Vroce 1921 na spolecném dadaturné Raoul Hausmann, Hannah
Hoechova a Kurt Schwitters navstivili i Prahu. Sestého zafi tu pred
Udajné tisicihlavym publikem Raoul Hausmann prednesl svou
fonetickou basen nazvanou fmshw, sloZzenou pouze z rytmicky re-
citovanych pismen a zvukomalebnych slabik. Jak tehdy reagovalo
prazské publikum, nevime (o rok dfive bylo pfi Hausmannové a
Huelsenbeckové avantgardni produkci tak rozliceno, Ze je dadaisté
museli uklidfiovat tanecnimi Cisly). ZaZitek z prazského prednesu
fonetické basné vSak zcela uchvatil Kurta Schwitterse. Inspiroval ho
natolik, Ze sdm zacal podobnou basen komponovat. Ziskala jméno
Ursonéta, neboli sonata z pradavnych dob, prasonata. Na Ursonaté
Schwitters pracoval cela Iéta. Prvni verze vznikla nékdy kolem roku
1923. | kdyz ji dnes zndme predevsim jako literdmi dilo, basen se
vice néz literatufe podobala hudebni skladbé, dokonce ma struktu-
ru klasické hudebni sonaty o ¢tyfech vétach. Pro Schwitterse nebyl
dlileZity jeji zaznam, ale predevsim Zivé provedeni. Rad a Casto ji
pfi nejrliznéjSich prileZitostech recitoval a v poloviné dvacatych let
Cast nahral na gramofonovou desku. Pfednést celou Ursonatu pry
trvalo dobrych Gtyficet minut za plného fyzického vykonu recitatora.
Pisemny zaznam vznikl s pomoci typografa Jana Tschicholda aZ
v roce 1932, kdy byl publikovan v poslednim ¢isle Schwittersova
magazinu Merz. Schwittersova Ursonéata je slozena z rytmickych,
nic neznamenajicich slov a citoslovcd, je ¢imsi mezi nukleami
jazykovédou a parodii na literaturu. Kurt Schwitters rozbil slova na
jednotlivé atomy zvuku, ukazal stavebni material lidského dorozu-
mivani, ovSem za cenu jeho (iplné destrukce. Rozebral strojky fe€i
na jednotliva kolecka, ktera si sice miizeme detailné prohlédnout a
obdivovat, ale ktera uz nikdy nesestavime dohromady.

Do fonetické poezie se v Pafizi na konci Ctyficatych let pustili i
lettristé, ktefi od ni odvodili i ndzev své skupiny. Projevy na po-
mezi hudby, vytvamého uméni a literatury povaZovali za nejvyssi
stadium vyvoje umélecké formy, ktera tu dosahla své nejelemen-
taméjsi a podle lettristi dale neredukovatelné podoby. Dadaisty s
jejich vice neZ Gtvrtstoleti starymi experimenty, které se tém jejich
podobaly jako vejce vejci, mladi lettristé neomalené a znaéné
nelogicky obvinovali z plagiatorstvi. Staré parta z Kabaretu Voltaire
a Berlina si to ovSem libit nenechala. Zachovala se pry nahravka z
roku 1946, na které Raoul Hausmann a skupina lettrist(i rozebiraji
otazku prvenstvi na poli fonetické poezie a pouzivaji pfitom vyhrad-
né imaginarni jazyky slozené z jednotlivych pismen a slabik. Aby
obhéjil své prvenstvi, jesté v roce 1968 vice nez sedmdesétilety
dadasof Hausmann pri vefejné produkci prociténé chréel do ple-
chové trouby: ,OFFEAHBDCBDQ". Pak prastil trychtyfem o podlahu
a prohlasil: ,Snad si nemyslite, Ze si ty kecy z roku 1918 pamatuiju
Zpaméti?“

RySkova Ursonata zcela jisté neni pokusem o vaviiny na poli
fonetické nebo vizudlni poezie, nesoutéZi s dadaisty, futuristy ani
lettristy v tradicni modernistické discipliné Napady s osvobozenymi
pismeny. Dalo by se dokonce fict, Ze se Schwittersovou Ursonatou
nema spolecného viibec nic. RySka neobjevuje objevené, ale na-
chézi to, co pionyfi avantgardy ze svych cest do neznamych krajin
privezli, v Zivoté kolem sebe. K ¢emu nam ale vlastné vSechny ty
formalni vynalezy jsou a co znamenaiji? Co si s nimi pocit?

