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Mira Sikorova-Putisova

Koncepcia vystavy, ktorej zdmerom je Speci-
fikovat urdity fenomén (vybranud tendenciu
alebo estetickt kategoriu) prostrednictvom
diel realizovanych na objednavku kuratora
v intencii predloZeného libreta nie je typom
prezentacie, ktory by do praxe vosiel v po-
slednej dekdde 20. storocia. Objavil sa uz
koncom Sestdesiatych rokov, no prave v de-
vétdesiatych rokoch sa tento format stal jed-
nym z typickych atribtitov obdobia.' A hoci
tato forma prezentacie vytvarného umenia,
kde je kurator v pozicii tvorcu/autora, a tym
je jeho rola v zmysle kreativity rovnocenna
s rolou vytvarnika, ma svoju kontinuitu aj
v novom miléniu, koncentracia kurator-
skych vystav v devatdesiatych rokoch je
oproti nemu hustejsia.

Stvisi to s viacerymi faktormi: so zame-
ranim a odbornou kondiciou umenovedy
a jej praktizujucich predstavitelov, ale pre-
dovSetkym s povahou umenia a umeleckej
prevadzky v prislusnom case. Vytvarné ume-
nie devétdesiatych rokov charakterizuje
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vyrazny zaujem o nové a pochopitelne sa
odlisujtice od kanonu pred rokom 1989.

V oblasti jeho reflexii prostrednictvom vystav
je zasa viditelnd snaha o pomenovanie a opi-
sanie novych tendencif a trendov. Uzko s tym
suvisi pouzitie inej metodiky pri koncipovani
vystav, vyraznejsie sa za¢ina obchddzat zauzi-
vany chronologicky format alebo kI'a¢ pris-
lusnosti k jednému médiu. Na druhej strane
je pravda, Ze kuratorské vystavy devatdesia-
tych rokov spolahlivo referujui o sudobej
dominancii objektu, instaldcie a ndslednej
hybridnej fizii s videomédiom, teda aj o sna-
he kurdtorov vystav kanonizovat tieto médid.
Inou kategoriou kuratorskych vystav, demon-
Strujucich d’alsi typicky znak umenia a jeho
prezentacie v danom obdobi, st kuratorské
site-specific projekty realizované aj mimo
kamennych intiticii.’ V ¢ase realizdcie tri-
l6gie (1995 — 1997) v Povazskej galérii ume-
nia v Ziline (PGU) sa uskuto¢nilo viacero
dalsich projektov. Predstavuju model, ktory
ma najblizsie k podstate kuratorskej vystavy
postavenej na koncepcii referujticej o vybra-
nom Specifickom umenovedno-estetickom
probléme.* Dané obdobie je vzhfadom na
vysoku koncentraciu kurdtorskych vystav
jedine¢nym, a hoci ma ich realizdcia svoje
pokracovanie, ich vyskyt pozvolne klesal.
Pridinu tohto javu mézZeme ndjst v negativ-

* Paradigma Zena, Fyzicky/Mentalny, Medzi muzom a Zenou

Problematike kuratorskej vystavy (nielen v stvis-
losti s realizovanymi na pdéde PGU v Ziline) sa
venovala HANAKOVA, Petra: Zeny — intitticie?
K dejindm umeleckej prevadzky devétdesiatych
rokov. Bratislava, Slovart 2010, s. 56 — 58, tamzZe,
s. 140 — 141. Pozri aj: HANAKOVA, Petra: Kuré-
torska vystava. In: Arslexicon — vytvarné umenie
na Slovensku. Ed: BALAZOVA, Barbara -
POMFYOVA, Bibiana, URL: http://www.arslexi-
con.sk/?registre&objekt=kuratorska-vystava
22.5.2014

Priklady takychto koncepcii si najmé: Objekty
a inStaldcie (1992, kuratorka Katarina Rusna-
kovd), Zwischen Objekt und Installation, (1992,
kuratorka Jana Gerzova), On-Off (1993, kurator
Radislav Matustik), Pars pro toto (1995, kuratorka
Zora Rusinova).

Interakcia medzi vytvarnym dielom — instaldciou
alebo objektom a netypickym, zdmerne vybratym
priestorom negalerijného az ,anti — vystavného*
typu, bola délezitou sicastou integrity diela
a jeho prezentacie. Typickymi kolektivnymi kura-
torskymi vystavami, kde témou a zastreSujucim
leitmotivom bol prave faktor ,jinakosti“ priestoru
a jeho genius loci, ktory generoval charakter
vacsiny prispevkov, su najma Genius loci (1991),
budova PGU, ndmestie Dukla 23, kuratorka:
Katarina Rusndkovd, Barbakan (1992), barbakan
mestského opevnenia Banskej Bystrice, kurator-
ka: Alena Vrbanova, Tajomstvo (1994), pod-
krovné priestory PGU v Ziline, kurétorka: Katarina
Rusndkovd), Elektrdrert T (1993), priestory
byvalej elektrarne neskor adaptované na galériu,
kurator: Vladimir Beskid, vyro¢na vystava SCCA
Interier versus Exterier (1996), priestory zavodu
na vyrobu kief Cosmos, kuratorky: Mdria Hlava-

jova, Marta Smolikovd, format prezentacie jed-
ného umelca, pripadne dvojice, mali cykly vystav
v koncepcii Jany GerzZovej v Synagdge — centre
sucasného umenia v Trnave: Umenie aury (1995
— 1996), Pamdt miesta (1997 — 1998), Vymedzenie
priestoru (1999 — 2000) a podobne aj viacero
projektov realizovanych v devéatdesiatych rokoch
v synagége v Samorine.

Za taziskové obdobie realizacie kuratorskych vys-
tav v devéfdesiatych rokoch v zmysle hustoty ich
produkcie je mozné povazovaf obdobie medzi
rokmi 1993 - 1998, ¢o je zdroven casovy zaber
vystavy Paradox 90. Popri uz spomenutych pro-
jektoch vyslovene pristupu site-specific ide o d’alsie
vystavy: Untitled (1994, kurdtori Radislav
Matustik, Alena Vrbanova), Epikurova zdhrada
(1996), Limitlos (1997), Barok a sucasnost
(1998), kuratorka Zora Rusinovd, vyro¢na vystava
SCCA 60/90 (1997, kuratorky Alexandra Kusa,
Petra Handkova).
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nych zmendch v prevadzke institicii, na
ktorych pdéde by bolo dovtedy mozné takto
finan¢ne a produk¢ne ndro¢né projekty rea-
lizovat, je nim vSak aj odmlcanie sa ich kura-
torov® a, ako nasledujtice obdobie nového
milénia potvrdi, len zdanlivé vyCerpanie
tém a moznosti koncepcii.® Z dne$ného uhla
pohl'adu ako kontinuum taziskového obdobia
kuratorskych projektov vyznieva Stipendium
pre mladych kurdtorov iniciované vytvarni-
kom Antonom Ciernym, ktoré sa prizna¢ne
realizovalo na péde PGU v Ziline na prelo-
me devitdesiatych a nultych rokov.”

Projekty Fyzicky/Mentélny, Paradigma Zena
a Medzi muzom a Zenou su kurdtorské v naj-
uz$om vyzname tejto kategorie.® Aj bez ohl'a-
du na gendrovy atribut, ktory ich jednotlivo
definuje ako vystavy prezentujice muzsky,
Zensky a konfrontujtico Zzensko-muzsky po-
hlad umelkyn a umelcov, do daného obdo-
bia s vysokou koncentraciou kuratorskych
vystav priniesli osobity typ. Charakterizuje
ho snaha zostavit kolekciu prezentovanych
diel podla prislusnosti k tendencii, ktora sa
v tom case postupne stavala predmetom
kunsthistorického zaujmu; z odstupu sa

o nej da hovorit ako o jednom z typickych
znakov vytvarného umenia devatdesiatych
rokov. V tejto intencii bolo umelcom predlo-
Zené libreto (obsahujice komplex prislusnych
tém, odporucenie formy) na realizaciu diela.
Zamerom kuratorky tak bolo prostrednictvom
vystavy $pecifikovat a sti¢asne etablovat ten-
dencie postfeministického a rodovo oriento-
vaného umenia v nasom priestore. Tym st
tieto vystavy viac ako iné kuratorské projek-
ty obdobia druhej polovice devatdesiatych
rokov prizna¢né ¢rtou kurédtorského impulzu’,
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ktory podmietioval, ale aj podstatne ovplyv-
noval vyslednt podobu diel.

Prispevky autorov a autoriek do trilogie
vznikali priamo pre podmienky priestoru.
Najmé v prvych dvoch castiach trilogie
(Fyzicky/Mentalny a Paradigma Zena) je
viditel'ny vyrazny pristup site-specific, kto-
ry logicky vziSiel z danosti v slovenskom
prostredi v tom case ojedinelej ,bielej kocky*,
kde kazdému z autorov/autoriek na realiza-
ciu prispevku pripadla jeho jedna stvrtina.
Tymto boli diela vyslovene ,Sité na mieru*,
¢im vznikli rozsahovo velkorysé formy insta-
l4cii a videoinstaldcii. Ich tizka previazanost
s priestorom mala zaroveil na svedomi aj
vyvazeny pomer jeho prazdnoty a hmoty
diela. Co je v8ak najddlezitejsie, prave pri
tychto dvoch vystavach sa vdaka dramaturgii
postavenej na zdmerne nizkom mnozstve
autorov v prospech dostato¢ného priestoru
pre nich podarilo zrealizovat prezentaciu,
kde bolo mozné vnimat prispevky autorov
jednotlivo, no sucasne vytvarali konzistentny
celok vd’aka pritomnym, nielen tematickym,
ale aj vizudlnym vézbam. Z tohto dévodu
viaceré z diel pri neskorSich reinstalaciach
uz nedosiahli taky efekt a vyznenie ako pri
svojej premiére."”

Koncepcie vystav trilégie pomerne spo-
lahlivo demonsStrujui obraz sudobej praxe
umenovedy s ciefom pomenovat tendencie
vtedajSieho vizudlneho umenia v stvislosti
s aktudlnym obrazom euroamerického ume-
nia. Mimo kritickych reflexii prostrednictvom
textov v dobovych periodikdch venovanych
vyluc¢ne aktudlnemu umeniu, ktoré sa vy-
raznejsie zacali objavovat az v polovici
devitdesiatych rokov', prave forméat kuré-
torskych vystav zacal byt pomerne ¢asto
pouzivanym ndstrojom na etablovanie objek-
tu, inStalacie a videoinstalacie naleziacich
neokonceptualnemu umeniu, ktoré aj vdaka
tymto vystavdm zaujalo v danom obdobi
dominantnu poziciu. Spomedzi vacsiny

* Paradigma Zena, Fyzicky/Mentalny, Medzi muzom a Zenou

Nejde o odmlcanie v zmysle prerusenia alebo
zastavenia aktivit prislusného teoretika, je to
skor minimalizovanie tejto kurdtorskej ¢innosti.
Doévodom postupného ttlmu je aj docasna strata
platformy na realizovanie vystav - viaceré
galérie, kde sa pravidelne uskutoc¢novali, sa
pocas meciarizmu (1993 - 1998) dostali pod
spravu intendanttr a ich kuratori (v pozicii vedu-
cich institdcif) boli printteni odist — napriklad
z riaditel'skych postov boli odvolané Katarina
Rusnakova (PGU Zilina), Alena Vrbanovd (SG
Banska Bystrica).

Kontinuitu kuratorskych vystav zabezpecila
najmi novd generdcia mladych teoretikov. Ich
pristupy boli scasti uplatnenim metodik pouzi-
vanych v devatdesiatych rokoch, napriklad forma
ahistorickej vystavy — Madona v siucasnom vy-
tvarnom umeni (2002), kuratorka Adriana
Celedova-Hupkova, vo vieobecnosti viak v kurd-
torskych projektoch prvej polovice nultych rokov
prevazovali koncepcie sledujice vybrany tema-
ticky konstrukt: (in)time (2001), kuratorka:
Lucia Gregorova-Stachovd, Permanentny roman-
tizmus (2003), kurator: Richard Gregor, Privela
vynimiek (2003), kuratorka: Mira Sikorova-
-PutiSové, pripadne fenomén vychadzajici z formy
diela: Manipulujtice umenie I, II (2000), kurétor:
Richard Gregor alebo zanru: Pocta sebe (2001),
kuratorka: Lucia Lendelovd. Tymto vytvaraju
ur¢itd protivdhu proti kurdtorskym vystavam
z devétdesiatych rokov, ktorych zdsadnym zame-
ranim bola prislusnost k objektu a instaldcii.
Navyse sa oproti devétdesiatym rokom v roli ini-
ciatorov a kuratorov vystav tohto druhu po prvy
raz predstavili aj vytvarnici: Velké mlieko (2001),
koncepcia: Tuba Sajkalova, Eva Masarykovd,
NEvesta (2004), koncepcia: Eva Masarykova,
Anetta Mona Chisa, Martin Piacek, Eva Filova.
Uskutocnilo sa na mieste konania trildgie
Katariny Rusnédkovej. Stipendium podporovalo
projekty mladych freelance kuratorov a v danom
¢ase (2000 — 2001) scasti suplovalo prax neob-
sadeného miesta kuratora/historika umenia
v galérii. V rdmci neho boli realizované spomi-
nané vystavy: Manipulujiice umenie, (in)time,
Pocta sebe. SIKOROVA-PUTISOVA, Mira: Kurdtor
— organizator. Rozhovor s Antonom éiernym. In:
CIERNY, Anton (ed.): Anton éierny. Zilina,
Povazska galéria umenia 2012, s. 128.
Fyzicky/Mentdlny (vystavujuci autori: Roman
Ondédk, Boris Ondreicka, Karol Pichler, Peter
Ronai), Paradigma Zena (vystavujuce autorky:
Denisa Lehocka, Ilona Németh, Petra Novakova-
-Ondrei¢kové, Jana Zelibskd), Medzi mufom
a genou (vystavovali uvedeni autori a autorky,
zostavu doplnil Peter Meluzin).
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Kuratorka vystav v katalégu v prvej z trilogie
opisuje pristup ako: ,otvoreny pracovny pro-
jekt“, v ktorom st dani vytvarnici inStruovani
NAKOVA, Katarina: Vystavopis 1. mentdlne $ta-
dium - projekt vystavy. In: Fyzicky/Mentdlny.
Zilina, PGU 1995, s. 5. épeciﬁka’m kuratorského
impulzu Katariny Rusnédkovej v stvislosti s gale-
rijnou prevadzkou v dobovom kontexte sa venuje
HANAKOVA, Petra: cit. dielo, s. 140 — 141.
Prikladom je inStaldcia Denisy Lehockej — Bez
ndzvu z vystavy Paradigma Zena, uz viackrat in-
Stalovand v inych kontextoch — PGU Sampler
(2005, GJK Trnava), In(ter)media(s)res (2006,
PGU Zilina, 2007, TG Martin). Bola kompono-
vand pre konkrétnu cast vystavného priestoru.
Tvorila findle prehliadky a vdaka susedstvu
s videoinstalaciou Jany Zelibskej — Jej pohl'ad na
neho, ktorej expresivna forma bola s introspek-
tivnym obsahom a efemérnym vyznenim diela
Lehockej v protiklade, prehliadka ziskala dyna-
micky raz.

Zéasadnymi periodikami v danom c¢ase boli Profil
stucasného vytvarného umenia (vychadzal
v rokoch 1990 — 1996, po pauze vychadza od
roku 2000) a Vytvarny zZivot (kontinudlne
vychadzal aj po roku 1989 do roku 1995). Popri
textoch prehodnocujticich umenie alternativy
spred roku 1989, reflexiach prezentdcii sloven-
ského umenia v zahrani¢i na zacdiatku devétde-
siatych rokov, profiloch vyznamnych svetovych
autorov a rubrikdch o vystavach v zahranici, sa
recenzie domdcich vystav zacali v Profile intenziv-
nejsie objavovat az po roku 1993. Do istej miery
to suvisi aj s vyraznej$im vyskytom kuratorskych
vystav oproti zadiatku desatrocia. Vo Vytvarnom
Zivote sa reflexie aktudlneho diania k slovu
dostali po zmene jeho koncepcie v roku 1993.
Medzi teoretikov, ktori do nich prispievali texta-
mi o sti¢asnom domacom umeni, patria najma:
R. Matustik, K. Rusnakova, J. Gerzova, A. Krna-
¢ova-Gutleber, A. Vrbanova, V. Beskid, J. Orav-
cova-Demova - viaceri z nich (R. Matustik,
K. Rusnakova, J. Gerzova, A. Vrbanova, V. Bes-
kid) boli v tom case sucasne autormi kurator-
skych vystav.

113



kuratorskych vystav, ktoré viac-menej sle-
dovali ttto liniu, trildégia vystav v PGU sa
odlisuje snahou ,generovat novy diskurz*,
t. j. na zaklade poznania a skisenost{ s inym
vytvarnym prostredim a problematik, ktoré
mu ndlezia, iniciovat/inspirovat vytipovanych
a oslovenych vytvarnikov na realizéciu diel,
ktoré by tak bolo mozné interpretovat cez
kateg6riu rodového umenia.” Jej krok v zmy-
sle apelu na vytvarnikov prostrednictvom
urcitého ,prenosu” idei a tém z iného (vonkaj-
Sieho) prostredia mé v histérii nasho vizudlne-
ho umenia svoj precedens. V tejto situdcii nie
su tieZ nezanedbatelné bezprostredné skuse-
nosti Katariny Rusndkovej s aktudlnym ume-
nim v zahranidi, ktoré sa takymto spésobom
rozhodla aplikovat.”

Druhym aspektom, ktory mal vplyv na
realizaciu trilégie, je kurdtorkino mapovanie
vytvarnej scény devétdesiatych rokov zacie-
lené na autorov a autorky s tvorbou reaguju-
cou na aktudlne vytvarné trendy. Bolo spojené
s predpokladom, Ze zaujmu poziciu trend-
setterov, a to nielen ti najmladsi, od ktorych
sa to spravidla ocakdva. Vo vybere sa ocitli
aj starsi autori (J. Zelibskd, P Rénai, P Melu-
zin), ktori pochadzali z alternativnej scény,
v devitdesiatych rokoch sa profilovali vylué-
ne ako medidlni umelci a tdto volbu u nich
podmienila najmé pritomnost rodovej pro-
blematiky v ich tvorbe, dovtedy vsak kriticky
nereflektovanda. S viacerymi z autorov ju
spajala predosla spolupraca na kuratorskych,
monografickych, pripadne vystavach men-
Sieho rozsahu." Skladba vybranych autorov
a autoriek tak pozostavala z najmladsej ge-
neracie umelcov, ktori vdaka (¢i skor kvoli)
vizualnemu jazyku viditelne ovplyvnenému
modelom euroamerického neokonceptualneho
umenia, boli v ¢ase realizacie trildgie aj ta-
Ziskovymi autormi vystav Sorosovho centra
stcasného umenia (R. Ondak, B. Ondreicka,
D. Lehockd, P Novakova-Ondreickova).
Dopliiali ju o nieco starsi, v tom ¢ase este

tiez prislusnici mladej generacie (K. Pichler,
I. Németh) a vyber finalizovali spomenuti
star$i umelci s vtedy uz vyprofilovanym pro-
gramom. Prave ich spolupraca s Katarinou
Rusnédkovou a PGU vyvolala synergicky efekt
— vznik néslednych (a nielen pre dobovy
umenovedny kontext velmi potrebnych)
monografickych prezentacii®®, ktoré potvrdili
nezastupitelné miesto tychto autorov v histo-
rii slovenského videoumenia, a zdroveii pro-
strednictvom od nich ziskanych akvizicii sa
konstruovali zédklady segmentu videomédii
v zbierke v intermedidlneho umenia PGU.
Této stcast rozsirenej spoluprace platila pre
vietkych vytvarnikov z trilégie." Aj z tychto
skutocnosti je zjavné, ze konstrukcia autor-
ského zloZenia mala svoje logické opodstat-
nenie. Hoci to s realizaciu vystav uz tak
priamo nesuvisi, je zaujimavé sledovat trajek-
torie autorov, ktori sa aj vd’aka nim stali
kIicovymi umelcami dekady, v nasledujicom
obdobi prelomu milénia a nultych rokov. Pri
dnesnom odstupe je ocividné, ze ,trendset-
ting“ a rezonancia tvorby najmladsich z nich
boli taziskové prave v obdobi devatdesiatych
rokov a vyraznejSie nepresiahli tymto sme-
rom hranicu dekddy — délezitt rolu v tomto
pripade zohralo spominané prepojenie tychto
umelcov s mienkotvornymi aktivitami SCCA
sustredenymi v tom istom obdobi. V nasledu-
jucom desatrodi sa tvorba niektorych z nich
stala pre nas kontext uzavretd (R. Ondak,
D. Lehocka, P Novakova-Ondreic¢kova), d’alsi
z nich sa ako autori odmlcali, respektive sa
zacali venovaf inej, napriklad organizacnej
¢innosti (B. Ondreic¢ka). Obdobne sa zadiat-
kom nultych rokov ,vytratili“ aj najstarsi
umelci (okrem P. Rénaia), tu vsSak treba do-
vody hladaf najmé v nedostatoc¢nej inStitu-
ciondlnej podpore videoumenia, ktord sa
v tomto obdobi stala markantnou.

Zaciatok realizacie trildgie (vystava Fy-
zicky/Mentdlny v roku 1995) je ukotveny
v Case, ked rodovy diskurz a prislusna ter-

* Paradigma Zena, Fyzicky/Mentalny, Medzi muzom a Zenou

minolégia presli za¢iatoénou fazou adaptacie
na podmienky slovenského vizualneho ume-
nia, pri¢om rizikdm tohto procesu - esencial-
izmu, misinterpretdcidm alebo ,silovej* kon-
textualizacii na ukor autenticity, respektive
rozliSovania nuans tvorby jednotlivych auto-
rov a autoriek — sa tomuto procesu nepodarilo
vyhnit.” Na vystavnu prax paradoxne skrom-
né mnozstvo dobovych textov sprostredkiva
informécie skor o procese spominanej adap-
tacie nez jej pripadnej paralelnej revizii."
Kuratorsky cyklus Katariny Rusndkovej je
prvym, ktory reflektoval dany diskurz kom-
plexnejsim spdsobom — vystavami s predcha-
dzajticim vyskumom a najmé katalégovou
obrazovo-textovou stopou. Pri nazerani na

12 RUSNAKOVA, Katarina: Vystavopis 1. mentélne
Stddium - projekt vystavy. In: Fyzicky/Mentélny.
Zilina, PGU 1995, s. 5. Pozri aj: HANAI(OVA,
Petra, cit. dielo, s. 140. Hoci Petra Hanakova
spochybiiuje status kurdtorskej vystavy jed-
notlivych projektov trildégie argumentom o ne-
existujucej platforme, ktord by diela prepajala,
respektive o nezhode diel s niou, prave aspekt ini-
ciacie k tvorbe zo strany kuratorky tieto projekty
¢ini kuratorskymi. Mieru prislusnosti diel k danej
platforme - umenia artikulovaného rodovou
optikou, je tu zdroven nutné rozliSovat — hoci
nema rovnaku intenzitu, zaroven sa jej ani v jed-
nom pripade tplne nevzddva.

13 Rusndkovej inicia¢né gesto je podobné preneseniu
myslienok Nového realizmu Alexom Mlynarcikom
do slovenského prostredia v rokoch 1964 a 1965.
Na tdto skutoénost ma v rozhovore upozornil
Richard Gregor. V rokoch 1993 az 1997 Katarina
Rusndkova absolvovala viacero studijnych poby-
tov v New Yorku, kde bola v priamom kontakte so
sidobym vizudlnym umenim prostrednictvom
jeho prezentécii v galériach. Viac: RUSNAKOVA,
Katarina: 5 x New York. Bratislava, Kalligram
2003. 160 s.

14 Predchddzajice spoluprdce s muzskymi autormi
uvadza ako motivacny Cinitel pre realizdciu prvej
vystavy z trilégie. RUSNAKOVA, Katarina: Vys-
tavopis 1. mentdlne $tddium - projekt vystavy. In:
Fyzicky/Mentalny. Zilina, PGU 1995, s. 5. Para-
digme zena predchddzali prezentacie Ilony
Németh, Petry Novdkovej-Ondreickovej na vy-
stave SCCA Marginalia (1994), PGU realizovalo

jednotlivé vystavy trildgie cez prizmu adap-
tovania rodového diskurzu mozno uvazovat
o miere jeho pritomnosti (resp. viditeI'nosti)
v jednotlivych vystavach trildgie, a tym o pri-
padnych rozdieloch medzi nimi. Zaroven
mozno polozif otazku, ¢i gendrovy atribut
cyklu neurcuju len nastavené zastipenia vy-
tvarnikov — ¢isto muzov, ¢isto zien a nasledna
spolo¢nd téast tych istych. Uvodnd z nich
Fyzicky/Mentdlny moze byt cez tdito optiku
tak viac referenciou o aspektoch néaleziacich
do sirokého spektra tém neokonceptudlneho
umenia: problematik zviazanych s prehodno-
covanim socidlnych a kultirnych kontextov
dotykajucich sa vtedajsSej spolo¢nosti, nezried-
ka spojeného s kritikou alebo ambivalentnym

monografickd vystavu Jany Zelibskej — Posledné
kimenie (1993).

15 Peter Meluzin — Mouse Killer, Deratizdcia -
Deartizdcia (1995), kurator: Radislav Matustik,
Jana Zelibskd 1966 — 1996 (1996), kurator:
Radislav Matustik, Peter Rénai — Videoantolégia
(1997), kuratorka: Katarina Rusnakova. Ku vset-
kym vystavam boli vydané obsiahle katalogy.

16 K systému prepdjania vystavy so zbierkou insti-
ticie (PGU) viac: HANAKOVA, Petra: cit. dielo,
s. 141.

17 O rizikdch esencializmu a moznych interpre-
ta¢nych chybach pri zoznamovani sa s feminis-
tickym a rodovym umenim na zaciatku devéatde-
siatych rokov sa zmienuje autorka vystav:
RUSNAKOVA, Katarina: Namiesto tvodu
dotaznik — Feministické dejiny umenia v postko-
munistickej dobe (rozhovor s Martinou Pach-
manovou) In: Rodové aspekty v sti¢asnom vizudl-
nom umeni na Slovensku. Banska Bystrica, Fakulta
vytvarnych umeni, Akadémia umeni 2009, s. 12.
Tzv. ,silovi“ kontextualizdciu uvadza Richard
Gregor ako Specificky problém formulujicej sa
tedrie nového umenia devatdesiatych rokov. Viac:
GREGOR, Richard: Autenticita, tradicia a post-
-ndrodna situdcia. (K vyvinovym predpokladom
slovenského umenia ,nultych rokov“). In:
SIKOROVA-PUTISOVA, Mira (ed.): Nulté roky.
Zilina, Povazskd galéria umenia 2011, s. 101 -
102.

18 Zenskému umeniu, postfeminizmu a rodovej
problematike bolo venované tematické ¢islo Pro-
filu sucasného vytvarného umenia 1993, ¢. 2.
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vyjadrenim postoja ku konzumu - teda tém,
ktoré aj v nasom postsocialistickom prostredi
silne rezonovali.” Faktor subjektivity vo vypo-
vedi, ¢o by priblizil diela k gendrovej narécii,
nalezal najviac hadam realizdcii Petra Ronaia
Neodiogenetika, u ktorého uz v tom ¢ase bolo
nardbanie s vlastnou identitou ako subjek-
tivhou kategdriou vyraznou liniou tvorby.
Typickym a zastreSujicim znakom diel po-
pri spominanej ,,miesto-$pecifickosti“ bol
apropriovany ready made ako zédklad insta-
lacii, ¢im v prvom plédne referovali skor

o forme, respektive ich obsah vdaka za-
mernej intertextualnosti akoby zostaval

az v druhom plane.

Kym predosly projekt priniesol sofistiko-
vanu (a formami instalacii paradoxne potla-
¢enti) artikulaciu rodu z pozicie muzov, pri-
¢om jeho vyraznym plusom bol spominany
komplexny pristup site-specific v ,,bielej koc-
ke“, Paradigma Zena nadvazujtc na tito liniu
prdace s priestorom, priniesla otvorenejsi model
diel reflektujtcich na témy rodu. Vrstvy senzi-
bility, introspekcie, no aj expresivnejSim ja-
zykom formulovanej vypovede, uplatnené
v r0znej intenzite v jednotlivych dielach, ko-
munikovali o pritomnosti Zenského subjektu
bezprostrednej$Sim sposobom. Prikladom
pristupnejsej mentdalnej interakcie vystavy
s divakom je instaldcia Ilony Németh — Nase
sny. Vo vizudlne jednoduchej a zdmerne
minimalizovanej forme, zostavenej zo 147
pouzitych vankdsov zo zaniknutého hotela
ukladanych v rastri na podlahe, sa ukryvala
vyraznd paméafova stopa odkazujica na sd-
vislosti ich predoslého Ucelu. Tym otvarala
viaceré moznosti interpretacie (napr. cez
subjekt pouzivatel'ov vankusov, ich telesnosti,
respektive jej rezidui), ale instalacia sti¢asne
integrovala divdka do svojho komplexu vy-
ndtenym prechodom po nej. Urcitym pan-
dantom k introspektivne vyznievajicim insta-
lacidm D. Lehockej a P Novakovej-Ondreic-
kovej a istym sposobom aj opozitom k ich
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komplikovanejSej sémantike bola pomerne
tiderne laden4 videoinstaldcia Jany Zelibskej
Jej pohlad na neho, ktorej obsah bol dekon-
Strukciou muzského pohladu na zensky sub-
jekt, spracovany s pouzitim priznacnej irénie,
ktora dlhodobo patri do arzenalu tvaroslovia
vytvarnicky. Vo velkoplosnej projekcii (inak
prvej v histérii slovenského videoumenia)
sprostredkovala pohl'ad na sprchujiceho sa
muza. Videoinstalacia, ktora bola obratenim
muzského gaze na Zensky, pontkala viacero
d’alsich interpretdcii, pricom kI'i¢ovou bola
interpretacia o relativnosti statusu muza ako
,silnejsieho pohlavia“.*

Na pozadi vystavy Paradigma Zena je zre-
telny sustredeny zadujem o postfeminizmus
a rodové otazky v umeni — v kataldgu k vys-
tave Katarina Rusnakova okrem textu veno-
vanému tejto tendencii uvddza aj vystavy
venované problematike Zien v umeni v osem-
desiatych a devétdesiatych rokoch, predovset-
kym Sense and Senibility. Women artists and
Minimalism in the Nineties (1994, MoMA
New York), ktorad bola pre iiu v zmysle re-
flexie, ale aj aplikacie diskurzu postfeminizmu
v slovenskom ument, ingpirdciou.” Sucasne
mozno tvrdif, Ze prave vystavou Paradigma
Zena sa otvorila vyraznd linia teoretickych
aktivit kurdtorky v tejto oblasti.”

Dolezitym leitmotivom findlneho projektu
trilégie bola konfrontacia Zenskej a muzskej
rodovej optiky a vytvorenie podmienok na
zachytenie nuans vzfahu medzi pohlaviami.
Komunikéciu medzi zenskym a muzskym
subjektom vyvolala najma spolo¢na pritom-
nost diel, ktord mohla podmieniovat vznik
vazieb medzi inak autondmnymi dielami.

O doésledkoch doslova invalidného vztahu
medzi muzom a zaroven aj dielom, ktoré
ako jedno z mala aj obsahom odkazovalo

na nazov vystavy, bola realizdcia Petra
Meluzina — Pulp fiction (Historky z podsvetia).
V linii jeho reflexii na problematiku masmédif
sa instalaciou odvolal na pripad samokastracie

* Paradigma Zena, Fyzicky/Mentalny, Medzi muzom a Zenou

muza opisany v ¢iernej kronike, no aj na urciti
,,obl'ibenost“ informacii s negativnymi obsah-
mi v médiach, ktord sa najmé pre tie komer-
¢né v devéatdesiatych rokoch stala velmi
rychlo prizna¢nou.

Trilégiu, predovsetkym jej dve posledné
Casti, teoretici oznacili ako prvé vystavy
v slovenskom prostredi, ktoré sa zaoberali
rodovou problematikou®, hoci tento aspekt
p6vodne bol len jednou z tirovni ich ¢tania.*
Dopltiala ju uZ spominand snaha kanonizo-

19 Viac k tematickej koncepcii Fyzicky/Mentdlny:
RUSNAKOVA, Katarina: pozndmka 14.

20 Pozri: RUSINOVA, Zora: O¢ami Zeny alebo veéna
nevesta jari. In: BUNGEROVA, Vladimira —
GREGOROVA, Lucia (ed): Jana Zelibskd — Zakaz
dotyku, Bratislava, Slovenskd ndrodna galéria
2012, s. 21 - 22.

21 Tuto skuto¢nost uviedla K. Rusnékova v rozho-
vore ohladom vystavy. Viac ku koncepcii:
RUSNAKOVA, Katarfna: Paradigma Zena. Zilina,
Povazska galéria umenia 1996, s. 5 - 7.

22 Pisanie o problematike rodového umenia, reflexie
feminizmu a postfeminizmu v umeni, sposob
interpretovania st¢asného umenia touto optikou
tvori déleziti cast jej bibliografie, najma:
RUSNAI(OVA, Katarina: Vizudlne zobrazenia
gendrovych identit v novych médidch. In: 90-te
plus. Reflexia vizudlneho umenia na prelome

20.a 21. storocia. Bratislava, Slovenska sekcia
AICA 2003, s 70 — 81. Rodové aspekty v sucas-
nom vizudlnom umeni na Slovensku. Banska Bys-
trica, Fakulta vytvarnych umeni, Akadémia
umeni 2009. 124 s., metodolégiu rodového
pohl'adu pouzila aj v RUSNAKOVA, Katarina: His-
téria a tedria medidlneho umenia na Slovensku.
Bratislava, Vysoka skola vytvarnych umeni, Afad
Press 2006. 300 s.

23 Okrem prislusnych dobovych recenzii (v pomer-
ne skromnom mnozstve vzhladom na vyznam-
nost trilégie) boli dané vystavy takto charakteri-
zované v texte o gendrovom umeni na Slovensku
v katalégu medzinarodnej vystavy Gender Check.
RUSINOVA, Zora: Slovak republic. In: Gender
Check. Feminity and Masculinity in the Art of
Eastern Europe. Wien, MUMOK Museum Museum
Moderner Kunst Stiftung Ludwig 2009, s. 369.
Pozri aj: ORISKOVA, Méria: Paradigma Zena. In:
Ateliér ¢. 24, 1996, s. 8, JABLONSKA, Beata:
Paradigma Zena. In: Galéria, ¢. 3, 1996, s. 4,
VAgl(OVIéOVA, Hana: Medzi muZom a Zenou
alebo anabazy vedenia institicie galerijného typu

vat intermédia® — objekt, inStaldciu, video-
instaldciu a instituciondlne podporit tvorbu
najma posledného z nich. Aj z dnesného po-
hl'adu je dolezitd otdzka jazykového aparatu
prislusného pre formy umenia, ktorych tvorba
bola cyklom iniciovana. Ur¢itd nepreniknu-
tel'nost az hermeticka uzavretost obsahov
(a vyznamov) instaldcii md svoj pévod v uni-
verzalizme preneseného tvaroslovia neokon-
ceptualizmu®, na zéklade ktorého vznikali.
Nevycirend a v podstate stdle v procese

na Slovensku. In: Vytvarnicke noviny ¢. 3, 1997.
V suvislosti s recenzovanim prvych dvoch casti
trilégie, treba podotknuf, Ze ohlasy nendjde-
me mimo ceského Ateliéru (M. Oriskova) ani
v jednom zo slovenskych odbornych ¢asopisov
(Profil, Vytvarny zivot), ktoré vsak v Case jej rea-
lizacie prestali docasne ¢i definitivne vychadzat.
Texty o vystave, publikované vac¢sinou v regional-
nych periodikach, pochddzajui od samotnej kura-
torky, vynimkou je jej text v Atelieri — RUS-
NAKOVA, Katarina: Medzi muZom a Zenou.
In: Ateliér ¢. 23, 1997, s. 8 — 9. Je azda dobovym
priznakom, Ze takato forma ,self-promotion®
vlastnych projektov v odbornych c¢asopisoch
(v sucasnosti tazko predstavitelnd), bola vlastna
aj dalsim teoretikom aktivhym v devétdesiatych
rokoch (Z. BartoSovd, V. Beskid, R. Matustik,
A. Vrbanovd). Prevaha tychto textov (v uve-
denych mienkotvornych periodikdch) nad recen-
ziami neposkytuje Zelanu pluralitu nazorov,
a tym ¢inom stazuje moznosti spatnej interpretacie.

24 Viac ku koncepcii vystavy a celej trildgie:
RUSNAKOVA, Katarina: Medzi muzom a Zenou.
Zilina, Povazsk4 galéria umenia 1997,s.5 - 7.

25 To, zZe sa tento zdmer naplnil, dokazuje aj dnes
pritomny ndzor, Ze viaceré diela z trilégie su
emblematickymi prikladmi umenia instalacie,
respektive videoinstaldcie devétdesiatych rokov,
pricom vyrazny podiel na tejto skuto¢nosti ma
kataldgova stopa vystav — texty a kvalitné repro-
dukcie.

26 V tomto pripade je zaujimavym postrehom, Ze
dany univerzalizmus neokonceptualneho jazyka
spojeny s vyraznejSou uzavretostou obsahu je
viac priznaény pre diela najmladsich umelcov
trilégie, ktorych parametre si najviac podobné
euroamerickému modelu. Naproti tomu interpre-
ta¢ne otvorenejsie, zaroven nesuce znamky osob-
ného rukopisu a stylu, aj pri pouzitom médiu
a tvaroslovi autentické, su realizdcie umelcov
najstarsej generacie.



* Paradigma Zena, Fyzicky/Mentalny, Medzi muzom a Zenou

adaptdcie bola aj prislusnd metodika ich
interpretacie, podobne poznacena univerza-
lizmom. Tento hendikep kuratorskych textov
néleZiacich trildgii”, ktory bol, mimochodom,
v tom Case priznac¢ny aj pre inych teoretikov
venujucich sa novym médiam (K. Rusnakova
bola v tomto ohl'ade pionierkou), vyvazuje
snaha o komplexnost analyzy a najmi déraz
na kontext, ktory je pre nu typicky. Vo vSeo-
becnosti jazykovy aparat interpretdcie ume-
nia inStaldcie, ktorého zaklady vznikli v de-
vatdesiatych rokoch, bol poznaceny vtedaj-
Sou, takpovediac jednotnou schémou instala-
cii, viditel'nou aj v trildgii (baza ready made,
doraz na apropiaciu, upustenie od rukodiel-
nosti), pricom spominany univerzalizmus ich
modelu $iel ruka v ruke s univerzalnostou ich
tém (napr. identita, rod, konzum, gy¢ verzus
,Vysoké umenie“) a terminoldgie pouzitej pri
pisani o nich. Tento jav prizna¢ny najma pre
druhd polovicu devéifdesiatych rokov sa pos-
tupne vytratil pri prieniku autenticity, nuans
domacej tradicie a tém lokalneho kontextu.
Na zaklade tohto trendu sa ,,poludstil” aj
predtym vyrazne akademicky vyznievajici
jazyk interpretéacie.

27 Sposob pisania K. Rusndkovej v podstate doteraz
ako jedinej z kritikov a teoretikov vytvarného
umenia po roku 1989 hodnotila HANAKOVA,
Petra: cit. dielo s. 147 - 149. Kritiku ,nepre-
niknutelnosti a vyprdzdnenosti textov napriek
trendy vyrazivu“ Handkovd odvija najmid od
formy Rusndkovej textov, no so zovseobecnu-
jucim tvrdenim, Ze ich obsah je tymto minimali-
zovany, respektive neexistujtci, nemozno sthla-
sit bez vyhrady. Nezhodnocuje relevantnost exis-
tujacich informacii v jej interpretacidch, kritiku
obracia skor na formu jej textov a $tyl pisania.
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llona Németh: Nase sny
/ Our Dreams, 1996







Jana Zelibska: Jej pohlad na neho
/ Her View of Him, 1996
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Dom umenia, Bratislava

27. aprila — 14. méja 1996

Kurdtori pévodnej vystavy:

Radislav Matustik, Katarina Rusnakova
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vytvarnici:
Petra Novakova-Onreic¢kova

Vystavujtici
Ivan Csudai
Michal Kern
Julius Koller
Denisa Lehocka
Peter Meluzin
Ilona Németh
Roman Ondak
Boris Ondreicka
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Jana Zelibska




Richard Gregor

,Historiografia umenia zdmerne ¢i nezdmerne funguje

ako inStrument intencii sucasného umenia.”
Jan Bakos

Vo svojich neddvnych textoch' som v snahe
postihnut genézu postmodernej situacie v slo-
venskom vytvarnom umeni tzv. nultych rokov
pomenoval paf stupniov tohto procesu, pricom
v pozadi kazdého jedného z nich je moment
vnutornej kritickosti umeleckého diela, na-

mierenej smerom k dobovej umeleckej praxi.

Vyvoj som stupnoval podla dekad. Zéklad
tvorila najprv konceptualna a neskor aj per-
formativna kritika (umeleckej formy) antité-
zou v Sestdesiatych rokoch (napr. Alex Mly-
narcik a Julius Koller), ktord mohla mat svoj
predobraz v refiguracii, ako kritike namie-
renej na prevzatost informelu, ku ktorej
dospeli (resp. prechylili sa) niektori pred-
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stavitelia hnutia Bratislavské konfrontdcie
(napr. Jozef Jankovi¢ a Mira Haberernovd).
V pripade sedemdesiatych rokov som hovoril
o ,kritike jednoznacnosti témy*, ¢im som mal
na mysli moznost vnimat niektoré pociny
realistov ¢i fuziu pop-artovej a realistickej
poetiky ako subverzivnu u niekol'’kych spo-
medzi autorov (napr. Jozef Srna a Julian
Filo), ktorych socialisticky rezim akceptoval.
Pod ,radikalnou otazkou o formalizme osem-
desiatych rokov* som nacrtol moznost vnimat
rychly ambulantny prenos transavantgardne;j
estetiky do nasho prostredia ako pokus o na-
hradenie jedného formalizmu (oficidlneho,
socialistického) inym (vo svojej podstate mo-
dernistickym ¢ftanim prevzatej postmodernej’
formy). Tento proces postupom devatdesia-

tych rokov dospel ku , kritike samonosnosti
formy*“ - tuto tézu spresnim a rozviniem
v nasledujiicom texte — a napokon v nultych
rokoch ku kritike dogmatickej originality
umeleckého diela a umeleckého média
(napr. rdzne spdsoby préce s malbou).’

V tejto chvili mi vsak nejde o postmodernu,
hovorif o nej v slovenskom vytvarnom umeni

1 Autenticita, tradicia a postndrodnd situdcia. In:
Kol.: Nulté roky. Zilina, PGU 2011, s. 101 — 128
(citacie zo s. 125); GREGOR, Richard: Habe-
rernovej oko. Postinformalna figurdcia v sloven-
skom vytvarnom umeni 60. rokov 20. storocia.
Bratislava, Galéria Cypridna Majernika 2013,
s. 72 -73.

2V tomto miticom momente prameni mylné pou-
Zivanie pojmu postmoderna na umenie osemde-
siatych rokowv.

3 Rémec dekad je potrebné povazovat za orientac-
ny — pre Sesfdesiate roky je zlom zaciatok nor-
malizdcie, pre spominané procesy v osemde-
siatych rokoch mozno za zadiatok povazovat
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devitdesiatych rokov nad’alej nepovazujem
za opodstatnené. Ide mi o vnutorné procesy,
ktoré postupom dekady ,kritiku samonosnosti
formy* vyvolali, a o to, ako sa dany moment
predznamenal, respektive prejavil v troch
stivisiacich projektoch®, ktoré svojou partici-
péciou na tomto vystavhom pocine bratislav-
skej Kunsthalle revokujem.

uvolnenie v case ,perestrojky”, pre tvod
devitdesiatych rokov je bodom zlomu rok 1989
a pre nulté roky ndstup a prejavenie sa mladej
generdcie okolo roku 2002/2003. Navyse, uve-
dené procesy sa spravidla neskoncili v dekddach,
v ktorych pramenili, mohli volne pokracovat
u jednotlivcov alebo v umeleckych styloch ¢i ten-
denciach.

4 Sen o muzeu (PGU, 1991, kurator Radislav

Matustik); Sen o muzeu? (PGU, 1995, kuratori
Radislav Matustik a Katarina Rusndkovd);
20 rokov PGU (PGU, 1996, kuratorka Katarina
Rusnakova)
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Uz od prvého pohladu na vytvarnt produkciu
umenia devétdesiatych rokov musime nevy-
hnutne uvaZzovat o mnohych stvislostiach:

* (o stoji v pozadi snahy o univerzalitu
posolstva na tkor politickosti umelec-
kého diela,

(o sposobilo taky vyrazny ustup klasickych
médii mal'by a sochy, Ze sa okrem aktivit
niekol'kych solitérnych jednotlivcov ne-
zmohli na ziadnu (ani undergroundovi/
alternativnu) ofenzivu,

e aké dosledky priniesla ,akademizacia
avantgardy“ (prejavujlica sa najma impe-
rativom originality), ktora sa, ako vedlajsi
produkt disidentského ¢itania dejin ume-
nia a tiez dve desafrocia pretrvavajiceho
idedlu u nds nikdy nespochybnenej neo-
avantgardy, stala hlavnou vyucovacou me-
tédou na vysokych skolach, ako aj trendom
mladej umeleckej scény,

* ako sa vyrovnaf s problémami vyplyvajad-
cimi z antitradicionality ¢asti sidobej ume-
leckej produkcie a sucasne z jej napojenia
sa na pojmovy aparat zapadnych dejin
umenia, ktoré vSak nase prostredie stred-
nej a vychodnej Eurépy dosial’ rovnocenne
neintegruju.

Ide o splet problémov, ktora predostiera
predovsetkym rozporuplnost daného obdo-
bia. V oblasti aktualneho umenia si preto
musime najprv poloZzit otazku, ktord si uz
v osemdesiatych rokoch kl4ddol Jan Bako$®
— totiz ¢i vObec, a ak ano, tak k akému diskur-
zivnemu procesu, posunu ¢i zlomu v zmysle
ich dejin doslo a ako to ovplyvnilo zauzivané
zvyklosti vytvarnej prevadzky na Slovensku.

PredovsSetkym je to charakter vzfahu nasej
moderny k externym prostrediam (napr. stre-
doeurépskej, euro-americkej ¢i ruskej pro-

dukcii), ktorych umelecké tendencie vzdy
vyvolavali v naSom umeni snahu o partici-
paciu a o dialdg, a to ¢asto aj mimo vézieb
k vlastnej tradicii. Je za tym nielen perma-
nentnd emancipacnd snaha malej umeleckej
scény (byf na tepe dna), v ktorej sa moderny
vyraz od zaciatku presadzoval (resp. vyme-
dzoval) problematicky — pocas prvej repub-
liky z dévodov poziadavky vzfahu umenia

k otdzkam narodnej identifikacie, neskor
kvoli totalitnému rezimu. A prave pocas
socializmu svoju dolezitu rolu zohravalo
vedomie, Ze nepreruseny vyvoj umenia v slo-
bodnych zdpadnych krajinach je istotou pro-
gresivity, o ktort sa da hoci aj pri obéasnom
alebo diftiznom participovani (nazerani) vzdy
spol'ahlivo opriet. Takto sa do ndsho umenia
dostali aj polohy, ktoré sice v slobodnych pro-
strediach mali int genézu a iny programovy
zaklad, polohy, ktoré sice organicky nezapa-
dali do nasich dejin umenia, no spitiali ind
zivotne doélezitt funkciu: v urcitej chvili boli
schopné zmysluplne odpovedat na otdzky
o (priebezne sa meniacej/vyvijajticej) povahe
umenia, ktoré si v danej chvili umelci aj

u nas, t. j. za zavretymi hranicami kladli.
(Spomenme v tejto suvislosti napriklad
informel, pop-art/novy realizmus, akéné
umenie, neskor hyperrealizmus a d’alSie.)
Nebolo to omnoho inaksie ani v osemde-
siatych rokoch, ked’ sa neoexpresivna estetika
v Taliansku sformulovanej transavantgardy
stala odpoved’'ou na otazky naSej najmladsej
vytvarnickej generdcie — a je logické, Ze v Case
diskontinuity a vykorenenosti (v zmysle tra-
dicie) sa u nas lepsie ujala primitivisticka
a nie neohistorickd verzia tohto maliarskeho
prejavu. Ak sa v ramci takéhoto kl'ti¢a pozrie-
me na intermedidlne umenie devatdesiatych
rokov, potom mdzeme povedat, Ze jeho gené-
za je v mnohych pripadoch podobna svojim
predchodcom, len vyznamnu cCast roly vytvar-
ného jazyka preberd samotné (nové) médium
vyjadrenia, ¢o, samozrejme, poskytuje pod-

statne $irsiu variabilitu. MoZno teda povedat,
Ze to nové média boli v devatdesiatych rokoch
odpoved’ou na otazku patrajticu po adekvat-
nom vyjadreni néleZiacom novej (slobodnej)
spolocenskej situdcii — v istom zmysle odpo-
vedou z externého zdroja, ¢o uz u nas bolo
z principidlneho hladiska zvykovo zauzivané.
Z tohto pohl'adu je teda otazka diskurzivneho
zlomu ako pramena novej umeleckej situdcie
diskutabilnd.

Problematika umeleckohistorického pisa-
nia takisto predstavuje zaujimavy problém.
Vo vseobecnosti plati, Ze v obdobi socializmu
texty progresivnych historikov umenia v mno-
hom reflektovali aktudlnu situdciu na sveto-
vej scéne, rovnako ako mozno povedat, Ze
mnohi svoje ivahy viac alebo menej ispesne
kontextualizovali s aktudlnym stavom mysle-
nia na Zapade. Jedno vsak s istotou drviva
vadsina nemohla — a to aktivne vstupovat do
aktudlneho zdpadného konstruovania dejepisu
umenia. Nase umenie tak bolo po desafrocia
satelitom teoretického ramca, ku ktorému sa
sice hlasilo, no na ktorom nemohlo rovnocen-
ne participovat. Ak budeme toto povazovat
za vychodiskov situdciu pre dejiny umenia
devéatdesiatych rokov, potom sa nam podari
lepsie pochopif to, ¢o dnes nevyhnutne mu-
sime nazvaf dobovosfou alebo dobovym
koloritom tohto desatrocia.

Z dnesného hladiska by som ako podstatny
moment porevoluc¢nej historiografie vnimal
najmé dve tendencie. Jednak snahu ukotvit

5 BAKOS, Jan: Historicky vyskum sdc¢asnosti. In:
Umelec v klietke. Bratislava, SCCAN 1999.

6 Ad. GREGOR, Richard: Homonymicka opona. Pri-
spevok k tvahdm o odliSnosti vyznamu umelec-
kého diela v zavislosti od miesta vzniku. Predndska
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nové umelecké prejavy aktudlnym umenoved-
nym jazykom a na druhej strane snahu uspo-
riadaf/uviest na pravi mieru tie umelecké
hodnoty z minulosti, ktoré nemohli byt z rdz-
nych dévodov v ¢ase svojho vzniku vol'ne
prezentované. Za predobraz tychto nie jedno-
duchych tloh mozZno povazovat texty o post-
moderne z druhej polovice osemdesiatych
rokov, ktoré uz v ramci uvolnenia rezimu
bolo mozné publikovat. Napriek tomu, Ze

o adekvatnosti pouzitia tohto pojmu v naSom
prostredi méZeme polemizovat, oboznamova-
nie sa s postmodernym myslenim a v istom
zmysle aj prihldsenie sa k nemu predstavovalo
atraktivny kI'd¢ k mozZnosti vystupif z tiena
normalizdcie. LenZe podobne ako na prelome
patdesiatych a Sestdesiatych rokov, ked v za-
c¢iatkoch poststalinského uvolnenia u nés doslo
k napojeniu sa na nedopovedany (nenaplneny)
avantgardisticky idedl, konzervovany v spo-
mienke na slobodné povojnové roky 1945 az
1948°, tak sa aj v perestrojkovych osemdesia-
tych rokoch ocarenie postmodernou aplikovalo
do (v podstate uz konzervativnych) nedo-
povedanych neoavantgardistickych predstav
o umeni a umeleckom diele. Ak stihlasime s té-
zou, ze devatdesiate roky v nasom prostredi
nazyvaf postmodernymi je pred¢asné, potom
plati, Ze toto obdobie sa skor nesie v duchu
epilégu neoavantgardy. Rozpor tohto anachro-
nizmu by mohol byt ¢iasto¢nou odpovedou
na otazky polozené v tivode tejto kapitoly.

pre XLVI. svetovy kongres AICA v KoSiciach, 2013 -
videozaznam: www.aica.sk



Prvi polovicu devétdesiatych rokov mozno
v skratke vnimat ako obdobie etablovania sa
novych medidlnych pozicii, obdobie avant-
gardistického ocarenia a snahy o iplne nova
originalnu tradiciu, a to nielen v Styloch, ale
Casto dokonca v jednotlivych dielach. Sprie-
vodné textové apardty k dielam a vystavdm
Castejsie ukotvuju aktudlnu tvorbu v duchu
medzindrodného kontextu umenia nez v do-
maécej tradicii druhej polovice 20. storocia,
ktora vtedy este nebola adekvatne spracovana.
Této prax vSak s postupnym spoznavanim vyz-
namnych pocdinov domdcej moderny a neo-
avantgardy nebola postacujica. Podobne ako
po roku 1918 doslo k hladaniu nadrodného
slohu, ako dokladu predchddzajtcej umeleckej
tradicie Slovakov, podobne ako po roku 1948
doslo k spatnému vyhladavaniu vytvarnych
diel, ktoré by dokladovali objektivnu genézu’
socialistického realizmu, tak aj v priebehu
devéatdesiatych rokov dozrievala potreba
ukotvit aktudlne dianie v tradicii, o ktoru
by sa bolo mozné vo vlastnej historiografii
opriet. (Netreba zabudaf, Ze vacsina aktérov
,mytickych“ Sestdesiatych rokov bola na scéne
stale pritomna, t. j. zenity ich ,tradicie” pre-
biehali sibezne s pritomnostou bez toho,
aby boli vzdjomne prepojené.) Tu chcem len
v kratkosti naznadit tri z moznych spésobov
postupného uchopovania tejto tradicie, jej
pomentvania a odhalovania vézieb s fiou —
tri spésoby nachddzania spolo¢nych menova-
telov sucasnej tvorby s vlastnymi dejinami
vytvarného umenia. Napriek tomu, Ze sa diela
slovenskej neoavantgardy od Sestdesiatych
rokov jednotlivo vyndrali na vystavach uz
od samotného zaciatku devatdesiatych rokov
a dokonca existovala obava zo zatienenia su-
dobejsej produkcie, mozno za najmarkantnejsi
sumarizujuci mil'nik celého tohto procesu po-
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vazovat az vystavu Sesfdesiate roky v Sloven-
skej narodnej galérii (1995), ktord odborni-
kom i laikom ukazala mnohé diela neskorej
moderny a neoavantgardy po prvy raz —

s odstupom tridsat az Styridsat rokov.

Prvou formou je kontinuita institucionélne;j
praxe — s dérazom na vyskumnd, vystavnu
a zbierkotovornu ¢innost spojend s doznieva-
nim vrcholne modernistickej autority umelec-
kého kritika. Tento aspekt v kontexte tohto
projektu pripominam vystavou Sen o mtizeu?

Druhou cestou je ex post vstup niektorého
z vyznamnych aktudlne prebiehajtcich dis-
kurzov do nésho dejepisu umenia, pricom
najlep$im prikladom je feminizmus.® Spodiatku
sice doklada aj v mnohom inom platny fakt
o tedrii predbiehajlicej umeleckud prax, no
neskor je to prave tato platforma, z ktorej sa
vyvinuli radikélne sikromné témy, ktoré na
scéne kontinudlne pretrvali a pozitivne ovplyv-
nuju dianie dodnes. O zavere devétdesiatych
rokov mozno povedat, Ze prienik osobnej
tematiky (az mytolégie) u autoriek ako Pavli-
na Fichta Cierna ¢i Ilona Németh je pendan-
tom uplatnenia politickych pristupov napriklad
u Romana Onddka — na tejto opozicii proti
idealizmu hladania univerzédlneho diela de-
finujem spominant ,kritiku samonosnosti
umeleckej formy*.

Tretim sposobom je definovanie tradicie
prostrednictvom technik, pojmov a fenomé-
nov. Jednou z moznosti su priebezné snahy
o slovnikové charakteristiky’, ktoré s priznac-
nym, no mechanickym pokusom o pripojenie
sa k zdpadnému dejepisu umenia. Odrazom
tejto metddy je vsak aj kI'ic¢ova vystava
60/90." Kurétorky v spolupraci s mladou
generaciou umelcov vytvorili viac ¢i menej
paradigmatické tandemy s autormi klasikmi
dokladajtice dejinné premostenie slobodnych
dekad nasho umeleckého vyvoja. Hoci v st-

¢asnosti mozno tento konstrukt z urcitého
hladiska spochybnit", je pravda, Ze pretrva-
vajlca rezonancia tejto vystavy, rovnako ako
neskorsia spolupraca niekol’kych spomedzi
dvojic dokazuje jej opodstatnenost a prihodné
nacasovanie. Mozno poslednym vykrikom
snahy o pojmové uchopenie tradicie bol aj
cyklus TransKunsthalle", ktorého snahou
bolo ndjst analdgie sti¢asnosti s minulostou
prostrednictvom trvalych umeleckych feno-
ménov ako expresivita, svetlo, ildzia, akénost
¢i novost ako princip.

S odstupom ¢asu mozno povedat, Ze vSet-
ky tieto sposoby odrazali predovsetkym dobo-
VU situdciu. Z dnesného pohladu islo o uté-
piu, o posledné zachvevy modernisticky
chapanych dejin umenia, ¢o okrem iného
dokladd aj urditd autoritativnost a meritor-
nost ich povahy. K posunu tivah o nasom
mieste v zdpadnom dejepise umenia vSak
touto cestou nedoslo.

Kontext uz spominanych troch stvisiacich
vystav"’ poukazuje na neoavantgardné dielo
ako potencialny zbierkovy predmet, ¢o bolo

7 Presvedc¢ivo to ukazala tivodnd cast vystavy Pre-
rusend piesenn. Umenie socialistického realizmu
1948 — 1956 (SNG, 2012, kuratorka Alexandra
Kusd) nazvand Formulovanie novej minulosti.

8 Typickym prikladom tejto tendencie boli tivahy
o protofeminizme v ranom diele Jany Zelibskej.
Nie nepodobne vSak vyznievaju tvahy o pred-
obraze videoumenia v kratkych filmoch Vladimira
Havrillu zo zaciatku sedemdesiatych rokov, umenia
inStaldcie a environmentu v dielach Stana Filka ¢i
Petra Bartosa koncom sestdesiatych rokov a d’alSie.

9 Od rubriky v casopise Profil az po Slovnik sve-
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najma v zmysle tzv. novych ¢i inych médii
v naSej krajine urcité muzeologické névum.
Devitdesiate roky nesmieme vnimat len ako
obdobie inovativnej prace s digitdlnymi tech-
noldgiami, ale aj ako obdobie charakterizova-
telné transformujicou sa kultirnou legisla-
tivou, ktord casovy skok vyplyvajuci zo zmien
po roku 1989 z hladiska ochrany kultirneho
dedicstva ani z hladiska autorskych prav
nedokdzala adekvatne reflektovat. Vystavu
Sen o mizeu? preto nemozno vnimat ako
tematickd kurdtorska koncepciu reflektujicu
napriklad spolo¢ny fenomén, ale skor ako
predbezné oznacenie aktudlne vzniknuvsich
umeleckych prac za budtce zbierkové pred-
mety, t. j. za demonstrdciu faktu, ze medzi
budtce kultdrne dediéstvo sa buda radit aj
diela inych médii. Z toho vyplyva urcitd hete-
rogénnost na vystave Sen o miizeu? vystavené-
ho materialu, ktory skor nez vlastné okamzité
vazby prezentuje vazby budtice: naleZiace
ovel'a viac¢siemu, idedlne totalnemu celku.
Tejto tendencii bolo treba ist prikladom,
dokonca to bola v uréitom zmysle jedina moz-
nost — akvizi¢nd ¢innost Povazskej galérie
umenia je doteraz vo vztahu k intermedidl-
nej produkcii devétdesiatych rokov pilotna.
Prevazujicu (nie vSak bezvyhradnti) orienta-
ciu na objekt a instaldciu, t. j. na trojdimen-
ziondlnu produkciu s pouzitim videa mozno

tového a slovenského vytvarného umenia 2. polo-
vice 20. storocia, Profil 1998 (Ed. Jana Gerzova).

10 SCCA, 1997 — kuratorky Petra Handkova, Alexan-
dra Kusd.

11 Pozri GREGOR, Richard: Autenticita, tradicia
a postnarodnd situcia. In: Kol.: Nulté roky. Zilina,
Povazskd galéria umenia 2011, s. 103.

12 2001, Cyklus 6smich vymennych kuratorskych
vystav v najvyznamnejsich regionalnych galéridch
(iniciatori Anton (Vlierny a Richard Gregor).

13 Pozri poznamku 4.



vnimat ako logické nadviazanie na zbieranie
sochdrskych diel v minulych dekadach, moz-
no aj ako mapovanie ,,sochy v expandovanom
poli“. Bola to z praktického hl'adiska najna-
ro¢nejsSia mozna cesta, ktord dodnes nena-
sla adekvatneho nasledovnika v ziadnej

z naSich institlcii — preto je (moznd) stala
expozicia v tejto galérii prisTubom aj zaru-
kou impozantnosti. Na druhej strane, zvo-
lend filozofia zberatel'skej ¢innosti bola
vcelku nekomplikovana — zdkladnym kri-
tériom bola kvalita a progresivita aktual-
neho diela slovenskej proveniencie. Matus-
tik s Rusnakovou tak najpresvedcivejsie pre-
mostili spolocenskti zmenu — zaroven do-
bovo priznacne a zdroven nadcasovo: ich
avantgardistické muzeum ,,budicnosti“ bolo
(v totalitnom zmysle) absolitne zamerané
na progres, ktory vsak bol v postmodernom
zmysle slova utopicky, ¢o vSetky tieto snahy
uzemriuje spét do ,minulosti“. Na spolupraci
tychto dvoch osobnosti tak tiplne presne vidi-
me dobovo symbolicky presun (Zezla) autority
(a kompetencie) z ruk kritika, lebo nim bol
Matustik vo svojej navnutornejsej podstate,
do rik nekompromisnej institucionalnej kura-
torky, ¢o bola Rusnakovej vyhradna profilacia
v devatdesiatych rokoch.

Paradoxne to, o my dnes vnimame ako
odraz minulosti, ¢i ako zlozity a vlastne iluzor-
ny, lebo priskory a v pozitivnom zmysle slova
naivny proces vymanovania sa z u nas Speci-
fickych rezidui minulého, je v polovici devat-
desiatych rokov d’aleko za hranicou iinosnosti.
Preto ten otdznik ,,?“ v nazve vystavy a preto
ten defenzivny podtén, ktory citif v kurdtor-
skych textoch. Nad tymto muzeom sa podla
slov Katariny Rusndkovej zac¢alo zmrakat naj-
neskor od konca roku 1995 (ona sama bola
z pozicie riaditel'ky odvolana v roku 1997).

Kuratorské vystavy majui okrem iného jed-
nu pozoruhodnu vlastnost spoc¢ivajicu v ne-
stdlosti urovne a v nemoznosti nivelizdcie
vSetkych zaradenych diel ¢i pocinowv.

Napriek najlepsej snahe o sudrznu kvalitu,

a tu vystave Sen o muzeu? rozhodne upriet

nemozno, vZdy sa najdu diela, ktoré uvede-

ny ramec prekonaju, v negativnom aj v pozi-
tivnom zmysle, nadol aj nahor. Negativom je
dobovost alebo dobovéa poplatnost méde ¢i
trendu; pozitivom je zas vynimoc¢nost v kon-
texte tvorby daného autora, $fastna chvila

($tastnd hviezda) mimoriadnej rezonancie

s témou ¢i ich idedlna momentdlna sdhra.

Spomedzi najvynimoc¢nejsich by som v ramci

limitu rozsahu tohto textu rad spomenul tri.

* InsStalacia na baze performance Chyt ma,
chyt ma! Hladdm v pamdti tvdr svojej spo-
luziac¢ky Sdry Rosenblumovej (1995) je
jednym z najvyznamnejSich diel Juraja
Bartusza vobec. Dojimavé patranie vo
svojej paméti je do istej miery aj kritickym
sebaspytovanim o vlastnom podiele na
kolektivnom zabudnuti. Vznik diela isto
suvisel s vtedy dolezitym vystavnym dia-
nim v priestoroch synagdg, rovnako ako
odrazal novootvorenu potrebu vyrovnania
sa s nasou historickou pamétou. No aj
mimo toho je brilantnou ukdzkou nemoz-
nosti navratu do vlastnej minulosti, do-
konca ani formou obrazu z/do detstva.
Tvar spoluziacky znova a znova vznika
a straca sa v piesku, kazdy pokus sa a prio-
ri konéi netispechom — Bartusz pocas vel-
kej Casti svojej tvorby operoval radikal-
nym gestom, ktoré c¢asto a vZdy nanovo
opakoval, toto je vSak jediny raz, kedrov-
nakym performativnym principom prepdja
svoju abstrakciu s figuraciou.

. Stl,p (1995) Ilony Németh, ktorého formal-
ny tvar je uréeny citciou stipu z Berlinky
Dessewffyovského paldca Slovenskej na-
rodnej galérie a ktorého vntitro je naplne-
né vlasmi, mozno ako jedno z prvych diel
predznamendva novy trend uz spomina-
ného otvorenia sukromnych tém, ktoré
neskor v slovenskom umeni nastalo.
Autorka tému ¢asom zdokonalila, pretoze

nechty z diela Relikvidre (2001) boli uz
len jej vlastné (z obdobia jedného roka),
kym vlasy v stipe k nej samotnej referuji
len ciastocne (podielom). Na Slovensku
nikdy vyraznejSie nerezonoval body art,
aspoil nie v jeho radikdlnejSej podobe,
expresivita tela sa prejavovala skor mo-
dernistickym zobrazenim ¢i umeleckou
technikou, rozhodne nie pripomienkou
viazanou na skutoc¢nost. Pri pohl'ade na
tvorbu Ilony Németh sa pontika pocit, Ze
jej uvodné zaoberanie sa sebou a teles-
nostou este v osemdesiatych rokoch ne-
vyprchalo, len sa v tejto suvislosti po-
stupne redukovalo/transformovalo do
odkazov, ktoré ju subezne zastupuju

i nahradzaja bez potreby jej priame;j fy-
zickej pritomnosti. Neskér rozvijané de-
finovanie autorky striktne pomocou
vonkaj$ich vztahov — odtlackov jej terajsej
¢i byvalej pritomnosti (napr. segmenty
obyvacky, mélo s nepritomnou a zastupi-
tel'nou ,celebritou” a d’alsie) — ma v Stl,pe
svoj staticky predobraz.

Teletextament (1995) Petra (Igora) Melu-
zina patri, paradoxne, k tym dielam, ktoré
svoj silny moralizmus neadresuju celej
spolo¢nosti, ale drzia v intenciach jednot-
livca — na rozdiel od jeho velkotonaznych
medidlnych kritik, ktoré v podobe naroc-
nych instalacif a prostredi vznikali v da-
nom obdobi. Tieto komornejsie diela sa
viazu ku konkrétnemu, znamemu ¢i aspon
tuSenému pribehu. Dielo ¢asom nadobudlo
silny patos minulosti. Vozik pdsobi ako
starozitny objekt z ¢ias duchampovskych
avantgard — estetika takychto utilitdrnych
objektov nie je vo svojej funk¢nosti jedno-
znacne ¢asovo ukotvitelna. Takisto samotny
teletext, ktory podlahol internetu, sa stal
nielen minulostou, ale zaroven aj naopak:
so stratou svojej funkénosti sa zaroven stal
grafickou a estetickou ikonou, v istom
zmysle archetypom podobne ako dizajn

¢ Sen o muzeu?

prvych pocitacov. P6vodnym leitmotivom
Meluzinovho videoobjektu bola medialna,
a tym spolocenska kritika. Neskor sa uka-
zalo, Ze aj jazyk tejto kritiky spolu s jazy-
kom umenia tohto typu podliehajui medial-
nym pravidldm vedtcim k nevyhnutnej
Lsmrti diela“. Smrt Meluzinovho objektu
je skvelou tautolégiou, paroduje sa mozno
nechtiac, no zaroven sa tym jeho mrazi-
vost posiliuje.

V tomto texte som vyuzil svoju vSeobecnt iva-
hu o moznych spolo¢nych menovateloch ume-
leckej prevadzky devitdesiatych rokov 20. sto-
rocia predovsetkym na dve veci. Jednou z nich
je formulovanie dosial' nepublikovanych pozna-
mok na tito tému, druhou je extrakt z linearity
tychto pozndmok, ktorym je historické a spolo-
¢enské ukotvenie umeleckého diela ako zbier-
kotvorného predmetu — na priklade vystavy
Sen o miizeu?. Z mojho pokusu vyplyva pozna-
tok, Ze v tej chvili islo o netypicky inStitucio-
nalny projekt, ktory invencnym a dobovo (resp.
politicky) prizna¢nym spésobom artikuloval
mozné a skutoc¢né prirastky do zbierkovych
fondov specializovaného muzea umenia v ¢a-
se, ked' sa tento typ diela u nas (nielen spoloc-
nostou, ale aj konzervativnej$imi ustanovizna-
mi a ich reprezentantmi) za zbierkovi hodnotu
eSte nepovazoval. Matustikova provokativna
rétorika, nemilosrdne tntca vSetko, ¢o nespiﬁa
kritéria kvality a progresu (aj za cenu vlastnej
kardinalnej nepopularity) nasla harméniu

s Rusnakovej snahou vyhladavat (niekedy aj
iniciovaf) a prindsat to nové a ambicidzne, ¢o
na scéne vznika. Tato stratégia, respektive
orientdcia sice nebola v naSom umeleckom
prostredi neznama, mladi autori a mladé ume-
nie mali v urc¢itom zmysle v nasich galéridch
a u kritiky minimalne od Sestdesiatych rokov
svoje prominentné miesto dotované a priornou



vierou v ich aktudlnost a tym hodnotu, ale
v takejto instituciondlnej intenzite nikdy pred-
tym ,,oficializovana“ nebola.

Z dnes$ného pohl'adu mo6zeme tito otdzku
uz povazovat, isto aj vd'aka spominanym
aktérov, za vyrieSend. Zodpovedné zbiera-
nie umenia uz dnes nemd iné nez hodnotové
a vkusové koordinaty, netradi¢na povaha diela
uZ nie je neziaduca no ani povinnd. Miesto
vystavy Sen o muzeu? je plnokrvnou pripo-
mienkou genézy tohto stavu. Je otazkou
poloZenou predchadzajlicemu bezprostred-
nému porevolu¢nému entuziazmu, v ktorom
Radislav Matustik (v spolupraci s Katarinou
Rusndkovou a Danou Doricovou) v ramci do-
very Zilinskému projektu reformnej galérie
Alexa Mlynarcika koncipoval vychodiskovi
vystavu Sen o miizeu (1991). O Styri roky
neskdr uz eufdriu nahradila realita rozde-
lenej postkomunistickej krajiny s podozrivou
politikou a demonstrativnym antikultirnym
smerovanim. Otazka (Sen o muzeu? mozno
ju polozit aj ako: Dosnivané?'*) tak mohla
mat viacero motivacii a respondentov — mohla
byt zaklinadlom zotrvania status quo, ale,
ako som spominal, aj predtuchou. Kazdo-
padne, nasledujuci projekt Povagskd galéria
umenia Zilina 1976 — 1996, ktory sa zauzi-
val pod nazvom 20 rokov PGU bilancoval aj
spominané snazenia. Napriek tomu, Ze one-
dlho doslo k zdsadnym zmendm, ako sa
neskor ukazalo, ti zdkladnu stopu nového
muzea umenia sa nielenze dosial nepodarilo
zmazaf, ale stle predstavuje urcité maxi-
mum, ku ktorému pribliZif sa je esSte stdle
len (prebiehajiicim) snom.
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14 Vystava Ausgetraumt sa uskutocnila vo viedenskom
Secession v rokoch 2001 — 2002 (kuratorka Kathrin
Rhomberg).

¢ Sen o muzeu?
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fl'adan v pamat iy
podobu svojej 1
Spoluziacky
~ Sary Rozmtml
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Juraj Bartusz: Chyt ma, chyt ma! Hladdm v pamdti tvdr svojej spoluziacky Sdry Rosenblumovej
/ Catch Me, Catch Me! I Am Trying to Reminisce the Face of My Schoolmate Sarah Rosenblume, 1995




Ivan Csudai: Velvet, 1994
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Peter Meluzin: Teletextament, 1995
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Peter Ronai: Interactive Art Security, 1995
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Laco Teren: Diptych — Nase rdje jsou vase pekla
/ Diptych — Our Paradises Are Your Hells, 1993
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Sed4 cihla
35/1992

Galéria Juliusa Jakobyho, Kosice
12. januéra — 28. februara 1993
Zahorska galéria, Senica
1. aprila — 30. maja 1993

Kurdtori pévodnej vystavy:

Zuzana Bartosova, Josef Hlavacek,

Vlasta Cihdkova-Noshiro, Jana Sevéikova,
Jiti Sevéik, Jiti Valoch, Jit{ Setlik

Vystavujuci vytvarnici:

Juraj Bartusz, Mdria Bartuszova
Klara Bockayova, Tomds Cisarovsky
Jifi David, Rudolf Fila

Michal Gabriel, Vladimir Havrilla
Dalibor Chatrny, Igor Kalny
Michal Kern, Alojz Klimo

J. H. Kocman, Vladimir Kokolia
Julius Koller, Jiti Kornatovsky
Miroslav Koval, Jifi Kovanda
Véclav Malina, Adéla Matasova
Milan Maur, Jan Merta

Vladislav Mirvald, Petr Nikl
Ladislav Novak, Marian Palla
Viktor Pivovarov, Jaroslav Réna
Peter Ronai, Zora Saglova

Rudolf Sikora, Milo$ Sejn
Monogramista T-D / Dezider Toth
Rudolf Uher, Jan Wojnar




Daniela Carna

Projekt Sedd cihla 35/1992 séasti nadviazal
na tradiciu vystav Ceskych a slovenskych
autorov tzv. neoficidlnej scény, ktorf pocas
minulého rezimu v zavere sedemdesiatych

a v osemdesiatych rokoch 20. storocia pra-
videlne vystavovali v ohniskdch alternativnej
kulttiry na Morave a v Cechédch — jednym

z nich (popri Brne, Sovinci, Kostelci n. Cer-
nymi Lesy, Opave, Olomouci a i.) bola aj
Galerie Klatovy-Klenovd.' Jednym z cielov
cyklu vystav bol pokracujuci dialdg ceskej

a slovenskej scény v novych necenzurova-
nych podmienkach. Projekt mal sticasne
ambiciu mapovaf premeny vytvarnej scény
signalizované nastupujucimi generdciami
prostrednictvom vystav a textov kuratorov
v katalégu, aj ked’ tie ostali skor naznacené
a priestor dostali prevazne autori prednovem-
brovych generécii. Aj vzhl'adom na nové moz-
nosti domacich a medzinarodnych prezenta-
cii, ktoré sa otvorili po roku 1989, sa popri te-
matickych a kurdtorskych projektoch od tak-
to Siroko koncipovanych vystavnych prehlia-
dok postupne upustilo.

