





Jifi Cernicky
Viktor Freso
Kristof Kintera
Marek Kvetan
Dominik Lang
Denisa Lehocka
Roman Ondak
Pavla Scerankova
Tomas Vanék

Hostia / Guests:
Jifi Kovanda
Peter Ronai

Sprievodna vystava /
Accompanying Exhibition:

Milan Houser

Miesto pripojenia /
Connecting Point

Kunsthalle
Bratislava

)
o
N
=
@
o
Q
<
~@
»
©
£
s
=}
c
7}
O
1
@
>
°©
7}
k=
i
[
2
©
<
=
17}
c
S
4
o)
c
=
[~
~
w
=
)
O
>
S
T
I}
@
>
S
2
o
]
I}
S
7
£
o
o°
e}
Ko}
=
o
a
9]
=
‘©
Q
[}
@
=z

@
o
I
9
@
o
I3
©
T
©
o
=
c
o}
(&)
]
@
>
oy
(2}
=
@©
i
=)
2
©
e
=
1%}
c
S
<
c
S
k=
o
=
x
[}
o
2
i
O
]
=
o)
o
o
<
=
o
s}
c
o
=
)
©
2
123
£
©
<
=
o
s}
2
2
>
7]
>
I}
o
o
<
=
c
o

o

DBJEKT!!
DBJECTY

Kurator / Curator: Vladimir Beskid
30.11. 2018 - 24. 2. 2019

[ —=

Slovenské centrum vizualnych umeni
Kunsthalle Bratislava
2019



OBJEKTivne / OBJECTive

Prvé vydanie / First Edition

© Slovenské centrum vizualnych umeni, Kunsthalle Bratislava /
Slovak Centre of the Visual Arts, Kunsthalle Bratislava
Bratislava 2019

Autori textov / Text Authors
© Vladimir Beskid, Jana Pisarikova, Petr Ingerle

ISBN 978-80-972754-5-7

Obsah

14

34

44

54

66

80

94

100

106
108
14
16

Content

Kratka sprava o stretnuti objektov
A Brief Report on a Meeting of Objects

Vladimir Beskid

objekt.sk
Vladimir Beskid

Znaky-panelaky
Symbols-Tower Block Houses
Vladimir Beskid

Recyklaty od starych mam
Recyclates from the Grannies
Vladimir Beskid

Domaci majstri a kutilkovia
Home Handymen and DIY-men
Vladimir Beskid

Smutok opustenych veci
The Sadness of Abandoned Things
Vladimir Beskid

Bastardné a politické intervencie
Bastard and Political Interventions
Vladimir Beskid

Intenzivny signal pripojenia « COLOR HOUSE-R
Intensive Connection Signal « COLOUR HOUSE-R
Vladimir Beskid

Obraz sidlisté v sou¢asném uméni
The Representation of Housing Estates
in Contemporary Art

Jana Pisarikova, Petr Ingerle

Zoznam vystavenych diel / List of the Exhibited Artworks
Biografie umelkyn a umelcov / Artist Biographies
Vzdelavacie programy / Educational Programmes
Sprievodné podujatia / Accompanying Programmes






Kratka sprava

o stretnuti objektov

Vladimir Beskid

A Brief Report
on a Meeting of Objects

Vystavny projekt s nazvom OBJEKTivne, ktory premié-
rovo predstavuje Kunsthalle Bratislava, sa koncentruje na
mapovanie stavu sa¢asného 3D myslenia na ceskej a slo-
venskej vytvarnej scéne. Hlavnym zamerom je konfronto-
vat a podporit sacasnt podobu objektu (vratane instalacii)
ako osobitého sposobu myslenia v priestore a nefigurativ-
neho jazyka foriem, tvarov a ich vyznamovych kontextov.
Vystava sa pritom sustreduje na generacie umelcov, ktori
nastupili na vytvarnt scénu po zmene rezimu (po roku
1989) a dnes figuruju aj v sirSom stredoeuropskom kontex-
te. Ide o umelcov /umelkyne, narodenych najma v sestde-
siatych a sedemdesiatych rokoch minulého storocia — kon-
krétne od roku 1966 ((V]ernickjl, Ondak, Van¢k) az po rok
1980 (Lang, Scerankova).

Charakteristické je preferovanie postkonceptualnych pristu-
pov, kritické aj ironické ¢i humorné reflektovanie sacasného
sveta — jeho hybridnej a fragmentarnej podoby; ukazuje
roztraseny, rozochveny a ,nervozny* obraz dnesnych dni.
Vystava tak prinasa pouzivanie neklasickych socharskych
materidlov, ndjdenych a odhodenych predmetov a estetiku
,»post socikovskej recyklacie a paméte (obstarozny nabytok,
elektroinstalacie, drevotriesky, sadra, polystyrén a polyure-
tan, estetika kutilstva, DIY a podobne).

Vystava sa venuje poetike absurdnych stretnuti materialov
a bastardnych prostredi. Instalacia pripomina neusporiada-
ny systém zberného dvora, opusteného bazaru, ¢i podivnej
zbierky minulosti, kazdodenné najdené predmety kladie do
novych vztahov a savislosti. Ide o kombinované a hybridné
predmety a stavy: asfaltovo-kdblové kvety mestskych ,,post-
-naturalii* (Cerbrum Asphaltum, 2017) od Kristofa Kinteru;
cudné priestorové Sablony Tomasa Varika z vyrezavanych
plastovych hraciek a gumovych lopt (Particip ¢& 17, 2001).

K tomu sa pridavaja drobné momentky ¢akanie sadrové-
ho psika pri ,,vintage* nakupnej taske od Dominika Langa
(Pes, 2015) ¢1 introvertny obrazovy dennik Denisy Lehocke;j
s krehkou sietou efemérnych situacii. Tieto drobné pribehy
a posuny s elementarnymi materialmi ¢asto menia celkovy
vyznam nastolenej kultirne;j situdcie aj moznosti jej Citania.
Zaroven, ide aj o isty druh rezistencie voci bombastickym

a spektakularnym instalaciam. Register sacasnych podob
objektov zahfna aj intervencie, obsadzovanie ¢i zabyva-

nie celého priestoru od agresivnych elektrickych vedent,

The exhibition project entitled OBJECTive,
now being premiered in Kunst-halle Brati-
slava, concentrates on mapping the state of
current 3D thinking on the Czech and Slo-
vak visual art scenes. Principally the aim is
to confront and lend support to the current
form of the object (including installations),
as a distinctive mode of thinking in space
and of the non-figurative language of forms
and shapes and their significant contexts.
The exhibition focuses on the generation

of artists who entered upon the visual art
scene after the change of regime (i.e. post-
1989) and today figure in a wider Central
European context. These artists were most-
ly born in the 1960s and 70s: to be precise,
between 1966 (Cernicky, Ondak, Vanék) and
1980 (Lang, Scerankova).

Characteristic in their art is a preference

for postconceptual procedures, a critical
and ironic or simply humorous reflection on
the contemporary world, hybrid and frag-
mentary as it is. This art shows a picture of
contemporary days as unsettled, trembling
and “nervous”. Hence the works tend to use
non-classical sculptural materials, found
and cast-off objects, and the aesthetic of
“post-socialist” recycling and memory (old
and worn furniture, electro-installations,
particleboard, plaster, polystyrene and poly-
urethane, the aesthetic of the handyman
and DIY, and so on).

The poetics of materials, and bastard en-
vironments, in absurd encounters: that is
what the exhibition is about. Installation

is reminiscent of the disorderly system

of a scrapyard, an abandoned bazaar,

or some weird collection from the past.
Everyday found objects are placed in new
relationships and connections. There are
combined and hybrid objects and states:
asphalt-cable flowers from the urban
“post-nature zones” (Cerebrum Asphaltum,
2017) by Kristof Kintera; odd spatial pat-
terns by Tomas Vanék cut out from plastic
toys and rubber balls (Participle No. 17,
2001). Added to these are some small mo-
ments - a plaster dog waiting by a vintage
shopping bag, by Dominik Lang (Dog, 2015)
or Denisa Lehocka's introverted pictorial
diary with a fragile network of ephemeral
situations. These inconspicuous stories
and shiftings of elementary materials often
change the entire significance of the pos-
ited cultural situation and the possibility



parazitujucich na realnom elektrovedeni (Vizby, 2004/2018)
od Jiftho Cernického cez Scerankovej rozlahlé tancuju-

ce kancelarske stolicky na lesenarskych ocelovych rarach
(Stthvezdia, 2013/2018) az po zahustené intimne pribehy
predmetov Denisy Lehocke.

Osobita kapitolu predstavuji objekty a instalacie, vykreslu-
juce domacu izbovia atmosféru, interiér, poskladany nabytok
¢ ,idiotsk® estetiku domacich majstrov a kutilov v $tyle
,urob si sam®. Ide o prizna¢nt hobby instalaciu Marka
Kvetana z polystyrénu, drevotriesky a ,,vypalovanych® orna-
mentov s motivom deciek, jelenov, vil a hrdinského Ramba
do vsetkych materialov (Hobby 111, 2010), Kinterove ,,van
goghovské® bagance, zapustené v betone (Ja, cakajict v ing
muestnostr, 2009), Fresove celo postele po starej mame v pritmi
svietidla, polystyrénu a vlastnej mongoloidnej hlavy (Recykly
ma, 2017) ¢i Scerankovej tonetovska stolicka, ktorej nohy

st ,,nalozené® v zavaraninovych poharoch (Viskum, 2015).
Zvukovu stopu starych cias zapifla Cernického interaktivny
objekt staruckého radia, ¢o preladuje staré spravy z minu-
losti vplyvom sticasného pohybu divaka (Anachronistické rédio,
2014/2016). Nakoniec symbolické spojenie globalneho

a obyvackového sveta prinasa Kvetanova nedbanliva instala-
cia (NMa tom nasom... II, 2010/2018). Ide o pocitacové zmiesa-
nie farieb narodnych trikolér Slovenska a Madarska, pricom
madarskou mix-farbou je natreta stena a na 1u je naneseny
nemoderny kvetinovy valcek zo slovenskej zmiesanej farby.
Pritom je tu ponechané naradie aj nadoby s farbou akoby
maliar natierac len momentalne odbehol.

balej sledujeme otvorené vyskumné pole s preferovanim
estetiky lacnych materialov v byvalom Ceskoslovensku,
panelakova kultiru umakartu a hlinikovych list a istt dav-
ku ,,0st-algie®, prenesenti do dnesnych dni. Vystava tak
prostrednictvom série objektov prinasa vlastny objektiv
nastavenia a snimania sveta. Teda nielen osobita ,,zrazku
materialov® vysokej a nizkej kultary, ale aj ,,zrazku kultar
a galaxii* v nedelnej obyvacke. Sledujeme mikropribehy
v ,,sentimentol® zlepenych architektarach Jifiho Cernic-
kého (Slumhouse, Rioskhouse, 2015) a Iresove staré vyradené
vytahy na kolieskach (Vytah I-11, 2015). Dalej nasleduju
tancujuce laboratérne nadoby s odbitou hlavou na kladine
v §tyle pokus omyl (Pokus a Omyl, 2018) od Romana Ondaka
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of reading it. At the same time, there is

a kind of resistance to bombastic and spec-
tacular installations. This register of con-
temporary forms of objects also includes
interventions, occupation, or dwelling in
the entire space: from the aggressive elec-
trical leads, parasiting on a real electrical
lead (Binds, 2004/2018) by Jifi Cernicky,
through Scerankova’s expansive dancing
office chairs on steel scaffolding (Constella-
tions, 2013/2018), to Denisa Lehocka’s inti-
mate stories of crowded objects.

A distinctive chapter features objects and
installations which sketch the atmosphere
of a domestic room, the interior, fold-

ing furniture, or the “idiot” aesthetic of
domestic masters and handymen in the
“Do It Yourself” style. There is a striking
hobby installation by Marek Kvetan from
polystyrene and particleboard, featuring
ornaments with motifs of children, deer,
fairies, and the heroic Rambo “burned”
onto all materials (Hobby Ill, 2010), Kin-
tera’s “Van Gogh-style” clogs, embedded
in concrete (Me Waiting In Another Room,
2009), Freso’s head of a grandmother-style
bed in a dim light, polystyrene, and his
own mongoloid head (Recycle Me, 2017)
and Scerankova’s Thonet chair, whose
legs are “set” in fruit jars (Research, 2015).
Filling in the sonic residue of old times

is Cernicky’s interactive object, which,
responding to the current movement of
the viewer, retunes old news reports from
the past (Anachronistic Radio, 2014/2016).
Finally, Kvetan’s insouciant installation
brings us a symbolic linking of the global
and the living-room worlds (Here in Our... Il,
2010/2018). This is a computer mixing of
the colours of the national tricolours of
Slovakia and Hungary, with the Hungarian
mix-colour painted on the wall and an
un-modern, flower-bedecked roller mixed
from the Slovak colours overlain upon it.
Equipment and paint pots are left lying
around, as if the painter had just this min-
ute run away.

We can further pursue the research field
opened up here, with its preference for

the aesthetic of cheap materials in former
Czechoslovakia, the tower-block culture of
bareness and aluminium rods, and a certain
quotient of “Ost-algia”, transmitted to the
present day. Through a series of objects,
the exhibition thus communicates its own

¢1 komplexnejsia instalacia Dominika Langa. V nej, na me-
taforickej Sachovnici, prebieha intenzivny rozhovor starych
stolikov, kvetinacov, odlozenych rukavic, sadrovych odliat-
kov rak ¢1 zakriknutej uCupenej dievéiny pod stolom. Tu sa
len na chvilu zableskne Iudska figura, aby ju znovu pohltilo
jej zostatkové prostredie tzkosti (Tazkosti hrdca sachu, 2015).
Do Scerankovej velkej vyvalenej drevotrieskovej skrine

sa premieta ¢iernobiele video, kde do autorky narazaju
ping-pongové lopticky ako neprijemné otazky ¢i narazy
dnesnych informacii (Meranze, 2015).

Toto laboratorne prostredie jednotlivych a roztrasenych
objektov dokaze celkovo reflektovat aj sicasny globalny
svet, ,.krizenie® kultar v politicko-socialnom systéme, ¢i vo
verejnom (medialnom) priestore. Prikladom moze byt Kve-
tanov zvukovo-svetelny objekt nerozbalené¢ho, o stenu opre-
tého koberca (Koberec 11, 2015). Ide o tuctovy perzsky IKEA
koberec, z ktorého sa ozyva arab-pop tureckého spevaka
Tarkana z Nemecka. Kinterov raj objektov prinasa mobilné
ocelové zabrany, ktoré maji vymedzovat a oddelovat pou-
licny priestor, dostavaji hravé pardzky a vytvaraju ,,valnti
hromadu® bez zabran — rajské stretnutie a vzajomné pote-
Senie (Raj dnes, 2009). Ondakove drobné ,,virusy*, rozosiate
po celej vystave predstavuji intervenciu takmer dvadsiatky
pokrkvanych zbytkov medenych striech, pomalovanych
dvoj-, troj- ¢i Stvor-kolérou autonémnych a separatistickych
oblasti v Eurépe od Katalanska az po Donbas (Autondmne

Jarby, 2018).

Na zaciatok a na koniec vystavy si pozvani $pecialni hos-
tia — dvaja renomovani umelci, o generaciu starsi a skuse-
nej$i — Jifi Kovanda a Peter Ronai. Neboli v$ak vpusteni
do vystavnej ,,siene slavy®, ale zostavaja ante portas — pred
branami tohto sveta, vo vstupnej hale, pod schodami
Kunsthalle Bratislava. Podobne ako nas prijimaja v zapad-
nej umeleckej prevadzke. Zvycajne nas vybavia v predsient
a po obligatnej kave sa nas pytaja kedy nam ide najblizsi
vlak domow. (V]esky intermedialny umelec Jifi Kovanda
predovsetkym recykluje predmety a veci zo zazemia a skla-
du galérie. Malymi gestami ¢i intervenciami ich vracia do
umeleckého krvného obehu. Multimedialny umelec Peter
Roénai recykluje svoje starsie prace a ready mades aj s aktiv-
nym vstupom divaka a modeluje svoje ,,de-instalacie®. Nie
je to teda ten silny umelecky akt zostupujuci zo schodov,

objective of setting and photo-shooting the
world. Hence there is not just a distinctive
“clash of materials” from high and low
culture, but also “a clash of culures and gal-
axies” in the Sunday living room. We follow
micro-events in the “sentimental” glued
structures of Jifi Cernicky (Slumhouse,
Kioskhouse, 2015) and Freso’s old discarded
lifts on wheels (Elevator I-1l, 2015). Finally,
we come to a trial-and-error dance of lab-
oratory vessels with heads broken off on

a beam (Trial and Error, 2018) by Roman
Ondak, and a more complex installation by
Dominik Lang: on a metaphorical chess-
board there is an intensive conversation

in progress between old side-tables, flow-
erpots, cast-off gloves, plaster casts of
hands, and a squealing little girl hunched
under a table. There is only a momentary
flash of a human figure, before it is once
again swallowed up by the remainder of its
wretched environment (Difficulties of the
Chess Composer, 2015). A black-and-white
video is projected into Scerankova's large
overturned particleboard wardrobe; the
video shows little ping-pong balls hitting
the artist, like unpleasant questions, or the
impacts of present-day items of information
(Measuring, 2015).

This laboratory environment of singular,
scattered objects manages overall to reflect
the contemporary global world, the “cross-
ing” of cultures in the socio-political system
and in the public (media) space. An exam-
ple might be Kvetan’s sound-light object

of an unwrapped carpet propped against

a wall (Carpet 11, 2015). This is a common-
place IKEA Persian carpet, from which the
voice of Tarkan, an Arab-pop Turkish singer
from Germany, rings out. Kintera's paradise
of objects presents mobile steel barriers
which are meant to limit and separate street
space; they acquire playful antlers and
create a “general meeting” without impedi-
ments - a paradisial encounter with mutual
delight (Paradise Now, 2009). Ondak’s small
“viruses”, disseminated throughout the
entire exhibition, represent the intervention
of almost twenty rucked-up remnants of
copper roofs, painted in the two, three, or
four colours of autonomous and separatist
areas in Europe from Catalonia to Donbas
(Autonomous Colours, 2018).

At the beginning and end of the exhibition
there are invited special guests, two re-



ale podivné intimne stretnutie objektov pod schodami
v dotyku s priestorom a zazemim galérie.

Projekt ma ambicie ukazat pribuzné socharske myslenie

a spoloc¢né kultirne dedic¢stvo silnej umeleckej generacie

v symbolickom roku 2018. Pri prilezitosti 100. vyrocia
vzniku 1. éeskoslovenskej republiky tak oslavujeme aj vyse
storo¢nu tradiciu objektového umenia ako nového média.
Ukazuje sa, ze prad z Duchampovej fontany preteka a pre-
bija dodnes ako zle zaizolovany drét a sedadlo z Picassovej
bicyklovej bycej hlavy neveriacky krati hlavou a cuduje sa,
ze predsa sa kruati to koleso sveta na kuchynskej stolicke.

VLADIMIR BESKID (*1962, Semiduby) je slovensky historik umenia, kurator

a kulturny manazér. Absolvoval Filozoficku fakultu Univerzity Komenského

v Bratislave (1985). Venuje sa vyskumu a prezentacii moderného a su¢asného
umenia 20. a 21. storocia v SirSom stredoeurdpskom kontexte. O tejto proble-
matike publikuje odborné studie a state (napr. The Situation of Visual Culture
in Post-War Slovakia, In: IRWIN (edit.): EAST ART MAP - Contemporary Art and
Eastern Europe; Afterall Books and The MIT Press Cambridge 2006). Je spo-
luzakladatelom Katedry vytvarnych umeni a intermédii Fakulty umeni Tech-
nickej univerzity v Kosiciach, kde aj pedagogicky pésobil (1998 - 2002). Spo-
luorganizuje medzinarodny festival Sound City Days/Mesto zvuku v Kosiciach
(od 2012). Kuratorsky pripravil takmer osemdesiat vystav si¢asného umenia
na Slovensku aj v zahranici. V poslednom obdobi sa venuje vyvinu slovenské-
ho (post)konceptualneho umenia (z vystav: Méakké kody, Muzeum sucasnosti
Wroclaw, 2015; Reversed, MUzeum stc¢asného umenia Novy Sad, 2016; Sonda
1, GHMP Praha, 2018). Zije a pdsobi v Trnave, v Bratislave a v KoSiciach.

