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Emilia Rigova: Coharii z Koni Ajlend, 2020, olej na platne /
oil on canvas, 100 x 70 cm, foto / photo: Adam Viktor

.Socialny a personalny odkaz vystavy je jasne Citatelny.
Emilia Rigova pracuje s rekonstrukciou kulturnej historie
a aktualitou vlastného JA. S rozmazanymi dejinami
diaspornych Rémov a vlastnou identitou mladej zeny -
intelektualky, umelkyne, feministky. Format muzea umenia,
aky prebera jej paradoxna ,expozicia“ obrazov, zahfnia
kriticku reviziu zapadnych dejin umenia a kultary.”

éarodejnica z Coney Island

K archeologii romskej kultary

V zavere roka 2018 sa vitazkou sutaze pre mladych vizu-
alnych umelcov do 40 rokov — dnes uz tradi¢nej a v ram-
ci umeleckej scény prestiznej Ceny Oskdra Cepana'— stala
Emilia Rigova (*1980). Jej tvorba bola dovtedy v doma-
com prostredi pomerne malo znama a reflektovana, a aj
samotna organizacia sutaze presla vyraznymi inovativ-
nymi zmenami. Z dnesnej perspektivy mozno hodnotit,
ze 1nstitucionalny aj koncepcny ,,refresh® ceny sa vyda-
ril. Prave umelecké, ako aj odborné pésobenie Rigove;
na SirSej europskej scéne moze byt toho prikladom. Jej
autorska vystava v priestore Runsthalle LAB je ,Jaureat-
skou vystavou*, ktora zvykla byt v minulosti usporiadana
ako stcast ocenenia pre vita-
za. Kunsthalle Bratislava v Gzkej

1 Cena Oskéra Cepana bola

zalozena v roku 1996. Od roku 2001 spolupréci s Naddciou— Gentrum
ju organizuje Nadacia - Centrum

stiGasného umenia, momentalne sticasného umenia sa WStaVOU

v spolupréaci s platformou pre Y . B 4 .
podporu umenia collective. Cena CO}lan < KOVZZ A]lend (Cd?’Od@]ﬂlC(l
je sucastou medzinarodnej siete : : B
oceneni YVAA - Young Visual Artists < COH@) [Sldﬂd) viacia k teJ to tra

Awards (www.yvaawards.org), orga-  dicil a ma ambiciuju aj nad'alej
nizovanych v krajinach stredovy-

chodnej Eurépy. aktivne rozvijat.

Osou umeleckej agendy autorky sa v ostatnych rokoch
stala problematika romskej identity a pojem rémske;
kultary ako taky. Prave tieto okruhy kreativne, kriticky
rozvinula a problematizovala pod umeleckym menom
¢i alter egom Bdri Raklor: (bar: = velka, raklor = dcéra



neromskych rodicov). Pouziva ho ako isty osobny kod
¢1 narativ, cez ktory spritomnuje svoju individualnu
sktisenost a tiez sirsi ramec reflexie a poznania romskej
kultary. Napokon, okrem vlastnej vizualnej tvorby sa
Rigova venuje mnozstvu aktivit, ktoré stivisia so vzdela-
vanim, zviditelnovanim a socio-kultirnym vyskumom
romskej minority nielen na Slovensku. Za vsetky moz-
no spomenut vznik Rabinetu romskeho umenia a kultiry na
Unwerzite Mateja Bella v Banske) Bystrict z jej osobnej inicia-
tivy (2019), alebo pocetné aktivity
v ramcl Furdpskeho rémskeho instititu

2 ERIAC - European Roma e kultiru a umenie? so sidlom
Institute For Arts And Culture

(www.eriac.org). \Y% BCI"HI’IC (Od 20 1 7>

Aj na pozadi tychto stvislosti, kedy Rigova a jej spolu-
pracovnici (€1 uz z prostredia sa¢asného umenia alebo
akademickej pody) usiluji o vytvorenie podpornych
pilierov poznania a rozvoja romskej kultiry, mozno ro-
zoznat aktivisticky akcent jej tvorby. Rovnako ako napr.
»zenské umenie®, feminizmus ¢1 queer agenda presli

v ramci dejin a tedrie umenia svojou emancipaciou,
tak aj autori s romskymi korennmi dnes nastupujt tato
cestu — reflexie, zviditelnenia, humanizacie, akceptacie
na poli profesionalneho vizualneho umenia, a nasledne
azda aj postupného splynutia ako mozného opustenia
romskej problematiky ako ich primarneho konceptual-
neho ramca. Na jednej strane autorskych, ako aj kolek-
tivnych iniciativ totiz stoji pozitivha ambicia zviditelne-
nia a splynutia romskych umelcov so svetom stucasného
umenia, na druhej paradoxny sprievodny efekt vycleno-
vania takto etnicky vymedzenych vystav.