V celkovej koncepcii vystavy devétdesiatych
rokov v Dome umenia/Kunsthalle Bratislava
fragment vystavy Sedd cihla 35/1992 pred-

152

stavuje premostenie s predchadzajticim
prednovembrovym vyvinom. Vystavovalo

na nej 35 autorov, nastupujucich na scénu
prevazne v Sestdesiatych a sedemdesiatych
rokoch 20. storocia, z toho 13 zo Slovenska
(na vystave su zastupeni piati z nich, ktor{
sa prezentovali dielami z devatdesiatych
rokov a ktorych diela bolo mozné na vystavu
ziskat). Ich tvorba v devatdesiatych rokoch
pokracovala v predchadzajtiicom vyvine,

u niektorych vstupovala do novych etap.
Pre viacerych sa vSak v tomto obdobi uzatva-
rala (v roku 1994 zomiera Michal Kern,

v roku 1996 Maria Bartuszova, v roku 1998
Milan Pastéka). Pévodny, prvy projekt s kry-
cfm nézvom Sedd cihla 78/1985 bol v rokoch
1985 az 1987 realizovany tajne, ako zbornik
mapujuci tvorbu cCeskych socharov a maliarov
prazského okruhu. Inicioval ho Jiti Setlik
v spolupraci s Hugom Demartinim, Cestmi-
rom Kafkom, Karlom Srpom a d’alsimi.

V roku 1991 sa konala vystava — pripomienka
tohto projektu (Sedd cihla 78/1991), v roku
1992 a 1993, ked bol projekt ukonceny, boli
do koncepcie zahrnuti aj slovenski autori
a kuratori (1992: kuratorka za Slovensko
Zuzana Barto$ové — Sedd cihla 35/1992;

1993: kurdtorka za Slovensko Jana Gerzova
— Sedd cihla 34/1993). Projekty sa realizovali
formou vystav a zbornikov, ktoré s vystavou
nie vzdy koreSpondovali, skor existovali para-
lelne vedla seba ako dva samostatné vystupy.
To naznacuje aj problematiku kataldgov vystav
a archivnych materialov, ktorych existencia je
ich stopou aj s odstupom casu (k sledovane;j
vystave je k dispozicii videozaznam). Na dru-
hej strane vSak katalégy nie vzdy podavaju
o vystave verny obraz, ked'ze sa Casto pripra-
vovali vopred a publikované diela su niekedy
skor ilustrativne.

So Zuzanou Bartosovou, ktord aktivne parti-
cipovala na diani neoficidlnej vytvarnej scény
od zaciatku osemdesiatych rokov, sme hovorili
o jej vnimani spoloc¢enskych zmien po roku
1989, ako aj o smerovani vyvinu a prevadzky
umenia v devatdesiatych rokoch.

1 Pévodna vystava Sedd cihla 35/1992 sa konala
v Galérii U Bilého Jednorozce v Klatovach a v Ga-
lérii Zamok Klenova v termine 27. 6. — 20. 9. 1992.

* Seda cihla 35/1992



Rozhovor Daniely Carnej

so Zuzanou Bartosovou

Daniela Carna (DC): Devitdesiate roky sa zacali uz v roku 1989, s ndstupom

slobody a s flou spojenymi oc¢akavaniami aj vo sfére kultdry a vytvarného umenia,

z prostredia ktorého vzisli viaceri inicidtori zmeny spoloc¢enského systému. Ako kurator-

ka a v rokoch 1990 az 1992 aj riaditel'ka Slovenskej ndrodnej galérie ste mali vplyv

na formovanie vytvarnej scény. V ¢om s odstupom casu vnimate zakladné zmeny

v spolo¢nosti po roku 1989 a aky bol ich dosah na vytvarna scénu?
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Zuzana Bartosova (ZB): Nezna revolticia radikdlne zmenila spolo¢enské pomery u nas.
Dufali sme, Ze centrdlne organizovand, uzavretd, viac-menej totalitni a pyramidovo
usporiadant ,socialisticki“ spoloc¢nost, kde hlavné slovo mali ¢lenovia komunistickej
strany, zmenime na otvorenu, demokratickt, ob¢iansku, taku, ¢o bude priat horizontélne
rozlozenym pluralitnym Struktiram a diverzifikovanej moci, kde trhovy mechanizmus
nahradi falosnd, stadtom organizovanu ekonomiku. A, samozrejme, bude v nej priestor na
svetonazorovi, nabozenskd a umelecku slobodu. Hovorim v mnoznom Cdisle, citim sa
sucastfou komunity, ktord sa v NeZnej revolticii angazovala. Ja sama som vystipila na
tribinu na Ndmesti SNP v Bratislave eSte pred zruSenim tstavného clanku o veducej
ulohe komunistickej strany, aby som protestovala proti vyhldseniam vlady, ktoré tvrdili, ze
Zeny nesthlasia s revolu¢nym vrenim.

V prostredi vytvarného umenia a kulttry bola situdcia o cosi komplikovanejsia. Postup-
né uvol'novanie situdcie od ndstupu Michaila Gorbacova k moci, obdobie tzv. perestrojky,
a najmé uvol'nenie po zjazde Zvézu slovenskych vytvarnych umelcov (1987) by si zasluzilo
samostatny rozhovor. M6j osud bol v tom case komplikovany. Pracovala som v Slovenskej
narodnej galérii ako kustédka socharskej zbierky 20. storodia, ale venovala som sa medzi-
vojnovej problematike: socialisticky realizmus patdesiatych rokov i jeho revival v rokoch
sedemdesiatych mi bol cudzi. Kolegovia ttziaci po kariére akceptovali hranice dovo-

leného. Ja som o 1iu, za cenu zabudnutia na Sestdesiate roky, nemala zaujem. Viac som sa

zamyslala nad tym, ako prispiet k tomu, aby sa nezabudlo na autorov, ktori boli v ne-
milosti, ale svojimi aktivitami vytvarali neoficidlnu scénu. Niektorych som poznala vd’aka
svojmu bratovi, konceptualistovi Petrovi Bartosovi, d'al$ich som spoznala potom, ked som
ako kuratorka vystavy pre partnersku Galériu sic¢asného umenia v Novom Sade (1976)
vybrala diela z depozitov SNG slobodnym sposobom. Tie, ktoré boli od autorov vyla-
¢enych zo Zvédzu slovenskych vytvarnych umelcov (ZSVU), ministerstvo kulttry
z kolekcie vylucilo. Umelci sa vsak o mojom pokuse dozvedeli, otvorili mi dvere svojich
ateliérov i pracovni a ja som privitala moznost sledovat ich tvorbu.

Bola som kuratorkou neoficidlnej vystavy exteriérového socharstva Stretnutie vedy a ume-
nia v Nitre (1980) iniciovanej Andrejom Rudavskym, ktord vyvolala na dstrednom vybore
komunistickej strany aj na ministerstve kulttiry znac¢ny rozruch, lebo sa na nej zicastnili
mnohi autori vyluceni zo Zvdzu slovenskych vytvarnych umelcov (1972). Pred stratou
miesta ma zachranilo, Ze som v Case jej pripravy bola na neplatenej materskej dovolenke
a nevzala som zZiadny honordr.

V druhej polovici osemdesiatych rokov sa situdcia zacala menif. Par rokov predtym
som kvoli nitrianskej vystave ako politicky nespolahlivéa este nepresla schvalenim bunky
komunistickej strany v SNG, ked’ som si chcela urobit doktordt, ale na konci dekady — po
sperestrojkovom® zjazde ZSVU (1987) — ma uz oslovila Mestskd poboc¢ka ZSVU, aby som
pripravila vystavu na podujatie TyZdert novej slovenskej hudby. Kolekciu Novy slovensky
obraz (1988) uz nikto necenzuroval. Zucastnili sa na nej nielen autori bez clenstva
v ZSVU, ale aj taki, ktorych vseobecnd mienka povazovala za ,amatérov“, Otis Laubert
a Igor Kalny.

Pocas ,,perestrojky“ som pripravovala medailény autorov neoficidlnej vytvarnej scény
pre bulletiny koncertov Dotyky a spojenia, ktoré organizoval m6j manzel Ladislav Snopko
a napisala som asi Sest textov pre nepovolené individualne vystavy Jozefa Jankovica na
roznych miestach, jeden pre Deza Tétha a Olbrama Zoubka k vystavdm na Sovinci
u Jindficha Streita. Posledny z koncertov Dotyky a spojenia sa konal 17. novembra 1989
a bulletin priniesol diela Juliusa Kollera s jedinym motivom: otdznikom. ESte pred nds-
tupom ,,perestrojky“ som pomdhala manzelovi kontaktovat sa s vytvarnikmi pre nim kon-
cipované vystavy Archeologické pamiatky a sticasnost. Mestska sprava ochrany pamiatok
a prirody, kde pracoval, nebola priamo riadend ministerstvom kultiry, zoznamy

,zakazanych“ umelcov tam nepoznali, a tak mu menoslov zticastnenych autorov presiel.
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Nielen vytvarné umenie, ale aj celd kulttira sa pocas ,perestrojky* menila. ESte pred
NezZnou revoludciou zacali vychadzat Slovenské pohlady v koncepcii nového séfredaktora
Rudolfa Chmela s vedticim redaktorom Jdnom Strasserom. Spolupracovala som pri vybere
vytvarnych umelcov na obdlky casopisu a pisala glosdr. V nasledujticich troch ro¢nikoch —
az do momentu, ked po prehratych vol'bach roku 1992 si ¢asopis uzurpovala Matica
slovenskd — som uviedla panordmu autorov, ktorych tvorbu som povazovala za rele-
vantnu. Jej tazisko tvorili umelci, ktori poc¢as obdobia tzv. normalizacie nemohli vysta-
vovat a tvorili neoficidlnu slovenskt vytvarnt scénu. Dopliiali ju jednak starsi, na okraj
diania vytldcani autori, rovnako ako umelci najmladsi, ktorych néstup bol sl'ubny.

Vitazstvom NezZnej revolticie sa opatrne premokajuci trend akceptovania aktudlneho
vytvarného jazyka, jeho autorov a interpretacie, so samozrejmostou udomacnil. Ako riaditerl’-
ka Slovenskej ndrodnej galérie (1990 — 1992) som sa predovsetkym snazila o akceptaciu
autorov neoficidlnej slovenskej vytvarnej scény doma aj v zahrani¢i a o potvrdenie rele-
vantnosti ich tvorby zaradenim diel, ktoré vytvorili v predchadzajicom dvadsatroci, do
zbierok instittcie a ich vystavovanim.

V duchu sticasnej muzeoldgie som interne rozclenila Slovenski ndrodnu galériu na tri
rovnocenné zlozKky so spolo¢nym zdzemim: Galériu starého a moderného umenia, Galériu
sucasného umenia a Galériu architekttry, uzitkového umenia a dizajnu, pri¢om podnazov
kazdej bol SNG. Zdanlivd malickost bola zasadnou Strukturdlnou zmenou z pyramidy na
horizontdlu a institicia sa stala Citatelnou aj pre zahranicie. Tato zmena neuveritel nym
spoésobom dynamizovala ¢innost SNG a aktivizovala jej odbornych pracovnikov, ktori
mohli nadvazovat kontakty doma aj v cudzine v systéme dvojstupiiového riadenia.

Sloboda umeleckého prejavu bez obmedzeni a rovnako bez obmedzeni jeho vystavo-
vanie i medializovanie je dar Neznej revolicie a v naSom prostredi znamend radikdlny
zlom po polstoroci, v ktorom bola kultira a s fiou aj vytvarné umenie viac-menej vazalom
ideoldgie. Vznik inStittcii nezdvislych od Statu, ¢i uz komercénych, alebo nekomerénych,
moznost cestovat a komunikovaf so svetom, premena umeleckého skolstva..., to vsetko

vytvorilo Uplne iné podmienky existencie vytvarného umenia, nez aké boli predtym.

DC: Vystavny projekt Paradox 90. nazera na sledované obdobie zéveru 20. storo¢ia
na domdcej vytvarnej scéne cez vyber niekol’kych vystav, ktoré sa konali v rokoch 1993
az 1998, teda v obdobi meciarizmu. Ten bol pre rozvoj umenia svojou (ne)kultirnou

politikou regresivny a po Styroch rokoch od Neznej revolticie opat navratil podporu
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umenia o krok spdf do minulosti. Napriek tomu si umeleckd scéna bola schopna
zachovat svoju autenticitu, nezavisli od neprajnych politickych podmienok. Ako ste
vnimali vplyv Stdtnej moci na rozvoj umenia v sledovanom obdobi, ktora zasiahla aj

vds, odvolanim z postu riaditel’ky SNG (v jali 1992)?

ZB: Chapem tuzbu mladych kolegov vyhranit svoj ndzor na slobodu umeleckej tvorby
a dokazat, Ze je silnejsia ako politickd moc. Ved’ s rovhakym timyslom som sa desat rokov
venovala vyskumu, koncipovaniu a cizelovaniu svojej knihy Napriek totalite — Neoficidlna
slovenskd vytvarnd scéna sedemdesiatych a osemdesiatych rokov 20. storocia (Kalli-
gram 2010), ktorej rukopis som predtym obhdjila ako dizertacnu prdcu na Univerzite
Palackého v Olomouci (2005). Nie som vsak celkom uzrozumend so striktnym
vymedzenim obdobia mediarizmu. Vo svojej knihe som obdobie rokov 1968 po anektovani
Ceskoslovenska do roku 1972, ked sa konali tzv. konsolida¢né zjazdy umeleckych zvizov,
nazvala ¢asom ,kultirnej zotrvac¢nosti“. Trvalo Styri roky, kym sa tzv. normalizdcia preja-
vila v praxi. Tento sklz mozno vysledovat aj v obdobi meciarizmu.

Mojim odvolanim z postu riaditelky Slovenskej narodnej galérie sa nezastavili projekty,
ktoré som autorsky koncipovala. Mienkotvorni vystavu Sestdesiate, na ktorej priprave
pracoval kolektiv odbornikov pod mojim vedenim dva roky, dokoncil iny kolektiv na cele
so Zorou Rusinovou roku 1995 a vtedajsi riaditel' Juraj Zary sa ju nezdrahal uviest, hoci
zrusil moje pracovné miesto a ja som musela po kratkom c¢ase z SNG odist. Ale samotny
projekt nikto nezakazal, naopak, byvali kolegovia na zdklade uz pripravenej koncepcie
odviedli slusni pracu. Ze sa v katalégu nespomina moje meno, ba ani meno Radislava
Matustika, ktory v prvej verzii projektu hral vyznamnu dlohu (jeho miesto potom zaujal
Aurel Hrabusicky), je uz len vizitka slusnosti zucastnenych. Aj priprava niektorych
zahrani¢nych prezentdcii trvala dlho. Napriklad vystava After the Spring — Contemporary
Czech & Slovak Art v Sydney, ktorej australskym kurdtorom som sa venovala este ako ria-
ditel'ka SNG, sa uskutocnila az v roku 1994.

Obdobie meciarizmu bolo — podl'a mojej skiisenosti — ¢asom, ked bolo najdélezitejsie
Lprezit“. Kolegialita, etika, pozdvihnutie hlasu na obranu ukrivdenych..., sli najmé v gene-
récidch starSich umelcov a kurdtorov bokom. Viaceri relevantni autori sa v tomto obdobi
nezdrdhali reprezentovat Slovenskd republiku na prestiznych podujatiach v zahranidi,
hoci tym legitimizovali antidemokraticky politicky trend. Ako priklad moZno uviest vystavu
Repéres slovaques (1996) v PariZi pocas obdobia, ked bol ministrom kulttry Ivan Hudec.

Zucastnili sa na nej Daniel Fischer, Vladimir Gazovi¢, Rébert Janc¢ovié¢, Jozef Jankovic,
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Vojtech Kolenc¢ik, Milan Laluha, Vladimir Kompanek a Rudolf Sikora. Katalég uviedol okrem
medailénov o tvorbe jednotlivych autorov i Sirsie koncipované texty o celku stcasného
slovenského vytvarného umenia od Jany Gerzovej a Mdarie Horvdthovej. Len Roman Berger
— symbolicky braniac demokraciu — odmietol, aby jeho skladba odznela pri tejto prilezi-
tosti. Myslim, Ze je rozdiel medzi tvorbou ako takou a jej prezentdciou v suvislosti so Stét-
nou reprezentaciou, pricom v tomto prieniku do spolocenského Zivota je eSte potrebné
jemnejsie odlisit centralne riadené institticie, ktoré podliehali politickej moci, od regionalnych
a mestskych, ktoré jej podliehali menej. NavySe, neziskové organizacie tretieho sektora
boli od nej nezavislé. Podobnym spésobom by sme mohli analyzovat média.

Tento rozdiel ma az tak zaujal, Ze som v roku 1996 zorganizovala s podporou Sorosovho
centra sucasného umenia medzindrodné sympdzium s ndzvom Priestor v priestore — priestor
pre prezentdciu a medializdciu suicasného vytvarneho umenia so zaberom na postsocialistické
krajiny s pomerne velkym a jednoznacne pozitivinym ohlasom v medzindrodnej odbornej

komunite. Zial', na zbornik sympézia uz SCCA financie neudelila.

DC: Slobodnd prezentdcia umenia narazila na urcitd bariéru zo strany laickych

divdkov, ktori pred rokom 1989 vécsinou nemali kontakt s progresivhymi pradmi

umenia, ktoré galérie z ideologickych dovodov nevystavovali, a preto sa u nich

stretavalo s nepochopenim. Devétdesiate roky boli zamerané na dobiehanie zames-

kaného, na vystavnd, akvizi¢nd, publika¢nt a prednaskovu ¢innost. Praca s laickym

divikom sa v tomto obdobi dostala skor do tstrania. V ¢om vnimate korene tohto

nepochopenia sicasného umenia u verejnosti a problému prazdnych galérii, s ktorym

sucasné umenie do istej miery zapasi aj dnes?

158

ZB: Slovenska ndrodné galéria nemala v obdobi, ked som ju viedla, prazdne vystavné
siene. Novym spOsobom sme sa snazili ziskaf ndklonnost divdakov, napokon, mnohé
z vtedy inovativnych postupov sa uz dnes stali samozrejmostou. Zalozili sme v SNG
literarnu kaviaren, organizovali lektorské sprievody pre zaujemcov na relevantnej tirovni,
verejnosti pristupné okrihle stoly s domdcimi a zahrani¢nymi dc¢astnikmi, tlacové besedy
sme preniesli do expozicii, defom sme vo vystavnych siefiach podavali oblerstvenie — dnes
mi pripadd absurdné, Ze sme pri tom museli porusit niekol'ko bezpecénostnych
a administrativnych predpisov. Ani dnes nie su vystavné siene inStiticii, ktoré dokazu

pamatat na divaka, prazdne, hoci je pre mia, ako byvalu riaditelku SNG a kurdtorku jej

vystav, trochu zahanbujice, Ze sa navstevnik ldka najmé na vernisdz, teda na pohostenie
a nie predovSetkym na zazitok z umeleckych diel.

Vystavnu, akvizi¢nt, publika¢nt a prednaskovu ¢innostou a pracu s divakom vnimam
ako celok. Jedno podmienuje druhé a spoloénym menovatelom ma byt sluzba, premostenie
medzi laickym svetom a svetom umenia, ktory dokaze byt ,sviatkom“ (Hans-Georg
Gadamer) a smeruje k ,,vzneSenosti“ (Jean-Francois Lyotard). V tomto zmysle mdm ovela
vysSie naroky na muzed a galérie, ktoré pdsobia z finan¢nych zdrojov danovych poplatnikov,
ako na inStiticie sukromné, alebo tie, ktoré posobia v trefom sektore. Tie prvé maju
povinnost byt prikladom odbornosti a udavat tén aj z hl'adiska etickych, nielen umeleckohis-
torickych hodnot platnych v naSom povolani — k tomu zavézuje svojich ¢lenov ICOM a pre-
sadzuje aj EAM (European Network for Avant-Garde and Modernism Studies) — maja byt
prikladom otvorenosti vo¢i divikom bez straty tirovne toho, ¢o a ako prezentuju.

Vystavy by mali vychddzat z jedineéného zamerania institticie, mali by vyuzivat jej
zbierky a, naopak, obohacovat ich nésledne z tych diel zo sukromného majetku, ktorymi
vystavu doplnili, ak je to mozné. K nim vydané publikacie by mali vychadzat vo viacerych
finan¢ne aj odborne rozdielnych variantoch, prednasky by mali byt zacielené raz na laické
a inokedy na odborné publikum. K tomu mozno priratat eSte mnozstvo inych aktivit,
zacielenych na Specifické skupiny navstevnikov, ktorym méoze galéria alebo mizeum dat
priestor bez straty irovne svojej odbornosti.

Bariére, ktord dodnes existuje v ociach laickych divédkov proti aktudlnym umeleckym
tendencidm vrdtane tych, ktoré pocas tzv. normalizdcie v sedemdesiatych a osemdesia-
tych rokoch upadli do zabudnutia, ale Zili na nasej vytvarnej scéne uz v druhej polovici
Sestdesiatych rokov a vytvorili neoficidlnu scénu, by sa mali s plnou vaznostou venovat
kulttrni sociolégovia, aby odhalili jej komplikovanost. Zjednodusovat, Ze aj v tradi¢nych
zapadnych demokracidch sa lepSie dari gycu ako skutocnému umeniu, je nebezpecné
a zavddzajuce uz len preto, lebo tam si spolocenské elity tieto kategérie nezamienaju, hoci
nie su odbornikmi, umenovedcami alebo samotnymi umelcami. Na Slovensku je bezné,
Ze znamy politik, hoci zo stran liberdlneho ¢i pravicového spektra (nasu lavicu v tomto
pripade nechdvam bokom, dodnes doveruje totalitnym umelcom, ¢o napriklad ukazala
vol'ba Jana Kulicha ako autora sochy Svétopluka na Bratislavskom hrade), ¢i renomovany
vedec a umelec, a to uz nehovorim o manazéroch, pravnikoch, lekaroch i podnikateloch,

uprednostni I'ibivost pred naroc¢nostou diela a niektoré druhy a tendencie tiplne odmieta.
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Jednu z pricin vidim v skuto¢nosti, Ze s relativne kratkou prestdvkou pocas Sestdesia-
tych rokov bolo na Slovensku vazené predovSetkym figurativnhe umenie, zvacsa Ustretové
voli priemernému divackemu vkusu. Avantgardy, napriek nasej hrdosti na tzv. kosicku
modernu a Skolu umeleckych remesiel v Bratislave i jej osobnosti, sa tu nezrodili, len
rezonovali. Priratajme k tomu, Ze eSte hlboko v devétdesiatych rokoch doslova kazili
v oblasti sucasného vytvarného umenia vkus mladym nastupujiicim umelcom aj adeptom
vytvarnej tedrie a kritiky pedagdgovia, ktori svoje miesta ziskali v obdobi totality, a to nie-
len na Filozofickej fakulte Univerzity Komenského, ale aj na vacsine pedagogickych fakult
vysokych skol na celom Slovensku (Vysokd skola vytvarnych umeni a Trnavska univerzita
boli vynimkami). Tak ¢o mozno ¢akat od laického divaka, ktorému v obdobi tzv. norma-
lizacie boli podsuvané politickd propaganda a mainstreem namiesto umenia a dnes sa
konfrontuje s gycom, ktory nedokéaze rozoznat od hodnotného diela?

Myslim, Ze v tomto smere urobila odborna komunita zdsadnt chybu, ked’ si hned po
NezZnej revolticii nevybojovala nové legislativne normy, a to jednak vo sfére pedagogického
a vedeckého posobenia byvalych ideologicky motivovanych kolegov rovnako ako v praxi.
Rovnako vdzne vnimam pokrivené kritérid v oblasti trhu s vytvarnym umenim. Napriklad
kazdd lekdren, bez ohl'adu na skuto¢nost, kto ju vlastni, musi zamestnavat aspon jedného
magistra farmdcie. V devétdesiatych rokoch rastli na Slovensku komercné galérie geo-
metrickym radom a ich majitelia bez akéhokol'vek odborného vzdelania a odbornych
konzultacii zbohatli predajom gycov. Obdvam sa, Ze dnes je uz na systémové rieSenie,
obdobné, ako si kedysi presadili lekdrnici, neskoro. Mnohi historici a kritici vytvarného
umenia zamenili ideologicky diktat za diktat trhu, klanaji sa mu ako modle a na étos
nasho povolania zabudli: vSetkymi silami sa podielaju na stierani hranic medzi gycom,
mainstreemom a umenim s vidinou uspechu u solventnych zberatelov a s cielom c¢o

najvyssieho vlastného finan¢ného zisku.

DC: V obdobi, ktoré predchddza nami sledovanti etapu rokov 1993 az 1998 ste reali-

zovali viacero taziskovych vystav nasmerovanych k prezentacii slovenského umenia

v zahrani¢i (napr. Oscildcie, Miicsarnok Budapest, 1991; Kunst Europa, Kunstverein

Lingen, 1991; Vyzva, Expo ‘92, Sevilla, 1992). Podl'a akého kltica ste vyberali autorov

zastupenych na medzindrodnych prezentéciach?
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ZB: Ako som uz spomenula, mojim ciefom bolo presadif autorov nasej neoficidlnej vyt-

varnej scény doma aj v zahrani¢i a priradif k nim tych, ktori pocas tzv. normalizacie

nepodlahli ideologickému tlaku a tvorili slobodne. Nebola to teda akasi odmena za poli-
tické a obcianske nazory v predchadzajicom dvadsafroci, hoci aj tak by sa to dalo chapat,
ale snaha prostrednictvom diel konkrétnych autorov potvrdit prislusnost slovenského vyt-
varného umenia k euroamerickému kontextu, avsak s priznanim jeho Specifik. Umelcov,
ktorych tvorbu bolo mozné z tychto aspektov interpretovaft, vsak bolo viac, ako znesie
jedna vystava. Aj pozvani bolo viac, a tak som vyber obmienala.

Kazda z vystav, ktort som pripravila, mala iny pribeh. Definitivnu podobu som disku-
tovala s mojimi zahrani¢nymi partnermi. Oni poznali prostredie, divdkov, ktorym bola
urcend. Chcela som, aby vystavy zaujali. Pripravila som Sirsi vyber a po rokovaniach sme
zvolili definitivny. Takouto bola kolekcia Slowakische Kunst heute (1990), prvd necen-
zurovand vystava vyvezend zo Slovenska do ,zdpadnej“ cudziny po roku 1972. Pontikol
mi ju zostavit Alexander Tolnay, vtedy riaditel mestskej galérie v Esslingene este pred
Neznou revoltciou, v lete 1989: v pdévodnom vybere bolo dvadsafpat autorov, skonéili
sme so sedemndstimi. Podobne som spolupracovala s Miroslavou Hajek z Novary pri
priprave cesko-slovensko-emigrantskej kolekcie Arte Contemporanea Cecca e slovacca
1950 — 1992 (1992). Slovenskd kolekcia pre Sirokti panordmu Kunst Europa v Kunstvereine
Lingen (1991) na severe Nemecka (Ceskd bola v Braunschweigu) bola vzhladom na
skromnost vystavnych priestorov obmedzend: miestni kurdtori si vybrali nasich autorov
spomedzi tych, ktori vystavovali v Esslingene. Pomerne naméhavo, ale napokon dspesne,
sa mi podarilo presadif pritomnost diel Igora Kalného, hoci mali zdujem prezentovat len
tvorbu Zijucich umelcov. Pri Oscildcidch premiérovanych v Komdrne (1991), reprizo-
vanych v budapestianskom Miicsarnoku (1991) som spolupracovala s Tamarou Archle-
bovou a Laszlé Bekem, ktorého som spoznala prostrednictvom svojho brata konceptualistu
uz v mladosti, ¢im bol podmieneny aj vyber autorov. Ten sa zrodil v spolo¢nych
diskusidch.

Pocas Neznej revolticie ma oslovil Jiti Kotalik, riaditel Narodnej galérie v Prahe, aby
som k Jitimu Kolatovi vybrala jedného overeného autora na Bendtske biendle (1990):
odporucila som Milana Pastéku. V rovnakom ¢ase ma ako kurdtorku slovenského zastipe-
nia na Expo '92 v Seville nominovali slovenski vytvarnici, z ¢oho neskor vznikol méj
autorsky projekt Vyzva — Od ideoldgie k idedm (Expo ‘92, Sevilla, 1992). Touto vystavou
som vizudlne demonstrovala pribeh uzavretosti a rezistencie nasho vytvarného umenia
pocas tzv. normalizdcie od roku 1968 az k novym nddejam, ktoré priniesla Neznd revolu-

cia (1989). Rovnako ako vystava aj katalég md — s vynimkou obdlky — vizudlnu podobu,
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ktord som mu dala ja. Na realizdciu expozicie i autorstvo textov v katalégu som pozvala
aj d’alsich kolegov zo SNG i mimo nej. Podobne vystava Oltdre pre Saléon muzei a galérif
v Parizi (SIME '92) bola podl'a mojej autorskej koncepcie: tému prezentovala v historickom
spektre od stredoveku po sticasnost. Obidve posledne menované podujatia garantovala
SNG, iSlo o celoStatnu ucast.

SNG prijala aj viaceré putujtice projekty. Ja som sa podielala na formovani podujatia
Cesty eurdpskej kultury podl'a koncepcie Andrzeja Paruzela. Zacali sa aj skoncili v Lodzi
a cez Bratislavu (1991) pokracovali do Bruselu a Berlina, pricom v kazdom meste sa na
nich zticastnila ind zostava zvacsa konceptuélnych a akénych umelcov.

Méam aj neprijemné spomienky. Z pévodného vyberu pre kolekciu vystavy Prague —
Bratislava/D'une géneration, l'autre (Mtzeum moderného umenia mesta Pariza, 1992)
ostali len diela najmladsich nastupujuicich autorov a publikované verzia mojho ivodného

textu bola oklieStend, cenzurovand pani riaditelkou Suzanne Pagé.

DC: Ukéazalo sa, Ze o¢akdvania, spojené s presadzovanim doméceho umenia v medzi-

narodnych kontextoch sa celkom nenaplnili. V ¢om vidite tspechy, ale aj tskalia

tychto sndh o presadenie slovenského umenia a umelcov v zahranic¢i? Ako vznikali

spoluprdce s institiciami mimo Slovenska a kto ich inicioval? Reflektovala ich miest-

na odbornd verejnost?
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ZB: Slovenska ndrodnd galéria ako celok v rokoch, ked som ju viedla, sa podielala na
najvacSom pocte vyvezenych i privezenych vystav. Cielene som pracovala na prezentdcii
nasho umenia v zahranici — vSetkych jeho disciplin — a inStiticia bola otvorena prijimaniu
expozicii z inych krajin. Vystavy pripravovali kolegovia troch internych galérii SNG
a cestovali s nimi. Niektoré uz menované kolekcie v mojej koncepcii som pripravila na
zéklade oficidlnych medzistatnych dohovorov, d’alSie sa zrodili z priatel'skych vazieb,
ktoré mali niektor{ nasi umelci eSte pred Neznou revolticiou a odporucili ma zahrani¢nym
kolegom ako kurdtorku, alebo odporucili SNG ako organizujicu institiciu, iné som
dohovorila osobne.

Mimo SNG to boli len niekolki slovenski kuratori, ktori dostali podobnt prileZitost na
zéklade vseobecného zdujmu o sticasné umenie postsocialistickych krajin. Ostatné galérie
sa vtedy zvacsa este nedokdzali orientovat v novej situacii ani nemali cezhrani¢né kontakty.

Domaéce reakcie na zahrani¢né vystavy SNG, teda aj moje, boli r6zne. Mdlokto si v tom

case uvedomoval, Ze slubne dynamizovand SNG sa po kratkom case, po dokonceni

niekol'kych projektov, ktoré sa dohovorili este v rokoch mo6jho pésobenia, ocitne v izol4cii,
ktord trvd viac-menej dodnes. Politické nomindcie jej riaditelov negativne poznacili
prienik nasho vytvarného umenia do euroamerického prostredia, ktoré pracuje na zaklade
rovnocennych institucionalnych dohovorov. Uspech ¢ netispech konkrétnych umelcov

v zahrani¢i je ind otdzka.

DC: Ako hodnotite vase pdsobenie ako prezidentky Slovenskej sekcie AICA
v rokoch 1993 az 2001? Pomohla vam tdto funkcia v prezentovani slovenského

umenia a v nadvizovani uzsich kontaktov so zahrani¢nymi kuratormi?

ZB: Ako prva prezidentka Slovenskej sekcie AICA som mala predovsetkym povinnost
zaloZit ju: dedi¢om Ceskoslovenskej sekcie AICA bola ¢eské a dalo mi to aj dost prace, aj som
musela pocas meciarizmu prekonat mnozstvo obstrukcii zo strany ministerstva vntitra, kym
sa mi to podarilo. Napriek tomu som dodnes vd'a¢na kolegom, ktori ma jednomyselne zvo-
lili a dali mi déveru, Ze to dokdzem, a to v momente, ked’ oficidlne miesta mali zaujem
vyradif ma z umenovednej obce.

Na pravidelnych stretnutiach vsetkych prezidentov ndrodnych sekcii v Parizi a na kon-
gresoch AICA, na ktorych som sa zucastnila, som spoznala mnohych zaujimavych kolegov,
ale vacsinou z akademickych kruhov, alebo z medidlneho prostredia. Muzed vytvarného
umenia a komerc¢né galérie maju iné siete. Boli medzi nimi aj vynimky. Brane Kovi¢ ma pri-
zval ako kurdtorku nasho zasttipenia na medzindrodnom Biendle malej plastiky v Murskej
Sobote, ktoré koncipoval. V rokoch 1993 az 1997 som tam predstavila siedmich slovenskych
autorov. Diela sme vyviezli s manZelom za vlastné finan¢né prostriedky osobnym autom
na zaklade symbolického potvrdenia zo Slovenskej vytvarnej Unie, Ze ide o nekomerc¢nu
vystavu. Ovela neskor mi Katalin Keserii pontukla priestory Ernst muzea v Budapesti
a vzapati Alexander Basin Mestskej galérie v Lublane, aby som tam uviedla vystavu Stcas-
né slovenské vytvarne umenie 1960 — 2000.

Ja som kontakty z prostredia AICA vnimala skor opacne, hl'adala som sposob, ako by
mohli zahrani¢ni kolegovia poméct ndm v izoldcii, kde sa slovenské vytvarné umenie pocas
vlady meciarovcov ocitlo, navySe v obdobi, ked prestal vychadzat Vytvarny zivot (1996). Je
paradoxné, Ze ho po Styridsiatich rokoch pochovala Elena Karovd, predsednicka Slovenskej vyt-
varnej tnie, dcéra dlhoro¢ného Séfredaktora casopisu, td istd, ktora sa o Cosi neskdr angazo-

vala v otvorenom fére Zachrdrime kultdru.
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Moj autorsky projekt Rezonancie, ktory som pripravovala v spolupraci s kultirnymi
zariadeniami Petrzalky roku 1996 a nésledné vystavy v Galérii mesta Bratislavy sa usku-
to¢nili v rokoch 1997 az 2001 (jedna venovand pamiatke Pierra Restanyho), bol zaloZeny
na nomindcidch zijucich umelcov relevantnymi kritikmi sucasného umenia, ktoré
podopieral ich hodnotiaci komentar. Vyslednd podoba expozicie bola sice skromnad —
preklady textov a fotografické ukazky nominovanych diel — ale medzi zahrani¢nymi
kolegami z AICA bol o participdciu na nej nezistny zaujem. Pontikam ttito myslienku zaci-
najucej Kunsthalle Bratislava: panordma stcasného vytvarného diania o¢ami medzindrod-

nej komunity nezavislych kritikov by aj dnes bola divacky prifazlivd, ak by sa navyse,

DC: V sledovanom obdobi ste realizovali viacero vystav, napriklad Sedd cihla 35/1992,
Galerie Klatovy-Klenovd, 1992, (repriza v Zdhorskej galérii v Senici a Galéria Juliusa
Jakobyho v KoSiciach, 1993), Slovenské pohlady, Sari$ska galéria, PreSov 1993;
album Pocta Vdclavovi Havlovi, Divadlo Archa, Praha 1996; spoluprdca na projekte
Premostenie, Podunajské muizeum, Komarno 1997; Rezonancie, Galéria mesta Bratisla-

vy, 1997 a 1998. Ktort z uvedenych vystav si najviac cenite?

v zmenenej politickej situacii, mohla vystava zostavit z origindlov diel.

DC: Po nedobrovolnom odchode zo Slovenskej narodnej galérie ste od roku 1992 zacali
budovat jednu z prvych stikromnych zbierok vznikajticu pri Prvej slovenskej investi¢nej
skupine (PSIS) v Bratislave, ktord dnes tvori vySe 400 diel prevazne slovenskych
autorov 20. storo¢ia. Ako vnimate vplyv sikromného zberatel'stva, rozvoj aukénych
sienf a vznik sukromnych galérii v devatdesiatych rokoch na vytvarnt scénu? Nemala
aj spominand zbierka, ktord pozndme najma z ,,putujticich” vystav po roku 2001, ambi-

ciu otvorit sa smerom k verejnosti prostrednictvom vlastnych vystavnych priestorov?

ZB: Zbierku som zacala budovat az v roku 1993, po odchode zo SNG. Niekol'ko mesiacov
predtym som so zastupcami vedenia PSIS vyjedndvala, aby prijali moju koncepciu.
Nemala som chut zbierat ¢okol'vek. Napokon som ich presvedd¢ila, aby to bola zbierka
slovenského vytvarného umenia 20. storocia a stredoeurépskeho kontextu (Co sa, zial,
zatial plni len margindlne) s faziskom na tvorbe umelcov nasej neoficidlnej vytvarnej
scény sedemdesiatych a osemdesiatych rokov 20. storocia. Privitala som, Ze majitelia
zbierky ju tuzili mat na najvyssej umeleckej tirovni. V ¢ase svojho odvolania z funkcie ria-
ditel’ky SNG som uz mala vytipované viaceré diela, ktoré som chcela navrhntit na nakup
do zbierky institticie. Tak som ich adresovala, a s ispechom, inym smerom, do zbierky
PSIS. Po dvoch desatrociach, pocas ktorych ttito zbierku popri svojom inom zamestnani
a povinnostiach budujem, by bolo pre mna satisfakciou, keby sa jej majitelia rozhodli
spristupnif ju verejnosti stdlou expoziciou. V sucasnosti investuju do jej uskladnenia,
obcasnych vystav a publikacii k nim, aj do podpory Nadécie sticasného slovenského vyt-
varného umenia, ktord dobrovol'ne vediem. V nej je archiv autorov neoficidlnej slovenskej

vytvarnej scény pristupny badatel'om.

ZB: Som rada najma cyklu vystav Rezonancie, o ktorych som sa uz zmienila, ale aj medzi-
narodnd vystava Premostenie mi dodnes prindsa istu satisfakciu: na zostaveni kolekcie sa
podielali aj moji zahrani¢ni kolegovia, kritici umenia, ktorych som spoznala prostred-
nictvom AICA. Pocty — a to nielen Vaclavovi Havlovi, ale aj Dalajldmovi a kniezatu
Schwarzenbergovi (1997) — vystavy a publikdcie nadvizovali na tradicie albumov a boli
vlastne darmi zucastnenych vytvarnikov osobnostiam, ktoré sui symbolom etickych
a huménnych hodnét. Rada spominam aj na putovnu vystavu Interakcie (1995 — 1996)
s medzindrodnym - slovensko-taliansko-¢eskym zastipenim — prezentovant na viacerych
miestach krajin ziuc¢astnenych autorov, ktorti sme kuratorsky pripravili s Miroslavou Hajek
Zijucou v Novare.

Pytate sa na moje autorské, panoramatické vystavy. Ale v sledovanom obdobi s presa-
hom do dalSich rokov (1997 — 2003) som koncipovala cyklus monografickych vystav
v petrzalskom CC Centre, z ktorych som velka cast pripravovala ja, ale striedavo som
nechdvala priestor, aby ,,svojho* vytvarnika uviedli aj ini kurdtori, najma mimobratislavski
kolegovia: mala som predstavu, Ze vystavy, ktoré pripravili, by malo vidiet aj bratislavské
publikum. Ro¢ne bolo takto prezentovanych desat autorov. Neboli to len vystavy, comu
som sa v rokoch mediarizmu venovala. V roku 1996 vysla kniha Ocami X — Desat autorov
o sticasnom slovenskom vytvarnom ument, ktord som zostavila a napisala som do nej
studiu (ma4 cita¢ny ohlas aj v zahranici) a pripravila pre fiu rozhovor s Pierrom Restanym.
V tom istom roku som zorganizovala medzindrodné sympdzium Priestor v priestore —

priestor pre sucasné vytvarné umenie v stredoeurdpskom priestore, ktoré som uz spomenula.

DC: Vystava Sedd cihla 35/1992, ktorti ste zacali kurdtorovat za Slovensko este
z pozicie riaditel’ky SNG, sa da vnimat aj ako pripomenutie, respektive nadviazanie
na predrevoluc¢né spoluprace a vystavy slovenskych neoficidlnych umelcov na Mora-
ve a v Cechéach (reprizovand bola v roku 1993 v Senici a Kosiciach). Cielom orga-

nizatorov bolo prispievat k vzdjomnému presiefovaniu c¢eského a slovenského



prostredia, za Slovensko na nej participovali trindsti autori predrevoluc¢nej tzv.

neoficidlnej scény. Ako vznikala vasa participacia na projekte a kto ju inicioval?

ZB: Jittho Setlika, iniciatora podujatia, som spoznala v roku 1983 na vernisazi vystavy
sochdra Rudolfa Uhra, ktord sa podarilo presadit vdaka Viliamovi Plevzovi: ten sa za
sochéra v nemilosti prihovoril na patri¢nych miestach. Zac¢ala som ju pripravovat, ale bolo
to po vystave Stretnutie vedy a umenia v Nitre (1980), kvoli ktorej sa moje meno ocitlo na
¢iernej listine. Zvaz slovenskych vytvarnych umelcov odporucil Rudolfovi Uhrovi pisomne
— ¢o bolo dost nezvycajné — , aby si hl'adal iného ,riadneho* komisara (dobovy termin pre
kuratora), nie mna (napokon nim bol Bohumil Bachraty, ktorému som odovzdala uz spra-
covanu kartotéku Uhrovej tvorby, aby sa vystava a kataldg stihli v termine). Scendr filmu,
ktory som pripravovala k sochdrovym narodenindm, zasa podpisal rezisér Vladimir
Kubenko. Jiti Setlik registroval mdj dlhodoby zaujem o tvorbu autorov odstivanych do
uzadia a v snahe pomocf mi, odporucil ma Olbramovi Zoubkovi, ktorého vystavu som
potom pripravila pre hrad Sovinec. Otvarala sa spolo¢ne s vystavou Jozefa Jankovi¢a, na
ktorej som pracovala v rovnakom ¢ase. Pripominam, Ze Jiti Setlik uviedol tvorbu Rudolfa
Uhra spolu s tvorbou Alojza Klima a Viery Kraicovej v Novej sini v Prahe (1969). Sloven-
ské vytvarné umenie pocas tzv. normalizacie d’alej sledoval a prilezitostne komentoval,
hoci nie verejne — nemohol oficidlne publikovat. Aj z cty k nemu som sa snazila prezen-
tovat autorov, ktorych tvorbu si on vazil a ja som ju uznavala. Kolekciu som doplnila dielami
tych, ktori v rovnakych generac¢nych vlnach, aké poznal, mohli uniknit jeho pozornosti.
Pocet autorov bol vsak limitovany, a tak som nemohla v jednej vystave upozornif na
vsetkych, ktori by si to boli zaslizili. Napokon, Jana Gerzova mdj vyber v nasledujicom
roéniku Sedej cihly 34,1993 doplnila s jednou ¢ dvoma vynimkami o autorov, ktorych

som uz predtym uviedla na inych vystavach.

DC: V katalégu vystavy Sedd cihla 35/1992 priznavate uréiti disproporciu v prezen-

tovani Ceskych a slovenskych autorov, ako aj nedostato¢né zastiipenie mladsich gene-

récif vyplyvajtice zo zadania hlavného organizatora. Obdobie zaciatku devatdesiatych

rokov v sebe, prirodzene, nieslo aj snahu splatit dlh voci generacii Sestdesiatych,

sedemdesiatych a zaciatku osemdesiatych rokov, ktord sa v totalitnych c¢asoch

nemohla slobodne prezentovaf, a to vystavnou aj publikacnou ¢innostou. Nebolo

toto spldcanie dlhu niekedy ,,na tikor“ prezentdcie mladsich generacii?
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ZB: Myslim, Ze to je len pripad uvedenej vystavy preto, lebo predchddzajice dva ro¢niky
Sedej cihly, ktoré boli vyluéne ¢eskou zéleZitostou, uz uviedli starsich umelcov. Vo vybere
som k tejto skutoc¢nosti zaujala stanovisko. Naopak, vo svojich projektoch som sa snazila
predstavif nadzorovo pluralitné kolekcie bez ohfadu na vek autorov, a to vratane naj-
mladsich. Problém bol skor v tom, Ze pocas tzv. normalizdcie sa vel'kd véacsina nasich vyt-
varnikov, odchovancov Vysokej skoly vytvarnych umeni v Bratislave, ani nezamysl'ala nad
otézkou slobody tvorby a svojimi pracami poslusne napfiiali predstavy ideolégov o ,,umeni
socialistickej epochy“. Pri koncipovani vystav som teda vyberala diela od autorov, ktor{
nezradili svoj zenit dosiahnuty v Sestdesiatych rokoch, svojimi aktivitami tvorili zaklad
najprv alternativnej a neskor neoficidlnej vytvarnej scény a malej skupiny vytvarnych
umelcov mojej generécie, zvi¢$a odchovancov Rudolfa Filu z bratislavskej Skoly umelec-
kého priemyslu, ktorého vklad do formovania ich osobnosti nezmazali ani roky stidia na
»socialistickej akadémii“. K nim som potom priradovala vyber z prac najmladsich autorov,
ktori tvorili uz bez zataze ideologickych narokov. Napokon, a na to som uZ upozornila
v jednej z predchadzajucich odpovedi, boli destindcie, ktoré uprednostnovali vylu¢ne

mladych, nastupujucich autorov, o tvorbu starsich nemali zdujem.

DC: Devitdesiate roky boli pre mnohych aj obdobim postupného precitnutia, straty
prvych porevolu¢nych idealov a triezvej$ich pohladov na svet. Co, respektive ktord
udalost v celospolo¢enskom kontexte pre vas vystihuje devétdesiate roky, ktora sa

stala pre toto obdobie istym spésobom urcujicou?

ZB: Prepacte, ze budem osobnd. Precitnutie v mojom pripade nebolo postupné, ale
radikdlne. Ale vdzne. Pre mna bolo nemilym prekvapenim, Ze je mozné, aby Stdtne a verejné
institticie konali nielen neprofesiondlne, ale aj svojvol'ne, aby nedodrziavali zakony a pre-
kracovali svoje kompetencie, aby sa prenasali politické a osobné animozity do verejného
Zivota a aby toto vSetko preslo temer bez povSimnutia, o potrestani ani nehovorim. Unos
Michala Kovaca mladSieho by mohol vyzerat ako vystrihnuty z lacného romanu, keby
s nim nesuvisela smrf Réberta Remidsa korunovand Meciarovymi amnestiami. M6zem
tolerovat skutoc¢nost, Ze v obdobi meciarizmu zvac¢sa zbohatli nepravi, ale nemézem sa

zmierif so stopou, ktort v mentalite ob¢anov Slovenska zanechalo.
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DC: Devitdesiate roky na Slovensku boli spojené s novymi menami nastupujticich

generdcii, s rozvojom videoumenia, umenia instaldcie, ako aj site-specific projektmi.

Existuje pre vas urcujtca udalost/udalosti, osobnost/osobnosti devéfdesiatych rokov

v kontexte vytvarného umenia?

v

ZB: Pri spitnom pohl'ade na toto obdobie ma tesi, Ze kolegyne vo funkcidch riaditeliek
oblastnych galérii — mdm na mysli Alenu Vrbanovi a Katarinu Rusndkovi — kym ich poli-
ticka svojvola neodvolala z funkcii, ktoré bravirne zvladali, prezentovali nase
najdolezitejsie umelecké ambicie a osobnostné programy v rdmci aktudlnych tendencii.
Pozitivne vnimam aj aktivity Jany Gerzovej v trnavskej synagdge, hoci niektoré boli
carovne naivné, ked opakovali témy svetovych vystav v.domacom vreckovom vydani.
Vel'a dblezitych udalosti sa odohravalo mimo Bratislavy, okrem uz spomenutych to boli aj
podujatia tatranskej Elektrarne v koncepcii Vladimira Beskida. Ako kurdtor sa v tomto obdobi
vyrazne presadil Radislav Matustik a svoje skvelé vystavné projekty Sestdesiatych rokov
pripomenul Lubor Kéra. Z nastupujticich kolegov na seba uz vtedy upozornil Juraj Carny.

Bez cinnosti Sorosovho centra sucasného umenia by bol nas vytvarny zivot sle-
dovaného obdobia chudobnejsi, i ked som si v tom case velmi priala, aby pracovalo
otvorenejsim, menej klanovym spésobom. Vyrocnd vystava 60,/90 (1997) bola smelym
projektom Alexandry Kusej a Petry Handkovej, uplatnili sa v nej nové média a sposoby
prezentdcie, ktoré spominate. Nazov vsak, ako vacsina lakonickych oznaceni, nezod-
povedal celkom obsahu: konceptudlne tendencie a umenie objektu aj inStaldcie boli u nds
v Sestdesiatych rokoch marginalne oproti presile klasickych disciplin, mal'by, sochy a grafiky.
Vystava vSak nastartovala niekolko mladych talentov, ktoré sa odvtedy udomdcnili
na nasej vytvarnej scéne, pricom Roman Onddk boduje v globdlnom kontexte. Prajem mu
to. Okrem vlastnej tvorby pomohol presadit tvorbu Juliusa Kollera, autora, ktorého si na
spomenutt vystavu vybral. Ked som zaciatkom devatdesiatych rokov upozornovala na iiu,
ale nielen na nu, ale aj na tvorbu dalSich slovenskych autorov komer¢né galérie

v zahranidi, tak ich kurdtorom prekdzalo, Ze pre trh s umenim su tito umelci uz stari.

DC: Nest devitdesiate roky odkazy, ktoré st aktudlne aj pre, povedané slovami

Tomasa Straussa ,,rozbiehajtice sa“ 21. storocie?
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ZB: Ich zaciatok, s porevolucnym nadsenim a étosom urcite. Obdobie medciarizmu bolo
asi priaznivejSie na individudlne umelecké programy, hoci celok nasho vytvarného Zivota,

vzhladom na bohaté vystavné aktivity, zdanlivo neutrpel. Avsak institicie sa nezaradili do

eurépskych sieti, kam uz zac¢iatkom devéatdesiatych rokov smerovali, niektoré ndm dodnes
chybajti. Ale, Tomas Strauss, bol to mdj vysokoskolsky ucitel, sa zvykol pytat: ,je otazka
spravne polozena?“ Inymi slovami, je obdobie meciarizmu totozné s devatdesiatymi rokmi?
EsSte v prvych rokoch vladdy Vladimira Meciara dobiehali a realizovali sa projekty iniciované
v predchddzajicom obdobi a, naopak, niektoré neduhy sa odvtedy u nds tak udomdcnili,
Ze sa ich len tazko zbavime. Stali sa totiZ sticastou nasej mentality, uz ich nevidime a nevni-
mame ako Cosi cudzorodé. Nie som pesimistka, tdto neradostnad skuto¢nost je pre mma vyz-
vou, ako neupadnut do l'ahostajnosti a snazif sa prispiet ¢o najviac k pozitivnej zmene pri-
najmensom, ale cielene, vo sfére vytvarného umenia v krajine, kde Zijeme. Prajem novej

Kunsthalle Bratislava aby k tejto pozitivnej zmene svojimi aktivitami prispela ¢o najviac.
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Pamat miesta,

Vymedzenie priestoru

Galéria Jana Koniarka — Synago6ga, Trnava
1995 - 1997, 1997 — 1998, 1999 — 2000
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Juraj Carny

Tri kurdtorské cykly vystav Jany Gerzovej —
Umenie aury, Pamdt miesta a Vymedzenie
priestoru — mozno povazovat za tematické
skupinové vystavy prebiehajtce (vzhladom
na priestorové limity) postupne, pocas nie-
kol'kych rokov v priestore Synagoégy — Cen-
tra sucasného umenia v Galérii Jana Ko-
niarka v Trnave. Sakrdlny rdz miesta vy-
razne podmienil vznik site-specific projek-
tov domacich aj zahrani¢nych umelcov,
ktori popri jedine¢nom géniu loci nemohli
opomendt ani tému holokaustu. Napriek
tomu, Ze sa kuradtorka spociatku pokdsila
priestory synagdgy vyuzit na tcely stcas-
ného umenia bez poukazovania na histo-
rické stvislosti, postupne sa ukazala silna
potreba traumatizujice udalosti temati-
zovat a vytvorit koncepény ramec aj pre
diela context-sensitive.

Vynimoc¢nost projektu pre umenie devat-
desiatych rokov 20. storocia spociva predo-
vSetkym v mimoriadne konzistentnom kura-
torskom pristupe s odkazmi k Walterovi Ben-
jaminovi, Wolfgangovi Welschovi, Theodo-
rovi Wiesengrundovi Adornovi. Upozornit
vsak treba aj na lokdlne pomery - jedine¢nu
monumentalitu priestoru. Vacsina slovenskych
galérii pésobila v komornych priestoroch,
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ktoré umelcom neumoznovali vzletnejsie ani
monumentélnejsie myslenie. Dolezitym aspek-
tom bola relativna dostupnost z Bratislavy
(kde v danom obdobi neposobila galéria

s porovnatelnym kurdtorsky vyhranenym

a medzindrodne orientovanym programom)
navyse podporena ,fenoménom” vernisazo-
vych autobusov. Jane Gerzovej sa podarilo
ziskat pomerne nevSedné podmienky. Vd’aka
dovere riaditel'ky Galérie Jana Koniarka
Prisky Stubfiovej mohla posobit nezévisle

s relativne vyraznou finan¢nou podporou
inStiticie. Model fungovania, v ktorom sa
riaditel' galérie neprofiloval ako urcujtci
kurator, ale svojim manazérskym pristupom
umoznil kvalitnému kurdtorovi vytvorit vyz-
namné dielo, nebol a ani dodnes nie je v slo-
venskom prostredi bezny.

Monumentélne priestory centralnej saly
Domu umenia/Kunsthalle Bratislava sa para-
doxne neukdzali ako idedlne na predstavenie
projektov reagujucich na Specificky priestor
a historické suvislosti trnavskej synagogy.
Napriek pribuznej velkosti sa ,,white-cube“
nemohol rovnaf géniu loci synagégy. Po kon-
zultaciach s viacerymi dotknutymi autormi
som sa preto rozhodol vystavat priestor
trnavskej synagdgy virtualne, ¢o umoznilo

predstavif viacero najvyraznejsich projektov
bez potreby ich fyzického prenesenia do bra-
tislavskej Kunsthalle. Divdk vstupujuici do
centrdlnej saly Domu umenia dostane do
ruk iPad, v ktorom bude pohybujtc sa po
priestore vidiet realny priestor synagdgy

s nainStalovanou vystavou jedného z piatich
vybranych autorov. Virtualna realita sice
umoznila predstavit v Kunsthalle viac ako
jeden projekt, napriek tomu vSak nebolo
mozné vystavit vSetky kI'icové instalacie
relativne dlhého ¢asového useku troch kurd-
torskych cyklov. Napriek tomu, Ze vystava
Paradox 90. je citaciou, vyberom fragmentov
relevantnych kuratorskych vystav devétdesia-
tych rokov, do vyberu by urcite patrili mini-
malne aj nasledujice instaldcie: Zuzanna
Janin (synagdgu naplnila hmlou), koncep-
tudlna malba Ladislava Carného (monu-
mentalne fosforové mal'by citujice Francisca
Goyu), sugestivna instaldcia Pldtna spomie-
nok a zabudania od Tuba Stacha, ale aj vir-
tudlna realita Romana Galovského.

Bohus a Monika Kubinski predstavili na
produkciu jednu z najndroc¢nejsich instalacii
s ndzvom Story (1995). Cast synagégy napl-
nili vodou, ¢im vytvorili hladinu, ktora p6so-
bila ako obrovské zrkadlo. Pomerne jedno-

* Umenie aury, Paméif miesta, Vymedzenie priestoru

duchou ,socharskou” hrou dosiahli mimo-
riadny vizudlny zazitok. Na steny budovy
premietali holograficky prepis zbierkovych
predmetov Zidovského muzea.

Instalacia Doroty Sadovskej Luminia
(1997) bola jednou z najminimalistickej$ich
intervencii do priestoru trnavskej synagdgy.
Autorka bytostne spajajica maliarsky a inter-
medidlny svet naplnila priestor jedine¢nou
energiou, a pritom ho nechala celkom prazd-
ny. Jediné, ¢oho sa krehko dotkla, boli okna.
Prizemie namal'ovala ¢ervenou, okna na trov-
ni prvého poschodia modrou a najvyssieho
poschodia zltou farbou. Divak sa ocitol v pries-
tore zaliatom farebnym svetlom. Sadovska
ako jedind ponechala vystavu divakom k dis-
pozicii aj v noci, ked’ rozsvietené svetlo zo
synagogy vychddzalo cez okna von do oko-
litého priestoru.

Anton éierny vytvoril pre synagégu pro-
cesualnu light a sound artovu site-specific
a context-sensitive instaldciu Svitanie (1997).
V priestore pracoval tieZ s oknami, ktoré vsak,
naopak, zatemnil. Priestor niky oddelil od
modlitebne stenou z 3 500 kg piesku, ktora
branila vstupu svetla. Vernisaz sa uskutoc¢nila
v zatemnenom priestore. Jedinym zdrojom
svetla bola rozeta so zidovskym symbolom —



— Davidovou hviezdou. Pocas 30 dni sa pie-
sok postupne odsypal a vpustal do priestoru
svetlo. Reproduktory zosililovali zvuk sypu-
ceho sa piesku a modifikovaného zvuku
prechadzajticeho vlaku.

Ilona Németh v trnavskej synagdge po-
stavila Labyrint (1996). Z vriec naplnenych
pieskom, ktoré zvycajne slizia na zachranu
proti povodniam, vytvorila si¢asne magicky
aj klaustrofobicky priestor. Divdk mohol do
priestoru vstupif a pohybovat sa medzi vyso-
kymi stenami labyrintu.

Monogramista T-D v diele CVAOT / Zdstup
(1997) naplnil priestor synagégy instalaciou
vytvorenou zo 120 parov papuc vyrobenych
z bochnikov chleba. Striedka bola k dispozi-
cii pre t¢astnikov vernisaZe a priestor napl-
nal hlas zostupne odpocitavajuci vsetkych
Zidov deportovanych z Trnavy pocas
druhej svetovej vojny.
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* Umenie aury, Paméif miesta, Vymedzenie priestoru
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Rozhovor Juraja Carného
s Janou Gerzovou

Juraj Carny (JC): Pbvodne zamyslanym podndzvom vystavy Paradox 90. bol
Kurdtorsky odboj obdobia meciarizmu. Viaceri autori aj kurdtori sa vSak proti tomuto
titulu ohradili s oddovodnenim, Ze z ich strany o Ziadnu rezistenciu neslo a odmie-
tali akékol'vek vyhranenie sa proti mediarizmu. Pre mna k devatdesiatym rokom neod-
myslitelne patril nielen nastup rannej demokracie, ale aj rozdelenie Ceskoslovenska,
privatizdcia, tinos prezidentovho syna a d’alSie — dnes az neuveritelné kauzy. Z poli-
tickych dovodov bola takmer kompletne zastavend podpora vytvarného umenia.
Prestali sa vydavat ¢asopisy, podporovat galérie, akvizicie, vystavy a zriadili sa inten-
dantury, vznikla Akadémia umeni v Banskej Bystrici. D4 sa podla teba vobec hovorit
o obdobi devétdesiatych rokov bez vnimania politickych stvislosti? Ako sa do tvojej
profesiondlnej praxe premietala politickd realita a ako si vnimala fenomén mecia-
rizmu? Vies si predstavit, ako by sa vyvijala umelecka scéna poc¢as meciarizmu bez

podpory zahrani¢nych nadacii ako SCCA a Pro Helvetia?

ského vytvarného umenia, kde sme v abecednom poradi uverejnovali profily umelcov
a umelkyn. Ministersky tradnik, jeden z podriadenych riaditel'a sekcie umenia, ktorym bol
v tom case Jozef Gerbdc, ma obvinil z toho, Ze mend piSeme po mad’arsky a nie po sloven-
sky. Evidentne nechcel pochopit, Ze slovnikovy format vyZaduje pisat ako prvé priezvisko
a az potom krstné meno. Po tejto kuridznej skisenosti mi bolo jasné, ze ¢asopis nema
Sancu prezif, ¢o sa stalo realitou ked nam ministerstvo postupne kratilo finanént podporu,
az ju uplne zastavilo. S pomocou nadécii Kultur Kontakt Wien, Pro Helvetia a pre-
dovSetkym SCCA sme preZili rok 1995 a 1996 a v roku 1997 sme vydédvanie ¢asopisu
docasne zastavili. Obnovili sme ho az v roku 2000. Vd’aka tejto trojici zahrani¢nych nada-
cii sa nam podarilo vydat Slovnik vytvarného umenia druhej polovice 20. storocia a tiez

prvd monografiu Otisa Lauberta.

JC: Politicky aktivizmus v umeni devitdesiatych rokov na Slovensku takmer neexis-
toval. Umelci sa, pochopitelne, po prepolitizovanych osemdesiatych rokoch radsej
sustredili na moznost slobodne vypovedat jazykom, ktory im bol vlastny, obdobie
radikdlnej transformdcie spolo¢nosti aj politiky tak vSak ostalo vytvarnym umenim
nereflektované. Domnievas sa, Zze umelci nemali po pdde komunizmu zdujem kon-
frontovat sa s politickou realitou, alebo ich tieto témy len umelecky neinspirovali?
Preco sa kuratori nepokusali vyprovokovat prostrednictvom kuratorskych vystav uva-

Zovanie o aktudlnych spoloc¢enskych a politickych témach?

Jana Gerzova (JG): Devitdesiate roky mam jednoznacne spojené s autoritativnym
vladnutim Vladimira Mecdiara, ktoré malo katastrofalny dosah na tu ¢ast kultiry a umenia,
ktord nebola ochotnd podriadit sa tlaku politickej moci. Ten sa objavil po vol'bach v ro-
ku 1992, ktoré vyhralo Hnutie za demokratické Slovensko (HZDS). Zmena Stylu vlddnutia
zacala nebezpecne pripominat ,kultirnu politiku“ autoritdrskych rezimov so vsSetkymi
typickymi znakmi — ndsilné potld¢anie prirodzenej plurality, vytvdranie jedinej Stdtom pod-
porovanej platformy prepojenej s viziou narodnej kulttry, ktorej histéria zacala byt opéat
zneuzivand na ucelovu interpretdciu narodnych mytov, pricom experiment v umeni bol
opakovane vystaveny utokom a odsudeny ako neprijatelny kozmopolitny formalizmus.
Tato situdcia sa ma dotkla osobne, ked som ako $éfredaktorka ¢asopisu Profil musela na
ministerstve kultiry obhajovat koncepciu ¢asopisu, ktory bol orientovany na sti¢asné vy-

tvarné umenie. Pamitdm si, aké rozhorcenie vzbudila priloha ¢asopisu — Slovnik sloven-

JG: S tymto tvrdenim by som nestihlasila. Prave naopak, v devatdesiatych rokoch bol poli-
ticky aktivizmus jednym z mala ndstrojov, ktoré sme v protestoch proti nedemokratickym
praktikdm vlddy Vladimira Meciara mali k dispozicii a patricne sme ho aj vyuzivali. Prvym
vyvrcholenim nespokojnosti bola peti¢nd akcia Znepokojenie osobnosti nad koncepciou
slovenskej kultiiry, ktord som iniciovala spolu s Mdriou Hlavajovou a Jurajom MojZiSom
a jej znenie bolo uverejnené v denniku SME (18. jula 1995). ISlo o priamu reakciu na
napliianie hrozieb takzvanej Koncepcie slovenskej kultiiry, ktort vypracovalo ministerstvo
kultiry pod vedenim Ivana Hudeca a uverejnend bola vo vlddnom denniku Slovenskd Repu-
blika (14. juna 1995). Za alarmujice sme povazovali predovSetkym nerespektovanie plurali-
ty umenia, netoleranciu odliSného nazoru, narastajtici nacionalizmus, opdtovnu ideologizaciu
umenia, politicky motivované odvolavania riaditelov institicii, finan¢nd stratégiu minister-
stva spojent s likviddciou projektov vratane odbornych ¢asopisov, ktoré neboli poplatné ocaka-

vaniam politickej moci. To vSetko polarizovalo spolo¢nost — vratane umeleckej komunity —



a vyvolavalo atmosféru nendvisti a strachu, ¢o nebezpec¢ne pripominalo nastup normali-
zacie v sedemdesiatych rokoch 20. storodia. Zdalo sa ndm, Ze teoretizovat o tejto kata-
strofickej situdcii je nedostato¢né, ale najméd neucinné, preto sme volili akéné formy
protestov. Napokon v roku 1996 vzniklo Otvorené forum Zachrdrime kultiru, $irSia platfor-
ma zdruzujica umelcov a teoretikov z réznych umeleckych oblasti, rok na to sa uskutoc¢nili
mitingy a Strajky vrdatane okupac¢ného Strajku na ministerstve kultdry, rezonovala pozia-
davka, aby minister kultiry odstdpil. Myslim si, Ze aj vd’aka tejto skisenosti dopadli voI'by
v roku 1998 tak, ako dopadli. Mec¢iarovo HZDS zvifazilo len tesne, ale nebolo schopné
zostavit vladu a éra meciarizmu sa skoncila. Ak mas pod politickym aktivizmom v umeni
devéatdesiatych rokov na mysli aktivistické umenie, teda taki formu protestu proti
politickej realite, ktord sa nezrieka umeleckych prostriedkov, ani potom s tebou nemézem
suhlasit. Tvrdenie, Ze by takato forma aktivistického umenia v devétdesiatych rokoch takmer
neexistovala, je mytus, ktory sa zrodil, myslim si, désledkom nedostato¢ného poznania.
V tomto obdobi vzniklo viacero skvelych diel reagujicich na politicku situdciu (Peter Kalmus,
Jozsef R. Juhasz, Tlona Németh, Rudolf Sikora, Daniel Fischer, Elena Patoprsta a d’alsi), ale
aj prdce priamo tematizujice meciarizmus — Meciarove tanceky (1992) Michala Murina,
Ostrov slobody a sledovane vlaky (1998) Mira Nicza, akcia Skarabeus (1997) iniciovana
Blazejom BaldZzom v Trnave, ktorej predchddzalo zaslanie Otvoreného listu predsedovi
vlddy Meciarovi, skvely ¢asozberny projekt Evy Filovej Sladké zajtrajsky. Parlamentné voleb-
né listky 1992 — 2002. Michal Murin na tato tému pripravil v roku 2013 Specializované
¢islo Casopisu Profil. Myslim si, Ze pomer medzi politicky indiferentnym a politicky angazo-

vanym umenim nebol v devétdesiatych rokoch zdsadne odlisny od sti¢asnej situdcie.

JC: Synagéga — Centrum sti¢asného umenia Galérie Jana Koniarka by sa vd'aka tvojmu
kuratorskému posobeniu dnes dala oznacif za prva slovenska Kunsthalle. Tri kura-
torské cykly (Umenie aury, Pamdt miesta a Vymedzenie priestoru) boli koncipované
ako tematické vystavy prebiehajtice priebezne v Case. Predstavila si domécich a zahra-
ni¢nych umelcov, ktori vytvorili pre jedinecny priestor synagogy projekty site-specific.
Maloktori sa vSak dokdzali oslobodif od citlivého vnimania pamati miesta a spro-
stredkovane kontextu holokaustu. Projekty site-specific sa tak prirodzene mieSali
s projektmi context-sensitive. Vnimala si to ako negativnu zataz vystavného priestoru,
alebo ako prirodzentd potrebu umelcov zaujat postoj k tejto naroc¢nej, ale v.danom

priestore neodmyslite'ne pritomnej téme?
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JG: Ked som v roku 1993 dostala od vtedajsej riaditel’ky galérie Prisky Stubiiovej ponuku
pracovaft ako kuratorka v novootvorenom vystavnom priestore — byvalej synagdge, brala
som to ako velkd vyzvu. Uvedomila som si, Ze tento jedine¢ny priestor poznaceny trau-
mou holakaustu bude skuto¢nym testom pre st¢asné umenie a uspeje v nom len to ume-
nie a tf umelci a umelkyne, ktori st dostatocne silni, svojbytni a sticasne dostatocne citlivi,
aby boli schopni pohybovat sa na hrane a vytvorit produktivne napéatie medzi
minulostou a pritomnosfou. Oslovovala som autorov a autorky, kde som predpokladala
schopnost prijat s reSpektom danosti prostredia, jeho fyzicky aj mentalny rdz, ale sti¢asne
tych, ktori nebudu rezignovat na artikuldciu vlastnej umeleckej spravy. V prvom dvoj-
rocnom cykle Umenie aury odvoldvajuc sa na zndmu esej Waltera Benjamina Umeleckée
dielo vo veku svojej technickej reprodukovatelnosti som sa cielene branila zaradit do vy-
stavného programu projekty, ktoré by bezprostredne reagovali na tému holokaustu. Z de-
viatich realizécii tak urobili jedine Monika Kubinskd a Bohus Kubinsky v projekte Story
v roku 1995. Nerobila som to z netcty k tomuto miestu, ale prdve naopak, z obavy z jeho
zneuzitia, z mozného parazitovania na vizudlnych a mentélnych kvalitadch priestoru, ktoré
by vyustilo do privatizacie jeho genia loci. Explicitnd tematizdcia holokaustu sa objavila az
v druhom dvojro¢nom cykle (1987 — 1998), ktory som zastresila spolo¢nym ndzvom
Pamdt miesta. Vychddzala som z virtudlneho projektu Romana Galovského Inside, ktorym
som ukondila predchddzajuici cyklus Umenie aury. Autor sa v iom za pomoci najnovsich
digitalnych technoldgii pokusil o vnorenie do minulosti synagdgy. Na zdklade Specidlneho
softvéru, v ktorom vyuzil dobové fotografie objektu, a za pomoci datovej helmy pontkol
divdkovi zaujimavy exkurz do histérie. Divacky ohlas na tento projekt urychlil moje
rozhodnutie pokusit sa v nasledujicom cykle mapovat prave histériu tohto jedineéného
priestoru. V tom case mi Iubo Stacho pontikol projekt Pldtna spomienok a zabtidania,
v ktorom tematizoval holokaust, a ja som ho akceptovala preto, lebo autor mal za sebou
sériu osobnych stretnuti s 'ud'mi, ktori tieto tragické udalosti prezili. Jeho projekt bol
postaveny na empatii a pokore, a to nielen umeleckej, ale aj I'udskej a krestanskej. Jeho
instaldcia, ktord mohla vyvolat aj kontroverzné reakcie, vyvolala medzi participujucimi
aj divakmi hlboky zazitok katarzie. V jeho pripade m6zeme hovorif o pozitivnom prekond-
vani Adornovej skepsy k moznostiam umenia po Osvien¢ime, lebo pracoval nielen s feno-
ménom paméti — zabuidania a rozpamatdvania — ale aj s etickymi kategériami, ako je zod-
povednost alebo odpustenie. V cykle Pamdt miesta sa téma holokaustu celkom prirodzene

objavila v tvorbe viacerych domdcich aj zahrani¢nych umelcov a ich site-specific instalacie
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patrili k tomu najsilnej$iemu, ¢o sa na péde synagdgy realizovalo (Anton Cierny: Svitanie,
1997, Dezider Téth: CVAOT / Zdstup, 1997, Diane Samuels, USA, Zvuky a tiene, 1998,
Anne a Patrick Poirier, Francizsko, Slzy zabudnutia, 1998.) V tomto kontexte je zaujimavy
objekt RED Petra Ondruska, ktory urobil v roku 2000 pre treti cyklus Vymedzenie priestoru.
Elementarna pritomnost monumentalneho slova vytvoreného z prefabrikovanych kvadrov
vyvolavala vo vyprazdnenom priestore synagdgy celkom spontdnne ocakdvanie spravy,
kédovaného posolstva. Hoci iSlo o anglické slovo bez zjavnych vyznamovych stvislosti
s pévodnou alebo sucasnou funkciou synagdgy, ukazalo sa, Ze bohata Struktirovanost
tohto jedine¢ného miesta rusi indiferentnost. To, Ze slovo RED (Cerveny) malo paradoxne
ZItu farbu, spustilo u divéka refazec asocidcii. Na jednej strane Zltd, ako symbol zviazany
s judaizmom, Sestcipa zlta hviezda ako stigma nosend na prsiach muzov, Zien a deti odst-
denych na smrt, ale aj symbol vpisany do okennej vyplne synagdgy. Na druhej strane RED
nielen vo vyzname Cerveny, ale aj ako synonymum prekomunisticky, bol'sevicky odkazu-
juci nielen na c¢ervenu pétcipu hviezdu spdjanti s komunistickym rezimom a animozitou
voci zidovskej komunite, ale aj na uzavretie synagogy, jej postupnu devastaciu, ktora kon-
com osemdesiatych rokov 20. storocia v Case redlneho socializmu hrozila jej iplnym
znicenim. Druhd vyznamova linia sa odvija od ¢itania slova red ako der, teda nemeckého
¢lena podstatnych mien, ¢o opat odkazuje na kontext druhej svetovej vojny a holokaustu,
¢im sa interpretacny kruh uzatvoril. Prekvapujicim vysledkom Ondruskovej inStaldcie bol
proces, v ktorom bolo povodne neutrdlne slovo aktivované existujucimi Struktirami

synagdgy, predovsetkym jej historickou pamétou.