VLADIMIR BESKID (*1962, Semiduby) is a Slovak art historian, curator and
cultural manager. He graduated from the Philosophical Faculty of Comeni-

us University in Bratislava (1985). He engages in research, presentation of
research, and presentation of modern and contemporary art of the 20* and
21¢t centuries in the wider Central European context. Vladimir Beskid has pub-
lished high-level studies and articles on these questions (e.g. The Situation of
Visual Culture in Post-War Slovakia. In: IRWIN (edit.): EAST ART MAP - Contem-
porary Art and Eastern Europe; Afterall Books and The MIT Press Cambridge
2006). He is the co-founder of the Department of Visual Arts and Intermedia
at the Arts Faculty of the Technical University in KoSice, where he also taught
(1998 - 2002). Since 2012 he has been co-organiser of the international festi-
val Sound City Days/Mesto zvuku in KosSice. As curator he has prepared over
eighty exhibitions of contemporary art in Slovakia and abroad. In recent times
he has concerned himself with the development of Slovak (post)conceptual
art (exhibitions include Soft Codes, Contemporary Museum, Wroclaw, 2015;
Reversed, Museum of Contemporary Art, Novy Sad 2016; Probe 1, GHMP
Prague, 2018). He lives and works in Trnava, Bratislava and Kosice.
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nowned artists who are a generation older
and more experienced: Jifi Kovanda and
Peter Ronai. However, they have not been
admitted to the exhibition’s “hall of fame”
but must remain ante portas - before the
gate to this world, the entrance hall, under
the Kunsthalle Bratislava stairs. Much as we
are received in western cultural practice.
Usually they deal with us in the vestibule,
and after the obligatory coffee they ask us
when our next train home is leaving. The
Czech intermedia artist Jifi Kovanda mainly
recycles objects and things from the back-
ground and stores of the gallery. With small
gestures and interventions, he returns them
to artistic circulation. The multimedia artist
Peter Ronai recycles his older works and
ready mades, with the active involvement of
the viewer, and models his “de-installations”.
So then, this is not about some powerful ar-
tistic nude descending the stairs, but rather
a strange intimate meeting of objects under
the stairs, in touch with the space and the
hinterground of the gallery.

The project sets itself the ambition of
showing the affinity in sculptural thinking
and the common cultural heritage of a gen-
eration of impressive artists in the symbolic
year 2018. On the centenary of the birth

of the First Czechoslovak Republic, we are
thus celebrating a tradition, over a cen-
tury old, of object art as a new medium.

It is demonstrated that the current from
Duchamp’s fountain is still to this day, in
the form of a badly insulated wire, making
and forcing its way through, and the seat of
Picasso’s bull’s-head bicycle shakes its head
incredulously and marvels that the wheel

of the world is nonetheless turning on the
kitchen table.

Peter Ronai: OBJEKTivne / OBJECTive, 1991/2018, pohlad do instalacie / view of the installation






Objekt.sk
(heslo z objektopédie)

Objekt.sk
(an entry from Objectopedia)

Vladimir Beskid
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Pri vzniku nového média objektu ¢i ready made v rokoch
1912 az 1917 sa najcastejsie spominaju klasici moderného
umenia Pablo Picasso, Marcel Duchamp ¢i Man Ray. Silné
osobnosti, ktoré vyrazne prispeli k diskusii o novom mo-
dernom priestore, o architektare a o ,,¢istych* plastickych
formach, sa vSak v dvadsiatych az tridsiatych rokoch 20. sto-
roCia zjavili aj v nasich stredoeurépskych pomeroch.

V stvislosti s vystavou medzi prvymi spomeniem Adolfa
Loosa (1870 —1933), raktiskeho architekta a teoretika naro-
deného v Brne. Protagonistu nového otvoreného priestoru
(Raumplan) aj vo vertikalnej linii, ktory sa zasadzoval za
jednoduchy a acelny koncept funkcionalizmu, za prefero-
vanie podstaty 1 krasy pouzitych materialov bez prilisnej
ozdobnosti a ornamentiky (zndma je jeho stat Ornament je
zlo¢in, 1909). Nasleduje tiez cely rad priestorovych konceptov
a manifestacii materialov od blokovej statickej formy figu-
rativnej skulptary k otvorenému priestoru, k dynamickej ¢i
svetelno-kinetickej konstrukeii. Z tychto konstruktivistickych
pozicii vytvaral napriklad Rus Alexander Michajlovi¢ Rod-
cenko (1891 —1956) priestorové formy s tenkymi kostrami
konstrukeii aj vznasajtcich sa plastik (,,inventar priestoru®
/inventarnaja prostranstva) a Polka Katarzyna Kobro
(1898 —1951) zasa svoj unisticky priestor definovala pomo-
cou Cistych geometrickych tvarov a vztahov ako ,,priestorové
kompozicie® (kompozycja przestrzenna).

Popri tejto inziniersko-konstruktivnej linii elementarnych
racionalnych foriem sa rozvijala vyskumna cesta k dyna-
mike, ku svetlu a k ,,odhmotnenému priestoru. Hlavnymi
postavami v tomto smerovani experimentovania s kineticky-
mi formami, svetlom a pohyblivym obrazom boli v nasich
podmienkach Cech Zdenék Pesanck (1986—1965) a Madar
Laszlo Moholy-Nagy (1895 —1946). Posledne menovany vni-
mal modernu plastiku ,,ako vyvoj smerujici od materialneho
k virtudlnemu objemu; od hmatového ponimania plastiky

k ponatiu plastiky ako vizualnej relacie®, kde ,,architektira
rozvija energetické, dynamické vlastnosti materialov® a tie st
,»hositelmi energetickych vztahov® (Od materidlu k architektire;
Mnichov, 1929).

Kratka exkurzia do medzivojnového stredoeurépskeho ume-
nia len doklada fakt, ze tieto pionierske pociny a smerovania
v hladani ¢i definovani novej priestorovej formy, novej 3D

The new medium of the object or ‘ready
made’, which emerged during the years
1912-1917, is most often linked with the
names of Picasso, Marcel Duchamp and
Man Ray, all classics of modern art. Howev-
er, there were also powerful figures in our
own Central European milieu of the 1920s,
who made notable contributions to this
debate on the new modern space, architec-
ture, and “pure” plastic forms.

In connection with the exhibition, first of
all I will mention an Austrian architect and
theoretician who was born in Brno, Adolf
Loos (1870 -1933). He was a protagonist
of the new open space (Raumplan) and

in the vertical line; he was for the simple
utilitarian concept of functionalism and
gave preference to the essential beauty

of the materials employed, without exces-
sive adornment and ornamentation (he
was the author of the well-known article
Ornament Is a Crime, 1909). Following

on from this, there is an entire series of
spatial concepts and manifestations of
materials, from the static block form of
figurative sculpture to open space, and

to dynamic or lumino-kinetic construction.
It was from these constructivist positions
that the Russian Alexander Mikhailovich
Rodchenko (1891-1956), for example,
created his spatial forms, with their slender
skeletal constructions and soaring sculp-
tures (“Inventory of Space” /Inventarnaja
prostranstva); likewise the Pole Katarzyna
Kobro (1898 -1951), who defined her unis-
tic space using pure geometrical shapes
and relationships in “spatial compositions”
(Kompozycja przestrzenna).

Alongside this engineering-constructive
line of elementary rational forms, a re-
search path developed towards dynamism,
light, and “dematerialised” space. In our mi-
lieu the principal figures taking this course
of experimentation with kinetic forms,
light and the mobile image were the Czech
Zdenék Pesanek (1986 -1965) and the Hun-
garian Laszlo Moholy-Nagy (1895 -1946).
The last-mentioned conceived modern
sculpture “as a development tending from
the material to the virtual object; from the
tactile conception of sculpture to a con-
ception of sculpture as visual relation”,
where once again “architecture develops
the energetic, dynamic qualities of mate-
rials” and those are “bearers of energetic



realizacie na rozhrani skulptary a objektu dobovi slovenskt
scénu obisli. Nezaznamenavame tam tvorbu ladent v tonine
kubistickych principov, dadaistickych ani surrealistickych
objektov. Stale dominovala klasicka socharina od monumen-
talnej pomnikovej tvorby ku komornému portrétu s potre-
bou budovania narodného ,,slohu a mytu®. Nanestastie toto
dedi¢stvo politickych objednavok a konzervativneho sochar-
stva ,,v nie prili§ modernom style“ vo verejnom priestore
nasich miest a obci preziva dodnes. S trochou zvelicenia

a sebairénie mozno poznamenat, ze ,,plySovy* narod potre-
buje ,,plysakové umenie.

Podla zdrojov objektopédie sa médium objektu na Slovensku
skutoc¢ne objavuje az v kultovych sestdesiatych rokoch minu-
1ého storocia, a to v ramci SirSicho pradu nezobrazovacich,
nefigurativnych tendencii tejto dekady (informel, geometricka
abstrakcia, minimal, konceptual, (anti)happeningy, anti artové
gesta atd.). V skratenom podani mozno v slovenskom vydani
zadefinovat dve zasadné linie zrodu objektu: geometricko-
-konstruktivny smer a liniu objektov kazdodennosti.

Prva predstavuje nadviazanie na konstruktivistické a kine-
tické pribehy medzivojnového obdobia, ¢o znamena razant-
ny rozchod s tradi¢nou socharskou recou a archetypalnym
patetizmom predoslych liet na domacej scéne. Ide o prudky
zlom, jasnu ,,ruptiru® v budovani priestoru i plastické-

ho objemu a pohlad do budtcnosti — prihlasenie sa ku
,»kultire mesta® (oproti ruralnemu ospevovaniu vidieka)

a k prizna¢nym utopickym viziam kozmickych Sestdesiatych
rokov, na rozdiel od predoslého obracania sa do minulosti

v retrospektivnych pristupoch a nasledovani tradicie. Na
scénu razne vstupuju svetelno-dynamické Pulzujice rytmy
(1961/1962) Milana Dobesa (1929) v materialovej kombi-
natorike kov, sklo, ziarovka a elektromotor ¢i vertikalne osi
z cyklu Vreteno (1965/1966) architekta Stefana Belohrad-
ského (1930—2012) so seridlovym radenim duralovych,
hlinikovych, resp. plexisklovych platni nad sebou. Samotné
materidly si uz vyjadrenim novej civilizacie a jej vyrazu

v nasom socharstve. K tymto protagonistom mézeme este
na dialku priradit aj argentinsko-slovenského umelca Gyulu
Kosiceho (1924 —2016), zakladatela abstraktnych objektov
hnutia MADI a osobitého hydrokinetizmu v medzinarod-
nom kontexte.
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relationships” (From Material to Architec-
ture, Munich 1929).

This brief excursus to interwar Central Eu-
ropean art merely serves as evidence of an
absence. The fact is that these pioneering
acts and tendencies, seeking and defining
a new spatial form, a new 3D realisation
on the border of sculpture and object,
passed by our contemporary Slovak scene.
We have no record here of work tuned in
the key of cubist principles or Dadaist or
surrealist objects. What is still dominant
here is the classical sculptural routine, from
conventional monuments to the chamber
portrait, with a need to construct the na-
tional “style and myth”. Unfortunately, in
the public space of our towns and villages
this heritage of political commissions and
conservative sculpture “in a not too mod-
ern style” endures to this day. With some
hyperbole and self-irony one might remark
that a “cuddly toy” nation requires a “cud-
dly toy” art.

According to the Objectopedia sources, it
was in the cult 1960s that the medium of
the object finally made a real appearance
in Slovakia. That was in the context of

a broader current of non-representation-
al, non-figurative tendencies appearing
during this decade (informel, geometrical
abstraction, minimal, conceptual, (anti)
happenings, anti-art gestures etc.). In

a succinct definition one may identify two
fundamental lines of the birth of the object
in its Slovak version: the geometrico-con-
structive tendency and the line of objects
of everyday life.

The first of these was associated with the
constructivist and kinetic developments

of the interwar periods. It involved a dra-
matic breach with the traditional sculptural
language and the archetypally pathetic
manner of preceding years on the domes-
tic scene. There is a forceful break here,

a clear “rupture” in the building of space
and sculptural volume, and a turning to-
wards the future: a commitment to “the
culture of the town” (as opposed to cele-
bration of the countryside) and the distinc-
tive utopian visions of the cosmic 60s. This
contrasts with the previous turning towards
the past in retrospective approaches and
the following of tradition. The lumino-
-dynamic Pulsing Rhythms (1961-1962)

Peter Ronai: OBJEKTivne / OBJECTive, 1991/2018,
pohlad do instalacie / view of the installation



Druhy prad objektov kazdodennosti znamena vstup objek-
tov ¢1 asamblazi zostavenych z ndjdenych beznych predme-
tov, zo zelezného odpadu, suciastok, starych nabytkovych
fragmentov, z pouzitého naradia, drobnych veci z bazarov,
zo starozitnosti a pod. Ide o prekrocenie rozhrania umenia
a zivota, o vtiahnutie realneho zitia a predmetov do sveta
umenia so silnym fokusom na reflektovanie pritomnosti,
problematizovanie sticasné¢ho sveta. Za klticové série v tomto
smerovani povazujeme prvé prace sochara Jozefa Janko-
vica (1937 —2017) a intermedialneho umelca Stana Filka
(1937—-2015). Najsilnejsie to vyznieva pri Jankovicovej asam-
blazi Modry tieri (Viizenie VII) z rokov 1964/1965 — uprostred
ramu okenice stlacena, zviazana polyesterova figara, desivy
fragment stigmovanej matérie a traumy Iudského osudu.
Podobne aj Filkove Oltdre sicasnosti (1964/1966) vyznievaji
ako obetné schranky a obrazobjektové fetise — defilé des-
truovanych starych ramov a v nich krehké skatulky, pos-
telné Cela, krucifixy 1 ndbozenské obrazky, symboly krizov.
Dovnitra oltarov vkladal Filko fotografie filmovych hviezd
a erotickych pin up girls, rozbité zrkadielka, klince, naboj-
nice spatané ,,pavucinou’ niti, resp. drétov. Ide o priznacné
metaforické vyjadrenie tych ¢ias — celkové zviazanie ¢i zos-
nurovanie ako tvrda zrazka malého cloveka s tazivou reali-
tou, naraz kultdrnych vzorcov minulosti s prichddzajacimi
casmi reklamy, televizie, novych technologii, ideologii.

Zda sa, ze s odstupom c¢asu aj po zmene rezimov a po vstu-
pe digitalnych médii je prave druha ,linia kazdodennosti“

v tvorbe sucasnych pétdesiatnikov a Styridsiatnikov v slo-
venskom umenti (v ramci vystavy aj v ceskom prostredi) stale
velmi silne pritomna. Prina$a mozno menej revolu¢nych ¢i
utopickych vizii, o to vac¢smi sa vsak usiluje sprostredkovat
raz brutalnu, raz krehka spravu o dnesnej dobe, krasne aj
bolestivé momenty zivotov, ktoré prave zijeme. Tu sa hodia
slova Adolfa Loosa: ,,Ziadny ¢lovek ani Ziadny spolok ndam
nevytvoril nase skrine, nase cigaretové puzdra i nase $perky.
Vytvorila ich pre nas doba. Aka je nasa sucasnost, ktora
prostrednictvom umelcov vytvara tieto objekty, tieto obrazy
dnesného zivota? Este chvilu tito otazku nechdme nezodpo-
vedand, este chvilu ju musime nechat odlezat a vychladnut.

Absorbujiic americkt lekciu pop-artu a hnutia neo-geo,
eur6psku skolu nového realizmu, arte povera, postmodernu
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by Milan Dobes (1929) make their striking
impact on the scene, in a material combi-
natory of metal, glass, light bulb and elec-
tric motor; also the vertical axes from the
Spindle cycle (1965 -1966) by the architect
Stefan Belohradsky (1930 - 2012), in a serial
arrangement of Duralumin, aluminium, or
plexiglass plates one above the other. The
materials themselves are an affirmation

of a new civilisation and its expression

in our sculpture. Furthermore, joining up
with these protagonists at long distance,
we may add the name of the Argentini-
an-Slovak artist Gyula Kosice (1924 -2016),
who is the founder of the MADI abstract
objects group and, in the international con-
text, also of a distinctive hydrokineticism.

The second current, of the objects of
everyday life, means the appearance of
objects or assemblages compiled from
ordinary found things, scrap iron, com-
ponents, fragments of old furniture, worn
utensils, and small things from bazaars or
antique shops and the like. We regard the
first works by Jozef Jankovi¢ (1937 -2017),
and by the intermedia artist Stano Filko
(1937 -2015), as the key series in this
tendency. It is most resoundingly voiced
in Jankovi¢'s assemblage Blue Shadow
(Prison VII) of 1964 -1965 - a bound poly-
ester figure is squeezed into the frame of
a window-shutter. A dreadful fragment of
stigmatised matter, and a scene from the
trauma of human fate. Filko's Altars of the
Present Day (1965 -1966) have a similar
resonance, as sacrificial remains and im-
age-object fetishes. Here there is a defile of
ruined old frames and within them fragile
boxes, heads of beds, crucifixes and reli-
gious pictures, and symbols of the Cross.
Deposited along with all this are photos of
film stars and erotic pin-up girls, broken
mirrors, nails, cartridges, and everything
is bound together by a “spider-web” of
threads or wires. This is a symptomatic
metaphorical expression of these times:
the tying or binding of everything, as the
hash collision of the little human being with
an oppressive reality, or the shock of the
cultural patterns of the past meeting the
coming times of advertisement, television,
new technologies and ideologies.

It seems that with the passage of time,
after the change of regimes and after the

Jifi Kovanda: Bez nazvu / Untitled, 2018, pohlad do instalacie / view of the installation



osemdesiatych rokov a podobne, prad 3D realizacii objektov
kazdodennosti sa prenasa aj na dnes$na generaciu. V rdmci
prevladajicej estetiky pohyblivého obrazu a ,,fluidnych*
informacii sa ukazuje, Ze potreba materialnej prezentécie,
uchopitelnosti a ukotvenia, I'udskej mierky a pohladu je pri-
tomna neustale. Nakoniec individualna umelcova sprava,
odkaz ¢1 posolstvo nie je to isté ako informacia. Sama podsta-
ta sochy/objektu dnes nabera podobu statického, pomalého
alebo ,,stuhnutého média. Vyzaduje tiez isty kinesteticky
typ komunikacie od divaka samotného, mala davku taktilne;j
skasenosti a dynamického priestorového vnimania. Stale

sa domnievam, Ze existuje aj isty druh priestorovej ,,gramo-
tnosti, teda popri tej jazykovej, medialnej, matematickej

¢1 pocitacovej.

Vystava OBJEKTivne dava dobri prilezitost absolvovat
dalsie lekcie z tejto gramotnosti. Spolu so sprievodnou vysta-
vou Milana Housera v Kunsthalle LAB je teda pre vizualne
stredne pokrocilych.

Predmetna vystava nepontka len sélové party jednotlivych
objektov, resp. instaldcii, ich plastické konfiguracie — pred-
stavuje pét priestorovych situacii, pat paralelnych pribehov,
ktoré na tomto pracovnom grémiu objektov spolu modelujt
nové kultarne situacie:

— znaky-paneldky — recyklaty od starych mam — domaci
majstri a kutilkovia — smutok opustenych veci — bastardné

a politické intervencie.
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advance of digital media, it is particularly
this second “line of everyday life” that

is powerfully present in the work of the
fifty-somethings and forty-somethings in
Slovak art (and in the exhibition context,
within the Czech milieu also). The visions
that it brings are perhaps less revolutionary,
or less utopian; but it strives all the more
to provide a report, alternately brutal or
tender, on the contemporary age, its beau-
ties and its painful moments. Appropriate
here are the words of Adolf Loos, whom we
mentioned at the beginning: “No person
and no association has created our ward-
robes, our cigarette cases, or our jewels.
They were created for us by the age.” What
kind of age is this, our age today, which by
means of the artists creates these objects,
these pictures of present-day life? We will
leave this question unanswered for a while
longer; we must leave it mature a while
longer and cool down.

With the lessons from America of pop-art
and the neo-geo movement, the European
school of new realism, arte povera, 1980s
postmodernism and suchlike having been
absorbed, the current of 3D realisations of
the objects of everyday life has been car-
ried down to the present generation. In the
context of the prevailing aesthetic of the
mobile image and “fluid” information items,
it is still being demonstrated that there is

a constantly present need for material pres-
entation, tangibility and anchorage, the
human yardstick and the human gaze. At
the end of the day the individual artist’s re-
port, communication, or message is not
the same thing as information. By its very
essence the sculpture/object today takes
on the form of a static, slow, or “stiff” medi-
um. It demands a certain kinaesthetic type
of communication from the viewer him or
herself, a small dash of tactile experience
and dynamic spatial perception. | am al-
ways of the opinion that there is a certain
type of spatial “literacy” - that is, alongside
the literacy that has to do with language,
media, mathematics, or computers.

This exhibition gives an opportunity to mas-
ter further lessons in spatial literacy. Like
the accompanying Milan Houser exhibition
in Kunsthalle LAB, this one also is for those
who are visually moderately advanced.

The OBJECTive exhibition is not just a solo
party of individual objects or installations
and their plastic configuration. Rather, it is
five spatial situations, five parallel stories,
which at this board meeting of objects are
together modelling new cultural situations:
- symbolic tower blocks; - recyclates from
the grannies; - home handymen and DIY-
men; - the sadness of abandoned things;

- bastard and political interventions.

Pohlad do intalacie vystavy / View of the installation of the exhibition of
Milan Houser: Miesto pripojenia / Connecting Point, Kunsthalle LAB, 2018
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Znaky-panelaky

Symbols-Tower Block Houses

Vladimir Beskid

V objektovom umeni kazdodennosti je silné spojenie s archi-
tektarou, interiérom a jeho vybavenim. Mohutnou lekciou

v nasom priestore bola predovietkym panelova vystavba
sidlisk, najma v sedemdesiatych a osemdesiatych rokoch mi-
nulého storocia, takze sme mestské prostredie mohli oznacit
za ,,Husdkovo Panelakovo®. Tieto razantné vizualne zna-
ky-panelaky prepisuje do svojich diel aj stredna a mladsia
generacia. Z atmosféry panelovych sidlisk v nas zostavaju

ulomky beténu, umakartovych kupelni ¢i azbestovych platni.

