylepSovani a plos-
ného rozsirovani ma nahradit princip kruhu
obnovitelnosti a vyuzitelnosti mistnich zdrojti
atradic. Prace se snadno odbouratelnymi Ci
recyklovatelnymi materialy jsou poc€inaje uspé-
chem eko vyrobkll Toma Dixona standardnim
pozadavkem designérskych soutézii chloubou

»Zelené“ identity nékterych korporaci (z téch
Stejné tak prace se zbytkovymi materialy je
uz vlastné tradicni soucasti Skolnich zadani
uméleckoprimyslovych skol.*” Nenapinénou
vyzvou vSak vétSinou zlistava komplikovana
cesta od prototypu k velkoprodukci a prede-

vSim otazka, je-li vlastné zadouci, aby vyrobek

18) Ze znaméjsich
projektl sem muzeme
zaradit i aplikaci ,Bez
Andreje“ od Martina
Vytrhlika, ktera
alespon ¢astecné
vede uzivatele

k zodpovédnému
nakupovani potravin,
jez nepochazeji

z velkoploSného
zemeédélstvi. K tématu
kompostovani viz
napf. JANKINS, J.
Lidsky hnj. 3. Ceské
svépomocné vydani,
2005, online:
http:/docplayer.
cz/1130648-Lidsky-
hnuj-navod-k-pouziti-
treti-vydani-navod-
na-kompostovani-
lidskeho-hnoje-od-
josepha-jenkinse-c-
2005-joseph-jenkins-
vsechna-prava-
vyhrazena.html

z mistnich zdroji na neblahé ambice masové
produkce viibec aspiroval, nebo nestane-li
se coby luxusni artikl objektem nenasytné
komodizace vyjimecného designu. Takové
osudy dokladaiji nejstarsi pokusy o praci s re-
cyklovanymi i nalezenymi predméty kon-
ceptualniho designu Pieta Heina Eika nebo
Stuarta Haygartha nebo sbirani plastového
odpadu jako materialu pro rukodélné vyrobky
studia Swine. Vystava Foodprint v galerii G18
prinesla k této vyzvé hned nékolik prikladi od
produkti ze zbytkli jidla, jako jsou ofechové
skorapky €i kavové sedliny, k digitalnim pro-
duktiim, mobilnim aplikacim ¢i pomtickam
podporujicim uzivatelskou zodpovédnost za-
mezujici plytvani jidlem a kompostovatelnymi
surovinami, véetné lidského hnoje.1® Uz nazev
zdUlraznuje provazanost procest konzumace
potravin s vyrobky denni potreby, s podpo-
rou monokulturniho zemédélstvi a dopadem
téchto faktort na Zivotni prostredi, a tedyina
télesnost a identitu clovéka.

d) Podpora atraktivity a vé-
domi €i porozumeéni ,udrzitelnosti“ v ramci
uméleckého prizkumu a reflexe. Péstovani
sentimentu vici prirodé je také euroameric-
kou tradici, znovu a znovu pfipomina roman-
ticky mytus lkajici nad touhou po opétovném
spojeni ¢lovéka a matky prirody. Romanticky
vztah ke krajiné ¢i domoviné je v pozménéné
podobé stale pritomen i v soucasném diskurzu
o zivotnim prostredi a klimatické krizi. Arche-
typalni Matka Zemé stoji v pozadi kolektivni
viny, reformnich motivacii radikalniho prehod-
nocovani definice ¢lovéka. Vzorem nové kon-
cepce vztahu €lovéka a prirody a pfedobrazem
autonomniho designu udrzitelné spolec¢nosti
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19) Escobar

v pfikladech
komunitnich aktivit

v Jizni Americe
konstituuje novou
definici designu po
ontologickém obratu,
viz pozn. 15.

