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Editorial

This special issue of the Ars magazine dedicat-
ed to the problematics of contemporary painting,
which you are holding, was published thanks to
the support of VUB Foundation and its parent
company, the VUB bank. Since 2006, or for twenty
years now it has been organizing a competition ded-
icated to young painters Painting — V'UB Foundation
Award for Painting for Young Artists), for twenty years
the platform in Slovakia initiates the emergence of
new works, supports young artistic talents, helps
them establish themselves professionally on the art
scene, and at the same time builds a collection of
contemporary art from the award-winning works.
Over this period, the competition has generated a
truly impressive number of artistic talents, of whom
many went on to become prominent, if not key
figures in contemporary painting. Fach year, the
finalists (under 35 years of age) are selected and
awarded by an international committee, which has
included many influential artists, critics, and curators
from Slovakia, neighboring countries, and Europe:
beyond seeking talent, they reflected new levels of
innovation and relevance, the “engagement” of
contemporary painters’ works in the complex world
we are living.

As the Institute of Art History of the Center
for Art Sciences of the Slovak Academy of Scienc-
es, v.v.i. , which is also dedicated to research and

professional reflection on contemporary visual art,
we decided to contribute to the current dialogue on
contemporary painting, which has been ongoing for
some time now, not only in our country, but also on
the European and Central European scene. We ap-
proached leading experts, art historians, and curators
at home and abroad to attempt to reflect, through
scientific discourse—scholatly studies, on the mul-
tifaceted situation in which contemporary painting
finds itself. To approach it from a bird’s eye view,
from a historical, theoretical, and critical distance,
and also from various aspects and angles offered by
our “post-truth” and “post-digital” present—ifrom
efforts to capture more general tendencies and
trends in the broader international context, through
an in-depth historical, iconographical, feminist, or
interdisciplinary analysis, to model case-study inter-
pretative studies focused on individuals: distinctive
figures in contemporary painting, representing paint-
ing in a post-medium condition. Several studies also
analyze the works of artists who have participated
in this competition, received awards, and are now
prominent figures in contemporary visual art. We
thus present ideas for art historical and critical dis-
cussion about contemporary painting, for that, too,
is a function of art theory—to enter into a dialogue
with contemporaneity and keep opening up new
horizons of knowledge.

Katarina Bajcurova
Director General of the Center for Arts Sciences,
Slovak Academy of Sciences
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Editorial

Toto $pecialne ¢islo ¢asopisu_Ars venované prob-
lematike suc¢asného maliarstva, ktoré drzite v rukach,
vyslo zasluhou a s podporou Nadacie VUB a jej ma-
terskej VUB banky. Od roku 2006, teda uz dvadsat’
rokov organizuje sit’az venovanu mladym maliarom
Malba — Cena Nadicie 1VUB za maliarske dielo pre mia-
dyeh umeleov, uz dvadsat’ rokov funguje na Slovensku
platforma, ktora iniciuje vznik novych diel, podporuje
mladé umelecké talenty, pomaha sa im presadit’ na
profesionalnej umeleckej scéne a sucasne — z ocene-
nych diel — buduje zbierku sucasného umenia. Sut’az
za tento Cas vygenerovala naozaj slusné ¢islo talentov,
z ktorych viacerf sa stali vyraznymi, ba kIa¢ovymi
osobnost’ami sucasného maliarstva. Finalistov a fi-
nalistky (do 35 rokov) kazdoroc¢ne vybera a ocenuje
medzinarodna porota, v ktorej sa vystriedalo vela
mienkotvornych umelcov, kritikov a kuratorov zo
Slovenska, zo susednych krajin, ako aj z Eurdpy:
hladali nielen talenty, ale reflektovali aj novi mieru
inovacif a aktualnosti, ,,angazovanosti* diel suc¢asnych
maliarov v zloZitom svete, ktory Zijeme.

Ako Ustav dejin umenia Centra vied o umeni
Slovenskej akadémie vied, v. v. 1., ktory sa venuje tiez
vyskumu a odbornej reflexii sacasného vizualneho
umenia, sme sa rozhodli prispiet’ do aktuilneho

dial6gu o sucasnom maliarstve, ktory u nas, ale i na
eurépskej a stredoeurdpskej scéne prebicha uz dlhsie
obdobie. Oslovili sme poprednych odbornikov a od-
bornicky, historikov a historicky umenia, kuratorov
a kuratorky doma i v zahranici, aby sa cez vedecky
diskurz, cez odborné studie pokusili reflektovat’
mnohohlasnu situaciu, v ktorej sa sucasnd mal'ba
nachadza. Aby sa na nu pozreli z nadhl'adu, z his-
torického, teoretického a kritického odstupu, a tiez
z roznych aspektov a uhlov, ktoré nam nuka nasa
»postpravdiva® a ,,postdigitalna“ sacasnost’ — od
snahy postithnat’ vSeobecnejsie tendencie a trendy
v sirSom medzinarodnom kontexte cez hlbsiu dejin-
nu, ikonografickd, feministickd ¢i interdisciplinarnu
analyzu po pripadové modelové interpretacné studie
venované jednotlivcom: vyraznym osobnostiam su-
casného maliarstva, reprezentujucich mal’bu v post-
medialnej situdcii. Vo viacerych stadidch su rozobe-
rané aj diela umelcov, ktorf touto sit’azou presli, boli
oceneni a dnes st z nich vyrazné postavy sucasného
vizualneho umenia. Predkladame tak podnety do
umeleckohistorickej a umeleckokritickej diskusie
o sticasnom maliarstve, pretoze aj to je funkciou
vedy o umenti: vstupovat’ do dialégu so sucasnost’ou
a neustale otvarat’ horizonty nového poznania.

Katarina Bajcurova
generalna riaditelka Centra vied o umeni SAV, v. v. i.
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Abstraction:
On Beyond the Western World

Isabel WUNSCHE

Abstract

Abstraction profoundly shaped European and American modernism in the twentieth century, but it
also left a significant mark on artistic practices in Latin America, the Middle East, Africa, Asia, and
Australia. Consequently, the narrative of abstract painting as an exclusively Western modern invention
requires closer examination. A Eurocentric approach produces a distorted value system in which
certain works are regarded as more authentic than others. Such thinking, grounded in assumptions of
Western primacy in artistic production, reinforces hierarchies of primary versus secondary, influencing
versus influenced, and center versus periphery, as well as familiar “West versus the Other” dichoto-
mies within modernist and avant-garde art history. This article examines the work of non-Western
abstract painters in Latin America, the Arab world, India, and China, whose approaches to abstraction
emerged through a sustained dialogue between local cultural traditions and intensive engagement with
Western art practices.

Keywords: Abstract art — Modernism — Non-Western art — Decolonization — Geometric abstraction
— Calligraphic abstraction — Gestural abstraction

Abstraction was one of the most viable and dom-
inant artistic idioms in Western art of the twentieth
century. This fundamentally new artistic practice
and visual experience of modernism emerged at
the beginning of the century in Central and Eastern
Europe, reaching its peak in postwar North America
and Western Europe. A closer look at abstraction in
European modernism, however, reveals that it was

' HEATH, A.: Abstract Painting: Its Origin and Meaning. London
1957, WADDINGTON, C. H.: Behind Appearance: A Study
of the Relation Between Painting and the Natural Sciences in this
Century. Edinburgh 1970; OSBORNE, H.: Abstraction and
Abrtifice in Twentieth-Century Art. Oxford 1979, WHITEFORD,
E.: Understanding Abstract Art. London 1987; MOSZYNSKA,
A.: Abstract Art. London 1990; HALE, N. C.: Abstraction in
Art and Nature. New York 1993; HARRISON, C.: Primitivism,
Cubism, Abstraction: The Early Twentieth Century. New Haven
1993; ROSENTHAL, M.: Abstraction in the Twentieth Century:
Total Risk, Freedom, Discipline. New York 1996; FER, B.: On

also a highly contested form of artistic expression
that has served various artistic agendas and political
ideologies.

Art historians have offered many interpretations
and perspectives on its development and applica-
tion.! Historically, the emergence of abstract art
has been linked to Romanticism, Impressionism,
Jugendstil, and Art Nouveau design.” Theortists as

Abstract Art. London 1997, CROWTHER, P. - WUNSCHE,
1. Eds.: Meanings of Abstract Art: Between Nature and Theory.
London 2012; WUNSCHE, I. - GRONEMEYER, W. Eds.:
Practices of Abstract Art: Between Anarchism and Appropriation.
Newecastle 2016; METZGER, C.: Theorie der Abstraktion. Wien
2020; PURGAR, K. Ed.: The Iconology of Abstraction: Non-fign-
rative Images and the Modern World. New York; London 2021.

2 HOFMANN, W.: Quellen zur abstrakten Kunst. Baden-Baden
1958; ROSENBLUM, R.: Modern Painting and Northern Ro-
mantic Tradition. London 1975; CLAIR, J. Ed.: Cosmos: From



well as practitioners have invested considerable time
and effort in devising complex strategies intended
to ratify its existence as a legitimate art form, in
general, and, in particular, as one endowed with ex-
pressive powers and capable of evoking alternative
levels of reality and consciousness.” Much has been
written about the dissemination of abstract art and
its influence throughout the world (for example, in
transnational cultural histories, exile and migration
studies, and global modernism),* but it would be a
mistake not to look beyond the Western art historical
canon when pursuing regional/continental develop-
ments in abstract art.

Abstract Art as a Modern
Western Invention

The artists whom we consider to be the pioneers
of abstract painting, Wassily Kandinsky, Frantisek
Kupka, Kazimir Malevich, and Piet Mondrian,’
shared the belief that art should not serve the re-
production of visible reality but be an expression
of the “absolute”. They viewed art, particularly
the abstract approach, as a medium for advancing
human creative evolution and leading us into a new
age of spititual renewal.® Fascinated by esoteric ideas,
occultism, and theosophy, their interests included a
syncretistic approach to the study of world religions,

Romanticism to the Avant-garde. Munich; London; New York
1999; GOODING, M.: Abstract Art. London 2000. Towards
a New Art: Essays on the Background to Abstract Art 1910—1920.
London 1980; GOLDING, J.: Paths to the Absolute: Mondrian,
Matevich, Kandinsky, Pollock, Newman, Rothko, and Still. Princeton
2000; DICKERMAN, L. Ed.: Inventing Abstraction 1910-1925:
How a Radical 1dea Changed Modern Art. New York 2012.

v

LYNTON, N. Ed.: Towards a New Art: Essays on the Background
to Abstract Art 1910-20. London 1980; GOLDING, J.: Paths
1o the Absolute: Mondrian, Malevich, Kandinsky, Pollock, Newman,
Rothko, and Stll. Princeton 2000; DICKERMAN, L. Ed.:
Tnventing Abstraction 1910—1925: How a Radical Idea Changed
Modern Art. New York 2012.

S

BARRON, S.: Exiles and Emigres: The Flight of European Artists

from Hitler. (Exh. cat.) Los Angeles 1997; JOYEUX-PRU-
NEL, B.: Les avant-gardes artistiques 1918—1945: une histoire
transnationale. Paris 2017, DOGRAMACI, B.— MERSMANN,
B. Eds.: Handbook of Art and Global Migration: Theories, Practices,
and Challenges. Betlin — Boston 2019; KARMEL, P.: Abstract
Art: A Global History. London 2020.

as well as metaphysical, non-Western, and so-called
primitive art forms. This interest in mysticism and
the occult as a response to materialist thought and
reductionist science in the late nineteenth century
paralleled the search for spirituality in art. Artists
such as Constantin Brancusi, Frantisek Kupka, and
Piet Mondrian believed they could perceive beyond
the natural world, thereby gaining insight into the
cosmic principles that underlie human existence.
They viewed themselves as messengers between two
worlds. (Fig. 1)

The interwar period witnessed a secularization
of the spiritual concerns of the eatly abstractionists.
Individual artists, as well as art institutions such as
the Bauhaus, turned instead to new developments
in science and technology, and the ideals of modern
industrial production, ultimately leading to the emer-
gence of the Constructivist movement.” Abstract art
became a hallmark of the modernist Zezzgeist, which
took into account the experience of modern life
in a world characterized by urbanization, industri-
alization, rapid social changes, advances in science
and technology, new modes of transportation, and
forms of global communication. It represented “an
art which belonged to our twentieth century and not
to the Renaissance or even to the ‘Impressionists’””®
The extensive literature addressing this focus on
science and technology, industrial production, and

> Meanwhile, it has been acknowledged that the Swedish
painter Hilma af Klint created her abstract compositions
before Kandinsky and Kupka. MULLER-WESTERMANN,
1. — WIDOFF, J. Eds: Hilma af Klint — eine Pionierin der Ab-
straktion. (Cat. exh.) Ostfildern 2013; Hilma af Klint: Paintings
Jfor the future (Cat. exh.) New York 2018.

=N

TUCHMAN, M. — FREEMAN, J. Eds.: The Spiritnal in Art:
Abstract Painting 1890-1985. (Cat. exh.) Los Angeles; New
York 1986; LOERS, V. Ed.: Okkultismus und Avantgarde. Von
Munch bis Mondrian 1900—1915. (Cat. exh.) Frankfurt am Main;
Ostfildern 1995; GOLDING, J.: Paths to the Absolute: Mondrian,
Matevich, Kandinsky, Pollock, Newman, Rothko, and Still. Princeton
2000.

)

RICKEY, G.: Constructivism: Origins and Evolution. New York
1967, LODDER, C.: Russian Constructivism. New Haven 1983;
BANN, S.: The Tradition of Constructivism. New York 1990.
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DREIER, K. S.: ‘Intrinsic Significance’ in Modern Art. In:
Three Lectures on Modern Art. Philosophical 1ibrary. New York
1949, No. 1.
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Fig. 1: Wassily Kandinsky: Composition IV | Kompozicia IV, 1911, oil, canvas, 159.5 X 250.5 em. Kunstsammiung Nordrbein-Westfalen,
Diisseldorf. Acquired in 1965 through a donation from Westdeutscher Rundfunk. Photo: Achim Kukulies.

the urban lifestyle has shaped our understanding of
modernism well into the present.

The constructivists saw themselves as part of a
large, international network promoting modernism
and specifically abstract art — a new, universal lan-
guage that would lead to a new social consciousness.
This idea was further enhanced by the constructiv-
ists’ desire to transform art into designs for everyday
life, with many of its representatives working in fields
such as typography, advertising, product and interior
design, and architecture.” Their belief, however, that
abstract art would serve as a universal visual language
accessible to all regardless of nationality or culture,

? WILK, C.: Modernism — Designing a New World, 1914—1939.
London 2006.

' RIESE, H-P: Kunst: konstruktiv/ konkret: gesellschaftliche Utopien
der Moderne. Munich; Berlin 2008.

and that it could shape the design of an egalitarian
society governed by mutual collaboration and an
international spirit, remained a short and unrealized
utopian ideal."” (Fig, 2)

This utopian aspect of the scientific approach
to abstract art is also evident in the evolutionary
model that Alfred H. Barr proposed for the devel-
opment of modernist art. As the founding director
of the Museum of Modern Art in New York and
one of the primary promoters of abstract art, Barr
was drawn to the art form due to its purity of style,
originality of invention, and the influence of the
artist within an international matrix."" As one can

" KANTOR, S. G.: Affred H. Barr, Jr. and the Intellectual Origins
of the Museum of Modern Art. Cambridge MA 2002. Pozri tiez
WUNSCHE, 1.: From Universal Visual Language to Glo-
bal Cross-cultural Dialogue. In: Representing and Interpreting
Abstraction Today. Ed. FERRARO, A. Milano 2024, s. 12-25;



Fig. 2: Laszdd Moholy-Nagy: Composition Z VIII | Kompozicia Z V111, 1924, 0il, canvas, 114 X 132 cm. Collection and photo: Neue Natio-

nalgalerie, Staatliche Museen zu Berlin.

see in his chart of the development of modern art,
included in the catalogue of the 1936 exhibition
Cubism and Abstract Art, he viewed abstraction as the
ultimate means of artistic expression.'? The diagram
traces the unfolding of modernist art chronologi-
cally, nationally, and stylistically from the 1890s to
the present, indicating an “inevitable” teleological
progression toward abstraction, thereby playing out
the polar opposition between intellect and intuition,

Artforum online. Available at: https://www.artforum.com/
columns/isabel-wunsche-universal-visual-world-langua-
ge-to-global-cross-cultural-dialogue-559057/ (accessed July
15, 2025).

12 BARR, A. H.: Cubisn and Abstract Art. New York 1936. Pozri
tiez LOWRY, G. D.: Abstraction in 1936: Barr’s Diagrams. Avai-
lable at: https://www.moma.org/momaorg/shared/pdfs/
docs/archives/InventingAbstraction_GLowry_359_363.pdf
(accessed July 15, 2025).

technology and nature, the geometric and the organ-
ic. With his systematic perspective, suggestive of a
scientific approach and relieving formal analysis of
any interpretative responsibility, Barr had a lasting
impact on art history writing and art criticism well
into the 1960s. He not only paved the way for Clem-
ent Greenberg’s formalist theory of art,”” but also
for efforts to rally abstract art as an instrument in
the cultural battles of the Cold War."

3 GREENBERG, C.: Modernist Painting, In: The Collected Essays
and Criticism, 4. Chicago 1986, pp. 85-94.

" LITTLETON, T. — SYKES, M.: Advancing American Art: Paint-
ing, Politics, and Cultural Confrontation at Mid-Century. Tuscaloosa
1989; KRENN, M. L.: Fall-Out Shelters for the Human Spirit:
American Art and the Cold War. Chapel Hill 2005; BARRON,
S.—ECKMANN, S. Eds.: Az of two Germanys: Cold War Cul-
tures. Los Angeles; New York 2009; BARNHISEL, G.: Cold
War Modernists: Art, Literature, and American Cultural Diplomacy.


https://www.artforum.com/columns/isabel-wunsche-universal-visual-world-language-to-global-cross-cultural-dialogue-559057/
https://www.artforum.com/columns/isabel-wunsche-universal-visual-world-language-to-global-cross-cultural-dialogue-559057/
https://www.artforum.com/columns/isabel-wunsche-universal-visual-world-language-to-global-cross-cultural-dialogue-559057/

Fig. 3: Jackson Pollock: Number 1 (Lavender Mist) | Cislo 1. (Levandulovi hmla), 1950, oil, enamel, aluminum, canvas, 221 X 299.7 cm.

Collection and photo: National Gallery of Art, Washington, DC.

With the rise of fascism in Italy and Germany,
the establishment of Socialist Realism doctrine in
the Soviet Union, and the growing dominance of
Regionalism and American Scene painting in the
United States in the 1930s, abstract art increasingly
became the subject of heated political and ideological
debates. It was denounced as leftist and degenerate
in Germany, decadent and bourgeois in the Soviet
Union, and foreign and communist in the United
States."” The ideological debates gained new mo-
mentum after the end of the Second World War.

New York 2015; GUILBAUT, S.: How New York Stole the Idea
of Modern Art: Abstract Expressionism, Freedom, and the Cold War.
Chicago 1984; COX, A.: Art-As-Politics: The Abstract Expressionist,
Avant-garde and Society. Ann Arbor, MI 1982.

5 BARRON, S.: “Degenerate Art”: The Fate of the Avant-garde in
Nazi Germany. Los Angeles; New York 1991; BOWN, M. C.: Kust
unter Stalin, 1924—1956. Munich 1991; KRENN 2005 (note 14).

Facing a Soviet “cultural offensive” in the Eastern
bloc during the height of the Cold War, US officials
came to recognize the merit of cultural diplomacy
and the role that art could play in advocating Ameri-
can values abroad. Abstract art, particularly Abstract
Expressionism, soon became “a weapon against
communism.”'® This promotion of abstract painting
as “an expression of the free world” was based on a
reinterpretation of the concept of the avant-garde
as evidenced in Clement Greenberg’s formalist art
theory."” (Fig, 3)

1 LITTLETON, T. — SYKES, M.: Advancing American Art:
Painting, Politics, and Cultural Confrontation at Mid-Century.
Tuscaloosa 1989; KRENN 2005 (see in note 14); BARRON/
ECKMANN 2009 (see in note. 14), BARNHISEL, G.: Co/d
War Modernists: Art, Literature, and American Cultural Diplomacy.
New York 2015.

7 GREENBERG 1986 (sce in note 13), pp. 85-94.



Although many members of the historic avant-
garde between 1910 and 1925 considered themselves
socially critical and/or politically engaged, their work
was now being reinterpreted as a purely artistic revolt,
concerned primarily with formal innovations. By the
mid-1950s, a full-scale cultural battle was underway,
and the debate on abstraction vs. realism in art
became its centerpiece. Championed in the United
States and Western Europe as a symbol of artistic
freedom and, by extension, democracy, abstraction
was condemned in the Soviet Union and Eastern
Europe as overly formalist and a sign of artistic
decay, associated with American cultural imperialism.

In the Eastern bloc, under the dominance of the
Soviet Union after 1945, Socialist Realism became
the only officially accepted art form." With its focus
on realistic depictions that optimistically portray
the everyday life of working people, it aimed to be
relevant, accessible to the working masses, and sup-
portive of the state’s and the communist party’s aims.
The artists who chose not to adhere to the prescribed
program of Socialist Realism did not constitute a
unified group but were united by their belief in the
freedom of individual creative artistic expression.
Their so-called nonconformist art was not neces-
sarily forbidden as long as it was kept private, but
when it was shown publicly, its creators were often
subjected to reprisals and persecution. Thus, forced
to work in solitude and without official recognition,
nonconformist artists developed alternative net-
works and became representatives of an alternative,

18 JAMES, C. V.: Soviet Socialist Realism: Origins and Theory. London
1973; RUSNOCK, A.: Socialist Realist Painting during the Stalin
Era, 1934—1941. Lewiston NY 2010; BAZIN, J. - KORDJAK,
J. Eds.: Cold Revolution: Central and Eastern European Societies in
Times of Socialist Realism, 1948—1959. Milan; Warsaw 2020.

1 STANISLAWSKI, R. — BROCKHAUS, C. Eds.: Exropa,
Europa: Das Jabrhundert der Avantgarde in Mittel- und Ostenropa.
(Exh. cat)) 4. Bonn 1994; Kunst im Verborgenen: Nonkonform-
isten Russland. (Exh. cat.) Munich; New York 1995; RIESE,
H.-P. Ed.: Nonkonformisten: Die Zweite Russische Avanigarde
1955-1988. (Exh. cat.) Cologne 1995; ROSENFELD, A. Ed.:
Nonconformist Art: The Soviet Excperience, 1956—1986. London
1995; ROSENFELD, A. Ed.: The Art of the Baltics: The Struggle
for Freedom of Artistic Expression under the Soviets, 1945—1991.
(Exh. cat.) New Brunswick NJ 2002.
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underground culture, acquiring, by default, a political
stance and a degree of subversive intent."”

Through the efforts of art critics such as Clement
Greenberg and Harold Rosenberg, and art historians
like Werner Haftmann and Werner Hofmann, among
others, abstract art began gaining mainstream accep-
tance in the Western world during the 1950s.’ Their
emphasis on its universal nature implied that abstrac-
tion, the most prominent example of the artistic and
cultural superiority of the Western world and the ideal
expression of modernity and progress, would become
the dominant art form worldwide in the foreseeable
future. This was a time when such thinking was shaped
by the unwavering belief that the world was moving
in one direction, characterized by the advancement
of democracy, scientific and technical progress, and
secularization. Abstract painting was the appropriate
artistic expression of these modern realities.

On beyond the West

Abstraction did in fact leave its mark in Lat-
in America, Africa, Asia, and Australia,® but the
dominant perspective that abstract art is solely an
invention of Western modernism results in a dis-
torted value system in which certain works are then
seen as more authentic than others. Such thinking
(with respect to western primacy in artistic creation)
further enhances notions of primary vs. secondary,
influencing vs. influenced, center-periphery and oth-
er dichotomies in modernist and avant-garde art.”

2 ROSENBERG, H.: The Tradition of the New. New York 1960;
HAFTMANN, W.: Malerei im 20. Jahrbundert, 2. Miinchen
1954-1955; POENSGEN, G. — ZAHN, L.: Abstrakte Kunst
— BEine Weltsprache. Baden-Baden 1958.

*' ALVAREZ, M. V.: New Geographies of Abstract Art in Postwar
Latin America. Milton 2018; TAKESH, S. — GUMPERT, L.:
Taking Shape: Abstraction from the Arab World, 19505—1980s.
Munich 2020; CLARKE, D. J.: Chinese Art and its Encounter with
the World. Hong Kong 2011; MITTER, P. - MUKHER]JI, P.
D.—BALARAM, R.: Twentieth-century Indian Art: Modern, Post-in-
dependence, Contemporary. London 2022; STEPHEN, A. — Mc-
NAMARA, A. — GOAD, P.: Modernism & Australia: Documents
on Art, Design and Architecture 1917—-1967. Carlton Vic. 2006.

2 JUNG, H. Y.: Abstract Art in 1980s Shanghai. PhD Thesis,
University of California, San Diego. Available at: https://
escholarship.org/uc/item/16g2v1dm (accessed July 15, 2025).


https://opac.spk-berlin.de/DB=2/SET=15/TTL=1/MAT=/NOMAT=T/CLK?IKT=1016&TRM=Bazin

Looking beyond the Western art historical canon
when tracing the development of abstract art of-
fers new insights. However, as Kobena Mercer has
noted, abstraction’s presence outside of Europe is
“discrepant,” its pathways inconsistent—*elusive
and repetitive, obstinate and strange: it includes
almost everything that does not neatly fit into the
institutional narrative of abstract art as a monolithic
quest for ‘purity’.”*

Modernist artists in Latin America, North Af-
rica, the Middle East, and Asia, for the most part,
initially developed their approaches to abstraction in
the form of a “dialogue” with the West. This is not
surprising, as most had been educated or received
training in the Western tradition, either in Europe
or in colonial institutions in the region; many also
traveled extensively, spending extended periods in
European art centers and later in New York. How-
ever, for many, their intensive search for new artistic
languages and ideas began during a period of decol-
onization, guided by an ardent desire to establish a
modern, post-colonial cultural identity.

Geometric Abstraction
in Latin America

In Latin America, geometric abstraction became
a dominant artistic style between the 1930s and the
1970s.** The radical departure from traditional rep-
resentational styles toward geometric abstraction was
embraced by artists, as well as state officials, through-
out the region as a means of culturally distancing
themselves from the colonial past, while also signi-

» MERCER, K.: Introduction. In: MERCER, K. Ed.: Discrepant
Abstraction. Cambridge MA; London 2006, p. 7.

2 SULLIVAN, M. A.: Radical Form, Modernist Abstraction in South
America. New Haven; London 1922; FAJARDO-HILL, C.:
Abstraction in Action: Contemporary Abstraction in Latin America.
Available at: https://abstractioninaction.com/contexts/
contemporary-abstraction-latin-america/ (accessed July 15,
2025). See also BIRBRAGHER-ROZENCWAIG, E:: Essays
on 20th-Century Latin American Art. New York 2022, kap. 2;
LUCIE-SMITH, E.: Latin American Art of the 20th Century.
London 1993, pp. 121-143.

» BARNITZ, J.: Twentieth-Century Art of Latin America. Austin
2001, p. 127, SNEED, G.: Geometric Abstraction in South America:

tying their alignment with a modern, economically
independent future. The artists working in geometric
abstraction strove to unite international principles of
modernist abstraction with local cultural traditions,
often developing more participatory forms of art.”

Uruguayan artist and theorist Joaquin Tor-
res-Garcia (1874-1949), who spent more than 40
years of his life in Europe and was active in the Pari-
sian art scene between 1926 and 1932 before return-
ing to Uruguay in 1934, sought to bring geometric
abstraction to Latin America as a way to reconcile
Western modernism with the region’s own cultural
histories and artistic traditions.?® While in Paris, he
had developed his own style called Universalismo
Constructivo (Constructive Universalism), which
sought to combine the rationality of Constructivism
and De Stijl with the sources of abstract art found in
Indo-American and pre-Columbian arts and crafts.
The term became shorthand for a return to indige-
nous archaic forms specific to Mesoamerican civili-
zations.”” Inspired by van Doesburg and Mondrian’s
approach to abstraction, Torres-Garcia derived the
grid as the basis for his compositions and began to
incorporate pictographs from Indo-American and
pre-Columbian ancient cultures into his works. He
saw this as a way to discover the “universal” visual
elements shared across cultures, underpinning his
belief in the metaphysical wholeness of the universe,
and also demonstrating that the geometric principles
of pre-Columbian and Indigenous artistic styles had,
in fact, anticipated later European geometric abstrac-
tion.” Seeing it as his task to restore the lost heritage
of (mythic) abstraction, he inverted the art historical

An Introduction. Available at: https://smarthistory.org/geo-
metric-abstraction-south-america/ (accessed July 15, 2025).

2% BARNITZ 2001 (v pozn. 25), pp. 127-130.

7 ROMMENS, A.: Barcelona-Paris — ‘New Cusco’ — Montevi-
deo: The Routes to Roots of Joaquin Torres-Garcia’s South
American Abstraction. In: Wiinsche, I. — Gronenmayer, W.
Eds.: Practices of Abstract Art: Between Anarchism and Appropri-
ation. Cambridge 2016, p. 99. See also ROMMENS, A.: The
Art of Joaquin Torres-Garcia: Constructive Universalism and the
Inversion of Abstraction. New York; London 2016; SULLIVAN
1922 (see in note 24), pp. 21-67.

# SNEED (see in note. 25).
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Fig. 4: Joaguin Torres-Garcia: Arte Universal | Universal Art | Uni-
verzdlne umenie, 1943, oil, canvas, 106 X 75 cm. Collection and photo:
Museo Nacional de Artes Visuales, Montevideo.

canon and reread the European abstract avant-garde
as the rediscovery by the European conquistadors
of Mesoamerica’s abstract tradition —a tradition that
had been eradicated through colonization.”” (Fig. 4)

Following Torres-Garcia’s innovations in the
1930s and 1940s, artists across Latin America, par-
ticularly in Argentina, Brazil, and Venezuela, began
working in geometric abstraction, a style that domi-

#» ROMMENS: Batcelona (v pozn. 27), p. 99.

0 ALBERRO, A.: Abstraction in Reverse: The Reconfigured Spectator
in Mid-Twentieth-Century Latin American Art. Chicago 2017, pp.
15—66. See also LUCIE-SMITH 1993 (see in note 24), pp.
121-122.

12

nated painting and sculpture in those countries well
into the 1970s. In Argentina, two groups devoted
to Concrete Art emerged in the mid-1940s from
the Buenos Aires magazine Arturo: the Asociacion
Arte Conereto-Invencion (Association of Concrete-In-
vention, AACI, 1945) and the Arte Madi (1944).”
Embracing Mondrian’s and van Doesburg’s strict
geometric aesthetics while rejecting Torres-Garcia’s
emphasis on symbolism and a hand-made aesthetic,
AACI artists emphasized a rigorous, mathematical,
even mechanical-looking approach to geometric
abstraction with flat, planar colors. Like the AACI,
the artists of the Madi Group, such as Gyula Kosice,
Rhod Rothfuss, or Carmelo Arden Quinn, endorsed
creating non-objective artworks with flat planes
of bright colors. However, unlike the AACI, they
were more playful and experimented with three di-
mensions, irregularly shaped canvases, and unusual
materials, such as Plexiglas and neon.”

The development of postwar Brazilian Concrete
Art was strongly influenced by Max Bill, who won
the Grand Prize for Sculpture at the First Sao Paulo
Biennial in 1951. His work also resonated with the
construction of Brazil’s new capital, Brasilia, as
well as with modernist architecture drawing on the
principles of the International Style, most notably
in the works of Oscar Niemeyer.”? The members of
Grupo Ruptura, founded in Sao Paulo in 1952, sought
to break away from traditional artistic styles, par-
ticularly those rooted in naturalistic painting. Their
works were characterized by flat colors and a reduced
palette, as well as geometry and industrialized media,
such as enamels and mechanical techniques like spray
painting, which would not reveal the atrtist’s hand.”
The artists of the Grupo Frente, formed in Rio de
Janeiro in 1954, rejected the Grupo Ruptura’s strict
adherence to purity, science, and mathematics and
promoted elements of sensuality and subjective ex-
pression instead.* This shift in otientation eventually
led to a new style, known as Neo-Concrete art, which

* SNEED (see in note 25). See also BARNITZ 2001 (see in
note 25), pp. 135-137.

2 BARNITZ 2001 (see in note 25), pp. 166, 184-188.
% ALBERRO 2017 (see in note 30), pp. 178-181.
* Ibid., pp. 181-184.



was pioneered by artists Lygia Clark (1920—1988) and
Lygia Pape (1927-2004), and later by Hélio Oiticica
(1937-1980). In his 1959 “Neo-Concrete Manifesto,”
the poet Ferreira Gullar (1930-20106) raised the ques-
tion of “expression, incorporating the new ‘verbal’
dimensions created by constructivist neo-figurative
art.”” Like Torres-Garcia, he sought to distance
the new movement from the dogmatic rationalism
of European concrete art movements: “We do not
conceive of a work of art as a ‘machine’ or as an
‘object’, but as a ‘quasi-corpus’ (quasi-body), that is
to say, something which amounts to more than the
sum of its constituent elements; something which
analysis may break down into various elements but
which can only be understood phenomenological-
ly”% From this, Gullar developed the theory of the
“non-object,” by which he meant an art object that
would reconcile “the material object with the viewing
subject, and in particular with the space where the
objective world and subjective experience meet.””’
This approach is evident in Lygia Clark’s Bichos (Crea-
tures) — hinged metal sculptures that come to life
through the direct intervention and manipulation of
the spectator, thus transforming themselves into or-
ganic three-dimensional objects or “quasi-bodies.”**

In Venezuela, two other forms of geometric ab-
straction, Op Art and Kinetic Art, became popular
in the 1950s and 1960s. While Brazilian Neo-Concre-
tists sought to move away from the purely optical to-
ward the experimental and sensual, the Venezuelans,
including Carlos Cruz-Diez (1923-2019), Alejandro
Otero (1921-1990), and Jesus Soto (1923-2005),
embraced the visual, but also created participatory,
sensual objects and interactive environments, such
as Soto’s “penetrables”.”” Op Art and Kinetic works
by these artists were seen as promoting Venezuela as
a modern and technologically advanced country and

% GULLAR, E: Neo-Concrete Manifesto (1959). In FRANK,
P.: Readings in Latin American Modern Art. New Haven 2004,
pp. 172-175, here p. 173.

% Thid., p. 174.

" GULLAR, E: Concretos de Sio Paulo no MAM do Rio
(1960), cited in ALBERRO 2017 (see in note 30), p. 183.

thus received corporate and government support,
resulting in the commissions of several large-scale
public artworks in the 1960s and 1970s.

Calligraphic Abstraction in North Africa
and the Middle East

In the wake of the Second Wotld War, a wave of
independence movements swept across Africa and
Asia, as colonized nations sought independence and
self-determination from their European colonial
powers. The growing awareness of national sov-
ereignty created a demand for a new aesthetics of
decolonization, one that would remain in dialogue
with metropolitan developments but also recover
‘native’ expressivity repressed under colonialism and
consider regional and national specificities.”*’ Thus,
the processes of decolonization in North Africa,
the Middle East, and Asia influenced the artists’ en-
gagement with abstraction and their pursuit of new
national and regional cultural identities. The forma-
tion of the Casablanca Art School — an avant-garde
movement that emerged from the city’s Ecole des
Beaux-Arts in the mid-1960s, just a few years after
Morocco gained independence in 1956 — was a result
of these developments. The members of the school,
the artists Farid Belkahia, Mohamed Chabaa, and
Mohamed Melehi, together with art critic Toni Mara-
ini and anthropologist Bert Flint, sought to liberate
art from the legacy of French colonialism, turning
instead to Islamic symbols, Arabic letterforms, and
the Amazigh heritage — nonrepresentational elements
that facilitated the rise of modern abstraction in
postcolonial Morocco.*' Engaging with the ideas
of the Bauhaus movement, these artists began to
reevaluate the connection between art, crafts, design,
and architecture in the local context, combining

% ALBERRO 2017 (see in note 30), p. 203-204. See also
SULLIVAN 1922 (see in note 24), pp. 189-195; Lygia Clark
— Retrospektive. (Exh. cat.) Leipzig 2025.

¥ BARNITZ 2001 (see in note. 25), pp. 199-214.

“ DADI, L: Rethinking Calligraphic Modernism. In: Discrepant
Abstractio. Ed. MERCER, K. Cambridge MA; London 2006,
pp. 96-98.

# TAKESH/GUMPERT 2020 (see in note 21), pp. 17-19.
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approaches from Western art with elements of the
vernacular heritage that had been undermined during
the colonial era.*

In the early postwar period, numerous modern-
ist artists across the Arab world drew inspiration
for their abstract work from their historic heritage
and traditional arts and crafts production.” Iraqi
artists Saadi Kaabi and Dia al-Azzawi and Syrian
Moustafa Fathi drew on pre-Islamic aesthetics, in-
cluding Mesopotamian-inspired crescent moons and
simple geometric shapes used in ancient cuneiform
scripts; Algerian Mohammed Khadda turned to the
precolonial past, using prehistoric rock art, Amazigh
patterns, and Arab ornament; Iraqi Shakir Hassan
Al Said, Egyptians Omar El-Nagdi and Mustafa
Abdel Moity, and Algerian Rachid Koraichi found
inspiration for their abstract works in Sufi philosophy
and devotional rituals, Ancient Egyptian motifs, and
Tuareg art forms.* In 1967, several Algerian artists,
among them Mohammed Khadda, Choukri Mesli,
and Dennis Martinez, declared the formation of
the Aouchem (meaning “tattoo”) group, arguing
that “magical signs were an element of popular
culture that—despite enduring transformations
under foreign influence—had been at the centre of
local artists’ and artisans’ creative efforts ‘since the
Roman period.””*

2 Casablanca Art School: A Postcolonial Avant-Garde, 1962—1987.
(Cat. exh.) Frankfurt am Main 2024. See also ALI, W.: Modern
Islamic Art: Development and Continnity. Gainesville 1997, pp.
148-149.

# TAKESH/GUMPERT 2020 (see in note 21), p. 12.

“ TAKESH, S.: Introduction: No Longer a Horizon, but
Infinity. In: TAKESH/GUMPERT 2020 (see in note 21),
pp. 12-25. Pozri tiez TAKESH, S.: Painting Nothing: An
Introduction to Abstract Art in the Middle East. Available at:
https://dubaicollection.ae/en/story/ painting-nothing-an-
introduction-to-abstract-art-in-the-middle-east (accessed

July 15, 2025).

# TAKESH: citované v Painting Nothing (see in note 44). See
also VOGL, M.: Algerian Painters as Pioneers of Modernism, s.
209 — 210. Available at: https://dafbeirut.org/contentFiles/
file/2021/03/Algerian-Painters-and-Pioneers-of-Mo-
dern-small.pdf (accessed July 15, 2025).

% SHABOUT, N.: Modern Arab Art: Formation of Arab Aesthetics.
Gainesville FL. 2007, p. 27. See also The Baghdad Modern
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Iraqi artists Shakir Hassan Al Said and Jewad
Selim, who both had studied in Paris, founded, in
1951, the Baghdad Group for Modern Art, with the
aim “to reinterpret Western Modern Art” in order
“to incorporate Iraqi heritage, culture, and tradition,”
promoting the concept of stilbam al-turath, which
means “secking inspiration from tradition.”** As they
announced in the group’s manifesto, they strove to
marry international modernist styles with their own
heritage, developing a distinctly Iraqi visual language:
“We thus announce today the beginning of a new
school of painting, which derives its sources from
the civilization of the contemporary age, with all the
styles and schools of plastic art that have emerged
from it, and from the unique character of Eastern
civilization.”*” This approach is also evident in the
work of Iraqi artist Dia al-Azzawi, one of the most
influential living artists of the Arab world, who was
also trained as an archaeologist.*®

Postwar decolonization also saw the rise of mod-
ernist calligraphic abstraction in the Middle East,
North Africa, and South Asia.* Using Arabic letters
as a constituent element of their abstract composi-
tions, the representatives of the Hurufiyya move-
ment, also known as the Calligraphic School of Art,
tapped into the beauty and mysticism of Arabic cal-
ligraphy but employed itin a modern, abstract sense.”

Art Group. The Birth of Arabian Modernism. In: The Art
Wanderer. Available at: https://theartwanderer.co.uk/the-
baghdad-modern-art-group-birth-of-arabian-modernism/
(accessed July 15, 2025).

¥ Bagdad Group for Modern Art, Manifesto (1951). In: Modern
Art in the Arab World: Primary Documents. SHABOUT, N. —
LENSSEN, A. — ROGERS, S. Eds. New York 2018, p. 151.

# SHABOUT 2007 (see in note 46), pp. 121-136. See also AL~
AZZAWI, D.: A Retrospective from 1963 until Tomorrow. (Exh.
cat.) Mathaf 2017.

¥ DADI, I.: Decolonization and Calligraphic Abstraction. In:
Postwar Revisited: A Global Art History. Eds. ENWEZOR, O.
— GUPTA, A. Durham 2025. https://tead.dukeupress.edu/
books/book/3492/chapter-abstract/10352833/Decoloniza-
tion-and-Calligraphic- AbstractionrredirectedFrom=fulltext
(accessed July 15, 2025). See also DADI 2006 (see in note
40), pp. 94-114.

* The term Hurufiyya was coined by the Lebanese poet
and critic Charbel Dagher in his book Huroofiya al-Arabiya:



Fig. 5: Dia al-Azzawi: Calligraphical Garden | Kaligraficka zdbrada, 1984, acrylic, canvas, 80 X 90 cm. Conrtesy and photo: the artist.

(Fig. 5) They developed a style that integrated the
Islamic visual traditions of calligraphy into their
Western-trained artistic production, thus generating
contemporary, indigenous compositions.” This ap-
proach was pioneered by Syrian-Iraqi artist Madiha
Umar (1908-2005), who became interested in the
graphic possibilities of the Arabic letter and its ab-
stract nature as a form while investigating Islamic
calligraphy as an art student in the United States in

Fan Wa Hawiya (Bejrat 1991) and introduced into English
through the publication Arabic Hurufiyya: Art and Identity
(Milano 2016). Wijdan Ali rejects the term buruffiyab in favor
of Calligraphic School of Art, see ALL, W.: Modern Islamic
Art: Development and Continuity. Gainesville 1997, pp. 151-184.
See also SHABOUT 2007 (see in note 46), p. 75-96 and
SHABOUT, N. M.: Huroufiyah: The Arab Letter as Visual
Form. In: SHABOUT/LENSSEN/ROGERS (see in note
47), pp. 142-143.

the late 1940s.°? As a result, she published the essay
“Arabic Calligraphy: An Inspiring Element in Ab-
stract Art,” in which she celebrated Arabic letters for
their expressivity and abstract design, summarizing
her approach as follows: “I started using the Arabic
alphabet as a basis for my abstract painting, gradually
developing it from plain surface manipulation into
the more expressive dynamic movement of a thought
in a picture, using the letters appropriate to the

! MAVRAKIS, N.: The Hurufiyah Art Movement in Middle
Eastern Art. McGill Jonrnal of Middle East Studies Blog. Available
at: https://mjmes.wordpress.com/2013/03/08/article-5/
(accessed July 15, 2025). See also Hurufiyya and the Inspiration
of Arabic Letters. Available at: https://dubaicollection.ae/
en/story/hurufiyya-and-the-inspiration-of-arabic-letters
(accessed July 15, 2025).

2 SHABOUT 2007 (v pozn. 46), p. 75.
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Fig. 6: Madiba Umar: The Eyes of Night | O¢ noci, 1961, oil, canvas, 60 X 90 cn. Courtesy and photo: Barjeel Art Foundation, Sharjab.

meaning of that abstraction, considering their force,
individuality, rhythmic effect, power of expression,
and adaptability.”>* (Fig. 6)

Modernist experiments in calligraphic abstrac-
tion became widespread and multifaceted: Algerian
Rachid Koraichi drew on multiple calligraphic tra-
ditions, including Chinese ideograms, pre-Islamic
Amazigh, and Tuareg art forms; Ibrahim El-Salahi,
one of the leaders of the of the Khartoum School,
developed “a new Sudanese visual vocabulary, which
arose from his own pioneering integration of Islam-
ic, African, Arab and Western artistic traditions.””>*

3 UMAR, M.: Arabic Calligraphy: An Inspiring Element in
Abstract Art. In: SHABOUT/LENSSEN/ROGERS (see
in note 47). New York 2018, p. 142.

* TAKESH/GUMPERT 2020 (see in note 21), p. 12.
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Palestinian Kamal Boullata employed calligraphic
abstraction to explore themes of Palestinian identity
and the conditions of exile. Syrian Mahmoud Ham-
mad used Arabic letters to create a mass of geometric
forms. Iraqi Jamil Hamoudi defined his use of Arabic
script as a rediscovery of Iraqi heritage within the
confines of European abstract art.”> Whereas the
abstract compositions of the 1940s and 1950s by
Umar and El-Salahi can be compared to Abstract
Expressionism, artists such as Dia al-Azzawi and
Kamal Boullata moved towards more hard-edge
abstractions in the 1960s.>

% AMIRSADEGHI, H. - MIKDADI, S. - SHABOUT, N. M.:
New Vision: Arab Contemporary Art in the 215t Century. London
2009, p. 32. WIJDAN 1997 (see in note 50), pp. 107, 195.

5 Available at: https://dubaicollection.ae/en/story/hurufiyya-
and-the-inspiration-of-arabic-letters (accessed July 15, 2025)



Combining tradition and modernity, these artists
worked towards developing a culture-specific visual
language, which instilled a sense of national identity
in their respective nation-states at a time when many
of these states were shaking off colonial rule and
asserting their independence. However, they also
worked towards a broader aesthetic that transcended
national boundaries and represented an affiliation
with an Arab identity in the post-colonial petiod.”

Gestural Abstraction
in India and China

The emergence of modernist art in the West was a
result of efforts to come to terms with the rapid new
developments in urban, industrial, and secular life
that occurred during the nineteenth century. Artistic
production in countries such as China and India was
largely unaffected by the paradigms of one-point and
then multi-point perspective, as well as the illusion
of three-dimensional space that emerged in the Re-
naissance. Instead, an awareness of the formal and
expressive possibilities of the media and techniques
in use had been a commonplace understanding for
Chinese ink painters and Indian miniature painters
over many centuries.”® Thus, the radicalism of the
European and American avant-garde was alien to
artists in the Fast. This becomes evident when one
looks, for example, at the artistic production of
modernist art scenes in Mumbai (formerly Bombay),
India, and Shanghai, China.”

In India, European modernism had a distinctive
influence on the Progressive Artists’ Group, found-
ed by young artists based in Mumbai, among them
Francis Newton Souza, Sayed Haider Raza, and
Magbool Fida Husain, in 1947, the year India gained
independence. The members of the group rejected
the colonial academic style and the nationalist art of

7 ALL W. Ed.: Contemporary Art from the Islamic World. London
1990.

% CLARKE 2011 (see in note 21), p. 134.
% Pozti tiez WUNSCHE 2024 (see in note 11), pp. 14-16.
8 ALI, A.: Modern Art in India. In: Heilbrunn Timeline of Art

History, October 2004. Available at: https://www.metmuseum.
org/toah/hd/mind/hd_mind.htm (accessed July 15, 2025).

the Bengal School, instead embracing international
modernist art practices.”’ They pursued various new
styles, ranging from Expressionism to pure abstrac-
tion, as well as the depiction of traditional Indian
art elements and media. Balancing international
modernism and indigenous nationalism, the group’s
members strove to create a new equation between
“modern” and “Indian” in line with India’s modern,
secular vision, becoming one of the most influential
art movements in India.”!

One of the painters associated with the Progres-
sive Artists’ Group in Mumbai, and today one of
the most prominent representatives of abstraction
in modern Indian art, is Vasudeo Santu Gaitonde
(1924-2001). He studied at the Sir Jamsetjee Jee-
jeebhoy School of Art in Mumbai, where he was
introduced to Indian mural painting and miniature
painting as well as European modernism, including
the works of Henri Matisse, Pablo Picasso, Georges
Braque, Wassily Kandinsky, and Paul Klee.®® Gai-
tonde experimented widely, using various techniques,
including oil painting, watercolor, and mixed media,
and began to create his own non-representational
works in the 1950s. Building upon his engagement
with Zen Buddhism and ancient calligraphy, he used a
layering process to create atmospheric works, whose
surfaces he enriched with spontaneous calligraphic
textures. His paintings are meditations on color, form,
and texture, in which he considered Indian aesthetic
theory, maintaining that a complete artistic experience
requires the viewer to be both a rasika (one who ex-
periences intuitively) and a 7asajna (one who learns
analytically).”” Thus, he was able to create a unique
identity for himself and, with his cosmopolitan
worldview and approach to abstraction, he inspired
young artists to experiment with this art form. (Fig, 7)

In early twentieth-century China, artists were also
drawn to the diverse range of European styles they

' DALMIA, Y.: Bombay Modern: The Progressive Artists’
Group and the Quest for Significant Form. In: MITTER/
MUKHER]JI/BALARAM 2022 (see in note 21), p. 156.

¢ PODDAR, S.: The Non-Objective Art of V. S. Gaitonde. In:
MITTER/MUKHER]JI/BALARAM MITTER/MUKHER-
JI/BALARAM 2022 (see in note. 21), p. 170.

6 Thid.
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Fig. 7: Installation view | Poblad do instaldcie: V. S. Gaitonde: Painting as Process, Painting as Life (October 24, 2014 — February 11, 2015),
Guggenheim New York. Photo: David Heald © Solomon R. Guggenbeim Foundation, New York.

met, which spanned from academic realism to expres-
sionism. Abstraction, however, was poorly received, a
situation that gradually changed with the introduction
of the gestural brushwork of the Abstract Expres-
sionists, which resonated with the traditional language
of Chinese ink painting among many artists.* In the
late 1970s and 1980s, Wu Guanzhong (1919-2010)
was one of several artists in China who sought to
break free from the long-standing tradition of Chi-
nese landscape painting, He began to draw inspiration
from Western abstract art to create works that would
capture the “essence” of the form. By marrying east-
ern tradition with western influences, he eventually
found his own path to abstraction.” Wu Guanzhong
had studied both Chinese and Western painting at

¢ CLARKE 2011 (see in note 21), p. 137.
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Hangzhou National Academy of Art from 1936 to
1942. In 1947, he received a government scholar-
ship to study at the Fcole nationale supérieure des
Beaux-Arts, where he developed a great interest in
modern French art, particularly Post-Impressionism,
and became familiar with the principles of aesthetic
formalism. After his return to China, he introduced
aspects of Western art to his students at the Central
Academy of Fine Arts in Beijing, where he taught
from 1950 to 1953 (at the time, the academy was
dominated by socialist realism). His life and career
were dramatically interrupted by the Chinese Cultural
Revolution; it was only after Mao Zedong’s death in
1976 that he was able to return to painting and his
formalist approach to art. Focusing on formal beauty

6 When East Meets West: The Art of Wu Guanzhong, Available
at: https://thesublimeblog.org/2020/11/30/when-east-me-
ets-west-the-art-of-wu-guanzhong/ (accessed July 15, 2025).


https://thesublimeblog.org/2020/11/30/when-east-meets-west-the-art-of-wu-guanzhong/
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in the arrangement of color and form, he strove to
use eastern rhythms in conjunction with a western
approach to painting, combining oil painting and ink
drawing, with the goal of “nationalizing oil painting
and modernizing Chinese painting,” which in his view
were “two sides of the same face.”

In the 1980s, artists in Shanghai searching for
an individual artistic language were drawn to ab-
straction,”” which offered a means of opposition
to mainstream art.”® Many of the Shanghai artists
worked with mixed media, combining oil on can-
vas and ink on rice paper. Using pictorial elements
such as lines, dots, and shapes, their abstract works
offered multiple layers of interpretation and could
be understood in either an Eastern or Western his-
torical and philosophical context. The artists greatly
influenced younger artists emerging in the mid-to-
late 1980s who went on to form the ’85 New Wave
Movement.”” By the late 1980s, abstract art practices
in China had become a growing search for a “purified
language,” representing both the initial resistance
to mainstream art and the general transformation
process of the society.

Conclusion

Clearly, it is possible to trace the expansion and
reception of abstract art in the twentieth century,
from its European origins to countries worldwide.
In many cases, nascent, post-colonial states, keen to

6 Revolutionary Ink: The paintings of Wu Guanzhong. Avai-
lable at: https://joyblogblog.wordpress.com/2016/02/29/
revolutionary-ink-the-paintings-of-wu-guanzhong/ (accessed
July 15, 2025).

7 JUNG (see in note 22).

% As David J. Clarke has pointed out, for Chinese artists, Pop
art offered more possibilities in terms of coming to terms

make their own mark in a progressive world, eagerly
adopted the European modernist narrative, linking
their striving for an independent future, societal
modernization, and scientific and technological
progress to abstraction, the most modern form of
artistic expression. At the same time, artists in Latin
America, Africa, and Asia, many of whom had stud-
ied abroad and were directly familiar with abstract
movements in the West, turned to their own cultural
heritage, for example, prehistoric hieroglyphs, an-
cient motifs, and calligraphy, which often had been
repressed or simply dismissed under colonial rule.
In newly independent countries, artists rejected the
colonial style of figurative representation, instead
embracing modernist approaches to abstraction that
they chose to enhance with elements of native artistic
traditions and cultural heritage.

Artists throughout the world eagerly sought
and found new approaches to modernism and
abstract art, whether through the introduction of
participatory practices into geometric abstraction,
the incorporation of Islamic symbols and Arabic
letterforms, or the merging of Western approaches
to abstract art with traditional elements, media, and
artistic techniques. Combining tradition and moder-
nity, these artists sought to develop a culture-specific
visual language that would instill a sense of national
identity in their respective nation-states at a time
when many of these countries were just beginning
to assert their independence.

with the Maoist cultural heritage; performance, video, and
conceptual tendencies were also strong. CLARKE 2011 (see
in note 21), p. 163.

¢ MINGLU, G.: The 1985 New Art Movement. Available at: https://
monoskop.org/images/5/5f/Minglu_Gao_1986_1993_
The_1985_New_Art_Movement.pdf (accessed July 15,
2025).
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Abstrakcia:
Za hranicami zapadného sveta

Isabel WUNSCHE

Abstrakcia bola jednym z najzivotaschopnejsich
a dominantnych umeleckych prejavov zapadného
umenia 20. storocia. Tato zasadne nova umelecka
prax a vytvarna podoba modernizmu sa objavila
na zaciatku storocia v strednej a vychodnej Eurdpe
a svoj vrchol dosiahla v povojnovej severnej Amerike
a v zapadnej Eurépe. Blizsi pohl'ad na abstrakciu
v eurépskom modernizme vsak ukazuje, ze bola aj
velmi kontroverznou formou autorského vyjadrenia,
ktora slazila réznym umeleckym zamerom a politic-
kym ideologiam.

Historici umenia ponukaju viacero interpretacii
a pohladov na jej rozvoj a uplatnenie.! Vznik ab-
straktného umenia sa historicky spaja s romantiz-
mom, impresionizmom a umenim jugenstilu a sece-
sie.” Teoretici aj praktici investovali znaé¢né mnozstvo
casu a usilia do vymyslania komplexnych stratégii,

' HEATH, A.: Abstract Painting: Its Origin and Meaning. London
1957, WADDINGTON, C. H.: Bebind Appearance: A Study
of the Relation Between Painting and the Natural Sciences in this
Century. Edinburgh 1970; OSBORNE, H.: Abstraction and
Abrtifice in Twentieth-Century Art. Oxford 1979; WHITEFORD,
E.: Understanding Abstract Art. London 1987; MOSZYNSKA,
A.: Abstract Art. London 1990; HALE, N. C.: Abstraction in
Art and Nature. New York 1993; HARRISON, C.: Primitivism,
Cubism, Abstraction: The Early Twentieth Century. New Haven
1993; ROSENTHAL, M.: Abstraction in the Twentieth Century:
Total Risk, Freedom, Discipline. New York 1996; FER, B.: On
Abstract Art. London 1997, CROWTHER, P.—- WUNSCHE,
1. (eds.): Meanings of Abstract Art: Between Nature and Theory.
London 2012; WUNSCHE, I. - GRONEMEYER, W. (eds.):
Practices of Abstract Art: Between Anarchism and Appropriation.
Newcastle 2016; METZGER, C.: Theorie der Abstraktion.
Wien 2020; PURGAR, K. (ed.): The Iconology of Abstraction:
Non-figurative Images and the Modern World. New York; London
2021.
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ktorych cielom bolo potvrdit’ jeho existenciu ako
vseobecne legitimnej umeleckej formy bohatej
na vyrazové prostriedky, ktoré dokazu evokovat’
alternativne urovne reality a vedomia.” O siren{ ab-
straktného umenia a jeho vplyve vo svete sa uz napi-
salo vel'a (napr. nadnarodné kulturne dejiny, exilové
a migracné $tadie, globalny modernizmus),* avsak
pti skimani regionalneho/kontinentilneho vyvoja
abstraktného umenia by bolo chybou nenazriet’ za
hranice zapadného umenovedného kianonu.

Abstraktné umenie
ako moderny vydobytok Zapadu

Umelci, ktorych povazujeme za priekopnikov
abstraktného maliarstva, Wassily Kandinsky, Fran-
tisek Kupka, Kazimir Malevi¢ a Piet Mondrian,

2 HOFMANN, W.: Quellen zur abstrakten Kunst. Baden-Baden
1958; ROSENBLUM, R.: Modern Painting and Northern Ro-
mantic Tradition. London 1975; CLAIR, J. (ed.): Cosmos: From
Romanticism to the Avant-garde. Munich; London; New York
1999; GOODING, M.: Abstract Art. London 2000.

w

LYNTON, N. (ed.): Towards a New Art: Essays on the Background
to Abstract Art 1910-20. London 1980; GOLDING, J.: Pazbs
to the Absolute: Mondrian, Malevich, Kandinsky, Pollock, Newman,
Rothko, and Still. Princeton 2000; DICKERMAN, L. (ed.):
Inventing Abstraction 1910-1925: How a Radical Idea Changed
Modern Art. New York 2012.

~

BARRON, S.: Exiles and Emigres: The Flight of European Artists

from Hitler. (Kat. vyst.) Los Angeles 1997; JOYEUX-PRU-
NEL, B.: Les avant-gardes artistiques 1918-1945: une histoire trans-
nationale. Paris 2017; DOGRAMACI, B. - MERSMANN, B.
(eds.): Handbook of Art and Global Migration: Theories, Practices,
and Challenges. Berlin; Boston 2019; KARMEL, P.: Abstract
Art: A Global History. London 2020.
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zdiel'ali presvedcenie, ze umenie by nemalo sluzit’
reprodukcii viditenej skutocnosti, ale vyjadrovat’
»absolutno®. Umenie, a najmi abstraktny pristup,
povazovali za prostriedok rozvoja I'udskej tvorivej
evolucie a vstupu do nového veku duchovnej ob-
novy.® Fascinovali ich ezoterické myslienky, okultiz-
mus a teozofia, pricom ich zaujmy zahfnali okrem
metafyziky aj nezapadné a tzv. primitivne formy
umenia a synkretisticky pristup k stadiu svetovych
nabozenstiev. Tento zaujem o mystiku a okultizmus,
ktory reagoval na materialistické myslenie a reduk-
cionisticki vedu z konca 19. storocia, prebiehal
paralelne s hl'adanim spirituality v umeni. Umelci
ako Constantin Brancusi, FrantiSek Kupka a Piet
Mondrian verili, ze dokazu nahliadnut’ do sveta
prirody a prekrocit’ jeho hranice, a tym porozumiet’
kozmickym principom I'udskej existencie. Povazovali
sa za poslov medzi dvoma svetmi. (Obr. 1)

V medzivojnovom obdobi doslo k sekularizacii
duchovnych zaujmov ranych abstrakcionistov a jed-
notlivi umelci, ako aj umelecké institucie, vratane
napriklad Bauhausu, sa zacali venovat’ novému vy-
voju v oblasti vedy a techniky a idedlom modernej
priemyselnej vyroby, co nakoniec viedlo k vzniku
konstruktivistického hnutia.” Abstraktné umenie sa
stalo charakteristickym znakom modernistického
Zeitgeistu, ktory zohl'adnoval skusenosti moderného
zivota vo svete charakterizovanom urbanizaciou
a industrializaciou, rychlymi spoloc¢enskymi zmena-
mi, pokrokom vo vede a technike, novymi sposobmi
dopravy a formami globalnej komunikacie. Predsta-

Medzi¢asom sa potvrdilo, Ze §védska maliarka Hilma af Klint
vytvorila svoje abstraktné kompozicie skor ako Kandinsky
a Kupka. MULLER-WESTERMANN, 1. — WIDOFF, |.
(eds.): Hilma af Klint — eine Pionierin der Abstraktion. (Kat. vyst.)
Ostfildern 2013; Hilma af Klint: Paintings for the future (Kat.
vyst.) New York 2018.

¢ TUCHMAN, M. — FREEMAN, J. (eds.): The Spiritual in Art:
Abstract Painting 1890-1985. (Kat. vyst.) Los Angeles; New
York 1986; LOERS, V. (ed.): Okkultisnus und Avantgarde. Von
Munch bis Mondrian 1900-1915. (Kat. vyst.) Frankfurt am
Main; Ostfildern 1995; GOLDING, J.: Paths to the Absolute:
Mondrian, Malevich, Kandinsky, Pollock, Newman, Rothko, and Still.
Princeton 2000.
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RICKEY, G.: Constructivism: Origins and Evolution. New York
1967, LODDER, C.: Russian Constructivism. New Haven 1983;
BANN, S.: The Tradition of Constructivism. New York 1990.

voval ,,umenie, ktoré patri do nasho, dvadsiateho
storocia, a nie do renesancie ¢i dokonca do cias
,Jimpresionistov*“.® Rozsiahla literatira venovana
tomuto zameraniu na vedu a techniku, priemyselna
vyrobu a mestsky zivotny styl dodnes ovplyviuje
nase chapanie modernizmu.

Konstruktivisti sa povazovali za sucast’ rozsiahlej
medzinarodnej siete presadzujicej modernizmus a ob-
zvlast’ abstraktné umenie ako novy, univerzalny jazyk,
ktory povedie k novému spolocenskému vedomiu.
Tuto myslienku d’alej rozvinuli svojim usilim pretvo-
rit” umenie na dizajn pre kazdodenny zivot, pricom
mnoh{ z jeho predstavitelov posobili v oblastiach,
ako je typografia, reklama, produktovy a interiérovy
dizajn a architektira.” Ich presvedcenie, ze abstraktné
umenie bude slizit’ ako univerzalny vizualny jazyk
pristupny vSetkym bez ohladu na narodnost’ ale-
bo kulturu a ze méze formovat’ dizajn egalitarske;
spoloc¢nosti riadiacej sa vzdjomnou spolupricou
a medzinarodnym duchom, vsak zostalo kratkodo-
bym a nenaplnenym utopickym idedlom."” (Obr. 2)

Tento utopicky aspekt vedeckého pristupu k ab-
straktnému umeniu sa prejavuje aj v evolu¢nom
modeli, ktory pre vyvin modernistického umenia na-
vrhol zakladajuci riaditel Mtzea moderného umenia
v New Yorku Alfred H. Barr. Barr bol jednym z hlav-
nych propagatorov abstraktného umenia, ktorého
na tejto umeleckej forme prit’ahovala cistota $tylu,
originalita invencie a autorsky vplyv v medzinarod-
nom kontexte."' Z jeho diagramu vyvoja moderného
umenia, ktory je sucast’ou katalégu vystavy Kubigmus

¥ DREIER, K. S.: “Intrinsic Significance’ in Modern Art. In:
Three Lectures on Modern Art. Philosophical 1ibrary. New York
1949, & 1.

* WILK, C.: Modernism — Designing a New World, 1914-1939.
London 2006.

0 RIESE, H.-P: Kunst: konstruktiv/ konfkret: gesellschaftliche Utopien
der Moderne. Munich; Berlin 2008.

" KANTOR, S. G.: Affred H. Barr, Jr. and the Intellectual Origins
of the Museum of Modern Art. Cambridge MA 2002. Pozri tiez
WUNSCHE, 1.: From Universal Visual Language to Glo-
bal Cross-cultural Dialogue. In: Representing and Interpreting
Abstraction Today. Ed. FERRARO, A. Milano 2024, s. 12 —
25; Artforum online. https:/ /www.artforum.com/columns/
isabel-wunsche-universal-visual-world-language-to-glo-
bal-cross-cultural-dialogue-559057/
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a abstraktné nmenie z roku 19306, vyplyva, ze abstrak-
ciu povazoval za najvyssi prostriedok umeleckého
vyjadrenia.”” V grafe chronologicky, nirodnostne
a Stylisticky sleduje vyvoj modernistického umenia
od 90. rokov 19. storocia az po svoju stcasnost’,
pricom naznacuje ,,nevyhnutny“ teleologicky po-
sun smerom k abstrakcii a rozvija polaritu medzi
intelektom a intuiciou, technolégiou a prirodou
a geometriou a organickost’ou. Barr mal vyznamny
vplyv na umenovedu a kritiku umenia az do 60. rokov
vd'aka svojmu systematickému pohladu, ktory navo-
dzuje vedecky pristup a zbavuje formalnu analyzu
akejkol'vek interpretacnej zodpovednosti. Pripravil
tak podu nielen pre formalisticki te6riu umenia
Clementa Greenberga," ale aj pre snahy o mobiliza-
ciu abstraktného umenia ako nastroja v kultdrnych
bojoch studenej vojny.'*

Nastup fasizmu v Taliansku a Nemecku, zavede-
nie doktriny socialistického realizmu v Sovietskom
zvize a rastuca dominancia realistického maliarstva
regionalizmu a Awmserican Scene Painting v Spojenych
statoch v 30. rokoch sposobili, ze abstraktné ume-
nie sa Coraz viac stavalo predmetom ostrych po-
litickych a ideologickych diskusii. V- Nemecku ho
odsudili ako Tavicové a zvrhlé, v Sovietskom zvize
ako dekadentné a burzoazne a v Spojenych Statoch
ako cudzie a komunistické.” Po skonceni druhej
svetovej vojny ziskali ideologické diskusie novy
impulz. V ¢ase vrcholiacej studenej vojny, ked USA
celili sovietskej ,,kultirnej ofenzive® vo vychodnom

12 BARR, A. H.: Cubism and Abstract Art. New York 1936. Pozri
tiez LOWRY, G. D.: Abstraction in 1936: Barr’s Diagrams. https:/ /
www.moma.otrg/momaorg/shared/pdfs/docs/archives/
InventingAbstraction_ GLowry_359_363.pdf (cit. 15. 7. 2025).

% GREENBERG, C.: Modernist Painting, In: The Collected Essays
and Criticism, 4. Chicago 1986, s. 85 — 94.

" LITTLETON, T. — SYKES, M.: Advancing American Art:
Painting, Politics, and Cultural Confrontation at Mid-Century. Tusca-
loosa 1989; KRENN, M. L.: Fa/l-Out Shelters for the Human
Spirit: American Art and the Cold War. Chapel Hill 2005; BAR-
RON, S. - ECKMANN, S. (eds.): At of two Germanys: Cold
War Cultnres. Los Angeles; New York 2009; BARNHISEL,
G.: Cold War Modernists: Art, Literature, and American Cultural
Diplomacy. New York 2015; GUILBAUT, S.: How New York
Stole the Idea of Modern Art: Abstract Expressionisn, Freedom, and
the Cold War. Chicago 1984; COX, A.: Art-As-Politics: The Ab-
stract Excpressionist, Avant-garde and Society. Ann Abor, MI 1982.
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bloku, si americki predstavitelia zacali uvedomovat’
vyznam kultarnej diplomacie, ako aj ulohu, ktoru
moze umenie zohravat’ pri presadzovan{ americkych
hodnét v zahranici. Abstraktné umenie, najmé ab-
straktny expresionizmus, sa ¢oskoro stalo ,,zbranou
proti komunizmu®."® Tato propagicia abstraktnej
mal’by ako ,,vyrazu slobodného sveta™ vychadzala
z reinterpretacie koncepcie avantgardy v teorii for-
malizmu Clementa Greenberga.'” (Obr. 3)

Hoci sa mnoh{ clenovia pévodnej avantgardy
v rokoch 1910 az 1925 povazovali za socialne kri-
tickych a/alebo politicky angazovanych, ich tvorba
sa teraz reinterpretovala ako cisto umelecka revolta,
ktora sa zaoberala predovsetkym formalnymi ino-
vaciami. V polovici 50. rokov sa naplno rozprudila
kultirna vojna, ktorej stredobodom sa stala rozprava
o abstrakcii a realizme v umeni. Abstrakciu, ktora
v Spojenych $tatoch a zapadnej Eurépe obhajovali
ako znak umeleckej slobody, a teda demokracie, v So-
vietskom zvize a vychodnej Eurépe odsudzovali ako
prilis formalisticku a ako znak umeleckého dpadku
spojeného s americkym kultdrnym imperializmom.

Vo vychodnom bloku, ktory po roku 1945 ovladal
Sovietsky zviz, sa socialisticky realizmus stal jedinou
oficidlne uznavanou umeleckou formou.” S dora-
zom na realistické zobrazenia, ktoré optimisticky
vykreslovali kazdodenny zivot pracujucich Iudi,
sa povazoval za aktualny a pristupny pracujicim
masam, ¢im podporoval ciele Statu a komunistickej
strany. Umelci, ktor{ sa rozhodli nedodrziavat’ pred-

5 BARRON, S.: ,,Degenerate Art*: The Fate of the Avant-garde
in Nazi Germany. Los Angeles; New York 1991; BOWN, M.
C.: Kunst unter Stalin, 1924-1956. Munich 1991; KRENN 2005
(v pozn. 14).

16 LITTLETON, T. — SYKES, M.: Advancing American Art: Paint-
ing, Politics, and Cultural Confrontation at Mid-Century. Tuscaloosa
1989; KRENN 2005 (v pozn. 14); BARRON/ECKMANN
2009 (v pozn. 14); BARNHISEL, G.: Cold War Modernists: Art,
Literature, and American Cultural Diplomacy. New York 2015.

7 GREENBERG 1986 (v pozn. 13), 5. 85 — 94.

8 JAMES, C. V.: Soviet Socialist Realism: Origins and Theory.
London 1973; RUSNOCK, A.: Socialist Realist Painting during
the Stalin Era, 1934-1941. Lewiston NY 2010; BAZIN J. —
KORDJAK, J. (eds.): Cold Revolution: Central and Eastern En-
ropean Societies in Times of Socialist Realism 1948—1959. Milan;
Warsaw 2020.
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pisany program socialistického realizmu, netvorili
jednotnu skupinu, spajala ich vsak viera v slobodu
individualneho umeleckého vyjadrenia. Ich tzv. non-
konformné umenie sa v sikromi tolerovalo, ale pri
verejnom vystavovani sa jeho autori ¢asto stavali
tercom represif a prenasledovania. Nonkonformni
umelci, niteni pracovat’ osamote a bez oficidlneho
uznania, vytvorili alternatfvne siete a stali sa pred-
stavitel'mi alternativnej wndergroundove/ kultary, ¢im
implicitne nadobudli politicky postoj a isty stupen
podvratného zameru."

Vdaka usiliu umeleckych kritikov, ako boli Cle-
ment Greenberg a Harold Rosenberg, a historikov
umenia, napriklad Wernera Haftmanna a Wernera
Hofmanna, sa abstraktné umenie zacalo v 50. ro-
koch v zapadnom svete prijimat’ ako hlavny trend.”
Doéraz, ktory kladli na jeho univerzalnu povahu, na-
znacoval, ze abstrakcia ako najvyznamnejsi priklad
umeleckej a kultirnej nadradenosti zapadného sveta
a idealny vyraz modernosti a pokroku sa v blizkej
budicnosti stane dominantnou umeleckou formou
na celom svete. Ich tvahy sa riadili neochvejnym pre-
svedc¢enim, Ze rozvoj demokracie, vedecko-technicky
pokrok a sekularizacia napreduju vo svete jednym
smerom. Abstraktna mal’ba nalezite vyjadrovala tieto
moderné realie.

Za hranice Zapadu

Abstrakcia skutocne zanechala stopy v Latinskej
Amerike, Afrike, Azii a Australii® ale prevladajuci
nazot, ze abstraktné umenie je vylu¢ne vytvorom
zapadného modernizmu, viedol k deformovanému
hodnotovému systému, v ktorom sa niektoré diela
povazuju za autentickejsie ako iné. Takéto zmyslanie
(prihliadajic na prevahu Zapadu v umeleckej tvorbe)

1 STANISLAWSKI, R. — BROCKHAUS, C. (eds.): Eurgpa,
Europa: Das Jabrhundert der Avantgarde in Mittel- und Ostenropa.
(Kat. vyst.) 4. Bonn 1994; Kunst im 1 erborgenen: Nonkonformisten
Russland. (Kat. vyst) Minchen; New York 1995; RIESE,
H.-P. (ed.): Nonkonformisten: Die Zweite Russische Avantgarde
1955-1988. (Kat. vyst.) Cologne 1995; ROSENFELD, A.
(ed.): Nonconformist Art: The Soviet Experience, 1956-1986.
London 1995; ROSENFELD, A. (ed.): The Art of the Baltics:
The Struggle for Freedom of Artistic Expression under the Soviets,
194-1991. (Kat. vyst.) New Brunswick NJ 2002.

? ROSENBERG, H.: The Tradition of the New. New York 1960;
HAFTMANN, W.: Malerei im 20. Jahrhundert, 2. Minchen

d’alej umocnuje koncepcie prvotného a druhoradé-
ho, vplyvajuceho a ovplyvnovaného, centra a peri-
térie, ako aj d’alsich dichotémii v modernistickom
a avantgardnom umeni.*

Pohlad na vyvoj abstraktného umenia mimo
zapadného umenovedného kanonu prinasa nové
perspektivy. Ako vsak uvadza Kobena Mercer, pri-
tomnost’ abstrakcie mimo Eurdpy je ,,nestroda®,
jej drahy su nekonzistentné, je ,,neuchopitel'na
a repetitivna, nepoddajna a zvlastna: zahfna takmer
vsetko, ¢o nezapada do institucionalneho vykladu
abstraktného umenia ako snaZenia sa o ,Cistotu®.“*

Modernisticki umelci v Latinskej Amerike, sever-
nej Afrike, na Blizkom vychode a v Azii spodiatku
rozvijali svoje pristupy k abstrakcii formou ,,dial6gu*
so Zapadom. Vzhladom na to, ze vicsina z nich
ziskala vzdelanie alebo odbornu pripravu v zapadnej
tradicii, bud’ v Eurépe, alebo v kolonialnych instita-
ciach v regione, to nie je prekvapujuce. Mnohi tiez
vela cestovali a stravili dlhsi ¢as v eurépskych ume-
leckych centrach a neskor v New Yorku. V obdobi
dekolonizacie vSak zacali umelci intenzivne hl'adat’
nové vytvarné prejavy a podnety, ktoré vychadzali
z ich naliehavej tuzby vytvorit’ modernu, postkolo-
nialnu kultdrnu identitu.

Geometricka abstrakcia
v Latinskej Amerike

V Latinskej Amerike sa v 30. az 70. rokoch stala
geometrickd abstrakcia dominantnym umeleckym
stylom.* Radikalny odklon od tradi¢nych reprezen-
tacnych stylov smerom ku geometrickej abstrakcii
prijali umelci aj $tatnici v celom regioéne ako sposob
kultarneho odstupu od kolonialnej minulosti, a tiez
ako prejav stotoznenia sa s modernou, ekonomicky

1954 —1955; POENSGEN, G. — ZAHN, L.: Abstrakte Kunst —
Eine Weltsprache. Baden-Baden 1958.

o

ALVAREZ, M. V.: New Geographies of Abstract Art in Postwar
Latin America. Milton 2018; TAKESH, S. — GUMPERT, L.:
Taking Shape: Abstraction from the Arab World, 1950 s—1980 s.
Munich 2020; CLARKE, D. J.: Chinese Art and its Encounter
with the World. Hong Kong 2011; MITTER, P. - MUKHERJI,
P. D. — BALARAM, R.: Twentieth-century Indian Art: Modern,
Post-independence, Contemporary. London 2022; STEPHEN,
A. — McNAMARA, A. — GOAD, P.: Modernism & Australia:
Documents on Art, Design and Architecture 1917-1967. Catlton
Vic. 2006.



nezavislou buducnost’ou. Umelci, ktori posobili
v oblasti geometrickej abstrakcie, sa snazili spojit’
medzinarodné principy modernistickej abstrakcie
s miestnymi kultirnymi tradiciami, pricom casto
rozvijali participativne formy umenia.*
Uruguajsky umelec a teoretik Joaquin Tor-
res-Garcia (1874 — 1949), ktory stravil viac ako 40
rokov svojho zivota v Eurépe a pred navratom do
Uruguaja v roku 1934 posobil v rokoch 1926 az
1932 na parizskej umeleckej scéne, sa snazil uviest’
geometrickd abstrakciu do Latinskej Ameriky s cie-
I'om zosuladit’ zapadny modernizmus s kultarnymi
dejinami a umeleckymi tradiciami tohto regiénu.”
Pocas pobytu v Parizi vyvinul vlastny §tyl s nazvom
Universalismo Constructivo (konstruktivny univer-
zalizmus), v ktorom sa usiloval spojit’ racionalitu
konstruktivizmu a De Stijl so zdrojmi abstraktného
umenia v indoamerickom a predkolumbovskom
umeni a remeslach. Tento pojem sa stal oznacenim
pre navrat k povodnym archaickym formam typic-
kym pre stredoamerické civilizacie.” Torres-Garcia,
inspirovany van Doesburgovym a Mondrianovym
pristupom k abstrakeii, si ako zéklad svojich kom-
pozicii zvolil mriezku, do ktorej vkladal piktogramy
z indoamerickych a predkolumbovskych starove-
kych kultdr. Povazoval to za spésob, ako objavit’
,univerzalne® vizualne prvky spolocné pre vsetky
kultary, a tym podlozit’ svoju vieru v metafyzicka
celistvost’ vesmiru a zaroven preukazat’, Ze geomet-
rické principy predkolumbovskych a domorodych

2 JUNG, H. Y.: Abstract Art in 1980 5 Shanghai. PhD thesis,
University of California, San Diego. Dostupné na: https://
escholarship.org/uc/item/16g2v1dm (cit. 15. 7. 2025).

» MERCER, K.: Introduction. In: MERCER, K. (ed.): Discrep-
ant Abstraction. Cambridge MA — London 2006, s. 7.

2 SULLIVAN, M. A.: Radical Forn, Modernist Abstraction in South
Apmerica. New Haven; London 1922; FAJARDO-HILL, C.:
Abstraction in Action: Contemporary Abstraction in Latin America.
https://abstractioninaction.com/contexts/contempora-
ry-abstraction-latin-america/ (cit. 15. 7. 2025). Pozti tiez
BIRBRAGHER-ROZENCWAIG, E: Essays on 20th-Century
Latin American Art. New York 2022, kap. 2; LUCIE-SMITH, E.:
Latin American Art of the 20th Century. London 1993, s. 121 — 143.

% BARNITZ, J.: Twentieth-Century Art of Latin America. Austin
2001, s. 127, SNEED, G.: Geometric Abstraction in South America:
Abn Introduction. https:/ / smarthistory.org/geometric-abstrac-
tion-south-america/ (cit. 15. 7. 2025).
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umeleckych stylov v skutoc¢nosti predchadzali ne-
skorsej eurdpskej geometrickej abstrakcii.*® Za svoje
poslanie pokladal ulohu obnovit’ stratené dedicstvo
(mytickej) abstrakcie, pricom prevratil umenovedny
kanon a eurépsku abstraktnu avantgardu interpreto-
val ako znovuobjavenie abstraktnej tradicie Stredne;j
Ameriky eurépskymi dobyvatelmi — tradicie, ktoru
vykorenila kolonizacia.” (Obr. 4)

V nadviznosti na inovacie Torresa-Garciu za-
cali v 30. a 40. rokoch umelci v Latinskej Amerike,
najmi v Argentine, Brazilii a Venezuele, pracovat’
s geometrickou abstrakciou, ktora v tychto kraji-
nach dominovala v maliarstve a socharstve az do
70. rokov. V Argentine vznikli v polovici 40. rokov
v okruhu ¢asopisu Arturo v Buenos Aires dve sku-
piny zamerané na umenie konkretizmu: Asociacion
Arte Concreto-Invencion (AACI, 1945) a Arte Madi
(1944).° Umelci AACI, ktoti prijali Mondrianovu
a van Doesburgovu prisnu geometricku estetiku
a zaroven odmietli Torresov-Garciov doraz na sym-
bolizmus a rukodielnu estetiku, vyzdvihovali stro-
hy, matematicky, dokonca mechanicky pristup ku
geometrickej abstrakcii farebnych pléch. Podobne
ako AACI, aj umelci Arte Madi ako Gyula Kosice,
Rhod Rothfuss a Carmelo Arden Quinn vytvarali
nepredmetné umelecké diela s hladkymi plochami
jasnych farieb, ale na rozdiel od AACI boli hravejsi
a experimentovali s trojrozmernost’ou, platnami
nepravidelnych tvarov a neobvyklymi materialmi,
ako st plexisklo a ne6n.”

2% BARNITZ 2001 (v pozn. 25), s. 127 — 130.

7 ROMMENS, A.: Barcelona-Paris — ‘New Cusco’ — Montevi-
deo: The Routes to Roots of Joaquin Torres-Garcia’s South
American Abstraction. In: Practices of Abstract Art, 99. Pozti
tiez ROMMENS, A.: The Art of Joaquin Torres-Garcia: Con-
structive Universalism and the Inversion of Abstraction. New York;

London 2016; SULLIVAN 1922 (v pozn. 24), s. 21 — 67.

# SNEED (v pozn. 25).

¥ ROMMENS: Batcelona (v pozn. 27).

* ALBERRO, A.: Abstraction in Reverse: The Reconfignred Spectator
in Mid-Twentieth-Century Latin American Art. Chicago 2017,
s. 15 — 66. Pozti tiez LUCIE-SMITH 1993 (v pozn. 24),
s. 121 —122.

31 SNEED (v pozn. 25). Pozri tiez BARNITZ 2001 (v pozn. 25),
5. 135 — 137.
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Rozvoj povojnového brazilskeho konkretizmu
vyrazne ovplyvnil Max Bill, ktory ziskal hlavna
cenu za sochu na prvom Bienale v Sio Paule v roku
1951. Jeho tvorba zaroven rezonovala s budovanim
Brasilie, nového hlavného mesta Brazilie, i s modet-
nistickou architektirou nadvizujicou na principy
medzinarodného stylu, najmi v dielach Oscara
Niemeyera.”” Clenovia skupiny Grupo Ruptura, zalo-
zenej v Sao Paule v roku 1952, sa snazili prelomit’
tradicné umelecké $tyly, najma naturalisticki malbu.
Ich diela sa vyznacovali plochymi farbami, zuzenou
paletou, geometriou a industrializovanymi médiami,
ako smalt a mechanické techniky, napriklad malba
sprejom, ktoré nepriznavaju umelcov rukopis.”
Clenovia skupiny Grupo Frente, ktora vznikla v Riu
de Janeiro v roku 1954, odmietli prisne dodrziavanie
cistoty, vedy a matematiky skupiny Grupo Ruptura,
a namiesto toho presadzovali prvky zmyselnosti
a subjektivneho vyjadrenia.” Tento posun v orien-
tacii nakoniec viedol k novému §tylu, znamemu
ako neokonkretizmus, ktorého priekopnikmi boli
Lygia Clark (1920 — 1988), Lygia Pape (1927 —
2004) a neskor Hélio Oiticica (1937 — 1980). Basnik
Ferreira Gullar (1930 — 2016) vo svojom Manifeste
neokonfkeretizmu z roku 1959 nastolil otazku ,,vyrazu,
ktory zahffia nové ,verbalne‘ rozmery vytvorené
konstruktivistickym neofigurativaym umenim®.”
Podobne ako Torres-Garcia sa usiloval distancovat’
nové hnutie od dogmatického racionalizmu eurép-
skych hnuti konkrétneho umenia: ,,Umelecké dielo
nevnimame ako ,stroj‘ ani ako ,objekt’, ale ako ,kva-
zi-korpus* (kvazi-telo), teda ako nieco, ¢o presahuje
sucet svojich castf; nieco, co mozno analyzou rozlo-
zit’ na jednotlivé prvky, no co mozno pochopit’ iba
fenomenologicky.“** Na ziklade toho Gullar vytvoril
teoriu ,,ne-objektu®, pod ktorou rozumel umelecky
objekt, ktory by zosuladil ,,materialny objekt s vni-

2 BARNITZ 2001 (v pozn. 25), s. 166, 184 — 188.

* ALBERRO 2017 (v pozn. 30), s. 178 — 181.

** Tbidem, s. 181 — 184.

*» GULLAR, E: Neo-Concrete Manifesto (1959). In FRANK,
P.: Readings in Latin American Modern Art. New Haven 2004,
s. 172 - 175, tu 173.

% Tbidem, s. 174.

majicim subjektom, a najmi s priestorom, kde sa
stretava objektivny svet a subjektivna skusenost™.”’
Tento pristup je zrejmy v dielach Lygie Clark Bichos
(Stvorenia) — kovovych sochach na pantoch, ktoré
ozivaju priamym zasahom a manipulaciou divaka,
¢im sa menia na organické trojrozmerné objekty
alebo ,,kvazi tela*.*

Vo Venezuele sa v 50. a 60. rokoch presadili
dalsie dve formy geometrickej abstrakcie: op-art
a kinetické umenie. Kym brazilski neokonkretisti sa
snazili odklonit” od ¢isto optického prejavu smerom
k experimentalnemu a zmyslovému, Venezuelcania
vratane Carlosa Cruz-Dieza (1923 —2019), Alejandra
Otera (1921 — 1990) a Jestsa Sota (1923 — 2005)
prijali vizualitu, ale tvorili aj participativne zmyslové
objekty a interaktivne prostredia, ako napriklad So-
tove ,,penetracie”.’” Op Art a kinetické diela tychto
umelcov sa povazovali za propagaciu Venezuely ako
modernej a technologicky vyspelej krajiny, ¢im zis-
kali podporu korporacif a vlady a v 60. a 70. rokoch
viedli k objednavkam niekol’kych velkorozmernych
verejnych umeleckych diel.

Kaligraficka abstrakcia v severnej Afrike
a na Blizkom vychode

Po druhej svetovej vojne sa Afrikou a Aziou pre-
hnala vlna hnut{ za nezavislost’, v ramci ktorych ko-
lonizované krajiny presadzovali sebaurcenie a eman-
cipaciu spod nadvlady eurépskych kolonialnych
mocnosti. Rastice povedomie narodnej suverenity
vytvorilo poziadavku novej estetiky dekolonizacie,
ktora by zostavala v dialégu s metropolitnym vy-
vojom, no zaroven by obnovovala native expresivitu
potlacenu kolonializmom a zohladnovala regio-
nalne a nirodné $pecifika.”’ Procesy dekolonizacie

v severnej Afrike, na Blizkom vychode a v Azii tak

7 GULLAR, E.: Concretos de Sio Paulo no MAM do Rio
(1960), citované v ALBERRO 2017 (v pozn. 30), s. 183.

* ALBERRO 2017 (v pozn. 30), s. 203 — 204. Pozri tiez SUL-
LIVAN 1922 (v pozn. 24), s. 189 — 195; Lygia Clark — Retro-
spektive. (Kat. vyst.) Leipzig 2025.

