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Analytické epifanie Petra Veselého

V tuto chvili mi nejde o nic jiného, nez o synopticky pokus vysvétlit si, pro¢ mé tvorba Petra
Veselého, kterd na Ceské vytvarné scéné posledniho Ctvrtstoleti zaujima pomeérné prekérni
pozici, vzdycky nécim pfitahovala. Byly to obvykle bodové doteky; trochu bezdécné, ale
vlastné vyhledavané a intenzivni. Tento text je pak pomérné komplikovanym vypravénim,
jimz se snazim utfidit to, co mé prdbézné napadalo a co jsem zatim nemél pfilezZitost
formulovat.

Teleologii (jako typu predestinace sui generis) sice ddvno nedtvefujeme, nicméné jakékoli
psani o uméleckém dile ji uz od starovéku implicitné obsahuje, at uz coby nevysloveny
predpoklad, anebo jako pfiznany zapas s jejim diktdtem a svody. Budiz feceno, Ze tentokrat
jsem se obojimu (principu pfedurceni i vysvétleni sub specie sméfovani, jez ma dosahnout
konkrétniho ucelu) poddal naplno, aniz by bylo mozné presné rozlisit, kde kon¢i jedno
a zacina druhé. Stejné jako svym predstavam o podminkach, které — jak se mi zda — tvorbu
Petra Veselého zevniti modeluji a jez ona rozporuje a pfitakdva jim zaroven.

Generacné, studiem na prazské Akademii vytvarnych uméni v Praze i intencemi svého dila
pfinaleZi Petr Vesely k okruhu umélct prordZejicich cestu z prostoru vynucené ,splendid
isolation”, kterd pfitom nejpozdéji od konce 70. let minulého stoleti fungovala jako cestny
zpUsob rezignace, vyznamové umocnény a na universalismus pretendujici mimo jiné diky
programové kritice Jindficha Chalupeckého. Na rozdil od svych vrstevnikd, deklarativné se
vymezujicich vici tomuto postoji i vaci konstruktivnim tendencim, vnimanym jako jeho
formalistnianalogie,avnavaznostinaexpresiJifiho Sopka ¢imultiplexnitvorbuMilanaKnizaka
pfipravujicich pfechod k rozvolnénému diskurzu 90. let, vdak Petr Vesely udrzoval a udrzuje
intimn{ kontakt s virou ve smysl kondenzovaného osobniho sdélent, jez je usouvztaznéno
s ne-subjektivnim fadem. Zaroven vsak prezkusuje pouzitelnost modernistického ¢i
dokonce neoavantgarniho paradigmatu pro zapas o ddvéryhodné, tedy svému zalozeni,
dobé a stavu reflexe média odpovidajici vyjadieni velmi osobnich zkusenosti. Tento zépas,
jejzrovnomeérné vede sam se sebou a s vyjadiovacimi prostiedky, Petr Vesely spise pfijal, nez
zvolil. Podobné jemna distinkce se tyka také toho, Ze kritika dosavadnich pfistup k okruhu
témat, kterda umélce zajimaji (namatkou: ddvérnost ¢i cizost obyvaného prostoru, iluminace,
projasnéni a zvyznamneéeni konstelace konkrétnich véci, materialni a smyslové dimenze
citéni, ale také misto sakralniho pfedmeétu ¢i pfimo sakralniho mista v Zitém svété), byla
vedena imanentné, snahou uchovat paralelni existenci obrazu/dila jako véci mezi jinymi
vécmi a obrazu/dila jako generdtoru nemateridlniho vyznamového pole. Velmi subtilni
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a nikoli na diskursivni Urovni artikulované pochybnosti o platnosti uméleckého dila jako
adekvatniho média utvarejiciho a ustalujictho vyznam podkladajici i pfesahujici uméleckou
praxi jsou pfitomné ve viech fazich i podobach tvorby Petra Veselého.