20) NOE, A. Out of

Our Heads. Why You
Are Not Your Brain,
and Other Lessons
from the Biology of
Consciousness. New
York 2009, s. 95,
citovanov ceském
prekladu In: POKORNY,
V. Teorie predstavivosti
v souc€asnych
kognitivnich védach.
Academia.edu.
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je napriklad kolumbijska komunita puvod-
nich obyvatel (Nasa people), ktera inspiruje
svéraznou ideou Matky Zemé (Uma Kiwe). Ta
je totozna s lidskym srdcem, s Zivotem celého
pokoleni. Programem spolecenstvi (Plan de
Vida) pak neni nic jiného nez spole¢na péce
o tuto zemi.*® Zajem o tyto inspirace vede
také historiky a teoretiky k tématim, ktera
bychom mohli zaradit ke kulturnim studiim
designu nebo Kk jiz tradicnimu badani na po-
mezi uméni a prirodnich véd. Vedle jizzminéné
koncepce designu Artura Escobara sem patfi
prace jako Making: Anthropology, Archaeo-
logy, Art and Architecture Tima Ingolda nebo
tradi¢néjsi Human Animal Martina Kampa.
Timto smérem se zda také vydavat chystané
bienale v Berliné 2020. Vazbu mezi identitou,
télesnosti, kvalitou zivota ¢lovéka a krajinou
tematizuje v galerii G18 vystava Stopy krajiny.
Predstavuje soubor uméleckych reflexi kra-
jiny, at uz se jedna o mésto nebo o kulturni
a prirodni krajinu. Odkazuje na rozsSirenou
prostorovou zkuSenost a identitu lidského
téla. A jestlize miZzeme chapat ¢lovéka jako

»,misto, kde se néco déje“,2° referuje o setka-

ni mist i o sebe-pojeti Clovéka jako soucasti
biosféry. Od indiferentniho pojmu prostoru
nas vystava provazi ke krajiné, z jejiz tvare
dokazeme ¢ist, a nakonec k domovu, ktery
zasadné formuje nasi identitu.

Tradice

Ohlédnuti k tradici, které gale-
rie G18 predstavila, nepojima tradici pouze ve
smyslu uzivani rukodélnych technik. Obraci
se jak k tradici, ktera zahrnuje princip chlad-

21) HOBSBAWM, E.;
RANGERT. (eds.).
The Invention of
Tradition. Cambridge:
Cambridge University
Press, 1983.

22) ASSMANN, J.
viz pozn. 3.

23) Parafrazuji zde
¢ast rozhovoru postav
z filmu In Vitro (2017),
ktery je soucasti
projektu Heilroom
Larissy Sansour
prezentovaného

v danském pavilonu
na 58. biendle v
Benatkach: “someone
else’s nostalgia were
implanted in me”.

24) Arturo Escobar zde
vychazi z pojmu Tonyho
Fraye (Becoming
Human by Design).
ESCOBAR, A. Designs
for the Pluriverse

// Clark University
Atwood Lecture, March
16,2017, dostupné

na Youtube.

né spolecnosti, tak i k tzv. vynalezené tradi-
ci (invented tradition) moderni spoleénosti
horké. Chapeme ji jako soubor praktik, které
jsou Fizeny vétSinou verejné nebo tiSe prijaty-
mi pravidly a maji ritualni nebo symbolickou
povahu. To si vyzaduje vstépovani urcitych
hodnot a norem chovani opakovanim, které
automaticky zahrnuje kontinuitu s minulosti.?*
Minulost je mytizovanym konstruktem a po-
tazmo organiza¢nim nastrojem pritomnosti.??
Minulost nebyla, minulost pouze je nostalgie
nékoho jiného implantovana do nasi mysli.z?
Koncept tradice se blizi tomu,
co nedavno Arturo Escobar nazval propo-
jenim ,ancestrality and futurality“?4, tedy
ononu ,dédictvi predki, které upomina
konkrétni spolecenstvi na mistné specific-
ké strategie zajistujici zachovani zivotnich
podminek této komunity pro dalSi generace.
Po modernistické potfebé oéernovani ,sta-
rého“, pomalého a neménného, se nabizi
dnesnimu designu vyuzit archeologie svétové
techné a praxis, ktera nam postupné odkry-
va depozitar reSeni, jez globalni trh odsunul
daleko za okraj pouzitelnosti. Propast mezi
anonymnimi pracovnimi silami tfetiho svéta
a nadrazenosti kreativné-primysiné prace
designéra premostuje tzv. co-design, tedy
rovhocenna spoluprace v ramci kreativniho
atradicné remesiného procesu. Ten funguje
jako ekosystém, vazany na rovnhovahu mistnich
podminek. Priklad, ktery pfinesla do galerie
G18 Petra Valentova, byl predstaven v ramci
vystavy Neviditelné vzory.
Obdobného prehodnoceni se dostava mo-