¥ BARNITZ 2001 (v pozn. 25),s. 199 — 214.

% DADI, L: Rethinking Calligraphic Modernism. In: Discrepant
Abstractio. Ed. K. MERCER. Cambridge MA; London 2006,
5. 96 — 98,

25


https://www.khanacademy.org/humanities/art-1010/latin-america-modernism/brazilian-modernism/a/helio-oiticica-parangoles

formovali angazovanost’ umelcov v abstrakcii a ich
usilie o nové narodné a regionalne kultirne identity.
Vysledkom tohto vyvoja bol aj vznik Umelecke;j
skoly v Casablance — avantgardného hnutia, ktoré sa
zrodilo na mestskom umeleckom institite I‘Ecole
des Beaux-Arts v polovici 60. rokov, len niekol-
ko rokov po tom, co Maroko ziskalo nezavislost’
v roku 1956. Clenovia skoly, umelci Farid Belkahia,
Mohamed Chabaa a Mohamed Melehi, sa spolu
s umeleckym krittkom Tonim Marainim a antropo-
légom Bertom Flintom snazili oslobodit” umenie
od dedic¢stva francuzskeho kolonializmu a zamerali
sa na islamské symboly, grafiku arabskych pismen
a berberské dedi¢stvo — nefigurativne prvky, ktoré
prispeli k vzostupu modernej abstrakcie v postkolo-
nidlnom Maroku.* Tito umelci zacali v nadviznosti
na myslienky hnutia Bauhaus prehodnocovat’ vzt’ahy
medzi umenim, remeslami, dizajnom a architektirou
v lokalnom kontexte, pricom kombinovali pristupy
zapadného umenia so zlozkami miestneho dedicstva,
ktoré sa pocas kolonialnej éry podkopavalo.*

V ranom povojnovom obdobi sa mnohi moder-
nisticki umelci naprie¢ arabskym svetom vo svojej
abstrakcii inspirovali historickym dedi¢stvom a tra-
di¢nou umeleckoremeselnou tvorbou.* Iracki umelci
Saadi Kaabi a Dia al-Azzawi a Syr¢an Moustafa Fathi
Cerpali z predislamskej estetiky vratane mezopotim-
skych polmesiacov a jednoduchych geometrickych
tvarov starovekych klinovych pisiem; Alzircan
Mohammed Khadda nadviazal na predkolonialnu
minulost’, pricom vychadzal z pravekého skalného

# TAKESH/GUMPERT 2020 (v pozn. 21),s. 17 — 19.

2 Casablanca Art School: A Postcolonial Avant-Garde, 1962 — 1987.
(Kat. vyst.) Frankfurt am Main 2024. Pozri tiez ALIL, Wi
Modern Islamic Art: Development and Continuity. Gainesville 1997,
s. 148 — 149.

# TAKESH/GUMPERT 2020 (v pozn. 21), s. 12.

# TAKESH, S.: Introduction: No Longer a Horizon, but Infi-
nity. In: TAKESH/GUMPERT 2020 (v pozn. 21),s. 12— 25.
Pozti tiez TAKESH, S.: Painting Nothing: An Introduction to
Abstract Art in the Middle East. https:/ /dubaicollection.ac/
en/story/painting-nothing-an-introduction-to-abstract-art-
in-the-middle-east (cit. 15. 7. 2025).

# TAKESH: citované v Painting Nothing (v pozn. 44). Pozti
tiez VOGL, M.: Algerian Painters as Pioneers of Modernism, s.
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umenia, berberskych vzorov a arabskych ornamen-
tov; Iracan Shakir Hassan Al Said, Egypt’ania Omar
El-Nagdi a Mustafa Abdel Moity a Alzir¢an Rachid
Koraichi nasli inSpiraciu pre svoje abstraktné diela
v sufijskej filozofii a nabozenskych ritudloch, staro-
egyptskych motivoch a umeleckych formach Tuare-
gov.* V roku 1967 viacer{ alzirski umelci, medzi nimi
Mohammed Khadda, Choukti Mesli a Dennis Mat-
tinez, zalozili skupinu Aouchem (1etovanie) a zastavali
nazor, ze ,,magické znaky su prvkom 'udovej kultury,
ktora napriek pretrvavajucim zmenam pod cudzim
vplyvom tvor{ zaklad tvorivého usilia miestnych

umelcov a remeselnikov uz od rimskeho obdobia®“.*

Iracki umelci Shakir Hassan Al Said a Jewad
Selim, ktoti Studovali v Parizi, zalozili v roku 1951
Bagdadsku skupinu za moderné umenie s ciefom
,preinterpretovat’ zapadné moderné umenie® tak,
aby ,,zahrnulo iracké dedicstvo, kultiru a tradicie®,
pricom presadzovali koncept stitham al-turath, ¢o zna-
mena ,,hl'adanie inspiricie v tradicii*.* Ako uviedli
v manifeste skupiny, usilovali sa prepojit’ medzi-
narodné modernistické styly s vlastnym kultdrnym
dedi¢stvom a vytvorit’ tak vyrazne iracky vytvarny
jazyk: ,,Dnes teda ohlasujeme zaciatok novej ma-
liarskej Skoly, ktora cerpa svoje zdroje z civilizacie
sucasnej doby so vSetkymi $tylmi a skolami vytvar-
ného umenia, ktoré z nej vzisli, ako aj z jedinecného
charakteru vychodnej civilizacie.“” Tento ptistup sa
prejavuje aj v tvorbe irackého umelca a archeologa
Dia al-Azzawiho, jedného z najvplyvnejsich sucas-
nych umelcov arabského sveta.* (Obt. 5)

209 —210. https:/ /dafbeirut.org/contentFiles/file/2021/03/
Algerian-Painters-and-Pioneers-of-Modern-small.pdf (cit.
15. 7. 2025).
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Povojnova dekolonizacia priniesla aj vzostup
modernistickej kaligrafickej abstrakcie na Blizkom
vijchode, v severnej Afrike a juznej Azii.* Predstavi-
telia hnutia Hurufiyya (Kaligrafickej umeleckej skoly)
pouzivali arabské pismena ako zakladny prvok svo-
jich abstraktnych kompozicii, ¢im nadviazali na caro
a mystiku arabskej kaligrafie, ktora vsak stvarnovali
v modernom, abstraktnom zmysle.”’ Vyvinuli §tyl,
ktory zaclenil islamské vizualne tradicie kaligrafie do
ich zapadného umeleckého vzdelania, a tym vytvorili
moderné, domorodé kompozicie.”" Priekopnickou
tohto pristupu bola syrsko-irackd umelkyna Madiha
Umar (1908 — 2005), ktora sa pocas stiadia islamske;j
kaligrafie v Spojenych $taitoch koncom 40. rokov
zaoberala grafickymi prvkami arabského pisma
ajeho abstraktnost’ou.”* Na ziklade svojho vyskumu
uverejnila stadiu Arabskd kaligrafia: Inspirativny prook
v abstraktnom ument, v ktorej vyzdvihovala vyrazovost’
a abstraktny dizajn arabskych pismen, a svoj pristup
zhrnula takto: ,,Ako zaklad pre svoje abstraktné
mal’by som zacala pouzivat’ arabska abecedu, ktora
som postupne rozvijala od jednoduchej manipula-
cie s povrchom k expresivnejsiemu dynamickému
pohybu myslienky v obraze, pricom som pouzivala
pismena zodpovedajice vyznamu danej abstrakcie
so zretel'om na ich silu, individualitu, rytmicky Gci-
nok, vyjadrovaciu schopnost’ a prispésobivost’.**?

(Ob. 6)

¥ DADI, IL: Decolonization and Calligraphic Abstraction.
In: ENWEZOR, O. — GUPTA, A. (eds.): Postwar Revisited:
A Global Art History. Durham 2025. Dostupné na https://
read.dukeupress.edu/books/book/3492/chapter-ab-
stract/10352833/Decolonization-and-Calligraphic-Abstrac-
tion?redirectedFrom=fulltext (cit. 15. 7. 2025). Pozri tiez
DADI 2006 (v pozn. 40), s. 94 — 114.

* Pomenovanie Hurufiyya zaviedol libanonsky béasnik a kritik
Charbel Dagher vo svojej knihe Huroofiya al-Arabiya: Fan Wa
Hawiya Bejrat 1991) a do anglictiny ho predstavila publikacia
Avrabic Hurnfiyya: Art and Identity (Milano 2016). Wijdan Ali
odmieta vyraz Hurufiyya a uprednostiuje nazov Kaligraficka
umelecka skola, blizsie ALIL, W.: Modern Isiamic Art: Develop-
ment and Continuity. Gainesville 1997, s. 151 — 184. Pozri tiez
SHABOUT 2007 (v pozn. 46), s. 75 — 96 a SHABOUT, N.
M.: Huroufiyah: The Arab Letter as Visual Form. In: SHA-
BOUT/LENSSEN/ROGERS, s. 142 — 143.

Modernistické experimenty s kaligrafickou ab-
strakciou sa stali rozsirenymi a mnohostrannymi:
Alziréan Rachid Koraichi cerpal z viacerych ka-
ligrafickych tradicii vratane ¢inskych ideogramov
a predislamskych berberskych a tuaregskych ume-
leckych foriem; Ibrahim Fl-Salahi, jeden z veducich
predstavitefov Chartimskej $koly, vytvoril ,,novy
sudansky vytvarny slovnik, ktory vznikol z jeho vlast-
nej priekopnickej integracie islamskych, africkych,
arabskych a zdpadnych umeleckych tradicii.”* Pales-
tincan Kamal Boullata pouzil kaligrafickd abstrakciu
na skiimanie tém palestinskej identity a podmienok
exilu; Syréan Mahmoud Hammad vytvoril arabsky-
mi pismenami masu geometrickych foriem; Iracan
Jamil Hamoudi definoval svoje uplatnenie arabského
pisma ako znovuobjavenie irackého dedi¢stva v me-
dziach eurépskeho abstraktného umenia.” Zatial
¢o abstraktné kompozicie Umara a El-Salahiho zo
40. a 50. rokov mozno prirovnat’ k abstraktnému
expresionizmu, umelci ako Dia al-Azzawi a Kamal
Boullata sa v 60. rokoch priklonili k prisnejsim ab-
strakciam.

Tito umelci sa spojenim tradicie a modernity sna-
zili o rozvoj kultirne Specifického vytvarného jazyka,
ktory v ich krajinach podnecoval narodnu identitu
v case, ked’ sa mnohé z nich zbavovali kolonialne;j
nadvlady a presadzovali svoju nezavislost’. Zarover
vsak pracovali na SirSej estetike, ktora prekracovala

> MAVRAKIS, N.: The Hurufiyah Art Movement in Middle
Eastern Art. In: MeGill Jonrnal of Middle East Studies Blog.
https://mjmes.wordpress.com/2013/03/08/article-5/
(cit. 15. 7. 2025). Pozrti tiez Hurufiyya and the Inspiration of
Arabic Letters. https:/ /dubaicollection.ae/en/story/huruf-
iyya-and-the-inspiration-of-arabic-letters (cit. 15. 7. 2025).

2 SHABOUT 2007 (v pozn. 46), s. 75.

3 UMAR, M.: Arabic Calligraphy: An Inspiring Element in Ab-
stract Art. In: Modern Art in the Arab World: Primary Documents.
New York 2018, s. 142.

* TAKESH/GUMPERT 2020 (v pozn. 21), s. 12.

» AMIRSADEGHI, H. - MIKDADL S. - SHABOUT, N. M.:
New Vision: Arab Contemporary Art in the 215t Century. London
2009, s. 32. WIJDAN 1997 (v pozn. 50), s. 107, 195.

* Dostupné na https://dubaicollection.ae/en/story/huruf-
iyya-and-the-inspiration-of-arabic-letters (cit. 15. 7. 2025)
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narodné hranice a reprezentovala prislusnost’ k arab-
skej identite v postkolonidlnom obdobi.””

Gesticka abstrakcia v Indii a Cine

Modernistické umenie na Zapade vzniklo v re-
akcii na rychly rozvoj mestského, priemyselného
a sekularneho zivota v 19. storoci. Umelecka tvorba
v krajinich ako Cina a India zostala zvi¢sa nedot-
knuta renesanénymi paradigmami najskor jedno-
bodovej a neskor viacbodovej perspektivy a iluzie
trojrozmernosti. Naopak, povedomie o formalnych
a vyrazovych moznostiach pouzivanych médif a tech-
nik bolo pre ¢inskych tusovych maliarov a indickych
maliarov miniatir po mnohé storocia samoztrejmos-
t’ou. Radikalizmus eurdpskej a americkej avantgardy
bol teda umelcom na Vychode cudzi. To sa ukazuje
napriklad pri pohl'ade na produkciu modernistickych
umeleckych scén v Bombaji (dnes Mumbai) v Indii
a Sanghaji v Cine.*®

V Indii mal eurépsky modernizmus vyrazny
vplyv na Skupinu progresivnych umelcov, ktora
v roku 1947, ked’ India ziskala nezavislost’, zalozili
mlad{ umelci so sidlom v Bombaji, medzi nimi Fran-
cis Newton Souza, Sayed Haider Raza a Magbool
Fida Husain. Clenovia skupiny odmietli kolonialny
akademicky $tyl a nacionalistické umenie Bengalskej
skoly a osvojili si medzinarodné modernistické
umelecké postupy.” Venovali sa roznym novym
stylom, od expresionizmu po Cistu abstrakciu a zo-
brazovanie tradi¢nych prvkov a médii indického
umenia. Vo svojej tvorbe vyvazovali medzinarodny
modernizmus a domorody nacionalizmus, ¢im sa
snazili vytvorit’ rovnovahu medzi ,,modernym®
a ,indickym* v sulade s novodobou, sekularnou vi-
ziou krajiny. Pripojili sa k najvplyvnejsim umeleckym
hnutiam v Indii.®

7 ALY, W. (ed.): Contemporary Art from the Islamic World. London
1990.

% Pozti tiex WUNSCHE 2024 (v pozn. 11), s. 14 — 16.
¥ ALI, A.: Modern Art in India. In: Heilbrunn Timeline of Art

History, October 2004. Dostupné na: https://www.metmu-
seum.org/toah/hd/mind/hd_mind.htm (cit. 15. 7. 2025).
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Jednym z najvyznamnejsich predstavitelov
abstrakcie v modernom indickom umeni je maliar
z mumbajskej Skupiny progresivnych umelcov
Vasudeo Santu Gaitonde (1924 — 2001). Vzdela-
nie ziskal na umeleckej skole Sir Jamsethji Jijibhai
v Bombaji, kde sa zoznamil s indickou nastennou
mal’bou a malbou miniatir, ako aj s eurépskym
modernizmom vratane diel Hentiho Matissa, Pabla
Picassa, Georgesa Braqua, Wassilya Kandinského
a Paula Kleea.® Gaitonde intenzivne expetimentoval
s roznymi médiami a technikami vratane olejomalby
a akvarelu a v 50. rokoch 20. storocia zacal realizovat’
vlastné nefigurativne diela. Vychadzal z blizkeho
vzt'ahu k zenbudhizmu a starovekej kaligrafii a vrs-
tvenim vytvaral atmosférické mal’by, ktorych povrch
obohacoval spontannymi kaligrafickymi struktGrami.
Mozno ich chapat’ ako meditacie o farbe, forme
a strukture, v ktorych reflektoval indickd esteticka
tedriu s dorazom na to, ze uplny umelecky zazitok
si vyzaduje, aby bol divak rasika (ten, kto preziva
intuitivne) aj rasajna (ten, kto skima analyticky)
zaroven.®”” Dokazal si tak vytvorit’ osobitu identitu
a svojim kozmopolitnym pohladom na svet a pristu-
pom k abstrakcii inspiroval mladych umelcov k ex-
perimentovaniu s touto umeleckou formou. (Obr. 7)

Umelcov a umelkyne v Cine na zadiatku 20. sto-
rocia rovnako prit'ahovala rozmanitost’ eurépskych
stylov, s ktorymi prisli do styku, od akademického
realizmu po expresionizmus. Abstrakcia vSak mala
slabu odozvu, ¢o sa menilo az postupne so zave-
denim gestickej maliarskej techniky abstraktnych
expresionistov, ktora u mnohych umelcov rezono-
vala s tradi¢énym prejavom cinskej tusovej malby.®
Koncom 70. a v 80. rokov patril Wu Guanzhong
(1919 —2010) medzi viacero ¢inskych umelcov, ktori
tuzili presiahnut’ dlhu tradiciu ¢inskej krajinomal’by.
V snahe vytvorit’ diela, ktoré by zachytili ,,podstatu*

© DALMIA, Y.: Bombay Modern: The Progressive Artists’
Group and the Quest for Significant Form. In: MITTER/
MUKHERJI/BALARAM 2022 (v pozn. 21), s. 156.

¢ PODDAR, S.: The Non-Objective Art of V. S. Gaitonde.
In: MITTER/MUKHER]JI/BALARAM 2022 (v pozn. 21),
s. 170.

62 Thidem.

% CLARKE 2011 (v pozn. 21), s. 137.



formy, sa zacal inspirovat’ zapadnym abstraktnym
umenim. Vlastnu cestu k abstrakcii nakoniec nasiel
spojenim vychodnej tradicie so zapadnymi vplyv-
mi.®* Wu Guanzhong studoval cinske aj zdpadné
maliarstvo na Narodnej akadémii umenia v Hang-
zhou v rokoch 1936 az 1942. V roku 1947 ziskal
vladne $tipendium na $tadium na Ecole nationale
supérieure des Beaux-Arts v Parizi, kde sa intenzivne
venoval modernému franctizskemu umeniu, najmai
postimpresionizmu, a oboznamil sa aj s principmi
estetického formalizmu. Po navrate do Ciny predsta-
vil svojim studentom aspekty zapadného umenia na
Ustrednej akadémii vjtvarnjch umen v Pekingu, kde
vyucoval v rokoch 1950 az 1953 (na akadémii v tom
case dominoval socialisticky realizmus). Jeho Zivot
a kariéru dramaticky prerusila ¢inska kultirna revola-
cia; k malbe a formalistickému pristupu k umeniu sa
mobhol vratit’ az po smrti Maa Ce-tunga v roku 1976.
Vo svojej tvorbe sa sustred’oval na formalnu krasu
v usporiadani farby a tvaru a usiloval sa prepajat’
vychodné rytmy so zapadnym pristupom k malbe,
pricom kombinoval olejomalbu a kresbu tusom
s cielom ,,znarodnit’ olejomal’bu a zmodernizovat’
¢insku malbu®, ¢o podl'a neho predstavovalo ,,dve
strany tej istej tvare.”®

V 80. rokoch umelcov v Sanghaji, ktorf hPadali
vlastné umelecké vyjadrenie, oslovila abstrakcia® ako
prostriedok opozicie voéi hlavnému pridu umenia.”’
Mnohi $anghajski umelci pracovali s kombinovanou
technikou, v ramci ktorej spajali olejomalbu na
platne s tusom na ryzovom papieri. Ich abstraktné
diela, vyuzivajuce obrazové prvky, ako su ciary,
body a tvary, ponukali viacero vrstiev interpretacie
a mohli byt’ ¢itané tak vo vychodnom, ako aj v za-
padnom historickom a filozofickom kontexte. Tito
umelci vyrazne ovplyvnili mladsiu generaciu umelcov
a umelkyn, ktora sa objavila v polovici a koncom

¢ When East Meets West: The Art of Wu Guanzhong. Do-
stupné na: https://thesublimeblog.org/2020/11/30/when-
east-meets-west-the-art-of-wu-guanzhong/ (cit. 15. 72025).

 Revolutionary Ink: The paintings of Wu Guanzhong. Do-
stupné na: https:/ /joyblogblog.wordpress.com/2016/02/29/
revolutionary-ink-the-paintings-of-wu-guanzhong/ (cit. 15.
7. 2025).

% JUNG (v pozn. 22).

80. rokov a neskor formovala hnutie ‘85 New Wave.
Koncom 80. rokov sa abstraktné umelecké praxe
v Cine ¢oraz viac stavali sicast’ou usilia o ,0Cisteny
jazyk®, ktory mal reprezentovat’ jednak povodny
odpor voci strednému priadu, jednak veobecny
proces transformacie spolo¢nosti.”®

Zaver

Rozmach a recepciu abstraktného umenia v 20.
storo¢f mozno nepochybne sledovat’ od jeho eur6p-
skych pociatkov az po krajiny celého sveta. V mno-
hych pripadoch si vznikajice postkolonialne staty,
usilujice sa presadit’ v pokrokovo orientovanom
globalnom prostredi, ochotne osvojili eurépsky mo-
dernisticky odkaz a prepojili snahu o nezavisla bu-
dicnost’, modernizaciu spolo¢nosti a vedecko-tech-
nicky pokrok s abstrakciou ako najmodernejsou
formou umeleckého vyjadrenia. V tom istom case
sa umelci a umelkyne v Latinskej Amerike, Afrike
a Azii, z ktorfch mnohf $tudovali v zahrani¢i a bez-
prostredne poznali abstraktné hnutia na Zapade, ob-
racali k vlastnému kultirnemu dedicstvu, napriklad
k prehistorickym hieroglyfom, starovekym motivom
¢i kaligrafii, ktoré kolonialna nadvlada casto potla-
cala alebo priamo odmietala. V novych nezavislych
krajinach umelci a umekyne zavrhovali kolonialny
styl figurativneho zobrazovania, no zaroven prijali
modernistické pristupy k abstrakcii, ktoré obohatili
o prvky domacich umeleckych tradicif a kultarneho
dedicstva.

Umelci a umelkyne po celom svete sa tak in-
tenzivne snazili najst’ nové pristupy k modernizmu
a abstraktnému umeniu, napriklad zavadzanim par-
ticipativnych postupov do geometrickej abstrakcie,
zapracovanim islamskych symbolov a arabskych
pismen, alebo spajanim zapadnych pristupov k ab-

¢ Ako uvéadza David J. Clarke, ¢inskym umelcom ponukol
popart viac moznosti, pokial’ ide o vyrovnanie sa s maois-
tickym kultirnym dedicstvom; vyrazné zastipenie mali aj
performance, video a konceptualne tendencie. CLARKE
2011 (v pozn. 21), s. 163.

® MINGLU, G.: The 1985 New Art Movement. Dostup-
né na: https://monoskop.org/images/5/5f/Minglu_
Gao_1986_1993_The_1985_New_Art_Movement.pdf (cit.
15.7.2025).
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strakcii s tradi¢cnymi prvkami, médiami a umeleckymi
technikami. Prepajanim tradicie s modernitou sa usi-
lovali o vytvorenie kultarne $pecifického vizualneho
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jazyka, ktory by v prislusnych statoch posilnil pocit
narodnej identity v ¢ase, ked mnohé z tychto krajin
len zacinali presadzovat’ svoju nezavislost’.

Prof. Dr. Isabel Wiinsche
History and Theory of Art, Constructor University Bremen
iwuensche@constructot.university
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The Painting Roots
of Contemporaneity in Central Europe

Lucia GREGOROVA STACH

Abstract

This study examines painting as an ontological and identity-forming practice in Central Europe from
the post-war period to the present. It argues that painting in this region has functioned less as a stable
medium or stylistic category than as a mode of embodied and situated thinking shaped by historical
ruptures, political discontinuities, migration, and post-socialist transformations. Rather than operating
through iconography or thematic representation, painting internalises these conditions as structural
parameters of artistic practice. Through key case studies, the study outlines distinct models of pa-
inting as ontological inquiry. The article situates these practices beyond centre—periphery narratives.
In dialogue with post-1989 positions, particularly those of artists working with autobiographical and
reparative strategies, the text frames painting as a resilient ontological practice in which gendered and
embodied identities are enacted as open, processual conditions, resisting discutsive reduction within

the post-media field.

Keywords: Central European identity — Postmedia painting — Postconceptual art — Ecology

socialist art — Painting after 1989

Painting as Ontological Practice

In the history of postwar art in Central Europe,
painting faced (among other things) its own discredit-
ing, its relegation to the margins of “current” artistic
strategies. As an exceptionally resilient and produc-
tive form of artistic practice, painting is capable of
expanding and absorbing ontological questions that
have formed in this space as a result of the historical
ruptures of the 20th century.

The core of the study works with three main
examples: Maria Lassnig, Peter Bartos, and Stan
Filko in open models of interpretation that allow
us to follow the transformations of the language of
painting from the postwar avant-garde to contempo-
rary post-conceptual and post-media programs. The
aim of the study, based on curatorial practice, is to
highlight the enduring, so to say “painting roots of
contemporaneity.”’

Post-

The question of identity has long been a problem
in Central European art, especially after 1945. The
experience of a region repeatedly shaped by disinte-
gration, loss of continuity, and shifting borders has
led to a specific type of artistic reflection in which
identity is not possessed but practiced as a relation-
ship, a test, and an experience in time. Piotr Piotrowski
wrote in 2000: “There is no doubt that the historical
and geographical coordinates of Central Europe are
fluid and that we are experiencing a historical and
geographical transformation, that we are between two
different spatial curves. The ’trajectories’ of Central
Buropean culture are changing: their geographical
reference points are becoming more complex.”!

! PIOTROWSKI, P: The Grey Zone of Europe. In: PEJIC,
B.— ELLIOT, D. Eds.: After the Wall: Art and culture in post-com-
munist Enrgpe. Stockholm 1999, p. 36.
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As Edit Andras pointed out, after 1989 Central
and FEastern Europe found itself in a paradoxical po-
sition: the region was reintegrated into global political
and economic structures, yet simultaneously discur-
sively constructed as ”Other” — as a space of delay,
insufficient modernity, or cultural incompatibility.
In this setting, identity is not articulated through
positive self-affirmation, but through constant ne-
gotiation between internal experience and external
norms, expectations, and projections.”

The Former West project, led by Kathrin
Rhomberg, focused on researching how, after 1989,
not only the East became “former,” but also the
West, whose hegemonic cultural and political posi-
tion could no longer be taken for granted.’

Homi K. Bhabha’s concept of the “third space”
shifts thinking about identity from static definitions
to a process of negotiation, transfer, and hybridity:
“And by exploring this Third Space, we may elude
the politics of polarity and emerge as the others of
ourselves.”* Identity is created neither by a return to
the “West” nor by an acceptance of the “East,” but
in the space between them. In painting programs,
this “third space” is not articulated declaratively,
but through hybrid visual languages, palimpsestic
layering, interrupted narratives, and work with the
body and memory.

In this expanded framework, Central European
painting appears as a field in which various margin-
alized and suppressed experiences (Roma, Jewish,
Rusyn, Balkan, Ukrainian, or migrant, but also
gendered, such as female and queer) were indirectly
inscribed into the image. These multiple identities
often do not appear primarily as thematic represen-

2 ANDRAS, E.: Gender Minefield: The Heritage of the Past,
attitudes to feminism in Eastern Europe. In: n.paradoxa online
issue, no- 11, oktéber 1999, p. 8.

The curatorial research project was initiated by K. Rhomberg
and M. Hlavajova at BAK, basis voor actuele kunst in Utrecht
(2008-2016); see HLAVAJOVA, M. — SHEIKH, S. Eds.:
Former West: Art and the Contemporary after 1989. Cambridge
2016.

* BHABHA, H. K.: The Location of Culture. London 1994, p. 56.
> PIOTROWSKI, P: On the Spatial Turn, or Horizontal Art
History. In: Uméni/ Art, 56, 2008, no. 5, pp. 378-383.
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tations in the paintings of local late modernist and
neo-avant-garde approaches, but rather as techniques
for working with the image.

Such painting strategies function as forms of
performative negotiation between imperial, post-so-
cialist, and gender legacies in the space between
regional and international canons. Piotr Piotrows-
ki’s “horizontal art history,” which rejects vertical
center-periphery models in favor of situated, parallel
narratives.

In a manifesto published in 2008, he insisted that
“Western art history” should be regarded as one of
several historical perspectives and placed alongside
other regional narratives in the same analytical
field.” Subsequent discussions revealed not only the
potential but also the limits of this paradigm.® At
the same time, however, they confirmed its political
and epistemological significance: horizontal readings
do not provincialize Central Europe, but allow its
specificity to be articulated without repeating the
binary oppositions of center—periphery. In this sense,
Central European painting can be interpreted as a
field of microhistories in polyphony rather than a
delayed echo of Western trends.

The discussion about the so-called post-media
state of art was based on the assumption that artis-
tic meaning in contemporary art is shifting towards
discursive and institutional frameworks.” In this
model, painting appears as a form whose specificity
has been absorbed by a broader field of artistic
strategies. The conceptual dematerialization of art®
did not mean the end of painting, but its shift to a
different register. Western European revisions of the
myth of the “death” of painting, such as the exhi-

¢ See also ORISKOVA, M.: Duojblasné dejiny umenia. Bratislava
2002; HOCK, B.: Is There Life after Canonical Certainties?
In: Umeéni/ Art, 2021, 69, no. 2, pp. 164 — 173; RAMPLEY,
M.: Networks, Hotizons, Centres and Hierarchies: On the
Challenges of Writing on Modernism in Central Europe. In:
Umiéni/ Art, 2021, 69, no. 2, pp. 145-162.

7 KRAUSS, R.: A Voyage on the North Sea: Art in the Age of the
Post-Medium Condition. 1.ondon; New York 1979.

8 LIPPARD, L. R. — CHANDLER, J.: Six Years: The Demate-
rialization of the Art Object... (orig. 1973; essays 1966-72);
LIPPARD, L. R.: The Pink Glass Swan: Selected Essays on Feminist
Art. New York 1995, pp. 121-122.



bition Lieber Maler, male wir..., reframed the already
buried figurative painting as provocative and sincere,
critical and affective. Sabine Folie interpreted the
grotesque love of painting as a conscious acceptance
of impurity in contrast to purist canons.” Jan Ver-
woert pointed out that the return of painting after
conceptualism is an ethical act—a reassumption of
responsibility for the image, gesture, and visibility
in an environment where meaning is increasingly
separated from experience.'” Painting functions as
a medium of decision: every gesture is also a com-
mitment. It has remained a place of concentration
for conceptual thinking, performative gestures, and
time-based work. The image’s surface has begun to
serve as a carrier of text, diagrams, maps, or archival
layers, while retaining its connection to physical labor
and material presence. This shift can be understood
as a form of post-media reflexivity rather than an
abandonment of the medium.

From a phenomenological point of view, painting
represents a material agreement between visibility
and embodiment. Metleau-Ponty emphasized that
“the painter takes his body with him” into the work.
This “confusion” in which the subject perceives and
is perceived at the same time establishes the specific
ontology of the painted image."" According to Isa-
belle Graw, painting continues to retain the “auratic
trace” of lived labor, which cannot be completely
commodified. Its materiality is “life itself,” as pig-
ments and gestures have an immanent aspect of
vitality and self-assertion. Painting “creates an effect
of subjectivity” through the visible trace of work
and the affective imprint of the artist’s presence.'
According to James Elkins, we should not forget how
crazy painting is, that “it is born in a smelly studio,

? FOLIE, S.: Meta-Trash, or The Grotesque Love of Painting,
In: GINGERAS, A. Ed.: Lzeber Maler, male mir. .. Berlin 2003.

" VERWOERT, J: Why Are Conceptual Artists Painting Again?
Because They Think It‘s a Good Idea. In: Afferall: A Journal
of Art, Context and Enquiry, 2005, no. 12, pp. 7-16.

" MERLEAU-PONTY, M.: The Primacy of Perception. Evanston
1964, pp. 162-163.

2 GRAW,, 1.: The Love of Painting. Genealogy of a Success Mediun.
London 2018, pp. 49-52.

13 BELKINS, J.: What Painting Is. London 2000, p. 147.

where the painter works in isolation, for hours and
even years on end. In order to produce the beautiful
framed picture, the artist had to spend time shut up
with oils and solvents, staring at or wooden surfaces
smeared with pigments, trying to smear them onto
other surfaces in turn. (...) Writers and composers
are much closer to the finished product: their words
or notes appear instantly and cleanly on the page—
there is no struggle forming the letters A, B, C, or
writing J. j) —but painters have to work in a morass
of stubborn substances.”"

The emphasis on processuality and physicali-
ty strongly resonates with the Central European
experience, in which creating an image was often
associated with asserting one’s own existence amid
historical erasure, censorship, or political silencing,
Painting has retained its exceptional status here de-
spite repeated declarations of its exhaustion or re-
placement by conceptual and intermedia strategies. It
has remained a place of concentration for individual
visual language, as well as for performative gestures
and conceptual thinking,

Discussions in Slovakia after 2000 have referred
to this state of affairs in contemporary art as “paint-
ing after painting” or “painting in the post-media
age.”’"* Painting remains a space where concept, body,
and time meet, and where identity can be realized as
a process rather than a representation.

Maria Lassnig:
The Central European Female Body

The work of Maria Lassnig'® represented one of
the most radical post-war attempts to redefine the
very essence of painting in the Central European

4 KUSA, A. — GREGOROVA, L. —- MITASOVA, M. Eds.:
Malba po malbe/ Painting after Painting. Bratislava 2010;
GERZOVA, J. Ed.: Malba v postmedidinom vekn/ Painting in the
Postmedia Age. Bratislava 2012.

5 Maria Lassnig (1919 Kappel am Krappfeld — 2014 Vienna)
was an Austrian artist and a key figure in post-war European
painting and film. She studied at the Academy of Fine Arts
in Vienna. From 1961 to 1968 she worked in Patis, and from
1968 to 1980 in New York. After returning in 1980, she
taught painting at the Hochschule fir angewandte Kunst in
Vienna. In 2013, she received the Golden Lion for Lifetime
Achievement at the Venice Biennale.
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context. She shifted the focus of the expressionist
tradition in the region from the heroized masculine
subject to the hybrid, vulnerable body, a subject
constantly re-established in the creative process.

According to Peter Pakesch, Lassnig turned
painting into a “medium of radical subjectivity.”' He
understands her self-portraits not as psychological
self-representations, but as images of perception
itself.

During World War II, she studied at the Vienna
Academy under professors who sympathized with
National Socialism. She later recalled that “tone-on-
tone painting”” and academic realism prevailed at the
academy, which she found suffocating, After grad-
uating, she returned to Klagenfurt, and her studio
became a meeting place for intellectuals and artists
during the difficult period after 1945.

At the turn of the 1950s and 1960s, she formed
the foundations of her program. In Knidel-Fignra-
tion (dumpling figuration), the body appears as a
compact, shapeless mass that defies ideal anatomy
and stable identity and is a carrier of tension. She
continued in the series Korperschreib- and Schrei-Bilder
in the 1960s, where colours “record” the inner states
of the body as an affective field where “colour thinks
and feels.”"’

The identity of the subject is always in process.
Anna Schober situated this approach in the broader
postwar epistemology, in which the discourses of
science and myth overlap. “For Lassnig, painting
was a wild physical act,” writes Schober, emphasising
that the painting process was a form of knowledge
for her."® According to H. U. Obrist, “transcendence
begins with the body” in Korpergefiiblsbilder (images

' HOLLER-SCHUSTER, G. — LUCKOW, D. — PAKESCH,
P. Eds.: Maria Lassnig. Der Ort der Bilder. Koln 2012, p. 53.

7 “Die Fatbe denkt und fiihlt” Maria Lassnig. In: OBRIST,
H. U. Ed.: Maria Lassnig: Die obrist ist die Schwester des Pinsels,
Tagebiicher 1943 bis 1997. Koln 2020, p. 142.

'8 SCHOBER, A .: Innovationen des Mythischen und ironische
Differenzierung in Maria Lassnig Spatwerk. In: NICOLINI,
M. Ed.: Ich bin ganzg Landschaft. Klagenfurt 2022, pp. 97-98.

1 OBRIST, H. U. — PAKESCH, P. - POSCHAUKO, H. W.

Eds.: Maria Lassnig: Briefe an Hans Ulrich Obrist | Maria Lassnig:
Letters to Hans Ulrich Obrist. Koln 2014, p. 8.
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of body sensation) or later Kdrperbewusstseinsbildern
(images of body awateness)."” In her 1970 Manifesto
Koérperbewusstsein, she sharply distanced herself
from the late modernist demand for stylistic cohet-
ence and stable artistic identity: “Oh, artists who
are prisoners of your style, who look at the world
with a frown and stubbornly want the green branch
of super success, throw away your style, change it
every week, change your names every week, change
your vocabulary every week, change your prejudiced
views of your surroundings and politics, change your
way of life, change jobs, stay ahead of the changes
that the times have in store for us.”* Painting was a
tool for her to constantly rewrite herself in changing
historical, physical, and existential conditions.

The central ontological quantity in Marie
Lassnig’s work was pain as “the deepest point of
the soul,” without which “it is impossible to write
a true sentence, impossible to draw an unquestion-
able line.””" This is the epistemological threshold of
painting, where bodily experience becomes the only
reliable source of knowledge: “The only real reality
is my feelings (...) inside my physical shell,” explicitly
referring to Franz Kafka’s words that “pain is the
only reality.””*

In the introduction to Marie Lassnig’s published
correspondence, H. U. Obrist noted that her diaries
and notes should not be understood as accompany-
ing material to her work, but rather as a parallel space
of painterly thinking,. assnig “listens to herself and
tries to fathom the depths of things in her writing,
She leads the reader into questionable, insecure and
invisible zones of the mind and the life of the soul
(-..).”” Lassnig’s self-portraits and diary entries can

» LETTNER, N.: Maria Lassnig: Die Biografie. Die Emanzipa-
tionsgeschichte einer faszinierden Malerin der Gegenwart. Wien 2017,
p. 149.

' BOEHM, G.: Leib und Leben. Die Bilder von Maria Lassnig;
In: HOLLER-SCHUSTER, G. - LUCKOW; D. - PAKESCH,
P. Eds.: Maria Lassnig. Der Ort der Bilder. K61ln 2012, pp. 12—13.

* ORSINI-ROSENBERG, M. — NICOLINI, M.: S7e glaubte an
sich. Meisterschiiller zu sein, ist eine Iebensanfgabe. In: NICOLINI
2022 (see in note 18), p. 194.

» OBRIST/PAKESCH/POSCHAUKO 2014 (see in note 19),
p. 9.



be understood as hybrid forms of thinking in colour
and language that blur the boundaries between seeing
and writing, emotion and concept. Text and image
are equal registers of a single ontological practice.
For her, the painting process becomes Se/bstforschung
(self-research), a continuous experiment in self-dis-
covery, taking place simultaneously in brushstrokes
and in work with text.** This process also “presents
the act of becoming a woman in history,” and instead
of a stable identity, Lassnig staged werden (becoming)
as both a feminist and existential agenda.”® Her nu-
merous self-portraits do not document the changing
female body, but critically rewrite its historical rep-
resentations by replacing the viewer’s gaze with an
internal, affective gaze.

Lassnig consistently insisted on the autonomy
of the painting process from technical apparatus.
“I want to be as independent as possible from ma-
chines and complex tools. Pencil and brush are the
primary arts.””* She did not seek a nostalgic return
to a “pure” medium, but consciously chose the
slowness, concentration, and precision of experience
that the “recording” of body awareness in drawing
and painting requires. In this sense, her work was
programmatically anti-photographic. She understood
photography primarily as a tool of optical control, as
a medium bound to the moment and the surface. In
painting, on the other hand, she was able to articulate
what is fundamentally inaccessible to photography,
namely, the changing and often contradictory af-
fective states and perception itself as a conceptual
theme: “I could comment on my relationship to
photography, to this moment of happiness that
lasts only a fraction of a second. I want to look at
people for a long time, to look them straight in the
eye, because the longer I look, the more I see what
is reflected in them. Happiness and unhappiness are
hidden there in shyness, in fullness, in hope, and I
can see it all through my own lenses and understand
it all while I guide my pen or brush. In a hundredth

# Ibid.

» BOJARSKA, K.: Maria Lassnig: Becoming Female in History.
In: Widok. Theories and Practices of Visual Culture. 2019, 23.
Dostupné na: https://doi.org/10.36854/.

% OBRIST 2002 (see in note 17), p. 73.

of a second, nothing would be clear to me, nor to
the camera lens.”*7

The death of her mother in 1964 during her Par-
is period affected her deeply. At that time, she was
devoted to painting relaxed, large-format figurations.
Paris appears in her notes, films, and paintings as a
space of existential accumulation. After her mother’s
death, she created the so-called Beweinungsbilder, later
monstrous paintings in which the physical form is
deformed as a reaction to loss, anxiety, and an am-
bivalent relationship with her mother and mother-
hood. Lassnig repeatedly returns to the mother as a
present yet lost loved one, for example, in her notes
on films from 1979: “Start of continuous recording,
continuous registration. I had an apocalyptic dream:
fiery rain was falling on the tall house where I lived. I
was saved in a neighbouring building, where beautiful
ladies wore elegant dresses and talked about fashion.
(-..) The following night, I had a dream about my
mother. She had an Afro hairstyle and was much
bigger, and I cried after her as she walked by with a
friend. I felt like an abandoned child and screamed.
Here in Paris, I spent a year without my mother, who
still lives here. Here I received her last letters. I stare
at the same floor, washing it as I did 18 years ago. It’s
strange only because I haven’t seen her in 10 years, and
it came back to me as if she were dying now.”” (Fig. 1)

In the 1970s, this ontological line expanded to
include a reflection on the gaze and the apparatus.
At the same time, the motif of a picture within a
picture and the act of painting as an existential situ-
ation appeared in her paintings. Lassnig repeatedly
depicts an artist who simultaneously paints and is
painted, sees and is seen.

During her New York period (1968-1980),
Lassnig extended the practice of Kdrperbewnusstsein to
the medium of film. This was not an abandonment
of painterly ontology, but rather its extension into the
temporal medium: “When a painter begins to make
films, it is an adventurous undertaking, because his

77 Matia Lassnig. In: PAKESCH/OBRIST/POSCHAUKO
2020 (see in note 22), pp. 94-95.

2 TLASSNIG, M.: Filmnotizen. In: KONDOR, E. - LOEBEN-
STEIN, M. — PAKESCH, P. - POSCHAUKO, H. W. Eds.:
Maria Lassnig. Das Filmische Werk. Wien 2021, p. 92.
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Fig. 1: Maria Lassnig: Kind mit toter Mutter/ Les tneurs (meurtriers) pleurent beancoup/ Tranerndes Kind | Child with Dead Mother/ The Killers
(Murderers) Cry a Lot/ Grieving Child | Diet'a s mitvon matkon/ Zabijaci (vrahovia) vela placi/ Smiitiace diet'a, 1965, oil, canvas, 73 X 92.1 em.

Photo: Roland Kranss. © Maria Lassnig Foundation, V'ienna.

eyes are half replaced by a machine.”® The camera is
not an instrument of control, but an unstable organ
that expands body awareness while exposing it to
new forms of vulnerability.

After completing a course in animated film at
the School of Visual Arts in New York in 1970, she
created a series of animated films based on drawings
of bodily awareness, several of which were publicly
screened and awarded prizes. The film Se/fportrait
(1971) won the New York State Council Prize in
1972, making film work a full-fledged part of her
artistic identity. A pivotal moment was the founding

* Maria Lassing. In: PROKSCH-WEILGUNI, S.: Maria Lass-
nigs animierte Korperbewusstseinsbilder. In: KONDOR/
LOEBENSTEIN/PAKESCH/POSCHAUKO (see in note
28), p. 60.
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of the feminist film organisation Women/Artist/
Filmmakers, Inc. (1974).” In this environment,
Lassnig developed film as a collective, politically
conscious, and deeply physical practice.

Stephanie Proksch-Weilguni interpreted the cam-
erain Lassnig’s film work as a “third eye” —a technical
organ that extends the body’s nervous system and
disrupts the hierarchy between subject and appara-
tus. The camera does not become an instrument of
control, but part of bodily perception: “the infallible
inner gaze has opened up to the outside — not only
on the screen, but also through the third eye — film.”!

* BOADEN, J.: Soul Sisters. Incorporating Women Artist Film-
makers. In: KONDOR/LOEBENSTEIN/PAKESCH/
POSCHAUKO (see in note 28), pp. 27-38.

1 PROKSCH-WEILGUNI 2021 (see in note 29), p. 68.



Fig. 2: Maria Lassnig: Doppelselbstportrat mit Kamera | Double Self-Portrait with Camera | Dvojantoportrét s kameron, 1974, oil, canvas, 180
X 180 cm. Photo: © Belvedere, VVienna. © Maria Lassnig Foundation, Vienna.

Proksch-Weilguni emphasised that the animated bod-
ies in Marie Lassnig’s film work acquire autonomy and
themselves enter into relationships with objects, space,
and time. In animation, bodily sensations “become
independent, enter into relationships with things and
people, disappear or merge in metamorphoses.”* Film
thus becomes a laboratory of ontological uncertainty,
in which identity in motion constantly disintegrates
and reassembles itself.

The painting Dowuble Portrait with Camera (1974)
can also be read as a painterly statement on the
problem of authorship in the context of technical
reproducibility. The camera is incorporated into the
self-portrait as an extension of the body and, at the
same time, an obstacle to vision. This motif directly
follows on from the animated film Selfportrait, in
which Lassnig depicts her own head as a camera and
adds the sentence: “It’s not easy to look out of your

eyes.” The gaze itself is a problematic point between
the body and the apparatus. (Fig, 2)

From Donna Haraway’s perspective, it is a
prototype of a hybrid subject. The films Encoun-
ter (1970) and Couples (1972) develop this theme
through metamorphoses, collages, and rhythm,
with gender and relationship dynamics articulated
as mobile, unstable configurations. After returning
to Vienna, Lassnig institutionalized her film expe-
rience in her teaching practice at the Universitit fiir
angewandte Kunst, where she founded a studio for
experimental film.

After returning from New York in 1980, she ex-
panded her program to include landscape thanks to
the establishment of a summer studio in her native

*2 Tbid.
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Fig. 3: Maria Lassnig: Illusion von der versdumten Mutterschaft | Illusion of the Missed Motherhood | 1liizia premeskaného materstva, 1998, oil,
canvas, 125 X 100 ¢m. Photo: Roland Kranss. © Maria Lassnig Foundation, V'ienna.

Carinthia. For example, she composed scenes where
the landscape merges with the artist’s head (Flattnitzy
87, 1987). As Maria Nicolini pointed out, the land-
scape was also a space of resistance to fatigue and
exhaustion for her.”

However, the landscape was not a departure
from physical introspection but rather its expansion,
“encrypted in an anthropomorphic code.”** Lassnig
shifts the model from symbolic analogy to existential
identification because, for her, the landscape does
not function as a projection surface for human
characteristics but as a crypto-autoportrait register.
While in dominant models of anthropomorphism,
landscape often appeared as a heroic space, an alle-
gory of power, or an objectified female equivalent,
Lassnig developed a different relationship based on

3 NICOLINI, M.: Die Landschaft geht durch das Buch. In:
NICOLINI 2017 (see in note 18), pp. 7-10.
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care. In this sense, she corrected the anthropocentric
framework of landscape painting from a (latently)
feminist perspective.

In her later work, Lassnig repeatedly addressed
motherhood and partnership. Unlike traditional
images of motherhood, which fix the female body
in a role and function, Lassnig allowed it to disin-
tegrate and outgrow itself. The feminist dimension
of her work thus did not lie in the thematization
of femininity, but in changing the conditions under
which the female subject could be depicted at all.
From this perspective, Lassnig’s work transcended
contemporary discussions about representation.
The female subject could be temporarily kept alive
without being bound to a particular view, role, or
biological determination.

* Pozri tiex HALAK, M.: Tvdr krajiny: Tedria antropomorfizmn vo
vytvarnom ument. Bratislava 2021, p. 339.



In her self-portrait, I//usion of Missed Motherhood
(1998), she does not articulate biological moth-
erhood, but rather a physical projection of the
ambivalence between desire, doubt, and conscious
decision. According to Natalie Lettner, the concept
of illusion refers to the recognition of the incom-
patibility of artistic practice and traditional gender
roles.” Lassnig thematized “motherhood of herself”
through grotesque forms of hybrid human-animal
bodies and embryonic figures. In the idea of a
subject that is born from itself, painting becomes
an act of care—a space in which the author creates
conditions for survival outside the normative roles
of femininity. (Fig. 3)

The autobiographical film Maria Lassnig Cantata
(1992), which Lassnig made in collaboration with
Hubert Sielecki, is a synthesis of several lines of
the author’s work. It combines drawing, painting,
voice, and musical structure in a “trick film”: “We
filmed from Christmas 1991 until January 10, 1992.
(...) according to the slogan: ,Perfection is the refuge
of the uncertain’. In 14 stanzas (...), it tells the life
story of Maria Lassnig. Like a moral play, it begins
with the death of her mother, once a week, monastic
discipline, cruelty in the schoolyard; the infidelities
of her lovers and career stages in Paris and New
York also enter the picture. In the background, there
are frightening micro-stories full of self-irony and
humor. In the end, wisdom comes.”

The camera as a third eye, the landscape as an
extended body, and the Cantata as a visual and vocal
self-portrait in time are interconnected modalities
of a single ontological practice. In this grotesquely
ironic meditation on the body, memory, and finitude,
she also works with parodic elements of Austrian
cultural identity, such as Catholic imagery and a
pathetic tone, which Lassnig deliberately unsettles
and subverts.

% LETTNER 2017 (see in note 20).

3% Hubert Sielecki in: SIELECKI, H. — NICOLINI, M.: Der
Animotor und die Maria Lassnig Kantate. Gesang ihres Lebens.
In: NICOLINI 2017 (see in note 18), pp. 245-255.

7 Peter Barto§ (1938 Prague — lives in Bratislava) is a Slovak
painter and conceptual artist, a key figure of the Czech-Slo-
vak neo-avant-garde. He studied at the Academy of Fine

In her later works, Lassnig confronted mortal-
ity, physical finitude, and the loss of control over
her own body with extraordinary directness. The
self-portrait Du oder ich (2005) disrupts the safe dis-
tance between the gaze and the body and raises the
ethical question of the power of seeing in a situation
where the subject can no longer rely on vitality or
sovereignty. Painting is the last tool for survival.

Lassnig’s work offers a model of Central Europe-
an identity that is not established through represen-
tation, national narrative, or historical nostalgia, but
in the present, in process, and in bodily experience.
In this sense, her painting transcends the medium
and becomes a form of ethics as a slow and resistant
practice that resists immediate readability, visual con-
trol, and market instrumentalization. As an ontolog-
ical act of constant self-creation, it retains its weight
even in the expanded media field—and that is why
Lassnig’s work remains one of the most convincing
examples of (woman) painterly continuity in postwar
Central European art.

Painting as the ontology of relationship:
Peter Bartos

In Peter Barto§’s program”, the painting process
was transformed into an ontological practice—a way
of thinking in time, working with substance, and in
an open relationship with the landscape and nature.
His relationship to painting was ambivalent from
the beginning, He reached for the art of pure idea,
process, and action as possibilities of non-art, from
“poured painting” and “poured matter” (1964—1965)
to ”accumulation,” ”concentration,” dispersion,”
and ”’primal touch” to “trajectory,” “independence,”
and free flight to heavenly heights. According to
Tomas Strauss, Barto$’s conceptualism grew “from
a paintetly starting point.””® This meant developing

Arts in Bratislava; since the 1960s, he has been developing
paintings and environmental projects focused on the rela-
tionship between man, nature, and space, with an emphasis
on ecological and spiritual thinking, His work is one of the
fundamental contributions to Central European neo-avant-
garde art.

% STRAUSS, 'T.: Slovensky variant moderny. Bratislava 1992, pp.
55-62.
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Fig. 4: Peter Bartos: Velka olista | The Great Purge, ¢. 2000. Private collection.

painting into an open field of relationships, where
painterly ontology is applied beyond the traditional
pictorial framework. (Fig. 4)

The happening Gzving Away (1965) was one of the
most radical gestures of the post-war Slovak neo-
avant-garde. It cannot be understood as a negation
of painting or as an iconoclastic gesture, but as a
suspension of authorship: “I invite all my friends
and former classmates to an exhibition of my paint-
ings, which will be held on Gorazdova Street at the
8th-grade secondary school on Saturday, June 26,
1965. The exhibition will end on the same day with
the distribution of the paintings.” Barto$ “wanted
to have a clean space around him that would in no

 Tbid., p. 57.

“ In the catalog of the exhibition for which he created the
concept of a dematerialized installation, Conceptual Use of
the Corner of the Room (1992), he published that he had come
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way remind him of a traditional painting studio” so
that he could develop his artistic thinking “without
burden.”*’ In 1992, he published his statement about
his decision not to document his work, recalling this
action: “I can summarize the most important actions
with my attitude during the first, controversial one,
where I gave away my paintings. ,Give away your
possessions and follow me, my professor quoted
from the Holy Scriptures when he found out what
I wanted to do.”*

In the 1960s, Bartos systematically developed the
concept of authorship as participation with natural
forces. The work was not created through control,
but rather as an event in which the material reacts

to the conclusion of non-documentation. His focus was on
“a corner of intimate meditation as a stop in the present
time.” Peter Bartos. In: BARTOSOVA, Zuzana: Apelaciin/
Vyzva. Bratislava 1992, p. 84.



to physical and temporal conditions. From Substance
“Natural Colored Juice” (1966) (“a concentration of
color that exists independently of art”), he arrived at
Reflections of Gravity (1969—1971), a serial exploration
of Earth’s gravitational pull as a fundamental creative
method of dripping liquid onto paper. “Inside the
square ,repetitions’ ... I am interested in the timeless
drop of natural juice, as it documents the indestruc-
tibility of painting as part of na tur e. Peter Barto§
painted in co-authorship with gravity.”*!

Bartos also explored the expanded field of figura-
tive and abstract painting, In the painting Fjy! (1967),
for example, he combined approaches from neo-Da-
da, pop art, and conceptual thinking, The silhouettes
of cats leaping after pigeons are complemented by
a measurement of the jump’s height—a conceptual
element that thematizes freedom as a detachment
from gravity and matter.

The painting Creation of the World (1960) is cleatly
abstract, but it is not modernist autonomous abstrac-
tion. As Beata Jablonska points out, it is a painting
of “biomorphic, restless shapes, which, although
reminiscent of lyrical abstraction, nevertheless
deceives with its ,body’.” The essential point is that
“the center of the painting is crossed by three stripes
of primary colors: yellow, blue, and red—the future
motif of colored tracks.”*

In the winter of 1969, Barto$ expanded the an-
nouncement titled “Cinnost’” snehu vo vzduchu a na
zemi” (The Activity of Snow in the Air and on the
Ground). He sent it out as mail art and also pub-
lished it in the magazine Vytvarny zivot (Art Life). In
February 1970, he received a rare reply from Jindfich
Chalupecky by post: “Thank you for not forgetting
me with your invitation to the nature event. It occurs
to me that it should not even be signed (...) it would
be even more impressive if people received it anony-
mously (...) and at the same time a manifestation that

authorship is (perhaps) outdated.”* Authorship was

1 Peter Bartos: Using Gravity or Just the Earth, 1969. Natural juice,
pencil, papet.

“ JABLONSKA, B.: Rozsireny pojem maliarstva Petra Bartosa. Us-
chované farby. Veiné, nadéasové a nexnicitelné. 2015. Manuscript.
Unpaginated.

 CHALUPECKY, J.: Letter to Peter Barto§, February 22, 1970.
Archive of Peter Bartos.

not abolished here, but ethically reformulated: the
artist takes responsibility for the situation he sets in
motion, not for its final form.

According to Zora Rusinova, processual con-
cepts based on records of primary events observed
in nature were anchored as a triad alongside other
triadic relationships of geometric quantities in the
Physical-Optical Manifesto.** Aurel Hrabusicky noticed
a common ground between the activities of Jdlius
Koller and Peter Bartos: the “raster method of or-
ganizing structure of art.” According to him, “by
examining ,activity in the air and on the ground’in an
increasingly abstract sense, Barto$ gradually arrived at
the cosmological explorations that a group of artists
in Bratislava were engaged in during the first half of
the 1970s.*

The concept of zoomedia represented a funda-
mental shift in Bartos’s work, moving from engage-
ment with the landscape to a direct reflection on
the relationship between humans and non-human
beings. In the long-term program of breeding pigeons
Bratisiava Pigeon Aesthetic (since 1971), animals do not
appear as objects of representation, but as co-par-
ticipants in the event. Zoomedium also shifts painterly
ontology into the realm of care. The artistic act here
takes the form of a gentle intervention that respects
the other’s autonomy. This approach corresponds
to Bartos’s long-standing interest in non-hierarchical
relationships between humans and the world, in which
authorship is transformed into responsibility.*

At the same time, Zoomedium cannot be separat-
ed from the broader ecological thinking that the au-
thor develops in the projects ZOO, Lesno-licny ekopark
Podhaj (1972-1979), Podhradie, and in socio-situations
such as Pasenie oveiky na V'elkonolnsi nedelu (1979). In a
letter to Tomas Strauss, Barto$ describes this project
as a spiritual ritual and explains that he “understands
the entire area as a painterly image, shifted by the
touch of living trees directly into ecological cre-

“ RUSINOVA, Z.: Peter Bartos. In: Umenie akcie 1965 — 1989.
Bratislava 2001, pp. 53-62.

45 HRABU?ICKE:(, A.: Umenie fantastického odhmotnenia. In:
HRABUSICKY, A. Ed.: Slovenské vizudine umenie 1970 — 1985.
Bratislava 2002, p. 149.

4 See also KERATOVA, M. — LIPSKY, T. —- SUDBECK, A.
Eds.: Peter Bartos: “Situations 1945 — 2014”7, Wien 2014.
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Fig. 5: Peter Bartos: Dihodobé bariéry krajiny (Zivotapis) | The Long-Term Barriers of the Country (Biography), 1980—2013, mixed media, oil

on canvas, 70 X 120 cm. Collection and photo: Slovak National Gallery.

ation.”"” This statement shows the continuity between
painterly thinking and ecological practice.

In 1992, he refused to accept citizenship of the
newly formed states, gave up his own name and
identity for a time, and decided to make a grand
circular pilgrimage through his Central European
“homelands” as Artos (in the Czech Republic), Artosz
(in Poland), and Art (in Hungary). In a letter to art
historian Tomas Strauss from 1998, he desctibed the
pilgrimage project as (among other things) his reaction
to the division of Czechoslovakia: “Iignored the loss
of my former citizenship by choosing Central Europe
as my new homeland and credo. So no east and west.
From the Carpathian roof, rivers flow evenly to the
north and south, to the Black Sea and the Baltic.”**®

7 BARTOS, P: List Toma$ovi Straussovi (1979). In: STRAUSS,
T.: Utajend korespondencia. Bratislava 1999, p. 186.

# Thid., p. 139.
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Artistic cartography became a key tool in this con-
text. Barto$ began to systematically work with maps
as a medium that allows one to record a trajectory
without aestheticizing it. The maps do not function
as representations of territory in the traditional
sense, but as diagrams of movement, residence, and
orientation. As Mira Keratova emphasizes, “Central
Europe as an ,artistic relief” was fateful for him, or
even a cultural or artistic fact-a geo-readymade (...).
He recorded his travel notes from his stops in detail
in hand-drawn and painted maps of landscapes,
from which he made photocopies, enlargements of
sections, and montages. He visualized the situations
he found in the natural landscape and mental images
of his new conception of it.”* (Fig. 5)

“ KERATOVA, M.: Celok Je mensi ako sicet jeho Casti/ Whole is
Less than Sum of its Parts. Bratislava 2023, p. 29.



Nomadism as a project of radical dematerializa-
tion, with which he began his career as an artist in
1965, became a way for Bartos not to be localized
— neither territorially nor identitarily.

Purely painterly abstraction (and more often ab-
stracted landscape) is the next stage of the author’s
dematerialization in his work, which is not a formal
goal but an ethical horizon. Even in his later work, he
longs for the abstract image, yet struggles with it. As
he himself noted: “I want to create an abstract image,
but reality keeps intruding, a different situation.””
His rejection of painting as an autonomous image
can be understood as a conscious abstention from
painting’s jouissance. It is precisely this excessive plea-
sure of the closed image that Bartos systematically
avoids: painting is kept in a state of postponement,
displacement, and reduction so that it does not be-
come a place of aesthetic satisfaction, but remains
an ethical and ontological gesture. (Fig. 6) In this
sense, we also understand his “secret painting” since
the 1980s and his remark that “even Duchamp kept
painting secretly” as an acknowledgment of the
pleasure of painting in the conceptual program of
an essential painter.

Painting as a cosmology:
Stano Filko

Stano Filko’s eatly work®' was forged in the con-
text of the powerful Czechoslovak neo-avant-garde
generation of the 1960s and from the outset bore
the hallmarks of extraordinary interdisciplinarity.

His early informal monotypes and paintings were
created in the environment of post-war Central
Europe, where the experience of historical trauma,
violence, and ideological manipulation was still a
living part of the collective memory. Even in this
period, he was already disrupting the autonomy of
the image with fragments of reality — objects, docu-
ments, texts, and photographs. Painting thus began
to disintegrate into an open field of meanings in
which visual, linguistic, and factual layers converged.

30 Interview with P. Bartos by the author. Recorded on June 26,
2025, in Bratislava.

*! Stano Filko (1937 Velka Hradnd — 2015 Bratislava) was a
Czechoslovak and Slovak postmodern and intermedia artist,

Fig. 6: Peter Bartos: Bez nazvn | Untitled, 2025, Indian ink, pen, paper,
29,7 X 21 cm. Courtesy and photo: the artist.

In the second half of the 1960s, he shifted radically
toward environmental and participatory forms. In
the projects The Dwelling 66 of Reality Contemporaneity
(1967), Universal Environment (1967-1968), Cathedral
of Humanism (1968), and Cosmos (1969), he activated
the viewer as a participant.

The project White Space in W hite Space (1973—1976)
represented a fundamental shift in his program and
was also one of the key moments in Central Euro-
pean conceptual and environmental thinking in the
1970s. A joint project by three artists, Stano Filko,
Milos Laky, and Jan Zavarsky, who renounced indi-
vidual authorship in favor of the collective, it sought

a key figure of the neo-avant-garde. After his emigration in
1981, he worked in Germany and the USA, exhibited at doc-
umenta 7 (1982), developed the holistic ST System, and created
the SF _Archive.
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Fig. 7: Stano Filko: Liebe zur Ontologie | Love to Ontology | Ldska k ontoldgii, 1982. Installation featuring works from the Transcendency series,
documenta 7, Kassel. Photo: ST Archive, Slovak National Gallery.

to transcend the boundaries of traditional media.
White Space in White Space synthesized the artistic,
philosophical, and political context of the time.”* As a
conceptual painting project (in opposition to analyt-
ical conceptualism), it was “the designation of point
zero and the post-media beginning of installation
art.”’® For Milo§ Laky, the project of white infinite
space also became the culmination of his work, as
he fell seriously ill and died while creating it. The
Laky family’s apartment, where the trio met, also
became a physical projection of the idea of White
Space. White Space in White Space, a total installation
of objects and canvases painted anti-handwriting and
anti-artistically with white latex using a roller with
its infinitely imprinted cyclical surface, was realized
in a single night and presented for a single day in

2 See also GRUN, D. — HOLLER, Ch. - RHOMBERG, K.
Eds.: White Space in White Space. Biely priestor v bielom priestore.
Stano Filko, Milos Laky, Jan Zavarsky. 1973—1982. Wien 2021.

5 GREGOROVA, L.: K legitimite vjkonu su¢asného/ej ma-
liara/ky. Pojem konceptualneho maliarstva. In: GERZOVA,
J. BEd.: Malba v postmedidinom veku/ Painting in the Postmedial Age.
Bratislava 2015, s. 90.
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1974 with the help of Jiff Valoch at the House of
Arts in Brno.™

Photographic documentation was included as an
image supplement in the catalog — a leaflet in which
they published their Manifesto of White Immaterial Space
in White Immaterial Infinite Space.>® The manifesto was
structured as a series of declarative statements. White
Space in White Space was exhibited several times as
an installation in gallery spaces. After their debut in
Brno, they participated in the Biennale de Paris (1975),
already without Stano Filko, who had exceeded the
age limit of 35, and in the exhibition at the Young
Artists” Club in Budapest, organized by its then
curator Laszl6 Beke. In their next joint manifesto,
Sensitivity (1975), which replaced the concept of
sensibility in the first manifesto, horizontal felt strips

* VALOCH, J.: (bez nazvu). In: FILKO, S. — LAKY, M. - ZA-
VARSKY, J.: Biely priestor v bielom priestore = A White Space in
a White Space = Un Espace Blanc dans 1.’Espace Blanc = Weis[s]
er Raum im Weis[sJen Raum. 1973 — 74. S. 1., 1973 — 1974 (sa-
mizdat).

% Ibid.



and white-painted cardboard coils were added. They
further emphasized that not only the elements pres-
ent in the installation were important, but also the
interstitial spaces, the cracks in the space.

According to Verwoert, “in the twelve theses
on White Space in White Space from 1974 (...) the trio
crossed the boundaries of ,their artistic metaphysics’
in order to ,experience a world without boundaries!
Here and now!””*

However, Laky authentically conceived the proj-
ect based on his own existential experience, and his
physical finitude became an implicit yet omnipresent
part of the white space. Laky’s death in 1975 was not
only a personal loss but also a fundamental turning
point in the understanding of the project.

Stano Filko continued to develop the concept of
White Space in White Space independently. His solo
cycles Emotion (1976), Transcendency (1977-1978),
and later Transcendental Meditation (1979) built on the
original project, but shifted it toward systematic on-
tological thinking, White Space became a medium for
exploring the overlap between physical experience,
emotion, and the metaphysical dimension of being,
It was during this period that Filko’s idea of the
white fifth dimension as a space of ontology began
to crystallize. These series were repeatedly presented
in an international context, especially at exhibitions
in Poland, where they were received in the broader
discourse of conceptual and spiritually oriented art in
Eastern Europe. Ultimately, they also resulted in his
work Liebe zur Ontologie Love of Ontology), exhibited
at documenta 7 in Kassel. (Fig. 7)

Stano Filko emigrated from Czechoslovakia in
1981, on his third attempt. After arriving in West
Germany, he settled in Duisburg, where he lived in
a sublet arranged by Tomas Strauss. The Ruhr region
was not entirely unfamiliar territory for him: as early
as 1968, he had held several solo exhibitions ac-
companied by catalogs at Ursula Wentdorf’s gallery,

% VERWOERT, J.: Liebe zur Ontologie. In: Texte zur Kunst
01.09.2021. Available at: https:/ /www.textezurkunst.de/de/
articles/jan-verwoert-liebe-zur-ontologie/

5" STRAUSS, T.: Bilder aus der Slowakei 1965—1980 I. Essen-
Ketwig 1982.

Fig. 8: Stano Filko: Untitled (I Love New York), ¢. 1985, mixced media.
Photo: SE Archive, Slovak National Gallery.

curated by Jirgen Weichardt. This earlier experience
created an important continuity when he returned
to the region as a political exile. Filko’s integration
into the local art infrastructure was based on a net-
work of personal and professional contacts. Strauss,
who wotked at the Wilhelm Lehmbruck Museum,
arranged accommodation for him, included him
in the exhibition program in Essen-Kettwig”’, and
gradually introduced him to the regional art scene.™

¥ Another figure of importance in this context was Peter
Spielmann, an art historian from Brno who, after emigrating
to West Germany in 1968, worked for many years as curator
and director of the Kunstmuseum Bochum and had a close
relationship with Strauss, whom he helped to establish himself
in nearby Duisburg after his emigration. Filka‘s recommen-
dation to curator Rudi Fuchs for documenta 7 was mediated
by Joseph Beuys through his contacts in the milieu.
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Fig. 9: Stano Filko: 5th dimension = ontology — metaphysics — uptime — absolute spirit — white chakra — transcendence = 1953—1995, 1995.
Installed at the C. Majernik Gallery, Bratislava. Photo: Archive ST, Slovak National Gallery.

The West German art scene of the early 1980s
was characterized by a plurality of approaches and a
return to painting, especially in the form of gestural
expressionism of the so-called Neue Wilde genera-
tion. This situation was also reflected in the gradual
loosening of Filkos painterly gesture. During this
period, Filko began to label some of his German
paintings and objects as “SPIRIT” (BIG POPUIL.AR
SPIRIT, ABSOLUTE POPULAR SPIRIT).

Filko began developing canvases in Germany
featuring a bleached figure, as if transferred from
the Transcendency cycle (1980). Gradually, he added
colorful accents and loosened his expressive style. As
Pia-Marie Remmers showed, the work Er antwortet
nicht gut (1981), which Filko painted after arriving
in Germany, can be read as an inaugural gesture of
an immigrant entering the Western art space. On
one side of the canvas, a statk German sentence
evoking a failure of communication, evaluation,
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or interrogation, while on the other side there are
Filko’s typical self-portraits and cryptic portraits of
people important to him in the form of primitive
silhouettes, with which he stages his inbetweenness in
Germany as a mystical stranger, as “other” to the
West, but also to the East, as an outsider, a shaman
from another “tribe.” Remmers considers the fig-
ures on the back of the painting Er antwortet nicht
gut (1981) to be “thinkers, scholars, or hermits” as
biographical and autobiographical in the figure of
the iconographic type Schmergensmann (Vir dolo-
rum — Man of Sorrows), a symbol of sacrifice that
has overcome death.”” According to her, the white
“shamanic” silhouettes belong to the conscious
self-mythologization of an emigrant who, in a new

% REMMERS, P: Red Exile? Stano Filko and the (Post-)Modern
Age. Masters thesis, Wien 2024.



environment, presents himself as the bearer of a
different, difficult-to-read knowledge. At the same
time, however, these motifs belong to Filko’s legend
about the artist, in which the overcoming of two
clinical deaths (1945 and 1952) is significant.

The return to figuration from abstract emptiness
and cosmic transcendence to the physically anchored
experience of suffering in Filko’s painting practice
touches on the paradox that James Elkins identified
as a structural problem of contemporary art. Ac-
cording to him, religious language has been pushed
out of public discourse, but its affective forms per-
sist. In this context, Elkins speaks of “ rhetoric of
disappearance, endings, and vitiated resurrection.”®!

Filko’s painting from this period offers a view
of the patriarchal model of postmodern spiritual-
ity, in which physical pain, affect, and suffering are
inscribed into the artwork as proof of a mission
or election, typical of the apocalyptic ideas of
contemporary art, which personify the crises of
the world in the male body, bearing the burden of
redemption.®” It arose from the specific situation of
an emigrant from the socialist bloc, shaped by the
myth of the avant-garde artist and its heroic, tragic,
and utopian content, reflecting the archetypes of
the Western canon, but also a completely different,
structured scene dominated by political pressure
and censorship.

In this sense, Filko’s German paintings can also
be read through the Christian ascetic imagination,
which Virginia Burrus describes as an affective
economy of scarcity that cannot be filled, but only
overshadowed by the joy of suffering: “Lack is not

0 When I was a little 8-year-old boy, I experienced brain death: I was pas-
turing cows / TO PROTECT THEM FROM EALLING INTO
A QUARRY PIT/, and fell into a hole five metres deep. 1 remember
/SEEING FROM A HEIGHT my dead body /I ON THE
EARTH 34-5-D ... AND I PARTED WITH MY EAMILY/
/SF SPIRITEAQ + SOULIFE — FLEW IN TUBEINDS
10. TO 11. WHITE — 12. TRANSPARENTEAOOQEEQ
= THERE IN 5-D DECISIONS WERE FROM OTHER
SPIRITSEAOQ + SOULIFE ABOUT ME SF . FATESE .
KARMASF — FATE — FORTUNE — DESTINYSF/ ...
/SE/ worked for | STATE/ tank producer [+ HEAVY WEA-
PONS—CANNONS—IN TRENCINIQ + ROCKETSA00Q/

1 worked on a crane, 1 slipped and canght a 380 V" cable. I experienced
a second brain death. | AFTER A SECOND PARTING WITH
MY FAMILY I BEGGED ASKED + SF FLIGHTAOQ IN
A TUNNEL — AT THE END WHITE + TRANSPAR-

filled but eclipsed, suffering not eradicated but sur-
passed in joy. The secreted physicality of pleasure
and pain opens onto the expansiveness of the soul,
cuts between souls, extends beyond, reaches for ...
God? reaches, then, across every limit while honoring
the finitude of all existence.”® Filko’s painting from
this period visually articulates this paradox of bodily
spirituality: pain, touch, and the body’s trace do not
become a negation of spirituality, but its condition.
In this sense, Filko’s work continues a long tradition
of masculine-coded Christian spirituality, in which
authority and knowledge are based on asceticism.
During his American period, this affective-spiritual
register was further expanded to include artistic, cos-
mological, technological, psychological, philosoph-
ical, esoteric, and other influences, culminating in a
complex ontological model, later known as the SF
System, in which Filko organized his own existential
experience, knowledge, and emotions, including his
fear of death. The handprints, crosses, and gestural
interventions in his paintings, therefore, do not rep-
resent an expression of authorship in the traditional
painterly sense but rather indexical traces of physical
presence, work, and vulnerability. The painting be-
comes a place of touch, struggle, exhaustion, pain,
but also the author’s messianistic drve.

However, he also thematized and mystified his
arrival in the America of his dreams. In several
works and text art pieces, he referred to this very day:
“December 13, 1982: first day in the USA — NYC
in America.” Documents from his private archive
in New York illustrate that as early as 1985, Filko
began to seriously consider a system of radiant en-

ENTEAOOQ + RETURNINGSF — THEIR DECISIONQ
5-D — SOULIFE UPTIME — TOUCH OF SOUL — SOU-
LOVE/ I fell /FROM A 5-6 M INDOOR CRANE/ onto a
cannon, 1 fainted and they took me to hospital / THERE THEY
RESURRECTED BY/ During my first and second brain deaths I
was [in 4-D DSUQ UP 300,000 KM/ S/ aware of my nind and
sight. Here too I realized my thought structure throngh mzy central mind.

' ELKINS, J.: On the Strange Place of Religion in Contemporary Art.
London 2004, p. 126.

6 See also HEARTNEY, E.: Doomsday Dreams: The End of the
World and Contemporary Art, London; New York 2019.

8 BURRUS, V.: The Sex Lives of Saints — An Erotics of Ancient
Hagiography. Philadelphia 2024, p. 162.
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ergy centers in multidimensional space-time — seven
chakras in the existing three-dimensional scale — with
the intention of restructuring his entire body of
work to date and setting future artistic strategies.
Critic John Russell wrote in a 1984 review of an
exhibition by three artists at the Jack Tilton Gallery
in New York that Filko “brings the authentic ener-
gy of expressionism to his paintings of Superman
and Superwoman.”** Filko exhibited paintings and
painting installations at the group exhibitions Special
Projects (spring 1986) at MoMA PS1 and Working
in Brooklyn: Painting at the Brooklyn Museum
(1987), which was part of a series presenting the
local and international art scene, which at that time
was “dominated by individual sensibilities exploring
various neo-isms.”® In a statement in the catalog, he
presented his legend—he is an “underground” artist
trom Czechoslovakia who is currently in his fourth
creative period (the year 1970 is missing): 1st period,
1960—65: Gnostic; 2nd period, 1965-69: Cosmolog-
ical; 3rd period, 1971-77: Theosophical-total... 4th
period, 1978-87: Empirical, contemporary, trans-
formers, garbage, abstract..”® This is followed by a
series of concepts that the artist associates with this
fourth period as defining, including the Moravian
Venus around 25,000 BC. In a letter of recommen-
dation to the Pollock-Krasner Foundation from this
period, Charlotta Kotik wrote: “Filko calls his current
creative period (1978—present) ,empirical’. Among
his current themes are motifs from Native American
art, punk rock, and people living in the contemporary
jungle. He also comments on his previous creative
periods and criticizes contemporary materialism
and decadence in a non-figurative way. Stano Filko
appears to be a sensitive and imaginative artist who
sticks to his unique principles. His life suggests that
he does not mind sacrificing his personal comfort
and material well-being for his ideals.”’

New York in the early 1980s was a place of ex-
treme concentration of opposites: economic boom

¢ RUSSEL, J.: New Painters. In: The New York Times, June 6,
1984.

% Private archive.

8 Stano Filko. In: KOSS, E. — ANTONIDES, J. Eds.: Working
in Brooklyn: Painting. New York 1987, p. 22.
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and precariousness, media expansion and personal
isolation, the return of painting and, at the same time,
a deep crisis of modernist utopias. This situation
was dramatically exacerbated by the AIDS epidemic,
which fundamentally reformulated perceptions of
the body, sexuality, intimacy, and death. Filko initially
responded with a radical shift in his painting toward
existential physicality, eroticism, and raw expressive-
ness, toward painting with collage and assemblage
elements. While in previous periods white dominated
as the color of ontology and transcendence, in his
American works red and black came to the fore, the
colors of blood and vulnerability, Eros and Thanatos.
One of the most striking features of this phase was
the repeated use of the word AIDS, which Filko
painted directly onto the canvas as a raw, uncom-
mented sign of the reality of the time. These works
expanded his painterly language into the realms of
assemblage and environment, reinforcing the au-
tobiographical dimension of Filko’s work. (Fig. 8)

Filko began systematically collecting notes, di-
agrams, text art, and conceptual records, in which
the work of art ceased to be understood as an au-
tonomous object and began to function as part of a
growing whole. The turning point of his American
exile was 1984, which he repeatedly recorded in
the SF Archive as a moment of existential crisis.
The experience of physical exhaustion, existential
threat, and proximity to death was transformed
into the concept of the black EGO, located above
the three basic dimensions. This moment did not
mean a retreat from painting, but its reformulation:
expressive figurativeness gave way to non-referential
compositions in which basic geometric shapes and
color relationships were explored, as Charlotta Kotik
reflected.®®

American exile represented the most intense and
conflicted phase of Filko’s painting, Painting became
a place where physical experience, social crisis, and
spiritual search were transformed into raw, hybrid

7 Pozsi HRABUSICKY, A. — GREGOROVA STACH, L.:
Universal Environment. London 2023; KOTIK, Ch.: Working
in Brooklyn/ Painting. In: KOSS/ANTONIDES 1987 (see in
note 60), p. 10.

% KOTIK, Ch.: Warking in Brooklyn/ Painting. Tn: KOSS/AN-
TONIDES 1987 (see in note 66), p. 10.



Fig. 10: Erik Binder: Porovnavaci Zivotopis 30 série Hmotel Hybe | Comparative Resume from the Hmotel Hybe series, 2017, mixed media (pencil,
Jelt-tip pens, acrylate sprays) on folded paper, 59.4 X 119 cm. Private collection.

imagery. For Filko, painting was a tool for survival
and ontological struggle. (Fig. 9)

His artistic practice was never tied exclusively
to the image, object, or installation, but to a long-
term process of thinking, writing, and systematic
self-creation. In addition to painting and working
with space, he developed an ambivalent conceptual
practice throughout his life, which he referred to as
texct-art or “verbal painting” For him, text was not
a commentary on the work or an accompanying
explanation, but an autonomous medium in which
autobiographical, contextual, ontological, cosmo-
logical, and spiritual questions were articulated with
the same intensity as in projects, paintings, objects,
and installations.

It was in his text art that Filko most thoroughly
developed his holistic SF System as a personal spir-
itual cosmology. Texts, diagrams, keyword entries,
lists, chronologies, symbolic equations, and frag-

mentary manifestos created a parallel layer of his
work that constantly responded to the emergence
of new objects, installations, and painting cycles.
System ST was thus formed not as a closed theoretical
model, but as an open, constantly rewritten map of
being, combining biographical events, metaphysical
reflections, art history, science, religious systems, and
personal mythology.

Ilya Kabakov, who emigrated from Russia via
Austria in 1987 and eventually settled in the United
States, demystified the dream of a cosmic future,
particularly in his installation The Man Who Flew into
Space from His Apartment (1987). It depicts a scene
from a room in a Moscow communal apartment,
where, after years of preparation, a fictional character
representing certain aspects of the artist himself cat-
apults himself into space using a homemade device.
Like Kabakov, Filko had a strong calling for self-in-
stitutionalization and thus for the museumization of
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his art. Kabakov realized this through fictional char-
acters who were artists, while his installations served
as metaphors for the museum and the world of art.
Filko, on the other hand, developed his complex SF
System and his own fictional identities.”

Of particular significance is the introduction
of his four clones, the first three of which were
created in the United States in 1988: Stanislav Filko
1937-1977, Stan Fylko 1978—1987, Stan Phylko
1988—1997, and Phys 1998—2037. They appear on a
flyer for his solo exhibition at the Donnell Library
Center in 1987, under a photograph of the work
Mobile Installation — a mysterious spatial self-portrait
as a painterly installation with soft reflective surfac-
es that reflect a pink rocket in the middle with the
enigmatic inscription: ”1958—-60-78 Filko — Fylko.”
On the back of the leaflet is a three-color flag. In a
handwritten note, Filko added a basic explanation of
his art, which was probably intended for his compa-
triots: My art belongs to the conceptual movement;
it has three different dimensions or three paths of
the same energy as the Slovak flag: biology — red;
cosmology — blue; ontology — white.””

During his lifetime, Stano Filko became an insti-
tution, his own museum, which he materialized in
his house-studio (in his own words, “depository”)
on Snezienkova Street in Bratislava: ”From this
two-story building, you can go out onto the roof,
which offers a beautiful view of the entire city, the
flowing Danube, and the plain around it. One gets
the impression that this is an alien station that has
built a hidden but ideal place to observe the world
from this observatory. At the same time, Stano Filko
himself acts as a mediator between different worlds,
not as an ambassador of deeper layers of meaning,
but rather in a more realistic sense, as a mediator

% For almost thirty years the life of an unofficial artist was spent
inside a locked and sealed world. All this time unofficial artists
and authors were barred by strict political, ideological and
aesthetic censorship from exhibiting or publishing their work.
Caught in this virtually ‘cosmic’ isolation, artists in these circles
had to be entirely self-reliant and depend on one another to
petform the roles that others should have played: viewers,
critics, experts, historians and even collectors. GROYS, B.:
Re-Inventing Authorship. In: BINGHAM, J. Ed.: No# Everyone
will be Taken to the Future. London 2017, p. 37.

0 Private archive.
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between different levels of experience.”””” Since 2005,
he had been planning to build a Gesamtkunstwerk of
his work as Ark in Velka Hradna, although both
projects of self-institutionalization ended up as ruins
of utopian visions. Stano Filko painted, wrote, and
systematized right up to the very last moment. In a
state of physical exhaustion, he worked from his bed.
This gesture concludes the entire arc of his work as a
consistent and uncompromising ontological practice.

Painting as Identity after 1989:
Erik Binder

For Erik Binder’?, painting was an integral part
of his intermedia program, through which he
navigated an unstable and fragmented world. It
was like an open process of tuning, recording, and
transformation.

Binder’s painting practice grew out of the moun-
tainous nature and urban dynamics of his native
region, its visual and auditory stimuli, and constantly
rewritten surfaces. The alternation of the rhythms
of the countryside and the city was inscribed in his
painting gesture in layers of (seemingly) random
interventions. Through his creation of urban poetry,
he expanded his artistic thinking (“the city sleeps/
and the city dreams/ and millions of dreams/ fall
into the sewers”). Painting with anything on any
surface, spray paint drips, and layering deposits of
various techniques created a record of the artist’s
performative movement.

Binder’s intensive drawing and graphic practice
was also part of this expanded field. For him, draw-
ing was a daily recording tool — a diary form of
thinking in lines, gestures, and signs.” As a strong
draftsman, he systematically worked with quick,

T BROZMAN, D. — GRZONKA, P. Eds.: Stano Filko. Praha
2005, pp. 99-100.

2 Erik Binder (1974 Hnust'a-Likier — 2023 Bratislava) was a
Slovak visual and intermedia artist. He worked in painting,
drawing, objects, installations, performance, and music. He
graduated from the Academy of Fine Arts and Design in
Bratislava and founded several collective platforms. He
exhibited at the 50th Venice Biennale (2003).

7 TAMASOVA, A.: Erik Binder: Nekoneiny pribeh/ Erik Binder:
Neverending Story. Bratislava 2023.



Fig. 11: Erik Binder: Et in Arcadia Ego; Freudistickd analyza obragn | The Freudist Analysis of the Painting; Doplnenie bezpecnostnych prokov
v Sillade s predpismi EU | The Completion of the Safety Components in Accordance with EU Regulations, zo série Pimp My Art (Dr. Binder
zachrariuje wmenie na branici smrti) | from the Pimp My Art series (Dr. Binder Saves Art on the Verge of Death), 2017, mixed media, found
objects, assemblage, acrylic on canvas, 63 X 92 X 5 ey 77 X 104 cm; 78 X 104 cm. Installed in the exhibition NOITIBIHXE. Labyrinth of
Erik Binder, 2021, Slovak National Gallery. Courtesy of the Erik Binder Estate. Photo: Martin Defko.

spontaneous drawing, fragments, text, and signs,
which were later transferred to painting, objects,
or installations. In Binder’s case, drawing was not a
preparatory phase, but an autonomous medium of
thought and existence that maintained a continuous
flow between body, consciousness, and image.
Maps and diagrams are part of Binder’s appara-
tus of post-conceptual tools. Comparative Biography
(2010) is an exceptional retrospective of personal
experience in connection with historical, social, and
cultural coordinates. (Fig. 10) In the series Hmotel
Hybe (2016-2021), he returned to memories of his
childhood. Motel Hybe, where Binder lived as a child,
was a place where the local and the global met during
socialism—the everyday life of work, care, and hos-
pitality with the experience of foreign visitors. He

captured the Central European post-socialist identity
as a network of relationships between the country,
family, work, specific places, and small “miracles”
in everyday life.

Binder had a special relationship with the Slovak
countryside. With hindsight, he understood nation-
ality as a historically burdened category, which he
subjected to criticism, humor, and destabilization in
his work. In this context, we also read his conscious
appropriation of Roma ethnicity, which he used as
an act of protest against nationalism, xenophobia,
and the homogenization of Slovak identity.

The series Woodoo Ciémany, created in 2010
during Binder’s creative residency in the US, was a
concentrated articulation of his relationship to the
Slovak landscape and identity. By transferring the
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Fig. 12: Erik Binder: Pra-skld 1—15 | Grand Archaic Mirrors 115 (detail), 20192021, artist’s own technique, glass, acrylate sprays, heights
73—180 cm. Installed in the exchibition NOITIBIHXE. Labyrinth of Eri Binder, 2021, Slovak National Gallery. Courtesy of the Erik Binder

Estate. Photo: Martin Deko.

ornamentation of Ci¢many wooden houses to the
global urban environment of New York, he created
an ironically inverted “piece of homeland” that
also included a graffiti fresco painted in the public
space opposite the window of his apartment (with
the building owner’s permission). His “cic-money”
ironically commented on the museumification and
self-colonization of Slovak culture through the
exploitation of folklore. In addition, he created
hundreds of letters in the series Woodoonrbanism and
Subway Kabala, spray-painted on maps of Manhattan.

