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A JETU ZAS?”

V KUNSTHALLE BRATISLAVA

V roku 2012 vydal v Nemecku Timur Vermes,
spisovatel’ nemecko-mad’arského poévodu,
ktorého meno vzbudzuje ne¢akané asocidcie

(z mad’. vérmes — temperamentny, prudky,
prchky, vybusny), roman A je tu zas / Er ist
wieder da. Kniha sa stala bestsellerom urcite aj
preto, Ze nevaznym, ale o to subverzivnej-

$im a presnej$im spdsobom nastavila zrkadlo
sticasnosti (a ndm v nej) a zanechala ne¢akane
mrazivé pocity. Ukadzala, ako 'ahko mozno l'udi
manipulovat’. V roméane sa v roku 2011 Adolf
Hitler prebudi na futbalovom ihrisku a smrdia-
ci benzinom prejde bez akejkol'vek pretvarky
stic¢asnym trhovo-marketingovym pristupom

k zivotu ako n6z maslom. Nazov Vermesovej
knihy sme si aj preto vypoZzicali na vystavu,
ked’Ze si komplikovana a vlastne angazovana
téma prace s problematikou Slovenského

Statu v si¢asnom umeni vyzaduje vysvetlenie.
Nazov nabada k viacerym moznym ¢itaniam

a zaroven ju zacleniuje do kultdrnej rodiny
inych (dobrych) prikladov ako na vec. V naSom
kultirnom kontexte je historicky sprofanované
slovné spojenie angazované umenie vystriedané
trendovej$im aktivistickym umenim. To vSak
celkom nevystihuje tie umelecké stratégie, kto-
ré neaktivizuju, ale skor aktualizuji a angazuji
sa — rozsirujuc ,,bitevné pole“ z inych pozicii
atakuju zauzivané vnimanie problematiky,
ktorou sa zaoberaju. To je privilégium, ktorého
sa umeniu v spolo¢nosti dostava a tento projekt
sa mu nespreneveri.
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Vystava v Kunsthalle Bratislava je tematicky
jasne vymedzend a ma aj svoju dramaturgicku
logiku. Nadvazuje na minulé projekty, ktorych
ambiciou bolo sprostredkovat’ aktudlne dis-
kutované témy (Strach z nezndmeho, 2016;
Fem(inist) Fatale, 2015; obe vystavy pripravila
Lenka Kukurova).

Potrebu pripravit’ vystavu venovanud su¢asnému
umeniu, ktoré réznymi spdsobmi pracuje s té-
mami spojenymi s realitou Slovenského $tatu

a jej vyzarovanim do stucasnosti, artikulovala
kuratorka Petra Hanadkova uz v roku 2014.
Vtedy padol navrh umiestnit’ ju do Pisztoryho
paldca v Bratislave, kde bolo zhodou dejinnych
okolnosti — ktoré maju obcas pozoruhodny zmy-
sel pre iréniu — umiestnené koncom tridsiatich
rokov Nemecké vyslanectvo a neskor Miizeum V. L.
Lenina, to by vSak navodzovalo dojem alterna-
tivnej akcie v negalerijnom priestore. Teraz je
vystava stcast’ou programu Statom zriadenej in-
Stitticie — tato skuto¢nost’ md v sti¢asnom verej-
nom priestore svoj vyznam a vahu. Nejde vSak
o povinné napltianie programového vyhldsenia
vladdy (aj ked’ Ministerstvo kultury je rezortom,
ktory sa témou seridzne zaoberd), je to skor pre-
jav postoja umeleckej a intelektudlnej obce, kto-
ra tieto témy citi a — ako vystava ukaze — mnohi
umelci sa tymto a sdvisiacim témam venuju
konzekventne a dlhodobo. Zaradenie takejto
vystavy do dramaturgie Kunsthalle Bratislava

je tak urcite nie¢im viac nez len prejavom vole

.LOOK WHAT IS BACK"

IN KUNSTHALLE BRATISLAVA

In 2012, in Germany, the writer of the
German-Hungarian origin Timur Vermes,

whose name evokes unexpected associations
(from the Hungarian vérmes — temperament,
fierce-tempered, excitable), published a novel
Look Who'’s Back / Er ist wieder da. The book
immediately became a bestseller also because

it held up a mirror to the present day (and to us
therein) in an unserious, but in an all the more
subversive and accurate way, leaving behind

an unexpected chill. It showed how easy it is to
manipulate people. In the novel, Adolf Hitler
wakes up at a football pitch in 2011 and stinking
of petrol he passes and devoid of any pretence,
he walks through the current free market and
marketing approach to life like a knife through
butter. Another reason why we have borrowed
the title of the Vermes’s book for the exhibition
is because the complicated, and actually com-
mitted subject matter of the work on the Slovak
state topic in contemporary art calls for clarifi-
cation. The title of the book encourages several
possible readings and at the same time includes
it in the cultural family of different (good)
examples of how to deal with the matter. In our
cultural context the historically profaned phrase
committed art has been replaced by the more
trendy phrase activist art. It, nevertheless, does
not fully represent those artistic strategies that
do not activate, but rather up-date and become
committed while expanding the ,battle field“
from different positions, as well as attacking the

usual perception of the issue they address. This
is the privilege that art enjoys in society and this
project will not compromise it.

The exhibition staged at Kunsthalle Bratislava
is thematically clearly defined and it also has
its dramaturgy logic. It follows up on the idea
of the previous projects pretending to mediate
the then discussed topics (Fear of the Unknown,
2016; Fem(inist) Fatale, 2015; both of the exhi-
bitions were prepared by Lenka Kukurova).

The need to set up an exhibition dedicated to
contemporary art that uses different ways to
deal with the topics connected with the reality
of the Slovak State and its message emanating
for the present day, was articulated by the
curator Petra Handkova already in 2014. At that
time it was decided to stage it into the Pisztory’s
Palace in Bratislava which, by way of historical
coincidence which, from time to time, shows

a remarkable sense of irony, was the residence
of the German Embassy at the end of 1930s

and later the Museum of V. I. Lenin; this would,
however, induce the impression of an alter-
native event within a non-gallery space. Now
the exhibition forms a part of the program of

a state-established institution — a fact that in the
current public environment has its significance
and weight. Nevertheless, it does not mean any
obligatory meeting of the government manifesto
(in spite of the fact that the Ministry of Culture



k politickej téme. Ukazuje, Ze svet umenia —
ta, vraj od sveta odtrhnutd slonovinova veza
a najnovsie aj kaviarenl — sa uz roky témou ak-
tivne zaobera.

Diela na vystave nevznikli na objednavku (s vy-
nimkou jednej adaptacie), vSetky uz boli vystave-
né alebo publikované a su sticast’ou aktualneho
umeleckého diania. Kuratorky ich vyberali

s ohl'adom na svoje preferencie a zaujem, napr.
Katarina Bajcurova (SNG) sa venuje skor genera-
cii klasikov a Bohunka Koklesova (VSVU) skér fo-
tografidm a medidlnym dielam tak, aby vysledok
predstavil to najlepsie, ¢o k téme zatial’ vzniklo.
Kuratorsky kolektiv uzatvara Petra Hanakova,
kuratorka Zbierok moderného a sticasného ume-
nia SNG a Nina Vrbanovad, kuratorka Kunsthalle
Bratislava. Vysledny vyber sa zameral na také
diela, ktoré popri politickom naboji a zvladnuti
komplikovanej témy obstoja aj v kategoériach
sucasnej reflexie audiovizudlneho umenia, nie st
iba ,,umenim bojujicim“. Kolekcia odréza aj aktu-
alne moznosti zucastnenych institucii, hoci bolo
az ne¢akané mnozstvo zaujimavych diel, ktoré
sa na vystavu z priestorovych dévodov nedostali
— aj preto, ako to uz pri kuratorskych vyberoch

k témam byva, budu isto niektoré diela inym
kolegom ¢i vytvarnikom vo vybere chybat’.

Vystava jasne ukazuje, Ze aj umelci si kladu
podobné otazky ako véc¢sina obc¢anov: ¢o

s dedi¢stvom klérofasistického Slovenského
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statu? Mdame ho Studovat’? Ignorovat’ ¢i popie-
rat’? Snazit’ sa ho pochopit’? Opovrhovat’ nim?
Ospravedlnovat’ sa zaii? Umelci vSak jazykom
umenia na mnohé odpovedaju a (nielen) vnima-
vému divdkovi pontikaji zaZitok, ale aj materidl
na premyslanie.

AK

represents a sector that addresses the topic with
apparent seriousness) it is rather an expression
of the attitude of the artistic and intellectual
circles who feel these topics and — as the exhi-
bition will show — many artists pay these and
other topics their consistent and longer-term at-
tention. The listing of such an exhibition within
the dramaturgy program of Kunsthalle Bratislava
is therefore definitely a result of something be-
yond just some wish-list of a political material.
It shows that the world of art — the allegedly
ripped-off- world ivory tower and lately also a
coffee bar — has actively been dealing with the
topic for years.

The exposed art works were not created on order
(with the exception of one adaptation), all of
them had been exhibited before or published,
and they form a part of the current artistic
movement. The curators have selected them with
regard to their preferences and interests, e.g.
Katarina Bajcurova (SNG) focuses rather on the
generation of classics and Bohunka Koklesova
(VSVU - Fine Arts College) pays her attention
rather to photographs and media works in such

a way that it results in the best that has been cre-
ated with regard to the the subject. The curator
of the Modern and Contemporary Art Collections
of SNG Petra Hanakovd as well as the Kunsthalle
Bratislava curator Nina Vrbanovd complete the
curating team. The resultant selection has target-
ed works that, alongside the political charge and

the managed complicated issues, can stand up
in terms of categories of current reflection of the
audio-visual art, i.e. they are not just a ,fighting
art“. The collection also reflects the present-day
possibilities of the involved institutions, in spite
of the fact that due to the spatial limitations
there is an unexpected number of interesting
works that did not manage to make it to the ex-
hibition. Therefore, as it happens in connection
with curators‘ topic-based selection there will be
works that other colleagues or artists will consid-
er as missing there.

The exhibition clearly shows that also the artists
themselves pose similar questions as do most of
the citizens: what to do with the heritage of the
clerical fascist Slovak State? Should we study
it? Are we to ignore or defy it? Should we try
to understand it? Or rather be contemptuous

of it? Be apologetic? The artists, nevertheless,
in the language of art respond to many of the
questions and offer (not only) the perceptive
viewer not just an experience, but also material
for reflection.

AK
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JOZEF JANKOVIC (1057

Jozef Jankovi¢ je autorom dvoch ,obrazobo-
reckych” a dnes uz ikonickych diel venovanych
Slovenskému narodnému povstaniu: susoS$ia
Obete varujii! (Pamétnik SNB Banska Bystrica,
arch. spolupraca D. Kuzma, 1965 — 1969)

a Pomnika SNP v Kovacovej (1968 — 1969),

v ktorych tradi¢ny obraz hrdinu nahradil obra-
zom obete, depatetizoval povstanie, pochopil
ho vseludsky, pacifisticky a antropologicky. Obe
diela sa vyznamnym sp6sobom vpisali do dejin
slovenského umenia. Jankovi¢ bol a dodnes je
sochar - figuralista zvla$tneho razenia. Jeho
kli¢ovou témou bol a je ¢lovek, avsak vZdy mu
iSlo o vyjadrenie odvratenej, skrytej stranky jeho
individualnych i spolocenskych dejin, ktoré st
v jeho chdpani dejinami manipulovanych bytos-
ti. Stiso$ie Konecéné riesenie vzniklo pdvodne pre
vystavu Lubora Kéru Priestor ‘93 v Pie§t'anoch:
tvoria ho Styri drevené tramy premost’ujtice
navf$enu zeminu po okrajoch vykopaného
rovu, ktoré sa na jednej stane metamorfuji do
charakteristicky neosobne,,odutych“ I'udskych
koncatin: kompoziciu v strede pretina hranol,
hranica tvorena kiskami rozbitého tabulového
skla. Jankovi¢ tu symbolickym jazykom, ale za-
roveil adresne a vytvarne sugestivne tematizuje
problematiku holokaustu.
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Jozef Jankovic¢ is the author of two ,,iconoclas-
tic“ and today already iconic works dedicated

to the Slovak National Uprising: the sculpture
Victims admonish! (Memorial SNBE Banska
Bystrica, arch. D. Kuzma, 1965 — 1969) and SNP
Monument in Kovacova (1968 — 1969) in which
he replaced the traditional hero by the image

of a victim, depathetized the Uprising, perceived
it in a universal, pacifist and anthropologic way.
Both the works make a significant mark in the
history of the Slovak art. Jankovic is a special
type of a sculptor — a figuralist. His key topic is
the man, however, he always aims at expressing
the far, hidden side of his individual as well as
the social past; the past, which he understands
as that of manipulated beings. The sculpture
Final Solution was originally created for the ex-
hibition of Lubor Kéra Space 93 in Pie§tany: it is
composed of four wooden beams bridging over
a dug-out grave and placed on the piled up soil
along the grave’s flanks. On one side the beams
metamorphose into a specifically impersonally
,swollen“ human limbs: in the middle of the
composition there is an intersecting block,

a stake formed from debris of broken glass. Jan-
kovi¢ thus thematizes the topic of holocaust in

a symbolic language, nevertheless in a targeted
and artistically suggestive way.