dernismu: Skola uméni ve Zliné byla zaloZzena jako typicky
podniku sluzebna jednotka k produkci lidskych zdroji na poli
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designu strojt, obuvi, reklamy. Podrobnéjsi pohled na provoz
Skoly odkryva diskusi vedenou jejimi predstaviteli, napriklad
o vyznamu zanikajicich Ffemesel, a predevsim o nekoneéném
hledani rovhovahy mezi usilim o vymanéni se umélce ze jha
pragmatické zakazky, a zaroven o nalezitém virazeni tviirce
do stavajiciho kapitalistického systému. Praveé tato témata,
ktera jsou stale aktualni, ¢ini diskusi na pudé skoly uméni
zajimavou jak z hlediska zlinské tradice, tak z hlediska vzta-
hu designéra a kapitalistické vyroby.

Konsekvenci hledani vychodi-
sek z krize a motivace k prechazeni ke kulture
udrzitelnosti, je vytvareni téch obrazi minu-
losti, kterou bychom chtéli ,,ozivit“, ,vratit“
eliminaci skodlivé pfitomnosti. Vznikaji tak

»zpominky“ kompostujicich babi¢ek, vodo-
hospodarnych pradédu, predku, ktefi recy-
klovali cokoliv transformaci na néco jiného
vlastnim rukodélnym kutilstvim. Dotvari se
tak obraz domova jako prostoru, jenz nas
formuje i charakterizuje, doplnény o prozitek
svépomocné zodpovédnosti za vlastni pokoj,
dim, hospodafrstvi, krajinu. Tento priizkum
vztahu jednotlivce k prostredi reflektuji hned
dva projekty: vystava Kristyny a Marka Mil-
deovych dirazem na Homo Interius, tedy na
vztah jedince k vSednodennimu a nejintimnéj-
Simu prostredi pokoje €i bytu, které se stava
soucasti jeho identity i mantinelem jeho my-
Sleni. Ztélesnuje tak tvrzeni Ezia Manziniho,
Ze vSichni jsme designéry, spolu s klicovym
zdlraznénim faktu, Ze se také toto nase ¢inéni
25) MAZINI, E. podepisuje na nas samotnych.?s

vizpozn. 1.

Helena Manasova Hradska (1979) vystudovala Cesky jazyk a literaturu

a déjiny uméni na Masarykové univerzité v Brné, kde pak spolupracovala
jako prednasejici a Skolitelka. Jako odborny poradce se podilela na
vystavach Moravskeé galerie v Brné o brnénském Devétsilu a Zdenku
Rossmannovi. V souc¢asné dobé pusobi na Fakulté multimedialni
komunikace UTB ve Zliné. Zaméfuje se na problematiku vizualni

kultury, zejména mezivalecného Ceskoslovenska, dé&jiny a teorii reklamy
a avantgardy, obecnéji pak na vztah vizualni komunikace a persvaze.
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1) See e.g. lecture on
university grounds in
Malmo: Design, When
Everybody Designs -
Ezio Manzini (Medea
Talks #27), September
10, 2015, accessible
on-line.

2) | refer here

to the term of Claude
Lévi-Strauss,
otherwise also known
as “DIY™.

3) For the use of the
Lévi-Strauss concept
to describe hot and
cold elements in
various societies, see
ASSMANN, J. Kultura
a pamét. Pismo,
vzpominka a politicka
identita v rozvinutych
kulturach starovéku.
Praha: Prostor, 2001,
esp. pp. 65-66.
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In his lectures on design, Ezio
Manzini usually presents maps of the tasks
and solutions that contemporary civilization
assigns to today’s designer.* He thus empha-
sizes the mutual connectedness of civilization
collapses, social innovation, newly engaged
design and the vision of sustainable societies.
This chapter on tradition and sustainability
points to those activities of designers or ar-
tists that, within the idea of tradition, look for
fading traces, and within the idea of what we
call sustainability, try to leave traces. However,
what is common to all exhibitions presented
here is the awareness of irreversibility, that
is, the concept of tradition as a continuation
and sustainability as a creative preserva-
tion, not a mechanical repetition. Likewise,
creativity in the perspective of a sustainable
society cannot be a violent “creative action”
that trusts the mechanism of progress and
endless innovation. Creativity here utilizes
principles of cooperation and re-evaluation,
re-use and bricolage.?