Binder’s studio in a former socialist grocery store
in Bratislava’s Karlova Ves provided the author
with a working environment and an open space for
meetings and collaboration. It emerged as a proces-

™ The exhibition Sediments of the World (Bratislava City Gal-
lery, April 17, 2025 — September 28, 2025, curated by Nada

52

sual 7otal work, in which unfinished paintings, found
objects, musical instruments, technologies, archives,
books, drawings, posters, fragments of older works,
electronics, and equipment were layered. Binder’s
collecting and “bricolage” was his way of thinking;
he first preserved things and ideas, then rearranged
them, reactivated them, and allowed them to enter
into new relationships.” The studio was a living
ecosystem in which individual creation, collective
situations, and the social dimension of art naturally
intertwined. Collaboration was a fundamental part of
Binder’s practice. Projects with Gabriela Binderova
(Kunst-fu), the painter duo Binderfresh with Viktor
Freso, collaborations with Palo Cejka, later with Jan
Triaska, Martin Vongrej, and Michal Strompach

Kancevovi) presented Binder's studio in the form of a video
(by Michal Strompach).



expanded the concept of authorship and blurred
hierarchical divisions of roles.

Binder’s studio inspired the title of an exhibition on
contemporary painting —a medium after his acclaimed
death: Painting affer Painting. In his statement in the
catalog, he wrote: “I'm into painting for reasons other
than art. I see the surface I paint on as an untuned
screen of a new receiver, where I search, tune, scratch,
and caress the image. The image is like a broadcast.
Sometimes the image is clear, and sometimes differ-
ent channels and broadcasts get mixed up (...). Then
the name “broadcast” often blossoms, introducing
the viewer to the broadcast and selling tickets at the
entrance to the image space. I like images that can be
traversed, read. I also like the painting that remains
after painting...””

Binder’s work was like a stream/river — i.e., a flow
— an ontological diagram of a complex system of
flows, identities, and time layers, enabling orientation
amid instability, interruptions, and transformations
characteristic of the post-socialist Central European
experience. He described himself as a “non-concep-
tual artist, because he does not create, but finds.”’® At
the core of his methodology was working with chance,
error, failure, destruction, and reconstruction — with
a sense of perspective: "Humor (but not adolescent
jokes) is a means of communication, mediated by
knowledge, through which reality is reevaluated.””
Recycling, appropriation, and “conceptual repair” of
found kitsch, rejected, or damaged painted images was
evident, for example, in the series Pizp My Art— Dr.
Binder Saves Art on the Verge of Death (2017). (Fig. 11)

He had a long-standing interest in spiritual, reli-
gious, and mythological systems, which he studied
in historical, anthropological, and practical contexts.
In the last years of his life, he devoted himself in-
tensively to the practice of Dzogchen Buddhism,

s BINDER, E. In: KUSA/GREGOROVA/MITASOVA 2010
(see in note 16), unpaginated.

76 BINDER, E. In: GREGOROVA STACH, L.: AVATSYT -
Labyrint Erika Bindera) NOITIBIHXE: Labyrinth of Erik
Binder. Bratislava 2021, unpaginated.

7 In: KUSA/GREGOROVA/MITASOVA 2010 (see in note
14), unpaginated.

meditation, and physical exercises, which he un-
derstood as tools for expanding consciousness and
cultivating attention and mindfulness. Naturally, he
also transferred these practices into his artistic work.
Spirituality did not function for him as an illustrative
motif or symbolic repertoire, but as an ontological
way of existing and perceiving the world, which was
inscribed in the process of creation, the rhythm of
work, and the relationship to the material.

He was an active musician, D], performer, and
poet. In addition to the fujara (a traditional Slovak
flute) and his own sound objects, he used electronic
instruments and digital interfaces. He combined
breath, sound, and rhythm with painterly gestures
and physical movement. “Binder’s work manifested
itself as a sensory apparatus in which experience—
often borderline, psychedelic—was directly trans-
formed into matetial, object, and image.” The solo
exhibition Avafsyv at the Slovak National Gallery
also enabled the recording of a significant part of
his painting and intermedia work.

The project Prenmatrisc (2016), in collaboration
with Zoja Zupkové and with music by Andrej Se-
ban, connected painterly thinking with performance,
scenography, and spatial installation. Peter Tajkov
characterized it as “a microcosm of Binder’s imagina-
tion,”” that transcended the collection of individual
works and created a complex environment of entry
and immersion. The painted used tires (like the paint-
ing itself) gained a new, transformed life. He created
the video installation in collaboration with Pepo
Ehrenberger and his sons, Max and Alek, thereby
supporting the work’s generational dimension.

Postsecularity manifested itself in his work as a
consistent use of various religious codes in a situa-
tion where “visual signs and memory icons are no
longer self-explanatory.”® This approach had a long-

8 MONCOTOVA, L: Postkonceptualizmus ostrjch hrén —raz
si na vrchole a raz dole (Erik Binder v Slovenskej narodnej
galérii). In: Profil 2021, no. 2, p. 109.

" TAJKOV, P: Prenmatrix. Kosice 2016. Unpaginated.

8 PAHUD DE MORTANGES, E.: Icon Meets Icon. On the
Intersection of the Visual Culture and Gender Performance
in Postsecular Art and Fashion. In: GRENZ, S. — GUTH,
D.-BOKA, E. - UYSAL, E Eds.: Gender and Postsecularity in
Visnal Culture and Knowledge Production. Wien 2024, pp. 22-23.
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Fig. 13: Emilia Rigovi (Bari Raklori): From the cycle The Place Where Nothing Will Grow Anymore | Z cykln Miesto, kde ng nic nevyrastie, 2026,
mixced media (digital painting, pigment print, oil on canvas). Installed in the exhibition Golden Repair, Ludwig Musenm, Budapest. Photo: the artist.

term continuity in his work. Already in the project
Superstart (Venice Biennale, 2003), the post-secular
position manifested itself in the transfer of Chris-
tian iconography into physical practice. As Michal
Kolecek wrote, ’Jesus Christ exercises on gymnastic
rings... His performance is absolutely flawless, al-
most divinely.”” Here, Christ was neither an object
of worship nor a target of irony, but a body in a
mode of performance—a body that carried spiritual
meaning through physical discipline. Spirituality did
not appear outside the spectacle, but within it, as its
tension and paradox. At the same time, the artists
used art marketing aesthetics to mock the institu-
tional mechanisms of the art world.

¥ KOLECEK, M.: We are willing to die a natural death for art.
In: BONAML F. — FRISA, M. L. Eds.: La Béennale di VVenezia.
50th International Art Exchibition — Dreams and Conflicts: The
Dictatorship of the VViewer. Venezia 2003, p. 572.
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In the series Pra-skld (2019-2021), Binder worked
with the fragility, tension, and transparency of glass
and its cracks as drawings in space and as records of
physical intervention. According to him, the ruined
art in the Pra-skla series “in all its splendor of frag-
ile beauty expressed moments in which flashes of
nostalgia for days of safe games appear in the ruins
of darkness.”® (Fig, 12)

Binder was sensitive to issues of gender, identity,
spirituality, and the power of representation. Atten-
tion to otherness was an integral part of his artistic
practice and ontological thinking. He worked with
religious, mythological, and cultural codes in a situ-
ation where they had lost their universal normative

* BINDER. E. The dispute over the labyrinth of consuming
time. In: GREGOROVA STACH 2021 (see in note 76),
unpaginated.



Fig. 14: Monika Pascoe Mikyskova: Untitled from the series Memories That Aren’t Mine | Bez nazvu 20 série Spomienky, ktoré mi nepatria, 2025, acrylic
and oil pastel on paper, each 150 X 160 cm. Installed in the exchibition V'zpominky, které mi nepatiy, PLATO Ostrava. Photo: Dominika Goralska.

validity. In his own words, he was a “child of change”
and felt like “part of the transformative period of
our country.”®

Conclusion:
Painting as a resistant ontological practice

Binder’s expanded painting was an ontological
practice of remaining in the present. Painting creates
an intergenerational bridge to authors working with
identity, body, and memory.

8 Tbid.

% Emilia Rigové a. k. a. Bari Raklori (1980 Trnava) is a Slovak
multimedia artist and pedagogue. She is a laureate of the Oskar
Cepan Award (2018) and, since 2024, an associate professor
at the Academy of Arts in Banskd Bystrica. Her work focuses
on Roma identity, collective memory, and historical violence.

Authors such as Erik Binder form an important
link between the post-war tradition of ontological,
systemic, and environmental thinking and younger
authors who develop painting as a sensitive tool
for working with identity, the body, and historical
experience. Emilia Rigova*" and Monika Pascoe
Mikyskova® build on the expanded understanding
of painting, but shift it to different ethical, political,
and epistemological planes.

Rigova develops painting, intermedia, and perfor-
mative practices as a medium for collective memory

% Monika Pascoe Miky$kova (1983, Zilina) is a Slovak visual
artist who focuses on painting and its intermedia forms. She
is a finalist for the Oskar Cepan Award (2022) and her prac-
tice focuses on the relationship between humans and plants,
ethnobotany, and ecological memory.
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and trauma, anchored in the Roma experience in
Central Europe. As she states in her artist statement:
“l am Emilia, I am Bari, I am a woman, I am Roma,
I am Slovak, I am European, and I am much more.”*
Her alter ego Bari Rakléri (since 2012) draws on the
in-betweenness of different identities and understands
her work as a model of space in which gaps and
intersections of difference exist. Visually, as well as
curatorially and research-wise, she addresses the sup-
pression of national, ethnic, and sexual minorities in
history and the present. In her new conceptual paint-
ing cycle featuring empty female bellies, she addresses
the issue of violent and secret sterilizations of Roma
women during socialism in Czechoslovakia, linking
family experience with political history. Her approach
allows for a “reparative reading,” as formulated by
Eve Kosofsky Sedgwick.”” Rigova’s painting thus
serves as both a body and a medium of reparation,
opening trauma and enabling transformation. (Fig. 13)

Pascoe Mikyskova develops her painting prac-
tice as a long-term relationship with nature, which
she understands as a living archive of memory and

% RIGOVA, E. cit. podla: GREGOROVA STACH, I.: Hranice
navzajom sa prekryvajicich (ne)identit. In: GAVULOVA,
L. Ed.: Cena Oskdra Cepana 2018/ Oskdr Cepan Award 2018.
Bratislava 2018, p. 126.
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experience. Her work is characterized by slowness
and an emphasis on care, growth, and cyclicality.
She consciously breaks away from the logic of rapid
production and spectacularity. An important part of
her program is her collaboration with botanists and
ecologists, through which she connects her artistic
research with her personal female and maternal
experiences and with her care for the landscape. In
her solo exhibition Memories That Do Not Belong
to Me at PLATO Ostrava (2025), she introduced
the expanded autobiographical dimension of her
work. It is based on memories of her grandmother
and their joint herb-gathering, especially St. John’s
wort (Hypericum perforatum). The plant became a
carrier of intergenerational memory and matrilineal
traditions of pain, care, and healing. (Fig. 14)

The common denominator among selected Cen-
tral European artists of different generations and
contexts is not similarities in style or iconographic
registers. Rather, it is the remarkable ways in which
they have placed painting at the center of their mul-
tifaceted work as an intrinsic art practice.

¥ KOSOWSKY SEDGWICK, E.: Epistemology of the Closet.
Berkeley CA 1990, p. 22.
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Maliarske korene sucasnosti v strednej Europe

Lucia GREGOROVA STACH

Mal’ba ako ontologicka prax

Maliarstvo celilo (aj) v dejinach povojnového
umenia v strednej Eurdpe vlastnej diskreditacii,
odsunutiu na okraj ,,aktualnych® umeleckych stra-
tégil. Ako mimoriadne odolna a produktivna forma
umeleckej praxe je malba schopna rozsirovat’ sa
a absorbovat’ ontologické otazky, ktoré sa v tomto
priestore formovali v dosledku historickych ruptar
20. storocia.

Jadro stadie pracuje s tromi hlavnymi priklad-
mi: Mariou Lassnig, Petrom BartoSom a Stanom
Filkom v otvorenych modeloch interpretacie, ktoré
umoznuju sledovat’ premeny maliarskeho jazyka
od povojnovej avantgardy az po sucasné postkon-
ceptualne a postmedialne programy. Cielom stadie,
vychadzajucej z kuratorskej praxe, je poukazat’ na
pretrvavajuce ,,maliarske korene sucasnosti®.

Otazka identity patri k dlhodobo formujucim
problémom umenia strednej Eurépy, najma po roku
1945. Skusenost’ regionu opakovane formovaného
rozpadmi, stratou kontinuity a posunmi hranic viedla
k specifickému typu umelecke;j reflexie, v ktorej sa
identita nevlastni, ale praktizuje ako vzt'ah, skiska
a prezivanie v case. Piotr Piotrowski v roku 2000
napisal: ,,Niet pochyb, Ze historicko-geografické
siradnice strednej Eurdpy su tekuté a zazivame his-
toricku a zemepisnu premenu a sme medzi dvoma
réznymi priestorovymi krivkami. , Trajektorie’ kultary

! PIOTROWSKI, P: The Grey Zone of Europe. In: PEJIC,
B. — ELLIOT, D. (eds.): After the Wall: Art and culture in
post-communist Eurgpe. Stockholm 1999, s. 36.

2 ANDRAS, E.: Gender Minefield: The Heritage of the Past,
attitudes to feminism in Eastern Europe. In: n.paradoxa online
issue, €. 11, oktober 1999, s. 8.

strednej Eur6py sa menia: ich geografické referencné
body sa stavaju zlozitej$imi.*!

Ako upozornila Edit Andras, po roku 1989 sa
strednd a vychodna Eurépa dostala do paradoxnej
pozicie, ked’ bol region reintegrovany do globalnych
politickych a ekonomickych struktar, no zaroven
diskurzivne konstruovany ako ,,iny* — ako priestor
oneskorenia, nedostato¢nej modernity alebo kulttr-
nej nekompatibility. V tomto nastaveni sa identita
neartikuluje prostrednictvom pozitivneho sebapo-
tvrdenia, ale prostrednictvom neustileho vyjedna-
vania medzi vnatornou skisenost’ou a vonkajsimi
normami, o¢akdvaniami a projekciami.?

Projekt Former West pod vedenim Kathrin
Rhomberg sa zameral na vyskum toho, ako sa po
roku 1989 nestal ,,byvalym®len Vychod, ale aj Zapad,
ktorého hegemonicku kultarnu a politickt poziciu uz
nebolo mozné povazovat’ za samozrejma.’

Koncept ,,treticho priestoru® Homiho K. Bhabhu
posuva uvazovanie o identite od statickych definicif
k procesu vyjednavania, prenosu a hybridity: ,,A tym,
ze preskimame tento treti priestor, mozeme unik-
nat’ politike polarity a stat’ sa inymi verziami seba
samych.* Identita sa nevytvara ani navratom k ,,Z4-
padu®, ani prijatim ,,Vychodu®, ale v priestore medzi
nimi. V maliarskych programoch sa tento #re# priestor
neartikuluje deklarativne, ale prostrednictvom hyb-
ridnych vizualnych jazykov, palimpsestovych vrstveni,
prerusenych narativov a prace s telom a pamitou.

Vyskumny kuratorsky projekt iniciovala K. Rhomberg s M.
Hlavajovou v organizacii BAK, basis voor actuele kunst
v Utrechte (2008 — 2016); pozri HLAVAJOVA, M. — SHEI-
KH, S. (eds.): Former West: Art and the Contemporary after 1989.
Cambridge 2016.

* BHABHA, H. K.: The Location of Culture. London 1994, s. 56.
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V tomto rozsirenom ramci sa stredoeurépske
maliarstvo javi ako pole, v ktorom sa r6zne margi-
nalizované a vytlacané skdsenosti (romske, zidovské,
rusinske, balkanske, ukrajinské ¢i migrantské, ale aj
rodové, ako zenské a queer) zapisovali do obrazu
nepriamo. Tieto ¢asto mnohonasobné identity sa
v malbe lokalnych neskoromodernistickych a neo-
avantgardnych pristupov neobjavuji primarne ako
tematické reprezentacie, ale ako techniky prace
s obrazom. Takéto maliarske stratégie funguju ako
formy performativneho vyjednavania medzi imperi-
alnymi, postsocialistickymi aj rodovymi dedi¢stvami
v priestore medzi regionalnymi a medzinarodnymi
kanonmi.

,,Horizontalne dejiny umenia“ Piotra Piotrowské-
ho odmietaju vertikalne modely centrum — periféria
v prospech situovanych, paralelnych narativov.
V manifeste publikovanom v roku 2008 trval na tom,
ze ,,zapadné dejiny umenia“ treba pomenovat’ ako
jednu z viacerych dejinnych perspektiv a umiestnit’
ich vedla inych regionalnych pribehov v rovnakom
analytickom poli.” Nasledujice diskusie ukazali nie-
len potencial, ale aj limity tejto paradigmy.® Zaroven
vsak potvrdili jej politicky a epistemologicky vyz-
nam: horizontalne ¢itania neprovincializuju stredna
Eurépu, ale umoziuju artikulovat’ jej Specifickost’
bez opakovania binarnych opozicii centrun — periféria.
V tomto zmysle mozno interpretovat’ stredoeurép-
ske maliarstvo ako pole mikrohistorif v polyfénii, nie
ako oneskorenud ozvenu zapadnych tendencii.

Diskusia o tzv. postmedialnom stave umenia
vychadzala z predpokladu, Ze umelecky vyznam sa
v stcasnom umeni presuva k diskurzivnym a institu-
cionalnym rimcom.” V tomto modeli sa mal’ba javi

> PIOTROWSKI, P: On the Spatial Turn, or Horizontal Art
History. In: Uméni/ Art, ro¢. 56, 2008, ¢. 5, s. 378 — 383.

6 Pozti tiex ORISKOVA, M.: Duwojhlasné dejiny umenia. Bratislava
2002; HOCK, B.: Is There Life after Canonical Certainties?
In: Umeni/ Art, 2021, roc. 69, & 2, s. 164 — 173; RAMPLEY,
M.: Networks, Hotizons, Centres and Hierarchies: On the

Challenges of Writing on Modernism in Central Europe. In:
Umeéni/ Art, 2021, roc. 69, ¢. 2, s. 145 — 162.

7 KRAUSS, R.: A Voyage on the North Sea: Art in the Age of the
Post-Medinm Condition. L.ondon; New York 1979.
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ako forma, ktorej $pecifickost’ bola absorbovana
sirSim polom umeleckych stratégii. Konceptualna
dematerializicia umenia® neznamenala koniec mal’by,
ale jej presun do iného registra. Zapadoeurépske
revizie mytu o ,,smrti“ malby, ako napriklad vystava
Lieber Maler, male mir. .., preramovali uz pochovanu
figurativhu mal'bu ako provokativnu a uprimnu,
kriticku a afektfvnu. Sabine Folie interpretovala gro-
tesknu lasku k malbe ako vedomé prijatie necistoty
v protiklade k puristickym kdnonom.” Jan Verwoert
upozornil, ze navrat malby po konceptualizme je
eticky akt — znovuprevzatie zodpovednosti za ob-
raz, gesto a viditelnost’ v prostredi, kde sa vyznam
¢oraz viac oddeluje od skusenosti."” Malba funguje
ako médium rozhodnutia: kazdé gesto je zaroven
zavazkom. Zostala miestom koncentracie koncep-
tualneho myslenia, performativneho gesta a prace
s ¢asom. Povrch obrazu zacal fungovat’ ako nosi¢
textu, diagramu, mapy ¢i archivnej vrstvy, pricom
si zachoval vizbu na telesnu pracu a materialnu pri-
tomnost’. Tento posun mozno chapat’ ako formu
postmedialnej reflexivity, nie ako opustenie média.
Z fenomenologického hl'adiska predstavuje mal’ba
materidlnu dohodu medzi viditelnost’ou a stelesne-
nim. Metleau-Ponty zdo6raznil, ze ,,maliar si so sebou
berie svoje telo* do diela. Tento ,,zmitok®, v ktorom
subjekt vnima a zaroven je vnimany, zaklada Speci-
fickt ontolégiu maliarskeho obrazu.'! Podl’a Isabelle
Graw si malba nad’alej uchovava ,,auraticku stopu®
prezitej prace, ktord nemozno uplne komodifikovat’.
Jej materialita je ,,zivot sam*, ked’Ze pigmenty a gesta
maju imanentny aspekt vitality a sebauplatnenia.
Malba ,,vytvara efekt subjektivity” prostrednictvom
viditel'nej stopy prace a afektivneho odtlacku pritom-

8 LIPPARD, L. R. — CHANDLER, J.: Six Years: The Demate-
rialization of the Art Object... (orig. 1973; essays 1966 — 72);
LIPPARD, L. R.: The Pink Glass Swan: Selected Essays on Fenminist
Art. New York 1995, s. 121 — 122.

* FOLIE, S.: Meta-Trash, or The Grotesque Love of Painting;
In: GINGERAS, A. (ed.): Lieber Maler, male mir. . . Betlin 2003.

" VERWOERT, J: Why Are Conceptual Artists Painting Again?
Because They Think It’s a Good Idea. In: Afterall: A Jonrnal
of Art, Context and Enquiry, 2005, ¢. 12, s. 7 — 16.

" MERLEAU-PONTY, M.: The Primacy of Perception. Evanston
1964, s. 162 — 163.



nosti umelca.'” Podl'a Jamesa Elkinsa by sme ,,nemali
zabudat’ na to, aka Sialena malba vlastne je*, na to,
ze ,,5a rodi v smradl'avom ateliéri, kde maliar pracuje
v izolacii celé hodiny a dokonca roky. Na to, aby
vytvoril krasny obraz v rame, musi umelec travit’ ¢as
zavrety s olejmi a rozpust'adlami, hladiet’ na drevené
povrchy potreté pigmentmi a snazit’ sa ich nanasat’ na
iné povrchy. (...) Spisovatelia a skladatelia maji k ho-
tovému produktu ovela blizsie: ich slova alebo noty
sa objavuju na stranke okamzite a ¢isto — nemusia sa
trépit’ S pisam’m pismen A, B, C alebo J. — ale maliari
musia pracovat’ v bahne nepoddajnych substancii*.””

Doéraz na procesualitu a telesnost’ silne rezonu-
je so stredoeurépskou skusenost'ou, v ktorej bol
akt tvorby obrazu neraz spojeny s presadzovanim
vlastnej existencie v podmienkach historického vy-
mazavania, cenzury alebo politického uml¢iavania.
Malba si tu udrzala vynimocné postavenie naprick
opakovanym vyhlaseniam o jej vyéerpani ¢i nahra-
deni konceptualnymi a intermedialnymi stratégia-
mi. Zostala miestom koncentracie individudlneho
vizualneho jazyka, ale aj performativneho gesta
a konceptualneho myslenia.

Odborné diskusie na Slovensku po roku 2000 ten-
to stav v sucasnom umeni pomenovali ako ,,malbu
po mal’be alebo ,,mal’bu v postmedidlnom veku®."*
Mal'ba zostava priestorom, kde sa stretava koncept,
telo a cas a kde sa identita moze uskutocnovat’ ako
proces, nie ako reprezentacia.

Maria Lassnig:
stredoeuropske Zenské telo

Tvorba Matie Lassnig'” predstavovala jeden z naj-
radikalnejsich povojnovych pokusov redefinovat’

12 GRAW,, L.: The Love of Painting. Genealogy of a Success Medium.
London 2018, s. 49 — 52.

B BELKINS, J.: What Painting Is. London 2000, s. 147.

4 KUSA, A. — GREGOROVA, L. — MITASOVA, M. (eds.):
Malba po malbe/ Painting after Painting. Bratislava 2010; GER-
ZOVA, J. (ed.): Malba v postmediilnom vekn/ Painting in the
Postmedia Age. Bratislava 2012.

15 Maria Lassnig (1919 Kappel am Krappfeld — 2014 Vieder) bola
rakdska umelkynia, kI'icova osobnost’ povojnovej europske]
mal’by a filmu. Studovala na Akadémii vitvarnych umeni vo
Viedni. V rokoch 1961 — 1968 posobila v Parizi, 1968 — 1980

samotnu podstatu maliarstva v stredoeurdépskom
kontexte. Tazisko expresionistickej tradicie v regione
preniesla z heroizovaného maskulinneho subjektu na
hybridné a zranitelné telo ako subjekt, ¢o sa v pro-
cese tvorby neustale znovu ustanovuje.

Podl'a Petra Pakescha urobila Lassnig z mal’by
,médium radikélnej subjektivity“.'® Jej autopor-
tréty podl'a neho nemozno chapat’ ako psycholo-
gické sebazobrazenia, ale ako obrazy samotného
vnimania.

Na viedenskej akadémii studovala pocas druhej
svetovej vojny aj pod vedenim profesorov, ktori
sympatizovali s narodnym socializmom. Neskor
spominala, ze na akadémii prevladala ,,malba tén
v tone* a akademicky realizmus, ¢o vnimala ako
dusivé. Po skonceni skoly sa vratila do Klagenfurtu
a jej ateliér sa v zlozitom obdobi po roku 1945 stal
miestom stretnuti intelektudlov a umelcov.

Na prelome 50. a 60. rokov sformovala zaklady
svojho programu. V Kndde! Fignration (knedlovej
tiguracii) sa telo objavuje ako zhutnena, neforemna
hmota vzdorujuca idealnej anatémii aj stabilne;
identite a je nositefom napatia. Pokracovala v sé-
riach Korperschreib a Schrei Bilder v 60. rokoch, kde
tarby maliarsky ,,zapisuju vnitorné stavy tela ako
afektivne pole, kde ,,farba mysli a citi“.””

Identita subjektu je vzdy v procese. Anna Schober
situovala tento pristup do $irsej povojnovej episte-
moldgie, v ktorej sa prekryvaja diskurzy vedy a mytu.
,Mal'ovanie bolo pre Lassnig divokym telesnym
aktom,* piSe Schober, pricom zdoraznuje, Ze maliar-
sky proces bol u nej formou poznania.'® Podla H.
U. Obrista sa ,,transcendencia pre fiu zacina telom*
v Kdirpergefiiblsbilder (obrazoch telesného citenia) alebo
neskor Karperbewusstseinsbildern (obrazoch telesného

v New Yorku. Po néavrate v roku 1980 vyucovala malbu na
Hochschule fiir angewandte Kunst vo Viedni. V roku 2013
ziskala na Benatskom bienale Zlatého leva za celozivotné dielo.

1 HOLLER-SCHUSTER, G. — LUCKOW, D. — PAKESCH,
P. (eds.): Maria Lassnig. Der Ort der Bilder. Kéln 2012, s. 53.

17 ,Die Farbe denkt und fiihlt Maria Lassnig. In: OBRIST,
H. U. (ed.): Maria Lassnig: Die Feder ist die Schwester des Pinsels,
Tagebiicher 1943 bis 1997. Koln 2020, s. 142.

'8 SCHOBER, A.: Innovationen des Mythischen und ironische
Differenzierung in Maria Lassnig Spatwerk. In: NICOLINI,
M. (ed.): Ich bin ganz Landschaft. Klagenfurt 2022, s. 97 — 98.
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vedomia)."” V manifeste Kirperbewusstsein z roku
1970 sa ostro vymedzila voci neskoromodernisticke;j
poziadavke stylovej koherencie a stabilnej umelecke;j
identity: ,,Ach, umelci, ktorf ste viznami svojho stylu,
ktori sa nevrlo pozerate na svet a tvrdohlavo chcete
zelenu ratolest’ superaspechu, odhod’te styl, kazdy
tyzden ho mente, kazdy tyzden mente svoje mena,
kazdy tyzden mente slovnik, svoj predpojaty nazor
na okolie a na politiku, na svoj sposob Zivota, mente
zamestnanie, predbehnite zmeny, ktoré nam pripra-
vila doba.** Mal’ba bola pre fiu nastrojom neusta-
leho sebaprepisovania v meniacich sa historickych,
telesnych a existen¢nych podmienkach.

Ustrednou ontologickou veli¢inou v tvorbe Marie
Lassnig bola bolest’ ako ,,najhlbsi bod duse®, bez
ktorého ,,nemozno napisat’ pravdivua vetu, nemozno
nakreslit’ nespochybnitelna ¢iaru.* Ide o epistemo-
logicky prah malby, kde sa telesna skusenost’ stiva
jedinym spol'ahlivym zdrojom poznania: ,,Jedinou
skutoénou realitou st moje pocity (...) vo vadtri mo-
jej telesnej schranky,” pricom sa vyslovne odvolava
na slova Franza Kafku, ze jedinou realitou je bolest”.*

V uvode publikovanej korespondecie od Ma-
rie Lassnig H. U. Obrist upozornil, ze jej denniky
a zapisy nemozno chapat’ ako sprievodny material
k dielu, ale ako paralelny priestor maliarskeho mysle-
nia. Lassnig ,,naciva sama sebe a vo svojich textoch
sa snazi pochopit’ hibsi zmysel veci. Citatela vedie
do pochybnych, neistych a neviditelnych sfér mysle
adusevného zivota (...)“.” Lassnigovej autoportréty
a dennikové zaznamy mozno chapat’ ako hybridné
formy myslenia vo farbe a jazyku, ktoré rozmazavaja
hranice medzi videnim a pisanim, eméciou a kon-
ceptom. Text a obraz su rovnocenné registre jednej

¥ OBRIST, H. U. — PAKESCH, P. - POSCHAUKO, H. W.
(eds.): Maria Lassnig: Briefe an Hans Ulrich Obrist | Maria Lassnig:
Letters to Hans Ulrich Obrist. Koln 2014, s. 8.

» LETTNER, N.: Maria Lassnig: Die Biografie. Die Emanzipa-
tionsgeschichte einer faszinierden Malerin der Gegenwart. Wien 2017,
s. 149.

2 BOEHM, G.: Leib und Leben. Die Bilder von Maria
Lassnig. In: HOLLER-SCHUSTER, G. — LUCKOW, D. —
PAKESCH, P. (eds.): Maria Lassnig. Der Ort der Bilder. Kéln
2012,s. 12 -13.

2 ORSINI-ROSENBERG, M. — NICOLINI, M.: Sie glaubte an

60

ontologickej praxe. Maliarsky proces sa pre fu stava
Selbstforschung (sebavyskumom), nepretrzitym experi-
mentom sebapoznavania, odohravajicim sa sucasne
v t'ahoch §tetca aj v praci s textom.* Tento proces
tiez ,,spritomnuje akt stavania sa zenou v dejinach
a namiesto stabilnej identity v nom Lassnig insceno-
vala werden (stavanie sa) ako feministicku aj existen-
cidlnu agendu.” Jej pocetné autoportréty meniace sa
zenské telo nedokumentujy, ale kriticky prepisuja
jeho historické reprezentacie tym, ze nahradzaja
pohlad divaka vnatornym, afektivnym pohFadom.

Lassnig dosledne trvala na autonémii maliarskeho
procesu voci technickému aparatu. ,,Chcem byt ¢o
najviac nezavisla od strojov a zlozitych nastrojov.
Ceruzka a Stetec su primdrne umenie.“*® Nesnazila
sa o nostalgicky navrat k ,,cistému’ médiu, ale ve-
dome si zvolila pomalost’, koncentraciu a presnost’
prezivania, ktord si ,,zaznam® telesného vedomia
v kresbe a malbe vyzaduje. Jej tvorba bola v tomto
zmysle programovo antifotograficka. Fotografiu
chéapala predovsetkym ako nastroj optickej kontroly,
ako médium viazané na okamih a povrch. V mal'be,
naopak, dokazala artikulovat’ to, ¢o je pre fotografiu
principialne nedostupné, teda premenlivé a casto
rozporné afektivne stavy a vnimanie samotné ako
konceptualnu tému: ,,Mohla by som sa vyjadrit’
k tomu, aky mam vztah k fotografii, k tomuto
okamziku $t’astia, ktory trva len zlomok sekundy.
Ja sa chcem na I'udi pozerat’ dlho, bezostySne im
hTadiet’ do oci, lebo ¢im dlhsie sa pozeram, tym viac
vidim, ¢o sa v nich odriZa. Stastie a ne§t’astie su
tam skryté v plachosti, v plnosti, v nadeji a mézem
to vsetko sledovat’ vlastnymi ocnymi SoSovkami
a vsetko pochopit’, kym vediem pero alebo stetec. Za

sich. Meisterschiiller zu sein, ist eine Lebensanfgabe. In: NICOLINI
2022 (v pozn. 18), s. 194.

» OBRIST/PAKESCH/POSCHAUKO 2014 (v pozn. 19),s.9.

# Ibidem.

» BOJARSKA, K.: Maria Lassnig: Becoming Female in History.
In: Widok. Theories and Practices of Visual Culture. 2019, 23.
Dostupné na: https://doi.org/10.36854/.

% LASSNIG, M.: Korpergefiihle. In: OBRIST, H. U. (ed.):

Maria Lassnig. Die Feder ist die Schwester der Pinsels Tagebiicher
1943 — 1997. Koln 2002, s. 73.


https://doi.org/10.36854/widok/2019.23.1849

stotinu sekundy by mi nebolo jasné nic a objektivu
fotoaparatu tiez nie.*”’

Smrt’ matky v roku 1964 pocas parizskeho
obdobia ju vel'mi zasiahla. V tom case sa venovala
maliarsky uvolnenym vel’koformatovym figuraciam.
PariZ sa v jej zapiskoch, filmoch a obrazoch objavuje
ako priestor existencialnej akumulacie. Po smrti mat-
ky vznikali tzv. Beweinungsbilder, neskér monstrézne
obrazy, v ktorych sa telesna forma deformuje ako re-
akcia na stratu, uzkost’ a ambivalentny vzt’ah k matke
aj k materstvu. Matka ako Lassnigovej pritomna aj
stracana blizka bytost’ sa opakovane vracia, napriklad
v poznamkach k filmom z roku 1979: ,,Spustenie
kontinualneho zapisu, kontinualnej registracie. Mala
som apokalypticky sen: na vysoky dom, v ktorom
som byvala, padal ohnivy dazd. Zachranila som sa
v susednom dome, kde krasne damy nosili elegantné
saty a rozpravali sa o méde. (...) Nasledujicu noc
som mala sen o matke, mala afrotces, bola ovela
vacsia a ja som za fou plakala, kym sa prechadzala
s priatel’kou, citila som sa ako opustené diet’a, kricala
som. Tu v Parizi som prezila rok bez matky, ktora tu
este zije. Tu som dostala jej posledné listy. Zizam na
ta istd podlahu, umyvam ju ako pred osemnastimi
rokmi, je to zvlastne len preto, lebo som ju desat’
rokov nevidela a vratilo sa mi to, ako keby umierala
teraz.“*® (Obr. 1)

V 70. rokoch sa tato ontologicka linia rozsirila
o reflexiu pohladu a aparatu. V mal'be sa zaroven
objavuje motiv obrazu v obraze a akt mal'ovania ako
existencialna situdcia. Lassnig opakovane zobrazuje
umelkynu, ktora sucasne maluje aj je malovana, vidi
a je videna.

Lassnig pocas newyorského obdobia (1968 —
1980) rozsirila prax Kdrperbewusstsein do filmového
média. Neslo o opustenie maliarskej ontolégie, ale
o jej rozsirenie do ¢asového média: ,,Ked' sa maliar
zacne venovat’ filmovej tvorbe, je to dobrodruzny

7 Matia Lassnig. In: PAKESCH/OBRIST/POSCHAUKO
2020 (v pozn. 22),s. 94 — 95.

% LASSNIG, M.: Filmnotizen. In: KONDOR, E. - LOEBEN-
STEIN, M. — PAKESCH, P. - POSCHAUKO, H. W. (eds.):
Maria Lassnig. Das Filmische Werk. Wien 2021, s. 92.

# Maria Lassing. In: PROKSCH-WEILGUNI, S.: Maria Lass-
nigs animierte Koérperbewusstseinsbilder. In: KONDOR/

podnik, pretoze jeho o¢i napoly nahradi stroj.“*

Kamera nie je nastrojom kontroly, ale nestabilnym
organom, ktory rozsiruje ,,telesné vedomie* a zaro-
ven ho vystavuje novym formam zranitenosti.

Po absolvovani kurzu animovaného filmu na
School of Visual Arts v New Yorku v roku 1970
vytvorila sériu animaénych filmov zaloZenych na
kresbach telesného vedomia, z ktorych viaceré boli
verejne uvedené a ocenené. Film Sefportrait (1971) zis-
kal v roku 1972 cenu New York State Council Prize,
¢im sa filmova praca stala plnohodnotnou sicast’ou
Lassnigovej umeleckej identity. Zasadnym momen-
tom bolo zalozenie feministickej filmovej organizacie
Women/Artist/Filmmakers, Inc. (1974)." V tomto
prostredi Lassnig rozvijala film ako kolektivnu, poli-
ticky uvedomeld a zaroven hlboko telesnt prax.

Stephanie Proksch-Weilguni interpretovala kame-
ru v Lassnigovej filmovej tvorbe ako ,,tretie oko® —
technicky organ, ktory rozsiruje nervovy systém
tela a rusi hierarchiu medzi subjektom a aparatom.
Kamera sa nestava nastrojom kontroly, ale sacast’ou
telesného vnimania: ,,neomylny pohl'ad dovnitra sa
otvoril navonok — nielen na platne, ale aj prostrednic-
tvom tretiecho oka — filmu‘.*! Proksch-Weilguni zd6-
raznila, ze animované tela vo filmovej tvorbe Marie
Lassnig nadobudaji autonémiu a samé vstupuju do
vzt’ahov s predmetmi, priestorom a ¢asom. V ani-
macii sa telesné pocity ,,osamostatiuju, vstupuji do
vzt'ahov s vecami a osobami, miznu alebo sa spajaju
v metamorfézach®.? Film sa tak stiva laboratériom
ontologickej neistoty, v ktorom sa identita v pohybe
neustale rozpada a znovu sklada.

Malbu Dugjportrét s kamerou (1974) je mozné ¢itat’
aj ako maliarsky statement k problému autorstva
v podmienkach technickej reprodukovatelnosti.
Kamera je vtelena do autoportrétu ako rozsirenie tela
a sucasne ako prekazka videnia. Tento motiv priamo
nadvizuje na animovany film Se/fportrait, v ktorom

LOEBENSTEIN/PAKESCH/POSCHAUKO (v pozn. 30),
s. 60.

¥ BOADEN, J.: Soul Sisters. Incorporating Women Artist Fil-
mmakers. In: KONDOR/LOEBENSTEIN/PAKESCH/
POSCHAUKO (v pozn. 30), s. 27 — 38.

' PROKSCH-WEILGUNI 2021 (v pozn. 29), s. 68.

2 Tbidem.
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Lassnig zobrazuje vlastni hlavu ako kameru a dopliia
vetu: ,,It’s not easy to look out of your eyes.” (Nie
je Pahké pozerat’ sa z vasich o¢i.) Pohl'ad samotny je
problematickym miestom medzi telom a aparatom.
(Obr. 2)

V perspektive kyberfeministickej tedrie Donny
Harraway je to predobraz hybridného subjektu.
Filmy Encounter (1970) a Couples (1972) ho rozvijaja
prostrednictvom metamorféz, kolaze a rytmu, pri-
c¢om rodové a vzt'ahové dynamiky sd artikulované
ako pohyblivé, nestabilné konfiguracie. Po navrate
do Viedne Lassnig filmovd skusenost’ institucio-
nalizovala v pedagogickej praxi na Universitit fir
angewandte Kunst, kde zalozila studio experimen-
talneho filmu.

Po navrate z New Yorku v roku 1980 rozsirila
svoj program o krajinu aj vd’aka zriadeniu letného
ateliéru v rodnom Korutansku. Komponovala na-
priklad scény, kde krajina splyva s autorkinou hlavou
(Flattnitz 87, 1987). Ako upozornila Maria Nicolini,
krajina bola pre nu aj priestorom odolnosti voci
unave a vyc¢erpaniu.”

Krajina v§ak nebola odklonom od telesnej intro-
spekcie, ale priniesla jej rozsirenie ,,Sifrované v antro-
pomorfnom kode“.** Lassnig ju ako model postva
od symbolickej analégie k existencialnej identifikacii,
pretoze krajina u nej nefunguje ako projekcna plocha
P'udskych vlastnosti, ale ako kryptoautoportrétny
register. Kym v dominantnych modeloch antropo-
morfizmu vystupovala krajina casto ako heroicky
priestor, alegbria moci alebo objektivizovany Zensky
ekvivalent, Lassnig rozvijala iny typ vzt’ahu, zaloZe-
ného na starostlivosti. V tomto zmysle korigovala
antropocentricky ramec krajinarstva z (latentne)
feministickej perspektivy.

V neskorsej tvorbe sa Lassnig opakovane veno-
vala materstvu a partnerstvu. Na rozdiel od tradic-
nych obrazov materstva, ktoré Zzenské telo fixuja
v role a funkcii, Lassnig ho nechavala rozpadnat’
a prerastat’ samo seba. Feministicky rozmer jej prace
tak nespocival v tematizacii zenskosti, ale v zmene
podmienok, za ktorych sa zensky subjekt vobec da

» NICOLINI, M.: Die Landschaft geht durch das Buch. In:
NICOLINI 2017 (v pozn. 20), 5. 7 — 10.

¥ Pozti tiex HAVAK, M.: Tudr krajiny: Tedria antropomorfizmu vo
vytvarnom ument. Bratislava 2021, s. 339.
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zobrazovat’. V tejto perspektive Lassnigovej tvorba
prekrodila dobové diskusie o reprezentacii. Zensky
subjekt mohol docasne udrzat’ pri Zivote bez toho,
aby bol viazany na pohl'ad, rolu ¢i biologicku deter-
minaciu.

V autoportréte Irizia premeskaného materstva (1998)
neartikuluje biologické materstvo, ale telesnt pro-
jekciu ambivalencie medzi tuzbou, pochybnost’ou
a vedomym rozhodnutim. Podla Natalie Lettner
pojem ilizie oznacuje rozpoznanie nezlucitelnosti
umeleckej praxe a tradi¢nych rodovych roli.”” Lassnig
tematizovala ,,materstvo seba samej grotesknymi
formami hybridnych Fudsko-zvieracich tiel a em-
bryonalnych figur. V predstave subjektu, ktory sa
rodi sim zo seba, sa malba stiva aktom starost-
livosti — priestorom, v ktorom si autorka vytvara
podmienky pre prezitie mimo normativaych roli
zenskosti. (Obt. 3)

Autobiograficky film Maria Lassnig Kantdta (1992),
ktory Laasnig realizovala v spolupraci s Hubertom
Sieleckim, je syntézou viacerych lini{ autorkinej
tvorby. Spaja kresbu, mal'bu, hlas a hudobnu struk-
taru v ,,trikovom filme*: | Naktrucali sme od Vianoc
v roku 1991 az do 10. januara 1992. (...) podla sloga-
nu: Dokonalost’ je utociskom neistych. V strnastich
strofach (...) rozprava zivotny pribeh Marie Lassnig,
Ako moralna hra za¢ina smrt’ou matky raz tyzden-
ne, klastornou disciplinou, krutost’ou na skolskom
dvore; do obrazu vstupujd aj nevery jej milencov
a kariérne etapy v Parizi a v New Yorku. V pozadi
bezZia desivé mikropribehy plné sebairénie a humoru.
Na zaver prichadza mudrost’.*

Kamera ako tretie oko, krajina ako rozsirené telo
a Kantdta ako obrazovy a hlasovy autoportrét v cCase,
su prepojené modality jednej ontologickej praxe.
V tejto groteskne ironickej meditacii o tele, pamati
a konecnosti pracuje aj s parodickymi prvkami ra-
kuskej kultarnej identity ako katolicka obraznost’
a pateticky ton, ktoré Lassnig cielene zneist'uje
a podvracia.

V neskorych dielach sa Lassnig s mimoriadnou
priamociarost’ou konfrontovala so smrtel'nost’ou, te-

% LETTNER 2017 (v pozn. 20).

* Hubert Sielecki in: SIELECKI, H. — NICOLINI, M.: Der
Animotor und die Maria Lassnig Kantate. Gesang ihres Lebens.
In: NICOLINI 2017 (v pozn. 20), s. 245 — 255.



lesnou konecnost’ou a stratou kontroly nad vlastnym
telom. Autoportrét Du oder ich (2005) rusi bezpecna
vzdialenost’ medzi pohl'adom a telom a kladie etic-
ku otazku moci videnia v situacii, ked’ sa subjekt uz
nemoze opriet’ o vitalitu ani o suverenitu. Mal'ba je
poslednym nastrojom prezitia.

Lassnigovej dielo ponika model stredoeurépskej
identity, ktora sa neustanovuje prostrednictvom
reprezentacie narodného naratfvu ani historicke;
nostalgie, ale v pritomnosti, procese a telesnej sku-
senosti. V tomto zmysle jej mal'ba presahuje médium
a stava sa formou etiky ako pomala a rezistentna
prax, ktora odolava okamzitej citatelnosti, vizualnej
kontrole aj trhovej instrumentalizacii. Ako ontologic-
ky akt neustaleho sebautvarania si zachovava svoju
vahu aj v rozsirenom medidlnom poli — a prave preto
zostava Lassnigovej tvorba jednym z najpresved-
civejsich prikladov (Zzenskej) maliarskej kontinuity
v povojnovom umeni strednej Eurépy.

Mal’ba ako ontolégia vzt’ahu:
Peter Bartos

V programe Petra Bartosa” sa maliarsky proces
transformoval na ontologicku prax — na sposob mys-
lenia v ¢ase, v praci so substanciou a v otvorenom
vzt'ahu ku krajine a k prirode. Jeho vzt’ah k malbe
bol od pociatku ambivalentny. Siahal k umeniu cistej
idey, procesu a akcie ako k moznostiam ne-umenia,
od ,liatej malby* a , liatej hmoty* (1964 — 1965)
k ,,akumulacii®, ku , koncentracii®, k ,,rozptylu®
a ,prvodotyku‘ az po ,,drahu®, ,,osamostatnenie®
a slobodny let do nebeskych vysok. Podl'a Tomasa
Straussa Bartogov konceptualizmus vyrastol ,,z ma-
liarskeho vychodiska®.” Znamenalo to rozvinutie
mal'by do otvoreného pol'a vzt'ahov, kde sa mimo
tradi¢ného obrazového ramca uplatiiuje maliarska
ontolégia. (Obr. 4)

7 Peter Barto$§ (1938 Praha — Zije v Bratislave) je slovensky
maliar a konceptudlny umelec, kI'i¢ova osobnost’ ¢esko-slo-
venskej neoavantgardy. Studoval na Vysokej skole vytvarnych
umeni v Bratislave; od 60. rokov rozvija malbu a environ-
mentalne projekty zamerané na vzt'ah cloveka, prirody
a priestoru s doérazom na ekologické a duchovné myslenie.
Jeho dielo patri k zasadnym prispevkom stredoeurépskeho
neoavantgardného umenia.

® STRAUSS, T.: Slovensky variant moderny. Bratislava 1992, s.
55 - 62.

Happening Rozddvanie (1965) bol jednym z najra-
dikalnejsich gest povojnovej slovenskej neoavantgar-
dy. Nemozno ho chapat’ ako negaciu mal’by ani ako
ikonoklastické gesto, ale ako pozastavenie autorstva:
,» Vietkych svojich priatel'ov a byvalych spoluziakov
pozyvam na prehliadku svojich obrazov, ktora bude
na Gorazdovej ulici v 8. ro¢. strednej §kole v sobotu
26. VL. 65. Prehliadka sa skonéi v ten isty den roz-
danim obrazov.* Bartos ,,chcel mat’ okolo seba cisty
priestor, ktory by mu v nicom nepripominal tradicny
maliarsky ateliér, aby mohol rozvijat’ svoje umelec-
kym myslenie ,,bez zat'aze“.”” V roku 1992 publikoval
svoj statement o rozhodnuti nedokumentovat’ svoju
tvorbu s pripomenutim tejto akcie: ,,Najdolezitejsie
akcie moézem zhrnat’ mojim postojom uz pri prvej,
polemickej, kde som rozdal svoje obrazy. ,Rozdaj svoj
majetok a pod’ za mnou’, citoval moj profesor z Pis-
ma svatého, ked’ sa dozvedel, ¢o chcem urobit’.<*

V 60. rokoch Bartos systematicky rozvijal pojem
autorstva ako spolutcasti s prirodnymi silami. Dielo
nevznikalo ako vysledok kontroly, ale ako udalost’,
v ktorej material reaguje na fyzikalne a casové pod-
mienky. Od Substancie ,,Privodnej farebnej stavy“(1966)
(,koncentracia farby, ktora existuje nezavisle na
umeni) dospel v Reflexidch gravitacie (1969 — 1971)
k serialnemu skumaniu zemskej prit'azlivosti ako
zakladnej tvorivej metédy kvapkania tekutiny na
papier. ,,Vo vntri $tvorcovych ,opakovani‘ ma...
zaujima nadcasova kvapka prirodnej $t’avy, nakol'ko
tu dokumentuje neopotrebovatelnost’ mal'by ako
sucast’ aj p rir o dy. Peter Bartos namal'oval v spo-
luautorstve s graviticiou.**!

Barto$ skumal tiez rozsirené pole figurativneho
aj abstraktného maliarstva. V obraze Lerte! (1967)
napriklad kombinoval pristupy neodada, popartu
a konceptualneho myslenia. Siluety maciek vymrs-
t'ujdcich sa za holubmi doplna kétovany tdaj vysky

¥ Ibidem, s. 57.

%V kataldgu vystavy, pre ktoru vytvoril koncept odhmotnenej
instalacie Konceptudlne vynzitie robu miestnosti (1992), publikoval,
ze dospel k nedokumentacii. Jeho t’aziskom bol ,,kat intimnej
meditacie ako zastavka pritomného ¢asu®. Peter Bartos. In:
BARTOSOVA, Zuzana: Apelacién/ Vyjzva. Bratislava, 1992,
s. 84.

4

Peter Bartos: Pomocou graviticie alebo len Zem, 1969. Prirodna
$t’ava, papier, ceruza.
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vyskoku —konceptualny prvok tematizujici slobodu
ako odputanie sa od gravitacie a hmoty.

Malba Stvorenie sveta (1966) ma jednoznacne ab-
straktny raz, ale nie je to modernistickd autonémna
abstrakcia. Ako upozornuje Beata Jablonska, ide
o malbu ,,biomorfnych, nepokojnych tvarov, ktora
sice pripomina lyricka abstrakciu, ale predsa len kla-
me svojim ,telom®‘. Podstatné je, Ze ,,stred obrazu
pretinaju tri pruhy zakladnych farieb: ZItej, modrej
a ¢ervenej — budiceho motivu farebnych drah®.*

V zime 1969 Barto$ rozsiril oznam Cinnost’ snehu
vo vxduchn a na gemi. Rozoslal ho ako mail-art a pub-
likoval ho aj v ¢asopise Vytvarny zivot. Vo februari
1970 dostal postou vzacnu odpoved od Jindficha
Chalupeckého: ,,Dékuji Vam, Ze jste na mne neza-
pomeél se svym pozvanim na akci pfirody. Napada
mne, ze by to ani nemélo byt podepsané (...) bylo by
jeste pusobiveijsi, kdyby ho lidé dostavali z neznama
(...) a zarovent manifestace, Ze autorstvo je (mozna)
prezité.“* Autorstvo tu nebolo zrusené, ale eticky
preformulované: umelec prebera zodpovednost’ za
situaciu, ktord uvadza do chodu, nie za jej vysledna
podobu.

Procesualne koncepty, vychadzajice zo zazna-
mov primarnych dejov pozorovanych v prirode,
podla Zory Rusinovej ukotvil ako triadu popri inych
triadickych vzt’ahoch geometrickych velicin prave
vo Fyzikdino-optickom manifeste.** Aurel Hrabusicky
si v§imol sty¢nu plochu medzi aktivitami Juliusa
Kollera a Petra Bartos$a, ktorou bol prave ,,rastrovy
sposob usporiadania umeleckej struktary®. Podl'a
neho, ,,skimajuc ,¢innost’ vo vzduchu a na zemi
v Coraz abstraktnejSom zmysle, dostal sa postupne
aj Barto$ ku kozmologickym prieskumom, ktorymi
sa zaoberala skupina umelcov v Bratislave v prvej

< 45

polovici sedemdesiatych rokov*.

2 JABLONSKA, B.: Rozfireny pojem maliarstva Petra Bartosa.
Uschované farby. Vené, nadéasové a nexnicitelné. 2015. Rukopis.
Nepag.

# CHALUPECKY, J.: List Petrovi Bartosovi, 22. 2. 1970.
Archiv Petra Bartosa.

“ RUSINOVA, Z.: Peter Bartos. In: Umenie akcie 1965 — 1989.
Bratislava 2001, s. 53 — 62.
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Koncept zoomédia predstavoval v Bartosove;j
tvorbe zasadny posun od prace s krajinou k priame;
reflexii vzt’ahu ¢loveka a nel'udskych bytosti. V dI-
hodobom programe $Fachtenia holubov Bratisiavsky
holub esteticky (od 1971) zvierata nevystupuju ako
objekty reprezentacie, ale ako spolutcastnici udalosti.
Zoomédium presuva aj maliarsku ontolégiu do oblasti
starostlivosti. Umelecky akt tu nadobuda podobu
jemného zasahu, ktory respektuje autonémiu iného.
Tento pristup koresponduje s Bartosovym dlhodo-
bym zaujmom o nehierarchické vzt'ahy medzi clove-
kom a svetom, v ktorych sa autorstvo transformuje
na zodpovednost’.*

Zoomédium zaroven nemozno oddelit’ od sirsicho
ckologického myslenia, ktoré autor rozvija v projek-
toch ZOO, Lesno-liicny ekopark Podhdy (1972 — 1979),
Podpradie a v sociosituaciach, ako je Pasenie ovecky na
Velkonocnii nedelu (1979). V liste Tomagovi Straussovi
Bartos opisuje tento projekt ako spiritudlny obrad
a vysvetlyje, ze celd plochu ,,chipe ako maliarsky
obraz, posunuty dotykmi Zivych stromov priamo do
ekologickej tvorby“.*’ Tento vyrok ukazuje kontinuitu
medzi maliarskym myslenim a ekologickou praxou.

V roku 1992 odmietol prijat’ obcianstvo novo-
vzniknutych statov, na nejaky cas sa vzdal aj vlastné-
ho mena a identity a rozhodol sa uskutocnit’ velka
kruhovi put’ po stredoeurépskej ,,domovskej* kra-
jine ako Artos (v Cechéch), Artosz (v Pol'sku) a Art
(v Mad’arsku). V liste historikovi umenia Tomasovi
Straussovi z roku 1998 opisal projekt pute ako (okrem
iného) svoju reakciu na rozdelenie Ceskoslovenska:
,»ignoroval som stratu niekdajsieho statneho ob¢ian-
stva tak, ze som si zvolil za svoju novu vlast’ a za
krédo Stredni Eurépu. Teda ziaden vychod a zapad.
Z karpatskej strechy tu rieky te¢ rovhomerne ako na
sevet, tak na juh, do Cierneho mora a do Baltiku.«8

® HRABU?ICK'/Y, A.: Umenie fantastického odhmotnenia. In:
HRABUSICKY, A. (ed.): Slovenské vigudine nmenie 1970 — 198 5.
Bratislava 2002, s. 149 — 150.

“ Pozri KERATOVA, M. — LIPSKY, T. — SUDBECK, A.
(eds.): Peter Bartos: ,,Situations 1945 — 2014 “. Wien 2014.

7 BARTOS, P: List Toméa$ovi Straussovi (1979). In: STRAUSS,
T.: Utajend korespondencia. Bratislava 1999, s. 186.

* Tbidem, s. 139.



Umelecka kartografia sa v tomto kontexte stala
kI'icovym nastrojom. Bartos$ zacal systematicky
pracovat’ s mapami ako s médiom, ktoré umoznuje
zaznamenat’ drahu bez jej estetizacie. Mapy nefun-
guju ako reprezenticie uzemia v tradicnom zmysle,
ale ako diagramy pohybu, pobytu a orientacie. Ako
zdoraznuje Mira Keratova, ,,stredna Eurdépa ako
,vytvarny reliéf® bola prenho osudovy alebo hoc aj
kultarny ¢i vytvarny fakt — geo-readymade (...). Ces-
topisné zapisky z priebeznych zastaven{ si podrobne
zaznamenaval do rucne kreslenych a malovanych
map krajinnych celkov, z ktorych vyrabal xerox,
zvacseniny vysekov a ich montaze. Vizualizoval
najdené situacie prirodnej krajiny a mentalne obrazy
jej nového ponatia“.* (Obr. 5)

Nomadstvo ako projekt radikalnej dematerializa-
cie, ktorou v roku 1965 svoju drahu umelca zacal, sa
pre Bartosa stalo sposobom, ako nebyt’ lokalizova-
ny — ani teritorialne, ani identitarne.

Cisto maliarska abstrakcia (a Castejsie abstrahova-
na krajina) je d’alsim stupniom autorovho odhmot-
nenia v tvorbe, ktoré nie je formalnym ciel'om, ale
etickym horizontom. Aj vo svojej neskorej tvorbe
tuzi po abstraktnom obraze, no zaroven s nim boju-
je. Ako sam poznamenal: ,,Chcem robit’ abstraktny
obraz, ale vnikda mi tam realita, ina situdcia.“*’ Jeho
odmietanie mal'by ako autonémneho obrazu moz-
no chapat’ ako vedomé zdrzanie sa jouissance mal’by.
Prave tejto excesivnej rozkosi uzavretého obrazu sa
Barto$ systematicky vyhyba: malba je udrziavana
v stave odkladu, presunu a redukcie, aby sa nestala
miestom estetickej satisfakcie, ale zostala etickym
a ontologickym gestom. (Obr. 6) V tomto zmysle
chapeme aj jeho ,,tajné mal'ovanie” od 80. rokov
a pripomienku, Ze ,,a) Duchamp tajne maloval®, ako
uznanie slasti z mal'by v konceptualnom programe
bytostného maliara.

© KERATOVA, M.: Celok je mensi ako sicet jeho éasti) W hole is
Less than Sum of its Parts. Bratislava 2023, s. 29.

% Rozhovor autorky s P. BartoSom. Zapisané 26. 6. 2025 v Bra-
tislave.

3! Stano Filko (1937 Vel'kd Hradna — 2015 Bratislava) bol ¢esko-
slovensky a slovensky postmoderny a intermedialny umelec,
kl'di¢ova osobnost’ neoavantgardy. Po emigracii v roku 1981
posobil v Nemecku a USA, vystavoval na documenta 7 (1982),
rozvinul holisticky Systém SF a vytvoril Archiv SE.

Mal’ba ako kozmologia:
Stano Filko

Rana tvorba Stana Filka®! sa formovala v kontexte
silnej ceskoslovenskej neoavantgardnej generacie
60. rokov a od zaciatku niesla znaky mimoriadnej
interdisciplinarity.

Jeho rané informelové monotypie a mal’by vzni-
kali v prostred{ povojnovej strednej Eurépy, kde bola
sktsenost’ historickej traumy, nasilia a ideologickej
manipulacie stale zivou stcast’ou kolektivnej pama-
ti. Uz v tomto obdobi narasal autonémiu obrazu
fragmentmi reality — objektmi, dokumentmi, texta-
mi a fotografiami. Mal'ba sa tak zacala rozpadavat’
na otvorené pole vyznamov, v ktorom sa stretavali
vizualne, jazykové a faktografické vrstvy. V druhej
polovici 60. rokov sa radikalne posunul k environ-
mentu a participativnym formam. V projektoch
Obydli 66 skutetnosti souiasnosti (1967), Univerzdlne
prostredie (1967 — 1968), Katedrdla humanizmn (1968),
Kozmos (1969) aktivizoval divaka ako spolutucastnika.

Projekt Biely priestor v bielom priestore (1973 — 1976)
predstavoval zasadny obrat v jeho programe a zaro-
ven jeden z kI'icovych momentov stredoeurépskeho
konceptualneho a environmentalneho myslenia 70.
rokov. Spolo¢ny projekt trojice autorov Stana Filka,
Milosa Lakyho a Jana Zavarského, ktor{ sa vzdavali
individualneho autorstva v prospech kolektivu, sa
snazil o prekrocenie hranic tradicnych médii. Brely
priestor v bielom priestore syntetizoval umelecky, filozo-
ficky a politicky kontext doby.”* Ako konceptudlny
maliarsky projekt (v opozicii voci analytickému
konceptualizmu) bol ,,urcenim bodu nula a po-
stmedidlnym pociatkom umenia instalacie”.”® Pre
Milosa Lakyho sa stal projekt bieleho nekone¢ného
priestoru aj zaviSenim tvorby, pretoze pocas neho
vazne ochorel a zomrel. Byt Lakyovcov, v ktorom sa

52 Pozri GRUN, D.— HOLLER, Ch. - RHOMBERG, K. (eds.):
White Space in White Space. Biely priestor v bielom priestore. Stano
Filko, Milos' Laky, Jdn Zavarsky. 1973 — 1982. Wien 2021.

55 GREGOROVA, L.: K legitimite vykonu sucasného/ej malia-
ra/ky. Pojem konceptudlneho maliarstva. In: GERZOVA, J.
(ed.): Malba v postmedidlnon: veku/ Painting in the Postmedial Age.
Bratislava 2015, s. 90.
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trojica stretavala, sa stal aj fyzicky projekciou mys-
lienky Bieleho priestoru. Biely priestor v bielom priestore
ako totalna instalacia objektov a platien antirukopis-
ne a antiumelecky pomalovanych bielym latexom
valcekom s jeho nekonecne odtlacanou cyklickou
plochou sa zrealizovala pocas jedinej noci a prezen-
tovala pocas jediného dna v roku 1974 s pomocou
Jittho Valocha v Dome umenia v Brne.™

Fotodokumentaciu vlozili ako obrazovu prilohu
do katalogu — skladacky, kde zverejnili svoj Manzfest
bieleho nebmotného priestorn v bielom nebmotnom nekonecnon:
priestore.”® Manifest bol struktirou deklarativnych
vyrokov. Biely priestor v bielom priestore bol ako instalacia
viackrat vystaveny v galerijnom priestore. Po brnian-
skom debute nasledovala cast’ na Biennale de Paris
(1975), uz bez Stana Filka, ktory prekrocil vekovy
limit 35 rokov, vystava v Klube mladych umelcov
v Budapesti, ktord zorganizoval jeho vtedajsi kurator
Laszl6 Beke. V dalsom spolo¢nom manifeste Sengz-
tivita (1975), ktory nahradil pojem senzibility v pr-
vom manifeste, pribudli horizontalne filcové pasy
a karténové cievky namal'ované na bielo. Este viac
zdoraznili, ze v instalacii su dolezité nielen pritomné
prvky, ale aj intersticialne miesta, trhliny priestoru.

Podl'a Verwoerta ,,v dvanastich tézach k Bielenu
priestoru v bielom priestore z roku 1974 (...) trojica
prekrocila hranice, svojej umeleckej metafyziky®, aby
mohli ,,zazit’ svet bez hranic! Tu a teraz!*.>

Laky vSak tvoril koncept projektu autenticky
na zaklade vlastnej existencialnej skisenosti a jeho
telesna konecnost’ sa stala implicitnou, no vsadepri-
tomnou sicast’ou bieleho priestoru. Smrt’ Lakyho
v roku 1975 znamenala nielen osobnt stratu, ale aj
zasadny zlom v chapani projektu.

Stano Filko pokracoval v rozvijani konceptu Bre-
leho priestorn v bielom priestore samostatne. Jeho sélové
cykly Emdcia (1976), Transcendencia (1977 — 1978)

* VALOCH, J.: (bez nazvu). In: FILKO, S. — LAKY, M. — ZA-
VARSKY, J.: Biely priestor v bielom priestore = A W hite Space in
a White Space = Un Espace Blane dans 1.’Espace Blanc = Weis[s]
er Raum im Weis[sjen Raum. 1973 — 74. S. 1., 1973 — 1974 (sa-
mizdat).

% Ibidem.
5 VERWOERT, J.: Liebe zur Ontologie. In: Texte zur Kunst

01. 09. 2021. Dostupné na: https://www.textezurkunst.de/
de/articles/jan-verwoert-liebe-zur-ontologie/

66

a neskor Transcendentilna meditdcia (1979) nadviazali
na poévodny projekt, no posunuli ho smerom k syste-
matickému ontologickému uvazovaniu. Biely priestor
sa stal médiom pre skimanie presahu medzi telesnou
skusenost’ou, emédciou a metafyzickym rozmerom
bytia. Prave v tomto obdobf sa zacala krystalizovat’
Filkova predstava bielej piatej dimenzie ako priestoru
ontologie. Tieto série boli opakovane prezentované
aj v medzinarodnom kontexte, najmi na vystavach
v Polsku, kde boli prijimané v SirSom diskurze
konceptualneho a spiritualne orientovaného umenia
vychodnej Eurépy. Napokon vyustili aj do jeho diela
Liebe zur Ontologie (Ldska & ontoldgii) vystavenej na
documenta 7 v Kasseli. (Obr. 7)

Stano Filko emigroval z Ceskoslovenska v roku
1981, na treti pokus. Po prichode do zapadného
Nemecka sa usadil v Duisburgu, kde byval v pod-
najme sprostredkovanom Tomasom Straussom.
Prostredie Poruria pre neho nepredstavovalo uplne
neznamy terén: uz v roku 1968 tu realizoval niekol’-
ko samostatnych vystav sprevadzanych katalogmi
v galérii Ursuly Wentdorf, ktoré kuratorsky uvadzal
Jurgen Weichardt. Tato skorsia skusenost’ vytvorila
dolezitu kontinuitu pri navrate do regiénu v pozicii
politického exulanta. Filkova integracia do miestne;j
umeleckej infrastruktury sa opierala o siet” osobnych
a profesionalnych kontaktov. Strauss, pésobiaci vo
Wilhelm Lehmbruck Museum, mu sprostredkoval
byvanie, zaradenie do vystavného programu v Esse-
ne-Kettwigu’’ a postupné uvadzanie do regionalneho
umeleckého prostredia.”®

Zapadonemecka umelecka scéna zaciatku 80.
rokov bola charakteristicka pluralitou pristupov
a navratom malby, najmi v podobe gestického ex-
presionizmu generacie tzv. Nexe Wilde. Tato situacia
sa odrazila aj v postupnom uvoltiovani Filkovho
maliarskeho gesta. V tomto obdobi Filko zacal

" STRAUSS, T.: Bilder aus der Slowakei 1965—1980 1. Es-
sen-Ketwig 1982.

3 Dolezitou osobnost’ou tohto kontextu bol aj Peter Spielmann,
kunsthistorik pochadzajici z Brna, ktory po emigracii do
zapadného Nemecka dlhodobo p6sobil ako kurator a riaditel
Kunstmuseum Bochum a mal blizky vzt'ah s Straussom, kto-
rému pomohol po emigracii etablovat’ sa v blizkom Duisbur-
gu. Odporuicanie Filka na documenta 7 pre kuratora Rudiho
Fuchsa sprostredkoval Joseph Beuys prave prostrednictvom
kontaktov v tomto prostredi.



niektoré zo svojich nemeckych malieb a objektov
oznacovat’ ako ,,SPIRIT* (BIG POPUIL.AR SPIRIT,
ABSOLUTE POPULAR SPIRIT).

Filko zacal v Nemecku rozvijat’ platna s vybiele-
nou figurou akoby prenesenou z cyklu Transcendencia
(1980). Postupne do nich vkladal farebné akcenty
a expresivne rozvolnoval rukopis. Ako ukazala
Pia-Marie Remmers dielo Er antwortet nicht gut (1981),
ktoré Filko namaloval po prichode do Nemecka,
mozno c¢itat’ ako inauguracné gesto imigranta,
ktory vstapil do zapadného umeleckého priestoru.
Na jednej strane platna sa opakuje strohd nemecka
veta evokujica zlyhanie komunikacie, hodnotenie
¢i vysluch, na druhej strane sa objavuju pre Filka
typické autoportréty a kryptické portréty pre neho
dolezitych 'udi vo forme primitivizovanych siluet,
ktorymi inscenuje v Nemecku svoju znbetweenness
ako mysticky cudzinec, ako ,,iny* Zapadu, ale aj
Vychodu, ako outsider, saman z iné¢ho ,,kmena®.
Remmers povazuje postavy na zadnej strane mal’by
Er antwortet nicht gur (1981) , myslitelov, ucencov
alebo pustovnikov* za biografické a autobiografické
vo figure ikonografického typu Schmerzensmann (Vir
dolorum — Bolestny Kristus), symbol obety, ktora
prekonala smrt’.”’ Biele ,,Samanské® siluety pattia
podla nej k vedomej sebamytologizacii emigranta,
ktory sa v novom prostred{ inscenuje ako nositel
iného, tazko citatel'ného poznania. Zaroven vsak
tieto motivy patria k Filkovej legende o umelcovi,
v ktorej je vyznamné rozpravanie o prekonani dvoch
klinickych smrti (1945 a 1952).%°

% REMMERS, P:: Red Exile? Stano Filko and the (Post-)Modern
Age. Magisterska zavere¢na praca, Wien 2024.

80 Ked' som bol maly 8-rotny chlapec, a5l som mozgovii smrt* Pdsol som
kravy / PRI ICH ZACHRANOVANI ABY NESPADILI DO
KAMENOLOMU/, spadol som dolu kapcom do pdt-metrov hlboke

jamy. Pamitim sa ako som | VIDEL Z 1V'YSKY LEZVAfmoje mitve
telo /NA ZEMI JA 3. 4. 5.D... A LUCIL. SOM $A S ROD-
INOU/ /TELOSF SPIRITEAQ + SOULIFE — LETELO
I7IN TUBEINDS 10. DO 11. WHITE — 12. TRANSPA-
RENTEAOOQEEQ = TAM 1V 5.D ROZHODOVALI INE
SPIRITYEAOQ + SOULIFE O MNE SF. OSUDSF. KAR-
MASF — FATE — FORTUNE — DESTINYSF/ ...

/SE/ pracoval som pre /STATNEHO/ vyroben tankov [+
TAZKYCH ZBRANI — KANONOV — 17 TRENCINEIQ
mh RAKIETEAOOQ)/ Pracoval som na Seriave, Smykol som sa
a zachytil som sa o drity 380 V. Preil som drubii mozgovi smrt.
/PO DRUHOM LLUCENI $A4 SO $770JOU RODINOU

Navrat k figuracii od abstraktnej prazdnoty
a kozmickej transcendencie k telesne zakotvenej
skusenosti utrpenia sa vo Filkovej maliarskej praxi
dotyka paradoxu, ktory James Elkins identifikoval
ako strukturalny problém stcasného umenia. Podl'a
neho je nabozensky jazyk z verejného diskurzu vy-
tlaceny, no jeho afektivne formy pretrvavaji. Elkins
v tejto suvislosti hovotf o ,,rétorike miznutia, koncov
a znehodnoteného vzkriesenia®."!

Filkova malba z tohto obdobia ponuka pohlad
na patriarchalny model postmodernej spirituality,
v ktorom sa telesna bolest’, afekt a utrpenie zapisuju
do umeleckého diela ako dokaz poslania ¢i vyvolenia,
typicky pre apokalyptické predstavy sucasného ume-
nia, ktoré personifikuju krizy sveta v muzskom tele,
nesicom bremeno vykipenia.®* Vysla zo $pecifickej
situdcie emigranta zo socialitického bloku, ktoré-
ho formoval mytus avantgardného umelca a jeho
hrdinsky, tragicky a utopicky obsah, odzrkadl'ujuci
archetypy zapadného kanonu, ale aj celkom odlisne
struktdrovanej scény ovladanej politickym tlakom
a cenzurou.

V tomto zmysle mozno Filkove nemecké obrazy
¢itat’ aj prostrednictvom krest’anskej asketickej ima-
ginacie, ktora Virginia Burrus opisuje ako afektivnu
ekonomiku nedostatku, ktory sa neda zaplnit’, ale
len zatienit’ radost’ou z utrpenia: ,,Skryta zivocisnost
rozkose a bolesti pfechazi v rozlehlost duse, pronika
dusemi, pfesahuje je, saha po... Bohu? Pfesahuje
veskera omezeni a zaroven cti konecnost veskeré

SOM PROSIL. ZIADAL + SF LETENLAOQ 1V TUNE-
LY — NA KONCI WHITE + TRANSPARENTEAOOQ +
IVRATENISF — ICH ROZHODNUTILAQ 5.D — SOULIFE
UPTIME — DOTYKY DUSE — SOULOV'E/ Padol som | 7. 5 —
6 M HALOVEHO ZERLAV'U/ dolu na kandny, zamdlel som
a potom ma vali do nemocnice | TAM MA VZKRIESILI/ Poéas
mojej proej a drubej mozgovej smrti som si [v 4.D DSUQ UP 300000
KM/ S/ uvedomoval svoju mysel’ a videnie. Tu som tie realizoval svoju
Struketiirn myslenia cez, centrilny mozog.

Stano FILKO: AUTENTIKSF I. — III. Okolo 2010, Digitalna
tla¢, pero, fixa, petforacia, 42.1 X 29.7 cm. Collection of the
Slovak National Gallery, IM 824-826, detail.

0 ELKINS, J.: On the Strange Place of Religion in Contemporary Art.
London 2004, s. 126.

62 Pozti HEARTNERY, E.: Doomsday Dreams: The End of the World
and Contemporary Art. London; New York 2019.
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existence.”“” Filkova malba z tohto obdobia tento
paradox telesnej spirituality artikuluje vizualne:
bolest’, dotyk a stopa tela sa nestivaji negaciou
duchovna, ale jeho podmienkou. V tomto zmysle
Filkova praca nadvizuje na dlha tradiciu maskulinne
koédovanej krest’anskej spirituality, v ktorej autorita
a poznanie vychadzaju z askézy. V americkom obdo-
bi sa tento afektivno-duchovny register d’alej rozsiri
o umelecké, kozmologické, technologické, psycho-
logické, filozofické, ezoterické a iné vplyvy, a vyusti
do komplexného ontologického modelu, neskor
znameho ako Sys#ém SF, v ktorom Filko usporiadal
vlastnu existencialnu skisenost’, vedomosti, emocie,
vratane strachu zo smrti. Odtlacky rdk, krize a ges-
tické zasahy v jeho malbach preto nepredstavuja
expresiu autorstva v tradicnom maliarskom zmysle,
ale indexalne stopy fyzickej pritomnosti, prace a zra-
nitel'nosti. Malba sa stiva miestom dotyku, zapasu
a vycerpania, bolesti, ale aj mesiasskeho drajvu autora.

Prichod do Ameriky svojich snov vSak tiez
tematizoval a mystifikoval. V niekolkych dielach
a text-artoch odkazoval prave na tento den: ,,13.
december 1982: prvy den v USA —NYC v Amerike.*
Dokumenty zo sikromného archivu z New Yorku
ilustrujy, ze uz v roku 1985 Filko zacal vazne uvazo-
vat’ o systéme ziarivych energetickych centier v mul-
tidimenzionalnom casopriestore — siedmich ¢akrach
v uz existujicej trojrozmernej Skale — s umyslom
restrukturalizovat’ celé svoje doterajsie dielo a nasta-
vit’ budice umelecké stratégie. Kritik John Russell
napisal v recenzii o vystave troch umelcov v roku
1984 v Jack Tilton Gallery v New Yorku, ze Filko
,,vnasa autentickd energiu expresionizmu do svojich
obrazov Supermana a Superwoman®.* Filko vysta-
voval mal’by a maliarske instalacie na skupinovych
vystavach Special Projects (jar 1986) v MoMA PS1
a Working in Brooklyn: Painting v Brooklyn Muse-
um (1987), ktora bola sucast’ou série prezentujuce;j
miestnu aj medzinarodnd umelecku scénu, v ktorej
v tom case ,,dominovali individualne citlivosti sku-
majlce rozne neo-izmy“.” V statemente v katalégu
predstavil svoju legendu — je ,,undergroundovym®

8 BURRUS, V.: Sexudini Sivoty svatych: Erotika ve starovéké hagiog-
rafii. Praha 2015, s. 187.

¢ RUSSEL, J.: New Painters. In: The New York Times, 1. 6.1984.

 Sukromny archiv.
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umelcom z Ceskoslovenska, ktory sa v sii¢asnosti na-
chadza v $tvrtom tvorivom obdobi (chyba rok 1970):
1. obdobie, 1960 — 65: Gnozeologické; 2. obdobie,
1965 — 69: Kozmologické; 3. obdobie, 1971 —77: Te-
ozofické-totalne. .. 4. obdobie, 1978 — 87: Empirické,
sucasné, transformatory, odpadky, abstraktné. ...
Nasleduje séria pojmov, ktoré umelec spaja s tymto
stvrtym obdobim vratane moravskej Venuse okolo
roku 25 000 pred n. 1. V odporacacom liste Pol-
lock-Krasnerovej nadacii z tohto obdobia napisala
Charlotta Kotik: ,,Filko nazyva svoje sticasné tvorivé
obdobie (1978 — sucasnost’) ,empirickym‘. Medzi
jeho stcasnymi témami ndjdeme motivy z umenia
americkych Indidanov, punk rocku a Fudi Zijucich v su-
casnej dzungli. Komentuje aj svoje predchadzajice
tvorivé obdobia a kritizuje sucasny materializmus
a dekadentnost’ nefigurativnym sposobom. Stano
Filko sa javi ako citlivy a imaginativny umelec, ktory
sa drz{ svojich jedinecnych zasad. Jeho zivot nazna-
Cuje, ze mu nevadi obetovat’ svoje osobné pohodlie
a materidlny blahobyt svojim idedlom.*”

New York zaciatku 80. rokov bol priestorom
extrémnej koncentracie protikladov: ekonomického
boomu a prekarity, medialnej expanzie a osobnej
izolacie, navratu malby a stucasne hlbokej krizy
modernistickych utépil. Tuto situaciu dramaticky
umochnila epidémia AIDS, ktora zasadne preformu-
lovala vnimanie tela, sexuality, intimity a smrti. Filko
najprv reagoval radikalnym posunom svojej mal'by
smerom k existencialnej telesnosti, erotike a surovej
expresivite, k mal'be s kolazovymi a asamblazovymi
prvkami. Kym v predchadzajucich obdobiach do-
minovala biela ako farba ontolégie a transcenden-
cie, v americkych dielach sa do popredia dostavali
cervena a Clerna farba, farby krvi a zranitel'nosti,
Erosa a Thanata. Jednym z najvyraznejsich znakov
tejto fazy bolo opakované pouzivanie slova AIDS,
ktoré Filko maloval priamo na platna ako surovy,
nekomentovany znak dobovej reality. Tieto prace
rozsirovali jeho maliarsky jazyk do oblasti asamblaze
a environmentu a posilniovali autobiograficky rozmer
Filkovej tvorby. (Obr. 8)

6 Stano Filko. In: KOSS, E. — ANTONIDES, J. (eds.): Working
in Brooklyn: Painting. New York 1987, s. 22.

7 Pozti HRABUSICKY, A. — GREGOROVA STACH, L.
Universal Environment. London 2023.



Filko zacal systematicky zhromazd’ovat’ poznam-
ky, diagramy, text-arty a konceptualne zaznamy,
v ktorych sa umelecké dielo prestavalo chapat’ ako
auton6émny objekt a zacalo fungovat’ ako stcast’
rasticeho celku. Zlomovym bodom amerického exilu
bol rok 1984, ktory opakovane zaznamenaval v _4rchi-
ve ST ako existencne hrani¢ny. Skasenost’ fyzického
vycerpania, existenc¢ného ohrozenia a blizkosti smrti
sa transformovala do konceptu ¢ierneho EGA, na-
chadzajuceho sa nad tromi zakladnymi dimenziami.
Tento moment neznamenal ustup od malby, ale jej
preformulovanie: expresfvna figurativnost’ ustupova-
la nereferencnym kompoziciam, v ktorych sa skimali
zakladné geometrické tvary a farebné vzt’ahy, ako to
reflektovala Charlotta Kotik.®®

Americky exil predstavoval najintenzivnejsiu
a najkonfliktnejsiu fazu Filkovej maliarskej tvorby.
Marlba sa stala miestom, kde sa telesna skusenost’,
spolocenska kriza a spirituadlne hP'adanie pretavili do
surovej, hybridnej obraznosti. Pre Filka bola malba
nastrojom prezitia a ontologického zapasu. (Obt. 9)

Jeho umelecka prax nikdy nebola viazana vyluc-
ne na obraz, objekt ¢i instaldciu, ale na dlhodobo
rozvijany proces myslenia, pisania a systematického
sebautvarania. Popri malbe a praci s priestorom
celoZivotne paralelne rozvijal ambivalentni koncep-
tualnu tvorbu, ktord oznacoval ako fexz-art alebo aj
ako ,,verbalne maliarstvo®. Text pre neho nebol ko-
mentarom k dielu ani sprievodnym vysvetlenim, ale
autonomnym médiom, v ktorom sa autobiografické,
kontextualne, ontologické, kozmologické a spiritu-
alne otazky artikulovali s rovnakou intenzitou ako
v projektoch, obrazoch, objektoch a instalaciach.

Prave v text-artoch Filko najdoslednejsie roz-
pracoval svoj holisticky Systém SF ako osobnu
spiritualnu kozmologiu. Texty, diagramy, heslovité
zapisy, zoznamy, chronolégie, symbolické rovnice
a fragmentarne manifesty vytvarali paralelnd vrstvu
jeho diela, ktora neustale reagovala na vznik novych
objektov, instalacii a maliarskych cyklov. Systém SF

8 KOTIK, Ch.: Working in Brooklyn/ Painting. In: KOSS/AN-
TONIDES 1987 (see in note 606), s. 10.

0 Takmer tridsat’ rokov travili neoficialni umelci svoj Zivot
v uzavretom a izolovanom svete. Po cely tento ¢as boli
neoficidlni umelci a autori prisnou politickou, ideologickou
a estetickou cenzirou zbaveni moznosti vystavovat’ alebo
publikovat’ svoje diela. Uvizneni v tejto prakticky kozmickej

sa tak formoval nie ako uzavrety teoreticky model,
ale ako otvorena, neustale prepisovana mapa bytia,
v ktorej sa spajali biografické udalosti, metafyzické
uvahy, dejiny umenia, veda, nabozenské systémy
a osobna mytologia.

Ilja Kabakov, ktory v roku 1987 emigroval z Rus-
ka cez Rakisko a nakoniec sa usadil v Spojenych
statoch americkych, demytizoval sen o kozmickej
budiicnosti, najmi vo svojej instalacii Clovek, ktory
vyletel do vesmiru 30 svojho bytn (1987). Zachytava scénu
z izby v moskovskom komunalnom byte, kde sa po
rokoch priprav fiktivna postava muza, reprezentuja-
ca urcité casti samotného umelca, katapultovala do
vesmiru pomocou domaceho zariadenia. Podobne
ako Kabakov mal aj Filko silné povolanie k se-
ba-institucionalizacii, a tym aj k muzealizacii svojho
umenia. Kabakov ho realizoval prostrednictvom
fiktivnych postav, ktoré boli umelcami, pricom jeho
instalacie boli metaforou muzea a sveta umenia. Fil-
ko, naopak, vyvinul svoj komplexny Syszém SF a tiez
vlastné fiktivne identity.”

Naozaj vjznamné je uvedenie jeho styroch klo-
nov, z ktorych prvé tri boli vytvorené uz v Spojenych
statoch americkych v roku 1988: Stanisiav Filko
1937 — 1977, Stan Fylko 1978 — 1987, Stan Phylko
1988 — 1997 a Phys 1998 — 2037. Objavuju sa na
letaku k jeho samostatnej vystave v Donnell Libra-
ry Center v roku 1987 pod fotografiou diela Mobile
Installation — tajomného priestorového autoportrétu
ako maliarskej instalacie s miakkymi odrazovymi
plochami, ktoré odrazaju ruzovu raketu uprostred
s enigmatickym napisom: ,,1958 — 60 — 78 Filko —
Fylko“. Na zadnej strane tlacoviny je trojfarebna
vlajka. V rukopisnom zapise Filko pridal zakladné
vysvetlenie svojho umenia, ktoré bolo pravdepo-
dobne urcené krajanom: ,,Moje umenie patri do
konceptualneho hnutia; ma tri odlisné dimenzie
alebo tri cesty rovnakej energie ako slovenska vlajka:
biolbgia — cervena; kozmoldgia — modra; ontologia —
biela.*™

izolacii museli byt umelci v tychto kruhoch dplne sebestacni
a spolichat’ sa jeden na druhého, aby plnili dlohy, ktoré mali
zastavat’ inf: divdci, kritici, odbornici, historici a dokonca
aj zberatelia.” GROYS, B.: Re-Inventing Authorship. In:
BINGHAM, J. (ed.): Not Everyone will be Taken to the Future.
London 2017, s. 37.

0 Sukromny archiv.
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Uz pocas svojho zivota sa stal Stano Filko in-
stituciou, vlastnym muzeom, ktoré zhmotnoval
v dome-ateliéri (podl'a vlastnych slov ,,depozitari)
na Snezienkovej ulici v Bratislave: ,,Z tejto dvoj-
podlaznej budovy mozno vyjst’ na strechu, odkial
je prekrasny vyhl'ad na celé mesto, prudiaci Dunaj
a rovinu okolo neho. Clovek ma dojem, Ze sa tu
nachadza stanica mimozemst’anov, ktoti si touto
pozorovatel'nou vybudovali skryté, ale idealne miesto
pre sledovanie sveta. Pritom Stano Filko sam vy-
stupuje ako prostrednik medzi roznymi svetmi, nie
vsak ako vel'vyslanec hlbsich vyznamovych vrstiey,
ale omnoho realnejsie v zmysle réznych rovin sku-
senostl.“"" Od roku 2005 planoval gesamtkunstwerk
svojej tvorby postavit’ ako Kordb vo Velkej Hradnej,
hoci obidva projekty seba-institucionalizacie skon-
¢ili ako ruiny utopickych vizii. Stano Filko mal'oval,
pisal a systematizoval do poslednej chvile. V stave
tyzického vycerpania pracoval z postele. V tomto
geste sa uzatvara cely obluk jeho tvorby ako dosledna
a nekompromisna ontologicka prax.

Mal’ba ako identita po roku 1989:
Erik Binder

Pre Erika Bindera™ bola malba integrilnou
sucast’ou jeho intermedidlneho programu, pro-
strednictvom ktorej sa orientoval v nestabilnom
a fragmentovanom svete. Bola ako otvoreny proces
ladenia, zaznamu a transformacie.

Binderova maliarska prax vyrastla z horskej
prirody a z mestskej dynamiky rodného kraja, jeho
vizualnych a zvukovych podnetov a neustale prepi-
sovanych povrchov. Striedanie rytmu krajiny a mesta
sa zapisovalo do jeho maliarskeho gesta vo vrstvach
(akoby) nahodnych zasahov. Tvorbou #rban poetry
rozsiroval svoje umelecké myslenie (,,mesto spi/
amesto sniva/ a miliény snov/ padaji do kanalov®).
Marlba ¢cimkolvek na akomkol'vek povrchu, stekance

T BROZMAN, D. — GRZONKA, P. (eds.): Szano Filko. Praha
2005, s. 99 — 100.

2 Erik Binder (1974 Hnuast'a-Likier — 2023 Bratislava) bol slo-
vensky vizudlny a intemedialny umelec. Venoval sa malbe,
kresbe, objektom, instalacidm, performancii a hudbe. Absol-
voval Vysoku skolu vytvarnych umeni v Bratislave a zalozil
viaceré kolektivne platformy. Vystavoval na 50. Biendle nmenia

v Bendtkach (2003).
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po sprejovani a vrstvenie nanosov roznych technik
vytvaralo zaznam umelcovho performativneho
pohybu.