UMELCI DO PLYNU!

Konec¢né rieSenie (1993)
instaldcia, drevo, kov, sklo, majetok autora

Final Solution (1993)
installation, wood, metal, glass, courtesy of the artist




RUDOLF SIKORA (+1946)

Motiv slovenského dvojkriza vyuzil Rudolf
Sikora vo svojej tvorbe uz skor, ked’ reagoval
na holokaust zidovskych ob¢anov Slovenska
(Poléas rozgpadu, venované 90 000 vyvezenym
spoluobéanom, 1994/2011). V diele pdvodne
vytvorenom pre Nepovinnil vystavu venovanu
70. vyro¢iu SNP (Kunsthalle, KoSice, 2014)
konfrontuje tri obdobia modernych slovenskych
(a tiez ¢eskoslovenskych) dejin — dve totality:
slovenskostatovi a komunistickd s obdobim po
NezZnej revoldcii roku 1989. Zakladom kompo-
zicie diela Tugba po slobode md vZdy rovnaki
farbu su dva dotykajtce sa, ,leziace“ slovenské
dvojkrize (v Ciernej a Cervenej farbe) vpisané do
hranic opakujucej sa mapy Slovenska. Z plochy
nizkeho reliéfu svietia v zelenej farbe letopocty
1944 a 1989 ako zakladné ,body odporu*

vodi existujucim zriadeniam. Svoj znakovy
»prehovor®“ k dejindm dopliiuje autor lticovite
komponovanymi dobovymi heslami, v ktorych
sa povodnym slovnikom zhmotiiuji (zvratené

i progresivne myslené) ,hodnotové“ orientacie
danych rezimov. Sikora ani tu nezaprie povest’
netinavného bojovnika za slobodu a demokraciu
(vo vsetkych rezimoch), ale hlavne tvorcu, kto-
rému neboli nikdy l'ahostajné osudy civilizacie
a spolo¢nosti.
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Rudolf Sikora used the Slovak double cross

in his works before, when reacting to the
holocaust of the Jewish citizens of Slovakia
(Half-time of decay, dedicated to 90 000 deported
fellow citizens, 1994/2011). In the work, orig-
inally created for the Non obligatory exhibition
dedicated to the 70" anniversary of the Slovak
National Uprising (Kunsthalle, KoSice 2014),

he confronts three periods of the modern-time
Slovak (but also Czechoslovak) history: two
totalitarian rules, i.e. the Slovak State, and the
communist rule along with the period following
the Velvet Revolution of 1989. The composition
of the work Longing for freedom is always the
same colour is based on two touching recumbent
Slovak double crosses (in the colours black

and red) inscribed in the border lines of the
map of Slovakia which reproduces itself in a
mirroring way. There are the years 1944 and
1989 shining in green from the plane of the
bas-relief, representing the fundamental ,,points
of defiance “ against the existing regimes. The
author complements his sign-language ,,dis-
course”“ on the history with the beam-composed
slogans of the period, which, using the original
terminology, materialise the (perverse as well as
progressively meant) ,value“ orientations of the
given rules. Not even here does Sikora disown
his reputation of a tireless fighter for freedom
and democracy (in all the regimes), but mainly
as an artist who has never been indifferent to
the fate of civilization and society.

KB

Tizba po slobode ma vzdy rovnaku farbu (2014)
detail nastenného objektu, kresba na stene, drevo, akryl, ceruza, majetok autora

Longing for Freedom Is Always the Same Colour (2014)
detail of wall object, drawing on wall, wood, acrylic, pencil, courtesy of the artist



Rudolf Sikora: Tuzba po slobode ma vzdy rovnaku farbu (2014)
nastenny objekt, kresba na stene, drevo, akryl, ceruza, majetok autora

Rudolf Sikora: Longing for Freedom Is Always the Same Colour (2014)
wall object, drawing on wall, wood, acrylic, pencil, courtesy of the artist
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KASSABOYS

(Radovan Cerevka *1980, Tomas
Makara *1982, Peter Vrabel *1982)

Umelecka skupina Kassaboys (jeseri 2006)

bola na vytvarnej scéne aktivna takmer desat’
rokov a jej ti¢inkovanie v mnohom konvenovalo
s drzym ddernym ndzvom. Ako skupina, tak i jej
jednotlivi autori sa témami spojenymi s totalitny-
mi prejavmi a so slovenskym neonacizmom opa-
kovane venovali, napr. Kunstuniformen (2011),
logo skupiny alebo video Radovana Cerevku
Black boy Chucho zo série Das Goldene Tor macht
frei (2007), v ktorom kombinoval rasisticky
podtext pesni¢ky zo Zlatej brany s ndjdenymi ne-
onacistickymi grafiti. Napis Umelci do plynu! bol
prvykrat prezentovany ako sucast’ videa Z Kasse
(5:20 min., 2006), neskor ako samostatny print.
Site specific instalacia bola vytvorena priamo pre
vystavu A je tu zas? a je d’al$im, tentoraz gale-
rijnym posunom a zhodnotenim tohto silného
motivu. Lakonicky nadpis v necakanej skratke
vypoveda nielen o xeonofébnej spolo¢nosti,
ktora ma pre inakost’ stale rovnaké (konecné)
rieSenie, ale aj o vinimani umelcov ako nie¢oho
cudzorodého, nebezpeéného a ohrozujtceho.
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The art group Kassaboys (autumn 2006) had
been active at the artistic scene for almost
10 years and its performance complied with

its cheeky striking name. As a group, but

also as individual authors they repeatedly
addressed the topics connected with totalitarian
manifestations and Slovak nationalism, e.g.
Kunstuniformen (2011), the logo of the group
or the video of Radovan Cerevka Black boy
Chucho from the series Das Goldene Tor macht
frei (2007), in which the racist text implications
of one of the songs from Zlata brana (Tv chil-
dren’s song programme) were combined with
perspective neo-Nazi graffiti. The slogan Gas the
Artists! was first presented in a video Z Kasse

(5 min 20 sec, 2006), later as an independent
print. The site-specific installation was created
directly for the exhibition Look What Is Back,
and it is yet another, this time a gallery-specific,
advancement as well as appreciation of this
strong motive. The laconic title testifies, in an
unexpected shortcut, not only to a xenophobic
society that in respect to the otherness offers all
the time the same (final) solution, but also to
the fact that artists are perceived as something
which is strange, dangerous and threatening.

Umelci do plynu! (2006 / 2016)
text na stene, sprej, digitdlna tla¢

Gas the Artists! (2006 / 2016)

text on wall, spray, digital print

UMELCI DO PLYNU |







MARTIN PIACEK (-1072)

Aj dielo Martina Piaceka Tam a spdt’ (2016;
remake star$ej prace z roku 2009), svojho
druhu bréna, ,zaklenutd“ rozfazovanou siluetou
domov-$ibenic, odkazuje na Slovensky stat.
Kompozicia z dreva — dlho najtradi¢nejsieho
materidlu Slovdkov, ma elementdrnu ludsku
mierku, pozyva teda dnu, k prechodu ,,pasazou”
a je v istom zmysle moralitou. Otazkou ¢i —
slovami 'udackeho ,klasika“ — ,Mat’ svoj Stat“
—naozaj? — ,znamena zivot“, ak na jeho konci
stoji Sibenica.

Also the work There and Back of Martin Piacek,
a kind of gate “vaulted” by a phased out silhoue-
tte of houses-gallows, refers to the Slovak State.
The composition made of wood — for long the
most traditional material of the Slovak nation,
has an elementary human scale, invites to come
in, to walk through the “passage” and in a certa-
in sense it is a morality. The question, whether
— using the words of a fascist “classic” — “to have
one’s own state” — really? — “means life”, if there
are gallows at its end.
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Tam a spat’ (2009 / 2016)

environment, majetok autora

There and Back (2009/2016)

environment, courtesy of the artist



DALIBOR BACA (+1075)

Dalibor Baca vo svojom projekte Ozvena reali-
zoval sochdrsky objekt zloZeny z dvoch samo-
statnych Stvorcovych platni, ktoré su vytvorené
lepenim skla a asfaltu. Vpisany kruh pri oboch

z nich tvori podklad pre krest’ansky kriz a v dru-
hom pripade pre gardisticky znak. Oba objekty
su instalované proti sebe a kombindcia skla

a asfaltu spbsobuje ich vzajomné zrkadlenie,

ich vzajomnu vizudlnu ozvenu. Jej presnost’

¢i premena je zavisla od uhla pohladu divaka.
Dolezitym momentom je aj vstup navstevnika
medzi obe platne a jeho odraz v nich. Oba znaky
reprezentuje Slovensky $tat, vzajomnu kolabora-
ciu cirkevnych hierarchif so Statnou mocou. Pre
Slovensko je uz od 19. storocia charakteristické
vstupovanie katolickych kiiazov do politiky. Ich
zaujmy smerovali spociatku k préci pre narod,
narodnobuditel'skym aktivitdm, postupne vSak
razancia ich hlasu silnie, stdva sa autoritativnym
v presadzovani nielen vlastnych predstav o sve-
te, ale aj poriadku v fiom. V stcasnosti sleduje-
me vzajomné ,porozumenie“ medzi politickymi
reprezentaciami a katolickou cirkvou. Sme sved-
kami prepojenia katolicizmu a nacionalizmu, tak
ako tomu bolo v ¢ase Slovenského sStatu. Aj dnes
tato spolupraca generuje negativne hodnoty,
ktoré zamietaju vSetko ,neslovenské®, siri neto-
leranciu a strach z l'udi na uteku ¢i z komunit,
ktorych identita je postavena na inakosti.
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In his project Echo, Dalibor Baca implemented
an sculptural object composed of two inde-
pendent quadratic plates formed from gluing
glass with asphalt. The inscribed circle in both
of them forms a base for a Christian cross and

a Gordian symbol respectively in the other

case. Both objects have been installed opposite
each other and the combination of glass and
asphalt generates their mutual reflexion, their
mutual visual echoing. Its accuracy or rather
transformation depends on the viewer’s angle
of the view. An important aspect is the entry

of the visitor into the space between the plates
and his/her reflection in them. Both of the signs
represent the Slovak State, mutual collaboration
of the church hierarchies with the state power.
Since the 19 century in Slovakia it is charac-
teristic that Catholic priests assume political
activities. Initially they pursue work for their
people, national revivalist activities, gradually,
though, the vigour of their voice grows, and it
becomes authoritative in pushing through not
only their views of the world, but also of the
order therein. At present we are noting mutual
yunderstanding® between the political represen-
tatives and the Catholic Church. We are witness-
ing interconnection between Catholicism and
nationalism, as it was the case at the time of
the Slovak State. Also today this collaboration
generates negative values that defy anything
,non-Slovak“, disseminates intolerance and fear
of people on the run or of communities whose
identities are based on the otherness.

BK

Ozvena (2016)
socharsky objekt, sklo, asfalt, majetok autora

Echo (2016)

sculptural object, glass, asphalt, courtesy of the artist



ILONA NEMETH +1063)

V ramci projektu Naddcie otvorenej spolo¢nosti
Prechddzka realizovala Ilona Németh koncom
juna 2016 na Namesti SNP v Bratislave per-
formanciu Ked’ ... Dielo p6vodne koncipovala
pre galériu Artwall v Prahe, kde malo podobu
velkoplosnych textovych plagatov. Na kontexty
domaceho prostredia ho rozsirila do akénej po-
doby so zapojenim seba a d’alsich performerov
na exponovanom mieste hlavného mesta. Sest’
tcastnikov tichého protestu vratane autorky
svojimi telami vytvorilo ziva barikadu ako
pomyselné zrkadlo kolektivneho svedomia a me-
mento vo¢i 'ahostajnosti sic¢asnej spolo¢nosti.
Na protestnych tabuliach Németh parafrdzovala
text basne nemeckého teoldga a kiiaza Martina
Niemoéllera o bumerangovom efekte ml¢ania

a obcianskej rezignacie pocas vaznych socialnych
kriz a konfliktov. Od motivu absencie solidarity
v Case druhej svetovej vojny a holokaustu pre-
chéddza az k aktudlnej téme uteceneckej krizy.
Svoje apelativne posolstvo napokon graduje

v obraze individualneho osudu jednotlivca, ktory
mlcal spolu s vacsinou (,,Ked’ prisli pre mria — ug
vSetci mléali.“). Akcia je pripomienkou zbabe-
losti, l'ahostajnosti a najméa apelativnou vyzvou
k solidarite a zdiel'aniu.
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Within the project of the Naddcia otvorenej
spolo¢nosti titled Prechddzka, Illona Németh
implemented the performance When... in the
Ndamestie SNP square in Bratislava at the end
of June 2016. She designed her work originally
for the Artwall gallery in Prague where it had
the form of large-size text posters. For the
context of the local environment she expanded
it into an action form in a popular place of the
capital city, involving herself and some other
performers. Six participants of the silent protest,
including the author, built-up a living barricade
with their own bodies as an imaginary mirror
of the collective conscience and a memento
against the indifference of the contemporary
society. The protest boards featured statements
that paraphrased the text of the poem by the
German theologian and priest Martin Niemoller
on the boomerang effect of silence and resig-
nation of people during serious social crises
and conflicts. She passes from the motif of the
absence of solidarity during the WWII and

the holocaust towards the current topic of the
immigration crisis. Eventually, her appellative
message culminates in the image of a an indi-
vudual’s destiny, having been silent together
with the majority (“When they came after me —
they were all already silent”). The performance
is a reminder of cowardice and indifference, but
first of all, it is an appellative call for solidarity
and sharing.