JC: V rdmci kurétorskych cyklov Umenie aury a Pamdt miesta sa ti podarilo predstavit
niekol’kych vyznamnych autorov pésobiacich na medzindrodnej scéne (Zuzanna Janin,
Diane Samuels, Andreas Oldorp, Jan Ambrlz, Anne a Patrick Poirier, Ladislav
Vimr...). Sorosovo centrum sa v devatdesiatych rokoch intenzivne pokusalo prepojit
slovenské vytvarné umenie so zahrani¢im, napriek tomu sa vsak v slovenskom kon-
texte nedalo hovorif o Uspesnej a systematickej medzindrodnej spolupraci. Viaceri
kurétori skizli k schematickym pokusom o ilustrativne obsadenie asporti niekol’kych
dostupnych autorov z okolitych krajin, respektive vzdialenejSieho zahranicia. Aké
boli kritérid vyberu vystavujucich domécich a zahrani¢nych autorov v pripade tvojho
posobenia v Synagdge — Centre stc¢asného umenia? Takmer vSetky projekty vznikali

v uzkom dialégu s priestorom, aky vsak bol podiel kuratora na findlnom vysledku?
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Existuju konkrétne priklady, kde spoluprdca umelec kurdtor presiahla Standardny

ramec a dalo by sa hovorit aj o spoluautorstve?

JG: Mo6j podiel na findlnom vysledku bol nepriamy. Vychadzal predovsetkym z artikulova-
nia témy, ktord popri architektonickych danostiach stavby z konca 19. storodia vytvorila
tematicky ramec, v ktorom sa mohol umelec pohybovat. Prvy dvojro¢ny cyklus vystav som
zastresila spolocnym ndzvom Umenie aury, odvolavajic sa na Waltera Benjamina. Mojim
cielom bolo pokdsif sa ukazat, Ze aj sti¢asné umenie moze mat za istych podmienok ono
auratické vyzarovanie, ktoré, ako Benjamin viziondrsky predpovedal uz v tridsiatych
rokoch 20. storodia, sa z umenia vytratilo, a to predovsetkym v désledku technickej repro-
dukovatelnosti umenia. Synagdga — tento komplexny priestor bol dobrym vychodiskom na
prezentdciu auratického umenia za predpokladu, Ze projekty budud robené ako site-specific,
teda vyluéne pre dany priestor, ktory si autor/autorka musia pred za¢iatkom koncepéného
uvazovania o projekte zazif nazivo. Z tohto pohladu to boli finanéne naro¢né projekty,
lebo aj zahrani¢ni umelci ako Anne a Patrick Poirier z Francizska, Diane Samuels zo Spo-
jenych statov alebo Andreas Oldorp z Nemecka museli navstivit synagégu rok pred reali-
zovanim vlastného projektu. NavySe Benjaminovo teraz a tu sa ako isty imperativ objavilo
aj vo vztahu k divakovi, ktory musel byt na vystave fyzicky pritomny, aby dokazal od¢éitat
a precitit vSetky urovne vystavenych instalacii. M6j kuratorsky experiment, samozrejme,
ovplyvnila aj vtedy aktudlna diskusia o ndvrate stratenej aury, ktorti dokumentovala napri-
klad vystava The Ruse of the Aura vo Wiener Secession (1994). Navyse, aktudlnost mojej
koncepcie v istom zmysle potvrdila bratislavskd predndska nemeckého historika umenia
a filozofa postmoderny Wolfganga Welscha, Umel€ rajské zdhrady? s podtitulom Skiimanie
sveta elektronickych médii a inych svetov, ktort predniesol v Bratislave v roku 1995.
V prednéske upozornil na tendencie, ktoré sa v umeni objavili ako istd protivdha demate-
rializovaného medidlneho umenia. Welsch hovoril o tom, Ze ,vo vzfahu k univerzélnej
pohyblivosti a premenlivosti sa opéat u¢ime docenif stalost a nemennost, oproti volnej hre
vydrz a vytrvalost, oproti vznasaniu sa masivnost”. Pritom zdoraznil, Ze sa pre nas znova
stava dolezitym to, ,,Co si ndrokuje na vlastny priestor a vlastny cas, ¢o nie je zamenitel'né,
ale je neopakovatel'né“. Mnohé z tychto atribtitov sa v priebehu dvojroéného cyklu Umenie
aury skutocne objavili v tvorbe umelcov a umelkyn, ktori/ktoré moju ponuku na spolupracu
prijali (Jan Ambriiz, Emoke Vargova, Ladislav Carny, Monika Kubinsk4, Bohu§ Kubinsky,

Andreas Oldorp, Ilona Németh, Otis Laubert, Daniel Fischer, Vladimir Vimr).
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JC:

Ono benjaminovské teraz a tu spdjalo vSetky tri cykly napriek tomu, Ze tematické
ramce sa menili. V poradi treti cyklus bol zamerany predovsetkym na autorov a autorky,
ktori/ktoré boli disponovani/disponované na to, aby dokazali pracovat s danostami
architekttry, pricom cyklus bol otvoreny pre vSetky médid s uprednostiiovanim projektov
intermedidlnej a interaktivnej povahy. Nazov cyklu Vymedzenie priestoru a samotna téma
neboli vybraté ndhodne. V rdmci predchddzajicich vystav sa objavilo niekol'ko realizacii,
v ktorych autori premyslene vyuzivali osobitosti existujicej architektiry a jej prvky vtiahli
do kontextu svojej prace (napr. Anton Cierny, Jan Ambriiz, Anne a Patrick Poirier, Ladislav
Vimr, Monika Kubinskd, Bohu$ Kubinsky, Patrik Kovacovsky, Dorota Sadovskd). Na vypra-
covanie uvodného projektu som celkom zdmerne neoslovila volného vytvarnika, ale
architekta Imra Vaska, ktory svojou site-specific instaldciou ...siet (net... postavil latku
narocnosti vel'mi vysoko a stcasne vytvoril konkuren¢né prostredie pre d’alSich autorov
a autorky, ktori/ktoré sa v ramci cyklu prezentovali (Xénia Imrova, Milo§ Stofko, Zuzanna

Janin, Peter Meluzin, Peter Ondrusek).

Verim, Ze kurdtori vo svojich pracovniach mavaju tajné zasuvky (resp. dnes uz

skor asi foldre v harddiskoch) so zaujimavymi, ale nikdy nerealizovanymi projektmi.

Priestorové, casové, finan¢né, ludské komplikdcie obcas znemoznia vznik vystav,

ktoré mali uzriet svetlo sveta. Existuje projekt, ktory sa v Synagdge — Centre stic¢as-

ného umenia nepodarilo uskutoc¢nit, ale verejnost by sa o nom mala dozvediet?
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JG: Spominam si na dva takéto projekty, respektive osobnosti, ktoré v trnavskej synagdge
nikdy nevystavovali, hoci moja komunikacia s nimi bola dost intenzivna. Prvym bol Chris-
tian Boltanski, dzasny franctizsky umelec, s ktorym som sa prvykrat osobne stretla v ro-
ku 1994 na vystave Temné hodiny, ktort pre Letohrddok kralovnej Anny na Prazskom hrade
pripravila francizska kuratorka ceského povodu Jana Claveri. M6j projekt pre synagégu
ho zaujal o to viac, Ze méa po otcovi zidovské korene, a téme holokaustu sa venoval vo via-
cerych projektoch. O vystave som do casopisu Profil napisala recenziu a eSte v tom roku
som bola spolu s riaditelkou Priskou Stubfiovou pozvani na neformalnu oslavu jeho
patdesiatych narodenin do paldca Clam Gallas, sidla Francizskeho instittitu vo Viedni, kde
bola v tom case spristupnend jedna z verzii jeho instaldcie Tieriového divadla (Théatre
d’ombres). Zial, slubne sa rozvijajica komunikdcia napokon nevytstila do Zelaného
findle. Druhym autorom, ktory iniciativne prejavil zdujem vystavovat v trnavskej

synagoge, bol David Rabinowitch, zndmy kanadsky minimalisticky sochar. V rokoch 1977

a 1982 vystavoval napriklad na documenta 6 a 7 v Kasseli. Stretla som sa s nim v Prahe,
na jeho samostatnej vystave v Galérii Rudolfinum v roku 1995. Pocas tlac¢ovej konferencie
som mu polozila otdzku, na ktort odpovedal trochu provokativne kontraotdzkou, takze sa
medzi nami rozvinula mald konverzacnd prestrelka. Po skonceni tlacovky za mnou priSiel
a spytal sa ma, odkial' som, lebo moja ,,CeStina“ mu znela odlisne. Ked som mu vysvetlila,
ze som zo Slovenska a ¢o robim, okamzite zareagoval, pretoze priestor synagogy ho ocaril
a moj projekt zaujal. Par dni po otvoreni prazskej vystavy vycestoval na Slovensko a bol
nadSeny. Bratislava bolo pre neho ovel'a viac mestom Franza Kafku ako Praha a synagdgu
si okamzite zamiloval. Jediny problém bol, Ze trval na svojej poziadavke urobif pre tento
priestor sériu reliéfov, ktora by sa stala neoddelitelnou sti¢astou architektiry. Na tom sme
sa nezhodli, a ja rozmyslam, ¢i som urobila dobre, ked’ som ttito intervenciu, ktord sa mi

vtedy zdala voci duchu miesta mdlo empatickd, neakceptovala.
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Ilona Németh: Labyrint
/ Labyrinth, 1996




Dorota Sadovska: Luminia, 1997




Monogramista T-D: CVAOT / Zdstup
/ CVAOT / Crowd, 1997




Paradox 90.




60/90 — Fourth Annual Exhibition
of the Soros Center for Contempo-

rary Arts Slovakia

various galleries and alternative spaces in Bratislava
October 23 — November 22, 1997

Curators of the original exhibition:
Alexandra Kusd, Petra Handkova

Exhibiting artists:

Madria Bartuszova — Denisa Lehocka
Stano Filko — Boris Ondreicka
Jozef Jankovi¢ — Dorota Sadovska
Julius Koller — Roman Ondak

Jana Zelibsk4 — Elena Pitoprsta




The Nineties in Slovak Society:

The Crushing of Values

Lydia PribiSova

The second free elections in Czechoslovakia
in 1992, just three years after November ‘89,
were a moment of serious complication and
a crashing and shifting of gears in political
and economic transformation. The persuasive
victory of the populist nationalist Movement
for a Democratic Slovakia / Hnutie za demo-
kratické Slovensko (HZDS) leaded by Vladi-
mir Meciar in Slovakia and of the liberal
conservative Civic Democratic Party (ODS)
headed by Vaclav Klaus in the Czech Repub-
lic led to the constitutional question being
resolved by the two states going their sepa-
rate ways. The new Slovak government em-
barked on widespread replacement of person-
nel in state administration as the new minis-
ters installed people supportive of HZDS.'
The move embodied the tradition of political
collectivism, etatism and paternalism that has
its roots not only in the communist but the
pre-communist past, and is stronger among
the Slovak population than the tradition of
liberal values.” Liberal attitudes had histori-
cally always been weak in Slovakia, although
the period starting in November 1989 had
seen a considerable consolidation and growth
of the minority who identified with them.
The governing elite of the newly created
Slovak Republic (January 1, 1993) up to 1998
(when the electoral victory of the right bloc
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meant a return to a democratic course), was
characteristically made up largely of former
nomenclature cadres. Even the highest offices
of state, such as the president (Michal Kovac),
the chairman of the Slovak Parliament — The
National Council of Slovak Republic (Ivan
Gasparovic), the prime minister (Vladimir
Meciar) and the president of the Constitutio-
nal Court of the SR (Milan Ci¢), were held
by former communists. 99 of the 150 MPs
in the national parliament were former mem-
bers of the Communist Party of Czechoslova-
kia. The whole process may be understood
as one of osmosis and struggle between old
and new elites.” It should be remembered
that hostility to the communist regime in
the period before the Velvet Revolution had
been less intense and less visible than in any
other Central European country.’ In the nor-
malisation period (1968 — 1989), opposition
in Slovakia had been very fragmented, con-
sisting of innumerable little groups of non-
conforming individuals, for which the term
islands of positive deviation has caught on.’
This may well have been one reason why
after the fall of communism Slovakia was
unable to find enough suitable people to
occupy political posts. Compared to the
Czech population, Slovaks in the in the early
nineties were much less positive in their view
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of economic reform. The feeling, “We wanted
more freedom, but not less social security”,
was common. Material frustration was an
immensely strong factor behind distrust for
new institutions and reform moves; the dis-
content had the potential to threaten the po-
litical stability of the country and its chances
to transformation.® In Slovakia after 1992
reasons to doubt the new state's will to trans-
formation multiplied: there was the charac-
ter of the new political elite as described
above, slow-down of privatisation, flirtation
with the “third”” way, various repressive
actions taken against critics, explanation

of the problems of the day employing the
scapegoat strategy, a government political
style relying on construction of images of
the enemy....* The postponement of radical
reforms meant continuing instability, a pro-
longation of the period between two systems
(“no longer and not yet”: Luhman).

1 SOMOLANYI, Soiia: Formovanie politickych elit
na Slovensku. In: Sociolégia 25, 1993, 4 — 5,

p- 329.
2 Ibid., p. 331.
3 Ibid., p. 328.
4 1Ibid., p. 339.
5 Ibid.

Associated with this era of so-called Mecia-
rism were a number of tragic events that vi-
vidly illustrated the conditions of the time:
In 1995 the president's son Michal Kova¢ ju-
nior was abducted, very probably by members
of the Slovak Information Service, the SIS.
In 1996 one of the witnesses to the kidnap-
ping, Robert Remias was murdered; neither
of these crimes has ever been solved. In 1997
a referendum on the entry of Slovakia to
NATO and on direct election of the president
was wrecked by the Interior Minister Gustav
Krajéi. 1998 saw the so-called Meciar amnes-
ties, granted in the case of the abduction of
Michal Kovac junior, as well as yet another
botched referendum.

The period in office of the Minister of Cul-
ture Dusan Slobodnik (1992 — 1994), one of
the key proponents of Slovakness (which ho-
wever he never managed to define precisely)
meant the gradual return of a great many of

6 KRIVY, Vladimir: Sociokultirne pozadie problé-
mov transformdcie na Slovensku. In: Socioldgia
25,1993, 4 -5, p. 312.

7 Neutrality, to be orientated neither to western
nor eastern neighbours.

8 Ibid., p. 314.
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the old ideological apparatchiks, with their
background in the totalitarian regime, to high
positions.” From 1994 the Minister of Culture
was Ivan Hudec (1994 — 1998); his reactiona-
ry inclinations are still shockingly illustrated
by the monumental statue that he commis-
sioned from the most die-hard supporter of
socialist realism Jan Kulich — Vitanie [Welcome]
(originally Bratislava), which was installed
in 1995 in front of the new Slovak parliament
building." In July 1995, a protest manifesto
People concerned about the so-called Concept
of Slovak Culture / Znepokojenie osobnost{
nad takzvanou koncepciou slovenskej kulttry,
initiated by Jana Gerzovd, Iva Mojzisova
and M4dria Hlavajova was started in the daily
newspaper SME. The protest had little im-
pact and its initiators fell silent. But after

a decision by the Board of the Third Sector
in January 1996 another major campaign
was launched, titled Third Sector SOS, against
the unacceptable government draft of a law
on foundations." On 5" September 1996 the
movement Let's Save Culture was formed."
In March 1997, after having tried and failed
to get the Minister of Culture Hudec to meet
them to discuss matters, artists and some
opposition politicians occupied the Ministry
of Culture in protest; the minister left the
ministry by the back door with a coat over
his head and the artists spent a memorable
night in the building.” As time went by du-
ring Hudec's reign as minister, a great many
instances of his arrogant abuse of his power
came to light. These included his use of the
right of veto over casting in film projects fi-
nanced by the state, the Floredna Expedition,
in which the minister's son was a participant,
which involved presenting busts of M. R. Ste-
fanik in Bolivia, Peru and Brazil in places
where Stefanik had made his astronomical
observations, as well as the minister‘s pur-
chase of a house on the island of Hvar on
the pretext that it was a place where M. Ku-
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kuéin had worked, or the production of 25
busts™ of “founders of Slovak statehood”,
made on Hudec's initiative. 1996 also saw
the feared centralisation of cultural institu-
tions, depriving them of legal subjecthood
(and so paralysing them economically) and
their subsequent transformation into regional
cultural centres run by state intendants appo-
inted by the Minister of Culture. In several
regional cultural centres cases of the abuse
of state funds were discovered.” All these
developments seriously hampered the trans-
formation of the Slovak contemporary art
scene into a platform comparable to art sce-
nes abroad, including just in Central Europe.

The Nineties of the 20" Century
in Slovak Visual Art: The Victory
of Neo-Liberal Individualism.

In the new free situation in the 1990s Slo-
vak artists turned their attention to current
developments in the outside world, reacting
a little belatedly to contemporary world art
and starting to take part in international art
exhibitions and events. Ideas revolving around
the still incomprehensible postmodern move-
ment were in fashion. The work of young
artists took on questions of the perception
of time and space, the meaning of word and
text, and continued to deploy attributes of
the postmodern such as plurality, fragmenta-
tion, simulacrum, irony, deconstruction, ope-
ned structure, ambiguity, depersonalisation,
impersonality and existential vulnerability.
There was a shift in the perception of time
towards discontinuity, bringing with it the
new phenomenon of “nomadic wandering”
through time and space, cultures and civili-
sations, and a rawness of form.'® Influences
from philosophy (Jean Baudrillard, Jean-
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Francgois Lyotard, Gilles Deleuze, Paul Virilio,
José Ortega y Gasset, Gianni Vattimo and
others) began to penetrate into art. It would
be difficult to make sense of the tracks of art
in the nineties outside the context of philoso-
phy and science.” What is more, during the
nineties the new sense of freedom and the
plural reality of the postmodern situation'®
encouraged overlap and interpenetration
of media: sculptors started to paint, painters
produced objects and began to work with
digital technologies. Many artists embarked
on experimentation in the “new media”, above
all in the art of installation and video. Interest
in video-art only became marked in the final
phase of the nineties, when the equipment
necessary to produce it had become rather
more economically accessible and user-friendly.

The visual art of the nineties in Slovakia
needs to be considered in the context of the
background of social-political changes such
as the belated recognition accorded to the

9 SNOPKO, Ladislav: Kultura. In: Slovensko 1996,
Stihrnnd sprdva o stave spolo¢nosti a trendoch na
rok 1997. Ed. Martin Butora, IVO, Bratislava
1992, p. 236.

10 Ibidem.

11 Tbid., p. 241.

12 Co-operating in its co-ordination centre were
actors and directors, film-makers and musicians,
and among artists R. Sikora, E. Karova, J. Oprsal,
A. Daucikova, D. Fischer, Z. BartoSova, K. Rus-
nakovd. Ibid., p. 242.

13 HOSOVSKY, Gabriel: Syzygia 1988 — 2008:
Suvislosti, fakty, pribehy. Gabriel Hosovsky 2009,
p. 222.

14 Busts of Augustin Maridn Htuska, Julius Binder,
Dusan Slobodnik, Maridn Andel and others.

15 KOLLAR, Miroslav: Kultdra. In: Slovensko 1998 —
—1999. Sthrnna sprava o stave spoloc¢nosti. Ed.
Grigorij Meseznikov a Michal IvantySyn, IVO,
Bratislava 1999, p. 561 — 562.

16 The most resonant questions of the art of the
nineties were discussed in the survey The Nine-
ties, in Profil. 1996, no. 1 — 2, p. 78 — 115. This

most prominent of the persecuted artists,
the transformation of the Academy of Fine Arts
and other institutions, and the emergence of
non-state galleries and initiatives. As Petra
Handkova observes: “as we reconstruct the
art historical discourse at the beginning of
the nineties, we see in it an almost surprising
optimism, a romantic faith in the speed of
the pro-Western changes.”” The impatiently
anticipated rise of a free market in art and
contact and interaction with the art scene
abroad was succeeded in the second half of
the nineties, as in political life, by disillusion
caused by the stressful necessity of choice,
the loss of an enemy (previously one of the
main factors of artistic inspiration), and the
inevitable need to look out for oneself. Ano-
ther factor was the steep decline in the social
prestige of artists. Outside interest in the East
European art created behind the Iron Curtain
intensified in the first half of the nineties but
very soon flickered out.

was a survey published here devoted to three
aspects of the art of the nineties: 1. The body in
art, its presence and absence, pathological ex-
pressions and death, 2. The new media in rela-
tion to the structure and quality of life (thought,
art) 3. Art, Money and Politics.

17 HLAVAJOVA, Méria: Interiér versus Exteriér
alebo Na hranici moznych svetov. Kataldg vys-
tavy. Bratislava. Ed: HLAVAJOVA, M4ria, Bratis-
lava 1996, p. 4.

18 WELSCH, Wolfgang: Estetické myslenie. Bratislava
1993, p. 143 In his thoughts on the courrent si-
tuation of plurality Hans Belting went even fur-
ther, claiming that “the state of the matter is
incorrectly labelled pluralism, because this con-
cept already comes from a different time that still
recognised the opposite of pluralism.“ In: BEL-
TING, Hans: Konec déjin uméni. Praha 2000,
p- 197.

19 HANAKOVA, Petra: Rané 90. roky — sny a realita.
In: Zeny-institticie? K dejindm prevadzky devat-
desiatych rokov. VSVU, Slovart, Bratislava 2010,
p. 28.
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In scholarly writing on art in the nineties
(which was very abundant, for almost every
exhibition was accompanied by a catalogue
and numerous critical reviews), it was symp-
tomatic that in many cases curators and art
theorists were at a loss as to how to deal with
the most contemporary art; they failed to
grasp its thinking and interpretational possi-
bilities. They often tried to mask this failure
by using an elite newspeak full of anglicisms.
This frequently sounded like a stream of
empty formulaic phrases and far from giving
viewers a deeper understanding of works,
put them off still further. This phenomenon
has been discussed by Petra Handkova in
the publication Women-Institutions?*, which
shows a great deal about the logic of how
the art world functioned in the nineties.
Helplessness was apparent in several texts,
even in a contribution by the curators Ale-
xandra Kusa and Petra Hanakova. In their
commentary in the catalogue for the exhibi-
tion 60,90 they interpreted an installation
by Stano Filko and Boris Ondreicka in the
following terms: “This piece of play attacks
the (long ago shattered) convention of what
art is. It may have puzzled visitor that there
is very little art in their installation. (...) We
think that in this installation, they have slight-
ly abused their power to create art out of
practically anything by a conscious artistic
gesture.”” To anyone without a thorough
previous knowledge of the work of these
artists, their intervention in space was her-
metically inaccessible, and in a sense hostile
inimical to viewers, and this rather discon-
certed the young curators to judge by the
acerbic passages about the intervention.
This uncertainty on the part of art theorists -
the way strategies in art were moving ahead
of theory, was also highlighted by Monika
Mitdsova in the catalogue of the 60,90 exhi-
bition: she spoke of the “...mixed reactions
to the appearance of concepts from outside
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history and often a non-art-theoretical langua-
ge in the discourse of those who are writing
about contemporary art, where techniques
of a non-artistic kind are being introduced
by contemporary artists.” Here MitaSova
quotes Michael Baxandall® to the effect that
“talking and writing about contemporary art
is hard to sustain in the medium of a langua-
ge that does not know how to develop, in

a contemporary way, its relationships (...)
to a different art, current social movements,

2923

contemporary theories/beliefs and ideas™ .

A common feature of art of the nineties
is a pervasive intellectualisation of work (de-
rived from conceptual art), and the prioriti-
sation of the level of content over the level
of form.* The art of the nineties reckoned
ever more with an educated audience, and
was often encoded with several different
layers of signification. Artists counted on the
cultural memory of the audience, its ability
to verify hidden allusions of the story created
in this process and reconstruct it.” The over-
laps of art and philosophy were mapped by
the Soros Center, when in 1996 it jointly
organised a series of panel discussions on
topical question of contemporary art and
contemporary philosophy; double issue
3 — 4 of the Profil journal, the issue sponso-
red by the Soros Center, were also devoted
to the themes.” In the nineties, The Soros
Center for Contemporary Arts” was the most
crucial institution for the functioning of the
art scene in Slovakia and indeed in Central
Europe in general. It was working as it were
in a vacuum, wrapped up in the protective
tissue of foreign capital and in a yuppie at-
mosphere, trying not to allow itself to get
demoralised by the political situation of
Meciarism. Neither the artists, or curators
nor the SCCA workers involved in the 60,90
exhibition (which is the main theme of this
article) were among those willing to take
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a very activist stand against the governing
clique (although as we have noted, Mdria
Hlavajova was one of the initiators of the
petition action People Dismayed at the So-called
Conception of Slovak Culture), for example
by joining the actors in the occupation of the
Ministry of Culture and other such protests.
The SCCA chose a less radical strategy of re-
sistance to the undemocratic practices of Me-
ciarism, and its support of progressive art was
couched in terms of its role as advocate of
the principle of the open society.

It awarded grants for the realisation of pro-
jects held in institutions, or to individuals who
were not in favour with the ruling clique.
The annual exhibitions of the Slovak SCCA
were the most important of its activities, pri-
marily because they helped to establish more
young artists and curators on the domestic
and international contemporary art scene.

20 HANAKOVA, Petra: Newspeak alebo kunsthistéria
ako kamufl4?. In: Zeny—instittcie? K dejindm pre-
vadzky devitdesiatych rokov, VSVU, Slovart,
Bratislava 2010.

21 HANAKOVA, Petra — KUSA, Alexandra, 60/90, In:
60/90. IV. Vyro¢nd vystava SCCA Slovensko,
Bratislava, 1997, p 10.

22 BAXANDALL, Michael David Kighley: Jazyk umé-
lecké kritiky. In: KESNER, Ladislav: Vizualni teorie.
H&H 1997, p. 10.

23 MITASOVA, Monika: Médi4, efemérné vystavy. In:
60/90. IV. Vyro¢nd vystava SCCA Slovensko,
Bratislava 1997, p. 16 - 17.

24 REZNIK, Branislav: Disperzia. Katalég vystavy
sticasného slovenského umenia v Domé umeéni,
Ostrava 1994.

25 PRIBISOVA, Lydia: Absolventi Ateliéru skldrskeho
vytvarnictva na VSVU v Bratislave v rokoch 1991 —
— 2005. Degree dissertation. Philosophical Faculty
of Comenius University in Bratilava, Department
of Art Studies, 2005, p. 70.

26 In 1992, the journal was put on the list of periodi-
cals that remained without state subsidy and were
de facto condemned to extinction. The excuse was

Over the nineties Internet use slowly be-
came common. It aroused great expectations
for new forms of presentation and realisation
of art, but these very soon faded in a society
that soon became over-saturated with infor-
mation. As Jana Sev¢ikovd observed, the pe-
riod was not moving in the direction of plu-
rality, but more to parallelism in thinking.”
According to Jit{ Sevéik, “the basic difference
between our” art and art elsewhere in the
world is that in this country there is no reflec-
tion on the question of how art is situated in
society, what its position in regard to politics
.”* There was not any pressing need to
show the ways in which we were being colo-
nised and the ways in which we were coloni-
sing the people around us. Jana GerzZova res-
ponds to this by pointing out the complicated
political situation: in order to promote con-
temporary artists, official institutions had to

is..

the insulfficiently ,national“ character and quality
of the selection of the art presented, In: GERZOVA,
Jana: Editorial. Profil 3-4, 1996, p. 4.

27 The Soros Center for Contemporary Arts was estab-
lished in 1993 by the Hungarian emigrant of
Jewish origin George Soros. From the outset, ba-
sing its work on its founder's philosophy of the
open society, it did a great deal to support and de-
velop contemporary forms of art, theatre, dance,
music, cinematography and film-making. In: http:
//www.ncsu.sk/historia. “The idea of openness,
the basic principle of the working of the SCCA,
after the rise of Mediar came up against the
experience of a society that was closing up again,
The annual reports from the first years of the cen-
tre often noted dismay at the unfriendly condi-
tions, slowing down the implantation of a new
organisation in domestic structures.“ In: HANA-
KOVA, Petra: (A) politicka instittcia. Zeny—inétittl-
cie? K dejindm prevadzky devéfdesiatych rokov,
VSVU, Slovart, Bratislava 2010, p. 158 — 160.

28 SEVCIKOVA, Jana: Okrdhly stél, op. cit., p. 120.

29 i.e. Czech art.

30 SEVCIK, Jit{: Okrtihly stél, op. cit., p. 120.



work out a very cunning way of doing it.
Artists had once again created their own
enclave and were functioning as before the
year 1989. Art had been pushed back into
intimacy and unwillingness to engage with
social causes, let alone political causes. This
was also the case at the 60,90 exhibition,
hence the choice and reinterpretation that
I provide at the exhibition Paradox 90..

The Past: 60/90. Fourth Annual
Exhibition of the Soros Center
for Contemporary Arts Slovakia

We now get to the heart of the matter, the
60/90 exhibition. I set myself the task of
reinterpreting it at the Paradox 90. exhibition
specifically because of its “prophetic” quality
with regard to the present, because of the
clairvoyance of the young curators who
through the exhibition predicted many facts
and connections that were to emerge in full
even years afterwards.

The exhibition 60,90 was held in 1997
(October 23 — November 22) in Bratislava.
It was the result of a curatorial workshop
organised by the Bratislava SCCA for students
of art history, potential future curators. The
condition for participating in the workshop
was submission of a project presenting con-
temporary Slovak art.” Thirteen students
attended, by no means a small number given
that curating contemporary art in Slovakia
in the new conditions after the fall of the
iron curtain was one of the newest, but also
least well defined of occupations, with a very
unclear profile. An international jury chose
as winner a project presented by two of
the young curators, the twenty-three-year-old
Petra Hanakova and Alexandra Kusa, one
year older.”” Other workshop participants

214

were involved in its realisation in various
capacities, from technical assistance (Juraj
Carny, Monika Mit4sovd, who also organised
the series of the so-called ephemeral exhibi-
tions™) to public relations (Henrieta Macko-
vjakova, Iveta PospiSilovd). Some of them
were already working as SCCA employees
at the time.

The project concept was inspired by exten-
sive discussions on the theme of the “sixties”
(organised on the occasion of an exhibition
of the same name presented at the time in
the SNG), which were published in the only
Slovak journal exclusively devoted to contem-
porary art at the time, Profil** and by the sub-
sequent Round Table on the theme of the
nineties in the next number of Profil**, which
explored various interfaces between these
two decades.

The curatorial aim of the 60,90 exhibi-
tion was to present the work of artists whose
careers had started and had roots in the six-
ties, in collaboration and juxtaposition with
the art of the young generation, i.e. the work
of progressive artists relevant for the nineties.
In the exhibition, the curators posed the ques-
tion of what in the art of the sixties threw
a shadow into the present, and they did so
by personifying the sixties through artists
who represented it. They were seeking to
identify the continuity of the work of such
artists from the sixties to the present and
their capacity to interact with up-to-date
young art of the nineties. The curators picked
out five pairs of artists to serve as samples
of mutual inter-textual dialogue, which was
then realised in different forms, from irony,
interweaving, to conscious mutual distancing.

The five pairs, all artists who had never
before exhibited together in this constella-
tion®, communicated or interacted in diffe-
rent ways: “Whereas one of the pairs (S. Fil-
ko and B. Ondreicka) collaborated literally
physically on the project, for another two
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pairs (J. Jankovi¢ and D. Sadovska, J. Zelib-
ska and E. Pétoprstd) the constitutive aspect
was a relationship of commentary. The result
of the collaboration between J. Koller and
R. Ondak might be called interplay (intellec-
tual pingpong) and the relationship between
M. Bartuszova and D. Lehockd harmony.””’
The artists representing the sixties generation
at the exhibition offered current works, with
the exception of the deceased Maria Bartus-
zova. The pairs crystallised gradually, as we
can see from the documentation in the SCCA
archives, which shows that other possible
pairs considered were interactions between
Rudolf Fila — Roman Ondak, Julius Koller —
Marko BlaZo, Jana Zelibsk4 — Eva Filova
(planned in the Galéria Tatrasoft), Marko
BlaZzo — Vladimir Havrilla, or Marko Blazo -
Peter Bartos. For some incomprehensible rea-
son, there was no consideration of possible
participation by Alex Mlynar¢ik, a central
player in the art of the sixties. Finally, how-
ever, an effective choice was made of pair-
ings that had a strong rationale from the
point of view of today perspective too.

31 HLAVAJOVA, Maéria: “60/90 In: 60/90. IV, Vy-
roc¢na vystava SCCA Slovensko, Bratislava, 1997.

32 Katalin Néray (Ludwig Museum, Budapest), Bart
de Baere (Museum van Hederdaagse Kunst,
Gent), Léordnd Hegyi (Stiftung Ludwig, Vienna),
Peter Pakesch (Kunsthalle Basel), Ada Krnacova -
Gutleber (Galerie Svestka, Prague), Peter Micha-
lovi¢ (Philosophy Faculty, Comenius University,
Bratislava), Katarina Rusndkova (PGU, Zilina),
Miéria Origkovd (VSVU / University of Fine Arts],
Bratislava), Marta Smolikova (Open Society
Fund, Praha), Méria Hlavajova (Soros Center for
Contemporary Arts, Bratislava).

33 Ten theoreticians and historians of art presented
the work of ten artists in the form of ephemeral
visual events (usually slides) followed by discus-
sion on contemporary art in Slovakia. These
“events“ took place in the alas today no longer
existing Stoka Theatre in Bratislava.

34 Profil no. 1-2, 1996. The oldest art journal in
Slovakia was Vytvarny zivot [Art Life] from

Judging, by the text in the catalogue, the
young curators left the realisation of choice
of works almost entirely in the hands of the
artists.” Here a major role was played by
the happy choice of artists, who managed
to create valuable interactions on their own,
without secondary authoritative curatorial
interventions.

Like the previous annual Soros Center
exhibition®, the 60,90 exhibition was held
in non-gallery as well as gallery space, but
what was new was the degree of decentrali-
sation — exhibition held in four places: in the
Gallery Ziva, where the work of the Méria
Bartuszova — Denisa Lehocka was displayed;
in the former photo studio Rembrandt on
Panskd Street where Roman Ondak baked
sugar-pastry references obtained from street
recordings, seconded by Julius Koller, and
the former Stiirzer Patisserie on Sedlarska
Street, which was transformed by Stano Filko
and Boris Ondreicka into a site specific instal-
lation. (It would have been more logical to
present Ondak's culinary project in the for-
mer Stiirzer Patisserie). The use of the non-

1956, but this had folded in 1995. in http://
www.culture.gov.sk/posobnost-ministerstva/
umenie/vytvarne-umenie-bb.html

35 Profil, 1-2, 1996, p. 118 — 129. The discussion
was chaired by Jana Gerzovd, and the participants
were Jana and Jiii Sev¢ik, Milo§ Vojtéchovsky,
Marta Smolikova, Jifi Oli¢, Anna Gruskova,
Zuzana BartoSova, Juraj Mojzis, Peter Michalovic¢
and Boris Ondreicka.

36 GERZOVA, Jana: Umenie Zije, ale Co sa stalo s umel-
cami? In: Domino Férum, 1997.

37 HANAKOVA, Petra — l(USA, Alexandra: 60/90. In:
60/90. IV. Vyrocna vystava SCCA Slovensko, Bra-
tislava 1997, p. 8 — 11.

38 Ibidem.

39 The 3™ annual Soros Center Slovakia exhibition
Interiér versus Exteriér or Na hranici (mognych)
svetov / On the Border of (possible) Worlds took
place in the former Bratislava brush factory in the
complex of the joint-stock company COSMOS on
Radlinského Street in Bratislava in 1996.
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gallery spaces, the former Stiirzer Patisseries
and the former Rembrandt photo-studio was
made possible by the good relations between
the SCCA co-ordinator Boris Ondreicka and
the then mayor Peter Kresdnek. The Gallery
Ziva was lent for the purpose by Monika
Mitds$ovd4, who was it's director at the time.*

First, let us look at two original interac-
tions of the pairs whose work was reinter-
preted at the exhibition Paradox 90..

The project K.O.munikdcia [K.O.mmuni-
cation] by Julius Koller and Roman Ondak
was not collaborative in the true sense of
the word; each of them worked by himself
and the common aspect of their parallel acti-
vity was, as the name of their project decla-
red, communication. (In her review, Jana
Gerzova called this proclaimed form of colla-
boration a practical speechlessness.”) As Ha-
nakova and Kusa write: ,,Ondak's installation
takes as theme the communication of infor-
mation, Koller's theme is its censorship.”*
Ondak's work was a literal, succinct trans-
cription of the idea of the consumption of
information, drawing attention to its mecha-
nical production like automated production
in a bakery. In his project Communicative Con-
sumption, Roman Ondék caught scraps of con-
versation on a recorder hidden in a shoebox,
and then copied them down in a notebook.
He mixed dough in an improvised kitchen
and cut letters out of it to form selected sen-
tences from the notebook. After taking them
out of the oven, he served visitors individual
sentences made from the letters on plates on
a counter in the gallery. This process was
repeated throughout the whole exhibition.
The visitor consumed the de-composed
selected sentences, and what remained on
the plates were just randomly arranged let-
ters without the decipherable content of
this or that sentence — which is a situation
occurring in everyday communication.
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Ondék was pointing out the danger of the
ownership of information, the danger of the
interception, manipulation and political dis-
tortion of the meaning of information®, with
indirect reference to the actual political con-
text of the time. Meanwhile, like Stano Filko,
Julius Koller in his presentation, “depositary
of intercepted information™ used fragments
of earlier works of his own: the motif of the
net, tennis racquets. Koller was alluding to
ways of curtailing communication, getting
stuck in the net, and so to the way in which
communication structures can expand on
one hand (the innovation of the Internet),
but on the other hand, also block the flow
of information. It was a theme that he had
been developing over the long-term and is
present in earlier works, such as alterations
to empty sports centres without real sports-
people from the seventies. His Ufonaut of
1996 — 1997 also had this net on his head.”
Paradoxically, not even the fall of communism
rid Koller of his obsession with thoughts of
isolation, of being stuck. In this gesture we
might also see resonances with the actual
political situation “under Meciar”, not so
very unlike the former regime. Related mea-
nings could be discerned in the volumes of
Yellow Pages (omnipresent and available to
all for the purpose of providing information),
stuck in a “golden” cage and shuttlecocks in
hanging fishing nets. According to Koller, the
shuttlecocks meant a moment of play, and the
nets were the blind alleys of communication.*
Koller, who had created many much more
remarkable works than the installation pre-
sented at the 60,90 exhibition (in the words
of Jana Gerzova: “he is caught in the net of
his own mystifications”), here too deployed
his characteristic principles of sport and word
games. “Koller has always been interested
in coming out in conflict with rules. But in
a planned way and only with particular rules.
For Koller, sport was simulation, (of how)
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his art might enter into a relationship with the
social system if the main rules had applied
at the time.”” The pairing Koller - Onddk
functioned on the basis of a common spiritual
inclination later too, as we can see for exam-
ple from a discussion between the two in the
publication by Julius Koller, Universal Futu-
rological Operations (2003). Here, Koller said
that “he had already chosen tennis back in
1968 as the symbol of democratic communi-
cation, where on the basis of certain rules of
fair-play, the potential for communication and
confrontation, both competition and exchange
of opinions... it was a kind of individualisa-
tion of experiments in communication, which
at the time was visibly weakening.”*

A special case was the display of the work
by Maéria Bartuszova, a deceased artist, to
which Denisa Lehocka reacted with her own
work. It was Lehocka and not the curators
who chose the works concerned. Obviously
these were older works and not current pro-
duction as in the case of the other artists.
What is more, Bartuszova was an artist who
was not so typical of the 1960s. The curators
admitted these “exceptions” but their inclu-
sion at the exhibition turned out to be the
right move. In Slovak sculpture, Mdria Bar-

40 From an interview with Petra Handkova and Ale -
xandra Kusd in Bratislava in March 2014.

41 Ibid.

42 HANAKOVA, Petra — KUSA, Alexandra, op. cit., p. 9.

43 Documentary film for the exhibition 60,/90. Do-
cumentary film by Marek Sulik on the exhibition
60/90 made for the SCCA Slovensko Film Factory
in 1997.

44 Ibid.

45 HAVRANEK, Vit, OBRIST, Hans-Ulrich, ONDAK,
Roman, SCHOLLHAMMER, Georg: Jilius Koller
Univerzalne Futurologické Operacie. Vieden, Kol-
nischer Kunstverein, Verlag der Buchhandlung
Walther Konig, Kolin, tranzit, Remaprint, 2003,
p. 27 - 28.

tuszova represents a unique line of organic
sculpture based on universal principles and
the creation of elementary shapes — bioforms.
The flow of energy in the material, the “fluid”
nature of the sculptural form - this is the
essence of Bartuszovd's work. Fragility, vul-
nerability and ephemerality connect it to
natural processes.” Similar archetypal cha-
racteristics emerge in the work of Denisa
Lehockd. She composes her installations
from different, varying modules, with which -
as Ruth Noack wrote, “she tried to postpone
the meaning for as long as possible”.*’ Later
Denisa Lehocka also started to work in plas-
ter, producing various organic installations,
thus coming closer to Bartuszova; the exhi-
bition 60,90 may be considered also as a kind
of prefiguration of her subsequent direction.
Given the intimate character of the work,
for the pairing Bartuszova — Lehocka, Ale-
xandra Kusd and Petra Hanakova chose the
Gallery Ziva, which in disposition resembled
a two-room apartment in a more outlying part
of Bratislava, away from the centre. Displayed
in the two rooms were Lehocka's wall-pain-
tings, in shades of white, black and grey,
the shadows of interior furnishings (shelves,
benches, little pictures) evoking abstract sym-

46 Documentary film for the exhibition 60/90. Do-
cumentary film by Marek Sulik on the exhibition
60/90 made for SCCA Slovakia Film Factory in
1997.

47 HAVRANEK, Vit: J. K. a slovensk4 kulttirn{ situa-
ce. Tamze, p. 225.

48 Julius Koller in conversation with Roman Ondak,
ibid. p. 209.

49 BESKID, Vladimir: Cesta k organickej plastike.
Katalég vystavy, Bratislava, Slovenskd ndrodna
galéria 2005.

50 NOACK, Ruth: Kto sa boji Denisy Lehockej? In:
Denisa Lehockd, katalég vystavy, Bratislava,
Slovenskd ndrodnd galéria 2012, p. 18.
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bols, and two Lehocka readymades — wigs
together with two pairs of Bartuszova's plas-
ter organic shell objects. Lehockd inserted
Bartuszové's works with precision into the
composition of her murals. The fragile plas-

ter objects were mounted in plexiglass cases.

Like Bartuszovd's objects Lehockd's allu-
sive painting produced an impression of fa-
ding fragments. The two artists were also
connected by ephemerality (one of the key
concepts of the project 60,/90), the anaes-
thetics® of the works displayed, and both
work with the element of absence, the sense
of something missing. Lehockd's installation
had its origin in diary entries, computer dra-
wings; the artist had projected some of these
onto the wall and painted them on in site
specific spirit. One can agree with the cura-
tors that while the work of the two artists can
be considered emotional, in Bartuszovd's case
there is a “feeling of germination”, while
Lehockd's work radiates empathy and “con-
sciousness”, but the mistiness of something
seen many times.”

Another successful exhibit at the 60,90
exhibition, although one that could not be
realised in the project Paradox 90. in the
Bratislava Kunsthalle in 2014 for technical
reasons and partly because of the poor health
of Stano Filko, was his site-specific instal-
lation created in collaboration with Boris
Ondreicka. The cult representative of the
sixties wave of art Stano Filko, and the pro-
minent artist of the young generation Boris
Ondreicka, both resolute antagonists, trans-
formed the abandoned premises of the for-
mer Stiirzer Patisserie into a highly indivi-
dual site-specific installation titled Spolocne-
kazdysam — Togethereachalone. The starting
point for both artists was a sophisticated
system of personal mythologies. Although
most of the works there by Stano Filko were
made especially for the exhibition, the instal-
lation included elements of older works, such
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as from Pink and Red Weapons (1985/1986),
and Happsoc-, and various plates with inscrip-
tions. In this work, he developed his cosmo-
logical approaches, and references to the Hin-
du chakras that have become his generally
recognisable and unique mark. The pairing
altered or all but demolished the space in
a way that was quite unfriendly to the viewer.
Its ruins provided fertile ground for the indi-
vidual works, most of them based on the prin-
ciple of conceptual word games. As Stano
Filko said, this was not sweet but harsh post-
modernism, in fact the modern in the post-
modern. According to Ondreicka, this joint
installation was not purist: it was neither
academic nor post-modern.” Ondreicka like-
wise played variation on some of his earlier
work. He tried to adjust his interventions to
the aesthetics and visual style of the sixties,
while with Filko it was the precise opposite,
i.e. he gave his works, including the older
ones, a more contemporary character. Thanks
to this genuine radical artistic dialogue, their
joint work gave the impression of a unified
whole, often with overlapping authorship of
individual interventions where both artists
contributed to the same element. In the rea-
lisation the artists dissolved themselves and
mutually swallowed each other by osmosis,
weaving works that merged into each other
and were interwoven. None of the pairings
harmonised as completely as Filko and On-
dreicka, and this project prefigured later,
more recent collaboration between the two,
for example as part of the presentation in
the Czechoslovak Pavilion at the Venice Bien-
nale in 2005 in the project Model of the
World/Quadrophonia (together with Jan
Mancuska and Marek Pokorny).

The last space, Gallery Medium, where
the pictures and reliefs by Jozef Jankovi¢ and
paintings by Dorota Sadovskd were installed,
was more traditional and less innovative. It
was the place of display also for the pairing
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Jana Zelibskd — Elena Pitoprsta. The pairing
Jankovi¢ — Sadovska was founded on resem-
blance of form; the young woman artist re-
acted with her characteristic hyper-realist
idiom to JankovicC's typical fragments of arms
and legs executed in acrylic on a cardboard
paper relief on canvas. According to the cu-
rators in the catalogue, the link between the
works of the two artists was condensation,
which in Jankovié's case was semantic, and
in Sadovskd's a matter of form. The curators
highlighted Sadovska's ironic take (visible
already in the titles of her pictures: Slovak
Land, Slovak Landscape, Slovak Partisan) as
a counterpoint to the seriousness of Jankovic's
works in the exhibition. On the other hand,
with the distance of time, we now see little
trace of the irony but only a clunky descripti-
veness. The curators had succumbed to the
lure of form, which was a pity particularly
in the case of Sadovskd. She brought her own
style to the interpretation of Jankovi¢'s work,
at the same time attempting to transcribe his
pictures by employing her own specific idiom.
The exercise emphasised her peculiar charac-
teristic elements, i.e. hyper-realism and per-
spective condensation.

Shooting with feminist blanks. That might
be one caption for the least functional pairing
of the exhibition, Jana Zelibsk4 — Elena Pito-
prsta. Also in this case, the younger artist
was reacting to the work of the older one.

51 WELSCH, Wolfgang: Estetické myslenie. Archa
1993.

52 HANAKOVA, Petra — KUSA, Alexandra: 60/90. In:
60/90, IV. Vyro¢nd vystava SCCA Slovensko,
Bratislava 1997, p. 11.

53 Documentary film by Marek Sulik for the exhibi-
tion 60,/90 made for the SCCA Slovensko Film
Factory in 1997.

54 DRBALOVA, Pavlina: 60/90 — 4. vyro¢ni{ vystava
SCCA v Bratislave, In: Ateliér 1/1998, p. 9.

In this case the point of contact was likewise
the body, and also preference for the media
of video-installation and the strategy of image
manipulation. Jana Zelibska exhibited the
video-installation On a Diet, on the theme
of the topical problem of bulimia or anorexia,
using a massive video-image of a vomiting
girl as the main figure, combining reality and
fiction. Elena Patoprsta's response to the finis-
hed work of Zelibsk4 was to mirror-project
the outlines of the individual objects from
her installation into her exhibition space.
She suppressed the surfaces of these forms
using doubled images, morphing into orna-
ment, of her naked four-year-old™ daughter,
conjuring up the impression of genetically
cloned mutants. Judging by their catalogue
text and retrospective comments™, the cura-
tors were not satisfied with the effects of the
“collaboration” of this pairing. They criticised
both artists for a certain decorativism, and
Pétoprsta for ambiguity, indecipherability,
and a “diffusiveness” which they later con-
sidered typical of the nineties”.” Pétoprsta
took snippets from Zelibska's work and used
them to create a new composition by quota-
tion, a kind of collage in her own style.
The authors did not invest enough effort

in collaboration in this case either. This was
when Elena Patoprsta left the contemporary
art scene and became a deputy and a acti-
vist under the name Eli$ka Patoprstd.”

55 Interview with Petra Handkovd and Alexandra
Kusd in March 2014 in Bratislava.

56 HANAKOVA, Petra — KUSA, Alexandra: 60/90, In:
60/90. IV. Vyro¢nd vystava SCCA Slovensko,
Bratislava 1997, p. 8 — 11.

57 E.g. http://bratislava.sme.sk/c/6341597/ftacnik
-nevybojoval-pozemky-v-petrzalke.html,
http://nasa-bratislava.sk/sprava-o-verejnom-
prerokovani-strategickeho-dokumentu/ and others.
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The design of the catalogue and visual aspect
of the accompanying materials for the exhibi-
tion was of a very high quality, it was distinc-
tive and progressive for its time. It did much
to promote the event and was the work of
the young progressive designer Emil Drliciak.
The exhibition was accompanied by various
associated events, above all five evenings
entitled Ephemeral Exhibitions in the Stoka
Theatre, organised by Monika MitaSova.
These were a series of presentations — slide
projections of a chronological selection of
the work of the artists participating in the
central exhibition, at which invited theoreti-
cians offered interpretations.* Other events
included a dance party in the club in the Gal-
lery Duna, with music from the sixties and
nineties and a projection of the opening of
the exhibition a few hours after it took place.

There is a large amount of archive mate-
rial on the 60,90 exhibition: press cuttings,
sketches of installations, budgets, lists of
works, correspondence between the curators,
artists and SCCA staff, and with foreign cu-
rators such as Hans-Ulrich Obrist, who were
contacted by the SCCA to attract attention
to the Slovak artists (e.g. Boris Ondreicka).
Judging by this documentation, the exhibition
was organised in a really exemplary fashion;
in the planning documents we find a list of
sponsors, media partners and other collabora-
tors, with a note on how to present them,
numbers and sizes of posters, a list of art
theorists who should review the exhibition
in the domestic and foreign papers, and spe-
cialised journals (Neue Bildende Kunst, Flash
Art, Artforum, Umélec). The Soros Center
promoted the exhibition via media partner-
ship with the popular “alternative” Radio
Ragtime and the daily newspaper SME.

In the planning materials we can find that
the curators hoped to invite guests from ab-
road, stars such as Bruce Nauman and Da-
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mien Hirst to the discussions in the accom-
panying programme. The exhibition had

a concluding events in the form of a round
table discussion in which, according to the
Intern materials, the participants were Ba-
kos$, Hanakova, Kusa, Hlavajova, Hrabusicky,
Matusik, Rusndkovd, Oriskovd, MojZis, Sev-
¢ikovci, Slavicka, Bruthansova, Lindaurova
and Srp.

The SCCA director, Maria Hlavajovd, was
the supervisor of the whole exhibition project
and edited the catalogue. In the preparatory
texts for the catalogue, we find her painsta-
king editing, and such adjustments of the
texts, which helped present her institution
in the most positive light.

The Present. The Reinterpreta-
tion of the Exhibition 60,90
at the Exhibition Paradox 90.

The 60,90 exhibition seems from today's
perspective to be defining because it was
the first to identify these functional pairings,
closely linked by the basis of the work the
artists concerned, such as above all Maria
Bartuszova — Denisa Lehockd and, in a broa-
der sense, Julius Koller — Roman Ondak.
Unfortunately, it was not possible to revive
the most long-term integrated tandem initia-
ted by the original, Stano Filko and Boris
Ondreicka, at the new exhibition.

Many works of a conceptual nature from
the 60,90 exhibition exploited objects of eve-
ryday consumption, making them easy to re-
construct. Specific case was the reconstruc-
tion of a work of the now deceased Julius
Koller, with only the fishing nets remaining
from the original Communicative Cultural Si-
tuation installation. The rest of the installa-
tion, conceived as an evocation and not
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a faithful reconstruction, was made on the ba-
sis of a documentary film about the exhibition,
photo-documentation and the advice of the
original curators.

The most remarkable realisations of the
60/90 exhibition were the site-specific ones,
bound not just to a particular place (Denisa
Lehocka, Julius Koller, Boris Ondreicka, Stano
Filko), but to a concrete unrepeatable time
(especially in the case of Roman Ondak).
This was a major consideration in the final
form of the reconstruction of the exhibition
at the Paradox 90. exhibition. Overall work
on reinterpretation (because, in fact, any sort
of reconstruction of original exhibitions in
a different space can never really be recon-
structions, but only a reinterpretation, evoca-
tion, highlighting of key aspects) was in the
spirit of the famous words of the ancient phi-
losopher Heraclitus of Ephesus, Panta Rhei, -
one can never step twice into the same river
because the water in it is ever new.

The fact that the site-specific works could
not be reconstructed, was the key to the re-
interpretation by the work of Roman Ondék.
Reinterpretation as based on drawing of the ti-
me, sketch of the original installation available
in the archives of the former SCCA, today
the Foundation — Center for Contemporary
Arts in Bratislava. It included forms used at
the 60,90 exhibition to cut out pastry letters
to be made into sentences chosen from inter-
views in the street.

58 A. Hrabusicky/J. Koller; M. Hlavajova/R. Ondék;
V. Beskid/M. Bartuszovd; H. Mackovjakova/
D. Lehocka; K. Bajcurovd/J. Jankovi¢; J. Gerzova
/D. Sadovsk4; R. Matugik/J. Zelibskd; M. Origkova
/E. Patoprstd; J. Cseres/S. Filko; P Michalovi¢/
B. Ondreicka.

As Ondak himself says™, even a faithful
physical reconstruction of this work of se-
venteen years ago in its original processual
mode would de facto not be credible, given
the different social climate and its meanings.
In 1997, secret recording in public, using
a shoebox, had references to the political
turmoil of Meciarism. Interviews, topical
themes, social discourse were simply diffe-
rent, and even if we were to record conver-
sations with people in the street again,
the result would be different.

The use of technology in this way, the re-
cording of people's conversations in the pub-
lic setting of the street, had its rationale at
the time; back then it was an innovative tech-
nology, an experimental adventure. This per-
formance was one of Ondak's first, and in
many aspects prefigured the direction of his
subsequent projects: participation, emotio-
nality, ephemerality...

In conclusion, it can be added that the re-
interpretation of exhibitions of the nineties
in the present is definitely an adventurous
and striking step, but it would be more inte-
resting to reinterpret these exhibitions after
half a century, when their meanings and qua-
lities would stand out even more strikingly.

59 Interview with Roman Ondék in March 2014 in
Bratislava.
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Interview of Lydia Pribisova
with Petra Hanakova
and Alexandra Kusa

Lydia Pribisova (LP): What aspects of the 60,90 exhibition
do you personally find still very relevant today, and why?
Petra Hanakova (PH): Right at the start we need to say it was a team pro-
ject. The two of us participated in it as the curators in the limelight, who dreamed
the project up, but many people helped us with making it a reality. We had the
idea of 60,90 involving collaboration, or “pairing” from the start, on paper, but
the “site-specific” dimension emerged later. The SCCA didn't have its own gallery
space, and the year before the brush factory venue had been a success, so Boris
Ondreicka (the programme coordinator) had the idea — and immediately hired
some recently vacated very charismatic spaces in the city (the former Stiirzer
Patisserie, the so-called Rembrandt photographic studio, and the he added the
Medium and the then very vibrant ZIVA Gallery. This gave the exhibition its net-
worked, “town-generating” feel. By contrast, the exhibition owed its “event”
dimension, or strong marketing support, which was quite unusual at the time,
partly to “American know how“ of the people from Soros. To sum up: what is re-
levant today is the teamwork, the creative map of the city, and the creation of
events... Also, Julius Koller (and Roman Ondék, a pairing we speed-dated, for that
had hardly seemed a meaningful pairing to anyone before that), are today our
globally sought-after artists. For Denisa Lehockd, the encounter with the work of
Maria Bartuszova was fateful, too. Her work then became more delicate, it became
more organic, more concentrated, and at least partly freed itself from design...
Alexandra Kusa (AK): Definitely the aspects that turned out functional even after

the exhibition, so the collaboration between Julius Koller and Roman Ondak, and

between Filko and Boris Ondreicka, and actually my collaboration with Petra. It turned
out not to have been just a one-off curatorial construction, but something more — I don't

think we even expected that.

LP: What would you do differently today?

PH: Actually nothing. Maybe I would have added an extra pairing - Marko Blazo

and Vladimir Havrilla. Havrilla didn't like Blazo — as far as I recall — and offered

some strange characters as an alternative. But the coldest combination was Zelib-

skd — Patoprsta. I remember that initially we considered Filova to go with Jana

Zelibsk4 and I can even recall some sketches, but in Soros they were against it and

it was dropped. If we had done the exhibition a few years later, maybe Chisa with

Tka¢ova would have been a good idea for Zelibskd, but they didn't yet exist (as

a team). Actually the whole of the Medium part was kind of stiff. Jankovic isn't the

collaborative type and Dorka Sadovska is quite an ego, too. In installations, that

can be skated over (model “each alone together*) but not in painting.
AK: I've never thought of that exhibition as something that could be repeated — in this
case and in the circumstances it was the best we could do. I'm still sorry that we didn't
manage to get the pairing Marko Blazo and Vladimir Havrilla, and we weren't com-

pletely happy with how the pairing with Zelibsk4 turned out.

LP: How did the separate pairings of artist develop? To what
extend were artists, particularly those of the older generation,
willing to collaborate? What was their attitude to a project by
young unknown ambitious curators?
PH: We were young and unknown, but not as ambitious as it might have looked.
You need to realise, though, that at the time (of budget cuts), the SCCA was a finan-
cially generous institution: even if our project was not interesting enough, the
whole project of the SCCA annual exhibition certainly was...
AK: First of all, I don't remember us being ambitious — rather just very enthusiastic and
a bit terrified. It wasn't just us working on the exhibition, but a big group of advisors
and colleagues as well, who helped us in different phases, for example, Aurel
Hrabusicky, precisely with the generation of older artists. As far as I remember it was

his patronage and of course the reputation of the SCCA that got us over much of the



initial distrust. Some experienced difficulties working with each other, and some expli-

citly asked for the specific pairing.

LP: To what extent did you as curators intervene in the artists'
projects, in the execution of the works? Did you reject some of
the proposed works? If so, which and why?
PH: I don't remember trying to interfere and change any. We just chose from what
was offered. Well, and Filko and Ondreicka went completely out of our control...
AK: I can no longer remember what precisely happened. I know that some pairings had
proposals that weren't approved and I know that some artists had too specific ideas...
In any case, we were supervised by the SCCA. Méria Hlavajova devoted a lot of time

and effort to the project.

LP: This was you first joint curatorial project. The collaboration

turned out to be very effective, and this was confirmed by your

next project Slovak Art for Free in Czechoslovak Pavilion at the

Venice Biennale in 1999. Have you realised (or planned) any

other projects together?
AK/PH: In fact, it was not our first project (together); the first one was a student
exhibition on the importance of the art historian, “It equals” at the Tatrasoft
Gallery. But yes, the collaboration continued for a few years — I probably don't
remember all of it, but Nybiwitt (furniture in contemporary art), On je rdd femi-
nistka / He is Glad to be a Feminist, Dos and Don'ts, Blue Fire (Slovak part), Potom

/ Then — a monograph on Marko BlaZo...

LP: What were the practical dynamics of your co-operation, the
division of labour? Which problematic points did you have to
talk over, clarify, because your opinions differed?
PH: I was the nasty policeman, and Sandra was the nice one, although in reality
it's actually the other way round.
AK: To simplify, the way we divided it was that I spent more time running around doing
practical things and Petra concentrated more on doing the press releases. We have dif-

ferent characters maybe, and so we often had problems with my hastiness and my state-

ments that “this is how we want it” — it's better to confirm your position with your part-
ner first. I think we were in agreement on professional questions, it was more the pro-

duction team who wanted discussion.

LP: Which of the problems that this type of collaboration entails was the hardest
and most urgent for you to cope with?

PH:/AK: Probably the cabin fever. Not getting on each other's nerves.

LP: When the Ministry of Culture was occupied in the same year

as the 60,90 exhibition in protest against Hudec's behaviour as

minister, what position did the SCCA take? Was it involved in

the action in any way? How did you see it at the time?

LP:

AK/PH: Maybe it's strange, but I don't think we considered it — for us the exhibi-
tion was a really big challenge, and on top of that we were going to the univer-
sity and it was really demanding. As far as [ remember, in SCCA, the politics was
rather a matter of gossip. I saw the Foundation as an oasis of professional and

financial sufficiency and peace, it was never a centre of “resistance”.

What do you think was the greatest success and the grea-

test mess-up of the exhibition?

PH: Mess-up: I remember that at one of the “ephemeral exhibitions“ I let slip the

remark that Filko was a “comical character”, and there was a row about it. It was

unprofessional, but essentially; I still think that. And success? That's obvious; Sandra

Kusd is today director of the SNG, of the ten artists involved only Eliska Patoprsta

has “dropped out“ of art (today she's devoting herself to more essential matters),

while the importance of the other artists has just been confirmed. Boris Ondreicka

remains a bit of a mystery to me; I didn't understand him very well back then and

I still don't. And perhaps that was one of the reasons for “pairing” him with Filko

— that hermetic quality and at the same time strong visual impact. If I were going

to shift focus to the young generation, I would combine Ondreicka with Vongre;j.
AK: Many things went on working even after the exhibition (for example I very much
enjoyed working in a pairing with Petra), and as for mess-ups, I can no longer remem-

ber any, thank God.
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Introduction to the Exhibition

on Alternative Graphic Art

Beata Jablonska

Graphic art has always had a special status
in the history of Slovak art, even though it
was never a royal discipline that determined
the nature and direction of styles and ten-
dencies of art's individual chapters, as have
painting and sculpture. But graphic art has
been able to react to all of the essential hap-
penings on the art scene and often in well-
defined shapes and forms as have the afore-
mentioned media. Yet, as often happens, its
ability to be reflective did not include only
traces of progressive development in the
domestic history of modern art that exist in
informal areas of culture, but also copied all
the infirmities and manipulations that were
tried within fine art before 1989. While on
the one hand the emphasis on technological
process predisposed graphic art to move into
more experimental areas, its ability to be re-
produced multiple times was often misused
for illicit and controversial ideological pur-
poses. Even so, it is interesting that after the
political and social changes of 1989, graphic
art was suddenly in the position in which the
legendary "skeleton in the closet” did not
only represent the above-mentioned service
to art but more so the presence of its “imagi-
nal-fantastical” realist off-shoots so specific
to the phenomenon of the “normalization™
of the Slovak art scene. Even so, hindsight
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has, in fact, shown that the "historic" task and
demand of society for a re-evaluation of the
previous history of graphic art were fulfilled
in the last decade of the 20" century: thus
was graphic art's profile, still valid today, built
and maintained — a profile that emerged from
that self-re-evaluation of the art form by aban-
doning its protected technical proficiency
and opening itself up to modern reprogra-
phic techniques and digital technologies.

As it was already mentioned in the intro-
ductory section, the unique circumstances of
Slovak graphic art were determined not so
much through regular attention, which grap-
hic art had been receiving since 1971 prima-
rily, and on a national scale, via exhibitions
organized by the State Gallery in Banska
Bystrica every two years. Individual catalo-
gues of these exhibitions are still, in their way,
a type of "family album" publicly showing the
life of Slovak graphic art. But, flipping through
them, no one could miss the huge difference
between the public presentation of graphic
art and what was happening in parallel on
the informal stage. However, it is necessary
to see the positive side of this on-going dis-
tortion, especially in the rise of a profession-
al reflection on graphic art, something that
other artistic disciplines were completely
lacking to such an extent.

If the first Contemporary Slovak Graphic
Art biennial, in 1971, had been a true reflec-
tion of the art scene of the late 1960s to the
beginning of the 1970s, in its traditional as
well as its experimental positions; then the
subsequent years were simply a reflection of
the era of political “normalization” that liqui-
dated anything nearing an alternative position.
In 1985, a prominent art critic who represen-
ted the official view of the political regime of
the time published a voluminous work entitled
Modern Slovak Graphic Art that, by its thick-
ness, gave the impression of being a well-re-
searched inventory of the genre in the 20"-
century. However, its message can be viewed
today as a harsh selection based solely on the
degree of involvement of societal issues of
the day officially allowed to be depicted in
art. The ideological schema of the times even
filtered out the kernel of alternative graphic
art from the possibility of its inclusion in pu-

1 Translator's note: “normalization” here refers to the
political and societal changes that followed the end
of the Prague Spring.

2 PETRANSKY, Ludo: Moderna slovenské grafika.
Bratislava, Tatran 1985.
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blications adhering to the ideals of “perestroi-
ka” — artists and their works that expanded
into increasingly unconventional areas, and
even those who continued to believe in grap-
hic art's traditional position.”

If we want to outline the Slovak graphic
art scene of the 1990s, we cannot avoid re-
flecting on the efforts to reconstruct its proper
history before 1989, in order to find continu-
ity and some supportable assumptions built
upon the principles of modern art. As such,
even Alena Vrbanova, curator of the post-
revolutionary 12" biennial exhibition of Con-
temporary Slovak Graphic Art (1993), encoura-
ged this reconstruction in the spirit of the cri-
tical revision taking place at the time, towards
an actual rehabilitation and away from the
comfortable inertia of, "a bland, average, and
technically constricted medium, unable to
provide even a hint of timeliness to bridge
away from the status quo.

993

3 VRBANOVA, Alena: XII. Sti¢asné slovenskd grafika
1993, Banska Bystrica, Stdtna galéria Banskd Bys-
trica, 1993.
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The call for an authentic picture of graphic
art in Slovakia was subsumed into the need
to retell the wider history of art — especially
its penetration and substantiation by Euro-
American art — without the aforementioned
overtones of political ideology. It turned out,
however, that by changing the social context,
the reliance on ideological directives was no
longer valid. Finding a methodological fra-
mework for an objective and unbiased evo-
lution of the contemporary graphic art scene,
its forms, and its positioning, would become
a task that could not be solved only by a cri-
tique of previous distortions.

Perhaps the most turbulent discussion in-
tended to “cleanse” graphic art's legacy of
these distortions took place at the very begin-
ning of the 1990s, after Alexander Kemény's
series of articles appeared in the journal Pro-
file, which challenged the myth of the worldli-
ness of the aforementioned “imaginative”
lineage of Slovak graphic art.*

Kemény undertook his own, up-to-then
uncommon recklessness in Slovak art criti-
cism, to challenge the myths and legends
that surrounded Slovak graphic art. His pur-
pose was to ridicule overused superlatives
and the sacred cow of imaginative graphic
art‘s exalted status and, "refute the prevailing
myth on the basis of objective argument, with
a finger pointed at the most important jour-
nalists responsible for the formation of this
massive legend".” After a stormy reaction by
stalwarts and the wider artistic community,
the bitter aftertaste of a somewhat hysterical
attack remained in the air for a long time.
Nevertheless, the desired, though perhaps
not "exclusive" re-evaluation eventually took
place, in retrospective publications and exhi-
bitions organized primarily by the Slovak
National Gallery.’

Kemény's harsh criticism was not a lonely
cry. There was an awareness within the arts
community as a whole that the exalted posi-
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tion of “imaginal-fantastical” realism, with its
surreal melancholy and swaggering crafts-
manship, was unsustainable. After only a de-
cade of Slovakia's communistic “normaliza-
tion", Slovak graphic art became reduced
to irrelevance, seen as eminent only when
viewed through the narrow lens of traditio-
nal printmaking ability.”

The process of re-evaluation of the false
pre-eminence of communist-era Slovak grap-
hic art and its rich fantastical and symbolis-
tic imaginativeness, lead also to a rejection
of the school of thought of Brunovsky. During
the era when adherence to an ideological
canon was expected in all walks of life, this
school of graphic art acted as a lifeline to
curators who wished neither to confront
nor to exhibit what amounted to an ideolo-
gical farce.

The reasoning given for the nature of mo-
dern Slovak graphic art (the same as for all
of art) to this point in its evolvement was as
a response to earlier societal issues whose
theoretical texts back then were not consi-
dered to be an absurd rhetoric but rather
a model of interpretation adopted for art's
survival during this ideologically intolerant
period.’ If the problem was to squeeze some-
thing imaginative into Slovak graphic art,
then the stream that went beyond its tradi-
tional boundaries inevitably had to be out of
sight of official cultural orthodoxy. In addition
to art made to conform to political ideology,
there existed a hidden but viable artistic
stream sustained by artists who worked out-
side of the purview of official culture. In the
history of this invisible artistic stream, the
period of 1960s printmaking loomed large,
when experimentation with different grap-
hic materials began. The following decade
brought a wide range of traditional techni-
ques that combined assorted reprographic
procedures that stemmed largely from pho-
tography; while the 1980s, besides a time

when computers began to play a role as a tool,
were characterized also by the official sanctio-
ning of non-printmaking techniques such as
offset printing, screenprint, and monoprint,
now on display in settings once exclusively
reserved for upholding the rigid tradition
officially permitted for graphic art.

The period in the 1980s characterized by
"perestroika" was indeed the beginning of
change, particularly the ascendance of Slo-
vak graphic art into postmodern artistic re-
levance, where it became, "more than ever
a platform for a free creative process."

Though the post-revolutionary years of the
1990s were characterized by an alteration of
artistic activity, they were, nonetheless, a tran-
sitional period in which it was still necessary
to deal with the legacy of the previous deca-
des. Besides the boom of new exhibits that
allowed the presentation of new artistic forms
— art objects, installations, and video — the
art scene demanded a new and unencum-
bered revision of the history of the previous
30 years. And, indeed, in new art publica-
tions and retrospective exhibitions, not-as-
yet "traditional” graphic art finally began to

4 KEMENY, Alexander: Mytus a realita. Takzvani
imaginativna linia slovenskej grafiky. In: Profil 17 —
—-18, 1991, p. 19 - 23.

5 Ibid., p.19.

6 These were mostly exhibition projects of the Slovak
National Gallery. RUSINOVA, Zora (ed.): Sestde-
siate. Bratislava, Slovenskd ndrodnd galéria 1995,
RUSINOVA, Zora (ed.): Dejiny slovenského vyt-
varného umenia 20. storocia. Bratislava, Slovenska
narodnd galéria 2000. A encyklopedickd publikdcia
GERZOVA, Jana (ed.): Slovnik svetového a sloven-
ského umenia druhej polovice 20. storocia. Od
abstraktného umenia k virtudlnej realite. Idey —
- pojmy — hnuti. Bratislava, Profil 1999.

7 Albin Brunovsky (1935 - 1997). From 1966 to
1990 he taught at the Academy of Fine Arts in the
department of book illustrations.
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emerge as important within the chapters of
art history that dealt primarily with experi-
mentation in art.'” Nevertheless, it should
not be forgotten that at the beginning of the
1990s, an alternative form of graphic art was
still a more-or-less peripheral matter, where,
traditionally, a strong conservative platform
continued to prevail at exhibitions and only
gradually began to change the direction of
graphic art away from its increasing artistic
hibernation.

Even as early as 1991, the 11", and first
post-revolutionary, biennial edition of the
aforementioned graphic arts exhibition held
in Banskd Bystrica confirmed the deepening
crisis of sustainability of obsolete forms that
dominated the preceding decades." Thus, the
curatorial concept of Alena Vrbanova repre-
sented at the following biennial, in 1993, not
only threw down the gauntlet to the graphic
arts community, but also meant the takeover
of the anticipated exhibition by a politically
officially-sanctioned organizer with a sense
of responsibility for conceiving a new and
urgently-needed notion of contemporary
graphic art in Slovakia."

8 PETRANSKY, Ludo: Istoty, hl'adania, rozpaky 1961 —
- 1970. In: Moderna slovenska grafika. Bratislava,
Tatran 1985, p. 193.

9 VRBANOVA, Alena: Nové podoby grafickej tvorby.
In: Dejiny slovenského vytvarného umenia.
Bratislava, Slovenskd ndrodnd galéria 2000, p. 114.

10 Vystavné projekty Slovenskej narodnej galérie. RU-
SINOVA, Zora (ed.): Sestdesiate. Bratislava, Sloven-
skd narodnd galéria 1995, RUSINOV/\, Zora (ed.):
Dejiny slovenského vytvarného umenia 20. storocia.
Bratislava, Slovenska narodna galéria 2000.

11 See more: Pozri bliz$ie: SZMUDOVA, Katarina (ed.):
XI. Sticasnd slovenska grafika 1991. Banska Bystrica,
Statna galéria Bansk4 Bystrica 1991.

12 See more: VRB/\NOV/\, Alena (ed.): XII. Sucasna
slovenska grafika 1993. Banska Bystrica, Statna
galéria Banska Bystrica 1993.



As to what was now meant by a “politi-
cally officially-sanctioned organizer” on the
exhibition scene, in the fourth year after the
Velvet Revolution, Alena Vrbanova replied
in the introduction to the catalogue of the
1993 exhibit: "Above all, [it meant] a con-
frontation with, and an overview of, the la-
test trends, with an emphasis on capturing
their contemporary positions; a desired and
necessary confrontation that should be played
out between traditional and classic alterna-
tives within the experimentally descriptive
stages of Slovak graphic art.””