Od zacatku se tak jeho prace ocitaly na okraji pozornosti interpret( a kritikd reagujicich
na promeény paradigmatu z konce 80. let minulého stoleti, jez spolunaplfoval pravé svou
zjittenou pozornosti k dvojznacnosti konvencni povahy média a zpUsobUl zobrazeni. Tato
pozornost, s niz autor diskutuje zplsob a kvalitu provedeni dila, se mdze mnohdy jevit
coby technickd neobratnost ¢i bezradnost, pficemz je zcela naopak a zcela jednoznacné
znamkou tvirc¢iho védomi distancujiciho se od snadnosti, s niz Ize dosdhnout iluze — optické
¢i vyznamové. Dilo nema ani pfesvédcit, ani ohromit. To je to posledni, o¢ tady jde.V tomto
sméru vidim nékteré sty¢né body zejména v experimentalnich a povahu materialu i
média jako predpokladl vyznamu rozporujicich pokusech Petra Veselého (zejména kresby
a objekty z konce 80. a zac¢atku 90. let) s objekty a pracemi na papffe Jifiho Kovandy, jejich?
intence jsou viak subverzivni vici uzivanym kodtm identifikujicim pfislusnost dila ¢i umélce
k urcité jazykové skupiné” ¢i klanu. Zatimco Kovanda ironicky demytizuje aktualni dohodu,
Casto poukazem k repertodru historickych avantgard a neoavantgardy, Petrovi Veselému jde
o jedinecnou a zcela osobnf revizi tradi¢niho usouvztaznéni média ¢i materialu s identifikacf
vyznamu a restituci silného smyslového a spiritudlniho zazitku.

V jiném sméru se Usili Petra Veselého zdaji byt analogické zazemi i pochybnosti Daniela
Balabdna, jenz mohl byt zejména na pfelomu 80. a 90. let jednoduse zafazovan do okruhu
postmodernimalby, nebot zkoumal svou zkusenost a obraznost prostfednictvim heretického
propojovani, rozpojovani a dekonstrukce znakd a tropd nalezejicich diskursivné uchopitelné
kfestanské tradici. Intimni zkusenost pfezkusovana manipulaci se znaky byla legitimizovana
a akceptovdna, zatimco neomodernistickd skepse spojena se spiritualitou a vtélend do
otdzek kladenych médiu (kresba, malba, socha-objekt) ¢i identifikovatelnd v subtilni reflexi
média, jejimz prostiednictvim vyvstaval vlastni pfedmét zobrazeni ¢i samo sdéleni lezici za
nim, neméla Sanci byt rozeznana jako stejné vyznamna ¢i otevienad budoucnosti.

Pokud se Petrovi Veselému naopak dostava pozornosti, pak byvaji zminéné otazky
spojené se zpUsobem vytvafeni a provedeni dila rovnéZ pomijeny a klade se dlraz na
vyznamovou afinitu k oné spiritualizujici tradici, kterou si spojujeme s tak rozdilnymi
postavami ¢eského vytvarného uméni 20. stoleti, jako by Josef Sima a Vaclav Bostik
(iluminace, mystérium svétla jako média vykoupeni a sjednoceni svéta), anebo solitéry
typu Jana Zrzavého ¢i Bohuslava Reynka (duchovnost a vyznamova zatiZzenost uzavieného
prostoru/domova, variovani omezeného rozsahu témat a utkvélych motivl, pfedevsim
biblickych a kiestanskych). Mnohem spise mé ale zajima blizkost, jiz ma tvorba Petra



Veselého k abstrahujici vécnosti/obsahovosti a duchovnosti Stanislava Kolibala, anebo
monumentalni tah nékterych obrazd, v nichz ne zcela zfejmé fragmenty objekt(, pfedmétd
¢i krajin a interiérl vytvareji silové pole ne nepodobné ambivalentnimu prostoru maleb
Jana Merty, jemuz viak na srdci lezi neustala spojitost déni obrazového celku.