Ked’ ... (2016)

performancia vo verejnom priestore, Namestie SNP v Bratislave, Projekt Prechadzka, organizator: Nadacia
otvorenej spolo¢nosti, icastnici: Andrds Cséfalvay, Daniel Dida, David Koronczi, Denis Kozerawsky, llona
Németh, Martin Toldy, foto: Anton Kajan, majetok autorky

When ... (2016)

public performance, Namestie SNP in Bratislava, Project Prechddzka, organizer: Open Society Foundation,
participants: Andrds Cséfalvay, Daniel Dida, David Koronczi, Denis Kozerawsky, llona Németh, Martin Toldy,
foto: Anton Kajan, courtesy of the artist
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Ilona Németh: Ked’ ... (2016)

performancia vo verejnom priestore, Namestie SNP v Bratislave, Projekt Prechddzka, organizdtor: Naddcia
otvorenej spolo¢nosti, icastnici: Andrds Cséfalvay, Daniel Dida, David Koronczi, Denis Kozerawsky, llona
Németh, Martin Toldy, foto: Anton Kajan, majetok autorky

Ilona Németh: When ... (2016)

public performance, Ndmestie SNP in Bratislava, Project Prechddzka, organizer: Open Society Foundation,
participants: Andrds Cséfalvay, Daniel Dida, David Koronczi, Denis Kozerawsky, llona Németh, Martin Toldy,
foto: Anton Kajan, courtesy of the artist
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JARD VARGA (+19s2)

Kolektivna pamét’, trauma a histéria patria

k zékladnej vybave projektu Niekde som to nasiel,
ale neviem to ndjst’ od autora Jara Vargu. Sklada
sa z dvoch Casti: zo zvukovej a kresbovej. Na
zvukovej stope, umiestnenej v tmavom koridore,
zaznamendva vypovede okoloiducich v meste
Martin. V Celnej rovine panelov su kresby chyba-
jucich pamétnych tabul. Autor sa pyta Fudi, ¢i si
nevedia spomenut’ na miesto byvalej synagdgy,
naliehavo ziadal ur¢it’ miesto pamétnej tabule
holokaustu. Nik si nespominal na dané miesta.
Kolektivna pamét’ je totiz velmi Specificka vec.
Individualna pamét’ je velmi efemérna, ale zvy-
Cajne si ¢lovek zapamata to, ¢o tvorilo podstatnud
Cast’ jeho Zivota. U kolektivnej paméte je to
uplne naopak. Kolektivna pamét’ sa konstruuje,
nevznika spontanne a nezanika len tak, v prie-
vane Casu. Na to, aby sa paméit’ na traumaticku
udalost’ v kolektive udrzala, je potrebné aktivne
na tom pracovat’. Hovorime tomu ,figtiry spo-
minania“ a patria sem pamétniky, manifestacie,
spolo¢né kolektivne aktivity. Autor bludil po
Martine, dozadoval sa svojich odpovedi, ale nik
spravne odpovede nepoznal. Absencia organizo-
vaného spominania a rozpamétavania sa je asi
ustrednym motivom Vargovej prace a celkom
dobre zapada aj do premyslania o paméti v ram-
ci $tadif o pamati.
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The collective memory, trauma and history are
the basic components of the equipment of the
project I Found It Somwhere, But I Cannot Find
It by the author Jaro Varga. It consists of two
parts: a sound one and a drawing one. He
records the statements of passers-by in the
town of Martin on the audio track placed within
a dark corridor. On the front plane of the panels
there are drawings of the missing memorial
plaques. The author asks the people whether
they can remember the location of the former
synagogue, urging them to indicate the place

of the holocaust memorial plaque. Nobody
remembers such places. Collective memory

is indeed a very special thing. The individual
memory is very ephemeral, although one usu-
ally remembers the things that constitute the
essential part of his/her life. The case of the col-
lective memory is completely opposite. Collec-
tive memory is construed; it does not come into
being spontaneously and it does not vanish just
so, in the draught of time. To preserve the mem-
ory of any traumatic event within a collective,

it is necessary to actively work on it. It is called
the ,figures of recollection (psycho-catharsis)
and it includes memorials, manifestations
(demonstrations), common collective activities.
The author rambled around Martin demanding
answers, but no one knew the correct ones. The
absence of an organized recollection and rem-
iniscence is, perhaps, the focal motif of Varga’s
work and also fits quite well in contemplating
on the memory within the memory studies.

BK

Niekde som to nasiel, ale neviem to najst’ (2013 /2016)

detail zvukovej instaldcie, kresba, majetok autora

I Found It Somewhere, But I Cannot Find It (2013 /2016)

detail of sound installation, drawing, courtesy of the artist
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Jaro Varga: Niekde som to nasSiel, ale neviem to najst’ (2013 /2016)
zvukovd inStaldcia, kresba, majetok autora

Jaro Varga: I Found It Somewhere, But I Cannot Find It (2013 /2016)
sound installation, drawing, courtesy of the artist






NORO KNAP (+1974)

Videoprojekcia Nora Knapa pochadza po-
vodne z video-triptychu Tri ddtumy (2013).
Prostrednictvom troch historickych fotografii

z obdobia Slovenského $tatu z archivu STK

a ich video-identifikacie v uliciach Bratislavy,
prelnutim historickej stasis (fotografia) so
sucasnym flow (video) vyjavuje znepokojivy
sediment nasej histdrie. Z troch projekcii po-
vodného triptychu vyberame na nasu vystavu ti
naujudernejsiu — obrazovt archeolégiu miesta,
ktorym vSetci denne prechddzame: Hviezdo-
slavovo namestie v roku 1941, ,,vyfasddované“
pri prilezitosti oslavy narodenin Adolfa Hitlera.
Dejiny k ndm prehovaraju, preto nezabuidajme!

The video-projection of Noro Knap originates

in the vide-triptych Three Dates (2013). Using
the three historical photographs of the Slo-

vak State period from the STK archives and
their video-identification within the streets

of Bratislava, by overlapping the historical stasis
(photography) with the current flow (video)
exposes the disquieting sediment of our history.
From the three projections of the original
triptych we have chosen the most forceful —

a picture archaeology of the place we walk
through day by day: “Hviezdoslavovo namestie”
in 1941 with “festively decorated facade” on the
occasion of the birthday of Adolf Hitler. History
talks to us, let us not forget!

20. april (2013)

20. april (2011), videoprojekcia, 03:11min, Hviezdoslavovo namestie, Bratislava, majetok autora

20 April (2013)

20" April (2011), video projection, 03:11 min, Hviezdoslavovo ndmestie, Bratislava, courtesy of the artist
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Noro Knap: 20. april (2013)
20. april (2011), videoprojekcia, 03:11min, Hviezdoslavovo namestie, Bratislava, majetok autora

20. april (1941), fotografia: ,,Oslava narodenin vodcu Velkonemeckej rise Adolfa Hitlera v hlavnom meste
Slovenska“, Ladislav Roller, SNA, STK 1939-45, ¢. 8094

Noro Knap: 20%* April (2013)

20" April (2011), video projection, 03:11 min, Hviezdoslavovo namestie, Bratislava, courtesy of the artist
20" April (1941), photography: “Birthday celebration for the leader Great German Empire Adolf Hitler in the
capital of Slovakia“, Ladislav Roller, SNA, STK 1939-45, ¢. 8094



MARTIN PIACEK (1072

V Sinku ndroda (2012; druha verzia 2014) je
Martinovi Piacekovi referenciou ind ikona nasej
,narodnej pospolitosti“ — Andrej Hlinka. Recyk-
lujtic Hlinkovu drobnd sosku, distribuovanu za
Slovenského Statu vo forme akéhosi sakralneho
merkantilu po domécnostiach lojélnych Slova-
kov, Piacek spochybriuje status tohto ambiva-
lentného politika. Odlievajuc busticku Hlinku
do expandovaného hlinika, navyse v sérii viac
¢i menej amorfnych replik, stdava sa ,,obrazobor-
com“ d’al$ieho mytu...

Nedatovand portrétna busta Andreja Hlinku od
sochdra Aloisa Rigeleho, ktortl vydal Tatran Bed-
ndr Bratislava. Pochddza z rodinnej pozostalosti
a viaZe sa k nej spomienka o jej niitenej kiipe od
¢lena HG, ako ,,prejavu vernosti“ rezimu.
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In the The sun of the Nation Martin Piacek refers
to another icon of our “national community” —
Andrej Hlinka. Piacek recycles the Hlinka’s tiny
statue, distributed in the form of a kind of sacral
merchandise in the households of loyal Slovaks
during the Slovak State era, thereby casting
doubts over the status of this ambivalent politi-
cian. By casting the little bust in the expanded
aluminium, moreover in the series of more or
less amorphous replicas, he is becoming an
“iconoclast” of yet another myth....

Undated portrait bust of Andej Hlinka by sculptor
Alois Rigel, was issued by Tatran Bedndr Bratisla-
va. It comes from family inheritance and bounds
with a memory of forced buying from a member
of HG as “expression of fidelity” to regime.

PH

Slnko naroda (2012 / 2014)
sochdrsky objekt, majetok autora

The Sun of the Nation (2012 /2014)

sculptural object, courtesy of the artist



ANTON CIERNY (+1063)

Anton Cierny sa v diele Hostia — za Jozefa T.
priamo vyjadruje k 'uddckej minulosti Sloven-
ska, poktsa sa o subjektivne, az autobiografické
uchopenie stdle kontroverznej témy tc¢inkovania
Jozefa Tisa ako ktiaza a prezidenta vojnovej
slovenskej republiky. Dielo je vystavané ako
minimalisticky pseudo-monument, na kubus
masivneho ¢ierneho podstavca pripominajtice-
ho kl'a¢adlo je umiestneny zminiaturizovany,
stondsobne zmenseny kostol NajsvitejSej Trojice
v Banovciach nad Bebravou, kde Tiso p6sobil
ako knlaz (a kde sa autor diela narodil). Naprie¢
celym objektom kostola je otvor, ktorym mozno
sledovat’ video s autorskou performanciou
uskuto¢nenou pred oltdrom kostola. Video za-
¢ina v statickom zdbere, ked’ autor kl'a¢i a ¢aka
na ,historicky“ okamih, aby mohol prehltnait’
oblatku v podobe ¢ierneho pasika. A hoci to
navodzuje pocit vzddvania akejsi pocty, ide

v skuto¢nosti o opak, vznika sugestivny ,,anti-pa-
matnik*, pri ktorom moéze divak cez obraz sam,
na zdklade osobného stotoznenia (alebo opaku)
prezivat’ navodenu situaciu.

4243

Anton Cierny in his work The Holy Commu-

nion — For Jozef T. (Art Gallery of Povazie,
Zilina) directly addresses the fascist nationalist
past of Slovakia; he seeks a subjective, even
autobiographic capturing of the continuously
controversial topic of Jozef Tiso and his acting
as a priest and president of the war-time

Slovak Republic. The work was constructed

as a minimalist pseudo-monument: a massive
black cube stand, resembling a kneeler, supports
the miniature church of Holy Trinity in Banovce
nad Bebravou where Tiso served as a priest
(and where the author A. éierny was born).
Across the whole of the church building there

is an opening through which one can watch

a video showing the author’s performance made
before the church altar. The video commences
by a static shot of the kneeling author waiting
for the ,historic“ moment in which he can
swallow the host in the form of a black stripe.
And although it evokes an atmosphere of paying
a tribute, in reality it means the opposite; a sug-
gestive ,anti-monument” is produced, where
the viewer himself, by viewing the scene, can
experience the presented situation, based on his
personal identification (or the opposite).