Emilia Rigova: We care about your future (v popredi / in the foreground),
2019, instalacia, rozne materialy a variabilna velkost / installation, various
materials, variable size (z vystavy Keres Kultura!, Stredoslovenska galéria,
Banska Bystrica / from the exhibition Keres Kultura!, Central Slovakian
Gallery, Banska Bystrica), foto / photo: Martin Deko

Medzi kltcové kolektivne vystavné projekty, ktoré
nepochybne prispeli k posilneniu a podpore reflexie
romskej identity v kontexte aktualneho vizualneho
umenia, patria vystavy ako Vesmir je cerny (Moravska
galerie, Brno, CZ, 2017 —2018), Neviditelné miizeum
(tranzit.sk, Bratislava, SK, 2017 —2018), Futuroma (Be-
natske bienale, Benatky, I'l; 2019), alebo nedavna Aeres
Kultura! (Stredoslovenska galéria, Banska Bystrica, SK,
2019 — 2020), na ktorej realizacii a koncepcii sa autorka
podielala aj v pozicii spolukuratorky projektu. Uvedené
priklady napokon tvoria aj nas aktualny lokalny, miestne
specificky ramec poznania a vnimania tvorby profesio-
nalnych umelcov s romskymi korenimi a problematik, na
ktoré klada déraz. Okrem vystav a spominaného insti-
tucionalneho zazemia, sa to v pripade Emilie Rigove;j
ako Bdri Raklon aj dva vyrazné vplyvy rovnako tspes-
nych vizualnych umelcov a osobnosti — Tamary Moyzes
a Roberta Gabrisa.



Emilia Rigova: Kotlarova sej pecie jablka, 2020, olej na platne / oil on canvas,
80 x 120 cm, foto / photo: Adam Viktor

Rigovej tvorivy ,,backround” je v zasade rozporupl-

ny, ¢o jej dielam dodava na vyrazovej sile, autenticite,
presvedcivosti, ako aj angazovanosti. Autorka pocha-
dza z asimilovanej rodiny, kde pestovanie romskeho
jazyka ako bazalneho kultarneho identifikatora je uz
po niekolko generacii skor spomienkou. Hladanie,
rozkryvanie a kriticka reflexia vysostne romskych as-
pektov identity ma v jej pripade az archeologicky cha-
rakter. Prostrednictvom umenia nanovo (de)komponuje
a identifikuje samu seba ako Bdri: Raklori. Nejde pritom
o osobnt mytoldgiu ¢i archeolégiu v zmysle ,,rémskeho
rodokmena®. Jej pristup k otazke romskej identity vedie
od individualneho k vseobecnému, cez vlastny persona-
lizovany narativ zviditelniuje neviditeIné a nepoznané.
Roém ako objekt majoritného vnimania sa v jej tvorbe
transformuje a ,,povysuje na subjekt, ktory performuje,
svojbytne vystupuje, prostrednictvom pohladu (,,gaze®)
sa zmocnuje situacie.

Jednym z hlavnych nastrojov komunikacie a tvorby
autorky, ktory charakterizuje aj aktualnu vystavu Cohani

z Kot Ajlend, je subverzia stereotypného vnimania rom-
skej kultry majoritnou spoloc¢nostou. Tie sa v jednotli-
vych dielach spritomnujt hlavne prostrednictvom postavy
Bari Raklor, ktora v istom zmysle zosobnuje vseobecny
ramec romskeho etnika cez vlastna, jedinecnt skusenost
(zeny, dcéry, vytvarnicky, vzdelanej aktivistky a iniciator-
ky projektov, atd.). Zaroven sua to vizualne casto akcen-
tované prvky a symboly, ktoré si vacsinova spolocnost
obvykle spaja s romskou societou: zlato a zlata farba,
vasniva a nesputana cervend, tmava (Cierna) farba pleti,
vseobecne kultarny orientalizmus az gycovost, zdobnost,
ale aj chudoba, kocovnost a pod. Ako priklad uvedme