Pocit standardizacie, unifikacie a $edivej anonymity mozno
najlepsie vyjadruje citdt nemeckého umelca moderny Hei-
dricha Zilleho: ,,.Bytom mozno c¢loveka zabit rovnako spo-

lahlivo ako sekerou®.
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There is a strong connection with archi-
tecture, the interior, and its furnishings, in
the object art of everyday life. One mighty
lesson in our Slovak space was the tower
block construction of housing estates,
especially in the 1970s and 80s, such that
we might have called our urban environ-
ment “Husakian-panellian”. These forcefully
visual symbolic panel blocks are inscribed
in their works by the middle and younger
generation of artists. From this atmosphere
of high-rise residential areas there are frag-
ments of concrete, formica bathrooms, and
asbestos screens remaining in us. The feel-
ing of standardisation, unification and grey
anonymity is best expressed by a quotation
from the German modernist artist Heinrich
Zille: “It's possible to kill a man just as effi-
ciently with an apartment as with an axe”.

Jifi Cernicky: Slumhouse, 2015
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Jifi Cernicky: Odstredivy panel / Centrifugal Panel, 2017
Jifi Cernicky: Anachronické réadio | Anachronistic Radio, 2014/2016
Jifi Cernicky: Odstredivy panel / Centrifugal Panel (detail), 2017

Nasa vystava sa zacina architektonickou lekciou a interiéro-
v§m dizajnom moderny. Cernického architektobjekt Odstre-
dwp panel (2017) vychadza z interiéru Adolfa Loosa v Plzni,
z jeho Ziarivej zltej farby vstavaného nabytku. Predstavuje
kondenzovany model, usporiadany polyfunkény systém
interiéru so zakomponovanim poloziek dovnutra (vlozené
vesiaky, zasuvky, skatulky, ziarovky, vysuvacia stolicka). Za-
roven prinasa aj drobné individualne predmety, ktoré vsak
predstavuju akysi rusivy moment (fotografie, hodinky, knihy,
zrkadlo, porcelanova drobna socha). Pre tento ,,odstredivy*
moment osobnych pribehov zrazu nevieme presne, co sa

deje (Was ist Loos?).

Cernického dalie dve prace Kioskhouse a Slumhouse (2015)
predstavujt nielen metaforu poschodovych domov panela-
kov, ale aj celé komprimované urbanistické bloky ako dve
odlisné polohy obytnych sidlisk. Kym Rioskhouse je zmenseni-
nou modernej ,,plastovej” aglomeracie s blikajacimi neénmi,
detskym inventarom a ¢inskou stvrtou, Slumhouse skor sym-
bolizuje prirodny ttvar, pozliepané lastovicie hniezdo, malt
kasbu chatr¢i z hliny, dyhy a trc¢iacich kablov. Autor pontka
koncentrovany pohlad stale silnejtcich rozdielov medzi
nasou umelohmotnou ¢i odpadovou kultirou a socidlnou
biedou slumovych stvrti treticho sveta. Oproti tomu je nasa
beténova Petrzalka s utopiou bratislavského metra fajnovym
rajskym/paradajkovym rozpravanim.

V panelovych domoch sa jedinym spojivom anonymnych
susedov stava priestor schodiska a vytahov. Viktor Freso
recykluje sériu vyradenych sidliskovych vytahov z neskoré-
ho socializmu, ¢o nepresli reviziou, a stavia z nich mobilné
monolitné monumenty — Vytakh I-1I (2015). Tieto ready
mades, samozrejme, stracaju svoju funkénost, nepohybuji
sa, absurdne, po vertikale, ale horizontalne na malych kolies-
kach. Svietia, prijimaja divakov, no nefunguji. Pripominajt
celkovy stav osemdesiatych rokov unaveného socializmu, ked

vietko vyzeralo akoby naozaj, ibaze redlne to uz nefungovalo.

Our exhibition begins with an architectur-
al lesson and modernist interior design.
Cernicky’s architectobject Centrifugal
Panel (2017) takes its departure from an
interior by Adolf Loos in Pilsen, from the
radiant yellow colour of its fitted furniture.
It represents a condensed model, a well-ar-
ranged polyfunctional system of an interior
with inner composition of its items (fixed
coathangers, drawers, boxes, lightbulbs,
swivel chair). At the same time it introduces
minor individual objects, which represent,
however, a kind of disturbing moment (pho-
tographs, a watch, books, a mirror, a small
porcelain sculpture). This “centrifugal”
moment of personal events is the reason
why we do not know precisely what is going
on (Was ist Loos?).

Two further works by Cernicky, Kioskhouse
and Slumhouse (2015), represent entire
urbanist blocks compressed (not just a met-
aphor of multi-storey houses and tower
blocks). These two actually represent two
different attitudes to the residential settle-
ments. While Kioskhouse is a reduced mod-
ern “plastic” agglomeration with flashing
neon lights, a stock of childish things and

a Chinese quarter, by contrast Slumhouse is
more a natural formation, a stuck-together
swallows’ nest, a small casbah of mud huts,
veneers and protruding cables. Here we
have a concentrated view of the incessantly
mounting differences between our artifi-
cial-material and garbage culture and the
social poverty of the slum quarters of the
Third World. As against that, our concrete
Petrzalka, complete with the utopia of

a Bratislava metro, is a fine narrative of the
paradise of small luxuries.

The space of stairway and lifts is the sole
connector of anonymous neighbours in the
tower block houses. Viktor Fre$o recycles
a series of disused lifts from the estates

of late socialism, which had not passed
inspection, and turns them into mobile
monolithic monuments: Elevator I-11 (2015).
These ready mades, needless to say, lose
their functionality; absurdly, they move not
vertically but horizontally on small wheels.
They shine brightly, they take in viewers;

it is simply that they do not function. They
recall the overall state of the weary social-
ism of the 80s: everything seemed to look
like the real thing, but in reality nothing
was functioning.
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Viktor Freso: Vytah I-1l / Elevator I-1l, 2015
Roman Ondak: Autonémne farby / Autonomous Colours, 2018
38—39 Jifi Cernicky: Kioskhouse, 2015 Viktor Fre$o: Viytah I-Il / Elevator I-Il (detail), 2015




V nastolenych krizovych situdciach Kristofa Kinteru vystu-
puji zo zvyskov asfaltu pri paneldkoch narusené hybridné
kvety. Zrodené z kablov a techno-odpadu vytvaraja nové
druhy Cerebrum Asphaltum (2017). Tieto osobité ,,post na-
turalie® st zosobnenim stavebného neporiadku, nervozity

a narusencho prostredia. Kintera s istou davkou humoru

a sarkazmu prinasa absurdné objektové ,transformery*:
inscenované nehody v stavebnictve — ¢akajice, zapustené
van goghovské bagance v kope betonu (Fa, cakayiict v ingj mest-
nosti, 2009) ¢i zabudnutd gumovt robotnicku ¢izmu v polyu-
retanovej pene (Zo série Malé skulptiry, 2012).

Kvetanove diletantsky nainstalované neénové svietidla

a v nich napisy z kopy mftvych mtch smeruju zasa od zeme
k plafénu a otvaraju uplne iny kozmos v architektare (Mier,
2009, Kozmos, 2018).

In the set-up crisis situations by Kristof
Kintera, distorted hybrid flowers from
remnants of asphalt appear alongside the
tower blocks. Germinated from cables and
techno-junk, they create the new species
Cerebrum Asphaltum (2017). These distinc-
tive “post-naturalia” are an embodiment

of built-up disorder, nervousness and dis-
rupted environment. With a certain dash of
humour and sarcasm, Kintera introduces
absurd object “transformers”. There are
staged accidents in the building process:
Van Gogh-style boots waiting, embedded
in a concrete heap (Me, Waiting In Another
Room, 2009), or a forlorn rubber workboot
in polyurethane foam (from the Little Sculp-
tures series, 2012).

Kvetan’s dilettantishly installed neon lights
range from floor to ceiling, with inscriptions
on them from a heap of dead flies. That
opens up an entirely different cosmos in
architecture (Peace, 2009, Cosmos, 2018).
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Kristof Kintera: Cerebrum Asphaltum, 2017

Kristof Kintera: Zo série Malé skulpttry /
From the Small Sculptures Series, 2012

Kristof Kintera: Ja, Cakajuci v inej miestnosti /
Me, Wainting In Another Room, 2009



Marek Kvetan: Kozmos / Cosmos, 2018
42 — 43 Marek Kvetan: Mier / Peace, 2009; Koberec Il / Carpet Il (detail), 2015 Roman Ondak: Autonémne farby /| Autonomous Colours, 2018




Recyklaty
od starych mam

Recyclates
from the Grannies

Vladimir Beskid

Kym prva kapitola bola skor ,,hardcore®, prudko beténova While the first chapter was more “hard-

rapsodia, tak objekty z doméceho prostredia st skor tichym ~ core’. a vehement concrete rhapsody,

contrastingly the objects from the domestic

environment are more a quiet melody in the

dedicstvo starych mam, ista reminiscencia, recyklacia ¢i family setting. A different tradition is reflect-

sentiment paméatovych $truktar. ed here: the heritage of grannies, a certain
reminiscence, recycling, or the sentiment
of memorial structures.

popevkom v rodinnom prostredi. Zraci sa tam ina tradicia,

A4 — A5 Viktor Fre$o: Ram 03 / Frame 03, 2016
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Viktor Fre$o: Recykluj ma (Zo série Family Vintage) / Recycle Me (From the Family Vintage Series), 2017

U Viktora Fresa najjdeme aj tito polohu. Vznika kombina-
cia, resp. vecna skrumaz, kde vystupuje opreté vyrezavané
celo lakovanej postele starych materi, polystyrénové ruzové
obaly, pichlavé svietidlo s diskotékovymi hadicami a pri tom
jeho autoportrétna mongoloidna hlava (Recykly ma, Zo série
Family Vintage, 2017). Este blizsie ku svetu starych mam, pria-
mo ich spélni, je dekonstruovany ready made gycového na-
bozenského obrazu, ktory Freso analyzuje, doslova rozobera
na kusky: osobitne ovalny ram, sklo a vyvaleny obraz ako
vyplazeny jazyk na zemi (Rdm 03, 2016). Tento ,,recyklat®,
zbaveny svojej povodnej ochrannej funkcie, stoji uprostred
saly akoby nahy a Gplne vykosteny.

Pristup Kristofa Kinteru v tejto oblasti je menej sarkastic-
ky, vacsmi poeticky a laskavy. Jeho ironia a vtip st vltdne

a Steklivé. Vidime to na pamaétnikovej skulptire zo starych
vankusov postavenych zvisle na sebe (Zo série Malé skulptiry,
2012) ¢i na objekte, kde dominujt samostatne stojace staré
ponozky na lacnom orientalnom koberci, aky mavali nasi
predkovia obycajne v predsieni (Bezvdhovy stav, 2012).

U Pavly Scerankovej stoji stara tonetovska stolicka nalozena
v zavaraninovych flasiach zo $pajzy starej mamy (Vyskum,
2015). Pritomna je aj iltzia a skreslenie samotného vnima-
nia, ked vas klamu vlastné o¢i (nozicky stolicky vo vode nie
st z dreva, ale z bambusu a v redli si nepomerne mensie).

Dominik Lang formatuje nestabilné, zneistujice prostredie,
stavia heterogénne objektové prostredie za pomoci netpl-
nej Sachovnice, obstaroznych stolikov, kvetinacov a stolicky
zavesenej na stene dolu hlavou (Tagkosti hrdca Sachu, 2015).
Sadrové odliatky rak ¢i rukavic, figurka dievcata skryta pod
stolom st jednym z mala figuralnych fragmentov na vystave
a prinasaji intimny, melancholicky az lyricky podtén. Tato
nastrazena situacia z kabinetu starych otcov pracuje s fe-
noménom casu a laka divaka na akciu 1 prechadzku. Ako
autor sam vystizne pise, prenho je dolezita ,hra s rozdilnymi
materialy a jejich fyzicka a opticka kvalita, stabilita; déleni
prostoru, které znemoznuje plynuly pohyb; jemné modifika-
ce objektid a prostort, zmény meétitka; noveé definované funk-
ce a vlastnosti véci, vytrhovani uz existujicich véci z jejich
prirozeného kontextu a pouzivani jich k novému tcelu, ¢imz
ztraceji svou predchazejici funkcei a vyznam®.

We find this register also in Viktor Freso.

A combination emerges, or a functional
cramming together of things, with the
appearance of the propped cut-off head of
a granny-style lacquered bed, pink polysty-
rene wrappings, a bristly light with disco-
theque hoses, and along with all that, his
self-portrait with a mongoloid head (Recycle
Me, From the Family Vintage Series, 2017).
Still closer to the grannies’ world, specifi-
cally to their bedrooms, is a deconstructed
ready made kitsch religious picture, which
Fre$o analyses or literally takes to pieces:
the special oval frame, glass, and the over-
turned image as a stuck-out tongue on the
ground (Frame 03, 2016). This “recyclate”,
deprived of its original protective function,
stands in the middle of a hall, as if naked
and wholly deboned.

Kristof Kintera's approach in this area is less
sarcastic, more poetical and kinder. His
irony and wit is good-natured and ticklish.
We see this in the memorial sculpture of old
pillows, placed vertically on one another
(from the Little Sculptures series, 2012), or
in an object where the dominant feature

is old socks standing independently on

a cheap oriental carpet, which our fore-
bears generally had in the entrance hall
(State of Weightlessness, 2012).

Pavla Scerankova has an old Tonet chair
upright, lodged among preserve jars from
granny’s parlour (Research, 2015). Confront-
ing us here is both an illusion and the dis-
tortion of actual perception where your own
eyes deceive you (the little legs of the chair
in water are not of wood but of bamboo,
and in reality they are very much smaller).

Dominik Lang formats an unstable, disquiet-
ing setting: he composes a heterogeneous
object environment using an incomplete
chessboard, obsolescent tables, flower-
pots, and a chair hung upside down on the
wall (Difficulties of the Chess Player, 2015).
The laid-out plaster casts of hands and
gloves, and the figure of a little girl hiding
under a table, are among the few figural
fragments in the exhibition, to which they
lend an intimate, melancholy, even lyrical
undertone. This booby-trapped situation in
the grandparents’ cabinet works with the
phenomenon of time and lures the viewer
towards action and perambulation. As the
artist himself succinctly writes, what is



Kristof Kintera: Bezvahovy stav /| Weightlessness, 2012
48 — 49 Kristof Kintera: Zo série Malé skulptury / From the Small Sculptures Series, 2012 Pavla Scerankova: Vyskum / Research, 2015
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U Marka Kvetana je tstrednou postavou velka stolickova
vertikala (Vertikal 11, 2016). Od spodného ,hokerlika® z ku-
chyne starej mamy cez kancelarske kresla a obyvackova
fotelku az po pozlatené nevkusné kreslo podnikatel'ského
baroka na vrchole. Nepochybne ide o hierarchicku struktaru
dnesného mocenského kapitalu, ¢o ndm v spodnom zrkadle
déava aj potrebnt spatna vazbu. Zaroven to mozno citat

i ako odkaz na Brancusiho Nekonecny stlp v sa¢asnosti & po-
krivent spiritudlnu os (hoci stoji rovno), metaforu dnesnych
korporacii so sociopatmi na ich cele.
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important for him is the “play with diverse
materials and its physical and optical quali-
ty, stability; a division of space which makes
fluent movement impossible; delicate mo-
difications of objects and spaces, changes
of yardstick; newly defined functions and
qualities of things, ripping existing things
out of their natural context and using them
for a new purpose, whereby they lose their
preceding function and meaning”.

For Marek Kvetan the central figure is

a large vertical of chairs (Vertical Il, 2016).
From the bottom-placed stool from gran-
ny’s kitchen, through office chairs and

a living room easy chair, to a tasteless
gilded armchair of businessman’s-baroque
on the summit. Undoubtedly this is about
the hierarchical structure of the present-day
power of capital, which also gives us the
necessary feedback in a mirror below.

At the same time, it may be read also as

a reference to Brancusi'’s Infinite Column at
the present time, or a twisted spiritual axis
(though it’s standing straight), a metaphor
of today’s corporations with psychopaths
at their head.

Marek Kvetan: Vertikal Il / Vertical Il, 2016




Domaci majstri
a kutilkovia

Home Handymen
and DIY-men

Vladimir Beskid

Tu sme na tzemi malomestiackeho vkusu a domacich
vylepsovatelov: vikendovi majstri amatéri, manzelia-amatér-
ski dizajnéri, dorabatelia zGtulnenia svojho byvania. Vzdy
je mozné nieco malé prerobit, opravit, zmontovat, dolepit,
¢i vytvorit vlastny mily gy¢. Sa to autonémne zoény potese-
nia kutilov-babrakov v style Pat a Mat. Z vizii dessauvského
Bauhausu o integralnom spojeni architektiry, umenia a re-
mesla zostava dnes iba Bauhaus — hobby-market: ,,Vas $pe-
cialista pre dielnu, dom a zahradu® na mestskej periférii.
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Here we are on the territory of small-town
taste and domestic improvers: weekend
master amateurs, husband-and-wife ama-
teur designers, people hard at work at the
cosiness of their dwelling. Always it's pos-
sible to find something small to adapt,
repair, mount, or stick together, or to create
one’s own heart-warming kitsch. These

are autonomous zones for the delight of
DIY-mess-makers in the Pat and Mat style.
From the vision of Dessau Bauhaus on the
integral connection of architecture, art
and craft, what remains today is only the
Bauhaus hobby-market: “Your specialist for
workshop, home and garden” on the out-
skirts of town.

Marek Kvetan: Na tom nasom... Il / On Ours... Il, 2010/2018



Marek Kvetan: Hobby IIl, 2010
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Pavla Scerankova: Meranie | Measuring, 2015

Exemplarnym prikladom tychto domacich machrov je
Kvetanova instalacia Hobby I1I (2010) — majstrovské dielo
domaceho majstra a jeho vkusu — motivy jeletiov a kovbojov
vypalené do vlnitého plechu, vily a animované postavicky
do polystyrénu a okolo vsade raj ornamentov ¢i vzorov

v podobe c¢ipkovanej decky, vycifrovanych rovno do stolikov.
K tomu nedorobena ,,farebna“ hudba neénov a nedbala ele-
gancia fuSerskej elektroinstalacie. Hned vedla je maliarska
instalacia Na tom nasom...1I (2010/2018), kde preraza idiotsky
valcekovy dekoér starych Cias, a eSte je pri tom aj cela malia-
rova vybava, akoby to majster maliar nechal nedokoncené

a uz sa k tomu nevratil.

V Scerankovej videoskulpttre, v rozpadnutej drevotrieskovej
skrini, bezi kratka videoslucka (Meranze, 2015). Autorka si na
rozne casti tela pripevnila cudné dosticky, na ktoré razantne
dopadajt pingpongové lopticky. Hrdinka znasa stoicky, ked
do jej malého ciernobieleho sveta neustale dopadaji dotie-
ravé otazky a informacie z vonkajsieho sveta. Na tato ticht
tortiru sa divame trochu bezmocne.

Na Ondakovej invalidnej gymnastickej kladine pochoduje
rad rozbitych sklenych nadob, laboratérnych skamaviek

a baniek (Pokus a Omyl, 2018). Vytvaraju hierarchicka struk-
taru od najmensej po najvicsiu, evokujic poskodeny systém
v §tyle pokus-omyl aj pocit zneistenia, socialneho laboratéria
¢i neradostny postmoderny stav ,,rozbijania uz rozbitého®.

Pavla Scerankova nam prinasa majstrovsky kvet, kde sa
pretina svet umenia, vedy a osobného vesmiru (Umenie nezme-
ratelnych vedeckych otdzok 1., 2012). Na tenkych nézkach maliar-
skeho stojanu vyrasta mozno mohutny polystyrénovy kvet ¢i
chvost kométy, exploézia, zratenie osobného priestoru. Vytva-
ra tak krehké napétie medzi nemeratelnou citlivostou ume-
nia, neuchopitelnou prirodou a podivnou teériou chaosu.

Vanckov Particip ¢ 207 (2017/2018) je drobna kresba fixkou
na ,.chytrej” stene. V tuctovych latkach je vrstvena reflexna
plocha a na nej nakreslenych par znakov. Ide o ambivalent-
ny zaznam S$vejkovskej dada poetiky o naraze na ostry roh
stola a zaroven o odkaz na hlbsie roviny odrazu, resp. zrkad-
lenia v pozadi.

Kvetan’s installation Hobby I11 (2010) is

an exemplary case of these domestic
handymen'’s work. Here is a masterwork of
a domestic master and his taste: motifs of
deer and cowboys branded into corrugated
tin; fairies and small animated figures in
polystyrene, and everywhere round about
an Edenic profusion of ornaments and
patterns in the form of a prettified little girl,
decoratively stamped right on the tables.
With this goes a half-baked “colour” music
of neon lights, and the careless elegance
of a slipshod electrical installation. Directly
alongside is the painterly installation In This
Our...I1 (2010/2018), where what leaps to the
eye is the idiotic roller decor of old times,
and along with this the entire painting
tackle has been left behind, as if the master
painter had left the work unfinished and
never returned to it.