KB

Hostia — za Jozefa T. (2006)
objekt, videoinstaldcia, drevo, lak, videoslu¢ka, zbierka PovaZskej galérie umenia v Ziline

The Holy Communion / For Jozef T. (2006)
object, video installation, wood, paint, video loop, collection of Museum of Art in Zilina



Anton (vlierny: Hostia — za Jozefa T. (2006)
objekt, videoinstaldcia, drevo, lak, videoslu¢ka, zbierka PovaZskej galérie umenia v Ziline

Anton Cierny: The Holy Communion / For Jozef T. (2006)

object, video installation, wood, paint, video loop, collection of Museum of Art in Zilina




JURAJ BARTUSLZ (1933,

Sochdr Juraj Bartusz, ktory sa v devét'desiatych
rokoch 20. storocia zacal déraznejsie venovat’
multimedidlnej instalécii, sa témy holokaustu
dotkol v diele Hladdm v pamdti podobu svojej
spolugiacky Sdry Rosenblumovej (1995). P6vodne
ho realizoval v dvoch verzidch: na plech na
pecenie nasypal grahamovu muku, pricom do
jej vrstvy spaméti kreslil ,,vynarajicu“ sa tvar
svojej — zidovskej — spoluziacky z roku 1943.
Pohybom plechu sa nésledne podoba zotrela

a autor novou kresbou opétovne hl'adal jej po-
dobu, pricom proces viackrat opakoval (na video
ho zaznamenala Jana Bodndrovd). Druhd verziu
uskutoc¢nil v Synagdge na Palmovke v Prahe,
ked’ urobil frotaz dlazby synagdgy a na iiu kreslil
tvar svojej spoluziacky. Historicky adresné, an-
gazované, avsak velmi intimne osobné posolstvo
- spomienku z detstva, tu Bartusz sprostredkiva
cez nové medialne formy komunikacie, kladie
doéraz na symbolicky charakter diela, v akte jeho
procesudlnosti sa cez docasnost’ a zanik (mate-
ridlov, kresby — diela ako takého) zhmotriuje aj
idea docasnosti a zaniku 'udského zivota, ktory
bol v tomto pripade taky pred¢asny a tragicky.
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The sculptor Juraj Bartusz, who started to focus
on the multimedia installation more vigorously
in the 1990s, touched on the topic of the
holocaust in his work I Am Trying to Reminisce
the Face of My Schoolmate Sarah Rosenblum.
Initially he implemented it in two versions:

he put graham flour on the baking tin and in

the produced flour layer he started to draw

a ,surfacing“ look of his — Jewish — classmate

of 1943. Moving the tin then erased the face,
and the author tried to find her face again by
drawing a new picture while repeating the pro-
cess several times (recorded on a video by Jana
Bodnéarova). The second version came into being
in the Synagogue in Palmovka, Prague, where
he made a floor frottage of the synagogue and
then drew the face of her classmate on top of it.
Historically specific, committed, however, per-
sonally, a very intimate message — a childhood
memory, Bartusz mediates here through the new
media forms of communication, emphasizing the
symbolic character of the work, in the act of pro-
cessuality through temporariness and extinction
(of materials, of a drawing — work as such) he
materializes also the idea of temporariness and
extinction of a human life, which, in this case,
was so premature and tragic.

Hladam v paméti podobu svojej spoluziacky Sary Rosenblumovej (1995)
videozdznam z performancie, majetok autora

I Am Trying to Reminisce the Face of My Schoolmate Sarah Rosenblum (1995)

video recording of performance, courtesy of the artist



ANABELA SLADEK (+10s2)

Dielo Anabely Sladek je referenciou na menej
znamu dejinnu udalost’ — prvy transport zo
Slovenska, ktorym bolo do koncentra¢ného
tdbora Osvienc¢im deportovanych 999 dievcat

a bezdetnych Zien. Na najdeny objekt — sadrovy
odliatok hlavy slovanskej krojovanej nevesty

s obradnym vencom su projektované obrazy ruc-
ne pisanych ¢isel, ktoré predstavuju vytetované
oznacenia obeti od 1000 do 1998. Ako uvadza
autorka, ,odliatok pripomina drijsku Stylizdciu

v gy¢ovej podobe, ktord odkazuje na tému sloven-
ského nacionalizmu v obdobt prvého Slovenského
Stdtu. Tému sa pokusam riesit’ cez myticki
podobu slovenskosti a vilastnej identifikdcie,

v procese titosti nad tymto ¢inom, vyrovnania sa
s traumou a ndsledny pokus o vlastné stotoznenie
sa s ndrodnou identitou prevzatim jej mytickej
podoby slovenskosti“. Memoridlne dielo autorky
nesie feministicky, ale zaroven narodny akcent
identity obeti, na ktorych sa jednotky Hlinkovej
gardy dopust’ali tych najbrutélnejsich foriem
nasilia a neludskosti na pozadi potierania a zba-
vovania ich identity.
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The work of Anabela Sladek is a reference

to a less-known historical event — the first
transport from Slovakia deporting 999 girls and
childless women to the concentration camp in
Auschwitz. On the found object — the plaster
cast of the head of a bride dressed in a Slavonic
folklore dress with a bridal wreath ore bride,
there are projected images of hand-written
numbers representing the tattooed marks of
the victims from 1000 — 1998. As the author
states: “ the plaster cast reminds of the Aryan
stylization in a kitsch form, which refers to the
topic of the Slovak nationalism in the period of
the first Slovak State. I am trying to treat the
topic through the mythical form of “Slovakness”
and my own identification, while going through
the process of remorse over this act, and
reconciliation with the trauma as well as the
consequent effort to identify myself with the na-
tional identity by accepting its mythical form of
“Slovakness”. The memorial work of the author
bears a feminist, but also national accent of the
identity of the victims on whom the Hlinka
Guards committed the most brutal forms of vi-
olence and inhumanity against the background
of identity abatement and deprivation.

Slovak Imagine Peace — 25. 3. 1942 (2009)
video inStaldcia, majetok autorky

Slovak Imagine Peace — 25. 3. 1942 (2009)

video installation, courtesy of the artist



MILAN VAGAE (+1057)

Milan Vagac v instalacii nazvanej Komora (2012)
vychadza z poznania agenttirnych fotografii Slo-
venského $tatu, ktoré su dnes umiestnené v Slo-
venskom narodnom archive. Historické fotogra-
fie ndm sprostredkdvaju charakteristiky vtedajsej
doby, jej nastavené poriadky a mantinely. Takéto
fotografie dlho lezali v archive, ale postupne sa
v kontexte sucasnej slovenskej situacie vyplavuju
na povrch. Reaktualizuju sa nielen tym, Ze sa
spolupodiel'aju na podobe dnesného sveta, ale
stavaju sa impulzom pre vznik sti¢asného vytvar-
ného umenia. Konfrontacia s nasou minulost'ou
je natol’ko intenzivna, Ze sa tomu neda vyhnut’.
Snahou autora je ,,uchovat’ a pretlmocit’ minulé
udalosti“, ¢o sa povazuje za zasadné vyzvy dnes-
ka. Vo svojom projekte vytvara svetelnu instala-
ciu, ktord je na jednej strane opakom ,tmavej“
domacej komory, ale sti¢asne aj priestorom, do
ktorého odkladame nepotrebné alebo lepsie
povedané vytestiované reality. Sklené pohare,
urcené na zavaraniny, sterilizuju reprodukcie
historickych fotografii, ¢im autor kontextualizuje
principy institucionalizovanej formy archivu so
sukromnym prostredim, porovnava kolektivne
vedomie s tym individudlnym.
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In the installation called Chamber, Milan Vagac
derives from his understanding of agency pho-
tos of the Slovak State presently stored in the
Slovak National Archives. Historic photographs
present us with the characteristic features of

the former times, their established rules and
limitations. These photos have long been resting
in the archives; however, they gradually find
their way up to the surface through the context
of the current Slovak situation. They are being
reactivated not only by participating in creation
of the present day look of the world, but they
are also becoming an impetus for production

of contemporary fine arts. Confrontation with
our past is that intense that it cannot be avoid-
ed. The efforts of the author aim at “preserving
and communicating the past events”, which is
considered to be one of the major challenges

of today. In his project he creates a light instal-
lation, which on the one hand is the opposite

of the “dark” household pantry, but on the other,
it is at the same time a space where we keep
unnecessary, or rather displaced realities. Glass
jars used for fruit preservation sterilize repro-
ductions of historic photographs, whereby the
author puts the principles of an institutionalized
form of the archives into the context of a private
environment; he compares collective awareness
with that of an individual.

Komora (2012)
detail svetelnej instaldcie, majetok autora

Chamber (2012)

detail of light installation, courtesy of the artist

BK




Milan Vaga¢: Komora (2012)
svetelnd instaldcia, majetok autora

Milan Vaga¢: Chamber (2012)
light installation, courtesy of the artist




JARDSLAV KYSA (1081,

Ideovy fokus intermedialnej tvorby Jarosla-

va Kysu je dlhodobo sustredeny na otazky
reprezentdcie histdrie a kolektivnej pamate

s dérazom na socharske monumenty. Do okruhu
Casto nendpadnych, no subverzivnych interven-
cif autora do verejného priestoru, patri aj dielo
Tisov veniec. KySa do¢asne odcudzil spomienko-
vy veniec pre Jozefa Tisa z Katolickeho domu

v Ziline. Vo svojom ateliéri ho instaloval na
stenu otoCeny chrbtom a odfotografoval. Veniec
nasledne vratil na p6vodné miesto a v ramci
postprodukcie jeho ,,portrétu” vytvoril vyznamo-
vo nabitt priestorovi videoinstalaciu. Projekciu
obrazu venca inStaloval do kuta galérie v odka-
ze na etické zlyhanie cirkvi pocas holokaustu
na vlastnom narode. Zdanlivo jednoduch4,

no udernd metafora ,hanbenia sa v kite“, tu
bola prostrednictvom venca prisidend nielen
prezidentovi Slovenského Statu, ale aj cirkvi

a tym, ktori nan dnes nekriticky spominaju

a oslavuju ho.

54—55

The ideological focus of the inter-media work
of Jaroslav Ky$a has long been centred on the
issues of history representations as well as
collective memory with emphases on sculptural
monuments. The area of the author’s often
unpretentious, though subversive interventions
into the public space includes also the work
Tiso’s Wreath. KySa temporarily took away the
memory wreath for Jozef Tiso from the Catholic
House in Zilina and installed it in his studio on
the wall turning it’s face to the wall and took

a picture of it. He then returned the wreath to
its original position and within the post-produc-
tion of his “portrait” he created a meaningfully
charged spatial video installation. He positioned
the projection of the wreath picture in the
corner of the gallery as a legacy pointing to the
ethical failings of the church in its people during
the holocaust. Seemingly simple but striking
metaphor of “being ashamed in the corner” was
assigned here in the form of the wreath not only
to the president of the Slovak State, but also the
church, and all those that uncritically commem-
orate and celebrate him.

Tisov veniec (2012)
videoinstaldcia, majetok Zahorian
& Van Espen Gallery

Tiso’s Wreath (2012)
video installation, courtesy of Zahorian
& Van Espen Gallery
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PETER KALMUS (-1953)

Jednou z navratnych tém mnohostrunného Petra
Kalmusa je i trauma holokaustu. Aj Odsun — De-
portdcie (2016, interpretdcia diela z roku 2010)
patri do tejto kategérie. Objekt pripominajtci
paneldk s ,vyst'ahovanymi“ $achovymi figurkami
je evokaciou jednej zdanlivo neskodnej manipu-
lacie. Kalmus sa dotyka vaznej témy, ale nerobi
to nétlakovo. Citovo nevydiera. Skor trochu
moralizuje Givahou o moznosti ve¢ného névratu
podobne cynickej ,,zabavicky od stola“, ktora
moze mat’ fatdlne nasledky.
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One of the recurrent topics of the multifaceted
Peter Kalmus is also the trauma of the holocaust.
The work Deportations also belongs to that cat-
egory. The object reminding a residential panel
building with “deported” chessmen revokes one,
seemingly harmless, manipulation. Kalmus tou-
ches on a serious topic, with no coercion. There
is no emotional blackmail. He rather tends to
moralize while contemplating the possibility of
an eternal return of a similarly cynical “table en-

tertainment”, which can have fatal consequences.

PH

Odsun - Deportacie (2010 / 2016)
objekt, ready made, majetok autora

Transfer — Deportations (2010 / 2016)
object, ready made, courtesy of the artist



LUBO STACHO (+1953,)

Problematika holokaustu, vyvezenia zidovskych
obc¢anov do tdborov smrti z vole a na zaklade
stihlasu mocenskych elit Slovenského Statu,

je téma, ktord dodnes ,,neda spat™ a spytuje
svedomie viacerym sti¢asnym tvorcom. Aj L.ubo
Stacho sa k nej vyjadril vo viacerych dielach —
za vSetky spomeiime hlavne Pldtna spomienok

a zabudania (Galéria J. Koniarka — Synagdga
Centrum sti¢asného umenia, 1997) a Ndvrat
stratenych, ktoré je prezentované na nasej
vystave. Posledne menované dielo realizoval

v $amorinskej synagége, sidle At Home Gallery
(1999) a v inej zostave v synagdge v Liptovskom
Mikuldsi (2003). Tvoria ho kamene roznych vel-
kosti zozbierané po Slovensku, na ich povrchu
su exponované dobové fotografie konkrétnych
T'udi, ktori zahynuli v koncentra¢nych taboroch,
ale i tych, ktor{ prezili — s metaforou najdenych
kameriov (aj v analdgii k ritudlnemu zvyku
Zidov ukladat’ kamienky na nédhrobky na #idov-
skych cintorinoch) pracoval tiez Peter Kalmus,
ktory ich na pamaét’ kazdej obete holokaustu
obaloval do dréteného skeletu. Stacho aj v tom-
to diele odkazuje nielen na tému individualnej
a kolektivnej pamati, ale snazi sa im dat’ eticky
apelativny spoloc¢ensky kontext.