Stejné jako moderni doba i Ursondta Pavla RySky symbolicky
zacina promitanim starého a posSkrabaného filmového materialu.
Nevadi, Ze je tento efekt zievné nasimulovan digitalni technologii.
Chceme-li se ponofit do mytologie modernosti, lepsi vstupni por-
tal nenajdeme. RySka ovSem mytologii moderniho uméni nahlizi
prostfednictvim mytologie osobni. Na pocatku jeho pribéhu neni
Apollinaire, Marinetti nebo Schwitters, ale pismenkova polévka, do
které se vypravéCové subjektu v podobé cemého Ctverce tak tpiné
nechce. Cerny Gtverec, Malevicovo absolutno, ale soucasné i maly
chlapec, je nucen polykat hrachovku, i kdyz se predevsim nudi a
touZi hlavné po potravé ducha. Vznasi se nad slanymi vodami a ne-
jasné chape, Ze hutné proteiny v podobé pismenek v talifi pfed nim
jsou ve skutecnosti zarodky slov a myslenek. Polévka predstavuje
mikrokosmos moZnych vztahd, slovnik, zarode¢ny ocean Zivota,

Prasonata budoucnosti

Jako u kaZdého notového zaznamu jsou i v pripadé
Ursonaty mozZné riizné interpretace.

Kurt Schwitters

prasonatu, kterd znamend soucasné vdechno i nic. RySkiiv Ctverec
prochazi metamorfézou, odhaleni potencialnich vesmir(i v polévce
ho zaplavuje Stéstim a méni se v tverec bily, pokus o absolutno
jeSté totalnéjsi neZ absolutno predchozi. A jako jeSté nedospély
biih zaCina slabikovat prvni zakony svého nového svéta. JenZe po-
tencialni umélec ve Skolnim véku je hned na pocatku podrobovan
zkouSkam, vystaven posméchu a pochybnostem okoli. ,K ¢emu je
umeéni dobré?“ pta se pokusitel a dobfe vi, Ze nedostane zadnou
uspokojivou odpovéd. Teprve pokud maly bih vytrva a slabikovat
neprestane, ¢ekd ho vytouzZeny vstup do geometricky Cistého svéta
umeni.

Na pocatku jednadvacatého stoleti je kazdé umélecké snaZeni chté
nechté konceptudlni, komentujici déjiny své discipliny. Umélci, a
Pavel RysSka s nimi, se prohrabuji déjinami uméni dvacatého sto-
leti, a snazi se nad smetiStém smért a styl( ziskat odstup. RySkovi
v této Casto truchlivé praci pomaha smysl pro humor. D&jiny uméni
jsou v jeho podani poucné fraska, kterou Ize vypointovat do podoby
vtipu nebo humorného komiksu pro zasvécené. Pismenkova po-
Iévka neni prvnim piipadem, kdy RySka objevil avantgardni uméni
v té nejobycejnéjsi véci. Staci znat déjiny modernismu a svét kolem
nas se proméni v (iZasnou expozici plnou doposud nerozpoznanych
ready mades. JiZ pfed lety RySka namaloval velké abstraktni obrazy
inspirované turistickymi znackami, drobnymi pfipominkami radi-
kélni abstrakce v lesnich porostech. V cyklu MySlenky modernich
malifil tento princip doved! do dokonalosti. Ikonickd dila umélct
dvacatého stoleti se v ném stavaji aktéry kreslenych anekdot.
Ryskova Ursonata ale neni narkem nad ztracenou originalitou
avantgardy, postmodemé melancholickym pohledem do depozi-
tart muzea moderniho uméni. Pavel RySka know how moderniho
uméni vynasi z muzea ven a nevaha ho pouzit v komiksovém
pribéhu, ktery je soucasné i osobni zpovédi a intimnim pohledem
na umélce v mladém véku. Tajemstvi pismenkové polévky miizeme
pochopit aZ zpétné, kéd k nému ndm daji pravé az déjiny uméni.
Proto je RySkova Ursonata komentovanou vzpominkou na znovu
pochopeny ¢as vlastni minulosti. To, Ze se ndm dostava pozdéjsi
interpretace davnych vzpominek, je podporeno i rliznymi rovinami
vypravéni. Vedle komiksovych bublin a typograficky osvobozenych
vykiik{ je pfibéh opatfen i titulky. K jejich autorstvi se RySka hlasi
zplisobem, jako kdyby jeho dloha spocivala pouze v tom, Ze prelozil
a okomentoval jiZ existujici legendu, pochazejici z davnych dob
z lizemi neutralniho Svycarska.