Sucast’ou tohto rozsireného pol'a bola aj Binde-
rova intenzivna kresliarska a graficka prax. Kresba
prentho predstavovala denny zdznamovy nastroj —
dennikovi formu myslenia v linii, geste a znaku.”
V Binderovom pripade kresba nebola pripravnou
fazou, ale autonémnym médiom myslenia a exis-
tencie, ktoré udrziavalo nepretrzity tok medzi telom,
vedomim a obrazom.

Mapy a diagramy patria do Binderovho aparatu
postkonceptualnych nastrojov. Porovndvaci Zivotopis
(2010) je vynimoc¢nou retrospektivou osobnej skua-
senosti v prepojent s historickymi, socialnymi a kul-
turnymi suradnicami. (Obr. 10) V cykle Hwotel Hybe
(2016 — 2021) sa vratil k spomienkam na detstvo.
Motel Hybe, kde Binder ako diet’a zil, bol pocas
socializmu miestom stretu lokalneho a globalneho —
kazdodennosti prace, starostlivosti a pohostinnosti
so skusenost’ou zahrani¢nych navstev. Zachytil
v nom stredoeurépsku postsocialistickd identitu ako
vztahovu siet’ krajiny, rodiny, prace, konkrétnych
miest a drobnych ,,zazrakov* v kazdodennosti.

Binder mal k slovenskej krajine osobity vztah.
S nadhladom chépal narodnost” ako historicky za-
t'azenu kategoriu, ktorta v tvorbe podroboval kritike,
humoru a destabilizacii. V tomto kontexte ¢itame aj
jeho vedomu apropriaciu romskej etnicity, ktora vy-
uzival ako akt protestu proti nacionalizmu, xenofoébii
a homogenizacii slovenskej identity.

Cyklus Waodoo Cicmany, vznikajaci od roku 2010
pocas Binderovho tvorivého pobytu v USA, bol
koncentrovanou artikulaciou jeho vzt'ahu k slo-
venskej krajine a identite. Prenesenim ornamentiky
¢i¢mianskych drevenic do globalneho urbanneho
prostredia New Yorku vytvoril ironicky prevrateny
,»kusok vlasti, ktory zahfnal aj sprejersku fresku
realizovanu vo verejnom priestore oproti oknu jeho

7 TAMASOVA, A.: Erik Binder: Nekoneiny pribeb/ Erik Binder:
Neverending Story. Bratislava 2023.

™ Vystava Sedimenty sveta/Sediments of the World (Galéria mesta
Bratislavy, 17. 4. 2025 — 28. 9. 2025, kuratorka Nad’a Kance-
vova) predstavila Binderov ateliér formou videa (autor Michal
Strompach).



bytu (s povolenim majitel'a domu). Jeho ,,cic-money*
ironizovali skanzenizaciu a sebakolonizaciu sloven-
skej kultary zneuzivanim fokl6ru. Okrem toho vsak
vytvoril stovky listov séril Woodoourbanism a Subway
Rabala nasprejovanych na mapach Manhattanu.

Binderov ateliér v budove byvalych socialistickych
potravin v bratislavskej Karlovej Vsi poskytoval au-
torovi pracovné zazemie aj otvorené miesto stretnuti
a spoluprace. Vznikal ako procesudlne zozilne dielo,
v ktorom sa vrstvili rozpracované obrazy, najdené
objekty, hudobné nastroje, technoldgie, archivy, kni-
hy, kresby, plagaty, fragmenty starsich diel, elektroni-
ka a aparatura. Binderovo zberatel'stvo a ,,brikolage*
bolo jeho sposobom myslenia, veci aj idey najskor
uchovaval, neskor preskupoval, znovuaktivoval a ne-
chaval vstupovat’ do novych vzt'ahov.* Ateliér bol
zivym ekosystémom, v ktorom sa prirodzene preli-
nali individudlna tvorba, kolektivne situacie a socialny
rozmer umenia. Spolupraca tvorila zasadnu sicast’
Binderovej praxe. Projekty s Gabrielou Binderovou
(Kunst-fu), maliarska dvojica Binderfresh s Viktorom
Fre$om, spoluprace napriklad s Palom Cejkom,
neskor s Janom Triaskom, Martinom Vongrejom ¢i
Michalom Strompachom rozgirovali pojem autorstva
a rusili hierarchické delenie roli.

Binderov ateliér inspiroval nazov vystavy o su-
¢asnom maliarstve — médiu po svojej ohlasovanej
smrti: Malba po malbe. V statemente v katalogu
napfsal: ,,Malbe sa venujem z inych dévodov ako
umeniu. Plochu, na ktorej ju realizujem, vnimam
ako nenaladent obrazovku nového prijimaca, na
ktorej hl'adam, ladim, drasam a hladim obraz. Obraz
ako vysielanie. Niekedy je obraz jasny a niekedy sa
zmiesaju rozne kanaly a vysielania (...). Vtedy casto
pri-vy-kvitne nazov ,vysielania‘, ktory potom uvadza
divaka do vysielania a trha listky pri vstupe do ob-
razového priestoru. Mam rad obrazy, v ktorych sa
da prechadzat’, ¢itat’. Mam rad aj mal’bu, ¢o ostava
po malbe...*”

Binderova tvorba bola ako tok/rieka, teda flow —
ontologicky diagram komplexného systému pruden,

5 BINDER, E. In: KUSA/GREGOROVA/MITASOVA 2010
(v pozn. 16), nepag,

7 BINDER, E. In: GREGOROVA STACH, L.: AVATSYT
Labyrint Erika Bindera/ NOITIBIHXE: Labyrinth of Erik
Binder. Bratislava 2021, nepag.

identit a casovych vrstiev — umoznujuci orientaciu
v nestabilite, preruseniach a premenach charakte-
ristickych pre postsocialisticka stredoeurépsku sku-
senost’. Sam o sebe hovoril, Ze je ,,nekonceptualny
umelec, lebo netvori, ale nachadza.” Jadrom jeho
metodoldgie bola praca s nahodou, chybou, zlyha-
nim, destrukciou a rekonstrukciou — s nadhl'adom:
,,Humor (ale nie pubertalny vtip) je sposobom ko-
munikacie, sprostredkovanym poznanim, ktorym
prehodnocuje realitu.””” Recyklacia, apropridcia
a ,,konceptualna oprava“ najdenych gycovych, od-
mietnutych alebo poskodenych malovanych obrazov
sa prejavila napriklad v sérii Pimp My Art— Dr. Binder
zachrariuje umentie na pokragi smrti (2017). (Obr. 11)
Dlhodobo sa zaujimal o duchovné, nabozenské
a mytologické systémy, ktoré studoval v historic-
kych, antropologickych aj praktickych suvislostiach.
V poslednych rokoch zivota sa intenzivne venoval
praxi dzogcenového budhizmu, meditacii a telesnym
cviceniam, ktoré chapal ako nastroje rozsirovania
vedomia a kultivacie pozornosti a véimavosti. Tieto
praktiky, prirodzene, prenasal aj do umeleckej prace.
Spiritualita untho nefungovala ako ilustrativny motiv
ani symbolicky repertoar, ale ako ontologicky sposob
existencie a vnimania sveta, ktory sa zapisoval do
procesu tvorby, rytmu prace a vzt’ahu k materialu.
Bol aktfvnym hudobnikom, didzejom, perfor-
merom a basnikom. Okrem fujary a autorskych
zvukovych objektov vyuzival elektronické nastroje
a digitalne rozhrania. Dych, zvuk a rytmus prepajal
s maliarskym gestom a telesnym pohybom. ,,Bin-
derova praca sa prejavovala ako senzoricky aparat,
v ktorom sa skdsenost’ — ¢asto hrani¢na, psyche-
delicka — priamo pretavovala do materialu, objektu
a obrazu.“"® Samostatna vystava Avatsjv v Slovenskej
narodnej galérii zaroven umoznila evidovat’ znacna
cast’ jeho maliarskej aj intermedialnej tvorby.
Projekt Pneumatrix (2016) v spolupraci so Zojou
Zupkovou a s hudbou Andreja Sebana prepoiil
maliarske myslenie s performanciou, scénogra-
fiou a priestorovou instalaciou. Peter Tajkov ho

77 KUSA, A.: Erik Binder. In: KUSA/GREGOROVA/MITA-
SOVA 2010 (v pozn. 14), nepag;

" MONCOTL:OVA, L.: Postkonceptualizmus ostrjch hrin — raz
si na vrchole a raz dole (Erik Binder v Slovenskej narodnej

galérii). In: Profil 2021, ¢. 2, 5. 109.
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charakterizoval ako ,,mikrokozmos Binderovske;
imaginacie,”” ktory presahoval sibor jednotlivych
diel a vytvaral komplexné prostredie vstupu a po-
norenia. Pomalované pouzité pneumatiky ziskali
(podobne ako mal'ba samotna) novy transformovany
zivot. Videoinstalaciu vytvoril v spolupraci s Pepem
Ehrenbergerom a svojimi synmi Maxom a Alekom,
¢o podporilo generacny rozmer diela.

Postsekularita sa v jeho tvorbe prejavovala ako
dosledna praca s roznymi relionististickymi kédmi
v situacii, ked’ ,,vizualne znaky a pamit’ové ikony uz
nie st samovysvetlujuce®.* Tento pristup mal v jeho
tvorbe dlhodobu kontinuitu. Uz v projekte Superstart
(Benatske bienale, 2003) sa postsekularna pozicia
prejavila presunom krest’anskej ikonografie do rovi-
ny telesnej praxe. Ako uvadza Michal Kolecek, ,,Jezis
Kristus cvi¢i na gymnastickych kruhoch... Jeho
vykon je absolitne bezchybny, takmer bozsky*."
Kfristus tu nebol ani objektom uctievania, ani ter¢om
irénie, ale telom v rezime vykonu — telom, ktoré
nieslo duchovny vyznam prostrednictvom fyzickej
discipliny. Spiritualita sa neobjavovala mimo spek-
taklu, ale v jeho vnutri, ako jeho napitie a paradox.
Autori zamerne pouzili art marketingovu estetiku,
aby sa vysmiali inStitucionalnym mechanizmom
umeleckého sveta.

V cykle Pra-skli (2019 — 2021) pracoval Binder
s krehkost’ou, napatim a priesvitnost’ou skla a s jeho
prasklinami ako kresbami v priestore, zdznamom
tyzického zasahu. Podl'a neho zruinované umenie
v sérii Pra-skld ,,v celej nadhere dopukanej krehkosti
vyjadrovalo momenty, v ktorom sa v troskach z tmy

" TAJKOV, P: Preumatrix. Kosice 2016. Nepag.

80 PAHUD DE MORTANGES, E.: Icon Meets Icon. On the
Intersection of the Visual Culture and Gender Performance
in Postsecular Art and Fashion. In: GRENZ, S. — GUTH,
D.—-BOKA, E. - UYSAL, E (eds.): Gender and Postsecularity in
Visnal Culture and Knowledge Production. Wien 2024, s. 22 — 23.

8 KOLECEK, M.: We are willing to die a natural death for art.
In: BONAMI, E. — FRISA, M. L. (eds.): La Biennale di 1/ enezia.
50th International Art Exhibition — Dreams and Conflicts: The
Dictatorship of the Viewer. Venezia 2003, s. 572.

* BINDER. E. DiSputa o labyrinte trivenia casu. In: GREGO-
ROVA STACH 2021 (v pozn. 76) unpaginated.

# Tbidem.
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zjavuju zablesky nostalgie dni bezpecnych hier*.*
(Obr. 12)

Binder bol citlivy voéi otazkam rodu, identity,
spirituality a moci reprezentacie. Pozornost’ voci ina-
kosti bola integralnou sucast’ou jeho umeleckej praxe
a ontologického myslenia. Pracoval s nabozenskymi,
mytologickymi a kultirnymi kédmi v situdacii, ked’
stratili svoju univerzalnu normativnu platnost’. Pod-
I'a vlastnych slov bol ,,diet’a premien® a citil sa ako

,sucast’ transformacného obdobia nasej krajiny*.®

Zaver:
Mal’ba ako rezistentna ontologicka prax

Binderova expandovana maliarska tvorba bola
ontologickou praxou zotrvania v pritomnosti. Mal'ba
vytvara medzigenera¢ny most k autorom a autorkam,
pracujucim s identitou, telom a pamitou.

Autori ako Erik Binder tvoria délezité spojivo me-
dzi povojnovou tradiciou ontologického, systémového
a environmentalneho myslenia a mladsimi autorka-
mi, ktoré rozvijaji malbu ako citlivy’ nastroj prace
s identitou, telom a historickou skusenost’ou. Emilia
Rigova® a Monika Pascoe Mikyskova® nadvizuju na
rozsirené chapanie mal’by, no posivaji ho do odlis-
nych etickych, politickych a epistemologickych rovin.

Rigova rozvija maliarsku, intermedialnu a per-
formativnu prax ako médium kolektivnej pamati
a traumy, ukotvené v rémskej skdsenosti strednej
Euroépy. Ako uvadza v autorskom statemente: ,,.Som
Emilia, som Bari, som zena, som Rémka, som Slo-
venka, som Eurdpanka a som este omnoho viac.“®

% Emilia Rigova a. k. a. Bati Rakloti (1980 Trnava) je slovenska
multimedialna umelkyna a pedagogicka. Je laureatkou Ceny
Oskara Cepana (2018) a od roku 2024 docentkou na Akadémii
umeni v Banskej Bystrici. Vo svojej tvorbe sa venuje rémskej
identite, kolektivnej pamiti a historickému nésiliu.

5 Monika Pascoe Mikyskova (1983 Zilina) je slovenska vizulna
umelkyna, ktora sa venuje malbe a jej intermedidlnym for-
mam. Je finalistkou Ceny Oskara Cepana (2022) a vo svojej
praxi sa zameriava na vzt'ah cloveka a rastlin, etnobotaniku
a ekologicku pamat’.

8

>

RIGOVA, E. cit. podla: GREGOROVA STACH, I.: Hranice
navzdjom sa prekryvajucich (ne)identit. In: GAVULOVA,
L. (ed.): Cena Oskira Cepana 2018 Oskar Cepan Award 2018.
Bratislava 2018, s. 126.



Jej alter ego Bari Raklori (od 2012) cerpa z in-betwe-
ennes toznych identit a svoju tvorbu chape ako mo-
del priestoru, v ktorom jestvuji medzery, prieniky
odlisnosti. Vizualne, ale aj kuratorsky a vyskumne
sa venuje problematike potlacania narodnostnych,
etnickych ¢i sexualnych mensin v dejinach a v su-
¢asnosti. V novom konceptualno-maliarskom
cykle s motivom prazdnych zenskych brach otvara
tému nasilnych a utajovanych sterilizacii romskych
Zien pocas socializmu v Ceskoslovensku, v ktorom
prepaja rodinnu skdsenost’ s politickou histériou.
Jej pristup umoznuje ,reparativne citanie®, ako
ho formulovala Eve Kosofsky Sedgwick.”” Mal'ba
u Rigovej tak posobi aj ako telo a ako médium
reparacie, v ktorom je trauma otvorena a pripust’a
transformaciu. (Obr. 13)

Pascoe Mikyskova rozvija maliarsku prax ako
dlhodoby vzt’ah k prirode, ktord chape ako zivy
archiv pamiti a skusenosti. Jej tvorba sa vyznacu-
je pomalost’ou a dorazom na starostlivost’, rast

a cyklickost’. Vedome sa vymanuje z logiky rychlej
produkcie a spektakularnosti. Dolezitou sucast’ou jej
programu su spoluprace s botanickami a ekologicka-
mi, prostrednictvom ktorych svoj umelecky vyskum
prepaja s osobnou zenskou a materskou skisenos-
t'ou a starostlivostou o krajinu. Na samostatnej
vystave |'zpominky, které mi nepatriv PLATO Ostrava
(2025) predstavila rozsirent autobiograficku rovinu
svojej tvorby. Vychadzala zo spomienok na babicku
a na spoloc¢ny zber byliniek, najma ,,krvi sv. Jana®,
teda 'ubovnika bodkovaného (Hypericum perforatum).
Rastlina sa stala nositefom transgeneracnej pamati,
matrilinearnych tradicif bolesti, starostlivosti a lie-
cenia. (Obr. 14)

Spolo¢nym menovatelom vybranych stredoe-
urépskych umelcov a umelkyn roznych generaci
a kontextov nie su $tylové podobnosti ani ikono-
grafické registre. St to pozoruhodné sposoby, akymi
mal’bu umiestnili do centra svojej rozmanitej tvorby
ako bytostnu tvorivu prax.

Dr. Lucia Gregorova Stach

Institute of Art History,

Art Research Centre of SAS, Bratislava

Faculty of Fine Arts, Academy of Arts in Banska Bystrica
lucia.g.stach@savba.sk

8 KOSOWSKY SEDGWICK, E.: Epistemology of the Closet.
Berkeley CA 1990, s. 22.
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Images of Instability

Ada PIEKARSKA

Abstract

This study offers a theoretical analysis of contemporary painting in Poland as a site for the produc-
tion and negotiation of social affect within the framework of post-1989 systemic transformation. It
examines how painting participates in constructing and contesting collective imaginaries of identity,
community, and failure, approaching it not as a nostalgic return to medium-specificity but as a displaced
practice of affective reflection and radical introspection emerging under the accelerated conditions
of crisis. Rather than emphasizing formal analysis, painting is understood as a practice of testimony
and existential registration—a means of articulating experiences that elude the discourses of politics
and economics, yet remain embedded in everyday life under late capitalism and the deferred promises
of transformation. Situated within the broader context of Central and Eastern Europe, the essay
argues that contemporary painting registers dissociation, exhaustion, and melancholic resistance not as
symptoms but as political forces shaped by lived experience, revealing its potential to operate beyond
representation toward an expanded politics of presence marked by memory and unrealised futures.

Keywords: Contemporary painting — Late Polishness — Affective geography — Precarity - Hauntology
— Post-socialist transformation — Queer perspective

Painting as an Affective Geography of Late Transformation

Introduction. An Affective Map
of Polish Transformation

Can contemporary painting function as a form
of emotional cartography of collective experience in
late modernity and political transformation? In this
essay, I adopt the framework of affective geography—
an approach that considers space not as a neutral
backdrop to events, but as a landscape saturated with
traces of tension, attachments, and experiences that
resist verbal articulation'. This approach draws on
the so-called affective turn in the humanities, which
shifted attention from representation to experience
and emphasized the role of emotion and embodi-

' BENNETT, J.: Vibrant Matter: A Political Ecology of Things.
Durham 2010.

ment in shaping knowledge and social relations.” In
the context of Poland’s late transformation—after
2004 and 2015—this perspective proves especially
useful: it enables us to grasp moods and affects that
elude political or economic discourse, yet remain
deeply present in everyday life. It is of interest to
examine whether, and in what ways, contemporary
painting can serve as a site for registering such af-
fective tensions. The question arises as to whether
painting—a sensual, slow, and materially grounded
medium—can function as a means of perceiving
what is socially diffuse, elusive, yet deeply real.
After 1989, Poland underwent turbulent political,
economic, and cultural changes that significantly

> AHMED, S.: The Cultural Politics of Emotion. Edinburgh 2004;
KOSOFSKY SEDGWICK, E.: Touching Feeling: Affect, Peda-
202y, Performativity. Durham 2003.
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Fig. 1: Marcin Maciejowski: Poreba Spytkowska, 2002, oil, canvas.
Zacheta— National Gallery of Art, Warsaw. Photo: Zacheta— National
Gallery of Art.

shaped social life. The late phase of this transfor-
mation—especially the period after joining the EU
in 2004 and following the political shift in 2015—
brought with it a mix of emotions: euphoria and
hope for a better future, but also disappointment,
uncertainty, and mounting social tension’. These
affective landscapes (collective emotions and social
moods) find their reflection in art.

Here, I treat painting not so much as an object of
formal analysis, but as a practice of testimony and a
record of collective experiences. It often happens that
artists working with this medium enter into a dialogue
with the realities of change—challenging dominant
imaginaries of identity, community, future, or failure.
In this view, painting during the period of late trans-
formation becomes a tool of alternative knowledge
and a form of political presence: it enables the ar-
ticulation of experiences excluded from dominant
narratives and materializes individual voices—queer,
classed, migrant—that are typically rendered invisible.

Between Euphoria and Disillusionment
The systemic transition initiated in 1989 was

accompanied by enormous societal expectations—a
promise of Western-style modernization, democratic
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public life, and rising prosperity. The early 1990s were
a time of euphoric freedom, but also of economic
shock. In the visual arts, critical and conceptual
tendencies dominated, responding to new realities
(growing inequalities, consumerist explosion, erosion
of previous certainties). Painting did not disappear,
but it receded into the background. However, by
the late 1990s and early 2000s, painting had clearly
returned to the foreground—not as a simple renais-
sance of the medium, but as a form of displacement.
A new generation of painters began using painting
as a tool for critical and affective commentary on
reality. Good examples are programs of Wilhelm
Sasnal and Marcin Maciejowski, who, between 1996
and 2001, were associated with the Ladnie Group
and depicted ironically everyday life in post-1989
Poland. Their paintings—often stylized like simple
comic-book frames—addressed both major political
events and banal episodes of life outside large urban
centers, reflecting the capitalist reality of transfor-
mation-era Poland. In this way, painting became a
chronicle of the first decade of change—recording
both the enthusiasm of the free-market “chase after
the West” and the disillusionment of those excluded
from the new order. (Fig. 1)

Following Poland’s accession to the European
Union in 2004, social moods evolved once again.
The enlargement was accompanied by pride and
hope for accelerated development—many Poles
gained access to education and employment abroad.
Simultaneously, new fault lines and tensions emerged.
Labor migration of the younger generation to
Western Europe led to a sense of demographic and
emotional “drain” from smaller towns; domestically,
the gap widened between the dynamically prospering
urban centers and regions struggling with unem-
ployment and stagnation. Disappointment with the
modernization project intensified, especially after
the 2008 global financial crisis, which undermined
faith in endless growth. Although formally integrated
into a unified Europe, Eastern and Central Europe
continued to grapple with a sense of inferiority and
processes of post-dependency—adapting Western
cultural and economic models to local conditions.
These complex processes found expression in paint-

> BERLANT, L: Cruel Optimism. Dutham 2011,



ing: artists increasingly explored themes of national
identity, locality, collective memory, and the affective
map of transformation—a sense of living “on the
threshold” of eras and systems. As noted during the
exhibition Iate Polishness. Forms of national identity after
1989 (Pozna polskosé. Formy narodowej togsamosci po 1989
roku, CSW Zamek Ujazdowski, 2017), it is artists who
shape collective imagination, forming the images,
symbols, and narratives of contemporary Polish
identity. Post-2004 painting takes up the theme of
emerging and dismantling communal mythologies
within the context of globalization and neoliberal
capitalism. Rather than employing overtly political
gestures, it often works through metaphor and
mood—frequently in deeply personal ways.

Another turning point came in 2015, when a
change in government in Poland (the victory of con-
servative-populist forces) coincided with a broader
political crisis in the Western world. Growing social
polarization also became an affective issue—politics
began to operate openly through fear, anger, and a
sense of threat. The rhetoric of “rising from one’s
knees” and appeals to national traditions mobilized
emotions of pride and resentment, while on the other
side of the ideological spectrum feelings of frus-
tration, anxiety about the future of democracy, and
fear for minority rights intensified. At the same time,
Poland was affected by global crises, including the
fallout of the migration crisis (the 2015-2016 dispute
over accepting refugees), and in subsequent years the
shock of the pandemic and the intensifying climate
emergency. All of this contributed to a prevailing at-
mosphere that could be described as a sense of living
under the shadow of impending catastrophe—an
“accelerated end” of the world as we knew it.

In the art world, this shift was reflected in a
change of tone: many artists turned toward social
and political themes, seeking forms of expression
for experiences of anger, fear, and discontent with
reality. Others, conversely, responded with radical
introspection, focusing on private feelings, corpo-
reality, and psyche—as if in response to external
chaos. Painting proved to be a medium particularly
sensitive to these moods—capable both of com-

* KOSOFSKY SEDGWICK 2003 (see in note 2).

menting on reality through evocative imagery and
allusion, and of creating spaces in which emotions
such as fear, anger, or uncertainty could be grounded
and processed. Images do not need to depict events
directly; their force lies more in atmosphere than in
explicit declaration.

Painting as Affective Testimony:
From Formalism to Empathy

In traditional art history, painting has been ana-
lyzed primarily in terms of form, composition, and
iconography. In the context of late transformation,
however, it is worth looking at the painted image
as a vehicle of affect. Within the so-called affective
turn in the humanities, scholars emphasize that im-
ages do not merely represent reality but also affect
viewers on the level of feeling and mood—often in
nonverbal ways®. One might say that the painting
of this period functions as a language of the un-
spoken—an attempt to communicate expetiences
that defy description, evading both political and
economic discourse.

Many social phenomena tied to Poland’s trans-
formation bear precisely this affective dimension.
For instance, economic statistics or official political
speeches fail to convey the trauma of abrupt systemic
change felt by those who lost all sense of stability
overnight. Nor can they capture the nostalgia for a
lost sense of solidarity from the era of mass move-
ments like Solidarnosé, or the bitterness of those who
were promised “the West within reach” only to feel
betrayed years later.

Painting—with its capacity for metaphor and
expressive form—can become a medium through
which such states are registered and materialized in
atmosphere and affective tension, where meaning
emerges more from mood than from linear narrative.
As art historian Luiza Nader has noted, contem-
porary art is capable of creating a communicative
language of sensation and affect that conveys the
complexity of difficult (e.g,, traumatic) experiences
better than literal storytelling®. In other words, the
painted image can reveal affective truth—not through

> NADER, L.: Afektywna historia sztuki. In: Teksty Drugie.
Warszawa 2014, ¢. 1, pp. 14-40.
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faithful depiction, but via emotional dynamics, fic-
tion, and fantasy that reflect what is happening within
memory and personal experience.

In post-1989 Polish painting, we can identify
various strategies of affective testimony. Some artists
take an approach close to emotional realism—de-
picting realistic scenes imbued with unease, disap-
pointment, or anger. Others use dreamlike, surreal,
or semi-abstract aesthetics to capture dispersion,
chaos, or melancholy. What matters is that painting
here becomes a form of experiential record—some-
thing akin to a diary of collective emotions. It may
be read as an alternative archive of transformation,
preserving images of fear, hope, longing, and frus-
tration—emotions often absent from the official
narratives of political change®.

Instead of alinear story about the success of de-
mocratization and the economic “catching up” with
the West, painting offers a more complex vision: it
reveals individual dramas of those “lost” in the new
system, hidden value conflicts that never entered
public debate, and latent anxieties gnawing at the
social imagination.

From this perspective, painting plays not so much
a representative as a diagnostic role—it helps to
identify emotional and structural tensions inscribed
in the landscapes of late transformation. On this
map of meaning, we find not only individual bodies
but also collective sites of condition: housing estates,
shopping malls, abandoned factories awaiting rede-
velopment or already turned into lofts, small towns
affected by emigration. Space here is not a neutral
backdrop but a condensed record of change—a
material trace of economic, class, and emotional
inequality.

Against this backdrop, Stocznia (The Shipyard) by
Iwona Zajac (2004), realized on the walls of the
former Gdansk Shipyard, exemplifies what painting
can be as an intervention into collective memory.
Rather than affirming dominant narratives of trans-
formational modernization, Zajac gives voice to
those excluded from it—former shipyard workers.
Her strategy consists in combining monumental
form with individual stories: memories, fragments

¢ CVETKOVICH, A.: An Archive of Feelings: Tranma, Sexuality,
and Lesbian Public Cultures. Durham 2003.
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of conversations, and personal records of disap-
pointment. As philosopher Ewa Majewska observes,
Stocznia breaks with the aesthetics of propagandistic
murals—it does not offer a single version of histo-
ry but restores visibility to subjects expelled from
public debate’. The artist’s self-portrait with “wings”
composed of crane silhouettes is not meant to per-
sonalize the narrative, but to interweave individual
experience with a local, class-inflected topography
of memory.

In this sense, Stocgnia is not only a work of
commemoration, but a form of critical record—it
reveals the erosion of the world of labor and the
disappearance of its social visibility. Zajac’s work
evokes emotions that cannot be expressed through
the language of politics or statistics: frustration, an-
ger, mourning for lost community, disorientation. It
does not llustrate the crisis but exposes it—through
specific locality, through the materiality of the wall,
through embedded voices and figures. Such gestures
situate painting as a diagnostic medium—not claim-
ing objectivity, but capable of capturing the social,
emotional, and spatial stratifications that escape
dominant descriptive models.

Images of Inequality:
Class and the Incomplete Modernization

One of the key threads within the affective geog-
raphy of Poland’s transformation is the experience
of class divisions and the emotions that accompany
them—from hope for upward mobility to the bit-
terness of exclusion and anger. The 1990s brought
rapid social stratification: alongside emerging busi-
ness elites and a growing middle class, a vast popula-
tion of the unemployed appeared—former workers
from collective farms and industrial laborers affected
by restructuring, For a long time, contemporary art
avoided directly representing the working class (part-
ly out of fear of replicating socialist-realist tropes);
the dominant gaze was that of the intelligentsia,
often critical of “the people”—for their supposed
backwardness or consumerist aspirations. Over time,
however, artists began to reclaim these themes. Fig-

7 MAJEWSKA, E.: Slady pamiei i praca u podsta. Obieg 2006.
2006.



Fig. 2: Karol Palezak: Stanal w ogniu nasz wielki dom | Our Great House Stood in Flames, 2019 | Nds velky dom stil v plamerioch, oil, canvas,

150 X 110 em. Collection of Galeria Bielska BW.A, Bielsko-Biata.

urative painting proved particularly useful here—it
allowed for the depiction of specific social worlds
while infusing them with affective commentary.
An example is the work of Karol Palczak (b.
1987), a painter from a village in southeastern Poland
who, after his studies, returned to his hometown
and made it the central subject of his paintings. Pal-
czak paints poetic, realist scenes of life outside the
metropolis: portraits of local residents, landscapes,
fragments of daily life—often on small formats and
unconventional surfaces like sheet metal. His realism
does not aim for “objective” representation; rather,
he employs traditional painterly techniques such as

chiaroscuro and textured brushwork to reflect on the
condition of life at the margins. Natural elements—
fog, fire, snow—Dbecome in his paintings mirrors of
the moods that permeate the depicted world. (Fig; 2)

In one of his cycles, Palczak references Jacek
Kaczmarski’s ballad We Do Not Want to Escape From
Here, which was inspired by the 1980 fire at a psychi-
atric hospital in G6rna Grupa, where—due to gross
negligence—fifty-five patients died and many more
were injured. The painting’s title—,, Our Great Home Is
in Flames, Home for the Mentally and Nervously 1/]“—re-
calls that catastrophe, although the scene itself is not
a literal depiction: instead, it portrays a contemporary
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episode from a village in the region—young men
jumping over a bonfire. This seemingly mundane
moment is charged with symbolic weight—it teeters
between everyday life and catastrophe, evoking a
collective sense of anxiety, suspension, and hard-
to-name fears.

Rather than contrasting the late People’s Republic
of Poland with the present, Palczak points to the
continuity of structural neglect. His images resonate
with the current conditions in regions like southeast-
ern Poland—Iess privileged and often ignored in
dominant narratives. These are not direct commen-
taries but painterly intuitions: in a world without clear
prospects, in a landscape of uncertainty and silences,
the “great home” of modernization appears to be
burning, The painting becomes a form of bearing
witness to collective emotions: anger, exhaustion, a
sense of abandonment. It is a story of a modern-
ization that arrived unevenly—and of what settles
into the landscape when promises remain unfulfilled.

Palczak’s work is not isolated—in fact, painting
has long served as a space for articulating the class
tensions and social ruptures of post-communist Po-
land. Mariola Przyjemska (b. 1963), in her works de-
picting lipstick tubes and bottles of Western perfume,
explored the economic and cultural transformation
through the lenses of consumption, feminism, and
everyday life. Przyjemska juxtaposed advertising
and pop-art aesthetics with raw reflections on the
illusion of upward mobility. Her paintings—imbued
with humor, irony, and tenderness toward cultural
material—created a portrait of transformation-era
Poland from the inside out: from department stores,
bathrooms, and refrigerators.

Only in recent years have class and economic
issues begun to move from the margins to the cen-
ter of the Polish art field. Cultural scholar Magda
Szczesniak has emphasized that analyzing the art of
the transformation period requires taking its class
dimension into account—asking whose perspective
has been represented, and whose has been system-
atically omitted®. The work of Palczak and related
artists can be read as a form of visual empathy with
peripheral Poland—their images neither idealize

$ SZCZESNIAK, M.: Sztuka bez klasy? Uwagi o badaniu sztu-
ki czaséw transformacii. In: Ed. BANASIAK, J.: Zatosenia
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nor condemn but seek to capture the condition of
places and people left out of dominant narratives.
Palczak portrays neighbors, familiar landscapes
and motifs—Iike smoke rising from bonfires or
chimneys—transformed into universal symbols of
a “Poland B” experiencing existential tension and
unrest. The internal landscape of these paintings
is always grounded in the specificities of time and
place—anchoring us in the realities of a southeastern
village, while surfacing affects that typically remain
voiceless in mainstream discourse.

Crises and the “Accelerated End”:
Painted Images after 2015

The period after 2015—marked by the crisis of
liberal democracy in Poland, escalating ideological
conflicts, and global threats—brought a noticeable
intensification of artworks reflecting a sense of the
end of an era. Younger painters often reach for
symbols and scenes referencing current events—fre-
quently in a dreamlike or surreal aesthetic, height-
ening the impression of a reality on the verge of
collapse. Cultural theorist Mark Fisher described
the contemporary world as dominated by capitalist
realism—the conviction that no alternative to the
status quo exists—while simultaneously haunted by
the ghost of a lost future, which he termed hauntol-
0gy. These ideas also permeate the Polish artistic
discourse, where we increasingly encounter images
of a world filled with disquieting signs of destabili-
zation—as though reality itself had cracked and the
coordinates of order dissolved.

Among the younger generation of artists address-
ing the social consequences of transformation, the
work of Adam Kozicki (b. 1992) remains a significant
voice. His paintings can be read as a visual archive
of tensions—motifs of protest recur, as do signs of
institutional violence, alongside traces of everyday
experiences of a childhood spent amid systemic up-
heaval. Kozicki deliberately draws on aesthetics bor-
rowed from video games, but deploys them far from
escapism—redirecting attention toward collective
fears, violence, and affective pressures of the present.

przedwstepne w badanin polskiej sztuki najnowsze). Warszawa 2015,
s. 112 - 124,



He paints using an airbrush, creating scenes in
which everyday life is distorted by the aesthetics of
unreality: realistic frames are overexposed with artifi-
cial light; familiar spaces are disrupted; and elements
of the real—housing blocks, police sirens, apartment
interiors—appear in contexts charged with unease.
Horror and absurdity mix with precise observation
of detail—Kozicki’s paintings do not reconstruct
specific events, but recreate a state of emotional
tension that clings to post-1989 Poland.

This is painting immersed in affect—moods of
disorientation, frustration, and abandonment. Every-
day objects are juxtaposed with emptiness, traces of
violence, and ghostly presences. In many of these
Works, we sense an attempt to capture something
hauntological: the residues of unprocessed pasts,
unfinished modernization projects, fears for the
future. Kozicki constructs landscapes of destabili-
zation—unsettling, yet eerily familiar.

Affective Economy of Late Transformation

After 2004, Poland entered a phase of accelerated
capitalist transformation, which not only diversified
standards of living but also deepened class divisions
and reshaped social relations. Structural inequality
became a daily reality—not only in material terms but
also in the affective sphere: in emotions, imaginaries,
and power dynamics’. The art field, despite claims
of autonomy, operates within this same logic and
remains an integral part of the economic system.

Painting—one of the most fetishized artistic
forms—is particularly entangled in this economy:
bought, collected, and evaluated based on market
value. At the same time, many artists live and work
under precarious conditions, without basic economic
security, health care, or stable income. This duali-
ty—between the image of the artist and the reality
of artistic labor—exposes key contradictions within
the system of cultural production.

Labor theorist Guy Standing described the precari-
atas anew class of exploitation—deprived of stable
rights in relation to both the state and capital". In

? MIRZOEFE, N.: How to See the World. London 2015.
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the field of art, this definition resonates powerfully:
artists are not merely content producers, but partici-
pants in an emotional market, where feelings become
a resource and empathy a form of symbolic currency.
Affective economy—as described by scholars of
the affective turn—suggests that emotions are not
external to the economy; on the contrary, they ate
among the main mechanisms of social regulation
under neoliberal capitalism.

Even when not explicitly political, painting func-
tions as a medium of affective cognition—it enables
us to recognize and process the effects of class stratifi-
cation in ways that economic charts or policy analyses
cannot. In this sense, paintings do not merely repre-
sent transformation—they participate in it, as part
of a symbolic economy where affect becomes both
a force of expression and a site of social negotiation.

At the same time, painting is not outside the logic
of the market—on the contrary, it operates within its
tight orbit. A painting becomes a commodity whose
value is determined not only by form and context,
but also by the emotions it elicits. Feelings—such as
awe, anxiety, or empathy—become part of valuation:
the stronger the affective resonance, the greater the
market potential. This tension—between authentic
expression of experience and its possible commodifi-
cation—raises questions about the limits of political
agency in art. Can rebellion and resistance be sold
as style? Does the aesthetic of class trauma become
a product for sale?"!

Transformational capitalism—based on ambiva-
lence and absence of guarantees—marks the art field
not only as a theme but also as the very condition of
its existence. In this arrangement, a painting is no
longer just a representation—it becomes an object
that must circulate, resonate, and yield emotional and
financial profit. It is at this intersection that affective
geography meets the market biography of painting:
the image as a bearer of anxiety and as a tradable
good become inseparable.

Contemporary painting in Poland, enmeshed in
these contradictions, does not so much escape them
as it exposes their fractures: it reveals how capital op-

" JONES, C. A.: The Global Work of Art: World s Fairs, Biennials,
and the Aesthetics of Experience. Chicago 2016.
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erates on emotions, how class shapes sensitivity, how
the system seeks to neutralize experience through
aesthetic surfaces. In this sense, these images become
documents of post-transformation condition—not
as transparent windows onto reality, but as complex
forms of negotiating meaning, emotion, and value
in a world where everything—including affect—can

be priced.
Images of Identity Beyond the Center

The systemic transformation in Poland was not
only a shift in economic and political systems—it
also required a rearticulation of collective imaginar-
ies: of who “we” are as a society, what history we
tell, and what future we are capable of imagining,
In this process, art—especially painting—played a
vital role as a medium for confronting both new
and inherited myths of community. The theme of
identity—national, cultural, class—has returned in
various intensities, assuming both affirmative forms
(symbol-building, the creation of iconic figures) and
critical ones (deconstruction, irony, subversion).

The exhibition Late Polishness was one attempt
to grasp this complex process. It presented works
by several dozen artists of different generations,
confronting contemporary images of Polishness
with their historical constructions. The curators
suggested that Polish identity after 1989 is shaped
under the conditions of a “post-era”: post-commu-
nism, postmodernism, postcolonialism, as well as
post-memory and global network culture. In this
context, painting—as a visual medium rooted in
materiality and time—performs a specific function:
it can simultaneously preserve and question; it can
evoke icons of the past and re-situate them in new,
often unsettling, configurations.

Painted images here become a space of negotiat-
ing communal imagination—not through the rheto-
ric of national pride, but through affective tensions:
melancholy, ambivalence, the desire for belonging
that cannot be fulfilled. Identity is not presented
as a finished script, but as a process—embodied in
figures that, on the one hand, wish to “feel at home”
and, on the other, sense that the place they seek to
return to either no longer exists or perhaps never did.

Questions of belonging and the possibility of
forming new communities became particularly

82

urgent during the transformation—not only as
a moment of systemic rupture, but also as a re-
definition of who has the right to visibility and
representation. Previously nearly absent from the
mainstream of Polish art, queer, migrant, and class-
based themes have gained greater prominence in
recent years. Artists turn to the language of painting
to bring to light experiences that had long existed
on the margins, in hiding, or outside the realm of
visual language.

The work of Malgorzata Mycek (b. 1993) illus-
trates this turn—and simultaneously destabilizes
its conventions. An artist raised in a rural area of
southeastern Poland, Mycek uses painting to queer
local landscapes, symbols, and memories. Their
paintings—colorful, flat, camp—combine intimate
experiences with imagery of physical labor, village
life, and nonbinary embodiment. Rather than aiming
for realist representation, the works construct an af-
fective geography—a map of memory and emotion
where class, gender, and identity intersect in complex,
non-obvious ways. (Fig. 3)

Instead of opposing the center to presumed
zones of exclusion, Mycek reveals their coexistence
within the same affective landscape. They embed
queer sensibility within a space drawn from personal
biography: a world of chickens, barns, and mud.
This is not the village seen from above or from the
outside, but from within—with tenderness, exagger-
ation, and attention. In this sense, Mycek’s painting
becomes a tool of reclamation—of the self, of one’s
language, of one’s place. These paintings affirm that
queerness need not arrive from the city: it can emerge
from the soil, from the field, from a childhood that
was both a home and a site of misfit.

Similarly, in the work of Karolina Szwed (b. 1997),
personal experience becomes the point of departure
for addressing broader questions of embodiment,
identity, and socially imposed roles. Although for-
mally subtle, Szwed’s paintings are not devoid of
critical potential. The artist works with biographical
material, but does not depict it directly—instead, she
constructs a visual language from fragments of daily
life: infrastructural elements, ambiguous objects,
things suspended between function and meaning,
These scraps are woven into dense, multilayered
narratives of individual experience within systems
of norms, expectations, and uncertainties. (Fig, 4)



Fig. 3: Matgorzata Mycek: Siewegyni | The Sower, 2023 | Rogsievaika, acrylic, banner, 161 X 92 cm. Courtesy of and photo by the artist.

Szwed does not build coherent stories or closed
narratives—her strategy is rather one of fragmen-
tation. Her paintings, though soft and dispersed in
form, operate through carefully chosen elements:
details taken from everyday life, extracted from

their context and transformed into signs of affec-
tive tension. Recurring motifs—ribbons, insects,
pharmaceutical logos, beams of unclear light—do
not serve decoration, but introduce disturbance and
dissonance. This painting inhabits a space “in-be-
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Fig. 4: Karolina Szwed: Gift | Dar,, 2024, oil, canvas, 50 X 60 cm. Courtesy of and photo by the artist.

tween”: between the private and the political, the
bodily and the symbolic, the sign and the material.
Szwed thus reconfigures the status of the image—
not as representation, but as affective intervention.

Her works do not so much depict the body as
they use it as a medium of expression; they do not
document but activate memory, resistance, and
tension. Where Mycek queers the rural landscape,
Szwed grounds queer sensibility in everyday spac-
es—stairwells, tram interiors, pharmacies. In both
cases, the goal is to shift the frame: queerness and
embodiment are not merely aesthetic strategies, but
forms of political affect articulated through the
language of painting;

A symbol of the tensions inscribed in the affective
geography of contemporary Poland became the War-
saw Raznbon—an installation by Julita Wéjcik in the
form of an arch made of colorful artificial flowets,
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erected in 2012 on Savior Square (Plac Zbawiciela).
The artist intended it to be a universal sign of hope
and community, yet it was almost immediately ab-
sorbed into the logic of political conflict. Identified
with the LGBTQ+ movement, the Rainbow became
the target of attacks from conservative and nation-
alist circles—as a real, material representation of a
social change that, for many, proved unacceptable.
The work was set on fire seven times before it was
ultimately dismantled.

Its trajectory—from a communal act of instal-
lation to repeated acts of aggression—became a
material record of the tensions embedded in Polish
public life in the second decade of the 21st century.
On one hand, it provoked mobilization: volunteers
stringing flowers, grassroots defense initiatives, and
a 2025 public vote by Warsaw residents in favor of
its reconstruction. On the other, the spectacle of



Fig. 5: Zbawiciel (Saviour) Square in Warsaw with Julita Wijcik’s installation Tecza | Rainbow | Ditha,, 2011, mixed media. Photo: Adrian
Gryenk, 2014.

violence revealed the depth of social resentment
and hatred that had not been neutralized by the
modernizing myth of transformation. As Wojcik
emphasized: “The Raznbow is meant to bring joy—it
is pure beauty.” In practice, however, the installation
became a screen for projections of social fears and
tensions: from empathy and agency to symbolic and
physical violence.

The conflict surrounding the installation reveals
not merely a dispute over aesthetics, but a struggle
over the boundaries of visibility: queer presence in
public space is still perceived by parts of society as a
violation of order. Visibility and violence intertwine
here in a literal way—the charred frame of the Razn-
bow became embedded in the fabric of the city as
a sign of social ambivalence and emotional strain.
Though not a painting in the traditional sense, Wo6-
jcik’s installation shares with the examples discussed

in this essay a capacity to materialize that which
typically lies outside the frame of representation.
It is a form of political recognition—not through
declaration, but through the production of a space
in which conflicts rooted in emotions, bodies, and
urban structures are made manifest. (Fig. 5)

Landscapes of Displacement

Migration remains one of the key phenomena
shaping the social landscape of Poland after 2004. The
opening of European Union borders initiated a mass
exodus of young labor, leaving behind disintegrated
communities and a lasting deficit of social presence
in many localities. At the same time, Poland became
a destination for labor migration—intensifying ten-
sions surrounding the redefinition of belonging and
subjectivity under conditions of late capitalism. The
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rejection of solidarity mechanisms during the 2015
refugee crisis, along with the rise of xenophobia,
made clear that the process of transformation had not
eliminated hierarchies—it merely reorganized them.

Poland’s position—simultaneously a country of
migration and emigration, a subject striving toward
the center while remaining marginalized—creates
a framework for decolonial reflection. This is not
about drawing analogies with the experiences of the
Global South, but about recognizing persistent asym-
metries within Europe itself: relations of dependen-
cy, cultural mimicry, and economic subordination.
In this context, art can serve as a form of affective
cartography—a tool for registering tensions and
memories inscribed in spaces of migration.

Painting and adjacent practices take up these
themes in nuanced ways. One example is the work
of Malgorzata Mirga-Tas, who combines visual form
with a minority perspective. Her project Re-enchanting
the World (Venice Biennale, 2022)—a monumental
installation inspired by the frescoes of the Palazzo
Schifanoia—inscribes the history of the Roma into
a broader image of Europe, rejecting the national
monolith in favor of cultural and ethnic co-presence.
Decoloniality in her work does not rely on declarative
politics, but on a redistribution of visibility—on
including communities that have long been symbol-
ically excluded.

Mirga-Tas’s works do not so much depict specific
landscapes of migration as they create symbolic
spaces in which the memory of displacement—both
historical and cultural—is recovered and rooted. Her
monumental compositions become affective land-
scapes of community, where place is not geographic
but emotional, genealogical, and relational. In this
way, her practice resonates with broader tendencies
in Polish painting, which increasingly operates at the
intersection of memory, migration, and affective
landscapes of loss.

In Polish painting, themes of migration and
dispersed identity are not limited to the represen-
tation of particular groups or biographical experi-
ences. Increasingly, it is the landscape—understood
as a space marked by affect—that becomes the
carrier of social tensions: a site where the effects
of displacement, economic shifts, and the reor-
ganization of communal relations are inscribed.
Abandoned homes, temporary train stations, urban
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marketplaces—these everyday spaces acquire in
paintings the status of symptoms: material traces
of discontinuity, erasure, and the losses brought by
transformation.

In this sense, migration is not only a theme but a
frame for affective geography: a way of seeing and
thinking about space shaped by movement, absence,
tension, and silencing. Decolonial theories—from
Walter Mignolo to Gayatri Spivak—enable us to in-
terpret such representations as symptoms of global
(and intra-European) regimes of power. Painting
does not simply illustrate these processes; it creates
the conditions for their affective experience—
through atmospheres of uncertainty, fragmentation,
and dispersal that resonate with the everyday expe-
rience of transformational instability.

Painting as a Form of Situated Knowledge

Contemporary Polish painting often transcends
the frame of an autonomous medium—not as a
renunciation of aesthetic form, but as a conscious
grounding of artistic practice in social, affective, and
material realities. The knowledge generated through
images is not neutral—it is situated, embodied, and
relational. It arises from specific experiences: of
gendet, class, origin, and otientation.'

This shift aligns with a broader process of chal-
lenging the traditionally understood autonomy of
art. Already in the 1970s, art theorist Jerzy Ludwiniski
pointed to a possible post-artistic turn—a situation
in which art blends with other forms of life and
knowledge, evading institutional categories. Today,
these intuitions find expression in the practices of
many women artists who integrate painting with
educational, social, and communal activity. Painting
here does not appear as an isolated gesture but as one
element within broader political processes—embed-
ded in specific spaces, conflicts, and relationships.

An example is the work of Cecylia Malik—artist,
activist, and educator—who merges art with actions
in defense of women’s rights, ecology, and local
communities. Her projects—such as Matki Polki na
wyrebie (Polish Mothers at the Logging Site)—cross
the boundaries between performance, protest, and
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painting, creating forms of affective presence in
public space. These are not heroic gestures, but con-
sistent actions embedded in the rhythm of everyday
life and collective labor.

In this context, the perspective of Silvia Federi-
ci—Italian philosopher and feminist activist—proves
especially inspiring. She draws attention to the
political potential of care work and affective labor.
According to Federici, it is precisely communal,
often invisible actions that can form the basis of
real change—not through spectacular ruptures, but
by transforming relationships. The same applies to
painting: embroidery, collage, the manual labor of
working with the image become forms of microp-
olitics that do not seek representation, but relation.

In this sense, painting functions as an alternative
archive and an affective geography—it gathers traces
of experiences excluded from official narratives of
transformation. It not only records change, but also
shapes social imagination—opening space for new
forms of community and different ways of being
together in post-transformation reality.

A Tool of Alternative Knowledge?

In many cases, contemporary Polish painting
exceeds purely aesthetic boundaries, taking the form
of visual social commentary or affective testimo-
ny—not so much representing reality as responding
to it. Although not a political tool in the strict sense,
the painting of recent decades participates in the
ongoing reckoning with the collective experience
of transformation. It registers fractures, shifts,
and moods that escape the language of politics or
statistics. Its operation is grounded more in affect
and tension than in unambiguous messaging—im-
ages evoke emotions without offering ready-made
diagnoses.

What characterizes many of these works is the
presence of themes that elude dominant narratives:
uncertainty, ambivalence, resistance to normative
social roles. These paintings do not document such
emotions directly; rather, they initiate them—as
traces of unresolved histories, ambiguous identities,
destabilized communal structures. They operate

through displacement, often employing aesthetics
of ambiguity, privacy, and formal dispersion. In this
sense, their politicality does not arise from declarative
gestures, but from a sensitivity to what is indetermi-
nate, fractured, and voiceless.

Undetlying these practices is a broader regional
context: modernization processes, tensions stem-
ming from the unfulfilled promises of transforma-
tion, and the friction between locality and the global
circulation of images and meanings. Some works
address themes related to class, religion, gender, or
the postsocialist legacy—not as closed topics, but
as contested fields inscribed with power imbalances.
Painting does not resolve these tensions, but it can,
at times, make them visible. It offers not knowledge
in a discursive sense, but a form of symbolic recog-
nition: paintings may contain intuitions and affects
that resist translation into political language but
nonetheless shape social experience.

However, this is not 2 medium free of limita-
tions. Painting is susceptible to aestheticization, to
retreating into formalism, and to reproducing class
or gender hierarchies. Its interventional potential
is always conditional—dependent on institutional,
social, and economic context. Still, in certain cases,
images created in Poland today function as carriers of
affective memory and tools for negotiating collective
imaginaries. They reveal tensions between past and
future, individual experience and structural forces,
aesthetics and politics.

There is no single form of engaged painting—
rather, it is a spectrum of positions and strategies:
from ironic distance and nostalgic recapitulation to
affective, confessional, or cool conceptual approach-
es. In this sense, images do not aspire to the role of
a universal language, but act as local signs—points
from which to read the social and emotional stratifi-
cations of late transformation. They are not a map,
but a fragmentary register of vibrations—more a
symptom than a solution. Their power lies not in
clarity, but in the ability to provoke reflection—
precisely where political or media discourse fails. A
painting can serve as a tool of decelerated viewing:
rather than closing meaning, it introduces time for
its negotiation.
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ARS 58, 2025

Obrazy nestability
Malba ako afektivna geografia neskorej transformacie

Ada PIEKARSKA

Uvod.
Emoc¢na mapa pol’skej transformacie

Moze sucasné maliarstvo sluzit’ ako forma emoc-
nej kartografie kolektivnej skusenosti v neskore;
moderne a politickej transformacii? V tejto studii po-
uzivame koncept afektivnej geografie — pristup, ktory
nevnima priestor ako neutralne pozadie udalosti, ale
ako prostredie nasytené stopami napitia, naklonnosti
a skuasenosti, ktoré odolavaju verbalnej artikulacii.'
Tento pristup nadvizuje na tzv. afektivny obrat
v humanitnych vedach, ktory posunul pozornost’ od
reprezentacie k prezivaniu a zdoraznil viznam emocii
a telesnosti pri formovani poznania 1 spolocenskych
vzt'ahov.” V kontexte neskorej transformécie Pol'ska,
po rokoch 2004 a 2015, je tato perspektiva obzvlast’
prinosna, ked’ze umoznuje zachytit’ nalady a vplyvy,
ktoré unikaju politickému alebo ekonomickému dis-
kurzu, ale zostavaji hlboko ukotvené v kazdodennom
zivote. Predmetom skumania je, ¢i a akym sposobom
moze sucasna malba predstavovat’ priestor zazna-
menavania takychto afektivnych napiti. Zaroven sa
otvara otazka, ¢i malba ako zmyslové, pomalé a ma-
terialne zakorenené médium moze byt prostriedkom
vnimania toho, ¢o je spolocensky rozptylené, neucho-
pitel'né, a pritom hlboko skutocné.

Po roku 1989 preslo Polsko burlivymi politic-
kymi, hospodarskymi a kultirnymi zmenami, ktoré
vyrazne ovplyvnili spolocensky Zivot. Neskora faza
tejto transformacie, najmi obdobie po vstupe do EU

" BENNETT, J.: Vibrant Matter: A Political Ecology of Things.
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v roku 2004 a po politickej zmene v roku 2015, pri-
niesla zmes emocii — na jednej strane eufériu a nade;
na lepsiu budicnost’, na druhej sklamanie, neistotu
a rastice socidlne napitie.” Tieto citové prostredia
(kolektivne emécie a socialne nalady) nachadzaju
svoj odraz v ument.

K malbe tu pristupujeme hlavne ako k sve-
dectvu a zaznamu kolektivnych skdsenosti, menej
sa zaoberame formalnou analyzou. Umelci, ktori
pracuji s tymto médiom, ¢asto vstupuju do dialo-
gu s podstatou zmeny a spochybniuju dominantné
predstavy o identite, komunite, budicnosti alebo
zlyhani. Z tohto hl'adiska sa mal’ba v obdobi neskorej
transformacie stala nastrojom alternativneho po-
znania a formou politickej Gcasti tym, Ze umoznuje
artikulovat’ skusenosti vylucené z dominantnych
narativov a zhmotnuje individualne hlasy — queer,
triedne, migrantské, ktoré su zvycajne skryté.

Medzi eufériou a rozéarovanim

Systémovu transformaciu, ktora sa zacala v roku
1989, sprevadzali obrovské spolocenské ocaka-
vania — nadej na modernizaciu v zapadnom style,
demokraticky verejny Zivot a rasticu prosperitu.
Zaciatok 90. rokov bol obdobim euforickej slobody,
ale aj hospodarskeho $oku. Vo vytvarnom umeni
dominovali kritické a konceptualne tendencie, ktoré
reagovali na nové skutocnosti (rastiice nerovnosti,
rozmach konzumu, eréziu predchadzajucich istot).

KOSOFSKY SEDGWICK, E.: Touching Feeling: Affect, Peda-
202y, Performativity. Durham 2003.
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V tomto obdobi malba ustapila do pozadia, ale ne-
vymizla. Do popredia sa vratila koncom 90. rokov
a zaciatkom nového tisicrocia, nie v$ak ako rene-
sancia média, ale ako jeho posun. Nova generacia
maliarov zacala pouzivat’ malbu ako nastroj kritic-
kého a emocného vykladu skuto¢nosti. Nazornymi
prikladmi s programy Wilhelma Sasnala a Marcina
Maciejowského, ktorf v rokoch 1996 — 2001 posobili
v skupine F.adnie a s iréniou zobrazovali kazdodenny
zivot v Pol'sku po roku 1989. Ich obrazy, ¢asto stvar-
nené ako komiksové ramceky, zachytavaji vyznamné
politické udalosti aj banalne epiz6dy zo zivota mimo
velkomiest, pricom odrazaju kapitalisticku transfor-
maciu Pol'ska. Malba sa tak stala kronikou prvého
desat’rocia zmien, ktora zaznamenala nadSenie ,,hon-
by za Zapadom® na slobodnom trhu i roz¢arovanie
tych, ¢o zostali z nového poriadku vyluceni. (Obr. 1)

Po vstupe Pol'ska do Eurépskej unie v roku 2004
sa spolocenské nalady opit’ zmenili. Proces spreva-
dzala hrdost’ a nadej na zrychlenie rozvoja, pricom
mnohi Poliaci ziskali pristup k vzdelaniu a zamest-
naniu v zahranici. Zaroven sa vsak objavili nové
zlomové linie a napitia. Migracia mladej generacie za
pracou do zapadnej Eurépy viedla k demografické-
mu a2 emocionilnemu ,,odlivu‘“ z mensich miest, ¢im
sa vnutrostatne prehibila priepast’ medzi dynamicky
prosperujucimi velkomestami a regionmi, kde vladla
nezamestnanost’ a stagnacia. Sklamanie z procesu
modernizacie sa prehibilo najmi po globalnej finan-
¢nej krize v roku 2008, ktora podkopala vieru v ne-
konecny rast. Hoci sa vychodna a stredna Eur6pa
formalne zaclenila do zjednotenej Eurdpy, nad’alej
zapasila s pocitom menejcennosti, procesmi postza-
vislosti a s prisposobovanim zapadnych kultarnych
a hospodarskych modelov miestnym podmienkam.
Tieto zlozité procesy nasli svoje vyjadrenie v malbe,
kde umelci ¢oraz viac skimali témy narodnej identity,
umiestnenia, kolektivnej pamiti a citovej stopy trans-
formacie ako zivota ,,na prahu“ epoch a systémow.
Vystava Neskord polskost. Formy ndrodne identity po
rokun 1989 (Pogna polskost. Formy narodowey togsanmosci po
1989 roku, CSW Zamek Ujazdowski, 2017) poukazala
na to, ze su to prave umelci, kto formuje kolektiv-
nu predstavivost’ vytvaranim obrazov, symbolov
a vypovedi o sucasnej polskej identite. Malba po
roku 2004 tematizuje vznik a rozpad komunitnych
mytolégii v kontexte globalizacie a neoliberalneho
kapitalizmu. Nepouziva otvorené politické gesta,

pracuje najmi s metaforou a naladou, ¢asto vel'mi
osobnym sposobom.

Dal§i zlom nastal v roku 2015, ked’ sa zmena
vlady v Polsku (vitazstvo konzervativno-populis-
tickych sil) casovo prekryvala so SirSou politickou
krizou v zapadnom svete. Narastajica spolocenska
polarizacia sa stala aj emocnou problematikou —
politici zacali coraz otvorenejsie verejne vyuzivat’
strach, hnev a pocit ohrozenia. Rétorika ,,povstania
z vlastnych kolien* a vyzdvihovanie narodnych tradi-
cii mobilizovali emécie hrdosti a nenavisti, zatial’ ¢o
na druhej strane ideologického spektra sa stupnovali
pocity frustracie, obavy o budicnost’ demokracie
a strach o prava mensin. Pol'sko zaroven zasiahli
globalne krizy vratane dosledkov migracnej krizy
(spor o prijimanie utecencov v rokoch 2015 a 2016)
a v nasledujucich rokoch ok z pandémie a narastaju-
ca klimatickd hrozba. Spoloc¢ne tieto faktory prispeli
k prevladajucej atmosfére, ktora by sa dala opisat’ ako
pocit zivota v tieni bliziacej sa katastrofy — ,,zrychle-
ného konca® doterajsicho sveta.

V umeleckom svete sa tento posun prejavil
zmenou téonu. Mnohf umelci sa zamerali na socidlne
a politické témy, cez ktoré vyjadrovali hnev, strach
a nespokojnost’ so sucasnost’ou, zatial' o in{ rea-
govali radikdlnou introspekciou a sustredili sa na
sukromné pocity, telesnost’ a psychiku ako protipol
vonkajsieho chaosu. Malba sa ukazala ako médium
mimoriadne citlivé na tieto nalady, ktoré dokaze
vyjadrit’ skutocnost’ prostrednictvom sugestivnych
obrazov a odkazov, ako aj vytvorit’ priestor, kde sa
daju zakotvit’ a spracovat’ emocie ako strach, hnev
¢i neistota. Obrazy nemusia priamo zobrazovat’
udalosti; ich sila spociva skér v atmostére nez v ex-
plicithom vyjadreni.

Mal’ba ako citova vypoved’:
od formalizmu k empatii

V tradi¢nej umenovede sa mal’ba analyzuje predo-
vsetkym z hl'adiska formy, kompozicie a itkonografie.
V kontexte neskorej transformacie sa vSak treba
pozerat’ na malovany obraz ako na prostriedok
vnimania. V ramci tzv. afektivnebo obratn v humanit-
nych vedach odbornici zdoraznuju, Ze obrazy nielen
predstavuju skutocnost’, ale posobia na divakov aj
neverbalnym spésobom na rovine pocitov a nalad.*
Dalo by sa povedat’, ze malba tohto obdobia slizi
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ako re¢ nevysloveného, ako pokus o sprostredko-
vanie skdsenosti, ktoré sa vymykaju opisu a unikaja
politickému aj ekonomickému diskurzu.

Mnohé socialne javy spojené s transformaciou
Pol'ska maji prave tento citovy rozmer. Napriklad
ekonomické Statistiky alebo oficialne politické pre-
javy nedokazu vyjadrit’ traumu z nahlej systémovej
zmeny, ktord pocitili ti, ktorf zo dna na den stratili
akykol'vek pocit stability. Taktiez nedokazu zachytit’
nostalgiu za stratenym pocitom sudrznosti z ¢ias ma-
sovych hnuti, ako bola So/idarnosé, ani trpkost’ tych,
ktorym bol sI'ibeny ,,Zapad na dosah®, ale ktorf sa
po rokoch citili zradeni.

Vdaka svojej metaforickej a expresivnej forme
sa malba moze stat’ médiom, prostrednictvom
ktorého sa takéto stavy zaznamenavaji a zhmotiuja
v atmosfére a citovom napiti, kde viznam vychadza
skor z nalady nez z linearneho vykladu. Ako uvadza
historicka umenia Luiza Nader, sic¢asné umenie
je schopné vytvorit’ komunikacny jazyk pocitov
a vplyvov, ktory lepsie vyjadruje zlozitost’ tazkych
(napr. traumatickych) zazitkov nez doslovné pribe-
hy.”> Inymi slovami, namal'ovany obraz vie odhalit’
citovi pravdu — nie prostrednictvom verného zobra-
zenia, ale pomocou emocionalnej dynamiky, fikcie
a fantazie, ktoré odrazaju dianie v pamiti a osobné
skusenosti.

Pol'ska malba po roku 1989 vyuziva rozne stra-
tégie citovej vypovede. Niektori umelci sa priklanaja
k emocionalnemu realizmu a zobrazuji skutocné
scény preniknuté znepokojenim, sklamanim alebo
hnevom. Iné pouzivaji snovu, surrealnu alebo polo-
abstraktnu estetiku, aby zachytili rozptylenie, chaos ¢i
melancholiu. V obidvoch pripadoch sa mal'ba stava
formou zazitkového zaznamu, akoby dennikom ko-
lektivnych emécif. D4 sa povazovat’ za alternativny
archiv transformacie, ktory uchovava obrazy stra-
chu, nadeje, tazby a frustracie — emocie, ktoré casto
chybaju v oficidlnych narativoch politickych zmien.®

Namiesto linearneho pribehu o tspechu demo-
kratizacie a ekonomickom ,,dobiehani* Zapadu po-
nuka malba zlozitejsiu viziu: odhal'uje individualne
dramy tych, ktotf sa v novom systéme ,,stratili®,

* KOSOFSKY SEDGWICK 2003 (v pozn. 2).

> NADER, L.: Afektywna historia sztuki. In: Teksty Drugie.
Warszawa 2014, ¢. 1, s. 14 — 40.
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hodnotové rozpory, ktoré sa nikdy nedostali do
verejnej diskusie, a skryté obavy, ktoré nahlodavaju
spoloc¢ensku obrazotvornost’.

Z. tohto pohl'adu mal'ba zohrava viac diagnos-
ticki nez reprezentativnu ulohu v tom, ze pomaha
odhalovat’ emocionalne a §trukturalne napitia
zakotvené v prostredi neskorej transformacie. Na
tejto mape vyznamu najdeme tak individualne, ako
aj kolektivne objekty, ako su sidliska, nakupné cen-
tra a opustené tovarne, ktoré cakaji na prestavbu
alebo st uz prestavané, ¢i malé mesta postihnuté
emigraciou. Priestor tu nie je neutralnou kulisou,
ale zhustenym zaznamom zmien — hmotnou stopou
ekonomickej, triednej a emocionalnej nerovnosti.

V tomto kontexte je Lodenica (Stocznia) Iwony
Zajac (2004) realizovana na stenach byvalej gdan-
skej lodenice prikladom toho, ¢im méze byt” malba
ako intervencia do kolektivnej pamiti. Namiesto
potvrdzovania dominantnych narativov o transfor-
macnej modernizacii dava Zajac hlas tym, ktor{ st
z nej vylacen{ — byvalym zamestnancom lodenic. Jej
stratégia spociva v kombinacii monumentalnej formy
s individualnymi pribehmi, spomienkami, utrzkami
rozhovorov a osobnymi zaznamami sklamania. Ako
uvadza filozofka Ewa Majewska, Lodenica sa roz-
chadza s estetikou propagandistickych nastennych
malieb tym, Ze neponuka jednu verziu minulosti,
ale zviditel'nuje témy vylicené z verejnej diskusie.”
Autorkin autoportrét s, kridlami‘ zo siluet zeriavov
nema za ciel' zosobnit’ pribeh, ale prepojit’ indivi-
dudlnu skdsenost’ s miestnou, triedne ovplyvnenou
topografiou pamiti.

V tomto zmysle je Lodenica nielen spomienkovym
dielom, ale aj formou kritického zaznamu, ktory
odhal'uje eréziu sveta prace a zanik jej spolocen-
skej viditel'nosti. Zajacovej praca vyvolava emocie
chybajuce v jazyku politiky alebo Statistiky, ako st
frustracia, hnev, smutok za stratenym spolocenstvom
a dezorientacia. Krizu nevykresl'uje, ale odhal'uje
prostrednictvom konkrétnej lokality, materialu steny
avsadenych hlasov a postav. Mal’ba sa vd’aka podob-
nym vyjadreniam stava diagnostickym médiom bez
naroku na objektivitu, ale schopnym zachytit’ soci-

¢ CVETKOVICH, A.: An Archive of Feelings: Trauma, Sexuality,
and Lesbian Public Cultures. Durham 2003.

7 MAJEWSKA, E.: Slady pamiei i praca u podstaw. Obieg 2006.



alne, emocionalne a priestorové rozvrstvenia, ktoré
sa vymykaji dominantnym deskriptivnym modelom.

Obrazy nerovnosti:
trieda a neuplna modernizacia

Jednou z kI'icovych tém afektivnej geografie
transformacie Pol'ska je skusenost’ s triednym roz-
delovanim a eméciami, ktoré ho sprevadzaji — od
nadeje na vzostup az po horkost’ z vylicenia a hnev.
Devit'desiate roky priniesli prudku socialnu stratifi-
kaciu, v ktorej sa popri vznikajicich podnikatel'skych
elitaich a rasticej strednej triede objavila rozsiahla
skupina T'ud{ bez prace, hlavne niekdajsich druz-
stevnych zamestnancov a priemyselnych robotnikov
postihnutych restrukturaliziciou. Sucasné umenie
sa dlho vyhybalo priamej reprezentacii robotnickej
triedy (Ciastocne zo strachu z opakovania socialis-
tickorealistickych trépov); prevladal pohl'ad inteli-
gencie, casto kriticky voci ,,Judu® pre jeho udajnu
zaostalost’ alebo konzumné ambicie. Postupom ¢asu
si vak umelci tieto témy zacali znova privlastiovat’.
Figuralna mal’ba sa tu ukazala ako obzvlast’ vhodna,
lebo umoznovala zobrazovat’ konkrétne socialne
svety a vnasat’ do nich citovy odkaz.

Prikladom je tvorba Karola Palczaka (nar. 1987),
maliara z dediny v juhovychodnom Polsku, ktory
sa po studiach vratil do rodného mesta a vytvoril
z neho ustrednu tému svojich obrazov. Palczak
mal'uje poetické realistické vyjavy zo zivota mimo
metropoly, vratane portrétov miestnych obyvatel'ov,
krajiny a fragmentov kazdodenného zivota, ktoré
casto realizuje na maljch formatoch a netradi¢nych
povrchoch, napriklad na plechu. Jeho realizmus
sa nesnazi o ,,objektivne® zobrazenie, ale vyuziva
tradicné maliarske techniky, ako je Serosvit a §truk-
turovana praca so Stetcom na zachytenie zivota na
pokraji. Prirodné prvky, ako st hmla, ohen a sneh,
sa v jeho obrazoch stavaju zrkadlom nalad, ktoré
prenikaji vykreslenym svetom. (Obr. 2)

V jednom zo svojich cyklov Palczak odkazuje na
baladu Jaceka Kaczmarského Necheeme odtialto utiect,
ktora vznikla po poziari v psychiatrickej liecebni
v Gornej Grupe v roku 1980, kde v désledku hru-

8 SZCZESNIAK, M.: Sztuka bez klasy? Uwagi o badaniu sz-
tuki czasow transformacji. In: BANASIAK, J. Ed.: Zafosenia

bej nedbanlivosti zahynulo pat’desiatpit’ pacientov
a mnoho d’alsich bolo zranenych. Nazov obrazu Nds
velky domov je v plamerioch, Domoy pre dusevne a nervovo
chorych pripomina tuto katastrofu, hoci samotny vy-
jav znazornuje sucasnd udalost’ z miestnej dediny,
kde mladi muzi skacu cez ohnisko. Tento zdanlivo
vsedny aspekt nesie symbolicka silu — kolise medzi
kazdodennym Zivotom a katastrofou, vyvolava ko-
lektivny pocit uzkosti, pozastavenia a t'azko pome-
novatel'nych obav.

Palczak tu neporovnava sucasnost’ s neskorou
Pol'skou 'udovou republikou, ale poukazuje na kon-
tinuitu Strukturalneho zanedbavania. Vo svojich obra-
zoch odraza sucasné podmienky v regiénoch, ako je
juhovychodné Pol'sko, ktoré st menej privilegované
a ktorym sa v dominantnych narativoch casto neve-
nuje pozornost’. Jeho vyjadrenia su nepriame, skor
intuitivne — vo svete bez jasnych vyhliadok, v krajine
neistoty a ticha sa zda, ze ,,vel’ky dom* modernizacie
hoti. Mal'ba sa tak stiva svedectvom kolektivnych
emocii, najma hnevu, vycerpania a opustenosti. Je
pribehom o modernizacii, ktora prisla nerovnomerne,
a o tom, ¢o zavladne v krajine, ked’ sa nenaplnia sluby.

Palczakova tvorba nie je ojedinela; v postkomu-
nistickom Pol'sku malba casto sluzi ako priestor na
vyjadrenie triedneho napitia a socialnych rozkolov.
Napriklad Mariola Przyjemska (nar. 1963) vo svo-
jich dielach zobrazuje raze a fl'asticky zapadnych
parfumov, ¢im cez prizmu spotreby, feminizmu
a kazdodenného zivota skiima ekonomicku a kultar-
nu transformaciu. Przyjemska stavia do protikladu
estetiku reklamy a popartu so strohym pohladom
na ildziu vzostupnej mobility. Jej obrazy preniknuté
humorom, iréniou a nehou vodi kultirnym materia-
lom vytvaraju portrét Pol'ska pocas transformacie
zvnutra navonok cez zobrazenia obchodnych domov,
kupelni a chladniciek.

Triedne a ekonomické otazky sa az v poslednych
rokoch zacali presavat’ z okraja do centra pozor-
nosti pol'ského umenia. Kulturologicka Magda
Szczesniak zdoraznila, Ze analyza umenia obdobia
transformacie si vyzaduje zohladnit’ jeho triedny
rozmer a polozit’ si otazku, ¢i pohl'ad bol zastupeny
a & bol systematicky vynechivany.® Dielo Palcza-

przedwstepne w badanin polskiej sgtuki najnowsge. Warszawa 2015,
s. 112 — 124.
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kovej a podobnych umelcov mozno povazovat’ za
formu vizualnej empatie s periférnym Pol'skom —
ich obrazy neidealizujd ani neodsudzuju, ale snazia
sa zachytit’ stav miest a I'ud{ vynechanych z domi-
nantnych narativov. Palczak premienia povedomé
motivy susedov a znamej krajiny, napriklad dym
stupajuci z ohnov alebo kominov, na univerzalne
symboly ,,Pol'ska B, ktoré preziva existencialne
napitie a nepokoj. Scenéria tychto obrazov je vzdy
spita s konkrétnym ¢asom a miestom, ¢im nas za-
sadzuje do realii juhovychodnej dediny a zaroven
vynasa na povrch vnemy, ktoré v hlavhom prade
diskurzu zvycajne zostavaju nemé.

Kriza a ,,zrychleny koniec*:
mal’ované obrazy po roku 2015

Obdobie po roku 2015, ktoré sprevadzala kriza
liberalnej demokracie v Pol'sku, eskalacia ideologic-
kych konfliktov a globalne hrozby, prinieslo vyrazny
narast umeleckych diel s motivom konca éry. Mladsi
maliari zacali siahat’ po symboloch a scénach s odka-
zom na aktudlne udalosti, neraz v snovej alebo surre-
alnej estetike, ktora prehlbuje predstavu skuto¢nosti
na pokraji zratenia. Kultarny teoretik Mark Fisher
opisal sucasnost’ ako svet, ktory ovlada kapitalisticky
realizmus — presvedcenie, Zze neexistuje alternativa
k terajsiemu stavu — a zaroven ho prenasleduje pri-
zrak stratenej budicnosti, ktory nazval hauntoligia.
Tieto myslienky prenikaja aj do pol'ského umelec-
kého diskurzu, kde sa Coraz castejsie stretivame
s obrazmi plnymi znepokojujucich znakov destabi-
lizacie — akoby sa skuto¢nost’ rozlomila a suradnice
poriadku rozplynuli.

Medzi mlad$ou generaciou umelcov, ktori sa
zaoberaji socialnymi dosledkami transformacie,
zohrava vyznamnu tlohu tvorba Adama Kozického
(nar. 1992). Jeho obrazy mozno vnimat’ ako vizualny
archiv napitia, kde sa opakuji motivy protestu, znaky
institucionalneho nasilia, ako aj stopy kazdodennych
zazitkov z detstva straveného v obdobf systémovych
zmien. Kozicki zamerne Cerpa z estetiky prevzatej
z videohier, ale nevyuziva ju na unik z reality, skor
na vyjadrenie kolektivneho strachu, nasilia a emocio-
nalneho natlaku sucasnosti.

? MIRZOEFFE, N.: How to See the World. 1.ondon 2015.
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Technikou azrbrush vytvara scény, v ktorych kaz-
dodenny zivot skresl'uje estetikou neskutocnosti,
realistické zabery prezaruje umelym svetlom, zname
priestory narisa a bezné objekty, ako obytné bloky,
policajné sirény, interiéry bytov, vsadza do kontex-
tov nabitych znepokojenim. Hrbza a absurdita sa
tu premiesavaju s preciznym vyobrazenim detailov.
Kozického obrazy nerekonstruuji konkrétne udalos-
ti, ale vyjadruju stav emocionalneho napitia, ktory
v Polsku pretrvava od roku 1989.

Do svojich obrazov vklada emocie dezorienta-
cie, frustracie a opustenosti, kde vSedné predmety
stavia do protikladu s prazdnotou, stopami nasilia
a prizracnymi zjavmi. Mnohé z diel zachytavaju nieco
hauntologické — ako zvysky nespracovanej minulosti,
nedokoncené moderniza¢né projekty alebo obavy
z budicnosti. Kozicki vytvara krajiny destabilizacie —
znepokojivé, ale zaroven desivo zname.

Emoc¢na ekonomika
neskorej transformacie

Po roku 2004 Pol'sko vstupilo do fazy zrychlenej
kapitalistickej transformacie, ktora diverzifikovala
zivotnd Uroven, ale tiez prehibila triedne rozdiely
a zmenila socialne vzt’ahy. Nerovnost’ sa stala su-
cast’ou denného zivota, a to nielen v materialnej, ale
aj v citovej oblasti, v emociach, viziach a mocenskej
dynamike.” Umelecka sféra sa napriek nirokom na
autonomiu riadi rovnakou stratégiou a tvori neod-
delitelnd stcast’ ekonomického systému.

Malba je ako jedna z najfetisizovanejsich umelec-
kych foriem do tejto ekonomiky obzvlast’ zapletena,
ked’ze obrazy sa kupuji, zbieraji a posudzuju na
zaklade trhovej hodnoty. Mnoh{ umelci zaroven zija
a pracuju v neistych podmienkach, bez zakladného
ekonomického zabezpecenia, zdravotnej starostli-
vosti a stabilného prijmu. T4ato dualita, rozdiel medzi
predstavou umelca a skuto¢nou umeleckou pracou,
odhaluje kIacové rozpory v systéme kultdrnej pro-
dukcie.

Teoretik pracovného trhu Guy Standing opisal
prekariat ako nova triedu vykoristovanych, ktora
je zbavena istych prav vo vzt’ahu k $tatu aj kapita-
lu.' V oblasti umenia tato definicia silne rezonuje:

1" STANDING, G.: The Precariat: The New Dangerous Class.
London 2011.



umelci nie su len tvorcami obsahu, ale ucastnikmi
emociondlneho trhu, kde sa pocity stavaju zdro-
jom a empatia formou symbolickej meny. Teoretici
emocnej ekonomiky naznacujd, Ze emocie nie st pre
ekonomiku vedlajsie, ale naopak, patria k hlavnym
mechanizmom socialnej regulacie v neoliberalnom
kapitalizme.

Aj ak mal'ba nie je vyslovene politicka, slizi ako
nastroj citového vnimania, ktory nam umoznuje
rozpoznat’ a spracovat’ ucinky triednej stratifika-
cie tak, ako to nedokazu ekonomické grafy alebo
politické analyzy. V tomto zmysle obrazy nielen re-
prezentuju transformaciu, ale sa na nej aj podielaju
ako sucast’ symbolickej ekonomiky, v ktorej sa afekt
stava vyrazovym prostriedkom a zaroven priestorom
socialneho dialégu.

Zaroven vsak malba nie je mimo logiky trhu,
naopak, pohybuje sa v jeho tzkej orbite. Obraz
sa stava tovarom, ktorého hodnotu urcuje nielen
podoba a kontext, ale aj emocie, ktoré vyvolava. Po-
city, ako su bazen, dzkost’ alebo empatia, sa stavaja
sucast’ou ocenenia; ¢im silnejsou citovou odozvou
obraz disponuje, tym ma vacsi trhovy potencial. Toto
napitie medzi autentickym vnuatornym vyjadrenim
a jeho potencialnou komodifikaciou vyvolava otazky
o hraniciach politického pésobenia v umeni. Mozno
vzburu a odpor predavat’ ako $tyl? Stava sa estetika
triednej traumy produktom na predaj?"!

Transformacny kapitalizmus, zaloZzeny na neur-
citych a chybajucich zarukach, je pre oblast’ umenia
nielen témou, ale aj samotnou podmienkou jeho
existencie. Obraz v tomto ponati uz nie je len re-
prezentaciou — stava sa objektom, ktory potrebuje
cirkulovat’, rezonovat’ a prinasat’ emocionalny a fi-
nancny zisk. V tomto priesecniku sa stretdva emocna
geografia s trhovou biografiou mal’by; obraz ako
sprostredkovatel’ uzkosti a ako predajny tovar su
navzajom neoddelitel'né.

Sucasné pol'ské maliarstvo zapletené do tychto
protireceni sa im ani tak nesnazi uniknat’, skor
odhaluje ako kapital posobi na emécie, ako trieda
formuije citlivost’ a ako sa systém snazi neutralizovat’
sktsenost’ prostrednictvom estetickych povrchov.
V tomto zmysle sa obrazy stavaju dokumentmi post-
transformacného statusu nie ako prichl'adné okna do
skutocnosti, ale ako komplexné formy vyjednavania
o vyzname, emociach a hodnote vo svete, kde sa
vsetko vratane afektu dd nacenit’.

Podoby identity mimo centra

Systémova transformacia v Pol'sku nepriniesla
len zmenu ekonomického a politického systému, ale
aj prehodnotenie kolektivnych predstav o tom, kto
sme, aki mame minulost’ a aku buducnost’ si vie-
me predstavit’. V tomto procese zohravalo umenie,
najmd malba, dolezitd tlohu ako médium, ktoré celi
novym aj zdedenym mytom o spolocenstve. Téma
narodnej, kultirnej a triednej identity ziskala nova
intenzitu a nadobudla podobu afirmativnu (tvorba
symbolov, ikonické postavy), ako aj kritickt (dekon-
strukcia, irénia, subverzia).

Vystava Neskord polskost’ sa pokusila zachytit’
tento zlozity proces. Predstavila diela niekolkych
desiatok umelcov roznych generacii, ¢im konfron-
tovala sucasné obrazy pol'skosti s ich historickymi
konstrukciami. Kuratori nacrtli, Ze polska identita
po roku 1989 sa formuje v podmienkach ,,post éry*:
postkomunizmu, postmodernizmu, postkolonia-
lizmu, ako aj postpamiti a kultary globalnej siete.
V tomto kontexte plni mal'ba ako vytvarné médium
zakorenené v materialite a ¢ase Specificka funkciu —
moze zaroven uchovavat’ a spochybniovat’, méze ozi-
vovat’ ikony minulosti a zasadzovat’ ich do novych,
casto znepokojujucich konfiguracii.

Malba sa tu stava priestorom zobrazenia spoloc-
nej predstavivosti, nie na zaklade rétoriky narodne;
hrdosti, ale prostrednictvom citového napitia, me-
lanchélie, rozpoltenosti a tizby po spolupatricnosti,
ktora sa neda naplnit’. Identitu neprezentuje ako ho-
tovy scenar, ale ako proces zosobneny v postavach,
ktoré sa na jednej strane chcd ,,citit” ako doma“ a na
druhej strane tusia, Ze miesto, na ktoré sa chcu vratit’,
uz neexistuje alebo mozno nikdy neexistovalo.

Otazky prislusnosti a vytvarania novych komunit
sa pocas transformacie stali obzvlast’ naliehavymi
nielen ako sucast’ systémového zlomu, ale aj ako
nové vymedzenie toho, kto ma pravo na zviditel'ne-
nie a reprezentaciu. Do popredia sa dostavaju queet,
migrantské a triedne témy, ktoré sa dovtedy v hlav-
nom prade pol'ského umenia takmer nevyskytovali.
Umelci sa obracaji k maliarstvu, aby zviditel'nili
pribehy, ktoré dlho existovali na okraji, utajené alebo
mimo sféry vytvarného jazyka.

" JONES, C. A.: The Global Work of Art: World s Fairs, Biennials,
and the Aesthetics of Experience. Chicago 2016.
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Tvorba Malgorzaty Mycek (nar. 1993) tento obrat
znazornuje a zaroven narasa jeho konvencie. Mycek
pochadza z vidieckej oblasti juhovychodného Pol'ska
a malbu vyuziva na rodovu diverzifikdciu miestnej
krajiny, symbolov a spomienok. Maluje farebné,
ploché, teatralne obrazy, v ktorych sa spajaju intimne
zazitky s vyjavmi fyzickej prace, dedinského Zivota
a nebinarneho stelesnenia. V dielach nezachytava
realistické vyjavy, ale vytvara citovi geografiu — mapu
pamiti a emocif, kde sa trieda, rod a identita prelinaja
zlozitymi, nejasnymi sposobmi. (Obr. 3)

Mycek nestavia do protikladu centrum a domnelé
z6ny vylacenia, ale odhal'uje ich koexistenciu v ramci
tej istej citovej roviny. Queer citlivost” umiestiuje do
priestoru osobnej biografie, do sveta sliepok, stodol
a blata. Dedinu nezobrazuje z nadhl'adu alebo zvon-
ku, ale s nehou, zvelicenim a zdujmom z jej vautra.
V tomto zmysle Mycek pouziva malbu ako nastroj na
prinavratenie vlastnej identity, jazyka a miesta. Svojimi
obrazmi potvrdzuje, ze queerness nemusi pochadzat’
z mesta, moze sa vynorit’ z pddy, z pola, z detstva,
ktoré boli zarovert domovom aj miestom vylucenia.

Podobne aj v tvorbe Karoliny Szwed (nar. 1997)
sa osobna skusenost’ stava vychodiskom pre riesenie
sirsich otazok stelesnenia, identity a spolocensky ur-
cenych roli. Szwedovej obrazy su formalne subtilne,
ale nechyba im kriticky potencial. Umelkyna pracuje
s biografickym materialom, ktory nezobrazuje pria-
mo, ale cez vytvarny jazyk vytvoreny z fragmentov
kazdodenného zivota, z infrastruktarnych prvkov,
neurcitych predmetov a veci rozpoltenych medzi
ucelom a vyznamom. Tieto utrzky splieta do hustych,
viacvrstvovych pribehov o osobnych skisenostiach
uprostred pravidiel, o¢akavani a neistot. (Obr. 4)

Szwed nevytvara savislé pribehy ani uzavreté
vypovede, pouziva skor fragmentaciu. Jej mikké
a rozptylené obrazy posobia prostrednictvom sta-
rostlivo vybranych prvkov, vSednych detailov, ktoré
vynima z kontextu a premiefia na znaky citového
napitia. Casto opakuje motivy, ako su stuzky, hmyz,
farmaceutické loga a luce nejasného svetla, ktoré nie
st dekorativne, ale vyvolavaju nepokoj a nestlad. Jej
mal’ba sa nachadza v priestore ,,medzi“ — sikrom-
nym a politickym, telesnym a symbolickym, znakom
a hmotou. Szwed tak rekonfiguruje status obrazu
z reprezentacie na citovu intervenciu.

Vo svojich dielach vyuziva telo ako vyrazovy
prostriedok, ktory neznazornuje jeho podobu, ale
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podnecuje pamit’, vzdor a napitie. Tam, kde My-
cek gueernge vidiecku krajinu, Szwed zakotvuje queer
citlivost’ v obyc¢ajnych priestoroch — na schodiskach,
v interiéroch elektriciek, v lekiarnach. V obidvoch
ptripadoch ide o zmenu ramcovych vychodisk, kde
queerness a zosobnenie nie st len estetickymi straté-
giami, ale formami politického apelu artikulovaného
jazykom mal’by.