The topic of the holocaust, deportation

of Jewish citizens to death camps by will and
on agreement of the power elites of the Slovak
State, is — so to say — a topic that ,bothers“ and
searches the conscience of a number of contem-
porary artists. Also Lubo Stacho addressed it in
several of his works; let us mention especially
the work Canvases of memories and forgetting
(Gallery of J. Koniarik — the Synagogue Centre
of Contemporary Art, 1997) and Returning

of the lost, which is presented at our exhibi-
tion. He implemented the latter work in the
Samorin synagogue, the location of At Home
Gallery (1999) and in a different set-up in the
synagogue in Liptovsky Mikulas (2003). It is
composed of stones of different sizes, which
were collected all over Slovakia. Their surfaces
feature historic photographs of specific people
who died in concentration camps, as well as

of those that survived. Peter Kalmus treated
this metaphor of the found stones (also with
the analogy to the ritual Jewish habit of placing
stones on the tombs at Jewish cemeteries) as
well, nevertheless, he wrapped the stones in

a wire case. Also in this work Stacho refers not
only to the topic of individual and collective
memory, but he also seeks to provide them with
an ethically appellative social context.

Navrat stratenych (1999)
detaily instalacie, fotografia na kameni, majetok autora

Home-coming of the Lost (1999)
details of installation, photography on stone, courtesy of the artist
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Lubo Stacho: Navrat stratenych (1999)
instalacia, fotografia na kameni, majetok autora

Lubo Stacho: Home-coming of the Lost (1999)
installation, photography on stone, courtesy of the artist




JARMILA MITRIKOVA +19s6)
A DAVID DEMJANOVIC +195)

Autori pdsobia na umeleckej scéne ako duo

od roku 2009. Do povedomia sa dostali vd’aka
technike pyrografie, ktorti naplno vyuzili

v kontextoch a stratégiach sucasného vizudlneho
umenia. Tradi¢na l'udova technika sa v ich

diele snubi s reflexiou slovenského folklorizmu,
narodnych mytov, ale aj historickych udalosti.

V subverzivnej kombindcii formy a obsahu diel
autori dekonstruuju slovensky l'udovo-narodny
mytus a poukazujui na odt’azitost’ 'udovej kultd-
ry a skuto¢nej narodnej identity. Naoko I'ibivo
posobiace obrazy kdduju ¢asto znepokojivé

az tragické vyjavy smrti, vojny ¢i politickych
ideoldgii a ich ritudlnych oslav. Medzi také patri
dielo Procesia s Nemcom, ktoré je in$pirované
tradi¢nym vidieckym obradom palenia Moreny
ako bohyne smrti. Namiesto nej je vSak na
popravu vedeny vojak nemeckej fasistickej
armady, prebodany $ipmi ako sv. Sebastian. Viac
symbolicky pdsobi dielo Relikvidr s rukou vodcu,
ktoré v rovnakom médiu ,.konzervuje“ prizna¢né
vodcovské gesto v ndjdenom objekte z obdobia
prvého Slovenského Statu. Obraz svojou formou
konotuje svéty obrdzok — ikonu ¢i modlu sloven-
ského naroda.
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Artists have been active as a duo in the artistic
scene since 2009. They brought themselves to
attention thanks to their pyrography technique.
They used this method to the full extent in the
context and strategies of the contemporary visu-
al arts. The traditional folk technique merges in
their work with the reflection of the Slovak folk-
lore tradition, national myths, but also historical
events. In the subversive combination of the
form and contents of works the authors decon-
struct the Slovak folk-national myth and high-
light the illusoriness of the folklore culture and
the real national identity. Seemingly pleasing
pictures often code disconcerting, or even tragic
scenes of death, war or political ideologies and
their ritual festivities. They also include the work
Procession with Nazi which has been inspired by
a traditional village ritual of burning of Morena
as the goddess of death. Instead of her, though,
a soldier of the German fascist army is led to

his execution pierced through and through with
arrows like the St. Sebastian. The work Reliquary
(Hand of the Leader) appears and more symbolic.
In the same medium it “conserves” the typical
leader’s gesture in the found object from the
period of the first Slovak State. In its form

the image paradoxically connotes a holy picture.

Procesia s Nemcom (2013)
pyrografia na dreve, sikromny majetok

Procession with Nazi (2013)
pyrography on wood, private collection

Relikviar s rukou vodcu (2014)
pyrografia na dreve, majetok autorov

Reliquary (Hand of the Leader) (2014)
pyrography on wood, courtesy of the artists



RADKO MACUHA (1974

Narodniarstvo a jeho rozporuplné, dost’ neote-
sané podoby st navratnou témou sochara Radka
Macuhu. Ci uZ to bola medzitasom zaniknuta
kvarglova hupacka — leSeniu podobnd konstruk-
cia, ukoncena dvojkrizom na jednej a Sibenicou
na druhej strane, Tiso v tvare Golema, alebo
diela pracujtice so slovenskymi emblémami

a s ich ironickym variovanim. Aj dve pritomné
prace tematizuju skor temné stranky slovenské-
ho rodolubstva. Tazky, hrdzavy krest’ansky kriZ,
vytrhnuty zo zakladu na drevenej palete vo far-
bach trikoléry je (okrem elementdrnej socharskej
tvahy o vzt'ahu podpory a bremena) asi najskor
vypoved’ou o zat’azi symbolov a pohyblivosti

¢i vratkosti naSej narodnej identity. A ¢ervena
sekerka v tvare slovenského dvojkriZa je mozno
odkazom na ono zlovestné ,reZ a ribaj do krve“
v mentalite starych Slovakov... Je teda akymsi
mementom, hoci ironickym. Vyrazom latentnej
agresivity (i permanentnej ,,uchopitelnosti“!)
slovenského nacionalizmu.
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Nationalism and its controversial, rather rough-
hewn forms, represent a recurrent topic of the
sculptor Radek Macuha. Whether it is an “in the
meantime disappeared arm swing — a structure
resembling scaffolding, terminated by a double
cross on one side and the gallows on the other
side, or Tiso in the shape of Golem or works
featuring the Slovak emblems and their ironic
variations. The two presented works thematical-
ly rather touch on the more gruesome facets of
the Slovak patriotism. A heavy, rusted Christian
cross, ripped off from the base on a wooden
pallet in tricolour colours, is (besides the ele-
mentary sculptural reflection on the relationship
between the plinth and the load) most probably
a statement on the burden of symbols and the
mobility or instability of our national identity.
And the red hatchet in the shape of the Slovak
double-cross is perhaps a reference to that fore-
boding “cut and chop to the blood” in the mental-
ity of the old Slovaks. It is therefore a memento,
although an ironic one. An expression of latent
aggression (as well as permanent “seizability”!
of the Slovak nationalism.

PH

Ked’ sa rube drevo, lietaju triesky (2009)
sochdrsky objekt, majetok Weiss Collection

You Can’t Make an Omelette Without Breaking Eggs (2009)
sculptural object, courtesy of Weiss Collection
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Radko Macuha: Export Import (2009)
sochdrsky objekt, majetok autora

Radko Macuha: Export Import (2009)
sculptural object, courtesy of the artist



SVATOPLUK MIKYTA <1073,

Tazko by sme hladali na slovenskej vytvarnej
scéne umelca, intenzivnejsie zakoreneného

v ,rodnej hrude®, ako je Svatopluk Mikyta. Prave
preto, Ze to tu ,ma rad“, Mikyta slovenské a slo-
vacikélne témy zvlast’ ¢asto a kriticky exploatuje,
najcastejsie formou dizajnérsky vybrisenych na-
stennych in$taldcii, pracujicich neraz s estetikou
(¢i mimikri?) akéhosi nazi modernizmu.

My sme si tentoraz z Mikytu vybrali primitiv-
nejsiu polohu. Zaujali nds jeho minimalistické,
yautomatické“ kresby, v ktorych akoby sa mu
ruka, akymsi samopohybom ,,vykresl'ovala“

a stale dookola vracala k identickym moti-

vom - k jednoduchym kriZzom a dvojkrizom,

k svastikam (hakovym krizom), k elementarnym
znakom domova, vo svojej ndstojc¢ivosti velmi
ambivalentnym... Istych veci sa nezbavime, st
zakorenené hlbsie (preto tolko vrstiev v stope
kopirdku), st sedimentom, s ktorym treba —

v dobrom i zlom — nad’alej pocitat’.
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We would hardly be able to find an artist within
the Slovak artistic community more intensively
rooted in the “native heath” than Svétopluk
Mikyta. Exactly because “he likes” it here. Miky-
ta exploits the Slovak and Slovak-related topics
critically and exceptionally often, most frequent-
ly in the form of designer-refined wall instal-
lations, which repeatedly work with aesthetics
(or mimesis?) of some kind of Nazi modernism.
This time we have chosen a more primitive
aspect from Mikyta. We are impressed by his
minimalist “automatic” drawings, in which it
seems as if his hand would “be perfecting itself”
by a kind of self-movement and returning,
again and again, to the identical motifs — simple
crosses and double crosses, swastikas (hooked
crosses), elementary signs of the homeland,
very ambivalent in their urgency... We cannot
get rid of some of the things, they are rooted
deeper (therefore there are so many layers in
the carbon paper trail), they are the deposit
with which it is necessary — in weal or woe —

to calculate further.

PH

Odkazy 1-3 (2009)
kresba farebnymi ceruzami cez kopirdk, majetok autora

References 1-3 (2009)

drawing with colored pencils through carbon paper, courtesy of the artist
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DANIELA KRAJCOVA ¢<1083)

Pre tvorbu Daniely Krajc¢ovej je priznacny
angazovany zaujem o socidlne a socio-politic-
ké témy. Reflektuje ich najcastejSie v médiach
autorskej video-animadcie, participativnej kresby;,
ale aj r6znych site-specific projektoch. Videa
Vartj! a Pomsta vznikli pocas reziden¢ného
pobytu autorky v kultirnom centre BANSKA
ST A NICA Contemporary. Zdrojom oboch diel
sa stala pamat’ $pecifického miesta — vlakovej
stanice v Banskej Stiavnici a ned’alekej obce Ilja.
Trpké osudy tychto miest a ich obyvatel'ov pocas
druhej svetovej vojny autorka (re)konstruuje
formou ordlnej histérie, dobovych fotografii

a animdcie, ktord zapdja interpretované frag-
menty slovenskej povojnovej kinematografie
(filmy Vardj! a Vi¢ie diery). Neludské transporty
a v historii o ¢osi menej znamy rémsky holo-
kaust Kraj¢ova nanajvys citlivo pripomina sub-
tilnymi maliarskymi ,,stopami“ priamo na mieste
— tapetovou vyzdobou miestneho pohostinstva

a sériou malieb na garazach, popri ktorych p6-
vodne viedla Zelezni¢nd trat’. Dielom sa v tomto
pripade nestava iba samotny dokument vrazde-
nia a nendvisti pocas vojny, ale aj paradoxné
,dekorovanie“ miesta v odkaze na nezabudanie.
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The characteristic feature of the artistic work
of Daniela Krajcova is her committed interest
in social as well as socio-political themes. She
reflects them mostly in the media of the author’s
video-animation, participative drawing, but
also different site-specific projects. The videos
Vartij! a Revenge were created during her stay
in the cultural centre BANSKA ST A NICA Con-
temporary. It is the memory of a specific place
that became the source of both the works — the
railway station in Banskd Stiavnica and the
nearby village Ilja. The author (re)constructs
the bitter fates of these places and their
inhabitants during the World War II in the
form of an oral history, old time photographs
and animation which incorporates interpreted
fragments of the Slovak post-war cinematog-
raphy (the films Vartj! and Viéie diery). The
inhuman transports, and historically a bit less
known Roma holocaust are brought to mind by
“Krajcova” in a highly sensitive way through
subtle painting “traces” directly at the site — in
the form of wallpaper decoration of the local
pub as well as through series of paintings on the
garages standing beside the previously existing
railway track. It is not only the very document
of the wartime killing and hatred that becomes
an artwork, but also the paradoxical “decorat-
ing” within the do-not-forget message.

Varyj! (2012)
video, 5:51 min., fotodokumentdacia

site-specific malby, majetok autorky

Varyj! (2012)
video, 5:51 min., photo documentation
of site-specific painting, courtesy of the artist

Pomsta (2012)
video, 5:35 min., fotodokumentécia
site-specific malby, majetok autorky

Revenge (2012)
video, 5:35 min., photo documentation
of site-specific painting, courtesy of the artist
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Daniela Krajcova: Vardj! (2012)

video, 5:51 min., fotodokumentdacia
site-specific malby, majetok autorky
Daniela Krajc¢ova: Varaj! (2012)

video, 5:51 min., photo documentation

of site-specific painting, courtesy of the artist

Daniela Kraj¢ova: Pomsta (2012)
video, 5:35 min., fotodokumentdcia
site-specific malby, majetok autorky

Daniela Krajcova: Revenge (2012)
video, 5:35 min., photo documentation
of site-specific painting, courtesy of the artist



ALEXANDRA ANUSEV BORSIKOVA <0815

Alexandra Anusev Borsikova pracuje s feno-
ménom pamaéte, miesta a traumy. Fotograficky
cyklus Cesta bez ndvratu dokumentuje Zeleznic-
né stanice, z ktorych v ¢ase Slovenského Statu
bolo zidovské obyvatel'stvo deportované do
koncentra¢ného tabora Sobibor. Je to jediny
koncentraény tabor, z ktorého sa nik domov ne-
vrétil. Z kazdého vacsieho mesta na Slovensku
boli organizované vlaky uréené na deportaciu

a z kazdej takejto stanice autorka realizovala je-
den zaber. Paméat’ miesta sa po rokoch tak opét’
obnovila. Hoci i$lo o mimoriadne traumatické
udalosti, autorka uplatnila vo svojom projekte
strohy vizualny jazyk, bez zbyto¢nych nardcii

a odboceni. Pritom jednotlivé zabery vynikaja
drobnopisnym charakterom, realizmom a sytou
farebnost’ou. Stibor fotografii postavila autorka
na ,deadpan“ estetike, ktora objektivne po-
menuva skutkovy stav — bez emdcii ¢i patosu.
Triezvo podany, konstatujtci fakt ma akosi
blizsie k pravde, je uveritelny na rozdiel od pa-
tetickych umeleckych vykonov, ktoré skizavaju

e

k tzv. ,holokaustovému gycu“.