Jestlize vétsi ¢ast dila Petra Veselého je malifska a zfejmé také on sdm se povazuje predevsim
za malife, mUZeme tvrdit, Ze jde o exemplarni ukazku toho, co pro malife znamena myslet,
abychom sivypuijcili z okruhu otazek, jimiz se kdysi ddkladné zabyval Hubert Damisch a které
po svém systematizoval a vlastné kanonizoval Yve-Alain Bois ve vlivné knize Painting as
Model. Pravé nediskursivni, pouze pozorovatelné, vnimatelné a popisem neartikulovatelné
rozprostfeni zaznam( ,mysleni malbou’, jez se ustaluji v silovém poli polarnich pojm
a situacf (sakrdlni/profanni, vnitini/vnéjsi, véc/vyznam, znak/oznacované, podklad/povrch,
obrys/plocha, transparentni/neprostupné ¢i fragment/celek)! a které ztélesnuji pfitomnost
reflexe v (ne-suverénnich) tazich stétcem, pfi mnohocetném zpfesiovani kresby, v kratkymi
tahy opravovanych obrysech ¢i pozdstatcich plvodniho rozvrhu obrazové plochy, odlisuje
prace Petra Veselého od konceptudlni ¢i ,holistické” malby predstavitelt generace 80. let.
Pravé ono,mysleni ndmétu malbou” muze kritika zmast, kdyZ na néj v prvni chvili zapGsobi
celek obrazu, ktery se pak rozpadne zevnitf, diky provedeni? aby pfi pozorném divani
zacal oscilovat mezi zaZitkem z celkového vyznéni dila a pozornosti, jiz na sebe strhavajf
zakladni fakta materializujici proces vzniku a hmotnou povahu malifského vykonu.? Tato
schopnost podrzet soubézné v centru pozornosti rozpojeni celku a jeho stavebnich prvk
¢i predpokladl je samostatné tematizovdna zejména v objektovych a konceptudlné
ladénych experimentech, jejichz Ubéznikem ci referentem je z mého pohledu vzdy malba
jako historické médium — barva, dievo, papir, hiebiky, prazdny prostor, sklo, ale také umisténi
a sedimentované procesy starnuti (zmeéna kvality materidlu, ovsem i prach) jsou pouzivany
ve smyslu malifskych gest: nemetafyzickych, naopak zcela konkrétnich.

Mozna jsem malo zdUraznil obsahovy &i ne-vytvarny aspekt tvorby Petra Veselého, ktery je
vlastnim vychodiskem i imperativnim Ubéznikem jeho praci. Evidence tohoto typu je v3ak

1 S pfftomnostf analogickych opozit shodné operuji ve svych interpretacich vzdéalenych od sebe vice neZ de-
set let tak rozdilni vykladaci, jako jsou Petr Nedoma a Zbynék Sedlacek. Viz katalog k vystavé Petra Veselého v Ga-
lerii Jaroslava Krdle Domu uméni mésta Brna (1993) a katalog k vystavdm v Galerii uméni Karlovy Vary a Krajské
galerii vytvarného uménf ve Zliné (2007).

2 Vtomto smyslu je Petr Vesely malif analyticky, jak s jinou intenci upozornila Miroslava Hlavackova v katalogu
k vystavé v Galerii moderniho uméni v Roudnici nad Labem a v Galerii ARS v Brné (2005).

3 Jako nejblizsi tomuto zpUsobu ,mysleni malbou” Ize paradoxné pochopit obrazy Petra Pisafika, typického
pfedstavitele generace nastupujici po roce 1989, jehoz ndmétové okruhy a témata jsou zcela jednoznacné orien-
tovana na zkusenost se svétem popkultury, mody a s nimi souvisejici vizudlnf extaze. Srovnani je pfipadné i v tom
sméru, jakym zplsobem se Pisafik angazuje coby autor objektd a instalaci; rozdily dané pouzivanymi materialy
a technikou jsou z tohoto Uhlu pohledu pouze arbitrarnf povahy.
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nejen z pohledu na jeho dila, ale i z textd o nich, myslim si, dostatec¢nd. Chtél jsem viak
predevsim upozornit na skute¢nost, ze specificnost a kvalitu tvorby Petra Veselého netvori
jen svébytné ¢i dokonce zarputilé presvedceni o vyskytu a vyznamu epifanie v obycejném
sveté kazdodennosti, ale zejména svébytny, na — feknéme — formalni roviné rozehravany
a ambivalentné vnimany vztah k modernistickému zlomu, jimZ se moderni civilizace
odfizla od tradice, ve které ¢lovék samozfejmé patfil urcitému prostfedi a pfedméty, obrazy
i prozitky meély jednoznac¢nou funkci ¢i hierarchii. Nesamoziejmost a prekérnost spiritudini
dimenze, jiz se nelze jednoduse vzdat, pak vyzaduje adekvatni reflexi i v pfistupu k tvorbé,
kterd nemdze — a uz vlbec po Barnnettu Newmanovi — na tuto rupturu zapominat. Dani za
svobodu vyrazu a intenzifikaciindividualniho prozitku jsou trvalé pochybnosti o smyslu toho,
co délame a ¢im jsme. Zaplatime-li ji viak s plnou odpovédnosti, budeme zcela soucasni,
aniz bychom ztratili pfistup k hodnotdm minulosti.