Scerankova’s video sculpture has a short
video loop running in an overturned
chipboard wardrobe (Measuring, 2015).
To various parts of her body the artist has
attached odd little plates, on which little
ping-pong balls are conspicuously fall-
ing. Obtrusive questions and information
items from the outside world ceaselessly
come dropping into her own little black-
and-white world, and the heroine stoically
endures it. Somewhat helplessly, we gaze
at this silent torture.

A series of broken glass vessels, labora-
tory test tubes and flasks, marches along
Ondak’s damaged gymnastic beam (Trial
and Error, 2018). They create a hierarchical
structure, from smallest to largest. This
evokes our entire damaged system in the
trial-and-error style and the feeling of un-
certainty and of being in a social laboratory,
and also the joyless postmodern state of
“breaking what'’s already broken”.

Pavla Scerankova brings us a masterly
flower, where the worlds of art, science

and the personal universe intersect (An Art
of Non-measurable Scientific Questions .,
2012). Growing on the slender legs of

a painter’s stand is what may be a mighty
polystyrene flower, or a comet’s tail, or an
explosion, a collapse of personal space. That
creates a fragile tension between the im-
measurable sensitivity of art, unencompass-
able Nature, and the weird theory of chaos.



Roman Ondak: Pokus a omyl! / Trial and Error, 2018 Pavla Scerankova: Umenie nezmeratelnych vedeckych otazok I | The Art of Unmeasurable Scientific Questions I, 2012
60 —61 Roman Ondak: Pokus a omyl / Trial and Error (detail), 2018 Roman Ondak: Autonémne farby / Autonomous Colours, 2018
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62 —63 Tomas Vanék: Particip &. 207 / Particip No. 207, 2017/2018 Jifi Kovanda: Bez ndzvu / Untitled, 2018, pohlad do instalacie / view of the installation
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Peter Ronai: OBJEKTivne / OBJECTive, 1991/2018, pohlad do instalacie / view of the installation

Jiri Kovanda ako spravny majster improvizator pracoval
priamo s vecami a materialmi, ktoré nasiel v zazemi, v skla-
de Kunsthalle Bratislava. Preto taka minimalisticka skla-
dacka farebnych kobercekov, hasiacich pristrojov, textilnych
sedaciek atd. Do celkovej atmosféry vsak vnasa robotnicku
situdciu so ,,zabudnutymi‘ flasami piva aj poetiku inteli-
gentnej hry — na lavicke zostali porozsypané lentilky, ale iba
oranzovej a zelenej farby, podla dvojice farebnych pruhov
na kobercl.

Aj Rénaiove dve vedra pod schodmi, naplnené zrkadlovou
plochou alebo stavebnou penou (Slovenskd virtudina realita I1.,
1997), navodzuji atmosféru neupratané¢ho prostredia staveb-
nych majstrov ¢1 machrov. Vo vedre s penou je zabudovana
live kamera, ktora pri nakloneni zobrazi uprostred obrazov-
ky vasu tvar a vy sa v tejto ,,upatlanej* realite majstrov stava-
te spoluticinkujicim.

Vanék's Participle No. 207 (2017/2018) is

a small sketch with felt pen on a “smart”
wall. There are ordinary materials with

a layered reflective surface, on which a few
symbols are drawn. This is an ambivalent
record of Svejk-style dada poetics, about
banging against the sharp corner of a table,
and simultaneously it refers to the deeper
levels of the reflection or mirror-effect in
the background.

Jifi Kovanda, a true master-improviser, has
worked directly with things and materials
which he found in the hinterground and

in the stores of the Kunsthalle Bratislava.
Hence this minimalist mini-composition of
coloured carpets, fire extinguishers, textile
seats etc. However, into the overall atmos-
phere he transports a workaday situation
with “forgotten” beer bottles and poetics
of intelligent play: the lentilky - chocolate
candies that have remained strewn on

a bench are orange- and green-coloured
only, matching the two colour bands which
alternate on the carpet.

Ronai’s two buckets under the stairs, one
filled with mirror glass and the other with
building foam (Slovak Virtual Reality 11, 1997)
also evoke the atmosphere of the messy
environment of building masters or handy-
men. In the bucket of foam there’s a forgot-
ten live camera, which when tilted portrays
your face in the middle of a screen. You
thus become a co-performer in this “be-
smeared” reality of the masters.



Smutok
opustenych veci

The Sadness of
Abandoned Things

Vladimir Beskid

Do vystavy boli zaradené aj drobné veci a vecicky tohto
sveta, ich intimne pribehy a intertexty. Obhajuju svoj zivotny
priestor ako mlcanlivi a opusteni stpttnici, pretoze podla
ceského basnika Jittho Wolkra zaobchadzame s nimi ,.jako
by nezily, /a ony zatim ziji a divaji se na nas /jak vérni psi
pohledy soustredénymi /a trpi, /ze zadny clovek k nim
nepromluvi®.

66 — 67

The little things and tiny things of the
world, their intimate stories and intertexts,
have also been included in the exhibition.
They defend their living space as silent
and abandoned fellow-travellers, because,
according to the Czech poet Jifi Wolker, we
deal with them “as if they were not alive, /
and nonetheless they live and look at us /
like faithful dogs, with concentrated gazes,
/ and suffer, / because no human being
talks to them”.

Tomas Vanék: Particip ¢. 17 / Particip No. 17, 2001



68 — 69 Tomas Vanék: Particip &. 17 / Particip No. 17, 2001 Tomas Vanék: Particip &. 17 / Particip No. 17, 2001




Denisa Lehocka: Bez nézvu / Untitled, 2010/2018
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Denisa Lehocka: Bez nézvu / Untitled, 2010/2018

Vhodnym reprezentantom tejto polohy je ucelena instalacia
Denisy Lehockej (Bez ndzvu, 2010/2018). Ide o otvorenie
dveri do jej ateliéru, do jej krehkého sveta. Zviditelnuje svoje
procesy tvorby a myslenia, ich sekvencie a paméatové stopy,

a vytvara tak objektovy dennik efemérnych situacii rozloze-
nych na stole, opretych na zemi ¢i zaveseny ,,dazd* drob-
nych sadrovych odliatkov. Pontika vlastny register femininnej
poetiky a senzitivnych situacii. V hojnosti predmetov a ma-
teridlov (drevo, platno, koraliky, nite, sadra, kamene, konare,
papier, stuhy, grafit a pod.) sa zraci prenikavost aj subtilnost
jej rozpravania v priestore. Vznika silne nasytené vizualne
pole, ktoré napriek fragmentarnosti ,,rozptylenych® struktar
nestraca integritu celku ani potrebnt rezonanciu s divakom.
Nakoniec aj ona pracuje s architektirou a do instal4cie
zapdja tri demontované gulovité svietidla z Kopplovej vily
trnavskej galérie.

A convenient representative of this register
is the focused installation by Denisa Lehoc-
ka (Untitled, 2010/2018). This is about open-
ing the door to her studio, to her fragile
world. She makes visible her processes

of working and thinking, their sequences
and memorial traces. What emerges is an
object diary of ephemeral situations, spread
out on a table or laid upon the ground, or

a hanging “rain” of small plaster casts and
the like. She creates her own register of
feminine poetics and sensitive situations.

In the abundance of objects and materials
(wood, canvas, beads, thread, plaster,
stones, branches, paper, ribbons, graphite,
and so on) the piercing and subtle qual-

ity of her narration in space is reflected.

A strongly saturated visual field is pro-
duced, which, despite the fragmentariness
of the “diffused” structures, does not lose
the integrity of the whole and the necessary
resonance with the viewer. Ultimately she
too is working with architecture, and she
includes in the installation three dismount-
ed spherical lights from the Kopplova vila
of the Trnava gallery.
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Marek Kvetan: Koberec Il / Carpet I, 2015
Jifi Cernicky: Aerodynamicky kabel | Aerodynamic Cable, 2004

V kate stoji Kvetanov nerozbaleny orientalny koberec

z Ikea, z ktorého sa obcas ozve muzika turk-popu s inten-
zivnym blikanim mikrosvetielok (Koberec 11, 2015). Priliechavy
priklad multi-kulti prostredia a nasej (ne)schopnosti sa vyrov-
nat s prilivom inych kultar a vzorcow.

Partictp ¢ 17 (2001) od Tomasa Vanéka predstavuje dlhy

rad vypreparovanych hraciek zvieratiek a l6pt rozli¢cnych
S$portov. Autor programovo pracuje s motivom $ablén (na-
striekané zvonceky v panelovych domoch, zmit elektroin-
Staldcie, drevené obloZenie). Sablony pre autora predstavuj
opakovanie kultarnych ¢i rodinnych stereotypnych vzorcov
v namodelovanych situaciach. Plastikové hracky a gumové
lopty narezava tak, aby z nich vznikli osobité ,,priestorové®
$ablony a mozno navodili pocit poskodenia integrity, zne-
hodnotenia nasich hraciek deti a dospelych.

Cernického zvizok elektrickych kablov sa majestatne vini
zo steny ako vyraz oslobodzujiceho gesta veci aj hrdosti
diletantskej prace (derodynamicky kdabel, 2004).

Viktor Freso predstavuje naskladany komorny ,,panelak*

z0 starych boxov magnetofénov (Feciho a Anin Sonet Duo, Z.o
série Family Vintage, 2017). Tieto starozitné kasky kufrikovych
kotacovych magnetofénov Tesla Sonet duo boli $pickovym
vyrobkom v ramci RVHP (mladsia generacia uz asi nepozna
ani tato archivnu technolégiu, ani tato soc-skratku). Objekt
tak dualisticky a nostalgicky odkazuje nielen na minulé,
predpotopné — analégové — Casy, ale aj na silné hudobné
zazemie rodiny IreSovcov. V hlavnej sale stoji opusteny
Fresov $pinavy maliarsky rebrik zalepeny lepiacou paskou —
»umlcané stafle”, ktoré prezentuju vertikalitu a hrdost, ale
zaroven aj absurdnost situacie svojej praceneschopnosti.

Na rohu pri mure sedi zabudnuty zarmuteny Langov psik

so zvesenymi usami, trochu zakryty ,,vintage* taskou s Cer-
stvym nakupom (Fes, 2005). Bravirne kopiruje znamu situa-
ciu smutnych psov, poslusne ¢akajtcich na svojich supermar-
ketovych panow.

Nékupnt horacku priliehavo dokresluje aj preplneny na-
kupny kosik Petra Ronaia (Umenie — nase kaZdodenné, 1997).
Potreba nakupovania — ,,shopping hobby* — je silnejsia nez
akékolvek umenie.

In a corner stands Kvetan’s oriental carpet,
still unwrapped, which emits an occasion-
al blast turk-pop music with an intensive
blinking of micro-lights (Carpet Il, 2015).

A gripping example of a multi-culti setting
and our (in)ability to come to terms with the
inflow of cultures and patterns.

Participle No. 17 (2001) by Tomas Vanék
presents a long series of elaborate animal
toys and balls from various sports. Vanék
programmatically works with the motif of
stereotyped patterns (sprayed bells in tower
block houses, a tangle of electro-installa-
tion, wooden panelling etc.). For the artist,
these patterns represent the repetition of
cultural or family stereotypes in modelled
situations. In this instance the plastic toys
and rubber balls are cut through in such
away that they generate distinctive “spatial”
patterns and perhaps evoke a feeling of the
violation of integrity, the devaluation of our
toys for children and adults.

Cernicky has a bundle of electrical cables
majestically thrusting out of a wall, as an
expression of the liberating gesture of
things and the pride in dilettantish work
(Aerodynamic Cable, 2004).

Viktor Freso presents the construction of

a chamber “tower block” from old box tape
recorders (Feci’s and Ana’s Sonet Duo, From
the Family Vintage Series, 2017). These an-
tique-shop specimens of Tesla Sonet port-
able disc tape recorders used to be a top-
of-the-range product in RVHP (the younger
generation probably no longer knows this
archival technology or this socialist-era
acronym). The object thus dualistically and
nostalgically refers to a previous, antediluvi-
an, analog age, and also to the pronounced
musical background of the Freso family.
Fre$o's filthy painter’s ladder, stuck together
with masking tape, stands on its own in the
main hall. These “silenced easels” show off
their verticality and pride, but simultane-
ously they betray the absurdity of the situa-
tion with their unfitness for work.

A forgotten, sorrowful Lang dog with floppy
ears, somewhat covered over by a vintage
bag containing fresh shopping (Dog, 2005),
sits in a corner by a wall. In bravura style

he mimics the well-known situation of the
doleful dogs obediently waiting for their
supermarket-visiting masters.



Viktor Freso: Feciho a Anin Sonet Duo (Zo série Family Vintage) / Viktor Fre$o: Rebrik (Zo série Family Vintage) / Ladder (From the Family Vintage Series), 2008
76 —77 Feci and Ana’s Sonet Duo (From the Family Vintage Series), 2017 Dominik Lang: Pes / Dog, 2015




Pod schodmi je tiez ucupena séria vynesenych objektov Jiri-

ho Kovandu (Bez ndzou, 2018) s malou davkou melanchdlie,

pocitu odlozenosti 1 nepotrebnosti. Prejavuje sa v nich aj ista
numerologicka hra autora: jeden otvarac na pivo, dva hasia-
ce pristroje, tri flase piva, styri nadoby s olivami, pat rozkov

pod vankasmi atd.

Niektoré predmety sa na vystave opakuji, vytvarajic tak
podvedomy rytmus vystavy a mozné intenzivne ,,déja vu®:
stolicky (Kvetan, Lang, Scerankova), koberce (Kintera,
Kovanda, Kvetan), sadrové predmety ((v]ernick}'/, Lehocka,
Lang) ¢i pingpongové lopticky (Scerankova, Roénai). Popri
odpocivajucej recyklovanej post-instalacii so zvyskami flu-
xusovej hry (Post Ping Pong, 1990) sa v kate nesmelo krci
dalsi obrazobjekt — na zemi schtlleny nerozbaleny light box
objekt, na ktorom bezi LED text: ,,POST CONTEMPO-
RARY ART* (Post sicasné umenie, 2017). Nevieme celkom
rozbalit nasu situaciu, ani nase umenie po umeni.
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This shopping fever is precisely captured
in Peter Rénai’'s crammed shopping basket
(Art - Ours Every Day, 1997). The need to
shop, the shopping hobby, is more powerful
than any art. Huddled under the stairs is

a series of cast-off objects by Jifi Kovanda
(Untitled, 2018). There is a small dash of
melancholy in them, a feeling of being cast
aside and not required. But the artist also
has his numerological game: one bottle
opener, two fire extinguishers, three beer
bottles, four jars of olives, five bread rolls
under the pillow, and so on.

Ultimately some objects recur in the ex-
hibition, thereby creating a subconscious
rhythm and perhaps an intensive “déja vu”
feeling: chairs (Kvetan, Lang, Scerankova),
carpets (Kintera, Kovanda, Kvetan), plaster
objects (Cernicky, Lehocka, Lang) and ping-
pong balls (Scerankova, Ronai). Alongside
the relaxing recycled post-installation with
remnants of fluxus play (Post Ping Pong,
1990), a further image-object is timidly
hunched in a corner: squatting on the
ground, a light box object that isn’t even
unwrapped, with an LED text running there:
“POST CONTEMPORARY ART” (Post Con-
temporary Art, 2017). We don’t altogether
know how to unwrap our situation, or our
art after art.

Peter Rénai: OBJEKTivne / OBJECTive, 1991/2018,

pohlad do instalacie / view of the installation

P A

Jifi Kovanda: Bez nazvu / Untitled, 2018,
pohlad do instalacie / view of the installation



Bastardné a politicke
intervencie

Bastard and Political
Interventions

Vladimir Beskid

Na vystave OBJEK Tivne boli jednotlivé artefakty nielenze
prinesené a prezentované, ale niektoré z nich navyse zosob-
novali priamu reakciu na pontknuty priestor. Islo o bez-
prostrednu vyzvu k dvom renomovanym umelcom ,,obsadit*
nevystavny priestor pod schodmi vo vstupnej hale, ale tiez

o cely rad drobnych intervencii, hybridnych situdcii nasho
bastARTu aj so sirsim politickym zaberom ¢i kontextom.

80—81

Some of the artefacts at OBJECTive were
not just transported thither and presented:
they responded directly to the space
offered. Besides the direct challenge to two
renowned artists to “occupy” the non-
-exhibiting space under the stairs in the
entrance hall, there is also an entire series
of small interventions, hybrid situations

of our bastART, and also with a broader
political scope or context.

Jiti Cernicky: Vizby / Binds, 2004/2018



il

82—83 Jiti Cernicky: Vazby / Binds, 2004/2018 Jiti Cernicky: Vizby / Binds, 2004/2018




84 —85 Pavla Scerankova: Sthvezdia / Constellations, 2013




Stthvezdia (2013/2018) od Pavly Scerankovej je najvacsou
instalaciou v Gstrednej sale Kunsthalle Bratislava. Prinasa
podivné spojenie nizkej a vysokej kulttary, ked konstrukcia
hrdzavych lesenarskych rarok vo vyske nesie kancelarske
stolicky a kresla. Pritom instalacia sa ,,nabtrava“ aj do
prostredia galérie — kresla vybrali priamo z kancelarii jed-
notlivych pracovnikov galérie. Vznasajacimi sa kreslami
tato inak ,,parazitna® struktira vzletne navodzuje sihvezdie
Velkej medvedice.

Spletité kable a dréty so skatulkami od Jirtho Cernického

st sice minimalistické, ale agresivne zasahuja do galerijné-
ho priestoru (Vizby, 2004/2018). Autor sa na niekolkych
miestach vmontuje do elektrickych rozvodnych skriniek,

do elektroinstalacie, svetelnej rampy ¢i hasiacich pristrojov.
Prizivnicky nardsa cistotu galerijnej bielej kocky, prezentuje
fuserska pracu instalatérov a divakovi dava moznost napisat
nejaky odkaz na steny vystavnej saly.

Na instalovanie dveri Marka Kvetana s vyrezanym plaga-
tovym motivom filmového bojovnika Ramba sa musela
narusit sadrokarténova stena, a tym sa zviditelnila aj zadna
cast architektary (Rambo, 2009/2018). Ukazali sa tak nielen
,papierové® dvere, ale 1 spojenie zavanu starej socialistickej
architektary a nového imidzu kapitalistickej ikonickej kultary.

K melanchélii starych ¢ias sa pridava zvuk interaktivne-

ho retro-radia na obstaroznom stoliku Jiftho Cernického
(Anachronické rddio, 2014/2016). Ked prechadza okolo divék,
preladuje vlny a radiové stanice aj s historickym obsahom.
Sucasny divak tak manipuluje minulost a stava sa tiez aktiv-
nou ,,rusickou rozhlasového vysielania.

Instaldcia Marka Kvetana na motivy Iudovej piesne ,,Na tom
nasom dvore* predstavuje malbu maliara natieraca priamo
na stenu, pricom farby namiesava z narodne;j trikolory ma-
darskej a slovenskej vlajky (Na tom nasom...1I, 2010/2018).

Na podkladovi madarska mixfarbu nanasa val¢ekovy dekor
slovenskej lomenej farby a tuctova obyvackovi malovku po-
stva do politicky inych stvislosti (vznik Slovenska na zakla-
doch Uhorska, vznik Ceskoslovenska prave pred 100 rokmi).
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Constellation (2013/2018) by Pavla Sceran-
kova is the largest installation in the Kunst-
halle Bratislava central hall. It brings us

a strange connection of high and low
culture: office chairs and armchairs are
sustained, held high, by a construction of
rusty scaffolding pipes. Besides which, the
installation is “crashing into” the gallery
setting: the chairs were taken from individu-
al workers in the gallery’s offices. This oth-
erwise “parasitic” structure, with its soaring
armchairs, poetically evokes the Great Bear
constellation.

While Jifi Cernicky’s tangled cables and
wires and little boxes are minimalistic, they
nonetheless intervene aggressively in the
gallery space (Binds, 2004/2018). In a num-
ber of places the artist has done mount-
ings on electrical distribution boxes, the
electro-installation, the light ramp, and the
fire extinguishers. Parasitically, he disturbs
the purity of the gallery’s white cube; he
exhibits the slipshod work of installers, and
he gives even the viewer an opportunity to
leave some sort of message on the exhibi-
tion hall’'s wall.

For Marek Kvetan’s installation of a door
with a ripped poster motif of the film hero
Rambo, a plasterboard wall was broken
through and the rear part of the build-

ing thereby exposed to view (Rambo,
2009/2018). What became apparent here,
besides the “paper” doors, was the air of old
socialist architecture in conjunction with the
new image of capitalistic iconic culture.

Adding to the melancholy of old times is
the sound of an interactive retroradio on an
old-fashioned table, by Jifi Cernicky (Anach-
ronistic Radio, 2014/2016). When a viewer
walks by, it retunes its wavelengths and
radio stations, along with their historical
content. The contemporary viewer thus ma-
nipulates the past and becomes an active
“interferer” with radio broadcasting.