The warming of the planet sur-
prisingly corresponds to the embodiment of
Claude Lévi-Strauss’s metaphor characterizing
Western civilization as hot3. The ever-present
need for acceleration (production, innovation,

“development”, or cultural colonialism, etc.),
which is an overflow of characteristics of
capitalism, is a principle that is very intense-
ly resisted by societies, which Lévi-Strauss
characterizes as cold. The central tool of these
cold societies is mistrust of innovation, and
above all respect for inherited principles, pro-
cedures, narratives (“frozen histories”). The
violation of habits maintained for generations

4) For current forms
of design following
the Morrisian returns
to traditional craft

and more generally

to the past, see .
HUBATOVA-VACKOVA,
L.; PAUKNEROVA, P;
RIHA, C. (eds.), Tam

a zpatky. Soucasny
design, architektura
aurbanismus v CR.
Praha: Umprum, 2015.

presupposes fatal consequences in such a
culture (divine retribution). In the context of
the Lévi-Strauss metaphor, over 30 years of
Euro-American society’s efforts to develop
the concept of “sustainable development”
can be seen as a search for a cooling tool.
Otherwise, it is a cultural reaction that is an
inconspicuous companion to the industrial
revolution.* It is therefore a tradition of the
Euro-American culture to turn to tradition,
either in order to seek inspiration for further
innovation or because of skepticism towards
progress.

Contemporary Western society perceives

as an overwhelming environmental concern. The collective
unconscious and agitated media debate about the possi-
bilities or impossibilities of remedying the human scarring
of nature, as well as the grave obstinacy and routine con-
sumption of the masses, have been generating a vision of
the post-apocalyptic world for several decades in the field
of art and design. Reactions to these tendencies are efforts
to find a good solution, a concept of sustainability that finds
inspirationin the “old”, that is, in tradition. The phenomena of
globalization and ecology are metaphors for more complex
thinking that takes the broadest influences and relations
into account between the previously so carefully separated

5) CHO, Y. Different
Shades of Green
Consciousness:

The Interplay of
Sustainability Labeling
and Environmental
Impact on Product
Evaluations. Journal
of Business Ethics,
Vol. 128, No. 1 (April
2015), pp. 73-82; URL:
https:/www.jstor.org/
stable/24702853

“classes of things” taught by the Enlightenment.

If the epoch of modernism es-
poused originality, speed, novelty and ephemeral
effects, the postmodern era, as is known, seeks
in the memory what the previous period cov-
ered over. If modern consumerism was formed
with an idea of an ambitious pursuit of quick
success with a tendency towards hedonism,
today’s broad spectrum of social segmenta-
tion also includes “green consciousness” that
influences our consumerist and civic choices®.
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The tools of the concept of sustainability include,

among other things, research into traditions as alternatives

to the Western, ever more technocratic and consumer culture,
as well as inspiration from their time-tested technologies,
materials, principles of economics, recycling, organization

and finally mythologies. Another variant is again a tradition-
al yet very modernistic solution - that is, confidence in the

possibility of the technological development of new, but this

time of course, environmentally friendly methods.

The series of exhibitions that took place as

part of this year’s G18 Gallery’s university activities illus-
trates both of these tendencies.

6) Especially its Czech
variant also acts as an
oxymoron, it contains
“development” and
“permanence”, which
are cultural concepts
opposed to each other.

7) Cf. current
declaration of
European cities - state
of climate emergency.
Declaration of Prague
Cultural Institutions on
Declaration of Climate
Emergency. Artalk.cz,
28.2.20109.

8) See WAGNER,

F. “A Culture of
Sustainability.”
Commentary by
Marcus Andreas.

In: ANDREAS, M.;
WAGNER, F. (eds.).
“Realizing Utopia:
Ecovillage Endeavors
and Academic
Approaches,” Munich:
RCC Perspectives.
2012, no. 8, pp.
57-72.
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Sustainability

Enduring sustainable develop-
ment, in short sustainability, has been con-
sidered a vague or completely empty term®
that has become a rhetorical tool of political
claims and the concept of advertising cam-
paigns (“Emirates Airlines to Be More Ecologi-
cal. Less Plastic on Board”). On the other hand,
the idea of sustainability remains a powerfully
felt need for slowing the uncontrolled accel-
eration of those processes that we observe
as harmful our environment. “Sustainability”
then is becoming a description of a desired
characteristic of every human action that
leaves its trace on the earth in a time per-
ceived as an emergency’.