Symbolom napitia zapisaného v emocnej geo-
grafii sicasného Polska sa stala varSavska Diiba,
instalacia Julity Wojcik v podobe oblika z fareb-
nych umelych kvetov, ktort v roku 2012 postavila
na Namest{ Spasitel'a (Plac Zbawiciela). Autorka ju
koncipovala ako univerzalny znak nadeje a spolocen-
stva, no takmer okamzite ju pohltila vlna politického
konfliktu. Didha, stotoznena s hnutim LGBTQ+,
sa stala ter¢om utokov zo strany konzervativnych
a nacionalistickych kruhov ako skutocna hmotna
reprezentacia socialnej zmeny, ktord mnohi pova-
zovali za neprijatelnd. Dielo sedemkrat podpalili, az
ho nakoniec rozobrali. (Obr. 5)

Trajektoria diela, od spolo¢ného aktu instalacie
az po opakované akty agresie, sa stala vecnym zazna-
mom napitia v pol'skom verejnom zivote v druhom
desat’roc¢i 21. storocia. Na jednej strane vyvolala
mobilizaciu v podobe dobrovolnikov, ktori navlie-
kali kvety, obcianskych iniciativ na jeho ochranu
a verejné¢ho hlasovania obyvatel'ov Varsavy za jeho
rekonstrukciu v roku 2025. Na druhej strane inten-
zita nasilia odhalila hibku spoloc¢enského odporu
a nenavisti, ktoré sa nepodarilo neutralizovat’ mo-
derniza¢nym mytom transformacie. Ako zdoraznuje
Wojcik: ,,Dtha by mala prinasat’ radost’ —je to Cista
krasa.” V praxi sa vSak instalacia stala plathom na
premietanie socialnych obav a napiti, od empatie
a sprostredkovania az po symbolické a fyzické nasilie.

Konflikt okolo instalacie nie je len sporom o es-
tetiku, ale aj bojom o hranice viditelnosti, ktory od-
hal'uje, Ze queer pritomnost’ vo verejnom priestore
cast’ spolocnosti stale vnima ako porusenie poriadku.
Viditel'nost’ a nasilie sa tu prelinaji doslovnym sposo-
bom — obhoreny ram Dzihy sa vryl do struktary mesta
ako znak socialnej rozpoltenosti a emocionalneho vy-
pétia. Hoci nejde o mal’bu v tradicnom zmysle slova,
Wojcikovej instalacia zdiel’a s prikladmi v tejto studii
schopnost’ zhmotnit’ to, ¢o sa zvyc¢ajne nachadza
mimo ramca reprezentacie. Predstavuje prejav politic-
kého priznania nie formou vyhlasenia, ale vytvorenim



priestoru, v ktorom sa prejavuji konflikty zakorenené
v emdciach, telach a mestskych struktirach.

Krajiny presunu

Migracia zostava jednym z kldcovych faktorov,
ktoré formuja spolocensku situaciu v Pol'sku po roku
2004. Otvorenie hranic Eurépskej unie vyvolalo ma-
sovy odliv mladych pracovnych sil, ktory v mnohych
oblastiach sposobil rozpad komunit a trvaly spolocen-
sky pokles. Pol'sko sa zaroven stalo ciel'ovou krajinou
pracovnej migracie, ¢im sa zvysilo napitie okolo
otazky spolupatricnosti a subjektivity v podmienkach
neskorého kapitalizmu. Odmietnutie mechanizmov
solidarity pocas uteceneckej krizy v roku 2015 spolu
s narastom xenofobie poukazali na to, ze proces trans-
formacie hierarchie neodstranil, len ich zreorganizoval.

Pozicia Pol'ska ako krajiny imigracie aj emigracie,
ktora sa snazi dostat’ do centra a zaroven zostiva
marginalizovana, vytvara ramec pre dekolonialnu re-
flexiu. Pritom nejde o analogie so skusenost’ami krajin
globalneho Juhu, ale o rozpoznanie pretrvavajucich
asymetrif v samotnej Eurépe, ako su systémy zavislos-
ti, kultdrneho mimikry a ekonomickej podriadenosti.
V tomto kontexte moze umenie slazit’ ako forma
emocnej kartografie, ako nastroj na zachytenie napitia
a spomienok obsiahnutych v priestore migracie.

Malba a pribuzné umenia rozvijaja tieto témy
r6znymi sposobmi. Prikladom je praca Malgorzaty
Mirga-Tas, ktora spaja vytvarna tvorbu s mensinovou
perspektivou. Jej monumentalna instalacia Znovuzro-
denie sveta (Bienale v Benatkach, 2022), inspirovana
freskami v Palazzo Schifanoia, v¢lenuje historiu
Roémov do Sirsieho obrazu Eurdépy a odmieta na-
rodny monolit v prospech kultirneho a etnického
spoluzitia. Dekolonializacia v jej tvorbe nespociva
na deklarativnej politike, ale na prerozdeleni vidi-
telnosti — na zacleneni komunit, ktoré boli dlho
symbolicky vylacené.

Mirga-Tas vo svojich dielach nezobrazuje Spe-
cifické scenérie migracie, skor vytvara symbolické
priestory, v ktorych obnovuje a zakorenuje historicka
a kultarnu pamit’ vysidlenia. Jej monumentalne kom-
pozicie sa tak stavaju citlivymi obrazmi spolocenstva,
kde miesto nie je geografické, ale emocionalne, gene-
alogické a vzt’ahové. Jej postupy rezonuji so $ir$imi
tendenciami v pol'skom maliarstve, ktoré coraz viac
posobi na priese¢niku pamati, migracie a pocitu straty.

V pol'skej mal'be sa témy migracie a rozptylene;
identity neobmedzuju len na zobrazovanie urcitych
skupin alebo biografickjch skusenosti. Coraz Cas-
tejSie sa nositel'om socidlneho napitia stava krajina
uchopena ako emocné prostredie, v ktorom sa preja-
vuji dosledky vysidlenia, ekonomickych zmien a re-
organizacie spolocenskych vzt'ahov. Opustené domy,
docasné vlakové stanice, mestské trhoviskd — tieto
kazdodenné priestory ziskavaju v malbach charakter
priznakov, materialnych stop prerusenia, vymazania
a strat sposobenych transformaciou.

Z tohto pohl'adu je migracia nielen témou, ale aj
ramcom pre emocnu geografiu, ktora charakterizuje
pohyb, nepritomnost’, napitie a umlcanie. Teoretici
dekolonializmu, ako si Walter Mignolo ¢i Gayatri Ch.
Spivak, nam umoznuju interpretovat’ tieto reprezen-
tacie ako priznaky globalnych (a vnutroeurépskych)
rezimov moci. Mal'ba tieto procesy nielen znazorfu-
je, vytvara tiez podmienky pre ich citové prezivanie
prostrednictvom atmosféry neistoty, fragmentacie
a rozptylenia, ktoré rezonuju s kazdodennou skise-
nost’ou transformacnej nestalosti.

Mal’ba ako forma situacného poznania

Sucasna polska mal'ba casto prekracuje ramec
autonémneho média, pricom sa nezricka estetickej
formy, ale vedome zasadzuje umelecku prax do so-
cidlnej, emocnej a hmotnej skutocnosti. Cez obrazy
vytvara poznanie — nie neutralne, ale situované, zo-
sobnené a vzt'ahové, zalozené na $pecifickych pod-
netoch, ako su pohlavie, trieda, pdvod a orientacia.'?

Tento posun je v stlade so sirsim trendom, ktory
spochybniyje tradicni autonémiu umenia. Uz v 70.
rokoch poukazal teoretik umenia Jerzy Ludwinski na
mozny postumelecky obrat, v ktorom sa umenie pre-
lina s inymi sposobmi Zivota a poznania a vymyka sa
indtitucionalnym kateg6riam. Dnes sa tieto myslienky
prejavuji v praxi mnohych umelkyn, ktoré spajaja
malbu so vzdelavacimi, socialnymi a verejnymi aktivi-
tami. Mal’ba tu nevystupuje ako izolované médium, ale
ako sucast’ sirsich politickych procesov, ktoré sivisia
s konkrétnymi priestormi, konfliktmi a vzt’ahmi.

Napriklad Cecylia Malik je umelkyna, aktivistka
a pedagogicka, ktora spaja umenie s pricou na ob-

12 hooks, bell: A% Abont 1.ove: New Visions. New York 2000.
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ranu prav zien, ekolégie a miestnych komunit. Jej
projekty, ako Polské matky na ribanisku (Matki Polki
na wyrebie), prekracuju hranice medzi performanciou,
protestom a mal’bou, ¢im prinasaju emocionalne
prvky do verejného priestoru. Nejde pritom o hr-
dinské gesta, ale o dosledné ciny zakotvené v rytme
bezného zivota a kolektivnej prace.

V tomto kontexte je obzvlast’ podnetny postoj
talianskej filozofky a feministickej aktivistky Silvie
Federici, ktora poukazuje na politicky potencial
opatrovatel'skej starostlivosti a emocnej prace. Podl'a
Federici prave spolo¢né, casto neviditelné akcie veda
k skuto¢nym zmenam, a to nie formou velkolepych
rozbrojov, ale transformaciou vzt'ahov. To isté plati
aj pre umenie, kde sa vysivka, kolaz alebo manualna
praca s obrazom stavaju prejavmi mikropolitiky,
ktoré nehl'adaju reprezentaciu, ale pribuznost’.

V tomto zmysle malba slazi ako alternativny
archiv a emocna geografia, ktord zhromazduje
stopy skusenosti vylacenych z oficialnych narativov
transformacie. Zachytava zmeny a zaroven rozvija
socialnu predstavivost’, ¢im otvara priestor pre nové
formy spolocenstiev a rozne spésoby spoluzitia
v posttransformacnej dobe.

Nastroj alternativneho poznania?

Sucasna polska malba v mnohych pripadoch
prekracuje striktne estetické hranice a nadobuda po-
dobu vizualneho socialneho posolstva alebo citovej
vypovede, pricom skutocnost’ menej zobrazuje, ako
na nu reaguje. Nie je politickym nastrojom v uzsom
zmysle slova, podiela sa vSak na procese vyrovna-
vania sa s kolektivnou skdsenost’ou transformacie
tym, Zze zaznamenava zlomy, zmeny a nalady, ktoré
sa vymykaju jazyku politiky alebo Statistiky. Posobi
skor na baze afektu a napitia nez jednoznacného
posolstva a vyvolava emocie bez toho, aby ponukala
hotové diagnézy.

Mnohé diela sa zaoberaju témami, ktoré sa vy-
mykaji dominantnym narativom, ako su neistota,
rozpoltenost’ a vzdor voci normativnym spolocen-
skym rolam. Tieto eméceie nedokumentuji priamo,
skor ich navodzuju ako stopy nevyriesenych dejin,
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nejednoznacnych identit a destabilizovanych komu-
nitnych struktdr. Posobia prostrednictvom posunu,
casto vyuzivaju estetiku neurcitosti, sikromia a for-
malneho rozptylu. V tomto zmysle ich politickost’
nevyplyva z deklarativnych prejavoy, ale z citlivosti
na to, ¢o je neurcité, roztrieStené a bez hlasu.

V pozadi tychto postupov je $irsi regionalny
kontext modernizac¢nych procesov, napitia vyply-
vajuceho z nenaplnenych sl'ubov transformacie
a rozporov medzi lokalnost’ou a globalnou cirkula-
ciou obrazov a vyznamov. Niektoré z diel sa venuju
nametom, ktoré suvisia s triedou, nibozenstvom,
rodom alebo postsocialistickym dedi¢stvom, nie vSak
ako s uzavretymi témami, ale ako spornymi oblast’a-
mi poznacenymi nerovnovahou moci. Tieto napitia
neriesia, ale ich zviditel'nuju. Neposkytuji poznanie
v diskurzivnom zmysle, ale formu symbolického
prejavu, kde obrazy vyjadruju intuicie a afekty, ktoré
odolavaju prekladu do politického jazyka, zaroven
vsak ovplyviuju socialnu skusenost’.

Na druhej strane malba podlicha obmedzeniam.
Je nachylna na estetizaciu, Gstup do formalizmu a re-
produkciu triednej alebo rodovej hierarchie a jej in-
tervencny potencial vzdy zavisi od institucionalneho,
socidlneho a ekonomického kontextu. Napriek tomu
st mnohé sucasné pol'ské obrazy nositel'mi emocnej
pamiti a prostriedkami na vytvaranie kolektivnych
predstav. Odhal'uju tak napitie medzi minulost’ou
a buducnost’ou, individualnou skisenost’ou a $truk-
turalnymi silami a estetikou a politikou.

Angazovana mal’ba ma r6zne podoby. Prechadza
spektrom pozicif a stratégii, od ironického odstupu
a nostalgickej rekapitulacie az po citové, vypovedné
¢i rozvazne konceptualne pristupy. Obrazy sa neu-
siluji o univerzalny jazyk, ale vystupuji ako miestne
symboly, z ktorjch mozno porozumiet’ socidlnym
a emocionalnym stratifikiciam neskorej transforma-
cie. St skor priznakom ako riesenim, nemapuju, ale
fragmentarne registruju vibracie. Ich sila nespociva
v zrozumitelnosti, ale v schopnosti podnietit’ k za-
mysleniu presne tam, kde politicky alebo medialny
diskurz zlyhava. Obraz sa tym stava nastrojom spo-
maleného sledovania, ktory vyznam neuzatvara, ale
poskytuje ¢as na jeho spracovanie.

Ada Piekarska, MA
Galeria Bielska BWA
ada.pickarska@galetiabielska.pl
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Naked Truths
The Female Body in the Work of Contemporary
Women Painters in Slovakia

Alexandra TAMASOVA

Abstract

This study examines how a younger generation of Slovak women painters rewrite the long-standing
patriarchal coding of the female body in the history of painting and visual culture. It departs from
the notion of the female body as a “battlefield” on which struggles over social relations, gender roles,
and economic orders are historically inscribed (S. Federici, L. Nochlin, C. Duncan, J. Berger). Focu-
sing on the practices of Dajana Hros§Sova, Lucia Dovicikova, Katarina Janeckova Walshe, Dominika
Kovacikova, and Paula Gogola, the text analyses how these artists appropriate and transform cano-
nical iconographic types — Venus, Madonna, the gitl in distress, the monster, or the angel — through
expressive figurative painting. The study concentrates on three interconnected fields: sexuality and
the “monstrous” female body; the ambivalences of motherhood and the conflict between the roles
of mother and artist; and the representation of trans/queer bodies in a post-digital environment
(glitch feminism, trans-body). Painting, understood as a medium historically saturated by patriarchy,
becomes in their work a site of self-representation, trauma, and resistance, as well as a laboratory for
new forms of female and queer subjectivity. The article argues that these practices not only expose
the constructed nature of visual stereotypes and the cultural normalization of violence against wo-
men, but also propose alternative models of life and femininity that negotiate the tensions between
eroticism, vulnerability, and political emancipation.

Keywords: Contemporary painting — Female body — Feminist art — Iconography of motherhood —
Monstrosity — Queer representation — Glitch feminism
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are “artifacts of rule

We encounter pictures of naked and half-naked
women practically everywhere, not just in galleries
and art museums, but in films, magazines, and
advertising too. Commonly, their authors or direc-
tors (figuratively and literally) are men. Feminist
theoreticians, philosophers, and artists have since
the 1960s been pointing out that the pictures we
see in public space (and especially in established
cultural institutions) can never be neutral: they

! DUNCAN, C.: The MoMA’s Hot Mamas. In: Ar? Journal 48,
no. 2 (Summer 1989), pp. 171-178.

. The narratives they push
become a subconscious part of how we look at the
wortld and at ourselves. As a rule, the way art and
visual culture overall treats the female body feeds
the patriarchy and capitalism, as it works with a
very limited repertoire of “iconographic types”.
Among these are “Venus”, “mother”, and “maid-

en”, as well as frightening, “monstruous” women.”
What they have in common is their being assigned

? Thave borrowed this specific typology from McCORMACK,
K.: Women in the Picture: What Culture Does with Female Bodies.
New York 2021.
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either for the pleasute of (heterosexual) men’ or
to discipline women.

This text presents and analyses the work of sev-
eral contemporary female painters of the younger
generation in Slovakia, who work with the motif
of the (naked) female body. In an introduction I
outline the complexity in the relationship between
visual art and the female body. What interests me in
these selected artists is how their approach differs
from the classic genre of the female nude, and how
they expand the noted range of iconographic types.

Female Body as a Battlefield

The woman’s body was historically and still is a
battlefield, where symbolic and, unfortunately, literal
battles as well are waged over the form of individual
human lives, family structures, and even the econo-
my’s direction. From the historical perspective, Silvia
Federici gives an excellent analysis of this problem,
demonstrating in her book Caliban and The Witch
how the 16th- to 18th-century witch hunts were
among other things symptomatic of burgeoning
capitalism, which needed to deprive women of their
bodily autonomy and push them into the role of
unpaid domestic workers; their chief task became
reproduction of the workforce under the pretence of
“female nature”, which could only fulfil its potential
in motherhood and caring for others.*

This configuration of social relations had
far-reaching implications, reaching even into the
sphere of art. In her celebrated 1971 study’ Linda
Nochlin asked why there were no great female artists,
and in answering she explained why the question
itself is wrongly posed. The very “great artist” idea

* The film theorist and director Laura Mulvey in a renowned
essay in 1975 identified the issue of the male gaze, for which
images of naked female bodies are as a rule targeted. The
“gazer” is always in a position of power, the “object of the
gaze” in submission. Since then this comparison has been
further problematized, as it has been pointed out that there is
pleasure in being in the submissive position/object of desire;
yet in any case this ought not to be the only position offered
to women. Mulvey, L.: Visual Pleasure and Narrative Cinema.
In: Sereen, 16, 1975, no. 3, pp. 6—18.

* FEDERICI, S.: Caliban and the Witch: Women, the Body and
Primitive Accumulation. London 2021 (2004).
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has mythical foundations: specifically the mytholo-
gized biographies of artists, with the key role played
by their innate genius, usually coming out in spite of
unfavourable exterior circumstances. (The authors
of the book Legend, Myth, and Magic in the Image
of the Artist, Ernst Kris and Otto Kurz, titled an
entire chapter “Uncovering Talent as a Mythologi-
cal Motif”.%) Such a schematized “mythology” or
“hagiography” links the names of artists from the
Renaissance to the avant-garde, with their societal or
institutional background being considered secondary
or immaterial — although in reality many of the most
famous artists came from families of artists, which
(in today’s vernacular) makes even Picasso a nepo baby.
I mention all this in the introduction to a study on
Slovakia’s contemporary female artists because it is
important to understanding how complex the rela-
tionship is between (visual) art and the (female) body.

Just as art biographies separate talent (or genius)
from specific realities, at least to the end of the
modern, artistic creation itself has in art history
and canonical museum exhibitions been presented
as almost a spiritual struggle, in which (male) artists
gradually through their work transcend the visible,
material world.

,»According to the established narrative, the his-
tory of artis made up of a progression of styles and
unfolds along certain irreversible lines: from style to
style, it gradually emancipates itself from the impera-
tive to represent convincingly or coherently a natural,
presumably objective world. Integral to this narrative
is a model of mwral action, exemplified by individual
artists. As they become liberated from traditional
representation, they achieve greater subjectivity and
hence greater artistic freedom and autonomy of

> NOCHLIN, L.: Why Have There Been No Great Women At-
tists? 1971. Czech translation: Pro¢ neexistovaly zadné velké
umélkyné? In: Neviditelnag $ena: Antologie soucasného amerického
mysleni o feminismn, déjindch a vizualité, Ed.: PACHMANOVA,
M. Praha 2002 (1971), pp. 25 — 65.

¢ KRIS, E., KURZ, O.: Die I egende vom Kiinstler: Ein geschichtlicher
Versuch. Wien 1934; KRIS, E. — KURZ, O.: Legend, Myth, and
Magic in the Image of the Artist: A Historical Experiment. New
Haven 1979.

7 DUNCAN (see in note 1), pp. 116117, emphasis added by
AT.



spitit.”” In her essay The MoMA’s Hot Mamas Carol
Duncan draws attention to the fact that, paradoxi-
cally, these artists’ paintings are themselves largely
filled with naked women’s bodies. It must be added
that as a rule these are bodies “socially and sexually
available”® with no personal identity, ot often even a
face. The writer goes on to ask why modern artists
chose to express their grand and principled statements
through the female nude in particular. One answer
she offers is fear of women and associated anxiety.
Men/artists, whether consciously or not, identify
the aforementioned material “natural world” with a
femininity that must be overpowered and subdued —
where this effort is celebrated as a heroic act.

Thus while on the surface the woman’s body is
conceived of as a purely artistic problem (which if it
refers to anything outside the art itself is an indicator
of the artist’s masculinity), in truth it is an indicator
of deep-rooted misogyny and systemic subjugation.

Up to the second half of the 20th century, not
only did women have hardly any chance of making
it as professional artists, but furthermore the sexual-
ization and objectification of their bodies were (are)
normalized. Women who functioned at all in the art
world were as a rule in the role of nameless models,
lovers, and wives loyal or deserted.

In recent years, there is a growing awareness (at
least in the sphere of culture) of the factual connec-
tion between objectification of women’s bodies in
visual culture and violence perpetrated on women in
the real world. In fact visual art has been playing a
principle role in normalizing violence — both in the
implicit objectification of the female body, and in
the innumerable explicit depictions of such scenes
(as abduction or rape), which were in the eyes of an
educated audience consecrated by their affiliation
with ancient or Christian mythology or history. It is
feminist artists and theoreticians that not only de-
scribe this problem in writing but embody it in their
work, often through the medium of their own bodies.

At present, thanks in part to experience with the
#metoo movement, the topic of violence on women
is coming into the broader societal discourse. I will
mention two pieces that made a powerful impression

5 Tbid., p. 119.

on me in this way. First the very successful Rebecca
Solnit essay Men Explain Things to Me. Beyond
“mansplaining”, the author addresses the theme of
violence committed on women, and after noting
many horrifying statistics writes a sentence that has
stayed with me up to now: “Violence doesn’t have
a race, a class, a religion, or a nationality, but it does
have a gender.””

The second example is a piece by the stage di-
rector and actress Carolina Bianchi, specifically The
Brotherhood (2025) play. This is the second part of
an intended trilogy, in which the author discusses
the problem of violence on women. In this case
she concentrates on the artistic environment of the
theatre world, along with art and film history and
the various ways violence has in it been normalized,
reproduced, or even romanticized. Both Bianchi and
Solnit recognize that acts of violence on women are
not individual chance failures, but rather structural
symptoms of the patriarchy. Violence on women is
simply one of its building blocks, and art is actively
participating in this arrangement.

In her play, Bianchi among other things introduc-
es countless examples of famous male artists that
have not only composed violence into their work,
but were also accused of it in real life without great
(or adequate) consequences. The esteem we hold for
the Great Artist and his Work remains very strong;
much stronger than our willingness to believe vic-
tims of his acts and then to revise painstakingly his
place and status in society. As Bianchi literally states
in one of her monologues: “Genius is a fantasy that
we collectively hold.”

Feminist artists of feminism’s second wave back
around 1970 identified among the main themes of
their works the systemic subjugation, inequality of
women’s representation at institutions, and even
violence. Yet for multiple reasons they preferred
media other than painting. If we now set aside the
general development in western art in which men/
artists also focused on conceptual, action art, or
installation, we can find reasons specific to women/
artists. One may be the inaccessibility or impene-
trability of hallmark institutions, such that female

? SOLNIT, R.: Men Explain Things to Me: And Other Essays.
London 2014, p. 33.
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artists naturally inclined to such expressive means as
the action or happening, which could be realized in
public space — here they had a wider audience anyway
to whom they could address their messages. Another
cause was unquestionably the effort at establishing
typically female “decorative” activity and materials
(like textiles or clay) as serious art. Feminist figural
painting by such artists as Alice Neel, Sylvia Sleigh,
and Maria Lassnig, as well as those included in this
text, have in my perspective a special position among
all other media, because as Katy Hessel has said, this
is “A medium deeply ingrained with patriarchy...for
centuries, figurative painting had been almost entirely
dominated by men, with their images of objectified,
idealised female nudes — ‘men look, and women ap-
pear’, as the art historian John Berger summarised
in 1972 As figural painting has historically been
an ideological tool of the patriarchy, it is particularly
the women/painters that are, through their works,
able to uncover its constructed nature, as well as to
offer a more truthful and layered expression of the
female experience

The Patriarchy is Alive and Well

Nowadays we often hear that we have achieved
equality, making feminism pointless. The fact is that
women (and images of them) are still presently ac-
cepted only when and where they satisfy unexpressed
but therefore even more embedded rules for how they
ought to behave and look. To mention one (recent)
example: in 2023 as part of a sculpture week event, a
Vasyl Korchovy statute, titled Confident, was exhibited
in Strysky Park in Lviv. It was a woman’s figure, larger
than life sized and nude, made (with great technical
proficiency) in a classicizing, even affectionate style.
A wave of opposition immediately met the statue’s
placement in public space. Hate flooded social net-
works, many demanded its removal, and unknown
perpetrators even doused it in oil a tried to burn it.
The reason? The woman in the statue was fat.

Y HESSEL, K.: The Story of Art without Men. London 2022, p.
346.

! From an interview with Katefina Olivova at heroine.cz, ac-

cessible at: <https://www.heroine.cz/spolecnost/nechci-so-
kovat-akce-deti-bavila-rika-umelkyne-ktera-pobourila-verej-
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A similar controversy occurred in the Czech Re-
public in 2024. A major conflagration met the artist
Katefina Olivova (b. 1984), known for her expressive
performances and installations addressing themes
of corporeality, relationships, and emotions. What
roused the commotion was a performance called
Slay the Patriarchy, which the Academy of Fine Arts
student Vojta Dubcova initiated as a part of her
thesis. The performance included the beating of a
pifiata from which flower seeds spilled out. Dub-
cova, together with the nude Olivova, scattered these
seeds and planted them into the soil, while tossing
earth at one another and rolling on the ground. A
tew children, brought by their parents, joined the
activity. A video fragment of the performance ap-
peared on social networks, causing a scandal. Almost
all of Czech media reported on the event, along
with Slovakia’s conservative daily Standard. Police
registered a formal complaint against Olivova. Hate
comments filled internet discussions, from which
there is a clear lacking understanding of the actual
performance. The outrage’s pretext was the presence
of children and the threat to their development,
though in truth the greatest problem were mani-
festly the artist’s looks together with the fact that
these were “women engaged in free action, having
an opinion, and visibly expressing it”.!" Naked or
half-naked women’s bodies bother no one ask long
as they are young, of standard beauty, and above
all else passive. The artist named the problem with
great precision, saying: ““The naked body has been
present in art since the distant past. But usually, the
women depicted are anonymous, motionless, unable
to form a relationship with the onlookers, in that
they are safe. Most of them are long dead, too. And
here, all of a sudden, comes a live one, stout and
naked, who communicates.”!?

I give both these examples to illustrate that the
female body still remains the venue for political bat-
tle. Despite all the successes achieved by the equality
movement, women (and their bodies) are even now

nym-vystoupenim-bez-obleceni> (6 May 2024). [I do not
want to shock anyone, the children enjoyed the event, says
the artist who caused outrage with her public performance
undressed,)

12 Thid.


https://www.heroine.cz/spolecnost/nechci-sokovat-akce-deti-bavila-rika-umelkyne-ktera-pobourila-verejnym-vystoupenim-bez-obleceni
https://www.heroine.cz/spolecnost/nechci-sokovat-akce-deti-bavila-rika-umelkyne-ktera-pobourila-verejnym-vystoupenim-bez-obleceni
https://www.heroine.cz/spolecnost/nechci-sokovat-akce-deti-bavila-rika-umelkyne-ktera-pobourila-verejnym-vystoupenim-bez-obleceni
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Fig. 1: Dajana HrosSovi: Animal Ambition, 2021, acrylic, canvas, 180 X 150 cm. Conrtesy of the artist. Photo: David Strunc.

forced to navigate a narrowly defined zone, from
which any deviation is symbolically castigated.

Woman (and) the Beast

The woman in the painting kneels on all fours,
with her rump and genitalia extended provocatively.
Her face is turned toward us, as if to ensure we are
watching, Here, the pose observed from pornography
has a very different context. Three hyenas surround
the woman, and, together with her, feast on an animal
carcass. Thus, instead of the awaited man’s penis, our
main character takes into her mouth a hunk of decay-
ing meat, trying to rip it from the bone with her teeth.

3 Lucia Dovic¢ikové, Dajana HrosSova: On Body and Soul, 27
July 2022 — 31 August 2022..

The artist is a young painter, Dajana Hrossova (b.
1995). The work in question made it into the finals
of the 2023 VUB Foundation’s prestigious compe-
tition The Painting Award, and was exhibited at the
VUNU Gallery in Kosice at a joint exhibition with
Lucia Dovic¢ikova (b. 1981)."° The painter, still just
getting her career under way, is still mostly known
through Instagram. There she presents herself both
through her paintings and her own attractive looks
and erotic poses. Doing so often provokes criticism
with questions as to whether women of this “sexy
girls of Instragram” type can be considered serious
artists, or whether their priority are social media
likes."* (Fig. 1)

4 These questions were prompted by a curatorial project by
the painter Andrej Dubravsky, where he exhibited work by
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Fig. 2: Robert Bielik: Kiipanie s tigrom | Bathing with a Tiger, 2011, ol canvas, 190 X 160 cm. Private collection. Photo: the artist.

For a comparison that will hopefully make the
difference clear, let us look at a similar motif (com-
bining a naked woman with a predatory animal) in a
man’s canvas — that of the painter Robert Bielik (b.
1963). The work Bathing with a Tiger (2011) portrays
three naked female figures standing up to the knees
in water around one tiger. (Fig. 2) This association

Dajana Hro$sova, Anna Maria Beniova, Paula Gogola, Juraj
Cernak and Mira Haberernova (OH MY GOD, SHE GOT
THE POWER, WELL, LOOK AT HER, SHE GOT THE
POWER; White & Weiss Gallery, 5 May — 3 June 2022).
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of humans and wild animals appears rather often
in the artist’s work; usually it expresses either an
otherwotldly reality’ or a meditative state of mind
overcoming the illusion of the separation and dichot-
omy of good and evil'®. In the case of the presented
painting, there is, it seems, no need to seek a spiritual
dimension. Afterall, the artist himself, with disarm-

5 Such as “heaven” in the 2002 painting Sunday Afternoon, where
three nude children play with jaguars in a cloudscape.

16 See e.g. the painting Zen Nun, 2005.



ing frankness, explains that he likes to paint nude
women simply because he likes them. In this case
they are women of the Venus type, with improbably
ideal figures, depilated body hair, and a skin surface
(both bodily and as painted) quite smooth. Nothing
spoils their absolute availability. Rounding out the
idyllic, calm atmosphere are glowing background
ornaments, stars in the night sky. Even the tiger is
manifestly harmless. He turns his head toward one
woman, as if not sure which one to look at (or sex-
ually jump?) first. In this case, I dare say the beast is
a symbol of the artist himself; put in a position that
is the dream come true of many (heterosexual) men.

In contrast, the kneeling woman in Hrossova’s
painting evokes, besides a sexual experience, a par-
ticular danger. Consorting with hyenas symbolizes
her own animal, instinctive drive (as suggested by the
title, Animal Ambition); the brandished teeth threaten
castration."”

Here I would mention that feminist artists in
the 1970s also faced accusations of sexualizing
and objectifying their own bodies, such as Carolee
Schneemann or Hannah Wilke. Many critics con-
sidered female body artists (especially if they were
conventionally beautiful) damaging to feminism.
Lucy Lippard wrote of Wilke in 1976: “She has
been making erotic art with vaginal imagery for
over a decade, and, since the women’s movement,
has begun to do performances in conjunction with
her sculpture, but her own confusion of her roles as bean-
tiful woman and artist, as flirt and feminist, has resulted at
times in politically ambignous manifestations which have
exposed her to criticism on a personal as well as on
an artistic level.”"® (Lippard would later retract her
own statement, which, of course, did not sum up
the artist’s later work; and in the meantime, more

7 Interestingly, the artist interprets her own painting quite di-
fferently, as metaphoric of street gang culture in poor urban
neighbourhoods, where the only ambition is to survive (pa-
raphrased from private email correspondence, 3 May 2024).

18 LIPPARD, L.: The Pains and Pleasures of Rebirth: Women’s
Body Art. In: Art in America, 94, 1976, no. 3, pp. 73-81, 75-6,
emphasis by AT.

1 See e.g. JONES, A.: Body Art: Performing the Subject. Minneapolis
1998. Chapter: The Rhetoric of the Pose: Hannah Wilke and
the Radical Narcissism of Feminist Body art, pp. 151-195.

current and complex interpretations of Wilke’s
ocuvtre emerged."”) However, as Lauren Elkin not-
ed, “It is instructive to remember that once upon a
time, even feminists didn’t know what to make of
feminist body art.”*

Dajana Hrossova is in the early phase of her
career, and while some of her paintings of hyper-
sexualized female figures are questionable in possible
feminist readings, the last period has seen a slant
in her work to rougher and more critical positions.
She draws inspiration from pop culture as well as
mythology and biblical stories. For instance, at what
is so far her last exhibition® she presented a painted
interpretation of the story of Judith and Holofernes,
where Judith has some of the painter’s features. An-
other self-portrait, titled Litu (2025), portrays the
painter as Lilith: a being known from Mesopotamian
and later from Jewish mythology as the first wife of
the biblical Adam, cursed and expelled from paradise
for refusing to submit to the expected role of lying
under Adam during sexual intercourse.” (Fig. 3)
Lilith symbolizes all the “negative” or monstrous
aspects of femininity: she is disobedient, “sexually
liberated, untethered from the restrictions of marital
monogamy, erotically self-sufficient and has an un-
quenchable appetite.”® Lilith tends to be designated
the mother of demons, the embodiment of evil and
sexuality, and a prefiguring of modern vampires;
she is usually portrayed as a femme fatale, which is
however just a deceptive disguise of her true form:
a hybrid creature, part reptile or dragon. Hrossova’s
Lilith combines a pose of sexual challenge (spread
legs, inclined torso) and monstrously huge claws
instead of legs, which thanks to the perspective cho-
sen unmistakably dominate the work. As in Animal
Ambition, here again explicit erotica is joined with

2 BLKIN, L.: Art Monsters: Unruly Bodies in Feminist Art. London
2023, pp. 182-3.

2! Kiss: Monsters Kissing Better, 15 July 2025 — 29 August 2025,
DSC Gallery, Prague (group exhibition).

22 COWARD, S.: Queer as folklore: The Hidden Queer History of
Myths and Monsters. London 2024, p. 81.

» McCORMACK 2021 (see in note 2), pp. 192—-193.
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Fig. 3: Dajana HrosSova: Lilitn, 2025, acrylic, canvas, 150 X 110 cm. Courtesy and photo of the artist.

repulsiveness — a woman not as a sexual object, but
a subject with her own will and desires — and this is
precisely what makes her a dangerous predator in
men’s eyes.

There are, in Hrossova’s work, some parallels
to something in the slightly older, established,
and “crystallized” painter Lucia Dovi¢akova. For
Dovi¢akova the main theme is women, ot the dis-
crepancy between society’s stereotyped expectations
and the real-life experience of women. She works
with symbolism, surreal reduction, and the aesthetic
of bad painting, balancing on the threshold between
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dark expression and humour, sometimes even car-
icature. Her early work already drew interest for its
being direct (some would say provocative). The series
she painted for her thesis portrays doll-like beautiful
women in suggestive poses. We would probably call
them lascivious were it not for the (braided) hair on
their heads fusing with armpit and pubic hair. This
feature impedes their natural movement, in effect
locking them into the (uncomfortable) poses they
find themselves in. Thus erotic magazine models
transform into monsters that, rather than arousing,
come across as disturbing,



Fig. 4: Lucia Dovicikova: Som mnohi | 1 am Many, 2017, acrylic, canvas, 110 X 120 cm. Conrtesy and photo of the artist.

Dovicakova also has several paintings in which
female sexuality is presented as unbridled, even
dangerous. In her work, too, we find the fusion
of a naked woman with a predatory animal, which
continues the motif of braids “brought to life”. The
best known example is the painting Diana (2010). In
it, Dovicakova shifts from her earlier naive painting
style to something more expressive and pastose; still,
however working with the “bad painting” intent. The
Roman virginal goddess is here depicted as a civilian,
her face to some degree a self-portrait. The artist
places the figure in the centre of the composition,

with a golden autumnal forest as background. She
is naked, posing provocatively, plainly showing off
to male and female viewers her vulva, which is at
the canvas’ centre. As extensions of her body, more
specifically her braided hair, two black dogs are bat-
ing their teeth. The aggressive dogs and vulva have a
visual and semantic association too, referencing the
motif of vagina dentata — the toothed vagina. Here
Diana acts as a clearly active subject. For comparison,
just think of the famous Botticelli Birth of 1Venus, in
which, by the way, the vulva is also at the painting’s
centre. However the Renaissance Venus’ legs are
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chastely together, her hand (and hair) covering her
loins and her gaze dreamily unfocused. Dovicakova’s
woman is on the other hand a menacing figure
in a threatening pose, confidently returning the
viewer’s gaze. And we can tell that looking at her is
perilous (as shown in the myth of Actaeon, whom,
in Ovid’s rendition, Diana changed into a deer for
him to be torn apart by his own hunting dogs). Yet
the dynamic in this work’s narrative is more com-
plex. Here Diana wants to display her body to be
admired, taking delight in others gazing at her with
desire. Her provocative pose might be, in addition
to a challenge to combat, an invitation to the sexual
act. Aggression and invitation, danger and delight.
The painted figure’s expression and attitude can be
compressed into a simple question posed to the
viewer: “Do you dare?”

The naked woman is in art generally accepted
mainly in the type of the aforementioned Venus,
who is either shyly trying to hide her nakedness or
offering herself to the male gaze as a passive sexual
object. A woman actively returning the gaze is seen as
dangerous, unnatural, and — once more — as a monster.

Dovicakova frequently and delightedly works
with the “monstrous woman” motif: a woman who
under the influence of the circumstances or internal
pressures loses her elegant, impassable “facade” and
her body opens up, twists, and morphs, spinning
out of control. It may be her hands she thrusts into
her mouth so vehemently that they emerge out of
her back, like weird and painful angel wings. Or legs
that during copulation with a man multiply fivefold.
(Fig. 4) Elsewhere her body opens like a closet, to
reveal organs elegantly preserved in canning jars;
the vulva becomes the door leading into a dark, vast
interior; or the entire torso expands, allowing a little
male figure entry to the temple space buttressed by
her own ribs like Gothic vaulting,

The Shadows and Delights of Maternity
As this artist most often finds inspiration in her

own life, she naturally put her experience during
pregnancy and soon after giving birth into many

# International Women’s Day podcast with Lucia Dovi¢akova,
accessible at: <https://podmaz.sk/podcast/podcast-sng
/4809451609-mdz-s-luciou-dovicakovou> (3 May 2024).
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paintings. These works resonated vigorously even
outside the art world’s confines. Many were sharply
criticized by the more conservative public. Social
networks carried comments to the effect that the
artist was “a frustrated mother” who “can’t handle
motherhood” or “hates nursing”**. This was because
Dovicakova (maybe unconsciously) took the liberty
of tackling one of motherhood’s most powerful
stereotypes: mother as the Virgin Mary. From around
the 15th century, the Virgin Mary in the iconographic
Madonna and Child gradually became canonical as
an ideal of motherhood that “defines mothering as
something sacrosanct, monumental, self-sacrificing,
subservient and desexualised”.” This stereotype
has made it into mass visual culture; simply look
at any television commercial featuring disposable
diapers or baby formula. Dovicakova’s images of an
exhausted mother with “stretched” breasts, whose
baby scratches at her face, or whose limbs transform,
for example, into wooden building blocks, did not
correspond to these ideals. The artist paraphrased
the mother-and-child iconography almost literally
in paintings where the baby’s head morphs into a
carnivorous plant.

In connection with the nakedness theme, I would
like to note paintings that reflect the time of preg-
nancy. For instance Second Trimester (2013) depicts a
woman with a visibly prenatal stomach, surrounded
by blue-and-black ghastly animals (we can detect a
horse, a wolf, a bear, a cat...) licking at her naked
body. (Fig. 5)

The brushstrokes are sketchy, and details only
lightly suggested. The (future) mother is portrayed
here in a noir atmosphere as a mysterious femme
fatale, a women associated with darkness, the night,
the wild and uncontrollable forces of nature, which
the darkness and animals symbolize. Not least of
all, she is depicted as a sexual being (the animal
tongues having a plainly erotic undertone), which
is an association almost nonexistent in mainstream
culture. Moreover, her sexual pleasure here has no
connection to a male figure; clearly this woman is
“self-sufficient”. The indicated sexual relationship to
animals is an extremely transgressive element, going

» McCORMACK 2021 (see in note 2), p. 81.


https://podmaz.sk/podcast/podcast-sng/4809451609-mdz-s-luciou-dovicakovou
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Fig. 5: Lucia Dovicikovi: Druby trimester | Second Trimester, 2013, oil, canvas, 90 X 80 em. Collection and photo of Nedbalka Gallery.

beyond moral bounds and nowadays appearing, if at
all, only in a certain “niche” kind of pornography,
while being, in the past, associated with women
accused of witchcraft. In her aforementioned study
on the connection between witch hunts and the
advent of capitalism, Silvia Federici® argues that
one of the goals of persecuting “witches” was “the
transformation of female sexual activity into work, a
service to men, and procreation... The repulsion that

% FEDERICI (see in note 4).

non-procreative sexuality was beginning to inspire
is well captured by the myth of the old witch flying
on her broom, which, like the animals she also rode
upon (goats, mares, dogs), was the projection of
an extended penis, symbol of an unbridled lust”.”’
For witchcraft, consorting with the devil includes
(among other attributes) any form of female sex-
uality not leading to conception and childbirth. In
this work Dovicakova presents a woman who, while

2 Ibid., p. 213.
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pregnant, is at the same time sexually emancipated
and unfettered.

Another woman artist breaking down stereo-
types of female sexuality and of what is “proper”
to show is Katarina Janeckova Walshe (b. 1988), a
painter whose pictures of eroticized women’s bodies
gained notice during her studies already. Regarding
her early work, whether her paintings had any other
aim outside of pleasing the eye aesthetically and
erotically was perhaps a valid question, in her later
work, however, she developed in most interesting
direction. Like Dovi¢akova and Janeckova, with the
birth of her child she began exploring motherhood
in painting. At the same time, she gave up none of
the self-stylization as a seductive, sexy woman that
men desire — or her own partner, often represented
by a bear figure. Quite the contrary: with no prec-
edent (yet very naturally), she joins pregnancy and
motherhood with sexuality. As has been mentioned,
there was never a problem with painting beautiful
young eroticized bodies. After all, they are attuned to
the iconographic Venus type, i.e. the perfect, passive
woman with smooth skin, depilated of body hair, and
thick hair, willingly offering herself to the heterosex-
ual male viewer’s gaze. Meanwhile Venus references
classical culture, and so, in a way legitimizes the visual
pleasure derived from a beautiful body.

Indeed, along an imaginary scheme of female
figures, the furthest thing from an eroticized “Ve-
nus” is probably “mother” in the aforementioned
type of Madonna with child, which by contrast is
completely asexual. The Virgin Mary prototype
prompts us to quell the thought of sexual relations
even in conception, as we can symbolically refer to
the immaculate conception story. Janeckova however
tfloods us with sensual, vivid images of motherhood,
where a naked pregnant woman spreads her legs
and her breasts spray milk (which, as is established,
occurs quite often during sexual arousal; and the
milk indirectly suggests male ejaculation too). The
glant bear head on which the figure sits symbolizes
solid support, in fact expressing partner roles in a
very conservative sense.

The painter did not retreat from portraying
herself as a sexual being even after childbirth. We

% We can compare the symbolism of multiple breasts to some

likenesses of Artemis/Diana, e.g. Lady of Ephesusiconography.
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can see a painting showing a reclining female fig-
ure (in self-portrait) in a position evoking Titian’s
Venus of Urbino among others. (Fig. 6) Janeckova’s
“Venus”, however, has three pairs of breasts. A
baby is cuddled up to one; an anthropomorphized
bear in cowboy boots and hat fondles the second.
The woman is the central figure in this work, but
her subjective experience remains ambivalent. We
cannot tell if this is a criticism of the woman’s
standing, as she gives in all directions to satisfy the
needs of everyone around her (two breasts are not
enough), or the opposite: a celebration of woman’s
life-giving power, almost in the role of a goddess
of fertility.”®

In considering the motherhood theme, we cannot
overlook the difficulty of joining the roles of mother
and artist. The greater part of child- and home-care
remains on women’s shoulders, and as a rule, a wom-
an continuing in her artistic (or any) career alongside
having children means a divided self and sense of
inadequacy. (In itself this is a central theme in fem-
inist art, which for example the artist Mary Kelly
addressed in the 1970s with her PostPartun Document
project.) It is interesting to observe the strategies
various woman artists have created to conjoin these
spheres. Janeckova is the type of artist who not only
brings her children to the studio and paints alongside
them, but sometimes even paints with them. Besides
her daughters becoming her paintings’ subjects, they
often take up brushes and paint, thereby getting di-
rectly involved in the canvases. The artist must then
resolve these unplanned painting interventions and
work them into the composition. As a result, she
adds her children’s names to the signatures of some
pictures. For all the struggles in such a situation, the
team painting is undoubtedly a meaningful shared
activity, reinforcing her relationship with the children
and infusing Janeckova’s works with a new “art brut”
visual quality.

Janeckova is successful both commercially and in
exhibiting. Thus we might ask whether my focusing
attention on her themes’ unconventionality is not
breaking down doors already open. Yet, we only have
to look at the media’s mentions of her: we will, as a
rule, encounter the word “provocative”. T am con-

# See e.g. the 27 July 2023 FM interview, accessible at: <https://
www.rtvs.sk/radio/archiv/1472/2102911> (6 May 2024);


https://www.rtvs.sk/radio/archiv/1472/2102911
https://www.rtvs.sk/radio/archiv/1472/2102911

Fig. 6: Katarina Janeckova Walshe: Giver, Giver, 2022, oil pastel, indian ink, paper, 45 X 38 cm. Private collection. Photo: the artist.

vinced that most mothers have experienced exactly
the same situations this painter depicts, and her own
primary intention is not to provoke. The perception
of her paintings as controversial only points to the
power of the pictorial stereotypes that, for all our
lived experience, inform us as to what is acceptable
and what is taboo. As Virginie Despentes writes, the
shameless woman - mother dichotomy is ruler-lined
on women’s bodies like “borders on a map of Africa:
not taking into account the realities of the terrain,
only considering the interests of the colonizers. It
does not come into existence in a natural process,

but by political will.”*

or in MIAU magazine, accessible at <https://www.miauma-
gazin.sk/home/katarina-janeckova-walshe-sex-a-telesnost-
nie-su-hanba-ale-zivot/> (6 May 2024) [Sex and physicality
are not shame, but life].

Damsel in Distress

Another oft-repeated iconographic type in the
history of depicting women is the “damsel in dis-
tress”. “The maiden is a frequent protagonist across
the history of our images and the stories that under-
pin them — appearing in those made for pleasure and
those made for politics (or both). Her body is young,
powerless, sometimes sleeping, sometimes ill, dead
or captured, and whatever happens to her almost
always bolsters male identity and male virility...””!
As an example we can cite the many variations of
abducting Europa, associating seizure and raping

* DESPENTES, V.: King Kong Théorie. Patis 2006. Slovak tran-
slation: Tedria King Kong. Bratislava 2023, p. 75.

' McCORMACK (see in note 2), p. 126.
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with founding a new civilization, thus manifesting
an implicit “creative power of male desire.””” (By
contrast, female desire is in visual art either invisi-
ble or presented as destructive — let us mention in
this context the aforementioned Lilith, or even Eve
herself).

In her paintings, Dominika Kovacikova (b. 1996)
frequently portrays a type of “damsel in distress”
in an ironic, questioning manner. Kovacikova, who
at the time of writing is a doctoral student at the
Academy of Arts in Banska Bystrica, works on fig-
ural oil painting. She has already been awarded the
VUB Painting of the Year (2023), and exhibited at
numerous group and solo exhibitions (most recently
at BOLD Gallery in Prague)”. She works with the
kitsch aesthetic, or rather, naive painting, of the
Kovacica village variety; her figure’s faces and their
expressions are overexposed, and a pink “candy” co-
louring predominates. Girls with rounded bodies, full
lips, and wide-open eyes; half-naked or wearing frilly
clothing sit on a picnic blanket or in their bedrooms.
Ata first glance they appear available, innocent to the
point of gawkiness. Yet the painter arms them with
various weapons: sometimes bearing a knife, other
times holding scissors behind their backs or aiming a
loaded gun. Not infrequently, we see only some part/
close-up of them: feet, mouth, backside, or back,
for example in the painting titled Instinct for Survival
(2023), which took the aforementioned VUB’s The
Painting Award. In it we see two girl figures from
the neck down, their bodies seated cross-legged and
filling the canvas. (Fig. 7) They wear underclothes,
which taken with their full figures and details like
pigtails and a cross pendant evoke girlhood on the
brink of maturity. They are pressed together, one
of them with her hand on the other’s knee in an
intimate gesture, which may or may not indicate a
sexual relationship. The other figure holds an open
pocketknife. Kovacikova’s motifs take inspiration
from her own and others’ stories, but also movie
narratives, and experienced traumas; of sexual abuse,
self-harm, and eating disorders among others. Her
works are filled with tension and ambivalence, and

32 Tbid.

» Dominika Kovacikova: Soft Targets, 30 May 2025 — 29 June
2025, Bold Gallery Prague.
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contrast between the cozy and gentle on the one
hand and danger, even violence, on the other. Here,
too, the girls’ bodies might come across as endearing;
still their placement in the picture, from which they,
so to speak, burst out, evokes physicality getting out
of control, or a distorted self-image in which their
own bodies seem too corpulent, unsatisfactory. They
could be innocent girls threatened by an invisible
aggressot, or two lovers/allies together plotting a
bloody vengeance.

Representing the Invisible

All the painters mentioned so far work with
motifs that have some precedent in traditional
(male) art history. We have noted the iconography
of mother, Venus, damsel in distress, and monstet,
which these female artists polemicize with, overhaul,
even expand to include new takes — and above all,
they subjectivise them. In contrast, the theme of the
transgender female body has a different status; this
theme until recently (and not just in visual art) has,
with few exceptions, been overlooked and rendered
invisible. If trans people want to find their identity
represented in visual culture, they must read between
the lines and creatively interpret various multivalent
motifs, because direct references to their experience
practically do not exist. Yet a yearning for self-identi-
fication is natural to all people, and so queer people
have always found their stories resonate with beings
that have somehow deviated from norms. These
were often fairytale or mythic characters, or in more
recent history figures from horror and fantasy mov-
ies or comics.™

One of the most frequent figures whose gen-
der cannot be simply determined is the angel. The
painter Paula Gogola (b. 1998) is one who works
with the angel as a metaphore for an androgynous
or non-binary state. (Fig. 8) In her last series, culmi-
nating her Prague Academy of Art studies, Gogola
brings together themes of identity, ecology, science,
and spirituality. She has long worked on the trans-
body subject matter, inventing for it her own artistic

* COWARD 2024 (see in note 22); VALLESE, J. Ed.: I# came
[from the closet: queer reflections on horror. New York 2022.



Fig. 7: Dominika Kovddikovd: Instinkt presitia | Survival Instinct, 2023, 0il, canvas, 145 X 145 cm. Collection of V' UB Foundation. Photo: the artist.

language. Not bound to realistic figural depiction, she
takes on the theme through painting qualities equally
in form and content. She has for years worked with
a limited colour palette (black, white, and shades of
grey; formerly also in violet). In her canvases, figures
are indicated rather than displayed, joining human
body elements with machines, as well as other beings
(besides angels, aliens and mermaids...). The artist
is conscious of the cultural mainstream’s dearth
of representing trans bodies, therefore she turns
for inspiration to folklore, where we find a residual
existence of non-binary beings, and at times to the
online space.

Online space has been an important formative
environment for almost all contemporary female
artists, particularly the younger generation, and not
just because of accessibility to visual material that

can be utilized and mixed, or the new forms of mat-
keting and self-presentation. For people of the queer
community, online is often the only environment
where they can safely explore and express their own
identity, form relationships, and build community.
The influential book Gliteh Feminism: A Manifesto™
by Legacy Russell is dedicated to this phenomenon.
The writer posits a radical perspective on the body
and gender identity, which she regards as constructs,
and advocates they be overcome. The instrument of
liberation from the binary, patriarchal world is the
Gliteh: a system error that s in fact generative, because
the system itself is “wrong” (functioning on subju-
gation). Bodies not falling into binary gender cate-

% RUSSEL, L.: Glitch feminismus manifest. Praha 2023,
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Fig. 8: Panla Gogola: Bez nazvn | Untitled, 2024, mixed media, canvas, 260 X 160 cm. Private collection. Photo: Lucie Sasinovd.

gories, or something other than white and healthy,
are all a kind of glitch, and the internet is a space
for testing and creating new forms of resistance,
alternative modes of being. In themselves, these are
not new ideas, but the book’ particular influence
on its young audience can be attributed to how its
author thinks about online space. Here the internet
is not understood as the “real” world’s opposite;
indeed, in a sense, we have all been cyborgs for a
while now, our afk (away from keyboard) existence
is interwoven with the one online. Queer art, as well
as Paula Gogola, have taken up these ideas, which
give a conceptual framework to themselves and their
actions in the world. They want no polemics with
a culture that is systematically erasing them; they
wish to view themselves with their own, unfraught
perspective, and they are not waiting until the ruling

% TIRIGARAY, L.: Spectium of the Other Woman. New York 1985
(1974), p. 142, cited per: ELKIN 2023 (see in note 20), p. 50.
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class invites or approves them. These tendencies
are not new; in 1974 Luce Irigaray was writing of
the necessity to “break the machine”, or smash the
dominant narrative: “Overthrow syntax by sus-
pending its eternally teleological order, by snipping
the wires, switching the connections, by modifying
the continuity, alterations, frequency and intensity.
Make it impossible for even a moment to predict
the whence, whither, when, how, and why..””** In
the same way, Lauren Elkin, in the aforementioned
extensive publication on monstrosity as a feministic
concept in 2023 said: ““To be gendered female is to be
caught between beauty and excess: made to choose.
To be a monster is to insist on both.””*” So in a sense,
we can associate all feminist art with the terms Glitch
and monstrosity, because feminist artists have quite
stressed the aspects of bodiliness that patriarchal

7 Ibid., p. 18.



culture supresses: in terms of process (aging, body
excretions, orifices...), otherness (gender, sexual, or
social), or simply non-normative bodiliness (bodies
disadvantaged by health or otherwise).

Two-Way Flow

All of the examples in this text show that when
the female body appears in the works of women
artists (who self-identify as feminist), it “behaves”
differently than in works made by men. If, as we
noted in the introduction, the story of “male” art is
presented as the path to transcendence, an effort at
depicting the invisible, then “female” art endeavours
to depict a different kind of invisibility: it endeav-
ours to liberate itself from the “second sex’ status,

trapped in the dichotomy between imitating men and
becoming their objects. It attempts to find its own
language, visual and otherwise (from which perhaps
comes the tendency toward expressive, “untidied”
painting: a parallel to the “untidied” female body).
Its significance lies not only in its representing a
truly lived, often contradictory and chaotic experi-
ence, which the dominant culture has for centuries
suppressed and turned invisible. Just as important
is the “reverse flow”: art creating new models for
living, which, because of it, gradually frees itself from
the repressive behavioural patterns. By the way, this
certainly does not necessitate giving up on erotica.
Quite the contrary: it renders female sexuality as a
phenomenon far more complex and layered than we
could (based on mass visual culture) imagine.
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Holé pravdy

Zenské telo v tvorbe stuasnych slovenskych maliarok

Alexandra TAMASOVA

S obrazmi nahych a polonahych zien sa stretava-
me prakticky vSade. Nielen v galériach a muzeach
umenia, ale aj vo filmoch, v ¢asopisoch, reklamach.
Zvycajne su ich autormi ¢i rezisérmi (v prenesenom
aj doslovnom zmysle) muzi. Feministické teoreticky,
filozofky a umelkyne uz od 60. rokov upozornuja,
ze obrazy, ktoré vidime vo verejnom priestore (a ob-
zvlast’ v etablovanych kultarnych instituciach) nikdy
nie su neutrilne — s to ,,artefakty vladnutia“.! Na-
rativy, ktoré nim podsuvaju, sa podvedome stavaju
sucast’ou nasho nazerania na svetina seba. Sposob,
akym umenie a celkovo vizualna kultira naraba
so zenskym telom, spravidla nahrava patriarchatu
a kapitalizmu, pricom pracuje s vel'mi obmedze-
nym repertoarom ,,ikonografickych typov®. Patria
medzi ne ,,venuse®, ,,matky*, ,,panny®, ale aj desivé,
,monstrudzne zeny.” Vsetky maji spoloc¢né to, ze
su urcené bud pre potesenie (heterosexualnych)
muzov,’ alebo pre disciplinovanie Zien.

Nasledujuci text predstavi analyzu tvorby niekol’-
kych sucasnych maliarok mladsej generacie zo Slo-
venska, ktoré pracuju s motivom (nahého) zenského
tela. Na tvod nacrtava komplexnost’ vzt’ahu medzi
vytvarnym umenim a zenskym telom. Pri konkrét-

' DUNCAN, C.: MoMiny maminy (1989). In: PACHMANO-
VA, M. (ed.): Neviditelng sena: Antologie soucasného amerického
mySlent o feminismu, déjindch a vignalité. Praha 2002, s. 115.

Tuto konkrétnu typoldgiu si poziciavam od McCORMACK,
K.: Women in the Picture: What Culture Does with Female Bodies.
New York 2021.

Filmova teoreticka a rezisérka Laura Mulvey vo svojej slavnej

eseji z roku 1975 identifikovala problematiku tzv. male gaze,
¢ize muzského pohl'adu, ktorému st obrazy nahych Zzenskych
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nych vybranych autorkach potom sleduje, v com sa
ich pristup lisi od klasického zanru zenského aktu
a ako rozsiruju spomenuty diapazén ikonografickych
typov.

Zenské telo ako bitevné pole

Zenské telo historicky bolo a stale je bitevnym
pol'om, kde sa zvadzaja symbolické a, zial’, aj doslov-
né zapasy o podobu individualnych 'udskych Zivotov,
usporiadanie rodin, ale aj smerovanie ekonomiky.
Z historického hl'adiska ponuka skveld analyzu tohto
problému Silvia Federici, ktora v knihe Caliban and
The Witch ukazala, ako bol tzv. hon na c¢arodejnice
v 16. az 18. storoc¢i okrem iného symptémom ro-
diaceho sa kapitalizmu, ktory potreboval obrat’ Zeny
o telesnd autonémiu a vtlacit’ ich do roly neplatenych
pracovni¢ok v domacnosti; ich hlavnou tlohou sa
stala reprodukcia pracovnej sily pod zamienkou
»~enskej prirodzenosti, ktora naplna svoj potencial
vylu¢ne v materstve a starostlivosti o druhych.*

Toto usporiadanie socialnych vzt'ahov ma d’a-
lekosiahle implikacie, ktoré presahuji aj do sféry
umenia. Linda Nochlin sa vo svojej slavnej studii

tiel spravidla uréené. ,,Pozerajuci sa“ je pritom vzdy v pozicii
moci, zatial ¢o ,,objekt pohl'adu® v pozicii podriadenia. Tato
rovnica bola medzi¢asom tiez problematizovana poukdzanim
na to, ze byt’ v submisivnej pozicii/objektom tuzby moéze tiez
prinasat’ potesenie. Rozhodne by to vsak nemala byt jedina
pozicia, ktora je zenam ponukani. MULVEY, L.: Visual
Pleasure and Narrative Cinema. In: Sereen, 16, 1975, €. 3, s.
6—18.

* FEDERICI, S.: Caliban and the Witch: Women, the Body and
Primitive Accummlation. London 2021 (2004).



z roku 1971° pytala, prec¢o neexistuju ziadne velké
umelkyne a v odpovedi na tdto otazku v prvom rade
vysvetlila, preco je sama osebe nespravne polozena.
Samotna idea ,,vel’kého umelca® stoji na takpovediac
mytickych zakladoch — konkrétne mytologizovanych
biografiach umelcov, kde kI'"icovi tlohu zohrava ich
vrodena genialita, ktora sa prejavi spravidla napriek
nepriaznivym vonkajsim okolnostiam. Autori knihy
Legenda o umélci Ernst Kris a Otto Kurz nazvali
celd jednu kapitolu Odkrytie talentu ako mytologic-
ky motiv.%) Takato schematizovana ,,mytologia“ ¢i
,»hagiografia“ spaja mena umelcov od renesancie az
po avantgardu, pricom ich socialne ¢i institucionalne
zazemie je povazované za druhoradé az nepodstat-
né —hoci v skuto¢nosti mnoho najslavnejsich umel-
cov pochadzalo z umeleckych rodin, ¢o (povedané
dnesnym slovnikom) robi napriklad aj z Picassa nepo
baby. Toto vietko spominam v uvode stadie o stucas-
nych maliarkach zo Slovenska, pretoze je to dolezité
pre pochopenie toho, aky komplexny je vzt'ah medzi
(vytvarnym) umenim a (zenskym) telom.
Obdobne, ako je v umeleckych biografiach talent
(resp. génius) odtrhnuty od konkrétnych realii, aj
samotna umelecka tvorba sa minimalne do konca
moderny prezentovala v dejinach umenia a kanonic-
kych muzealnych expoziciach ako bezmala spiritu-
alny zapas, v ktorom (muzi) umelci postupne skrze
svoju tvorbu transcenduju viditelny a hmotny svet.
»Podle tradi¢ni interpretace se déjiny uméni
skladajf z posloupnosti styld a odvijeji se podél ur-
c¢itych neménnych linif: s nastupem kazdého dalsiho
stylu se uméni postupne oprost’uje od nezbytnosti
pfesvédcive nebo koherentné zobrazovat pfirozeny,
dejme tomu objektivni svét. Neoddélitelnou slozkou
tohoto vypravéni je také model moralni akce, jejimz
piikladem jsou jednotlivi umélci — ktefi se stale vic
osvobozuji od tradi¢cniho modu zobrazovani, ¢imz
dosahujf stale veétsi subjektivity, a tedy 1 vétsi umélec-
ké svobody a svobody ducha.”” Carol Duncan vo
svojej eseji Momas hot mamas upozorfiuje na to,
ze, paradoxne, samotné obrazy tychto autorov st
z velkej casti zaplnené nahymi Zenskymi telami.

> NOCHLIN, L.: Pro¢ nt’:existovaly zadné velké umelkyne?
(1971). PACHMANOVA 2002 (v pozn. 1), s. 25 — 65.

¢ KRIS, E. — KURZ, O.: Legenda o umélei: historicky pokus. Praha
2008 (1934).

Treba dodat’, Ze spravidla telami, ktoré su ,,socialne
a sexudlne dostupné®® a nemaju osobnu identitu, ba
casto ani tvar. Autorka sa d’alej pyta, preco si moderni
umelci pre vyjadrenie svojich vel'kych a zasadnych
vypovedi vybrali prave zensky akt. Jednou z odpove-
di, ktoré ponuka, je strach a uzkost’ zo zien. Muzi/
umelci, ¢i uz vedome, alebo nevedome, stotoznuja
spomenuty ,,prirodzeny svet* hmoty so zenskost’ou,
ktord treba prekonat’ a potlacit’ — pricom tato snaha
je oslavovana ako heroicky ¢in.

A tak hoci na povrchu sa Zenské telo v moder-
nom umeni ponima ako cisto vytvarny problém
(ktory, ak vobec odkazuje k nie¢comu mimo umenia
samotného, je indikditorom umelcovej muznosti),
v skutocnosti je indikatorom hlboko zakorenenej
mizogynie a systémového utlaku.

Zeny a7 do druhej polovice 20. storodia nielenze
nemali takmer nijakd Sancu uplatnit’ sa ako profesio-
nalne umelkyne, ale navyse bola/je normalizovana
sexualizacia a objektivizacia ich tiel. Ak Zeny nejakym
sposobom fungovali v rimci umeleckého sveta, bolo
to spravidla v ulohe bezmennych modeliek, mileniek,
vernych ¢i opustenych manzeliek.

V poslednych rokoch sa coraz viac (aspon v kul-
tarnej sfére) zvedomuje i skutocnost’, Zze s objekti-
vizaciou zenskych tiel vo vizualnej kultre suvis{ aj
nasilie pachané na zenach v realnom svete. Vytvarné
umenie pritom zohtiva/lo zisadnu rolu v normali-
zovani nasilia, a to nielen implicitnou objektivizaciou
zenského tela, ale aj pocetnymi explicitnymi znazor-
neniami takychto scén (ako unosy ¢i znasilnenia),
ktoré v ociach vzdelaného publika posvicovala ich
prislusnost’ k antickej ¢i krest’anskej mytologii, alebo
histérii. St to prave feministické umelkyne a teoretic-
ky, ktoré tento problém nielen popisuji v textoch, ale
aj stelesnuju vo svojej tvorbe, casto prostrednictvom
vlastného tela.

V sucasnosti sa aj vd'aka skusenosti s hnutim
#metoo dostava téma nasilia na Zenach do najsirsich
spolocenskych debat. Spomeniem dve prace, ktoré
na mna v tomto zmysle silne zap6sobili — prvou je
citatel'sky velmi uspesna esej Rebeccy Solnit Muzi

7 DUNCAN 1989 (v pozn. 1), s. 116 — 117, zvyraznila AT.

8 Ibidem, s. 119.
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mi to vysvetlia (2014, slovensky preklad 2018), kde
sa autorka okrem ,,mansplainingu‘ venovala aj téme
nasilia pachanom na zenach a po uvedeni mnohych
hrozostrasnych statistik napisala vetu, ktora so mnou
zostala dodnes: ,,Nasilie nema rasu, spolocenskd
triedu, nabozenstvo alebo narodnost’, ale nasilie
ma rod.

Druhym prikladom je dielo divadelnej rezisérky
a herecky Caroliny Bianchi, konkrétne predstavenie
The Brotherhood (Bratstvo, 2025). Ide o druhu cast’
planovanej trilogie, v ktorej autorka rozobera prob-
1ém nasilia na zenach. V tomto pripade sa sustreduje
na umelecké prostredie, svet divadla, ale aj dejiny
vytvarného umenia ¢i filmu a r6zne sposoby, akymi
je v tomto svete nasilie normalizované, reproduko-
vané ¢ dokonca romantizované. Tak Bianchi, ako
aj Solnit rozpoznavaju, ze pripady nasilia na Zenach
nie su nahodnymi individualnymi zlyhaniami, ale
strukturalnymi symptémami patriarchatu. Nasilie
na zenach je jednoducho jednym z jeho stavebnych
kamenov a umenie sa na tomto usporiadani aktivne
podiela.

Bianchi vo svojej hre okrem iného uvadza bez-
pocet prikladov slavnych umelcov muzského rodu,
ktor{ nasilie nielen zakomponovali do svojich diel,
ale boli z neho obvineni aj v redlnom zivote bez
vicsich (¢ adekvatnych) nasledkov. Ucta k Velkému
umelcovi a jeho Dielu je totiz stale velmi silna; ovel’a
silnejsia, nez nasa ochota uverit’ obetiam jeho ¢inov
a nasledne pracne revidovat’ jeho miesto a vyznam
v spolocnosti. Ako doslova hovori Bianchi v jednom
zo svojich monolégov: ,,Genius is a fantasy that we
collectively hold* (Génius je fantazia, ktora udrzia-
vame spolocne).

Feministické umelkyne druhej vlny feminizmu uz
na prelome 60. a 70. rokov identifikovali systémovy
utlak, nerovnost’ zastupenia zien v instituciach,
ale aj nasilie ako jedny z hlavnych tém svojich diel.
Z viacerych dévodov vsak preferovali iné média nez
malbu. Ak teraz nechame bokom vSeobecny vyvoj
zapadného umenia tych rokov, v ramci ktorého sa
aj muzi-umelci orientovali na konceptudlne, akéné
umenie ¢i umenie instalacie, najdeme aj dovody, ktoré
st Specifické pre zeny — umelkyne. Jednym z nich
moéze byt nepristupnost’ erbovych institdcif, do

? SOLNIT, R.: Mu$i mi to vysvetlia a iné eseje. Bratislava 2018,
s. 31.
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ktorych bolo t'azké preniknut’, a preto sa umelkyne
prirodzene orientovali na vyrazové prostriedky ako
akcia ¢i happening, ktoré bolo mozné realizovat’
vo verejnom priestore — tu napokon mali aj Sirsie
publikum, ktorému chceli svoje posolstvd adresovat’.
Dalsou pricinou bola nepochybne aj snaha etablovat’
typicky zenské ,,dekorativne® c¢innosti a materialy
(textilné techniky, hlina) ako seri6zne umenie. Fe-
ministické figurativne maliarstvo umelkyn ako Alice
Neel, Sylvia Sleigh, Maria Lassnig, ale aj tych, ktoré
som zaradila do textu niZsie, ma z méjho pohl'adu
spomedzi vsetkych ostatnych médif zvlastnu poziciu,
pretoze, povedané slovami Katy Hessel, ide o ,,mé-
dium, hlboko prerastené patriarchatom... Po celé
starocia bolo figurativne maliarstvo takmer tplne
ovladané muzmi s ich obrazmi objektivizovanych,
idealizovanych Zenskych aktov — ,muzi sa pozeraju,
zeny vyzeraju‘ — ako to zhrnul historik umenia John
Berger v roku 1972.4" Ked'ze figurativna malba je
historicky jednym z ideologickych nastrojov pat-
riarchatu, je to prave tvorba zien-maliarok, ktora
dokaze v jednotlivych dielach nielen odhal'ovat’ jeho
vykonstruovanost’, ale tiez ponukat’ pravdivejsiu
a vrstevnatejsiu vypoved o zenskej skusenosti.

Patriarchat je Zivy a zdravy

Dnes casto poctuvame, ze rovnopravnost’ sme
dosiahli, a teda feminizmus je zbytocny. Fakt je ten,
ze zeny (aich obrazy) st aj v sucasnosti akceptované
len vtedy a len tam, kde SprlajI:l casto nevyslovené,
ale o to silnejsie ukotvené pravidla toho, ako by sa
mali spravat’ a ako by mali vyzerat. Spomenme
jeden (nedavny) priklad: v roku 2023 v ramci podu-
jatia Dvovsky tyzden sochy bola v Stryiskom parku
v Pvove vystavena socha autora Vasila Korcevoja
s nazvom Sebavedomi. 1de o postavu nahej zeny
v zivotnej vel'kosti, vytvorend (s vel’kou technickou
zrucnost’ou) v klasicizujucom az 'ibivom style. Voci
umiestneniu tejto sochy na verejnom priestranstve
sa okamzite zdvihla vlna odporu. Socialne siete
zaplavili nenavistné komentare, mnohi ziadali jej
odstranenie a neznami pachatelia ju dokonca obliali
olejom a pokusili sa podpalit’. Dovod? Je to socha
tucnej zeny.

W HESSEL, K.: The Story of Art without Men. London 2022,
s. 340.



Dalsia obdobna kauza sa udiala v Cesku v roku
2024. Neprijemnému shitstormn musela celit’ umelky-
na Katefina Olivova (nar. 1984), znama svojimi ex-
presivnymi performanciami a instalaciami, v ktorych
sa venuje témam suvisiacim s telesnost’ou, vzt'ahmi
a emociami. Rozruch vzbudila performancia s na-
zvom Slay the Patriarchy (Znilte patriarchat), ktora
iniciovala $tudentka AVU Vojta Dubcova ako sucast’
svojej klauzdrnej prace. Sucast’ou performancie bolo
rozbitie pifiaty, z ktorej sa vysypali semienka kvetin.
Dubcova spolu s nahou Olivovou tieto semienka
rozsypali a sadili do zeme, pricom sa ohadzovali hli-
nou a valali po zemi. Do aktivity sa zapojilo niekol’ko
deti, ktoré prisli na podujatie so svojimi rodi¢mi.
Fragment performancie sa objavil v podobe videa
na socialnych siet’ach a sposobil skandal. O udalosti
informovali takmer vsetky ¢eské média a napriklad
aj slovensky konzervativny dennik Standard. Proti
Olivovej bol podany podnet na policiu. Internetové
diskusie zaplnili nenavistné komentare, z ktorych je
zrejmé uplné nepochopenie samotnej performan-
cie. Zamienkou pre pohorsenie bola pritomnost’
deti a ohrozenie ich vyvoja, v skutocnosti v§ak bol
najvacsim problémom zjavne vzhlad samotne;
umelkyne spolu s faktom, Ze tu islo o ,,Zeny, které
néco svobodné délaji, maji néjaky nazor a jsou s nim
vidét“."! Nahé alebo polonahé Zenské teld nikoho
nerusia, pokial’ su to telda mladé, standardne krasne
a najma pasfvne. Samotna autorka pomenovala
problém uplne presne, ked” uviedla: ,,Nahé télo je
pfitomné v uméni od nepaméti. Vétsinou jsou to
ale anonymni Zeny, které jsou na obrazech, nehybou
se, nemohou s divactvem pfijit do néjakého vztahu,
takze jsou bezpecné. Vétsinou uz jsou taky davno
mrtvé. A tady najednou pfijde jedna Ziva, tlusta
a nah4, ktera komunikuje.“"

Oba tieto priklady uvadzam na ilustraciu faktu,
ze zenské telo je este stale miestom politického boja.
Napriek uspechom, ktoré boli v hnutf za rovnoprav-

"' Z rozhovoru s Katefinou Olivovou na heroine.cz, dostup-
né na internete: <https://wwwheroine.cz/spolecnost/
nechci-sokovat-akce-deti-bavila-rika-umelkyne-ktera-pobou-
rila-verejnym-vystoupenim-bez-obleceni> (cit. 6. 5. 2024).

12 Thidem.

Y Lucia Dovicikovd, Dajana HrosSovd: On Body and Soul, Galétia
VUNU, Kosice, 27. 7. 2022 — 31. 8. 2022.

nost’ dosiahnuté, zeny (a ich teld) su stile natené
pohybovat’ sa v uzko vymedzenych mantineloch,
pricom kazdé vybocenie sa viac ¢i menej symbolicky
tresta.

Zena (a) zver

Z.ena na obraze kPa¢i na véetkych styroch s pro-
vokatfvne vystréenym zadkom a genitaliami. Tvar
otaca smerom k nam, akoby sa chcela ubezpecit’,
ze sa pozerame. P6za odpozorovana z porna tu ma
celkom iny kontext. Zenu obklopuju tri hyeny, ktoré
spolo¢ne s nou hoduju na zvieracej mftvole. A tak
ma nasa hlavna postava namiesto ocakavaného muz-
ského penisu v tstach kus hnijuceho maisa, ktoré sa
snazi zubami oddelit’ od kosti. (Obrz. 1)

Autorkou je mlada maliarka Dajana Hrossova
(nar. 1995). Predmetny obraz sa ocitol aj vo findle
prestiznej sut’aze Mal'ba roka 2023 — Cena nadacie
VUB a bol vystaveny napriklad vo VUNU Gallery
v Kosiciach na spolo¢nej vystave s Luciou Dovi¢ako-
vou (nar. 1981)." Autorka, ktori je este len v rozbehu
svojej kariéry, je zatial znima najmi na Instagrame.
Tu sa prezentuje okrem malieb aj svojim vlastnym
atraktfvnym zovnajskom a erotickymi p6zami. Tento
sposob sbeaprezentacie vzbudzuje casta kritiku a vy-
volava otazky, ¢i tento typ ,,sexi kociek z Instagramu
moézeme povazovat’ za seridzne umelkyne, alebo st
pre ne prvoradé lajky na socialnych siet’ach.'

Pre porovnanie, ktoré azda objasni rozdiel, sa
pozrime na podobny namet (spojenie nahej Zeny
a dravého zvierat'a) na platne muza — maliara Rober-
ta Bielika (nar. 1963). Obraz Kipanie s tigrom (2011)
stvarnuje tri nahé Zenské postavy po kolena vo
vode, stojace okolo tigra. (Obr. 2) Spojenie cloveka
a divého zvierat’a sa u autora objavuje pomerne
casto, pricom obvykle vyjadruje bud’ nadpozemskua
realitu,” alebo medita¢ny stav mysle, v ktorom je
prekonavana iluzia o oddelenosti a dichotomii dobra

¥ Tieto otazky inspirovali kurdtorsky projekt maliara Andreja
Dubravského, v ktorom vystavil tvorbu Dajany Hrossovej,
Anny Marie Benlovej, Pauly Gogoly, Juraja Cernaka a Miry
Haberernovej (OH MY GOD, SHE GOT THE POWER,
WELL, L.OOK AT HER, SHE GOT THE POWER; Whi-
te & Weiss Gallery, Bratislava, 5. 5. — 3. 6. 2022).

15 Napriklad ,,nebo* na obraze Nedelné popoludnie z roku 2002,

kde sa nahé deti hrajd s jaguarmi v oblac¢nej krajine.
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azla.'* V ptipade predkladanej malby zrejme netreba
hFadat’ spiritualny rozmer. Napokon, autor sim so
sympatickou otvorenost’ou hovori, Zze rad mal'uje
nahé Zeny, pretoze sa mu jednoducho pacia. V tomto
pripade ide o Zeny typu Venuse s az nepravdepo-
dobne dokonalymi tvarmi, depilovanym ochlpenim
a (maliarsky aj telesne) hladkym povrchom. Ni¢
nenartsa ich bezproblémovu dostupnost’. Idylicky
utulnd atmosféra je doplnena Ziarivymi ornamentmi
na pozadi, ktoré znazornuji hviezdy na nocnej ob-
lohe. Samotny tiger je zjavne neskodny. Otaca hlavu
k jednej zo zien, akoby sa nevedel rozhodnit’, na kto-
1t sa skor pozerat’ (alebo sexualne skocit’?). V tomto
pripade si trafam povedat’, ze zviera je symbolom
samotného autora; ocita sa v pozicii, ktora je spl-
nenym snom nejedného (heterosexualneho) muza.

Naproti tomu kl'aciaca zena na Hrossovej obraze
okrem potencialneho sexualneho zazitku evokuje
najmi nebezpecenstvo. Spolcenie s hyenami sym-
bolizuje jej zivocisnost’, pudovost’ (ako napoveda
samotny nazov Animal Ambition — verskd ambicia);
hryztce zuby hrozia kastraciou.”

Tu by som chcela pripomendt’, ze obvineniam
zo sexualizacie a objektivizacie vlastného tela Celili
aj feministické umelkyne v 70. rokoch, uved'me na-
priklad Carolee Schneemann alebo Hannah Wilke.
Viaceré kriticky vanimali pracu bodyartovych umelkyn
(najmi, ak boli konvencne krasne) ako Skodliva pre
feminizmus. Lucy Lippard o Hannah Wilke v roku
1976 napisala: ,,Tvori erotické umenie s vaginalnou
obraznost’ou viac nez dekadu a od zaciatku zenské-
ho hnutia realizuje aj performancie suvisiace s jej
socharskou pracou, ale jej vlastny zmitok medzi
rolou krasnej zeny a umelkyne, kokety a feministky
obcas vyustil do politicky nejednoznaénych prejavov,

16 Pozti napt. obraz Zenovd mniska, 2005.

' Je zaujimavé, Ze autorka samotnd interpretuje svoju mal’bu cel-
kom inak, ako metaforu kultiry pouli¢nych gangov v chu-
dobnych meststkych stvrtiach, kde jedinou ambiciou je prezit’
(parafrazované zo sikromnej mailovej komunikacie, 3. 5. 2024).

18 LIPPARD, L.: The Pains and Pleasures of Rebirth: Wo-
men’s Body Art. In: Art in America, 94, 1976, ¢. 3,s. 73 — 81,
s. 75 =76, preklad AT, zvyraznila AT.

¥ Pozti napr. JONES, A.: Body Art: Performing the Subject. Min-
neapolis 1998. Kapitola: The Rheotric of the Pose: Hannah
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ktoré ju vystavili kritike tak na osobnej, ako ume-
leckej trovni.“"® (Samotnd Lippard neskor odvolala
toto tvrdenie, ktoré, samozrejme, nepostihovalo
autorkinu neskorsiu tvorbu a medzi¢asom vznikli
aktualizovanejsie, komplexnejsie interpretacie jej
diela."”) Avsak, ako pise Lauren Elkin, ,,je pou¢né si
pamatit’, ze kedysi davno si ani feministky nevedeli
rady s feministickym body artom®.*

Dajana Hrossova je este len na zaciatku kariéry,
a hoci niektoré jej malby hypersexualizovanych
zenskych postav su z hladiska mozného feminis-
tického ¢itania otazne, v poslednej dobe vidno v jej
tvorbe priklon k drsnejsim, kritickej$im poloham.
Ins$piruje sa popkultarou, ale aj mytolégiou ci
biblickymi pribehmi. Na zatial’ poslednej vystave?
napriklad prezentovala maliarsku interpretaciu
pribehu o Judite a Holofernovi, pricom Judita ma
érty samotnej autorky. Dali autoportrét s ndzvom
Lilitu (2025) znazornuje maliarku ako Lilith — by-
tost’ znamu z mezopotamskej a neskor zidovskej
mytologie ako prva zenu biblického Adama, ktora
bola prekliata a vyhnana z raja, pretoze sa odmietla
podvolit’ oc¢akavanej role a pri sexudlnom styku si
Pahnut” pod Adama.” (Obr. 3) Lilith symbolizuje
vsetky ,,negativne® alebo monstruézne aspekty zen-
skosti — je neposlusna, ,,sexualne slobodna, nespu-
tana manzelskou monogamiou, eroticky sebestacna
a s nenasytnym apetitom*.* Lilith byva oznacovana
ako matka démonoyv, stelesnenie zla a sexuality, a tiez
predobraz modernych upirov; byva zobrazovana
ako femme fatale, o je vsak len klamliva zasterka jej
pravej podoby — hybridnej bytosti s prvkami plaza
¢i draka. Hrossovej Lilith v sebe spaja sexualnu
vyzyvavost’ pézy (rozkrocené nohy, vypnuta hrud’)
a monstrudzne obrovské paziry namiesto noh, ktoré

Wilke and the Radical Narcissism of Feminist Body art, s.
151 - 195.

2 BLKIN, L.: Art Monsters: unruly bodies in feminist art. London
2023, s. 182 — 183.

2! Kiss: Monsters Kissing Better, DSC Gallery, Praha (skupinova
vystava), 15. 7. 2025 — 29. 8. 2025.

* COWARD, S.: Queer as folklore: The Hidden Queer History of
Myths and Monsters. London 2024, s. 81.

» McCORMACK 2021 (v pozn. 2),s. 192 — 193.



vd’aka zvolenej perspektive jednozna¢ne dominuju
obrazu. Podobne ako v pripade Animal Ambition aj
tu sa spaja explicitna erotika s odpudivost’ou — Zena
nie je sexualnym objektom, ale subjektom s vlastnou
volou a tizbami — a prave to z nej ¢inf v ociach
muzov nebezpecného predatora.

U Hrossovej vidno isté paralely s tvorbou o ¢osi
starsej, uz etablovanej a ,,vykrystalizovanej* maliarky
Lucie Dovic¢akovej. Dovicakovej hlavnou témou st
zeny, resp. rozpor medzi stereotypnymi ocakavaniami
spolocnosti a realnym zenskym prezivanim. Pracuje
so symbolickou, surrealnou skratkou a s estetikou
zlej mal’by, balansujic na hrane medzi temnou expre-
siou a humorom, miestami az karikatdrou. Uz jej rana
tvorba vzbudila ohlas svojou priamost’ou (niekto by
povedal provokativnost’ou). Séria, ktortd namal'ovala
ako diplomovi pracu, zobrazuje babikovsky krasne
zeny vo vyzyvavych pézach. Asi by sme ich oznacili
za lascivne, nebyt’ toho, ze vlasy (vrkoce) tychto po-
stav su zrastené s chlpmi v podpazusi alebo ohanbi.
Tento fakt znemoznuje ich prirodzeny pohyb a svo-
jim sp6sobom ich fixuje prave v tych (nepohodlnych)
pozach, v ktorych sa nachadzaji. Modelky z erotic-
kych casopisov sa tak menia na monstra, ktoré viac
nez vzrusujuco posobia znepokojivo.

U Dovicakovej tiez nachadzame viacero malieb,
kde sa zenska sexualita prezentuje ako nesputana az
nebezpecna. Spojenie nahej zeny a dravého zvierat’a,
ktoré je zaroven pokracovanim motivu ,,0zivenych*
vrkocov, najdeme aj u tejto autorky. Najznamejsim
prikladom je malba Diana (2010). V tomto obraze sa
Dovic¢akova posunula od pévodne naivistického stylu
malby k expresivnejsiemu, pastéznejsiemu rukopisu
stale vSak pracuje v intenciach ,,zlej mal'by*. Rimska
panenska bohyna je tu znazornena civilne, jej tvar
ma autoportrétne ¢rty. Autorka umiestfiuje postavu
do centra kompozicie so zlatistym jesennym lesom
na pozadi. Je nahd, v provokativnej poze, doslova
divacke a divakovi otfc¢ajic na obdiv vulvu, ktora
sa nachadza v strede platna. Extenziou jej tela, resp.
spletenych vlasov, su dva cierne psy s vycerenymi
zubami. Agresfvne psy a vulva navzajom vizualne
aj vyznamovo suvisia, ¢im odkazuju na motiv vagina
dentata — ozubena vagina. Diana tu vystupuje ako
jednoznacne aktivny subjekt. Pre porovnanie si staci
spomenut’ na slavne Botticelliho Zrodenie 1 enuse,
kde je, mimochodom, vulva tiez centrum obrazu.
Renesancna Venusa ma vsak nohy cudne spojené,

rukou (vlasmi) si zakryva lono a jej pohl'ad zasnene
smeruje do neurcita. U Dovicakovej je zena, naopak,
hrozivou figarou vo vyhraznej poze, ktora divacky
pohl'ad sebavedome vracia spit’. A vieme, ze divat’
sa na nu je nebezpecné (ako naznacuje mytus o Ak-
taionovi, ktorého v Ovidiovej verzii Diana premenila
na jelena a nasledne ho roztrhali jeho vlastné psy).
Dynamika obrazového narativu je vsak komplex-
nejsia. Diana tu svoje telo chce vystavovat’ na obdiv,
pocit’uje rozkos z toho, ze sa na nu druhi s tizbou
divaju. Jej provokativna péza moze byt okrem
vyzvy na suboj aj pozvankou k sexualnemu aktu.
Agresivita aj pozvanie, nebezpecenstvo aj rozkos.
Vyraz namal'ovanej postavy a jej postoj by sa dali
skomprimovat’ do jednoduchej otazky, ktora kladie
divakovi: ,, Trafas si?*

Naha Zena v umen je véeobecne akceptovana naj-
mi v type spominanej Venuse, ktora sa bud’ hanblivo
pokusa skryt’ svoju nahotu, alebo sa ponuka muzské-
mu pohPadu ako pasfvny sexualny objekt. Zena, ktora
pohlad aktivne vracia, je vhimana ako nebezpecna,
neprirodzena, a — opit’ — ako monstrum.