Kazdé uméni, kaZda literatura zacina kdesi u pismenkové polévky,
u tvaré hromady bramborové kaSe, pod stolem nebo za pradel-
nikem, kde na samém pocatku svého Zivota ucinime mnohé neza-
pomenutelné objevy, které se pak az do konce svych dnli mamé
pokousime pojmenovat. RySkova Ursonata mé prekvapivé osobni
a soucasné radostné vydsténi. Zméni pismen a Ciselnych kodu je
zacatek, prasonata, ze které se teprve vzejde optimisticky zpév
budouciho uméni.

Tomas Pospiszyl

Ancient Sonata of the Future

As in every account of note, so there are in the case of
Ursonatas many possible interpretations.
Kurt Schwitters

In 1921 on a joint dada tour Raoul Hausmann, Hannah Hoech and
Kurt Schwitters visited Prague. On the sixth of September, in front of
a crowd estimated to be in the thousands, Raoul Hausmann read his
phonetic poem entitled fmsbw, made up entirely of rhythmically recited
letters and onomatopoeic syllables. We don’t know how the Prague
public reacted at that time (but a year earlier there was such outrage
at Hausmann and Huelsenbeck’s avant-garde production that the
dadaists had to calm the crowd down with some dancing numbers). The
experience of the Prague performance of these phonetic poems has,
however, been well captured by Kurt Schwitters. He was so inspired
that he himself began to compose similar poetry. It was given the name
Ursonata, or sonata from ancient times, or ancient sonata. Schwitters
worked for many years on Ursonata. The first version dates from around
1923. If we know it today mainly as a work of literature, the poem in fact
resembles less a literary production than a musical composition, and
even has the structure of a classical musical sonata of four movements.
Its meaning was not important to Schwitters, but rather its live
performance. He gladly and often recited it on many different occasions
and in the mid-twenties he recorded part of it on a gramophone disc. To
perform the whole of Ursonata apparently needed a good forty minutes,
with the speaker giving his all. The first written version came about with
the help of the typographer Jan Tschichold as late as 1932, when it was
published in the last number of Schwitters’ magazine Merz. Schwitters’
Ursonata is made up of rhythmic, meaningless words and interjections,
it is something between nuclear linguistics and a literary parody. Kurt
Schwitters broke down words into individual atoms of sound, showed
the building blocks of human understanding, but of course at the price
of its total destruction. He stripped the machine of speech down to its
individual wheels, which we can look at and admire in detail, but which
we can never put back together again.

Even the lettrists began to work with phonetic poetry in Paris at the
end of the forties, and they also derived the name of their group from
it. They saw expression on the borders of music, art and literature as
the highest stage in the development of artistic forms; they saw it as
reaching its most elementary and, according to the lettrists, the form
which could be reduced no further. The dadaists, with their more than
a quarter-of-a-century-old experiments, and who resembled them as
do two peas in a pod, were rudely and altogether illogically accused
of plagiarism by the young lettrists. The old guard from the Cabaret
Voltaire and Berlin of course did not like it. This apparently continued
with the 1946 recording, on which Raoul Hausmann and the group of
lettrists hold forth on the question of precedence in the field of phonetic
poetry and use for this an exclusively imaginary language made up of
individual letters and syllables. In order to justify his precedence, the
more than seventy-year-old Dadaist Hausmann was still performing as
late as 1968; during a public performance he passionately rattled into
atintube: “OFFEAHBDCBDQ”. Then he banged a funnel on the floor and
declared: “I hope you don’t think that | remember this stuff from1918
by heart?