So we are speaking about a
culture of sustainability® where cultural insti-
tutions, design and art are influential means of
expressing and fulfilling this urgent challenge.
At their center stand human needs. However,
their character and breadth in the current world
are vastly different. Certainly the majority of

9) We understand

the Western world

as a characteristic

of power relations
between countries,
because the original
geographical link to the
Euro-American states,
including Australia,

is very misleading

in today’s market
globalization and
completely disregards
Asian states.

10) Human centered
design.

11) Towards a self-
-creating community
concept see ESCOBAR,
A. Designs for the
Pluriverse. Radical
Interdependence,
Autonomy, and the
Making of Worlds.
London: Duke
University Press Books,
2018.; available as
alecture on-line:
Designs for the
Pluriverse // Clark
University Atwood
Lecture; accessible at:
https:/www.youtube.
com/watch
?v=80uy7aN6XPs

12) We start from the
notion of sustainability
culture, as summarized
by Felix Wagner (2012,
see note 8) for the
conditions in Germany,
and from the lectures
and texts of Tim
Jackson on the topic of
growth: e.g. Prosperity
without Growth.
Foundations for the
Economy of Tomorrow,
Routledge 2016.

13) So suggests the
new economic model
e.g. Tim Jackson, see
note 7.

them are not the needs of countries that once

proudly called themselves developed because

they managed to relocate the exploited social

group and the plundered landscape to third-
world countries. These countries feel the need

to ensure sustainability at least at the level of

well-being that they currently enjoy even when

their devastated countryside is no longer able

toyield the needed amount of resources and

their deprived inhabitants start to migrate en

masse. Thus, while the Western world also uses

the® HCD principles® to guide users towards

thrift and responsible consumption, the coun-
tries of the former Third World view the task

of new design rather in terms of community

work and solutions to a long-lasting political

and economic battle with their exploiters by

rejecting design as the original tool of West-
ern hegemonic “development” and a substi-
tute of the autopoietic concept of communal,
autonomic design.1*

The challenges to the current
efforts for sustainable culture that concern
art and design can be summarized in the fol-
lowing pointsi?:

a) Change of value orientation
of economic models of a shared future, that is,
redirecting investments, from the pressure of
endless growth and acceleration leading to
consumption hedonism and the primary po-
sition of innovation, to the values of time and
therefore tradition and altruism.1*® An exam-
ple here is aweb search engine, the Christian
Kroll project Ecosia, focused on the financial
support of non-profit organizations beneficial
to the environment. For the time being, a more
acceptable and modest change in support of
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14) POWNALL, A.
Prada to phase out
virgin nylon in its
,emblematic“ bags
by 2021. Dezeen 12
July 2019, online:
https:/www.dezeen.
com/2019/07/12/
prada-econyl-
recycled-nylon-
fashion/. Among other
materials, especially
plastic recycling is still
a topic of discussion.
Jan Boelen, curator
of last year’s Istanbul
Biennale, pointed

out the dead end of
plastics recycling and
new ways to replace
them so that they can
be completely taken
out of production.

15) Araven presented
his social housing
projects allowing
residents to build
their own space and
creativity according to
their needs in 2016
at the Venice Biennale
and in the same year
received the Pritzker
Prize.

16) BOURDIEU, P.
Pravidla uméni. Geneze
a struktura literarniho
pole, Brno: HOST,
2010, p. 355.
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closed-loop systems is being made by brands
such as Prada,** Samsung, Tesco, etc.

b) Institutional and urban sup-
port of a culture of coexistence, communal
societies, and social cohesion. Inhabitant par-
ticipation in the planning and construction of
a building or neighborhood (for example, the
socially responsible projects of Alejandro Ar-
avena in southern Chile'%) is a principle con-
cept of an open institution that is attempting
to diminish its classic role as a framework
for applying “tacitly forced” € rules of habit,
and at the same time becomes a playground
whose users bring their own rules. The concept
of openness to the local viewer and their ac-
tive participation in the exhibited activity has
so far been a milestone, albeit more or less
successfully achieved, of global collections
of exhibition organizations. The university
gallery G18 wants to be exactly such a space.
The tendency towards participation, socially
responsible or engaged projects of institu-
tions can be understood as an expression
of resistance of today’s human - not to be a
mere consumer, but to become a citizen again.
Furthermore, the concept of participative gal-
leries puts the activities of institutions into a
specific space and thus binds the coopera-
tion of experts and visitors with the specific
topics of a given environment.