Marek Pokorny, listopad 2008

Tésné | Tightly

2006

olej a email na sololitu

oil and enamel on fibreboard
1898 x122,2
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Bez nazvu/Plocha | Untitled/ Surface
2005

umakart, dfevo, kov, email

formica, wood, metal, enamel
46x65,7x2,2

Dvefe | Door «

2008

email na sololitu
enamel on fibreboard
2214x111,5

Dvete | Door «

2008

email na sololitu
enamel on fibreboard
1936x 11838















Pohteb papeze Ill | Pope’s Funeral Ill
2005-8

email a akryl na sololitu

enamel and acrylic on fibreboard
162 x 197



Knéz s marami | Priest with Bier
2008

178x27,5

email a rytina na sololitu

enamel and engraving on fibreboard



Odchazenf | Leaving
2008

email na sololitu
enamel on fibreboard
148x22,7



Proces | Lawsuit
2008

email na sololitu
enamel on fibreboard
56x61,2






Prkno | Board
2007-8

email na sololitu
enamel on fibreboard
171 x122,1

:E

i






120

Nositka | Stretcher
2007-8

olej na sololitu
oil on fibreboard
170 x 74,5
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- Dvojice | Couple

2008

olej a email na platné
oil and enamel on canvas
135 x 200

Oplakévani (podle Oplakévani z Dolan)
Lamentation (based on Lamentation of Dolany)
2003-8

akryl, olej a email na sololitu

acrylic, oil and enamel on fibreboard
119,7x190,3






Mirroron Wall

2006
olej a akryl na lepence
oil and acrylic on carton
522 %745

Zrcadlo na sténé
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Uzky prostor | Narrow Space
2006

email na sololitu

enamel on fibreboard

195 x 83
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Bil3, cernd, bil, cernd/Vrstvy
White, Black, White, Black/Layers
1989

olej na preklizce

oil on plywood

32x25

Bil3, cerna, bild / Vrstvy
White, Black, White/Layers
1989

olej na sololitu

oil on fibreboard

26 x 21



Vrstvy | Layers
1989

olej na sololitu
oil on fibreboard
24,2 x 18,5

Vrstvy | Layers
1989
olej na sololitu

oil on fibreboard
21x18,2

Bréna | Gate

1989

tempera, papir na preklizce
tempera, paper on plywood
30x 21
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Formuldr ¢ 3 | Form no. 3
2005
email na sololitu

enamel on fibreboard
284x198

Formular ¢. 2 | Form no. 2
2005

email na sololitu
enamel on fibreboard
19,1x 32,2
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Sedé dvere | Grey Door

2008

akryl a email na sololitu

acrylic and enamel on fibreboard
64,7 x 42,4
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Uzké dvefte | Narrow Door
2005

email na sololitu

enamel on fibreboard
197,6 x 86,6
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Dvete/Chodba | Door/Hallway
2007

olej a email na sololitu

oil and enamel on fibreboard
189,5x122,2
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Skvira | Gap

2006

email na sololitu

enamel on fibreboard

200,3x 544

Wannieck Gallery, sbirka Richarda Adama | Richard Adam’s collection






Petr Vesely’s Analytical Epiphanies

At this moment in time | feel | have to attempt a synoptic explanation as to why Petr Vesely's
work, which has held a relatively precarious position in the Czech art scene for the past 25
years, has always had some kind of attraction for me. There have been the usual points of
contact; slightly unintentional, but in fact searching and intensive. By writing this somewhat
complicated text, I'm attempting to organise what has been continuously going through
my mind and which I've not yet had the chance to put into words.

Although teleology (as a type of predestination sui generis) has long since gone out of
intellectual fashion, nevertheless, since ancient times, writings about artistic works implicitly
contain, whether as an unspoken assumption or as an acknowledged game, its dictates
and temptations. It can be said that | have completely surrendered to both of these (the
principle of predetermination as well as explanations directed sub specie, which achieve
a specific goal), where it is impossible to precisely distinguish where one stops and the
other begins, just as with my ideas about the conditions that the art of Petr Vesely internally
models, and which contradict and affirm at the same time.