Dovic¢akova casto a rada pracuje s motivom
,monstruéznej zeny“ — zeny, ktora pod vplyvom
okolnosti alebo vnutornych tlakov straca svoju ele-
gantnu, uzatvorenu ,,fasadu® a jej telo sa roztvara,
skriaca, morfuje — vymyka spod kontroly. M6zu to
byt ruky, ktoré si strka do dst tak vehementne, az jej
na chrbte vychadzaju z tela von ako bizarné a bol'avé
anjelské kridla. Alebo nohy, ktoré sa pri sulozi s mu-
zom multiplikuji do piatich parov. (Obr. 4) Inokedy
sa jej telo otvara ako skrinka, aby odhalilo organy
elegantne zakonzervované do zavaracich poharov;
vulva sa stava dvierkami, ktoré vedu do temného,
priestranného interiéru; pripadne sa zvicsuje cez
cely trup a nechava muzsku postavicku vstapit’ do
chramového priestoru, ktory podopieraju jej vlastné
rebra ako goticku klenbu.

Tiene a rozkoSe materstva

Ked’Ze autorka najcastejsie nachadza inspiraciu vo
vlastnom zivote, pocas tehotenstva a kratko po naro-
deni diet’at’a sa tato skisenost’ prirodzene pretavila
do mnozstva malieb. Tieto obrazy silno rezonovali
aj mimo uzkeho umeleckého sveta. Mnohé sa stali
tercom ostrej kritiky konzervativne orientovanej
verejnosti. Na socialnych siet’ach sa objavovali ko-
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mentare v zmysle, Ze autorka je ,,frustrovana matka“,
ktord ,,materstvo nezvlada“ ¢i ,,nenavidi dojcenie®.**
Dovicakova si totiz (mozno nevedome) dovolila
siahnut’ na jeden z najsilnejsich stereotypov spoje-
nych s materstvom — na predstavu matky ako Panny
Marie. Panna Maria v ikonografickom type madony
s diefat’om sa zhruba od 15. storocia postupne
kanonizovala ako obraz idealneho materstva, ktory
,»definuje materstvo ako posvitné, monumentalne,
seba-obetujuce, podriadené a desexualizované*.
Tento stereotyp sa pretavil aj do masovej vizualnej
kultary, staci si pozriet’ akukolvek televiznu reklamu
na jednorazové plienky ¢i dojcenské mlieko. Do-
vicakovej obrazy unavenej matky s ,,vyt'ahanymi*
prsnikmi, ktora diet’a skriabe po tvari alebo ktorej
koncatiny sa napriklad menia na drevené hracie koc-
ky, tymto idealizovanym predstavam nezodpoveda.
Takmer doslovne autorka parafrizovala ikonografiu
matky s diet’at’om v obrazoch, na ktorych sa detska
hlavicka roztvara do podoby misozravej rastliny.

V suvislosti s témou nahoty by som chcela spo-
menuat’ malby, ktoré reflektuji obdobie tehotenstva.
Napriklad Druby trimester (2013) znazornuje zenu
s viditelnym tehotenskym bruchom obklopenu
modrociernymi prizra¢nymi zvieratami (rozoznava-
me kona, vlka, medved’a, macku...), ktoré olizuju jej
nahé telo. (Obt. 5)

Tahy $tetca st skicovité, detaily iba zPahka na-
znacené. (Buduica) matka je tu stvarnena v noirovej
atmosfére ako tajomna fezme fatale, ako zena spojena
s temnotou, nocou, divokymi a nezvladnutel'nymi
silami prirody, ktoré symbolizuje jednak tma, jed-
nak zvierata. V neposlednom rade je stvarnena ako
sexualna bytost’ (zvieracie jazyky maju jednoznacny
eroticky podtén), co je asociacia v mainstreamovej
kultare takmer neexistujica. Jej sexualne potesenie
sa tu navyse nespaja s postavou muza; zena si zjavne
,»vystac sama*“. Naznaceny sexudlny vzt'ah so zviera-
tami je extrémne transgresivnym prvkom, prekroce-
nim hranice moralky, ktory sa dnes vyskytuje iba ak
v urcitom ,,zzche’ druhu pornografie a v minulosti sa
spajal so Zenami obvinenymi z carodejnictva. Silvia

2 Podcast MDZ s Luciou Dovi¢akovou, dostupné na inter-
nete: <https://podmaz.sk/podcast/podcast-sng/48094
51609-mdz-s-luciou-dovicakovou> (cit. 3. 5. 2024).

» McCORMACK 2021 (v pozn. 2), s. 81.
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Federici vo svojej spominanej stadii o vzt’ahu medzi
honom na ¢arodejnice a rozvojom raného kapita-
lizmu®® argumentuje, ze jednym z cielov perzekici
,»carodejnic* bola ,,transformacia zenskej sexuality
na pracu, sluzbu muzom a rozmnozovanie... Od-
por, ktory ne-plodna sexualita zacala vzbudzovat’,
je dobre zachyteny v myte starej carodejnice letiacej
na metle, ktora, podobne ako zvierata, na ktorych
tiez jazdila (kozy, osly, psy), bola projekciou penisu,
symbolom nesputanej Ziadostivosti“.”” Carodejnictvo
¢i spolcenie s diablom teda zahfna (okrem inych
atributov) akukolI'vek formu Zenskej sexuality, ktora
sa nekonci pocatim a porodom. Dovic¢akova na
tomto obraze prezentuje Zenu, ktora je sice tehotna,
ale zaroven je sexualne emancipovana a nesputana.

Dalsou autorkou, ktor bura stereotypy o zenskej
sexualite a 0 tom, €o ,,sa patri ukazovat’, je Katarina
Janeckova Walshe (nar. 1988), maliarka, ktora este
pocas stadia zaujala obrazmi erotizovanych zenskych
tiel. Kym pri jej ranej tvorbe bola mozno namieste
otazka, ¢i maju mal'by aj iny zdmer nez esteticky
a eroticky potesit’ oko, neskor sa vypracovala vel'mi
zaujimavym smerom. Obdobne ako Dovicakova aj
Janeckova sa s narodenim vlastného diet’at’a zacala
materstvu venovat’ aj v mal’be. Neupustila pritom od
sebastylizacie do obrazu zvodnej sexi zeny, po ktorej
tuzia muzi — resp. jej vlastny partner, casto zastipe-
ny postavou medveda. Naopak, celkom nevidane
(a pritom uplne prirodzene) spaja témy tehotenstva
a materstva so sexualitou. Ako uz bolo povedané,
krasne mladé erotizované tela spravidla nie su na
obrazoch problém. Ladia totiz s ikonografickym
typom Venuse, teda dokonalej pasivnej zeny s hlad-
kou pokozkou, depilovanym telesnym ochlpenim
a bujnymi vlasmi, ktora sa ochotne ponuka pohl'adu
heterosexualneho muzského divaka. Venusa pritom
odkazuje na anticka kultiru, ¢im istym sposobom
legitimizuje vizualne potesenie z krasneho tela.

Na pomyselnej schéme ikonografie Zzenskych
postav je od erotizovanej ,,Venuse® azda najvzdia-
lenejsia ,,matka® v uz spominanom type madony
s diet’at’om, ktora je, naopak, Gplne asexualna. Vd'a-

2% FEDERICI 2004 (v pozn. 4).

¥ Ibidem, s. 213.



ka predobrazu Panny Marie sme ochotni potlacit’ aj
myslienku na pohlavny styk pri splodeni diet’at’a,
pretoze sa mozeme symbolicky odvolavat’ na pribeh
neposkvrneného pocatia. Janeckova nas vsak zapla-
vuje zmyselnymi, $t'avnatymi obrazmi materstva, kde
naha tehotna Zena rozt'ahuje nohy a z prsnikov jej
stricka mlieko (Co, ako je zname, je pomerne casty
jav pri sexualnom vzrusenf; mlicko vsak nepriamo
odkazuje aj na muzsku ejakulaciu). Obria medvedia
hlava, na ktorej postava sedi, symbolizuje pevnu
oporu a je vlastne vyjadrenim vel'mi konzervativnych
partnerskych roli.

Ani po naroden{ deti maliarka neusttpila od zo-
brazovania seba samej ako sexualnej bytosti. Pozrime
sa na mal’bu, kde je leziaca zenska postava (autopor-
trét) v pozicii, ktord evokuje napriklad Tizianovu
Urbinskii Venusu. (Obt. 6) Janeckovej ,,Venusa® ma
vsak tri pary prsnikov. K jednému z nich je pritdlené
batola, s druhym sa pohrava antropomorfizovany
medved’ v kovbojskych ¢izmach a klobiku. Zena
je na tomto obraze hlavnou postavou, ale jej sub-
jektivne prezivanie zostava ambivalentné. Nevieme,
¢i ide o kritiku postavenia zeny, ktora sa rozdava
na vsetky strany, aby uspokojila potreby vsetkych
navokol (a jedny prsia jej na to nestacia), alebo nao-
pak — oslavu Zenskej zivotodarnej sily, takmer v tlohe
bohyne plodnosti.*®

V suvislosti s témou materstva nemozno pre-
hliadnut’ ani to, aké narocné je spojit’ rolu matky
a umelkyne. Vicsia Cast’ starostlivosti o deti a do-
macnost’ je stale na pleciach Zien a pokracovat’
v (nielen) umeleckej kariére popri det’och spravidla
pre Zzenu znamena neustale rozpoltenie a pocit ne-
dostatocnosti. (Je to sama osebe jedna z kI'icovych
tém feministického umenia, ktorou sa zaoberala
napriklad uz v 70. rokoch umelkyna Mary Kelly
v ramci projektu PostPartum Document.) Je zaujimavé
sledovat’, aké rozne stratégie jednotlivé autorky
kreujd, aby dokézali tieto oblasti skibit’. Janeckova
je typ umelkyne, ktora nielenze berie deti do ateliéru

% Symboliku mnohych prsnikov mézeme porovnat’ s niekto-
rymi zobrazeniami Artemis/Diany, napr. ikonografiou Diany

z Efezn.

» Pozti napt. rozhovor v Radiu FM z 27. 7. 2023, dostup-
ny na internete: <https://www.rtvs.sk/radio/archiv/
1472/2102911> (cit. 6. 5. 2024); alebo v casopise MIAU,

a maluje popri nich, ale niekedy doslova spolu s nimi.
Okrem toho, ze sa dcéry stavaju nametmi obrazov,
casto bert do rik stetce a farby a priamo do platien
zasahuju. Autorka sa potom musi s tymito neplano-
vanymi vstupmi maliarsky vysporiadat’ a zahrnat’
ich do kompozicie. Vo vysledku niektoré obrazy
podpisuje aj menami svojich deti. Napriek naroc¢nosti
takejto situdcie je spolo¢né malovanie nepochybne
aj zmysluplnou spolo¢nou aktivitou, ktord upeviuje
vzt'ahy s det'mi a prinasa do Janeckovej obrazov
novu ,,art brut® vizualnu kvalitu.

Janeckova je komercne aj vystavne uspesna au-
torka. Mozeme sa teda pytat’, ¢i upozorfiovanim na
nekonvencnost’ jej tém nerozkopavam otvorené dve-
re. Staci sa vSak pozriet’ na medidlne vystupy s nou
spojené: spravidla v nich natrafime na slovo ,,provo-
kativne®.”” Som presvedcend, ze vicsina zien-matiek
ma zazité presne tie situdcie, ktoré maliarka stvarnuje,
a ani ona sama nema umysel primarne provokovat’.
Vnimanie jej malieb ako kontroverznych poukazuje
na silu obrazovych stereotypov, ktoré nas napriek
nasej zitej skdsenosti informuju o tom, co je ak-
ceptovatel'né a co, naopak, tabu. Ako piSe Virginie
Despentes: ,,Dichotémia matka — nehanebnica je
nakreslena pravitkom na zenskych telach ako mapa
Afriky: nezohl'adnuje realnu topografiu krajiny, len
zaujmy jej kolonizatorov. Toto rozdelenie nevycha-
dza z ,prirodzeného procesu’, ale z politickej vole.**

Dievéa v nudzi

Dal$im ¢asto sa opakujicim ikonografickym
typom v dejinach zobrazovania Zien je ,,dievca
v nadzi“. ,,Panna je castou protagonistkou napriec
dejinami obrazov a pribehov, na ktorych st zaloZe-
né — objavuje sa v takych, ktoré sluzia poteseniu,
politike, alebo obom. Jej telo je mladé, bezmocné,
obcas spiace, obcas choré, mftve alebo zajaté, a ¢o-
kol'vek sa s nim deje, takmer vzdy ide o zdoraznenie
muzskej identity a sily.*“! Ako priklad mézeme uviest’

dostupny na internete: <https://www.miaumagazin.sk/
home/katatina-janeckova-walshe-sex-a-telesnost-nie-su-han-
ba-ale-zivot/> (cit. 6. 5. 2024).

% DESPENTES, V.: Tedria King Kong. Bratislava 2023, s. 75.

% McCORMACK 2021 (v pozn. 2), s. 126.
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viaceré varianty inosu Eurdpy, kde sa unos a zna-
silnenie spdja so zalozenim novej civilizacie, a tym
manifestuje implicitnu ,,tvoriva silu muzskej tazby*.>*
(Naproti tomu zenska tazba je vo vytvarnom umeni
bud’ neviditel'na, alebo prezentovana ako destruktiv-
na—uved’me v tomto kontexte napriklad spominant
Lilith ¢i napokon aj samotnu Evu.)

Dominika Kovacikova (nar. 1996) na svojich
mal’bach casto znazornuje typ ,,dievéat’a v nadzi,
ktory viak ironicky spochybnuje. Kovacikova, ktora
v case pisania tohto textu posobi ako doktorandka
na Akadémii umeni v Banskej Bystrici, sa venuje
figurativnej mal’be technikou oleja. Za svoju tvorbu
uz ziskala ocenenie VUB Malba roka (2023) a pred-
stavila sa na viacerych kolektivnych aj samostatnych
vystavach (naposledy v BOLD Gallery v Prahe).”
Pracuje s estetikou gyca, ¢i skor insitnej malby
kovacického okruhu; jej postavy maji preexpono-
vané tvary aj vyrazy, prevlada ruzova, ,,cukrikova“
farebnost’. Dievcata s oblymi telami, plnymi perami
a siroko roztvorenymi ocami, polonahé alebo oblece-
né vo volanoch sedia na piknikovej deke ¢i vo svojej
detskej izbe. Na prvy pohlad posobia dostupne,
nevinne az neohrabane. Maliarka im vsak vklada
do ruk rozne zbrane — niekedy drzia ndz, inokedy
maju za chrbtom noznice alebo rovno mieria na-
bitou puskou. Nezriedka z nich vidime iba cast’/
detail — nohy, tsta, zadok ¢i chrbat. Ako napriklad na
obraze s nazvom Instinkt prefitia (2023), ktory sa stal
vitaznou malbou spominanej sat’aze VUB. (Obr. 7)
Na obraze vidime postavy dvoch dievéat od krku
dole, ich tel v tureckom sede vyplnaji celd plochu
platna. St oblecené v spodnom pradle, ktoré spolu
s ich plnymi tvarmi a detailami ako vrkoce a krizik
na krku evokuje dievéenskost’ na prahu dospelosti.
Su k sebe pritilené, jedna z nich ma polozenu ruku
na kolene druhej v intimnom geste, ktoré moze, ale
nemus{ naznacovat’ sexualny vzt'ah. Druha postava
drzi v ruke otvoreny vreckovy noz. Kovacikova sa vo
svojich nametoch inspiruje vlastnymi, ale aj cudzimi
¢t filmovymi pribehmi a prezitymi traumami, ku kto-
rym patri sexualne zneuzivanie, sebaposkodzovanie,
poruchy prijmu potravy. Jej obrazy su plné napitia

2 Tbidem.

3 Dominika Kovicikova: Soft Targets, Bold Gallery Prague,
30. 5. 2025 — 29. 6. 2025.
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a ambivalencie, kontrastu medzi utulnost'ou a nez-
nost’ou na jednej strane a nebezpecim az nasilim
na strane druhej. Aj tu mozu teld dievéat posobit’
roztomilo, ale zaroven ich umiestnenie na obrazove;j
ploche, z ktorej takpovediac pretekaju von, evokuje
aj telesnost’ vymykajicu sa spod kontroly ¢i dis-
torzovany sebaobraz, v ktorom sa vlastné telo javi
ako prilis tu¢né, nevyhovujice. Moze ist” o nevinné
dievcata, ktoré ohrozuje neviditel'ny agresor, ale ta-
kisto dve milenky/spojenkyne, ktoré spolo¢ne kuju
krvava pomstu.

Reprezentacia nevidite’'ného

Vsetky doteraz uvedené maliarky vo svojej tvor-
be pracuju s nametmi, ktoré maju isty predobraz
v klasickych (muzskych) dejinach umenia. Spominali
sme ikonografiu matky, Venuse, dievéat’a v nadzi
¢i monstra, s ktorymi tieto umelkyne polemizuju,
reviduju ¢i rozsiruja ich o nové polohy a predovset-
kym — prepozi¢iavaju im subjektivitu. Ind poziciu
ma téma transrodového zenského tela, ktoré bolo
(nielen vo vytvarnom umeni) donedavna az na malé
vynimky prehliadané a zneviditeltiované. Ak chcu
transludia najst’ vo vizualnej kultire reprezentaciu
svojej identity, je potrebné citanie medzi riadkami
a kreativna interpretacia roznych viacznacnych
motivov, pretoze priame odkazy na ich skisenost’
prakticky neexistuju. Tazba po sebaidentifikacii je
vsak prirodzena vietkym Fud'om, a preto si kvir
Pudia vzdy dokazali najst’ ozvenu svojich pribehov
v bytostiach, ktoré sa nejakym sposobom vymykali
norme. Casto i§lo o rozpravkové ¢ mytické posta-
vy, v novsich dejinach postavy z hororovych alebo
fantasy filmov ¢i komiksov.™

Jednou z najfrekventovanejsich postav, ktora sa
vymyka jednoznacnému rodovému urceniu, je anjel.
S anjelom ako metaforou androgynnosti ¢i nebinar-
nosti pracuje aj maliarka Paula Gogola (nar. 1998).
(Obr. 8) Vo svojej ostatnej sérii prepaja témy identity,
ekologie, vedy a spirituality. Inspiruje sa vedeckymi
zisteniami ohl'adom vody kontaminovanej xenoe-
strogénmi, ktoré maja rozne zavazné vplyvy na zivé

* COWARD 2024 (v pozn. 21); VALLESE, J. (ed.): I# came from
the closet: queer reflections on horror. New York 2022.



organizmy. V tejto sivislosti sa hovori o ,,feminizacii
muzov®, neplodnosti a pod. Gogola tieto hororové
spravy posuva do ambivalentnej polohy, kde nie je
jasné, ¢i su tieto zmeny negativne, alebo ziaduce;
nahodné ¢i riadené. Kupel'na sa stava priestorom
mutdcii a anjelské ¢i mimozemské postavy dohliadaja
na cely proces. Autorka sa dlhodobo venuje téme
transtela, pre ktord vynachadza vlastny vytvarny
jazyk. Nedrzi sa realistického zobrazovania figur, ale
uchopuje tému rovnako cez formalne, ako aj obsaho-
vé vlastnosti mal'by. DIhodobo pracuje s obmedze-
nou paletou farieb (Cierna, biela, resp. rozne odtiene
sivej, v minulosti aj fialovej). Postavy na platnach su
skor naznacené nez ukazané a spajaju v sebe prvky
P'udského tela so strojom, ale aj inymi bytost’ami
(okrem anjela napriklad s mimozemst’anom, mot-
skou pannou...). Autorka si je vedoma neexistujicej
reprezentacie transtiel v kultirnom mainstreame,
a preto sa pre inspiraciu obracia k folkléru, v ktorom
najdeme rezidua existencie nebinarnych bytosti,
pripadne k online priestoru.

Online priestor je dolezitym formativnym pros-
tredim u takmer vsetkych sucasnych umelkyn, najma
mladsej generacie. Nielen v zmysle dostupnosti obra-
zového materialu, ktory je mozné pouzivat’ a mixo-
vat’, ¢i novych foriem marketingu a sebaprezentacie.
V pripade kvir I'udi ide ¢asto o jediné prostredie,
kde méZzu bezpecne skimat’ a vyjadrovat’ vlastna
identitu, nadvizovat’ vzt'ahy, budovat’” komunitu.
Tomuto fenoménu je venovana vplyvna kniha Glitch
feminizmus: manifest™ od Legacy Russell. Autorka
ponuka radikalny pohl'ad na telo a rodovu identitu,
ktoré povazuje za vykonstruované, a nabada k ich
prekonaniu. Nastrojom oslobodenia z binarneho,
patriarchalnmeho sveta ma byt’ glitch— chyba v systé-
me, ktora je vSak generativna prave preto, ze samotny
systém je ,,zIy* (funguje na principe utlaku). Tela,
ktoré nezapadaji do binarnych rodovych kategorii,
¢i tela iné nez biele a zdravé su vietky svojho druhu
glitchom a internet je priestorom, kde sa mézu testo-
vat’ a kreovat’ nové formy odporu, alternativne mody
existencie. Tieto myslienky samy osebe nie st nové,
ale vplyv knihy, najma na mladsie publikum, mozno

* RUSSEL, L.: Glitch feminismue manifest. Praha 2023.

* IRIGARAY, L.: Speculum of the Other Woman. Ithaca NY 1985
(1974), s. 142, cit. podla: ELKIN 2023 (v pozn. 20), s. 50.

pripisat’ sposobu, akym autorka uvazuje o online
priestore. Internet tu nie je chapany ako opozitum
,»skuto¢ného® sveta, naopak; vsetci sme uz davno
v istom zmysle kyborgami, nasa afk (away from key-
board) existencia je prepletena s tou online. Na tieto
myslienky sa napajaju kvir umelectva, ako aj Paula
Gogola, a poskytuji im ramec uvazovania o sebe
a o svojom konani{ vo svete. Nechcu polemizovat’
s kultarou, ktora ich systematicky vymazava; chca
sa na seba pozriet’ vlastnym, nezat’azenym pohla-
dom a necakaju, az k tomu dostanu pozvanie alebo
dovolenie od vladnucej triedy. Tieto tendencie nie st
nové; uz v roku 1974 pisala Luce Irigaray o nutnosti
,,tozbit’ stroj* ¢i roztriestit dominantny narativ:
»Zvrhnime syntax odlozenim jej odvekého ucelo-
vého poriadku; prestthnime droty, prepnime spoje,
modifikujme kontinuitu, striedanie, frekvenciu a in-
tenzitu. Aspon na chvil'u nech je nemozné predvidat’,
odkial’, kam, kedy, ako a preco...“** Obdobne Lauren
Elkin vo svojej uz spominanej rozsiahlej publikacii
o monstruozite ako feministickom koncepte z roku
2023 hovorf: ,,Byt’ zenského rodu znamena byt’
lapena medzi krasou a excesom; musiet’ si vybrat’.
Byt monstrom znamend, ze nistojime na oboch.*”’
V istom zmysle teda mo6zeme vsetko feministické
umenie spojit’ s pojmami g/#ch a monstruozita, pre-
toze feministické umelkyne vel'mi ¢asto zdorazfiovali
tie aspekty telesnosti, ktoré patriarchalna kultara
potlaca — procesualnost’ (starnutie, telesné vylucky,
otvory...), inakost’ (rodovy, sexualnu ¢i socialnu) ale-
bo jednoducho nenormativnu telesnost’ (zdravotne
¢i inak znevyhodnené teld).

Obojsmerny tok

Vsetky priklady uvedené v tomto texte ukazuju,
ze ked sa zenské telo objavuje v tvorbe umelkyn
(ktoré sa samy identifikuju ako feministky), ,,sprava
sa“ inak nez na obrazoch, ktoré tvoria muzi. Ak sme
v tvode spomenuli, ze pribeh ,,muzského* umenia
sa prezentuje ako cesta za transcendenciou, snaha
o zobrazenie neviditel'ného, potom ,,zenské“ umenie
sa pokusa zobrazit’ iny druh neviditelnosti — pokusa

7 ELKIN 2023 (v pozn. 20), s. 18.
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sa vymanit’ z pozicie ,,druhého pohlavia®, ktoré je
lapené v dichotémii medzi moznost’ou napodobnit’
muzov, alebo sa stat’ ich objektom. Pokusa sa najst’
vlastny (nielen vizualny) jazyk (odtial mozno pra-
meni tendencia k expresivnej, ,,neupratanej malbe,
ktora je paralelou ,,neuprataného® Zenského tela).
Jeho vyznam spociva nielen v tom, ze reprezentuje
realne zitd, casto protichodnu a chaoticku skuse-
nost’, ktora dominantna kultdra uz starocia potlaca
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a zneviditelnuje. Rovnako doélezity je aj ,,spitny
chod* — umenie kreuje nové modely zivota, ktory sa
vd'aka nemu moze postupne oslobodzovat’ od repre-
sfvnych vzorcov spravania. A mimochodom, vobec
to neznamend, ze pritom automaticky rezignuje na
erotiku. Prave naopak — stvarnuje zenskd sexualitu
ako jav omnoho komplexnejsi a vrstevnatejsi, nez
by sme si (na zaklade masovej vizualnej kultary)
dokazali predstavit’.

Dr. Alexandra Tamasova

Research Center,

Academy of Fine Arts and Design in Bratislava
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Painting Beyond the Human
Decolonial and Posthuman Rethinkings through
Nonhuman Authorship

Adam HUDEC

Abstract

This study reframes painting as an ecologically entangled and epistemically decentered practice by
foregrounding nonhuman authorship as a constitutive force of pictorial formation. It examines two
case studies positioned along an authorship spectrum that extends from multispecies co-production
to fully nonhuman image-making. The first case, the garden-based practice of Slovak artist Andrej
Dubravsky, demonstrates how painting emerges within a porous, more-than-human ecology in which
insects, plants, spotes, and climatic forces materially intervene in the formation of the work. Situated
within posthumanist theory and decolonial critique, his practice rejects the extractive gaze of colonial
landscape and botanical representation, instead proposing a model of situated, reciprocal composi-
tion in which authorship is distributed across species and environments. The second case considers
bigpatina—the chromatic deposits produced by microbial growth on architectural surfaces—as a form
of nonhuman painting, Algae, fungi, and cyanobacteria generate unsolicited, durational pigmentary
inscriptions that challenge human-centered definitions of artistic agency and the modernist ideal of
the “clean” architectural fagade. Read together, these examples call for a theoretical rearticulation of
painting as a more-than-human process: one in which pigment may be grown rather than applied,
surfaces function as sites of ecological inscription, and authorship shifts from individual mastery to
relational, multispecies co-creation. Such an expanded framework opens painting to posthuman and
decolonial methodologies that acknowledge ecological agency, unsettle anthropocentric hierarchies, and
reposition visual production within broader networks of environmental and political entanglement.

Keywords: Nonhuman authorship — Posthumanist art theory — Decolonial painting — Multispecies
collaboration — Microbial pigmentation

Posthumanist and Decolonial
Reframings of Painting

We no longer paint in a world where the human
stands alone as the sovereign subject of expression.
In an age of ecological crisis and unsettled ontolo-
gies, the boundaries that once separated nature from
culture, subject from object, and artist from medium
can no longer be assumed. To ask what it means to
paint today is to confront the entangled agencies that
shape every act of mark-making. This paper begins

from the proposition that to look at painting beyond
the human requires, first and foremost, a re-examina-
tion of authorship. Who — or what — makes a paint-
ing? How do we define the author when pigment,
surface, and composition emerge through ecological
and material processes that exceed human intention?

The canon of European painting has long up-
held a model of authorship that centres the human
as the singular originator of creative acts. From
Renaissance portraiture to modernist abstraction,
the artist’s name has functioned as both brand and

125



guarantor of originality, rooted in the philosophical
legacy of Enlightenment humanism.' This tradition
privileges the autonomous subject, endowed with
mastery over inert matter, as the locus of creativity.
Nonhuman life, whether vegetal, animal, microbial,
or geological, has largely appeared in painting as
representational content or symbolic motif, rather
than as a co-producer of form. Such a model of
authorship is not merely an art-historical convention;
it is entangled with the same epistemic hierarchies
that underpinned European colonial expansion,
where the visual ordering of the world proceeded
in tandemwith its extraction and control.”

Posthumanist theory offers powerful tools for
unsettling this hierarchy. Rosi Braidotti’s posthuman
subject is a goe-centred being-in-relation, constituted
through material and affective entanglements rather
than autonomous selfhood.” Jane Bennett’s concept
of vibrant matter foregrounds the capacity of nonhu-
man entities to act, resist, and affect, challenging the
assumption that agency is the exclusive property of
the human.* Donna Haraway invites us to “stay with
the trouble,” to inhabit the messy interdependencies
and “response-abilities” that shape all earthly life,
recognising that making — including art making —
always happens within situated webs of relation.
Karen Barad’s theory of intra-action goes further still,
showing that entities do not pre-exist their relations;
rather, phenomena emerge through the entangle-
ment of agencies across scales.® Together, these
perspectives destabilise the solitary genius model of
authorship and open conceptual space for painting
as a distributed, multispecies process.

Yetif posthumanism recentres ontology beyond
the human, decolonial thought asks us to confront
the historical structures that made anthropocentrism

' ALPERS, S.: The Vexations of Art: Velagguez; and Others. New
Haven 2005, pp. 12-18.

> BENNETT, J.: Vibrant Matter: A Political Ecology of Things.
Durham 2010, pp. 8-10.

> BRAIDOTTTL, R.: Posthuman Knowledge. Cambridge 2019, pp.
39-46.

* BARAD, K.: Meeting the Universe Halfway: Quantum Physics and

the Entanglement of Matter and Meaning. Durham 2007, pp.
33-37.
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both thinkable and profitable. The visual cultures
of modernity — including the canon of painting —
were forged in the crucible of empire, plantation
economies, and extractive capitalism. As Walter
Mignolo has argued, coloniality is not a past event
but the “darker side” of modernity, persisting in the
epistemic frames that determines what qualifies as
knowledge, culture, and art.” Silvia Rivera Cusicanqui
cautions against the mere ‘inclusion™ other knowl-
edges into the existing canon without dismantling
its hierarchies, noting how colonial logics persist
through the appropriation and sanitisation of the
other.®

In the realm of art, these dynamics are evident in
the histories of natural history illustration, botanical
painting, and landscape traditions, all of which de-
veloped alongside European imperial and scientific
expansion. As Giovanni Aloi observes, botanical
representation frequently served as a technology
of classification and possession: specimens were
removed from their ecological contexts, flattened
into legible forms that could be catalogued, ex-
changed, and exploited.” Landscape painting, sim-
ilarly, often idealised land as stable, ordered, and
available for ownership or aesthetic contemplation.
In both cases, the nonhuman world was rendered
knowable and ownable through the artist’s hand:
an authorial gesture that mirrored colonial claims
to land and life.

To consider painting beyond the human, then,
is not only to expand the circle of authorship to
include nonhuman agencies, but also to challenge
the colonial legacies embedded in its representa-
tional and material practices. Decolonial approaches
demand attention that we attend to the conditions
under which painting is made: produced worlds are

5 MIGNOLO, W. D.: The Darker Side of Western Modernity: Global
Futures, Decolonial Options. Durham 2011, pp. 6-9.

¢ RIVERA CUSICANQUIL, S.: Ch’ixinakax utxiwa: On Deco/-
onising Practices and Disconrses. Cambridge 2020, pp. 45-51.

" ALOI, G.: Why Look at Plants? The Botanical Emergence in Con-
temporary Art. Leiden 2019, pp. 183-189.

8 TSING, A. L.: The Mushroom at the End of the World: On the
Possibility of Life in Capitalist Ruins. Princeton 2015, pp. 17-24.

? ALOI 2019 (see in note 7), pp. 185-186.



represented, whose agencies are recognised, and
whose marks are allowed to remain visible. This
requires what Anna Tsing terms “arts of noticing”
practices that refuse to smooth over the unruly, the
contingent, and the more-than-human, and that
can reveal the entanglements erased by modernity’s
aesthetic regimes."

This paper addresses that task by focusing on
anthorship as the conceptual hinge for rethinking
painting beyond the human. It argues that shifting
the focus from representation to authorship en-
ables us to see painting not as a uniquely human
imposition of form on matter, but as an unfolding
among material, biological, and climatic forces. This
reorientation makes room for what is termed here
the authorship spectrum: a continuum that extends
from co-authorship, where human and nonhuman
agencies interact under conditions deliberately facil-
itated by the artist to fully nonbuman aunthorship, where
the human is absent as an intentional agent and
the work emerges through autonomous ecological
processes. To examine this spectrum, this paper
brings into dialogue two distinct yet interconnected
practices. The first is the painting of Slovak artist
Andrej Dabravsky, whose studio is embedded within
the ecological rhythms of his garden in rural south-
western Slovakia. In this context, painting emerges
through porous boundaries between studio and en-
vironment, with insect tracks, airborne spores, and
plant debris becoming part of the work’s material
history. Dubravsky retains an active role, cultivating
specific species and timing his painting to the cycles
of pollinators, but his compositions are shaped by
a network of more-than-human contributors. This
exemplifies co-authorship: deliberate cultivation of
conditions for multispecies participation.

The second case is bigpatina: the pigmentary traces
produced by microbial and environmental processes
on architectural surfaces. This phenomenon naturally
occuring stain on built surfaces, which was investigat-
ed in my doctoral research at the Academy of Fine
Arts in Vienna, occurs without human facilitation.
Algae, cyanobacteria, fungi, and lichens metabolise
minerals in building materials, producing chromatic
shifts over months or decades. Human presence is
reduced to an infrastructural role and the composi-
tion is generated entirely by nonhuman actors. Here,
authorship is not shared but wholly displaced: a form

of fully nonhuman authorship that prompts us to
consider whether the category of “painting” can be
extended to works without a human hand.

By situating these two cases within posthumanist
theory and decolonial critique, the paper seeks not
merely to expand the category of painting, It seeks to
unsettle the epistemic and aesthetic hierarchies that
have long defined its limits. To call bigpatina a paint-
ing is not simply to metaphorise microbial stains;
it is to insist that pigment, composition, and form
can be authored by assemblages that exceed and at
times exclude the human. To frame Dubravsky’s
garden a site of painting is to recognise the inten-
tional inclusion of nonhuman collaborators and to
acknowledge their agency in shaping the work. Both
cases compel that art history, theory, and criticism to
contend with works whose authorship is distributed
across species and materials, and whose aesthetics
emerge from ecological processes rather than from
human mastery.

In an era when climate change, biodiversity loss,
and microbial ecologies occupy a central place in
cultural and political life, the question of authorship
in painting extends beyond a purely disciplinary con-
cern. It is part of a broader endeavour to redefine
how we live, create, and sustain within multispecies
worlds. By reframing painting as an ecological, re-
lational, and potentially posthuman practice, this
paper aligns with calls from both posthumanist and
decolonial thinkers to craft new forms of account-
ability, forms that can recognise and engage with the
agencies of those whose marks have too often been
erased from the canvas of history.

Multispecies Authorship in the Garden
Studio of Andrej Dubravsky

The work of Slovak artist Andrej Dubravsky pro-
vides a case study in what may be termed co-authorship
in painting: a practice in which the artist deliberately
structures and maintains ecological conditions that
enable nonhuman contributions while retaining an
active role in compositional decision-making, His
approach diverges from dominant traditions of
painting as representation of a natural order; tradi-

10 TSING 2015 (see in note 8), pp. 22-23.
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Fig. 1: Painting process in the garden photographed by Andrej Ditbravsky,
2023, digital colonr photography. Courtesy of the artist.

tions that have historically reinforced extractive vi-
sual economies tied to colonial and anthropocentric
frameworks.! Instead, Dubravsky grounds his prac-
tice within the material and ecological specificity of
his garden in southwestern Slovakia, a space where
vegetal, insect, microbial, and climatic agencies are
actively invited to participate in the formation of
paintings. In this model of co-authorship, the human
is not replaced but repositioned: no longer the sole
originator of the work, but a responsive collaborator
within a multispecies field. (Fig. 1-3)

Dubravsky’s practice inverts this representational
logic. His paintings emerge not from the detached
observation of nature, but from a process of syzpoi-

" TONGIORGI TOMASLI, L.: An Oak Spring Flora: Flower II-
lustration from the Fifteenth Century to the Present Time. Upperville
(VA) 1997, pp. 15—40; OGILVIE, B.: The Science of Describing:
Natural History in Renaissance Europe. Chicago 20006.
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Fig. 2: Painting process in the garden photographed by Andrej Ditbravsky,
2023, digital colonr photography. Courtesy of the artist.

esis —Haraway’s term for “making-with” rather than
“making alone.”"” The garden in which he works
is neither an ornamental enclosure nor a purely
cultivated field; it is a shifting, partly feral habitat in
which unmanaged growth and deliberate planting
coexist. Certain areas are selectively maintained,
for instance, a dedicated area for burdock, valued
for its magnetism to bees and bumblebees, while
others are left to spontaneous colonisation by net-
tles, thistles, wormwood, grasses, and saplings. New
arrivals, whether carried by wind, insects, or birds,
are not regarded as intrusions but as contributors to
the site’s evolving composition. A cherry tree that
germinated from a bird-dispersed seed now anchors

2 HARAWAY, D. J.: Staying with the Trouble: Making Kin in the
Chthutucene. Durham (NC) 2016, pp. 58-98.



Fig. 3: Painting process in the garden photographed by Andrej Diibravsky, 2023, digital colonr photography. Courtesy of the artist.

one section of the garden, not as a planned feature
but as a co-produced presence.”

This open-ended vegetal community constitutes
the living matrix from which his painting practice un-
folds. Rather than extracting forms from their milieu
for depiction, Dubravsky positions himself himself
within a shared ecology, allowing the dynamics of
plant—insect relations to shape his working rhythms.
The garden functions as both subject and co-creator,
its biological events — such as flowering, pollination,
and decay — operating as compositional prompts. In
this sense, his paintings are not representations gfan
ecosystem but expressions made with it, rejecting the

13 All this knowledge was acquired duting a visit to Andrej’s
studio garden in August 2024, together with Lucia Gregorova
Stach, to conduct an interview on the topic Talking to Plants
(co-authored text for the publication Plant Space; Territories,

historical separation between the painter’s studio and
the life-world beyond it.

Central to Dubravsky’s methodology is a porous
studio embedded within the garden. Unlike the
enclosed, climate-controlled atelier that enforces
human dominion over materials, this workspace
remains open to wind, temperature shifts, and the
continual movement of airborne particles and in-
sects. Here, the canvas becomes a site of inscription
for what Jens Hauser terms microperformativity; the
performative agency of biological and chemical pro-
cesses at scales beyond human perception.'* Spores,
pollen, dust, and microbial matter settle, act, react,

Abrchitectures and Technologies of the 1'egetal, Sternberg Press,
forthcoming December 2025).

4 HAUSER, J.: On Micropetformativity. In: Performance Research,
17,2012, No. 3, pp. 123-132.
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and leave physical traces that alter the surface of the
paintings over time.

Works in progress are often placed on the ground,
exposed to the movements of ants, moths, or beetles,
whose tracks become imprinted in drying pigment.
The humidity of summer storms delays or accel-
erates paint absorption; sunlight alters chromatic
intensity; and wind carries fine debris that adheres
to wet layers. In this context, painting becomes an
accumulation of interactions between pigment,
canvas, climate, and more-than-human bodies. Such
processes resonate with Michael Marder’s concept
of wegetal being, as a mode of existence grounded in
interpenetration and interdependence,” and with
Emanuele Coccia’s metaphysics of mixture, in which air
and atmosphere function as mediums of constant
exchange.'s

By conceiving the studio as an ecological mem-
brane rather than an isolated container, Dubravsky
invites nonhuman forces to participate as co-authors
in the material formation of the work. The integra-
tion of ecological, metabolic, and atmospheric pro-
cesses into the act of painting reframes authorship
from human sovereignty toward distributed agency.
Seasonal cycles and species-specific behaviours
impose their own temporalities on the production
process: burdock blooms draw pollinators whose
movements interrupt studio activity; nettles host
butterfly larvae whose emergence signals shifts in
garden use; and plant migrations following heavy
rains rearrange spatial dynamics. These intervals and
interruptions function not as disruptions but struc-
turing forces, aligning the work with Anna Tsing’s
concept of collaborative survival in which life persists
through unpredictable assemblages without a single
organising centre.'”

Diubravsky’s deliberate maintenance of certain
plant species such as burdock for pollinators, nettles
for butterflies functions as an ecological curation
that sustains the site’s multispecies infrastructure.
Yet this is not a design for fixed harmony; rather it
is an adaptive process responsive to plant emergence,

» MARDER, M.: Plant-Thinking: A Philosophy of Vegetal Life.
New York 2013, pp. 45-67.

1 COCCIA, E.: The Life of Plants: A Metaphysics of Mixture.
Trans.: MONTANARI, D. J. Cambridge 2018, pp. 3-15.
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insect behaviour, and climatic change. The garden
is a living assemblage whose form and composition
evolve through the interplay of both human and
nonhuman decisions.

This approach offers a decolonial alternative to
extractive traditions in art, rejecting the notion of
nature as a passive repository of forms to be appro-
priated and fixed. Instead, it frames the artwork as an
event in which matter, atmosphere, and organisms
co-constitute the visual field. The canvas functions as
as a register of interspecies contact, serving simulta-
neously as a document of local ecological conditions
and as an aesthetic object.

In this configuration, painting becomes a practice
of response-ability — Haraway’s term for the ethical
and practical engagement with reciprocal relations.'
Authorship is shared across vegetal, microbial, cli-
matic, and human agents; composition is guided
by environmental responsiveness rather than pre-
determined form; and the studio dissolves into the
garden’s metabolism. The resulting works function as
ecological membranes, carrying the sensory and ma-
terial signatures of the place and its inhabitants. They
stand as records of cohabitation, in which painting,
as a cultural practice, is reconfigured into a site of
sympoietic exchange and multispecies accountability.

By integrating the ecological, metabolic, and
atmospheric dimensions of the garden into the
painting process, Dubravsky demonstrates a form
of co-authorship in which multiple species materially
shape the work without displacing the artist’s agen-
cy. The garden functions as a deliberately attuned
ecology, and the paintings as records of sustained
correspondence between human and nonhuman
actors. This mode of authorship occupies a middle
position on the spectrum between human-centred
authorship and fully nonhuman production: the
artist orchestrates conditions for interaction, yet the
resulting forms emerge through shared agency. It is
precisely this balance between intention and emer-
gence, cultivation and autonomy that distinguishes
Dubravsky’s practice from both conventional studio

7 TSING 2015 (see in note 8), pp. 27-32.

18 HARAWAY 2016 (see in note 3), pp. 105-126.



painting and the unsolicited processes examined in
the following section.

Microbial Authorship
and the Politics of the Surface

If Dubravsky’s garden exemplifies painting as
co-authorship, urban environments present an un-
invited and often overlooked counterpart: facades
and infrastructures that become uncurated supports
for what can be termed nonbuman authorship. Here,
pigment is generated entirely through microbial, cli-
matic, and material processes, with no human hand
directing or selecting its formation. In this model,
authorship is conceived not as an expression of
individual intention, but as the property of an as-
semblage in which nonhuman agents are the primary
initiators of pigment, form, and composition. This
phenomenon, known as bigpatina, was the focus of
my doctoral research at the Academy of Fine Artsin
Vienna, where the microbial pigmentation has been
investigated as a socio-material process embedded
in the urban fabric.”

To call a fagade a “canvas” is not an casual met-
aphor. Historically, the canvas has served as the
emblem of painting’s human authorship: a primed,
neutral support, insulated from the contingencies of
climate and time, awaiting the intentional application
of pigment. Architectural surfaces in modernist
paradigms were likewise conceived as uniform,
white, and inert, designed to display only sanctioned
marks whether in the form of signage, ornament, or
paint.”’ Yet, like a canvas, these surfaces are recep-
tive grounds: their mineral chemistry, porosity, and
orientation determine the deposition and binding of

¥ HUDEC, A.: Epidermitecture: Socio-material investigation of biopa-
tina on onter surfaces of built environments. Dr.tech.diss., Academy
of Fine Arts Vienna, 2025.

» FRAMPTON, K.: Modern Architecture: A Critical History.
London 2007, pp. 272-275.

2 VILLA, E et al.: In Living Color: Pigment-Based Microbial
Ecology at the Mineral—Air Interface. In: BioScience, 72,2022,
No. 11, pp. 1036-1055. https://doi.org/10.1093/biosci/
biac091; FAVERO-LONGO, S. E. — VILES, H. A.: A Review
of the Nature, Role and Control of Lithobionts on Stone
Cultural Heritage: Weighing-Up and Managing Biodeterio-

pigment. In biopatina, this pigment is not laid down by
brush but emerges from microbial metabolism such
as algae, cyanobacteria, fungi, and lichens producing
greens, blacks, ochres, and russets that register their
life processes over months or decades.” (Fig, 4-7)

The analogy between canvas and facade, however,
does more than signal a visual similarity, it provokes a
rethinking of how authorship functions in painting,
In the humanist tradition, as Roland Barthes and
Michel Foucault have argued, authorship has been
tethered to intentionality, originality, and the coher-
ent subjectivity of the artist.”* The work of att, in
this model, is the expression of an individual vision
imposed upon a passive medium. By contrast, post-
humanist thought, particularly Donna Haraway’s syzz-
poiesis, Karen Barad’s intra-action, and Jane Bennett’s
vibrant matter, proposes a model of authorship that
is distributed, situated, and co-produced by human
and nonhuman actants.”? Here, the work does not
arrive from an external imposition but emerges from
the entanglement of diverse agencies.

Biopatina exemplifies this model. Pigment, form,
and composition emerge from the interactions of
organism, atmosphere, and mineral canvas. The wall
does not simply “receive” marks’ it participates in
their production, shaping hue, texture, and pattern
through its own material affordances: the roughness
of the coating, the mineral composition of the stone,
the porosity of the concrete. Environmental factors
such as humidity, shade, and exposure to rainfall act
as compositional constraints, influencing the speed
and density of microbial growth.

Understanding bigpatina as painting requires loos-
ening the conventional association between painting
and deliberate human intention. These formations

ration and Bioprotection. In: World Journal of Microbiology and
Biotechnology, 36, 2020, No. 100. https://doi.org/10.1007/
s11274-020-02878-3.

* BARTHES, R.: The Death of the Author. In: Aspen, 5-6,
1967, FOUCAULT, M.: What Is an Author? In: Language,
Counter-Memory, Practice. Ed.: BOUCHARD, D. F. Ithaca (NY)
1977, pp. 113-138.

» HARAWAY 2016 (see in note 12), pp. 58-98; BARAD
2007 (see in note 4), pp. 33—37; BENNETT, J.: 7brant
Matter: A Political Ecology of Things. Durham (NC) 2010,
pp. vii—xiii.
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Fig. 4: Painting process in the garden photographed by Andrej Diibravsky, 2023, digital colonr photography. Courtesy of the artist.

are not aesthetic supplements to architecture but
indexical traces of ongoing ecological processes as
durational performances in which the pigment is
grown rather than applied. Jens Hauser’s notion of
microperformativity is particularly resonant here: mi-
crobial agents act at imperceptible scales, composing
over extended durations and altering not only the
visual field but also the thermal, tactile, and olfac-
tory qualities of the surface.” The “composition”
is dynamic, shifting in response to weather cycles,
pollution levels, and the arrival of new species via
airborne spores or animal vectors.

This interpretation also aligns with Tim Ingold’s
concept of the “textility of making,” in which form
is not imposed on matter but emerges through the

# HAUSER 2012 (see in note 14), pp. 123-132.

» INGOLD, T.: Making: Anthropology, Archaeology, Art and Ar-
chitecture. London 2013, pp. 21-25.
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interplay of forces, materials, and flows over time.”
Bigpatinais both textural and chromatic without being
representational; its “design” depends on the mobil-
ity of water across a facade, the micro-topography of
the wall, and the chemical affinities between mineral
surfaces and microbial colonies.

The implications of this reframing are both aes-
thetic and political. As Giovanni Aloi has observed,
aesthetic regimes often privilege life forms that
can be readily rendered legible within established
codes, whether through scientific illustration or
representational art.*® Biopatina resists such leg-
ibility: its compositions are indexical rather than
iconic, emergent rather than planned, feral rather
than framed. They inhabit architectural interstic-

2 ALOI 2019 (see in note 7), pp. 183—189.



Fig. 5: Bigpatina, 2025, high-resolution scans. Photo: Natdlia Stundova.

es — shaded stairwells, rain-exposed balconies, the
sheltered sides of housing blocks — often in defiance
of maintenance regimes intent on restoring archi-
tectural “purity.” To read these surfaces as paintings
is to challenge the modernist hygiene of the facade,
to acknowledge that the city’s skin is alive, and to
legitimise nonhuman mark-making as part of the
urban aesthetic field.

This resistance is not merely symbolic. Modernist
architectural ideals such as whiteness, smoothness,
impermeability were often bound to colonial and
industrial visions of controlling nature, where the
“clean” facade signified order, progress, and cultur-
al authority.”” Bigpatina disrupts this surface regime
by asserting on the permeability and mutability of
architectural skins. It reclaims the facade from a
background of representation and transforming it
into a site of metabolic exchange. The microbial stain
is thus both a chromatic intervention and a political
rupture — a refusal of the facade’s intended neutrality.

E#\, :

Fig. 6: Biopatina, 2025, high-resolution scans. Photo: Natdlia Stundova.

By extending the category of painting to encom-
pass microbial inscriptions, nonhuman authorship
becomes not a metaphor but an empirically observ-
able process. In the case of bigpatina, authorship is
the property of an assemblage: sunlight modulating
photosynthetic pigments, airborne spores initiating
chromatic variation, rainwater producing vertical
streaks, mineral salts producing efflorescent high-
lights. The human, if presentatall, is often a reluctant
collaborator by providing the surface, determining its
chemistry through material choice, or unintentionally
directing water flow that shapes the composition.

This expanded conception of authorship carries
significant implications for painting’s theoretical
framework. It suggests that painting need not be
confined to the frame, the studio, or the direct

? COLOMINA, B.: The Split Wall: Domestic Voyeurism. In:
Sexuality and Space. Ed.: COLOMINA, B. Princeton 1992, pp.
73-98.
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Fig. 7: Bigpatina, 2025, high-resolution scans. Photo: Natdilia S tundova.

intervention of the artist. Instead, painting can be
understood as any process that transforms a surface
through pigment in ways that engage both material
and perceptual registers. Whether in Dubravsky’s
cultivated garden or on the uncurated facades of the
city, pigment can be grown, patterns may be co-pro-
duced, compositions allowed to emergethrough the
agency of nonhuman actors.

To take bigpatina setiously as painting is to ac-
knowledge that the history and theory of the medium
must engage with works in which the “author” is
not a singular human but a multispecies assemblage,
whose authorship is embedded in the material, bio-
logical, and climatic life of the surface itself. In this
light, nonhuman authorship does not constitute a
rupture with painting’s tradition but rather extends
its central concern: the transformation of surface
into a field of visual and material intensity — only
now that transformation is enacted in collaboration
with the more-than-human world.
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Toward a Theory
of Nonhuman Painting

The cases of Andrej Dubravsky’s cultivated
co-authorship and the unsolicited biopatina of urban
facades together delineate a spectrum of author-
ship that challenges the humanist foundations of
painting, At one end of this spectrum lies a mode in
which human and nonhuman agencies co-produce
a work through deliberately cultivated ecological
conditions; at the other, pigmentary compositions
arise entirely through nonhuman processes, without
human facilitation. Considered in parallel, they point
to the need for a theory of nonhuman painting; a
conceptual and speculative framework that redefines
the medium as an ecological process of distributed
authorship, unfolding through the entanglement of
material, biological, and climatic forces.

The shift from representing nonhuman life to
collaborating with it marks a decisive ontological
and epistemic turn. Within the representational para-
digm, nonhuman entities appear primarily as motifs,
their agency subsumed into the intentionality of the
artist. Botanical painting often rendered living plants
into flattened, legible specimens; landscape traditions
depicted terrain as stable, ordered, and available for
possession or contemplation. Such works partici-
pated in what Walter Mignolo has described as the
“colonial matrix of power,” embedding the visual
ordering of the world within regimes of possession
and control.” Collaboration, by contrast, recognises
the nonhuman as an active author. In Dubravsky’s
garden, moths, pollen, humidity, and spontaneous
plant growth materially inscribe themselves into the
work. In biopatina, pigment is generated by microbial
metabolism, modulated by the porosity of stone and
the ditection of rainfall. In both cases, the nonhuman
acts, responds, and transforms shaping form and
composition from within rather than being passively
represented from without.

This shift from representation to collaboration
aligns with posthumanist accounts of agency and
co-constitution. Karen Barad’s notion of intra-action
reframes such processes as events in which entities
do not pre-exist their relations but emerge through

% MIGNOLO 2011 (see in note 5), pp. 6-9.



Fig. 8: Biopatina, 2025, high-resolution scans. Photo: Natdlia Stundovd.

them.” In this light, a nonhuman painting is not a
picture of the world but part of the world’s becom-
ing. It is not an inert object that has been “made”
but an active surface in which pigmentary and com-
positional properties arise through the interplay of
diverse actants.

Nonhuman painting, then,may be defined as
the emergence of pigmentary, textural, and com-
positional forms through the agency of nonhuman
actors, whether in co-authorship with human inten-
tion or through fully autonomous processes. It is
not tied to a specific medium such as canvas, wall,
stone, or fabric, but rather to a redistribution of
authorship. A work becomes nonhuman when the
act of mark-making is materially and aesthetically
co-produced by agencies beyond the human. Such

# BARAD 2007 (see in note 4), pp. 33-37.

3 ALPERS 2005 (see in note 1), pp. 12—18.

works share three characteristics: they are situated,
emerging from the specificities of their ecological
and material contexts; they are processual, developing
over durations that often exceed human temporal
scales; and they are entangled, shaped by heteroge-
neous interactions that cannot be reduced to linear
cause-and-effect chains.

Within the European art-historical canon, author-
ship has been tethered to the artist’s name, inten-
tionality, and originality — values deeply embedded
in Enlightenment humanism and in the economies
of the art market.”” Michel Foucault’s concept of the
“author function” describes how this figure of the
artist regulates both meaning and value.” Nonhuman
painting disperses authorship across species, materi-
als, and environmental forces, rendering the singular,

3 FOUCAULT 1977 (see in note 22), pp. 113-138.
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autonomous artist insufficient as an explanatory cat-
egory. Dubravsky’s work retains the human artist as a
facilitator, shaping conditions by selecting plants and
timing work to pollinator activity, yet embracing the
unpredictability of nonhuman contributions. Biopati-
na dispenses with facilitation entirely: the human role
is reduced to providing an architectural surface whose
chemistry and orientation condition the work’s emer-
gence. This spectrum destabilises the binary between
artist and environment, shifting authorship from a
matter of identity to one of relational composition.

The ecological and political implications of this
shift are considerable. Modernist ideals of the clean,
white fagcade were never neutral; they embodied
colonial visions of purity, permanence, and control
over nature.”” Microbial stains, in refusing erasure,
challenge these surface regimes and assert the
permeability and vitality of the built environment.
Likewise, Dubravsky’s excitement for feral growth
resists the monocultural logic of both industrial
agriculture and the ornamental garden, proposing
an alternative aesthetic grounded in multispecies co-
habitation. From a decolonial perspective, recognis-
ing nonhuman authorship requires dismantling the
hierarchies that privilege human-controlled marks
while celebrating feral or microbial ones. Silvia Rivera
Cusicanqui warns against tokenistically “including”
other agencies into existing canons without altering
the structural logics that sustain human mastery.”
Nonhuman painting contests those logics by insisting
that works authored by other-than-human agents be
read as integral to the aesthetic field.

As a speculative framework, nonhuman painting
raises questions that extend beyond art history. What
does it mean to conserve a work whose author is a
lichen colony or a network of algae? Is “restoration”
the arrest of such growth, or its facilitation? How
can such works be exhibited without removing them

32 COLOMINA 1992 (see in note 27), pp. 73-98.

¥ RIVERA CUSICANQUI 2020 (see in note 6), pp. 45-51.
* HARAWAY 2016 (see in note 12), pp. 34-36.

% BRAIDOTTI 2019 (see in note 3), pp. 39-46.
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from the ecological contexts that enable them? And
how should value be be assigned when authorship
is distributed among an assemblage of nonhuman
actants? These questions move painting toward what
Donna Haraway calls response-ability: an ethics rooted
in attentiveness to the agencies that co-shape our
shared worlds.™

Recognising painting as a co-produced or fully
nonhuman act transforms how we think about ar-
tistic labour,* how we conserve and exhibit works,*
and how we narrate the history of the medium.” It
calls for a pedagogy attuned to material agencies,
climatic forces, and nonhuman temporalities; a re-
consideration of conservation’s impulse to remove
“foreign” matter; and a curatorial openness to
works never intended as art yet operating within its
expanded field.

If pigment can be grown rather than applied, if
surfaces can resist their intended neutrality, and if
authorship can be shared or surrendered entirely,
what other species are already painting around us?
How might we begin to see the chromatic work of li-
chens on stone, the trails of snails across wet asphalt,
the bleaching and regeneration of coral reefs, or
the shifting hues of bacterial blooms in waterways?
To notice these gestures is not simply to expand
the category of painting for novelty’s sake, but to
acknowledge that visual culture is already shaped,
every day, by actors outside the human frame.*

The challenge now is to develop perceptual, the-
oretical, and institutional tools to engage with these
works on their own terms, to read the city wall, the
leaf surface, and the riverbed as potential canvases in
ongoing more-than-human compositions. Doing so
will not only expand the history of paintingbut also
reposition it as part of a larger ecological archive,
one in which the human hand is only one among
many that hold the brush.

% COLOMINA, B.: Unbreathed Air 1956. In: .A.A4 Files, No.
27,1994, pp. 38-54.

7 ALPERS 2005 (see in note 1), pp. 12-18.

*# ALOI 2019 (see in note 7), pp. 183-189.
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Mal’ba za hranicami 'udskej tvorby
Dekolonialne a posthumanistické reflexie s dérazom
na mimoludské autorstvo

Adam HUDEC

Posthumanistické a dekolonialne
preformulovanie maliarstva

Mal'ba dnes uz nevznika vo svete, kde clovek stoji
sam ako zvrchovany aktér prejavu. Hranice, ktoré
kedysi oddelovali prirodu od kultary, subjekt od
objektu a umelca od média, sa vo veku ekologickej
krizy a neistych ontologii nedaju viac povazovat’ za
samozrejmé. Otazka, ¢o dnes znamena malovat’,
spociva v snahe vyrovnat’ sa so spletitymi vplyvmi,
ktoré ovplyvnuji kazdy tvorivy ukon. Tato studia
vychadza z tézy, Ze pohl'ad na mal'bu mimo cloveka
si vyzaduje predovsetkym prehodnotenie autorstva.
Kto — alebo ¢o — vytvara obraz? Ako definovat’
autora, ked’ pigment, povrch a kompozicia vznikna
ekologickymi a materidlovymi procesmi, ktoré pre-
sahuju I'udsky zamer?

Kanon eurépskeho maliarstva dlhodobo presa-
dzuje model autorstva, ktory povazuje cloveka za
jediného povodcu tvorivych ¢inov. Od renesancného
portrétu po modernistickt abstrakciu slazi meno
umelca ako znacka a zaroven zaruka originality,
prameniaca z filozofického dedic¢stva osvietenského
humanizmu.' Této tradicia uprednostiiuje ako zdroj
tvorivosti autonoémny subjekt, ktory ovlada nezi-

' ALPERS, S.: The Vexations of Art: Veldzquez and Others. New
Haven 2005, s. 12 — 18.

> BENNETT, J.: Vibrant Matter: A Political Ecology of Things.
Durham 2010, s. 8 — 10.

> BRAIDOTTIL, R.: Posthuman Knowledge. Cambridge 2019, s.
39 — 46.

v hmotu. Rastlinny, Zivocisny, mikrobialny alebo
geologicky zivot sa v malbe zvicsa objavuje ako
reprezentacny namet alebo symbolicky motiv, a nie
ako spolutvorca formy. Autorstvo v tomto modeli
nepredstavuje iba umenovednu konvenciu, viaze sa
na rovnaké epistemické hierarchie, ktoré tvorili zaklad
eur6pskej kolonialnej expanzie, kde vizudlne usporia-
danie sveta sprevadzalo jeho vyt'azovanie a ovladanie.?

Posthumanisticka teéria ponuka ic¢inné nastroje
na narusenie tejto hierarchie. Posthumanny subjekt
Rosi Braidottiovej je zoe-centrickd vzt'ahova existencia,
ktord tvoria skor materialne a afektivne prepojenia
nez autonémna individualita.” Koncepcia zvej hmoty
Jane Bennettovej kladie do popredia schopnost’ ne-
P'udskych entit konat’, vzdorovat’ a ovplyvnovat’, ¢im
spochybnuje predpoklad, Ze pésobenie je vylucne
Pudskou doménou.* Donna Haraway nas vyzyva,
aby sme ,,zotrvali pri problémoch®, aby sme prijali
chaotické vzajomné zavislosti a ,,reakcieschopnosti®,
ktoré formuja vsetok pozemsky Zivot, a uznali, ze
tvorba, vratane umeleckej tvorby, sa vzdy odohrava
uprostred situovanych vzt'ahovych vizieb.” Tedtia
intra-akcie Karen Baradovej ide este d’alej a uvadza,
ze entity neexistuju skor ako ich vzt’ahy; naopak,
ukazy vznikaju prostrednictvom prepletenia faktorov

* BARAD, K.: Meeting the Universe Halfway: Quantum Physics
and the Entanglement of Matter and Meaning. Durham 2007,
s. 33— 37.

> MIGNOLO, W. D.: The Darker Side of Western Modernity: Global
Futures, Decolonial Options. Durham 2011, s. 6 — 9.
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na roznych drovniach.’ Tieto perspektivy spolo¢ne
destabilizuji model autorstva samostatného génia
a otvaraju konceptualny priestor pre malbu ako
distribuovany viacdruhovy proces.

Zatial' co posthumanizmus presuva ontolégiu
za hranice 'udského, dekolonidlne myslenie nas
vyzyva, aby sme celili historickym $truktaram, ktoré
antropocentrizmus umoznuji a zvyhodnuju. Vizu-
alne kultary modernity, vratane kdanonu maliarstva,
vznikli v podmienkach impéria, plantazového hos-
podarstva a t'azobného kapitalizmu. Walter Mignolo
uvadza, ze kolonialita nie je udalost’ou z minulosti,
ale ,,temnejsou strankou‘ modernity, pretrvavajucou
v epistemickych ramcoch, ktoré urcuju, ¢o sa pova-
zuje za vedomosti, kultiru a umenie.” Silvia Rivera
Cusicanqui varuje pred jednoduchym ,,zaclenenim®
cudzich poznatkov do existujiceho kianonu bez
odstranenia jeho hierarchii a upozornuje, ze kolo-
nialna logika pretrvava pri prisvojovani a sanitacii
tych druhych.®

V oblasti umenia sa tito dynamika prejavuje
v histérii prirodovednych ilustracif, botanickych ma-
lieb a krajinarskych tradicii, ktoré sa vyvijali sibezne
s eurépskou imperialnou a vedeckou expanziou.
Giovanni Aloi poznamenava, ze botanicka repre-
zentacia Casto slizila ako technoldgia klasifikacie
a vlastnictva, kde sa exemplare vyclenovali z ich eko-
logického kontextu a zuzovali do prehl'adnej podoby,
ktora sa dala katalogizovat’, vymienat’ a vyuzivat’.’
Krajinomalba taktieZ casto idealizovala krajinu ako
ustalend, usporiadant a dostupnu pre vlastnictvo
alebo estetickt kontemplaciu. V oboch pripadoch sa
svet mimo F'udf stal prostrednictvom ruky umelca po-
znatel'nym a ovladate'nym, autorskym gestom, ktoré
odzrkadlovalo kolonialne naroky na podu a zivot.

Uvazovat’ o malbe mimo cloveka teda nezna-
mena len rozsirit” okruh autorstva o iné ako udské
cinitele, ale aj spochybnit’ kolonialne dedi¢stvo
obsiahnuté v jej reprezentacnych a materialnych
postupoch. Dekolonialne pristupy si vyzadujd, aby
sme venovali pozornost’ okolnostiam vzniku mal’by,

¢ RIVERA CUSICANQUL, S.: Ch'ixinakax nixiwa: On Decolo-
nising Practices and Disconrses. Cambridge 2020, s. 45 — 51.

" ALOI, G.: Why Look at Plants? The Botanical Emergence in Con-
temporary Art. Leiden 2019, s. 183 — 189.
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teda tomu, ako sa znazornuju svety, koho dejiny sa
uznavaju a cie stopy zostavaju viditelné. K tomu
treba postupy, ktoré Anna Tsing nazyva ,,umenim
vsimat’ si“, ktoré odmietaji zahladit’ to, ¢o je ne-
poddajné, nepredvidatel'né a iné ako Fudské, a ktoré
dokazu odhalit’ spletitosti vymazané estetickymi
rezimami moderny.'’

Tato $tudia prispieva k danej problematike
tym, ze autorstvo povazuje za kl'dcovy koncept pre
ponatie malby mimo ramca l'udskej tvorby. Tvrdi,
Ze presun pozornosti z reprezenticie na autorstvo
nam umoznuje vidiet’ malbu nie ako vylu¢ne Fudské
nanasanie formy na hmotu, ale ako vyvoj ovplyvneny
materialnymi, biologickymi a klimatickymi zlozkami.
Tato zmena orientacie vytvara priestor pre spektrum
auntorstva, ktoré siaha od spoluautorstva, kde 'udské
a mimol'udské cinitele spolup6sobia za podmienok
zamerne urcenych umelcom, az po vyilucne mimoludské
auntorstvo, kde clovek ako tucelovy ¢initel’ chyba a dielo
vznika prostrednictvom autonémnych ekologickych
procesov. Na preskiimanie tohto spektra Stadia spaja
dva odlisné, ale vzajomne prepojené priklady. Prvym
je tvorba slovenského umelca Andreja Dibravského,
ktory svoj ateliér zakomponoval do ekologickych
rytmov vlastnej zahrady na vidieku juhozapadného
Slovenska. Malba v tomto prostredi vznika cez
priepustné hranice medzi ateliérom a okolim, pri-
com sa stopy hmyzu, spéry vo vzduchu a zvysky
rastlin stavaji sucast’ou materialnej histérie diela.
Dubravsky zohrava aktivnu dlohu, pestuje konkrét-
ne druhy rastlin a ¢asuje svoje mal'by podla cyklov
opelovacov, avsak jeho kompozicie utvara siet’
inych ako Tudskych prispievatelov. Toto je priklad
spoluautorstva cez zamerné vytvaranie podmienok
pre ucast’ viacerych druhow.

Druhym prikladom je biopatina, ¢o su pigmento-
vé stopy, ktoré vznikaju v dosledku mikrobialnych
a environmentalnych procesov na architektonickych
povrchoch. Tento prirodny ukaz §kvfn na zastava-
nych plochach, ktory som skumal v ramci svojho
doktorandského vyskumu na Akadémii vytvarnych

8 TSING, A. L.: The Mushroom at the End of the World: On the
Possibility of Life in Capitalist Ruins. Princeton 2015, s. 17 — 24.

* ALOI 2019 (v pozn. 7), s. 185 — 186.

10 TSING 2015 (v pozn. 8), s. 22 — 23.



umeni vo Viedni, sa vyskytuje bez I'udského prici-
nenia. Riasy, sinice, huby a lisajniky metabolizuja
mineralne latky v stavebnych materidloch, ¢o spo-
sobuje chromatické zmeny v rozpiti mesiacov alebo
az desat’roci. Pudska pritomnost’ sa tu obmedzuje
na infrastruktiru, kompoziciu vytvaraja vylucne
mimol'udski aktéri. Autorstvo tu nie je zdielané,
ale presunuté, ide o formu cisto mimol'udského
autorstva, ktoré nis nabada uvazovat’ o tom, ¢i sa
kategoria ,,malby* moze rozsirit” aj na diela bez
P'udského zasahu.

Rozborom tychto dvoch pripadov z hl'adiska
posthumanistickej teérie a dekolonialnej kritiky sa
studia snazi nielen rozsirit’ kategériu malby, ale aj
narusit’ epistemické a estetické hierarchie, ktoré dlho
definovali jej hranice. Nazvat’ bigpatinn malbou ne-
znamena len metaforizovat’ mikrobidlne skvrny, ale
tiez poukazat’ na to, ze pigment, kompozicia a forma
mozu vzniknat’ z asamblazi, ktoré presahuju a nie-
kedy aj vylucuju cloveka. Ramcovat’ Dubravského
zahradu ako priestor mal’by znamena uznat’ zamerné
zapojenie inych ako Fudskych acastnikov a priznat’
ich posobenie pri formovani diela. Oba pripady nutia
dejiny umenia, tedriu a kritiku vysporiadat’ sa s diela-
mi, ktorych autorstvo sa rozdel'uje medzi rézne druhy
a materialy a ktorych estetika vychadza skor z ekolo-
gickych procesov nez z 'udského majstrovstva.

V dobe, ked’ st klimatické zmeny, strata biodi-
verzity a mikrobialna ekolégia stredobodom kul-
tarneho a politického zivota, presahuje otazka
autorstva v mal'be cisto disciplinarny ramec. Tvori
sucast’ sirsicho usilia o nové vymedzenie sposobu
zivota, tvorby a udrzatelnosti vo svete viacerych
druhov. Preformulovanim mal'by ako ekologickej,
vztahovej a potencialne posthumannej praxe sa tato
studia pripaja k vyzvam posthumanistickych a deko-
lonialnych myslitelov na vytvorenie novych foriem
zodpovednosti, foriem, ktoré dokazu rozpoznat’
a zapojit’ do diania tych, ktorych stopy sa az prili§
¢asto vymazavaju z platna historie.

" TONGIORGI TOMASI, L.: An Oak Spring Flora: Flower 1/-
lustration from the Fifteenth Century to the Present Time. Upperville
VA 1997, s. 15 — 40; OGILVIE, B.: The Science of Describing:
Natural History in Renaissance Eurgpe. Chicago 2000.

12 HARAWAY, D. J.: Staying with the Trouble: Making Kin in the
Chthulucene. Durham NC 2016, s. 58 — 98.

Viacdruhové autorstvo v zahradnom
ateliéri Andreja Dubravského

Praca slovenského umelca Andreja Dubrav-
ského predstavuje priklad spoluautorstva v mal'be,
kde umelec zamerne vytvara a udrziava ekologické
podmienky, ktoré umoznuji int ako 'udskud ucast’,
pricom si zachovava aktivau ulohu pri kompozi¢cnom
rozhodovani. Jeho pristup sa odchyl'uje od dominant-
nych tradicii mal'by ako reprezentacie prirodného
portiadku, ktoré z historického hl'adiska upeviiovali
extrakéné vizualne ekonomiky spojené s kolonialny-
mi a antropocentrickymi rimcami.'"" Namiesto toho
Dubravsky zaklada svoju prax na materialovej a eko-
logickej osobitosti svojej zahrady na juhozapadnom
Slovensku, kde sa na tvorbe obrazov aktivne podie-
I'aja rastliny, hmyz, mikroorganizmy a klimatické
faktory. V tomto modeli spoluautorstva ¢lovek ment,
ale nenahradza svoju poziciu, uz nie je jedinym po-
vodcom diela, stava sa viimavym spolupracovnikom
vo viacdruhovom prostredi. (Obr. 1 — 3)

Dubravského tvorba obracia tradi¢nu reprezen-
tacnu logiku. Jeho obrazy nevznikaju na zaklade
nezaujatého pozorovania prirody, ale v procese
sympoiesie, ¢o je Harawayovej vyraz pre ,tvorenie
spolu®, namiesto ,,tvorenia samostatne®.'* Zahrada,
v ktorej pracuje, nie je okrasna ani plne kultivovana,
je skor premenlivym, ciasto¢ne divokym biotopom,
v ktorom koexistuje prirodzeny porast a zamerna
vysadba. Niektoré jej casti Dubravsky selektivne
udrziava, napriklad plochu vyhradent pre loptchy,
ktoré pritahuju vcely a ¢meliaky, zatial’ ¢o iné pone-
chava na spontanne osidlenie Zihl'avami, bodliakmi,
palinou, travami a samorastami. Nové prirastky, ¢i uz
prenasané vetrom, hmyzom, alebo vtakmi, nepova-
zuje za narusenie, ale za doplnok k vyvijajucemu sa
zlozeniu lokality. Cerestia, ktora vykli¢ila zo semienka
preneseného vtakom, je teraz dominantou jednej
casti zahrady, nie vsak ako planovany prvok, ale ako

jej spolocne vytvorena sucast’.”?

3 Vietky tieto poznatky sme ziskali po¢as navstevy Andre-
jovej zahrady v auguste 2024 spolu s Luciou Gregorovou
Stach, kde sme realizovali rozhovor na tému Rozhovory
s rastlinami (spoluautorsky text pre publikdciu Plant Space;
Territories, Architectures and Technologies of the Vegetal, Sternberg
Press, vychddza v decembri 2025).
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Toto otvorené rastlinné spolocenstvo predstavuje
zivu zakladnu, z ktorej odvija svoju maliarsku tvorbu.
Namiesto vynatia zobrazovanych foriem z ich pro-
stredia sa Dabravsky umiestnuje do spolocnej eko-
légie a nechava dynamiku vzt’ahov medzi rastlinami
a hmyzom urcovat’ jeho pracovny rytmus. Zahrada
tu vystupuje ako namet aj spolutvorca, pricom jej
biologické javy — kvitnutie, opel'ovanie a rozklad —
predstavuji kompozi¢né podnety. V tomto zmysle
jeho obrazy nie s gobragenim ekosystému, ale spoloc-
mim vyjadrenin, ktoré odmieta historické oddelenie
maliarskeho ateliéru od okolitého zivotného sveta.

Ustrednym prvkom Dubravského metodiky je
priepustny ateliér vsadeny do zahrady. Na rozdiel
od uzavretého ateliéru, ktory presadzuje nadvladu
cloveka nad materialmi, tento pracovny priestor
zostava otvoreny vetru, teplotnym zmenam a sistav-
nému pohybu vzdusnych c¢astic a hmyzu. Platno sa tu
stava miestom vpisania toho, ¢o Jens Hauser nazjva
mikroperformativiton, teda performativnou ¢innost’ou
biologickych a chemickych procesov mimo Fudského
vnimania."* Spory, pel, prach a mikrobidlne latky sa
usadzuju, posobia, reaguji a zanechavaju fyzické
stopy, ktoré ¢asom menia povrch obrazowv.

Rozpracované diela Dibravsky casto umiestiiuje
na zem, kde st vystavené pohybu mravcov alebo
chrobakov, ktorych stopy sa odtlacaju do vysychajuice-
ho pigmentu. Vlhky vzduch letnych burok spomaluje
alebo urychl'uje vstrebavanie farby, slnecné svetlo
menf kolorit a vietor roznasa jemné necistoty, ktoré sa
zachytavaju na mokrych vrstvach. V tomto kontexte
sa mal’ba stava sithrnom interakcif medzi pigmentom,
platnom, klimou a mimol'udskymi cinitemi. Tieto
procesy rezonuju s koncepciou vegetativneho bytia Mi-
chaela Mardera ako sposobu existencie zalozeného
na vzajomnom prelinani a vzdjomnej zavislosti'
a s metafyzikon gmesi Emanuele Coccia, v ktorej vzdu-
ch a atmosféra funguji ako média neustalej vimeny.'s

Dubravsky vnima ateliér ako ekologicki membra-
nu a nie izolovanu schranku, ¢im nabida mimolud-
ské zlozky, aby sa podielali na materialnom formo-

4 HAUSER, J.: On Micropetformativity. In: Performance Research,
17,2012, & 3, 5. 123 — 132.

> MARDER, M.: Plant-Thinking: A Philosophy of 1egetal Life.
New York 2013, s. 45 — 67.
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vani diela ako spoluautori. Integracia ekologickych,
metabolickych a atmosférickych procesov do aktu
mal'ovania meni autorstvo z 'udskej suverenity na
viacdruhové posobenie. Ro¢né obdobia a spravanie
jednotlivych druhov vnasaju do procesu tvorby svoje
vlastné ¢asové suvislosti: kvitnutie lopucha prit'ahuje
opel'ovace, ktorych pohyb prerusuje aktivity v atelié-
ri; zihPava hosti larvy motyTov, ktorych vyskyt signa-
lizuje zmeny vo vyuzivani zahrady; a presuny semien
rastlin po silnych dazd’och menia jej priestorova dy-
namiku. Tieto prestavky a prerusenia neposobia ako
prekazky, ale ako usmernujuce faktory, ¢im sa dielo
zhoduje s koncepciou Anny Tsing o kolaborativnon
pregiti, v ktorom zivot pretrvava prostrednictvom
nepredvidatelnych zoskupeni bez existencie samo-
statného organizatora."”

Dubravského zamerné pestovanie urcitych dru-
hov rastlin predstavuje ekologické kuratorstvo, ktoré
udrziava viacdruhovu infrastruktaru lokality. Nejde
vsak o dosiahnutie trvalej harmonie, ale o adaptivny
proces, ktory reaguje na vyskyt rastlin, spravanie
hmyzu a klimatické zmeny. Zahrada je Zivé zosku-
penie, ktorého podoba a zloZenie sa vyvijaju sthrou
I'udskych a mimol'udskych rozhodnuti.

Tento pristup ponuka dekolonialnu alternativu
k extrakénym tradiciam v umeni a odmieta pojem
prirody ako pasivnej zasobarne foriem, ktoré si treba
prisposobit’ a upravit’. Namiesto toho ramcuje ume-
lecké dielo ako udalost’, v ktorej hmota, atmosféra
a organizmy spoluvytvaraja vytvarny priestor. Platno
slazi ako zaznam medzidruhového styku, ktory je su-
casne odrazom miestnych ekologickych podmienok
a estetickym objektom.

V tejto konfiguracii sa malba stava prikladom
reakcieschopnosti, ¢o je Harawayovej koncept pre
eticki a praktickd angazovanost’ vo vzajomnych
vzt’ahoch.!® Autorstvo sa deli medzi rastlinné, mik-
robialne, klimatické a Fudské cinitele; kompozicia sa
riadi skor reakciou na prostredie nez vopred uréenou
formou a ateliér sa spaja s metabolizmom zahrady.
Vysledné diela posobia ako ekologické membrany,

16 COCCIA, E.: The Life of Plants: A Metaphysics of Mixture.
Trans.: MONTANARI, D. J. Cambridge 2018, s. 3 — 15.

" TSING 2015 (v pozn. 8), s. 27 — 32.

8 HARAWAY 2016 (v pozn. 12), s. 105 — 126.



ktoré nesu zmyslové a materialne znaky miesta a jeho
obyvatel'ov. Su zaznamom spoluzitia, v ktorom sa
mal’ba ako kultirna ¢innost’ meni na priestor sym-
poietickej vymeny a viacdruhovej zodpovednosti.

Integraciou ekologickych, metabolickych a at-
mosférickych dimenzii zahrady do procesu mal'by
Dubravsky vytvara formu spoluautorstva, v ktorej
viaceré druhy materialne dotvaraju dielo bez toho,
aby vytlacili umelcovu posobnost’. Zahrada vystupu-
je ako vedome prisposobena ekoldgia a mal'by ako
zaznamy pretrvavajucej sihry medzi Fudskymi a iny-
mi aktérmi. Tento sposob autorstva zaujima stredna
poziciu na spektre medzi Fudskym autorstvom a cisto
mimol'udskou produkciou. Umelec tu vytvara pod-
mienky pre interakciu, ale vysledné formy vznikaji na
zaklade spolo¢ného pdsobenia. Prave tato rovnovaha
medzi umyslom a vyskytom, medzi kultivovanost’ou
a auton6émiou odlisuje Dubravského tvorbu tak od
konvencnej ateliérovej mal’by, ako aj od nezamernych
procesov, ktoré skima nasledujuca cast’.

Mikrobialne autorstvo a politika povrchu

Zatial ¢co Dubravského zahrada predstavuje mal-
bu ako spoluautorstvo, mestské prostredie prinasa
nepozvaného a ¢asto prehliadaného partnera: fasady
a infrastruktdra sa stavaji neriadenymi nositelmi
toho, ¢o mozno nazvat’ mimoludskym autorstvom. Pig-
ment tu vznika vylu¢ne mikrobialnymi, klimatickymi
a materialovymi procesmi, bez zasahu 'udskej ruky.
V tomto modeli autorstvo nepredstavuje individual-
ny zamer, ale vlastnost’ asamblaze, v ktorej su hlavny-
mi povodcami pigmentu, formy a kompozicie mimo-
P'udské cinitele. Tento jav, znamy ako bigpatina, tvoril
napln moéjho doktorandského vyskumu na Akadémii

Y HUDECG, A.: Epidermitecture: Socio-material investigation of biopati-
na on outer sutfaces of built environments. Dx. tech. diss., Academy

of Fine Arts Vienna, 2025.

2 FRAMPTON, K.: Modern Architecture: A Critical History.
London 2007, s. 272 — 275.

2 VILLA, E et al.: In Living Color: Pigment-Based Microbial
Ecology at the Mineral—-Air Interface. In: BioScience, 72,
2022, ¢.11,s.1036 — 1055. https://doi.org/10.1093 /biosci/
biac091; FAVERO-LONGO, S. E. — VILES, H. A.: A Review
of the Nature, Role and Control of Lithobionts on Stone
Cultural Heritage: Weighing-Up and Managing Biodete-

vytvarnych umeni vo Viedni, v ktorom som skimal
mikrobialnu pigmentaciu ako socialno-materialny
proces zakotveny v mestskej Struktare."”

Pojem fasady ako ,,platna“ nie je nahodny. Z his-
torického hladiska platno symbolizuje Fudské autor-
stvo mal’by ako zakladny, neutralny podklad, izolo-
vany od klimatickych a ¢asovych vplyvov, ktory caka
na zamerné nanesenie pigmentu. Architektonické
povrchy v modernistickych paradigmach podliehaja
rovnakej koncepcii, si biele a inertné, urcené len na
zobrazenie stanovenych symbolov, ¢i uz vo forme
napisov, ornamentov, alebo naterov.”’ Podobne ako
platno st vsak tieto povrchy nachylné na nanosy, ich
mineralne zloZenie, pérovitost’ a orientacia urcuja
usadzovanie a viazanie pigmentu. V bigpatine sa tento
pigment nenanasa Stetcom, ale vznikda z metabo-
lizmu mikroorganizmov, ako sa riasy, sinice, huby
a baktérie, ktoré produkuju odtiene réznych farieb,
a tie zaznamenavaju ich zivotné procesy v priebehu
mesiacov alebo desat’roci.?! (Obr. 4 —7)

Analégia medzi platnom a fasadou vsak pri-
nasa viac nez len vizualnu podobnost’, podnecuje
k prehodnoteniu principov autorstva v malbe.
V humanistickej tradicii, ako uvadzajia Roland
Barthes a Michel Foucault, sa autorstvo spija so
zamernost’ou, originalitou a ucelenou subjektivitou
umelca.”? Umelecké dielo tu predstavuje vyjadrenie
osobnej vizie, ktora sa prenasa na pasivne médium.
Naproti tomu posthumanistické myslenie, najma
sympoiesia Donny Harawayovej, intra-akcia Karen
Baradovej a givd hmota Jane Bennettovej, ponuka
model autorstva, ktoré sa deli, umiestnuje a spolu-
vytvara Pudskymi a mimol'udskymi aktérmi.” Dielo
tu nevznika na zaklade vonkajsieho vnuknutia, ale
zo spleti procesov réznych aktérov.

rioration and Bioprotection. In: World Journal of Microbiology
and Biotechnology, 36, 2020, ¢. 100. https://doi.org/10.1007/
s11274-020-02878-3.

2 BARTHES, R.: The Death of the Author. In: Aspen, 1967,
5 — 6; FOUCAULT, M.: What Is an Author? In: Langnage,
Counter-Memory, Practice. Ed.: BOUCHARD, D. E Ithaca NY
1977, s. 113 — 138.

» HARAWAY 2016 (v pozn. 12),s. 58 — 98; BARAD, K.: Meeting
the Universe Halfivay: Quantum Physics and the Entanglement of
Matter and Meaning. Durham NC 2007, s. 33 — 37, BENNETT
2010 (v pozn. 2), s. vii — xiii.
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Prikladom tohto modelu je bigpatina, ktorej pig-
ment, tvar a zlozenie vznikaji vzajomnym posobe-
nim organizmov, atmosféry a mineralneho povrchu.
Stena nielenze ,,prijima® znaky, ale podiel'a sa na
ich vytvarani, urcuje odtien, Struktiaru a vzor pro-
strednictvom drsnosti nateru, mineralneho zlozenia
kamena, pérovitosti betéonu a inych materialovych
danosti. Faktory prostredia, ako je vlhkost, tien
a vystavenie zrazkam, ovplyviuju zloZenie, hustotu
a rychlost’” mikrobialneho rastu.

Pre vnimanie bigpatiny ako mal’by sa potrebujeme
oslobodit’ od tradi¢ného spojenia medzi malbou
a umyselnym l'udskym zamerom. Tieto utvary nie
st estetickymi doplnkami architektury, ale indexo-
vymi stopami prebiehajucich ekologickych procesov
ako trvajucich performancii, v ktorych sa pigment
nenandsa, ale rastie. V tejto suvislosti je obzvlast’
aktualny pojem mikroperformativity Jensa Hausera, kde
mikrobidlne zlozky nepostrehnutel'ne posobia v dlh-
som casovom horizonte a menia nielen vzhlad, ale
aj tepelné, hmatové a ¢uchové vlastnosti povrchu.
,,JKompozicia“ je tu dynamicka, meni sa v zavislosti
od pocasia, stupnia znecistenia a vyskytu novych dru-
hov sirenych spérami alebo Zivocisnymi prenasac¢mi.

Tato interpretacia je tiez v sulade s koncepciou
Tima Ingolda ,,Strukturality tvorby®, v ktorej sa
forma v hmote neurcuje, ale vznika postupom casu
vzajomnym podsobenim sil, materidlov a pradov.®
Biopatina je $trukturalna a chromaticka; jej ,,dizajn®
zavis{ od pohybu vody po fasade, mikrotopografie
steny a chemickej pribuznosti medzi mineralnymi
povrchmi a koléniami mikroorganizmov.

Désledky tohto preformulovania su estetické
aj politické. Ako uvadza Giovanni Aloi, estetické
rezimy casto uprednostiuju formy zivota, ktoré st
zrozumitené v ramci ustalenych systémov, ¢i uz po-
mocou vedeckej ilustricie, alebo reprezentativneho
umenia.* Biopatina odolava takejto zrozumitel'nost,
ked’Ze jej kompozicie st skor indexové nez ikonické,
skor vzniknuté nez planované, skor prirodzené nez
ramcované. Osidl'uju architektonické medzipriesto-
ry — zatienené schodisk4, balkény vystavené dazd'u,

* HAUSER 2012 (v pozn. 14), s. 123 —132.