Post-revolution legislative changes shifted
the responsibility for the selection of artists
to the curators, a move that might seem un-
democratic today, but it was considered at
the time to be one of only a few solutions
available to move beyond the obvious stag-
nation of graphic art. Vrbanova could not,
however, intervene in the selection of the
individual art works of addressed artists, who
were free to choose their own collections.
That year the Biennial included 50 artists
from the 80 who were addressed. The exhi-
bition provided both a summation and con-
troversy to the view that emerged of the grap-
hic art scene of the time. This view captured
relatively faithfully the direction being taken
towards neo-conceptual strategies still based
on a postmodern background. Alena Vrbanova
opened a new avenue for reviving graphic art
by following up on the alternative experimen-
tation of the 1960s, which was brought closer
to the present yet was interpreted through
the lens of conceptualization and pointed at
the printmaking arts from multiple angles,
especially inter-media. None of the winners
of this breakthrough Biennial of 1993 came
from the classically-trained group of artists
who had represented the Brunovsky school.
To the questions posed by the magazine Pro-
file, whether the results of the judging were
a surprise, given that the jury had granted

the award to "occasional" graphic artists only;
and whether it was possible in this context
to reach any conclusions on the current con-
dition and future prospects of Slovak grap-
hic art; Alena Vrbanova replied:

"When I was conceiving this as-of-now only-
remaining nationwide exhibition, my impetus
indeed was to bring a new dynamism into the
equation ...The idea was to provoke a new way
of looking at graphic art, a new set of evalua-
tion criteria, and -- ultimately -- to determine
or stimulate within this new medium dimen-
sions corresponding to current developments
in European art ... The outcome of the judging
was not a surprise to me. It reflected the new
perspective on graphic art as a medium that
is now regarded as being among equals ...
Particularly, I have in mind the breaking down
of the closed and unfortunately quite schematic
view on graphic art as an isolated artistic me-
dium stranded by technical issues of efficacious
craftsmanship. If you're asking about the pros-
pects of graphic art, I think that the 12" annu-
al exhibition is to some extent a break with
the past as well as a filter, which have con-
firmed the exceptional quality of traditional
graphic art and for the first time signaled the
inherent quality of both experimental and
alternative graphic art, which had not been
accepted until now.”*

This amended and renewed platform of
juried exhibition was Vrbanova's attempt to
show a curator-driven, though expertly objec-
tive view on what was happening in graphic
art in Slovakia, while she also initiated the
need to "do something" with what was pre-
senting itself as an incubator of something
new. Of course, Vrbanova had also realized
the limits imposed by the scale of the exhibi-
tion as a broad review in which the impact
of some specific tendencies was dispelled.
Probably as a result of the need to codify
the changes that became evident, she opened
an exhibition of alternative Slovak graphic

art in 1997, once again in the State Gallery
in Banska Bystrica."”

The exhibition was a culmination of her
previous theoretical and curatorial activities
and particularly to express efforts to rehabili-
tate graphic art as a contemporary, transfor-
mative medium. It had been the subconscious
link to an alternative and unsanctioned art
scene of the second half of the 1960s and
into the 1970s, brought into the new context
of post-conceptual art in the 1990s,'® where
Vrbanova saw the ideational potential for
graphic art. If it wanted to be "a medium in
play”, graphic art had to react to the reality
of what was happening in other areas of art
in Slovakia, which were then primarily dri-
ven by object and installation. According to
Vrbanova, the freedom inherent in the crea-
tion of alternative graphic art (which up to
this time still remained ostensibly a printma-
king art) gave it the opportunity to become
one of contemporary art's “trendsetters" of
the era. She recognized the non-traditional
dimensions of graphic art that were intrinsic
to neo-conceptual strategies, in addition to
seeing the earlier-mentioned new mediums
as those that could describe the tenor of the
1990s as a coming out from conceptual tra-
dition, while at the same time exceeding its
limitations on the way to becoming "a cross-
media” medium. This view of graphic art she
then captured in her own way in a wide array

13 VRBANOVA, Alena: XII. Sti¢asn4 slovensk4 grafika
1993. Banska Bystrica, Stitna galéria Banska
Bystrica 1993, p. 13.

14 VRBANOVA, Alena: Grafika alebo tla¢. In: Profil
12, 1993, p. 23 - 24.

15 VRBANOVA, Alena: Alternatfvna slovenska grafika.
Banské Bystrica, Stdtna galéria Banskd Bystrica
november 1997 — januar 1998. Vystavovali: Milan
Adamciak, Cyril BlaZo, Ivan Csudai, Pavlina Cier-
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of manipulations “where the point of depar-
ture were readymades within object, installa-

""" Her concept for the

tion, and photography.
exhibition was not only built upon the inau-
guration of the newly discovered dimensions
of alternative graphic art (C. Blazo, I. Csudai,
P Cierna, R. Galovsky, V. Havrilla, B. Ondreicka,
R. Onddk, L. Stacho), but also to introduce the
work of those who had been creating a criti-
cal dialogue about classic graphic art since the
1960s and 1970s (M. Adamciak, P Kalmus,
P Ronai). The message from the exhibition
that may still count today as it did then was
its courage to challenge the assumptions of
traditional media, as graphic art was conside-
red to be at that time, and in the inaugura-
tion of graphic art as a medium of the times
in the discourse of the 1990s. It also confirmed
the existence of an alternative parallel line,
not only as a competitor, but also as a fully
valued counterpart to the previously domi-
nant classic methods of graphic art produc-
tion. Finally, the biennial of 1993 conceived
a typology of alternative approaches on a wide
scale, from found and appropriated printma-
king/reproduction (manipulated readymades),
to various types of reproductions created most-
ly by photo etching. Included here were also
older offset and seriographic (screen printing)
technology, as well as newer printmaking
techniques, such as xerography and digital
printing. A relatively large category com-

na, Roman Galovsky, Vladimir Galovsky, Vladimir
Havrilla, Peter Kalmus, Petra Novakova, Boris
Ondreicka, Roman Onddk, Peter Roénai, Milan
Sokol, Lubo Stacho.

16 VRBANOVA, Alena: Grafika alebo tla¢. In: Profil
12, 1993, p. 24.

17 VRBANOVA, Alena: Alternativna slovenska grafika.
Banska Bystrica, Stitna galéria Banskd Bystrica
november 1997 — januar 1998, p. 17.



prised digital computer graphics that arrived
with the capability in software that allowed
the manipulation of original artwork. The
realm of alternative graphic art included also
a wide range of copywriting techniques, es-
pecially related to monotype, typescript, or
stamp-print, where the typewriter's keys are
considered to be the image matrix; or the
use of a stamp on its own."

Another question asked in Profile after
the 12" biennial exhibition was about the
sustainability of the exhibition's statute as
a review of classic graphic art and not as
one where tendencies approach alternative
printmaking."” Alena Vrbanovd replied that
she advocated graphic art as a medium of
free and flexible boundaries, which "vary
with the times, and if graphic art is truly
a print-based medium it will have to react
to them."” The opinion that all graphic art
is conceived either totally or partially via
a printing process, or is represented using
a matrix alone, or is otherwise appropria-
ted by printing, had been a key notion.

The modifier ‘alternative' positions this art
onto the level of discovered possibilities,
of alternation towards classical and traditio-
nal graphic art. Thus, it represents a more-
or-less non-classical, predominantly innova-
tive and experimental expression presented
mostly as uninhibited visual works -- ones
that, by their technical and practicable out-
comes, approach an artistic level, but at the
same time drastically exceed, transform, or
even deny it conceptually. But they should
always maintain the principles characterized
by the printmaking matrix and stamp, crea-
tively interpreting them and moving them
towards new aesthetic patterns and shapes,
even beyond the originally specified bound-
aries of the media.”

During the 1990s, as with all transforma-
tions that come about gradually, the final and
definitive dimensions of alternative graphic
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art settled into the neo-conceptual strategies
that were current at the time, in the context
of which this art was perceived as a, "free
and cross-media platform, capable as a vir-
tual matrix to enter object, installation, and
photography”.” The phenomenon of alterna-
tive graphic art is accepted today within the
chapters of the history of visual art. It can
be said that the artistic form of a free style
of graphic art became a typical art hybrid of
the 1990s, thanks to the intrusion of its alter-
native dimensions. It cannot be denied that
the share of this enriching position of graphic
art has entered into our domestic history,
beginning as legitimate exhibitions that be-
gan first as conventional reviews, but that
culminated in one exhibition in particular
that guarded the concept of ‘alternative'

as an important chapter of art history.

18 VRBANOVA, Alena: Typoldgia, vyrazové kategérie
a autori alternativnej grafiky. In: Alternativna
slovenska grafika. K problematike modelov inter-
pretacie vytvarného diela, dizerta¢nd praca,
Nitra, Univerzita Konstantina Filozofa 2012, p. 74

19 VRBANOVA, Alena: Grafika alebo tla¢. In: Profil
12, 1993, p. 23 - 24.

20 Ibid., p. 24.
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21 VRBANOVA, Alena: Alternativna slovenska grafika.
Banskd Bystrica, Stitna galéria Banska Bystrica
november 1997 — januar 1998.

22 VRBANOVA, Alena: Vyrazové a technologické
premeny v grafike obdobia 90. rokov. In: Alter-
natfvna slovenska grafika. K problematike mode-
lov interpretécie vytvarného diela, dizerta¢nd praca,
Nitra, Univerzita Konstantina Filozofa 2012, p. 72.
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Curator of the original exhibition:
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Co-curator of the original exhibition:
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Exhibiting artists:
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Exhibition that Helped

Define the 90s

Barbora Gerzova

Project Interior versus Exterior with the sub-
title On the Border of (possible) Worlds was
the III Annual Exhibition of the Soros Center
for Contemporary Arts (hereinafter as SCCA),"
which took place in 1996 in Bratislava in the
factory building of the Cosmos, a.s.. Unlike
the first two annual exhibitions, which were
purposely located outside Downtown Bratis-
lava — the first in the Jan Koniarek Gallery
in Trnava (1993) and the second in the Mu-
seum of Art Zilina (1994) - the third exhibi-
tion took place for the first time in the capi-
tal, in non-gallery industrial premises and,
it welcomed not only Slovak, but also Czech
artists. The curator of the exhibition was Ma-
ria Hlavajovd, the then director of the SCCA,
who also invited Marta Smolikova, director
of the SCCA Prague.

Similarly to the first two exhibitions, the
third continuation was also based on a pre-
assigned theme, which was selected by the
SCCA commission consisting of Maria Hlava-
jova, Iva Mojzisovd, Jana Oravcova, Maria
Oriskova and Katarina Rusnakova and, its
subtitle was designated in cooperation with
the philosophers and aestheticians Miroslav
Marcelli, Peter Michalovi¢ and Egon Gal.
In the catalogue, Maria Hlavajova offered
several ways of reading the selected themes,
namely from a simple contraposition of inter-
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nal and external, interior vs. exterior through
to the cross-connection of three worlds — art,
science and philosophy, which “overlap, du-
plicate, but also challenge each other...” and
“enter into a polyphonic dialogue, which does
not recognise a definite consensus, but only
an unreducible plurality of voices”.” It is im-
portant to mention, that Hlavajova also
applied the principle of polyphony and plu-
rality to the interpretation of the displayed
works, when, instead of a hierarchical tree
of thoughts she has used the metaphor of
the Deleuzian rhizome,” that heralded “a dif-
ferent understanding of order in its expan-
sion in all directions and random linking of
any of its parts in the plan of multiplicity”.*
At the time of invitation to tender, the
foundation assumed that the venue for the
exhibition would be the building of the hip-
podrome in Nové Zamky, which was under
reconstruction and was an ideal place for
exhibiting the selected theme. Although the
foundation later abandoned its intention,’
it had not given up the idea of implementing
an exhibition in an alternative space, which
was eventually realized within the premises
of Cosmos in Bratislava. During the time
when the venue of the exhibition was chan-
ged, the SCCA was holding its session® to
evaluate the 21 projects registered in the

¢ Interior versus Exterior or On the Border of (possible) Worlds

competition, but was not satisfied with the
results. Finally it decided to select “artists
(regardless of the quality of their projects),
from which - based on their previous activi-
ties — interesting solutions for the assigned
theme could be expected.”

The ultimate selection included 10 artists,
mostly members of the younger generation
born in the 1960s - Ilona Németh, Roman
Ondak, Laco Teren and the 1970s - Marko
Blazo, Denisa Lehockd, Petra Novakova (On-
dreickova), Boris Ondreic¢ka, Peter Ondrusek,
and the older generation was represented only
by Peter I. Meluzin and Peter Ronai. The Slo-
vak section was supplemented by 9 genera-
tionally close Czech guest artists® Veronika

1 SCCA was part of a network of centres estab-
lished after 1989 in post-communist countries
upon the initiative of philanthropist George
Soros. In Slovakia it operates since 1991, from
2002 as the Foundation — Center for Contempo-
rary Arts.

2 HLAVAJOVA, Méria (ed.): Interior versus Exterior

or On the Border of (possible) Worlds. Bratislava,
SCCA 1996, p. 4.

3 Rhizome (fr. rhizome) — a term introduced by
Gilles Deleuze and Félix Guattari and explained
in publication Mille Plateaux (1980).

Bromovd, Milena Dopitovd, Irena Jizové,
Kristof Kintera, Pavel Koptiva, Silver (Petr
Svarovsky), Stépanka Simlova, Katefina Vin-
courovd, Jana Vidova-Zac¢kova, who were
selected by Marta Smolikova directly, without
a competition.

The Exhibition and Its Works

The annual exhibition, similarly to its prede-
cessor, has not been conceived from existing
works, but works created directly on the assig-
ned theme. This strategy was based on the

ambition not only to reflect the current state

4 HLAVAJOVA, 1996, p. 4.

5 The rental agreement was signed on June 20,
1996; on August 6, 1996 the Foundation with-
drew from the agreement due to technical and
organizational problems. Source: Archive of the
SCCA.

6 It was the same panel that selected the main
theme of the exhibition.

7 Minutes from the session on July 4, 1996.
Source: Archive of the SCCA.

8 Except Kristof Kintera (1973), all the authors
were born in the 1960s.
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of visual art in Slovakia, but also to bring new
themes and provoke the artists. The advan-
tage of this approach is that an external sti-
mulus can trigger the creation of works which
would otherwise have not been created; the
disadvantage is that the result and quality
cannot be estimated in advance. This fact,
which actually occurred in the preparation
of the exhibition, is evidenced by the verdict
of the commission, which ultimately decided
not to select projects submitted to the com-
petition, but to directly choose artists, whose
previous artwork has been a certain guaran-
tee of the quality outcome even in the case
of a changed exhibition space.

In terms of reflecting the theme and the
industrial space, the presented works could
be divided into two categories. The first in-
cluding works directly responding to the
characteristic space of a factory and, at the
same time, taking into account the assigned
theme. Such a comprehensive solution was
created by Marko Blazo and Peter Ondrusek.
During preparations for the exhibition, Marko
Blazo was only in his fifth year of the AFAD,
but the assigned theme was so challenging
for him that he not only created an original
site specific installation titled 3D/4D, but he
also continued to developed the theme fur-
ther and returned to it after certain time lag.’
He conceived his contribution to the annual
exhibition in such a way that into the floor
and walls of the production hall he implanted
a negatively rotated architecture he created
from banal paper cut-outs and perfectly, with
a peculiar sense of paradox, he evoked the
exterior within the interior. The importance
of this work is enhanced by the fact that the
model prepared for the exhibition was later
purchased by the Slovak National Gallery for
its collections and, the reproduction of the
work was included in the key publication
summarising 20" century art in Slovakia."
Peter Ondrusek, similarly to Marko Blazo,
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responded directly to the existing building,
when he replaced the frame from an existing
window with a simple glass plate, in front
of which he put another square of flat glass
with the words Reverse that the audience,
standing in the exterior, could read as a con-
verted mirror image as esreveR. At the time
of the exhibition, Ondrusek was only 23 years
old and, although he was a graduate of the
department of glass, he was considered one
of the most significant representatives of neo-
conceptual art in Slovakia."' Later he aban-
doned this promisingly developing art posi-
tion and began to focus on painting.

Peter Ronai responded to the existing
industrial space as well. The work Slovak
Virtual Reality made up of readymade —

a bucket with a small LCD monitor — was
strategically placed behind the grid of the
control room of the factory, through which
the viewers could see their own image re-
corded with a hidden industrial camera.
Hlavajova associates it “with reality of hu-
man experience in a specific social and cul-
tural situation™”
as the only participating artist, he responded
to the negative political situation of the time

and, ex post, we realise, that

marked by Meciarism. The language, medium
as well as technology he used, fits into his
author's research of the 1990s. A camera
hidden in video objects recording the face
of the viewer is characteristic also for other
works from this period (In Medias Res, 1998;
Security Camera, 1999), but it was exactly
the work on the annual exhibition that repre-
sented the artist in the significant publica-
tion 20" century® and, in addition to the
author's monographs, it is cited also in addi-
tional core recourses.”* Roman Ondék also
started out from the given features of space
and he situated the work Hunger into a room
with a preserved strip of floor reminiscent
of an old rail track used to deliver material
or goods. The condition of the space also
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determined his choice of container, in which
he put paper objects symbolizing food pro-
ducts, whose original labels — sugar, flour,
salt — he replaced with names of philoso-
phers such as Kant, Foucault, and Deleuze.
Ondak had already addressed a similar prob-
lem in his installations Taste of Thinking
(1995)," and Sated Library (1995)", where
he put canned food on the shelves with the
names of different types of books and/or re-
ferences to the works of famous writers, poets
and philosophers (Dante, Goethe, Kafka, Sar-
tre...). He continued to elaborate the issue
of intellectual “consumerism” in his installa-
tion Sated Table, 1996," which could directly
be a semantic pendant to the piece from the
SCCA exhibition based on the contrast of the
concepts of hunger versus repletion. Ondak
was one of the artists, who regularly took part
on SCCA projects. In 1993, he won the I Annu-
al Exhibition and his work The Fate of Modern
Art was purchased for the collections of the
Jan Koniarek Gallery in Trnava. Today he is
one of the few domestic artists to be recog-
nised abroad and it is difficult to acquire his
works domestically, which made this strate-
gic decision by the foundation a rather pru-
dent one.

The second group of works were ones in
which artists responded in particular to the

9 In 2007 he created objects Bed, Second Reno-
vation, Third Renovation from the cycle 3D/4D,
which are in the collection of the Nitra Gallery.

10 RUSINOVA Zora (ed.): 20" Century. Bratislava,
SNG 2000, pic. 307.

11 BESKID, Vladimir: Neo-conceptual and Post-Con-
ceptual Trends in the 1990s. In: RUSINOVA, Zora
(ed.): 20" Century. Bratislava, Slovensk4 ndrodnd
galéria 2000, p. 194.

12 HLAVAJOVA, 1996, p. 5.

13 RUSINOVA, 2000, pic. 295.

theme, but not strictly to the space. Unlike
site-specific installations, which are directly
connected to space and are difficult to be
reinstalled in a different exhibition context,
these works can function independently as
autonomous artworks. Although the venue of
the exhibition had changed during its prepa-
ration, some artists still implemented their
original projects. llona Németh presented her
Intim Interior versus Exterior (Polyfunctional
Woman) in the form as it was conceived for
the first variant of the exhibition space in Nové
Zamky. Her object — a bed lined with a soft
burgundy velvet with holes evoking the sha-
pe of a vagina through which the viewer lay-
ing on the bed could hear intimate sounds of
a heartbeat, breathing and sighs, was the only
work at the exhibition dealing with gender
issues. Although Hlavajova does not talk about
a feminist work, she clearly referenced this
context in her interpretation: “Placement of
the object into the (for a bed) out-of-context
environment of a factory hall points out, with
its non-adequacy, the same meaningless sim-
plification of the image of a woman, reducing
the complexity of internal experience to the
brevity of an advertisement slogan.””® The ob-
ject Polyfunctional Woman which is part of
the collection of the Ludwig Museum in Bu-
dapest can be considered the one having the

14 RUSNAKOVA, Katarina: The History and Theory
of Media Art. Bratislava, VSVU 2006, p. 178.

15 The work was created for the exhibition of Artists
of Central and Eastern Europe in Mattress Factory
in Pittsburgh.

16 Now part of the collection of Bratislava City
Gallery.

17 Now part of the collection of Slovak National
Gallery.

18 HLAVAJOVA, 1996, p. 6.
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most relevant citations” from the works cre-
ated for the III. Annual Exhibition of the SCCA,
it was the most often reinstalled work in the
context of international exhibitions™ and, it
has become iconic not only in relation to the
artist oeuvre, but also with regard to the his-
tory of 20" century art in Slovakia.

Petra Novakova (Ondrei¢kova) also im-
plemented her original proposal, which she
submitted to the competition. She created
two objects evoking roughly trimmed interi-
or furniture, the inside of which was lined
with a soft cotton cover. According to Hlava-
jova, using this contrast, she created mimic-
ries, which “garb the existential humanity ...
into a rough skin capable to store its treasu-
res in the current world.” Today, the name
of Petra Novakova (Ondreickovd) is relatively
unknown, but in the 1990s, her position on
the Slovak scene was rather significant. She
participated in the first three annual exhibi-
tions of the SCCA, Katarina Rusndkova invited
her to participate in the legendary exhibitions
Paradigm of Woman (1996) and Between
a Man and a Woman (1997) and, Vladimir
Beskid ranked her among the “key represen-
tatives of the 1990s holding post-conceptual
positions”.“> An opposite development can
be seen in Denisa Lehockd, who was, at the
time of the exhibition, graduating from the
AFAD. In the work called Only if she thema-
tized the emptiness of human existence, which
she objectified with a leather overall lying
on the ground supplemented by smaller plas-
ter objects. Although she received invitations
to important domestic exhibitions (Paradigm
of Woman, 1996, Between a Man and a Wo-
man, 1997), international projects (e.g. Mani-
festa, 2000) and also participated in the IV,
Annual Exhibition of the SCCA, she is that
kind of introverted artist, who prefers to
develop her art in the intimacy of her stu-
dio. In spite of the fact that her artwork was
recognised by professional circles, only the
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first retrospective (JAn Koniarek Gallery,
2010) and an individual exhibition in the
Slovak National Gallery (2012) fully revea-
led the power of her creativity to the broa-
der public.

Laco Teren presented a wooden polychro-
me sculpture Lover which, with its language
and poetics (a hybrid character of a man and
a horse), remained, among the other more
conceptual works, rather lonely. In the oeu-
vre of Teren, who was a key representative
of neo-expressive painting of the 1980s, a ra-
dical change occurred in the 1990s due to
a certain exhaustion of this painting line.
In addition to painting cycles where he used
an impersonal airbrush (Love Letters, 1994),
he also started to create the first objects and
sculptures. With this type of artwork he won
the II. Annual Exhibition of the SCCA (Hatto,
1994) and then continued in a similar trend
at the III. Annual Exhibition of the SCCA.
Peter Meluzin's installation Televanjelium was
dominated by two artificial human hands with
an inserted infusion tube containing a kind
of blue “television” blood flowing from LCD
monitors and with broadcasts of EuroNews
and STV1 playing round the clock via satel-
lite. In spite of the fact that Meluzin in his
work reflected the current problems of gro-
wing globalisation and the digitization of
the world, its importance did not exceed the
importance of his other works created at the
same period of time, that have become em-
blematic for his oeuvre as well as for the en-
tire 1990s (e.g. Home Video, 1996; Trump
Tower, 1997; Clone Line, 1998).

The winning work chosen by the interna-
tional jury” at the III. Annual Exhibition was
the Bastard is More Faithful by Boris Ondre-
icka. At a glance, this work is, in terms of the
assigned theme, more difficult to read, be-
cause it represents the closed world of enco-
dings. The artist has created a sound instal-
lation, where he used a large-sized transparent
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sheet of plexiglass leaning against the wall
as the basis and, he assigned a “three-dimen-

" to it consisting of small objects

sional collage
of an autobiographical nature (guitar strings,
a cigarette, a twenty-crown bill, a fish-knife
etc.). Even if we could accept the interpreta-
tion of the curator that the “large plexiglass
surface urges one to ’enter’ the rift and observe

2925

what happens behind it””, in this case it is first
and foremost a work with a strong author's
handwriting, which Vladimir Beskid named
just right when he wrote that Ondreicka
“builds on ideological hybrids and the visu-
ality of peripheral manifestations and sub-
cultures (declining, comics, commercial and
tattoo designs, metal, punk, computer fonts,
toxicity of nicotine and alcohol, etc.)” and
“from this encounter — the collision of cultu-
res and bastardisation of cultural ’deposits’ -
he exploits his own artistic potential.”*
Ondreicka responded to the space and the
theme only loosely, building on the tension
between public and private (autobiographic).
Although the work resonated at the time of
its creation, in the period that followed it
was not cited so often as one would expect.
In 2003, the artist himself mentioned “it was
a nice time for me, full of enthusiasm, a plea-

19 PIOTROWSKI, Piotr: Gender after the Wall. In:
PEJIC, Bojana (ed.): Gender Check. Vienna,
MUMOK and Walther Konig Cologne 2009,
p. 237; RUSNAKOVA, Katarina: Gender Aspects
in Contemporary Visual Art. Banska Bystrica,
Academy of Arts 2009, p. 36. SMITH, Terry:
World Picturing in Contemporary Art: Icono-
graphic Turning. In: Australia and New Zealand
Journal of Art 2006, 7, 1, p. 17. ANDRAS, Edit:
Németh Ilona. In: After the Wall, catalogue,
Stockholm, Moderna Museet 1999, p. 141.

20 Gender Check, MUMOK, Vienna, 2010; Positio-
ning, Museum of Modern Art, Tokyo, 2006;
Another World, Kunstmuzeum Luzern, Luzern

sant memory, but no milestone”.” The fact
that this work seemed to disappear from the
scene could have been attributed to the fact
that contrary to previous Annual Exhibitions
of the SCCA, it was not included in any collec-
tion. Moreover, in the late 1990s, Ondreicka
exhibited more abroad than in Slovakia, where
he became engaged in more managerial posi-
tions.”

Event of the Year

The selection of a non-gallery industrial space
can be considered a clearly positive aspect
of the exhibition. In the framework of SCCA
projects, this type of space alternative was
preferred to the white cube of established
gallery institutions for the first time. However,
in a broader context it was actually a trend
in the 1990s in Slovakia starting back in 1991,
when an exhibition of site-specific installa-
tions was held in the basement of the Museum
of Art in Zilina along the concept of Katarina
Rusndkova with the symptomatic title Genius
Loci. A year later, Alena Vrbanova presented
an exhibition Barbican 92 in the devastated
area of city fortifications in Banska Bystrica,

2002; Aspekten/Positionen, MUMOK, Vienna; After
the Wall, Moderna Museet, Stockholm, 1999.

21 HLAVAJOVA, 1996, p. 6.

22 BESKID, 2000, p. 194.

23 Foreign members of the jury included Peter
Pakesch from Kunsthalle Basel and Anda Rotten-
berg, the then director of the Warsaw Zacheta.

24 HLAVAJOVA, 1996, p- 7.

25 TIbid.

26 BESKID, 2000, p. 193.

27 BALOGH, Alexander: With B. Ondrei¢ka about
the Czechoslovakia exhibition, commercials and
the transit.sk. In: SME, June 2, 2003.

28 In 2002 — 2011 he was the director of tranzit.sk.
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inspired by: “... bizarre expressive qualities
as well as the historical and social memory
of the object”.” Vladimir Beskid used the
buildings of the historic centre of Presov
and, later the former steam power plant in
Poprad within his project Laboratory (1992 —
—-1994). In 1995, in the reconstructed pre-
mises of the Synagogue - Centre of Contem-
porary Art in Trnava, Jana GerZova organised
a cycle of exhibitions — The Art of Aura with
a clear intention to work with the genius loci
and emphasise artwork, which “is able to re-
habilitate the unmediated direct contact of
the viewer with the artwork.” The synago-
gue in Samorin managed by Suzanne and
Csaba Kiss started to operate in 1996 with
a similar ambition.

Despite the fact that the use of non-gallery
exhibition space had a prehistory in Slovakia,
the opening of the Interior versus Exterior
exhibition was considered the event of the
year. It was facilitated by the fact that unlike
the aforementioned exhibitions that have ta-
ken place outside the capital city, the SCCA
exhibition was held in Bratislava, where these
types of projects were not so frequent.” In ad-
dition, the core of the exhibition consisted
of mostly younger or even very young artists,
who, in addition to the standard core of visi-
tors also attracted visitors of their own gene-
ration, which was also reflected in the medial
response of the period: “...the IIl. Annual Ex-
hibition of the SCCA ... activated a large circle
of young people, in particular, floating more
intuitively than deliberately on the wave of
common interest, attracted by the same
rhythm, cadence of the language, the sense
of life.””* The third reason for the increased
interest could have been the political situa-
tion. The opening of the exhibition was held
on September 27, during the second govern-
ment of Vladimir Meciar, when the culture
community’s dissatisfaction with the actions
of the Ministry of Culture had reached its
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peak.” Despite the fact that the project of
the III. Annual Exhibition was purposefully
apolitical, we can assume that part of the
audience, who came to the exhibition, did
so as an indirect expression of protest against
undemocratic practices of the Meciar's go-
vernment.

The New Media versus
Genius Loci

In general, the Slovak art of the 1990s is
associated with the advent of new media
including not only video and video installa-
tions, but also the first experiments with
virtual reality. This experimentation took
dominance over the traditional media such
as painting, drawing and sculpture. It was

a natural reaction to the opening of new
possibilities, which came with the fall of the
iron curtain, as well as the availability of
new technologies. This trend of the period,
however, didn’t dominate at the Interior ver-
sus Exterior exhibition, because the given
industrial space of the factory provoked
other considerations. The artists mostly
responded to the spirit of the place, resul-
ting in the prevalence of site-specific instal-
lations and objects. Only a few artists used
video and new technologies and, only the
Czech group Silver presented an Internet
project E-Flowers, enabling viewers to com-
municate directly on the computer, however,
it turned out that the visitors lacked “basic
computer and internet literacy”.**

The theme of new media only emerged
during the round-table discussion, which
took place on the last day of the exhibition.”
An interesting opinion was expressed by
Czech artist and theorist Milo$ Vojtéchovsky,
who noting that he is not an apologist for
the new media pointed out that through
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them “we can break the isolation in which
contemporary art has found itself. There is
hope for breaking these barriers, but the artists
should be more interested in sociology, on-
goings in the field of technology and science,
because without this information they will
simply remain illiterate.””
originated the polemic characteristic for the
period on the openness or closeness of the
Internet as a new phenomenon. Jana Gerzova,
starting from a reality, when the computer
and internet connection were not a common
standard, noted that “people connected to
the internet operate in closed communities,
which are open only to those who are con-
nected.” Mdria Hlavajova responded to her
statement, considering the principles of this
medium: “I don’t know a more open structure
than the internet, and I perceive it as a huge
contradiction.”” However, the conclusion of
the debate repeatedly confirmed that the
strength of the exhibition was, in particular,
in the responses of the artists to the atmos-
phere of the specific space. Theatrologist
Anna Gruskova compared the exhibition with
similar trends in the field of theatre, which

In this context

“...were built on intimate contact with the
viewer, who received an unmediated, unique

29 VRRA\IOVA, Alena: Barbican ‘92. In: Profil 1992,
14-15, p. 22.

30 GERZOVA, Jana: Memory of the Place. In: Ars
2005, 38, 2, p. 222 — 226.

31 The exception was the exhibition Basement in the
cellar of the house on Konventnd street in

Bratislava in 1989 shortly before the collapse of

the regime, or the basement premises of the
Galéria M+, which operated in the early 1990s.
32 GFR?OVA/, Jana: Interior versus Exterior. In:
SME, 17. 10. 1996.
33 At the beginning of September, the Open Forum
Let's Save the Culture initiative was established.
On July 14, 1995 the daily SME published the

sensory experience”.”® She experienced a si-
milar sense of “here and now” through the
displayed artworks, in particular the installa-
tion of Kristof Kintera and the object of Ilona
Németh.

Already in the first contemporary reviews,
the focus of the exhibited work was associa-
ted with the advent of neo-conceptual art in
Slovakia. “Although the clean form of concep-
tualism was replaced by... a massive onset of
neo-expressive painting and the renaissance
of the picture (1980s), the lesson of concep-
tualism and its consequence, intellectualisa-
tion of art, is one of the possible keys to our
present-day art. All the more so since the
1990s were the years, which gave rise to
a renewed form of concept, neo-conceptual
art.”” This basic characteristic has also been
repeated in the texts evaluating the situation
ex post. Vladimir Beskid talks about the youn-
gest artists who signed on “to conceptual
starting points and incorporate their own
patterns of ideological and intellectual means,
a streamlined language and the arsenal of
expressive means”,” while he considers the
annual exhibitions of the SCCA as their boar-
ding platform. Petra Handkova has a similar
opinion, when she associates the establish-

Concerns of Personalities over the Concept of
Slovak Culture..., the signatories of which were
Maria Hlavajovd, Jana Gerzova and Juraj MojZzis.

34 Mdria Hlavajovd in the interview with Iveta
Pospisilova. In: Ateliér 1996, 26, p. 9.

35 It was moderated by Jana Gerzova, editor-in-
-chief of Profil magazine. For the transcription of
the discussion see Profil 1996, 3-4, p. 116 — 129.

36 Ibid. p.127.

37 1Ibid. p.128.

38 Ibid. p.129.

39 GERZOVA, 1996.

40 BESKID, 2000, p. 192.
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ment of neo-conceptual art, inter alia, with
the annual exhibitions of the SCCA,* and
among the key representatives she ranked not
only Roman Ondék and Boris Ondreicka, but
actually all artists participating in the III.
Annual Exhibition.

In the 1990s, from time to time, certain
reservations appeared in the media against
the elitism of the SCCA. Despite the fact that
the competitive method of selection was
transparent enough, Hana Vaskovicova
wrote the following for the Czech Ateliér:
“Over the three years of the functioning of
the centre, a kind of mainstay of artists has
been created, who, surely also due to their
qualities appear at the SCCA shows almost
on a regular basis, and those others, of whom
some - at least in my opinion — for example
Rudolf Sikora, but maybe also Patrik Kovacov-
sky and others, would surely have something

”* In one of

to say on this particular theme.
her interviews, Hlavajova analysed this issue
with grace: “I believe the way we work is
very democratic... The submitted projects
are evaluated by a professional board of the
SCCA, whose members, naturally, incorpo-
rate their taste into the decisions, but the
composition of the panel is refreshed every
two years. Of course, the problem of elitism
is an issue, which has been tackled by art
history from its beginnings. ...’Unilateralism’
or ‘unanimity’ of the opinions that have been
heard particularly with regard to the last
annual exhibition of the SCCA may be, in
such context, considered rather as a compli-

ment 2943

Seen from the current perspective it
is obvious, that the relevance of the chosen
strategy of the SCCA has proved correct, and
this, as well as other SCCA annual exhibitions,
created a well-disposed environment which
made the establishment of many young artists
on the scene possible and contributed to the
creation of key artworks not only for the

1990s, but for the entire 20" century.
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Importance of Interdisciplinarity

A great asset of the Interior versus Exterior
exhibition was the connection of art with
philosophy, aesthetics, literature, as well as
exact sciences. Mdria Hlavajova clearly reco-
gnized “that the ground plan footprint of art
in the 1990s would be hard to read outside
the framework of philosophy and science,”
which is also confirmed by the fact, that par-
ticularly in this decade the first translations
of the poststructuralist and postmodern phi-
losophers were published,” which fundamen-
tally affected the way of interpreting the art
of the period. Her personal contribution was
the translation of the vision of this connec-
tion into the theme of the exhibition and
the accompanying cycle of lectures, which
were held as part of an interesting concept
of a review and co-review throughout the
whole year.”

Interdisciplinarity is also illustrated by the
concept of the catalogue, which, in addition
to the analysis of the exhibited artworks,
presented papers by renowned Slovak and
Czech philosophers, aestheticians as well as
scientific researchers. Mdria Hlavajova has
managed to fulfil what she committed her-
self to achieve, “...to create a synergetic mo-
del,”” in the framework of which, the theo-
retical discourse and artworks found them-
selves next to each other on an equal footing.
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41 HANAKOVA, Petra: Neo-conceptual art. In: Arsle-

xicon — visual art in Slovakia. Eds.: Baldzova,
Barbara — Pomfyovd, Bibiana. http://www.arslexi-
con.sk/?registre&objekt=neokonceptualne-umenie

42 VASKOVICOVA, Hana: Interior versus Exterior.

4

3

In: Ateliér 1996, 26, p. 9.

PETRANSKY, Ludovit, jr.: The Soros Center for
Contemporary Arts Slovakia prepares a new
model of annual exhibition. In: SME, Friday, Ja-
nuary 31, 1997.

44

46

47

HLAVAJOVA, 1996, p. 4.

In 1991, the first translations of M. Foucault, J. E
Lyotard, G. Deleuze and others were published.
See: GAL, Egon, MARCELLI, Miroslav (eds.):
Behind the Mirror of Modernism. Bratislava,
Archa 1991.

For the lectures and transcription of discussions
see Profil 1996, 3-4.

HLAVAJOVA, 1996, p. 4.
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,I've always believed that the space of art is... a space
for generating ideas and imaginaries that open up
worlds beyond existing hegemonic consensus“
Madria Hlavajova

Interview of Barbora Gerzova
with Maria Hlavajova

Barbora Gerzova (BG): In 1992 you started working in the SCCA foundation and
in 1994 you became its director. What was your vision of this organisation when you
were taking up this position? What did you preserve and what did you change after

the departure of the foundation's first director, Ada Krnac¢ova-Gutleber?

If, however, there is one aspect that I have actively engaged in bringing forward —
indeed, through these intense conversations — it was to encourage an understanding of
transversal connections of visual art to other sites of thinking and doing. I've always
believed that the space of art is not merely a space for the circulation of art objects, but
rather a space for generating ideas and imaginaries that open up worlds beyond existing
hegemonic consensus, as they challenge the extant status quo in society and culture. In
practice, this has translated into moving beyond the narrow field of "visual art" and exhi-
bition-making practices, and connecting to other fields such as contemporary dance or

theater, as well as philosophy, science, and literature, among others.

Maria Hlavajova (MH): Rather than in terms of change, I would prefer to think in
those of continuity. Before joining Ada in the process of establishing the Slovak founda-
tion of SCCA, I assisted her in a number of large-scale international projects that she both
curated and organized, which for me as a then-university student presented an extraor-
dinary and generous possibility of learning through a complex and multifaceted practice.
In particular, the international dimension of her work, as well as her network (both locally
and beyond) has been inspirational. However, the role of a director of the SCCA tends to
be overestimated — and often so in the contexts of small art scenes. One needs to realize
that the SCCA was a part of an international networked organization with (literally)
a manual that strictly guided all aspects of the professional existence of its offices across
Central and Eastern Europe, from their standardized logo to their usage of language to
instructions on the annual exhibitions and the organization's governance. That said, the
decision-making has been carried out by its governing body, the SCCA Board, in concert
with the advisory committees consisting of local experts, and it involved intense conver-
sations on what and how and when, which I have always considered of immense privi-

lege to be a part of, and which I have cherished ever since.

BG: You were the head curator of the III. annual exhibition titled Interior versus Exte-
rior or On the Boundary of (possible) Worlds. The main theme had been suggested
by the SCCA board, while the subtitle was created in cooperation with philosophers
and aestheticians. To what extent did your interest in interdisciplinarity stem from
your culturology studies at the Faculty of Arts of the Comenius University in Bratislava,
where you first made contact with personages coming from various interdisciplinary
fields and to what extent did the overall atmosphere of 1990s influence you? How
do you look at closer cooperation with philosophers and aestheticians? Do you think

it had any direct impact on the art itself?

MH: Indeed, the 1990s have charted an "expanded field" of visual arts — something that has

been theorized, somewhat imprecisely in my view, as a series of successive "turns": think only
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about the so-called "social turn," "political turn," "educational turn," "philosophical turn," and
"curatorial turn," for example. For me personally, cultural studies opened quite a space for
thinking about this, and perhaps specifically because of its relatively turbulent existence in
the early 1990s, as I was enrolled at university just a month prior to the critical changes in
society that November 1989 ushered in, leading me to embark into a period of collective
searching for ways of how to move forward in the new social, political, and economic con-
text. For present-day curating, studying art history is absolutely insufficient and it is wor-
rysome to observe how the educational system is always the last to recognize this, at least in
the context where I currently live and work. Interdisciplinarity — or rather transdisciplinarity,
as this is the term that much better articulates in my view the interstices in between various
"disciplines," which contemporary art presently inhabits — is something that nobody today

questions as characterizing art's natural, primary habitat. In hindsight, I see my collaboration



with philosophers and other thinkers in the 1990s as part of a set of cautious experiments
with this great possibility of being part of the world, rather than operating on the fringes of

people's concerns or being locked away in the ivory tower of art's pretentious autonomy.

BG: Do you think that the main theme of the exhibition — i.e. the mapping of bound-
aries between the worlds of art, philosophy and science — reflected the actual ten-
dencies of 1990s, or did you choose it because you were trying to instigate new

thoughts among artists and to participate in focusing their work in certain direction?

MH: For me, art is that which is to imagine the world otherwise, or in other words, that
which imagines other worlds. Rather than "mapping," as you suggest, it is in my view
"proposing" or "creating," or even "generating," new imaginaries that do not yet have
articulations elsewhere in society. In other words, for me art becomes interesting at the
point when it stops "just" observing how things are, and begins speculating how they
could be different from what we already know. That is where art's critical and political
import lies. So to answer your question, it was in my view both to some extent grasping
the appearing tendencies and an attempt at instigating another kind of thinking: captur-
ing, as it were, though perhaps unconsciously, the early signs of the changing nature of
artistic practice and a genuine interest in bringing together voices from (seemingly) dif-
ferent fields, differently than was customary until then, and awaiting with excitement

what could come from such exchange.

BG: The oportunity to participate in the exhibition was opened to a wide range of

artists. The expert committee evaluated 21 author projects and called upon 10 artists

to eventually participate. The situation was complicated by the relocation of the

exhibition. You were selecting from amongst submissions that had been originally

conceived for the specific environment of hippodrome in Nové Zamky, but the exhi-

bition eventually took place in another industrial object. Wasn't such a change in the

course of preparations of the exhibition considered a handicap?
MH: The truth is that I do not even recall this "complication," as you call it, which already
very likely (although indirectly) is an answer to your question... In my view, the exhi-
bition did not lose by having to be relocated form one venue to another — perhaps even
the contrary was the case. I think this, too, might somehow attest to the shifting logic in
contemporary art of that period — a shift from aesthetics to ethics, if one wanted to make
a bold statement along the lines of a mundane fact such as a change of address for an
exhibition. The meaning of the works of art, even if conceptualized for another physical
context, went beyond their dependencies on the particularities of a site and related to the
larger context of the world that allowed them to come to life in the first place. I am
presently researching the concept of survival as one of the key conceptual edifices for our
times marked by multiple understandings of the notion of crisis — the times I refer to as
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interregnum. I think the theory of "afterlife" of an idea (alone or embedded in the work
of art) that Walter Benjamin so pregnantly articulated in his essay The Task of the Trans-

lator (1923), a foundational theory for this research, can be applied to the aforemen-

BG: The first two annual exhibitions took place in the Jan Koniarek Gallery in Trna-
va and in the Museum of Art Zilina, which seems as a conceptual intent. However,
in the third exhibition, you opted for an alternative industrial space and the project

was relocated to the Slovak capital. What were the reasons for such change?

tioned case of exhibition relocation as well. The "translation," whether of a literary work
from one language to another, or of an artwork across a variety of contexts, is a test of

sorts for its meaning to survive.

MH: Often, in terms of institutional creativity, less experimentation takes place in cen-
ters than in peripheries — and here I mean "periphery" in a positive sense. Places like Zilina
and Trnava back then indeed offered exciting opportunities for experimentation in terms
of exhibition-making and it was critical at that point in my view to both highlight and
support that endeavor. With the exhibition in Bratislava, however, we wanted to test the
possibility of such an institutional energy in our immediate environment, despite the fact
that it was simply impossible to do so within the existing official infrastructure. The site

of a former brush factory presented us with precisely that opportunity.

BG: In the competition conditions for hippodrome you required that the artists
should react to the specific environment. Some of them adapted their projects to the
change of location and their works ranked among the best (Marko Blazo, Peter

Ondrusek), others executed their works originally conceived for hippodrome i.e. de



facto did not meet the criteria, nevertheless, the resulting works were very powerful.
This can be said for example about the object titled Polyfunctional Woman by Ilona
Németh, which ex-post became one of the most quoted works from the exhibi-
tion and was purchased for the collections of the Ludwig Museum of Contempo-
rary Art in Budapest. What would you say were the reasons of this particular

work's resonance?

tion of works of art instigated by an external impulse that might have otherwise not
been created, while the disadvantage is that the quality of the result cannot be gua-
ranteed beforehand. Do you remember any situation, when your expectations were
not met, or on the contrary, the resulting work of art created by a less known author

surprised you in a positive way?

MH: Ilona's work, but also indeed many other works in the exhibitions, managed to cap-
ture the key urgencies — political, economic, cultural, and those concerning identity poli-
tics — at that very point in history. In my view, Polyfunctional Woman is a performative
embodiment of the key concerns of gender, of conceptions of body politics, and as such
is to a great extent a foundational work in the post-conceptual context of Slovak art that
offers articulations of critical gender discourse in art, theory, and politics. It is precisely this
notion of capture within which Ilona operates, letting the socially (and economically) con-
structed fetish of the female body collapse through the workings of an affirmative ethics
of sorts, that exposes and simultaneously disesmpowers these cultural and political tradi-
tions, rendering them thus open for frontal attack. These concerns, given the way that

society is constructed — and despite its rhetorics of gender equality — remain timeless.

MH: For me, a possibility to commission new works is one of the most exciting — though
rare — opportunities and tools one might have at her disposal as a curator. Indeed, ideas
that might not have been realized otherwise could find their materialization this way.
I do not think however there is a "bad" outcome possible... The invitation to the artist is
always necessarily the result of an investment of trust and mutual understanding, often
preceded by an intense collaborative effort (and in this particular case, a collective invest-
ment of trust by members of the SCCA's Advisory Committee). And again, if transgressing
the limitations of the aesthetic as we have known them, and realizing that the notion of
so-called quality is nothing but a subjective worldview imposed upon the work of art at
particular point in history, then the work fulfills its potential to embody the circumstances
within which it was produced — whether consciously or not — and that is precisely what

interests me and what I consider to be the most meaningful in the context of our work.

BG: One of the few works in the exhibition that reacted to the political situation of
the era was the installation Slovak Virtual Reality by Peter Ronai. Were you expec-

ting that the politics would resonate more in the works of the selected artists?

MH: The political, let's be clear, is not necessarily constituted by commenting on the day-
to-day political situation or making visible the life of the political class, but resides, in my
view (and I know I am repeating myself), in the capacity to think the world otherwise.
Or, to paraphrase the political scientist Chantal Mouffe, the political might have to do
with disarticulating the extant consensus about how we perceive the world around us —
and our capacity to act upon it. Once this is understood, a new dimension of the poli-

tical might begin to open up before us, and with it, a much larger view on the lasting

BG: There are several legitimate curatorial approaches that can be applied when for-
mulating the concept of an exhibition. It can be an exhibition exploring a theme se-
lected by the curator through already existing works, or selected artists are encoura-
ged to create site-specific works of art without the theme being closely specified,
since the exhibition aims to work with the genius loci, etc. You opted for a yet another
possible approach: you articulated the theme and place of the exhbition, called upon
the authors to submit their projects and, since the exhibition was conceived as a com-
petition, selected the final number of particpating authors, using the given criteria.

Why did you choose this particular approach? What did you expect it do deliver?

political resonance of the Interior versus Exterior project.

BG: Not being conceived to show the already existing works of art, the exhibition
was based on works commissioned for a given theme and specific environment.

The added value of such concept is the fact that it opens posibilities for the produc-

MH: In hindsight — and in agreement with how you earlier described the infrastractural
context of this project — Interior versus Exterior was in fact the result of a collective effort
— from the collective articulation of the project's theme and the open call to the selection
process and collaboration with philosophers and Czech colleagues and the international
jury, and thus of collective, shared ownership of all involved as one would hope, inclu-

ding first and foremost the artists in the show, the contributors to the catalogue-reader



that accompanied it, as well as curators and organizers. Although the 1990s could be
characterized as the era of the rise of the figure of the individual curator, at this point in
time — 20 or so years later — I think we are witnessing a new resurgence of collective prac-
tices, much like how I experienced the project under discussion. I thus tend to think of

this project’s curatorial vision as that which went not so much against its own time, but

perhaps ahead of its time, and in its own way...

BG: The winning artist of the exhibition was Boris Ondreicka with his work Bastard
is More Faithful. His victory was agreed upon by the international jury, including,
besides various national personages, renowned international experts — Peter Pakesch
from the Kunsthalle Basel and Anda Rottenberg, the director of the Zacheta in Warsaw
in that period. This outside view could have guaranteed a higher level of objectivity.
What decided upon Ondreicka's victory? Was it a clear opinion of the jury, or was the

final verdict preceded by polemic and discussions? Was it also your personal favourite?

BG: During your term as the director of the SCCA, activities of the foundation were
clearly focusing on interdiscipliarity. This is reflected also by the accompanying set
of lectures on various topics — modernity, postmodernity, high versus low art, posi-
tion of the author. The project was interestingly structured: the main report was
complemented with an accompanying report on the same topic. Apparently, the aim
was to instigate discussion, therefore you were choosing lecturers that were able not
only to complement the main report, but also to stand in opposition. For example,
the question of authorship was analysed by the philosopher Miroslav Marcelli, quo-
ting the well-known essay Death of the Author by Roland Barthes, while the poet
Mila Haugova, who reflected this theme very personally, in the end said: “I am not
a botanist, [ am a plant (and that scarcely pronounces itself by something else than
itself).” Were you not afraid of such confrontation of opinions? Did it meet your

expectations?

MH: I am not quite sure I understand the notion of "objectivity," as even an international
jury can represent at most a sum of the subjective positions of its members. I recall fasci-
nating discussions with the jury back then and I regretted that these sorts of deliberations
could not take place in public, as the in-depth negotiations would make for a fanstastic
symposium on contemporary art. Also, the notion of "outside view" is a relative term, as,
even if it was accompanied by loud disagreement, the 1990s launched into the world the
so-called "international style" as curator Robert Fleck infamously labeled the post-1989
developments in art in Europe and beyond, rendering the inside-outside dialectics in this
respect a more complex one than we have been ready to admit. It is this notion of the
"international" that I have always considered of critical importance and which has always
driven my interest and work as a cultural worker. Small art scenes often tend to close
themselves up by the workings of a strange sort of defense mechanism against that (for-
mer) "outside," articulating the "international" often as a category of antagonism. This
includes the complicated workings of identity politics, which — specifically in our field of
art and thinking — one needs to work through carefully. Considering oneself to be a part

of the world, and not just one scene — be it Slovak or Dutch - is of importance here.

MH: Rather than thinking of the discursive series you refer to as an "accompanying" pro-
gram to the exhibition, I prefer to conceptualize it as an equal part to both the exhibition
and the catalogue-reader. In some ways this reorientation in conceptualizing the projects
in the field of art indicated that there was a change somewhere on the horizon of the con-
temporary art world at that time — something we had not quite managed to synthesize
back then. It was a change in which the exhibition began losing, slowly but surely, its
position as the main format or narrative of contemporary art, dictating theory around
itself, and forming the privileged, dominant basis from which the discursive could be
derived. The theoretical components (research, knowledge production, and discourse) at
times even precede the practice of art as we understand it, or are simply the artwork’s
constituting elements. What you, however, suggest to be confrontational or antagonistic
positionings of artistic, theoretical, and other propositions I would like to rephrase or
rethink in terms of agonisms. A term borrowed from political theory, agonism emphasizes
a potentially positive aspect of diverting positions and opinions, mainly in the performa-

tive aspect of democratic pluralism. I do not fear such "confrontations," if you ask; on the



contrary, I think they are inevitable and necessary in order to sharpen our views and to
make precise the articulations of the ideas for which we stand. However, this requires an
open and non-competitive, public commitment to these ideas — an approach to which

I have always humbly, yet firmly, tried to adhere.

BG: You were the director of the SCCA during the period known as Meciarism. Pre-

dominantly in the years 1995 — 1996, foreign foundations became targeted by the

government officials in the media. What impact did the political situation of that era

have on the foundation's activities?
MH: I recall these as complex and challenging times that nonetheless produced unex-
pected solidarities and new socialities that have been of crucial importance for our work.
Moreover, the need to collectively defend the space of art as one of the production of new
imaginaries, of the world otherwise as I call it, has gained additional urgency. At the time,
we were taken aback as we could not believe that contemporary art could once again be
targeted by the state ideologues and their censorship desires. But in fact, that struggle is
structurally not very different from the current one I find myself in the midst of — a strug-
gle against the shameless neoliberal takeover of the public sphere in the context of the
Netherlands, where I live and work. The question as to how to reclaim the space of art as
one for freedom to think and act, in concert with the principles of social justice and equa-
lity, seems to be more acute than ever before. Carrying on the explorations of the rela-
tionship between art, theory, and the political — or art, knowledge, and action/activism,
if you will — at BAK, basis voor actuele kunst in Utrecht, an institution I founded back in
2003, the question of reclaiming the rights to art (in its connection to theory and the
political, much like in Interior versus Exterior) continues to present itself with radical

urgency.
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Beyond the Limits Towards

International Style

Nina Vrbanova

From the perspective of current tendencies
and strategies as well as the state of art ope-
ration system (institutions), the reflection of
Slovak art of the 90s notes several fundamen-
tal differences and continuous links. Undoub-
tedly, the revolution of 1989 was the major
impetus of final decade of the 20" century
was that opened the door to for the domes-
tic visual environment to the West, enabling
progressive art programs to penetrate into
official structures along with art history dis-
course. The fall of the totalitarian regime
marked the rise of the previously unofficial
(displaced) scene' as well as the remarkable
onset of younger generation of artists who
emerged during the 90s.” This period is cha-
racterized by the coexistence and mutual
dialogue of the two generations and ideo-
logical tendencies of art with significant and
innovative representatives of the unofficial
art scene of the 70s and 80s on one hand
and the new line of neo-conceptualism and
electronic pro-Western type of art on the
other. First and foremost, this status was not
merely a result of society and its official cul-
ture's debt repayment, but often a full rehabi-
litation and flourishing of intimate conceptual
forms into more space-demanding large-scale
installations occupying (literally and figura-
tively) the previously inaccessible area, etc.

260

In retrospect, the conditions as well as
the overall atmosphere of the 90s appears to
be particularly favorable for art. In addition
to freedom as a rediscovered and coveted
foundation of art devoid of political deposits,
the purge of gallery institutions’, in the sense
of depoliticization of the basal creative envi-
ronment, presentation and communication
of art, was crucially important for further
progress. Numerous interviews with the artists
who at that time constituted the notion and
nature of contemporary art resonate with
euphoric dedication and devotion to the sha-
red “mission” of art. This can perhaps be
attributed to (common) post-revolution
atmosphere, today replaced by (individual)
pragmatism, expanded capitalism and de
facto abridgement of art to “ordinary” occu-
pation. In addition to democratization of
public institutions new periodicals (Fine Art
Life/Vytvarny Zivot, Profile/Profil, and later
Dart) on visual art were published and signi-
ficantly contributed to gradual standardization
of artistic environment® and its contextualiza-
tion, at least in the scope of Central Europe.
This is often described as a hectic effort to
catch up with the western way of art growth
on all fronts. Foreign funds and art founda-
tions played an important role in this process
through their systematic support of produc-

tion and export of exhibitions, publishing
of catalogues and art history publications,
various professional conferences on contem-
porary art, etc. (the Soros Center for Con-
temporary Arts — Slovakia, the Pro Helvetia
Swiss foundation for culture, the Pro Slova-
kia State Cultural Fund and others).

Namely these institutions took over and
stood in the role of the state with regard to
art, its operation and support during the Me-
ciarism from 1993 to 1998. Momentary eupho-
ric beginnings of this period were, rather swift-
ly, followed by re-politicization of institutions
accompanied with such phenomena as degra-
dation and dismissal of several directors of
the previously reputable and internationally
established galleries®, ceased publishing of

1 BARTOSOVA, Zuzana: Napriek totalite. Neofi-
cidlna slovenskd vytvarnd scéna sedemdesiatych
a osemdesiatych rokov 20. storocia. Bratislava,
Kalligram 2011. 360 p.

2 Although the beginnings of the work of the ,,Ge-
neration 90“ representatives often date back to
the end of the previous period, as in the case of
Karol Pichler, Illona Németh or Ivan Csudai.

3 This issue was also addressed by Peter Meluzin's
performance called the Opening/Otvorenie from
1991, which referred to the decontamination of
art institutions by ritual dusting of an authentic
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the Profil magazine, etc. The title of Para-
dox 90. exhibition, intentionally framed by
the period of Meciarism, aspires to highlight
the paradoxical nature of the contemporary
cultural and political context, in which several
progressive curatorial exhibitions of excep-
tional quality showcasing contemporary art
(including that of socio-politically critical
nature) arose, despite unfavorable political
conditions. For instance, this period gave
birth to a number of international collabora-
tions that, quite paradoxically, have been
almost completely absent from the period

of the zero years until today. Moreover, pub-
lication of catalogues dedicated to particular
exhibitions, a practice that has been losing
both regularity and importance in the age of

carpet taken from the former socialist gallery
during the Dream of a Museum/Sen o miizeu
exhibition in the Museum of Art Zilina.

4 RUSNAKOVA, Katarina: Vizudlne umenie na Slo-
vensku 1990 — 2004: V komprimovanom case. In:
Jazdec - Print nastenky o si¢asnom vytvarnom
diani, 4/2011, p. 5 - 8.

5 VRBANOVA, Alena: GalleriesLand of Slovakia.
Struc¢ny narys histérie a stavu galérii na Sloven-
sku po roku 1989. In: Jazdec — Print nastenky
o sucasnom vytvarnom diani, 3 — 4/2013, p. 1 - 3.
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the internet, was considered a common stan-
dard back then. To conclude, the renewed
political manipulation, interventions and
explicit or implicit censorship did not seem
to mark the nature of the Slovak art of the
90s too much in retrospect. The lack of tradi-
tional gallery institutions stimulated maximum
use of alternative exhibition venues such as
desacralized synagogues, run-down historical
sites or different former manufactures and
factories, thus contributing to the birth and
bloom of the site-specific art phenomenon.’
Another distinctive feature of the conclu-
ding decade of 20" century is the unprece-
dented strengthening of curator's position,
respectively the shift of curator's role from
exhibition custodian to exhibition author/
/creator. ‘As a vision holder, the curator served
as a creator of the exhibition's ideological base
of particular exhibition projects in a dialogue
with artists, mostly aspiring to create new
works of art,” which then shaped the genesis
and the contemporary reflection of the art
of the 90s. From this perspective, the actual
impact of negative yet defining political mani-
pulation that determined the posts of gallery
directors remains questionable, as it (although
unintentionally) opened the door to a larger
field of specific curatorial possibilities.® These
curatorial projects served as a common plat-
form to the previously marginalized and
fragmentarily reflected subject matters of
identity, body and physicality, public and
privacy or gender issues, moving them from
periphery to the center of artistic discourse.
On one hand, this opened the door to a range
of highly distinctive individual art programs,
but at the same time promoted the preference
of universal postulates exempt from politics
and local context. At that time, the ideologi-
cal and genre spectrum of art was undoubted-
ly related to the post-revolution phenomenon
of opened borders, not only in terms of geo-
graphy, but also with regard to art itself.
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During this era, the postmodern principles,
the clear declaration of which was present
in the domestic art and primarily in 80s pain-
ting’, expanded not only in terms of new art
forms, but also in terms of expressiveness and
ideological orientation. Inter- and multime-
dia forms were experimented with in order
to broaden the context of traditional media
as a step towards possible new encoding and
perception of art. In relation to the opening
of the geo-political borders (opening to the
West) our art gradually adapted the so-called
international style. During this period in par-
ticular, this term essentially reflects the pre-
ference of 3D works (objects, installations)
involving electronic media (moving image,
computer, sound, etc.) as well as universal
subject matters translated through interna-
tional language of art. In a sense, the princi-
ple of postmodern mixing of styles and gen-
res of art culminated during this period in
Slovakia in the so-called international style
with local identifiers maximally eliminated
in favor of artworks' ability to communicate
outside their own or authentic background.
Thus, it is no coincidence that neo-concep-
tualism became one of the most dominant
strategies of art during the 90s'’ with, for
example, analytical and computer art forms
present in painting.

One of the outstanding curatorial projects
that introduced and addressed this specific
tendency present in Slovak art was the Limit-
los exhibition in the concept of art historian
and theoretician Zora Rusinova, who was then
a curator of the Slovak National Gallery in
Bratislava. Premiered in Kunsthalle Dresden
in Germany in 1997, the project was later
reprised in the State Gallery in Banska Bys-
trica in 1998." Originally Rusinové included
seven Slovak artists'* with an aim to “intro-
duce at least fragmentarily the expressive
forms and tendencies of contemporary Slo-
vak art.”” In the context of a broader per-

spective of the art of the 90s, the curator chose
primarily those artists whose artistic starting
points fell within the period of 70s and 80s.
In addition to the overall vision and curatorial
intent (the extension of media and historical
artistic language), the title of the exhibition
also associated particular aspects of the pre-
sented works. The exhibition hosted a multi-
generation spectrum of artists, various media
and authorial strategies. Thus, categories of
variability and intermediality of contemporary
art as the signaling qualities of postmodern
plurality became the leitmotifs of the exhibi-
tion, along with the subject matter of crossing
the borders of traditional artistic media in
terms of expressiveness (along with other
borders), aiming to “show not only the cros-
sing of the traditional borders of art form, but
also the crossing of geographical distances
and different cultural contexts. All in all, the
space and time relations of individual works
and their ambition to become universally
comprehensible by overcoming the barriers
between emotional and rational aspects, art
and play, life and death, stability and varia-
bility, as well as fragment and whole, are,

in a sense, limitless in their nature.”"*

6 HUSHEGYI, Gabor — KISS, Suzanne (ed.): At Home
Gallery 1995 — 2000. Samorin, At Home Gallery
2001. 88 p.

7 RUSNAKOVA, s. 6.

8 Curators of the reflected exhibitions organized
inside and outside of the country usually used the
institutional framework as a certain “shelter” and
implementation ground for their projects. In retro-
spect, it is becoming apparent that the concept of
art and culture during the Meciarism was not moni-
tored so rigorously. It generally remained shallow
in terms of ideology and power and primarily
addressed outer cues coming from coalition envi-
ronment. Specific issues in this regard were the
exhibitions closed untimely or the manipulation of
results on the casting of our pavilion in Venice.

9 JABLONSKA, Beata: Malba v postmodernej situ-
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After a closer look at the handful of the
presented authors, one can follow a number
of certain curatorial intents. The classical
media of painting was represented by its ana-
lytical form that re-reflected the relation of
photography and painting, integrating com-
puter graphics with authentic landscape as
process-related part of painting (Daniel Fis-
cher). Another take on this tendency was
brought by digitalization of painting lan-
guage and work with found, respectively
computerized model (Ivan Csudai). The se-
cond dominant group of works presented at
the exhibition included objects and installa-
tion that largely replaced the classical-like
tendencies in sculptural art during the first
half of the 90s with space installations often
created with manipulated ready-mades, car-
rying a strong ideological reference to the new
perception of art and the playful distortion
of its standardized reading (Otis Laubert).
Aesthetics of ready-made objects and instal-
lations was almost exclusively translated in
the form of manipulated or simulated (autho-
red) objects — e.g. as a mock children's game
with a conceptual foundation and strong mo-
ral message (Karol Pichler). The encoding of

4cii. In: RUSINOVA, Zora (ed.): Dejiny slovenské-
ho vytvarného umenia — 20. storocie. Bratislava,
Slovenska narodnéa galéria 2000, p. 98 — 106.

10 BESKID, Vladimir: Neokonceptudlne a postkoncep-
tudlne smerovania v 90. rokoch. In: RUSINOVA,
Zora (ed.): Dejiny slovenského vytvarného ume-
nia — 20. storocie. Bratislava, Slovenska narod-
nd galéria 2000, p. 190 — 194.

11 State Gallery in Banska Bystrica, Ndmestie Stefana
Moysesa 25, exhibition duration from May 6 to
July 5, 1998

12 Original authors presented in the exhibition were Ivan
Csudai, Daniel Fischer, Monogramista T-D, Otis Lau-
bert, Peter Meluzin, Karol Pichler a Anabela Zigova.

13 RUSINOVA, Zora: Limitlos / Mimo limity. Dra-
d’any, Kunsthalle Dresden 1997, nepag.

14 Ibid, nonpag.
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game as one of the fundamental postmo-
dern principles gradually became the cen-
tral subject matter as well as the message
of these works. Particularly the form of
video-installation, combining classical and
electronic ready-mades, offered extended
ways of subversive, ironic and critical re-
flection of contemporary media pressure
along with de facto social and moral failu-
re of man (Peter Meluzin).

The author of the exhibition compiled
the image of Slovak art of the second half of
the 90s in the spirit of the current discourse.
Regarding the forms of art, she combined new
tendencies present in the contemporary pain-
ting, showing its perspectives in intermedia
context of the new digital language. The cu-
rator put the primary emphasis on objects
and installations, while also indicating the
interactivity and deauratisation of the works
offered in direct (active) perception. In the
context of new media Rusinova confirmed
the quality and legitimacy of video art, respec-
tively video-installations. Thus, her selection
of works was symptomatic and revelatory in
its fusing and limitless nature. The second
dimension of her curatorial intent was to
draw attention to the new iconography and
the potential of neo-conceptualism, the core
of which consisted of manipulated and si-
mulated ready-mades. She exhibited a broad
range of subject matters that carried a posi-
tive message about the power and expressi-
veness of art for the second half of the 90s,
which was not pragmatically calculated or
emptied, but rather saturated with moral
and aesthetic message in times of flourishing
postmodernism. ,Last but not least, the pro-
ject addressed the dematerialization of form
and its renewed fixation that, through the
process of media analysis, created a new and
previously undefined syncretic style“”* which,
from today's perspective, can be described
as international.
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15 VRBANOVA, Alena: Mimo limity. In: Galéria —
- noviny o umeni, 2/1998, p. 8.

* Limitlos
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Ilona Németh

Jana Zelibsk4



Trilogy of Curatorial Exhibitions

of Katarina Rusnakova

Mira Sikorova-Putisova

Curatorial Exhibitions

as a Characteristic Attribute
of the Art and Art Practice
of the 1990s

Concept of an exhibition with an aim to speci-
fy a certain phenomenon (selected tendency
or aesthetic category) through works of art
made on order of the curator in an intention
of a proposed libretto is not a type of presen-
tation that came into practice during the last
decade of the past century. It already appea-
red at the end of 1960s, but specially during
1990s, and this format became one of the
typical attributes of the period." Although
this form of presentation of art where the
curator is in the position of creator/author
(and therefore his role is equal to the artist
in the sense of the creativity) also has its
continuity in the new millennium, the con-
centration of curatorial exhibitions of the
1990s is larger.

This is related to several factors: orienta-
tion and specialist condition of art history and
its representatives, but most of all, the nature
of art and art operation during the given time.
Visual art of the 1990s is characterized by
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the interest in the new and understandably,
being different from the canon from before
1989. In the area of its reflections through
exhibitions, an attempt to describe and name
new tendencies is visible. The use of different
methods while preparing exhibitions is clo-
sely related, an exerted chronological format
or a key of belonging to a certain medium
begins to be more avoided. On one hand, it
is true that the curatorial exhibitions of the
1990s reliably give reference about about
the dominance of the object, installation and
their following hybrid fusion with video at
the time, and therefore also refer about the
attempt of curators of exhibitions to canonize
these media.” Another category of curatorial
exhibitions demonstrating typical signs of art
and its presentation of the time are curatorial
site-specific projects also organized outside
stone institutions.’

At the time of the trilogy (1995 - 1997)
at the Museum of Art Zilina (PGU), seve-
ral other projects took part. They represent
a model which is closest to the essence of
a curatorial exhibition based on a concept
referring to selected specific art historical or
aesthetic problem.* Thanks to the high con-
centration of curatorial exhibitions, this peri-
od is unique, and although their organisation
indeed has a continuation, their occurrence

* Paradigm Woman, Physical/Mental, Between Man and Woman

Petra Handkova was dedicated to the problema-
tics of curatorial exhibitions (not only in relation
to those realized at the PGU in Zilina):
HANAKOVA, Petra: Women - Institutions? On
the History of Art Operation of 1990s. Bratislava,
Slovart 2010, p. 56 — 58, Ibid. p. 140 — 141. Also
see: HANAKOVA, Petra: Curatorial Exhibition. In:
Arslexicon — vytvarné umenie na Slovensku. Eds:
BALAZOVA, Barbara — POMFYOVA, Bibiana,
URL: http://www.arslexicon.sk/?registre&objekt
=kuratorska-vystava 22.5.2014

Examples of these concepts are mainly: Objects
and Installations (1992, curator Katarina Rusna-
kovd), Zwischen Objekt und Installation, (1992,
curator Jana Gerzovd), On-Off (1993, curator
Radislav Matustik), Pars pro toto (1995, curator
Zora Rusinovad).

The interaction between an art work — installa-
tion or object and an atypical purposely chosen
space of a non-gallery or even anti-exhibition
type was an important part of the integrity of the
work and its presentation. Typical group curato-
rial exhibitions with a theme or an overall leitmo-
tiv was the factor of “otherness” of the space and
its genius loci generating the character of most of
the contributions are most of all: Genius Loci
(1991), PGU building, Dukla 23 Square, curator:
Katarina Rusnakova, Barbakan (1992), city forti-
fication barbican in Banska Bystrica, curator:
Alena Vrbanova, Secret (1994), PGU attic in Zili-
na, curator: Katarina Rusndkovd, Power station T
(1993), spaces of former electric power station
later adapted for a gallery, curator: Vladimir
Beskid, annual exhibition of SCCA Interior versus
Exterior (1996), location of a factory for making
brushes Cosmos, curators: Mdria Hlavajova,

Marta Smolikovd, one artist or couple presenta-
tion format cycles of exhibitions with concept by
Jana Gerzova in Synagogue — Centre for Contem-
porary Art in Trnava: Art of the Aura (1995 -
- 1996), The Memory of a the Space (1997 -
—1998), Allocation of Space (1999 — 2000) and
several similar projects at the Synagogue in Sa-
morin during the 1990s.

In a sense of the density of the production, the
period between 1993 — 1998 can be considered
as a ,gravity centre“ of realization of curatorial
exhibitions during 1990s. Apart from the men
tioned projects with a pronouncedly site-specific
character, this applies to other exhibitions as
well: Untitled (1994, curators Radislav Matustik,
Alena Vrbanova), Epicurus’ Garden (1996), Li-
mitlos (1997), Baroque and Presence (1998),
curator Zora Rusinova, annual SCCA exhibition
60/90 (1997, curators Alexandra Kusd, Petra
Handkova).
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gradually declines. The cause of this pheno-
menon can be found in the negative opera-
tional changes of institutions, where it was
possible to organize this financially and pro-
duction-wise demanding projects, but it is
also the silence of their curators’, and as the
following period of the new millennium will
prove, only a seeming exhaustion of themes
and possibilities of concepts.® From today’s
point of view, Stipend for Young Curators ini-
tiated by the artist Anton Cierny characteris-
tically taking place at the PGU in Zilina at the
turn of 1990s and 2000s seems like a conti-
nuum of the key period of curatorial projects.”

Trilogy of Exhibitions as an
Expression of the Gender
Point of View in Art.

Projects Physical/Mental, Paradigm Woman
and Between Man and Woman are curatorial
in the narrowest meaning of this category.’
And regardless of the gender attribute that
individually defines them as exhibitions pre-
senting male, female and confrontation of
male and female views of artists, these exhi-
bitions brought a distinctive type to the time
of high concentration of curatorial exhibitions.
They are characterized by an attempt to
assemble a collection of presented works
according to their belonging to a tendency
that later gradually became a subject of art
historical interest, and in hindsight, it can
be talked about as one of the typical signs of
the visual art of the 1990s. In this intention,
a libretto was presented to the artists (con-
taining a set of topics, recommendation of
forms) for the realization of the work of art.
The aim of the curator was to use the exhi-
bition for specification and establishing the
tendencies of post-feminist and gender-orien-
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ted art in our location. More than other cura-
torial projects of the period of the second half
of the 1990s, these exhibitions are charac-
terized by the feature of curatorial impulse’
that conditioned and also profoundly influ-
enced the resulting form of the artworks.

The contributions of male and female
artists to the trilogy were made for the spe-
cifications of the space. Mainly in the first
two parts of the trilogy (Physical/Mental
and Paradigm Woman), there is a visibly
strong site-specific approach that logically
came from the givenness of at that time
unique “white cube-type space” in Slovakia,
where each of the male and female artist
got one fourth for carrying out their contri-
bution. By this, the works were pronouncedly
“made to measure”, and therefore large forms
of installations and video installations came
into being. Their close connection to the space
also caused the balance ratio of emptiness and
mass of the pieces. What is most important
is the fact that during these two exhibitions,
thanks to the dramaturgy based on purposely
small number of artists in favor of enough
space for them, a presentation was managed
to be realized where it was possible to view
the contributions of the artists individually,
but at the same time, they created a consis-
tent whole thanks to present, not only thema-
tic but also visual connections. For this rea-
son, several of these pieces did not achieve
the same effect during late re-installations
as they did during the premiere."

The concepts of the exhibition trilogy de-
monstrate the picture of the contemporary
art history practice fairly reliably with an aim
to name the tendencies of the visual art of
the time in relation to the up-to-date picture
of the Euro-American art. Besides the critical
reflections through texts in periodicals of
the time dedicated solely to current art which
only began to appear more significantly in the
mid-1990s", it was the format of curatorial

* Paradigm Woman, Physical/Mental, Between Man and Woman

exhibitions that became the frequently used
tool for establishing object, installation and
video installation belonging to Neo-concep-
tual art that also thanks to these exhibitions

5 It is not silence in terms of interruption or stop-
ping of the activities of the individual theorist, it
is rather minimizing of this curatorial activity.
The reason for this decay is a temporary loss of
platforms for organizing exhibitions — several
galleries during the Meciar's government (1993 —
— 1998) got under the administration of local
authorities, and their curators (in positions of
leaders of the institutions) were forced to leave —
— for example Katarina Rusndkova (PGU Zilina),
Alena Vrbanova (State Gallery Banska Bystrica)
were dismissed from directorial posts.