Marek Kvetan's installation, to motifs of

the folk song “Right In Our Yard”, presents
a painting by a dauber-painter directly on
the wall, mixing colours from the Hungarian
national tricolor and the Slovak flag (Right
In Our...11, 2010/2018). Onto a first coat of
Hungarian mix-colouring he overlays the
botched colour of a roller decor, and he
gets politically different circumstances

Marek Kvetan: Rambo, 2009/2018

Jifi Cernicky: Anachronické radio / Anachronistic Radio, 2014/2016



88 —89 Marek Kvetan: Na tom nasom... Il / On Ours... Il (detail), 2010/2018 Kristof Kintera: Raj dnes / Paradise Now, 2009
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V hlavnej sale vpravo si pouli¢né zabrany, na zamedzenie
pohybu ¢i vytvorenie bariéry pri manifestaciach, urobili
malé ,,;rajské povyrazenie®. Kinterove pozinkované zabrany
s pridanym parozim vytvaraju stado slobodnych tvorov, ¢o
sa volne pohybuje po hale, dokonca niektori jedinci vyliezaj
aj na jej steny (Raj dnes, 2009).

Roman Ondak v najnovsej praci prinasa takmer dvadsiatku
drobnych objektov, ktoré st rozosiate po celom vystavnom
priestore, intervenuju a zasahuju aj do priestoru diel inych
autorov. St neodbytné ako otravné komare ¢i nezelané
mikréby. Ide o malé pokrcéené kiisky medenej strechy, nedba-
lo pomalované dvoj-, troj- ¢i $tvorfarebnymi symbolmi auto-
némnych a separatistickych oblasti v Eurépe — od Baskicka,
Katalanska az po Podnestersko a Donbas (Autondmne_farby,
2018). Tak sa chtiac-nechtiac dostavaj globalne a politické
problémy az do interiérov nasich obyvaciek a zivotow.

Roman Ondak: Autonémne farby /| Autonomous Colours, 2018

(the emergence of Slovakia on the founda-
tions of Hungary; the birth of Czechoslova-
kia 100 years ago) caught up in the ordinary
painting of a living room.

Street barriers, designed to inhibit move-
ment or create a barrier during demon-
strations, have made a small “Edenic”
distraction in the main hall on the right.
Kintera's zinc-coated barriers with antlers
attached create a herd of free creatures
which move freely through the hall; some
of them are even climbing its walls (Para-
dise Now, 2009).

Roman Ondak in his latest work presents
almost twenty small objects which are scat-
tered through the entire exhibition space;
they intervene and interfere even in the
space for works by other artists. They are
as pertinacious as bothersome mosquitoes
or unwanted microbes. What they actually
are is small twisted scraps from a copper
roof, negligently painted in the two-, three-,
or four-colour flag schemes of autonomous
and separatist areas in Europe: the Basque
land, Catalonia, to Podniester and Donbas
(Autonomous Colours, 2018). And so global
and political problems willy-nilly make their
way right into the interiors of our living
rooms and our lives.
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Intenzivny signal pripojenia
« COLOR HOUSE-R

Intensive Connection Signal
« COLOUR HOUSE-R

Vladimir Beskid
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Samostatna vystava ceského umelca Milana Housera
(*1971), ktora sa konala vramci vystavy OBJEK Tivne

s nazvom Maesto pripojenia, sa prislovecne predstavila

v Kunsthalle LAB, lebo prinasa laboratérne prostredie
priestoru malby ¢i malby v priestore. Nakoniec, kedZe islo
o sprievodnt akciu k cesko-slovenskej vystave objektov, ju
mézeme vnimat aj ako prispevok o hrani¢nych podobach
malby a objektu (mnohokilogramové kruhy so silnym
blindramom, redukcia malby na pigmentové vldkna zo
stuhnutého laku, ¢o sa rozpinaji do priestoru a podobne).
Na vystave dominovali sastredené kruhy s liatim farby, pig-
mentované lakové zvazky a zlté transparentné folie. Tato
trojkombinacia menila celkovy charakter vystavne;j siene.
Ide o va¢smi novo definované tizemie farby, neisty terén
novej vizuality, slu spojenia ¢i prepojenia do inej dimenzie.

Milan Houser sa dlhodobo a programovo zaujima o ma-
terialnost, o matériu samotnej malby. Pre jeho pristup je
charakteristické skimanie vsetkych zakladnych materialo-
vych zloziek obrazu — blindramu, platna, farieb, pigmentov
a priemyselnych lakov. Rezignuje na iluzivnost ¢i narativnost
obrazového pola, jeho spolocenské odkazy, a svoj vyskum su-
streduje na zakladné vyjadrovacie prostriedky média malby
aich moznosti niest vlastnt vizualnu informaciu. Nejde ani
tak o modernistické vyhlasenia konca ,,nadvlady predmetu®
(objektu) v umenti a stcasné ,,ochladnutie viery® v subjekt.
Skor st mu blizke neantropocentrické pohlady spekulativne-
ho realizmu, kde javy a predmety maja svoj svet a vyznam

aj bez ludskej pritomnosti a interpretacii. Obraz tak vnima
vacsmi ako maliarske teleso, fyzicky vizualny predmet, nez
abstraktntt malbu ¢i obrazova plochu.

Autor pouziva prevazne priemyselné materialy a techno-
légie, vytvara rozsiahle nepomenované série obrazov operu-
juce s pevne stanovenymi formalnymi pravidlami. Dlhodobo
skiima a overuje moznosti vyuzitia $pecialne vyrabaného
laku, ktory je v sicasnosti jeho dominantnym technolo-
gickym prostriedkom. Houserove obrazy vznikaja tak, ze
lak opakovane nalieva a nechiva schnat, aby sa z plytkych
okrajov dostaval k mohutnej hibke a ku komplikovanym
farebnym fziam, s jednoznacnym az radikalne priamym
vizualnym vysledkom. Jeho tvorba je charakteristickd
formalnou zovretostou a konzistentnostou. Autor progra-
movo inklinyje k rozsiahlym a vlastne nikdy neuzavretym

Connecting Point, the solo exhibition by the
Czech artist Milan Houser (*1971) staged

as part of the OBJECTive exhibition, was
appropriately held in the Kunsthalle LAB,
which provides a laboratory environment
for the space of painting or painting in
space. Ultimately, since this was an accom-
panying event at a Czecho-Slovak exhibi-
tion of objects, we may also see it as a con-
tribution on the borderline forms of painting
and object (multi-kilogram circles with

a strong blind frame; reduction of painting
to pigment fibres of congealed varnish
which were stretched out in space; and so
on). Dominating the exhibition are concen-
trated circles with poured paint, pigmented
varnish knots, and yellow transparent folia.
This triple combination changed the overall
character of the exhibition hall. For the
most part it is a newly-defined territory of
colour, an uncertain terrain of new visuality,
a hall for connection or fusion to another
dimension.

Milan Houser has long had a programmatic
interest in materiality, the material of paint-
ing itself. Characteristic of his approach is
the examination of all of the basic material
components of the picture: blind frame,
canvas, colours, pigments and industrial
varnishes. Programmatically he abandons
the illusive or narrative quality of the pic-
torial field, with its social messages, and

he concentrates on examining the funda-
mental expressive means of the medium

of painting and their ability to sustain their
own visual information. But this has nothing
to do with modernist pronouncements

on the ending of “the rule of the object”

in art and the contemporary “cooling of
faith” in the subject. Rather, Houser is
closer to the non-anthropocentric views

of speculative realism, where phenomena
and objects have their world and meaning
even without human presence and inter-
pretations. Hence he sees the picture more
as a painterly body, a physical visual object,
rather than an abstract painting or picto-
rial surface.

This artist mainly uses industrial materials
and technologies. He creates extensive
untitled series of pictures operating with
firmly defined formal rules. For a long time
he has been exploring and testing the pos-
sibilities of using a specially manufactured
varnish, which is currently his principal



obrazovym sériam, v ktorych sa snazi obsiahnut vsetky nu-
ansy sposobov a moznosti, ako so svojou technolégiou liatia
zaobchadzat. Najdalej vsak zachadza pri rozmernych mo-
nochrémnych poliach s vysokym leskom. Vrstvenim v tychto
,zrkadldch® dosahuje prekvapivé hibky vo vnttri obrazu.
Divak tak moéze ,,prepinat® medzi dvoma rezimami viditel-
nosti: sledovat odrazeny okolity svet vo farebne a proporc¢ne
deformovanom tvare rovnako ako méze preostrit a dostavat
sa dovnutra materialu a pozorovat uz len jeho objem, kon-
zistenciu a farebnost.

Pri tematizovani fenoménu farby, pigmentov ¢i hibky na
povrchu malby, maliar na vystave predstavil sériu ststrede-
nych monochrémnych, resp. plnofarebnych kruhov (séria
Bez ndzou, 2018). Tie mozu pripominat oci, Sosovky, kaluze,
terce, kozmické telesd, slnecné protuberancie. Otvaraju tak
priestor na precitanie jednotlivych maliarskych vrstiev a ich
moznych konotécii.

Milan Houser pre svoju samostatna vystavu Farbometria

v Dome umenia v Brne v roku 2016 pripravil velkorysu in-
Stalaciu siete ¢ervenych zavesenych maliarskych niti, respek-
tive vlaken. Islo o site-specific instalaciu, reagovanie priamo
na architektiru galérie a zaroven aj o redukovanie malby na
prirodzene stekajici a postupne tuhnuci lak s pigmentom.
Bolo to osobité vyuzitie momentu gravitacie ako vytvarné¢ho
prostriedku. Hrani¢né vymedzenie média malby bolo mo-
numentalnym gestom obsadenia priestoru farbou a prinasa-
lo aj rad otazok testujucich nasu kultrnu citlivost: Co je este
malba? Mozno ju redukovat na zakladné gesto a pigment?
Je mozna malba bez spojitosti s plochou?

Tento dialég malby s architektirou priniesol nielen silné
gesto oslobodenej malby, jej vykrocenia do priestoru, ale
potvrdzoval aj autorov dlhodoby vyskum materialnosti
malby a koncentrovania sa na fyzikalne a chemické sily ¢i
procesy (zmena priestoru pomocou farby; rozhranie obrazo-
vého pola — priestoru malby; organicka tekutost maliarskej
hmoty a geometricky poriadok blokov a kruhov). Nakoniec
jeho praca s masou farby, resp. s pigmentom je aktualna

aj na sucasnej medzinarodnej scéne. Farba a pigment ako
dominantny prvok v priestore v kombindcii so sprejmi, s vos-
kami, s digitalnymi vstupmi prinasa nové dimenzie vnimania
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technological means. How his pictures
come into being is that he repeatedly pours
the varnish and lets it dry, so that from shal-
low margins it acquires a mighty depth and
complex colour amalgamations; the visual
result is unambiguous, and even radically
direct. Houser’s work is distinguished by
formal tightness and consistency. Program-
matically he inclines towards extensive
pictorial series, actually never brought to

a close, where he tries to encompass all
the nuances of the modes and possibilities
of manipulating his technology of casting.
Houser makes his furthest advances in spa-
cious monochrome fields with a high gloss.
By creating strata in these “mirrors”, he
achieves surprising depths in the interior
of the picture. The viewer can thus “switch”
between two regimes of visibility: follow
the reflected surrounding world in a form
where colour and proportion are distorted,
or equally resharpen the focus and make
one’s way within the material, and then
observe only its volume, consistency and
variety of colour.

In this exhibition, which thematises the
phenomena of colour itself, pigments, and
depth on the painting surface, the painter
presents a series of concentrated mon-
ochrome or full-colour circles (Untitled,
2018). These may resemble eyes, lenses,
puddles, targets, cosmic bodies, solar pro-
tuberances, etc. They open up a space for
a reading of the individual painterly strata
and their possible connotations.

At his solo exhibition Colourmetry at the
House of Art in Brno in 2016, Milan Houser
prepared a lavish installation of a network
of hung red threads or fibres of paint. This
was a site-specific installation, a direct
response to the architecture of the house,
and at the same time it was a reduction of
painting to a naturally seeping and gradual-
ly congealing varnish with pigment. It was
a distinctive use of the moment of gravi-
tation as an artistic means. This borderline
demarcation of the medium of painting was
not just a monumental gesture of the occu-
pation of space with colour. It also present-
ed a series of questions testing our cultural
sensitivity: What is painting in our time?

Is it possible to reduce it to fundamental
gesture and pigment? Is painting possible
without connectedness to a surface?

malby v jej hrani¢nych polohach (napriklad Katharina
Grosse, Anish Kapoor, Fabian Marcaccio, Jason Martin).

V Kunsthalle LAB bol tento moment ¢istokrvnych ,,vlaken®
malby recyklovany do novych zvazkov, pratov, vrkocov, ktoré
»ohmatavaju“ aj obsadzuji dany priestor a prinasaju isty
plasticky i organicky moment do geometrického rdmovania
priestoru a obrazovych formatov.

Okrem obrazovych poli kruhov a objekto-maliarskych vla-
ken ¢i kablov Houser pontkol silny objimajtci environment
farby a svetla — natretie podkladovych stien a vylep transpa-
rentnych félii na obvodové skla. Vzniklo intenzivne prezia-
renie a prehriatie zltou farbou, ale aj nalomenie klasického
vystavného priestoru. Autor vytvoril akési laboratérne pro-
stredie s nasytenou atmosférou expanzivnych farebnych bo-
dov a poli. Pri svojom zaujme o samotnu ,,matériu® malby
tak modeluje dematerializovany priestor plny farby a svetla —
ojedinely ,,Color House-r*.

Houser spaja koncentraciu v dostredivych kruhovych kom-
poziciach a zaroven odstredivé farebné prostredie — vizualnu
centrifugu, ktord vas prenesie do iného priestoru farby, svetla
a nasledného kontrastu. Takto vystavany priestor farby je
pre vizualne zdatnych a stredne pokrocilych.

This dialogue of painting with architecture
has produced a powerful gesture of lib-
erated painting stepping out into space.
Furthermore, it has validated Houser’s long-
term research of the materiality of painting
and his concentration on physical and
chemical forces and processes (changing
space by using colour; interface of pictorial
field - space of painting; organic liquidity
of the painterly matter and geometrical
order of blocks or circles; and so on). After
all, work with the mass of paint or with
pure pigment is topical on the current
international scene also. Paint and pigment
as a dominant element in space, in com-
bination with sprays, waxes, and digital
initiatives, brings new dimensions to the
perception of painting in its extreme regis-
ters (e.g. Katharina Grosse, Anish Kapoor,
Fabian Marcaccio, Jason Martin, etc.). In
Kunsthalle LAB this moment of full-blooded
“fibres” of painting was recycled into new
knots, rods, plaits, which “touch” and oc-
cupy the given space. They bring a certain
plastic and organic moment to the geomet-
ric framing of space and pictorial formats.

Besides the pictorial fields of circles and
painterly-object fibres and cables, Houser
presented a powerful embracing envi-
ronment of colour and light, gilding the
background walls and pasting transparent
folia on the perimeter glass. What emerged
was an intensive irradiation and superheat-
ing effect of yellow colour; also, however,
the classical exhibition space is fractured.
The artist has created a kind of laboratory
setting where the atmosphere is saturated
with expansive colour points and fields.
With his interest in the “material” itself,

he has made a model of a dematerialised
space full of colour and light - a unique
“Colour House-r".

Concentrating on centripetal circular com-
positions, simultaneously he combines
this with a centrifugal colour environment,
a visual centrifuge that transports you to
another space of colour, light, and sub-
sequent contrast. The colour space thus
exhibited is for the visually gifted and
moderately advanced.
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Obraz sidlisté
v soucasnem umeni

The Representation
of Housing Estates
in Contemporary Art

Jana Pisarikova
Petr Ingerle

K vystavnej problematike objektu povazujeme za dolezité
publikovat aj $irsi kontext jeho stcasnych podob a vztahov
k architektare, panelovej vystavbe, pamaéti a ost-algii, preto
ako apendix reprodukujeme cast textu ¢eskych autorov
Jany Pisarikovej a Petra Ingerleho z vystavného projektu
Paneland Moravskej galérie v Brne v roku 2017.

Text bol bol pod ndzvom ,Obraz sidlisté v sou¢asném uméni” pévodne
publikovany v knihe Paneland. Nejvétsi Ceskoslovensky experiment.
KORYCANEK, Rostislav (ed), 2017. Brno: Moravska galerie v Brné, s. 220,
221, 229, 230. ISBN 978-80-7027-312-8
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On the issues connected with exhibiting
the object, we consider it important also
to show the wider context of its contempo-
rary forms and its relations to architecture,
tower block construction, memory, and
Ost-algia. We are therefore reproducing,

as an appendix, part of a text by the Czech
writers Jana Pisafikova and Peter Ingerle,
from Paneland, an exhibition project of the
Moravian Gallery in Brno in 2017.

The text, entitled “The Representation of
Housing Estates in Contemporary Art”
(Obraz sidlisté v sou¢asném umeéni) was
originally published in Paneland. Czech-
oslovakia’s Great Housing Experiment.
KORYCANEK, Rostislav (ed), 2017. Brno:
Moravian Gallery in Brno, p. 220, 221, 229,
230. ISBN 978-80-7027-312-8

PANELAKY. Zprostredkované nebo z vlastni zkudenosti je
zname vsichni. Unifikované bloky domu, doplnéné o ne-
zbytnou obc¢anskou vybavenost v podobé matetskych skolek,
skol, hrist, nakupnich center a kulturnich zafizeni predstavo-
valy za byvalého rezimu vice ¢i méné¢ pokroucené naplnéni
vizi modernistické architektury dvacatych let 20. stoleti. Od
konce padesatych let ztélesnovaly takrka univerzalni recept
na reseni bytové otazky pro pocetnou ¢ast obyvatelstva sté-
hujici se za préci z venkova do mést. Pocate¢ni — jesté pro-
myslené urbanistické navrhy sidlistni zastavby — byly nahra-
zeny masovou produketi sidlist v prabchu let sedmdesatych

a osmdesatych'. Svym obyvateltim vnucovaly typizovany
zpusob Zivota, oviem zaroven predstavovaly racionalné rese-
ny, obecné dostupny standard bydleni, ktery doposud posky-
tuje Gtocisté priblizné jedné tretiné populace?®. Podoba sidlist
1 vztah k nim je v poslednich takika dvou desetileti predmé-
tem zivé diskuze. Zatimco v devadesatych letech v obecném
povédomi vzbuzovaly spiSe averzi jako neutéseny pozustatek
komunistické éry, v poslednich letech zazivaji svou renesanci
v podobé¢ pohodlného a co do udrzby finan¢né nenarocného
bydleni. Panelaky tak jiz zabydluje tfeti generace obyvatel,
pricemz Cast v nich stravila své vlastni détstvi a spojila si je
se specifickou kulturou méstského zivota. Soucasné s tim se
proménila jejich podoba. Ze sedych unifikovanych kralika-
ren se stavaji riznorodé barevné subjekty s napadité rese-
nymi interiéry. Kdysi holé plan¢ dnes zdobi vzrostlé stromy,
o ptuvodni povinnou sochatskou zastavbu se nové zajimaji
obcanska sdruzeni s cilem poukazat na jejich hodnotu jako
dulezité soucasti kulturniho dédictvi®.

Panelova sidliste se také stala predmétem mnoha umélec-
kych dél. Pomineme-li socialné kritickou fotografickou tvor-
bu sedmdesatych let zachycujici podobu sidlist v rozkvétu
normalizace, 1ze za jedny z prvnich umélct, jiz reflektovali
prostor panelakt a zivota na sidlisti, povazovat Jana Budaje
v Slovenské republice a Michaela Rittsteina v Ceské republi-
ce. Na okraj je nutné podotknout, ze stisnény prostor panelo-
vého domu je implicitn¢ vetkan 1 do tvorby mnoha koncep-
tualné tvoricich autord sedmdesatych a osmdesatych let. Za
vSechny zminme alespon adresu Kudlakova 5, na které vzni-
kaly mnohé z konceptu a fotografickych akei Jaliusa Kollera
a jeho zeny Kvétoslavy Fulierové. V Ceské republice bychom
za ,konceptualisty z panelaku* mohli povazovat napriklad
Pavla Rudolfa, Jana Wojnara nebo Karla Adamuse. Adresa

TOWER BLOCK HOUSES. They are known
to all, whether mediately or from one’s own
experience. Under the previous regime
these unified blocks of houses, comple-
mented with indispensable civic facilities
in the form of kindergartens, schools,
playgrounds, shopping centres and cultural
establishments, represented the more or
less distorted fulfilment of the visions of
the modernist architecture of the 1920s.
From the late 1950s they embodied what
was practically a universal recipe, for
solution of the problem of housing the
numerous section of the population migrat-
ing from countryside to towns in search

of work. The initial, still well-thought-out
urbanistic proposals for housing estate
construction, were replaced by a mass
production of estates in the course of the
1970s and 80s'. They imposed a typicised
mode of life upon their inhabitants; at the
same time, they represented rational solu-
tions and a generally accessible standard
of accommodation, which to this day offers
refuge to roughly one third of the popula-
tion? The form of the housing estates and
the relation to them has been a subject of
live discussion for practically two decades.
While in the 1990s they aroused mainly
aversion in the communal consciousness,
as a cheerless relic of the communist era,
in recent years they are experiencing a re-
naissance as a comfortable form of accom-
modation, not too expensive in terms of
upkeep. By now a third generation of resi-
dents is dwelling in the tower blocks; some
of them have spent their own childhoods
there and associate the blocks with the
specific culture of urban life. Also, in our
own day their form has been changed. The
uniformly grey rabbit warrens have become
diversely coloured subjects with strikingly
resolved interiors. The once bare tracts of
ground are now adorned with full-grown
trees. Civic associations are taking a re-
newed interest in the sculptures, an obliga-
tory feature when first erected, with a view
to pointing out their value as an important
part of the cultural heritage?.