# INGOLD, T.: Making: Anthropology, Archaeology, Art and Ar-
chitecture. London 2013, s. 21 — 25.
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chranené strany obytnych blokov a neraz sa v roz-
pore s rezimami udrzby, ktoré sa snazia obnovit’
architektonicku ,,¢istotu®. Vnimat’ tieto povrchy ako
mal’by znamena spochybnit’ modernisticka hygienu
fasady, uznat’, ze plast’ mesta je zivy, a legitimizovat’
mimol'udské znaky ako sucast’ mestského estetické-
ho priestoru.

Odolnost’ bigpatiny nie je len symbolicka. Mo-
dernistické architektonické idealy ako belost’, hlad-
kost’ a nepriepustnost’ sa casto viazu na kolonialne
a priemyselné vizie ovladania prirody, kde ,,¢ista*
fasada znamena poriadok, pokrok a kultirnu zvr-
chovanost’.”” Bigpatina narisa tento povrchovy rezim
tym, ze zdoraznuje priepustnost’ a premenlivost’
architektonickych plast’ov. Vymanuje fasadu z uzadia
reprezentacie a pretvara ju na priestor metabolickych
premien. Mikrobialna skvrna je teda chromatickym
zasahom a zaroven politickou trhlinou, ktora odmie-
ta zamysl'anu neutralitu fasady.

Rozsirenim kategdrie mal’by o mikrobialne znaky
sa mimol'udské autorstvo meni z metafory na em-
piricky pozorovatelny proces. V pripade bigpatiny je
autorstvo vysledkom zoskupenia — slneé¢né svetlo
moduluje fotosyntetické pigmenty, spory prenasané
vzduchom iniciuji chromatické zmeny, dazdova
voda vytvara vertikilne pruhy a nerastné soli produ-
kuju trblietavé odlesky. Clovek, ak je vobec pritomny,
je skor nedobrovolnym spolupracovnikom, ktory
poskytuje povrch, urcuje jeho chemické zlozenie
vyberom materialu alebo neumyselne usmernuje
pradenie vody.

Toto rozsirené ponatie autorstva ma d’alekosiahle
dosledky pre teoreticky ramec mal’by. Naznacuje, ze
mal’ba sa nemusi obmedzovat’ na ram, ateliér alebo
priamy zasah umelca. Naopak, mo6ze zahfniat’ akykol’-
vek proces, ktory pretvara povrch prostrednictvom
pigmentu sposobom, ktory podnecuje materidlové
aj vnemové registre. Ci uz v Dubravského kultivo-
vanej zahrade, alebo na nekultivovanych fasadach
mesta moze pigment rast’, vzory sa spoluvytvarat’
a kompozicie vznikat’ prostrednictvom inych ako
Pudskych aktérov.

% ALOI 2019 (v pozn. 7), s. 183 — 189.

# COLOMINA, B.: The Split Wall: Domestic Voyeurism. In:
Sexuality and Space. Ed.: COLOMINA, B. Princeton 1992,
s. 73 - 98.



Vnimat® bigpatinu ako malbu znamena uznat’, Zze
histéria a teéria tohto média sa potrebuje zaoberat’
dielami, v ktorych ,,autorom* nie je iba clovek, ale
viacdruhové zoskupenie, a kde je autorstvo zakotve-
né v materialnom, biologickom a klimatickom Zivote
samotného povrchu. Z tohto hl'adiska mimol'udské
autorstvo nepredstavuje rozchod s tradiciou mal’by,
ale rozsiruje jej hlavny zamer, ktorym je premena
povrchu na priestor vizualnej a materialnej identity,
lenze tu sa tato premena uskutoc¢niuje v spolupraci
so svetom, ktory presahuje ten Pudsky.

K teorii mimol'udskej mal’by

Priklady riadeného spoluantorstva Andreja Du-
bravského a nezamyslanej bigpatiny mestskych fasad
spolo¢ne vymedzuju spektrum autorstva, ktoré
spochybniuje humanistické vychodiskd maliarstva.
Na jednej strane spektra Fudské a mimoludské ¢ini-
tele spoluvytvaraju dielo prostrednictvom zamerne
kultivovanych ekologickych podmienok, na jeho
druhej strane pigmentové kompozicie vznikaji bez
I'udského pricinenia vylucne prostrednictvom inych
ako l'udskych procesov. Ich sibezné skiimanie po-
ukazuje na potrebu tedrie mimoludskej malby, co
predstavuje vytvorenie konceptualneho a $pekula-
tivneho ramca, ktory by predefinoval toto médium
ako ekologicky proces zdielaného autorstva zalozeny
na vzajomnom prepojeni materialnych, biologickych
a klimatickych faktorow.

Posun od reprezentacie mimol'udského zivota
k spolupraci s nim znamena rozhodujuci ontolo-
gicky a epistemicky obrat. V ramci reprezentacne;j
paradigmy vystupuju iné ako Pudské bytosti predo-
vsetkym vo forme motivov, pricom ich pésobenie je
podriadené zameru umelca. Botanicka malba c¢asto
zobrazuje rastliny ako ploché, citatel'né exemplare;
krajinarske tradicie znazornuju terén ako ustale-
ny, usporiadany a dostupny pre vlastnictvo alebo
kontemplaciu. Takéto diela sa podielaju na tom,
¢o Walter Mignolo opisuje ako ,,kolonidlnu matricu
moci®, ktora zaclenuje vizualne usporiadanie sveta do
rezimov vlastnictva a kontroly.*® Spoluprica, naopak,
uznava ne-cloveka ako aktfvneho autora. V Dabrav-

% MIGNOLO 2011 (v pozn. 5), 5. 6 — 9.

# BARAD 2007 (v pozn. 23), s. 33 — 37.

ského zahrade sa do diela materialne vpisuju hmyz,
pel, vlhkost’ a spontanny rast rastlin. V bigpatine sa
pigment vytvara mikrobialnym metabolizmom, ktory
zavis{ od pérovitosti mineralneho povrchu a smeru
zrazok. V oboch pripadoch ne-clovek kona, reaguje
a pretvara formu a kompoziciu zvnutra namiesto
toho, aby bol pasivne reprezentovany zvonku.

Tento posun od reprezentacie k spolupraci je
v stlade s posthumanistickymi opismi posobenia
a spoluucasti. Karen Barad v pojme intra-akcia
vid{ takéto procesy ako udalosti, v ktorych entity
neexistuji vopred, ale vznikaju prostrednictvom
vzt'ahov.”’ V tomto zmysle mimoludskd mal'ba nie
je obrazom sveta, ale sucast’ou jeho utvarania. Ne-
predstavuje inertny ,,vyrobeny* objekt, ale aktivne
prostredie, v ktorom vznikaji pigmentové a kom-
pozicné prvky v dosledku vzajomného pdsobenia
roznych cinitel'ov.

Mimoludskd malbu teda mozno definovat’ ako
vznik pigmentovych, strukturalnych a kompozicnych
foriem posobenim inych ako I'udskych aktérov, ¢iuz
v spoluautorstve s 'udskym zamerom, alebo dplne
autonémnymi procesmi. Nie je viazana na kon-
krétne médium, ako je platno, stena, kamen alebo
latka, ale na prerozdelenie autorstva. Dielo sa stava
mimoludskym, ked’ sa na akte tvorby materialne
a esteticky spolupodielaju subjekty iné ako clovek.
Takéto diela maju tri spolocné charakteristiky: sa
situované, vznikaju zo specifik svojho ekologického
a materialneho kontextu; su procesualne, vyvijaja sa
pocas obdobia, ktoré ¢asto presahuje l'udské casové
rozpitie; a su spletité, formované heterogénnymi
interakciami, ktoré nemozno redukovat’ na linearne
ret’azce pricin a nasledkowv.

V eur6épskom umenovednom kanone sa autorstvo
viaze na meno umelca, zamer a originalitu, ¢ize na
hodnoty hlboko zakorenené v osvietenskom huma-
nizme a v ekonomike trhu s umenim.” Koncepcia
,funkcie autora® Michela Foucaulta opisuje, ako tato
postava umelca urcuje vjznam a hodnotu diela.” Mi-
mol'udskd malba rozptyl'uje autorstvo medzi r6ézne
druhy, materialy a environmentalne sily, co spochyb-
fluje samostatné posobenie autonémneho umelca.
Dubravského tvorba zachovava Fudského umelca ako

% ALPERS 2005 (v pozn. 1), s. 12— 18.

% FOUCAULT 1977 (v pozn. 22), s. 113 — 138,
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sprostredkovatela, ktory utvara podmienky vyberom
rastlin a nacasovanim prace podl'a aktivity opel'ovacov,
ale zaroven prijima nepredvidatel'nost’ mimol'udskych
prinosov. Bigpatina iplne uptst’a od sprostredkovania,
uloha cloveka sa obmedzuje na poskytnutie archi-
tektonického povrchu, ktorého chemické zlozenie
a orientacia podmienuju vznik diela. Toto spektrum
narusa binarny vzt’ah medzi umelcom a prostredim,
a posuva autorstvo z otazky identity na otazku vzt’ahu.

Dosledky tohto posunu v oblasti ekolégie a politi-
ky st znacné. Modernistické idealy cCistej bielej fasady
neboli nikdy neutralne, stelesniovali kolonialne vizie
distoty, stability a kontroly nad prirodou.’* Mikrobial-
ne skvrny, ktoré vzdoruji odstraneniu, spochybnuju
tieto povrchové rezimy a potvrdzuju priepustnost’
a vitalitu zastavaného prostredia. Podobne Dubrav-
ského nadsenie pre prirodzeny rast odolava mono-
kultarnej logike priemyselného polnohospodarstva
aj okrasnej zahrady a navrhuje alternativnu estetiku
zalozend na spoluziti viacerych druhov. Z dekolo-
nidlneho hladiska si uznanie mimoludského autor-
stva vyzaduje odstranenie hierarchii, ktoré upred-
nostfuju tvorbu riadent 'ud’'mi, a zaroven ocenenie
prirodnych alebo mikrobialnych vzorov. Silvia Rivera
Cusicanqui varuje pred symbolickym ,,zaclenenim*
cudzich ¢initel'ov do existujiacich kanonov bez toho,
aby sa zmenila strukturalna logika, ktora udrziava
Pudskd nadradenost’.* Mimol'udskd malba oponuje
tymto logikam naliehanim, aby sa diela vytvorené iny-
mi ako 'udskymi aktérmi vnimali ako neoddelitel'na
sucast’ estetického priestoru.

Mimol'udska mal'ba ako Spekulativny koncept
vyvolava otazky, ktoré presahuji raimec dejin umenia.
Ako pristupovat’ k ochrane diela, ktorého autorom je
kol6nia mikroorganizmov? Predstavuje ,,reStaurova-
nie* zastavenie takéhoto rastu, alebo jeho ul'ahcenie?
Ako mozno takéto diela vystavovat® tak, aby zostali

2 COLOMINA 1992 (v pozn. 27), s. 73 — 98.
% RIVERA CUSICANQUI 2020 (v pozn. 6), s. 45 — 51.

3 BRAIDOTTI 2019 (v pozn. 3), s. 39 — 46.
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v ekologickom kontexte, ktory ich umoznuje? A ako
sa da dielu pripisat’ hodnota, ked’ je autorstvo roz-
delené medzi skupinu inych ako I'udskych aktérov?
Tieto otazky posuvaju malbu k tomu, co Donna
Haraway nazyva reakcieschopnost, ¢ize k etike zakore-
nenej vo vnimavosti k javom, ktoré spoluvytvaraja
nase spolo¢né svety.

Prijatie malby ako spoluvytvaraného alebo plne
mimol'udského tkonu meni sposob, akym premys-
Pame o umeleckej praci,”* ako uchovivame a vysta-
vujeme diela® a ako opisujeme dejiny tohto média.*
Tento posun vyzyva aj k pedagogike, ktora zohl'adnuje
materidlne procesy, klimatické sily a mimoludské ca-
sové roviny, k prehodnoteniu ochranarskeho impulzu
odstranovat’ ,,cudzie® veci a ku kuratorskej otvore-
nosti voci dielam, ktoré nikdy neboli zamysl'ané ako
umenie, ale posobia v jeho rozsirenom priestore.

Ak pigment moze rast’, a nie sa nanasat’, ak po-
vrchy mozu vzdorovat’ svojej zamyslanej neutralite
a ak autorstvo moze byt’ zdiel'ané alebo sa ho mozno
uplne vzdat’, aké d'alsie druhy uz maluji okolo nas?
Ako sa da vnimat’ biopatina na architektonickych
fasadach, mycéliové kresby hub v dreve a mineralne
vykvety soli ¢i kovovych oxidov? Tieto prejavy ne-
znamenaja len rozsirenie kategérie malby s ciefom
inovacie, ale uznanie toho, ze vizualnu kulturu kaz-
dodenne formuju aj aktéri mimo Pudského rimea.”

Sacasnou vyzvou je vyvinut’ vaemové, teoretické
a institucionalne nastroje, ktoré by umoznili zaobe-
rat’ sa tymito dielami na ich vlastnej irovni a vnimat’
mestsku stenu, povrch listov alebo riecne dno ako
potencialne platna pre nepretrzité kompozicie za
hranicami antropogénnej mal’by. Tento pristup nielen
roziruje dejiny malby, ale zaroven ich vclenuje do
sirsSieho ekologického archivu, v ktorom je ¢lovek-au-
tor len jednym z mnohych cinitelov podiel'ajucich
sa na tvorbe estetiky povrchu.

Dr. Techn. Adam Hudec
Institute for Art and Architecture,
Academy of Fine Arts Vienna
a.hudec@akbild.ac.at

% COLOMINA, B.: Unbreathed Air 1956. In: .AA Files, & 27,
1994, s. 38 — 54.

% ALPERS 2005 (v pozn. 1),s. 12 - 18.
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After the Certainty
Painting the Post-Communist Imaginary:
Myth, Memory, and Technology in Contemporary Central
and Eastern European Art'

Barbora KUNDRACIKOVA

Abstract

This study examines contemporary painting in Central and Eastern Europe after 2000 as a key site
for negotiating the post-communist imaginary under conditions of digitalization and technological
acceleration. Focusing on selected artists, it argues that painting operates less as a representational
medium than as an ontological and performative space in which inherited trauma, mythic structures,
and platform-driven visuality intersect. Drawing on Marianne Hirsch’s postmemory, Roland Barthes’s
and Hans Belting’s concepts of mediatized mythology, and Richard Coyne’s techno-romanticism—su-
pplemented by Joselit, Steyerl, Groys, Ranciere, Haraway, Braidotti, and others—the study proposes that
these practices stage painting as a “stratified image”: layered, incomplete, posthuman, and structurally
analogous to generative and algorithmic systems. Emotional tonality (melancholy, itony, ambivalent
sensuality) is theorized as a form of affective intelligence that responds to post-socialist disorientation,
the exhaustion of grand narratives, and the dematerialization of the image in Al-driven culture. By
foregrounding fragmentation, situated knowledge, and “aesthetics of ruin,” the essay conceptualizes
contemporary CEE painting as a metamodern practice “after certainty”: not a nostalgic return to
medium-specificity, but a slow, materially insistent, and critically platform-aware mode of navigating
memory, belief, and speculation in an oversaturated image world.

Keywords: contemporary painting — posthumanism — nostalgia — mythology — utopia and dystopia
— post-digital aesthetics — Central and Eastern Europe

The black thing in ber brain and the dark water on the page were

the same thing, a form of knowledge. This is how nyths work. They

are things, creatures, stories, inhabiting the mind. They cannot be

explained and do not excplainy they are neither creeds nor allegories.
— A. S. Byatt, Ragnarék, 2011

Essaamn 2

Introduction hibition Nostalgia: Seekers of Fading Stars at the Mu-

seum of Contemporary Art in Krakéw (MOCAK)

In 2025, two projects demonstrated how a new  brought together 22 Polish artists born between 1979
generation of central European artists negotiates the  and 2001. Grounded in painting, but extending into
entangled layers of memory, personal history, and  sculpture and installation, the show explored themes
cultural anxiety in a rapidly shifting present. The ex-  of memory, childhood, and personal mythologies.
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Its curatorial framework drew on the notion of
nostalgia and, through an intimate, often dreamlike
visual language, returned to formative socio-histor-
ical experiences. At the same time in Prague, Hynek
Martinec’s Cyberlemon exhibition at DOX presented
monumental drawings, hyperrealistic paintings, and
surreal installations that connected classical vanitas
symbols with contemporary themes such as artificial
intelligence, polarization, and climate anxiety. The
centrepiece of the show was a three-storey drawing
of Atlas bearing a lemon, accompanied by real drying
lemons and a burning model of a Tesla Cybertruck.
These are just two examples among many.

This study explores contemporary painting prac-
tices present and observed in Central and Eastern
Europe since 2000, focusing exactly on how artists
navigate the complex interplay of post-communist
memory, mythological reconstruction, and the tech-
nological imaginary. Utilizing theoretical frameworks
such as Marianne Hirsch’s concept of postmemory,
Roland Barthes and Hans Belting’s mediatized my-
thology, and the notion of techno-romanticism, the
analysis delves into how artists engage with cultural
nostalgia, post-digital aesthetics, and the hybrid-
ization of visual languages.” This study presents a
close reading of selected works by Marius Bercea
(b.1979, Cluj, RO), Pavel Otdelnov (b.1979, Dz-
erzhinsk, RU), Dimitar Genchev (b.1985, Plovdiv,
BG), Katja Novitskova (b.1984, Tallinn, EE), Pavla
Malinova (b.1985, Vsetin, CZ), Lenka Falusiova
(b.1988, Bruntal, CZ), Karolina Netolicka (b.1993,
Prague, CZ), Justyna Medrala (b.1988, Krakéw, PL),
Mateusz Szczypifiski (b.1984, Piekary Slaskie, PL),
Lucia Tallova (b.1985, Bratislava, SK), and Sophie
Gogl (b.1992, Kitzbiihel, AT). These artists—as well
as others, given how extensive and colourful the
phenomenon is—will be presented as those who
systematically explore how the medium of paint-
ing serves more as a performative and ontological
space, reflecting histories, identities, and speculative
futures within a post-digital visual culture. Following
the collapse of communist regimes, artists have en-
gaged with themes of collective trauma, nostalgia,

! The funding for the present paper was provided by the Czech
Ministry of Education, Youth and Sports for specific research
to UP Olomouc IGA_FF_2025_023)

146

and mythmaking within the context of a rapidly
globalizing and digitizing society. The technological
imaginary—rooted in digital aesthetics, post-pho-
tographic influence, and augmented realities—has
further transformed the medium’s function and
appearance. This shift offers a rare opportunity to
reflect on current concepts of time, being, and ontol-
ogy—somewhat paradoxically, given the subsequent
events, which were associated, among other things,
with the supposed end of painting or the end of art
in general, but this makes it all the more interesting,

Selection of artists and their brief profiles

The selected artists are not representatives of a
coherent group, nor do they necessarily share the
same creative points of departure. Nevertheless, in
their work, aesthetics, formal means, and themes,
we can observe a similar effort to encompass the
same ontological and epistemic heterogeneity. The
material, or rather the new materialism, to which
they informally turn, is understood in this sense as
dual: the material of the medium and the material
of memory (shaped by society in time and space) are
identified and developed sequentially. In doing so,
they offer rich material not only for art-historical or
philosophical analysis, but also for sociological, po-
litical, and even general anthropological analysis. The
consciousness associated with the prefix “post” is in
many ways self-explanatory: it places the observer
fatally outside “it,” while at the same time denying
them the possibility of viewing “it” in an unme-
diated or impersonal manner. The selected artists
therefore serve us in many ways as surrogates for
more complex processes or trends observed across
the scene. The space referred to, for lack of a better
term, as Central and Eastern Europe is proving
to be a necessary, desirable, and even sought-after
“shifting space.”

At first glance, their combination may seem non-
sensical, or merely vague and arbitrary. However, 1
believe that the opposite is true: that this selection
demonstrates not the gradual defrauding of the

2 HIRSCH, M.: The Generation of Postmemory: Writing and V isual
Culture After the Holocanst. New York 2012; BARTHES, R.:
Image, Music, Text. New Yotk 1977, BELTING, H.: An An-
thropology of Images: Picture, Medinm, Body. Princeton 2011.



Fig. 1: Marius Bercea: View from the exhibition Concrete Gardens | Poblad do vystavy Concrete Gardens, 2012, oil, canvas. Courtesy Francois

Ghebaly Gallery, Los Angeles. Photo: the artist.

medium of painting, but rather its absoluteness.
Through these works, we move from the individual
canvas to world creation, the ultimate goal of art,
from the brushstroke to its generalization, to the
gesture of pointing.

The Romanian painter Marius Bercea creates at-
mospheric urban landscapes that intertwine memory,
personal archives, and fiction. In his work Cozncrete
Gardens (2012), Bercea revisits post-Soviet housing
structures, embedding them in luminous, dreamlike
compositions. His palette evokes faded optimism
and unresolved utopias. The repetition of architec-
tural motifs references collective housing blocks (the
so-called “panelak”), while his romantic rendering
suggests the persistence of memory through formal
abstraction. Bercea’s approach aligns especially with
Hirsch’s concept of postmemory: engaging not di-
rect experience but rather emotionally transmitted
cultural memory. (Fig. 1)

Also, the Russian artist Pavel Otdelnov docu-
ments the ruins coming from industrial modernity.
His series Promzona (2016) uses subdued colours
and blurred forms to portray deserted factories and

polluted landscapes. Digital glitch effects simulate
fragmentation, both visual and temporal. These in-
terventions reflect a general decay of ideology and
infrastructure, invoking the epistemic breakdown of
Soviet modernism. The layering of realist technique
and digital distortion corresponds with the post-dig-
ital aesthetics described by Marzec (2018), turning
decay into a post-memory artifact. (Fig. 2)

The Bulgarian Dimitar Genchev explores the
uncanny within the mundane through hyperrealistic
and abstracted figurative painting, His series Iight and
Dust (2022) employs mixed media—oil, acrylic, and
epoxy resin—to create multilayered compositions
that resemble both digital renderings and physical
decay. The spatial depth and frozen stillness of his
scenes evoke disorientation, as if time were suspend-
ed or fractured. This merging of painterly precision
with synthetic surfaces aligns with post-digital aes-
thetics (Marzec 2018), where the tactile presence
of materiality coexists with simulated, virtual per-

* MARZEC, A.: Postdigital Aesthetics — An Art of Impetfec-
tion. In: Unframing Archives. Poznan 2018.
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Fig. 2: Pavel Otdelnov: Ruins, Building 537 from the Promzona series | Ruiny, budova 537 30 série Promzona, 2018, oil, canvas, 150 X 200 cm.

Conrtesy of Oktava Creative Industrial Cluster, Tula. Photo: the artist.

ception.* Genchev’s works thus visualize the psy-
chological residue of contemporary life, shaped by
both memory and technological mediation. (Fig. 3)

Mateusz Szczypinski dives even deeper into the
past and constructs surreal architectural collages
from vintage materials. His Mirage series (2021)
juxtaposes Bauhaus utopias with baroque fragments
and postmodern textures. By layering stylistic epochs,
Szczypinski performs visual historiography, convert-
ing painting into a critical archive. This aligns with
so-called temporal ontology: painting as simultaneity,
as coexistence of historicities. (Fig. 4)

What Otdelnov suggests, the Estonian artist Kat-
ja Novitskova thematizes directly, turning to media:
she challenges the boundary of painting through dig-
itally manipulated images printed on aluminium. In
Approximation 17 (2015), animal figures sourced from
stock imagery are digitally enlarged and cropped.
The result is a surreal convergence of biological life
and data. Novitskova’s techno-romanticism lies in
affective engagement with technological spectacle
and artificial embodiment, echoing Coyne’s theori-
zation of the poetic within the algorithmic. (Fig. 5)
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Media is present also in the “algorithmic” work
of the Czech artist Lenka Falusiova, who works with
painting and printmaking literally rooted in (land-
scape) memory. Her monochromatic works, such as
Woodlands (2020), are inspired by the Jeseniky region,
drawing upon visual forms reminiscent of scores or
natural scripts. The minimalism and haptic quality
evoke tactile recollection. Falusiova’s paintings repre-
sent what we can describe as embodied temporality:
a visual register of time that is neither linear nor
monumental, but rather felt and lived. (Fig. 6)

In this “eternal” or rather post-human, world
Karolina Netolicka’s pastels portray hybrid, noc-
turnal bodies and environments. In Sleping Figures
(2021), human-animal hybrids merge with forest
topographies. The ambiguity of form suggests
post-human desire, memory, and trauma. Her work
recalls the affective ambiguity of mythmaking: part
sacred, part grotesque. Through Netolickd, myth
becomes a form of speculative autobiography, en-
acted within a visual ontology of becoming. (Fig. 7)

*+ Ibid.



Fig. 3: Dimitar Genchev: Patisserie Workshop | Cukrarer, 2018, oil, canvas, 180 X 220 cm. Private collection. Photo: the artist.

The Polish artist Justyna Medrala uses fragile ma-
terials—like soap and beeswax—to create time-sen-
sitive reliefs. Her Coa/ Drawings (2019) emphasize ma-
terial memory: soot as fossilized energy and narrative
residue. Here, memory is inscribed into material, a
literal layering of time and trauma. Medrala’s work
aligns with Belting’s notion of the image-body, where
the medium itself holds a mnemonic and symbolic
charge. (Fig. 8)

In a semantic shift, Sophie Gogl reanimates the
fragments of contemporary image culture into a
form of new mythology. Drawing on digital ephem-
era, memes, film stills, selfies, and design motifs,
she creates layered tableaux that oscillate between
intimacy and detachment, irony and sincerity. Gogl’s
practice often explores “non-places” and banal en-
vironments—parking lots, bathrooms, upside-down
houses—as sites of symbolic and emotional po-

tential, transforming them through lush colour,
distorted perspective, and pop-cultural references,
into uncanny narratives. Her paintings frequently
incorporate text, artifice, and repetition, creating
visual riddles that destabilize fixed meaning and
reveal the strangeness beneath the everyday. (Fig. 9)

Theoretical Frameworks

The theoretical framework of this study is
grounded in three key concepts that provide a
lens for interpreting contemporary painting as a
dynamic field of symbolic transformation and
cultural reflection: postmemory, mediatized my-
thology, and techno-romanticism. These terms
frame painting not merely as a static image but as
a temporal event: a site where memory, media, and
affect intersect in complex ways. And accordingly,
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Fig. 4: Mateusz, Szegypiriski: From the Mirage series | Zo série Mirage, since 2021, installation view, oil, canvas, varions dimensions. Courtesy and

photo of the artist.

ontologically, painting is understood as activating
temporal disjunctions, symbolic economies, and
affective densities.

Postmemory in this context, as defined by
Marianne Hirsch (2012), describes the relationship
that the “generation after” bears to the personal,
collective, and cultural trauma of those who came
before.” Although members of this generation do not
directly experience the traumatic event, their lives are
shaped by its lingering presence—especially through
images, stories, and material traces. This notion of
inherited memory subsequently becomes a visual
grammar that artists use to reconstruct fragmented
histories. It becomes redundant, acquires autono-
mous meaning, becomes a true aesthetic order—and
abandons its status of vernacularity. In this sense,
in the post-capitalist-post-communist environment,
it takes the form of a political regime, while in the
second instance it serves as a support for the real
political practice of a second or even third order. In

> HIRSCH 2012 (see in note 2).
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this respect, at a certain point it begins “naturally”
to identify with the original visual aesthetic—while
its original meaning is now only a distant memory.
Vilém Flusser’s observations on photography thus
acquire a more far-reaching validity than might have
been expected.’

Otdelnov in this sense visualizes industrial ruins
and post-Soviet voids as haunted spaces of absence
and ideological collapse. His paintings are imbued
with atmospheric tension and a slow, meditative
temporality, evoking collective loss and the echo of
vanished futures. Lucia Tallova approaches memory
through fictional cartographies and poetic archives,
where delicate layers of paint and collage simulate the
act of remembering, And Justyna Medrala incorpo-
rates ash and wax into her works, embedding mem-
ory materially into the surface—a direct metaphor
for trauma sedimented in the body of the image.

As suggested by reflections on the formation,
articulation, and critical understanding or processing

¢ FLUSSER, V.: Towards a Philosophy of Photography. London 2000.



Fig. 5: Katja Novitskova: Potential on Mars (Cat) | Potencidl na Marse (maika), 2015, mixed media, various dimensions. Collezione Sandretto

Re Reabandengo. Photo: the artist.

of trauma, an integral part of this process is the
tendency to form one’s own mythology, capable of
encompassing, accessing, and sharing the indescrib-
able or uncommunicable. Mediatized mythology,
originally conceptualized by Roland Barthes in his
Mythologies (1957), describes how everyday cultural
objects and signs are naturalized into dominant ide-
ologies—how they become myths through semiotic
layering, In Barthes’ structuralist framework, myth is
a second-order signification: a process where mean-
ing is transferred and distorted, such that cultural
constructs appear as natural truths.

This idea—myth as a process of semantic over-
coding—was later reworked in the context of visual
anthropology and image theory by Hans Belting,
particulatly in An Anthropology of Images (2011).
Belting moves beyond structuralism to propose that
images operate not simply as signs but as embodied,
mobile agents that circulate across time, media, and
cultural regimes. For Belting, images carry anthro-
pological functions: they inhabit the body, memory,
and ritual, and become powerful vehicles for myth
in the age of global visual culture.

Artists featured in this study clearly work in a
post-Barthesian, post-Beltingian visual field—one
defined by digital circulation, algorithmic media-
tion, and the hyper-production of images. Their
engagement with myth is no longer just critical or
anthropological; it is self-aware, hybrid, and often
ironic, responding to a world in which the sacred
and the synthetic continuously overlap. Here, myth
is no longer hidden beneath ideology; rather, it is
performed, parodied, and aestheticized in full view.

In this contemporary framework, painting be-
comes a tactical surface: a slow, affective space that
counters the ephemerality of screens and memes yet
draws upon the same visual vocabulary. It becomes
a site where the symbolic overload of contemporary
life can be slowed, reframed, or made strange.

Let us take into consideration Katja Novitskova,
who, for instance, appropriates scientific and corpo-
rate imagery to create monumental forms that mimic
evolutionary diagrams or eco-futurist propaganda.

7 BELTING 2011 (see in note 2).
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Fig. 6: Lenka Falusiova: Deep in the Forest | Hilboko v lese, 2024, ink, canvas, 215 X 500 cm. Private collection. Photo: the artist.

Her Approximation series dramatizes the absurdity
of a technocratic worldview that aestheticizes data
as destiny. Mateusz Szczypiniski reassembles similar
fragments of 20th-century propaganda, modernist
utopias, and mass-cultural iconography to reveal how
visual regimes shape historical memory and collective
fantasy. Meanwhile Sophie Gogl channels the debris
of internet culture—product slogans, emotive lan-
guage, fragments of interface desigh—into enigmatic
canvases that gesture toward contemporary idols,
fears, and rituals.

These artists do not simply “decode” myth in the
Barthesian sense, nor do they trace its anthropologi-
cal function 4 la Belting,® Instead, they stage myth as a
mediated aesthetic experience, exploring how belief,
desire, and identity are performed within systems of
technological reproduction. In this way, mediatized
mythology today refers not only to the ideological
structures behind imagery, but to the affective and
symbolic economies of media as such—how myths
emerge from memes, algorithms, databases, and the
circulation of emotional content.

8 BELTING 2011 (see in note 2).
? BARTHES 1977 (see in note 2).
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Mediatized Mythology
in the Post-Digital Condition: From
Structuralism to Platform Aesthetics

While Barthes in 1977 showed how signs be-
come naturalized into myths—,,cars as cathedrals®,
“wrestling as theatre”—his model assumes a largely
one-way flow of meaning, from cultural artefact to
mass audience.” Similarly, Belting’s anthropology of
images highlights their embodied and transhistorical
roles but presupposes a pre-digital medial ecology in
which the image retains a kind of symbolic gravity."
Today, however, we inhabit what David Joselit calls
a regime of “image velocity’—where images are
not merely read, but linked, tagged, shared, mon-
etized, and operationalized. In After Art , Joselit
argues that art is no longer defined primarily by its
autonomy, style, or materiality, but by its capacity
to circulate within networks of visibility and value.
Painting, then, becomes a “node in a heterogeneous
network’: one that absotbs, reframes, or resists the
flows of contemporaty visual culture." This shift

" BELTING 2011 (see in note 2).
"' JOSELIT, D.: Affer Art. Ptinceton 2013.



Fig. 7: Karolina Netolicka: View from the exhibition Zrini | Maturation | Zrenie, 2023, oil, acrylic, canvas, varions dimensions. Galerie Pekelné

sdané, Kromeéiig. Photo: the artist.

is echoed by Hito Steyetl, who in her seminal essay
In Defense of the Poor Image describes the de-
graded, endlessly reproduced digital image as both
symptom and weapon—carrying the scars of its
circulation.'”” Myth, in this context, is not an ideo-
logical mask but a viral form, coded into platforms,
social media rituals, and participatory economies of
attention. Similarly, Byung-Chul Han describes the
disappearance of ritual in contemporary society,
replaced by algorithmic acceleration and emotional
exhaustion."” In The Disappearance of Rituals,' he
laments how meaning-making practices—once slow;,
embodied, and symbolic—are now flattened by the

2 STEYERL, H.: In Defense of the Poor Image. In: e-flux
Journal, 2009, 10 (November), https://www.e-flux.com/
journal/10/61362/in-defense-of-the-poor-image/

3 HAN, B. C.: The Disappearance of Rituals: A Topology of the
Present. Cambridge 2020.

homogenizing temporality of the digital. For Han,
the modern subject is caught between hypervisibility
and fragmentation, unable to ground experience in
shared narratives or symbols. Myth becomes unstable
affect, produced by and for the attention economy.
And finally, Boris Groys writes in Going Public and
On the New that contemporary art exists not to
produce new content, but to curate visibility—to
manage what is seen, repeated, and elevated within
the media sphere. The artwork becomes a site of
selection, no longer a vessel of truth, buta generator
of contextual displacement. Groys reframes artistic
myth not as belief, but as ritualized framing. "

4 Tbid.

15 GROYS, B.: Going Public. New York: 2010; GROYS, B.: On
the New. London 2014.
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Fig. 8: Justyna Medrala: Asphalt Water Lilies | Asfaltové leknd, 2024, asphalt, ichtyol, beeswax, diameter 120 cm. Private collection. Photo: the

artist.

Contemporary Painting
as a Site of Performed Myth: Toward
a Platform-Aware Mythology

The above-mentioned artists inhabit precisely this
post-digital, post-ideological landscape, where myth
is no longer something to be unmasked, but rather
performed, circulated, or even simulated. Their
paintings are not resistant to mediation; they are born
of it. They echo the form and logic of digital media,
while simultaneously slowing it down—through
texture, material, gesture, or silence.

Sophie Gogl, the youngest of this selection and
perhaps most distant to the “proper” CEE Rancieri-
an aesthetic regime, works with slogans and image
fragments in a way reminiscent of “poor images”:'®
as compressed, contextless, disjointed. But by re-ma-
terializing them on canvas, she restores a degree
of intimacy and opacity that digital platforms have
evacuated. Mateusz Szczypinski mimics the oper-
ations of curation as creation (Groys), assembling
pseudo-historical image networks that destabilize
our faith in origin and authenticity. His method re-
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sembles algorithmic remixing, but filtered through
analogue composition. Katja Novitskova engages
with biological and technological mythology—data
visualizations, ecological narratives, planetary imag-
inaries—creating hyper-objects that simultaneously
seduce and unsettle. Her work mirrors Han’s critique:
the loss of symbolic grounding is replaced by ab-
stract systems, graphs, and aestheticized catastrophe.
Dimitar Genchev, by contrast, reactivates traditional
religious symbolism through surreal and displaced
forms. His paintings simulate sacred iconography
while hollowing out its original function: producing
what Groys might call a “post-sacral aura” in an age
of image excess.

In this landscape, myth is no longer a false nar-
rative to be debunked. Instead, it functions as a cit-
culatory pattern—a relational structure of symbols,
emotions, and references that artists engage with
strategically. Myth becomes affective, procedural,
and contingent on media infrastructures.

1¢ STEYERL 2009 (footnote no. 12).
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Fig. 9: Sophie Gogl: Die Knusprige Nichte | The Crispy Niece | Chrumbkava neter, 2023, mixed media, installation view, Glarus Kunsthalle.

Photo: the artist.

Painting today responds not only to what is seen,
but to how it is seen: under what conditions, with
what level of attention, on which platform, and in
what temporal frame. In this sense, the medium of
painting gains new critical weight: it resists real-time
circulation, asks for duration, and makes visible the
symbolic labour required to produce meaning in an
oversaturated image world.

Thus, mediatized mythology today cannot be
understood outside of platform aesthetics, curatorial
politics, and the emotional economies of digital life.
These “new” painters are not merely mythmakers or
critics of myth—they are orchestrators of mediated
belief, composing images that absorb, warp, and
re-circulate the signs of our time.

7 BOURRIAUD, N.: Relational Aesthetics. Dijon 2002.

Relational Aesthetics
and the Stratified Image: Selection,
Subjectivity, and the Refusal of Totality

Contemporary painting, as reflected in the prac-
tices of the above-mentioned artists, no longer seeks
to present an autonomous or complete representa-
tion of the world. Rather, it operates within the logic
of relational aesthetics,” in which meaning arises
not from depiction, but from interactions between
fragments, perspectives, and contexts. The image
becomes a situated construction, an assemblage of
partial views, and a site of affective and symbolic
negotiation.

This shift resonates with Jacques Ranciere’s
(2004) conception of the aesthetic regime of art,'
in which the role of art is not to reflect reality, but
to reconfigure the visible—to challenge the hierar-
chies of perception and open new distributions of
meaning, In this regime, representation no longer

8 RANCIERE, J.: The Politics of Aesthetics: The Distribution of the
Sensible. London 2004.
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functions as a claim to truth, but as a field of tension,
shaped by selection, framing, and narrative distance.
The image, therefore, emerges not as a mirror but as
a relational event: always partial, situated, and contin-
gent. It resists totality and embraces incompleteness
as a mode of critique.

Please note that Szczypinski constructs his
paintings from layered visual residues: fragments
of propaganda, modernist graphics, and found
images. These compositions do not form a single
narrative, but rather an archive of inconsistencies,
reflecting the fractured logic of historical memory.
Gogl creates paintings that fuse corporate aesthetics,
online vernaculars, and affective cues into ambiguous
surfaces. Her canvases do not offer resolution but
rather simulate the simultaneity and incoherence of
screen-based visuality. Lenka Falusiova works with
blurred, obscured imagery, evoking spaces of emo-
tional suspension. The vagueness of her paintings
mirrors the elusiveness of affect and recollection,
embracing ambiguity as a visual strategy. And Ne-
tolicka explores the body as a disassembled and
recomposed entity: her anatomical fragments resist
biological determinism, presenting the human form
as a constructed and unstable sign system.

In all these cases, painting abandons the modern-
ist aspiration to universality, and instead foregrounds
positionality, fragmentation, and subjective curation.
The painter is no longer a master narrator but a se-
lectot, an editor, a witness—and the viewer is invited
to complete or disrupt the image through their own
perspective. This approach echoes Donna Haraway’s
call for situated knowledges (1988): the recognition
that all knowledge, like all images, is perspectival,
partial, and embodied."” Rather than striving for neu-
trality or objectivity, these paintings operate within a
logic of strategic selection and affective resonance.

From Stratified Image to Generative Form:
Toward Posthuman Aesthetics

It is vital to understand that the layered, con-
structed image in contemporary painting directly
parallels current shifts in digital and post-digital
media, where visual culture is increasingly produced

¥ HARAWAY, D.: Situated Knowledges: The Science Ques-
tion in Feminism and the Privilege of Partial Perspective.
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through non-linear, generative, and algorithmic
systems. Painting becomes an analogue to modular,
programmable aesthetics, in which images are not
fixed objects but outputs of selection, remix, and
processual construction. In this sense, the stratified
image anticipates or mirrors the logic of generative
art, including practices involving Al, procedural
systems, and database aesthetics. These practices do
not aim at finality or cohesion, but instead produce
difference through variation, reconfiguration, and
repetition.

Artists today increasingly engage with digital tools
not merely as production methods, but as conceptual
frameworks—embracing software logics of iteration,
randomness, and multiplicity. This transformation
of meaning is most interesting precisely where it
relates to the transformation of sculpture history:
from today’s perspective, the generation of artists
born in the late 1980s and early 1990s has invaluable
experience with the ongoing technological paradigm
shift and is moving precisely along its cutting edge.
They do so with an equally heightened awareness of
the previous paradigm shift, socio-political in nature,
which they themselves did not experience but whose
consequences they continue to live with. With esca-
lating tensions in the region and the thematization
of key questions of identity and values, this fact is
becoming increasingly apparent. Painting, in this
context, becomes both a resistant surface and a site
of convergence, where hand-made, embodied marks
intersect with the aesthetics of code, simulation, and
synthetic vision.

The move toward Al-generated content further
intensifies these dynamics. Generative systems oper-
ate through probabilistic composition, constructing
images by drawing from vast archives of visual data,
filtered through prompts, weights, and neural atten-
tion. These systems, like contemporary painters, do
not “represent” reality but rather compose symbolic
environments: unstable, affective, open-ended, yet
most importantly open to subjective reactivation
and selective participation. In this sense, painting
becomes an example of a vernacular shared platform
and, paradoxically, returns to its original potential:
to create (some or someone’s) world.

In: Feminist Studies, 14, 1988, ¢. 3, s. 575 — 599, https://doi.
org/10.2307/3178066 .



A New Iconology of the Incomplete

Thus, the contemporary painting—Ilayered, in-
complete, perspectival—shares its ontology with
posthuman aesthetics: both are relational machines,
built from fragments, driven by interpretation, and
embedded in socio-technical ecologies. What emerg-
es is a new iconology—one that no longer seeks
wholeness, clarity, or fixed meaning, but instead em-
braces the incomplete, the relational, the constructed.
Painting is redefined as an epistemic and symbolic
practice, in dialogue with digital media, generative
systems, and affective economies.

Rather than opposing Al and generative tools,
this kind of painting offers critical continuity: a
slow, tactile, and embodied engagement with the
same conditions of fragmentation and overproduc-
tion that define our algorithmic image world. The
stratified canvas becomes a mirror to the stratified
dataset, and the painter a co-navigator of visual
culture’s posthuman turn.

Let’s look again at our experimental group:
Novitskova transforms scientific diagrams and
evolutionary imagery into oversized sculptural paint-
ings, where data becomes deity. Her aesthetic fuses
post-internet strategies with a semi-ironic exploration
of techno-utopian mythologies. Szczypinski uses
collage-like layering of vintage media and modernist
motifs to reveal the constructed nature of historical
visuality—his paintings are palimpsests of ideological
residue. Gogl borrows from meme culture, consumer
branding, and internet semiotics. Her enigmatic works
(such as Stay in Touch) are contemporary mytholo-
gies in themselves: playful, opaque, and emotionally
charged. And Genchev engages with religious and
archetypal imagery, often referencing Eastern Or-
thodox iconography, which he reinterprets through
fragmented and surreal visual vocabularies. His can-
vases operate between sacred and profane, historical
and virtual, destabilizing fixed mythic meanings.

The third concept mentioned in the opening re-
mark, techno-romanticism, coined by Richard Coyne
(1999), describes the contradictory affective logic of
post-digital culture: a longing for authenticity and
transcendence within the framework of technolog-
ically mediated life.” Techno-romanticism reflects
the impulse to re-enchant the digital through poetic
visual forms and speculative aesthetics.

Viewed from this perspective, Marius Bercea
paints saturated urban dreamscapes that fuse decay-
ing modernist architecture with lush vegetation and
cinematic lighting. His works carry a nostalgia for
utopian futures and a romantic vision of post-com-
munist space. Dimitar Genchev, too, reflects tech-
no-romantic tendencies in his engagement with
sacred visual forms reimagined in contemporary
and often digitally inflected compositions. Netol-
icka examines the boundary between body and ab-
straction—her fragmentary figures (Maturation, ad.)
suggest disembodiment and datafication yet remain
deeply sensual. Falusiova manipulates blurred sur-
faces and diffused atmospheres to generate spaces
of emotional ambiguity and silence. Together, these
artists reactivate the medium of painting as a site
of speculative memory and symbolic inquiry. Their
works do not offer direct narratives but rather layered
constellations of meaning, where history, media,
and emotion are constantly reconfigured. Whether
through evocations of inherited trauma, reassembled
mythic fragments, or a search for transcendence in
the digital age, the paintings operate as events: tem-
poral, affective, and ontologically rich. In this way,
the exhibition suggests that painting remains a vital
mode of reflection in an image-saturated, post-trau-
matic, and technologically complex world. The can-
vas becomes a screen of intensities, a myth-making
machine, and a space of posthuman remembrance.

Emotional Tonality and Affective
Intelligence in Contemporary Painting

Across the practices presented here, emotional
tonality is shaped by a triad of melancholy, irony, and
ambivalent sensuality—a spectrum of affect that re-
flects the uncertainties, dislocations, and desires of a
post-utopian, post-representational era. Rather than
being expressive in the traditional sense, the paintings
cultivate what we might call affective intelligence: a
visual sensitivity attuned to cultural fragmentation,
technological mediation, and existential ambiguity.

The melancholy present in contemporary paint-
ing is thus not simply an emotional mood, but a
cultural structure of feeling linked to loss, suspen-

2 COYNE, R.: Technoromanticism: Digital Narrative, Holism, and
the Romance of the Real. Cambridge MA 1999.
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sion, and unfulfilled longing. It corresponds to what
Svetlana Boym calls “reflective nostalgia”—a form
of longing that does not seck a return, but lingers
in the untesolved.”!

This melancholic mode responds to post-utopi-
an disillusionment, especially in the context of the
post-communist landscape (e.g. Bercea, Otdelnov)
and the erosion of historical grand narratives. As
Mark Fisher argues in Capitalist Realism, the future
has been foreclosed; what remains is a cultural re-
cycling of past forms, stylized affect, and a “slow
cancellation of the future.””

Marius Bercea’s dreamlike cityscapes and twilight
scenes are imbued with post-socialist melancholy—
haunted by the failure of modernist optimism
and the ambivalence of the present. Lucia Tallova
composes intimate memory-archives that appear to
mourn the erasure of personal and collective geog-
raphies. These works perform what Walter Benjamin
called a melancholy gaze: a form of looking that
dwells in ruins, fragments, and suspended time.”

Irony, the second strongly present emotion, in
contrast introduces an epistemological hesitation,
enabling artists to engage with myth, media, and
identity without fully subscribing to them. As Linda
Hutcheon describes in Irony’s Edge, postmodern
irony is a “semantic oscillation,” a rhetorical structure
that holds multiple meanings in tension.*

This form of irony is nevertheless not merely
cynical or nihilistic. It enables a mode of critical in-
habitation, in which the artist can perform the codes
of visual culture while simultaneously subverting or
reconfiguring them. It acknowledges complicity with
aesthetic systems (e.g. digital interfaces, branding,
meme culture) and yet it introduces friction and
slippage.

Note how Gogl embraces visual idioms from
internet aesthetics and corporate language, but
distorts them into enigmatic, affectively rich com-
positions; or how Katja Novitskova appropriates
scientific imagery in ways that expose the aesthetics

2 BOYM, S.: The Future of Nostalgia. New York 2001.

* FISHER, M.: Capitalist Realism: Is There No Alternative? Win-
chester 2009.

# BENJAMIN, W.: The Arcades Project. Cambridge MA 2003.
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of techno-capitalism, dramatizing the absurdity of
its promises. Their paintings do not reject the con-
temporary image-world—they mirror it askew, using
irony as a tool of reflexive engagement.

A third emotional register I would like to point
out is that of ambivalent sensuality: a tension be-
tween embodiment and digital abstraction, presence
and distance. In this affective mode, sensuality is
not purely erotic or tactile; it is layered, mediated,
and conceptually unstable. This reflects what Laura
Marks has termed haptic visuality: a kind of seeing
that mimics touch, evoking even absent skin, mem-
ory, and proximity.”

Contemporary painting engages this sensuality
not as an expressive flourish, but as a material site
for memory and desire—often blurred, interrupted,
or filtered through digital logic. Falusiova thus con-
structs atmospheric surfaces that shimmer between
softness and opacity, memory and dream. Netolicka
dissects and reconfigures the human figure, offering
a corporeal multiplicity that is intimate, yet unstable.
Meanwhile Justyna Medrala literally incorporates
material memory into the surface, engaging sensory
presence as historical remnant, thus reminiscing
what we describe as dialectical operations of im-
age-processing,

This ambivalence marks a shift from sensuality as
pure affect to sensuality as epistemology—a way of
knowing and remembering through the body, even
when filtered through code or screen.

Affective Intelligence and the Visual
Navigation of Uncertainty

Together, these emotional tonalities reveal paint-
ing as a site of affective intelligence: a space where
artists articulate feeling not as personal expression,
but as culturally embedded response to the com-
plexity of contemporary life. Affective intelligence
implies sensitivity to historical wounds, technological
environments, and psychological contradictions—

#* HUTCHEON, L.: Irony’s Edge: The Theory and Politics of Irony.
London 1995.

» MARKS, L. U.: The Skin of the Film: Intercultural Cinema, Em-
bodiment, and the Senses. Durham CA 2000.



channelled not through narrative, but through form,
texture, rhythm, and omission. This is clearly evident
in the works of the previous generation, which built
the platform necessary for the younger generation to
move on more easily: the School of Cluj (Radu Baies
etc), Leipzig, or even media image (Grupa Ladnie
etc), with their local incorporations (Daniel Pitin etc).

These works are not descriptive or didactic. In-
stead, they enact what Brian Massumi (2002) might
call “the autonomy of affect”: a capacity to move,
resonate, and disturb before any naming takes place.”
They map how emotional life is not only lived, but
also mediated, archived, and aestheticized.

In the context of digital and Al-based image pro-
duction, this affective orientation gains even more
urgency. As generative systems begin to produce
emotionally inflected images—stylized, idealized, hy-
per-targeted—the painter’s work reclaims ambiguity,
contradiction, and vulnerability. Against algorithmic
clarity and predictive design, these paintings preserve
the unresolved, the spectral, the partial.

Here, painting affirms its role not only as a visual
medium, but as an emotional technology: a slow,
embodied counterpoint to computational aesthetics,
offering tools for navigating the unknown and feelin
into the future.

Technological Disruption and the Future
of Painting: Between Generativity,
Dematerialization, and Affective Resistance

The contemporary moment is defined by an
accelerating technological revolution, where images
are no longer just representations but outputs of
computation, systems, and code. This revolution
profoundly reconfigures not only the means of im-
age production, but also its ontology, authorship, and
affective potential. As digital technologies become
the dominant carriers of visual culture, the image
loses its indexical tie to the material world. It is in-
creasingly synthetic, fluid, and immaterial—stored in
servers, dispersed across platforms, or generated by
algorithms, rather than being witnessed experience.

2 MASSUML, B.: Parables for the Virtual: Movement, Affect, Sensa-
tion. Durham CA 2002.

This shift marks a return to the concerns raised
by Lucy R. Lippard and John Chandler back in
1968 in their essay The Dematerialization of Art,
now updated for the post-digital age.”” Where con-
ceptualism severed art from its object, the digital
severs the image from its referent. In this context,
contemporary painting reasserts its materiality as a
site of resistance—a slow, embodied counterpoint
to the frictionless flow of digital images. The tactility
of brushstroke, the weight of pigment, the grain
of canvas—all become political acts, anchoring the
image in time, presence, and affect.

The rise of Al, machine vision, and computa-
tional imaging is bringing about what Trevor Paglen
and Kate Crawford have called invisible images:
images made for machines, by machines, and often
inaccessible to human vision. We now inhabit a
post-representational visual regime, in which the
most consequential images are not seen, but cal-
culated, predicted, and operationalized.”® Facial
recognition, surveillance, predictive policing—these
are not representational images but images-as-data,
functioning in the background of everyday life. In
contrast, paintings reassert human-scale seeing: per-
spectival, situated, affective, incomplete. They reject
total surveillance and perfect visuality in favour of
ambiguous, partial, emotionally-intelligent seeing.

Generative Al, large language models, and GANs
(Generative Adversarial Networks) introduce a pro-
found automation of creativity. With tools such as
DALL-E, Midjourney, or Runway ML, the artist no
longer creates directly, but orchestrates prompts,
parameters, and probabilities. This shift raises critical
questions: What remains of intentionality? Where is
authorship situated? How do we distinguish gesture
from generation, craft from computation? Rather
than dismiss Al-generated images, the artists offer a
dialogue with computational aesthetics. They adopt
visual grammars of layering, modularity, and frag-
mentation—not to simulate Al but to reflect on its
logic. Their paintings read like analogue counter-al-
gorithms, material thought-objects that reintroduce
delay, opacity, and sensual resistance.

# LIPPARD, L. R. — CHANDLER, J.: Six Years: The Dematerial-
ization of the Art Object from 1966 to 1972. Berkeley CA 1972.

# STEYERL 2009 (see in note 12).
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In the age of networks, autonomy is no longer a
given. Artists today do not primarily create new con-
tent, but recurate and reframe the visible.”” They be-
come navigators of visibility regimes, working within
infrastructural conditions shaped by algorithms,
economies of attention, and platform politics.
Painting in this context becomes a site of deliberate
slowness—an insistence on the unquantifiable, the
intuitive, the unresolved. The painter is no longer a
sovereign genius but a sensitive calibrator of visual
affect, standing within, yet critically apart from, the
systems that surround them.

In the post-digital field, curating also undergoes
fundamental changes. It is no longer just about se-
lection; it is about filtering, contextualizing, slowing
down. As the volume of imagery explodes, the cu-
rator’s role shifts from gatekeeper to choreographer
of meaning. This study reflects the same logic: each
piece is not a closed object, but a provisional constel-
lation, open to reconfiguration, interpretation, and
relational framing. In this way, the exhibition itself
performs a meta-image, a spatial and conceptual
composition that reclaims visual agency from the
algorithmic flood.

Finally, the technological revolution confronts
us with ethical and ontological dilemmas. We are
now definitely entering a posthuman paradigm,
where subjectivity is no longer purely human, but
hybrid: distributed across tools, data, machines, and
environments.”

In this context, painting becomes a site of affec-
tive negotiation—a place where human, machinic,
and ecological temporalities can be held together
without collapsing into singularity. The emotional
tonality of these works—melancholy, irony, sensuali-
ty—can be read as symptoms of ontological friction,
where the body meets the system, the intimate meets
the infrastructural.

# GROYS 2014 (see in note 15).
* BRAIDOTTTL, R.: The Posthuman. Cambridge 2013; HUI, Y.:

The Question Concerning Technology in China: An Essay in Cosmo-
technics. Falmouth 2016.
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Conclusion:
Toward Poetics of Resistance

Contemporary painting in Central and Eastern
Europe exemplifies a unique convergence of cul-
tural memory, visual mythology, and post-digital
affect. By engaging with inherited trauma and
speculative identities, artists transform painting into
a hybrid, ontological medium. Drawing on theories
of postmemory, myth, and aesthetic ontology, this
study has shown how works by Bercea, Otdel-
nov, Novitskova, Falusiova, Netolickd, Medrala,
Szczypinski et al. reconfigure painting’s relevance
in a post-communist, algorithmic age. Rather than
resisting technological change through nostalgia,
these artists embrace its structural implications,
translating abstraction into situated, embodied,
and intimate visual language. Their work does not
reject digital culture; it discloses what its systems of
image-production obscure: contradiction, memory,
vulnerability, friction.

If their work seems to emerge from ruins, this
is not merely because they reference post-industrial
or post-Soviet decay, but because they arise from
what can be described as an aesthetic of ruin: an
epistemological and affective mode attuned to frag-
ment, aftermath, and the haunting presence of what
no longer functions as it once did. The ruin, in this
sense, is not a symbol of loss alone, but a structure
that interrupts linear temporality and gestures toward
unfinished meaning® It is a form through which
history is not narrated but sedimented, re-emerging
as texture, residue, absence. In these works, painting
becomes a ruinous surface: layered, unstable, sus-
pended between excavation and erasure.

Such surfaces reflect the broader condition of the
end of certainty. The late twentieth century heralded
several conceptual closures: Francis Fukuyama’s
claim that liberal democracy marked the end of his-
tory (1992),”> Arthur C. Danto’s notion of the end

3 DILLON, B.: Ruins. London 2011; HELL, J. - SCHONLE,
A. Eds.: Ruins of Modernity. Durham CA 2010.

2 FUKUYAMA, E: The End of History and the Last Man. New
York 1992.



of art (1997),” and critical declarations of the death
of painting within post-medium discourses.” Each
of these “ends” presumed a stabilized epistemology:
a future free from ideological struggle, a present
untethered from the burden of historical progres-
sion. Yet for artists in the post-socialist sphere, these
closures were not liberatory—they were hollow. The
so-called transition was not a moment of arrival but
of disorientation: a collapse of ideological certainty
without a coherent replacement.

In response, painting has re-emerged not as
a nostalgic return, but as a metamodern gesture.
Metamodernity is defined by the oscillation between
modern enthusiasm and postmodern skepticism,
between sincerity and irony, engagement and de-
tachment.” Rather than choosing sides, metamodern
artists inhabit both, simultaneously. This double
movement characterizes the paintings examined
here: their use of symbolism is neither wholly ironic
nor naively expressive; their invocation of myth and
memory is speculative rather than restorative. What
emerges is a painting that navigates between belief
and doubt, between historical gravity and speculative

¥ DANTO, A. C.: After the End of Art: Contensporary Art and the
Pale of History. Princeton 1997.

#* SLAVICKA, M.: Posledni obraz. Praha 1998,

» VERMEULEN, T. — VAN DEN AKKER, R.: Notes on

imagination: a practice of sensing and thinking that
is fundamentally metamodern in spirit.”®

In this framework, the ruin becomes not only a
visual trope but a temporal condition. The aforemen-
tioned works refuse finality, mastery, or coherence.
Instead, they open space for a different kind of vi-
sual knowledge: one that acknowledges uncertainty
as structural, memory as recursive, and history as
sedimented rather than linear. This is painting after
certainty: a modality that does not resolve ideological
collapse but renders it thinkable. It is not resistance
in the heroic sense, but persistence within conditions
of unresolved contradiction.

By working through the visual and emotional
aftermath of ideological failure, these artists ar-
ticulate what we might call metamodern aesthetics
of the ruin: a way of painting that does not seek
to overcome fragmentation, but to dwell in it, to
make visible its textures and affects, and to imagine,
from within it, forms of life still possible. In doing
so, painting does not die—it transforms. It persists
not as certainty, but as a means of navigating its
absence.

Metamodernism. In: Journal of Aesthetics and Culture, 2, 2010,
https://doi.org/10.3402/jac.v2i0.5677.

* Porov. GIBBONS, A.: Metamodernism: Historicity, Affect,

and Depth after Postmodernism. In: Lizerature Compass, 17,
2020, ¢. 9, €12585. https://doi.org/10.1111/1ic3.12585.
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Po strate istoty
Postkomunisticka obraznost’ v maliarstve: mytus, pamat’
a technolégia v suasnom stredo- a vychodoeurépskom umeni'

Barbora KUNDRACIKOVA

5 Ld lieriava v jef mozgu a tmava voda na stranke boli tim istym,
Sformou pognania. Myty takto posobia. Ide o veci, bytosts, pribeby,
ktoré obyvagii mysel. Nedajii sa vysvetlit’ a nevysvetlujiy nie si
presvedienim ani alegdrion.*

A. S. Byatt, Ragnarck, 2011
<<

Uvod

V roku 2025 dva projekty prezentovali postupy
novej generacie stredoeuropskych umelcov pri pre-
nikani do spletitych vrstiev pamiti, vlastnej minulosti
a kulturneho napitia v podmienkach prudkych spo-
lo¢enskych zmien. Vystava Nostalgia: Hladaci vyhasi-
nayticich hviezd (Nostalgia: Poszukimwacze gasnacyeh gwiazd)
v Mizeu sacasného umenia v Krakove (MOCAK)
predstavila 22 polskych umelcov narodenych v ro-
koch 1979 az 2001. Ich diela rozvijali problematiku
spomienok, detstva a osobnych mytologii najma
v mal’be, ale prechadzali aj do socharstva a instalacie.
Kuratorska koncepcia vystavy vychadzala z pojmu
nostalgie a prostrednictvom intimneho, ¢asto sno-
vého vytvarného jazyka odkazovala na formativne
spoloc¢ensko-historické skisenosti. Sucasne sa v Pra-
he v DOX-e konala vystava Cyberlemon autora Hynka
Martinca, ktora predstavila jeho monumentalne
kresby, hyperrealistické mal'by a surrealne instalacie
spajajuce klasické symboly vanitas so stcasnymi té-
mami, ako st umela inteligencia, polarizacia a obavy
z klimatickych zmien. Dominantu vystavy tvorila
trojplosna kresba mytického Atlasa s citrénom na
pleciach, ktort doplfial horiaci model Tesly Cyber-
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truck a skutocné vysychajuce citrény. Podobnych
prikladov by sa dalo uviest’ mnoho.

Tato $tadia skiuma maliarske postupy, ktoré sa od
roku 2000 zacali objavovat’ v strednej a vychodne;
Euroépe, pricom sa zameriava najmi na to, ako sa
umelci orientuji v zlozitej suhre postkomunistickej
pamiiti, mytologickej rekonstrukcie a technologicke;j
obraznosti. Analyza sa opiera o teoretické ramce,
ako su koncept postpamiti Marianne Hirsch, me-
dializovana mytolégia Rolanda Barthesa a Hansa
Beltinga a pojem techno-romantizmu, na zaklade
ktorych priblizuje, ako umelci pracuja s kultirnou
nostalgiou, postdigitalnou estetikou a hybridizaciou
vytvarnych jazykov. Stadia prinasa podrobny vyklad
vybranych diel nasledovnych autorov a autoriek:
Marius Bercea (nar. 1979, Cluj, RO), Pavel Otdelnov
(nar. 1979, Dzerzhinsk, RU), Dimitar Genchev (nar.
1985, Plovdiv, BG), Katja Novitskova (nar. 1984,
Tallinn, EE), Pavla Malinova (nar. 1985, Vsetin, CZ),
Lenka Falusiova (nar. 1988, Bruntal, CZ), Karolina
Netolicka (nar. 1993, Praha, CZ), Justyna Medrala

! Prispevok vznikol s podporou Ministerstva skolstva, mlideze
a telovychovy Ceskej republiky udelenej Univerzite Palackého
v Olomouci (IGA_FF_2025_023).



(nar. 1988, Krakov, PL), Mateusz Szczypiniski (nar.
1984, Pickary Slaskie, PL), Lucia Tallova (nar. 1985,
Bratislava, SK), a Sophie Gogl (nar. 1992, Kitzbiihel,
AT). Tito a d’al$i umelci rozmanitymi spésobmi
systematicky skiimaji médium mal’by ako performa-
tivny a ontologicky priestor, ktory odraza minulost’,
identitu a $pekulativnu budicnost’ v postdigitalnej
vizualnej kultare. Po pade komunistickych rezimov
sa umelci zacali zameriavat’ na témy kolektivnej
traumy, nostalgie a vytvarania mytov v kontexte
rychlo sa globalizujicej a digitalizujicej spoloc¢nosti.
Technologicka obrazotvornost’ zakorenena v digital-
nej estetike, postfotografickom vplyve a rozsirenej
realite nad’alej pretvara vlastnosti a podobu média
malby, ¢im ponuka vzacnu prileZitost’ zamysliet’ sa
nad sdicasnymi koncepciami ¢asu, bytia a ontologie.
Vzhl'adom na nasledné dianie, ktoré sa okrem iného
spajalo s udajnym koncom maliarstva alebo koncom
umenia vobec, je to trochu paradoxné, ale o to zau-
jimavejsie.

Vyber autorov a autoriek
a ich kratke profily

Vybrani autori a autorky nepredstavuji ucelent
skupinu a ich tvorivé vychodiska st ¢asto rozlicné.
Napriek tomu mozno v ich tvorbe, estetike, for-
malnych prostriedkoch a témach sledovat’ spolo¢nu
snahu obsiahnut’ rovnaka ontologicku a epistemickd
roéznorodost’. Material, ¢i skor novy materializmus,
ku ktorému sa neformalne obracaja, vinimaji dudlne
ako material média a material pamiti (formovany
spoloc¢nost’ou v ¢ase a priestore), oba sa vymedzuju
a rozvijajua postupne. Ich diela st bohatym zdrojom
nielen pre umenovednu alebo filozoficku analyzu,
ale aj pre sociologicku, politologicku ¢i dokonca
sir§iu antropologicku studiu. Povedomie spojené
s privlastkom ,,post® je v mnohych ohl'adoch zrozu-
mitel'né — stavia pozorovatela absolutne mimo ,,to*
a zarovefl mu upiera moznost’ pozerat’ sa na ,,to"
nesprostredkovane alebo neosobne. Vybrani autori
preto zastupuju zlozitejsie procesy alebo prady, ktoré
sa vyskytuji naprie¢ spolo¢nost’ou v oblasti, ktora

2 HIRSCH, M.: The Generation of Postmemory: Writing and V isual
Culture After the Holocanst. New York 2012; BARTHES, R.:
Image, Music, Text. New York 1977, BELTING, H.: An An-
thropology of Images: Picture, Medium, Body. Princeton 2011.

sa pre nedostatok vhodnejsieho nazvu oznacuje ako
strednd a vychodna Eurépa a ktora sa tu ukazuje ako
potrebny, ziaduci a dokonca vyhl'adavany ,,priestor
posunu.

Na prvy pohl'ad sa vyber autorov moze zdat’ ne-
logicky alebo len neurcity a nahodny. Verim vsak, ze
opak je pravdou — ze autori spolo¢ne poukazuji na
absolutnost’ mal’by, nie na jej postupny upadok. Ich
diela nas vedu od individualneho platna k najvyssie-
mu ciel'u umenia, k vytvaraniu sveta, od t’'ahu Stetca
k jeho zovseobecneniu, k prejavu nasmerovania.

Rumunsky maliar Marius Bercea zobrazuje at-
mosférické mestské krajiny, v ktorych sa prelinaja
spomienky, osobné archivy a fikcia. V diele Bezdnové
gdbrady (2012) sa Bercea vracia k postsovietskym
obytnym objektom a vklada ich do svetelnych,
snovych kompozicii. Jeho paleta evokuje zasly
optimizmus a nevyriesené utopie. Opakovanie
architektonickych motivov odkazuje na sidliskové
bloky (,,panelaky*), zatial’ co romantické stvarnenie
prostrednictvom formalnej abstrakcie naznacuje
trvacnost’ pamiti. Berceaov pristup nadvizuje
najmi na Hirschovej koncepciu postpamiti, ktora
sa nezaklada na bezprostrednej skusenosti, ale na
emocionalne prenasanej kulturnej pamiti. (Obr. 1)

Taktiez rusky umelec Pavel Otdelnov dokumen-
tuje ruiny priemyselnej moderny. Vo svojom cykle
Promzona (2016) pouziva tlmené farby a rozmazané
formy na zobrazenie opustenych tovarn{ a znecis-
tenej krajiny. Efekty digitdlneho glitchu znazornuja
vizualnu aj ¢asovu roztriestenost’. Tieto intervencie
odrazaju vseobecny rozklad ideolégie a infrastruk-
tary, pricom navodzuju epistemicky rozpad soviet-
skeho modernizmu. Prelinanie realistickej metody
a digitalneho skreslenia koreluje s postdigitalnou
estetikou, ktord Marzec (2018)° opisuje ako premenu
rozkladu na postpamait’ovy artefakt. (Obr. 2)

Bulharsky umelec Dimitar Genchev objavuje
prizracnost’ vo vSednosti prostrednictvom hyper-
realistickej a abstrahovanej figurativnej mal'by. Vo
svojom cykle Svetlo a prach (2022) kombinuje média,
ako su olej, akryl a epoxidova zivica, na vytvorenie
viacvrstvovych kompozicii, ktoré pripominaji digi-

* MARZEC, A.: Postdigital Aesthetics — An Art of Impetfec-
tion. In: Unframing Archives. Poznan 2018.
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talne obrazce aj fyzicky rozklad. Priestorova hibka
a strnulost’ jeho scén vyvolavaju dezorientaciu,
akoby sa ¢as zastavil alebo roztriestil. Toto spajanie
maliarskej preciznosti a syntetickych povrchov savisi
s postdigitdlnou estetikou,’ kde sa hmatate'nost’ ma-
térie stretava so simulovanym, virtualnym vaimanim.
Genchevove diela tak zviditelnuja psychologické
dopady sucasného zivota, ktoré formuje pamit’ aj
technologické sprostredkovanie. (Obr. 3)

Mateusz Szczypinski siaha este hlbsie do mi-
nulosti a z dobovych materidlov vytvara surrealne
architektonické kolaze. Jeho cyklus Mirag (2021)
dava do kontrastu utépie Bauhausu s barokovymi
fragmentmi a postmoderné Struktiry. Vrstvenim
stylovych epoch Szczypinski vytvara vizualnu his-
toriografiu a meni mal'bu na kriticky archiv. To je
v sulade s tzv. ¢asovou ontologiou, ktora prezentuje
mal’bu ako subeznost’ historickych rovin. (Obt. 4)

Estonska umelkyna Katja Novitskova priamo
tematizuje Otdelnovovu pricu a zameriava sa na
média, pricom digitalne manipulovanymi obraz-
mi vytla¢enymi na hliniku spochybfiuje hranice
malby. V diele Aproximdcia 17 (2015) digitalne
zvicSuje a orezava postavy zvierat pochadzajuce
z bezplatnych fotobaniek. Vysledkom je surrealna
konvergencia biologického Zivota a dat. Techno-ro-
mantizmus Novitskovej spociva v citovej Gcasti pri
technologickom prejave a umelom zosobnent, ¢o je
odrazom Coynovej teoretizacie poetického v ramci
algoritmického. (Obr. 5)

Média figuruju aj v ,,algoritmickej* tvorbe ceskej
umelkyne Lenky Falusiovej, ktora pracuje s mal’bou
a grafikou doslova zakorenenou v (krajinnej) pamati.
Jej monochromatické diela, ako napriklad Lesy (2020),
st inpirované regionom Jesenikov a cerpaju z vizu-
alnych foriem pripominajucich partitary alebo pismo
prirody. Minimalizmus a hapticka kvalita vyvolavaja
hmatatel'né spomienky. Falusiovej obrazy predstavu-
ju to, co mozeme nazvat’ stelesnenou ¢asovost’ou —
vizualny register ¢asu, ktory nie je ani linearny, ani
monumentalny, ale precit’ovany a prezivany. (Obr. 0)

V tomto ,,éterickom®, ¢i skor posthumannom
svete Karolina Netolicka vo svojich pasteloch zo-
brazuje hybridné, noc¢né tela a prostredia. V diele
Spiace postavy (2021) sa Tudsko-zvieracie hybridy
prelinajd s lesnymi topografiami. Neurcitost’ formy
naznacuje posthumannu tdzbu, pamit’ a traumu.
Jej dielo, scasti posvitné, scasti groteskné, evokuje
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citovi rozpoltenost’ mytov. V Netolickej podani sa
mytus stava formou $pekulativnej autobiografie, kto-
ra vznika v kontexte vizudlnej ontolégie osobného
rozvoja. (Obt. 7)

Pol'ska umelkyna Justyna Medrala pouziva ne-
stabilné materialy, ako si mydlo alebo vceli vosk,
na vytvorenie doc¢asnych reliéfov. Vo svojom diele
Kresby ublia (2019) prezentuje sadze ako skamenent
energiu a pozostatky pribehu, ¢im zdoraznuje pamat’
materialu, ktora sa tu prejavuje v doslovnom vrstveni
c¢asu a traumy. Medralovej praca zodpoveda Beltin-
govmu konceptu ,,obraz-telo®, kde samotné médium
ma mnemotechnicky a symbolicky naboj. (Obr. 8)

Sophie Gogl sémantickym posunom pretvara
fragmenty sucasnej obrazovej kultary na nova formu
mytologie. Cerpé z digitalnych efemér, mémov, filmo-
vych zaberov, seffies a dizajnovych motivov a vytvara
viacvrstvové tabule, ktoré osciluji medzi intimitou
a odstupom, iréniou a uprimnost’ou. Goglovej tvor-
ba ¢asto skima ,,ne-miesta a banalne prostredia,
napriklad parkoviska, kapel'ne a prevratené domy
ako priestory so symbolickym a emocionalnym po-
tencialom, ktoré premiena pouzitim sviezich farieb,
skreslenej perspektivy a popkultirnych odkazov na
zvlastne pribehy. Jej malby sa vyznacuju rafinovanos-
t'ou, opakovanim a ¢asto zahfnaja text, ¢im vytvaraja
vizualne hadanky, ktoré narusaju ustalené predstavy
a odhal'uji podivnost’ pod kazdodennost’ou. (Obr. 9)

Teoreticky ramec

Teoreticky ramec tejto studie vychadza z troch
kl'acovych konceptov, ktoré poskytuju zaklad pre
interpretaciu sucasnej malby ako dynamického
pol'a symbolickej transformacie a kultirnej reflexie:
postpamat’, medializovana mytolégia a techno-ro-
mantizmus. Tieto pojmy ramcuju mal’bu nielen ako
staticky obraz, ale aj ako udalost’ v ¢ase — miesto, kde
sa komplexnym sposobom prelinajd pamit’, média
a cit. Ontologicky teda malba predstavuje aktivaciu
casovych rozpolteni, symbolickych ekonomik a ci-
tovych dimenzii.

Podla Marianne Hirsch postpamit’ popisuje
vzt'ah, ktory ma ,,nasledujica generacia“ k osobnej,
kolektivnej a kultdrnej traume tych, ktori prisli pred

4 Ibidem.



nimi.” Hocli tato genericia nezazila traumatickd uda-
lost’ priamo, ich zivoty ovplyviiuje jej pretrvavajica
sila — najmi prostrednictvom obrazov, pribehov
a hmotnych pozostatkov. Tento koncept zdedenej
pamiti sa nasledne stava vytvarnou gramatikou,
ktord umelci pouzivaju pri rekonstrukcii roztrieste-
nych histérii. T4 opast’a svoj F'udovy povod, ziskava
autonémny vyznam a meni sa na skuto¢ny esteticky
poriadok. V tomto zmysle sa v postkapitalisticko-
postkomunistickom prostredi prejavuje ako politic-
ky rezim, zaroven vsak slizi ako opora skutocnej
politickej praxe druhého, ¢i dokonca treticho radu.
V urcitom $tadiu sa zacne ,,prirodzene® stotoznovat’
s vychodiskovou vizudlnou estetikou — zatial’ ¢o jej
prvotny vyznam je uz len vzdialenou spomienkou.
Postrehy Viléma Flussera o fotografii tak ziskavaja
d’alekosiahlejsiu platnost’, nez sa povodne zdalo.’
Otdelnov v tejto suvislosti zobrazuje priemyselné
ruiny a postsovietske prazdne objekty ako desivé
priestory nepritomnosti a ideologického kolapsu.
Jeho obrazy su nabité atmosférickym napitim
a pomalym, meditativhym casom, ktory evokuje
kolektivnu stratu a ozvenu zaniknutej budicnosti.
Lucia Tallova pristupuje k pamati prostrednictvom
tiktivnych kartografif a poetickych archivov, kde jem-
né vrstvy farby a kolaze stvarnuju akt rozpominania.
Justyna Medrala do svojich diel vklada popol a vosk,
¢im do povrchu materialne vnasa pamit’ ako priamu
metaforu traumy usadenej v tele obrazu.

Uvahy o formovani, artikulacii a kritickom
pochopeni ¢i spracovani traumy naznacuju, ze ne-
oddeliteI'nou stucast’ou tohto procesu je tendencia
vytvarat’ vlastna mytologiu, ktora by bola schopna
obsiahnut’, spristupnit’ a zdielat’ to neopisatelné
alebo nekomunikovatelné. Medializovana myto-
légia, ktort poévodne skoncipoval Roland Barthes
vo svojich Mytligidch (1957), opisuje, ako sa kaz-
dodenné kulturne objekty a znaky naturalizuju do
dominantnych ideolégii — ako sa prostrednictvom
semiotického vrstvenia stavaju mytmi. V Bartheso-
vom $trukturalizme je mytus vyznamom druhého
radu, je procesom, v ktorom sa vyznam prenasa
a deformuje tak, ze kultirne konstrukcie sa javia ako
prirodzené pravdy.

5 HIRSCH 2012 (v pozn. 2).

¢ FLUSSER, V.: Towards a Philosaphy of Photography. London 2000.

Tuto predstavu mytu ako procesu sémantického
prekédovania neskor v kontexte vizualnej antropolo-
gie a tedrie obrazu prepracoval Hans Belting, najmi
v knihe Antropoldgia obrazov (2011).” Belting presahuje
strukturalizmus a uvadza, ze obrazy nepdsobia len
ako znaky, ale ako stelesnené pohyblivé cinitele,
ktoré cirkuluju naprie¢ casom, médiami a kultarnymi
rezimami. Pre Beltinga maju obrazy antropologicka
funkciu, ked’Zze obyvaja telo, pamit’ a ritual, ¢im sa
stavaju mocnymi nositel'mi mytu vo veku globalnej
vizualnej kultury.

Umelci a umelkyne zastipeni v tejto stadii poso-
bia v postbarthesovskej a postbeltingovskej vizualnej
sfére, ktora sa vyznacuje digitalnou cirkulaciou, al-
goritmickym sprostredkovanim a hyperprodukciou
obrazov. Ich vzt'ah k mytu uz nie je len kriticky
alebo antropologicky; je sebareflexivny, hybridny
a Casto ironicky, reaguje na svet, v ktorom sa po-
svatné a syntetické neustale prelina. Mytus tu uz nie
je skryty pod ideoldgiou, otvorene sa predvadza,
paroduje a estetizuje.

V tomto kontexte sa mal'ba stava taktickou plo-
chou — pomalym, emoc¢nym priestorom, ktory celi
efemérnosti obrazoviek a mémov, ale vyuziva ten isty
vizualny slovnik. Stava sa miestom, kde sa symbo-
licka pretazenost’ sicasného zivota méze spomalit’,
preformulovat’ alebo zdivniet’.

Katja Novitskova napriklad vyuziva vedecké
a firemné zobrazenia na vytvorenie monumental-
nych foriem, ktoré imituji evolu¢né diagramy ci
ekofuturistick propagandu. Jej cyklus Aproximdcia
dramatizuje absurditu technokratického svetonazoru,
ktory estetizuje data ako predurcené. Mateusz Szczy-
pinski zostavuje obdobné fragmenty propagandy 20.
storocia, modernistickych utopii a masovej kultirnej
ikonografie, aby odhalil, ako vizualne systémy for-
muju historickd pamit’ a kolektivnu fantaziu. Sophie
Gogl prezentuje na enigmatickych platnach dlomky
internetovej kultary, ktoré odkazuju na stcasné idoly,
obavy a ritualy, napriklad reklamné slogany, emotivny
jazyk alebo fragmenty dizajnu rozhrania.

Tito umelci a umelkyne ,,nedekéduju® mytus
v barthesovskom zmysle ani nesleduju jeho antro-
pologicku funkciu podla Beltinga.” Namiesto toho

7 BELTING 2011 (v pozn. 2).

8 BELTING 2011 (v pozn. 2).
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ho stvarnuju ako sprostredkovanu esteticku skuse-
nost’, pricom skumaju, ako sa viera, tizba a identita
prejavuju v systémoch technologickej reprodukcie.
Medializovana mytologia tak dnes odkazuje nielen na
ideologické struktiry, ktoré sa skryvaja za obrazmi,
ale aj na emocné a symbolické systémy samotnych
médii a na to, ako myty vznikaja z zémov, algoritmov,
databaz a z obehu emocionalnych materialov.

Medializovana mytologia
v postdigitalnom prostredi: od Strukturalizmu
k estetike platforiem

Hoci Barthes v roku 1977 znazornil, ako sa sym-
boly naturalizuju do mytov — ,,auta ako katedraly*,
,,zapas ako divadlo®, jeho model predpoklada zvicsa
jednosmerny tok vyznamu, od kultarneho artefaktu
k masovému publiku.” Podobne Beltingova koncep-
cia antropolégie obrazov zdoraznuje ich stelesnent
a transhistorickud dlohu, ale zaroven predpoklada
preddigitalnu medidlnu ekolégiu, v ktorej si obraz
zachovéva isti symbolickd dolezitost’."” Dnes v$ak
zijeme v rezime, ktory David Joselit nazyva ,,rych-
lost” obrazu®, kde sa obrazy nielen prezeraju, ale aj
spajaju, oznacujd, zdiel'aju, spenazuji a spracuva-
ju. V stadii After Art Joselit tvedi,'! Ze umenie sa
uz primarne neurcuje autonéomiou, Stylom alebo
materialitou, ale schopnost’ou kolovat’ v siet’ach
viditel'nosti a hodnoty. Mal'ba sa tak stava ,,uzlom
v heterogénne;j sieti, ktora absorbuje, pretvara toky
sucasnej vizualnej kultary alebo im odolava. Tento
posun potvrdzuje aj Hito Steyerl, ktora vo svojej
priekopnickej $tudii ,,na obranu tbohého obrazu‘'?
opisuje degradovany, ustavicne reprodukovany
a obehom zjazveny digitalny obraz ako symptéom
a zbran. Mytus v tomto kontexte nie je ideologicka
maska, ale virdlna forma zakédovana do platforiem,
ritualov socidlnych médii a participativnej ekonomiky
pozornosti. Podobne Byung-Chul Han opisuje za-

® BARTHES 1977 (v pozn. 2).

10 BELTING 2011 (v pozn. 2).

" JOSELIT, D.: After Art. Princeton 2013.

2 STEYERL, H.: In Defense of the Poor Image. In: e-flux

Journal, 2009, 10 (November), https://www.e-flux.com/
journal/10/61362/in-defense-of-the-poor-image/.
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nik ritudlu v sicasnej spolo¢nosti,” ktory nahradila
algoritmicka akceleracia a emocionalne vycerpanie.
Vyjadruje Iatost’ nad tym, ako sa kedysi pomalé,
zosobnené a symbolické vyznamotvorné postupy
v stcasnosti redukuji v dosledku homogenizujicej
docasnosti digitalnych technolégii. Podla Hana sa
moderny ¢lovek nachadza medzi hyperviditel'nost’'ou
a fragmentaciou, bez moznosti zakotvit’ skisenost’
v spolo¢nych narativoch alebo symboloch. Mytus sa
stava nestabilnym afektom, ktory vytvara a vyuziva
ckonomika pozornosti." A napokon Boris Groys
v publikaciach Going Public a On the New pise, Ze
sicasné umenie neprodukuje novy obsah, ale riadi
viditelnost’ — usmernuje to, ¢o sa prezera, opakuje
to a vyzdvihuje v medidlnej sfére. Umelecké dielo
sa stava predmetom volby, uz nie je nositelom
pravdy, ale zdrojom kontextualneho vytlaku. Groys
nepovazuje umelecky mytus za presvedcenie, ale za
ritualizované rimcovanie.'”

SuCasna mal’ba ako dejisko
performovaného mytu: na ceste k mytologii
prispdsobenej platformam

Spominan{ umelci obyvaju postdigitalne, postideo-
logické prostredie, kde mytus uz nie je nieco, ¢o treba
odhalovat’, ale skor performovat’, sirit’ alebo dokonca
simulovat’. Ich obrazy neodporuju sprostredkovaniu;
rodia sa z neho. Odrazaju formu a logiku digitalnych
médif a zaroven ju spomal’uju prostrednictvom struk-
tary, materialu, prejavu alebo ticha.

Sophie Gogl, najmladsia z autorského vyberu
a azda najviac vzdialena ,,riadnemu ranci¢rovskému
estetickému rezimu, pracuje so sloganmi a fragment-
mi obrazov sp6ésobom, ktory pripomina ,,dbohé
obrazy* podl'a Hito Steyer] — splostené, bez kontextu
a nesuvislé.' Ich opitovnym zhmotnenim na platne
vsak obnovuje isti mieru intimity a neprehladnosti,
ktora digitalnym platformam chyba. Mateusz Szczy-

" HAN, B. C.: The Disappearance of Rituals: A Topology of the
Present. Cambridge 2020.

" Ibidem.

5 GROYS, B.: Going Public. New York: 2010; GROYS, B.: On
the New. London 2014.

16 STEYERL 2009 (v pozn. 12).



pinski prezentuje kuratorstvo ako tvorbu (Groys)
a vytvara pseudohistorické siete obrazov, ktoré
narusaji nasu doveru v povod a autenticitu. Jeho
metoda pripomina algoritmicky remix, ale filtrovany
cez analégovu kompoziciu. Katja Novitskova sa
zaobera biologickou a technologickou mytolégiou,
vizualizaciami dat, ekologickymi pribehmi ¢i plane-
tarnymi predstavami a vytvara z nich hyperobjekty,
ktoré zaroven zvadzaju a znepokojujd. Jej praca
odraza Hanovu kritiku, v ktorej stratu symbolic-
kého zakladu nahradzaja abstraktné systémy, grafy
a estetizovana katastrofa. Dimitar Genchev, naopak,
reaktivuje tradi¢nt nabozenskd symboliku prostred-
nictvom surrealnych a vysunutych foriem. Vo svojich
obrazoch napodobnuje posvitnu ikonografiu, no
zaroven ju vykost’uje od jej povodnej funkcie, ¢im
vytvara to, ¢o by Groys nazval ,,postsakralna aura®
v ére nadbytku obrazov.

V tomto prostredi uz mytus nie je mylnym pribe-
hom, ktory treba vyvratit’. Pésobi skor ako cirkulacny
vzorec, ako vzt'ahova $truktira symbolov, emocii
a odkazov, s ktorymi umelci strategicky narabaju.
Mytus sa stava citovym, proceduralnym a zavislym
od medialnych infrastruktar.

Malba dnes reaguje nielen na to, ¢o sa prezera,
ale aj na to, ako sa to prezera, za akych podmienok,
s akou pozornost’ou, na akej platforme a v akom
¢asovom ramci. V tomto zmysle ziskava médium
malby nova kritickd vahu tym, ze odolava bez-
prostrednému $ireniu, vyzaduje si trvacnost’ a zvi-
ditel'nuje symbolickd pracu potrebnd na vytvorenie
vyznamu v presytenom svete obrazov.

Medializovant mytolégiu dnes nemozno vaimat’
nezavisle od estetiky platforiem, kuratorskej praxe
a emocionalnej ekonomiky digitalneho zivota. Tito
,»,novi“ maliari nie st len tvorcami alebo kritikmi my-
tov, st orchestratormi sprostredkovaného presved-
cenia, ktorf svojimi obrazmi absorbuju, deformuji
a recirkuluju znaky nasej doby.

Vzt’ahova estetika a stratifikovany obraz:
vyber, subjektivita a odmietnutie totality

Sucasné maliarstvo, ako vidno v postupoch vys-
sie uvedenych umelcov, sa uz nesnazi o autonémne

7 BOURRIAUD, N.: Relational Aesthetics. Dijon 2002.

alebo uplné zobrazenie sveta. Vychadza skor z lo-
giky vzt’ahovej estetiky,'” v ktorej vyznam nevznika
zo zobrazenia, ale z interakcie medzi fragmentmi,
perspektivami a kontextami. Obraz sa stava situova-
nou konstrukciou, suborom ciastkovych pohl'adov
a miestom citového a symbolického dialogu.