len sugestivny performativny akt davenia tekutého zlata
vo videu Vomate ergo sum! (2018), alebo rémsky kvetinovy
dizajn objektu tazkej nepriestrelnej vesty Bulletproof Culture
(2018), ktoré¢ divaci poznaji uz zo spominanej vystavy
finalistov Ceny Oskdra Cepana 2018 v Bratislave.

Stbor premiérovo uvedenych diel Rigovej, ktory pri-
pravila pre samostatnu prezentaciu v Runsthalle LAB,
bol inpirovany kultdrnym prostredim amerického New
Yorku. Ten navstivila a spoznala pocas dvojmesacne;j
umeleckej rezidencie v minulom roku. Expozicia prekva-
pi vystavnym konceptom, a tiez aj medialnym zaberom
diel, kde dominuje napohlad klasicky zavesny obraz.

V kontexte predchadzajicej tvorby autorky najdeme
skor digitalny obraz, manipulovanu fotografiu, objekt
¢1 instalaciu, ako aj zanrovo typicka autorsk video
performanciu. Celok vystavy, vratane jej architektiry, je
tu rieSeny na sposob muzea umenia (,,obrazarne®) v od-
kaze na pamat, historiu ¢1 dejiny romskeho etnika a ich



kultary. Rigova zamerne koncipuje formu muzea, aby
deklarativne zdéraznila absenciu relevantnych roémskych
dejin vo vSeobecnom historickom povedomi. Na Sloven-
sku napriklad dodnes chyba Standardna pamatova insti-
ticia®, ktora by mapovala
a spristupnovala nateraz

3 Vroku 2002 na pode Slovenského narod-
ného muzea v Martine vzniklo etnograficky
koncipované Muzeum kultiry Rémov na Slo-  skeho umenia a kLllUilI‘y,
vensku, ktoré v roku 2004 spristupnilo stalu
expoziciu Romano Drom / Cesta Romov.

neviditelna historiu rom-
ktoré takmer nepozname.

Aktualizovany obrat k minulosti autorka vtipne Sifruje
najma v trojici ramovanych obrazov mensich rozmerov,
ktoré st postmodernou parafrazou znamych diel moder-
ného vytvarného umenia — Paula Gauguina (Kotldrova Sej),
Alfonsa Muchu (Cokani z Koni Ajlend) a Dominika Sku-
teckého (Market). Ich vizualitu prebera a prepisuje jazy-
kom napohlad insitného maliarstva, pricom ako rezisér

v pozadi manipuluje obsah diel s cieflom prinavratenia

a zviditelnenia romskych dejin, ktoré takto zvyznamnuje
ako autenticku sucast euro-americkych dejin. Do obrazov,
ktoré si nechava vyrobit na zakazku, vklada romsky histo-
ricky kontext prostrednictvom explicitnej zameny povod-
nych postav za Bdr Raklor, alebo za iné romske identity.
Moderné dejiny zapadnej kultary, ktora je tu kodovana
prostrednictvom znamych ikonickych obrazov, tak pre-
chadzaji novym citanim a diskurzivnou interpretaciou

(z pohladu Zeny, Romky, feministicky orientovanej umel-
kyne). Napokon, prave tu sa explikuje podtitul vystavy

a nabera na svojom vyzname.

Trojica diel funkéne umocnuje muzealny dojem a usi-
luje sa presvedcit divaka o vlastnej historickej hodno-
vernosti. V druhom ¢itani a pri blizSom pohlade nepo-