6 The continuity of curatorial exhibitions was
mainly secured by a generation of younger art
historians. They were partly applying the me-
thods used during the 1990s, for example, the
form of ahistorical exhibitions — Madonna in
Contemporary Visual Art (2002), curator Adriana
Celedova-Hupkova, but generally the concept
following a selected thematic construct prevailed
in curatorial projects of the first half of the
2000s: (in)time (2001), curator Lucia Gegorova-
-Stachova, Permanent Romanticism (2003), cura-
tor Richard Gregor, Too Many Exceptions (2003),
curator: Mira Sikorova-Putisova or alternatively
the phenomenon coming from the form of the
work of art: Manipulating Art I, I (2000), cura-
tor: Richard Gregor or genre: Homage to Myself
(2001), curator: Lucia Lendelova. By this they
create a certain counterweight to the curatorial
exhibitions of the 1990s with their profound
belonging to object and installation. In addition,
on contrary to the 1990s, artists also introduce
themselves in the role of curators and initiators:
Big Milk (2001), concept: Luba Sajkalova, Eva
Masarykovd, Bride, concept: Eva Sajkalova, Anetta
Mona Chisa, Martin Piacek, Eva Filovd.

7 It took place where the trilogy of Katarina Rus-
nédkovd did as well. The stipend supported pro-
jects of young freelance curators, and during this
time (2000 - 2001) partly substituted the prac-
tice of vacant place of curator/art historian in the
gallery. The mentioned exhibitions were orga-
nized as part of this project: Manipulating Art,
(in)time, Homage to Myself. SIKOROVA-
—PUTIéOVA, Mira: Curator — Organiser. Interview
with Anton éierny. In: CIERNY, Anton (ed.):
Anton Cierny. Zilina, Museum of Art 2012,
p. 128.

gained a dominant position during this time.
Among most of the curatorial exhibitions
that more-less followed this line, trilogy of
the exhibitions in PGU is different by the

8

10

11

Physical/Mental (exhibiting artists: Roman Ondak,
Boris Ondreicka, Karol Pichler, Peter Ronai), Pa-
radigm Woman (exhibiting artists. Denisa Lehoc-
ka, Ilona Németh, Petra Novakova-Ondreickova,
Jana Zelibskd), Between Man and Woman (same
exhibiting male and female artists, the group was
amended with Peter Meluzin).

In the catalogue of the first from the trilogy of
exhibitions, the curator describes this approach as
»open work project“, in which the given artists
are instructed in an area of possible sources of
inspiration.“ RUSNAKOVA, Katarina: Exhibition-
graphy 1. mental stage — exhibition project. In:
Physical/Mental. Zilina, PGU 1995, p. 5. Handko-
va, Petra: citation, p. 140 — 141 deals with the
specifics of curatorial approach connected to galle-
ry operation in the context of the time.

An example is the installation of Denisa Lehocka
— Untitled from the exhibition Paradigm Woman
that was re-installed several times in different con-
texts — PGU Sampler (2005, GJK Trnava), In(ter)-
media(s)res (2006, PGU Zilina, 2007, TG Martin).
It was composed for a concrete part of the exhibi-
tion space. It created a finale of the show, and
thanks to neighbouring with the video installation
of Jana Zelibskd — Her View of Him with an expres-
sive form was in opposition with the introspective
content and ephemeral expression of the work of Le-
hocka, creating a dynamic nature of the exhibition.
Importatant periodical of the time were Profil
[Profile of Contemporary Visual Art] (it was pub-
lished in 1990 — 1996) and Vytvarny Zivot [Visual
Art Life] (it was also continually published after
1989 until 1995). Next to texts reassessing alter-
native art from before 1989, profiles of world artists
and sections about exhibitions abroad, reviews of
local exhibitions began to appear more intensively
only after 1993. To a certain extent, this is also
related to a more significant occurrence of cura-
torial exhibitions comparing to the beginning of
the decade. In Vytvarny zivot, the reflections of cur-
rent events got space after the change of its con-
cept in 1993. R. Matustik, K. Rusnakova, J. Ger-
zova, A. Krnacova-Gutleber, A. Vrbanova, V. Bes-
kid, J. Oravcova-Demova belonged to the theorists
that contributed with texts about local contempo-
rary art and many of them (R. Matustik, K. Rus-
nakova, J. Gerzova, A. Vrbanova, V. Beskid) were
also authors of curatorial exhibitions of the time.
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attempt to “generate a new discourse”, i.e.
based on knowledge and experience with
a different artistic environment and issues
that belong to it, to initiate / inspire the
tipped and approached artists for the rea-
lisation of works that could be interpreted
through the category of gender art.”” Her
step in a sense of the appeal towards artists
through a certain “transmission” of ideas
and themes from different (outside) environ-
ment has a certain precedence in our history
of visual arts, and at the same time, the im-
mediate experiences of Katarina Rusnakova
with international art of the time that she
decided to apply in this way are plumbless.”
The second aspect that had an effect on
the organization of the trilogy is the cura-
tor’s mapping of the art scene of the 1990s
aimed at male and female artists with work
reacting to the current trends in art. This was
connected to the anticipation that they take
up the position of trendsetters, and these
were not only the youngest artists as it is
usually expected. Also older artists appeared
in the selection (J. Zelibsk4, P Rénai, P Me-
luzin), and they came from the alternative
scene, but during 1990s they profiled them-
selves as exclusively media artists, and this
presence was mainly conditioned by the pre-
sence of gender problematics in their work,
although it was unreflected until then. She
is connected to a few of the artists by a pre-
vious cooperation on curatorial, monograph
or smaller-scale exhibitions.” The composi-
tion of selected male and female artists the-
refore consisted of the youngest generation
of artists that were thanks to (or because of)
their visual language visibly influenced by
the model of Euro-American Neo-conceptual
art, and were also key artists of the exhibi-
tions of Soros Center for Contemporary Arts
(R. Ondak, B. Ondreicka, D. Lehocka, P No-
véakovd — Ondreickovd). They were amended
by somewhat older artists (K. Pichler, 1. Né-
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meth) who were at the time still part of the
young generation, and the selection was fi-
nalized by older artists with a profiled pro-
gram at that time. It was their cooperation
with K. Rusnakova and PGU causing a syner-
gic effect — the foundation of following (and
not only very necessary for the art historical
context of the time) monograph presenta-
tions™ that confirmed the irreplaceable place
of these artists in the history of Slovak video
art, and at the same time through the acqui-
sitions from these artists, the basis of the
segment of video media in the collection of
intermedia art at PGU was formed. This part
of the extended cooperation applied to all
artists from the trilogy.”® It is also apparent
from these facts that the construction of the
group of artists had a logical foundation,
but, although this is not related to the orga-
nisation of the exhibitions, it is interesting
to watch the trajectories of artists that also
thanks to these exhibitions became the key
artists of the new decade, in the following
time of the turn of the new millennium and
2000s. With today’s hindsight, it is apparent
that the “trendsetting” and a resonance of the
work of the youngest ones were key exactly
during 1990s, and in this way, they did not
exceed the limit of this decade in this manner
— the connection of these artists to the influ-
ential activities of SCCA played an important
role in this case, and concentrated during the
same time. In the following decade, the work
of some of them becomes closed for our con-
text (R. Onddk, D. Lehockd, P Novakova-
Ondreickova), others silenced or began to
concentrate on different (organisational)
activities (B. Ondreicka). Similarly at the
beginning of 2000s, the oldest artists (apart
from Peter Rénai) disappeared, but the in-
sufficient institutional support of video art that
was striking during this time is the reason.
The beginning of the realization of the tri-
logy (exhibition Physical’Mental in 1995) is

* Paradigm Woman, Physical/Mental, Between Man and Woman

rooted in a time, when the gender discourse
and relevant terminology went through the
initial phase of adaptation to the conditions
of Slovak visual art, while this process did
not manage to avoid the risk of essentia-
lism, misinterpretation or “forced” context-
ualisation at the expense of authenticity or
distinguishing the nuances of the work of
the individual artists.”” Paradoxically small
amount of text comparing to exhibition prac-
tice rather mediates information about the
process of mentioned adaptation than its
parallel revision."

The curatorial cycle of Katarina Rusnakova
is the first to reflect the given discourse in
a more complex manner — by exhibitions with

12 RUSNAKOVA, Katarina: Exhibition-graphy 1.
mental stage — exhibition project. In: Physical/
/Mental. Zilina, PGU 1995, p. 5. Also see: HA-
NAKOVA, Petra, cited work, p. 140. Although
Petra Handkova questions the status of curatorial
exhibition of the individual projects of the trilogy
by an argument of a non-existent platform that
would connect the works, or a discrepancy of the
works with it, it is the aspect of initiation to cre-
ation from the curator that makes these projects
curatorial. The extent of reference of these works
to the given platform — art articulated by the gen-
der optics, it is at the same time necessary to dis-
tinguish — although it does not have the same
intensity, it also does not fully give it up in any of
the cases.

13 Rusndkovd’s initiation gesture is similar to the
transference of the ideas of the New Realism by
Alex Mlynarcik into Slovak environment in 1964 —
—1965. Richard Gregor pointed this reality to me
during a conversation. In 1993 — 1997, K. Rus-
nakovad completed several study residences in
New York, where she was in direct contact with
contemporary visual art through its presentations
in galleries. More: RUSNAKOVA, Katarina: 5 x
New York. Bratislava, Kalligram 2003, 160 pages.

14 She states the previous cooperations with male
artists as a motivational factor for realization of
the first exhibition of the trilogy RUSNAKOVA,
Katarina: Exhibition-graphy 1. mental stage —
— exhibition project. In: Physical/Mental. Zilina,
PGU 1995, p. 5. Paradigm Woman was preceded
by presentations of Ilona Németh, Petra

prior research and most of all catalogue pic-
ture and text trace. While perceiving the indi-
vidual exhibitions of the trilogy through the
prism of adapting the gender discourse, it is
possible to consider the extent of its presence
(or visibility) in the individual exhibitions of
the trilogy, and therefore the possible differen-
ces between them. At the same time, a ques-
tion may be asked, whether the gender attri-
bute of the cycle is not only given by the fixed
artists — only men, only women and the fol-
lowing mixed group of both. Therefore, the
first of these exhibitions (Physical/Mental)
can through this optic be more of a refe-
rence about aspects belonging to the wide
spectrum of the themes of Neo-conceptual

Novdkova-Ondreickovd at the Marginalia SCCA
exhibition, PGU organized solo exhibition of Jana
Zelibska — Last Feeding (1993).

15 Peter Meluzin — Mouse Killer, Deratization —
Deartization (1995), curator: Radislav Matustik,
Jana Zelibskd 1966 — 1996 (1996), curator:
Radislav Matustik, Peter Ronai — Videoanthology
(1997), curator: Katarina Rusnakova. All exhibi-
tions were accompanied by large catalogues.

16 On the system of connecting exhibition to the
institution collection (PGU) more: HANAKOVA,
Petra: cit. work, p. 141.

17 At the beginning of 1990s, the author of the exhi-

bitions mentions the risk of essentialism and pos-
sible mistakes of interpretation when getting
acquainted with feminist and gender art:
RUSNAKOVA, Katarina: Questionnaire instead of
Introduction — Feminist History of Art in Post-
-Communist Times (interview with Martina Pach-
manovd) In: Gender Aspects in Contemporary
Visual Art in Slovakia. Banskd Bystrica, Faculty of
Arts 2009, p.12.
The so-called ,forced“ contextualization is intro-
duced by Richard Gregor as a specific problem of
the forming theory of new art of the 1990s.
More: GREGOR, Richard: Authenticity, Tradition
and Post-national Situation (On the Premises of
Development of Slovak art of 2000’s). In:
SIKOROVA-PUTISOVA, Mira (ed.): Zero Years.
Zilina, PGU 2011, p. 101 — 102.

18 The 1993 issue No. 2 of Profil was dedicated to
women'’s art, post-feminism and gender issues.
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art: problematics connected to re-evaluating
of social and cultural contexts touching the
society of the time, often connected to cri-
tique or and ambivalent attitude towards
consumerism — therefore themes also strongly
resonating in our post-socialist environment."
The aspect of subjectivity of statement brin-
ging works to gender narration perhaps most-
ly appertained to the realization of Peter
Rénai Neodiaogenetics, whose use of his own
identity as a subjective category at the time
was a strong line of work. A typical and con-
necting characteristic of works next to the
mentioned local specific was the appropriated
readymade as a basis for installation, by which
they primarily rather referred to form, and
their contents thanks to deliberate intertex-
tuality stayed second.

While the previous project brought so-
phisticated (an by forms of installations pa-
radoxically suppressed) articulation of gen-
der from the position of men, with its men-
tioned complex site-specific character in
“white cube” being a strong positive charac-
teristic, Paradigm Woman, subsequent to this
line of work with space brought a more open
model of works reflecting the theme of gen-
der. Layers of sensibility, introspection, but
also more expressively formulated message
applied in different intensity in different
works communicating the presence of female
subject in a more spontaneous manner. An
example of a more accessible mental inte-
raction of the exhibition with the viewer
is the installation of llona Németh — Our
Dreams. In a visually simple and purposely
minimal form, composed of 147 used pil-
lows from a defunct hotel layered in raster
on the floor, a strong memory trace referring
to the contexts of their previous use was
hidden. Therefore, it opened several possibi-
lities of interpretation (for example through
the subject of the users of the pillows, their
body or its residues), and at the same time,
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the installation integrated the viewer into its
complex by a necessary passage through it.
A certain opposite to the introspective soun-
ding installations of D. Lehockd and P Nové-
kova-Ondreickovd, and in a way also an
opposite to their more complicated seman-
tics was the fairly strikingly tuned video
installation of Jana Zelibska — Her View of
Him with content deconstructing the male
view of the female subject processed with
typical irony that continually belongs to the
arsenal of the artist. On a large-scale projec-
tion (by the way first in the history of Slovak
video art), she mediated a view of a showe-
ring man. Video installation that was a turn
of the male gaze to the female one offered
several further interpretations, while the key
one was about the relativity of the status of
a man as the “stronger sex”.”

On the background of the exhibition Para-
digm Woman, there is a visible concentrated
interest in post-feminism and gender ques-
tions in art — apart from the text dedicated
to this tendency in the exhibition catalogue,
Katarina Rusndkova also lists exhibitions de-
dicated to the issues of women in art during
1980s and 1990s, most of all Sense and Sen-
sibility, Women Artists and Minimalism in the
Nineties (1994, MOMA, New York) that was
an inspiration for her in a sense of reflection
but also application of discourse of post-fe-
minism in Slovak art.”’ At the same time,
we can claim that exactly through the exhi-
bition Paradigm Woman, a strong line of the-
oretical activities opened up for the curator
in this area.”

An important leitmotiv of the final part
of the trilogy was the confrontation of fema-
le and male optics, and the creation of con-
ditions for capturing the nuances of the rela-
tionship between genders. The communica-
tion between the female and male subject
was mainly induced by the common presence
of works that could condition the foundation

* Paradigm Woman, Physical/Mental, Between Man and Woman

of ties between otherwise autonomous works.
The realization by Peter Meluzin — Pulp Fic-
tion was about the consequences of a literally
invalid relationship of a man and at the same
time the work that as one of the few pieces
referred to the exhibition title as well. In line
of his reflections of the problematic of mass
media, he referred to he case of a self-castra-
tion of a man described in the black book, and
also to a certain “liking” of the information
with negative content in the media, which
was very quickly symptomatic for the commer-
cial media of the 1990s.

19 More on thematic concept of Physical/Mental:
RUSNAKOVA, Katarina: footnote No. 14

20 Also see: RUSINOVA, Zora: Through the Eyes of
a Woman or Eternal Bride of Spring. In:
BUNGEROVA, Vladimira — GREGOROVA, Lucia
(ed): Jana Zelibskd — No Touching, Bratislava,
Slovenska narodna galéria 2012, p. 21 — 22.

21 K. Rusndkovd stated this fact in an interview
about this exhibition. More on the concept:
RUSNAKOVA, Katarina: Paradigm Woman. Zili-
na, PGU 1996, p. 5-7.

22 Writing about the problematics of gender art,
reflection of feminism and post-feminism in art,
the way of interpreting contemporary art through
this optics creates an important part of her biblio-
graphy, most of all: RUSNAKOVA, Katarina: Visual
Representations of Gender Identities in the New
Media. In: 1990’s plus. Reflection of Visual Art at
the Turn of the 20" and 21" century. Bratislava, Slo-
vak section AICA, 2003, p. 70 — 81. Gender Aspects
in Contemporary Visual Art in Slovakia. Banska
Bystrica, Faculty of Visual Arts, Academy of Arts,
2009, 124 pages, she also used the methodology
of the gender point of view in RUSNAKOVA,
Katarina: History and Theory of Media Art in Slo-
vakia. Bratislava, Academy of Fine Arts and Design,
Afad Press 2006, 300 pages.

23 Apart from reviews from the time (fairly modest
amount in relation to the importance of the trilogy)
were the given exhibitions characterized in this
manner in a text about gender art in Slovakia in
the catalogue of the international exhibition Gen-
der Check, RUSINOVA, Zora Slovak republic. In:
Gender Check. Feminity and Masculinity in the
Art of Eastern Europe. Wien, MUMOK Museum
Museum Moderner Kunst Stiftung Ludwig 2009,

The trilogy, and most of all its two last
parts, was defined by theorists as first exhibi-
tions in Slovak environment that have dealt
with the gender problematics®, although this
aspect was originally only one of the layers
of their reading.” It was supplemented by
the mentioned attempt to canonize the inter-
media® - object, installation, video installa-
tion and institutionally support the creation
of mainly the last one. Even from today’s
point of view, the question of language appa-
ratus respective to the forms of art that were
initiated by this cycle is important. A certain

p. 369. Also see: ORISKOVA, Maria: Paradigm
Woman. In: Ateliér No. 24, 1996, p. 8,
JABLONSKA, Beata: Paradigm Woman. In:
Galéria, No. 3, 1996, p. 4, VASKOVICOVA, Hana:
Between Man and Woman or the Anabases of
Leading an Instittion of a Gallery Type in Slo-
vakia. In: Vytvarnicke noviny No. 3, 1997. In
relation to reviewing the first two parts of the
trilogy it is necessary to note that we find no
reactions in any of the specialized Slovak maga-
zines (Profil, Vytvarny zivot) apart from Czech
Ateliér (M. Oriskova), but these also stopped
being published at the time of its realization.
Texts about the exhibition mostly published in
regional periodicals come from the curator her-
self, an exception is her text in Ateliér — RUS-
NAKOVA, Katarina: Between Man and Woman.
In: Ateliér No. 23, 1997, p. 8 — 9. Perhaps it is
a symptom of the time that this form of self-pro-
motion of own projects in specialized magazines
(hardly imaginable now) was not strange to
other active theorists of the 1990s (Z. Bartosova,
V. Beskid, R. Matustik, A. Vrbanovéd). The predo-
minance of these texts (in mentioned respected
periodicals) above reviews does not offer the de-
sired plurality of opinions and therefore makes
the possibility of reversed interpretation harder.

24 More on the concept of the exhibition and the
whole trilogy: RUSNAKOVA, Katarina: Between
Man and Woman, Zilina, PGU 1997, p.5-7.

25 The fact that this aim was fulfilled is proved by
a present view that several works from the trilogy
are emblematic examples of the art of installation
or video installation of the 1990s, while a good
share of this reality has the catalogue trace of the
exhibitions - texts and good reproductions.
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impenetrability or even hermetically closed
contents (and meanings) of installations have
its origin in the universalism of the transfer-
red morphology of Neo-conceptualism®,
based on which they were made. Unclear
and essentially yet in the process of adapta-
tion was also the method of their interpreta-
tion, equally marked by universalism. This
handicap of curators’ texts belonging to the
trilogy”’, which was by the way symptomatic
for other theorists dedicated to the new media
(K. Rusnakova was a pioneer in this sense)
is compensated by an attempt for comple-
xity of the analysis and an emphasis on the
context, which is typical for her. Generally
the language apparatus of the installation
art interpretation with foundations made
during 1990s was marked by as it were uni-
fied scheme of installations also visible in
the trilogy (ready-made basis, emphasis of
the appropriation, abandonment of handi-
craft) while the mentioned universalism of
their model went hand-in-hand with the uni-
versality of their themes (for example identity,
gender, consumerism, kitsch versus “high art”)
and terminology used when writing about
them. This phenomenon was typical mainly
for the second half of the 1990s, and dimi-
nished with the onset of authenticity, nuances
of the local tradition and themes of local con-
text, and based on this trend, the strikingly
academically sounding language of interpre-
tation was “humanized”.
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* Paradigm Woman, Physical/Mental, Between Man and Woman

In this case it s an interesting insight that the
given universalism of the Neo-conceptual lan-
guage connected to a more strongly closed con-
tent is more typical for the youngest artists from
the trilogy with parameters are most similar to
the Euro-American model. On the contrary, the
realizations of the older artists are more open in
interpretation, but also carrying signs of personal
manuscript and style, but authentic even with the
used medium and morphology.

The way of writing of K. Rusnakova as one of the
theorists and critics after 1989 was evaluated by
HANAKOVA, Petra: cit. Work p. 147 — 149. The
critique of ,impenetrability and emptiness of texts
despite trendy expressions“ is derived by Hana-
kovd mainly from the form of Rusndkovd’s texts,
but it is not possible to agree with generalized
statement their content is also minimized by this,
or non-existent without reservation. It does not
evaluate the relevance of the existing informa-
tion in her interpretations, and she rather turns
her critique to the form of her texts and the style
of writing.
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A Dream of the Museum!

Institutional Anchorage of the Work

as the Common Denominator of Art

Practices in the 1990s

Richard Gregor

The historiography of art, whether intentionally or unintentionally,
functions as an instrument of the intentions of contemporary art.

Jdn Bakos, 1989

I. The Broader Tendency
of This Essay

In recent writings of mine' where I tried to
identify the genesis of the postmodern situa-
tion in Slovak visual art of the so-called “zero
years”, I have designated five stages of this
process. Behind each of these stages there

is a moment of critical spirit internal to the
artwork, which is directed at contemporary
artistic practice. I have graduated this deve-
lopment according to decades. What origi-
nally laid the foundation was the conceptual
and subsequently also performative criticism
(of artistic form) by antithesis in the 1960s,
for example by Alex Mlynarc¢ik and Julius
Koller. There may have been a precedent
image of this in the refiguration, as a criti-
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cism aimed at the acceptance of informel,

to which some members of the Bratislava
Confrontations movement (e.g. Jozef Janko-
vi¢ and Mira Haberernova) matured, or diver-
ged. Referring to the 1970s, I have spoken
of “a criticism of the certainty of the theme”,
where I had in mind the possibility of seeing
certain works by the realists, or the fusion of
pop-art and realist poetics, as a subversive
current in some of those artists (e.g. Jozef
Srna and Julian Filo) whom the socialist re-
gime accepted. Under “the radical question
of the formalism of the 1980s” I sketched

a possible interpretation of the rapid trans-
mission of the transavantgarde aesthetic in
our milieu, as an attempt at replacing one
formalism (the official, socialist) with another
(an essentially modernist reading of the adop-
ted postmodern® form). In the 1990s this

process went as far as “criticism of the self-
sustaining form” — I will present this thesis in
more precise and developed form in a subse-
quent text — and finally in the zero years be-
came a criticism of the dogmatic originality
of the artwork and the art medium (e.g. va-
rious methods of work with painting).’

At this moment, however, I am not concer-
ned with postmodernism: I continue to think

1 Autenticita, tradicia a postnarodnd situdcia. In:
Kol.: Nulté roky. Zilina, PGU 2011, s. 101 — 128
(citacie zo s. 125); GREGOR, Richard: Haberer-
novej oko. Postinformalna figuracia v slovenskom
vytvarnom umeni 60. rokov 20. storocia. Bratis-
lava, GCM 2013, s. 72 — 73.

2 This perplexing moment is the source of the erro-
neous use of “postmodern” for 1980s art.

3 The framework of decades must be regarded
merely as orientational. For the 1960s the tur-
ning point is the beginning of normalisation; the
processes mentioned in the 1980s may be regar-
ded as beginning with the relaxation at the time
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that one is not justified in speaking of it in
Slovak visual art of the 1990s. What I am
interested in are the inner processes which in
the course of that decade called forth the
“criticism of the self-sustaining form”, and
how the given moment was marked or ex-
pressed by three connected projects*, which
I am evoking as a participant in this exhibi-
tion initiative of the Kunsthalle Bratislava.

of “perestroika”; for the 1990s the turning point
was the 1989 revolution; for the zero years the
appearance and impact of the young generation
about 2002/2003. Furthermore, as a rule these
processes did not end with the decades when
they originated: they might freely continue in the
work of individuals, or among art styles and ten-
dencies.

4 A Dream of the Museum (PGU, 1991, curator
Radislav Matustik); Sen o muzeu? (PGU, 1995,
curators Radislav Matustik a Katarina Rus-
nakova); 20 Years of the PGU (PGU, 1996, cura-
tor Katarina Rusnakova)
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II. Selected Groups of Problems

Even at a first glance at visual art in the
1990s, we are forced to take account of
many circumstances:

* which form the background to the attempt
at universality of the message, at the ex-
pense of the work's political character,

* which caused such a striking retreat
of the classical media of painting and
sculpture that, aside from the activities
of some isolated individuals, they were
incapable of any (even underground/
/alternative) offensive,

* the consequences produced by the “aca-
demization of the avantgarde” (expressed
principally in the imperative of originali-
ty), which as a side-product of the dissi-
dent reading of art history and also of the
ideal, surviving for two decades and never
questioned in our scene, of the neo-avant-
garde, became the principal teaching me-
thod at universities and also a trend in
the young art scene,

* how to come to terms with the problems
stemming from the anti-traditionality of
part of contemporary art production and
simultaneously its linkage to the concep-
tual apparatus of the western history of
art, which up to now has not integrated
our East-Central European milieu on an
equal footing.

There is a tangle of problems here, posed
above all by the contradictoriness of the given
period. In the field of contemporary art we
must therefore first of all ask the question
which Jan Bako$ had already asked in the
1980s°: whether any discursive process, shift
or turning point had occurred at all in Slovak
art history, and if yes, of what kind, and how
this affected the habitual usages of art ope-
ration in Slovakia.
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a.) In the first place, there is the relation-
ship of our modernism to external milieux
(e.g. Central FEuropean, Euro-American or
Russian), whose artistic tendencies evoked
an attempt at participation or dialogue in
our art, one that often went beyond what
was known in our own traditions. Behind it
there is not just the permanent emancipatory
attempt of a small art scene (aiming to keep
up with the pulse of the time), where from
the beginning modern expression was applied
(or delimited) in a problematic way — during
the First Republic because of the demand
that art should relate to the issues of national
identity, and later because of the totalitarian
regime. And precisely during socialism there
was an awareness, which played an important
role, that the uninterrupted development of
art in free Western countries was a guarantee
of progressiveness, which one might always
confidently rely on even if only in occasional
or diffuse participation (or looking on). Hence
positions were introduced to our art which,
although in the free milieux they had a dif-
ferent gensis and a different programmatic
basis, although they did not fall organically
into our art history, nonetheless fulfilled
another crucially important function: at

a certain moment they were capable of gi-
ving meaningful answers to questions on the
(progressively changing/developing) nature
of art, which just then artists in Slovakia also,
behind our closed borders, were posing. (In
this connection we may recall, for example,
informel, pop-art / New Realism, action art,
later hyperrealism and other trends.) Things
were not very different even in the 1980s,
when the neo-expressive aesthetic of the
Transavantgarde formed in Italy became
an answer to the questions of our youngest
generation of artists — and it is logical that
at a time of discontinuity and uprootedness
(in the sense of tradition) it was the primi-

tivist and not the neohistorical version of this
manifestation of painting that prospered better
in Slovakia. If, taking this as the key, we look
at the intermedia art of the 1990s, then we can
say that in its genesis it is similar in many
ways to its predecessors, except insofar as
an important part of the role of artistic lan-
guage is taken on by the actual (new) means
of expression, which naturally offers an essen-
tially greater variability. Hence one may say
that the new media in the 1990s were an
answer to the question which sought an ade-
quate expression associated with the new
(free) social situation — in a certain sense
an answer from an external source, which

in our milieu was, from a principled stand-
point, quite habitual. Seen from this angle,
then, the idea of a discursive break as source
of the new artistic situation is debatable.

b.) The issues of art-historical writing like-
wise present an interesting problem. In ge-
neral, it is true that in the socialist period
texts by progressive historians of art reflected
the current situation on the world scene, and
equally one may say that many of them more
or less successfully contextualised their thin-
king with the current state of thinking in the
west. There was one thing, however, that the
overwhelming majority certainly could not
do, and that was actively engage in the cur-
rent western construction of the historiogra-
phy of art. Hence, for decades our art was

a satellite of a theoretical framework to which
it professed to belong, but in which it could

5 BAKOS, Jan: Historicky vyskum st¢asnosti. In:
Umelec v klietke. Bratislava, SCCAN 1999.

6 Cf. GREGOR, R.: The Homonymic Curtain. A con-
tribution to thinking on the significance of the art-
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not participate on an equal footing. If we are
prepared to regard this as the point of depar-
ture for the history of art in the 1990s, we
will be better able to grasp what nowadays
we inevitably must call the period character
or period coloration of this decade.

From today's standpoint I would pick out
mainly two tendencies as essential moments
of postrevolutionary historiography. On the
one hand, there was an attempt to anchor the
new artistic manifestations with art-historical
language, and on the other hand, an attempt
to set in order, or introduce in their full mag-
nitude, those artistic values from the past
which for various reasons could not be freely
presented at the time when they originated.
We may consider those texts on postmoder-
nism from the second half of the 1980s, alrea-
dy publishable then due to the regime's rela-
xation, as a prefiguration of these far-from-
-simple tasks. Acquainting oneself with post-
modern thinking (even though we may wage
polemics about how adequate this concept is
for use in our milieu), and to a certain degree
also declaring one's association with it, was
one attractive means of getting out from
under the shadow of normalisation. But just
as, when post-stalinist relaxation began at the
turn of the 1960s, there was a link-up with
the incompletely expressed (unfulfilled) avant-
gardist ideal, conserved in the memory of the
free postwar years 1945 — 1948°, so also in the
perestroika years of the 1980s the charm of
the postmodern was applied to the (essentially
already conservative) incompletely expressed

work as dependent on its place of origin. Lecture
for the XIVI World Congress of AICA in Kosice,
2013 - video recording: www.aica.sk



neo-avantgardist ideas on art and the art-
work. If we accept the argument that it is
premature to call the 1990s in our milieu
postmodern, then it follows that this pe-
riod tended rather to be an epilogue to the
neo-avantgarde. The contradiction in this
anachronism might be a partial answer
to the questions posed in the introduction
to this chapter.

I1I. Three Roads to Artistic
Identity in the 1990s

We may see the first half of the 1990s, in
brief, as a period when new media positions
were established, a period under the spell of
avantgardism, and the time of an attempt at
a brand-new original tradition, not only in
styles but often even in individual works.
Textual apparatuses accompanying works
and exhibitions more frequently anchor the
current work in the international context of
art, rather than in the Slovak tradition of
the second half of the 20" century, which
had not yet been adequately processed. This
practice was found wanting, however, as the
important achievements of Slovak modernism
and the Slovak neo-avantgarde gradually
became known. Just as after 1918 there had
been a search for a national style, as proof
that Slovaks had a precedent cultural tradi-
tion, just as after 1948 there was a search
for visual art works of the past which would
prove the objective genesis’ of socialistic rea-
lism, so also in the course of the 1990s a need
emerged to anchor the current activity in
a tradition which would enable one to find
support in one's own historiography. (One
must not forget that the majority of those
active in the “mythical” 1960s were still pre-
sent on the scene, i.e. the zeniths of their
“tradition” ran concurrently with the pre-
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sent, without their being mutually connec-
ted.) Here I wish merely to give a brief out-
line of three possible modes of the gradual
appropriation of this tradition, its designa-
tion, and the revelation of links with it —
three modes of finding common denomina-
tors of contemporary work with our own
history of visual art. Although works by the
Slovak neo-avantgarde of the 1960s had
been individually surfacing at exhibitions
from the very beginning of the 1990s, and
there was even a fear that they would over-
shadow the more current work, the 1960s
exhibition in the Slovak National Gallery
(1995) may be regarded as the most striking
milestone of this process. Here many of the
works of later modernism and the neo-avant-
garde were shown to professionals and lay
public for the first time, at a time gap of
30-40 years.

a.) The first form is the continuity of institu-
tional practice — with emphasis on research,
exhibition and collection-building, linked
with the fading of the modernist authority
of art criticism. In the context of this pro-
ject, I can evoke this aspect by pointing to
the exhibition ‘A Dream of the Museum?”

b.) The second route is the ex-post entry of
any of the important ongoing discourses into
our historiography of art, the best example
being feminism®. Although to begin with this
proved the point (which applies in much
else also) about theory outrunning artistic
practice, later on it was precisely this plat-
form which gave rise to the radical private
themes that have remained on the scene
continually and positively influenced activity
down to the present day. One may say that
by the close of the 1990s the penetration
of personal thematics (and mythology) in
authors such as Pavlina Fichta Cierna and
Ilona Németh is a pendant to the application

of political approaches by, for example, Ro-
man Ondéak. Based on this opposition to the
idealism of the search for the universal work,
I define the above-mentioned “criticism of
the self-sustaining artistic form”.

c.) The third method is defining tradition by
means of technology, concepts and phenome-
na. One of the options is the ongoing efforts
at dictionary characterisations’, which are
a symptomatic, though mechanical, attempt to
connect with the Western historiography of
art. However, this method is also reflected

in the key exhibition 60,/90". The curators,
in collaboration with the young generation
of artists, created more or less paradigmatic
tandems with classic artists, documenting
the historical bridging of the free decades
of our art. Although today, from a particular
point of view'', we might cast doubt on this
construct, the fact is that the abiding resonan-
ce of this exhibition, along with the later col-
laboration of some of the couples there, jus-
tifies its existence and shows its propitious
timing. Perhaps the last hurrah of the effort
to grasp tradition conceptually was the “Trans-
-Kunsthalle” cycle®, which sought to find the
analogy of present and past through enduring
artistic phenomena such as expressiveness,
light, illusion, action, or novelty as a principle.

7  This was convincingly demonstrated in the exhibi-
tion Interrupted Song. The Art of Socialist Realism
1948-1956 (SNG, 2012, curator Alexandra Kusa),
in its introductory section Formulation of a New Past.

8 The ideas expressed about protofeminism in the
early work of Jana Zelibska were typical of this
tendency. But similar-sounding thoughts were
voiced about the prefiguration of video art in the
short films made by Vladimir Havrilla in the early
1970s, the art of installation and environment in
works by Stano Filko and Peter Bartos at the end
of the 1960s, and so forth.
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With the passage of time, one can say that
all of these methods principally reflected the
contemporary situation. From today's view-
point they amounted to a utopia, the last
tremors of the modernistically conceived his-
tory of art, revealed as such by (among other
things) a certain characteristic authoritariani-
sm and judgmentalism. This route, however,
did not lead to a shift of thinking on our place
in the western historiography of art.

IV. Dreams of the Uncensored
Museum

An interconnecting element in the three
above-mentioned exhibition" is that the
neo-avantgarde work is pointed to as a po-
tential collection object. Particularly as re-
gards the so-called new or other media, this
was a definite museological novelty in our
country. We must not see the 1990s only as
a period of innovative work with digital tech-
nologies: that decade might also be charac-
terised by its mutating cultural legislation,
which was unable adequately to reflect the
time leap following from the post-1989
changes, either in terms of preserving the
cultural heritage or as regards the rights

9 From the rubric in Profil magazine to Slovnik sve-
tového a slovenského vytvarného umenia 2. polovice
20. storodia, Profil 1998 (Ed. Jana Gerzova)

10 SCCA, 1997 — curators Petra Handkova, Alexan-
dra Kusd.

11 Cf. GREGOR, Richard: Autenticita, tradicia a post-
narodnd situdcia. In: Kol.: Nulté roky. Zilina, PGU
2011, s. 103.

12 2001, Cycle of eight alternating curatorial exhibi-
tions in the most important regional galleries
(initiated by Anton Cierny and Richard Gregor).

13 Cf. footnote No. 4
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of artists. “A Dream of the Museum?” therefore
cannot be seen as a thematic curatorial con-
ception reflecting, for example, a communal
phenomenon, but rather as a provisional de-
signation of currently-emerged artworks as
future collection pieces, i.e. as a demonstra-
tion of the fact that works in other media
also would have their place in the cultural
heritage of the future. It follows from this
that the exhibition material in “A Dream of
the Museum?” has a certain heterogeneity.
Rather than its own immediate connections,
it presents connections of the future: it per-
tains to a much larger, ideally total whole.
It was necessary to address this tendency
by means of an example — in a sense, that
was the only option. The Museum of Art Zili-
na remains a trail-blazer to this day in collec-
ting the intermedia production of the 1990s.
The prevailing (though not unconditional)
orientation towards object and installation,
i.e. three-dimensional production using video,
can be seen as a logical follow-on from the
collection of works of sculpture in previous
decades, perhaps also as a mapping of “sculp-
ture in an expanded field”. From a practical
standpoint that was the most demanding
course that could be taken, and to this pre-
sent day it has not found an adequate suc-
cessor in any of our institutions — hence the
(possibly) permanent exhibition in this gal-
lery is always promising and guaranteed to
be imposing. On the other hand, the philo-
sophy of collection preferred was uncom-
plicated overall — the basic criterion was the
quality of current work of Slovak provenance,
having regard to progressiveness in the im-
mediate term. Hence it was Matus$tik and
Rusndkova who most convincingly bridged
the social change — at one and the same
time symptomatically timely and timeless.
Their avantgardist museum “of the future”
was (in a totalist sense) absolutely focused
on progress; this was, however, utopian in
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the postmodern sense of the word, which
regrounds all these efforts back in the “past”.
Hence, in the collaboration of these two per-
sonalities we can quite precisely see a shift,
symbolic of the time, in (the sceptre of)
authority (and competence) from the hands
of the critic, who was Matustik in his inner-
most essence, to those of the uncompromi-
sing institutional curator, Rusndkovéd's exclu-
sive profile in the 1990s.

Paradoxically, what we now perceive as
a reflection of the past (or as an intricate
and illusory, because premature and in the
positive sense of the word naive, process of
freeing ourselves from specific residues of
our past) was far beyond the limits of what
could be borne in the mid-1990s. Hence that
question mark “?” in the exhibition's name,
and hence that defensive undertone which
can be felt in the curators' texts. In the words
of Katarina Rusnakovd, the clouds had begun
to darken over this museum by the end of
1995 at the latest (she herself was dismissed
from the post of director in 1997).

The curatorial exhibitions have one remar-
kable quality among others: they depend on
the instability of the level and the impossi-
bility of equalising all the works or actions
included. Despite their best efforts at a con-
sistency of quality, and one certainly cannot
deny that this “Dream of the Museum” shows
such efforts, there are always works to be
found which go outside the prescribed fra-
mework, either in the negative or the posi-
tive sense, downwards or up. Negative is the
boundedness of the period or conformity with
current fashions or trends; positive is some-
thing exceptional in the context of the given
artist's work, a shining hour of exceptional
resonance with the theme, or their ideal mo-
mentary interplay. Among the most excep-
tional, within the limits of this text I would
like to mention three.

Catch me, catch me! I'm searching my me-
mory for the face of my schoolmate Sdra Ro-
senblumovd. (1995), an installation on
a performance basis, is one of the most
important works ever by Juraj Bartusz.
To a certain extent, the moving search
through his memory is also a critical self-
interrogation about his own share in for-
getting. The work's emergence certainly
was connected with the then-important
exhibition activity in the spaces of syna-
gogues, and equally it reflected the newly-
-broached need to settle accounts with
our historical memory. But even apart
from that, it is a brilliant demonstration
of the impossibility of a return to one's
own past, even in the form of an image
from/towards childhood. The face of the
schoolmate emerges again and again and
is lost in the sand, each attempt a priori
ending in failure — during much of his
work Bartusz operated with a radical
gesture, which he often repeated and al-
ways newly, but this is the one and only
time when, employing a similar perfor-
mative principle, he linked his abstrac-
tion with figuration.

Column (1995), by Ilona Németh, whose
formal shape is determined by citation of
the column from the Berlinka in the Slo-
vak National Gallery's Dessewffy Palace,
and whose interior is filled with hair, is
perhaps one of the first artworks marking
the new trend, mentioned earlier, of ope-
ning up private themes, which afterwards
took hold in Slovak art. This artist perfec-
ted the theme with time, since the nails
in Reliquaries (2001) were already solely
her own (from a one-year period), while
the hair in the column is only partially
hers (she contributed a share). In Slova-
kia body art has never had more striking
resonance, at least not in its more radical
form: the expressiveness of the body has
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been manifested rather by modernist de-
piction or artistic technique, but definitely
not by a comment bound up with reality.
Looking at Ilona Németh's work, one has
the feeling that her initial engagement
with the self and corporeality had still not
worked itself through in the 1980s; simply,
in this context it was gradually reduced/
/transformed to messages which concur-
rently represented and replaced her with-
out requiring her direct physical presence.
The subsequent developed definition of
the artist, strictly through external influ-
ences — impressions of her current and
former presence (e.g. segments of a living
room, a jetty with an absent and deputi-
sable “celebrity”, etc) — have their static
prefiguration in Column.

Teletextament (1995) by Peter (Igor) Me-
luzin is, paradoxically, one of those works
which do not address their powerful mo-
ralism to the whole of society but keep
the individual in their sights — in contrast
to his heavy-duty media criticisms, which
appeared in the same period in deman-
ding installations and settings. These
works, more of a chamber type, are bound
up with a specific, familiar or at least intu-
ited story. With time, the work has taken
on a strong pathos of the past. The trolley
functions as an antique object from the
time of the Duchamp avantgardes — the
aesthetic of suchlike utilitarian objects is
not capable of unambiguous anchorage in
time. Likewise teletext itself, which has
succumbed to the internet, has become
not only the past but simultaneously also
its opposite: with the loss of its functiona-
lity it became at the same time a graphic
and aesthetic icon, in a certain sense an
archetype, like the design of the first com-
puters. The original leit-motif of Meluzin's
video-object was media and hence social
criticism; later it turned out that the lan-
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guage of this criticism, together with the
language of this type of art, was succum-
bing to media rules, leading to an in-
evitable “death of the work”. The death
of Meluzin's object is a fine tautology;
perhaps it parodies itself unintentionally,
but thereby its icy quality becomes
more intense.

V. Conclusion

In this text I have employed my general thin-
king on the possible common denominators
of art operations in the 1990s, with two things
principally in view. One is a formulation of
hitherto unpublished notes on this theme;
the other is a distillation from the notes' li-
nearity, namely the historical and social an-
chorage of the artwork as a collection-build-
ing object — taking “A Dream of the Museum?”
as example. My experiment has produced
this finding: it was an institutional project,
untypical at that time, which inventively
and in a manner symptomatic of the time
(or of the time's politics) articulated possible
and real acquisitions to the collections of
a specialised museum of art — and at a time
when in Slovakia this type of work was still
regarded (not only by society, but also by
conservative institutional bodies and their
representatives) as not worthy of collection.
Matustik's provocative rhetoric, mercilessly
hacking at everything that did not fulfil the
criteria of quality and progress (even at the
price of his own cardinal unpopularity) was
in harmony with Rusndkovd's effort to seek
out (and sometimes also initiate) and pro-
mote whatever emerged on the scene that
was new and ambitious. Granted, this stra-
tegy or orientation was not unknown in our
artistic milieu (from the 1960s onwards,
at least, young artists and young art had
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their prominent place in our galleries and
in art criticism, allowed them on the basis
of apriori faith in their up-to-date-ness and
hence value). Nonetheless, it had never pre-
viously been “officialised” with such insti-
tutional intensity.

At the present time we may consider this
question resolved, and certainly this is thanks
also to the parties mentioned above. Respon-
sible collection of art today has only the coor-
dinates of value and taste. That the work
should have an untraditional character is no
longer a disqualification, nor is it a require-
ment. “A Dream of the Museum?” has its pla-
ce as a full-blooded reminder of the genesis
of this state of affairs. It is a question posed
to the early enthusiasm of the immediate
postrevolutionary times, when Radislav Ma-
tustik (in collaboration with Katarina Rus-
nakova and Dana Doricovd), putting his trust
in the Zilina project of Alex Mlynar¢ik's re-
formist gallery, conceived the ground-breaking
exhibition “A Dream of the Museum” (1991).
Four years later, euphoria had been replaced
by the reality of a divided postcommunist
country with dubious politics and a demon-
stratively anti-cultural orientation. The ques-
tion (A Dream of the Museum? comparable
to Waking from the Dream?'*) thus might
have had a number of motivations and res-
pondents — it might have been a magic spell
for the conservation of the status quo, or
alternatively, by its own suggestion, a pre-
monition. In any event, the subsequent pro-
ject “Museum of Art Zilina 1976 — 1996,
which came to be known as “20 Years of
PGU”, balanced out the efforts referred to.
Despite the fact that it soon had to face fun-
damental changes, the essential imprint of
the new museum of art has not just hitherto
proved impossible to erase but it still repre-
sents a certain maximum: to come close to

that mark is still (an ongoing) dream. 1

The Ausgetrdumt exhibition, which included Slovak
participants, was held in the Vienna Secession in
2001 - 2002 (curator Kathrin Rhomberg).

¢ A Dream of the Museum?
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The 1990s: the Time When Artists
of the “Unofficial Scene” Were

Given Their Due

Daniela Carna

Grey Brick (Sedd cihla) 35/1992 was a pro-
ject which partly followed on from the tradi-
tion of exhibitions of Czech and Slovak artists
in the so-called unofficial scene during the
previous regime. At the close of the 1970s
and throughout the 1980s these artists regu-
larly exhibited in the centres of alternative
culture in Moravia and Bohemia, one of which
was the Galerie Klatovy-Klenova' (along with
Brno, Sovinec, Kostelec n. Cernymi Lesy,
Opava, Olomouc etc.). One of the aims of
the cycle of exhibitions was a continuing
dialogue of the Czech and Slovak scenes in
the new uncensored conditions. Simultane-
ously, the project set itself the ambition of
mapping the changes, signalised by the in-
coming generations, in the visual arts scene.
The means employed exhibitions and cura-
tors' catalogue texts, even if the latter remai-
ned sketchy and the artists given space were
predominantly those of the pre-November
generations. Notwithstanding the new oppor-
tunities for domestic and international pre-
sentations which opened up after 1989, there
was a gradual discontinuance of such broadly
conceived review exhibitions as compared
with thematic and curatorial projects.
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Within the overall conception of the 1990s
exhibition in Dom umenia/Kunsthalle Bra-
tislava, the exhibition fragment Grey Brick
35/1992 bridges the gap with the preceding
pre-November development. 35 artists exhi-
bited there, most of whom had entered the
scene in the 1960s and 1970s, and 13 of
whom were from Slovakia (the exhibition
features 5 of these, who were represented
by works from the 1990s and whose works
could be acquired at the exhibition). What
they produced in the 1990s continued their
preceding evolution, with some of them go-
ing further to new stages. For many, how-
ever, this period was the conclusion (in 1994
Michal Kern died, in 1996 Maria Bartuszova,
in 1998 Milan Pastéka). The original project
with the cover name Grey Brick 78/1985
had been held secretly in 1985 — 87, as
a collection mapping the work of Czech
sculptors and painters of the Prague circle.
It was initiated by Jif{ Setlik in collabora-
tion with Hugo Demartini, Cestmir Kafka,
Karl Srp, and others. An exhibition recalling
this project was held in 1991 (Grey Brick
78/1991). In 1992 and 1993, when the
project was terminated, Slovak artists and

curators were included (1992: curator for
Slovakia Zuzana BartoSovd — Grey Brick
35/1992; 1993: curator for Slovakia Jana
Gerzova — Grey Brick 34/1993). The proj-
ects were conducted in the form of exhibi-
tions and collections of texts; the latter did
not always corres- pond with the exhibition,
rather both existed in parallel as two inde-
pendent initiatives. This also raises the issue
of exhibition catalogues and archive materi-
als, whose existence is the imprint these exhi-
bitions leave with the lapse of time (a video
recording is available for the exhibition exa-
mined here). But on the other hand catalo-
gues do not always convey a faithful picture
of their exhibitions: often they are prepared
beforehand, and the published works are
more properly illustrative.

1 The original exhibition titled Grey Brick 35/1992
was held at the Gallery U Bilého Jednorozce
in Klatovy and at the Castle Klenova Gallery
between 27 June and 20 September 1992.

* Grey Brick 35/1992

We spoke to Zuzana BartoSovd, who was
an active participant in the unofficial visual
arts scene from the 1980s, about how she vie-
wed the social changes after 1989 and how
art developed and functioned in the 1990s.
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Interview of Daniela Carna
with Zuzana Bartosova

Daniela Carna (DC): The 1990s actually began in 1989, when freedom appeared

and the hopes linked with it, including in the milieu of culture and visual art, from

which many of those who initiated change in the social system emerged. As curator in

1990 — 1992 and director of the Slovak National Gallery, you had an influence on the

formation of the visual art scene. With the passage of time, what do you see as the fun-

damental changes in society since 1989 and what impacts did they have on the visual

art scene?
Zuzana Bartosova (ZB): The Velvet Revolution radically changed social relations in Slo-
vakia. We hoped to change the centrally organised, closed, more-or-less totalitarian and
pyramidically arranged “socialist” society, where members of the Communist Party had the
principal say, to an open, democratic, civil society, which would accept horizontally diffe-
rentiated plural structures and diversified power, and where the market mechanism would
replace the false economy organised by the state. And naturally, there would be a place in
it for freedom in world outlook, religion and art. I'm speaking in the plural: I feel to be
a member of a community which engaged in the Velvet Revolution. I myself stood on a plat-
form in SNP Square in Bratislava while the constitutional article on the leading role of the
Communist Party was still in force, to protest against the government's declaration that
women did not agree with the revolutionary ferment.

In the visual art and culture milieu the situation was rather more complicated. The gra-
dual relaxation of the situation since the accession of Mikhail Gorbacov, the period of the
so-called perestroika, and above all the relaxation after the Congress of the Union of Slovak
Visual Artists (1987) would be material for an interview all by itself. My own fate at that
time was complicated. I was working in the Slovak National Gallery as a custodian of the
20" century sculpture collection, but I was immersing myself in the issues of the interwar

period. The socialist realism of the 1950s and its revival in the 1970s were alien to me.

Colleagues who were desirous of a career accepted the limits of what was allowed. I wasn't
interested in a career if the price was forgetting the 1960s. I was thinking more of how to
do something so that the artists who were in disfavour, but who were actively creating the
unofficial scene, would not be forgotten. I knew some of them through my brother, the con-
ceptualist Peter Barto$. I made acquaintance with others later, when as curator of an exhi-
bition for the partner Gallery of Contemporary Art in Novy Sad (1976) I made a free choice
of works from the SNG's stocks. Those by artists expelled from the Union of Slovak Visual
Artists (ZSVU) were excluded from the collection by the Ministry of Culture. The artists,
however, got to know of my attempt, they opened the doors of their ateliers and workshops
to me, and I welcomed the opportunity to follow their work.

I was curator of the unofficial exhibition of external sculpture Encounter of Science and
Art in Nitra (1980), initiated by Andrej Rudavsky, which caused a hue-and-cry in the Central
Committee of the Communist Party and the Ministry of Culture, because many artists ex-
pelled from the ZSVU (in 1972) took part in it. What saved me from losing my job was that
I was on unpaid maternity leave at the time of its preparation and I did not accept any fee.

In the second half of the 1980s the situation began to change. A few years previously, as
a politically unreliable person, I had not passed vetting by the Communist Party cell in SNG
when [ wanted to do a doctorate, but at the end of the decade — after the “perestroika” con-
gress of the ZSVU (1987) — the local branch of the ZSVU was asking me to prepare an exhi-
bition for the Week of New Slovak Music. No one censored The New Slovak Picture (1988).
Those participating included not just artists without membership in ZSVU but also some
whom public opinion regarded as “amateurs”, such as Otis Laubert and Igor Kalny.

During “perestroika” I prepared medallions of artists from the unofficial visual arts scene
for bulletins of the Touches and Connections concerts, which my husband Ladislav Snopko
was organising, and [ wrote about six texts for unsanctioned individual exhibitions by Jozef
Jankovic at various places, one for Dezo Téth and Olbram Zoubek for exhibitions at Sovinec
at Jindfich Streit's place. The last of the Touches and Connections concerts was held on
November 17, 1989 and the bulletin featured works by Julius Koller with a single motif,
a question mark. Even before the onset of “perestroika” I was helping my husband to con-
tact artists for Archeological Monuments and the Present, exhibitions which were his idea: the
City Administration for the Preservation of Monuments and Nature, which he worked for,
was not directly controlled by the Ministry of Culture and knew nothing of any registers of

“blacklisted” artists, and so he was able to get the participating artists passed on the nod.



Not only visual art but culture as a whole changed during “perestroika”. Even before the
Velvet Revolution the literary journal Slovenské pohlady began to appear as revamped by the
new editor-in-chief Rudolf Chmel, together with his principal editor Jan Strasser. I coope-
rated by choosing visual artists for the journal's cover and writing for the glossary. In the
subsequent three volumes — to the point where, after the lost elections of 1992, Matica
slovenska usurped the journal — I presented a panorama of artists whose work I considered
relevant. The selection was centred on those artists who had not been able to exhibit
during the period of normalisation and formed the unofficial Slovak visual art scene.
Complementing these were some older artists who had been pushed to the periphery, along
with the youngest artists who were making a promising entry.

With the triumph of the Velvet Revolution the cautiously osmotic trend of acceptance of
the contemporary language of visual art, its artists and interpretations, naturally became
acclimatized. As director of the Slovak National Gallery (1990 — 1992) my efforts were direc-
ted above all to accepting artists from the unofficial Slovak visual arts scene at home and
abroad and confirming the relevance of their work, by placing works which they had crea-
ted during the preceding twenty years in the collections of institutions and exhibiting them.

In the spirit of contemporary museology I divided the Slovak National Gallery internally
into three equal components with a common base: the Gallery of Early and Modern Art, the
Gallery of Contemporary Art and the Gallery of Architecture, Functional Art and Design, all
of them subtitled SNG. What appeared a minor matter was actually a fundamental structu-
ral change from pyramid to horizontal, and the institution became comprehensible for
foreign contacts also. This change had an incredible effect of dynamising the SNG's activity
and also activating its expert staff, who were able to follow up contacts at home and abroad
in a system of two-level direction.

Freedom of artistic expression without restrictions, and similarly without restrictions on
its exhibition and medialisation, is a gift of the Velvet Revolution and in our milieu it repre-
sents a radical break after half a century in which culture, and with it visual art, were more
or less vassals of ideology. The emergence of institutions independent of the state, whether
commercial or non-commercial, the opportunity to travel and communicate with the world,
the change in art education... all of that created conditions of existence for visual art that

were altogether different from what had been obtained previously.

DC: The 1990s exhibition project looks at the domestic visual art scene in this conclud-

ing decade of the 20" century through a selection of exhibitions held in the years 1993

to 1998, hence in the period of the so-called Meciarism. For the development of art

Meciarism was regressive, due to its cultural or anti-cultural policy, and four years after

the Velvet Revolution it pushed the support for art one step back towards the past.

Despite that, the artistic scene was able to preserve its authenticity, independently of

the unfavourable political environment. How did you perceive the influence of state

power in the period in question, which affected you too, since you were dismissed from

the post of director of SNG (in July 1992)?
ZB: I understand the desire of young colleagues to hone their opinions on the freedom of
artistic production and to prove that it is stronger than political power. After all, I myself had
a similar purpose in the ten years that I devoted to researching, planning and crafting my
book In Spite of Totality — the unofficial Slovak visual art scene of the 1970s and 1980s
(Napriek totalite — Neoficidlna slovenskd vytvarnd scéna sedemdesiatych a osemdesiatych rokov
20. storocia. Kalligram 2010), whose manuscript I had previously defended as a thesis at
the Palacky University in Olomouc (2005). I would not be entirely in accord though, with
the strict delimitation of the period of the so-called Meciarism. In my book I referred to
the period from 1968, after the annexation of Czechoslovakia, to 1972, when the so-called
consolidating congresses of the Artistic Unions were held, as a time of “cultural persistence”.
It took four years before the so-called normalisation was asserted in practice. The same
process can be seen during the period of Meciarism also.

My dismissal from the post of director of the Slovak National Gallery did not stop the

projects which I had personally planned. The trend-setting 1960s exhibition, on which
a collective of experts worked for two years under my direction, was completed by another
collective headed by Zora Rusinova in 1995, and Juraj Zary, at that time director, did not
hesitate to stage it, though he abolished my work position and after a short time I had to
leave the SNG. But no one prohibited the actual project, on the contrary, my former col-
leagues did a respectable job of work, based on the plan already prepared. The fact that my
name was not mentioned in the catalogue, or even Radislav Matustik's (he played an im-
portant part in the first version of the project — his place was afterwards taken by Aurel

Hrabusicky), is merely an sign of the decency of those involved. Besides, the preparation of



some exhibitions abroad went on for a long time. For example, After the Spring — Contempo-
rary Czech & Slovak Art in Sydney, whose Australian curators I had facilitated while still
director of the SNG, was held finally in 1994.

To answer your question, the period of the so-called Meciarism — in my experience — was
a time when the most important thing was “to survive”. The question of collegiality, ethics,
raising one's voice in defence of those wronged... all that was shunted to one side, espe-
cially by the older generations of artists and curators. Many artists in this period did not he-
sitate to represent the Slovak Republic at prestigious events abroad, even though by doing
so they were legitimating an undemocratic political trend. We may take the example of
Reperes slovaques (1996), an exhibition held in Paris at the time when Ivan Hudec was Mi-
nister of Culture. Participants included Daniel Fischer, Vladimir Gazovi¢, Rébert Jancovic,
Jozef Jankovi¢, Vojtech Kolenc¢ik, Milan Laluha, Vladimir Kompanek and Rudolf Sikora.
Apart from medallions on the work of individual artists, the catalogue also included more
broadly conceived texts on contemporary Slovak visual art as a whole by Jana Gerzova and
Maéria Horvathova. Only Roman Berger — symbolically defending democracy — refused to
have a composition of his played on this occasion. I think there's a difference between the
work as such and its presentation in connection with a state representation, and in this pe-
netration into the life of society one must also make the finer distinction between centrally
directed institutions, which had succumbed to political power, and the regional and urban
institutions, which had succumbed less. Furthermore, the non-profit organisations of the
third sector were independent of power. We might analyse the media in a similar manner.

This difference interested me so much that in 1966, supported by the Soros Center of
Contemporary Arts, I organised an international symposium entitled Space in Space — space
for presentation and medialisation of contemporary visual art focused on the postsocialist
countries, which drew quite a large and unambiguously positive response from the interna-
tional scholarly community. Unfortunately, the SCCA did not provide finance to publish the

collection of papers.

DC: The free presentation of art came up against certain barriers on the side of lay
viewers, who mostly had not had contact with the more progressive trends of art
before 1989. Galleries didn't exhibit them for ideological reasons and therefore they
met with incomprehension. The 1990s were aimed at catching up with what we had

been missing — exhibition, acquisition, publication and lecturing. Work with the lay

viewer during that period was rather in a backwater. Where do you see the roots of this
incomprehension of contemporary art among the public and also the problem of empty

galleries, which contemporary art to a certain extent is battling with even now?

ZB: The Slovak National Gallery didn't have empty viewing halls in the period when I was
director. We used new methods to win the viewers' favor. Indeed, many of what were then
innovative procedures are nowadays a matter of course. We founded a literary cafe in SNG,
we organised lecture tours on a relevant level for interested people, round table discussions
accessible to the public with local and international participants; we brought press confe-
rences into the exhibitions; we offered refreshment to children in the viewing halls — today
I find it absurd that to do this we had to break some of the security and administrative reg-
ulations. Even now those institutions which manage to think of the viewer do not have
empty viewing halls, though for me, as a former director of SNG and curator, it is rather
shameful that viewers are attracted principally to the launch, that is to say, the hospitality,
and not mainly to the experience of works of art.

I see exhibition, acquisition, publication and lecturing activity and work with the viewer
as an entirety. One conditions the other and the common denominator should be service,
bridging the lay world and the world of art, which is capable of being “a festival” (Hans-
Georg Gadamer) and tends towards “sublimity” (Jean-Francois Lyotard). In this sense I have
far higher demands on those museums and galleries which run on public resources from the
tax-payers, rather than on private institutions or those in the third sector. The first group has
a responsibility to set an example of professionalism and to set the tone in terms of ethical
values, and not only the art-historical values that apply in our profession — ICOM binds its
members to that as well as EAM (European Network for Avant-Garde and Modernism Stu-
dies) — they should be an example of openness to viewers, without sinking below the level
of what they are presenting and how it should be presented.

Exhibitions should take their point of departure from a unique focussing by the institu-
tion. They should use the institutions' collections and subsequently enrich them with works
from private ownership, if that is possible. The publications they issue should appear in se-
veral financially and professionally distinct variants; the lectures should be aimed alternate-
ly at lay audiences and the professional public. To this one can add many other activities,
aimed at specific groups of visitors, which the gallery or museum space may offer without

compromising its professional level.



The barriers which today interpose themselves between lay viewers and contemporary
tendencies in art (including those which fell into oblivion during the so-called normalisation
of the 1960s and 1970s, but were already alive in our art scene during the second half of
the 1960s and created the unofficial scene) should be given a thoroughly serious study
by cultural sociologists, so as to unravel their complexities. It is dangerous and deceptive
to simplify by saying that in traditional western democracies also kitsch does better than
genuine art, if only for this reason, that there the social elites do not interchange these ca-
tegories, even if they are not experts, art historians or actual artists. In Slovakia it common-
ly happens that a well-known politician, even from the liberal or right side of the spectrum
(not to speak of our left: to this day they give their confidence to the artists of totality, as
shown, for example, by the choice of Jan Kulich to produce the statue of Svéatopluk
at Bratislava Castle), or a well-known scientist or artist, and [ won't even mention managers,
lawyers, doctors and enterpreneurs, gives preference to the fetching quality over the
demanding quality in a work and totally rejects certain types and tendencies.

To my mind, one of the reasons is the fact that with a relatively short break during the
1960s, it was figurative art above all that was respected in Slovakia, and mainly the kind
which was accommodating to the average viewer's taste. The avantgardes, despite the pride
we take in the so-called KoSice Modern movement and the School of Arts and Crafts in
Bratislava and its celebrities, were not born here, they only resonated. If we add to this the
fact that well into the 1990s the taste of up-and-coming young artists and adepts of visual
arts theory and criticism was literally ruined by teachers who had gained their positions in
the period of totality, and not only in the Philosophical Faculty of Comenius University but
in the majority of pedagogical faculties throughout Slovakia (the Academy of Performing
Arts and the University of Trnava were exceptions), then what can we expect from lay vie-
wers, who in the period of the so-called normalisation had had political propaganda and
“mainstream” thrust upon them instead of art and today are confronted with kitsch, which
they cannot distinguish from a work of value?

I think that in this area the professional community committed a fundamental error by
not fighting for new legislative norms immediately after the Velvet Revolution, which would
affect the pedagogic and scholarly employment of formerly ideologically motivated
colleagues as well as the practical areas. I take an equally serious view of the deformed cri-
teria in the visual art market. For example, every pharmacy, irrespective of who owns it,

must employ at least one person with a Master's Degree in Pharmacy. In the 1990s commer-

cial galleries sprouted in Slovakia in exponential numbers and their proprietors, without any
professional education or consultation, enriched themselves selling kitsch. I'm afraid it's too
late now for a systemic solution, such as the pharmacists pushed through some time ago.
Many historians and visual art critics have exchanged the dictate of the market for the ideo-
logical dictate, they bow before it like an idol and they forget the ethos of our profession.
With all their might they commit themselves to blurring the lines between kitsch, main-
stream and art, hoping to be successful with solvent collectors and to make the greatest pos-

sible financial gain.

DC: In the period preceding that of 1993 to 1998 you had completed several key exhi-

bitions, aimed at the presentation of Slovak art abroad (e.g. Oscillations, Miicsarnok

Budapest, 1991; Kunst Europa, Kunstverein Lingen, 1991; Challenge, Expo ‘92, Sevilla,

1992). What was the key criterion you had for choosing the artists represented in inter-

national presentations?
ZB: As I mentioned already, my aim was to promote artists from our unofficial visual art
scene at home and abroad and add to them those who during the so-called normalisation
did not succumb to ideological pressure and produced art freely. So it was not some sort
of reward for political and civic opinions in the preceding twenty years, though it might
be seen like that, rather it was an attempt by means of the works of particular artists to con-
firm that Slovak art belonged to the Euro-American context, but with acknowledgement
of its specificities. However, the artists whose work could be interpreted from these aspects
were too nume-rous to be contained in one exhibition. There was also more than one invi-
tation, and so I used to vary the selection.

Each of the exhibitions which I prepared had a different history. I discussed the defini-
tive form with my foreign partners. They knew the milieu, the viewers, for whom it was des-
tined. I wanted the exhibitions to be interesting. I prepared a broader selection and after
discussions we made the definitive choice. One such was the collection Slowakische Kunst
heute (1990), the first uncensored exhibition transported from Slovakia to a “western” fo-
reign land since 1972. Actually, it was before the Velvet Revolution, in the summer of 1989,
when Alexander Tolnay, then director of the city gallery in Esslingen, offered me an oppor-
tunity to compile it. There were twenty five artists in the original selection, we ended up
with seventeen. Likewise I collaborated with Miroslava Héjek from Novara in preparing the

Czecho-Slovak-emigrant collection Arte Contemporanea Cecca e slovacca 1950 — 1992



(1992). The Slovak collection for the panoramic Kunst Europa (in 1991, in Kunstvereine Lin-
gen in northern Germany; the Czech selection was in Braunschweig) was restricted, in line
with the narrow limits of the viewing spaces: the local curators chose our artists from among
those who exhibited in Esslingen. With a relatively strenuous but in the end successful
effort, I was able to see to it that works by Igor Kalny would be featured, though they were
interested in presenting work only by living artists. In Oscillations, which was premiered in
Komdrno (1991) and reprised in Budapest in the Miicsarnok (1991), I collaborated with
Tamara Archlebova and Léaszl6 Beke, whom I'd already got to know in my youth through
my brother, the conceptualist, and the selection of artists too was conditioned by this.
That emerged from our discussions together.

During the Velvet Revolution I was approached by Jiti Kotalik, director of the National
Gallery in Prague, to choose one established artist for the Venice Biennale (1990). I recom-
mended Milan Pastéka. At the same time I was nominated by the Slovak visual artists as
curator of the Slovak representation at Expo'92 in Seville, and this later led to a project
I authored, Challenge — from Ideology to Ideas (Vyzva — Od ideoldgie k idedm, Expo ‘92,
Sevilla, 1992). In this exhibition I gave a visual demonstration of the closing-in and resis-
tance of our visual art during the so-called normalisation, from 1968 to the new hopes that
the Velvet Revolution brought (1989). Like the exhibition, the catalogue too — with the
exception of the cover — had the visual form that I gave it. To help in carrying out the exhi-
bitions and writing texts for the catalogue, I invited other colleagues from the SNG and out-
side of it. Similarly, Altars, an exhibition for the Salon of Museums and Galleries in Paris
(SIME'92) was carryied out in accordance with my plan: the theme was presented in histo-
rical perspective, from the Middle Ages to the present day. Both of the last-mentioned under-
takings were guaranteed by SNG, with state-wide participation.

SNG also accepted several touring projects. I took part in shaping Roads of European Cul-
ture (Cesty eurdpskej kultiry) according to an idea by Andrzej Paruzel. It began and ended
in LodZz and through Bratislava (1991) continued to Brussels and Berlin, with a different
team participating in each city, mostly conceptualists and action artists.

I have unpleasant memories also. Of the original selection for the collection exhibitions
Prague — Bratislava / D'une géneration, l'autre (Museum of Modern Art of the City of Paris,
1992), only the works of the youngest up-and-coming artists remained, and the published

version of my introductory text was mangled, censored by the director Suzanne Pagé.

DC: It is clear that expectations connected with Slovak art being promoted in interna-

tional contexts have not been entirely been fulfilled. Where do you see the successes,

and also the stumbling-blocks of these efforts at promoting Slovak art and artists

abroad? How did cooperative ventures emerge between institutions outside Slovakia

and who initiated them? Did the local professional community reflect them?
ZB: The Slovak National Gallery as a whole, during the years when I led it, participated
in the greatest number of imported and exported exhibitions. I worked purposefully at the
presentation of our art abroad — in all of its disciplines — and the institution was open
to reception of displays from other countries. Colleagues in the three internal galleries of
SNG prepared the exhibitions and travelled with them. I prepared some of the collections
which I mentioned earlier, where the original idea was mine, on the basis of official inter-
state talks; others grew from connections of friendship, which some of our artists already
had forged before the Velvet Revolution, and these recommended me as a curator to col-
leagues abroad, or they recommended the SNG as an organising institution; with others
I had to again negotiated personally.

Outside the SNG there were only a few Slovak curators who received similar opportuni-
ties, on the basis of general interest in the contemporary art of the postsocialist countries.
At that time the other galleries had mostly still not managed to orientate themselves in the
new situation, nor did they have cross-border contacts.

Local responses to the SNG's, hence also my, exhibitions abroad were various. Very few
people were aware at that time that the promisingly dynamised SNG after a short time, after
concluding a number of projects which were negotiated during my time working there,
would find itself in isolation, a state of affairs that continues more or less find themselves
to this day. The political nomination of its directors negatively marked the penetration
of our visual art into the Euro-American milieu, which works on the basis of negotiations
between institutions on an equal footing. The success or failure of particular artists abroad

is another question.

DC: How do you evaluate your work as president of the Slovak section of AICA in
1993 - 2001? Did this function help you in presenting Slovak art and forging closer

contacts with curators abroad?



ZB: As the first president of the Slovak section of AICA, it was above all my duty to estab-
lish it. The body which was heir to the Czechoslovak section of AICA was Czech, and it took
a good deal of work, and during the period of Meciarism I had to overcome many obstacles
posed by the Ministry of the Interior, before I succeeded. Despite that, to this day I am grate-
ful to my colleagues who unanimously chose me and trusted me to achieve that, and this at
the very moment when officialdom wanted to remove me from the art-historical community.

At the regular meetings of all presidents of the national sections in Paris and at congres-
ses of AICA in which I participated, I made the acquaintance of many interesting colleagues,
but most of them were from academic circles or from the media. The museums of visual art
and the commercial galleries had other networks. There were exceptions among them.
Brane Kovi¢ chose me as curator of our representation at the international Biennale of Small
Sculpture in Murskd Sobota, which was his idea. I presented seven Slovak artists there
between 1993 and 1997. My husband and I, at our own expense, transported materials in
our own car, on the basis of a symbolic declaration by the Slovak Union of Artists that it was
since a non-commercial exhibition. Much later Katalin Keserii offered me the spaces of the
Ernst Museum in Budapest and then immediately Alexander Basin offered the City Gallery
in Lyublyana, in order to present Contemporary Slovak Visual Art 1960 — 2000.

How I saw my contacts in AICA was more in reverse: I was looking for a way that col-
leagues abroad could help us in the isolation that Slovak visual art found itself in during the
period of Meciar's government, when the art periodical Vytvarny Zivot ceased to appear
(1996). It is paradoxical that after forty years it was buried by Elena Karova, president
of the Slovak Visual Art Union and daughter of the journal's long-serving editor-in-chief,
the same person who somewhat later became involved in the open forum Let's Save Culture.

My personal project Resonances, which I prepared in cooperation with the Petrzalka Cul-
tural Events in 1996 and was subsequently exhibited in the City Gallery in Bratislava
between 1997 and 2001 (one was dedicated to the memory of Pierre Restany), was based
on relevant critics of modern art nominating living artists, with their critical commentary
supporting the choices. The resulting form of display was modest — translations of the texts
and photographs of the works nominated — but nonetheless, among our foreign colleagues
in AICA there was unselfish interest in participation. I would like to offer this thought to the
starting-up Kunsthalle: a panorama of current artistic activity through the eyes of the interna-
tional community of independent critics might be attractive to the viewer even today, given

that also, in the changed political situation, an exhibition could consist of the works' originals.

DC: After your involuntary departure from the Slovak National Gallery you began to
build one of the first private collections, based at the First Slovak Investment Group
(PSIS) in Bratislava, which today includes more than 400 works, mainly by Slovak
artists. How do you see the influence of private collecting, the development of auction
rooms and the birth of private galleries in the 1990s on the art scene? Didn't the col-
lection in question, which we know mainly from “touring” exhibitions after 2001, have

any ambition to open up to the public using its own exhibition spaces?

ZB: 1 began to build the collection in 1993, after my departure from the SNG. A few months
previously I had negotiated with the directors of PSIS, to get them to accept my idea. In the
end I persuaded them to make it a collection of 20" century Slovak art and in a Central
European context (unfortunately, up to now this has been achieved only marginally), cen-
tred on the work of artists in the unofficial scene of the 1970s and 1980s. I welcomed the fact
that the owners of the collection wanted to have it on the highest artistic level. When I was
dismissed from the post of director of SNG I already had several works lined up that I wan-
ted to suggest for purchase for the institution's collections. So then, I addressed them suc-
cessfully in another direction, to the PSIS collection. After two decades, during which
I've been building this collection along with my other employments and duties, it would be
gratifying to me if its owners decided to make it accessible to the public in a permanent exhi-
bition. Currently they are investing in its storage and in occasional exhibitions and publica-
tions, also in the Foundation for Contemporary Slovak Visual Art, which I direct on a volun-
tary basis. The Foundation has an archive of the artists of the unofficial Slovak visual art

scene, which is accessible to any interested person.

DC: In the period in question you staged a number of exhibitions, e.g. Grey Brick
35/92 in Galerie Klatovy Klenovd, 1992, (repeated in the Zdhorskd Galéria in Senica
and the Julius Jakoby Gallery in Kosice, 1993), Slovenské pohlady in Sarisska galéria,
Presov 1993; the album Homage to Vdclav Havel (Pocta Véclavovi Havlovi) in Divadlo
Archa, Praha 1996; collaboration on the Bridging (Premostenie) in Podunajské mu-
zeum, Komdrno 1997; Resonances (Rezonancie) in Galéria mesta Bratislavy, 1997 and

1998. Which of these exhibitions are you most proud of?

ZB: 1 am especially happy with the Resonances cycle of exhibitions, which I've spoken
of already, but also the international exhibition Bridging gives me a certain satisfaction to

this day: my foreign colleagues took part in compiling the collection, art critics whom I got



to know through AICA. Then the acts of homage — and not only to Vaclav Havel, but also
the Dalai Lama and Prince Schwarzenberg (1997) — exhibitions and publications following
on from the tradition of albums, and actually they were gifts by the artists who took part to
individuals who are symbols of ethical and human values. I also have fond memories of the
touring exhibition Interactions (Interakcie 1995 — 1996), with international, Slovak-Italian-
-Czech representation, presented in a number of places in the countries of the participating
artists. I prepared that as curator together with Miroslava Hdjek, who lives in Novara.