c) Transformation of technol-
ogy with the condition of eliminating toxic
materials, using biodegradable or renewable
resources. The principle of linearimprovement
and general expansion should be replaced by
the principle of cyclical renewability and use
of local resources and traditions. Work with

17) RAMIREZ, M.
Socially sustainable
product innovations

in mainstream
international

design awards. In:
DESIS International
Symposium - “Design:
a Catalyst for
Sustainable India”.
27-28 January,

2012 Ahmedabad.
Accessible at: jstor.org

18) Among the more
famous projects,

we can include the
application “Bez
Andreje” from Martin
Vytrhlik, which at least
partially leads users
to responsible food
purchases that do not
come from large-scale
agriculture. On the
topic of composting
see e.g. JANKINS,

J. Lidsky hntj. 3rd
Czech independent
edition, 2005,
online:http://docplayer.
cz/1130648-Lidsky-
hnuj-navod-k-pouziti-
treti-vydani-navod-
na-kompostovani-
lidskeho-hnoje-od-
josepha-jenkinse-c-
2005-joseph-jenkins-
vsechna-prava-
vyhrazena.html

easily biodegradable or recycled materialsis a
standard requirement in the newly successful
eco-products of the Tom Dixon design com-
petition and the pride of a “green” identity of
some corporations (the most well-known and
passionate is, example is IKEA). Similarly, the
work with residual materials is already a tradi-
tional part of school assignments in schools
of applied arts.*” However, the complicated
path from prototype to large-scale produc-
tion usually remains an unfulfilled challenge,
and in particular the question of whether it is
desirable for alocal product to aspire to mass
production or if it could become a luxury item
of insatiable commoditization of exception-
al design. Such were the fates of the earliest
attempts in working with recycled or found
objects from the conceptual design of Piet
Hein Eik or Stuart Haygarth or the collection
of plastic waste as a material for the hand-
made products of studio Swine. The Food-
Print exhibition in the G18 Gallery immediately
brought several examples to this challenge
from products made from food remains, such
as from nutshells or coffee grounds, to digital
products, mobile-phone applications or tools
supporting user responsibility in limiting the
waste of food and compostable raw mate-
rials including human manure.*® The name
already emphasizes the interconnection of
food consumption processes with everyday
products, with the support of monoculture
agriculture and the impact of these factors
on the environment and hence on human
physicality and identity.

d) Promoting attractiveness
and consciousness or understanding of “sus-
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19) In examples of
community activities

in South America,
Escobar constitutes

a new definition

of design after an
ontological turnaround,
see note 15.
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tainability” through artistic research and
reflection. The cultivation of sentiment to-
wards nature is also a Euro-American tradi-
tion, recalled again and again in the roman-
tic myth and desire to reunite humans with
Mother Nature. The romantic relationship to
the landscape or homeland is still present in
an altered form in the current discourse on
the environment and the climate crisis. The
archetypal Mother Earth stands in the back-
ground of collective guilt, reform motivation
and a radical re-evaluation of the definition
of man. An example of the new concept of the
relationship between man and nature and the
example of the autonomous design of sustain-
able society is, for example, the Colombian
Nasa people, who inspire a distinctive idea
of Mother Earth (Uma Kiwe). It is identical to
the human heart, the life of the whole gener-
ation. The community program (Plan de Vida)
is nothing more than the common care for
this land.?® Interest in such inspiring exam-
ples also leads historians and theoreticians
to topics that could be included in the cultural
studies of design or in the traditional research
on the border of art and science. In addition
to the already mentioned Arturo Escobar’s
design concept, this includes work such as
Making: Anthropology, Archaeology, Art and
Architecture by Tim Ingold or Martin Kamp’s
more traditional Human Animal. The upcom-
ing Berlin Biennale in 2020 also seems to be
heading in this direction. The link between
identity, physicality, human quality of life and
the landscape is discussed in the G18 Gallery’s
exhibition Traces of Landscape. It represents
a set of artistic reflections of the landscape,

20) NOE A. Out of
Our Heads. Why You
Are Not Your Brain,
and Other Lessons
from the Biology

of Consciousness.
New York, 2009,

pg. 95, cited in
Czech translation

in: POKORNY, V.
Teorie predstavivosti
v soucasnych
kognitivnich védach.
Academia.edu.

21) HOBSBAWM, E.;
RANGER TERENCE
(eds.). The Invention of
Tradition. Cambridge:
Cambridge University
Press, 1983.

22) ASSMANN, J.
see note 3.