Emilia Rigova: Hypnotic
Poison, 2020, olej na
platne / oil on canvas,
180 x 150 cm, foto /
photo: Adam Viktor

chybne tieto prace pobavia aj istou mierou nadsazky
(napr. humorne odlahc¢ené zaclenenie znamej aukéne;
licitatorky v diele Market odkazuje na moznt komodi-
fikaciu rémskej kultary). Zaujimavym je tu aj posun
autorstva, kedy Rigova vznik a vizualitu obrazov kon-
cepcne reziruje a koriguje, pricom ich vyznenie pone-
chava vo vseobecnom ramci — ako polozent otazku
pravdivosti kultarnych a socialnych dejin tak, ako ich
(epistematicky) pozname. Rovnaky postup zvolila aj pr1
dalsich dvoch prezentovanych malbach, ktoré sa odli-
Suja vypravnejsim formatom a absenciou ramu. Archi-
tekt vystavy Peter Liska ich umiestnuje na tvod a zaver
vystavy tak, ze funkciu ,licovania® predsa len spiflaj{l.
Figurativne kompozicie Hypnotic Poison a Havrana st
paradoxne abstraktnejsie vyznamom a postvaju Citanie
vystavy do $irsich stvislosti.



Na oboch ,,performuje* Bdrn Raklor ako aktérka te-
lesnych a existencnych situacii. Nahotu a telesnost tu
autorka pouziva v aluzivhom odkaze na vizualitu a zan-
re historickej malby, ale najma ako konstrukéné prvky
svojej identity a totoznosti. Prostrednictvom znamych,
vyznamovo zatazenych symbolov hada a havrana otvara
mytizovany rozmer romskej kultiry a drazdivo pokusa
nase archetypalne povedomie. Obe diela st altiziou na
sedimentovany kultirny kéd a predstavu o historicke;
realite. Malbu Hypnotic Poison mozno chéapat ako Styli-
zaciu romskej zeny ako Evy, teda Bdri Raklér ako prvej
Romky. Aj tu napokon Rigova nasadzuje do hry alter-
nativne dejiny a s prizna¢nou davkou humoru otvara
otazku hodnovernosti, vtipne relativizuje, pyta sa na
povod a pravdivost vlastnej totoznosti. A hoci tieto prace
autorky nenachadzaja v dejinach umenia svoj konkrétny
predobraz, velmi dobre Gc¢inkuji na aluzivnej baze nas-
ho povedomia o umeni a kultirnych archetypoch.

Motiv cerveného jablka, ktory n4jdeme infiltrovany na-
priec celou kolekciou diel, prinésa isty jednotiaci prvok.
Je symbolickou esenciou, pointou celku vystavy. Vizual-
ny motiv loli phabay (loli = cerveny, phaba) = jablko) od-
kazuje k etymologii slova lollipop ako k produktu ame-
rickej popkultary, oblibenej lizanky, ktorej predobraz

a povod autorka nachadza v rozptylenych a zamlcanych

ramcoch dejin romske;j

4 Termin ,lizatko” zaznamenal an- kultflry4. SOCha SlObOdij
glicky lexikograf Francis Grose v roku
1796. Mozno ho odvodit z vyrazov

Jolly” (jazyk) a ,pop” (facka). Prvé . , .
zmienky o lizatku v modernom kontexte dO tYPICky I‘OInSkQ] dekora-

pochadzaju z 20. rokov 20. storocia. tivnej §atky S feministick;'/m
Alternativne to moze byt slovo rém-

skeho pévodu, ktoré suvisi s romskou akcentom (Zdéraznenie Zen-
tradiciou predaja jablk obalenych
karamelom na jarmokoch.

v obraze Lady L. inscenovana

skosti a politiky tela autorky),

pricom jej obvyklé atribity st zamenené za jablk4 na-
pichnuté na palicke, ktoré boli v ramci romskej kultary
urcené na opekanie. Obraz je symbolickym zosobnenim
a prinavratenim (korekciou) romskeho vychodiska ame-
rickej ,,Judovej* kultary. Spolu s video performanciou
Loli phabay, kde autorka vo svojom charakteristickom
médiu akcne ,,chrame* sladké putové produkty, ho
mozno chapat aj ako hladanie identity, cestu najdenia
sa, stotoznenia sa v cudzom svete.

