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FATESCAPES
Adorno's thesis, that writing of poetry after Holocaust is barbarism, does not mean impossibility 

of any poetic creation whatsoever, but rather impossibility (or barbarism) of creation unmarked 

by the sociohistorical experience of Holocaust. Should all the artistic creation carry the stigma 

of a “collective guilt”? Should all the art that does not represent the collective historic experience of Evil be deemed barbaric? The answer depends on the meaning of representation.

The attempts at direct representation more or less always fail. In front of the absolute Evil, its

representation will be always banal. However, this strategy is often attempted by some authors.

Mediocre art-works often dispel criticism by hiding behind the grave themes of war and Holocaust. Confronting such a stalemate, Lyotard claims the impossibility of representation 

of an absolute Evil. However, in order to do so, the Evil has to be represented as absolute in any case. The point is, however, that this has to be done indirectly. If we won't ever have direct approach to the meaning of the Evil, what we can always do is to study the more or less visible traces of this Evil.

Smejkal's work can be then described as an intervention into these traces. Interventions can

paradoxically strengthen the vanishing historical experience by building the bridges with the everyday life of today.

In the cycle STARS, author stages the meeting of the visuality of a genocide and the visuality 

of a star-actor system. If Adorno's thesis from the Dialectic of Enlightenment is true, Smejkal actually confronts two sides of the same Enlightenment coin, symbolized by the Holocaust and the Hollywood. 

In Das Familienalbum/A Family album, two found photo-diaries of the everyday life are directly confronted – on one side, that of the prisoners of the concentration camp and on the other, that 

of the higher officers of the SS on the other side of prison bars combined with Adolf H. drawings.

The play with the representation is at the core of the Fatescapes. Smejkal takes the famous photographs that would arguably all be presented in the TV series „20th century in photographs“ and removes its content carrier. If these photographs are based on a separation of a figural 'theme' and a 'background' landscape, Smejkal makes the landscape itself the subject of the image by removing the 'theme'.

More subtle manipulation with 'iconic' photographs is at play in The Family of Man. By tacitly replacing subject's face with his own face, the author attempts to represent himself into the position of the other. How much does the photography here allow for a historic transfiguration?

Finally, in the Instant Inspiration, the face as the visual bearer of the truth is questioned by presenting the portraits from the First World War, where the individuality and subjectivity is erased under the uncanny presence of a gas-mask.

Smejkal does not simply cynically 'play' with the Evil. Rather, as Hannah Arendt would put it, he

confronts the Evil with its own banality and, furthermore, with its contemporary banalization.
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