The high-rise settlements have become the
subject of many artworks. If we recall the
socially critical photography of the 1970s,
which captured the form of these estates
in the full bloom of normalisation, we may
say that Jan Budaj in Slovakia and Michael
Rittstein in the Czech Republic were among



jejich trvalého pobytu jako by predurcovala malé formaty
jejich del. U Pavla Rudolfa je zaroven zosobnéna i v jeho
zajmu o systematickou analyzu prostoru prostrednictvim
konstruktivné pojatych nakrest a v architektonickém citéni
kresby. Védom¢ a nejmarkantnéji se oviem s panelaky vy-
rovnava generace autorti narozena v prub¢hu sedmdesatych
a prvni poloviné osmdesatych let. Zajem o tuto problematiku
se tak objevuje ve tvorbé Jana Srameka, Jara Vargy, Martina
Kochana, Tomase Dzadona, Marose Krivose, Jana Pfeiffera,
Davida Mozného, Josefa Bolfa nebo dnes jiz zaniklé skupiny
Ladvi. Solitérné a spise jako dilci ¢ast byla zastoupena v di-
lech Patricie Fexové, Pavly Scerankové, Katetiny Sedé nebo
napriklad Dusana Zahoranského. Ve snaze pochopit moti-
vaci, kterd tyto autory privedla k reflexi panelaki a zivota

v nich, jsme vytvorili anketu, jejiz otazky cilily jak na popis
del dotykajicich se stanoveného tématu, tak na osobni zku-
Senost se zivotem v panelaku. Zajimal nas zpusob utvareni
sousedskych vztahti, proména podoby vefejného prostoru
sidli§té, anonymita potazmo intimita bydleni v panelovém
dom¢ nebo napriklad proména vnimani paneldki od devade-
satych let po soucasnost. V otazkach ankety tak prevladaly ty,
které cilily mimo uméleckou tematiku, na zpusoby, kterymi
umeélci prozivaji a vnimaji panelova sidliste, a na to, do jaké
miry jsou nebo byli v rolich jejich obyvatel schopni participo-
vat napriklad na proméné podoby jejich verejného prostoru
nebo modeld chovani zdejsich obyvatel at uz prostrednictvim
vlastni umeélecké praxe, nebo zcela mimo ni, jen v ramci
vlastniho zivota a soukromych ¢innosti. Potazmo nas tak zaji-
mala 1 role umélce jako obyvatele sidlisté.

ZAVER. Sidliste zustavaji nositelem zvlastniho paradoxu.
Prosly zivoty velké casti populace a doposud jsou mistem
bydlisté pro mnohé z nas. Ovsem ve vztahu k jejich historii
stale zazivame zvlastni anamnézu a pocit cizostl. Snad prave
v dialektice mezi paméti a historii mista spociva sila ume-
leckych programu vyse uvedenych umélct. Z panelovych
sidlist totiz ¢ini predev$im mista paméti?, ktera obyvame

a k nimz jsme schopni se vztahovat. Pro generaci tvirct
narozenych v pribéhu sedmdesatych let se tak uz nezda byt
zasadni odsouzeni normalizac¢ni doby a vSeho, co s ni souvi-
si, jako té, ktera jim ,,znicila zivot®. Zda se, ze, naopak, spise
hleda zpusoby, jak dobu svého dospivani konfrontovat se
soucasnosti. Na zacatku 21. stoleti se v ceském a slovenském
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the first artists who reflected the space of
the tower blocks and life in the estates. As
a marginal note, it is essential to remark
that the cramped space of the high-rise
house implicitly thrusts itself into the work
of many conceptual artists who were active
in the 1970s and 80s. To deputise for them
all, we may mention at least the address No.
5 Kudlakova Street, where many of the con-
cepts and photographic actions of Julius
Koller and his wife Kvétoslava Fulierova
were produced. In the Czech Republic we
might regard, for example, Pavel Rudolf, Jan
Wojnar or Karel Adamus as “conceptualists
from the tower blocks”. Their permanent
addresses preordained, as it were, the small
formats of their works. Again, Pavel Rudolf
personifies the setting, with his interest in
systematic analysis of space, using con-
structively conceived designs, and his ar-
chitectural feeling for drawing. But it is the
generation of artists born in the 1970s and
the first half of the 80s which consciously
and most strikingly settles accounts with
the tower blocks. Interest in this issue can
be found in the work of Jan Sramek, Jaro
Varga, Martin Kochan, Tomas Dzadon,
Maros Krivy, Jan Pfeiffer, David Mozny and
Josef Bolf, and in the now no longer existing
Ladvi group. In isolated cases, and more as
part of the given artwork, it is represented
in works by Patricia Fexova, Pavla Scerank-
ova, Katefina Seda, and, for example, Dusan
Zahoransky. In an attempt to comprehend
the motivations which led these artists to
reflect on the tower blocks and life in them,
we created a questionnaire with questions
aimed firstly at describing works touching
on the given theme, and secondly at the
artist’s personal experience of high-rise life.
We were interested in the manner in which
relations between neighbours were formed;
the transformation of the form of public
space in the estates; the anonymity or
intimacy of dwelling in a tower block home;
or, for example, the change in perception
of the tower blocks from the 1990s to the
present. Hence, in the survey questions
those aiming beyond the specifically artistic
themes were predominantly focused on
how the artists experience and perceive the
high-rise settlements; furthermore, to what
extent they are or have been, as residents,
able to participate in changing the form

of their public space, or of the models of
behaviour of the residents at the given time,
either through their own artistic practice or

prostiedi projevuje potieba umélct zkoumat razné aspekty
panelovych sidlist bez znevazujicich konotaci. Da se do-
konce mluvit o snaze pro soucasnost rehabilitovat fenomén
zivota na sidlisti, ktery byl v minulosti negativné spojovan

s normalizacni érou.

Na zakladé vyse uvedenych autorskych programa a pro-
sttednictvim odpovédi anketnich otazek se potom nabizi
piinejmensim ¢tyti zakladni strategie, jejichz prostrednic-
tvim bychom mohli uméleckou praxi vénovanou sidlistim
obecné shrnout. Tou prvni je jejich zkoumani jako urbani-
stického a krajinotvorného prvku. Vztahuje se k ni prede-
vs$im prace Jara Vargy, Martina Kochana, Davida Mozného
nebo napriklad Marose Krivého. Uplatnuji se v ni vizualni
analyzy stavajiciho stavu sidlist, jejichz prostfednictvim se
dobiraji hlubsich historickych a socialnich souvislosti. Pro
autory, jako jsou napriklad Michael Rittstein nebo Josef
Bolf, je sidlist¢ bodem, ze kterého se odviji ¢ast jejich obra-
zové a osobni mytologie. Historicky narativ pritom zustava
stranou ve prospéch specifického subjektivniho vidéni vyjevi
zasazenych do panelovych bytd a prostoru mezi vézaky.
Zkoumani pamétovych stop v dialektice s normalizacni ide-
ologii, jejichz ztélesnénim sidlisté ve velké mife pro generaci
autort narozenych v sedmdesatych letech jsou, je pfitomné
u Dusana Zahoranského a Pavly Scerankové. V jejich poda-
ni je prostor panelakt spise pfedmétem rozpominani a kon-
frontace s osobni paméti. Posledni strategie souvisi s ¢innosti
Katefiny Sedé nebo skupiny Ladvi. V jejich praci se sidligté
stava objektem analyzy socialnich vztaht, které nejenom po-
pisuji, ale také — za participace mistnich obyvatel — védomé
modeluji. Nutno ovSem podotknout, ze u vyse jmenovanych
autoru vetsinou dochéazelo k prolinani dvou a vice strategii
navzajem — casto s prithlédnutim k dialektice mezi osobni
zkusenosti mista z pozice jeho obyvatele, pfipadné piilezi-
tostného navstévnika, a obecnymi historickymi souvislostmi.

entirely outside it, merely within the context
of their own lives and private activities.
Hence we were also interested in the role of
the artist as resident of the estate.

CONCLUSION. The high-rise estates remain
embodiments of a strange paradox. Large
sections of the population have spent their
lives in them, and to this day they remain
the dwelling place of many of us. In our re-
lationship to their history we still experience
a strange amnesia and feeling of alienation.
Perhaps the power of the creative pro-
grammes of the artists mentioned above
comes precisely from the dialectic between
memory and the history of the place. That is
to say, principally they turn the tower block
settlements into places of remembrance?,
which we dwell in and which we are able

to relate to. For the generation of artists
born in the course of the 1970s, it no longer
seems to be essential to condemn the nor-
malisation period and all connected with it,
in the manner of those who felt that “it ru-
ined their lives”. On the contrary, seemingly
this generation tends rather to seek meth-
ods of confronting the time of their growing
up with the present day. At the beginning
of the 21st century, in the Czech and Slovak
milieux we find artists expressing their need
to examine various aspects of the high-rise
estates without degrading connotations.
One can actually speak of an attempt to
rehabilitate life in the estate for the present
time, though in the past it was negatively
linked with the era of normalisation.

Based on the artistic programmes men-
tioned above and using the answers to the
survey questions, at least four strategies
present themselves, which are inclusive
categories for art devoted to the high-rise
estates. The first is to examine them as an
urbanistic and landscape-forming element.
One finds this type of relationship particu-
larly in works by Jaro Varga, Martin Kochan,
David Mozny and, for example, Maro$ Krivy.
Here there are visual analyses of the current
condition of the estates, by means of which
a balance is drawn for the deeper historical
and social circumstances. For artists such
as Michael Rittstein or Josef Bolf, the set-
tlement is a point from which part of their
pictorial and personal mythology unfolds
itself. Historical narrative remains to one
side, to the advantage of a specifically sub-
jective vision of the scenes set in the tower



Poznamky:

1 Vobdobi 19711980, tedy v obdobi patého a $estého pétiletého cyklu
planu hospodarského rozvoje zemé, bylo v Ceskoslovensku dokonéeno podle
oficialnich udaju 82 tisic byta. Pocet byt oficialné predanych uzivatelaim

v prvnim normaliza¢nim desetileti tvofi 37 % vsech postavenych byta od
roku 1948 do konce roku 1990. KORYCANEK, Rostislav. 2015. Zabydlet
sidlisté — postavit hiiste, In: Postavit domy nestact: vizudlni kultura a veieiny prostor
mésta Brna v obdobi po druhé svétové vdlce. Brno, s. 12.

2 HRON, Lukas. 10. 7. 2015. V panelaku zije 2,6 milionu Cechi. Pro¢
jim betonova dzungle vyhovuje? In: iDnes.cz, www.bydleni.idnes.cz, vyhleda-
no 10. 7. 2017.

3 Napitklad KORINKOVA, Jana, 2012. Ozt a ozoldstnit: Vitarné
uméni v prostoru brnénskych sidlist. Brno. KAROUS, Pavel (ed.), 2015.

Vetrelct a volavky: Atlas vytvarného uméni ve vefeiném prostoru v 0bdobi normalizace
(1968—1989). Praha.

4 Pojem mista paméti definoval historik Pierre Nora. Vidél v nich pozna-
vaci nastroje, jak se lépe vztahovat k minulosti nez pouze pomoci jeji histo-
rické rekonstrukce. NORA, Pierre, 1989. Between memory and history: Les
Licux de Memoire. In: Representations, ¢. 26, http://www.timeandspace.lviv.
ua/files/session/Nora_105. pdf, vyhledano 3. 7. 2017.

Notes:

1 In the period 1971-1980 (which is to say the period of the fifth and sixth
five-year plans for the country’s economic development, according to official
data 82,000 apartments were completed in Czechoslovakia. The number

of apartments officially sold to their users in the first decade of normalisa-
tion amounts to 37% of all apartments built from 1948 to the end of 1990.
KORYCANEK, Rostislav: Zabydlet sidli§té - postavit hFisté. (Live in a Housing
Estate - Build a Playground.) In: Postavit domy nestaci: vizualni kultura a vere-
jny prostor mésta Brna v obdobi po druhé svétové valce (Building Houses Is
Not Enough: visual culture and public space in the city of Brno, in the period
after World War Il), Brno 2015, p. 12.

2 HRON, Lukas: V panelaku Zije 2,6 milionu Cechdl. Prog jim betonova
dzungle vyhovuje? (2.6 million Czechs live in tower blocks. Why does the
concrete jungle suit them?) In: iDnes.cz, 10. 7. 2015, www.bydleni.idnes.cz,
accessed 10. 7. 2017.

3 Napt. KORINKOVA, Jana: Ozivit a ozvlastnit: Vytvarné uméni v prostoru
brnénskych sidlist (To Revitalise and Make One’s Own: visual art in the space
of the Brno housing estates), Brno 2012. - KAROUS, Pavel (ed.): Vetrelci

a volavky: Atlas vytvarného uméni ve verejném prostoru v obdobi normalizace
(1968 -1989) (Intruders and Touts: an atlas of visual art in public space in the
normalisation period of (1968 -1989), Praha 2015.

4 The historian Pierre Nora has defined the concept of places of memory.
He regarded them as instruments of knowledge, whereby one could relate
better to the past than simply by using its historical reconstructions. NORA,
Pierre: Between memory and history: Les Lieux de Memoire, Representations,
1989, No. 26, http://www.timeandspace.lviv.ua/files/session/Nora_105.pdf,
accessed 3. 7. 2017.
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block apartments and the space between
towers. The examination of memorial traces
in a dialectic with the normalising ideology,
whose incarnation, for the generation of
artists born in the 1970s, is in great measure
the tower blocks, is present in the work of
Dusan Zahoransky and Pavla Scerankova. As
they render it, the high-rise space is more
an object of remembrance and confronta-
tion with personal memory. The final strate-
gy is connected with the activity of Katefina
Sedéa and the Ladvi group. In their works
the estate becomes an object of analysis of
social relations, which they do not merely
describe but (with the local inhabitants’
participation) actively model. To be sure,

it is necessary to point out that in most of
the above-mentioned artists there is an
overlap of two or more strategies together -
often with an eye to the dialectic between
personal experience of a place from the
position of its resident, or alternatively an
occasional visitor, and communal historical
circumstances.

Jifi Cernicky: Kioskhouse (detail), 2015
Jiti Cernicky: Aerodynamicky kabel | Aerodynamic Cable, 2004



Zoznam vystavenych diel

List of the Exhibited Artoworks

JIRi CERNICKY

Vazby / Binds, 2004/2018

priestorova intervencia, kable, droty, prepojenia,

text, variabilné rozmery, majetok autora / spatial
intervention, cables, wires, links, text, variable
dimensions, courtesy of the artist

Aerodynamicky kabel / Aerodynamic Cable, 2004
objekt, kombinovana technika, 150 x 15 x 15 cm,
majetok autora / object, mixed media, 150 x 15 x 15 cm,
courtesy of the artist

Slumhouse, 2015

objekt, kombinovana technika, 100 x 100 x 50 cm,
Zbierka Roberta Runtaka / object, mixed media,

100 x 100 x 50 cm, Robert Runtak Collection
Kioskhouse, 2015

objekt, kombinovana technika, 100 x 150 x 50 cm,
Zbierka Roberta Runtéaka / object, mixed media,

100 x 150 x 50 cm, Robert Runtédk Collection
Anachronické radio / Anachronistic Radio, 2014/2016
interaktivny objekt - ready made, staré radio,

stolik, software, 62 x 119 x 65 cm, majetok autora /
interactive object - ready made, old radio, table, software,
62 x 119 x 65 cm, courtesy of the artist

Odstredivy panel / Centrifugal Panel, 2017
architekturobjekt, kombinovana technika,

335 x 210 x 55 cm, majetok autora / architectureobject,
mixed media, 335 x 210 x 55 cm, courtesy of the artist

VIKTOR FRESO

Recykluj ma (Zo série Family Vintage) / Recycle Me

(From the Family Vintage Series), 2017

objekt, kombinovana technika, 155 x 138 x 65 cm,

majetok autora / object, mixed media, 155 x 138 x 65 cm,
courtesy of the artist

Feciho a Anin Sonet Duo (Zo série Family Vintage) /

Feci and Ana’s Sonet Duo (From the Family Vintage
Series), 2017

objekt, kombinovana technika, 135 x 38 x 30 cm,

majetok autora / object, mixed media, 135 x 38 x 30 cm,
courtesy of the artist

Vytah I-11 / Elevator I-1l, 2015

objekty - ready mades, vytahy, svetlo, kable, 230 x 85 x
112 cm, majetok autora / objects - ready mades, elevators,
lighting, cables, 230 x 85 x 112 cm, courtesy of the artist
Rebrik (Zo série Family Vintage) / Ladder (From the

Family Vintage Series), 2008

objekt, drevo, kov, lepiaca paska, 165 x 55 x 14 cm, majetok
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autora / object, wood, metal, tape, 165 x 55 x 14 cm,
courtesy of the artist

Ram 03 / Frame 03, 2016

objekt, kombinovana technika, 123 x 133 x 48 cm, majetok
autora / object, mixed media, 123 x 133 x 48 cm, courtesy
of the artist

KRISTOF KINTERA

Raj dnes / Paradise Now, 2009

instalacia, ulicné zabrany, pozinkovana ocel, 210 x

240 x 30 cm, majetok autora / installation, street barriers,
zinc coated steel, 210 x 240 x 30 cm, courtesy of the artist
Cerebrum Asphaltum, 2017

objekt, asfalt, kov, drét, 150 x 90 x 75 cm, majetok autora /
objekt, asphalt, metal, wire, 150 x 90 x 75 cm, courtesy
of the artist

Zo série Malé skulptary / From the Small Sculptures
Series, 2012

objekt (vankuse), kombinovana technika, 112 x 58 x 68
cm, majetok autora / object (pillows), mixed media,

112 x 58 x 68 cm, courtesy of the artist

Zo série Malé skulptary / From the Small Sculptures
Series, 2012

objekt (¢izma), kombinovana technika, 80 x 57 x 26 cm,
majetok autora / object (boot), mixed media, 80 x 57 x

26 cm, courtesy of the artist

Ja, Cakajuci v inej miestnosti / Me, Wainting In Another
Room, 2009

objekt, kombinovana technika, 80 x 40 x 50 cm majetok
autora / object, mixed media, 80 x 40 x 50 cm courtesy
of the artist

Bezvahovy stav / Weightlessness, 2012

instalacia, kombinovana technika, 160 x 95 x 33 cm,
majetok autora / installation, mixed media, 160 x 95 x

33 cm, courtesy of the artist

JIRi KOVANDA

Bez nazvu / Untitled, 2018

séria objektov zo zazemia Kunsthalle Bratislava, variabilné
rozmery, majetok autora / a series of objects from the
Kunsthalle Bratislava hinterground, variable dimensions,
courtesy of the artist

MAREK KVETAN

Na tom nasom... Il / On Ours... I, 2010/2018

inStalacia, malba na stenu, maliarske néstroje, 350 x
270 x 80 cm, majetok autora / installation, wall painting,
painting tools, 350 x 270 x 80 cm, courtesy of the artist

Rambo, 2009/2018

instalacia, kombinovana technika, 200 x 65 x5 cm,
majetok autora / installation, mixed media, 200 x 65 x

5 cm, courtesy of the artist

Vertikal Il / Vertical Il, 2016

objekt - ready mades, stolicky, kresla, zrkadlo, variabilné
rozmery, majetok autora / object - ready mades, chairs,
armchairs, mirror, variable dimensions, courtesy of the artist
Hobby IlI, 2010

instalacia, kombinovana technika, 200 x 650 x 200 cm,
majetok autora / installation, mixed media, 200 x 650 x
200 cm, courtesy of the artist

Koberec Il / Carpet I, 2015

svetelno-zvukovy objekt, kombinovana technika, 210 x
30 x 30 cm, majetok autora / light-sound object, mixed
media, 210 x 30 x 30 cm, courtesy of the artist
Kozmos / Cosmos, 2018

svetelny objekt, kombinovana technika, 150 x 30 x 6 cm,
majetok autora / light object, mixed media, 50 x 30 x

6 cm, courtesy of the artist

Mier / Peace, 2018

svetelny objekt, kombinovana technika, 150 x 30 x 6 cm,
majetok autora / light object, mixed media, 50 x 30 x

6 cm, courtesy of the artist

DOMINIK LANG

Tazkosti hrac¢a sachu / Difficulties of the Chess
Composer, 2015

indtalacia, nabytok, drevo, sadra, kvety, rukavice,
variabilné rozmery, majetok hunt kastner / installation,
furniture, wood, plater, flowers, gloves, variable
dimensions, courtesy of hunt kastner

Pes / Dog, 2015

objekt, sadra, nakupna taska, 50 x 50 x 33 cm,
majetok hunt kastner / object, plaster, shopping bag,
50 x 50 x 33 cm, courtesy of hunt kastner

DENISA LEHOCKA

Bez nazvu / Untitled, 2010/2018

instalacia, drevo, platno, koraliky, nite, sadra, kamene,
papier, stuha, konare, variabilné rozmery, zbierka Galérie
Jana Koniarka v Trnave / installation, wood, canvas, beads,
threads, plaster, stones, paper, ribbon, branches, variable
dimensions, Jan Koniarek Gallery in Trnava Collection