78—79

Alexandra Anusev Borsikovd works with the
phenomenon of memory, place and trauma.

The photography series Journey without Return
documents railway stations from which the Jew-
ish inhabitants were transported to the concen-
tration camp in Sobibor. It is the only concentra-
tion camp from which nobody returned home.
The trains designated to carry out deportation
of the part of the Slovak inhabitants were orga-
nized from every major city in Slovakia and the
author made one picture of each such station.
Memory of the place has been refreshed again
after years also thanks to this project. In spite
of the fact that it concerned extraordinarily
traumatic events, The author applied a blunt
visual language, devoid of redundant narrations
and figural decors. Nevertheless, individual
shots stand out with detailing, realism as well
as conspicuous colourfulness. The author has
based the set of photographs on the , deadpan*
aesthetics that addresses the facts objectively

- devoid of emotions and pathos. Soberly filed
and declaring fact is somehow closer to the
truth, it is more believable in contrast with the
pathetic performances which resemble to “holo-
caust kitsch”.

BK

Z cyklu Cesta bez navratu (2013)
digitdlna tla¢ na hliniku, sikromny majetok

From the cycle Journey without Return (2013)
digital print on aluminium, private collection




NORA RUZICKOVA (1977

SNP - bez ohl'adu na to, ktorej politickej sile ho
priradime, je odjakziva vnimané ako ,, muzska
zalezitost™. Vojaci, partizani ¢i odbojni civilisti —
slobodu nam vybojtvaju (alebo nas o 1iu pripra-
vujui) obycajne muzi. Tento pohl'ad na SNP sa
pokusa jemne spochybnit’ autorska kniha-objekt
Zeny v odboji (2014) Néry Ruzitkovej. Prelis-
tujic knihu Z ilegality do povstania historika
Jozefa Jablonického, podciarkla v nej Zenské
men4, pricom na mieste ich vyskytu, vlozila do
knihy ruzovd stuzku. Vznikol tak akysi vodopad
neznych referencii, zhmotnila sa pritomnost’
Zien v ,,muzskom“ odboji.

The Slovak National Uprising (SNP) — regardless
of the political power to which we give credit
for it, has always been perceived as a “male
matter”. Soldiers, guerrillas or resistance civil
fighters — freedom is usually fought for us (or
we are deprived of it) by men. The book —
object Women in Resistance of the author Néra
Ruzic¢kova seeks to cast, in a subtle way, doubts
over this view on the SNP. Paging through the
book From illegality to the uprising, written by
the historian Jozef Jablonicky, she underlines
the names of women while inserting a pink
ribbon in the place of their occurrence. This pro-
duces a kind of a waterfall of tender references,
materializing the presence of women in the
“male” resistance.

Zeny v odboji (2014)
autorskd kniha, ready made, majetok autorky
Women in Resistance (2014)

author book, ready made, courtesy of the artist
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Noéra Ruzi¢kova: Zeny v odboji (2014)
detail autorskej knihy, ready made, majetok autorky

Nora Ruzi¢kova: Women in Resistance (2014)
detail of author book, ready made, courtesy of the artist
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ANABELA SLADEK +1052)

V ramci projektu dizertacnej prace a samostat-
nej vystavy autorky v Bunkri Nitrianskej galérie
vznikla v roku 2009 meditativna videoinstalacia
Klaéadlo. Formalne kombinuje objekt kostol-
ného klacadla, uréeného na modlitbu a intro-
spekciu, a projekciu pddorysov koncentra¢nych
taborov. Obrazy tychto foucaultovskych hete-
rotopii (,nemiest”) posobia ako grafické matrice
a nesd vyznam pamaéat’ovych stop. Autorka ich
rekonstruovala podl'a spomienkovych dokumen-
tov a nacrtov vaznov, ako aj dostojnikov SS, ¢im
ordlnu histdriu transformovala do obrazov vizu-
alnej pamaéte. Stcast’ou objektu kl'acadla je aj
modlitebnd knizka, ktorej stranky st vSak biele
a teda metaforicky i fakticky vyprazdnené. Dielo
vytvara autorsky model Pamdtnika holokaustu,
pri¢om kriticky akcentuje tému kolektivnej viny
aj individualneho svedomia ml¢iacich veriacich.

Within the project of her dissertation thesis and
her solo exhibition staged in Bunker of Nitrian-
ska galéria, in 2009 Anabela Sladek created

a meditative video installation called The Kneel-
er. It formally combines the object of a church
kneeler, designated for prayer and introspection
with the projection of concentration camps
plans. Images of these Foucault heterotopias
(,utopias*) look like graphic grids bringing along
the meaning of memory traces. The author re-
constructed them on the basis of memorial doc-
umentation and sketches made by prisoners, as
well as SS officers whereby she transformed the
oral history into the images of visual memory.
The object of the kneeler includes a prayer book,
whose pages are white and thus metaphorically
and actually emptied. The work produces the
author’s model of Holocaust Memorial, while it
critically accentuates the topic of collective guilt
as well as the individual conscience of silent
believers.

Kracadlo (2009)

detail videoinstaldcie, majetok autorky

Kneeler (2009)
detail of video installation, courtesy of the artist
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Anabela Sladek: Krac¢adlo (2009)
videoinstalacia, majetok autorky

Anabela Sladek: Kneeler (2009)

video installation, courtesy of the artist






PETER KALMUS (+1953)

Na Slovensky stat odkazuju aj niektoré
komornejsie objekty Petra Kalmusa, tvorené

na baze ready made. Spomienka na Spitzera
(2015 - 2016) — dobovy diarik zo zaciatku Sty-
ridsiatych rokov ,,vypeciatkovany“ vetou Nechcel
som byt’ Zid (titul memodrov Juraja épitzera)
odkazuje na holokaust a na administratorskua
prax ,rieSenia“ zidovskej otazky, kde nikto nie je
zodpovedny za ni¢, vina, resp. zodpovednost’ za
1y, sa odstiva a tym stéle hlbsie zastiva. Témou
je vSak zrejme aj problém identity (Zidovského)
intelektudala v geopoliticky citlivom a akosi
bytostne melancholickom stredoeurépskom
priestore.Na administrativu a problém identity
(¢i identifikdcie) sa viaze aj d’alsi Kalmusov
objekt — patch-workova kompozicia s moder-
nistickym mimikri vyskladand z réznofarebnych
dokladov totoznosti z obdobia Slovenského
$tatu. Raster mriezky — obl'ibené formalistické
zaklinadlo konceptualistov, teda kompozicia
bez jasného stredu i, kutilsky“ sposob adjustaze
odkazuju na nejednoznac¢nost’ a nevysporiada-
nost’, ktoré s tymto obdobim nateraz mame.
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The Slovak State is referred to also in some

of Kalmus’s smaller ready-made Kalmus’s
objects. Recollection of Spitzer — a contemporary
diary dating the beginning of the 1940s was
“covered with stamp imprints” of the sentence:
I did not want to be a Jew, the title of the me-
moirs of Juraj Spitzer, refers to the holocaust,
as well as to the administrative practice of the
“solution” to the Jewish issue, where nobody

is accountable for anything, the consequent
guilt, or liability for it, is being pushed away
and thereby tucked in, hidden. The topic also
includes the issue of the identity of a (Jewish)
intellectual within the geopolitically sensi-

tive and a kind of existentially melancholic
Central-European space. The topics of the
administration and the issue of identity (or
identification) are associated with yet another
Kalmus’s object — a patch-work composition
with modernist mimesis composed of colourful
identity documents issued in the period of the
Slovak State. The pattern of grid — a popular
formalist magic formula of the conceptualists,
i.e. a composition without any clear centre as
well as the “gadgety” way of adjustment, refers
to an ambiguous and unsettled relationship that
we have with this period.

PH

Spomienka na §pitzera (2015 - 2016)
objekt, ready made, majetok autora

Recollection of Spitzer (2015 — 2016)
object, ready made, courtesy of the artist



Peter Kalmus: Aj Mondrian emigroval pred fasizmom do USA (2015 - 2016)
objekt, ready made, majetok autora

Peter Kalmus: Also Mondrian Emigrated to USA Escaping Fascism (2015 - 2016)
object, ready made, courtesy of the artist
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RASTISLAV PODOBA (+1975)

Aj Rastislav Podoba pracuje so slovenskymi
dvojkrizmi (symbolmi nasej narodnej identity),
jeho stratégia je vSak ind. Subtilnejsia a zaroven
t'azivejsia ako prace ironickej$ich kolegov. Svoje
krize Podoba odmalovava z vrcholkov hor,
vypinajucich sa v slovenskej krajine, v zasade
nevinnych symbolov nasho , trekového* vlaste-
nectva. Ako ,impresionisticky“ maliar atmosfér
poktsa sa uchopit’ ich ndladu v meniacej sa
prirodnej, svetelnej ¢i ,,veternej* krajine. Obrazy
mal'uje v timenych farbach ako denné ¢i no¢né
monochrémy v studenom téne, pricom ich
atmosféra je zaroven melancholickd i trochu
t'aziva. Ako obraz ukazovatel'a smeru vetra,
buddce deje...

n
1

ktorého zdznam ,vest
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Rastislav Podoba also works with the Slovak
double crosses (symbols of our national identi-
ty), but his strategy is different. A subtler and
at the same time more bothering than those

of his more ironic colleagues. Podoba depicts
his crosses from the tips of the trees perking

in the Slovak landscape, which are basically
innocent symbols of our “tracking” patriotism.
He, as an “impressionist” painter of moods,
seeks to grasp their air in the changing natural,
luminous or “windy” country. He paints the pic-
tures in the low-keyed colours as daily or night
monochromes having a cold tone, whereas their
mood is simultaneously melancholic as well as
a bit uneasy. As an image of the wind direction
indicator, whose record “foretells” future occur-
rences...

PH

Slovensky raj (2012)
olej na platne, majetok autora a Krokus Galérie

Slovak Paradise (2012)
oil on canvas, courtesy of the artist & Krokus Gallery

Kriz (v noci) (2012)
olej na platne, sikromny majetok

Cross (by night) (2012)

oil on canvas, private collection



MARTIN PIACEK (1072

Klasickym sochédrskym Zanrom dejin umenia je
pamatnik. Oslavuji sa nim zvycajne referen¢né
udalosti a osobnosti v dejinach narodnej
komunity, pripominaji heroické skutky. Dejiny
vsak nie su len trajektériou vit’azstiev. Minulost’
naroda tvoria, jeho identitu spoluurcuju i zlyha-
nia, trapne, zahanbujice okamihy. Tym sa vSak,
samozrejme, paméatniky nestavaji. Alebo ano?
Martin Piacek sa vo svojom otvorenom cykle
Najvddsie trapasy slovenskej histdrie o takito
disciplinu — nazvime ju deficitnymi dejinami

a jej produkt anti-pomnikom, pokdusil. Z jeho
série zahanbujucich udalosti 20. storocdia na vy-
stave svetelne pointujeme kompoziciu 13. ma-
rec 1939, prvé stretnutie Jozefa Tisa a Adolfa
Hitlera, teda okamih stvorenia Slovenského
statu z vole Adolfa Hitlera: dve ,,papundeklové“
figliry stoja proti sebe, zamrznuté v akomsi
bezcasi. Zvy$né historické udalosti si odkazmi
nasich dejin, zvlast’ produktivnych prave

v discipline trapasov.

96—97

The typical sculptural genre of the art history

is a memorial. Memorials are usually used to
celebrate some reference events and persona-
lities in the history of a national community, to
commemorate some heroic deeds. Nevertheless,

past periods are not just a trajectory of victories.

The history of a nation is formed, its identity

is determined also by failures, disgraceful, em-
barrassing moments. But they do not represent
things we build memorials for. Or are they?

In his open series The Greatest Embarrass-
ments of Slovak History Martin Piacek tried out
such discipline - let us call it as deficit history
and its product as anti-memorial. From among
the series of shameful events of the 20™ century,
for our exhibition we are accenting with light
a composition called 13" of March, 1939, The
First Meeting of Jozef Tiso and Adolf Hitler: two
,pasteboard“ figures stand opposite each other,
frozen in a kind of timelessness. Other histo-
rical events complementing the composition
represent a reference to our history, especially
productive in the very discipline of flubs.