You are asking about my personal, panoramic exhibitions. But in the period in question,
carrying over into later years (1997 to 2003) I had the idea of a cycle of monographic exhi-
bitions in the Petrzalska CC Centre. I prepared the greater part myself, but in alternate sec-
tions I used to leave space for other curators, especially colleagues from outside of Bratisla-
va, to feature “their” artists: it occurred to me that the exhibitions they were preparing
should be seen by the Bratislava public too. Each year ten artists were presented in this fas-
hion. I didn't devote myself solely to exhibitions during the years of Meciarism. In 1996
a book appeared, Through the Eyes of X — Ten Artists About Contemporary Slovak Visual Art
(O¢ami X — Desat autorov o sticasnom slovenskom vytvarnom ument), which I compiled.
I wrote a paper for it (which drew response, being cited abroad also) and I prepared an
interview with Pierre Restany for it. In that same year I organised an international sympo-
sium, Space in Space — the space for contemporary visual art in the Central European space,

which I've mentioned already.

—which was quite unusual - to find another “regular” commissar (the term used at that time
for curator), not me (eventually that person was Bohumil Bachraty, to whom I handed over
an already-prepared card index of Uher's work, so that the exhibition and catalogue would
appear on time). Again, the screenplay of a film which I prepared for the sculptor's birthday
also appeared under someone else's signature, the director Vladimir Kubenko. Jii{ Setlik
took note of my long-sustained interest in the work of artists who were pushed into the
background, and in an effort to help me he recommended me to Olbram Zoubek, whose
exhibition I later prepared for Sovinec Castle: it opened together with the exhibition by
Jozef Jankovi¢, on which I was working at the same time. I remember that Jii{ Setlik pre-
sented the work of Rudolf Uher together with that of Alojz Klimo and Viera Kraicova in Novy
sin in Prague (1969). He continued to follow and occasionally to comment on Slovak vi-
sual art during the normalisation, although not publicly: he was unable to publish officially.
And out of respect for him I tried to present artists whose work he valued and I acknow-
ledged. I completed the collection with the works of those in the various generational waves
that he knew who might have escaped his attention. The number of artists, however, was
limited, and so I was not able in a single exhibition to draw attention to all who would have
deserved it. Ultimately, in the subsequent annual Grey Brick 34/1993 Jana Gerzova com-
pleted my selection, apart from one or two exceptions. These were artists whom I had pre-

viously presented at other exhibitions.

DC: Grey Brick 35/92, which you began to organise as curator for Slovakia while you
were still director of SNG, could be seen also as a remembrance of, or a follow-on from,
the pre-revolution collaboration and the exhibitions by unofficial Slovak artists in
Moravia and Bohemia (re-staged in 1993 in Senica and Kosice). The aim of the orga-
nisers was to contribute to the mutual networking of the Czech and Slovak milieux.
For Slovakia, thirteen artists of the pre-revolutionary so-called unofficial scene were

participants. How did your participation in the project begin, and who initiated it?

DC: In the exhibition catalogue Grey Brick 35/92 you acknowledge a certain dispro-
portion in the presentation of Czech and Slovak artists, as well as an insufficient re-
presentation of the younger generation, resulting from the main organiser's interests.
The early 1990s naturally also had an innate desire to pay its debt to the generation
of the 1960s, 1970s and early 1980s (which could not be freely avowed in the times
of totality), through exhibition and publication activity. Was this payment of a debt

sometimes “at the expense” of presentation of the younger generation?

ZB: 1 got to know Jifi Setlik, the initiator of the event, in 1983 at the launch of an exhibi-
tion by the sculptor Rudolf Uher, which he was able to hold thanks to Viliam Plevza. He put
in a word in the proper places for the out-of-favour sculptor. I began to prepare it, but it was
after The Meeting of Science and Art in Nitra (1980), on account of which my name had got

onto the blacklist. The Union of Slovak Visual Artists recommended Rudolf Uher in writing

ZB: 1 think that was only the case with the exhibition in question because the preceding two
annuals of Grey Brick, which were exclusively a Czech affair, had already presented older
artists. In the selection I took a position on this. But contrariwise, in my own projects I tried
to present collections with a plurality of opinion, taking no account of the artists' age, the
youngest included. The problem was rather that during the so-called normalisation the

great majority of our artists, proteges of the Academy of Performing Arts in Bratislava, did



not even think about the question of freedom of creation and the work they produced was
obediently in line with the ideas of ideologues about “art of the socialist epoch”. In planning
the exhibitions I therefore chose works by artists who had not betrayed their peak achieve-
ment in the 1960s, whose activities laid the basis firstly of the alternative art scene and later
of the unofficial scene, and a small group of artists of my own generation, mostly trained by
Rudolf Fila at Bratislava's School of Industrial Art, whose input in the formation of their per-
sonalities was not erased even by years of study in the “socialist academy”. Along with these
I later included a selection from the works of the youngest artists, who were already crea-
ting their work without the dead weight of ideological claims. Ultimately, and I pointed this
out in one of my previous replies, there were destinations which prioritised exclusively the

young, up-and-coming artists, and had no interest in the work of older ones.

DC: For many people the 1990s were also a period of a gradual rude awakening, with

loss of the first post-revolutionary ideals and a more sober view of the world. What or

which event in the society's overall context captures the 1990s for you, what was it that

became in some way determining for this period?
ZB: Forgive me for striking a personal note here. The rude awakening in my case was not
gradual, but radical. But seriously... for me it was a disagreeable surprise that it was possi-
ble for state and public institutions to operate not just unprofessionally but arbitrarily, that
they did not obey the law and exceeded their competences, that they brought political and
personal animosities to public life, and that all this passed almost unnoticed, to say nothing
of punishment. The kidnapping of Michal Kova¢ Jr. might seem like an extract from a pulp
novel, if it hadn't been followed by the death of Rébert Remids and if that hadn't been
crowned by Meciar's amnesties. I can tolerate the fact that in the period of Meciarism the
wrong people, for the most part, got rich, but I cannot reconcile myself to the effects that it

left in the mentality of the citizens of Slovakia.

DC: The 1990s in Slovakia were linked with the new names of the up-and-coming
generation, with the development of video art, the art of installation, and also site-
-specific projects. For you, is there some defining event or events, personality or per-
sonalities, in the art of the 1990s?

ZB: Looking back on this period, I am glad that my colleagues who were directors in the

regional and city galleries (I am thinking of Alena Vrbanova and Katarina Rusndkova) were

presenting our most important artistic ambitions and personality-focused programmes, in
terms of the current tendencies — that is to say, until arbitrary political power dismissed them
from the functions which they were fulfilling in high style. I also have a positive view of the
activities of Jana Gerzova in the Trnava Synagogue, although some were charmingly naive,
when they recapitulated themes of world exhibitions in a pocket-sized Slovak edition. Many
important events took place outside of Bratislava. Apart from those mentioned, there were
also the Tatra Power Station events, Vladimir Beskid's idea. As curator Radislav Matustik
made a dramatic impact at that time, and lubor Kara with his fine exhibition projects of the
1960s. Of those colleagues who were newcomers at the time, Juraj Carny was already ma-
king an impression.

Without the activity of the Soros Center for Contemporary Art our artistic life in that pe-
riod would have been poorer, although at the time I was very much wishing that it would
work in a more open manner, less like a clan. The commemorative exhibition 60,90 (1997)
was a brave project of Alexandra Kusd and Petra Handkova. There the new media and me-
thods of presentation that you've mentioned were utilised. The name, however, like most
laconic designations, didn't altogether match the content: conceptual tendencies and object
and installation art were marginal in Slovakia in the 1960s as compared with the classical
disciplines, painting, sculpture and graphic art. However, the exhibition launched a number
of young talents who have since then been assimilated into our visual art scene, while
Roman Ondak is making an impact in a global context. I wish him all the best. Apart from
his own work, he helped to promote the work of Jtlius Koller, an artist whom he chose for
the exhibition in question. When at the beginning of the 1990s I drew the attention of com-
mercial galleries abroad to Koller's work, and not only his work but that of other Slovak ar-

tists, it was a problem for the curators that these artists were already old for the art market.

DC: Do the 1990s have a legacy that is current for “the 21* century as it starts to roll”,

as Toma$ Strauss put it?

ZB: Their opening, with the postrevolutionary enthusiasm and ethos, certainly. The period
of Meciarism was probably more propitious for individual artistic programmes, although our
artistic life as a whole, to judge by the wealth of exhibitions, apparently did not suffer.
However, the institutions were not integrated into the European networks, which was the

course we'd been steering in the early 1990s; we're missing out on some of them still.



But then, Tom&$ Strauss, who was my university teacher, used to ask, is the question cor-
rectly posed? In other words, is the period of Meciarism identical with the 1990s? During
the first years of Vladimir Meciar's government projects, initiated in the preceding period,
were still running their course and being completed, and conversely, there are a number of
vices that have become so well assimilated in Slovakia since then that we'll have a hard job
getting rid of them. They've become part of our mentality: by now we don't even see them,
we don't perceive them as something alien. But I'm not a pessimist. I consider this unhappy
reality a challenge of how not to lapse into indifference and try to contribute as much as
possible, in a well-directed way, to positive change in the sphere of visual art in the country
where we live. My wish for the new Kunsthalle Bratislava is that it will make the greatest

possible active contribution to this positive change.
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From Site-specific

to Context-sensitive

Juraj Carny

Three curatorial exhibitions by Jana Gerzova
— Umenie aury / Art of the Aura, Pamdt miesta
/ The Memory of the Space and Vymedzenie
priestoru / Allocation of Space can be consi-
dered as thematic group exhibitions taking
place gradually (because of the limited spa-
ce), during several years in the premises of
the Synagogue — Center for Contemporary
Art at the Jan Koniarek Gallery in Trnava.
The sacral nature of this place gave a signifi-
cant boost to site-specific projects designed
by both local and international artists.
Alongside with the genius loci they found

it impossible to omit the theme of the holo-
caust. Although the curator tried to use the
premises of the synagogue for the purposes
of displaying contemporary art while ne-
glecting to point out the primordial historic.
Gradually a strong need to discuss traumatic
events from past times, as well as to create
a conceptual frame for context-sensitive
works emerged.

This 90s art project is extraordinary
mainly because of its exceptionally consis-
tent curatorial approach with references to
W. Benjamin, W. Welsch, and W. Adorno.
What also needs to be pointed out is the
monumentality of the space, which is rather

uncommon for exhibitions held in Slovakia.
The majority of Slovak galleries have been

working in tiny premises, which did not en-
courage artists to think in a bigger spectrum.

An important aspect was a relatively good
accessibility from Bratislava (where there was
no gallery with a comparable curatorial well-
-marked and internationally-oriented program
at the time). In addition, the "phenomenon"
of openings buses came to its aid as great
support. Jana Gerzova managed to acquire
relatively unusual conditions. After earning
the trust of the director at the Jan Koniarek
Gallery, Priska Stubiiova, she was able to
continue her work independently with gene-
rous financial support from the institution.
Her modus of operation, which is not com-
monly seen in Slovakia, was as follows.
The director of the art gallery at the same
time did not carry out the role of the head
curator even though, thanks to her accom-
plished management, a skilled curator was
given the proper conditions to achieve re-
markable work.

The monumental premises of the central
hall of the Dom umenia/Kunsthalle Bratisla-
va were paradoxically proven as not perfect
for showcasing projects in comparison with

* Art of the Aura, The Memory of the Space, Allocation of Space

the distinctive premises and the historical
context of the Trnava synagogue. Despite the
similar size, a white-cube could not match
with the genius loci of the synagogue. The-
refore, after consulting with several authors
in question, I decided to build the space of
the Trnava synagogue virtually, which allowed
to present a number of the most outstanding
projects, without having to make the actual
physical transition to Bratislava Kunsthalle.
The viewers entering the central hall of the
Dom umenia are given an iPad, where they
can see the real synagogue with the set up
exhibition of one of the five selected authors,
as they move through the space. Although
virtual reality allowed to present more than
one project in the Kunsthalle, still it was not
possible to exhibit all of the key installations
of a relatively long time gathered from a pe-
riod of three curatorial cycles. Although the
exhibition Paradox 90. is a citation, a selec-
tion of fragments from relevant curatorial
exhibitions of the 1990s, at least the next
installation could certainly belong to the follo-
wing selection: Zuzanna Janin (she filled the
synagogue with mist), Conceptual painting
by Ladislav Carny (monumental phosphor
paintings, referring to E Goya), a suggestive

installation Canvas of memories and forget-
ting by lubo Stacho, but also Roman Galov-
sky’s virtual reality.

Bohus and Monika Kubinskys presented
an installation of the greatest complexity —
titled Story (1995). They filled a part of the
Synagogue with water, creating a water sur-
face which functioned as a huge mirror. With
a relatively simple "sculptural" play, they
managed to achieve an extraordinary visual
experience. They projected a holographic
transcript of the collection objects from the
Jewish museum on the walls of the building.

The installation by Dorota Sadovska Lumi-
nia (1997) was one of the most minimalistic
interventions to the premises of the Trnava
synagogue. The author, existentially connec-
ting the painter’s and intermediate worlds,
filled the space with a unique energy, while
still leaving it entirely empty. The one thing
she delicately touched, were the windows.
She painted the ground floor red, windows
on the level of the first floor were painted
blue and the highest floor windows were
given a yellow shade of color. The visitors
found themselves in a space bathed in co-
lourful light. As the only artist, Sadovska
left the exhibition available to visitors also



during the night, when light from the syna-
gogue windows was escaping out into the
surounding areas.

Anton Cierny created for the synagogue
a procesual light-and-sound, artistic, site-
specific and context-sensitive installation
titled Svitanie / The Dawn (1997). He also
worked with the windows, which he darke-
ned. He separated a niche from the taberna-
cle by a wall made from 3 500 kg of sand,
which prevented the light from entering.
The opening took place in a darkened space.
The only source of light was a rosette with
the Jewish symbol - the Star of David. During
a period of 30 days, the sand gradually trick-
led away and allowed light to enter the room.
Speakers amplified the sound of the pouring
sand and a modified sound of a passing train.

Ilona Németh built a Labyrinth (1996)
in the Trnava synagogue. She utilized sand-
bags which are normally used to prevent
flooding, she created both a magical and
claustrophobic space all the same time.
Visitors could enter and move along the
high walls of the labyrinth.

In the work CVAOT / Zdstup / CVAOT
/ Crowd (1997), Monogramista T-D, filled
the synagogue with an installation crea-
ted of 120 pairs of slippers made from
loaves of bread. The crumb was then made
available to the guests. Inside you could
then hear a voice counting down all the
Jews who were deported from the city
of Trnava during the Second World War.
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Interview of Juraj Carny
with Jana Gerzova

Juraj Carny (JC): Originally, the subtitle of the exhibition Paradox 90. was the
Curatorial Resistance to Meciarism. However, several artists and curators protested
against the title, explaining that there was no resistance on their part and they
refused to adopt a clear-cut attitude to Meciarism. For me, the period of the 1990s
was inseparably associated with the arrival of young democracy, and the division of
Czechoslovakia, privatization, kidnapping of the president’s son and other — today
almost incredible cases. For political reasons, the support for visual art was almost
completely cut off. The publication of magazines, support for galleries, acquisitions
and exhibitions ceased, departments were established, and the Arts Academy was
founded in Banska Bystrica. Do you think that it is possible to speak about the
nineties without perceiving the political context? How was political reality reflected
in your professional practice and how did you perceive the phenomenon of Mecia-
rism? Can you imagine how the art scene would evolve during Meciarism without
the support of foreign foundations, such as the Soros Center for Contemporary Arts

and Pro Helvetia?

this situation and had to defend the conception of the journal on contemporary art at the
Ministry of Culture. I remember the uproar caused by the supplement to the magazine —
— Dictionary of Slovak Visual Art listing in alphabetical order the biographical entries of
artists. A ministerial officer subordinate to the director of the Arts Department, at that time
it was Jozef Gerbdc, accused me of entering the names in Hungarian rather than in Slo-
vak. Obviously, he failed to understand that the dictionary format requires the entry of the
surname followed by the first name. After this strange experience it was clear to me that
the journal did not have a chance to survive. It became reality after the Ministry gradually
made cuts in their financial support until it stopped completely. With the help of founda-
tions, Kultur Kontakt Wien, Pro Helvetia and especially the Soros Center for Contemporary
Arts, we survived 1995 and 1996, but in 1997 we temporarily stopped publishing the jour-
nal. Its publication was renewed in 2000. Thanks to the three foreign foundations we ma-
naged to publish the Dictionary of Visual Art of the Second Half of the 20" Century and also

the first monograph of Otis Laubert.

JC: Political activism in the art of the nineties hardly existed in Slovakia. Naturally,
after the politicised period of the eighties, artists preferred to focus on the freedom
of artistic expression, to exploit their idiom, however, the period of a radical trans-
formation of society and politics was not reflected in art. Do you believe that after
the fall of communism artists lacked interest in being confronted with political reality,
or these themes were not artistically inspiring? Why did curators not attempt to pro-

voke reflections on current social and political issues through curatorial exhibitions?

Jana Gerzova (JG): I clearly associate the nineties with the authoritarian rule of
Vladimir Meciar. It had a disastrous impact on that part of culture and art that was unwil-
ling to subordinate to the pressure of political power. It appeared after the elections in
1992 won by the Movement for a Democratic Slovakia (HZDS). The change in the style of
ruling the country began to dangerously resemble the “cultural policy” of authoritarian
regimes, bearing all characteristic features — a violent suppression of natural pluralism,
formation of a single state-supported platform associated with the vision of national cul-
ture. Once again, its history began to be misused with the aim of interpreting national
myths, while experimentation in art was repeatedly exposed to attacks and denounced as

an unacceptable cosmopolitan formalism. As the editor-in-chief of Profil, I was affected by

JG: I disagree with this postulation. On the contrary, political activism in the1990s was
one of a few tools available in the protests against the undemocratic practices of the go-
vernment of Vladimir Meciar and we duly used it. The first culmination of dissatisfaction
was the petition Concern of Personalities over the Concept of Slovak Culture initiated by me
together with Mdria Hlavajovd and Juraj Mojzis and published in SME daily (July 18,
1995). It was a direct reaction to the threats of the so-called Conception of Slovak Culture
produced by the Ministry of Culture under Ivan Hudec, published in the government daily
Slovenskd republika (Slovak Republic, June 14, 1995). We considered alarming the dis-
respect for pluralism in art, intolerance of a difference of opinion, the growth of nationa-
lism, the reintroduction of ideology into art, politically motivated dismissals of directors of

institutions from their posts, exclusion of projects, including specialist journals that did not



fulfil expectations of the ruling political regime. All this divided society — including the
artistic community — and created the atmosphere of anxiety, dangerously reminiscent of
the onset of Normalization in the 1970s. Theorising about this catastrophic situation
seemed to be insufficient and ineffective, and therefore we chose forms of protest actions.
Finally, the Open Forum Salvage Culture was formed in 1996, a wider platform associating
artists and art historians, and a year later meetings were held and strikes organised,
including the occupation strike at the Ministry of Culture, demanding the resignation of
the Minister of Culture. I think that this experience was also reflected in the 1998 elec-
tions when Meciar's HZDS gained a slim victory, but was unable to form the government
and the era of Meciarism came to an end. If you have in mind activist art under political
activism in the art of the 1990s, the form of protest against the political reality that does
not abandon artistic means, I cannot agree with you either. The assertion that such a form
of activism did not exist in the 1990s is a myth, which is, I think, the result of limited
knowledge. In this period a number of great works were created, responding to the poli-
tical situation (Peter Kalmus, Jézsef R. Juhdsz, Ilona Németh, Rudolf Sikora, Daniel Fis-
cher, Elena Patoprstd and other artists), but also works directly thematising Meciarism —
— Meciar's Dances (1992) by Michal Murin, Liberty Island and Watched Trains (1998) by
Miro Nicz, action Scarab (1997) initiated by Blazej BaldZ in Trnava, preceded by sending
an open letter to Prime Minister Meciar, and a great project based on items collected over
time by Eva Filova: Sweet Tomorrows. Parliamentary Ballot Papers 1992 — 2002. In 2013
Michal Murin dedicated an issue of the Profil journal to this subject. I think that the ratio
between the politically indifferent and politically committed art in the nineties was not

fundamentally different from the current situation.

JC: The Synagogue — Centre for Contemporary Art at the Jan Koniarek Gallery could
well be called the first Slovak Kunsthalle thanks to your activities as a curator. Three
curatorial cycles (Art of the Aura, The Memory of the Space and Allocation of Space)
were conceived as thematic exhibitions held continuously in time. You presented Slo-
vak and foreign artists who created site-specific projects for this unique space of the
synagogue. However, few of them were able to detach themselves from the sensitive
perception of the genius loci, and indirectly also from the context of the Holocaust.

These site-specific projects naturally mixed with context-sensitive projects. Did you

perceive it as a negative burden of the exhibition space, or as a natural need for
artists to take a stance towards this difficult, but in this specific space inherently pre-

sent subject?

JG: When I received the offer from the then director of the gallery Priska Stubtiova to
work as a curator at the newly opened exhibition space — the former synagogue in 1993,
I accepted this great challenge. I realised that this unique space stigmatised by traumas of
the Holocaust would be a real test for contemporary art and only the art and artists strong
enough and independent and at the same time sensitive enough would be capable of mo-
ving on the edge and creating productive tension between the past and the present.
I addressed those artists who I assumed were able to accept with respect specific features
of the environment, its physical and mental character, but also those who would not
refrain from articulating their own artistic message. In the first two-year cycle the Art
of the Aura, referring to the famous essay by Walter Benjamin, The Work of Art in the Age
of its Technical Reproducibility, 1 intentionally resisted including in the exhibition pro-
gramme the projects directly responding to the subject of the Holocaust. Out of the nine
works only Monika Kubinskd and Bohus Kubinsky did it in their project Story in 1995.
I did not do it out of disrespect to this place; on the contrary, I did it for fear of a poten-
tial exploitation of the visual and psychological qualities of the space that would result in
the privatisation of its genius loci. An explicit thematisation of the Holocaust appeared in
the second two-year cycle (1999 — 1998), which I called jointly the The memory of the
Space. I started from the virtual project Inside by Roman Galovsky, which completed the
previous cycle, the Art of Aura. Using the latest digital technology the artist attempted to
delve into the past of the synagogue. A special software making use of historical photo-
graphs of the building with the help of data transmission offered the viewers an interes-
ting excursion into history. The response of the audience to this project accelerated my
decision to attempt to trace the history of this unique space in the next cycle. At that time
Pubo Stacho came with the project Canvases of Memories and Forgetting in which he the-
matised the Holocaust and I accepted it because the photographer had a series of person-
al meetings with people who survived these tragic events. Stacho's project was based on
empathy and humility, not only artistic, but also human and Christian. His installation,
which might have caused controversy, evoked a deep feeling of catharsis between partici-

pants and viewers. In his case, we can talk about positive overcoming of Adorn's scepti-



cism about the possibilities of art after Auschwitz, since he not only worked with the phe-
nomenon of memory — forgetting and recollection — but also with ethical categories, such
as responsibility and forgiveness. In the The Memory of the Space cycle the Holocaust
theme occurred quite naturally in the work of a number of Slovak and foreign artists. Their
site-specific installations were among the most impressive exhibitions held at the syna-
gogue (Anton éierny: Dawn, 1997; Dezider Téth: Cvaot / Crowd, 1997; Diane Samuels,
USA, Sounds and Shadows, 1998; Anne and Patrick Poirier, France, Tears of Oblivion,
1998). In this context, Peter Ondruska created RED, an interesting object, made in 2000
for the third cycle Allocation of Space. The simple presence of the monumental word RED
formed from prefabricated blocks spontaneously aroused expectations of an encoded mes-
sage in the empty space of the synagogue. Although it was an English word with no obvi-
ous semantic connection to the original or current function of the synagogue, it appeared
that the rich structuring of this unique place disturbs indifference. The fact that the word
RED was paradoxically yellow triggered a chain of associations in the viewer. On the one
hand, yellow as a symbol associated with Judaism, the Star of David, a hexagram worn as
a stigma on the chest of men, women and children sentenced to death, but also a symbol
inscribed in the windowpane of the synagogue. On the other hand, not only in the sense
of red, but also as a synonym for pre-communist, Bolshevik, not only referring to the red
pentagram associated with the communist regime and animosity towards the Jewish com-
munity, but also to the closing down of the synagogue, its gradual devastation threatened
by complete destruction in the time of real socialism in the 1980s. The second line of
meaning derives from reading the word red as der, the German article that again refers to
the context of the Second World War and the Holocaust; thereby the interpretative circle
was concluded. A surprising result of Ondrusek's installation was the process in which the
initially neutral word was activated by existing structures of the synagogue, particularly

its historical memory.

ration in the Slovak context. A number of curators slipped into simplistic attempts at
an illustrative participation of several accessible artists from neighbouring and more
distant foreign countries. What were the selection criteria for exhibiting Slovak and
foreign artists in relation to your activities in the Synagogue — the Centre for Con-
temporary Art? Almost all projects were created in direct dialogue with space, but
what was the curator's share in the final outcome? There are concrete examples in
which the cooperation between the artist and the curator went beyond the standard

framework. Could we talk about co-authorship?

JC: Within the curatorial cycles, the Art of the Aura and the The Memory of the Place,
you succeeded in presenting several important artists active on the international art
scene (Zuzanna Janin, Diane Samuels, Andreas Oldoérp, Jan Ambriz, Anne and
Patrick Poirier, Vladimir Vimr ...). In the nineties, the Soros Center for Contemporary
Arts tried intensively to connect Slovak visual art with foreign countries. In spite of

this, we could hardly speak about a successful and systematic international coope-

JG: My contribution to the final outcome was indirect. It was principally based on expres-
sing the subject, which, in addition to the architectural design of the building from the late
19" century, created a thematic framework, in which the artist could move. The first two-
-year cycle of exhibitions was given the common name, Art of the Aura, referring to Wal-
ter Benjamin. My objective was an attempt to show that contemporary art can, under cer-
tain conditions, exude aura, which, according to Benjamin's visionary prediction, already
disappeared from art in the 1930s mainly due to the technical reproducibility of art.
The Synagogue — as a comprehensive space — was a good starting point for the presenta-
tion of the Art of the Aura, providing that the projects will be created as site-specific, which
means only for the specific space that the artist must experience before he begins concep-
tually reflecting on the project. From this perspective, the projects required generous fund-
ing because foreign artists, Anne and Patrick Poirier from France, Diane Samuels from the
United States or Andreas Oldorp from Germany had to visit the synagogue a year before
creating their own projects. Moreover, Benjamin's here and now also appeared as a certain
imperative in relation to the viewer, who had to be physically present at the exhibition to
be able to read and perceive all the levels of exhibited installations. Naturally, my curato-
rial experiment was influenced by the current debate on the return of the lost aura, docu-
mented for example in the exhibition The Ruse of the Aura in the Wiener Secession (1994).
Moreover, the current character of my conception was in a sense confirmed by the Bratisla-
va lecture of the German art historian and postmodernist philosopher Wolfgang Welsch,
Artificial Gardens of Paradise? subtitled Exploring the World of Electronic Media and Other
Worlds, given in Bratislava in 1995. The lecture drew attention to trends in art that
emerged as a counterbalance to dematerialised media art. Welsch declared that “in rela-
tion to universal mobility and variability we learn again to appreciate constancy and sta-

bility, stamina and endurance in contrast to a free play, robustness in contrast to levita-



tion”. At the same time he emphasised that it again becomes important “what claims its
own space and time, what is not interchangeable, but it is unrepeatable”. During the two-
year cycle of the Art of the Aura, many of these attributes actually appeared in the work
of artists who accepted my offer for cooperation (Jan Ambriiz, Emoke Vargova, Ladislav
éarn}?, Monika Kubinskd, Bohus Kubinsky, Andreas Oldorp, Ilona Németh, Otis Laubert,
Daniel Fischer, Vladimir Vimr).

Benjamin's here and now connected all three cycles, although the thematic framework
changed. The third consecutive cycle focused primarily on the artists capable of working
with the architectural design of the building whereas the cycle was open to all media, pre-
ferring inter-media and interactive projects. The name of the cycle Allocation of Space and
the actual subject were randomly selected. Several projects appeared in previous exhibi-
tions in which the artists deliberately used specific features of the existing architecture and
integrated its elements into the context of their work (e.g. Anton Cierny, Jan Ambriiz,
Anne and Patrick Poirier, Vladimir Vimr, Monika Kubinskd, BohuS Kubinsky, Patrik
Kovacovsky, Dorota Sadovskd). I deliberately chose an architect, Imro Vasko, not an artist,
to create the pilot project. His site-specific installation ... Net ... a highly ambitious pro-
ject, created a competitive environment for other artists presented in the cycle (Xénia

Imrova, Milo§ Stofko, Zuzanna Janin, Peter Meluzin, Peter Ondrusek).

JC: I believe that the curators have secret drawers in their offices (or today rather

folders on hard discs) with interesting, but never realised projects. Complications of

space, time and the human factor sometimes make impossible the launching of exhi-

bitions that should have been held. Is there an exhibition project that could not be

presented in the Synagogue — Centre for Contemporary Art, but the public should

learn about it?
JG: [ remember two such projects, more precisely artistic figures who have never exhibi-
ted at the Trnava Synagogue although I communicated with them quite intensively.
The first was Christian Boltanski, an amazing French artist, who I first met in 1994 at the
exhibition Hours of Darkness, prepared at Queen Anne's Summer Palace in Prague Castle
by the French-Czech curator Jana Claver. My project for the synagogue interested him all
the more because he has Jewish roots on his father's side and has explored the theme of
the Holocaust in several projects. I wrote a review for the Profil journal about the exhibi-

tion and that year director Priska Stubfiova and I were invited to an informal celebration

of his fiftieth birthday at Clam Gallas Palace, the seat of the French Institute in Vienna, where
one of the versions of his installation, Shadow Theatre (Théatre d’ombres) was presented.
Unfortunately, the promising communication did not result in the desired finale. The se-
cond artist who took the initiative to exhibit in the Trnava synagogue was David Rabinowitch,
a well-known Canadian minimalist sculptor. He exhibited at documenta 6 and 7 between
1977 and 1982. I met him in Prague at his solo exhibition at the Rudolfinum Gallery in
1995. During the press conference, I asked him a question to which he replied somewhat
provocatively with a counter question, so there was a brief conversation between us. After
the press conference he came up to me and asked me where I came from, because my
“Czech” sounded differently. When I explained to him that I am from Slovakia and what
my profession is, he immediately responded, because he was enchanted by the space of
the synagogue and found my project interesting. A few days after the opening of the
Prague exhibition he travelled to Slovakia and was thrilled. Bratislava was for him a lot
more the city of Franz Kafka than Prague and he was immediately enchanted by the sy-
nagogue. The only problem was that he insisted on making a series of reliefs for this space,
which would become an integral part of the architecture. We disagreed on this require-
ment and [ wonder if I did well when I declined to accept this intervention, which seemed

to be against the spirit of genius loci, and little empathic at that time.
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2010 Ocami (ne)viditeIné. Reflexia krestanstva v su-
¢asnom umeni (spolukuratorka / co-curator),
Dom umenia / House of Art, Bratislava (SK)

2011 Mapy / Maps: Umelecka kartografia v strede
Eurépy 1960 — 2011 (spolukuratorka / co-
curator), Galéria mesta Bratislavy / Bratislava
City Gallery; Slovenskd narodna galéria / Slovak
National Gallery, Bratislava (SK)

2012 Michal Kern: Stotoznenie, Galéria mesta Bratislavy
/ Bratislava City Gallery, Bratislava (SK)

2013 Zostane to v rodine (Vstupy deti do tvorby rodicov
umelcov a naopak), Galéria mesta Bratislavy /
Bratislava City Gallery, Bratislava (SK)

Publikacie (vyber) / Publications (selection)

CARNA, Daniela — VALOCH, Jit{: Igor Kalny. Presov,

Vydavatel'stvo Michala Vaska 2008.

CARNA, Daniela - GREGOROVA, Lucia: Mapy/Maps.

Umelecka kartografia v strede Eurépy 1960 — 2011.

Katalég vystavy. Bratislava, Galéria mesta Bratislavy,

Slovenska ndrodna galéria 2011.

CARNA, Daniela: Michal Kern. Bratislava, Galéria mesta

Bratislavy 2011.

CARNA, Daniela: Po stopach umenia. Bratislava,

Galéria mesta Bratislavy, OZ Artfriends 2009.

CARNA, Daniela: Z mesta von. Umenie v prirode. Kata-

16g vystavy. Bratislava, Galéria mesta Bratislavy 2007.

CARNA, Daniela: Zostane to v rodine (Vstupy deti do

tvorby rodicov umelcov a naopak). Katalég vystavy.

Bratislava, Galéria mesta Bratislavy 2013.

JURAJ CARNY

Narodeny / Born 1974, Poprad

Vzdelanie / Education

1996, Cultural University, Copenhagen

1992 — 1999, Univerzita Komenského v Bratislave

— Filozoficka fakulta — Veda o vytvarnom umeni

/ Comenius University in Bratislava — Faculty

of Philosophy — Fine Art Science

Kuratorské projekty (vyber)

/ Curatorial Projects (selection)

1995 BilboART, verejny priestor / public space, Bratisla-
va (SK)

1998 Slovak Young Visual Arts Prize, Galéria Medium
/ Medium Gallery, Bratislava (SK)

2003 Instant Fusion, MuseumsQuartier, Vienna (AT)
The Last East European Show, Museum of Con-
temporary Art, Belgrade (RS)

2004 Erik Binder — Intercosmos, Gallery Raster,
Warsaw (PL)

Central /New Art from New Europe/ (kurator
slovenskej sekcie / curator of the Slovak section),
Max Gandolf Bibliothek, Salzburg; Graz (AT);
Bucharest (RO); Ljubljana (SLO); Sofia (BG);
Zagreb (HR); Belgrade (RS); Bratislava (SK)
CWS /Aneta Mona Chisa, Marek Kvetan, Dusan
Zahoransky/, Vision Centre, Cork (IR)

Erik Binder, Galerie und projekte Mathias Kampl,
Berlin (DE)

2005 Prague Biennale 2 — Expanded painting / Accién
directa, (kurator slovenskej sekcie / curator of
the Slovak section) Karlinska hala / Karlin Hall,
Praha (CZ)

2006 Crazycurators Biennale (Séfkurator / chief cu-
rator), SPACE / Galéria Priestor for Contempo-
rary Arts, Bratislava (SK)

Jifi Kovanda, Otis Laubert, Jan Family, (spoluku-
rator / co-curator), SKUC Gallery, Ljubljana (SLO)

2007 The Most Curatorial Biennale in the Universe,
Apex Art, New York (USA)

Prague Biennale 3 — Global and Oustsiders: Con-
necting Cultures in Central Europe — kuratorska
sekcia / curatorial section — Lemon Bar, Between
Concept and Action Art, Karlinska hala / Karlin
Hall, Praha (CZ)

2008 Crazycurators Biennale II ($éfkurator / chief cu-
rator), SPACE / Galéria Priestor for Contempo-
rary Arts, Bratislava (SK)

Between Concept and Action Art (Early conceptual
and action art from CZ/SK), Galleria Sonia Rosso,
Torino (IT)

2009 Otis Laubert, Monasterio San Pietro in Lamosa,
Iseo (IT)

Erased Walls, Freies Museum Berlin (DE); Media-
tions Biennale, Poznan (2010) (PL)

2010 Crazycurators Biennale III (Séfkurator / chief cu-
rator), Dom umenia / House of Art; SPACE / Galéria
Priestor for Contemporary Arts, Bratislava (SK)
Transitland, Videoart from Central and Eastern
Europe 1989 — 2009, SPACE / Galéria Priestor
for Contemporary Arts, Bratislava (SK)

Nulté roky (spolukurator / co-curator), Dom ume-
nia / House of Art, Bratislava; Povazska galéria
umenia / Museum of Art, Zilina (SK); MODEM,
Centre for Contemporary Arts, Debrecen (HU)

2012 Hotel de Inmigrantes (Manifesta IX. sprievodnd
akcia / parallel event), Hasselt (BE)

2013 Video AIR, Kultur Kontakt, Vienna (AT)

Publikacie (vyber) / Publications (selection)

CARNY, Juraj: In: SIKOROVA-PUTISOVA, Mira (ed.): Nul-

té roky / Zero years. Zilina, Povazsk galéria umenia 2011.

CARNY, Juraj: On The Move: The Slovak Art Scene is
Gradually Speeding up. In: THUNEKE, Inka (ed.):
Atlantis: Hidden Histories — New Identities. European Art

20 Years After the Iron Curtain. Berlin, Rohkunstbau 2010.

CARNY, Juraj: Stano Masar. Five questions. Katalég
vystavy. Nové Zamky, Galéria umenia Ernesta Zmeta-
ka 2009.

BARBORA GERZOVA

Narodena / Born 1981, Bratislava

Vzdelanie / Education

2000 — 2005, Trnavska univerzita v Trnave — Filozoficka

fakulta — Katedra dejin umenia a kultdry / Trnava Uni-

versity in Trnava — Faculty of Philosophy — Department
of History of Art and Culture

Kuratorské projekty (vyber)

/ Curatorial Projects (selection)

2007 Zrkadlo ako nastroj iluzie, Nitrianska galéria
/ Nitra Gallery, Nitra (SK)

2008 Ja a ti Druhi, Nitrianska galéria / Nitra Gallery,
Nitra (SK)

Ilizia priestoru / Pokus o nové ¢itanie, Nitrianska
galéria / Nitra Gallery, Nitra (SK)

2009 Od sadry k zuvacke / Autorské techniky a stratégie,
Nitrianska galéria / Nitra Gallery, Nitra (SK)
Perfect Asymetry, Donumenta 2009 — Slovakia,
Regensburg (DE)

Pasce vizualnej iltzie / Sti¢asné podoby trompe
l'oeil, Nitrianska galéria / Nitra Gallery, Nitra (SK)

2010 Karol Pichler, Erik Binder, Stano Masar, Nitrianska
galéria / Nitra Gallery, Nitra (SK)

INTER-VIEW, Nitrianska galéria / Nitra Gallery,
Nitra (SK)

2011 MANUAL PRE DOKONALEHO DIVAKA / Peter
Barényi, Eja Deveckovd, Mariana Sedlacikova,
Veronika Sramatyovd, Nitrianska galéria / Nitra
Gallery, Nitra (SK)

INTER-VIEW 2, Nitrianska galéria / Nitra Gallery,
Nitra (SK)

2012 Monika Pascoe Mikyskova: Co nds spaja, to nés
deli, Nitrianska galéria / Nitra Gallery, Nitra (SK)
FILM. Directed by Artists / Film v si¢asnom ument,
Nitrianska galéria / Nitra Gallery, Nitra (SK)
Lucia Stranaiova: T4 krajina, Galéria Cypridna Ma-
jernika / Cypridn Majernik Gallery, Bratislava (SK)

2013 Marko Blazo / Ticho a pokoj, Nitrianska galéria
/ Nitra Gallery, Nitra (SK)

Lubo Stacho: Ph faktor pozitivny, Nitrianska
galéria / Nitra Gallery, Nitra (SK)

FILM. Directed by Artists 2 / Film v sticasnom ume-
ni, Nitrianska galéria / Nitra Gallery, Nitra (SK)

2014 Dorota Sadovskd: Nahotou tela aj mysle, Nitrianska
galéria / Nitra Gallery, Nitra (SK)

Slovensko — krajina, v ktorej sa da zit / Illah van
Oijen, Olja Triaska Stefanovi¢, Nitrianska galéria
/ Nitra Gallery, Nitra (SK)

Publikacie (vyber) / Publications (selection)

GERZOVA, Barbora: FILM. Directed by Artists / Film

v sicasnom umeni. Katalég vystavy. Nitra, Nitrianska

galéria 2012.

GERZOVA, Barbora: Iltizia priestoru / Pokus o nové

c¢itanie. Kataldg vystavy. Nitra, Nitrianska galéria 2008.

GERZOVA, Barbora: INTER-VIEW. Kataldg vystavy. Nitra,

Nitrianska galéria 2010.

GERZOVA, Barbora: INTER-VIEW 2. Katal4g vystavy.

Nitra, Nitrianska galéria 2011.

GERZOVA, Barbora: Ja a ti Druhi. Katal4g vystavy.

Nitra, Nitrianska galéria 2007.

GERZOVA, Barbora: Karol Pichler, Stano Masar, Erik

Binder. Katalég vystavy. Nitra, Nitrianska galéria 2010.

GERZOVA, Barbora: Marko Blazo / Ticho a pokoj.

Katalég vystavy. Nitra, Nitrianska galéria 2013.

GERZOVA, Barbora: Od sadry k zuvacke / Autorské

techniky a stratégie. Katalog vystavy. Nitra, Nitrianska

galéria 2009.

GERZOVA, Barbora: Pasce vizualnej iltizie / Sti¢asné

podoby trompe l'oeil. Katalog vystavy. Nitra, Nitrianska

galéria 2009.

GERZOVA, Barbora: Zrkadlo ako néstroj iltizie. Katalég

vystavy. Nitra, Nitrianska galéria 2007.

RICHARD GREGOR

Narodeny / Born 1974, Bratislava

Vzdelanie / Education

1993 - 1999, Trnavska univerzita v Trnave — Filozofickd
fakulta — Katedra dejin umenia a kulttry / Trnava Uni-
versity in Trnava — Faculty of Philosophy — Department
of History of Art and Culture

1997 — 1998, Univerzita Karlova v Prahe — Filozoficka
fakulta — Ustav pro déjiny uméni / Charles University

— Faculty of Philosophy — Institute of Art History



Kuratorské projekty (vyber)

/ Curatorial Projects (selection)

2000 Milan Adamciak, Nitrianska galéria / Nitra Gallery,
Nitra; Povazska galéria umenia / Museum of Art,
Zilina (2001) (SK)

Peter Barto$ (spolukurator / co-curator), Nitrian-
ska galéria / Nitra Gallery, Nitra (SK)
Manipulujice umenie I a II, Nitrianska galéria

/ Nitra Gallery, Nitra; Povazska galéria umenia
/ Museum of Art, Zilina (SK)

2001 ,nové“ umenie 1936 — 2001, Statna galéria
/ State Gallery, Banska Bystrica; Galéria Jdna
Koniarka / Jdn Koniarek Gallery, Trnava (SK)
transKUNSTHALLE 2001, Nitrianska galéria
/ Nitra Gallery, Nitra (SK); Kunsthalle Exnergasse,
Vienna (2002) (,,Neue“ Slowakische Kunst 1936 —
—2001) (AT)

2003 Ivan Stépan — Hmatové Studio 1970/2003 (spolu-
praca / co-opreation Radislav Matustik), Galéria
mesta Bratislavy / Bratislava City Gallery, Bratis-
lava (SK)

Realizmus a skutocnost — stala expozicia sloven-
ského umenia 20. storocia, Galéria mesta Bratis-
lavy / Bratislava City Gallery, Bratislava (SK)
Valenc¢né sféry 1., Galéria mesta Bratislavy

/ Bratislava City Gallery, Bratislava (SK)
Permanentny romantizmus, Galéria mesta Bratis-
lavy / Bratislava City Gallery, Bratislava (SK)

2004 Forbina/Fore-Scene, Stanica Zilina-Z4rietie; Galé-
ria Jana Koniarka — Synagoga / Jdn Koniarek
Gallery — Synagogue, Trnava; State Gallery, Ban-
skd Bystrica (2005) (SK)

2005 Prievan / Sucasnd slovenskd mal'ba 2000 — 2005
(spolukurator / co-curator), Povazska galéria
umenia / Museum of Art, Zilina; Statna galéria
/ State Gallery, Banska Bystrica (SK); Prazska
radnica / Prague City Hall, Praha (CZ), Galéria
P M. Bohtina / P M. Bohtir Gallery, Liptovsky
Mikulas (2006) (SK)

2006 22 minut 50,28 sekundy, Gallery Art Factory,
Praha (CZ); CAISA, Helsinki (FI)

2011 Nulté roky (spolukurator / co-curator), Dom ume-
nia / House of Art, Bratislava; Povazska galéria
umenia / Museum of Art, Zilina (SK); MODEM,
Centre for Contemporary Arts, Debrecen (HU)
Odzbrojujici — Pomenovanie aktudlnej tendencie
v slovenskom vytvarnom umeni, Galéria Cypridna
Majernika / Cypridn Majernik Gallery, Bratislava (SK)

2012 Balkén na Kudldkovej 5, Galéria Cypridna Majer-
nika / Cypridn Majernik Gallery, Bratislava (SK)

2013 1963 — Predvecer slovenskej neoavantgardy,
Galéria Cypridna Majernika / Cypridn Majernik
Gallery, Bratislava (SK)

Publikacie (vyber) / Publications (selection)

GREGOR, Richard (zost.): 1963 — Predvecer slovenskej

neoavantgardy. Bratislava, Galéria Cypridna Majerni-

ka 2013.

GREGOR, Richard: Haberernovej oko. Postinfomalna

figuracia v slovenskom vytvarnom umeni 60. rokov 20. sto-

rocia. Bratislava, Galéria Cypridna Majernika 2013.

BEATA JABLONSKA

Narodena / Born 1967, Bratislava

Vzdelanie / Education

1986 — 1992, Univerzita Komenského v Bratislave — Fi-

lozofickd fakulta — Veda o vytvarnom umeni / Comenius

University in Bratislava — Faculty of Philosophy — Fine

Art Science

2011 — 2014, Vysoka skola vytvarnych umeni v Bratis-

lave — Dejiny a tedria vytvarného umenia / Academy of

Fine Arts and Design — History and Theory of Fine Art

— postgradudlne Stidium / post-graduate studies

Kuratorské projekty (vyber)

/ Curatorial Projects (selection)

1998 Medzisvet. Vyplilovat medzery sicna (spolukura-
torka / co-curator), Slovenska narodna galéria
/ Slovak National Gallery, Bratislava (SK)

2005 Prievan / Sucasna slovenska malba 2000 — 2005
(spolukuratorka / co-curator), Povazska galéria
umenia / Museum of Art, Zilina; Stdtna galéria
/ State Gallery, Banskéa Bystrica; Galéria P M. Bo-
huna / P M. Bohiirt Gallery, Liptovsky Mikulas
(SK); Galerie hlavniho meésta Prahy / Praha City
Gallery, Praha (CZ)

2009 Osemdesiate — Postmoderna v slovenskom vytvar-
nom umeni 1985 — 1992, Slovenskd ndrodnd ga-
léria / Slovak National Gallery, Bratislava (SK)

Publikacie (vyber) / Publications (selection)

JABLONSKA, Beata: Osemdesiate. Postmoderna v slo-

venskom vytvarnom umeni 1985 — 1992. Bratislava,

Slovenska narodna galéria 2009.

LYDIA PRIBISOVA

Narodena / Born 1980, Bratislava

Vzdelanie / Education

1998 — 2003, Univerzita Komenského v Bratislave — Fi-

lozoficka fakulta — Veda o vytvarnom umeni / Comenius

University in Bratislava — Faculty of Philosophy — Fine

Art Science

2003 - 2006, Univerzita Komenského v Bratislave — Fi-

lozoficka fakulta — Andragogika / Comenius University

in Bratislava — Faculty of Philosophy — Adult Education

2009 - 2013 Sapienza University of Rome — Department

of History of Arts — postgradudlne Stidium / post-gra-

duate studies

Kuratorské projekty (vyber)

/ Curatorial Projects (selection)

2007 Prague Biennale 3 — Lemon Bar — Slovak section
(spolukuratorka / co-curator), Karlinska hala
/ Karlin Hall, Praha (CZ)
www.evolutiondelart.net (spolukuratorka / co-
curator)

2009 John Wood & Paul Harisson, Studio Trisorio,
Rome and Naples (IT)

2010 Crazycurators Biennale III, (spolukuratorka / co-
curator), Dom umenia / House of Art; SPACE / Galé-
ria Priestor for Contemporary Arts, Bratislava (SK)
How to make a revolution. Anetta Mona Chisa
and Lucia Tkécova (spolukuratorka / co-curator),
MLAC, Rome (IT)

2011 Diorama. Slovak videoart, Oi Futuro, Rio de Ja-
neiro (BR)

Prague Biennale 5 — Whatever we do we cannot
connect with you — Slovak section (spolukura-
torka / co-curator), Microna / Microna building,
Praha (CZ)

She Devil 5 (spolukuratorka / co-curator), Macro
Museum, Rome (IT)

Common Identity (spolukuratorka / co-curator),
SPACE / Galéria Priestor for Contemporary Arts,
Bratislava (SK)

2012 Systems and Accidents. Cyril Blazo — Tomas Dzadon
— Eva Kotéatkova — Pavla Scerdnkovéd, Ex Elettrofo-
nica, Rome (IT)

2013 There must be order. Artists from Central Europe,
Viafarini DOCVA, Fabbrica del Vapore, Milan (IT)
Dominik Lang: Missing Parts, The Gallery Apart,
Rome (IT)

Publikacie (vyber) / Publications (selection)

PRIBISOVA, Lydia: How to Make a Revolution. Catalogue

of the show of Anetta Mona Chisa and Lucia Tkacova.

Rome, MLAC, Cura 2010.

MIRA SIKOROVA-PUTISOVA

Narodend / Born 1974, Ziar nad Hronom

Vzdelanie / Education

1993 - 1998, Trnavska univerzita v Trnave — Filozoficka

fakulta — Katedra dejin umenia a kultdry / Trnava Uni-

versity in Trnava — Faculty of Philosophy — Department
of History of Art and Culture

Kuratorské projekty (vyber)

/ Curatorial Projects (selection)

2003 Privela vynimek, Povazska galéria umenia / Mu-
seum of Art, Zilina (SK)

2006 IN(TER)MEDIA(S)RES, Povazska galéria umenia
/ Museum of Art, Zilina (SK)

2008 Visuality versus Reality, Povazskd galéria umenia
/ Museum of Art, Zilina (SK)

Petites histoires / Regards projetés, Contemporary
Slovak Videoart, apollonia — european art exchan-
ges, Strassbourg (FR)

2009 Nendpadné médium (Podoby sti¢asnej kresby),
Vychodoslovenska galéria / East Slovakian Gallery,
Kosice; Galéria Cypriana Majernika / Cypridn
Majernik Gallery, Bratislava (SK)

2011 Nulté roky (spolukuratorka / co-curator),
Povazska galéria umenia / Museum of Art, Zilina;
Dom umenia / House of Art, Bratislava (2012)
(SK); MODEM, Centre for Contemporary Arts,
Debrecen (2013) (HU)

2012 Prvé muzeum intermédii — vyber zo zbierky Po-
vazskej galérie umenia v Ziline, Povazska galéria
umenia / Museum of Art, Zilina (SK)

2013 Prague Biennale 6 — Beyond the Art, Ndkladové
nédrazi Zizkov / Train Station Zifkov, Praha (CZ)

Publikacie (vyber) / Publications (selection)

SIKOROVA-PUTISOVA, Mira: Nenapadné médium.

Katal6g vystavy. Zilina, Pova#skd galéria umenia 2009.

SIKOROVA-PUTISOVA, Mira (ed.): Nulté roky / Zero
years. Zilina, Pova#ska galéria umenia 2011.
SIKOROVA-PUTISOVA, Mira: Petites Histoires. Katal6g
vystavy. Zilina, PovaZska galéria umenia 2008.
SIKOROVA-PUTISOVA, Mira: Povazska galéria ume-
nia v Ziline 1996 — 2006. Zilina, Povazské galéria
umenia 2006.

NINA VRBANOVA

Narodena / Born 1986, Bojnice

Vzdelanie / Education

2005 — 2010, Univerzita Konstantina Filozofa v Nitre

— Ustav literarnej a umeleckej komunikdacie / Constantine

The Philosopher University in Nitra — Department of li-

terary and artistic communication

2013, Univerzita Karlova v Prahe — Filozoficka fakulta

— Katedra estetiky / Charles University — Faculty of Arts

— Department of Aesthetics

2010 - 2013, Univerzita KonsStantina Filozofa v Nitre,

Ustav literdrnej a umeleckej komunikécie — Ustav

literarnej a umeleckej komunikdcie / Constantine The

Philosopher University in Nitra — Department of literary

and artistic communication — postgradualne stidium

/ post-graduate studies (prerusené / interrupted)

Kuratorské projekty (vyber)

/ Curatorial Projects (selection)

2011 Pavla Scerankova: Nahlas, Galéria Cypridna Majer-
nika / Cypridn Majernik Gallery, Bratislava (SK)

2013 Stano Masar: O umeni (100 rokov po ...), Dom
umenia / House of Art, Bratislava (SK)
Kontextudlne umenie. Umenie v kontexte umenia
1991 - 2011, Galéria Cypriana Majernika / Cypridn
Majernik Gallery, Bratislava (SK)

Stano Filko — okliF onatS: Tranzscendenteaoq
5.D. (4.3.), Galéria Slovenského instititu
/ Gallery of Slovak Institute, Praha (CZ)

2014 Stano Filko: ‘80s in N.Y.C. Paintings & Objects,
Galéria Art Capital / Art Capital Gallery, Bratisla-
va (SK)

Publikacie (vyber) / Publications (selection)

VRBANOVA, Nina: Kontextudlne umenie. Bratislava,

Galéria Cypridna Majernika 2013.

VRBANOVA, Nina — CARNY, Juraj — MASAR, Stano (ed.):

Stano Masar. Po umeni. Bratislava, Stano Masar 2013.

VRBANOVA, Nina (ed.): Rocenka Galérie Cypriana Ma-

jernika 2012. Bratislava, Galéria Cypridana Majernika 2012.

VRBANOVA, Nina: Stano Filko — okliF onatS: Tranzscen-

denteaoq 5.D. (4.3.). Katalog vystavy. Bratislava, Galé-

ria Cypriana Majernika 2013.

VRBANOVA, Nina — KREJCI, Roman (ed.): Stano Filko.

‘80s in N.Y.C. Paintings & Objects. Katalég vystavy.

Bratislava, Aukénd spoloc¢nost Art Bid, Galéria Art

Capital 2014.



Zivotopisy vytvarnikov / Artists’ Curricula vitae

JURAJ BARTUSZ

Narodeny / Born 1933, Kamenin

Stdium / Studies

1954 — 1958, Vysoka skola uméleckopriimyslové / Aca-

demy of Arts, Architecture & Design, Praha / prof. Jan

Kavan, prof. Josef Wagner

1958 — 1961, Akademie vytvarnych uméni / Academy of

Fine Arts, Praha / prof. Karel Hladik, prof. Karel Pokorny

Zastupenie v zbierkach galérii

/ Representation in Gallery Collections

Slovenskd narodna galéria / Slovak National Gallery,

Bratislava; Galéria mesta Bratislavy / Bratislava City

Gallery, Bratislava; Centro Internacional de la cultura,

Mexico City; Galéria M. A. Bazovského / M. A. Bazovsky

Gallery, Tren¢in; Kassdk Lajos Emlékmuzeum, Budapest;

Nérodni galerie / National Gallery, Praha; Nitrianska

galéria / Nitra Gallery, Nitra; Pécsi galéria, Pécs; Povaz-

ské galéria umenia / Museum of Art, Zilina; Prvé sloven-
ska investi¢nd skupina / The First Slovak Investment

Group, Bratislava; Szépmiivészeti Mtizeum Budapest,

Vychodoslovenska galéria / East Slovakian Gallery, KoSice

Individuélne vystavy (vyber od roku 1990)

/ Individual Exhibitions (selection since 1990)

vystavuje od roku 1966 / exhibiting since 1966

1991 Juraj Bartusz: Sondy, Slovenska narodnd galéria
/ Slovak National Gallery, Bratislava (SK)

1992 Juraj Bartusz: Retrospektiva, Stredoslovenskd galé-
ria / Central Slovakian Gallery, Banska Bystrica;
Galéria Juliusa Jakobyho / Julius Jakoby Gallery,
Kosice; Povazska galéria umenia / Museum of Art,
Zilina (SK)

1994 Juraj Bartusz: Ekologicko-sociologicka instalacia,
Povazskd galéria umenia / Museum of Art, Zili-
na (SK)

1996 Juraj Bartusz: Ex aequo, Statna galéria / State
Gallery, Banska Bystrica (SK)

1997 Juraj Bartusz — Ilona Németh: Cestou, At Home
Gallery — Synagéga / Synagogue, Samorin (SK)

1998 Juraj Bartusz — Marek Kvetan: (Anti)komunikécia,
Galéria mesta Bratislavy / Bratislava City Gallery,
Bratislava (SK)

1999 Juraj Bartusz: Transformy, Muzeum Vojtecha Lof-
flera / Museum of Vojtech Loffler, Kosice (SK)
Juraj Bartusz: Bleskosvetlo Bleskotma, Forum
Kultury, Lodz (PL)

2000 Juraj Bartusz: Videoumenie, instaldcia, perfor-
mancia, Méstskd galerie / City Gallery of Plzer,
Plzen (CZ)

2001 Empty spaces, Miskolci galéria, Miskolc (HU);
Labyrinthe. Atelier im Palmenhaus, Villa Valdberta,
Miinchen (DE)

2003 Juraj Bartusz: Labilita, Galéria Bramerova kuria
/ SNM — Mtzeum kultiry Mad'arov na Slovensku
/ SNM — Museum of the Hungarian Culture in Slo-
vakia, Bratislava (SK)

2006 Juraj Bartusz: Ziva socha. Galéria Jana Koniarka
— Synagéga / Jdn Koniarek Gallery — Synagogue,
Trnava (SK)

Juraj Bartusz. Galéria umenia Ernesta Zmetaka
/ Art Gallery of Ernest Zmetdk, Nové Zamky (SK)

2007 Juraj Bartusz. Nitrianska galéria / Nitra Gallery,
Nitra (SK)

2008 Pocta Jurajovi Bartuszovi — Zlinsky salon, Kraj-
ska galéria vytvarnych umeni / Regional Gallery
of Fine Arts, Zlin (CZ)

2009 Juraj Bartusz: Pulzujtica geometria, Galéria Z
/ Z Gallery, Bratislava (SK)

Bartusz — Jakoby — Bondy: Casovy limit, indigo,
Vychodoslovenska galéria / East Slovakian Gallery,
Kosice (SK)

2010 Juraj Bartusz: Gestd / gestures / body / sekundy
/ seconds, Slovenskd narodna galéria / Slovak
National Gallery, Bratislava (SK)

Kolektivne vystavy (vyber od roku 1990)

/ Group Exhibitions (selection since 1990)

vystavuje od roku 1966 / exhibiting since 1966

1991 Hybace, Vychodoslovenskd galéria / East Slovakian
Gallery, Kosice; Galéria Gerulata / Gerulata Galle-
ry, Bratislava (SK), Narodni technické muzeum
/ National Technical Museum, Praha (CZ)

1991 Uméni akce, Mdnes, Praha (CZ)

1992 Arte contemporanea ceca e slovacca 1950 —

— 1992, Palazzo del Broletto, Salone dell’arengo,
Novara (IT)

1993 Minisalon, Musée des Beaux Arts, Mons (BE)

1994 Identifikacia v priestore a ¢ase, Galéria Milosa Ale-
xandra Bazovského / M. A. Bazovsky Gallery,
Trenc¢in (SK)

Sestdesiate roky v slovenskom vytvarnom ument,
Slovenska narodnd galéria / Slovak National Galle-
ry, Bratislava (SK)

1996 ZdruZenie Gerulata. Galéria P M. Bohtina
/ P M. Bohurt Gallery, Liptovsky Mikulds (SK)

1997 Klub konkretistd, Oblastni galerie Vysociny / Re-
gional Gallery Viso¢iny, Jihlava; Dim uméni
/ House of Art, Zlin (CZ)

PreMOSTenie, Ostrihom (SK/HU)

1999 Klub konkretistov, Slovenskd narodna galéria
/ Slovak National Gallery, Bratislava (SK)
Freedom & Beauty: A Discovery Trip. Contempo-
rary Slovak Art in the Ambassador’s Residence,
Washington (USA)

Vylomok — niekol'ko podéb akcie: k problémom
prirody, Galéria mesta Bratislavy / Bratislava City
Gallery, Bratislava (SK)

2001 Bilance II. Obrazy a sochy, Galerie umeéni Karlovy
Vary / Gallery of Art Karlovy Vary, Karlovy Vary (CZ)

2001 LIGHThouse — svetelné instaldcie / objekty /

/ fotografie / projekcie / dokumentacia, Povazska
galéria umenia / Museum of Art, Zilina (SK)

2005 Prievan / Stcasna slovenska malba 2000 — 2005,
Prazska radnica / Prague City Hall, Praha (CZ);
Povazskd galéria umenia / Museum of Art, Zili-
na (SK)

2006 22 mintt 50,28 sekundy, Gallery Art Factory,
Praha (CZ); CAISA, Helsinki (FI)

2007 Z mesta von — Umenie v prirode, Galéria mesta
Bratislavy / Bratislava City Gallery, Bratislava
(SK); Gosudarstvennyj centr sovremennovo
iskusstva, Moskva (RU);

Messiah, MODEM, Centre for Contemporary Arts,
Debrecen (HU)

2008 Ceské a slovenské vytvarné umenie Sestdesiatych
rokov 20. storocia, Galéria M. A. Bazovského
/ M. A. Bazovsky Gallery, Tren¢in; Galéria P M. Bo-
huna / P M. Bohiint Gallery, Liptovsky Mikulas
(SK), Dim uméni / House of Art, Zlin; Dum
umeéni / House of Art, Ostrava (CZ)

Slovensky obraz (anti-obraz). 20. storocie v slo-
venskom vytvarnom umeni. Jizdarna — Prazsky
hrad / Riding School — Prague Castle, Praha (CZ)
1960 - Sticasnost / Slovenské uméni + cesti hos-
té, Dim U Zlatého prstenu / Gallery of Gold Ring,
Praha (CZ)

2009 Osemdesiate — Postmoderna v slovenskom vytvar-
nom umeni 1985 — 1992, Slovenska narodna
galéria / Slovak National Gallery, Bratislava (SK)

2010 Hranice geometrie — geometrické a konstruktivne
tendencie v slovenskom vytvarnom umeni od roku
1960 po sti¢asnost, Dom umenia / House of Art,
Bratislava (SK)

2011 Mapy / Maps: Umelecka kartografia v strede
Eurdpy 1960 — 2011, Galéria mesta Bratislavy
/ Bratislava City Gallery; Slovenska narodna
galéria / Slovak National Gallery, Bratisla-
va (SK)

Bibliografia (vyber) / Bibliography (selection)

BESKID, Vladimir: Juraj Bartusz. Kataldg vystavy.

Kosice, Mizeum Vojtecha Lofflera 1999.

BURGEROVA, Vladimira - GREGOROVA-STACHOVA,

Lucia (ed.): Bartusz, gestd / gestures / body / sekundy /

seconds. Katalég vystavy. Bratislava, Slovenskd narodna

galéria 2010.

GREGOROVA, Lucia (ed.): Juraj Bartusz. 7ivé socha.

Katalég vystavy. Trnava, Galéria Jana Koniarka 2006.

MAT[:@TH(, Radislav: Predtym (Prekrocenie hranic

1964 — 1971), Zilina, Povazskd galéria umenia 1994.

VALOCH, Jifi: Juraj Bartusz: Akce — Kresby. Kataldg

vystavy. Brno, Méstské kulturni sttedisko S. K. Neu-

manna 1986.

VRBANOV/\, Alena (ed.): Juraj Bartusz — Retrospektiva.

Katalég vystavy. Banska Bystrica, Stitna galéria Banské

Bystrica; KoSice, Galéria Juiliusa Jakobyho, Zilina,

Povazska galéria umenia 1992.

MARKO BLAZO

Narodeny / Born 1972, Kosice

Sttidium / Studies

1991 — 1998, Vysoka skola vytvarnych umeni / Academy

of Fine Arts and Design, Bratislava / prof. Rudolf Sikora

Zastupenie v zbierkach galérii

/ Representation in Gallery Collections

Slovenska narodna galéria / Slovak National Gallery,

Bratislava; Ceskd ndrodn4 galéria / Czech National Galle-

ry, Praha; Stredoslovenska galéria / Central Slovakian

Gallery, Banské Bystrica; Galéria mesta Bratislavy / Bra-

tislava City Gallery, Bratislava; Vychodoslovenskd galé-

ria / East Slovakian Gallery, Kosice; Nitrianska galéria

/ Nitra Gallery, Nitra

Individudlne vystavy (vyber od roku 1990)

/ Individual Exhibitions (selection since 1990)

vystavuje od roku 1996 / exhibiting since 1996

1996 Rovna4 sa, Tatrasoft Gallery, Bratislava (SK)

1998 Marko Blazo: Melancholia, Mtizeum Vojtecha
Lofflera / Museum of Vojtech Liffler, Kosice (SK)

1998 Marko Blazo: Potom, Soga / Gallery Soga, Bratis-
lava (SK)

1999 22, Galerie 761 / Gallery 761, Ostrava (CZ)
Napliiané bruskd, SPACE / Galéria Priestor for
Contemporary Arts, Bratislava (SK)

2000 Leveland, Galerie Véclava Spély / Vdclav Spdla
Gallery, Praha (CZ)

2003 Mistaken Reconstruction of SchoenbrAunn, Kul-
tur Kontakt Gastateliers, Vienna (AT)

2004 Marko Blazo, Muzeum Vojtecha Lofflera / Museum
of Vojtech Loffler, Kosice (SK)

2004 Strechomluvy, Moravskd galerie / Moravian
Gallery, Brno (CZ)

2005 Marko Blazo, Miskolci Galéria / Municipal Museum
of Art, Miskolc (HU)

2006 Od vecera do rana, SPACE / Galéria Priestor for
Contemporary Arts, Bratislava (SK)

2011 Vyskytuje sa, Stredoslovenska galéria / Central
Slovakian Gallery, Banska Bystrica (SK)

2013 Marko Blazo / Ticho a pokoj, Nitrianska galéria
/ Nitra Gallery, Nitra (SK)

Kolektivne vystavy (vyber od roku 1990)

/ Group Exhibitions (selection since 1990)

vystavuje od roku 1994 / exhibiting since 1994

1995 BilboART, verejny priestor / public space,
Bratislava (SK)

1999 Mlady vytvarnik roka 1999, Galéria Jana Koniarka
/ Jdn Koniarek Gallery, Trnava (SK)

2000 Dejiny slovenského vytvarného umenia — 20. sto-
rocie, Slovenska narodnd galéria / Slovak Natio-
nal Gallery, Bratislava (SK)

2001 Slowakische Traume. Bildende Kunst von den
sechziger Jahren bis heute aus den Sammlungen
der Slowakischen Nationalgalerie, slowakischer



Galerien und Ateliers, Museum moderner Kunst
Stiftung Worlen, Passau (DE)

2002 Cult of Paradox: Marko BlaZo, Bohdan Hostindk,
Milos Koptdk, Center for Contemporary Art Ujaz-
dowski Castle, Warsaw (PL)

2003 Stadt in Sicht, Kiinstlerhaus, Vienna (AT)

2004 Digitalna a elektronicka grafika, Stredoslovenska
galéria / Central Slovakian Gallery, Banskd Bys-
trica (SK)

2005 Prievan / Sucasna slovenskd malba 2000 — 2005,
Prazska radnica / Prague City Hall, Praha (CZ);
Povazska galéria umenia / Museum of Art, Zili-
na (SK)

2006 Central; New Art from New Europe, Sofia Art
Gallery, Sofia (BG)

2007 Marek Kvetan & Marko Blazo, Siemens_artLab,
Vienna (AT) (zatvorend/closed, 2009)

2008 XV Deutsche Internationale Grafik-Triennale Frechen
2008, Kunstverein zu Frechen e. V,, Frechen (DE)

2009 Northern Print Biennale, Laing Art Gallery, New-
castle upon Tyne (GB)

Od sadry k zuvacke. Autorské techniky a stratégie,
Nitrianska galéria / Nitra Gallery, Nitra (SK)
Donumenta 2009 - Slovakia, Kunstforum — Ost-
deutsche Galerie, Regensburg (DE)

2010 Tendencie grafickej tvorby v osemdesiatych
a devétdesiatych rokoch na Slovensku, Stredoslo-
venska galéria / Central Slovakian Gallery, Ban-
skd Bystrica (SK)

2011 Nulté roky, Povazska galéria umenia / Museum
of Art, Zilina; Dom umenia / House of Art, Bra-
tislava (2012) (SK); MODEM, Centre for Con-
temporary Arts, Debrecen (2013) (HU)

Stcasna slovenska grafika XVII., Stredoslovenska
galéria / Central Slovakian Gallery, Banskd Bys-
trica (SK)

2012 Papier kole — Ceska a slovenskd kola, Vychodoslo-
venska galéria / East Slovakian Gallery, Kosice (SK)

2013 Triendle sucasnej mal'by, Kunsthalle Kosice,
Kosice (SK)

Medzi selankou a dramou. Pribeh zbierky insit-
ného umenia v SNG. Slovenska narodna galéria
/ Slovak National Gallery, Bratislava (SK)

Bibliografia (vyber) / Bibliography (selection)

GERZOVA, Barbora: Marko BlaZo: Ticho a pokoj, Nitra,

Nitrianska galéria, 2013

kol.: Marko Blazo: Melanchdlia, Kosice, Mizeum

Vojtecha Lofflera 1998.

TAJKOV, Peter: Marko Blazo. Katalég vystavy. Kosice,

Mtzeum Vojtecha Lofflera 2004.

KLARA BOCKAYOVA

Narodena / Born 1948, Martin

Stidium / Studies

1967 — 1973, Vysoka skola vytvarnych umeni / Academy
of Fine Arts and Design, Bratislava / prof. Peter Matejka
Zastupenie v zbierkach galérii

/ Representation in Gallery Collections

Slovenskd narodna galéria / Slovak National Gallery,
Bratislava

Individualne vystavy (vyber od roku 1990)

/ Individual Exhibitions (selection since 1990)

vystavuje od roku 1978 / exhibiting since 1978

1992 Klara Bockayova: Obrazy, Galerie Jaroslava Krdle
/ Jaroslav Kral Gallery, Brno (CZ)

1993 Kresby, Galéria umenia Ernesta Zmetdka / Art
Gallery of Ernest Zmetdk, Nové Zamky (SK)

1995 Kléra Bockayova — Igor Kalny, Povazskd galéria
umenia / Museum of Art, Zilina (SK)

1997 Klara Bockayova, CC Centrum, Bratislava (SK)

1998 Klara Bockayova: Jesenni anjeli, Galéria mesta
Bratislavy / Bratislava City Gallery, Bratislava (SK)

2005 Anamorfézy, Galéria umenia Ernesta Zmetdka
/ Art Gallery of Ernest Zmetdk, Nové Zamky

2008 Klara Bockayova: Aj pre pamatnikov, Galéria
Linea / Linea Gallery, Bratislava (SK)

2009 Klara Bockayova — Zsofia Pittmann: Pertu No 8,
Galéria umenia Ernesta Zmetaka / Art Gallery
of Ernest Zmetdk, Nové Zamky (SK)

2012 Klara Bockayova: Jeden z vas ma zradi a iné
pribehy, Galéria 19 / Gallery 19, Bratisla-
va (SK)

Kolektivne vystavy (vyber od roku 1990)

/ Group Exhibitions (selection since 1990)

vystavuje od roku 1978 / exhibiting since 1978

1991 Interpretacia, Galerie Vaclava Spély / Vdclav
§pa’la Gallery, Praha (CZ)

Kunst, Europa, Tschechoslowakei, Kunstverein,
Braunschweig (DE)

Sen o muzeu, Povazskd galéria umenia / Museum
of Art, Zilina (SK)

Slowakische Contemporary Fine Art, Minoritten-
kirche, Krems (DE)

1992 Klara a Milan Bockayovci: Podobné a rozdilné,
Galerie Sovinec / Sovinec Gallery, Sovinec (CZ)
Zdruzenie A-R, Dom umenia / House of Art, Bra-
tislava (SK)

Arte contemporanea ceca e slovacca 1950 — 1992,
Palazzo del Broletto, Salone dell'arengo, Novara (IT)
Pismo v obraze, Pélffyho paléc / Palffy’s Palace,
Bratislava (SK); Moravska galerie / Moravian
Gallery (CZ)

1993 Minisalon, Musée des Beaux Arts, Mons (BE)

1994 After the Spring, Museum of Contemporary Art
Sydney — Cambera — Melbourne (AU)

Zu diesem Zeitpunkt, Kunsthaus, Hamburg (DE)

1996 Prirtstky 1991 — 1995, Diim uméni / House of Art,

Ostrava (CZ)

1998 Prelet anjela I., Galéria Jana Koniarka — Synagoga
/ Jdn Koniarek Gallery — Synagogue, Trnava (SK)
Prelet anjela II., Galéria Jana Koniarka / Jdn Ko-
niarek Gallery, Trnava (SK)

2001 Jifi Kolaf sbératel, Veletrzni paldc / The Trade
Fair Palace, Praha (CZ)

2002 ZdruZenie A-R, Kosovelov dom, Kulturni center
Krasa / Culture center Krasa, Sezana (SLO)

2008 Nechci v kleci!, Muzeum umeéni / Museum of Art,
Olomouc (CZ)

1960 > Sucasnost / Slovenské uméni + cesti
hosté, Dim U Zlatého prstenu / Gallery of Gold
Ring, Praha (CZ)

2012 Od Tiziana po Warhola: Muzeum uméni Olomouc
1951 — 2011, Muzeum uméni Olomouc / The
Olomouc Museum of Art, Olomouc (CZ)

2014 Grey gold. Ceské a slovenské umélkyné 65+,
Dum uméni mésta Brna / The Brno House of Art,
Brno (CZ)

Bibliografia (vyber) / Bibliography (selection)

BARTOSOVA, Zuzana: Kléra Boc¢kayova. Jesenni anjeli.

Bratislava Rabbit & Solution Studio, 1998.

GERZOVA, Jana: Rozhovory o malbe. Bratislava, Slo-

vart 2009.

kol.: Katalansko-slovensko-ceska vystava kreseb

a grafik. Katalog vystavy. Olomouc, Muzeum umeéni

Olomouc 1994.

MATUSTIK, Radislav: Klara Boc¢kayové / Igor Kalny. Zilina,

Povazska galéria umenia 1995.

VALOCH, Jiti: Klara Bockayova. Presov, Vydavatel'stvo

Michala Vaska, 2005.