By studying at the Prague Academy of Fine Arts and through the intentions of his work, Petr
Vesely belongs generationally to a circle of artists going through a journey from an enforced
position of “splendid isolation’, which from the end of the 1970s meant an honourable
resignation, only intensified and pretending to be universalist thanks to, amongst other
things, the criticism of Jindfich Chalupecky. Unlike his peers, who would declare themselves
for this position and for constructivist tendencies, perceived to be its formalist analogy,
and tied in with the expression of Jifi Sopko and the multiplex work of Milan KniZak, thus
preparing a path for the free discourse of the 1990s, Petr Vesely, however, maintained and still
maintains intimate contact with a beliefin the sense of condensed personal communication,
which is correlated to a non-subjective code. At the same time, however, he examines the
applicability of modernist and even neo-avant-garde paradigms in order to fight for an
expression of very personal experience, whose credibility corresponds to the nature, times
and the situation of the self-reflection of the medium. This fight, which he carries out equally
with himself and his environment, was accepted rather than chosen by Petr Vesely. A similar
subtle distinction also concerns the fact that criticism up until now of the approaches to
the themes which the artist is interested in (randomly: the familiarity and foreignness of an
inhabited area, illumination, the clarification and bestowing of meaning on a constellation
of actual things, the material and sensory dimension of feeling, but also the place of sacred
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objects or direct sacred places in the living world), was inherently accompanied by an
attempt to preserve the parallel existence of the picture/work as things amongst other
things and the picture/work as a generator of a significant non-material domain. In all the
phases and forms of Petr Vesely's work there is a very subtle, far from discursive level of
articulated doubts on the legitimacy of a work of art as an adequate medium for both an
evolving and constant meaning, underlying and eluding artistic practice.

From the beginning his work also found itself on the border of awareness of interpreters
and critics responding to the transformations in paradigms at the end of the 1980s, which
together brought about this awareness of the ambiguity of conventional forms of media
and means of representation. This awareness, with which the artist discusses the means and
quality for carrying out the work, can frequently manifest itself as technical ineptitude and
confusion, whilst it is quite the opposite and the unambiguous mark of the artist deliberately
distances itself from simplicity, with which it is possible to arrive at illusion — optically and
in meaning. The work does not have to convince or astound — that is the last thing which
it is concerned with. In this direction | see points of contact particularly in experimental
material and media, with the presupposed meanings of Petr Vesely's divergent experiments
(in particular the drawings and objects from the end of the '80s and the beginning of
the '90s) with the objects and work on paper of Jifi Kovanda, whose intentions, however,
subversively lean towards the use of a code identified with the competency/classification
of the work and the artist towards a definite “language group” or family. Whereas Kovanda
ironically demystifies current convention, often with a reference to the repertoire of the
historical avant-garde and neo-avant-garde, for Petr Vesely it is about a unique and entirely
personal revision of the traditional correlation of media and materials with the identification
of meaning and a restitution of strong sensory and spiritual experience.

In a different direction, the ambitions of Petr Vesely appear to be the analogical to the
territory and doubts of Daniel Balaban, who, at the end of the 1980s in particular, could
easily be categorised within postmodern painting. This was because through his experiences
and figurativeness he investigated the area of heretical interconnections, disconnections
and deconstruction of symbols of a discursively held Christian tradition. The intimate
experience of examining the manipulation of symbols was legitimised and accepted, whilst
neomodernist scepticism, connected with spirituality and concerned with juxtaposing
media (drawing, painting, subject-object) or identifiable in the subtle reflexes of the media,
through whose environment arose its own portrayed subject and its own underlying
message, did not have the chance to be differentiated as similarly significant or open to the
future.



When, on the other hand, PetrVesely does receive attention, itis due to questions connected
with the methods of creation and design of work and accentuates the significant affinity
to a spiritual tradition, which can be connected with such diverse figures of Czech 20th
century art as Josef Sima and Véclav Bostik (illumination, mystery, light as a medium for
redeeming and uniting the world), or solitary types such as Jan Zrzavy and Bohuslav Reynek
(spirituality and the significant burden of a closed space/home, variants in a confined
range of themes and fixed motifs, mainly Biblical and Christian). More interesting though
is the proximity which Petr Vesely's work has to the abstracting eternity/expansiveness and
spirituality of Stanislav Kolibal, or the enormous strokes in several pictures in which not
entirely obvious fragments of objects, subjects, landscapes and interiors make up fields
of force not dissimilar to the ambivalent space in the paintings of Jan Merta, with whom,
however, at the heart lies a constant connection with the events of the picture as a whole.