Hoci sa vizudlny kod vystavy Cohant z Koni Ajlend moze
javit ako vrstevnaty a rozbiehavy, je to prave archety-
palna esencialita symbolu cerveného jablka, a tiez muze-
alny ramec, ktoré¢ autorskt prezentaciu Emilie Rigovej
zjednocuju a uzatvaraja. Sofisttkovane naraba stratégiou
archeologického badania; zapaja poznatky z etymologie
romskeho jazyka, osviezuje a nanovo interpretuje struk-
taru kultarnych symbolov s cielom zviditelnenia nepri-
tomnej romskej kultary v nasich dejinach. Priznac¢nou
mierou nadsazky a humoru odlahcuje vahu alternativ-
nych — neviditelnych rémskych dejin, voci ktorym ma
zapadna spolo¢nost nepochybne realny dlh. Ako pro-
striedok komunikacie a konstrukcie tychto tém pouziva
personalizovany narativ Bdr: Raklor, ktory od nenapisa-
nych dejin rémskej kultary presahuje k otazkam indivi-
duélnej identity a naopak. Nastrojmi postprodukcie au-
torka reziruje vznik a vizualitu simulakier, obrazov ako
svedectiev doby, fiktivnych ziznamov pribehu Carodejnice
z Coney Island.

Nina Vrbanova

kuratorka vystavy



At the end of 2018, Emilia Rigova (*1980), winner of
a by now traditional contest for artists under 40, was
awarded the Oskdr Cepan Award", which is highly regard-
ed in the art scene. Her work until then had been little
known and thought about in Slovak art circles, and the
contest itself, indeed, had been strikingly renewed and
reorganised. From today’s perspective one must judge
that the institutional and conceptual “refreshing” of the
prize has been successful. Rigovd’s activity on the wider
European scene, as both artist and art expert, may fur-
nish an example of this. Her solo exhibition in Runsthalle
LAB is a “laureate’s exhibition”, which in past times had
been customarily arranged as part of the victor’s award.
Kunsthalle Bratislava, in close
1 The Oskér Cepan Awars was estab-  cooperation with the Foun-
lished in 1996. Since 2001 it has been o
organised by the Foundation - Centre dation — C@?’lh’@fb?’ Contempomry
O Conmpe A S Aprts, is resuming this tradition

cooperation with the collective plat-

form for the support of art. The prize is . 9 ; S As
part of the YVAA - Young Visual Artists Wlth Coham < ]{0721 Aj Zend <Th€

Award international network of awards I/Vil/‘chﬁom anqy [sland), and
(www.yvaawards.org), organised in the

countries of east-central Europe. we aim to dCVG‘lOp it further.
In recent years this artist’s creative agenda has revolved
round the issues of Roma identity and the concept of
the Roma culture as such. Whether under her artistic
name or as her alter ego Bdri Raklor: (bdar = big, raklorn =

n

daughter of non-Roma parents), she has creatively and
critically developed and posed these groups of issues.
She uses this alter ego as a kind of personal code or
narrative, via which she retrieves her individual expe-
rience and also the broader context of thinking about
and knowing the Roma culture. Indeed, besides her own
visual production Rigova engages in numerous activities
connected with educating the Roma minority, increas-
ing their visibility, and researching their society and
culture (and not only in Slovakia). From all of this one
might single out the emergence, through her person-

al initiative, of the Office of Roma Arts and Culture at the
Unwersity of Mate) Bell in Banskd Bystrica (2019), and her

numerous activities involving the

2 ERIAC - European Roma Berlin-based European Roma Institute
Institute For Arts And Culture 2/
(www.eriac.org). Jfor Culture and Art* (since 2017).

Keeping this background in mind, whenever Rigova
and her co-workers (whether from the contemporary art
scene or the academic field) attempt to create supporting
pillars for the knowledge and development of the Roma
culture, one can distinguish the accent of activism in

her work. Just as, for example, “women’s art”, feminism,
or the queer agenda, pursued their emancipation in the
context of art history and theory, likewise artists with



Roma roots are now embarking upon this journey: re-

flections, visualisations, humanisations, acceptances in
the field of professional visual art, and subsequently per-
haps also a gradual blending and a possible abandon-
ment of the Roma issues as their primary conceptual
framework. In both individual and collective initiative
we find, on the one hand, the positive ambition of mak-
ing Roma artists more visible and making them part of
the world of contemporary art; on the other hand, there
1s the paradoxical accompanying effect of severance in
exhibitions which are thus ethnically defined.