23) | am paraphrasing
adiscussion of a
character from the film
In Vitro (2017), which
is a part of the project
Heirloom by Larissa
Sansour presented

in the Danish Pavilon
at the 58th biennale
in Venice: “someone
else’s nostalgia was
implanted in me”.

24) Arturo Escobar
here in the terms of
Tony Fray (Becoming
Human by Design).
ESCOBAR, A. Designs
for the Pluriverse

// Clark University
Atwood Lecture, March
16,2017, accessible
on Youtube.

be it a city or a cultural or natural landscape.
It refers to an expanded spatial experience

and the identity of the human body. And if we

can understand a human as “a place where

something happens”,?° it refers to a meeting

of points and a self-conception of man as a

part of the biosphere. From the indifferent no-
tion of space, the exhibition accompanies us

through alandscape whose face we can read

and ultimately to a home that fundamentally

shapes our identity.

Tradition

Regarding the tradition that
the G18 Gallery has presented, it does not
understand tradition merely in the sense of
using handmade techniques. It addresses
tradition that includes the principle of cold
society, as well as the so-called invented
tradition of modern hot society. We perceive
it as a set of practices that are governed by
mostly publicly or silently accepted rules and
are ritual or symbolic in nature. This requires
instilling certain values and norms of behavior
by repetition, which automatically includes
continuity with the past.?* The past is a my-
thologized construct and at the same time an
organizational tool of the present.?2 The past
was not, the past simply is, somebody else’s
nostalgia implanted into our thinking.2?

The concept of tradition ap-
proaches what Arturo Escobar recently named
the connection of “ancestrality and futurali-
ty”24, that is the “ancestral heritage” that re-
minds specific communities of locally-specif-
ic strategies to ensure that the community’s
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living conditions are maintained for future
generations. After the modernist need to
slander the “old”, the slow and unchanging,
today’s design is being offered the use of
the archeology of global techné and praxis,
which gradually reveals to us the deposito-
ry of solutions that have moved the global
market far beyond the edge of usability. The
chasm between the anonymous workforce of
the Third World and the superiority of the cre-
ative-industrial work of a designer is bridged
by the so-called co-design, that is, an equal
collaboration in the creative and traditional
craft process. This works as an ecosystem
linked to the balance of local conditions. An
example was brought to the G18 Gallery by

Petra Valentova presented within the Invisible

Patterns exhibition.

A similar reassessment comes to modern-
ism: the School of Arts in Zlin was established as a typical
business service unit to produce human resources in the
fields of machine design, footwear, and advertising. A more
detailed view of the school’s operation reveals a discussion
led by its representatives on such topics as the importance
of declining crafts, and above all on the endless search for a
balance between the effort to break the artist out of the yoke
of pragmatic order, and at the same time about the proper
inclusion of the creator into the current capitalist system.
Precisely these themes, which are still topical, make the
discussion at the school of arts interesting both from the
viewpoint of tradition, as well as from the viewpoint of the
relationship between the designer and capitalist production.

The consequence of the search
for ways out of the crisis and the motivation
to cross over into a culture of sustainability
is to create those images of the past that we
would like to “revitalize”, “return to” by elim-
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25) MANZINI, E.
see note 1.

inating the harmful presence. This creates
“memories” of composting grandmothers,
water-saving great-grandfathers, ancestors
who recycled anything by transforming it into
something else by their own handicraft. It
completes the image of home as a space that
forms and characterizes us, complemented
by the experience of self-help responsibili-
ty for one’s own room, house, economy, and
landscape. This survey of the relationship of
the individual to the environment is reflected
in two projects: the exhibition of Kristyna and
Marek Milde emphasizing Homo Interius, i.e.
the relationship of the individual to the every-
day and the most intimate environment of a
room or apartment, which becomes a part
of their identity and the boundaries of their
thinking. It thus embodies the assertion of
Ezio Manzini that we are all designers, along
with a key emphasis on the fact that our doing
leaves its signature on ourselves.?®

Helena Manasova Hradska (1979) studied Czech Language and

thon cooperatod as & locturer and educator She has taken partin the
exhibitions of the Moravian Gallery in Brno on the Brno Devétsil and

Faculy of Mulimedia Communication at TBU in Zim. She focuses on

issues of visual culture, especially in inter-war Czechoslovakia, history

and theories of advertising and avant-garde, and then generally on the
relation between visual communication and persuasion.
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Prizkumy tradice
12.12.2018-17.1.2019