IVAN CSUDAI

Narodeny / Born 1959, Svodov

Stdium / Studies

1981 - 1987, Vysoka skola vytvarnych umeni / Academy

of Fine Arts and Design, Bratislava / doc. akad. mal. Irina

Meszarosova

Zastupenie v zbierkach galérii

/ Representation in Gallery Collections

Slovenskd narodnd galéria / Slovak National Gallery,

Bratislava; Galéria mesta Bratislavy / Bratislava City

Gallery; ZDF Zentrum, Mainz; Stredoslovenska galéria

/ Central Slovakian Gallery, Banska Bystrica; Oravska

galéria / The Orava Gallery, Dolny Kubin; Mestské

muzeum umenia / Municipal Museum of Art, Gydr;

Nitrianska galéria / Nitra Gallery, Nitra; Prva slovenska

investicna skupina / The First Slovak Investment Group,

Bratislava; Central European Bank, Frankfurt a. Main.

Individuélne vystavy (vyber od roku 1990)

/ Individual Exhibitions (selection since 1990)

vystavuje od roku 1986 / exhibiting since 1986

1991 Obrazy, Galerie Béhémot / Béhémot Gallery,
Praha (CZ)

1993 24 hodin, BINZ 39, Ziirich (CH)

1995 Velvet, Galéria Nova / Nova Gallery, Bratislava (SK)

1996 9 l'ahkych kuskov, Slovenska ndrodnd galéria — Ver-
mesova vila / Slovak National Gallery — Vermes’
Villa, Dunajskd Streda (SK)
Stcasnd slovenska grafika XIII., (samostatna
prezentdcia / solo presentation) Stredoslovenska
galéria / Central Slovakian Gallery, Banskd Bys-
trica (SK)

1998 Half, At Home Gallery — Synagéga / Synagogue,
Samorin (SK)

1999 Ivan Csudai ‘99, Tatrasoft galéria / Tatrasoft Galle-
ry, Bratislava (SK)

2002 Rok medved’a, Povazska galéria umenia / Museum
of Art, Zilina (SK)
telne / Gallery Slovenskd sporitelria, Bratislava (SK)

2004 Evoltcia, Vychodoslovenska galéria / East Slovakian
Gallery, Kosice (SK)

Svetlo je rychlejsie ako zivot, Oravska galéria
/ The Orava Gallery, Dolny Kubin (SK)

2005 Teddy novej generdcie, Galerie ad astra / ad astra
Gallery, Kurim (CZ)

2006 10 lahkych rokov, Stredoslovenskd galéria / Cen-
tral Slovakian Gallery, Banska Bystrica (SK)

2008 Nové obrazy, Galéria mesta Bratislavy / Bratislava
City Gallery, Bratislava (SK)

2010 Autobiografia, Galéria Soga / Soga Gallery, Bra-
tislava (SK)

2011 Autointerpretacie, Slovensky kulttrny instittt
/ Slovak cultural Institute, Budapest (HU)

2013 Re-konstrukcia, Roman Fecik Gallery, Bratislava (SK)

Kolektivne vystavy (vyber od roku 1990)

/ Group Exhibitions (selection since 1990)

vystavuje od roku 1986 / exhibiting since 1986

1991 Sen o muzeu, Povazskd galéria umenia / Museum
of Art, Zilina (SK)

1992 Vylet do postmoderny, Slovenska ndrodnd galéria
/ Slovak National Gallery, Bratislava (SK)

1993 Ivan Csudai, Laco Teren, Martin Knut: Trojstit,
Galéria mesta Bratislavy / Bratislava City Gallery,
Bratislava (SK)

1994 Fragmente, Hochschule fiir angewandte Kunst,
Heiligenkreuzerhof, Vienna (AT)

1996 Ivan Csudai, Laco Teren: Vzduchaplné 90-te,
Miuzeum Vojtecha Lofflera / Museum of Vojtech
Loffler, Kosice (SK)

1997 Tradicie, experimenty, alternativy — Slovenska
grafika 90. rokov, National Art Museum of
Ukraine, Kiev (UA)

1999 Ivan Csudai, Denisa Lehockd, Petra Novdkova,
Noon Galerie / Noon Gallery, Praha (CZ)
Strateny raj — Barok a stcasnost, Slovenskd
narodna galéria / Slovak National Gallery,
Galéria mesta Bratislavy / Bratislava City
Gallery, Bratislava (SK)

2000 Ivan Csudai, Alex Hanimann: Pre koho alebo co,
Miuzeum Vojtecha Lofflera / Museum of Vojtech
Loffler, Kosice (SK)

Dejiny slovenského vytvarného umenia — 20. sto-
rocie, Slovenska narodnd galéria / Slovak Natio-
nal Gallery, Bratislava (SK)

2001 Trans Kunsthalle 2001, Nitrianska galéria / Nitra
Gallery, Nitra (SK)

2003 Sucasné slovenské umenie zo zbierok Prvej slo-
venskej investi¢nej skupiny, a. s., Gallery Art
Factory, Praha (CZ)

2004 Dikobrazovo farbisto, Galéria Jana Koniarka
/ Jdn Koniarek Gallery, Trnava (SK)

Ivan Csudai, Stanislav Divis, Laco Teren: Traja

z pekného pdru, Slovenska ndrodnd galéria / Slo-
vak National Gallery, Bratislava (SK); 26. Inter-
national Biennale of Sao Paulo (BR)

2005 Druhy dotek, Dim pant z Kunstatu / House
of Lords from Kunstat, Brno (CZ)

Prievan / Stcasna slovenska malba 2000 — 2005,
Prazska radnica / Prague City Hall, Praha (CZ); Po-
vazské galéria umenia / Museum of Art, Zilina (SK)

2006 Art Prague. 5. veletrh soucasného umeéni, Mdnes
Gallery, Praha (CZ)



2008 Ivan Csudai, Rudolf Fila: Tretia ruka, Oravska
galéria / The Orava Gallery, Dolny Kubin (SK)

2009 Selection 11+1 - vystava 4. ateliéru, Galerie
Véclava Spaly / Vdclav Spdla Gallery, Praha (CZ)

2011 ObraSKov - soucasna slovenska malba, Wannieck
Gallery, Brno (CZ)

Nulté roky, Dom umenia / House of Art, Bratislava;
Povazska galéria umenia / Museum of Art, Zilina
(SK); MODEM, Centre for Contemporary Arts,
Debrecen (HU)

2013 Visual inspiration & Personal Quests — Slovak
Visual Arts 1993 — 2013, National Library of
Estonia, Tallin (EE)

Bibliografia (vyber) / Bibliography (selection)

MICHALOVIC, Peter: Ivan Csudai: Nové obrazy.

Bratislava, Aukénd spolo¢nost SOGA 2004.

MICHALOVIC, Peter: Ivan Csudai: ,,10 Pahkych rokov*.

Katalég vystavy. Banska Bystrica, Statna galéria Banska

Bystrica, 2006.

MICHALOVIC, Peter: Ivan Csudai: undeep. Katalég

vystavy. Bratislava, Galéria mesta Bratislavy 2008.

MICHALOVICI, Peter (ed.): Ivan Csudai: Vita brevis,

ars longa. Bratislava, Slovart 2010.

PAVLINA FICHTA CIERNA

Narodend / Born 1967, Zilina

Stidium / Studies

1987 — 1993, Vysoka skola vytvarnych umeni / Academy

of Fine Arts and Design, Bratislava / prof. Vladimir

Popovic¢

Zastupenie v zbierkach galérii

/ Representation in Gallery Collections

MACBA, Museum of Contemporary Art Barcelona;

MOT, Museum of Contemporary Art Tokyo; Galéria

mesta Bratislavy / Bratislava City Gallery; Povazska

galéria umenia / Museum of Art, Zilina; Stredosloven-
skd galéria / Central Slovakian Gallery, Banska Bystrica;

Malopolska Foundation for Museum of Contemporary

Art, Krakow; Prva slovenska investicna skupina

/ The First Slovak Investment Group, Bratislava

Individudlne vystavy (vyber od roku 1990)

/ Individual Exhibitions (selection since 1990)

vystavuje od roku 1994 / exhibiting since 1994

1994 Dennik, Povazska galéria umenia / Museum
of Art, Zilina (SK)

1997 Na ¢o nemyslis, nie je, Mizeum Vojtecha Lofflera
/ Museum of Vojtech Ldffler, Kosice (SK)

1999 Replica. tor, Stredoslovenska galéria / Central
Slovakian Gallery, Banska Bystrica (SK)
Manipula. tor, At Home Gallery — Synagdga
/ Synagogue, Samorin (SK)

2000 Ceteris Paribus, CC Centrum, Bratislava (SK)

2002 Bi:fusion (s /with Zdenka Koleckovd) Galerie
Emila Filly / Emil Filla Gallery, Usti nad Labem
(CZ); Galéria Jana Koniarka / Jdn Koniarek
Gallery, Trnava (SK)

Pavlina Fichta Cierna: Osobné poznamky na
telo, DGm uméni / House of Art, Brno (CZ)

2003 Three men for life, Galéria mesta Bratislavy
/ Bratislava City Gallery, Bratislava (SK)

2005 Tender observation, Povazska galéria umenia
/ Museum of Art, Zilina (SK)

2006 Pavlina Fichta Cierna: Bird’s-eae view, Gandy
Gallery, Bratislava (SK)

2009 Release notes, quartier21, Asifakeil, Museums-
-Quartier, Vienna (AT)

2010 T(I)MBOOK TOBOOKAR(E)T, TRI-FOLD new
perspectives on book arts: Fragments of
Periphery (mini solo show), WAH Center Brooklyn,
New York (USA)

From Jaroslava Vislocka's script, Centro Cultural
de Espa a, Centro Histérico, México (MX)

2011 Almost beautiful life (s / with Michéle Sylvander),
Gandy Gallery, Bratislava (SK)

Manualy v kocke (s / with Anton éierny), Galerie
Kostka / Kostka Gallery; Meetfactory, Praha (CZ)

Kolektivne vystavy (vyber od roku 1990)

/ Group Exhibitions (selection since 1990)

vystavuje od roku 1994 / exhibiting since 1994

1994 Vytvarna Zilina, Povazska galéria umenia
/ Museum of Art, Zilina (SK)

1995 BilboART, Podhradie, Bratislava (SK)

1997 Zmena pozicii, Povazska galéria umenia
/ Museum of Art, Zilina (SK)

1998 Mapovanie priestoru, Sypka, Klenova-Klatovy (CZ)

1999 Okregowe Im. L. Wyczolkowskiego, Bydgoszcz (PL)
Slovak Art For Free, Pavilion of the Czech and Slovak

Republic, 48. La Biennale di Venezia, Venezia (IT)

2000 Manipulujice umenie, Povazska galéria umenia
/ Museum of Art, Zilina (SK)

The Spirit of Image, Jiangsu Gallery Nanjing,
Province Jiangsu (CHN)

2001 (In) time, Povazska galéria umenia / Museum
of Art, Zilina (SK)

2002 ,new* Slovak Art 1936 — 2001, Kunsthalle Exner-
gasse, Vienna (AT)

Cena Oskéra Cepana, Galéria mesta Bratislavy
/ Bratislava City Gallery, Bratislava (SK)

2003 Stadt in Sicht, Kiinstlerhaus, Vienna (AT)

2004 Welcome!, Gallery Anthony Reynolds, London (GB)
Check Slovakia!, Neuer Berliner Kunstverein,
Berlin (DE)

2005 Positioning, In the New Reality of Europe: Art
from Poland, the Czech Republic, Slovakia and
Hungary, National Museum of Art Osaka; Hiroshi-
ma City Museum of Contemporary Art (JP)

2006 22 mindt 50,28 sekundy, Gallery Art Factory, Praha
(CZ); CAISA, Helsinki (FI)

Geschichte(n) vor Ort, Volkert- and Alliiertenvier-
tel, Vienna (AT)

Autopoesis, Slovenskd narodna galéria / Slovak
National Gallery, Bratislava (SK)

2007 Passages / Hommage a Walter Benjamin, Gandy
Gallery, Bratislava (SK); Jeu de Paume, Paris
(2008) (FR); Goethe-Institut, New York (USA)
(ne)MOC - (sub)DOMINANCIA, Stredoslovenska
galéria / Central Slovakian Gallery, Banskd Bystri-
ca (SK)

Video in Progress, Special Edition: New Video Art
from Central Europe, The RISD Museum, Provi-
dence (USA)

2008 Close Encounters, Central European Video Art,
Fine Arts Center Galleries, University of Rhode
Island (USA)

Petites histoires / Regards projetés, Contemporary
Slovak Videoart, apollonia — european art exchan-
ges, Strassbourg (FR)

2009 Formdty transformace — Identity, Dim uméni
/ House of Art, Brno (CZ)

Donumenta 2009 — Slowakei, Kunstforum — Ost-
deutsche Galerie, Regensburg (DE)

2010 Inter-view, Nitrianska galéria / Nitra Gallery,
Nitra (SK)

Looking FWD!, Dohjidai Gallery of Art — Eizo Studio
1928, Kyoto (JP)

NAVODY na vytvaranie potrebnych veci a dojmov,
SPACE / Galéria Priestor for Contemporary Arts,
Bratislava (SK)

2011 TWIST - Tuica/Tusovka, 91mQ Art project space,
Berlin (DE)

Artexpo New York 2011, Nelleke Nix Studio
Gallery, NY (USA)

2014 Dve Krajiny. Obraz Slovenska 19. storocie x sti¢as-
nost, Slovenskd narodnd galéria / Slovak National
Gallery, Bratislava (SK)

Bibliografia (vyber) / Bibliography (selection)

BARTOSOVA, Zuzana: K vytvarni¢kam edicie.

In: BUTOROVA, Zora (ed.): Ona a On na Slovensku

/ zaostrené na rok a vek. Bratislava, Institdt pre verejné

otazky 2008.

kol.: Cena Oskéra Cepana. Katal6g vystavy. Bratislava,

N - CSU 2002.

RUSINOVA, Zora: Osudov blizkost a kone¢nost tela.

In: Autopoesis. Kataldg vystavy. Bratislava, Slovenska

narodnd galéria 2006.

RUSNAKOVA, Katarina: Histéria a teéria medidlneho

umenia na Slovensku. Bratislava, Vysoka skola vytvarnych

umeni 2006.

RUSNAKOVA, Katarina: V toku pohyblivych obrazov.

Antoldgia textov o elektronickom a digitdlnom umeni

v kontexte vizualnej kultury. Bratislava, Vysoka skola

vytvarnych umeni 2005.

ANTON CIERNY

Narodeny / Born 1963, Bojnice

Stidium / Studies

1985 — 1991, Vysoka skola vytvarnych umeni / Academy

of Fine Arts and Design, Bratislava / prof. Juraj Bartusz

Zastupenie v zbiekach galérii

/ Representation in gallery collections

Slovenskd narodna galéria / Slovak National Gallery,

Bratislava; Galéria mesta Bratislavy / Bratislava City

Gallery, Bratislava; Narodni galerie / National Gallery,

Praha; Nitrianska galéria / Nitra Gallery, Nitra; Po-

vazské galéria umenia / Museum of Art, Zilina; Vycho-

doslovenskd galéria / East Slovakian Gallery, Kosice

Individudlne vystavy (vyber od roku 1990)

/ Individual Exhibitions (selection since 1990)

vystavuje od roku 1995 / exhibiting since 1995

1995 Cesta, Statna galéria / State Gallery, Banské
Bystrica (SK)

Anton Cierny — Instalcia, PovaZska galéria ume-
nia / Museum of Art, Zilina (SK)

1999 K docdasnému uzivaniu, SAS, Bratislava (SK)

2001 Second Hand / Gene Art, Mizeum Vojtecha Lof-
flera / Vojtech Loffler Museum, KoSice (SK)

2002 Dom (utajené miesto), Galéria mesta Bratislava
/ Bratislava City Gallery, Bratislava (SK)

2003 Otc¢enas, CC Centrum / CC Center, Bratislava (SK)

2006 One Day I Decided to Make a Trip - ZahrajZe mi
Eurépa (Song for Europe), Povazska galéria ume-
nia / Museum of Art, Zilina (SK)

2008 Jan Stursa — DELTA, Salounova vila / Villa of Sa-
loun, Praha (CZ)

Anton Cierny / Patrik Kovacovsky, Akademia
Sztuk Pieknych im. Wt. Strzeminskiego, £.6dz (PL)

2010 Navody na vytvaranie potrebnych veci a dojmov
(s / with Pavlina Fichta Cierna), SPACE / Galéria
Priestor for Contemporary Arts, Bratislava (SK)

2011 Manualy v Kostce (s / with Pavlina Fichta Cierna),
Galéria Kostka / Kostka Gallery, MeetFactory,
Praha (CZ)

2012 Zotrvat v pocite / Maradandé érzésein (s / with
Pavlina Fichta Cierna), Slovensky instittt / The Slo-
vak Institute, Budapest (HU)

Anton Cierny Vlast — Homeland, Povazské galéria
umenia / Museum of Art, Zilina (SK)

Kolektivne vystavy (vyber od roku 1990)

/ Group Exhibitions (selection since 1990)

vystavuje od roku 1991 / exhibiting since 1991

1991 Pariz 90, Galéria Medium / Medium Gallery,
Bratislava (SK)

1992 Ziaci Juraja Bartusza, Galéria Art deco / Art deco
Gallery, Nové Zamky (SK)

Barbakan, Statna galéria / State Gallery, Banské
Bystrica (SK)

Garden party, Turcianska galéria / Turiec Gallery,
Martin (SK)

1993 Art In, Umeleckd beseda slovenska / Slovak Art
Forum, Nitra (SK)

Nepritomnost v krajine, Zamek Wojnowice, Woj-
nowice (PL)

1994 Vytvarna Zilina, Povazské galéria umenia / Mu-
seum of Art, Zilina (SK)

Valdstejnska zahrada ‘94, Praha (CZ)

1995 Vis magica loci, Zdmok Bojnice / Bojnice Castle,
Bojnice (SK)

Interakcie, Tatranska galéria / Tatra Gallery,
Poprad (SK); UXA, Studio D'ArteContemporanea,
Novara (IT)

1996 Interakcie, Galéria Jana Koniarka / Jdn Koniarek
Gallery, Trnava (SK); Galerie Klatovy-Klenova
/ Klatovy-Klenovd Gallery (CZ); Ex chiesa Mater
Misercordiae, Casale di Monferrato (IT)

Dialégy 2, Galerie U bilého jednorozce, Klatovy (CZ)
Socha v case, Centrum Rzezby Polskiej, Oronsko (PL)
Zpritomnenie, Galerie Klatovy-Klenovéa / Klatovy-
-Klenovd Gallery (CZ)

Bébel, Synagdga na Palmovke / Palmovka Syna-
gogue Praha (CZ)

1997 Zmena pozicii, Povazska galéria umenia / Mu-
seum of Art, Zilina (SK)



Open House, Headlands Center For The Arts,
California (USA)
Adobe LA, galéria Adobe LA, Los Angeles (USA)

1998 Open House, Plasy (CZ)

Vylet, Galerie Klatovy-Klenova / Klatovy-Klenovd
Gallery (CZ)

1999 Slovak Art For Free, Pavilion of the Czech and Slo-
vak Republic, 48. La Biennale di Venezia, Vene-
zia (IT)

Trvaly pobyt, Tatranskd galéria / Tatra Gallery,
Poprad (SK); Muzeum Okregowe IM. Leona
Wyczolkovskiego, Bydgoszcz (PL)

Ad laudem artificis, Slovenska ndrodnd galéria

/ Slovak National Gallery, Bratislava (SK)
Interim, Mecklenburgisches Kiinstlerhaus Schloss
Pliischow (DE)

2000 Manipulujtice umenie, Povazska galéria umenia
/ Museum of Art, Zilina (SK)

Dejiny slovenského vytvarného umenia — 20. sto-
rocie, Slovenskd narodnd galéria / Slovak Natio-
nal Gallery, Bratislava (SK)

Pocta sebe (autoportrét), Povazskd galéria ume-
nia / Museum of Art, Zilina (SK)

Training, Priestor kupé vlaku z Bratislavy do Ko-
Sic / Train coupe from Bratislava to Kosice (SK)
Celok a detail, BWA, Bielsko-Biala (PL)

Interim, Museum Ostdeutche Galerie Regens-
burg (DE)

2001 New Connection, Word Financial Center, New
York (USA)
transKUNSTHALLE 2001, Nitrianska galéria
/ Nitra Gallery, Nitra (SK); Kunsthalle Exner-
gasse, Vienna (2002) (,,Neue“ Slowakische
Kunst 1936 — 2001) (AT)

Lighthouse, Povazskd galéria umenia / Museum
of Art, Zilina (SK)

2002 ,New*“ Slovak Art 1936 — 2001, Kunsthalle Exner-
gasse, Vienna (AT)

Grenzleben, Die Halle, Breitenfurt/Vienna (AT);
Gallery Rhizom, Graz (AT)

2003 Valen¢né sféry, Galéria mesta Bratislavy / Bratis-
lava City Gallery, Bratislava (SK)

Realizmus a skutocnost, Galéria mesta Bratislavy
/ Bratislava City Gallery, Bratislava (SK)

2004 Forbina. Truc spherique, Stanica Zériecie, Zilina
(SK); Galéria Jana Koniarka — Synagoga / Jdn
Koniarek Gallery — Synagogue, Trnava (SK)
Giants — Europen Conversation Pieces, The Ha-
gue Sculpture 2004, Den Haag (NL)

2005 100 rokov reality, Galéria mesta Bratislavy / Bra-
tislava City Gallery, Bratislava (SK)

2006 22 minut 50,28 sekundy, CAISA, Helsinki (FI)
Autopoesis, Slovenska narodna galéria / Slovak
National Gallery, Bratislava (SK)
IN(TER)MEDIA(S)RES, Povazska galéria umenia
/ Museum of Art, Zilina (SK)

2007 Ztstane to mezi ndmi / Just Between Us, Karlin
Studios, Praha (CZ)

My Vy Alebo Spolu — My-Wy-Razem — We/You
/Together, 1. Miedzynarodowe Warsztaty Rzez-

biarskie, Galeria "Oranzeria", Centrum Rzezby
Polskiej, Ororisko (PL)

2008 Vsetko o muzeu, Slovenska narodnd galéria
/ Slovak National Gallery, Bratislava (SK)

Petites histoires / Regards projetés, Contemporary
Slovak Videoart, apollonia — european art exchan-
ges, Strassbourg (FR)

Borderers/ludia z hrani¢nych zén, Galéria
Medium / Medium Gallery, Bratislava (CZ)

2009 Misto, kde se popldcava po zadech, kde se
roni slzy... , Salounova vila / Villa of Saloun,
Praha (CZ)

Donumenta, 2009 - Slovakia, International Fes-
tival for Art and Culture in Regensburg (DE)
Memory Control, Hviezdoslavovo ndmestie

/ Hviezdoslav Square, Bratislava (SK)

2010 Unexpected Turns, Rotor, Graz (AT)
Looking FWD!, Dohjidai Gallery of Art — Eizo
Studio 1928, Kyoto (JP)
Mobilnale 2, Tina B. - The Prague Contemporary
Art Festival, Praha (CZ)

2011 VERES VIZ — ,FRESKOLE”, N4dor Gallery,
Pécs (HU)
Nulté roky, Dom umenia / House of Art, Bratislava;
Povazské galéria umenia / Museum of Art, Zilina
(SK); MODEM, Centre for Contemporary Arts,
Debrecen (HU)

2012 Bratislava Skryté situdcie / hidden situations,
Crazycurators Biennale IIII., SPACE / Galéria
Priestor for Contemporary Arts, Bratislava (SK)

Bibliografia (vyber) / Bibliography (selection)

CIERNY, Anton: Borderers/Tudia z hrani¢nych zén.

Kataldg k vystave. Bratislava, Galéria Medium 2008.

RUSINOVA, Zora — PUTISOVA-SIKOROVA, Mira —

GRUN, Daniel: Anton Cierny, Zilina, Povazska galéria

umenia v Ziline 2012.

DANIEL FISCHER

Narodeny / Born 1950, Bratislava

Stidium / Studies

1968 — 1974, Vysoka skola vytvarnych umeni / Acade-
my of Fine Arts and Design, Bratislava / prof. Peter
Matejka

Zastupenie v zbierkach galérii

/ Representation in Gallery Collections

Slovenska narodna galéria / Slovak National Gallery,
Bratislava; Galéria mesta Bratislavy / Bratislava City
Gallery, Bratislava; Povazska galéria umenia / Muse-
um of Art, Zilina; Prva slovenska investi¢na skupina

/ The First Slovak Investment Group, Bratislava; Vycho-
doslovenskéa galéria / East Slovakian Gallery, KoSice;
Stredoslovenska galéria / Central Slovakian Gallery,
Banska Bystrica; Galéria P M. Bohuna / P M. Bohurt
Gallery, Liptovsky Mikulas; Oravskd galéria / The Orava
Gallery, Dolny Kubin, Narodni galerie / National gallery,
Praha; Moravska galerie / Moravian Gallery, Brno,
Nebti Gallery, Den Haag; UHLC Houston; Mattress Fac-
tory, Pittsburgh

Individuélne vystavy (vyber od roku 1990)

/ Individual Exhibitions (selection since 1990)

vystavuje od roku 1978 / exhibiting since 1978

1990 Daniel Fischer (s / with Marian Huba), Galérie
U Streitt / U Streitii Gallery, Sovinec (CZ)

1991 Abbaye des Cordeliers, Chéateauroux (FR)

1993 Maison de la Culture, Namur (BE)

XIV. Biennale di Venezia, Czecho-Slovak Republic
Pavilion (IT)

1994 808 Penn Modern, Pittsburgh, (USA)

2000 Svety za svetom, Galéria mesta Bratislavy
/ Bratislava City Gallery, Bratislava (SK)

2004 Od zrkadlenia po reflexiu (s / with Ladislav
éarny, Otis Laubert), Galerie mésta Plzné
/ Plzert City Gallery, Plzen (CZ)

2005 Daniel Fischer, Galerie SI, Berlin (DE)

2008 O harménii neharmonizovatelného, Galéria
mesta Bratislavy / Bratislava City Gallery,
Bratislava (SK)

2010 VYNARANIE (8 stato¢nych), Dom umenia / House
of Art; Slovenska narodna galéria / Slovak Natio-
nal Gallery, Bratislava (SK)

2012 Daniel Fischer: Obrazy, Galéria G 19 / G 19
Gallery, Bratislava (SK)

2013 Jedine ti..., At Home Gallery — Synagéga / Syna-
gogue, Samorin (SK)

Kolektivne vystavy (vyber od roku 1990)

/ Group Exhibitions (selection since 1990)

vystavuje od roku 1976 / exhibiting since 1976

1990 40 Artistes Tcheques et Slovaques, Paris (FR)

1991 Slovakisk Nutidkunst, Charlotenborg, Copen-
hagen (DK)

Interpretécia, Galerie Vaclava Spaly / Vidclav
Spdla Gallery, Praha (CZ)

1992 Hills and Mills, Arti et Amicitiae, Amsterdam (NL)
Slowakische Avant-garde aus Bratislava, Ulmer
Museum, Ulm (DE)

ZdruZenie A-R, Dom umenia / House of Art,
Bratislava (SK)

1993 Medzi obrazom a viziou, Summerlee Heritage
Trust, Coatbridge (UK)

1995 Artists of Central and Eastern Europe, The Mat-
tress Factory Museum, Pittsburgh (USA)

1996 Photography — Vehicle of Art - Material of Art,
Bunkier Sztuki, Krakow, Pol'sko
PrirGstky 1991 — 1995, Dtim uméni / House of Art,
Ostrava (CZ)

1999 Aspekten/Positionen — 50 Years of Art in Central
Europe (1949 — 1999), Museum of Modern Art,
Vienna (AT); Ludwig Museum, Budapest (HU);
Fundaci6 Joan Mird, Barcelona (ES); Hansard
Gallery / City Gallery, Southampton (UK)

2000 Dejiny slovenského vytvarného umenia — 20. sto-
rocie, Slovenskad narodna galéria / Slovak Natio-
nal Gallery, Bratislava (SK)

2001 A-R csoport, Ludwig Mtzeum — Museum of Con-
temporary Art, Budapest (HU)

2004 Puls Art — Manifestation Internationale d"Art
Contemporain, Le Mans (FR)

2005 Contemporary Slovak Art 1960 — 2000, Ernst
Mtizeum, Budapest (HU)

Prievan / Stcasna slovenska malba 2000 — 2005,
Prazska radnica / Prague City Hall, Praha (CZ); Po-
vazska galéria umenia / Museum of Art, Zilina (SK)
2007 zyklus 2.0 slowakei, Zeitgenossische Kunst Slowa-
kei — Niederosterreich, Stift Lilienfeld (DE)
Z mesta von — Umenie v prirode, Galéria mesta
Bratislavy / Bratislava City Gallery, Bratislava
(SK); Gosudarstvennyj centr sovremennovo
iskusstva, Moskva (RU)
2009 Donumenta 2009 — Slovakia, Kunstforum — Ost-
deutsche Galerie, Regensburg (DE)
2010 Ocami (ne)viditeIné. Reflexia krestanstva
v sticasnom umeni, Dom umenia / House of Art,
Bratislava (SK)
2011 Mapy / Maps: Umelecka kartografia v strede
Eurépy 1960 — 2011, Galéria mesta Bratislavy
/ Bratislava City Gallery; Slovenska narodna galé-
ria / Slovak National Gallery, Bratislava (SK)
Alternativna grafika, Galéria Cypriana Majernika
/ Cypridn Majernik Gallery, Bratislava (SK)
ObraSKov - soucasna slovenska malba? Wanieck
Gallery, Brno (CZ)
Nulté roky, Dom umenia / House of Art, Bratislava;
Povazska galéria umenia / Museum of Art, Zilina
(SK); MODEM, Centre for Contemporary Arts,
Debrecen (HU)
2012 Od Tiziana po Warhola: Muzeum uméni Olomouc
1951 — 2011, Muzeum uméni Olomouc / The Olomouc
Museum of Art, Olomouc (CZ)
2013 Sucasna slovenska a franctizska malba, Pisztoriho
palac / Pisztory Palace, Bratislava (SK)
Visual Inspiration and Personal Quests, Moskva
(RU), Helsinki (FI), Tallinn (EE), Riga (LV),
Kodan (DK)
Bibliografia (vyber) / Bibliography (selection)
BUTORA, Martin — BRABENEC, Peter — MOJZIS, Juraj,
CORNEVIN, Etienne: Daniel Fischer. Katalog vystavy.
Bratislava 1996.
FILA, Rudolf, ZAJAC, Peter (eds.): A-R GROUP
Budapest, Ludwig Museum — Museum of Contemporary
Art 2001.
GERZOVA, Jana — VALOCH, Jit{: A-R. Bratislava, Dom
umenia 1992.
GERZOVA, Jana: Daniel Fischer. XLV Venice Biennale.
Bratislava, Slovenskd narodna galéria 1993.
GERZOVA, Jana — KOVALCIK, Jozef: Daniel Fischer.
Vyndranie (8 stato¢nych). Bratislava, Martvon 2010.

VLADIMIR HAVRILLA

Narodeny / Born 1943, Bratislava

Stidium / Studies

1962 — 1968, Vysoka skola vytvarnych umeni / Academy
of Fine Arts and Design, Bratislava / prof. Fratio Stefunko,
prof. Rudolf Pribis

Zastupenie v zbierkach galérii

/ Representation in Gallery Collections

Slovenska ndrodna galéria / Slovak National Gallery,
Bratislava; Galéria mesta Bratislavy / Bratislava City
Gallery, Bratislava; Povazska galéria umenia / Museum
of Art, Zilina; Vychodoslovenska galéria / East Slovakian



Gallery, Kosice; Stredoslovenska galéria / Central Slo-
vakian Gallery, Banska Bystrica; Galéria P M. Bohtna
/ P M. Bohuri Gallery, Liptovsky Mikulas; Oravska ga-
léria / The Orava Gallery, Dolny Kubin; Galéria Cypria-
na Majernika / Cypridn Majernik Gallery, Bratislava;
Prva slovenska investi¢nd skupina / The First Slovak In-
vestment Group, Bratislava; National Gallery, Washing-
ton; Albertina, Vienna

Individudlne vystavy (vyber od roku 1990)

/ Individual Exhibitions (selection since 1990)

vystavuje od roku 1970 / exhibiting since 1970

1990 Lod’ 3, Galéria Gerulata / Gerulata Gallery,
Bratislava (SK)

1993 Vladimir Havrila, Galéria Nova / Nova Gallery,
Bratislava (SK)

1999 Vladimir Havrilla, Galéria Akcent / Akcent Gallery,
Bratislava (SK)

2001 New Faces, Galerie Vaclava Spaly / Vdclav Spdla
Gallery, Praha (CZ)

2000 Vladimir Havrilla, CC Centrum, Bratislava (SK)

2002 Vladimir Havrilla, Galéria mesta Bratislavy / Bra-
tislava City Gallery, Bratislava (SK)

2003 Vladimir Havrilla, Galéria Medium / Medium
Gallery, Bratislava (SK)

2006 Medzi sci-fi, slastou a zenom, Slovenskd ndrodna
galéria / Slovak National Gallery, Bratislava (SK)

2007 Deset minut / Ten Minutes, Manes, Praha (CZ)

2011 Vladimir Havrilla: Skice z ateliéru, FAICA gallery,
Bratislava (SK)

Kolektivne vystavy (vyber od roku 1990)

/ Group Exhibitions (selection since 1990)

vystavuje od roku 1979 / exhibiting since 1979

1991 Uméni akce, Ménes, Praha (CZ)

Oscilacie, Komarno (SK); Mucsarnok, Buda-
pest (HU)

1992 Arte contemporanea ceca e slovacca 1950 —

— 1992, Palazzo del Broletto, Salone dell’arengo,
Novara (IT)

Ceska a slovensk4 kresba 1989 — 1992, Povazsk4
galéria umenia / Museum of Art, Zilina (SK);
Paldc Kinskych / Kinsky’s Palace, Praha (CZ)

1995 Sestdesiate roky v slovenskom vytvarnom ument,
Slovenskd narodnd galéria / Slovak National Galle-
ry, Bratislava (SK)

1997 Biendle grafiky, Ljubljana (SLO)

2001 Umenie akcie / Action Art 1965 — 1989. Sloven-
skd narodna galéria / Slovak National Gallery,
Bratislava (SK)

Uncaptive spirits, Slovenské velvyslanectvo / Em-
bassy of the Slovak republic, Washington (USA)

2002 Slovenské vizudlne umenie 1970 — 1985, Slovenska
narodna galéria / Slovak National Gallery, Bratis-
lava (SK)

2005 Stidasnd slovenskd grafika XVI., Statna galéria
/ State Gallery, Banska Bystrica (SK)

2007 Forma nésleduje... risk / Form Follows ... Risk,
Centrum pro soucasné umeni / Center for Contem-
porary Art, Praha (CZ), Slovenska narodnd galéria
/ Slovak National Gallery, Bratislava (SK)

2008 Nechci v kleci!, Muzeum uméni / Museum of Art,
Olomouc (CZ)

1960 » Stucasnost / Slovenské uméni + Cesti
hosté, Dim U Zlatého prstenu / Gallery of Gold
Ring, Praha (CZ)
Bibliografia (vyber) / Bibliography (selection)
BROZMAN, Dusan — HRABUSICKY, Aurel: Vladimir
Havrilla. Medzi sci-fi, slastou a zenom. Kataldg vystavy.
Bratislava, Slovenskd narodna galéria 2006.
DORICOVA-GURU, Denisa — BRUNOVSKY, Daniel:
Slovenské ateliéry. Bratislava, Vysoka skola vytvarnych
umeni 2010.
HAVRILLA, Vladimir: Filmové poviedky. Bratislava,
Petrus 2007.
HAVRILLA, Vladimir: Lod 3. Katalog vystavy. Bratislava,
Galéria Gerulata 1990.
MACKO, Jozef: Slovensky alternativny a experimental-
ny film. In: HRABUéICKY, Aurel (ed.): Slovenské
vizualne umenie. Katal6g vystavy. Bratislava, Slovenska
narodnd galéria 2002.
RUSINOVA, Zora: Vladimir Havrilla. In: Umenie akcie
/ Action Art 1965 — 1989. Kataldg vystavy. Bratislava,
Slovenska narodna galéria 2001.
VASKOVICOVA, Hana: K niektorym problémom $pecifik
slovenského vyvoja umenia alebo ,,anachronista post-
moderny“ Vladimir Havrilla. In: Cesty a pribehy mo-
derného umenia. Bratislava, Vysoka skola vytvarnych
umeni 1997.

JULIUS KOLLER
Narodeny / Born 1939, Piestany
Zomrel / Died 2007, Bratislava
Stidium / Studies
1959 - 1965, Vysoka skola vytvarnych umeni / Academy
of Fine Arts and Design, Bratislava / prof. Jan Zelibsky
Zastupenie v zbierkach galérii
/ Representation in Gallery Collections
Slovenska narodna galéria / Slovak National Gallery,
Bratislava; Centre Pompidou, Paris; La Collection du
musée National d’Art, Paris; Generali Foundation, Vienna;
Muzeum Sztuki, Lodz; The Art Collection of Erste Bank
Group, Tate Modern, London; Galéria mesta Bratislavy
/ Bratislava City Gallery, Bratislava
Individudlne vystavy (vyber od roku 1990)
/ Individual Exhibitions (selection since 1990)
vystavuje od roku 1965 / exhibiting since 1965
1991 Julius Koller — Peter Rénai: Sondy, Slovenska
narodnd galéria / Slovak National Gallery,
Bratislava (SK); Forum Stadpark, Graz (AT)
1993 Julius Koller: Hore — dole. Vystavna sien ZSVU
/ Exhibition hall ZSVU, Bratislava (SK)
2003 Julius Koller: Univerzalne futurologické operacie.
Kolnischer Kunstverein, Koln (DE)
Julius Koller: U.EO.-NAUT J.K. V Benatkach
/ U.EO.-NAUT in Venice, Galéria M. A. Bazovského
/ M. A. Bazovsky Gallery, Tren¢in (SK)
Julius Koller — Roman Ondék: Teenagers, Galerie
Display / Gallery Display, Praha (CZ)
2004 Kontakt, Kunstraum, Miinchen (DE)
2006 Julius Koller — Jifi Kovanda: Index, The Swedish
Contemporary Art Foundation, Stockholm (SE)
2010 Julius Koller: Vedecko-fantasticka retrospektiva,

Slovenska narodna galéria / Slovak National
Gallery, Bratislava (SK)

2012 Archiv Jiliuse Kollera: Badatelna, tranzitdisplay,
Praha (CZ)

Kolektivne vystavy (vyber od roku 1990)

/ Group Exhibitions (selection since 1990)

vystavuje od roku 1965 / exhibiting since 1965

1991 Umeéni akce, Manes, Praha (CZ)

1992 Sirup: Junge Kunst aus der Tschechoslowakei,
Passinger Fabrik, Miinchen (DE)

Hostia Presparty, Umelecka beseda Slovenska

/ Slovak Art Forum, Bratislava (SK)

Pismo v obraze, Pélffyho palac / Palffy’s Palace,
Bratislava (SK); Moravska galerie / Moravian
Gallery (CZ)

Cesk4 a slovenskd kresba 1989 — 1992, Povazskd
galéria umenia / Museum of Art, Zilina (SK);
Paldc Kinskych / Kinsky’s Palace, Praha (CZ)

1994 Der Riss im Raum, Martin Gropius Bau, Berlin (DE)

1995 630 cm® Mail-art Ostrava '95, Nova sifi Poruba
/ New hall Poruba, Ostrava (CZ)

1998 Minisalon, Bibliotheque Royal de Belgique, Bru-
xelles (BE)

1999 Aspekte / Positionen. 50 Jahre Kunst aus Mittel-
europa 1949 - 1999, Museum Moderner Kunst
Stiftung Ludwig, Vienna (AT); Fundacié Joan
Mird, Barcelona (ES)

2005 Prievan / Sucasna slovenskd mal'ba 2000 — 2005,
Prazska radnica / Prague City Hall, Praha (CZ);
Povazska galéria umenia / Museum of Art,
Zilina (SK)

2007 Prague Biennale 3 — Global and Oustsiders: Con-
necting Cultures in Central Europe, Karlinska
hala / Karlin Hall, Praha (CZ)

2007 Z mesta von — Umenie v prirode, Galéria mesta
Bratislavy / Bratislava City Gallery, Bratislava
(SK); Gosudarstvennyj centr sovremennovo
iskusstva, Moskva (RU)

2008 1960 - Stucasnost / Slovenské umeéni + cesti
hosté, Dum U Zlatého prstenu / Gallery of Gold
Ring, Praha (CZ)

2009 Jiti Kovanda: Hommage a Julius Koller (1939 —
2007), Tschechisches Zentrum Wien, Vienna (AT)

2011 Mapy / Maps: Umelecka kartografia v strede Eurd-
py 1960 — 2011, Galéria mesta Bratislavy / Bra-
tislava City Gallery; Slovenska ndrodna galéria
/ Slovak National Gallery, Bratislava (SK)

2012 Museo de las narrativas paralelas. En el marco de
La Internacional / Museu de les narratives para-
lleles. En el marc de La Internacional / Museum
of Parallel Narratives. In the framework of LInter-
nationale, Museu d’Art Contemporani de Barcelona
(MACBA), Barcelona (ES)

2013 Navzdjem — Spolecenstvi 70. a 80. let, tranzitdis-
play, Praha (CZ)

2014 Report on the Construction of a Spaceship Mo-
dule, New Museum (The New Museum of Con-
temporary Art), New York (USA)

Bibliografia (vyber) / Bibliography (selection)

GRUN, Daniel: Julius Koller. Galéria Ganku. Viedeti,

Schlebriigge 2014.

HANAKOVA, Petra — HRABUéICKY', Aurel (ed.): Julius
Koller. Vedecko-fantasticka retrospektiva. Bratislava,
Slovenska ndarodna galéria 2010.

HRABUSICKY, Aurel: Julius Koller. Katalég vystavy.
Bratislava, Slovenska ndrodna galéria 1991.
CHALUPECKY, Jindfich: Na hranici uméni. Praha,
Arkyi 1990.

KOLLER, Julius: Anti-obrazy I.. Textextily. Katalog vys-
tavy. Bratislava, Galéria Linea 2002.

KOLLER, Julius: Hore — dole. Katalég vystavy. Bratislava,
Vystavna sien ZSVU 1993.

KOLLER, Julius: Kriticko-konstruktivna aktivita.
Koncepty: akcie. Bratislava, autorskd tla¢ 1970.
KOLLER, Julius: Sondy. Katalég vystavy. Bratislava,
Slovenskd narodna galéria, 1991.

KOLLER, Julius: U.EO.-NAUT J.K. V Benatkach / U.EO.-
-NAUT in Venice, Trenc¢in, Galéria M. A. Bazovského 2003.
ONDAK, Roman (ed.): Julius Koller. Univerzélne futuro-
logické operdcie. Kolin, Kolnischer Kunstverein 2003.

BOHUS KUBINSKY, MONIKA KUBINSKA

Naroden{ / Born 1966, Ziar nad Hronom;

1966, Namestovo

Stddium / Studies

Bohus Kubinsky

1985 — 1991, Vysoka skola vytvarnych umeni / Academy

of Fine Arts and Design, Bratislava / prof. Jozef Jankovi¢

Monika Kubinska

1980 - 1984, Stredna umeleckopriemyselnd skola

/ School of Applied Arts, Kremnica

1987 — 1989, Stredna skola umeleckého priemyslu

/ School of Applied Arts, Bratislava

Zastupenie v zbiekach galérii

/ Representation in gallery collections

Slovenska ndrodna galéria / Slovak National Gallery,

Bratislava; Galéria mesta Bratislavy / Bratislava City

Gallery, Bratislava

Individudlne vystavy (vyber od roku 1990)

/ Individual Exhibitions (selection since 1990)

vystavuju od roku 1992 / exhibiting since 1992

1992 Bohus Kubinsky — Monika Kubinska — Patrik Kova-
Covsky — Matej Gavula, Galéria Medium / Medium
Gallery, Bratislava (SK)

1994 Znenie ticha, Kaplnka sv. Jdna / St. John's Chaple,
Bratislava (SK)

1995 Story, Galéria Jana Koniarka — Synagoéga / Jdn
Koniarek Gallery — Synagogue, Trnava (SK)

1999 Hall, Gallery At Home — Synagoga / Gallery
At Home — Synagogue, Samorin (SK)

2001 Dotyky (s / with Jan Krstitel' Balazs), Galéria
mesta Bratislavy / Bratislava City Gallery, Bratis-
lava (SK)

2014 Prvni linie / Front Line, Dox Gallery, Praha (CZ)

Kolektivne vystavy (vyber od roku 1990)

/ Group Exhibitions (selection since 1990)

vystavuje od roku 1990 / exhibiting since 1990

1990 Coup De Lune, Paris (FR)

1991 Germinations VI, Ludwig Forum, Aachen (DE)

1992 Cesk4 a slovenskd kresba, Povazska galéria ume-
nia / Museum of Art, Zilina (SK)



Dni slovenskej kultdry, Arnhem (DE)
Priestor '93, Kapel'ny ostrov / Spa island, Pies-
tany (SK)

1994 Zo slovnika umenia, Praha (CZ)

1996 Mlady slovensky vytvarnik roka 1996, Slovenska
narodna galéria / Slovak National Gallery, Bra-
tislava (SK)

Socha a objekt L., Verejny priestor / Public space,
Bratislava (SK)

Slavnost 25 kunstenaars uit Tsjechische en de
Slowaakse Republiek Venray (NL)

1997 Socha a objekt II., Verejny priestor / Public space,
Bratislava (SK)

1997 Hommage a Kassdk, Bratislava (SK); Buda-
pest (HU)

Styri #ivly vo vytvarnom umeni (Voda), Galéria
mesta Bratislavy / Bratislava City Gallery,
Bratislava (SK)

1999 Ad laudem artificis, Slovenska narodna galéria
/ Slovak National Gallery, Bratislava (SK)

2000 Mladi slovenski umelci, Cite internationale des
Arts, Paris (FR)

Angelus Novus, Perugia, Palazzo della Penna (IT)
Dejiny slovenského vytvarného umenia - 20. sto-
rocie, Slovenska narodna galéria / Slovak Natio-
nal Gallery, Bratislava (SK)

The Other Habsburgs, Halbturn Castle, Halb-
turn (AT)

2001 Slovenské umenie z Pariza, Mtzeum moderného
umenia DANUBIA — Museum of Modern Art, Bra-
tislava (SK)

2003 LIGHThouse — svetelné instaldcie / objekty /

/ fotografie / projekcie / dokumentacia, Povazska
galéria umenia / Museum of Art, Zilina (SK)

2004 Stretnutie generdcii, Povazskd galéria umenia
/ Museum of Art, Zilina (SK)

2005 Moc a laska, Halbturn Castle, Halbturn (AT)
Socha piestanskych parkov, Kipel'ny ostrov
/ Spa island, Piestany (SK)

2010 Ocami (ne)viditeIné. Reflexia krestanstva
v sti¢asnom umeni, Dom umenia / House of Art,
Bratislava (SK)

Bibliografia (vyber) / Bibliography (selection)

kol.: Coupe de Lune. Katal6g k vystave. Paris 1990.

kol.: AT HOME GALLERY 1995 — 2000. Kataldg.

Samorin, At Home Gallery 2000.

kol.: L'ART SLOVAQUE. Paris, Cité Internationale

des Arts 2000.

kol.: Miesto pre modlitbu. Zbornik z konferencie Rok

krestanskej kultiry na Slovensku. Bratislava, Vysoka

skola vytvarnych umeni 2000.

OTIS LAUBERT

Narodeny / Born 1946, Valaska

Stdium / Studies

1961 - 1965, Stredna skola umeleckého priemyslu

/ School of Applied Arts, Bratislava

Zastupenie v zbierkach galérii

/ Representation in Gallery Collections

Slovenskd narodna galéria / Slovak National Gallery,

Bratislava; Narodni galerie / National gallery, Praha;
Liptovska galéria P M. Bohuna / P M. Bohin Gallery,
Liptovsky Mikulas; Nitrianska galéria / Nitra gallery,
Nitra; Galéria mesta Bratislavy / Bratislava City Gallery,
Bratislava; Galéria umenia Ernesta Zmetdka / Art Gallery
of Ernest Zmetdk, Nové Zamky; Mesto Mikulov / City
of Mikulov, Mikulov; Mizeum umeéni / Museum

of Art, Olomouc; Mattress Factory, Pittsburgh

Individudlne vystavy (vyber od roku 1990)

/ Individual Exhibitions (selection since 1990)

vystavuje od roku 1981 / exhibiting since 1981

1990 Otis Laubert, KnollGalerieWien, Vienna (AT)

1992 Otis Laubert: Aucdjder, Outsider, Galerie Vaclava
Spaly / Vdclav Spdla Gallery, Praha (CZ)

1994 Témy, Statna galéria / State Gallery, Banska
Bystrica (SK)

1996 Otis Laubert: Frontalny titok na Benatky, Galerie
Aspekt / Aspekt Gallery, Brno (CZ)

2001 Otis Laubert: Pred knihou, SPACE / Galéria
Priestor for Contemporary Arts, Bratislava (SK)

2007 Vlajkonos si zobral kartografku, Galéria umenia
Ernesta Zmetaka / Art Gallery of Ernest Zmetdk,
Nové Zamky (SK)

2008 Otis Laubert: Omrvinky z Knulpovej kapsy, Lip-
tovskd galéria P M. Bohtina / P M. Bohiin Gallery,
Liptovsky Mikulas (SK)

2012 Odkial pochddzam, Horehronské mizeum /
Horehronie Museum, Brezno (SK)

2012 ZAVARANINY, Galéria 19 / Gallery 19, Bratis-
lava (SK)

2013 Z cudzej zahrady, Galéria 19 / Gallery 19, Bratis-
lava (SK)

Uz mi doslo, ¢o mi to doslo, Galéria 19 / Galle-
ry 19, Bratislava (SK)
Nové ovocie, Galéria 19 / Gallery 19, Bratislava (SK)

Kolektivne vystavy (vyber od roku 1990)

/ Group Exhibitions (selection since 1990)

vystavuje od roku 1981 / exhibiting since 1981

1990 Pocta umélcovi Jindfichovi Chalupeckému,
Meéstska knihovna / City Library, Praha (CZ)

1991 Ceskoslovensko-franctizska vystava, Galerie
Sovinec / Sovinec Gallery, Sovinec (CZ)
Metropolis, Martin Gropius Bau, Berlin (DE)

1992 Hills and Mills — Art et Amicitiae, Amsterdam (NL)
Medzi objektom a instalaciou, Museum am Ost-
wall, Dortmund (DE)

Zdruzenie A-R, Dom umenia / House of Art, Bra-
tislava (SK)

1994 Der Riss im Raum, Martin Gropius Bau,

Berlin (DE)
Identifikédcia v priestore a ¢ase, Galéria M. A. Ba-
zovského / M. A. Bazovsky Gallery, Trencin (SK)

1995 Artists of Central and Eastern Europe, Mattress
Factory, Pittsburg (USA)

1996 Jitro kouzelnikG? Veletrzni paldc / The Trade Fair
Palace, Praha (CZ)

1997 Kartografi, Mizeum stcasného umenia / Museum
of Contemporary Art, Zagreb (HR)

2000 Dejiny slovenského vytvarného umenia — 20. sto-
rocie, Slovenska narodnd galéria / Slovak Natio-
nal Gallery, Bratislava (SK)

2005 Prague Biennale 2 — Expandedpainting / Accién
directa, Karlinska hala / Karlin Hall, Praha (CZ)

2007 Z mesta von — Umenie v prirode, Galéria mesta
Bratislavy / Bratislava City Gallery, Bratislava
(SK); Gosudarstvennyj centr sovremennovo
iskusstva, Moskva (RU)

2008 Nechci v kleci!, Muzeum umeéni / Museum of Art,
Olomouc (CZ)

2010 Mékkohlavi, Dim uméni / House of Art, Ostra-
va (CZ)

2011 Mapy / Maps: Umelecka kartografia v strede
Eurépy 1960 — 2011, Galéria mesta Bratislavy
/ Bratislava City Gallery; Slovenska narodna
galéria / Slovak National Gallery, Bratislava (SK)
Nulté roky, Dom umenia / House of Art, Bratislava;,
Povazskd galéria umenia / Museum of Art, Zilina
(SK); MODEM, Centre for Contemporary Arts,
Debrecen (HU)

2012 Delete, Slovenska narodnd galéria / Slovak Na-
tional Gallery, Bratislava (SK)

2014 Dve Krajiny. Obraz Slovenska 19. storocie x su-
¢asnost, Slovenska narodna galéria / Slovak
National Gallery, Bratislava (SK)

Bibliografia (vyber) / Bibliography (selection)

BARTOSOVA, Zuzana: Otis Laubert. Sondy. Katalég

vystavy. Bratislava, Slovenska ndrodna galéria 1992.

CARNA, Daniela: §worvystava: Jan Steklik, Otis

Laubert, Monogramista T-D, Igor Kalny. Katalég

vystavy. Bratislava, Galéria mesta Bratislavy 2009.

GAZIKOVA, Zuzana: Otis Laubert. Omrvinky z Knul-

povej kapsy. Katalog vystavy. Liptovsky Mikulds, Galéria

P M. Bohta 2009.

GERZOVA, Jana — VALOCH, Jit{: A-R. Bratislava,

Dom umenia 1992.

GERZOVA, Jana: Otis Laubert. Askét bez obmedzenia.

Bratislava, Kruh sti¢asného umenia Profil 2001.

MARKUSKOVA, Helena: Otis Laubert. Vlajkonos si

zobral kartografku. Kataldg vystavy. Nové Zamky,

Galéria umenia Ernesta Zmetdka 2007.

VRBANOVA, Alena: Otis Laubert. Témy. Katalég vysta-

vy. Bansk4 Bystrica, Stdtna galéria Banskd Bystrica 1994.

PETER MELUZIN

Narodeny / Born 1947, Bratislava

Stidium / Studies

1970 - 1976, Vysoka skola vytvarnych umeni / Academy

of Fine Arts and Design, Bratislava / prof. Jozef Chovan,

prof. Ladislav Cemicky

Zastupenie v zbierkach galérii

/ Representation in Gallery Collections

Slovenska narodna galéria / Slovak National Gallery, Bra-

tislava; Povazské galéria umenia / Museum of Art, Zilina

Individudlne vystavy (vyber od roku 1990)

/ Individual Exhibitions (selection since 1990)

vystavuje od roku 1988 / exhibiting since 1988

1995 Mouse Killer, Povazskd galéria umenia / Museum
of Art, Zilina (SK)

1997 Bezruky Raphael, Vermesova vila — Slovenska
narodna galéria / Slovak National Gallery — Ver-
mes’ Villa, Dunajskd Streda (SK)

KU-KLUX-KLON, Stétna galéria / State Gallery,
Banska Bystrica (SK)

1998 Mur narekov, Galéria Jana Koniarka — Synagéga
/ Jdn Koniarek Gallery — Synagogue, Trnava (SK)

2013 P Meluzin pohl'adom R. Matustika, Slovensky
institat / Slovak Institute, Praha (CZ)

2014 Peter Meluzin — MELUZEN, Galéria 19 / Gallery 19,
Bratislava (SK)

Kolektivne vystavy (vyber od roku 1990)

/ Group Exhibitions (selection since 1990)

vystavuje od roku 1989 / exhibiting since 1989

1991 Sen o muzeu, Povazskd galéria umenia / Museum
of Art, Zilina (SK)

Umeéni akce, Ménes, Praha (CZ)

1992 Medzi objektom a instaldciou, Museum am Ost-
wall, Dortmund (DE)

Sthry, Dom umenia / House of Art, Bratislava (SK)

1993 Priestor '93, Kupelny ostrov / Spa Island, Pies-
tany (SK)

1994 Cesta, Galéria Jana Koniarka — Synagoga / Jdn
Koniarek Gallery — Synagogue, Trnava (SK)
Disperzia, Slovenska narodna galéria / Slovak
National Gallery, Bratislava (SK)

1995 Video - vidim — ich — sehe, Kunstmueum, Thun
(DE); Galéria mesta Bratislavy / Bratislava City
Gallery, Bratislava (SK); Ddm uméni / House
of Art, Brno (CZ)

Four Slovak Artists, Santa Barbara — California (USA)
Artists of Central and Eastern Europe, Mattress
Factory, Pittsburg (USA)

1996 Epikurova zdhrada, Slovenskd ndrodnd galéria
/ Slovak National Gallery, Bratislava (SK)

1997 Medzi muzom a Zenou, Povazskd galéria umenia
/ Museum of Art, Zilina (SK)

2001 Umenie akcie / Action Art 1965 — 1989. Slovenska
narodna galéria / Slovak National Gallery, Bratis-
lava (SK)

2006 Autopoesis, Slovenska ndrodna galéria / Slovak
National Gallery, Bratislava (SK)
N(TER)MEDIA(S)RES, Povazska galéria umenia
/ Museum of Art, Zilina (SK)

2007 Arta Slovaca 1960 — 2000, The National Museum
of Art of Romania, Bucharest (RO)

Z mesta von — Umenie v prirode, Galéria mesta
Bratislavy / Bratislava City Gallery, Bratislava
(SK); Gosudarstvennyj centr sovremennovo
iskusstva, Moskva (RU)

2008 Slovensky obraz (anti-obraz). 20. storocie v slo-
venskom vytvarnom umeni. Jizdarna — Prazsky
hrad / Riding School — Prague Castle, Praha (CZ)

2009 Osemdesiate — Postmoderna v slovenskom vytvar-
nom umeni 1985 — 1992, Slovenskd narodna
galéria / Slovak National Gallery, Bratislava (SK)

2012 Film. Rezirované umelcami, Nitrianska galéria
/ Nitra Gallery, Nitra (SK)

2013 Contextual Art, Galéria Cypriana Majernika
/ Cypridn Majernik Gallery, Bratislava (SK)

Bibliografia (vyber) / Bibliography (selection)

BESKID, Vladimir: Laboratérium III. Medzinarodné

vytvarné sympdzium Kosice 1996. Kosice, Spolok

C + S ART, Mizeum Vojtecha Lofflera 1996.



GERZOVA, Jana: Vymedzenie priestoru (5) — Peter
Meluzin. Mur nérekov. Katalég vystavy. Trnava, Galéria
Jana Koniarka 1999.

MARKUSKOVA, Helena: Varianty na mail art. Nové
Zamky, Galéria umenia Ernesta Zmetdka 2004.
MATUSTIK, Radislav. Untitled. Peter Meluzin, Viktor
Oravec, Milan Paga¢, Jana Zelibska. Katalég vystavy.
Bansk4 Bystrica, Stétna Galéria Banské Bystrica 1995.
ORAVCOVA, Jana: Reality/Real (E)State. Bratislava,
N-CSU 2001.

RUSINOVA, Zora: Epikurova zdhrada. Katalég vystavy.
Bratislava, Slovenskd narodna galéria 1996.

MONOGRAMISTA T-D / DEZIDER TOTH

Narodeny / Born 1947, Vycapy-Opatovce

Stdium / Studies

1966 — 1972, Vysoka skola vytvarnych umeni / Academy

of Fine Arts and Design, Bratislava / prof. Peter Matejka

Zastupenie v zbierkach galérii

/ Representation in Gallery Collections

Slovenskd narodna galéria / Slovak National Gallery,

Bratislava; Galéria mesta Bratislavy / Bratislava City

Gallery, Bratislava; Narodni galerie / National Gallery,

Praha; Kassak Lajos Elmékmuzeum, Budapest; Fonda-

tione Morra Greco, Torino; Galeria Rottlof, Karlsruhe;

Matteress Factory, Pittsburg; Stadtische Museen, Heil-

born; Moravska galerie / Moravian Gallery, Brno; Stétna

galéria / State Gallery, Banska Bystrica; Prva slovenska
investi¢na skupina / The First Slovak Investment Group,

Bratislava; Galéria Jana Koniarka / Jdn Koniarek Gallery,

Trnava; Turc¢ianska galéria / Turiec Gallery, Martin; Ga-

léria umenia Ernesta Zmetdka / Art Gallery of Ernest

Zmetdk, Nové Zamky; Povazska galéria umenia / Museum

of Art, Zilina; Ulmer Museum, Ulm

Individudlne vystavy (vyber od roku 1990)

/ Individual Exhibitions (selection since 1990)

vystavuje od roku 1976 / exhibiting since 1976

1994 EX, Stétna galéria / State Gallery, Banska Bystri-
ca (SK)

1996 Dezider T6th — Peter Ronai — Rudolf Sikora:
ReSeT, Galerie U bilého jednorozce / U bilého
jednorozce Gallery, Klatovy (CZ)

2000 Mimoriadne spoje 1970 — 1980, CC Centrum,
Bratislava (SK)

Sneh na strome a iné udalosti, Povazska galéria
umenia / Museum of Art, Zilina (SK)

Schréanky, Galerie Langtiv dim / Languv dim
Gallery, Frydek-Mistek (CZ)

Stéhovéni a nouzové tniky, Dim uméni / House
of Art, Opava (CZ); Moravska galerie / Moravian
Gallery, Brno (CZ)

2005 Neateliér, Galéria SI / SI Gallery, Praha (CZ)

2006 Banality a schranky, i+i print, Bratislava (SK)
Skryse a iné, Galéria Linea / Linea Gallery,
Bratislava (SK)

2007 Monogramista T-D — Ani slovo, ani vec, Galéria
Jana Koniarka / Jdn Koniarek Gallery, Trnava (SK)

2009 Repartitury, Galéria Soga / Soga Gallery, Bratis-
lava (SK)

2010 Monogramista T-D — Tomas Dzadon: ,,Mas na

min!“, Krokus Galéria / Krokus Gallery, Bratis-
lava (SK)

Tothalita, Galéria umenia Ernesta Zmetédka / Art
Gallery of Ernest Zmetdk, Nové Zamky (SK)

Kolektivne vystavy (vyber od roku 1990)

/ Group Exhibitions (selection since 1990)

vystavuje od roku 1970 / exhibiting since 1970

1990 Pocta Janu Chalupeckému, Galerie hlavniho
meésta Prahy / Praha City Gallery, Praha (CZ)
Slovenska fotografia 60. rokov, Dom umenia
/ House of Art, Bratislava (SK)

Les artistes tchéques et slovaques 1960 — 1990,
Museé du Luxembourg, Coupole Haussmann,
Paris (FR)

1991 Sen o muzeu, Povazskd galéria umenia / Museum

of Art, Zilina (SK)

Uméni akce, Manes, Praha (CZ)

Pocta knihe, Umelecka beseda slovenska / Slovak
Art Forum, Bratislava (SK)

1992 Situace 1970 — 1989, Dum uméni / House of Art,
Ostrava (CZ)

ZdruZenie A-R, Dom umenia / House of Art,
Bratislava (SK)

Hommage a John Cage, Slovensky rohlas

/ Slovak Radio, Bratislava (SK)

1993 Tvary tont, Mdnes, Praha (CZ)

Czech and Slovak Photography — Between the
Wars to the Present, Fitchburg Art Museum,
Centra Massachusetts, Boston (USA)

Between the Wars to the Present. Czech and Slo-
vak Photography, The Boston Public Library,
Boston (USA)

1994 Disperzia, Dim uméni / House of Art, Ostrava (CZ)
Identifikdcia v priestore a Case, Galéria M. A. Ba-
zovského / M. A. Bazovsky Gallery, Trencin (SK)

1995 Trojka: Hulik, Laubert, Téth. Galerie Guth-Maas
& Maas, Reutlingen (DE)

60. roky v slovenskom vytvarnom umeni, Sloven-
ska narodna galéria / Slovak National Gallery,
Bratislava (SK)

Artists of Central and Eastern Europe, Mattress
Factory, Pittsburg (USA)

Epikurova zdhrada, Slovenska narodnd galéria

/ Slovak National Gallery, Bratislava (SK)

1997 Book and Installation Art from Central and Eastern
Europe 1970 — 1996 Douglas E Cooley Memorial
Art gallery, Reed College, Portland (USA)

1998 Kniha ako objekt, Galéria mesta Bratislavy / Bra-
tislava City Gallery, Bratislava (SK)

Body and the East, Moderna galerija, Ljublja-
na (SLO)

Archetyp — Mytus — Utépia, Galéria mesta Bratis-
lavy / Bratislava City Gallery, Bratislava (SK)

1999 Slovak Art For Free, Pavilion of the Czech and Slo-
vak Republic, 48. La Biennale di Venezia, Vene-
zia (IT)

Vylomok — niekol'ko podéb akcie: k problémom
prirody, Galéria mesta Bratislavy / Bratislava City
Gallery, Bratislava (SK)

Ad laudem artificis, Slovenska narodnd galéria

/ Slovak National Gallery, Bratislava (SK)

P E 2000, retrospektiva a suc¢asnost zanru, Sloven-
skd narodnd galéria / Slovak National Gallery,
Bratislava (SK)

2000 KunstRaumMitteleuropa, artLab, Vienna (AT)
Dejiny slovenského vytvarného umenia — 20. sto-
roCie, Slovenska narodna galéria / Slovak National
Gallery, Bratislava (SK)

Za Malevi¢om, Galéria umenia Ernesta Zmetaka
/ Art Gallery of Ernest Zmetdk, Nové Zamky (SK)

2001 Umenie akcie 1965 — 1989, Slovenska narodna
galéria / Slovak National Gallery, Bratislava (SK)
Slowakische Traume. Bildende Kunst von den
sechziger Jahren bis heute aus den Sammlungen
der Slowakischen Nationalgalerie, slowakischer
Galerien und Ateliers, Museum moderner Kunst
Stiftung Worlen, Passau (DE)

Uncaptive spirits, Slovenské vel'vyslanectvo / Em-
bassy of the Slovak republic, Washington (USA)

2002 Slovak Contemporary Art, Artforum, Berlin (DE)
Objekt-objekt, Moravskd galéria / Moravian Gal-
lery, Brno (CZ)

2003 Kniha/objekt, Nitrianska galéria / Nitra Gallery,
Nitra (SK)

2005 Prievan / Stcasna slovenskd mal'ba 2000 — 2005,
Prazska radnica / Prague City Hall, Praha (CZ);
Povazska galéria umenia / Museum of Art, Zili-
na (SK)

100 rokov reality, Galéria mesta Bratislavy / Bra-
tislava City Gallery, Bratislava (SK)

2006 Pribehy starého zakona, Galéria mesta Bratislavy
/ Bratislava City Gallery, Bratislava (SK)
Slovenska typografia 20. storoc¢ia II., Dom umenia
/ House of Art, Bratislava (SK)

Autopoesis, Slovenskd ndrodnd galéria / Slovak
National Gallery, Bratislava (SK)

2007 Z mesta von — Umenie v prirode, Galéria mesta
Bratislavy / Bratislava City Gallery, Bratislava
(SK); Gosudarstvennyj centr sovremennovo
iskusstva, Moskva (RU)

2008 Between Concept and Action, Galeria Sonia Rosso,
Torino (IT)

1960 > Stcasnost / Slovenské umeéni + cesti
hosté, Dum U Zlatého prstenu / Gallery of Gold
Ring, Praha (CZ)

Nechci v kleci!, Muzeum umeéni / Museum of Art,
Olomouc (CZ)

Slovensky obraz (anti-obraz). 20. storocie v slo-
venskom vytvarnom umeni. Jizdarna — Prazsky
hrad / Riding School — Prague Castle, Praha (CZ)

2009 Osemdesiate — Postmoderna v slovenskom vy-
tvarnom umeni 1985 — 1992, Slovenska narodna
galéria / Slovak National Gallery, Bratislava (SK)
Listovani (moderni knizni kultura), Muzeum
umeéni / Museum of Art, Olomouc (CZ)
Stvorvystava: Jan Stekl{k, Otis Laubert, Monogra-
mista T-D, Igor Kalny, Galéria mesta Bratislavy
/ Bratislava City Gallery, Bratislava (SK)

2010 Ocami (ne)viditeIné. Reflexia krestanstva v sucas-
nom umeni, Dom umenia / House of Art,
Bratislava (SK)

2011 Mapy / Maps: Umelecka kartografia v strede

Eurépy 1960 — 2011, Galéria mesta Bratislavy
/ Bratislava City Gallery; Slovenska narodna
galéria / Slovak National Gallery, Bratislava (SK)
Bibliografia (vyber) / Bibliography (selection)
BESKID, Vladimir (ed.): Tretia tehla. Trnava, Galéria
Jana Koniarka 2007.
FILA, Rudolf, ZAJAC, Peter (eds.): A-R GROUP
Budapest, Ludwig Museum — Museum of Contempo-
rary Art 2001.
GERZOVA, Jana — VALOCH, Jiif: A-R. Bratislava,
Dom umenia 1992.
GRUN, Daniel: Monogramista T-D — Skry3e a iné.
Kataldg vystavy. Bratislava, Galéria Linea 2006.
TOTH, Dezider: Dezider Téth 67 — 94. Kataldg vystavy.
[Texty: BARTOSOVA, Zuzana, MATUSTIK, Radislav,
VALOCH, Jiff, VASKOVICOVA, Hana, VRBANOVA,
Alena] Bratislava, Agentura O.K.O. 1994.
TOTH, Dezider — MELUS, Boris: Monogramista T-D
Nie som autor, som metafora. [Texty: RUSINOVA,
Zora — VALOCH, Jiti] Bratislava, Agenttra O.K.O.,
Slovart 2011.
TOTH, Dezider: Nem4 kniha. Bratislava, Afad
Press 2005.

ILONA NEMETH
Narodena / Born 1963, Dunajska Streda
Stidium / Studies
1982 - 1987, Vysoka skola umeleckého priemyslu
/ College of Applied Art, Budapest / prof. J. Baska,
S. Ernyei, Gy. Haimann, J. Kass, I. Kiss, T. Szant6
Zastupenie v zbierkach galérii
/ Representation in Gallery Collections
Slovenska narodna galéria / Slovak National Gallery,
Bratislava; Ludwig Mtzeum — Museum of Contemporary
Art, Budapest; Povazskd galéria umenia / Museum of Art,
Zilina, Galéria sti¢asného umenia / Gallery of Contempo-
rary Art, Dunajska Streda; Bedford Whaling Museum, New
Bedford, Massachussetts; National Centre for Contempo-
rary Arts, Moscow; Galéria mesta Bratislavy / Bratislava
City Gallery, Bratislava; Galéria Jana Koniarka / Jdn Konia-
rek Gallery, Trnava; Nitrianska galéria / Nitra Gallery, Nitra
Individudlne vystavy (vyber od roku 1990)
/ Individual Exhibitions (selection since 1990)
vystavuje od roku 1990 / exhibiting since 1990
1990 Ilona Németh, Galéria Cypridna Majernika
/ Cypridn Majernik Gallery, Bratislava (SK)
1993 Ilona Németh, Mad'arské kulturni stredisko
/ The Cultural Centre of Hungary, Praha (CZ)
1995 Ilona Németh, Obudai T4rsaskor, Budapest (HU)
1996 Labyrint, Galéria Jana Koniarka — Synagdga
/ Jdn Koniarek Gallery — Synagogue, Trnava (SK)
Instaldcia, Galéria Bartok 32, Budapest (HU)
Cesta, Gallery At Home — Synagdga / Synagogue,
Samorin (SK)
1997 Ambulancia, Studi6 Gléria, Budapest (HU)
Ilona Németh, Agnes Delin, Gallery by Night,
Budapest
Ilona Németh, Juraj Bartusz — Cestou, At Home
Gallery — Synagdga / Synagogue, Samorin (SK)



1998 Dychajtica podlaha, Galéria mesta Bratislavy
/ Bratislava City Gallery, Bratislava (SK)

Vista Point, Headlands Centre for the Arts,
Sausalito — California (USA)

1999 Ilona Németh — Peter Ronai: 1 + 1 = 3, Ludwig
Muzeum - Ludwig Museum of Contemporary Art,
Budapest

2001 Ilona Németh — Jifi Surtivka: Invitation for
a Visit, 49. La Biennale di Venezia, Pavilion
of the Czech and Slovak Republic, Venezia (IT)

2002 Public Privacy, Kunsthalle, Budapest (HU)

2004 Restrospektiva, Gyori Varosi Muzeum, Gyor (HU)

2005 Németh Ilona, Kozelités Galéria, Pésc (HU)

2006 Handiwork, Art Home Gallery — Synagéga
/ Synagogue, Samorin (SK)

Arrivals, Modern Art Oxford, Oxford (UK)

2008 27m, Gallery Crystal Palace, Stockholm (SE)
Ilona Németh — KriStof Kitnera: Rituals, VM.21
artecontemporana, Rome (IT)

2009 Mirror, Public Art — Public Space, Gyor (HU)

In The Middle of Europe, Space on Dobbin,
New York (USA)

2011 Dilemma, Ernst Mtizem, Budapest (HU)

2012 Non Identical Space, Vychodoslovenska galéria
/ East Slovakian Gallery, Kosice (SK)

2013 Ilona Németh, Galéria HIT / HIT Gallery,
Bratislava (SK)

PAX / NEXUS / SAIVUS, SPACE/ Galéria Priestor
for Contemporary Arts, Bratislava (SK)

Kolektivne vystavy (vyber od roku 1990)

/ Group Exhibitions (selection since 1990)

vystavuje od roku 1988 / exhibiting since 1988

1992 6 + 6, Galéria mesta Bratislavy / Bratislava City
Gallery, Bratislava (SK)

Stihry, Dom umenia / House of Art, Bratislava (SK)
Objekty a instalacie, Povazska galéria umenia
/ Museum of Art, Zilina (SK)

1993 Priestor '93, Kupelny ostrov / Spa Island, Piesta-
ny (SK)

1994 10 madarskych vytvarnikov zo Slovenska, Arkad
Galéria, Budapest (HU)

Eurdpa 94. Mladé eur6pske umenie, Miinchen (DE)
Margindlia, Povazskd galéria umenia / Museum
of Art, Zilina (SK)

1995 Pars pro toto, Slovenskd narodnd galéria / Slovak
National Gallery, Bratislava (SK)

1996 Jitro kouzelnika? Veletrzni paldc / The Trade Fair
Palace, Praha (CZ)

1997 Medzi muzom a zZenou, Povazskd galéria umenia
/ Museum of Art, Zilina (SK)

1999 Aspekten/Positionen — 50 Years of Art in Central
Europe (1949 — 1999), Museum of Modern Art,
Vienna (AT); Ludwig Mtzeum, Budapest (HU);
Fundaci6 Joan Mird, Barcelona (ES); Hansard
Gallery / City Gallery, Southampton (UK)

2000 cross female — Metaphern des Weiblichen in der
Kunst der 90er Jahre, Kiinstlerhaus Bethanien,
Berlin (DE)

Dejiny slovenského vytvarného umenia — 20. sto-
rocie, Slovenska narodna galéria / Slovak National
Gallery, Bratislava (SK)

2001 New Connection, World Financial Center, New
York (USA)

2002 New Slovak Art 1936 — 2001, Kunsthalle Exner-
gasse, Vienna (AT)

Her story, her body, her memory, Galerie la Serra,
Saint-Etiene (FR)

2004 Check Slovakia, Neue Berliner Kunstverein,
Berlin (DE)

2005 Prague Biennale 2 — Expandedpainting / Accién
directa, Karlinska hala / Karlin Hall, Praha (CZ)
Positioning, The National Museum of Art — Osaka,
Hirosima City Museum of Contemporary Art — Hiro-
sima, Museum of Contemporary Art — Tokyo (JP)

2006 Autopoesis, Slovenskd narodna galéria / Slovak
National Gallery, Bratislava (SK)

2007 New Video Art from Central Europe, Part 2:
Global Impact, The RISD Museum, Providence
— Rhode Island (USA)

Z mesta von — Umenie v prirode, Galéria mesta
Bratislavy / Bratislava City Gallery, Bratislava
(SK); Gosudarstvennyj centr sovremennovo
iskusstva, Moskva (RU)

2009 Gender Check, Feminity and Masculinity in the
Art of Eastern Europe, Museum Moderner Kunst
Stiftung Ludwig, Vienna (AT)

Donumenta, Kunstforum Ostdeutsche Galerie,
Regensburg (DE)

Osemdesiate — Postmoderna v slovenskom vytvar-
nom umeni 1985 — 1992, Slovenska ndrodnd
galéria /Slovak National Gallery, Bratislava (SK)

2011 Nulté roky, Dom umenia / House of Art, Bratislava;
Povazska galéria umenia / Museum of Art, Zilina
(SK); MODEM, Centre for Contemporary Arts,
Debrecen (HU)

Prague Biennale 5 — Microna, Karlinska hala /
Karlin Hall, Praha (CZ)

2012 Krv / Blood, Slovenska narodna galéria / Slovak
National Gallery, Bratislava (SK)

The Hero, the Heroine and the Author, Ludwig
Mtzeum — Museum of Contemporary Art,
Budapest (HU)

2013 Daily Lazy Projects. In the studio, Kunsthalle,
Athena (GR)

2014 Private Nationalism, Ostrale '14, Dresden (DE)

Bibliografia (vyber) / Bibliography (selection)

ANDRAS, Edit: DILEMA. Three Central-European

version of Ilona Németh’s Exhibition. Bratislava,

Kalligram, 2013.