PH

Z cyklu Najvécsie trapasy slovenskej histérie (od 2007)
detail instalacie, majetok autora

From the cycle The Greatest Embarrassments of Slovak History (from 2007)
detial of installation, courtesy of the artist



Martin Piacek: Najvicsie trapasy slovenskej historie (od 2007)
inStaldcia, majetok autora

Martin Piacek: The Greatest Embarrassments of Slovak History (from 2007)
installation, courtesy of the artist




MARTIN SUTOVEC (<1073

Cast’ préc, zastipenych na vystave, sa
vyrovnava s problematickou minulost’ou
prostrednictvom humoru, irénie a sarkazmu.
Tento spdsob prace s minulost’ou reprezentuje
istt mieru autorského nadhl'adu a odstupu

a stoji tak v prikrom protiklade voci pateticky
¢i sentimentdlne ladenym dielam s obdobnymi
témami. Karikatdiry Martina Sttovea tvoria do-
lezita sucast’ nasej aktualnej vizudlnej kultury.
Svojim obsahom rezu ,,do Zivého“ a to nielen
komentovanim sucasnej slovenskej politiky a re-
ality vbbec, ale neraz jeho diela poukazuji na
traumatické udalosti nasej novodobej histérie,
Slovensky $tat nevynimajtc. Jeho karikatiry
vsak nezostavaju v minulosti, ktord zobrazuju,
ale su prepdjané s problematickymi, neraz
obdobnymi javmi dne$nej doby. Martin Sttovec
uz mnoho rokov upozoriiuje karikatirami na
narast nacionalizmu, demagogie a populizmu
v sti¢asnej slovenskej spolo¢nosti. Nastavuje
nam zrkadlo spésobom, ktory nas zaskoci,
prekvapi, a to svojimi obsahovymi stvislost’ami
a kontextmi.
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A part of the works presented at the exhibi-
tion, reconciles with the topic of the past by
means of humour, irony and sarcasm. This
way of work with the past represents a certain
measure of the author’s detached view, a view
from above and from a distance, and thus it
stands in a stark contrast to the pathetically

or sentimentally tuned works of similar topics.
The caricatures of Martin Sttovec form an
important part of our current visual culture.

By their contents they touch on the raw not
only by commenting on the current Slovak
politics and reality in general, but his works
also often highlight the traumatic events of our
current history, not excluding the Slovak State.
His caricatures, however, do not visualize the
past, but rather they are being interconnected
with the problematic, often similar phenomena
in the present-day society. Using his caricatures
Martin Stitovec has been pointing his finger

at the rising nationalism, demagogy as well

as populism in the current Slovak society. He
holds up a mirror to us in a manner that stu-
pefies and surprises namely by its implications
and contexts.

BK

Karikatary @SHOOTY (2016)
kreslend karikatura, digitalna tla¢, sikromny majetok

Caricatures @SHOOTY (2016)

drawn caricature, digital print, private collection




Martin Stitovec: Karikatury @SHOOTY (2016)
kreslend karikatura, digitalna tla¢, sikromny majetok

Martin Stdtovec: Caricatures @SHOOTY (2016)
drawn caricature, digital print, private collection
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ANABELA SLADEK (+10s2)

Kontinuitu kritickej reflexie slovenskej narodnej
identity, histérie, ale tieZ r6znorodych mysti-
fikaénych mytov v tvorbe autorky potvrdzuje
akcia Photoreport. Ako mladd angazovana
umelkynia sa Sladek infiltrovala na oslavy vyro-
¢ia vzniku Slovenského $tatu, ktoré kazdoro¢ne
organizuje pravicovo-extrémistické zdruZenie
Slovenské hnutie obrody v Pantedne slovenskych
dejatelov v obci Cakajovce ned’aleko Nitry. Jej
Gcast’ na zhromazdeni mala charakter podvrat-
nej sondaze. Priebeh akcie dokumentovala a na
pamatnik poloZzila ¢ierny veniec v symbo-
lickom odkaze na vrazdenie a smrt’. Akciou
upriamila pozornost’ na narodné povedomie
spoloc¢nosti, v ktorej rastie pravicovy extrémiz-
mus, prepisuje sa kolektivna pamét’ a verejne
sa oslavuje Jozef Tiso ako ,hrdina“ slovenskych
dejin. Pantedn slovenskych dejatel'ov touto akciou
ironizovala a oznacila ho za ,vykladnu skrifiu
slovenského 'udového nacionalizmu®.
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The continuity of a critical reflection of

the Slovak national identity, but also different
mystification myths present in the works of

the author has been confirmed in the action
called Photoreport. As a young committed artist,
Sladek was infiltrated into the anniversary
celebrations of the Slovak State annually orga-
nized by the rightist-extremist association Sovak
Revival Movement in the Pantheon of the Slovak
national influencers in Cakajovce, a village close
to Nitra. Her participation in the convention
had the character of a subversive research. She
documented the course of the event and placed
black wreath to the memorial to symbolically
remind of the killings and death. Through the
action she drew the attention to the national
awareness of the community within which there
grows the rightist extremism, the collective
memory is being rewritten, and Jozef Tiso

is publicly hailed as the “hero” of the Slovak
history. She ironized the Pantheon of the Slovak
National Influencers calling it a “display cabinet
of the Slovak popular nationalism”.

Photoreport (2010)
akcia, fotodokumentdcia, majetok autorky

Photoreport (2010)
action, photo documentation, courtesy of the artist
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Anabela Sladek: Photoreport (2010)
akcia, fotodokumentacia, majetok autorky

Anabela Sladek: Photoreport (2010)
action, photo documentation, courtesy of the artist



JARDSLAV KYSA ¢+1081)

Interaktivnym kinetickym objektom autor
predstavuje képiu paméitnej tabule z fasady
Katolickeho domu v Ziline v mierke 1:1. Tabula
pripomina pamétnikom i okoloiddcim vyznam-
nu dejinnd udalost’, Ze ,,z balkdna tejto budovy
bola dria 6. oktobra 1938 Dr. Jozefom Tisom vy-
hldsend autonémia slovenskej krajiny“. Katolicky
dom, vratane tabule, pritom funguji ako pietne
miesto, v si¢asnosti nav§tevované a ,,0Zivované
najmé miestnymi neonacistami a extrémistami.
Repliku kontroverznej tabule autor na stene
galérie rozpohyboval to¢enim tak, Ze sa jej
obsah stal viac-menej necitatelnym a nejasnym.
Senzor pohybu reaguje na pritomnost’ divaka,
ktorému de facto zabraiiuje odkaz tabule preci-
tat’. Dielo mozno vnimat’ ako viacvyznamové.
Na jednej strane metaforicky vymazava tragicku
minulost’, na druhej ju zachovava v nejasnom,
rozkolisanom obraze, ¢im odkazuje aj na proces
vyrovnavania sa naroda s vlastnou minulost'ou
a pamatou.

¢

Artist’s interactive kinetic object represents

a 1:1 copy of the memorial plaque from

the facade of the Catholic House in Zilina.

The plaque reminds the living contemporaries
as well as passers-by of the significant historical
event, that “from the balcony of this building,
on 6% October 1938, Dr. Jozef Tiso declared the
autonomy for the Slovak country”. The Catholic
House, including the plaque, nevertheless,
serves as a pious place, at present visited and
“revived” especially by local neo-Nazis and
extremists. The author made the replica of the
controversial plaque on the wall of the gallery,
putting to motion by revolving it in such a way
that its contents becomes more-or-less illegible
and unclear. A movement detector reacts to the
presence of a visitor who is de facto prevented
from reading of the message. The work can be
perceived as a multi-semantic, ambiguous. On
the one hand it metaphorically erases the tragic
history, on the other hand it preserves it within
a dimmed, swinging image, whereby it also re-
fers to the process of the nation’s reconciliation
with its own past and memory.

Pamétna tabula (2014)
interaktivny kineticky objekt, majetok Zahorian & Van Espen Gallery

Memorial Tablet (2014)
interactive kinetic object, courtesy of Zahorian & Van Espen Gallery
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PETER KALMUS (+1953)

V poslednych rokoch uz celkom pravidelne in-
tervenuje Peter Kalmus do verejného priestoru,
preberajic na seba, ako jeden z poslednych, ulo-
hu strazcu verejnej moralky. Sdm ¢i v sprievode
kolegov Kalmus obchddza miesta nezdravého
neoluddckeho kultu, okiadzajuc jeho ,,ohniska“
bahnom ¢i ¢ervenou farbou krvi. Zasahy tak
schytavaju vsetci, ktorych sochy nemaji na
verejnosti ¢o hl'adat’. Kalmusova ostatna
performerska intervencia mé o ¢osi neznejsiu
podobu. Pantedn slovenskych dejatel'ov, ktory
akoby z vole prostého l'udu vyrastol zaciatkom
devit'desiatych rokov v Cakajovciach pri Nitre,
si totiZ svojou odzbrojujicou insitnost’ou hadam
ani nezasliZzi radikélnejsiu reakciu. Kalmus teda
stlmil prostriedky, svoje obrazoborecké gesto
maximédlne zredukoval. Vybral si z dejatelov
najproblematickejsiu figiru (prezidenta Tisa)

a jednoducho jeho tvar — tsta i lica — prera-
zoval. Okrem trans-gendrovych implikacii tak
zdo6raznil hlavne isté nechcene tragikomické
¢aro tohto historického divadla, ktoré skor nez
pantedn pripomina travesty sou.
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In recent years Peter Kalmus has already quite
regularly intervened in the public scene, taking
over, as one of the last, the task of being a pub-
lic morals guardian. By himself, or in a company
of his colleagues, Kalmus moves around the
places of unhealthy neo-Nazi cult, bespattering
its “hotbeds” with muck and mud, or red paint
of blood. The interventions, thus, are smashing
all those whose statues have nothing to do

at public places... Kalmus’s past performing
intervention has a bit more tender form. May be
because the pantheon of the Slovak public influ-
encers built up as if by way of will of common
people at the beginning of 90’s in Cakajovce pri
Nitre, due to its disarming naive character, per-
haps, does not even deserve any more radical
reaction. Kalmus, thus, attenuates the means
and maximally reduces his iconoclastic gesture.
Out of the significant public actors he has
chosen the most problematic figure (president
Tiso) and he simply applies lipstick to his face —
the mouth and cheeks. Besides the trans-gender
implications he emphasizes mainly some
unwanted tragicomic charm of this historic
theatre, which resembles a travesty show rather
than the pantheon.

PH

Maskérsko-divadelné dotvorenie Tisovej ,,sochy“ (2016)
foto-zaznam z performancie, foto: Jan Kardsek, majetok autora

Masquer-theatral Completion of Tiso “Sculpture” (2016)
photo-recording of performance, photo: Jan Karasek, courtesy of the artist
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Alexandra Anusev Borsikova
Cesta bez ndvratu (2013), digitdlna tla¢ na hliniku,
sukromny majetok

Dalibor Baca
Ozvena (2016), sochérsky objekt, sklo, asfalt,
majetok autora

Juraj Bartusz

Hladdm v pamdti podobu svojej spolugiacky Sdry
Rosenblumovej (1995), videozdznam z performancie,
majetok autora

Anton Cierny

Hostia — za Jozefa T. (2006), objekt, videoinstaldcia,
drevo, lak, videoslucka, zbierka Povazskej galérie
umenia v Ziline

Jozef Jankovi¢
Konecné riesenie (1993), instalécia, drevo, kov, sklo,
majetok autora

Peter Kalmus
Aj Mondrian emigroval pred fasizmom do USA
(2015 - 2016), objekt, ready made, majetok autora

Maskérsko-divadelné dotvorenie Tisovej ,,sochy“ (2016),
foto-zdznam z performancie, foto: Jan Kardsek,
majetok autora

Odsun - Deportdcie
(2010 / 2016), objekt, ready made, majetok autora

Spomienka na Spitzera
(2015 - 2016), objekt, ready made, majetok autora

Kassaboys

(Radovan Cerevka, Toma$ Makara,

Peter Vrabel)

Umelci do plynu! (2006 / 2016), text na stene, sprej,
digitalna tla¢, foto: Tomas Makara, majetok autorov
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Noro Knap
20. april (2013)

20. april (1941), fotografia: ,,Oslava narodenin vodcu
Velkonemeckej rise Adolfa Hitlera v hlavnom meste
Slovenska“, Ladislav Roller, SNA, STK 1939-45, ¢ 8094
20. april (2011), videoprojekcia, 03:11min,
Hviezdoslavovo nédmestie, Bratislava, majetok autora

Daniela Kraj¢ova
Vardj! (2012), video, 5:51 min., fotodokumentacia
site-specific malby, majetok autorky

Pomsta (2012), video, 5:35 min., fotodokumentacia
site-specific malby, majetok autorky

Jaroslav KySa
Pamdtnd tabula (2014), interaktivny kineticky objekt,
majetok Zahorian & Van Espen Gallery

Tisov veniec (2012), videoinstalacia, majetok Zahorian
& Van Espen Gallery

Radko Macuha
Export Import (2009), socharsky objekt, majetok
autora

Ked’ sa riibe drevo, lietajii triesky (2009), socharsky
objekt, majetok Weiss Collection

Svitopluk Mikyta

Odkazy 1-3 (2009)

Nepeknd kresba 1-3 (2014)

Zase Delenie Krajiny (2005 /2014)
Hotovo 0-3 (2011)

Pokus o definiciu 0-3 (2011)

kresby, kresba farebnymi ceruzami cez kopirak,
majetok autora

LIST OF EXHIBITED ARTWORKS

Alexandra Anusev Borsikova
Journey without Return (2013), digital print
on aluminium, private collection

Dalibor Baca
Echo (2016), sculptural object, glass, asphalt, courtesy
of the artist