Kuratorka:
Romana Vesela

Vystavujici:

Uranbileg Altangerel, Jakub Benes, Pavel
Coufalik, Zuzana Cupova, Frederik Dedik,
Alzbéta Furtkevicova, lvana Jozekova, Tomas
Kompanik, Miroslava Kone¢na, Tomas Krejci,
Jiri Kudlak, Jakub Machala, FrantiSek Mares,
Lucie Mrazkova, Adam Prochazka, Sabina
Psotkova, Gorazd Ratulovsky, Monika Rihova,
Pavla Sedlakova, Sabina Strzinkova, Alzbéta
Sura, Marian S¢ipa, Filip Supena, Jon Tvilum,
Tereza Vagnerova, Jakub Valasek, Varonika
Vicianova, Barbora Zatkova, Kolektiv studentu
ateliéru Graficky design.

Tradice a udrzitelnost v designu z ateliér
Fakulty multimedialnich komunikaci Univerzity
Tomase Bati ve Zliné.

Tradice byla v kontextu umeéni a designu
donedavna zapovézenym slovem. ZkuSenosti
a dovednosti predavané po generace na ¢as
nahradily nové technologie, pristupy a myslené,
které se neohlizelo zpét. Nasledky této
docasné diskontinuity mtizeme sledovat jak
ve spolecnosti, tak v krajiné, v prirodé. Dnesni
naléhavou potfebu udrzitelnosti miZzeme
chapat jako jeden z dusledku preruseni tradic,
jako obecnou touhu po trvani ¢i trvanlivosti,
nebo obnové.

Vystava sloZena z dél studentu ateliéri FMK
UTB se dotyka tradi¢nich femesel a postupti,
inspirace lidovymi motivy ale také modernich
technologii, vyuzitelnosti zbytkovych
materiall i napfiklad ekologickych pfistupu

v primyslové vyrobé.

Investigations of Tradition
12.12.2018-17.1.2019

Curator:
Romana Vesela

Exhibitors:

Uranbileg Altangerel, Jakub Benes, Pavel
Coufalik, Zuzana Cupova, Frederik Dedik,
Alzbéta Furtkevicova, lvana Jozekova, Tomas
Kompanik, Miroslava Kone¢na, Tomas Krejci,
Jiri Kudlak, Jakub Machala, FrantiSek Mares,
Lucie Mrazkova, Adam Prochazka, Sabina
Psotkova, Gorazd Ratulovsky, Monika Rihova,
Pavla Sedlakova, Sabina Strzinkova, Alzbéta
Sura, Marian S¢ipa, Filip Supena, Jon Tvilum,
Tereza Vagnerova, Jakub Valasek, Varonika
Vicianova, Barbora Zatkova, Student Collective
from the Studio of Graphic Design.

Tradition and sustainability in design from
the studios of the Faculty of Multimedia
Communications at Tomas Bata
University in Zlin.

In the context of art and design, tradition

was a forbidden word until not too long ago.
Experience and skill handed down from
generation to generation over time was replaced
by technology, approaches and thinking that
never looked back. We can see the results of
this temporary discontinuity both in society and
in the countryside, in nature. We can understand
today’s urgent need for sustainability as one

of the consequences of having interrupted
traditions, as a general desire for continuation,
permanence, or renewal.

The exhibition composed of works from the
studios of Tomas Bata University’s Faculty

of Multimedia Communications touches

on traditional crafts and approaches and
inspiration from folk motives, but it also deals
with modern technologies, use of residual
materials as well as, for example, ecological
approaches in industrial production.
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PopUpShoe,

Uranbileg Altangerel,

Ateliér Design obuvi,

2015, foto Kristina Opalkova







Zlin, Pavel Coufalik, Zlin, Pavel Coufalik,
Ateliér Graficky design, Graphic Design Studio,
2014, foto Pavel Coufalik 2014, photo by Pavel Coufalik 38—39
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Sada Sperk, Lucia Mrazkova, Set of jewelry, Lucia Mrazkova,
Ateliér Produktovy design, Product Design Studio,
2014, foto Lucia Mrazkova 2014, photo by Lucia Mrazkova




y ? .nmw."f.i .J

Ryny, Tomas Krejci, Gutters, Tomas Krejci,
Ateliér Design skla, Glass Design Studio,
2016, foto Kristina Opalkova 2016, photo by Kristina Opalkova
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