ROMAN ONDAK

Pokus a omyl / Trial and Error, 2018

instalacia, poskodené sklo, kladina, 530 x 82 x 40 cm,
majetok autora / installation, damaged glass, beam,
530 x 82 x40 cm, courtesy of the artist

Autonémne farby / Autonomous Colours, 2018
priestorova intervencia - séria malych objektov, med,
farba, drét, variabilné rozmery, majetok autora / spatial
intervention - small object series, copper, color, wire,
variable dimensions, courtesy of the artist

PETER RONAI

OBJEKTivne / OBJECTive, 1991/2018

instalacia z diel / intstallation from the artworks:

Umenie - nase kazdodenné / Art - Ours Every Day, 1997;
Slovenska virtualna realita 1. / Slovak Virtual Reality II.,
1997; Post Ping Pong, 1990; Post siicasné umenie / Post
Contemporary Art, 2017; New 2ave, 1991

variabilné rozmery, majetok autora / variable dimensions,
courtesy of the artist

PAVLA SCERANKOVA

Suhvezdia / Constellations, 2013

instalacia, leSenarske rary, kancelarske stolicky z Kunst-
halle Bratislava, variabilné rozmery, majetok autorky /
installation, scaffolding, Kunstahalle Bratislava’s office
chairs, variable dimensions, courtesy of the artist
Vyskum / Research, 2015

objekt, stolicka, sklo, bambus, voda, 95 x 50 x 45 cm,
majetok autorky / object, chair, glass, bamboo, water,
95 x50 x 45 cm, courtesy of the artist

Meranie / Measuring, 2015

videoskulptura, skrina, video 118", 140 x 240 x 60 cm,
majetok autorky a Lucie Drdova Gallery Praha /
videosculpture, cupboard, video 118", 140 x 240 x 60 cm,
courtesy of the artist and Lucie Drdova Gallery Prague
Umenie nezmeratelnych vedeckych otazok I /

The Art of Unmeasurable Scientific Questions I, 2012
objekt, drevend konstrukcia, polystyrén, vyska 200 cm,
majetok autorky a Lucie Drdova Gallery Praha / object,
wodden construction, polystyrene, height 200 cm,
courtesy of the artist and Lucie Drdova Gallery Prague

TOMAS VANEK

Particip &. 17 / Particip No. 17, 2001

objekty, gumové hracky a lopty, variabilné rozmery,
majetok hunt kastner / objects, rubber toys and balls,
variable dimensions, courtesy of hunt kastner
Particip €. 207 / Particip No. 207, 2017/2018

objekt, kombinovana technika, variabilné rozmery,
majetok autora / object, mixed media, variable
dimensions, courtesy of the artist

Sprievodna vystava / Accompanying Exhibition
Milan Houser: Miesto pripojenia /| Connecting Point

MILAN HOUSER

Bez nazvu / Untitled, 2018

instaldcia, variabilné rozmery, majetok autora /
installation, variable dimensions, courtesy of the artist



Biografie umelkyn
a umelcov

JIRI CERNICKY (*1966, Usti nad Labem, Ceska republika).
Cesky vizualny umelec. Studoval na Akademii vytvarnych
uméni v Prahe, Vysokej $kole uméleckopriimyslové v Prahe

a Pedagogickej fakulte v Usti nad Labem. Jeho tvorba je plna
vyrazovych premien, vypéatych gest i svojbytného humoru.
Kazdé dielo autora skryva silny pribeh v rovine obsahovej ako
aj v rovine hladania adekvatnych vyrazovych prostriedkov.
Urcitou jednotiacou liniou autorovho usilia je predovsetkym
jeho neutichajica schopnost takmer detského udivu a rovna-
ko aj véle v otvorenu komunikaciu, ¢asto vyhrotenej na ostrie
noza. Prave tieto dva komponenty vyjadrovacej stratégie
Cernickému umoziuju, pri naoko letmom surfovani, odha-
[ovat dominantné prudy na hladine sucasnej spolo¢nosti.
Cernicky je laureatom Ceny Jindficha Chalupeckého (1998).
Zije a posobi v Prahe.

VIKTOR FRESO (*1974, Bratislava, Slovenska republika).
Slovensky konceptuélny umelec, fotograf, maliar, sochar

a hudobnik. Studoval v Bratislave na Vysokej $kole vytvar-
nych umeni a v Prahe na Akademii vytvarnych uméni. Freso
patri medzi najvyraznejsie postavy suc¢asného umenia po
roku 2000 v regiéne byvalého Ceskoslovenska. Jeho prace

a celkovy pristup k umeniu patri k velmi netypickym, ale
zaroven silne reflektujucim spolocensku a kulturnu situaciu.
Umelec vytvara rafinované koncepty a projekty, ktoré pre-
zentuje ako zdanlivo jednoduché, uzatvorené umelecké diela
"piece of art”. Casto je vo svojich dielach kriticky a agresivne
vyjadruje pohrdanie samotnou vytvarnou scénou a jej pro-
cesmi, no s podtonom lahkosti, humoru a hry. Jednym z naj-
fascinujucejsich prvkov jeho tvorby je zdanlivy kontrapunkt
dorazu na obrovské, grandidézne Ego spojené s Gestom

v kombindcii s odzbrojujicou sebaironickou pokorou. Ci uz
intervenuje do verejného priestoru alebo vystavuje v ga-
lériach, dba na to, aby z prevedenia bola poznat okamzita
tvoriva akcia - GESTO. Dalsim velmi typickym aspektom je
presah do medialneho sveta, kde bez akejkolvek ucty verejne
prezentuje svoje radikalne a Casto pohfdavé nazory.

KRISTOF KINTERA (*1973, Praha, Ceska republika). Cesky
vizualny umelec a sochar. Studoval v ateliéri Milana Knizaka
na Akademii vytvarnich uméni v Prahe a na Rijksakade-

mie van beeldende kunsten v Amsterdame. Viedol ateliér
Socha Il na Vysokej skole uméleckopriimyslovej v Prahe.
Spoluzalozil umelecké zoskupenie Skryta tvirci jednotka,
ktoré sa zaoberalo roznymi aktivitami od performancie az
po divadelné predstavenia. Vo svojej tvorbe sa venuje naj-
ma objektom a instalaciam, v ktorych pouziva elektronické
a mechanické veci, banalne ¢i gycové predmety beznej
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Artist Biographies

JIRI CERNICKY (*1966, Usti nad Labem, Czech Repubilic)
Czech visual artist. He studied at the Academy of Fine Arts
and the Academy of Arts, Architecture and Design in Prague
and the Faculty of Education in Usti nad Labem. His works
are replete with transformed expression, intense gestures
and ironic humour. All of his artworks conceal a powerful
story both in content and expressive devices. A continuous
thread of childlike astonishment runs through all of his art-
works and expresses his desire for open communication,
sometimes to the point of confrontation. It is precisely the
two components of Cernicky’s strategies for artistic expres-
sion, which allow him to seemingly search for and detect the
dominant currents in contemporary society. Cernicky is the
winner of the Jindfich Chalupecky Prize (1998). He lives and
works in Prague.

VIKTOR FRESO (*1974, Bratislava, Slovak Republic). Slovak
conceptual artist, photographer, painter, sculptor and mu-
sician. He studied at the Academy of Fine Arts and Design

in Bratislava and at the Academy of Fine Arts in Prague.
Freso is one of the most remarkable figures of the contem-
porary art scene in the region of the former Czechoslovakia
after the year 2000. His work and overall approach to art is
rather untypical but at the same time reflects the situation

in society and culture. The artist creates sophisticated con-
cepts and projects, presenting them as seemingly simple
closed “Pieces of Art”. He is often critical in his works and
aggressively expresses his contempt for the art scene and its
processes, but with a light, humorous and playful undertone.
One of the most fascinating elements of his creation is the
seeming counterpoint of emphasis on the huge, grandiose
Ego connected with the Gesture in combination with disarm-
ing self-ironic humility. Whether he intervenes in the public
space or exhibits in galleries, he takes care that an immedi-
ate creative action shows itself in the execution - GESTURE.
Another very typical aspect is the interference into the world
of media where without any respect he publicly presents his
radical and often disrespectful opinions.

KRISTOF KINTERA (*1973, Prague, Czech Republic).

Czech visual artist and sculptor. He studied in Milan

Knizak’s studio at the Academy of Fine Arts in Prague and
subsequently at the Rijksakademie van beeldende kunsten
in Amsterdam. Kintera was head of the Sculpture Il Studio
at the Academy of Arts, Architecture and Design in Prague.
He was co-founder of the Skryta tvirci jednotka (Undercover
Art Unit), a grouping of artists engaged in various activities,
from performance to theatrical productions. In his art he
focuses mainly on objects and installations, using electronic

reality. Pristupuje k nim s ironickym aj humornym odstupom,
slobodne si vybera vsetko a vSade. Jeho diela su zastipené

v zbierkach Moderného a si¢asného umenia Narodni galerie
v Prahe, Ludwig Mlzeum v Budapesti, Museum der Moderne
v Salzburgu, Fogg Art Museum Harvardskej univerzity v Cam-
bridgei, Olbricht Collection v Berline, Jerry Speyer Collection
v New Yorku a dalsich. Vystavoval vo svetovo uznavanych
galériach ako Galerie Schleicher+Lange v Parizi, Jiri Svestka
Gallery v Berline, v galérii Vaclava Spaly v Prahe, Moderna
Musset v Stokholme, Royal College of Art v Londyne, The
National Museum of Art v Osake, Art Rock v New Yorku a dal-
Sich. Bol trikrat nominovany na Cenu Jindficha Chalupecké-
ho. Zije a pracuje v Prahe.

JIRI KOVANDA (*1953, Praha, Ceska republika). Autodidakt.
,To, ¢o robim, je odvodené predovsetkym od snahy sustre-
dene vnimat pritomnu chvilu a to, ¢o nas obklopuje. Pokial
mozno bez hierarchizovania, bez triedenia veci na délezité
a nedolezité. Moja praca vychadza z bezprostrednych za-
Zitkov a skusenosti, Casto zavisi i na letmych stretnutiach,
vacsinou vobec netusim, ako bude vyzerat dalsia vystava...
A to je vlastne ciel - snaha udrzat sa v bdelom stave a re-
agovat na to, ¢o je prave teraz, nechat sa prekvapovat.
Pretoze umenie nie je sledovanie niecoho, k Comu umelec
dospel, ¢o uz vie, ale naopak otvaranie moznosti, kedy moze
s niekym dalsim zdielat a zakusat to, Co prave prichadza”.
(Kovanda, 2018) Zije a pracuje v Prahe.

MAREK KVETAN (*1976, Bratislava, Slovenska republika).
Slovensky multimedialny umelec. Studoval na Vysokej 8kole
vytvarnych umeni v Bratislave (v ateliéroch prof. Fischera

a prof. Bartusza). Venuje sa multimedialnej tvorbe (video

art, instalacia, nové média, public art), ktora sa vyznacuje
vyraznym neokonceptualnym myslenim a zmyslom pre
experiment. Kvetan pracuje so stratégiami manipulacie,
transformacie a apropriacie (privlastiiovania). Okrem iného
spoluinicioval zaloZenie Stredoeurdpskeho institutu sucasné-
ho umenia CEICA, ¢asopisu Dart, festivalu Multiplace a me-
dzinarodnej siete Billboart Gallery Europe. Je laureatom ceny
NG 333, ceny Nadacie Novum, finalistom Henkel Art Award.
Zije a posobi v Bratislave.

DOMINIK LANG (*1980, Praha, Ceska republika). Cesky
sochar, ktory si od zaciatku svojej umeleckej praxe uvedo-
muje sposoby, akymi si umelecké diela prezentované a berie
do uvahy histériu vystaveného diela, spolocensky, politicky

a ekonomicky kontext, ktory ho obklopuje, i architekturu,

v ktorej je zasadeny. Lang chape vystavné priestory nielen
ako obycajné (nemé) kulisy, ale ako prvky, ktoré zohravaju
aktivnu rolu pri vnimani umeleckého diela a vytvarani jeho
vyznamu. Casto odhaluje skryté mechanizmy umeleckej
tvorby, ako aj fungovanie institlcii, ktoré sa snazia najst nové
formy institucionalnej kritiky (prikladom mézu byt viaceré
rozsiahle realizacie, ktoré reaguju na situaciu Narodnej galé-
rie v Prahe, pribeh velkého poziaru, ako aj (ne)komunikaciu

and mechanical items, banal and kitsch objects of everyday
reality. He approaches his works and materials with an ironic,
humorous detachment, selecting freely from everything

and everywhere. His works are represented in the Modern
and Contemporary Art collections of the National Gallery

in Prague, Ludwig Museum in Budapest, Museum der Mod-
erne in Salzburg, Fogg Art Museum of Harvard University in
Cambridge, Olbricht Collection in Berlin, and Jerry Speyer
Collection in New York, among others. Kristof Kintera has
exhibited in such world renowned galleries as the Galerie
Schleicher+Lange in Paris, Jiri Svestka Gallery in Berlin,
Vaclav Spala Gallery in Prague, Moderna Musset in Stock-
holm, Royal College of Art in London, The National Museum
of Art in Osaka, Art Rock in New York, to name but a few. He
has been nominated three times for the Jindfich Chalupecky
Prize. He lives and works in Prague.

JIRI KOVANDA (1953, Prague, Czech Republic). Czech
self-taught artist. “What | have been doing is derived, above
all, from the effort to focus on the perception of the pres-
ent moment and on what surrounds us. If possible, | do it
without hierarchizing, without sorting out things to those
important and unimportant. My work is based on immediate
experience and knowledge and skills, and it often depends
on casual encounters. | usually don’t know what the next
exhibition is going to look like... And this is actually my

goal - | make an effort to keep myself in a vigilant state and
respond to what is happening now, allowing myself to be
surprised. Because art is not about watching something

the artist has achieved, what he already knows but on the
contrary it opens up the possibilities for sharing and experi-
encing what is coming”. (Kovanda, 2018) He lives and works
in Prague.

MAREK KVETAN (*1976, Bratislava, Slovak Republic).

Slovak multimedia artist. He studied at the Academy of Fine
Arts in Bratislava in the studios of Prof. Fischer and Prof.
Bartusz. Kvetan is concerned with multimedia work (video
art, installation, new media, public art) characterised by
distinctive neo-conceptual thought and a great sense of
experimentation. Kvetan works with the strategies of ma-
nipulation, transformation and appropriation. He was one of
the initiators of the establishment of the Central European
Institute for Contemporary Art CEICA, Dart magazine, Multi-
place festival and the international network Billboart Gallery
Europe. Kvetan is the winner of the NG 333 Prize, the Novum
Foundation Award, and the finalist in the competition for the
Henkel Art Award. He lives and works in Bratislava.

DOMINIK LANG (*1980, Prague, Czech Republic).

A Czech sculptor. From the very beginning of his artistic
practice, he has reflected on the ways artworks are present-
ed, taking into account the history of the exhibited artwork,
the social, political and economic context that surrounds

it as well as its integration with architectural design. Lang



a produktivitu jej zamestnancov). V roku 2011 Dominik Lang
zastupoval Cesku republiku na Bienale v Benatkach a pre-
tvoril Ceskoslovensky pavilon na intalaciu Spiace mesto.
Dominik Lang vedie Ateliér socharstva na Vysokej skole
uméleckoprdmyslové v Prahe. Casto pracuje ako architekt
vystav spdjajlci svoju umeleckd prax s architekturou a vytva-
ra inStalacie alebo priestorové kompozicie, ktoré prezentuju
vystavené diela, a tiez ponukaju novy kontext umoznujuci ich
vnimanie. Zije a pracuje v Prahe.

DENISA LEHOCKA (* 1971, Trengin, Slovenska republika).
Studovala na Strednej umeleckopriemyselnej $kole odbor
textil a v studiu pokracovala na Vysokej skole vytvarnych
umeni v Bratislave (Otvoreny ateliér Rudolfa Sikoru). Na
vytvarnu scénu vstupuje v devatdesiatych rokoch spolu

so silnou porevolu¢nou generaciou umelcov a umelkyn
(Roman Ondak, Boris Ondreicka, Cyril Blazo a dalsi), pre
ktorych bolo v tej dobe naliehavé riesenie vztahu medzi
dedic¢stvom konceptualneho umenia a odlisnostou medzi
jeho zapadnymi a vychodnymi variantmi a témami. V na-
sledujucich rokoch sa tvorba Denisy Lehockej zaoberala
témami a postupmi, ktoré nie st vyhranené a osobitne
.zenské”, ale objavuju sa u niektorych vyraznych predstavi-
teliek materialovej tvorby poslednych péatdesiatich rokov -
intimna starostlivost o krehké materialy, Casovo expanzivna
procesualita, témy skladania tela z kultdrnych i materialnych
organov a pod. Vystavovala okrem inych na skupinovych
vystavach na Manifesta 3, v Kunsthalle Basel, v Kunsthaus
Bern, na medzinarodnom triendle ITCA, v Austrian Cultural
Center v New Yorku, v Mumok vo Viedni, v New Museum
Hub v New Yorku; a dalSich. Okrem stukromnych zbierok su
diela umelkyne zastupené v zbierkach Slovenskej narodnej
galérie, Erste Bank: Kontakt, European Investment Bank,
Societé Generale, The Florence & Daniel Guerlain Collection
a dalsich. Zije a pdsobi v Bratislave a Viedni.

ROMAN ONDAK (*1966, Zilina, Slovenska republika). V su-
Casnosti je povazovany za jedného z najvyznamnejsich pred-
stavitelov neokonceptualnych stratégii. Svojim nezvycajnym
umeleckym postojom patri k najvyznamnej$im vytvarnikom
posledného desatrocia. Vo svojej vizualnej tvorbe nanovo
vyuziva realitu sveta - jej inscenovanim ¢i kontextualnymi
posunmi. Divaka uputava neustalymi protireCivymi presun-
mi vyznamov na miestach, kde zvykneme ocCakavat nieco
stereotypné. Jeho diela a instalacie oslovuju divakov najin-
tenzivnejsie prave touto kvalitou premenlivosti. V rokoch
2007 - 2008 bol stipendistom DAAD v Berline a svoje projek-
ty prezentoval na mnohych individualnych vystavach, medzi
inymi v kolinskom Kunstvereine, Tate Modern v Londyne,
Pinakothek der Moderne v Mnichove, Wattis Institute for
Contemporary Arts v San Franciscu a v Mizeu moderného
umenia v New Yorku. Je lauredtom ocenenia Best Artist of
the Year, Deutsche Bank, Lovis Corinth Prize a dal$ich. Zije

a pbsobi v Bratislave.
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does not perceive exhibition spaces as mere (mute) back-
ground, but as elements that play an active role in the
perception of an artwork and expression of its meaning. He
often reveals the hidden mechanisms of artistic produc-
tion as well as that of the functioning of institutions, trying
to find new forms of institutional critique (exemplified in
several large-scale projects responding to the situation of
the National Gallery in Prague, the memory of the big fire
as well as a lack of communication and productivity of its
employees). In 2011 Dominik Lang represented the Czech
Republic at the Venice Biennale, turning the Czechoslovak
pavilion into his Sleeping City installation. Dominik Lang

is the head of the Sculpture Studio at the Academy of

Fine Arts in Prague. He designs architectural concepts of
exhibitions combining his artistic practice with that of an
architect, creating installations or spatial arrangements that
present exhibited works and offer a new context for their
interpretation. He lives and works in Prague.

DENISA LEHOCKA (*1971 Trencin, Slovak Republic).

She studied in the Department of Textiles at the School of
Applied Arts and then pursued her studies at the Academy
of Fine Arts in Bratislava (Open Studio of Rudolf Sikora).
Lehocka arrived on the art scene in the 1990s together with
a strong post-revolution generation of artists (Roman Ondak,
Boris Odreicka, Cyril Blazo, to name but a few) who were pre-
occupied with an urgent solution to the relationship between
the legacy of Conceptual art and the difference between

its western and eastern variants and themes. In the follow-
ing years, Denisa Lehocka devoted herself to the themes
and practices that are not unambiguous and especially
“female”, but have appeared in the work of some prominent
representatives of fibre art in the last fifty years - a careful
thought about fragile materials, time-consuming processual
work, the themes of composing the body from cultural and
material organs and the like. She also exhibited at Manifesta
3, Kunsthalle Basel, Kunsthaus Bern, ITCA International Trien-
nial, Austrian Cultural Center in New York, Mumok in Vienna,
New Museum Hub in New York, among others. In addition

to private collections, the artist’s works are included in the
collections of the Slovak National Gallery, Erste Bank: Kon-
takt, European Investment Bank, Societé Generale and The
Florence & Daniel Guerlain Collection. She lives and works in
Bratislava and Vienna.