HUSHEGYI, Gabor: Ilona Németh. Bratislava,

Kalligram 2008.

HUSHEGYI, Gabor: Németh Ilona — public art.

Opus 2009.

RUSNAKOVA, Katarina: Ilona Németh, Jiti Surtivka.

Pozvanie na navstevu. 49. La Biennale di Venezia.

Kataldg vystavy. Bratislava, Slovenskd narodna galé-

ria 2001.

RUSNAKOVA, Katarina — VRBANOVA, Alena: Ilona

Németh. Segment. Katalég vystavy. Banska Bystrica,

Statna galéria Banska Bystrica 1994.

ROMAN ONDAK

Narodeny / Born 1966, Zilina

Stidium / Studies

1988 — 1994, Vysoka skola vytvarnych umeni / Academy

of Fine Arts and Design, Bratislava / prof. Daniel Fischer,

prof. Jan Lebis

Zastupenie v zbierkach galérii

/ Representation in Gallery Collections

Slovenskd narodna galéria / Slovak National Gallery,

Bratislava; Galéria Jana Koniarka / Jdn Koniarek Gallery,

Trnava; Ludwig Mtzeum — Museum of Contemporary

Art, Budapest; Povazska galéria umenia / Museum of Art,

Zilina; Galéria mesta Bratislavy / Bratislava City Gallery,

Bratislava, Tate Modern, London

Individudlne vystavy (vyber od roku 1990)

/ Individual Exhibitions (selection since 1990)

vystavuje od roku 1995 / exhibiting since 1995

1995 Thrill of Mind, Artest — Binz ’39, Ziirich (CH)
Objekty a kresby, Povazska galéria umenia
/ Museum of Art, Zilina (SK)

1996 Roman Ondak, Galerie Ruce / Ruce Gallery,
Praha (CZ)

1997 Roman Onddk, Ch. van Rest, W. Reiterer, MK
Expositieruimte, Rotterdam (NL)

1998 Discrepancies, Galerie Vaclava Spaly / Vdclav
Spdla Gallery, Praha (CZ)

Roman Ondak, Galerie mésta Praha / Gallery
of the City of Prague, Praha (CZ)

1999 Trough the Eye Lens, Ludwig Mizeum — Museum
of Contemporary Art, Budapest (HU)

2000 Room Extension, Kunsthof, Ziirich (CH)

2002 Roman Ondék — Josef Dabernig: Pause for
a Moment, SPACE / Galéria Priestor for
Contemporary Art, Bratislava (SK)
Roman Onddk: Guided Tour, Moderna Galerija,
Zagreb (HR)

2003 Another Day, Dim uméni / House of Art,
Brno (CZ)
Roman Ondak: Talker, gb agency, Paris (FR)
Roman Onddk — Julius Koller: Teenagers, Teen-
agers, Galerie Display / Gallery Display, Praha (CZ)

2004 Rassage, Center for Contemporary Art, Kitaky-
ushu (JP)

Roman Ondak — Didier Courbot, Domaine de Ker-
guéhennec, Bignan (FR)

Spirit and Opportunity, Kolnischer Kunstverein,
Koln (DE)

2005 One Year Solo Show, Le centre d’art contemporain
de Bretigny (FR)

2006 It will All Turn Out Right in the End, Tate Modern,
London (UK)

More Silent Than Ever, gb agency, Paris (FR)

2007 My Summer Shoes Rest in Winter, Pinakothek
der Moderne, Miinchen (DE)

The Day After Yesterday, BAK, Utrecht (DE)

2008 Path, CCA Wattis Institute, San Francisco (USA)
Measuring the Universe, DAAD gallery, Berlin (DE);
Museum of Modern Art, New York (USA)

2009 Loop, Czech and Slovak pavilion, 53. La Biennale
di Venezia, Venezia (IT)

2010 Befor Waiting Becomes Part of Your Life, Salzburger
Kunstverein, Salzburg (AT)

Glimpse, Fondazione Morra Greco, Napoli (IT)

2011 The Exhibition Vanished without a Trace, Museo
Tamayo (MX)

Time Capsule, Modern Art Oxford, Oxford (UK)

2012 Roman Onddk, Musée d’Art Moderne de la Ville
de Paris, Paris (FR)

Do not Walk Outside this Area, Deutsche Guggen-
heim, Berlin (DE)

2013 Some thing, Common Guild, Glasgow (UK)
Escena, Palacio de Cristal, Museo Reina Sofia,
Madrid (ES)

2014 Roman Ondék, Kaldor Public Art Project, 28" Public
Art Project, Parramatta Town Hall, Sydney (AU)

Kolektivne vystavy (vyber od roku 1990)

/ Group Exhibitions (selection since 1990)

vystavuje od roku 1992 / exhibiting since 1992

1992 Hostia Presparty, Umeleckd beseda Slovenska
/ Slovak Art Forum, Bratislava (SK)

Objekty a instalacie, Povazskd galéria umenia
/ Museum of Art, Zilina (SK)
Germinations 7, Le Magasin, Grenoble (FR)

1993 Vyber G 7, Kunsstforegingen, Copenhagen (DK),
Centre Wallonie, Paris (FR)

Tajomstvo, Povazska galéria umenia / Museum
of Art, Zilina (SK)

Labyrinty, Galéria Jana Koniarka / Jdn Koniarek
Gallery, Trnava (SK)

1994 Zo slovnika umenia, Obecni dGm / Prague’s Muni-
cipal House, Praha (CZ)

1995 6 + 6, Galéria mesta Bratislavy / Bratislava City
Gallery, Bratislava (SK)

Fyzicky/Mentalny, Povazska galéria umenia

/ Museum of Art, Zilina (SK)

Artists of Central and Eastern Europe, Mattress
Factory, Pittsburg (USA)

1996 Manifesta I., Natural History Museum, Rotter-
dam (NL)

Troji moznost, Galerie Véclava Spaly / Vdclay
Spdla Gallery, Praha (CZ)

1997 Préce pro pismo IV, Galeria Sypka / Sypka Gallery,
Brno (CZ)

Medzi muZom a Zenou, Povazskd galéria umenia
/ Museum of Art, Zilina (SK)

1999 Aspects-Positions 1949 — 1999, Museum Moderner
Kunst, Vienna (AT)

After the Wall, Moderna Museet, Stockholm (SE)
Slovak Art For Free, Pavilion of the Czech and Slo-
vak Republic, 48. La Biennale di Venezia, Vene-
zia (IT)

Rondo. A Selection of Works by Central and Eastern
European Artist, Ludwig Muzeum — Museum

of Contemporary Art, Budapest (HU)

2000 Manifesta 3, Moderna Galerija, Ljubljana (SLO)

2001 Die Sammlung, Museum Moderner Kunst,
Vienna (AT)

Slowakische Traume. Bildende Kunst von den
sechziger Jahren bis heute aus den Sammlungen
der Slowakischen Nationalgalerie, slowakischer



Galerien und Ateliers, Museum moderner Kunst
Stiftung Worlen, Passau (DE)
Central, Museumsquartier, Vienna (AT)

2002 I promise it’s political, Ludwig Museum, Koln (DE)
An Artist who doesn’t speak English, Kunstihoone,
Tallinn (EST)

2003 Utopia Station Poster Project, Haus der Kunst,
Miinchen (DE), 50. La Biennale di Venezia (IT)
Czechoslovakia, Slovenské narodné muzeum
/ Slovak National Museum, Bratislava (SK)

2004 Cordially Invited, BAK, Utrecht (NL)

Czech Made, Gallery Display, Praha (CZ)
Densité O, Fri-Art Kunsthalle, Fribourg (FR),
Ecole Nationale Supérieure des Beaux-Arts,
Paris (FR)

2005 After the Fact, Martin Gropius Bau, Berlin (DE)
Prague Biennale 2 — Definition of Everyday;,
Karlinska hala / Karlin Hall, Praha (CZ)
Universal Experience: Art, Life and the Tourist’s
Eye, Museum of Contemporary Art, Chicago (USA)
Water Event, Astrup Fearnley Museet for Moderne
Kunst, Oslo (NO)

2006 How to live together, 27th Bienal Sao Paulo, Sao
Paulo (BR)

Protections, Kunsthaus, Graz (AT)
Kontakt, Museum Moderner Kunst, Vienna (AT)

2007 Art Perform, Art Basel Miami Beach, Miami (USA)
The World as a Stage, Tate Modern, London (UK)
Passangers, CCA Wattis Institue, San Francis-
co (USA)

Saturday Live Actions and Interruptions, Tate
Moder, London (UK)

Prague Biennale 3 — Der Prozess, Karlinska hala
/ Karlin Hall, Praha (CZ)

2008 Translocalmotion, 7" Shanghai Biennale, Shang-
hai (CHN)
5® Liverpool Biennial, Liverpool (UK)

U-TURN Quadrennial, Copenhagen (DK)

2009 100 Years, PS.1, New York (USA)

Performing the East, Salzburger Kunstverein,
Salzburg (AT)
Voids, A Retrospective, Centre Pompidou, Paris (FR)

2010 Art Feature, gb agency, Art Basel, Basel (CH)
What is waiting out there, 6th Berlin Biennial
for Contemporary Art, Berlin (DE)

Promises of the Past, Centre Pompidou, Musée
National d’Art Moderne, Paris (FR)

Neugierig? Kunst des 21. Jahrhunderts. Private
Sammlungen, Kunsthalle Bonn (DE)

2011 Power to the People: Contemporary Conceptualism
and the Object in Art, ACCA, Australian Centre
for Contemporary Art, Victoria (AU)

Ostalgia, New Museum of Contemporary Art,
New York (USA)

ILLUMInations, 54. La Biennale di Venezia, Vene-
zia (IT)

2012 DOCUMENTA (13), Documenta, Kassel (DE)
Zero Years, Slovak Visual Art between 1999 and
2011 from Four Curatorial Perspectives, MODEM
Centre for Modern and Contemporary Arts, Debre-
cen (HU)

2013 Time/Resistance, Israeli Centre for Digital Art,
Holon (IL)
L'Origine des choses, Collection du Centre national
des arts plastiques, La Centrale for contemporary
art, Bruxelles (BE)
Bibliografia (vyber) / Bibliography (selection)
HEYNEN, Julian —- KORCHMAROS, Emily, STANLEY,
Michael, VARADINIS, Mirjam: Roman Ondék. Koln,
Verlag der Buchhandlung Walther Konig 2013.
ONDAK, Roman: Guide. Mousse Publishing, Verlag
der Buchhandlung Walther Konig 2012.
ONDAK, Roman — RHOMBERG, Kathrin: LOOP Katalég
vystavy. Verlag der Buchhandlung Walther Konig 2012.
ONDAK, Roman: Measuring the universe. [Texty:
ARRIOLA, Magali, ETCHELLS, Tim, GRIFFIN, Jeanine,
SCHWENK, Bernhart]. Bawag Foundation Edition,
Christoph Keller Editions 2009.
ONDAK, Roman: Observations. Katalég vystavy. Koln,
Verlag der Buchhandlung Walther Kénig 2012.
ONDAK, Roman: Roman Ondék — Notebook. Katalég
vystavy [Texty: FILIPOVIC, Elena, HUTTE, Friedhelm,
RATTEMEYER, Cristian]. Deutsche Bank 2012.
ONDAK, Roman: Roman Ondék. Katal6g vystavy
[Texty: EIBLMAYR, Silvia, HLAVAJOVA, Maria,
MORGAN, Jessica, VERWOERT, Jan]. Koln, Verlag
der Buchhandlung Walther Konig 2007.

ONDAK, Roman: Roman Ondak — Kolnischer Kunstverein.

Katalég vystavy. [Texty: ZABEL, Igor, SCHOLLHAMMER,

FRANGENBER, Frank, interview from Hans Ulrich Orbist].

Koéln, Verlag der Buchhandlung Walther Konig 2004.

BORIS ONDREICKA

Narodeny / Born 1969, Zlaté Moravce

Stidium / Studies

1988 — 1994, Vysoka skola vytvarnych umeni / Academy

of Fine Arts and Design, Bratislava / prof. Ludovit

Holoska, prof. Jan Berger, prof. Rudolf Sikora

Zastupenie v zbierkach galérii

/ Representation in Gallery Collections

Slovenska narodna galéria / Slovak National Gallery,

Bratislava; Povazska galéria umenia / Museum of Art,

Zilina; Stredoslovensk4 galéria / Central Slovakian

Gallery, Banska Bystrica; EVN AG Sammlung; Kunst-

halle Lophem

Individudlne vystavy (vyber od roku 1990)

/ Individual Exhibitions (selection since 1990)

vystavuje od roku 1994 / exhibiting since 1994

1994 To ¢o viem, Dom D. Ovchinnikoffa / House
of D. Ovchinnikoff, Bratislava (SK)

1995 Enfant Terrible, Bratislava (SK)

Boris Ondreic¢ka — Denisa Lehockd, Galerie Ruce
/ Ruce Gallery, Praha (CZ)

1996 Boris Ondreicka, Galéria NOVA / NOVA Gallery,
Bratislava (SK)

1997 Denisa Lehocka — Boris Ondreicka — Peter Rénai,
Galéria Véclava Spély / Vdclav Spdla Gallery,
Praha (CZ)

1998 Egon Grabstein’s Demon.straat 00, Kunsthalle
Lophem, Lophem (BE)

2000 FILKOONDREICKA , Still“, Mizeum Vojtecha
Lofflera / Museum of Vojtech Loffler, Kosice (SK)

2001 Boris Ondreic¢ka & Kosa z nosa, Galerie Vaclava
Spalu / Vdclav Spdla Gallery, Praha (CZ)

2002 Laska, Open Gallery, Bratislava (SK)

2003 jan ondreicka & boris mancuska, Galerie Jeleni
& N.O.D., Praha (CZ)

2004 ONE SECOND | OUT OF TIME, Magazin 4,
Bregenz, A & Kjubh, Koln (DE)

Kolektivne vystavy (vyber od roku 1990)

/ Group Exhibitions (selection since 1990)

vystavuje od roku 1990 / exhibiting since 1990

1990 Kunst und Revolution, Regensburg (DE)

1991 Hommage a Livre, Umeleckd beseda slovenska
/ Slovak Art Forum, Bratislava (SK)

1992 Hostia Presparty, Umeleckd beseda slovenska
/ Slovak Art Forum, Bratislava (SK)
Medzi objektom a instalaciou, Museum am Ost-
wall, Dortmund (DE)
Stihry, Dom umenia / House of Art, Bratislava (SK)
Oriental Spirit in Contemporary Zurich Flats,
Ziirich (CH)

1993 Tajomstvo, Povazska galéria umenia / Museum
of Art, Zilina (SK)
Labyrinty, Galéria Jana Koniarka / Jdn Koniarek
Gallery, Trnava (SK)
777 Mail Art Project, Portsmouth, Moscow,
Amsterdam

1994 Sweets from a Stranger, Norwich Gallery, (UK)
Disperzia, Dum uméni / House of Art, Ostrava (CZ)
Marginalia, Povazskd galéria umenia / Museum
of Art, Zilina (SK)
Art’s d’ Europe?, Galerie de L'Esplanade, Paris (FR)

1995 Fyzicky/Mentalny, Povazska galéria umenia
/ Museum of Art, Zilina (SK)

1996 Blondiak, Galéria Cypridna Majernika / Cypridn
Majernik Gallery, Bratislava (SK)

1997 Troji moznost, Galerie Véclava Spaly / Vdclav
§pa’la Gallery, Praha (CZ)
Medzi muzom a Zenou, Povazskd galéria umenia
/ Museum of Art, Zilina (SK)
pre MOSTenie, Stirovo-Ostrihom (SK/HU)

1998 Eurocentral, Transmission, Glasgow (UK)
Junge Szene, Secession, Vienna (AT)
Manifesta-2, Luxembourgh (LU)

1999 The Invisible City, Marres, Maastricht (NL)
Slovak Art For Free, Pavilion of the Czech
and Slovak Republic, 48. La Biennale di Venezia,
Venezia (IT)
Trafique, SMAK, Ghent (BE)

2000 There is something you should know, Belveder,
Vienna (AT)

2002 [New]art 1936 — 2001, Kunsthalle am Exnergasse,
Vienna (AT)

2003 Institution2, Kiasma, Helsinki (FI)
Now What?, BAK, Utrecht (NL)
Stadt in Sicht, Kunstlerhaus, Vienna (AT)

2004 Artificial Inteligence vs. Natural Stupidity, Trafo,
Budapest (HU)
Anxiety of influence, Stadtagalerie Bern, Bern (CH)
Strategies of Desire, Kunsthaus Baselland, Basel (CH)

2005 Prague Biennale 2 — Expandedpainting / Accién
directa, Karlinska hala / Karlin Hall, Praha (CZ)
Stano Filko — Jan Manc¢uska, Boris Ondreicka:
Model sveta / Quadrophonia, Czech and Slovak
Pavilion, 51. La Biennale di Venezia, Venezia (IT)

2006 J4 - vystava o trech dejstvich, Centrum pro sou-
casné umeni Futura / Center for Contemporary
Art — Futura, Praha (CZ)

CZECHPOINT, Galerie NoD / NoD Gallery, Pra-
ha (CZ)

2007 Hruby domaci produkt, Méstska knihovna / City
Library, Praha (CZ)

2008 Absence v zaznamu, Galerie Véclava Spaly / Vdclay
Spdla Gallery, Praha (CZ)

2011 Mapy / Maps: Umelecka kartografia v strede Eurdpy
1960 — 2011, Galéria mesta Bratislavy / Bratislava
City Gallery; Slovenskd narodna galéria / Slovak
National Gallery, Bratislava (SK)

2014 Report on the Construction of a Spaceship Module,
New Museum (The New Museum of Contempo-
rary Art), New York (USA)

Bibliografia (vyber) / Bibliography (selection)

BESKID, Vladimir: Fiylkondreicka: PRAH/SILL. Stano

Filko — Boris Ondreicka. Katalog vystavy. Kosice,

Mtuzeum Vojtecha Lofflera 2000.

BROZMAN, Dusan: Public Subject. Katalog vystavy.

Bratislava, Pro Helvetia 2002.

FILKO, Stano - MANCUSKA, Jén — ONDREICKA, Boris —

HAVRANEK, Vit (ed.): Boris Ondrei¢ka. Spoken Word

/ Written World. John Doe & Joe Bloggs. JRP 2011.

HLAVAJOVA, Méria: Un-projected. Pawel Althamer,

Rézsa El-Hassan, Boris Ondreicka, Franz Pomassl.

Kataldg vystavy. Bratislava, Galéria Médium 1998.

ONDREICKA, Boris — LEHOCKA, Denisa: Denisa Lehock4,

Boris Ondreicka. Kataldg vystavy. Praha, Galerie Ruce 1995.

POKORNY, Marek: Model sveta / Quadrophony / Model

of World /Quadrophony. 51. La Biennale di Venezia.

Katalég vystavy. Slovenska ndrodna galéria 2005.

KAROL PICHLER
Narodeny / Born 1957, Bratislava
Stidium / Studies
1980 - 1985, Vysoka skola uzitkovych umeni / Magyar
Iparmilveészeti Foskola, Budapest / prof. Karoly Plesznivy,
prof. Magrit Szilvitzky, prof. Gizela Solti
Zastupenie v zbierkach galérii
/ Representation in Gallery Collections
Slovenska narodnéa galéria / Slovak National Gallery,
Bratislava; Stredoslovenskd galéria / Central Slovakian
Gallery, Banska Bystrica; Povazskd galéria umenia / Mu-
seum of Art, Zilina; Associacio Difusora Obra Grafica
International Barcelona
Individudlne vystavy (vyber od roku 1990)
/ Individual Exhibitions (selection since 1990)
vystavuje od roku 1995 / exhibiting since 1995
1990 Der Himmelbogen von Mariazell, Mariazell (AT)

Pontus et Insulae, Galéria mesta Bratislavy

/ Bratislava City Gallery, Bratislava (SK)
1993 Caelum, Galerie Brigitte Weiss, Ziirich (CH)



Pichler, Umelecka beseda slovenska / Slovak Art
Forum, Bratislava (SK)
Karol Pichler, Studio Genai, Pisa (IT)

1998 Karol Pichler. Outlook, Galerie L.I.P, Yogyakar-
ta (ID)

1999 Karol Pichler: Jedna moznost, Galerie Vaclava
Spaly / Vidclav Spdla Gallery, Praha (CZ)

2010 Karol Pichler, Erik Binder, Stano Masar, Nitrianska
galéria / Nitra Gallery, Nitra (SK)

2012 Karol Pichler: Time-Squares, Galéria Faica / Faica
Gallery, Bratislava (SK)

Kolektivne vystavy (vyber od roku 1990)

/ Group Exhibitions (selection since 1990)

vystavuje od roku 1995 / exhibiting since 1995

1990 Papirial ’90, Praha (CZ), Liptovsky Mikulds (SK)

1991 6 + 6, Galéria mesta Bratislavy / Bratislava City
Gallery, Bratislava (SK)
2™ International Triennal of Art Patterns, Buda-
pest (HU)

Alternativy ¢eské a slovenské tapiserie, DGm
umeéni / House of Art, Brno (CZ)

1992 Medzi objektom a instaldciou, Museum am Ost-
wall, Dortmund (DE)

Stihry, Dom umenia / House of Art, Bratislava (SK)
Objekty a instalacie, Povazska galéria umenia

/ Museum of Art, Zilina (SK)

Oriental Spirit in Contemporary Ziirich Flats,
Zirich (CH)

Cesk4 a slovenskd kresba 1989 — 1992, Povazské
galéria umenia / Museum of Art, Zilina (SK);
Paldc Kinskych / Kinsky’s Palace, Praha (CZ)

1993 Blizke stretnutie, Galéria mesta Bratislavy
/ Bratislava City Gallery, Bratislava (SK)
Labyrinty, Galéria Jana Koniarka / Jdn Koniarek
Gallery, Trnava (SK)

1994 Zo slovnika umenia, Obecni dGm / Prague’s
Municipal House, Praha (CZ)

Fragmente. Slowakische Kunst der Neunziger
Jahre, Heiligenkreuzhof, Vienna (AT)

1995 Pars pro toto, Slovenska ndrodna galéria / Slovak
National Gallery, Bratislava (SK)
Fyzicky/Mentélny, Povazska galéria umenia
/ Museum of Art, Zilina (SK)

Art, Resistance and the English Garden, Paris (FR)

1996 Epikurova zahrada, Slovenska ndrodnd galéria
/ Slovak National Gallery, Bratislava (SK)

1997 Dialégy IV, Galérie Klatovy/ Klatovy Gallery (CZ)
Medzi muzom a Zenou, Povazskd galéria umenia
/ Museum of Art, Zilina (SK)

2000 Reality Real(E)State, Frantiskanske namestie
/ Frantiskdnske Square, Bratislava (SK)

2006 Runaway, SPACE / Galéria Priestor for Contempo-
rary Arts, Bratislava (SK)

2008 1960 - Sucasnost / Slovenské umeéni + cesti
hosté, Dum U Zlatého prstenu / Gallery of Gold
Ring, Praha (CZ)

2009 22. Premio Design, Museu da Casa Brasileira,
Sédo Paulo (BR)

Osemdesiate — Postmoderna v slovenskom vytvar-
nom umeni 1985 — 1992, Slovenska narodna
galéria / Slovak National Gallery, Bratislava (SK)

2012 Prvé muzeum intermédii — vyber zo zbierky
Povazskej galérie umenia v Ziline 1., Povazska
galéria umenia / Museum of Art, Zilina (SK)

Bibliografia (vyber) / Bibliography (selection)

GERZOVA, Barbora: Karol Pichler, Erik Binder, Stano

Masar. Nitra, Nitrianska galéria 2010.

KUSA, Alexandra: Karol Pichler. Outlook. Katalég vystavy.

Yogyakarta, Galerie L.I.P 1998.

PICHLER, Karol: Descendento. Ascendento. Samorin,

At Home Gallery 1999.

PICHLER, Karol: Themes. Selected works 1982 — 1992.

Bratislava, ExpressPrint 1995.

PETER RONAI
Narodeny / Born 1953, Budapest
Stidium / Studies
1970 - 1974, Vysoka skola vytvarnych umeni / Academy
of Fine Arts and Design, Bratislava / prof. Jan Zelibsky
1974 — 1977, Akadémia vytvarnych umeni / Academy
of Fine Arts, Budapest / prof. Imre Kocsis, postgradualne
stadium / post-graduate studies / prof. Lajos Végvari
Zastupenie v zbierkach galérii
/ Representation in Gallery Collections
Slovenska narodna galéria / Slovak National Gallery,
Bratislava; Povazska galéria umenia / Museum of Art,
Zilina; Stredoslovenska galéria / Central Slovakian
Gallery, Banska Bystrica; Galéria mesta Bratislavy
/ Bratislava City Gallery, Bratislava; Galéria umenia
Ernesta Zmetédka / Art Gallery of Ernest Zmetdk, Nové
Zamky; Nitrianska galéria / Nitra Gallery, Nitra; Ludwig
Forum, Aachen; Ludwig Muzeum — Museum of Contem-
poray Art, Budapest; National Gallery, Budapest; Narodni
galerie / National Gallery, Praha; Magyar Nemzeti
Galéria, Budapest; Bauhaus, Dessau; Photo Medium
Gallery, Wroclaw; Nadécia A. Kroupy / A. Kroupa Fun-
dation, Brno; Galerie Delikt, Friborg; Pécsi Kis Galéria,
Pécs; Gallery 54, New York
Individudlne vystavy (vyber od roku 1990)
/ Individual Exhibitions (selection since 1990)
vystavuje od roku 1979 / exhibiting since 1979
1990 Novd véznost, Kostol Klarisiek / Klarisky Church,
Bratislava (SK)
Nova vaznost II., Galéria SFVU / SFVU Gallery,
Bratislava (SK)
1991 R.M.U.S.R.VK.PR., Galéria Kleibl / Kleibl Gallery,
Bratislava (SK)
1992 TR.A.N.Z.L.T,, Galéria Kleibl / Kleibl Gallery,
Bratislava (SK)
Hommage to Hommage, Galéria mesta Bratislavy
/ Bratislava City Gallery, Bratislava (SK)
1993 Alter Ego, Umeleckd beseda slovenska / Slovak
Art Forum, Bratislava (SK)
ABC, Budapest Gallery, Budapest (HU)
Predtym a potom, Nitrianska galéria / Nitra Galle-
ry, Nitra (SK)
Notstand, Forum Stadtpark, Graz (AT)
Tajomstvo, Povazska galéria umenia / Museum
of Art, Zilina (SK)
1994 Slovenska virtualna realita, Mad’arské kultirne stre-
disko / Cultural Center of Hungary, Bratislava (SK)

1995 Empty TV, Galerie Fiducia / Fiducia Gallery, Olo-
mouc (CZ)

Peter Ronai: Aurea Perdeo est via Media /1975 —
- 1995/, Galerie u Streitt / U Streitu Gallery,
Sovinec (CZ)

In Message is the Message, Foto Medium Art,
Wroclaw (PL)

1996 Peter Ronai, Dezider Téth, Rudolf Sikora: Reset,
Galerie U bilého Jednorozce / U bilého Jednoroz-
ce Gallery, Klatovy (CZ)

1997 Brnensky koncept, Dom umenia / House of Art,
Brno (CZ)

Videoantologia, Povazska galéria umenia / Museum
of Art, Zilina (SK)

1999 Peter Rénai — Ilona Németh: 1 + 1 = 3, Ludwig
Muzeum — Ludwig Museum of Contemporary Art,
Budapest (HU)

2007 Peter Rénai — ,,Mixed memory“, Galéria Jana
Koniarka / Jdn Koniarek Gallery, Trnava (SK)

2008 Infoman, Galerie mésta Blansko / Blansko City
Gallery, Blansko (CZ)

2009 Real time, Galerie U Dobrého pastyte / U Dobré-
ho pastyie Gallery, Brno (CZ)

2011 Multiplace, Slovensky kultdrny institat / Slovak
Cultural Institute, Budapest (HU)

2014 Len pre plavcov, Kunsthalle, Kosice (SK)

2014 Kunst v hale, Roman Fecik Gallery, Bratislava (SK)

Kolektivne vystavy (vyber od roku 1990)

/ Group Exhibitions (selection since 1990)

vystavuje od roku 1979 / exhibiting since 1979

1991 Sen o muzeu, Povazskd galéria umenia / Museum
of Art, Zilina (SK)

Umeéni akce, Méanes, Praha (CZ)

1992 Sirup: Junge Kunst aus der Tschechoslowakei,

Passinger Fabrik, Miinchen (DE)

Hostia Presparty, Umeleckd beseda Slovenska

/ Slovak Art Forum, Bratislava (SK)

Dal Grottesco al magico, La Salara, Bologna (IT)

1993 Zweiter Ausgang / Second Exit, Ludwig Forum fiir
internationale Kunst, Aachen (DE)

1994 Der Riss im Raum, Martin Gropius Bau, Berlin (DE)
Video Art ’94, Manes, Praha (CZ)

1995 Pars pro toto, Slovenskd narodnd galéria / Slovak

National Gallery, Bratislava (SK)
Video — vidim — ich — sehe, Kunstmueum, Thun
(DE); Galéria mesta Bratislavy / Bratislava City
Gallery, Bratislava (SK); Dim uméni / House
of Art, Brno (CZ)

1996 Ostranenie, Bauhaus, Dessau (DE)

Epikurova zdhrada, Slovenska narodna galéria
/ Slovak National Gallery, Bratislava (SK)

1997 Slovak Virtual reality, Kassel (DE)

United Enemies, Galerie Jiii Svestka / Jiit Svestka
Gallery, Praha (CZ)

Denisa Lehocka — Boris Ondreic¢ka — Peter Rénai,
Galéria Véclava Spaly / Vdclav Spdla Gallery,
Praha (CZ)

1999 After the Wall, Moderna Museet, Stockholm (SE)
Aspekten/Positionen — 50 Years of Art in Central
Europe (1949 — 1999), Museum of Modern Art,
Vienna (AT); Ludwig Mtzeum — Museum of Con-

temporary Art, Budapest (HU); Fundaci6 Joan
Mird, Barcelona (ES); Hansard Gallery / City
Gallery, Southampton (UK)

2000 Konec svéta? / The End of the World?, Palac
Kinskych / Kinsky’s Palace, Praha (CZ)

Dejiny slovenského vytvarného umenia — 20. storo-
Cie, Slovenska narodna galéria / Slovak National
Gallery, Bratislava (SK)

2002 Ceska a slovenska fotografie 80. a 90. let 20. sto-
leti, Trojlodi, Olomouc (CZ)

2006 22 minut 50,28 sekundy, CAISA, Helsinki (FI)
Autopoesis, Slovenskd narodna galéria / Slovak
National Gallery, Bratislava (SK)

2008 1960 > Sucasnost / Slovenské uméni + cesti
hosté, Diim U Zlatého prstenu / Gallery of Gold
Ring, Praha (CZ)

Sociédlna sonda v rézii Veroniky Rénaiovej, Galerie
U Dobrého Pastytie / U Dobréeho Pastyie Gallery,
Brno (CZ)

2009 Osemdesiate — Postmoderna v slovenskom vytvar-
nom umeni 1985 — 1992, Slovenskd narodna
galéria / Slovak National Gallery, Bratislava (SK)

2010 Nepokojné médium. Slovenska fotografia 1990 —
— 2010, Dom umenia / House of Art, Bratislava (SK)

2011 Kind of change, Ludwig Mizeum — Museum
of Contemporary Art, Budapest (HU)
Sedmokrasky a klony, Slovenska narodna galéria
/ Slovak National Gallery, Bratislava (SK)

Nulté roky, Dom umenia / House of Art, Bratislava;
Povazska galéria umenia / Museum of Art, Zilina
(SK); MODEM, Centre for Contemporary Arts,
Debrecen (HU)

2012 Sociédlna sonda 3. Traja muzi v mojom Zivote,
Dom umenia / House of Art, Bratislava (SK)

2013 Zostane to v rodine. Vstupy deti do tvorby rodi¢ov
umelcov (a naopak), Galéria mesta Bratislavy
/ Bratislava City Gallery, Bratislava (SK)

2014 Veronika Rénaiova: Vnimat svoje limity, Stredoslo-
venskd galéria / Central Slovakian Gallery, Banska
Bystrica (SK)

Bibliografia (vyber) / Bibliography (selection)

ARCHLEBOVA, Tamara: Rénai. Katalég vystavy. Bratislava,

Galéria mladych SUV SZM 1988.

HLAVAJOVA, Mdria: Denisa Lehockd, Boris Ondreicka,

Peter Rénai. Katalég vystavy. Praha, Galéria V. Spaly 1997.

HRABUSICKY, Aurel — MACEK, Véclav: In medias res.

Bratislava, FOTOFO 2000.

MATUSTIK, Radislav: Priliv — odliv. Peter Rénai: Post-

duchamp. Julius Koller. 1990 — 1992. Kataldg vystavy.

Bratislava, Slovensky rozhlas 1992.

RONAI, Peter: Otvaranie archivov. [Texty: BEKE, Laszld,

GAZDIK, Igor, HANAKOVA, Petra, HRABUSICKY, Aurel,

JANOUSEK, Ivo, MATUSTIK, Radislav, PETERNAK, Mik-

16s, VALOCH, Jifi]. Bratislava 2012.

RONAI, Peter (ed.): Peter Ronai — Ronai Péter. Bratislava,

Fo ART 2012.

RUSNAKOVA, Katarina: Peter Rénai. Videoantoldgia.

Katal6g vystavy. Zilina, Povazska galéria umenia 1997.



DOROTA SADOVSKA

Narodena / Born 1973, Bratislava

Stidium / Studies

1991 — 1997, Vysoka skola vytvarnych umeni / Academy

of Fine Arts and Design, Bratislava / prof. Rudolf Sikora,

postgradudlne studium / post-graduate studies

/ prof. Dezider Té6th

Zastupenie v zbierkach galérii

/ Representation in Gallery Collections

Slovenskd narodna galéria / Slovak National Gallery,

Bratislava; Galéria mesta Bratislavy / Bratislava City

Gallery, Bratislava; Nitrianska galéria / Nitra Gallery,

Nitra; Galéria P M. Bohuna / P M. Bohurt Gallery, Lip-

tovsky Mikulas; Oravskd galéria / The Orava Gallery,

Dolny Kubin; Galéria M. A. Bazovského / M. A. Bazov-

sky Gallery, Trencin; Narodni galerie / National Gallery,

Praha; The University of Arizona — Museum of Art,

Tucson; Museum auf Abruf, MA7, Vienna

Individualne vystavy (vyber od roku 1990)

/ Individual Exhibitions (selection since 1990)

vystavuje od roku 1995 / exhibiting since 1995

1995 ACTA, Galéria NOVA / NOVA Gallery, Bratisla-
va (SK)

B+, Bratislava (SK)

1996 Dorota Sadovskd, Galéria Medium / Medium
Gallery, Bratislava (SK)

1997 Luminia, Galéria Jana Koniarka — Synagéga
/ Jdn Koniarek Gallery — Synagogue, Trnava (SK)

1998 Lexamen du mur, Interface Gallery, Dijon (FR)

1999 V zltej krabici, SPACE / Galéria Priestor for Con-
temporary Arts, Bratislava (SK)

Bez kridel, Povazskd galéria umenia / Museum

of Art, Zilina (SK)

Oko nikdy neklame, pravdu ale netvrdi, Galerie
Mala Spalovka / Mald Spdlovka Gallery, Praha (CZ)
According to the View, Perugia Gallery, Bratisla-
va (SK)

2000 Véclav a ti druzi..., Galerie Véclava Spély / Vdclav
§pa’la Gallery, Praha (CZ)

Svati natvrdo, Moravska galerie / Moravian
Gallery, Brno (CZ)

Album de Paris, Galéria mesta Bratislavy

/ Bratislava City Gallery, Bratislava (SK)
Dimension S, Muzeum Vojtecha Lofflera / Vojtech
Léffler Museum, Kosice (SK)

2002 Yellow Soul, South Tipperary Arts Centre,
Clonmel (IR)

2004 Portraits, Chobot Gallery, Vienna (AT)
Korporalits, MuseumsQuartiers 21, Vienna (AT)
V rozhrani, Galéria Medium / Medium Gallery,
Bratislava (SK)

2007 SADO 1 and 2, Caesar Gallery, Olomouc (CZ)
Kunst 07, Space Gallery in 13th International
Contemporary Art Fair, Ziirich (CH)

2008 Bledomodra cesta, Galéria M. A. Bazovského
/ M. A. Bazovsky Gallery, Tren¢in (SK)

2009 Nudzovy vchod, 19. Mesiac fotografie, Dom
umenia / House of Art, Bratislava (SK)
Neznesite[na neha, 5. patro Gallery, Praha (CZ)

2010 Domaci prstoklad, Galerie Fiducia / Fiducia
Gallery, Ostrava (CZ)

2011 Spravnym smerom, OFF Festival Bratislava (SK)

2013 Velka laska, maly pribeh, Roman Fecik Gallery,
Bratislava (SK)

Narodna identita, Galéria umenia Ernesta Zmetaka
/ Art Gallery of Ernest Zmetdk, Nové Zamky (SK)
Zivé Saty, Turd¢ianska galéria / Turiec Gallery,
Martin (SK)

Ringturm, Shottenring, Vienna (AT)

Kolektivne vystavy (vyber od roku 1990)

/ Group Exhibitions (selection since 1990)

vystavuje od roku 1993 / exhibiting since 1993

1993 Lubo Stacho’s company, Galéria Profil / Profil
Gallery, Bratislava (SK)

Severné Anglicko na severnom Slovensku, Ta-
transkd galéria / Tatra Gallery, Poprad (SK)
ZdruzZenie 1992 a hostia, Umelecka beseda
Slovenska / Slovak Art Forum, Bratislava (SK)

1995 Oziju kamene, Glass Art Galéria Simone, Bratisla-
va (SK)

Bilboart, verejny priestor / public space, Bratisla-
va (SK)

1996 Cesty figuracie, Zahorskd galéria / Zahorie Gallery,
Senica (SK)

1997 14. februdr, Galéria Ziva / Ziva Gallery, Bratisla-
va (SK)

Exempla, Képzomiivészeti Foiskola, Budapest (HU)
Mlady slovensky vytvarnik roka 1997, Galéria
Medium / Medium Gallery, Bratislava (SK)

1998 6 Slovak Contemporary Painters, City Gallery,
Zakopane (PL)

Medzisvet, Slovenska ndrodna galéria / Slovak
National Gallery, Bratislava (SK)

La culture au Grand Jour & 1'Espace Noriac,
Limoges (FR)

1999 Ad Laudem Artificis, Slovenskd narodnd galéria

/ Slovak National Gallery, Bratislava (SK)

Telo ako odkaz, Galéria M. A. Bazovského

/ M. A. Bazovsky Gallery, Trené¢in (SK)

Slovak Art For Free, Pavilion of the Czech and
Slovak Republic, 48. La Biennale di Venezia,
Venezia (IT)

Deus ex machina — Following and to be followed
IV, Consortium, Dijon (FR)

Strateny raj — Barok a sucasnost, Slovenska nérod-
na galéria / Slovak National Gallery, Galéria mesta
Bratislavy / Bratislava City Gallery, Bratisla-
va (SK)

2000 Dejiny slovenského vytvarného umenia — 20. sto-
roCie, Slovenska narodna galéria / Slovak National
Gallery, Bratislava (SK)

Ving reards, At Home Gallery — Synagdga
/ Synagogue, Samorin (SK)

2001 Slovenska fotografia 1925 — 2000, Slovenskd
narodna galéria / Slovak National Gallery, Bratisla-
va (SK)

Tucet, Vychodoslovenska galéria / East Slovakian
Gallery, Kosice

New Connection, Courtyard Gallery, New

York (USA)

Cena Oskara Cepana, Galéria mesta Bratislavy

/ Bratislava City Gallery, Bratislava (SK)

2002 Ecce Homo, Nitrianska galéria / Nitra Gallery,
Nitra (SK)

Mark, Project Arts Centre, Dublin (IR)

2003 Ss Michael & John Temple Bar, Dublin (IR)
International Festival of the Digital Image,
INOUT, Praha (CZ); Trafé Gallery, Budapest (HU)
Ona a jej srdce, Dom fotografie / House of Photo-
graphy, Poprad (SK)

Stadt in Sicht, Kiinstlerhaus, Vienna (AT)

2004 Unsere neuen Nachbarn, Baden, St. Polten,
Boheimkirchen, Purgstall a.d.Erlauf (AT)

2005 FotoNoviembre, VIII bienal internacional de foto-
grafia, El Castillo Espacio Cultural, Tenerife (ES)
Prievan / Sti¢asna slovenska mal'ba 2000 — 2005,
Prazska radnica / Prague City Hall, Praha (CZ); Po-
vazska galéria umenia / Museum of Art, Zilina (SK)
Prague Biennale 2 — Expandedpainting / Accién
directa, Karlinska hala / Karlin Hall, Praha (CZ)

2006 One Year After, BaCa-Kunstforum, Tresor,
Vienna (AT)

Autopoesis, Slovenska ndrodna galéria / Slovak
National Gallery, Bratislava (SK)

2008 Nuit de I'Europe, Rencontres d'Arles, Arles (FR)
KGVUZ, Dom umenia / House of Arts, Zlin (CZ)
Vsetko o muzeu, Slovenska narodna galéria
/ Slovak National Gallery, Bratislava (SK)

2009 Perfect Asymmetry, Donumenta, Kunstforum,
Regensburg (DE)

Messiahs, MODEM, Debrecen (HU)
155 diel 20. storodia zo zbierok Nédrodni galerie,
Narodni galerie / National Gallery, Praha (CZ)

2010 Mal'ba po malbe, Slovenska narodnd galéria
/ Slovak National Gallery, Bratislava (SK)
Nepokojné medium. Slovenskd fotografia 1990 —
— 2010, Dom umenia / House of Art, Bratislava (SK)

2011 Naujoji Slovakijos fotografija, Photogallery Vil-
nius (LT)

Nulté roky, Dom umenia / House of Art, Bratislava;
Povazska galéria umenia / Museum of Art, Zilina
(SK); MODEM, Centre for Contemporary Arts,
Debrecen (HU)

2012 Krv / Blood, Slovenskd narodna galéria / Slovak
National Gallery, Bratislava (SK)

2013 Der optische Fingerabdruck des Menschen, Nieder-
osterreich Gesellschaft fiir Kunst und Kultur (AT)
Hranice tela, Galéria Cypridna Majernika / Cypridn
Majernik Gallery, Bratislava (SK)

Bibliografia (vyber) / Bibliography (selection)

SADOVSKA, Dorota: Emergency Entrance / Nudzovy

vychod. [Texty: SIKLOVA, Lucie, HABAJ, Michal].

SADOVSKA, Dorota: Pale Blue Path / Bledomodré cesta.

Katalég vystavy. [Texty: CARNA, Daniela, LOVISKOVA,

Danica]. Tren¢in, Galéria M. A. Bazovského; Liptovsky

Mikulés, Galéria P M. Bohuna 2009.

SADOVSKA, Dorota: SADO 1 (Koza hl'ad4d krém).

Osobny kataldg. Bratislava 2005.

SADOVSKA, Dorota: SADO 2 (Miesta s oslabenou imuni-

tou). Osobny katal6g. Bratislava 2007.

Bratislava, FOTOFO 2009.

SADOVSKA, Dorota: Zlté nebo a iné. Katalég vystavy.

Bratislava 1995.

RUDOLF SIKORA

Narodeny / Born 1946, Zilina

Stidium / Studies

1963 — 1969, Vysoka skola vytvarnych umeni / Academy

of Fine Arts and Design, Bratislava / prof. Dezider Milly,

prof. Peter Matejka

Zastupenie v zbierkach galérii

/ Representation in Gallery Collections

Slovenska narodna galéria / Slovak National Gallery,

Bratislava; The Art Institute of Chicago; The National

Gallery of Art, Washington; The Museum of Fine Arts,

Houston; Forschungstelle Osteuropa an der Universitat

Bremen, Bremen; Galerie der Stadt Esslingen, Esslingen;

Photosammlung Museum Ludwig, Koln; Kassdk Emlék-

muzeum, Budapest; Szépmiivészeti Mtzeum, Budapest;

Museé du Petit format, Couvin Centre de la gravure et

l'image imprimeé, La Louviére; Narodni galerie / National

gallery, Praha; Moravskd galerie / Moravian Gallery,

Brno; Stredoslovenska galéria / Central Slovakian

Gallery, Banské Bystrica; Nitrianska galéria / Nitra

Gallery, Nitra; Galéria Jana Koniarka / Jdn Koniarek

Gallery, Trnava; Galéria mesta Bratislavy / Bratislava

City Gallery, Bratislava; Mtzeum Milana Dobesa / Milan

Dobes Museum, Bratislava; Povazska galéria umenia

/ Museum of Art, Zilina; Galerie Klatovy-Klenova / Kla-

tovy-Klenovd Gallery, Klatovy; Vychodoslovenska galéria

/ East Slovakian Gallery, Kosice; Muzeum uméni / Museum

of Arts, Olomouc; Muzeum Kampa / Kampa Museum,

Praha

Individudlne vystavy (vyber od roku 1990)

/ Individual Exhibitions (selection since 1990)

vystavuje od roku 1970 / exhibiting since 1970

1991 Rudolf Sikora, Galerie Véclava Spaly / Vdclav
§pdla Gallery, Praha (CZ)

1993 Rudolf Sikora, IfA Galerie, Berlin (DE)

1994 Rudolf Sikora: Polcas rozpadu, Povazska galéria
umenia / Museum of Art, Zilina (SK)

1995 Rudolf Sikora. Kozmoldgia sedemdesiatych...,
Galéria Palisady / Palisddy Gallery, Bratislava (SK)

1996 Rudolf Sikora: Pozemstan — Pozorovatel, Galerie
Véclava Spaly / Vdclav Spdla Gallery, Praha (CZ)

1997 Rudolf Sikora: Z tvorby, Galerie Langtiv dim
/ Lang House Gallery, Frydek-Mistek (CZ)

1998 Rudolf Sikora: Pozemstan — Sisyfos / Terrestrial —
Sisyphos, Galerie V zahradé / V zahradé Gallery,
Kolin (CZ)

2001 Rudolf Sikora, Vystavni siti Sokolska 26 / Exhibition
Hall Sokolskd 26, Ostrava (CZ)

2002 Rudolf Sikora, Galéria Komart / Komart Gallery,
Bratislava (SK)

2006 Rudolf Sikora: Sam proti sebe / Against myself,
Veletrzni palac / The Trade Fair Palace, Praha (CZ)

2008 Rudolf Sikora: Sam proti sebe / Against myself,
Slovenskd ndrodna galéria / Slovak National
Gallery, Bratislava (SK)

2011 Rudolf Sikora: Clovek koneéne vie..., Danubiana,
Muelensteen Art Museum, Bratislava (SK)

2014 Rudolf Sikora, While Checking the Blood Pressure
and Phoning (Barred Notebook), ZAHORIAN&co
GALLERY, Bratislava (SK)



Kolektivne vystavy (vyber od roku 1990)

/ Group Exhibitions (selection since 1990)

vystavuje od roku 1970 / exhibiting since 1970

1990 Umenie proti totalite, Bratislavsky hrad
/ Bratislava Castle, Bratislava (SK)

1991 Slovak Contemporary Prints, Nobles Country Art
Center, Wortington (USA)

Cesk4 a slovenskd grafika 80. rokov, Calcografia
Nazionale Roma, Rim (IT)

Uméni akce, Manes, Praha (CZ)

Sen o muzeu, Povazskd galéria umenia / Museum
of Art, Zilina (SK)

1993 Geometria viva — cesty geometrie na Slovensku
po roku 1980, Dom umenia / House of Art,
Bratislava (SK)

1994 Between the Wars to the Present. Czech and Slovak
Photography, The Boston Public Library, Bos-
ton (USA)

Der Riss im Raum, Martin Gropius Bau, Berlin (DE)
Zeitgleich, Kunsthaus, Hamburg (DE)

1995 Sestdesiate roky v slovenskom vytvarnom ument,
Slovenska ndrodna galéria / Slovak National
Gallery, Bratislava (SK)

1996 Présences slovaques ‘96, Gallerie Pont Neuf,
Paris (FR)

1997 Chimera. Aktuelle Photokunst aus Mitteleuropa,
Stiftung Moritzburg — Kunstmuseum des Landes
Sachsen-Anhalt, Halle (DE)

Kartografi, Museum of Contemporary Art, Zag-
reb (HR)

2000 Konec svéta? / The End of the World?, Palac Kin-
skych / Kinsky’s Palace, Praha (CZ)

Dejiny slovenského vytvarného umenia — 20. sto-
rocie, Slovenska narodna galéria / Slovak National
Gallery, Bratislava (SK)

2001 Serigrafia dall'Europa centrale / Siebdruck aus
Mitteleuropa, Palais Esplanade, Merano (IT)

2002 Ceska a slovenska fotografie 80. a 90. let 20. sto-
leti, Trojlodi, Olomouc (CZ)

2003 Ejhle svétlo / Look Light, Moravskd galerie
/ Moravian Gallery, Brno (CZ)

Reality Check, Galerie Rudolfinum / Rudolfinum
Gallery, Praha (CZ)

2005 Prievan / Sucasnd slovenskd mal'ba 2000 — 2005,
Prazska radnica / Prague City Hall, Praha (CZ);
Povazska galéria umenia / Museum of Art, Zili-
na (SK)

2006 22 minut 50,28 sekundy, Gallery Art Factory,
Praha (CZ); CAISA, Helsinki (FI)

Slovenskd typografia 20. storocia II., Dom umenia
/ House of Art, Bratislava (SK)

2007 Prague Biennale 3 — Global and Oustsiders:
Connecting Cultures in Central Europe, Karlinska
hala / Karlin Hall, Praha (CZ)

Hommage a Kassak 120/40, Galéria Z / Gallery Z,
Bratislava (SK)

2008 Ceské a slovenské vytvarné umenie Sestdesiatych
rokov 20. storocia, Galéria M. A. Bazovského
/ M. A. Bazovsky Gallery, Trencin; Galéria P M. Bo-
htna / P M. Bohurt Gallery, Liptovsky Mikulds
(SK); Dim uméni / House of Art, Zlin; Dim uméni
/ House of Art, Ostrava (CZ)

2008 1960 > Sucasnost / Slovenské umeéni + cesti
hosté, Dim U Zlatého prstenu / Gallery of Gold
Ring, Praha (CZ)
Kalendate pro Jindficha Streita, Galerie Smecky
/ Smecky Gallery, Praha (CZ)
Nechci v kleci!, Muzeum uméni / Museum of Art,
Olomouc (CZ)
Sticasné slovenské vytvarné umenie 1960 — 2000,
Galerie hlavniho mésta Prahy / Prague’s City
Gallery, Praha (CZ)
2010 Hranice geometrie, Dom umenia / House of Art,
Bratislava (SK)
Syzigia: Poslednad vystava?, Umeleckd beseda
slovenskd / Slovak Art Forum, Bratislava (SK)
Nenadpadné médium (Podoby sucasnej kresby),
Vychodoslovenska galéria / East Slovakian Gallery,
Kosice; Galéria Cypridna Majernika / Cypridn
Majernik Gallery, Bratislava (SK)
Svetlo v umeni, svetlo v nds, Galéria mesta
Bratislavy / Bratislava City Gallery, Bratislava (SK)
2011 Soucasna slovenska geometrie 2, Galerie mésta
Plzné / Plzen City Gallery, Plzen (CZ)
ObraSKov — soucasna slovenskd malba, Wannieck
Gallery, Brno (CZ)
Papier Collé — slovenska kolaz XX. a XXI. stoleti,
Galerie Smecky / Smecky Gallery, Praha (CZ)
Mapy / Maps: Umelecka kartografia v strede
Eurépy 1960 — 2011, Galéria mesta Bratislavy
/ Bratislava City Gallery; Slovenska narodna
galéria / Slovak National Gallery, Bratislava (SK)
Nulté roky, Dom umenia / House of Art, Bratislava;
Pova?ska galéria umenia / Museum of Art, Zilina
(SK); MODEM, Centre for Contemporary Arts,
Debrecen (HU)
Unfree Freedom: An Exploration of Identity
in Central Europe, Center for Book and Paper
Arts, Chicago (USA)
Lights Years, Conceptual Art and the Photograph
1964 — 1977, The Art Institute of Chicago (USA)
2012 ANOTHER WORLD, ZAHORIAN&co GALLERY,
Bratislava (SK)
2013 Ping...Pong, Dom umenia / House of Art,
Bratislava (SK)
Bibliografia (vyber) / Bibliography (selection)
GAZDIK, Igor: Sikora. Katalég vystavy. Bratislava,
Zvaz slovenskych vytvarnych umelcov 1989.
HRABUSICKY, Aurel, VALOCH, Jit{]. Praha, Narodni
galerie 2006.
KOSCEVIC, Zelimir (ed.): Cartographers. Katal6g vys-
tavy. Zagreb, The Museum of Contemporary Art 1997.
MATUSTIK, Radislav: Rudolf Sikora. Katalég vystavy.
Banskd Bystrica, Stdtna galéria Banskd Bystrica 1994.
MUSILOVA, Helena (ed.): Rudolf Sikora. S4m proti
sebe / Against Myself. [Texty: MUSILOVA, Helena,
STRAUSS, Tomas: Bilder aus der Slowakei 1965 —
1980. R. Fila, S. Filko, R. Sikora. Katalég vystavy.
Essen-Kettwig, Galerie Pragxis 1982.
STRAUSS, Tomés: Topographies. Cross sections.
Diagrams. Katal6g vystavy. Ostrava — Orlovd 1979.

EUBO STACHO

Narodeny / Born 1953, Handlova

Sttdium / Studies

1971 - 1976, Slovenska technicka univerzita / Slovak

Technical University, Bratislava

1979 - 1984, Akademie muzickych umeéni / Academy

of Performing Arts, Praha / prof. Jan Smok

Zastupenie v zbierkach galérii

/ Representation in Gallery Collections

Slovenskd ndrodna galéria / Slovak National Gallery,

Bratislava; Moravska galerie / Moravian Gallery, Brno;

Nérodni galerie / National Gallery, Praha; UMPRUM

Museum, Praha; National Library, Paris; Jane Corkin

Gallery, Toronto; New Orleans Muzeum of Art, New

Orleans; Corcoran Gallery of Art, Washington; Museum

of Fine Arts, Houston; Ludwig Museum, Koln; Paris

Audiovisuel, Paris; Fotografijos muziejus, Siauliai;

Vychodoslovenska galéria / East Slovakian Gallery,

Kosice; Stredoslovenska galéria / Central Slovakian

Gallery, Banska Bystrica; The RISD Museum, Providence;

Tokyo Metropolitan Museum of Photography, Tokyo

Individualne vystavy (vyber od roku 1990)

/ Individual Exhibitions (selection since 1990)

vystavuje od roku 1979 / exhibiting since 1979

1991 Intermedidlne komunikacie, Galéria umenia Ernesta
Zmetaka / Art Gallery of Ernest Zmetdk, Nové
Z4mky (SK)

1992 Ocista, Galéria Cypridna Majernika / Cypridn
Majernik Gallery, Bratislava (SK)

1994 Retrospektiva, Stitna galéria / State Gallery,
Banska Bystrica (SK)

1995 Artists of Central and Eastern Europe, Mattress
Factory, Pittsburg (USA)

1997 Prvé prijimanie, Fotogalerie Vienna, Vienna (AT)
Platna spomienok a zabtudania, Galéria Jana
Koniarka — Synagdga / Jdn Koniarek Gallery — Sy-
nagogue, Trnava (SK)

1998 Inftizia — Fotografickd archeoldgia, Dom fotografie
/ House of Photography, Liptovsky Mikulas (SK)

1999 Névrat stratenych, At Home Gallery — Synagdga
/ Synagogue, Samorin (SK)

2000 Kapesnicky, Moravska galéria / Moravian Gallery,
Brno (CZ)

Duchovné cesta, Dom fotografie / House of Photo-
graphy, Poprad (SK)

Strata fotografickej paméte, CC Centrum, Bratis-
lava (SK)

2003 Bohosluzba, Synogdga / Synagogue, Liptovsky
Mikulas (SK)

2006 53 & 53 (Retrospektiva), Galéria M. A. Bazov-
ského / M. A. Bazovsky Gallery, Trencin (SK)
SLOVENSKO - tajomna a spiritualna krajina, FUJI
Gallery, Kaunas (LT); Galéria mesta Bratislavy
/ Bratislava City Gallery, Bratislava (SK)

2008 Diptychy, Galéria Jana Koniarka / Jdn Koniarek
Gallery, Trnava (SK)

Lubo Stacho - Illah van Oijen: Tizkor — Spominaj,
Galéria PFO1 / PF 01 Gallery, Bratislava (SK)

2009 Contemporary Slovak Architecture in Photography

by Zubo Stacho, Slovenské vel'vyslanectvo

/ Embassy of the Slovak republic, London (UK);
Nitrianska galéria / Nitra Gallery, Nitra (SK)

2010 Styri domy jedného péna, Synagéga / Synagogue,
Stupava (SK)
Lubo Stacho — Monika Stacho: Dva domy jedného
péna 2, Synagéga / Synagogue, Nitra (SK)
Slavne vily Slovenska, Dom umenia / House of Art,
Bratislava (SK); Libenska synagdga / Synagogue
of Liben, Praha (CZ)
Lubo Stacho — Jindtich Streit: BEZIEHUNGEN
Ausschau nach Engeln, Fotogalerie Friedrichshain,
Berlin (DE)

2011 Moja krajina, Vychodoslovenska galéria / East
Slovakian Gallery, KoSice
Soucasna slovenska architektura 1989 — 2011,
Dum uméni / House of Art, Ostrava (CZ)

2012 Ruiny, Slovensky institut / Slovak Institute, Pra-
ha (CZ)
Priestory, Galéria umenia Ernesta Zmetaka / Art
Gallery of Ernest Zmetdk, Nové Zamky (SK)

2013 Lubo Stacho: Ph faktor pozitivny, Nitrianska galéria
/ Nitra Gallery, Nitra (SK)

Kolektivne vystavy (vyber od roku 1990)

/ Group Exhibitions (selection since 1990)

vystavuje od roku 1979 / exhibiting since 1979

1990 Sucasnd cesko-slovenska fotografia, Museum
Ludwig, Koln (DE)
Pocta Janu Chalupeckému, Galerie hlavniho meésta
Prahy / Praha City Gallery, Praha (CZ)

1991 Uméni akce, Ménes, Praha (CZ)
Ego, Slovenska narodnd galéria / Slovak National
Gallery, Bratislava (SK)
Interpretécia, Galerie Vaclava Spaly / Vdclav Spdla
Gallery, Praha (CZ)

1992 Hostia Presparty, Umeleckd beseda Slovenska
/ Slovak Art Forum, Bratislava (SK)
Sthry, Dom umenia / House of Art, Bratislava (SK)

1993 Zdruzenie 1992 + hostia, Umelecka beseda
slovenskd / Slovak Art Forum, Bratislava (SK)
Morgen Gemaakt, ARTI, Amsterdam (NL)
Pocta D. Michalsovi, Galéria Medium / Medium
Gallery, Bratislava (SK)
Czech and Slovak Photography from Between
the Wars to the Present, Fitchburg Art Museum,
Fitchburg; Boston Atheneum, Boston; Middlebury
College Museum, Middlebury (USA)

1994 Domovina, Goetheho institit / Goethe Institut,
Bratislava (SK)
777 Mail Art Project, Portsmouth, Moscow,
Amsterdam

1995 I. Tokyo International Photo-Biennale, Tokyo
Metropolitan Museum of Photography, Tokyo (JP)

1996 Koncept. International Exhibition of Contempo-
rary Photography. Umjetnicki pavilion, Zagreb (HR)
Stcasn4 slovenska grafika XIII., Statna galéria
/ State Gallery, Banska Bystrica (SK)
Slovenskd imaginativna fotografia 1981 — 1996,
Banské muzeum / Mining Museum, Banska
Stiavnica (SK)



1997 High-tech, Dim uméni / House of Art, Praha (CZ)

2002 Cesk4 a slovenska fotografie 80. a 90. let 20. sto-
leti, Trojlodi, Olomouc (CZ); Dom umenia / House
of Art, Bratislava (SK)

2003 Reality Check, Galerie Rudolfinum / Rudolfinum
Gallery, Praha (CZ)

2005 Form and nonform - fotografie architektury ve
sttedni Evrop€, Galerie Jaroslava Fragnera
/ Jaroslav Fragner Gallery, Praha (CZ)

2006 22 minut 50,28 sekundy, Gallery Art Factory,
Praha (CZ); CAISA, Helsinki (FI)

2007 Strateny cas? — Slovensko v dokumentdrnej
fotografii, Slovenska narodnd galéria / Slovak
National Gallery, Bratislava (SK)

2008 Kaledéte pro Jindficha Streita, Galerie Smedky
/ Smecky Gallery, Praha (CZ)

2011 V plném spektru. Fotografie 1900 — 1950 ze
sbirky Moravské galerie v Brné, Moravskd galerie
/ Moravian Gallery, Brno (CZ)

Ocami (ne)viditelné. Reflexia krestfanstva
v sti¢asnom umeni, Dom umenia / House of Art,
Bratislava (SK)

2013 Zostane to v rodine (Vstupy deti do tvorby
rodicov-umelcov a naopak), Galéria mesta Bra-
tislavy / Bratislava City Gallery, Bratislava (SK)

Bibliografia (vyber) / Bibliography (selection)

BESKID, Vladimir — FISEROVA L., Lucia - GERZOVA,

Barbora: Moja Krajina / My Country. Zlin, Kniha 2011.

GERZOVA, Jana — HRABUSICKY, Aurel — VRBANOVA,

Alena: 3 eseje (o fotografiach Luba Stacha). Bratislava,

Foart 2004.

RUSNAKOVA, Katarina: Histéria a teéria medidlneho

umenia na Slovensku. Bratislava, Vysoka skola vytvar-

nych umeni 2006.

STACHOVA, Monika (ed.): Rubo Stacho. Diptychy 2000/

/2010. Bratislava, Vysoka skola vytvarnych umeni 2011.

LACO TEREN
Narodeny / Born 1960, Bratislava
Stidium / Studies
1979 - 1985, Vysoka skola vytvarnych umeni / Academny
of Fine Arts and Design, Bratislava / doc. akad. mal. Irina
Meszarosova
Zastupenie v zbierkach galérii
/ Representation in Gallery Collections
Slovenskd ndrodna galéria / Slovak National Gallery,
Bratislava; Galéria mesta Bratislavy / Bratislava City
Gallery, Bratislava; Prva slovenska investi¢nd skupina
/ The First Slovak Investment Group, Bratislava
Individudlne vystavy (vyber od roku 1990)
/ Individual Exhibitions (selection since 1990)
vystavuje od roku 1986 / exhibiting since 1986
1990 Laco Teren, Kunstverein Bretten, Bretten (DE)
1993 Laco Teren, Martin Knut, MK Expositieruimte,
Rotterdam (NL)
1994 Nase raje jsou vase pekla, Povazskd galéria umenia
/ Museum of Art, Zilina (SK); Statna galéria
/ State Gallery, Banska Bystrica (SK)
1995 Laco Teren, Galéria umenia Ernesta Zmetdka
/ Art Gallery of Ernest Zmetdk, Nové Zamky (SK)

Laco Teren, Galerie Casesar / Casesar Gallery,
Olomouc (CZ)

1996 Do toho, uz idem, Galéria P M. Bohuna
/ P M. Bohiirnt Gallery, Liptovsky Mikulds (SK)
Laco Teren — Ivan Csudai: Vzduchaplné 90-te,
Muzeum Vojtecha Lofflera / Museum of Vojtech
Loffler, Kosice (SK)

2012 Laco Teren, Galéria Soga / Soga Gallery, Bratisla-
va (SK)

Laco Teren — Tana Hojcova: ,,We're all together
for the first time again“, Galéria Francuzskeho
institdatu / French Institute Gallery, Bratislava (SK)

2013 Laco Teren: Velky strazca, Prazska galerie
/ Prague’s Gallery, Praha (CZ)

Kolektivne vystavy (vyber od roku 1990)

/ Group Exhibitions (selection since 1990)

vystavuje od roku 1987 / exhibiting since 1987

1990 Predjarie, Galerie hlavného mésta Prahy / Praha
City Gallery, Praha (CZ)

1991 Kunst Europa, Kunstverein, Lingen (DE)

Sen o muzeu, Povazskd galéria umenia / Museum
of Art, Zilina (SK)

Genius loci, Povazska galéria umenia / Museum
of Art, Zilina (SK)

1992 D’une generation Lautre, Musée d’Art Moderne
de la ville de Paris, Paris (FR)

Dal grottesco al magico, LaSalara, Bologna (IT)

1993 Jakub a andél, Ménes, Praha (CZ)

Serial, Ziirich (CH)

Blizke stretnutie, Galéria mesta Bratislavy

/ Bratislava City Gallery, Bratislava (SK)

Ivan Csudai, Laco Teren, Martin Knut: Trojstit,
Galéria mesta Bratislavy / Bratislava City Gallery,
Bratislava (SK)

1994 Via Crucis, Galéria Weber, Torino (IT)

1995 Artest, Kunsthalle Palazzo, Liestal (IT)

1998 Dilna 1998, Zamek Mikulov / Mikulov Castle,
Mikulov (CZ)

1999 Aspekten/Positionen — 50 Years of Art in Central
Europe (1949 — 1999), Museum of Modern Art,
Vienna (AT); Ludwig Mtizeum — Museum of Con-
temporary Art, Budapest (HU); Fundaci6 Joan
Mird, Barcelona (ES); Hansard Gallery / City
Gallery, Southampton (UK)

2000 Art a Centreeuropa 1949 — 1999, Fundacié Joan
Miré, Barcelona (ES)

2003 Generacni vysek, Galerie Tvrdohlavi / Tvrdohlavt
Gallery, Praha (SK)

2004 Ivan Csudai, Stanislav Divis, Laco Teren: Traja
z pekného paru, Slovenskd ndrodna galéria /
Slovak National Gallery, Bratislava (SK); 2004 —
26. International Biennale of Sao Paulo (BR)

2005 Druhy dotek, Dim péant z Kunstatu / The House
of Lords of Kunstdt, Brno (CZ)

2008 Nechci v kleci!, Muzeum umeéni / Museum of Art,
Olomouc (CZ)

Velké préadlo, Galerie Casesar / Casesar Gallery,
Olomouc (CZ)

1960 > Stucasnost / Slovenské umeni + cesti
hosté, Dim U Zlatého prstenu / Gallery of Gold
Ring, Praha (CZ)

2009 MASO - maliarsko-socharsky objekt 2009,
Galéria 4D / 4D Gallery, Galanta (SK)
Osemdesiate — Postmoderna v slovenskom vytvar-
nom umeni 1985 — 1992, Slovenska narodna
galéria / Slovak National Gallery, Bratislava (SK)

2011 Umélci Archivu, DOX Gallery, Praha (CZ)

2012 Od Tiziana po Warhola: Muzeum uméni Olomouc
1951 - 2011, Muzeum uméni Olomouc / The Olo-
mouc Museum of Art, Olomouc (CZ)

Bibliografia (vyber) / Bibliography (selection)

CSUDAL Ivan — DIVIS, Stanislav, TEREN, Laco: Three

of a nice pair / Trés de um bonito par, Bratislava,

Slovenska ndrodna galéria 2004.

GERZOVA, Jana: Rozhovory o mal'be (Pohlad na sloven-

skt mal'bu prostrednictvom oralnej histérie). Bratislava,

Slovart 2009.

OLIC, Jiti — RUSNAKOVA, Katarina — SEVCIKOVA, Jana

— SEVCIK, Jiti: Laco Teren. Nase réje jsou vase pekla.

Katalég vystavy. Zilina, Povazska galéria umenia —

Bansk4 Bystrica, Statna galéria 1991.

SEVCIKOVA, Jana — SEVCIK, Jit{: Laco Teren. Neue

Bilder und Zeichnungen. Katalog vystavy. Bahnwarter-

haus, Galerie der Stadt Esslingen 1992.

TEREN, Laco: Krajiny Zornhéschen a tanec smrti.

Katalég vystavy. Wien, Kunstverein Bretten 1992.

JANA ZELIBSKA

Narodena / Born 1941, Olomouc

Stidium / Studies

1959 — 1965, Vysoka skola vytvarnych umeni / Academy

of Fine Arts and Design, Bratislava / prof. Vincent

Hloznik, prof. Jozef Chovan

Zastupenie v zbierkach galérii

/ Representation in Gallery Collections

Slovenskd narodna galéria / Slovak National Gallery,

Bratislava; Povazska galéria umenia / Museum of Art,

Zilina; Galéria mesta Bratislavy / Bratislava City Gallery,

Bratislava; Nitrianska galéria / Nitra Gallery, Nitra; Prva

slovenska investicna skupina / The First Slovak Invest-

ment Group, Bratislava

Individudlne vystavy (vyber od roku 1990)

/ Individual Exhibitions (selection since 1990)

vystavuje od roku 1967 / exhibiting since 1967

1991 Ozivenie kamena, Borinka

1992 Posledné krmenie a iné, Galéria Arpex / Arpex
Gallery, Bratislava; Povazska galéria umenia
/ Museum of Art, Zilina (SK)

1996 Grafika / Sestdesiate roky, Galéria NOVA / NOVA
Gallery, Bratislava (SK)
Jana Zelibska: Vyber z rokov 1966 — 1996,
Povazské galéria umenia / Museum of Art, Zili-
na (SK)

1998 Ona = On?, At Home Gallery — Synagdga
/ Synagogue, Samorin (SK)

1999 Sestry II., CC Centrum, Bratislava (SK)

2003 Jana Zelibskd: Pod vodu! Drink Milk, Statna
galéria / State Gallery, Banska Bystrica (SK)
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Disperzia, Slovenska narodnd galéria / Slovak
National Gallery, Bratislava (SK)
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Bratislava (SK)
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Bratislava (SK)
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galéria / Slovak National Gallery, Bratislava (SK)
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Strasbourg, European Parliament square, Stras-
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2010 Svetlo v umenti, svetlo v nas, Galéria mesta
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—2010. Dom umenia / House of Art, Bratisla-
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240 x 530 cm, zbierka PGU Zilina (fotoarchiv autora)

Lubo Stacho

Jablcka — archeoldgia spomienok, 1990 — 1996,
fotografia + monotypia na platne, 75 x 54 cm,
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fotografia + monotypia na platne, 145,5 x 180 cm,
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fotografia + monotypia Sestnastich portrétov na platne,
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variabilné rozmery, majetok autorky (foto: Martin
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private collection (photo: Boris Németh)
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Pocas obdobia , meciarizmu* sa zdalo, zZe
ideologicka povaha umenia, dobre znama

z Cias socializmu, sa opéat presadi na ukor
nezavislej a slobodnej umeleckej tvorby:.
Nestalo sa tak aj vdaka vytvarnikom a ku-
ratorom, ktori si svoje umelecké a odborné
vzdelanie spolu so slobodou vazili viac nez
podporu, ktort by mohli dostat od Statu za
prisluhovanie. Paradoxne tak v rokoch 1993
az 1998 vzniklo niekolko desiatok kurdtor-
skych vystav, ktoré dodnes tvoria nielen zak-
lad umeleckého myslenia v nasom demokra-
tickom prostredi, ale su tiez dokladom kon-
tinuity nezavislych principov neoficidlneho
umenia spred roku 1989, na ktorom stoji
vel'kd Cast nasej kultirnej identity. Poctou
tymto projektom a ich hlavnym osobnostiam
je vystava Paradox 90. Osem kuratorov pri-
pravilo vyber koncepcii a diel spo medzi hlav-
nych vystav devatdesiatych rokov 20. storocia.
Publikécia prezentuje nielen zdsadné mena
a diela, ale aj kulttirno-spoloc¢ensku atmosfé-
ru, ktort sa podarilo zachytif prostrednictvom
jednotlivych textov a rozhovorov.
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