"RySka’s Ursonata is certainly not an attempt at the laurel wreath in the
field of phonetic or visual poetry; Napady s osvobozenymi pismeny
(Ideas for Liberated Letters) is not in competition with the dadaists,
futurists or the lettrists in the traditional modernist discipline. We can

even say that it has absolutely nothing in common with Schwitters’
Ursonata. RySka does not find the already found, but finds that which
the pioneers of the avant-garde brought back from their travels in
unknown country, in the life around. Indeed, what are all these formal
inventions to us, and what do they mean? What are we going to do with
them?

Like the modem age itself, Pavel RySka’s Ursonata symbolically begins
with the projection of old, scratched filmed material. It does not matter
that this effect is obviously simulated by digital technology. If we want
to plunge into the mythology of the modern, we cannot find a better
entrance. RySka of course looks into the mythology of modem art
through a personal mythology. At the beginning of his story there is
no Apollinaire, Marinetti or Schwitters, but a soup of letters into which
the narrator, in the form of a black square, does not altogether wish
to go. The black square, Malevich’s absolute, is at the same time a
small boy forced to swallow pea soup, even if he is mainly just bored
and longs most of all for spiritual food. He floats above the salty water
and does not quite clearly understand that the dense proteins in the
form of letters in the bowl in front of him are in reality the rudiments
of words and thoughts. The soup represents a microcosm of possible
relationships, a dictionary, the embryonic sea of life, an ancient sonata,
which means both everything and nothing at the same time. RySka’s
square undergoes a metamorphosis, the disclosure of a potential
cosmos in the soup floods him with happiness and he changes into
a white square, an attempt at an absolute even more total than the
previous absolute. And like an immature god he begins to syllabify
the first law of his new world. But the potential school-age artist is from
the very beginning subjected to a test, exposed to mockery and the
surrounding dubiousness. “What is art good for?” asks the tempter, and
he well knows that he will not get a satisfactory answer. The small god
only perseveres and does not stop syllabifying; a longed-for entry into
the geometrically pure world of art is waiting for him.

Atthe start of the twenty-first century every artistis pushing conceptually,
willy-nilly, and commenting on the history of his discipline. Artists, Pavel
RySka among them, rake through the history of twentieth-century art
and try to find a direction and a style with which to escape from the
dump. RySka’s work is often helped in this woeful task by a sense
of humour. The history of art is, in his interpretation, an educational
farce, which can point out the similarities to jokes of funny comics
for the informed. The soup of letters is not the first case where RySka
discovered avant-garde art in the most common things. It is enough to
know the history of modernism and the world around us changes into
an amazing exhibition full of hitherto unidentified ready-mades. Years
ago RySka painted large abstract pictures inspired by tourist signs,
small reminders of radical abstractionism in a wooded space. In the
cycle Myslenky modemich malifGi (Thoughts of Modern Painters) he
took this principle to perfection. The iconic works of the artists of the
twentieth century become actors in drawn anecdotes in this piece.
RySka's Ursonata is not however a lament for the lost originality of the
avant-garde, or a post-modern melancholy look into the depositories
of modern art museums. Pavel RySka knows how to bring modern art
out of the museum and does not hesitate to use it in a comic story,
which is both a personal confession and an intimate look at the artist
at a young age. We can only understand the secret of the letter soup
retrospectively, a code given to us by the history of art. That is why
RySka's Ursonata is an annotated recollection of the newly understood
time of its own past. The fact that we get a later interpretation of
long-ago memories is supported by numerous plain narratives. Next to
the comic’s speech bubbles and the typographically liberated shouts
there is a story provided with subtitles. RySka announces his authorship
as though his task was predicated only on the fact that he is translating
and commenting on already-existing legends dating back to the old
days in the neutral country of Switzerland.

Every art, every literature starts somewhere in letter soup, in a malleable
mound of mashed potatoes, under the table or behind the laundry
basket, where at the start of our life itself we make many unforgettable
discoveries, which later we vainly try to name until the end of our days.
RySka’s Ursonata has a surprisingly personal and concurrently joyous
finish. The fine-graining of letters and numerical codes is the beginning, an
ancient sonata, from which arises the optimistic song of the future of art.

BN B N B B B BN B B B B B B B B usonsta stars svjcarska povést, DVD, 4:45, 2004