Juraj Bartusz

I Am Trying to Reminisce the Face of My Schoolmate
Sarah Rosenblum (1995), video recording of
performance, courtesy of the artist

Anton Cierny

The Holy Communion / For Jozef T. (2006), object,
video installation, wood, paint, video loop, collection
of Museum of Art Zilina

Jozef Jankovi¢
Final Solution (1993), installation, wood, metal, glass,
courtesy of the artist

Peter Kalmus

Also Mondrian Emigrated to USA Escaping Fascism
(2015 - 2016), object, ready made, courtesy of
the artist

Masquer-theatral Completion of Tiso “Sculpture”
(2016), photo-recording of performance, photo:
Jan Karasek, courtesy of the artist

Transfer — Deportations (2010 / 2016), object, ready
made, courtesy of the artist

Recollection of Spitzer (2015 — 2016), object, ready
made, courtesy of the artist

Kassaboys

(Radovan Cerevka, Toma$ Makara,

Peter Vrabel)

Gas the Artists! (2006 / 2016), text on wall, spray,
digital print, photo: Tomas Makara, courtesy of the
artists

Noro Knap
20 April (2013)

20" April (1941), photography: “Birthday celebration
for the leader Great German Empire Adolf Hitler in the
capital of Slovakia.“ Ladislav Roller, SNA, STK 1939-
45, ¢ 8094

20" April (2011), video projection, 03:11 min,
Hviezdoslavovo namestie, Bratislava, courtesy

of the artist

Daniela Kraj¢ova
Vardj! (2012), video, 5:51 min., photo documentation
of site-specific painting, courtesy of the artist,

Revenge (2012), video, 5:35 min., photo documenta-
tion of site-specific painting, courtesy of the artist

Jaroslav Kysa
Memorial Tablet (2014), interactive kinetic object,
courtesy of Zahorian & Van Espen Gallery

Tiso’s Wreath (2012), video installation, courtesy
of Zahorian & Van Espen Gallery

Radko Macuha
Export Import (2009), sculptural object, courtesy
of the artist

You Can’t Make an Omelette Without Breaking Eggs
(2009), sculptural object, courtesy of Weiss Collection

Svitopluk Mikyta

References 1-3 (2009)

Ugly Drawing 1-3 (2014)

Again Split of the Country (2005/2014)
Done 0-3 (2011)

Attempt For Definition 0-3 (2011)

drawings, drawing with colored pencils through
carbon paper, courtesy of the artist



Jarmila Mitrikova a David Demjanovi¢
Procesia s Nemcom (2013), pyrografia na dreve,
sukromny majetok

Relikvidr s rukou vodcu (2014), pyrografia na dreve,
majetok autorov

Ilona Németh

Ked’ ... (2016), performancia vo verejnom priestore,
Némestie SNP v Bratislave, Projekt Prechadzka,
organizdtor: Naddcia otvorenej spolo¢nosti, ucastnici:
Andréas Cséfalvay, Daniel Dida, David Koronczi, Denis
Kozerawsky, Ilona Németh, Martin Toldy, foto: Anton
Kajan, majetok autorky

Martin Piacek

Najvdcsie trapasy slovenskej histérie (po¢ntic 2007),
instalacia, majetok autora

Slnko ndroda (2012 / 2014), sochérsky objekt,
majetok autora

Tam a spdt’ (2009 / 2016), environment, majetok
autora

Rastislav Podoba
Slovensky raj (2012), olej na platne, majetok autora
a Krokus Galérie

KriZ (v noci) (2012), olej na pldtne, stikromny majetok

Nora Ruzickova
Zeny v odboji (2014), autorska kniha, ready made,
majetok autorky

Rudolf Sikora

Ttizba po slobode md vZdy rovnakil farbu (2014),
nastenny objekt, kresba na stene, drevo, akryl, ceruza,
majetok autora
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Anabela Sladek
Slovak Imagine Peace — 25. 03. 1942 (2009), video
instalacia, majetok autorky

Klaéadlo (2009), videoinstalacia, majetok autorky

Photoreport (2010), akcia, fotodokumentécia,
majetok autorky

Lubo Stacho
Ndvrat stratenych (1999), instalacia, fotografia
na kameni, majetok autora

Martin Stitovec
Karikatiry @SHOOTY (2016), kreslend karikattra,
digitalna tla¢, sukromny majetok

Milan Vagac
Komora (2012), svetelnd inStalacia, majetok autora

Jaro Varga

Niekde som to nasiel, ale neviem to ndjst’
(2013 / 2016), zvukova inStaldcia, kresba,
majetok autora

Jarmila Mitrikova a David Demjanovi¢
Procession with Nazi (2013), pyrography on wood,
private collection

Reliquary / Hand of the Leader (2014), pyrography on
wood, courtesy of the artists

Ilona Németh

When ... (2016), public performance, Namestie SNP
in Bratislava, Project Prechadzka, organizer: Open
Society Foundation, participants: Andras Cséfalvay,
Daniel Dida, David Koronczi, Denis Kozerawsky, Ilona
Németh, Martin Toldy, foto: Anton Kajan, courtesy

of the artist

Martin Piacek
The Greatest Embarrassments of Slovak History
(from 2007), installation, courtesy of the artist

The Sun of the Nation (2012 / 2014), sculptural object,
courtesy of the artist

There and Back (2009 / 2016), environment, courtesy
of the artist

Rastislav Podoba
Slovak Paradise (2012), oil on canvas, courtesy
of the artist and Krokus Gallery

Cross (by night) (2012), oil on canvas, private
collection

Nora Ruzi¢kova
Women in Resistance (2014), author book, ready made,
courtesy of the artist

Rudolf Sikora

Longing for Freedom Is Always the Same Colour (2014),
wall object, drawing on wall, wood, acrylic, pencil,
courtesy of the artist

Anabela Sladek
Slovak Imagine Peace — 25. 03. 1942 (2009),
video installation, courtesy of the artist

Kneeler (2009), video installation, courtesy
of the artist

Photoreport (2010), action, photo documentation,
courtesy of the artist

Lubo Stacho
Home-coming of the Lost (1999), installation,
photography on stone, courtesy of the artist

Martin Stitovec
Caricatures @SHOOTY (2016), drawn caricature,
digital print, private collection

Milan Vagac
Chamber (2012), light installation, courtesy
of the artist

Jaro Varga

I Found It Somewhere, But I Cannot Find It
(2013 / 2016), sound installation, drawing,
courtesy of the artist



SPRIEVODNE A VZDELAVACIE

PROGRAMY

3. november 2016 / 18.00
Vernisaz vystavy A je tu zas?
Slovensky stdt v sti¢asnom umeni

12. november 2016 / 10.00
Miznica kresba

Rodinny program o médiu kresby

a Sifrovanych sposoboch jej pouzitia

12. november 2016 / 16.00
Komentovana prehliadka vystavy
s galerijnou pedagogi¢kou Danielou
Carnou

14. november 2016 / 9.00
Metodické stretnutie pre
pedagdgov

14. november 2016 / 17.00
Experiment umenie VII
Workshop pre dospelych s Luciou
Kotvanovou a Martinom Toldym,
so zameranim na dielo Ilony Né-
meth a umenie performancie

21. november 2016 / 17.00
Kuratorsky sprievod vystavou

s Katarinou Bajcurovou a vystavu-
jucimi umelcami

3. december 2016 / 10.00

Ocami neviditelné

Rodinny program o zaznamenavani
nasich spomienok

5. december 2016 / 17.00
Kuratorsky sprievod vystavou

s Ninou Vrbanovou a vystavujucimi
umelcami

12. december 2016 / 17.00
Experiment umenie VIII
Workshop pre dospelych s Luciou
Kotvanovou venovany dielu Jarmily

116—117

Mitrikovej a Davida Demjanovica
a technike pyrografie

14. december 2016 / 17.30
EXXKLUZIV

Happening Bohusa a Moniky
Kubinskych — pecenie viano¢nych
oblétok so zmie$anou symbolikou

14. december 2016 / 18.00
Symboly Slovenského $tatu

v stic¢asnosti

Diskusia o nebezpecenstve navratu
$tatnej symboliky na verejné féra

s historikom Jakubom Drabikom,
kunsthistori¢kou Lenkou Kukurovou,
aktivistom Robom Mihalym a bloge-
rom Janom Ben¢ikom

28. december 2016 / 16.00
Komentovana prehliadka vystavy
s galerijnou pedagogickou Danielou
Carnou

16. januar 2017 / 17.00
Experiment umenie IX
Workshop pre dospelych s Luciou
Kotvanovou a umeleckou dvojicou
Zovinec Bros o technike animécie
v tvorbe Daniely Kraj¢ovej

23. januar 2017 / 17.00
Kuratorsky sprievod vystavou

s Bohunkou Koklesovou a vystavu-
jucimi umelcami

28. januar 2017 / 16.00
Komentovana prehliadka vystavy
s galerijnou pedagogic¢kou Danielou
Carnou

30. januar 2017 / 17.00
ARTIST STALK
Diskusno-prezentacny format

Kunsthalle
. Bratislava

Michala Stolarika s vizudlnym
umelcom Toma$om Rafom, doku-
mentujlicim zhromazdenia a po-
chody nacionalistov a extrémistov

6. februar 2017 / 17.00
Kuratorsky sprievod vystavou

s Petrou Handkovou a vystavujuci-
mi umelcami

11. februar 2017 / 10.00

Zivy pamitnik

Rodinny program venovany histo-
rickej paméti a pamétnikom

20. februdr 2017 / 17.00
Experiment umenie X
Workshop pre dospelych s Luciou
Kotvanovou zamerany na zazna-
mendavanie spomienok a techniky
prenosu obrazu

22. februar 2017 / 18.00
Oslobodeny divak

Prednaska kunsthistori¢ky Miry
Keratovej o umeni, ktoré sa
bezprostredne nezaobera revoltou
v politickom, ¢i socidlnom zmysle,
ale ingpiruje k revolte osobnej

25. februar 2017 / 16.00

Finisaz vystavy spojend s uve-
denim sprievodného katalégu

a prehliadkou vystavy s galerijnou
pedagogickou Luciou Kotvanovou
spolu s kuratorkami




PARALLEL AND EDUCATIONAL

PROGRAMS

3" November 2016 / 18.00
Opening of the exhibition Look
What Is Back / The Slovak State in
Contemporary Art

12™ November 2016 / 10.00
Disappearing drawing

Family program on the medium
of drawing and the coded ways of
its use

12™ November 2016 / 16.00
Guided tour with the gallery
pedagogue Daniela Carnd

14™ November 2016 / 9.00
Methodological meeting for
pedagogues

14" November 2016 / 17.00
Experiment Art VII

Workshop for adults with Lucia
Kotvanova and Martin Toldy, focus-
ing the work of Ilona Németh and
performance art

21 November 2016 / 17.00
Guided tour with curator Katarina
Bajcurova and the exhibiting artists

3 December 2016 / 10.00
Invisible for the eyes

Family program on recording our
memories

5t December 2016 / 17.00
Guided tour with curator Nina
Vrbanova and the exhibiting artists

12% December 2016 / 17.00
Experiment Art VIII

Workshop for adults with Lucia
Kotvanova dedicated to the work
of Jarmila Mitrikova and David

118—119

Demjanovi¢ and the pyrography
technique

14™ December 2016 / 17.30
EXXKLUZIV

Happening of Bohu$ Kubinsky
and Monika Kubinska — baking
of Christmas waffles with various
symbols

14 December 2016 / 18.00
Symbols of the Slovak State at
present

Discussion on the danger of state
symbols returning to the public
with the historian Jakub Drébik,
art historian Lenka Kukurov4,
activist Robo Mihaly and blogger
Jan Bencik

28" December 2016 / 16.00
Guided tour with the gallery
pedagogue Daniela Carn

16 January 2017 / 17.00
Experiment Art IX

Workshop for adults with Lucia
Kotvanové and artistic duo Zovinec
Bros on the animation technique in
the artworks of Daniela Kraj¢ova

23 January 2017 / 17.00

Guided tour with the curator Bo-
hunka Koklesova and the exhibiting
artists

28™ January 2017 / 16.00
Guided tour with the gallery
pedagogue Daniela Carné

30% January 2017 / 17.00

ARTIST STALK

Discussion and presentation format
created by Michal Stolarik with

Kunsthalle
. Bratislava

Banka, ktora miluje umenie

the visual artist Tomas$ Rafa, docu-
menting the rallies and parades of
nationalists and extremists

6 February 2017 / 17.00
Guided tour with the curator Petra
Handkova and the exhibiting artists

11 February 2017 / 10.00

Live Memorial

Family program dedicated to the
historical memory and memorials

20t February 2017 / 17.00
Experiment Art X

Workshop for adults with Lucia
Kotvanovd dedicated to the record-
ing of memories and techniques of
image transmission

22 February 2017 / 18.00
Liberated viewer

Lecture by the art historian Mira
Keratova on art which does not
deal with a revolt in the political,
or social sense directly but inspires
a revolt which is personal

25 February 2017 / 16.00
Finisage of the exhibition
combined with introducing the
catalogue and guided tour with the
gallery pedagogue Lucia Kotvanova
and the curators

www.tatrabénka.sk/filantropia
www.nadaciatatrabanky.sk

TATRA BANKA
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