Among the key group exhibition projects which unques-
tionably contributed to reinforcing and supporting the
consideration of Roma identity in current visual art,
one may count such exhibitions as 7%e Unwerse is Black
(Moravian Gallery, Brno, CZ, 2017 —2018), Invisible Mu-
seum (tranzit.sk, Bratislava, SK, 2017 —2018), Futuroma
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(Venice Biennale, Venice, I'T; 2019), and the recent Aeres
Kultura! (Central Slovakian Gallery, Banska Bystrica,

SK, 2019 —2020), where Rigova was also involved in
the planning and realisation of the project as co-curator.
The examples given above create our current local and
site-specific context for knowing and perceiving the work
of professional artists with Roma roots and the issues
which they emphasise. Apart from exhibitions and the
above-mentioned institutional background, in Emilia
Rigova as Bdri Raklori there is also the striking influence
of two equally successful visual artists and public figures,
Tamara Moyzes and Robert Gabris.

Rigova’s creative “background” has basically counter-
vailing pressures, which add expressive force, authen-
ticity, conviction, and also engagement, to her works.
She herself comes from an assimilated family, where

the cultivation of the Roma language as a basal cultural
identifier had already been no more than a memory for
some generations. The search for, uncovering of, and
critical reflection upon, aspects of identity that are su-
premely Roma, has an archaeological character in her
case. Via art she (de)composes herself anew and identi-
fies herself as Bdr: Raklér:. And yet this is not a personal
mythology or archaeology in the sense of “a Roma fam-
ily tree”. Her approach to the question of Roma identity
leads from the indwidual to the unwersal; through her own
personal narrative she visualises the invisible and un-
known. In her work the Romany, an object of majority
perception, is transformed and “raised” into a subject
who performs and emerges independently and masters
the situation by means of the gaze.
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One of this artist’s principal instruments for communi-
cation and for art, which is also a distinguishing feature
of The Witch of Coney Island, is a subversion of the ste-
reotyped perception of Roma culture by the majority
society. In specific works this i1s principally effected via
the character Bdri Rakléri, who in a certain sense em-
bodies the general context of the Roma ethnic group
through her own unique experience (woman, daughter,
artist, educated activist and initiator of projects, etc.).
At the same time, visually there is frequent accentuation
of elements and symbols which the majority society cus-
tomarily associates with Romas society: gold and golden
colour, passionate and unbridled red, dark (black) skin
colour, a general cultural orientalism to the point of
kitschiness, love of ornamentation, and also poverty, no-
madism, and so on. As an example, let us mention just
the suggestive performative act of vomiting liquid gold
in the video Vomute ergo sum! (2018), and the Roma flower
design on a heavy bulletproof vest in Bulletproof Culture
(2018), known to viewers from the finalists’ exhibition
for the Oskdr Cepan Award 2018,

The set of works by Rigova shown here in premiere,
specially prepared by her for solo presentation in Kunst-
halle LAB, was inspired by the cultural environment of
New York. She visited and made acquaintance with
that city during a two-month artist’s residence last year.
The display concept 1s surprising, and so is the range of
media in these works, where the classical hung painting
is at first sight dominant. By comparison with the art-
1st’s preceding work, what we find is rather the digital im-
age, the manipulated photograph, object or installation,
and also, the artist’s typical genre, video-performance.

15

The exhibition as an entirety, including its architec-
ture, 1s designed here as a sort of museum-of-art with
reference to the memory, story or history of the Roma
ethnic group and their culture. Rigova intentionally
designs the form of the museum, so as declaratively to
emphasise the absence of the relevant Roma history in
general historical awareness. In Slovakia, for example, to
this day there is no standard memorial institution® that
would map and make acces-

3 In 2002, at the Slovak National Slble thC hltherto 1IlV1Slb1€
Museum at Martin, the ethnographically 2

conceived Museum of the Culture of the hlStOI’y Of Roma art and
Roma in Slovakia was established. In Culture, which is almost un-
2004, it opened a permanent exhibition,

Romano Drom / Path of the Roma. kIlOWIl to us.
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The artist wittily encodes the updated turn to the

past, particularly in a trinity of smaller framed pictures
which are a postmodern paraphrase of well-known
modern artworks: by Paul Gauguin (Kotldrova S¢j),
Alfons Mucha (7%e Watch of Coney Island) and Dominik
Skutecky (Market). She sifts through their visuality and
transcribes it in a language that has an appearance of
naive painting. Then, as a director in the background,
she manipulates the content of the works with the aim
of retrieving and visualising Roma history, which she
thereby validates as a component of Euroamerican his-
tory. In paintings made on commission she deposits the
Roma historical context via an explicit exchange of the
original figures for Bdri Raklér:, or for other Roma iden-
tities. The modern history of western culture, which is
encoded here using familiar iconic images, thus under-
goes a new reading and discursive interpretation (from
the viewpoint of a woman, a Roma woman, and an
artist of feminist orientation). Indeed, it is here that the
subtitle of the exhibition is explained and takes on its
proper significance.