Even if the greater part of Petr Vesely’s work is painted and he clearly regards himself first
and foremost as a painter, we must assert that it is an exemplary illustration of what it means
for the artist to think, borrowing from the range of questions which at one time thoroughly
occupied Hubert Damisch and which was later systematized and actually canonized by Yve-
Alain Bois in the influential book Painting as Model. This very non-discursive, only observable,
perceivable and by definition impossible to articulate extension of “thinking through
painting’, which settles in the field of force of polar concepts and situations (sacred/profane,
internal/external, object/meaning, symbol/significance, foundation/surface, outline/area,
transparent/impermeable or fragment/whole)' and which embodies the presence of
reflexes in (un-masterful) brushstrokes, through multiple refinements of a drawing, in
outlines retouched using short strokes or in the surviving original scheme of the pictorial
area, distinguishes the work of Petr Vesely from the conceptual or “holistic” paintings of the
representatives of the 1980s generation. This very “thinking about themes through painting”
can confuse the critic, when at first he is struck by the whole picture, which then splits apart
from the inside, thanks to its execution,? so that through careful observation it begins to
oscillate between the experience of knowing the work as a whole and an awareness of
the tension between the elements materializing the process of development and, through

1 With the presence of analogical opposites identically operating in their interpretations, distant from each
other by more than ten years, are such different exponents as Petr Nedoma and Zbynék Sedlacek. See the cata-
logue for the Petr Vesely exhibition in the Brno House of Arts — Jaroslav Krél Gallery (1993) and catalogues for the
exhibitions in the Karlovy Vary Art Gallery and the Regional Art Gallery in Zlin (2007).

2 Inthis sense Petr Vesely is an analytical painter, as Miroslava Hlavackova pointed out with a different intenti-
onin the catalogue for the exhibition in the Gallery of Modern Artin Roudnice nad Labem and in the ARS Gallery
in Brno (2005).

4|



146

this physical nature, the painter's achievement.? This ability to simultaneously keep at
the centre the awareness of the disjunction of the whole and its structural components
or conditions is independently thematized predominantly in objective and conceptually
focused experiments, whose vanishing-point or referent is in my view always the painting as
a historical medium — paint, wood, paper, nails, empty space, glass, but also positioning and
sedimentary processes of ageing (change in the qualities of materials, indeed even dust) are
used in the sense of artistic gestures: not metaphysical — on the contrary, entirely tangible.
Perhaps | haven't laid much emphasis on the content or non-graphic aspect of the output of
PetrVesely, whichis the real starting point, even the commanding vanishing point of his work.
However, | think that there is sufficient evidence of this type, not only from the perspective
of his works, but also from texts about them. | wanted however to draw attention first and
foremost to the fact that the particularity and quality of the output of Petr Vesely is not only
formed by a peculiar, even stubborn belief in the presence and significance of ephipaniesin
the ordinary world of everyday life, but is predominantly peculiar in — let’s say — its formally
expressed and ambivalently perceived relationship towards the modernistic breach, through
which modern civilisation cut itself off from tradition, in which a person naturally belonged
in a certain environment and objects, pictures and even experiences had a single-valued
function or hierarchy. The uncertainty and precariousness of the spiritual dimension, which
doesn't give itself up easily, demands adequate reflection even in access to the works, which
cannot — and certainly not after Barnett Newman — be oblivious of this rupture. The cost of
freedom of expression and the intensification of the individual experience are permanent
doubts about the sense of what we do and what we are. If, however, we honour them with
a full committment, we will be entirely up-to-date, without losing access to the values of
the past.

Marek Pokorny, November 2008

3 The closest to this method of “thinking through painting” can paradoxically be considered the paintings of
Petr Pisarik, a typical representative of the generation coming in after 1989, whose thematic areas and subjects
are wholly oriented in a single-valued way on their experience with the world of pop-culture, fashion, and with
them the attendant visual ecstasy. The comparison is appropriate even in terms of the method through which
Pisafik involves himself as the author of the object or installation; differences in the materials and techniques
used are from this viewpoint only arbitrary in nature.
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