ROMAN ONDAK (*19686, Zilina, Slovak Republic)

He is currently regarded as one of the most prominent repre-
sentatives of neo-conceptual strategies. His unusual artistic
concept has made him one of the most prominent artists of
the last decade. In his visual work Ondak innovatively uses
the reality of the world by staging and contextual shifts. The
spectators are attracted by repeated contradictory shifts of
meanings in the places where something stereotypical is
expected. This particular quality of variability of his works
and installations strongly appeal to the spectators. Ondak

PETER RONAI (*1953, Budapest, Madarsko). Slovensky mul-
timedialny umelec. Studoval na Vysokej skole vytvarnych
umeni v Bratislave a v §tudiu pokracoval na Akadémii vytvar-
nych umeni v Budapesti. DIhoro¢ne pedagogicky pdsobil na
mnohych umeleckych skolach a univerzitach (UKF v Nitre,
Fakulta vytvarnych umeni VUT v Brne, Fakulta masmedialnej
komunikacie UCM v Trnave), v sucasnosti je veducim Katedry
vytvarnych umeni a intermédii na Fakulte umeni Technickej
univerzity v KoSiciach. S Milanom Adamciakom a Juliusom
Kollerom zalozili zdruzenie Nova Vaznost. ,Dodnes je vnima-
ny skor ako jeden zo zakladatelov slovenského videoumenia,
pripadne ako tvorca postfotografie, ¢i Specifickych kolazi
(ronaiogramov). V pripade ranych obrazov (objektov) pritom
ide o velmi vypovedny okruh diel, ktoré mozu byt povazova-
né nielen za predobraz Ronaiovej tvorby devatdesiatych ro-
kov 20. storocia, ale tiez ako jedna z mala polemik ¢i opozicii
vznesenych voci neoavantgarde,...” (Gregor, 2016). Vystavo-
val: Der Riss im Raum - Gropius Bau, Berlin, Esperanto - Wer-
kgalerie Kassel X. Documenta Frame program, Kassel; Aspek-
te und Positionen 50 jahre Kunst - Ludwig Museum, Vieden;
Here and now, MUcsarnok, Budapest; MAPS Save as, Ludwig
Museum, Budapest. Je zastUpeny v zbierkach a galériach
Slovenskej narodnej galérie, Bratislava; Ludwig Museum
Budapest; Narodnej galérii, Praha; Documenta archiv Kassel,
MoMA, New York a dalsich. Zije a pracuje v Bratislave.

PAVLA SCERANKOVA (*1980, Kosice, Slovenska republika).
Slovenska multimetiadlna umelkyfa. Studovala na Akademii
vytvarnych uméni (AVU) v Prahe, kde v roku 2011 ukoncila aj
doktorandské studium. Spolu s Dusanom Zahoranskym vedie
Ateliér intermédii na AVU v Prahe. Vytvara socharske objekty
a instalacie charakteristické minimalistickou Cistotou aj cit-
livym vztahom k danému miestu. Dalsi aspekt jej prac spo-
¢iva v tvorbe objektov s prvkom akcie vyzyvajucej divakov

k interakcii. V rovine obsahu sa Pavla Scerankova intenzivne
zaobera odrazom [udského vnimania, pamatou a individual-
nou skusenostou z okolitého sveta. Mala niekolko Uspesnych
vystav v galériach ako Drdova Galerie v Prahe, EFA Project
Space v New Yorku, Mizeum suc¢asného umenia vo Vroclavi,
galérii Rudolfinum v Prahe, Astrup Fearnley Musset v Oslo

a dalsich. V roku 2015 bola finalistkou Ceny Jindficha Cha-
lupeckého. V roku 2009 ziskala Cenu Vaclava Cada na Zlin-
skom saléne mladych umelcov v Prahe a Cenu Cypriana na
Bienale v Trnave v roku 2007. Jej diela su sucastou verejnych
zbierok vratane Narodni galerie v Prahe, Slovenskej narodne;j
galérie v Bratislave, Galerie mésta Prahy a mnohych sukrom-
nych eurépskych zbierok. Zije a pracuje v Prahe.

TOMAS VANEK (*1966, Pocatky, Ceska republika). Cesky
intermedialny umelec. Studoval na Akadémii vytvarnych
umeni (AVU) v Prahe (v ateliéroch Jifiho Sopka a Vladimira
Kokoliu). Viedol ateliér Intermédii AVU. Od roku 2014 pésobi
ako rektor AVU. Na ¢esku vytvarnu scénu nastupil v polovici
devatdesiatych rokov 20. storocia. Umenie vniesol do verej-
ného priestoru. Je laureatom Ceny Jindficha Chalupeckého

was awarded a DAAD grant in Berlin for 2007 and 2008 and
presented his projects at numerous solo exhibitions, among
others in Cologne’s Kunstverein, Tate Modern in London,
Pinakothek der Moderne in Munich, the Wattis Institute for
Contemporary Arts in San Francisco and the Museum of
Modern Art in New York. He is the winner of Best Artist of the
Year, Deutsche Bank, Lovis Corinth Prize and a few others.
He lives and works in Bratislava.

PETER RONAI (¥1953, Budapest, Hungary). Slovak multimedia
artist. He studied at the Academy of Fine Arts in Bratislava
and continued studying at the Academy of Fine Arts in
Budapest. He was teaching at several art schools and uni-
versities (UKF in Nitra; Faculty of Visual Arts, Brno University
of Technology; UCM Faculty of Mass Communication in
Trnava). Ronai is currently the head of the Department of
Fine Arts and Intermedia at the Faculty of Arts of the Techni-
cal University in Kosice. Together with Milan Adamciak and
Julius Koller they founded the association Nova vaznost (New
Seriousness). “He is still perceived as one of the founders

of Slovak Video art and a creator of post-photography and
specific collages (ronaiograms). His early pictures/objects
represent a very relevant group of works that can be con-
sidered a manifesto of Ronai’s work of the 1990s, but also
one of a few polemics or oppositions raised against the
neo-avant-garde...” (Gregor, 2016). He exhibited in: Der Riss
im Raum - Gropius Bau, Berlin; Esperanto - Werkgalerie
Kassel X. Documenta Frame Program, Kassel; Aspekte und
Positionen 50 Jahre Kunst - Ludwig Museum, Vienna; Here
and Now, Mlcsarnok, Budapest; MAPS Save as, Ludwig
Museum, Budapest. His work is included in the galleries and
collections of the Slovak National Gallery, Bratislava; Ludwig
Museum Budapest; National Gallery, Prague; Documenta
archive Kassel, MoMA, New York and many others. He lives
and works in Bratislava.

PAVLA SCERANKOVA (*1980, Kosice, Slovak Republic).
Slovak intermedia artist. She studied at the Academy of

Fine Arts in Prague, where she also completed her doctoral
studies in 2011. Together with Dusan Zahoransky, she runs
the studio of intermedia art at the Academy of Fine Arts

in Prague. She creates sculptural objects and installations
characterised by their minimalist purity and sensitive relation
to a particular place. Another aspect of her works is demon-
strated in the creation of objects with an element of action
prompting the spectators to interact. As to the level of
content, Pavla Scerankova is concerned with the reflection
of human perception, memory and individual experience of
the surrounding world. She has put on several successful
exhibitions at reputed galleries, for instance the Drdova
Gallery in Prague; EFA Project Space in New York; Wroclaw
Contemporary Museum in Wroclaw; Rudolfinum Gallery in
Prague; Astrup Fearnley Musset in Oslo, among others. In
2015 Scerankova was nominated for the Jindfich Chalupecky
Prize. She won the Vaclav Chad Award at the Zlin Salon of



(2001). Cesku republiku reprezentoval na Eurépskom bienale
sti¢asného umenia Manifesta 8. Je ¢lenom dvoch umelec-
kych skupin, a to Bezhlavy jezdec (spolu s Josefem Bolfem,
Janem Manduskou a Janem Serych) a PAS - Produkce aktivit
soucasnosti (spolu s Jifim Skélou a Vitem Havrankem). So
skupinou Bezhlavy jezdec okrem iného inicioval projekt pre
vykladnu skrinu v jednej z prazskych ulic. ISlo o konfrontaciu
umeleckych postupov s kazdodennou prevadzkou ulice.
Bezprostrednymi komunikacnymi experimentami v redlnych
podmienkach sa zaobera dodnes. Zije a posobi v Prahe.

Sprievodna vystava
Milan Houser: Miesto pripojenia

MILAN HOUSER (*1971, Vyskov, Ceska republika). Cesky
st&asny maliar a intermedialny umelec. Studoval na Aka-
demii vytvarnych uméni v Prahe. Od roku 2008 pdsobi ako
pedagog na Fakulte vytvarnych uméni VUT v Brne, v rokoch
2011-2018 - v pozicii dekana tejto fakulty. Od roku 2003
aktivne vystavuje doma i v zahranici, vratane Slovenska, kde
mal viacero samostatnych vystav: 2018 - Miesto pripojenia/
Connecting Point, Kunsthalle LAB, Bratislava; 2016 - The
Great Outdoors, Danubiana Melusteen Art Museum, Bratisla-
va-Cunovo; 2013 - Geometrické polia (s Adamom Szentpéte-
rym), Kasarne Kulturpark Kosice; 2009 - Vanitas, Kopplova
vila, Galéria Jana Koniarka (GJK), Trnava; 2006 - V perleti;
Synagdga - Centrum sucasného umenia GJK, Trnava. 2000 -
Cena rektora AVU v Prahe; 2000 - stipendium Nadacie Jany
a Milana Jelinkovych; 2005 - stipendium Pollock-Krasner
Foundation. Zije a tvori v Brne.

1M2—-1138

Young Artists in Prague in 2009, and the Cyprian Award

at the Trnava Biennial in 2007. Her works can be found in
numerous public collections, including the National Gallery
in Prague; Slovak National Gallery in Bratislava; Prague City
Gallery, and a number of private European collections. She
lives and works in Prague.

TOMAS VANEK (*1966, Podatky, Czech Republic). Czech
intermedia artist. He studied at the Academy of Fine Arts
(AVU) in Prague in the studios of Jifi Sopka and Vladimir
Kokolia. Vanék ran the studio of Intermedia at the AVU. Since
2014 he has been Rector of the Academy of Fine Arts. He
arrived on the Czech art scene in the mid-1990s and brought
art into public spaces. Vanék is the winner of the Jindfich
Chalupecky Prize (2001). He represented the Czech Republic
at Manifesta 8 at the European Biennale of Contemporary
Art. He is a member of two art groups: Bezhlavy jezdec
(Headless Rider together with Josef Bolf, Jan Mancuska and
Jan Serych) and PAS - Production of Present Activities (to-
gether with Jifi Skala and Vit Havrankek). He also initiated the
project for a shop window exhibition in one of Prague streets
together with the group Bezhlavy jezdec. It was a contrast
between artistic practices and the daily life in the street. He
is still concerned with direct communication experiments in
realistic conditions today. He lives and works in Prague.

Accompanying Exhibition
Milan Houser: Connecting Point

MILAN HOUSER (1971 Vyskov, Czech Republic). Czech
contemporary painter and intermedia artist. Studied at the
Academy of Fine Arts in Prague. Teaching at the Faculty of
Fine Arts of the VUT in Brno (2008 - present); 2011-2018

- Dean of the Faculty. 2003 - First exhibitions in the Czech
Republic and abroad, including Slovakia, where he had
several exhibitions: 2018 - Miesto pripojenia/Connecting
Point, Kunsthalle LAB, Bratislava; 2016 - The Great Outdoors,
Danubiana Meulensteen Art Museum, Bratislava - Cunovo;
2013 - Geometrické polia (Geometric Fields with Adam
Szentpétery), Kasarne Kulturpark, Kosice; 2009 - Vanitas,
Koppla's Manor House, Jan Koniarek Gallery, Trnava; 2006 -
In Nacre, Synagogue - Centre for Contemporary Arts, Jan
Koniarek Gallery, Trnava. 2000 - Received the Rector of the
Prague Academy of Fine Arts Award; 2000 - Jana and Milan
Jelinek Foundation grant; 2005 - Pollock-Krasner Foundation
grant. He lives and works in Brno.

Tomas Vanék: Particip €. 17 / Particip No. 17, 2001



Vzdelavacie programy

OBJEKTivne
30.11. 2018 - 24. 2. 2019
Kurator: Vladimir Beskid

30.11. 2018 - 24. 2. 2019 / KHB 1. posch.

programy pre skoly - Koleso od bicykla
Prostrednictvom kratkych tvorivych aktivit G¢astnici
uvazovali o tom, ako sa meni t4 ist4 stolicka doma,
v Skole, v ¢akarni u lekara a v galérii, kde predmety
ozivaju v neCakanych suvislostiach.

8.12.2018 /10.00 / KHB 1. poschodie

rodinny workshop - To som uz niekde videl!

Obycajny predmet sa v galérii premiena na nieco nové,
necakané: nabytok lieta v priestore, hracky ozivaju.
Metodou volnych asociacii deti ,poskladali” svoje
vlastné pribehy.

10.12. 2018 / 9.00 - 12.00 / KHB 1. poschodie
workshop pre dospelych - Experiment umenie

Preco préve stolicka? V kratkej historickej sonde sa
Ucastnici workshopu dozvedeli, preco sa tento celkom
obycajny predmet stal dolezitym nametom umenia.
Hladali ho v tvorbe Vincenta van Gogha, Marcela
Duchampa, Josepha Kosutha az po autorov strednej
generacie, zastupenych na vystave.

11.12. 2018 / 9.00 - 12.00 / KHB 1. poschodie
metodické stretnutie pedagégov

(v spolupraci s Metodicko-pedagogickym
centrom) - OBJEKTivne

Predmetom stretnutia bol dialég o tom, aké miesto
a vyznam ma sucasné umenie a navsteva galérie

v pedagogickom procese.

16. 2. 2019 / 10.00 / KHB 1. poschodie

14 —115

Educational Programmes

OBJECTive
30.11.2018 - 24. 2. 2019
Curator: Vladimir Beskid

30.11. 2018 - 24. 2. 2019 / KHB 1* floor

school programmes - Bicycle Wheel

Participants in creative activities considered the
transformation of the same chair at home, at school,
in the waiting room of the doctor’s office, and in the
gallery where objects were animated in unexpected
contexts.

8.12.2018 /10.00 / KHB 1% floor

family workshop - I've Seen It Somewhere!

An ordinary object was transformed in the gallery
into a new, unexpected exhibit: flying furniture and
animated toys. Children arranged various objects and
created their own unique installations.

10.12. 2018 / 9.00 - 12.00 / KHB 1* floor

workshop for adults - Art Experiment

Why is it a chair? A brief historical survey of this
ordinary object explained the participants the reasons
why it became an important theme explored in art.
They examined the chair in the artworks of Vincent
van Gogh, Marcel Duchamp, Joseph Kosuth, and in the
works of the exhibiting artists representing the middle-
aged generation.

rodinny workshop - Svieti to a hra to. €o to je?
Co véetko musi umelec vediet aby vytvoril
umelecké dielo?

17.2. 2019 /15.00 / KHB 1. poschodie

komentovana prehliadka - Detsky mediator

Otocili sme rolu vzdelavajliceho a vzdelavaného

a vystavou sprevadzali deti dospelych.

Obltbeny format ziskal Cenu Rady galérii Slovenska -
Biela kocka 2017.

18.2.2019 /17.00 / KHB 1. poschodie

workshop pre dospelych - Experiment umenie

Diela na vystave OBJEKTivne spajala okrem iného aj
umelecka forma ready made. Na workshope si nav-
Stevnici vyskusali zostrojit a zapojit vlastné interaktivne
,svetielkujuce” dielo.

Milan Houser: Miesto pripojenia
30.11.2018 - 27. 2. 2019
Kurator: Vladimir Beskid

21.1.2019 /17.00 / KHB LAB

workshop pre dospelych - Experiment umenie

Milan Houser sa dlhodobo a programovo zaujima

o matériu samotnej malby. Charakterizuje ho skimanie
zakladnych materidlovych zloziek obrazu - blindramu,
platna, farieb, pigmentov a priemyselnych lakov. Na
workshope pre dospelych sme sa venovali technike

a procesu malby a experimentom s farebnymi pigmen-
tami a $pecialnymi lakmi.

26.1.2019 /10.00 / KHB LAB

rodinny workshop - Zamrznuta farba

Ako vznika farba? Farba nesluzi umelcovi iba ako mate-
rial na nanasanie Stetcom na platno, moze ju pouzit aj
na vlastné vyskumy a objavy.

Kunsthalle %
Bratislava

11.12. 2018 / 9.00 - 12.00 / KHB 1*t floor
methodological meeting of teachers

(in cooperation with the Methodological and
Pedagogical Centre) - OBJECTive

The meeting considered the position and importance
of contemporary art and visits to galleries in teaching.

16. 2. 2019 /10.00 / KHB 1:tfloor

family workshop - It's shining and playing. What is it?
What does an artist need to know to create

a work of art?

17.2.2019 / 15.00 / KHB 1t floor

exhibition tour - Child Mediator

We swapped the role of the educator with the role
of the educated, enabling the children to guide the
adults through the exhibition. This favourite form of
exhibition tour won the Council of the Galleries of
Slovakia Award - White Cube 2017.

18.2.2019 /17.00 / KHB 1¢ floor

workshop for adults - Art Experiment

The works of art at OBJECTive exhibition were
connected, among others, with the art form of ready
made. The workshop participants tried to create and
connect to electricity supply their own interactive
“luminous” works.

Milan Houser: Connecting Point
30.11.2018 - 27. 2. 2019
Curator: Vladimir Beskid

21.1.2019 /17.00 / KHB LAB

workshop for adults - Art Experiment

Milan Houser has been engaged in the materials
of painting for a long time. He examines the basic
components of painting - picture frame, canvas,
paints, pigments and industrial lacquers. The
workshop for adults focused on the technique and
process of painting and experiments with colour
pigments and special varnishes.

26.1.2019 /10.00 / KHB LAB

family workshop - Frozen Paint

How is paint made? Paint is not only the material,
which painters apply to the canvas with the
paintbrush, but they can also use it to make their
own explorations and discoveries.



Sprievodné podujatia

Accompanying Programmes

16 —17

-ALUB

Kunsthalle
Bratislava

\

OBJEKTivne
30.11.2018 - 24. 2. 2019
Kurator: Vladimir Beskid

29.11. 2018 /18.00 / KHB 1. poschodie
otvorenie vystavy

16.12. 2018 / 16.30 / KHB 1. poschodie
sprievod

Kuratorsky sprievod vystavou

s Vladimirom Beskidom.

23.1.2019/18.00 / KHB 1. poschodie

sprievod - Ceskoslovenské vizby

Specialny sprievod vystavou s historikom umenia,
kritikom a kuratorom poésobiacim v Prahe - Tomasom
Pospiszylom spolu s jednym z vystavujucich autorov -
slovenskym socharom Viktorom FreSom.

11.2.2019 / 17.00 / KHB 1. poschodie

sprievod - Medzi objektmi a slovami
Interpretacna prechadzka vystavou so slovenskym
historikom umenia Petrom Megyesim.

20. 2. 2019 /18.00 / Kunsthalle KLUB

moderovana diskusia - Objekt hravo i vazne

Diskusia Anny Varteckej - kuratorky, teoreticky suc¢asného
umenia a vysokoskolskej pedagogicky s ceskymi

a slovenskymi umelkynami Pavlou Scerankovou, Lenkou
Klodovou a umelcom Jifim Kovandom.

Diskusia bola spojena s uvedenim katalégu k vystave

s kuratorom Vladimirom Beskidom.

Milan Houser: Miesto pripojenia
30.11. 2018 - 27. 2. 2019
Kurator: Vladimir Beskid

29.11. 2018 / 18.00 / Kunsthalle LAB
otvorenie vystavy

16.12. 2018 / 16.00 / Kunsthalle LAB
sprievod
Kuratorsky sprievod vystavou s Vladimirom Beskidom.

27.1.2019 /16.00 / Kunsthalle LAB

sprievod

Komentovana prehliadka s kuratorom Vladimirom
Beskidom a autorom Milanom Houserom.

OBJECTive
30.11.2018 - 24. 2. 2019
Curator: Vladimir Beskid

29.11. 2018 / 18.00 / KHB 1st floor
exhibition opening

16.12. 2018 /16.30 / KHB 1st floor
guided tour

Exhibition tour presented by curator
Vladimir Beskid.

23.1.2019 /18.00 / KHB 1st floor

guided tour - Czechoslovak Ties

A special exhibition tour with the art historian, critic
and curator Tomas Pospiszyl, based in Prague,
together with one of the exhibiting artists - Slovak
sculptor Viktor Freso.

11. 2. 2019 / 17.00 / KHB 1st floor

guided tour - Between Objects and Words
An exhibition tour presented by the Slovak art
historian Peter Megyesi.

20.2.2019 /18.00 / Kunsthalle CLUB

group discussion - The Object Playfully and Seriously
Anna Varteckd, the curator, contemporary art theorist
and university teacher, lead the group discussion with
Czech and Slovak artists Pavla Scerankova, Lenka
Klodové and Jifi Kovanda.

Curator Vladimir Beskid presented the exhibition
catalogue at the group discussion.

Milan Houser: Connecting Point
30.11.2018 - 27. 2. 2019
Curator: Vladimir Beskid

29.11.2018 / 18.00 / Kunsthalle LAB
exhibition opening

16.12. 2018 / 16.00 / Kunsthalle LAB
guided tour
Exhibition tour presented by curator Vladimir Beskid.

27.1.2019 / 16.00 / Kunsthalle LAB

guided tour

Exhibition tour presented by curator Vladimir Beskid
and artist Milan Houser.
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