The trinity of works functionally raises the museum-
-of-art impression and seeks to persuade the viewer of
its own historical credibility. In a second reading, and
looked at more closely, these works have a certain degree
of amusing exaggeration (for example, the humorous
incorporation of a well-known auctioneer in Market
refers to the possible commodification of the Roma
culture). Also interesting here is the displacement of
authorship, when Rigova conceptually directs and cor-
rects the emergence and visuality of the images, while
leaving their purport in a universal context. A question
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1s thereby posed about the truthfulness of cultural and
social history as we (epistematically) know them. She
has chosen an identical approach in a further two of the
paintings presented, which are distinguished by a more
epic format and the absence of a frame. The architect
of the exhibition, Peter Liska, has placed them at the
opening and the conclusion, in such a way that they do
after all fulfil their “matching” function. These figurative
compositions, Hypnotic Poison and Havrana, are paradox-
ically more abstract in significance and shift the reading
of the exhibition into wider connections.

In both of them Bdri Raklér: “performs”, as an actor

of corporeal and existential situations. The artist uses
nudity and corporeality here in an allusive reference to
visuality and the genres of historical painting, but about
all as constitutive elements of her identity and self-rec-
ognition. Via the familiar, significantly loaded symbols
of the snake and the raven, she opens up the mythicised
dimension of Roma culture and provocatively tempts
our archetypal consciousness. Both of these works are
allusions to a sedimented cultural code and an idea of
historical reality. Hypnotic Poison can be understood as

a stylisation of the Roma woman as Eve, hence Bdrn
Raklon as the first Roma woman. Here also, Rigova ul-
timately brings alternative history into play and, with

a characteristic measure of humour, opens up the ques-
tion of credibility; she relativises wittily and asks for the
origin and truth of her own identity. And although these
works are not specifically prefigured in art history, they
work very effectively on the allusive base of our con-
sciousness of art and cultural archetypes.
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The motif of the red apple, which we find infiltrated
throughout the entire collection of works, provides a cer-
tain unifying element. It is the symbolic essence, the
point of the entire exhibition. The visual motif of lolz
phabgj (loli = red, phabg) = apple) points to the etymology
of the word lollypop, that much-loved “lolly” of American
pop culture, whose prefiguration and origin the artist
finds in certain silenced contexts of the history of Roma
culture®. In Lady L. the statue of freedom is costumed in
a typically decorative Roma headscarf with a feminist
accent (emphasis on the femininity and politics of the
artist’s body), while her customary attributes are ex-
changed for apples pierced on a rod (in the Roma culture
those were designed for roasting). The image is a symbol-
ic personification and retrieval (correction) of the Roma
starting-point of American popular culture. Together
with the Loli phabay video performance, where the artist
in her characteristic medium
4 The term “lollipop” was recorded by  actively “crunches” confec-
the English lexicographer Francis Grose
in 1796. It may be derived from the
expressions “lolly” (tongue) and “pop”

(slap). The first mentions of the lollipop

in a modern context are from the 1 1
1920s. Alternatively, it may be a word of aJOUFHCY Of ﬁndlng oneself,

Roma origin, connected with the Roma of 1dent1fy1ng oneself in an
tradition of selling apples wrapped in

caramel at the fairs.

tionery, one may understand
it also as a search for identity,

alien world.

Although the visual code of The Witch of Coney Island
may come across as layered and diffuse, it is precisely the
archetypal essentiality of the symbol of the red apple,
and also the museum framework, that unites and rounds
off the presentation of Emilia Rigova’s art. She works

in a sophisticated way with a strategy of archaeological
research; she attaches findings from the etymology of the
Roma language; she refreshes and reinterprets the struc-

ture of cultural symbols, aiming to visualise the Roma

culture that is non-present in our history. With a charac-
teristic degree of exaggeration and humour, she lightens
the weight of the alternative, invisible Roma history, to
which western society unquestionably owes a real debt.
As a means of communication and construction of these
themes she uses the personalised narrative Bdr Raklor,
which from the unwritten history of Roma culture
passes over to questions of individual identity, and vice
versa. With the instruments of postproduction the artist
stage-manages the emergence and visuality of simulacra:

images as witnesses of the time, fictive records of the
story of The Witch of Coney Island.

Nina Vrbanova

exhibition curator



Bio

EMILIA RIGOVA (*1980, Trnava, Slovenské
republika) je vizualna umelkyna, ktora vo
svojej tvorbe pracuje primarne s objektom
v kontexte instalacie, performance alebo
site-specific intervencie. Vyuziva moznosti
2D obrazu, ako pocitacovu grafiku s vycho-
diskami v klasickej malbe. Obsahovo sku-
ma intersubjektivitu emocného prezivania,
modifikovanu $pecifikami socio-kulturneho
prostredia. Taziskovymi témami jej prac su
kultdrne a socialne stereotypy, alter-ego,
rémska identita a psycholdgia jedinca.
Autorka studovala na oddeleni sochy Aka-
démie umeni v Banskej Bystrici a v roku
201 ziskala PhD. titul s pracou Socha

ako metalepsia v digitalnom veku. Venuje
sa vystavnej, kuratorskej, pedagogickej

a publika¢nej ¢innosti. Vyucuje umelec-
ké kurzy v odboroch socha, multimédia

a intermédia na Katedre vytvarnej kultury
Pedagogickej fakulty Univerzity Matej Bela
v Banskej Bystrici, kde Zije a posobi.
Vystavuje na Slovensku a intenzivne aj

v zahranic¢i. Zo samostatnych vystav spo-
menme napriklad Ikony periférie (2019)

v bratislavskej Gandy Gallery, Lost Forest
(2018) v berlinskom ERIAC-u (Eurdépsky
rémsky institut pre kultiru a umenie), Lost
Identity (2018) v MQ21 co vo Viedni a iné.
Skupinovo vystavovala napriklad na vysta-
ve FUTUROMA (2019) na minuloro¢nom
Bienale v Benatkach (kurator Daniel Baker),
spolu s Petrou Hanakovou bola kuratorkou
vystavy v Stredoslovenskej galérii v Ban-
skej Bystrici Keres Kultura! Robime kulturu!
(2019-2020). V roku 2018 ziskala Cenu
Oskéra Cepana.

emiliarigova.com

Bio

NINA VRBANOVA (*1986, Bojnice, Sloven-
ska republika) je kuratorka a kriticka su-
&asného vizualneho umenia. Studovala na
Ustave literérnej a umeleckej komunikécie
na Univerzite Konstantina Filozofa v Nitre
a na Filozofickej fakulte Univerzity Karlovej
v Prahe. V rokoch 2009 - 2013 pracovala
ako projektova manazérka a kuratorka
Galérie Cypriana Majernika v Bratislave. Do
roku 2014 posobila ako editorka ¢asopisu
Jazdec - Print nastenky o su¢asnom vytvar-
nom diani. Je ¢lenkou Slovenskej sekcie
Medzinarodnej asociacie kritikov AICA. Od
roku 2014 pracovala v Kunsthalle Bratislava
ako kuratorka, v sucasnosti tu pésobi ako
poverena riaditelka a hlavna kuratorka.

V rokoch 2010 - 2016 absolvovala dok-
torandské studium v odbore estetika na
Filozofickej fakulte Univerzity KonStantina
Filozofa v Nitre (dizertacna praca ,Verejné
stikromie. Semiotika vizualnych fenomé-
nov”). Venuje sa najma koncepcii a reali-
z4cii kuratorskych vystav, ako aj kritickej
reflexii aktualnych tendencii vizualneho
umenia nielen na Slovensku. Prilezitostne
publikuje v domacich aj zahrani¢nych
odbornych periodikach, pise posudky na
diplomové a dizertacné prace umelcov.

Je zakladajucou riaditelkou Kunsthalle
Bratislava ako samostatnej Statnej prispev-
kovej organizacie MK SR.
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