Tento posun rezonuje s koncepciou estetického
rezimu umenia Jacquesa Ranciéra, podla ktorého
nie je ulohou umenia odrazat’ realitu, ale ju pre-
konfigurovat’, spochybnit’ hierarchie vnimania
a otvorit’ nové $irenie vyznamov."® V tomto rezime
uz reprezentacia nepredstavuje pravdu, ale priestor
napitia tvoreny vyberom, ramcovanim a narativnou
vzdialenost’ou. Obraz teda nevznika ako zrkadlo,
ale ako vzt'ahova udalost’, ktora je vzdy ¢iastocna,
situovana a podmienend. Odporuje totalite a prijima
neuplnost’ ako sposob kritiky.

Szczypiniski vytvara svoje obrazy z navrstvenych
vizualnych zvyskov, z fragmentov propagandy,
modernistickej grafiky a nijdenych obrazov. Tieto
kompozicie nestvarnuju urcity pribeh, su skor ar-
chivom nezrovnalosti, ktory odraza rozbita logiku
historickej pamiti. Gogl tvori obrazy, ktoré spajaja
firemnu estetiku, internetovy jazyk a citové podnety
do neurcitych povrchov. Vo svojich platnach nepo-
nuka rieSenia, skor imituje subeznost’ a nesuvislost’
vizuality na obrazovke. Lenka Falusiova pracuje
s rozmazanymi, zastretymi obrazmi, ktoré evokuju
priestory emocionalneho pozastavenia. Nejasnost’
jej obrazov odraza prchavost’ dojmov a spomienok,
pricom neurcitost’ uplatiuje ako vizualnu stratégiu.
Netolicka skima telo ako rozlozenud a znovu zlozent
entitu, kde anatomické fragmenty vzdoruja biologic-
kému determinizmu a prezentuji F'udskua formu ako
zostrojeny a nestabilny znakovy systém.

Vo vsetkych tychto pripadoch sa malba vzdava
modernistickej snahy o univerzalnost’ a namiesto
toho stavia do popredia situovanost’, fragmentarnost’
a subjektivnu kuratelu. Maliar uz nie je hlavnym na-
ratorom, ale vybercom, editorom a svedkom, ktory
divaka vyzyva, aby obraz doplnil alebo narusil svojou
vlastnou perspektivou. Tento pristup zodpoveda
odkazu Donny Haraway na situované poznania,
v ktorom povazuje kazdé poznanie, rovnako ako
vsetky obrazy, za perspektivne, ¢iastocné a zosobne-

18 RANCIERE, J.: The Politics of Aesthetics: The Distribution of the
Sensible. L.ondon 2004.
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né."” Namiesto snahy o neutralitu alebo objektivitu
sa tieto obrazy riadia logikou strategického vyberu
a citovej rezonancie.

Od stratifikovaného obrazu ku generativnej
forme: na ceste k posthumannej estetike

Treba si uvedomit’, Ze vrstveny, zostrojeny obraz
v sucasnom maliarstve priamo savisi so sacasnymi
zmenami v digitalnych a postdigitalnych médiach,
kde sa vizualna kultira coraz viac vytvara prostred-
nictvom nelinearnych, generativnych a algoritmic-
kych systémov. Obraz sa stava analégiou modu-
larnej, programovatel'nej estetiky, v ktorej obrazy
nie su pevnymi predmetmi, ale vystupmi vyberu,
remixu a procesualnej konstrukcie. V tomto zmysle
stratifikovany obraz anticipuje alebo odraza logiku
generativneho umenia vratane umelej inteligencie,
proceduralnych systémov a estetiky databaz. Ciefom
tychto postupov nie je konec¢nost’ alebo ucelenost’,
ale vytvaranie rozdielov prostrednictvom variacie,
rekonfiguracie a opakovania.

Umelci dnes coraz viac pracuju s digitalnymi
nastrojmi nielen ako s produkénymi metédami, ale
aj ako s konceptualnymi ramcami, ktoré zahfnaja
softvérovi logiku opakovania, nahodnosti a plurality.
Tato vyznamova transformacia je najzaujimavejsia
prave tam, kde suvisi s historickou transformaciou.
Z dnesného pohl'adu ma generacia umelcov narode-
nych koncom 80. a zaciatkom 90. rokov neocenitel'né
skusenosti s prebichajucou zmenou technologicke;
paradigmy a pohybuje sa prave na jej $picke. Zaroven
intenzivne vnima predchadzajicu spolocensko-po-
liticki zmenu paradigmy, ktord sama nezazila, ale
s ktorej dosledkami stale Zije. S eskalaciou napitia
v regione a tematizaciou kI'icovych otazok identi-
ty a hodnot je tato skutocnost’ coraz zretel'nejsia.
Malba sa tu stava priestorom vzdoru a zaroven
miestom zblizovania, kde sa rucne vytvorené, zo-
sobnené znaky prelinaju s estetikou kodu, simulacie
a syntetickej vizie.

Posun k obsahu generovanému umelou inte-
ligenciou tuto dynamiku este viac zintenziviuje.
Generativne systémy funguju na zaklade kompo-
zicie pravdepodobnosti, pricom vytvaraju obrazy

¥ HARAWAY, D.: Situated Knowledges: The Science Ques-
tion in Feminism and the Privilege of Partial Perspective.
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cerpanim z rozsiahlych archivov vizualnych tdajov,
ktoré filtruji na zaklade podnetov, vyt'azenosti
a dizky sdstredenia. Tieto systémy, podobne ako
sucasni maliari, ,,nereprezentuju skutocnost’, ale
vytvaraji nestabilné a emotivne symbolické pro-
stredia, ktoré umoznuji subjektivnu reaktivaciu
a spoluticast’. Mal'ba sa tak stava prikladom verna-
kularnej zdiel'anej platformy a paradoxne sa vracia
k svojmu povodnému potencialu vytvarat’ (nejaky
alebo nieci) svet.

Nova ikonolégia neuplného

Sucasna vrstevnata, nedplna, perspektivna mal’ba
zdiel'a svoju ontologiu s posthumannou estetikou —
obe su vzt'ahovymi mechanizmami zhotovenymi
z fragmentov, riadené interpreticiou a zaclenené
do sociotechnologickych ekologii. Na zaklade toho
vznika nova ikonolégia, ktora uz nehlada celistvost’,
prehladnost’ alebo pevny vyznam, ale prijima ne-
uplné, vzt’ahové a zostrojené. Mal'ba je redefino-
vana ako epistemicka a symbolicka prax v dialégu
s digitalnymi médiami, generativnymi systémami
a emoc¢nymi ekonomikami.

Namiesto konfliktu s umelou inteligenciou
a generativnymi nastrojmi ponuka tento druh
malby kIicovu nadviznost’ cez pomalé, hmatové
a zosobnené stvarniovanie tych istych procesov
fragmentacie a nadprodukcie, ktoré charakterizuju
nas algoritmicky svet obrazov. Stratifikované platno
sa stava zrkadlom stratifikovaného suboru udajov
a maliar spolutvorcom posthumanneho obratu vi-
zualnej kultury.

Opit’ sa pozrime na nas autorsky vyber: Novits-
kova premiena vedecké diagramy a evolucné obrazy
na nadrozmerné plastické malby, na ktorych sa data
stavaju bozstvom. Jej estetika spaja postinternetové
stratégie s poloironickym skumanim techno-utopic-
kych mytologii. Szczypinski pouziva kolazové vrstve-
nie historickych médif a modernistickych motivov na
odhalenie konstruovanej povahy historickej vizuality,
jeho obrazy st palimpsesty ideologickych zvyskov.
Gogl cerpa z meme kultary, znackovej reklamy a in-
ternetovej semiotiky. Jej enigmatické diela (napr.
Zostarl v kontakte) zobrazuju hravé, neprehladné

In: Feminist Studies, 14, 1988, ¢. 3, s. 575 — 599, https:/ /doi.
org/10.2307/3178066.
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a emocionalne nabité mytologie sicasnosti. Genchev
sa zaobera nabozenskymi a archetypalnymi obrazmi,
pricom casto vychadza z vychodnej pravoslavne;
ikonografie, ktort reinterpretuje prostrednictvom
fragmentarnych a surrealnych vizualnych slovnikow.
Jeho platna sa pohybuji medzi posvitnym a profan-
nym, historickym a virtualnym, ¢im nartasaju ustalené
mytické vyznamy.

Treti pojem citovany v uvode — techno-ro-
mantizmus, ktory zaviedol Richard Coyne, opisuje
rozporuplni emoc¢nu logiku postdigitalnej kultary
ako tuzbu po autenticite a transcendencii v ramci
technologicky sprostredkovaného zivota. Techno-ro-
mantizmus vyzyva k oziveniu digitalnych technologii
prostrednictvom poetickych vizualnych foriem
a $pekulativnej estetiky.”

Z tohto hl'adiska mal'uje Marius Bercea nasyte-
né mestské snové krajiny, ktoré spajaju chatrajucu
modernisticka architektiru s bujnou vegetaciou
a filmovym osvetlenim. Jeho diela v sebe nest nostal-
giu za utopickou budicnost’ou a romantickd viziu
postkomunistického priestoru. Aj v pracach Dimi-
tara Gencheva so sakralnymi vizualnymi formami sa
odrazaju techno-romantické tendencie, ktoré autor
prenasa do stcasnych, casto digitalne ovplyvnenych
kompozicii. Netolicka skima hranicu medzi telom
a abstrakciou cez jej fragmentarne figary (Zrani
a 1.), ktoré naznacuju odosobnenie a datovanie, ale
zostavaji hlboko zmyselné. Falusiova manipuluje
s hmlistymi povrchmi a rozptylenou atmosférou,
¢im vytvara priestory emocionalnej neurcitosti
a ticha. Vsetci tito umelci ozivuju médium malby
ako priestor $pekulativnej pamiti a symbolického
skumania. Ich diela neponutkaju priame pribehy, ale
skor viacvrstvové konstelacie vyznamov, v ktorych
sa histéria, média a emécie neustale pretvaraja. Ci
uz ide o evokaciu zdedenej traumy, preskupené
mytické fragmenty, alebo hl'adanie transcendencie
v digitalnom veku, ich obrazy posobia ako casovo,
emocne a ontologicky bohaté udalosti. Mal'ba tak
zostava dolezitym nastrojom reflexie v obrazmi
presytenom, posttraumatickom a technologicky zlo-
zitom svete. Plitno sa stiva obrazovkou naruzivosti,

 COYNE, R.: Technoromanticism: Digital Narrative, Holism, and
the Romance of the Real. Cambridge MA 1999.

2 BOYM, S.: The Future of Nostalgia. New York 2001.

mechanizmom na vytvaranie mytov a priestorom
posthumannej spomienky.

Emocionalne tonovanie a citova
inteligencia v su¢asnom maliarstve

Emocionalny kolorit vsetkych tu uvedenych
postupov formuje trojica melanchdlie, irénie a am-
bivalentnej zmyselnosti, spektrum afektu, ktoré
odraza neistotu, posuny a tizby postutopickej a post-
reprezentacnej éry. Takto spracované obrazy nie su
expresivne v tradiénom zmysle, skor kultivuja to,
¢o by sme mohli nazvat’ citovou inteligenciou a vi-
zualnou vnimavost’ou voci kultirnej fragmentacii,
technologickému sprostredkovaniu a existencialnej
neurcitosti.

Melanchoélia pritomna v si¢asnom maliarstve nie
je teda len citové rozpolozenie, ale kultirna Struktara
pocitu spojena so stratou, pozastavenim a nenaplne-
nou tuzbou. Zodpoveda tomu, ¢o Svetlana Boym
nazyva ,reflexivna nostalgia® — forma tazby, ktora
nehl'ada navrat, ale pretrvava v nevyrieSenom.”

Tento melancholicky styl reaguje na postutopicku
roz¢arovanost’, najma v kontexte postkomunistic-
kého prostredia (napr. Bercea, Otdelnov) a erdzie
velkych historickych narativov. Ako tvrdi Mark
Fisher v knihe Kapitalisticky realizmus, budicnost’ uz
bola zmarena — to, ¢o zostava, je kulturna recyklacia
minulych foriem, Stylizovany afekt a ,,pomalé zrusenie
budricnosti >

Snové mestské krajiny a simracné scény Mariusa
Bercea oplyvaju postsocialistickou melanchdliou,
zlyhanim modernistického optimizmu a ambiva-
lentnost’ou stcasnosti. Lucia Tallova vytvara intim-
ne spomienkové archivy, ktoré akoby smutili nad
stieranim osobnych a spolo¢nych geografii. Tieto
diela predstavuju to, ¢o Walter Benjamin nazval
melancholicky pohl'ad — druh videnia, ktory spociva
v troskach, fragmentoch a pozastavenom case.”

Irénia, druha silne pritomna emocia, poskytuje
umelcom epistemologicku vahavost’ a umoznuje
im pracovat’ s mytom, médiami a identitou bez
toho, aby sa k nim plne hlasili. Ako opisuje Linda

* FISHER, M.: Capitalist Realism: Is There No Alternative? Win-
chester 2009.

» BENJAMIN, W.: The Arcades Project. Cambridge MA 2003.
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Hutcheon, postmoderna irénia je ,,sémanticka osci-
lacia“ ¢i rétoricka Struktara, ktord udrziava viacero
vyznamov v napat.**

Tato forma irénie vSak nie je len cynicka alebo
nihilistickd. Umoznuje sposob kritického prebyvania,
v ktorom umelec uplatiuje kody vizualnej kultdary
a zaroven ich rozvracia alebo rekonfiguruje. Priznava
spoluticast’ na estetickych systémoch (napr. digitalne
rozhrania, branding, meme kultdra), zaroven vsak do
nich vnasa napitie a sklz.

Gogl napriklad prebera vizualne idiémy z interne-
tovej estetiky a firemného jazyka, no deformuje ich
do zahadnych, citovo bohatych kompozicii. Katja
Novitskova spracuva vedecké obrazy sposobom, kto-
ry odhal’uje estetiku techno-kapitalizmu a dramatizu-
je absurditu jeho prislubov. Ich malby neodmietaja
sicasny vizualny svet, oni ho pokrivene odzrkadl'uju,
pricom vyuzivaju iréniu ako nastroj reflexie.

Treti emocionalny register, ktory chcem zdéraz-
nit’, je ambivalentnd zmyselnost’, ¢ize napitie medzi
stelesnenim a digitalnou abstrakciou, medzi pritom-
nost'ou a odstupom. V tomto citovom vyjadreni
zmyselnost’ nie je len eroticka alebo kontaktna, je
vrstvena, sprostredkovana a konceptualne nestabilna.
Laura Marks nazyva tento jav hapticka vizualita —
druh videnia, ktory pri fyzickej absencii napodobnuje
dotyk a evokuje pokozku, pamit’ a blizkost’.*

Sucasna malba vyuziva tato zmyselnost’ nie ako
vyrazovy prostriedok, ale ako hmotné prostredie
pre spomienky a tuzby, ktoré si casto rozmazané,
prerusované ¢i filtrované digitalnou logikou. Fa-
lusiova tak vytvara atmosférické plochy, ktoré sa
pohybuji medzi jemnost’ou a nepriehl'adnost’ou,
medzi spomienkou a snom. Netolicka rozclenuje
a rekonfiguruje podobu ¢loveka, ¢im vytvara mnoho-
rakost’ telies, ktora je intimna, ale zaroven nestabilna.
Justyna Medrala doslova vélenuje materialnu pamat’
do povrchu, zapaja zmyslové vnimanie ako historickd
stopu a tym spritomnuje to, ¢o oznacujeme dialek-
tickou operaciou spracovania obrazu.

Tato rozpoltenost’ znamena posun od zmyselnos-
ti ako cireho citu k zmyselnosti ako epistemologii,

* HUTCHEON, L.: Irony’s Edge: The Theory and Politics of Irony.
London 1995.

» MARKS, L. U.: The Skin of the Film: Intercultural Cinema, Em-
bodiment, and the Senses. Durham CA 2000.
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teda sposobu poznania a pamitania prostrednictvom
tela, a to aj vtedy, ked prechadza cez kod alebo
obrazovku.

Emocna inteligencia
a vizualna navigacia v neistote

Vietky tieto citové podtény odhaluju malbu
ako miesto emocnej inteligencie, kde umelci vyjad-
ruju pocity nie ako osobny prejav, ale ako kultarne
zakorenenu reakciu na zloZitost’” sucasného zivota.
Emocna inteligencia znhamena citlivost’ na historické
rany, technologické prostredie a psychologické roz-
pory, ktora nevyjadruje naracia, ale forma, Struktira,
rytmus a vynechanie. Nazorne to vidno na dielach
predchadzajucej genericie, ktora vybudovala plat-
formu potrebnu na to, aby sa mladsia generacia
mobhla I'ahsie posunut’ dalej, napriklad skola v Kluzi
(Radu Baies atd’.), v Lipsku, alebo aj medialny ob-
raz (Grupa Ladnie atd’.) a ich miestne pridruzenia
(Daniel Pitin atd’.).

Tieto diela nie st opisné ani didaktické. Namiesto
toho uplatnuja to, ¢o Brian Massumi nazyva ,,auto-
némiou afektu® — schopnost’ dojimat’, rezonovat’
a znepokojovat’ este pred pomentvanim.* Mapu-
ju, ako sa emocionalny Zivot nielen preziva, ale aj
sprostredkuva, archivuje a estetizuje.

V kontexte tvorby obrazu digitalne a pomocou
umelej inteligencie je tato citova orientacia este
naliehavejsia. V case, ked’ generativne systémy zaci-
naju vytvarat’ emocionalne Stylizované, idealizované
a hypercielené obrazy, maliarske dielo znovu ziskava
nejednoznacnost’, rozporuplnost’ a zranitelnost’.
V rozpore s algoritmickou prehladnost’ou a predvi-
davym dizajnom tieto obrazy chrania to nevyriesené,
spektralne a ¢iastocné.

Malba tak potvrdzuje svoju ulohu nielen ako vi-
zualne médium, ale aj ako afektivna technoldgia, ako
pomaly, stelesneny protipdl k pocitacovej estetike,
ktory ponuka prostriedky na navigaciu v neznamom
prostredi a na precitenie budicnosti.

* MASSUML, B.: Parables for the VVirtual: Movement, Affect, Sensa-
tion. Durham CA 2002.



Technologické zlomy a budicnost’
maliarstva: medzi generativitou,
dematerializiciou a citovym vzdorom

Sacasnost’ vymedzuje prudko napredujica
technologicka revoldcia, v ktorej obrazy uz nie st
len reprezentaciami, s aj vystupmi vypoctov, sys-
témov a kédov. Tato revolucia zasadne meni nielen
prostriedky produkcie obrazu, ale aj jeho ontolégiu,
autorstvo a citovy potencial. Digitalne technolo-
gie sa stavaji dominantnymi nositelmi vizualnej
kultary, ¢im obraz straca svoju indexovu vizbu na
hmotny svet — je ¢oraz viac synteticky, premenlivy
a nehmotny, uloZeny na serveroch, rozptyleny na
roznych platformach, generovany skor algoritmami
nez skusenost’ami.

Tento posun znamend navrat k obavam, ktoré
Lucy R. Lippard a John Chandler vyjadrili uz v roku
1968 vo svojej eseji o dematerializicii umenia,”’ teraz
aktualizovanej pre postdigitilnu dobu. Tam, kde
konceptualizmus odrezal umenie od jeho objektu,
digital oddel'uje obraz od jeho referenta. V tomto
kontexte sucasna mal’ba obnovuje svoju materialitu
ako priestor vzdoru, ako pomaly, stelesneny protipol
k plynulému toku digitalnych obrazov. Dotyk stetca,
vaha pigmentu a zrnitost” platna sa tu stava politic-
kym aktom, ktory ukotvuje obraz v ¢ase, pritomnosti
a citovom dopade.

Rozmach umelej inteligencie, pocitacového vi-
denia a zobrazovania prinasa to, ¢o Trevor Paglen
a Kate Crawfordova nazyvaju neviditel'né, Fudskému
zraku casto nepristupné obrazy, zhotovené strojmi
pre stroje. V sucasnosti zijeme v postreprezentac-
nom vizualnom rezime, v ktorom sa najdolezitejsie
obrazy nevnimaju, ale vypocitavaja, predpovedaja
a operacionalizuju.® Rozpoznavanie tvére, sledo-
vanie, prediktivny policing — to nie su reprezentacné
obrazy, ale obrazy ako data, ktoré pésobia v pozadi
kazdodenného Zzivota. Na druhej strane malby
presadzuju I'udské vnimanie, ktoré je perspektivne,
situované, emocné a neuplné. Odmietaji totalny
dohl'ad a dokonalu vizualitu v prospech neurcitého,
c¢iastocného a emocionalne inteligentného videnia.

7 LIPPARD, L. R. — CHANDLER, J.: Six Years: The Dematerial-
szation of the Art Object from 1966 to 1972. Berkeley CA 1972.

Generativna umela inteligencia, vel'ké jazykové
modely a GAN (Generativne adversarne siete) pred-
stavuja rozsiahlu automatizaciu tvorivosti. Pomocou
nastrojov ako DALL-E, Midjourney alebo Runway
ML uz umelec netvor{ priamo, ale organizuje pod-
nety, parametre a pravdepodobnosti. Tento posun
vyvolava zasadné otazky: Co zostava zo zamernosti?
V ¢om spociva autorstvo? Ako odlisit’ prejav od ge-
nerovania, zrucnost’ od vypoctu? Namiesto odmie-
tania obrazov generovanych umelou inteligenciou
umelci ponukaji dialég s pocitacovou estetikou.
Pouzivaji vizualne gramatiky vrstvenia, modularity
a fragmentacie nie na simulaciu umelej inteligencie,
ale na uvahy o jej logike. Ich obrazy posobia ako
analégové kontraalgoritmy, hmotné myslienkové
objekty, ktoré obnovuji oneskorenie, neprehladnost’
a zmyslovy vzdor.

Vo veku sieti uz autonémia nie je samozrej-
most’ou. Umelci dnes primarne nevytvaraja novy
obsah, ale koriguju a pretvéraju to viditelné.” Sta-
vaju sa navigatormi rezimov vidite[nosti a pracuju
v ramci infrastruktarnych podmienok formovanych
algoritmami, ekonomikou pozornosti a politikou
platforiem. Mal’ba sa stava priestorom zamerného
spomalenia, naliehania na nevycislitel'né, intuitivne
¢i nevyriesené. Maliar uz nie je nezavisly génius, ale
citlivy kalibrator vizualneho zazitku, ktory posobi
v medziach sacasnych systémov, ale zaroven stoji
kriticky mimo nich.

V postdigitalnej sfére prechadza zasadnymi
zmenami aj kuratorstvo. Nejde uz len o vyber,
ale aj o filtrovanie, kontextualizaciu a spomalenie.
S narastajicim mnozstvom obrazov sa tloha ku-
ratora meni zo strazcu na choreografa vyznamu.
Rovnaka je aj logika tejto studie, ktorej jednotlivé
casti nie st uzavretym predmetom, ale provizérnou
konstelaciou, otvorenou rekonfiguracii, interpretacii
a vzt'ahovému ramcovaniu. Samotna prezentacia tu
predstavuje metaobraz, priestorovi a konceptualnu
kompoziciu, ktora z algoritmickej zaplavy vymanuje
vizualny prenos.

Napokon, technologicka revoldcia nas stavia
pred etické a ontologické dilemy. V sucasnosti jed-

% STEYERL 2009 (v pozn. 12).

» GROYS 2014 (v pozn. 15).
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noznacne vstupujeme do paradigmy posthumaniz-
mu, v ktorej uz subjektivita nie je ¢isto 'udska, ale
hybridna, rozdelena medzi nastroje, data, zariadenia
a prostredia.”

V tomto kontexte sa malba stava priestorom
citového vyjednavania — miestom, kde sa Fudské,
technické a ekologické docasnosti dokazu spajat’
bez toho, aby upadli do singularity. Afektivna to-
nalita tychto diel zaloZena na melancholii, irénii
a zmyselnosti tak predstavuje prejav ontologického
napitia, kde sa telo stretava so systémom a intimita
s infrastruktdrou.

Zaver: na ceste k poetike vzdoru

Sucasné maliarstvo strednej a vychodnej Eurépy
je prikladom jedine¢nej sahry kulturnej pamati, vizu-
alnej mytologie a postdigitalneho vnimania. Umelci
sa zaoberaji zdedenymi traumami a $pekulativnymi
identitami, a tym pretvaraju malbu na hybridné
a ontologické médium. Na zaklade te6rif postpamati,
mytu a estetickej ontologie tato Studia ukazala, ako
diela Bercea, Otdelnova, Novitskovej, Falusiovej,
Netolickej, Medrala, Szczypinského a dalSich re-
konfiguruji vyznam malby v postkomunistickej
algoritmickej dobe. Umelci neodporuju technologic-
kym zmenam, ale prijimaju ich strukturalne dosledky
a prostrednictvom nostalgie pretvaraju abstrakciu do
situovaného, zosobneného a intimneho vizualneho
jazyka. Vo svojich dielach neodmietaju digitalnu
kultaru, ale odhal'uju to, ¢o jej obrazotvorné systémy
zakryvaja: rozpor, pamit’, zranitelnost’ a napitie.

Ich diela posobia akoby pramenili z trosiek nielen
preto, ze odkazuju na postindustrialny alebo postso-
vietsky rozklad, ale aj preto, Ze vznikaju z toho, ¢o
mozno opisat’ ako estetiku ruiny, ako epistemolo-
gicky a emocny pristup k fragmentom, pozostatkom

3 BRAIDOTTTL, R.: The Posthuman. Cambridge 2013; HUI, Y.:
The Question Concerning Technology in China: An Essay in Cosmo-
technics. Falmouth 2016.

3" DILLON, B.: Ruins. London 2011; HELL, J. - SCHONLE,
A. (eds.): Ruins of Modernity. Durham CA 2010.

2 FUKUYAMA, E: The End of History and the Last Man. New
York 1992.

3 DANTO, A. C.: After the End of Art: Contemporary Art and the
Pale of History. Princeton 1997.
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a t'azivej pritomnosti toho, ¢o uz nefunguje tak ako
kedysi. V tomto zmysle ruina nie je len symbolom
straty, ale Struktdrou, ktora nardsa linearnu casovost’
a poukazuje na nedokonceny vyznam.” Je formou,
prostrednictvom ktorej sa histéria nepopisuje, ale
usadza, a nasledne sa vynara ako Struktura, pozosta-
tok ¢i nepritomnost’. Mal'ba sa tu stiva vrstevnatou
a nestabilnou ruinou povrchu na pomedzi odhalenia
a vymazania.

Tato tvorba odraza §irsiu problematiku konca
istoty. Na sklonku 20. storocia doslo k viacerym
konceptualnym zaverom: Tvrdenie Francisa Fukuya-
mu, ze liberalna demokracia znamena koniec dejin
(1992),% predstava Arthura C. Danta o zaniku ume-
nia (1997)* a kritické vyjadrenia o odumierani mal’by
v ramci postmedialnych diskurzov.”* Kazdy z tychto
,koncov® predpokladal ustalent epistemolégiu
budicnosti bez ideologického boja a pritomnosti
bez zat'aze historického vyvoja. Avsak pre umelcov
v postsocialistickej sfére neboli tieto uzavery oslo-
bodzujuce, boli prazdne. Takzvany prechod nebol
momentom prichodu, ale dezorienticie a zrutenia
ideologickych istot bez ich adekvatnej nahrady.

Vysledkom je, Ze malba sa nevynara ako nostal-
gicky navrat, ale ako metamoderny prejav. Meta-
moderna sa vyznacuje osciliciou medzi modernym
nadsenim a postmodernym skepticizmom, medzi
uprimnost’ou a iréniou, angazovanost'ou a odstu-
pom.” Metamoderni umelci si nevyberaju strany,
obyvaju ich sucasne. Tento zdvojeny posun je pri-
znacny aj pre sledované obrazy, ktorych symbolika
nie je ani Cisto ironicka, ani naivne expresivna a ich
odkaz na mytus a pamit’ je skor Spekulativny nez
obnovujici. Vznika tak principialne metamoderna
malba, ktora sa pohybuje medzi presvedc¢enim
a pochybnost’ami a medzi historickou vaznost'ou
a $pekulativnou obraznost’ou.”

3 SLAVICKA, M.: Posledni obraz. Praha 1998.

» VERMEULEN, T. — VAN DEN AKKER, R.: Notes on
Metamodernism. In: Journal of Aesthetics and Culture, 2, 2010,
https://doi.org/10.3402/jac.v2i0.5677.

% Porov. GIBBONS, A.: Metamodernism: Historicity, Affect,
and Depth after Postmodernism. In: Literature Compass, 17,
2020, ¢. 9, €12585. https://doi.org/10.1111/1ic3.12585.
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Ruina tak nie je len vizualnym trépom, je tiez
podmienena casom. Dnesné diela odmietaja upl-
nost’, majstrovstvo alebo sudrznost’. Namiesto toho
otvaraju priestor pre sposob vizualneho poznania,
ktory povazuje neistotu za Strukturalnu, pamit’ za
rekurzivnu a historiu za usadzanu, nie linearnu. Toto
je mal'ba po strate istoty — modalita, ktora neriesi
ideologicky kolaps, ale ho robi predstavitel'nym. Nie
je vzdorom v hrdinskom zmysle, ale vytrvalost’ou
v podmienkach nevyrieseného rozporu.

Umelci pracuja s vizualnymi a emocionalnymi
nasledkami ideologického zlyhania a vyjadruja to,
¢o by sa dalo nazvat’ metamodernou estetikou
ruiny, spésobom malby, ktory sa nesnazi prekonat’
fragmentaciu, ale v nej prebyvat’, zviditelnit’ jej
struktaru a Gcinky, a predostriet’ z jej vadtra iné po-
doby Zivota. Mal'ba pritom nezanika, ale prechadza
transformaciou. Pretrvava ako prostriedok navigacie
po strate istoty.

Dr. Barbora Kundracikova
Olomouc Museum of Art
Department of Art History,
Palacky University in Olomouc
kundracikova@muo.cz
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It’s a Sign of the Times

Ivana MONCOTOVA

Abstract

This study analyses the position of Slovak painting after 1989 in relation to the cultural, political,
and theoretical transformations that followed the end of state socialism. It argues that the medium’s
marginal status in the 1990s resulted from the convergence of two forces: the local resumption of
interrupted neo-avant-garde trajectories and the reception of Western post-medium discourses that
proclaimed the “end of painting,” Through selected case studies, the text examines how Slovak pain-
ters gradually re-engaged the medium by adopting strategies of cultural memory, archival reference,
and critical reflection on collective and political histories. The article demonstrates that, after 2000,
painting in Slovakia became an active site for negotiating post-communist identity, processing historical
trauma, and responding to the socio-economic transformations of the new republic. Rather than a
conservative revival, this return to painting reveals a hybridized post-media practice that incorporates
conceptual, documentary, and affective registers while addressing broader Central European debates
on remembrance, place, and historical responsibility.

Keywords: Collective guilt — West German painting — Slovak painting after 1989 — Post-communist

transformation — Visual historiography — Neo-expressionism — Socio-political critique

Painting in Slovakia after 1989’s historic political
revolution was a comparatively undesirable medium.
A cultural upheaval followed the regime change
from socialist to quasi-democratic, with a new be-
ginning in defining art’s frameworks. So after 1989,
reconciliation with the socialist past also affected the
painting medium as such. Of course, rejection of the
medium as unattractive to the fast-changing society’s
current reality had several local roots. Coming into
Bratislava’s Academy of Fine Arts and Design as
an educational institution were mainly those, who
had seen their neo-avant-garde project interrupted

! Zora Rusinova presented this paper at the Academy of Fine
Arts and Design’s (AFAD) conference Painting in the Postmedial
Age, held at the Slovak National Gallery in 2012. The event
featured international participation and addressed questions
relevant to the broader Central European media context (Eva
Badura-Triska, ]. Gerzova, A. Ring Petersen, Z. Rusinova,
L. Gregorova Stach, P. Vanious, J. Zalesak, Z. Sarvari). The

symposium was initiated and curated by Jana Gerzovd, then

and not presented in public institutions since 1968
or 1972. And so the project could, belatedly, be
resumed.

American art scholarship was another aspect of
this, having since the early 1970s shown a preference
for intermedia approaches to traditional media. Zora
Rusinova captured well the whole development
of American critical theory of modernist painting
and pictures in her text Painting and the Magic of
Words from 2012." In 1990s Slovakia, the “death
of painting” and “death of the artist” narrative was
taken quite fatalistically, and becoming definitive in

employed at AFAD’s Section of Visual and Cultural Studies.
The proceedings were published as Painting in the Postmedia
Age (ed. J. Gerzova, 2012). A related symposium had taken
place in 2010 under the title Painting in Contexts, Contexts of
Painting, likewise published as Painting in Contexts, Contexts of
Painting (ed. J. Gerzova, 2010); it was the first symposium in
the Czechoslovak/Slovak context to systematically address
painting and critical reflections on the medium.
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a limiting sense. I provide several topics for consid-
eration in this text as well. These include the Slovak
painters’ artistic strategy, and reflections on historical
events in their work after the year 2000.

Post-war West Germany
and Intellectual Struggles to Interpret
History — Painting Strategy

Understanding this text requires an account of
yet another context that will interest us here, for
the reason that the artists did not share a common
aversion to painting techniques or approaches. Of
more import was the role of West German painting
after World War 2, the renown and artistic strategies
of which came to influence all of European painting,
Via the German example, work in Europe adopted
an authorial strategy of delving into archives and ar-
chival reproductions, which is also commonly known
as Culture of Remembrance. This of course links to
reflection on German World War 2 history, associ-
ated with historical memory, collective memory, and
the German Historikerstreit — the intellectual struggle
and way to incorporate Nazi history into German
historiography. For our context, West German art-
ists are significant; many of them had contact with
Disseldorf’s Art Academy community in the mid-
1960s, at least in private consultations with J. Beuys
(1926-1986), who taught at the Academy. The de-
velopment of West Rhine-Westphalia was a success
of the post-war Marshall Plan, a tale of German
industry’s post-war resurrection, accumulating capital
and facilitating the birth of many private galleries,
and, in time of museum institutions.

Since the late 1960s, Anselm Kiefer (b. 1945) has
been involved with the aforementioned principle of
reconciliation with the Nazi past, together with the
purging of historical personalities and their works
after being adopted by the Nazi ideology. The topic

In the paintings “German Spiritual Heroes”, “Father, Son,
Holy Ghost”, and “Nothung” (Notes).

Third Reich ideology took delighted inspiration in part from
his example.

* NORA, P: Realms of Memory. Translated by Arthur Gold-
hammer. Columbia University Press, 1996. Czech translation:
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of the Germans’ two-war trauma has to do not just
with collective memory, but with the principle of
processing collective guilt as well. During the late
1960s, in his youthful recklessness he toyed with his
own cultural determinants, first rashly (performing
the Zieg Heil salute in European public spaces);
from the early 1970s his work was still interpreted
with ambivalence, he was, however, moving toward
a picture that “could be read”. Working with wooden
slanted attic interiors, which maintain a symmetric
partition, he is now adding text to his paintings.”
These interiors, while derived from the intetrior of
his actual studio, are associative. The windows’ sym-
metry and lighted sconces suggest the grand halls
of Valhalla, but in wood; these are impersonations
of the Late German Parnassus motif, and revival
of Late Romantic myths that Ludwig I of Bavaria
brought about as a builder and arts patron.’ Kiefer
wove his thematic arcs, often indirectly, and with
ambivalence. He indirectly shared in invoking new
realms of memory in his paintings. “Such a /Zex de
mémoire belongs to two different areas, which makes
them interesting, yet they are “complex things. At
once natural and artificial, simple and ambiguous,
concrete and abstract, they are lieux—places, sites,
causes—in three senses—material, symbolic and
functional” or at once in all of these, to varying
degrees.”

Sometime Kiefer developed a topic with a basis
in acknowledged poetry (Paul Celan, Ingeborg Bach-
mann), or in Germanic myths or philosophers’ and
historians’ public debates profaned by the Nazis;
among these was Adorno, who appeared on the radio
to advocate for discourse on Holocaust reflections
and denazifying post-war Germany. It was ultimately
Adorno who said that post-Auschwitz no forms
of artistic expression were adequate to convey the
current world’s reality,” thus reflecting a crisis of
artistic expression. Adorno was to revise his posi-

Mezi paméti a historif: Problematika mist. In: Po/itika pameéti:
antologie francouzskych spolecenskych véd. Praha 1998, p. 14.

> Nach Auschwitz ein Gedicht zu schreiben ist barba-
risch.” (To write a poem about Auschwitz is barbarism).
ADORNO, T. W.: Kulturkritik und Gesellschaft. In: Gesa-
mmelte Schriften, Band 10.1: Kulturkritik und Gesellschaft I,
“Prismen. Ohne Leitbild”. Frankfurt am Main 1977, p. 30.



tions several times throughout his life, particularly
in regards to Paul Celan’s poetry® and his Todesfuge
(Death Fugue, written 1945, published 1948).” Of
what are we speaking when we speak of reflection
on collective guilt? We look at paintings that do not
engage through explicitly showing violence and gore,
or wartime battlefield and civil population scenes.
We look at outlines: large-format paintings, which
through their impasto and material painting recall
sodden fields or deep German forests, or mythic
German rivers beginning with the letters “I”” or “R”.
Landscapes and architecture bring to mind torched
ruins; in architecture we can detect Albert Speet’s or
Wilhelm Kreis’ real works.

Other West German painters worked with a sim-
ilar principle and artistic strategy: Gerhard Richter
(b. 1932), Jorg Immendortf (b. 1945-2007), Georg
Baselitz (b. 1938) alongside Eugen Schonebeck
(b. 1936) and others. For instance Richtet’s paint-
ing cycle Birkenan (2014) is pure abstract imagery.
All Kiefer’s works confront the weight of the past
through associative references to symbols, places
in a country, architecture, rivers, or Wagner operas.
These artistic approaches set past against present,
even today. And even today, they are present in social
discourse. Their associative references to archives
past or with societal significance are an authorial
approach that was adopted, multiplied, and dis-
tributed during their painting era. The strategy of
recalling the past and shaping public discourse on
collective memory is, naturally, not only bound to
the past associated with World War II. Its boundar-
ies have transcended these limits to reflect on any
society-wide problem, or rather to open up topics
that have gone unaddressed, often having both pub-
lic and personal implications. These artists uncover
phenomena over which they themselves may feel
shame and face social condemnation. Richter’s grey

painting Onkel Rudi (Uncle Rudi, 1965), portraying a

¢ Paul Celan (b. 1920 in Cerniuti, Bukovina — once a mul-
ti-ethnic area of Austria-Hungary, later Rumania, and now
Ukraine), an author of Jewish origin in a German-speaking
enclave, who despite living in Paris since 1948 remained linked
to literature in German. He survived the Holocaust, which
took both his parents. He ended his life by drowning in the
Parisian Seine in 1970.

soldier in a Nazi uniform, painted from his family
archive’s photograph, depicts his mother’s relative,
who was serving in the Wehrmacht until his death
in 1944. Also based on a family archive photograph,
he painted a formally similar portrait of an aunt, his
mothet’s sistet, in a work titled Tante Marianne (Aunt
Marianne, 1965), who died while playing a part in the
German eugenics program. Building on this, Richter
painted Herr Heyde (Mr. Heyde, 1965), a psychiatrist
heavily involved with the program. For decades these
artists proved that one must vigilantly explore one’s
own cultural determinants, and iteratively implement
those that are currently shaping society.

Of course, their manner of constructing the
artistic discourse on the past influenced the next
generation of German artists — some of the Neue
Wilde “bad boys” were bold enough to use their ar-
tistic strategy in public as a cynical farce, a criticism
of painting through painting. The most visible of
these was the “troublemaker” Martin Kippenberger
(1953-1997). Exemplary of this is his painting titled
Ich kann beim besten Willen kein Hakenkrens, entdecken
(I can't find a swastika, no matter how hard I try, 1984).
It evokes a constructivist abstraction of the Ger-
man flag’s colours: gold, red, and black. Through
his painting he was poking at the existence of such
various artistic movements as Neo-Geo, Bad Paint-
ing, the never-ending cultural revivals on the topic
of Nazism.*

Similarly, Jorg Immendorff (1945-2007) from
the late 1970s criticized West German society in
the painting series Café Deutschland; it’s mockery,
collage strategy, and the situations recall the Berlin
DADA or George Grosz in their being oversat-
urated with political messaging, Immendorff too
formulated the state of the divided Germany as a
brawl among various cultural and political figures. Of
course the crowded and grotesque scenes featuring
painters and philosophers had to include his teacher

Todesfuge is a key Kiefer topic, with his pictures inscribed with
“Margarete” and “Sulamith” set as girl names in Germanic
and Jewish counterparts. In the pictures Kiefer employs
citation of either Paul Celan’s verse “dein goldenes Haar
Margarete Dein aschenes Haar Sulamith”, either in entirety
or using some sequences as text fragments.

8 KIPPENBERGER, S.: Kippenberger: The Artist and His Families.
Atlanta; New York 2011.
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J. Beuys, the artist himself, and a whole constellation
of painters — his contemporaries. He remarked on
each based on the painting forms they took on, which
he, in some, considered mannerisms.’

Eighties West German painting was interlinked
with the New York scene. The first major mile-
stone where American and West German artists
presenting together was Documenta 7 in Kassel
in 1982. Its artistic director Rudi Fuchs presented
sculpture, painting, conceptual art, and minimalism
without any restrictions of art scholarship. A. Kief-
er exhibited there, Beuys’ 7000 oaks were planted,
neo-expressionists participated, and Arte Povera
proponents, as well as Americans from The Pic-
tures Generation, street art, post-modern American
painting, and minimalism, and a whole constellation
of forms and art presentation came together."’ The
same exhibition launched the Neue Wilde painters’
international recognition. Among those exhibiting
was A. R. Penck, who only emigrated from East
Berlin to West Germany in 1980. This art survey
markedly expanded West Germany’s market with the

For instance he portrays G. Baselitz in a sketch of a reclining
pig — referencing Baselitz’ upside-down pictures. See the J. Im-
mendotff work : Kieine Reise (Hazensiilze), 1990, oil on canvas,
250 % 500 cm. See COHN, D.: In my paintings I elevated
the situation, but it was reality. In: Jorg Immendorff — For All
Beloved in the World. Koln 2018, pp. 29-37.

5]

See DOCUMENTA 7, accessible at: https://de.wikipedia.
org/wiki/Documenta_7 or in Kunstforum International, Bd.
53/54,7/8,1982.

The influential American gallery owner Mary Boone married
the major art dealer Michael Werner; she built partnerships
among galleries, with artists traded among continents and
Germans opening galleries in New York.

12 Concord, the commercial jet aitliner that halved the New
York-Paris flight time, appears in the diaries of Keith Harring
and Andy Warhol.

»The references in new Italian (and German) art are not
only modish; as Buchloh has shown, they are also keyed
to moments when regression in modern art has coincided
with reaction in political life. The use of such precedents or
analogues is hardly propitious today: however ironic, it is not
critical but again pseudoscandalous. Thus when the Italians
borrow elements from fascist art or when the Germans —
especially Anselm Kiefer, Jérg Immendorff and Markus
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USA, or to be more precise with New York gallery
owners. This culminated even in marriages, as well as
intercontinental fusion of galleries."" The art world
went global on board the Concord,'” and 1980s
Neue Wilde paintings flooded the market. It was Hal
Foster (apologist of the Pictures Generation) who
became the main critic of Italian and West German
painters, mostly for their appropriation of cultural
artifacts from the fascist and Third Reich period."
He undervalued the semiotic dimension of West
German painting (as well as lived cultural experience)
in broader societal issues, painters’ criticism of their
own kind, and likewise criticism of the painting
medium as used in painted criticism of painting, as
in works by J. Immendorf: Hart auf zu malen/ Stop
Painting (1966) and S. Polke: Hdahere Wesen befahlen:
rechte obere Ecke schwarg malen!/ Higher Beings Command-
ment: Paint the Upper Right Hand Corner Black! (1969)."*

Due to the nature of Culture of Remembrance,
the unification of Germany, which painters, among
others, had been calling for throughout their careers,
became a part of cultural history too.

Liipertz — cite Nazi emblems or enthusiasms (e.g., Wagner),
the gesture is less anti repressive or culturally revolutionary
than risque, repressively seductive, grisly chic. In this way,
whether lugubrious or fey, such historicist art cannot but
reveal a certain frustration with freedoms and fantasies that it
knows are franchised, a certain desperation in its flight. (But
what does it flee? What is repressed here and elsewhere? The
‘history’ in this art offers a clue, for what is repressed is also a
history— but one which cannot be reduced to funny figures
or art-historical styles, to icons of alienation or reified signs:
the history of social and political conflict. Traditionally, art
has served to magically resolve this conflict. Some contem-
porary art seeks to articulate it; this art, however, ignores it,
disavows it.) Such art, then, is as ambivalent in relation to
history as its artists are (at once scandalous and servile) to
its bourgeois audience, and as this audience is generally to
high culture (attracted to it, suspicious of it). In the absence
of any other relevance or legitimacy, the historical references
in this art serve as a form of sanction. Yet these forms and
modes are precisely ahistorical, severed as they are from social
practice.” In: FOSTER, H.: Recordings. Art, Spectacle, Cultural
Politics. Seattle; Washington 1985, pp. 41-42.

GRAW I.: Painted Critique of Painting. From Anti-essen-
tialism to the Myth of Self-Activity in the 60’s and 80’s
(Immendorff, Polke, Ochlen, Kippenberger). In: GRAW; L.:
The Love of Painting: Genealogy of a Success Medium. Betlin 2018,
pp. 145-148.


https://de.wikipedia.org/wiki/Documenta_7
https://de.wikipedia.org/wiki/Documenta_7

If we never learn that we’ve been here
before... the Reality of the 1990s

As opposed to communicative memory, cul-
tural memory is recorded and reified: in writing,
pictures, rituals, buildings, and the leux de mémoire.”®
Its function is to secure culture consciousness of a
shared past, and to contribute to creating a given
society’s common identity. It has 2 components, a
passive — the archives — and an active — the canon.'®
Political memory has characteristics in common with
the cultural: both are created deliberately, and their
preservation and transmission over time depends on
institutions and organizations (museums, archives,
educational system). Its form is purely active: all its
content is active, alive, reminded. Its function is to,
through recalling of historical events, personalities,
places, phenomena, artifacts, and actions, uphold the
common identity, relevant political entity, and to rein-
force the existing government’s power. Customarily,
events and personalities that might provoke feelings
of shame or guilt are wiped from political memory.
Such negative impulses tend to be integrated into
collective memory only under powerful external
pressure.'’

After Slovakia’s birth (and Czechoslovakia’s divi-
sion), the country struggled to define itself - to find
consensus on the value norms to which the people
would be willing to commit. The problem persisted
into the third millennium’s early years, though it was
overshadowed by such other issues as economic
growth, unenforceability of rights, and coupon pri-
vatization. Yet the government at the time, in a huge
ideological concoction, played to the emotions of
traditional Slovak consciousness and majority society

5 NORA 1998 (see in note 4), pp. 7-31.

16 ASSMANN, A.: Canon and Archive. In: ERLL, A. — NUN-
NING, A. Ed.: Cultural Memory Studies: An International and
Interdisciplinary Hand-book. Berlin; New York 2008, pp. 96—108.

17 KUBISOVA, Z.: Kolektivaf pamét’ a nirodnf identity. In:
MASLOWSKI, N.; SUBRT, J. et al: Kolektivni pamét: K teo-
retickym otazkdm. Praha 2014, pp. 81 — 111.

8 QNDREJOVIC, S;; KRUPA, V.: Identita a jazyk. In: KILI-
ANOVA, G. - KOWALSKA, E. - KREKOVICOVA, E.:
My a ti drubi v modernej spolocnosti: Konstrukcie a transformdcie

kolektivnych identit. Bratislava 2009, p. 132.

through elements like “the land between the Danube
and the Tatras”, Krivan, Polana, Zobot, Devin, the
Vih and the Danube Rivers, and historical figures in-
cluding Svitopluk, Constantine and Methodius, and
Janosik, although the stereotyped content abounds
in fabricated qualities."® From time to time the same
agenda intensifies again, depending on who holds
political power.

In the 1990s, modern Slovakia underwent its own
version of Historikerstreit, a struggle of the academic
community against the powerful political interven-
tions attempting to skew history. Contemporary
discourse was closely intertwined with the past of the
Slovak state (1939—1945), originating with the Munich
Agreement and the Vienna Arbitration advanced by
the Nazi Third Reich. One such erroneous example
in reflecting the first Slovak state’s history in 1990s
reality was the 1995 publication of a book by the
historian and Roman Catholic priest Milan S. Durica,
which Slovakia’s ministry of education distributed to
all primary and secondary schools the following year."
Nationalist tendencies had already received political
support before 1993, and played a part in political
activation, in this case supporting Czechoslovakia’s
amicable separation. The word identity was every-
where, but only in the sense of national conscious-
ness, which was linked with constructing a history
of a nation proclaimed young and with no history. A
turther scandal in 1997 came with the artists’ protests
(actors and visual artists) in front of Slovakia’s culture
ministry building in Bratislava aimed at the culpabil-
ity of the minister’s reforms. At the time some of
these artists functioned in activist cells, who as they
reminiscence “protected Slovakia’s culture with their

own bodies”.?’ The offences included control of the

Y DURICA, M. S.: Histéria Shovenska a Slovikov. Bratislava
1995. This writer publicly sympathized with the wartime
Slovak state’s ideology. Slovakia’s education ministry, which
published this book, was under E. Slavkovska of the Slovak
National Party. For more see VRZGULOVA, M.: Newyroz-
pravané susedské histdrie: Holokaust na Slovenskn g dvoch perspektiy.
Bratislava 2016, p. 16.

? The government coalition comprised the Slovak National
Party, Union of Workers of Slovakia, and People’s Party —
Movement for a Democratic Slovakia, the latter being the
leading party and its chairman Vladimir Meciar the prime
minister.
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Pro Slovakia fund (the minister of culture I. Hudec
redirected finances from Pro Slovakia, intended to
support culture, toward favoured individuals and
interest groups, without any transparent assessment
by expert commissions).” Culture was seen as the
handmaiden of political interests, its task that of im-
parting value to the political ruling elite’s ideas. Still in
the air hung the question of how to anchor historical
heritage, how to anchor the new, budding republic’s
value system. Quite possibly these questions, now part
of “cultural history”, were a big concern of only a few,
with statism being considered a “big man con game”.
Many more worried about high unemployment, infla-
tion, and a hunger for material acquisition to fill the
variable gap in owning possessions; in the 90s many
emigrated from Slovakia to Western Europe or the
US (little reflection is devoted to this exodus). Much
was publicly said of freedom, but it became clear
that people had different ideas as to what that meant.
For example the economically-minded thought the
free market would resolve everything fairly, with
private firms gradually cultivating society as market
competition drove them to proper behaviour. Artists
spoke of free expression without the state’s inter-
vention, without censorship (which under socialism
had decided their very existence) — and so they were
most sensitive about any feedback or systemic inter-
ference. In Kantian style, freedom was perceived as
autonomous acting based on reason and moral law.
Another side of this were the universities, to which
large numbers of students flowed, particularly in the
humanities, with zeal for an open and free academia.
Academics were the first to foster ideas breaking
through “from Western Europe”. They translated
such philosophers as R. Barthes and M. Foucault
relating to criticizing institutions and to the con-
nections between the picture and visual art, to the
death of the artist.”* Among the art documenting the
presence of French philosophy were Roman Ondak’s
(b. 1960) early works Taste of Thinking (1995), Sated
Library (1995), Hunger (1996), Sated Table (1997);
they in fact reference preservation of European

2 CTK press report. Minister Hudec podal podnet na
umelcov. In: SME, 13 March 1997. Accessible online:
https://domov.sme.sk/c/2067767 /minister-hudec-po-
dal-podnet-na-umelcov.html

180

heritage, and the topic of intellectual starvation and
its subsequent saturation in the 1990s, and reflect the
context of mainstream engulfing by consumption as
a “mode of life”.

Atthe start of the 1990s a group of artists worked
here briefly, having entered the art scene since the
mid-80s, so they were affected by the thaw of Gor-
bachev’s perestroika. Here were artists importing
western painting’s influence: German neo-expres-
sionism, Neue Wilde, Italian transavantgarde, or even
Moscow’s conceptualism and sots art. We group them
under the label “post-modern painting in Slovakia™;
some exhibited in groups, like Syzygia or Skupina
A-R (Avance—Retard). Employment lured a number
of them in the 90s: advertising for the entrepreneur
boom, entering politics, and some going into teaching
at secondary schools and universities. Those making
their living in advertising had no time for art, and
faded out of exhibition activity. Suddenly it seemed
unfeasible to find a livelithood as a freelance artist in
the 1990s. The state retreated from its role as com-
missioner of public art, through which it had for the
forty years of socialism been subsidizing the making
of artworks for public spaces and governmental
buildings. In the 1990s reality, interlaced with an
ongoing economic crisis and unbridled privatization,
organized crime and its principles grew widespread.
Freedom of taste was present too, climaxing in the
form of “entrepreneurial Baroque” family houses,
the financial undernourishment of state art institu-
tions, and legislative reform. The first wave of im-
migrants swept in, who throughout the decade fled
from Chechenya or the former Yugoslavia because of
armed ethno-religious conflicts. Transforming from
a socialistic planned economy to a capitalistic free
market took on a sombre character. Though an art
market came slowly into being, collectors were few
and more interested in older art. Slovakia was evol-
ving into a rustic democracy with many limitations.

Like islands of freedom in this problematic
Slovak reality, private foundations — particularly
the Soros Center for Contemporary Art,” later re-

* The Slovak philosopher Miroslav Marcelli made a series of
translations.

# Founded in 1993 by G. Soros, the American financier of
Hungarian origins.



named Foundation — Centre for Contemporary Arts
(NCSU), but also Pro Helvetia — were seen as for-
midable. Post-conceptual, post-object, performance,
and photographic artists would “huddle” around
these institutions. The foundation leadership’s aim
was to “expand” the field of art* not just among
the traditional genres and technical processes but of
the individual arts themselves. The NSCU organized
annual exhibitions, with accompanying lecture se-
ries on the individual topics. The curator role grew
dominant: often, works would be created based on
a curator’s topic, and art scholarship discourse spoke
of the curator’s dominance as a determinant person-
ality. Their activity put back into play the interrupted
story of the neo-avant-garde. Artists also found
doors opening to present in international art forums.

As a third element, art criticism scholarship
started making a protégé of art outside modernist
painting frameworks: breakthroughs in various
artistic media, media installations, appropriations,
ready-mades, and video art all caught up, and got
copied. Art rapidly grew intellectualized, with a
semantic overlap with efforts to layer on polysemy,
refering to strategies of conceptual art and rationali-
ty.” Traditional narratives dwindled, as art became a
laboratory, a research project; works were not called
works, but rather projects, with artists meant to ex-
periment to surpass accustomed boundaries — the
language of interpreting the genesis of art inclined
more toward science. Art scholarship became styled
more as aesthetics and philosophy.

In many ways the context of Slovakia’s art schol-
arship took on the French and American academic
debate mentioned earlier (on the death of the artist,
the end of painting). I think these topics were taken
fatally and literally, in keeping with the basic title of
the article, and not with the developed aims of the
artists in mind. Narrative paintings reaching into af-
fect, pathos, and emotion, were not exhibited. Paint-
ers interested in such topics were regarded as insuffi-
ciently rational; or rather, rationality was presented as
a societal certainty. Emotional impact was expected

* Barbora Gerzovi interview with Maria Hlavajova. In: CAR-
NY, J. - GREGOR, R. Ed.: Paradox 90: Kurdtorské koncepcie
v obdobi mediarizmu (1993 — 1998). Bratislava 2014, p. 71.

of mass media, or photojournalism. The new era of
artists graduating from Slovakia’s art schools right
after the revolution opened up to western influences,
and to impetus from contemporary art abroad, giving
rise in generational parallel to Slovak versions of
international artists. Originality fell to futile pieces.
The effort became one of exporting one’s art to the
west of our borders, and this desire remains present
even now. Artistic work was not defining itself as
a counterweight to public policy, history, and the
situation in society, with some small exceptions of
the older generation’s reflecting on the Holocaust —
such as Juraj Bartusz, Pubo Stacho, Dezider Téth,
and Monika and Bohu$ Kubinski. Work with mass
media represented a different strategy, with artists
adopting media information that the essence of
the resulting work was derived from: as with Peter
Meluzin, and partly with Veronika Rénaiova and
Peter Ronai. At the same time, this non-conceptual
generation displayed in their works no distinct polit-
ical consciousness (though they always had distinct
personal opinions), even as the older generation such
as Rudolf Sikora and Peter Kalmus presented such
consciousness publicly.

The younger generation finishing art training
around 1995 and 1996 on principle did not work in
referencing the past and reflecting on the two unfree
regimes under which the current Slovak Republic
lived from 1939 to 1989. Artists, and art, left all this
to historians and the archives opening up, right from
the start of the 1990s. The chief psychological milieu
for oral history was Holocaust survivors.” Gradually,
oral history reflecting on the Holocaust, the Slovak
wartime state, the bitter 1950s, the late 1960s, and
“normalization” in Czechoslovakia was to contribute
significantly to changing society (as well as art) into
something open in the sense of being interested.

On the other hand, we must note that in terms of
educating the public, mass media had long underval-
ued all these activities. The 1990s’ rise of commercial
television, the content of which was a new kind of
cheap series and visceral entertainment, produced

» Conceptual art was defended as rational and cerebral; its
transcendental side, which had appeared in work by significant
artists, was disregarded.

2 VRZGULOVA 2016 (see in note 19), p. 11.
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a public “dumbing down” and the development of
historical ignorance. Accompanying the decline was
a frozen book market after Czechoslovakia’s divi-
sion, with only recreational and easy pop literature
surviving. Anything more intellectually demanding
came to Slovakia in Czech translations, not excluding
art history books. Contexts from foreign art scenes
and paintings were absorbed through art surveys
in Venice and journeys to individual monographic
exhibitions. The state of German painting described
here was not as known in Slovakia either contextually,
or in its nuances of skilled handling of the picture,
interpretation, progress with materials, and criticism.
Many connections were lost in translation. But we
were still living in the pre-digital age, an age precur-
sory to the third digital revolution, in fact facilitating
material painting by begetting all its digital “tools”.
As new media became more accessible financially
in the late 90s and afterwards, they also aged out
more rapidly (or their devices went extinct), and an
awareness rose of the need to stock it with content
of quality.

It was around 2005 or 20006 that painting became
noticed in Slovakia;”’ there was even talk of the
return of painting, parallel to the same tendencies
in the globalized western world and connected to
gallery commerce. In this country it had links to
the birth of two new art academies,” and teaching
this medium stratified in space and in influence.
Witnesses to this rising were the first generation that
simultaneously graduated from the three schools in
a finally-democratized society (the post-Meciar era).

One who responded excellently, if cryptically,
to this age was Roman Ondak, in his photographic
diptych Bad News is a Thing of the Past Now (2003),
where one black-and-white photograph captures his
father reading a newspaper, and the other the artist
himself in the same spot reading the same paper,

77 An especially strong class graduated in 2006 under Ivan
Csudai at the Academy of Fine Arts and Design. Graduates
included Erik Sille, Andrea Bartogové, Michal Czinege... The
presentations made by some of these graduates inspired other
students to a carousel of exhibitions that the young artists
mostly managed themselves.

% The Academy of Arts in Banska Bystrica has functioned since

1997, and the Faculty of Arts at the Technical University of
Kosice since 1998.
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Smena from 22 August 1968.”” Perhaps awareness
was growing of the gradual surmounting of the
worst decade since Czechoslovakia split, and of the
five years since Vladimir Meciar’s last government.

As a society we were still in transformation:
rightfully, the society was angry at how the 1990s
had gone. “Hung” paintings too began processing
society’s transformation, being increasingly able to
respond to very current societal issues. Regardless of
where and when artists had studied, they began to
take on visuals of serious issues in society. Painting
began to work freely with strategies for which even
the 90s had prepared it. Painters used found pictures
as inspirational raw material: sought-after media
images, and film sequences. They discovered eman-
cipation in feminist thought — projecting issues from
a woman’s perspective. Some fostered the religious
freedom coming after 1989, linking it to the context
of contemporary art and painting;

Painting as Associating Cultural Memory
via Places, Architecture, and Environment

The reviving of cultural memory made it into the
painting medium in a more societally mature period
of the Slovak Republic’s history continuously during
the painting revolution noted above. This is generally
true of other art media too. Typical of this period
were topics reflecting cultural memory or societal
changes. The period around 2005 also saw the first
real economic stability, pro-European direction,
and distancing from the 1990s, when most time was
spent fighting as a society to end on “the right side
of history®. In public relations, Slovakia began to
be dubbed the “Tatra economic tiger”.* After the
year 2000, Slovakia’s visual art began depicting the
presence of history — particularly of this homeland.
For most artists, the source of this memory renewal

2 On the Warsaw Pact armies’ invasion of Czechoslovakia, and
the Soviet army occupation.

* This economic term also came into cultural practice in the
early 21st century, and Galéria HIT members began giving
an award of the same name to Oskér Cepan Award winners
(the award’s visual was a tiger on the prowl).



Fig. 1: Jana Farmanovd: Napriklad Cecenka | For Excample a Chechen Woman, 2006, print, acrylic, canvas, 111 X 133 cm. Photo: Daniel Veselsky.

was documentary, a well-written book.”’ Remem-
bering, remembrance, and not forgetting is an act
both private and civic. It also shows compassion for
other people’s reality. The painter Jana Farmanova (b.
1970) for her picture For Example a Chechen Woman
(2006)* took inspiration from Chechen women’s
fate. It is not, strictly speaking, a painting. Most of
the picture comprises a print on canvas: a photo
of a ski lift lost in a fog. On one of the tautened

’! Tt was somewhat different for sculptors, with questions asked
about sculpture in public spaces, and about monuments and
their relevance in group events: exhibitions, or lectures of civil
organizations founded by sculptors and called Public Plinth
and Resculpture. One such was the exhibition Pantheon, Heroes
and Anti-Monuments, curated by Daniel Grun at Bratislava’s
MEDIUM gallery in 2006. It was a collective exhibition by
sculptors and intermedia artists; at it Anton Cierny (b. 1963)
presented one piece consisting of video and sculpture, titled
Guests| All for Jozef T. (2006). The work references the space
and church in Binovce nad Bebravou, where the resident

lines she painted the figure of a Chechen woman
holding a child. The artist’s inspiration came from a
documentary film telling of Chechen women’s life,
and of violence during the Second Chechen War.
What inspired her was the strength of these women
as they met in the evenings, to sing together or play
the piano. Political instability of some former Soviet
republics, with armed conflict and rising Islamic
militarism, filled newspaper for years in the 1990s

priest was Jozef Tiso, who was likewise the president of
the fascist wartime Slovak state. Martin Piacek (b. 1972)
similarly revisits a moment in Czechoslovak history in the
minute sculptures The greatest embarrassments of Slovak history
(2007-2019), where in one he returns to the topic of Adolf
Hitler’s meeting with Tiso. All the examples are based on
historical reality, not the “fictive reality” artists later took on.

% For Example a Chechen Woman appeats in the publication KI-
SOVA, G. — MONCOLOVA, 1.: Jana Farmanova. Bratislava
2012, p. 53.
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and early 2000s.” Farmanova focused on a certain
surreal and imagined setting, a pictorial construction
— atypical even in her own oeuvre — of a woman
balancing on the lift’s steel rope backed by the misty
photograph. (Fig. 1)

Another Farmanova artistic presentation, this one
reflecting the fates of those persecuted during 1950s
Czechoslovakia, had a basis in Zo Langerova’s book
Vtedy v Bratislave: M6j zivot s Oskarom L. (2007).%*
The book relates a typical example of a Central Eu-
ropean experiencing harassment during the harshest
years of the 1950s communist regime. In spite of his
high social standing and faith in communism, Oskar
Langer was framed and sentenced to twenty years im-
prisonment. This happened even though he returned
to Czechoslovakia from the USA after World War IT
as a staunch communist and prestigious economist
with the aim of helping the post-war country. His
wife Zo Langerova tells the story, in the context
of her family with two daughters, abruptly socially
isolated. Jana Farmanova turned the compelling
book’s story into paintings and an installation — an
exhibition project for the private gallery Krokus titled
Histoire— 1ife With(out) a Good Communist (2009). The
actual paintings are made on a variety of surfaces,
such as paper and plywood, and in diverse shapes.
In the installation they come across as shards of a
broken mirror, reflecting the personal relationship
of the narrator Zo Langerova to individual family
members under the load of their fate. The exhibi-
tion’s pieces formed a puzzle, to create a new kind
of Zo Langerova portrait. Farmanova mounted the
exhibition in cooperation with Michal Hvorecky,
who provided the societal context of Langerova’s
life, and prepared an Oskar Langer letter voiced by
a man, describing a political prisoner’s terror and
duress. The exhibition’s aim was to recall “a flat full
of memories”, which its inhabitants vacated “leaving

” % The group of works

the remnants of their lives”.

» A number of documentaties by Czech journalists and repor-
ters covered this topic; it was also in 2006 that the Russian
journalist and activist Anna Politkovskaya was murdered. See
eg PROCHAZKOVA, P:: Aluminiova krilovna: rusko-cecenskd
vdlka olami gen. Praha 2005.

* Originally published in English in 1979 as LANGER, Jo:

Convpictions: Memories of a Life Shared With a Good Communist.
London 1979.
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was made for the exhibition; “remembrance” was
the artist’s intention from the beginning,

The basis for Daniel Fischet’s (b. 1950) work The
Magnificent Eight (Resurgence) (2010) was Cécile Vaissié’s
book Une fenme en dissidence (2000; Slovak translation
Dalo sa tak vobec zit’? 2001). The book’s story is told
by the writer and dissident Natalya Gorbanevskaya,
one of eight brave individuals participating in a public
protest in August 1968 against the Warsaw Pact inva-
sion of Czechoslovakia. Daniel Fischer realized his
work based on installation and painting. He painted
these eight valiant people’s portraits in black and white
on parts of a circle using cylindrical anamorphosis.
With a mirror column placed front and centre of each
picture, at the proper angle the spectator could see
the painted portrait of each, coming together into a
readable image. For the resurgent and disintegrating
portraits, Fischer employed several strategies to ren-
der aesthetically remembrance and forgetting,

In his early work FrantiSek Demeter (b. 1975)
approached the relationship between painting and
archive photography, documentary, and film. His
wotk Wannsee (2011),% a datk painting with an indi-
cated figure from the back on a lakeshore, references
the movie Conspiracy (2001), which tells the story
of two top political operatives, and the decisions for
the Final Solution of the Jewish Question. Demeter
painted in grey-black pastose tones; his focus, to a
great extent, was forgetting, and the visual fading
of the image or photograph, or corrosion of film
medium. His painting Talk to Her (Me with Ester
Krumbachova) (2012) is a fictive portrait of the Czech
costume designer and writer Ester Krumbachova.
At the time she was unknown to the public, though
she was a major contributor to the New Wave film
aesthetic. Demeter had gotten interested in undiscov-
ered and controversial personalities from the golden
1960s. His paintings flirt with the boundary between
figurative and abstract, expressive stylization.”” The

% KISOVA/MONCOTOVA 2012 (see in note 32), p. 36.
* He exhibited Wannsee along with his expanded paintings at
the 1+2+3+4=10 exhibition in Bratislava’s House of Arts
in 2011.

% KRALOVIC, J.: Frantisek Demeter. Nie dno nie. (Exh. cat.)
Bratislava 2016.



Fig. 2: Frantisek Demeter: Miny s ni (Ja s Ester Krumbachovon) | Talk to Her (Me with Ester Krumbachova), 2012, acrylic, canvas,

150 X 200 cm. Photo: Jakub Hauskrecht.

painting shows a fictional meeting between the late
Krumbachovi in her youth and the work’s half-pres-
ent painter, who stylized himself as a figure imitating
paper spread out and unfolded. Here he amalgamates
himself into the past, as if it had never ended but
instead seeped into the next millennium. (Fig, 2)

In the next decade, painting began to respond
to the contemporary societal events associated with
the first years of the new millennium. The “Gorila”
scandal ensued after a leaked, supposedly secret
intelligence document code-named Gorila went
public in December 2011. The artistic duo Miroir
Noir — Milo§ Koptak (b. 1969) and the Catalan
painter Rai Escalé (b. 1964), who had cooperated
since 2007 — responded with a large painting: The
Time of the Gorillas Has Come (2012). Inspired by the
corruption scandal, it depicts five men in suits. It was
made in paper adjusted onto aluminium, also featur-
ing washed-out acrylic paints. The artists utilized the

visual of broad-brush overpainted surfaces, with the
expressiveness of gorilla heads over suits.” (Fig, 3)

Some of these artists painted “as if” renewing
the landscape and cityscape genre with a critical
undertone. The post-communist country’s trans-
formation was protracted; edifices went to ruin in
the countryside, historical buildings decayed, and
prefabricated western construction elements came
into application: from plastic windows, through
heating systems, to bright-coloured family houses out
of catalogues. “Forests and arbours” of billboards
filled up the country. Teeming images of an ideal,
consumable life flooded Slovakia. At the start of her
career, Lucia Tallova (b. 1985) worked on paintings
of peripheral and concrete buildings, later shifting
her topic to melancholic paintings of modernist

% The work appears on the cover of the book NICHOL-
SON, T.: Gorila. Bratislava 2012.
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Fig. 3: Miroir Noir (Milos Koptak & Rai Escalé): Nastal éas Goril | The Time of the Gorillas Has Come, 2012, acrylic, paper, aluminum,
120 X 234 cm. Photo: Jakub Hauskrecht.

structures or urban brownfields. Rastislav Sedlacik
(b. 1980) had a similar approach; he put a certain
kind of sentiment into his early paintings by using
xerox transfers. His works’ topic was urban units of
concrete housing estates and Bratislava’s modern
buildings. There was talk of aesthetic or lifestyle (n)
ostalgia, for the socialist regime. Architecture — old
and nostalgic as well as new and generic — began to
inspire many painters.

Early globalization’s then-popular slogan came
to sum up a semantic paradox in painting: “Act
local, think global”. Vexation at the giant village of
Bratislava (with its high prices and low potential for
self-realization) became the topic of critical pictures.
Roman Bicek (b. 1981) painted a jumble of these
experiences, and of the dysfunctional public space,
in his picture titled Snake City (2011). He placed text
in the painting that aptly comments on what was
presented to us as something exclusive. (Fig. 4) Jan
Triaska (b. 1977) developed a similar topic in several
series, titled Building Unit (2008), deve . OOP (2012),
and Sm0g (2011-2012). His works are a commentary
on economic transformation, real estate market
dealings, privatization of apartment housing, and
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creating a new investment segment that brutally
privatized public space. Triaska opted for the formal
appearance of the catalogue family homes that in
the 2000s cropped up in suburbs of large cities, on
small wall-enclosed plots. He adds the deceitfulness
of advertising that promotes the exclusivity of living
on the periphery. In Triaska’s series, house architec-
ture is symbolically “littered” around open spaces,
proliferating identical catalogue houses in “candy”
colours hyperbolically fabricates the visuality of “the
Slovak dream”. (Fig. 5)

In Slovakia, scandals in buying land connected
to Slovak politicians, or to destroying technological
historical sites, accompanied a real estate developer
boom soon after 2000 — because capital can do
whatever it wants. At times, the lifespan of technical
campuses was ended in extensive fires... One such
inferno, at the former Matador chemical works in
Bratislava, occurred in summer 2006. Veronika
Sramatyova (b. 1977) is the only among the artists
mentioned here who paints in photorealism, with
her works often made as conceptual art. She placed
her painting on wood Hobby Painting 11 (Explosion
in Matadorka, 2012 — 2014) in an old-fashioned gilt



I

:: - e T
Fig. 5: Jdan Triaska: Smog, 2012, oil, canvas, 150 X 200 cm. Photo: Jakub Hauskrecht.
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Fig. 6: Veronika §; ramatyovd: Hobby Painting 11 (Vybuch v Matadorke) | Hobby Painting 11 (Explosion in Matadorka), 2012-2014, oil, wood,
45 X 90 ¢m. Photo: Adam Sakovy.

L

Fig. 7: Rastislav Sedlalik: Osada 3 | Settlement 3, 2013-2015, acrylic, canvas, 150 X 240 cm. Photo: Martin Deko.
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Fig. 8: Rastislav Podoba: Pracovnd plocha 1. | Working Surface I, 2018, oil, canvas, 200 X 240 cm. Photo: the artist.

frame. The painting’s tale is a view over the pictur-
esque Danube of stinging smoke spewing chemicals
over a large area of inhabited territory. Visible on
the left is the office building Penta Digital Park,
under construction, all hemmed in by concrete
housing blocks of the vastest socialistic housing
estate of Petrzalka. It might almost be a picture
postcard, but the artist has no intention of focusing
on aesthetically appreciating the cityscape. She is
unlike any of the artists mentioned here so far, as
most of them have a kinship for the aesthetics of
neo-expressionism, where the brushstroke blurs
reality. In realist painting it is difficult to carry off
a visual effect of scepticism toward memory; Sra-
matyova pursued this with the gilt, rather kitschy
frame, which would once have enclosed domestic
reminiscence or embroidered pictures in small-town
homes. (Fig. 0)

Rastislav Sedlacik (b. 1980) addressed the aes-
thetic of nature and prefabricates as a topic in

his Settlements (2013-2015) series of paintings; it
references the hundred-year flood in Nizna Mysla,
Eastern Slovakia, where waterlogged earth sloughed
onto the flood-damaged homes. The City of Kosice
had container buildings brought in for the affected
families to live in. With use, the people came to
feel at home in the prefabs, doing up the spaces
between them. Sedlacik based his capturing of this
phase of their long-term residence on documenta-
ry photography. His series comprises paintings on
canvas, with various signal elements. In some, he
works with a piece of fabric, another is a relief done
in boards. The series takes on the phenomenon of
temporary replacement housing for victim families,
which turned into permanent dwellings and a new
community. Unfortunately the painting series is no
more, as it all burned together with many others of
his works in a storage fire on 8 March 2023. (Fig. 7)

Rastislav Podoba (b. 1975) has been composing
his paintings on the boundaries between the aesthetic
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paradox of appreciating the countryside and the truly
critical state of the natural environment, soil, and
forests. Since 2017 he has been doing “portraits”
of the Slovak forest landscape, which the uncoordi-
nated forest management and overlogging has been
degrading. In 2017 the civil initiative We Are the
Forest put out a report that mapped a large quantity
of harvested native woodlands, including protected
forests. They used satellite photographs to buttress
their claim of clearcut spaces, which lead to the area
becoming warmer and less able to hold water. Any
ecological problem is closely linked to high-level
politics. Podoba’s painting Working Surface (2018) is
a large-scale picture, utilizing satellite photography’s
view of the land, showing large brown spots signal-
ling overexploited territory. His technique is pastose
in large format. This painting can be interpreted
variously, in connection with “painting as such” and
with how it is structured in four fields reminiscent
of a map. (Fig; 8)

The painters made these works with a shared
experience of surviving the same years culturally and
politically. As we see, the 1990s were not “euphoric”
in our discussions, though they are often presented

¥ PETERSEN, R. A.: Expandujica malba: diskutzivne bojisko
aintermedidlne laboratérium. In: GERZOVA,J.: Painting in the
Postmedial Age. Proceedings from an International symposium dedicated
to the problems of contemporary painting. Bratislava 2012, p. 47.
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as such — in optimistic reminiscence. Maybe it felt
this way as the decade began. In the works presented,
the painters (perhaps just for a moment) renounced
the “self-centred” perspective that is so pervasive in
today’s art. After 2000, paintings were often made
in the studio’s solitude (the works I have selected as
exemplary never faced the confrontation of group
exhibitions, though they have a significant place
in monographs and on artists’ web pages). The
painters acquired strategies for reflecting historical
events, leaving behind “the narrative of painting as
a medium of conservative, reserved, absorbed in
self-reflection”.” It is certainly appropriate to ask the
implied question of painting’s “impact”: whereas in
the west it remains somewhat oppositional vis-a-vis
official directions to be a leftist artist, in post-com-
munist Czechoslovakia leftist meant a betrayal of
November ’89 ideals. It took time to discover ways
to articulate topics addressing questions of deviating
from ethical norms — to find that “moral law within
me” and render it in an understandable message.*’
Of course, in a post-modern world, these artists
do not work continuously with a historical memory
strategy — they employ it only occasionally.

0 We find painting that provokes through reflection on issues
in other artists’ works too, such as Ivan Csudai’s series Teddy
on Swing (2005) — a teddy bear swinging with a Nazi swastika
flag; also some Martin Gerboc works, melding concentration
camps and the erotic cabarets of Betlin, as in Holiday Canmp
(2011-2012).
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Je to znamenie doby

Ivana MONCOTOVA

Marlba na Slovensku po politickom a historic-
kom obrate v roku 1989 nebola prili§ ziadanym
médiom. Po zmene rezimu zo socialistického na
kvazi demokraticky nastal kulturny obrat a zacali
sa nanovo definovali rimce umenia. Po roku 1989
teda vyrovnavanie sa so socialistickou minulost'ou
postihlo aj médium malby per se. Odmietanie tohto
média ako malo atraktivneho k realite vtedajse;j
rychlo sa meniacej spolo¢nosti malo, samozrejme,
viacero lokalnych ukotveni. Do Vysokej skoly vy-
tvarnych umeni v Bratislave ako vzdelavacej insti-
tucie nastupili hlavne ti, ktorych preruseny projekt
neoavantgardy sa od roku 1968, resp. 1972, verejne
institucionalne neprezentoval. A teda sa mohol
oneskorene obnovit’.

Dalsim aspektom bola americkd umenovedna
spisba, ktora od zaciatku 70. rokov 20. storocia
preferovala intermedialne polohy klasickych médii.
Cely vyvoj americkej teérie kritiky modernisticke;
mal'by a obrazu dobre opisala Zora Rusinova vo
svojom texte Mal'ba a mégia slov z roku 2012.' Na
Slovensku bol v 90. rokoch 20. storocia narativ
nsmrti malby* a ,,smrti autora™ vaimany velmi fa-
talisticky, limitujico definitivne. Niekol'’ko podnetov
na uvahu poskytujem aj v tomto texte. Sucast’ou
zamyslen{ je aj umelecka stratégia slovenskych ma-
liarov a maliarok a reflexie dejinnych udalosti v ich
tvorbe po roku 2000.

! Text predniesla prof. Zora Rusinova na konferencii Ma/ba
v postmedidlnom vekn usporiadanej Vysokou skolou vytvarnych
umeni (VSVU) na pode Slovenskej narodnej galérie v roku
2012, s medzinirodnou ucast'ou a s presahom k Sirsiemu
stredoeurépskemu kontextu média (Eva Badura-Triska,
J. Gerzova, A. Ring Petersen, Z. Rusinova, L. Gregorova
Stach, P. Vanous, J. Zalesak, Z. Sarvari). Sympézium inicio-
vala a zastresila Jana Gerzova, vtedy zamestnankyna Sekcie

Povojnové zapadné Nemecko a intelektualny
zapas o interpretaciu dejin — stratégie mal’by

Skladacke tohto textu chyba este ozrejmenie
d’alsieho kontextu, ktory pre nis bude v tomto
texte zaujimavy, a to preto, lebo autori a autorky
nezdielali averziu k maliarskym technikim a sposo-
bom. Podstatnejsia je uloha zapadonemeckej mal'by
po druhej svetovej vojne, ktorej ohlas a umelecké
stratégie ovplyvnili postupne celi eurépsku mal’bu.
Cez nemecky priklad si eurépska tvorba osvojila
autorsku stratégiu pracou s archivmi, archivnymi
reprodukciami, ¢o sa tiez zvykne oznacovat’ aj ako
Kultara spominania. Naviazana je, samozrejme, na
reflexiu nemeckej histérie druhej svetovej vojny,
suvisi s historickou pamit’ou, kolektivnou pamit’ou,
ako aj s nemeckym pojmom ,,Historikerstreit™ — in-
telektudlnym zapasom a spoésobom, ako inkorporo-
vat’ nacisticka histériu do nemeckej historiografie.
Pre nas kontext st doleziti zapadonemecki autori —
mnohi z nich sa dotkli okruhu Umeleckej akadémie
v Disseldorfe v polovici 60. rokov 20. storocia,
respektive aspon sikromnych konzultacii s J. Beuy-
som (1926 — 1986), ktory na akadémii pedagogicky
posobil. Rozvoj Porynia-Westfalska predstavoval
uspech povojnového Marshallovho planu, pribeh
povojnovo vzkrieseného nemeckého priemyslu,
ktory kumuloval zisk a umoznil vznik niekolkych

vizuilnych a kultdrnych $tadii VSVU. Prispevky zo sympézia
vysli knizne pod nazvom Malba v postmedidlnom vekn: Zbornik
g medzindrodného sympdzia venovaného problémom sitéasnej mally (ed.
J. Gerzova, 2012). Obdobné sympézium sa konalo uz v roku
2010 s nazvom Malba v kontextoch, kontexty malby. Tiez vyslo
knizne s rovnakym nazvom (ed. J. Gerzova, 2010). Zaroven
to bolo prvé sympdzium, ktoré sa venovalo téme mal’by a jej
reflexii v ¢eskoslovenskom kontexte.
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sukromnych galérif a postupne aj zberatel'skych
institacil.

Spominanym principom vyrovnania sa s nacis-
tickou minulost’ou a zaroven ocist’ovania osobnosti
z historie a ich diel, ktoré si osvojila nacisticka ideo-
légia, sa zaoberal a zaobera od druhej polovice 60.
rokov 20. storoc¢ia Anselm Kiefer (1945). Téma
nemeckej traumy dvoch vojen ma docinenia nielen
s kolektivnou pamit’ou, ale aj s principom, ako pra-
covat’ s kolektivnou vinou. Na konci 60. rokov 20.
storocia sa z mladickej rozsafnosti pohraval s vlast-
nymi kultdrnymi determinantami najskor nerozvazne
(performancie s hailovanim na verejnych miestach
v Burépe), od zaciatku 70. rokov 20. storocia malo
jeho dielo sice stale ambivalentné interpretacie, ale
on smeroval k obrazu, ktory sa ,,da ¢itat™. Pracuje
s témou drevenych interiérov podkrovi, ktoré dodt-
ziavaja symetrické delenie, do malieb uz vklada texty.”
Interiéry, aj ked’ ich odvodil od interiéru svojho ate-
liéru, st asocia¢né. Symetria okien ¢i zapalené fakle
asociuju siene slavy Walhally, len v drevenej verzii,
ide o ponasky na neskoronemecké parnasy, ako aj
ozivenie neskoromantickych mytov, ktoré priniesol
v 19. storoc¢i Ludovit 1. Bavorsky ako stavitel’ a pod-
porovatel umenia.’ Kiefer svoje tematické obliky
budoval nie vzdy priamo, ale skor ambivalentne. Vo
svojich mal’bach sa nepriamo podiel’al na invokovani
novych miest pamati. ,,Miesta pamiti patria do dvoch
roznych oblasti, ¢o je dévodom ich zaujimavosti,
ale aj ich zlozitosti: jednoduché a dvojznacné, pri-
rodzené a umelé, bezprostredne pristupné beznej
zmyslovej skdsenosti a zaroven vytvorené tymi

2 Mal'by Nemecki duchovni hrdinovia, Otec, syn a duch svity, Nothung
(Zapisky).

Ideolégia tretej nemeckej rise sa inSpirovala nadsene aj jeho
vzorom.

3

,»,Mista paméti nalezi dvéma raznym i8im, coz je divodem je-
jich zajimavosti, ale také jejich slozitosti: prosta a dvojznacna,
piirozena a uméla, bezprosttedné piistupna naprosto bézné
smyslové zkusenosti, a zaroven vytvofena témi nejabstrakt-
néj$imi postupy. Jsou vlastné misty v trojim smyslu slova, ve
smyslu materialnim, symbolickém a funkénim, to vse ale zaro-
ven, pouze v rizné mife.” NORA, P.: Mezi pamét{ a historii:
Problematika mist. In: Politika paméti: antologie francouzskych
spolecenskych véd. Praha 1998, s. 14.

> Nach Auschwitz ein Gedicht zu schreiben ist barbarisch
(Napisat’ poéziu po Osviencime je barbarstvo). ADORNO,
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najabstraktnejsimi metédami. Sa to vlastne miesta
v trojakom zmysle, v materialnom, symbolickom
a funké¢nom zmysle alebo vo vsetkych sicasne, len
v tOznej miere.

Niekedy Kiefer spracoval tému na zaklade prizna-
nej poézie (Paul Celan, Ingeborg Bachmann), ako aj
nacistami sprofanovanych germanskych mytov ¢i ve-
rejnych intelektualnych debat filozofov a historikov,
napriklad Adorna, ktory vystupoval v rozhlase, kde
presadzoval diskurz o reflexii holokaustu a denacifi-
kacii povojnového Nemecka. Nakoniec to bol Ador-
no, kto povedal, Ze po Auschwitzi si formy umelec-
kého vyjadrenia neadekvatne na vyjadrenie vtedajse;
reality sveta,” ¢im reflektoval krizu umeleckého
vyjadrenia. Adorno svoju poziciu v priebehu svojho
zivota viackrat revidoval, najma v suvislosti s poéziou
Paula Celana® a jeho Todesfuge (Fuga smrti, napisand
1945, publikovana 1948).” O ¢om rozpravame, ked
rozpravame o reflektovani kolektivnej viny? Poze-
rame sa na obrazy, ktoré nepracuju s explicitnym
zobrazenim nasilia alebo krvi, ¢i vojnovych scén
bojovych poli a civilného obyvatel'stva. Pozerame sa
na obrysy; vel'koplo$né mal'by so svojou pastéznou
a materialovou mal’bou pripominaju rozmocené polia
¢i hlboké nemecké lesy, mytické, nemecké rieky na , I
a,,R*. Krajiny ¢i architektury pripominaju spaleniska,
v architektire je mozné rozoznat’ realne diela Alberta
Speera alebo Wilhelma Kreisa.

S podobnym principom a autorskou stratégiou
pracovali aj d’al${ maliari zapadonemeckej mal’by:
Gerhard Richter (nar. 1932), Jérg Immendorff
(1945 — 2007), Georg Baselitz (nar. 1938) spolu

T. W.: Kulturkritik und Gesellschaft. In: Gesammelte Schriften,
Band 10.1: Kulturkritik und Gesellschaft 1, ,,Prismen. Obne Leitbild "
Frankfurt am Main 1977, s. 30.

6 Paul Celan (nar. 1920 v Cernivci, ¢ast’ Bukovina — pévodne
multietnicka oblast’ Rakuska-Uhorska, potom Rumunska,
dnesnd Ukrajina) autor zidovského pévodu nemecky hovoria-
cej enklavy, ktory napriek tomu, ze Zil od roku 1948 v Parizi,
ostal naviazany na literdrnu tvorbu v nemcine. Bol prezivsim
holokaustu, poc¢as neho zomreli obaja jeho rodicia. Svoj zivot
ukondil v Parizi skokom do Seiny v roku 1970.

Todesfuge je jedna z kl'icovych tém samotného A. Kiefera
a jeho obrazov inskribovanych Margarethe a Sulamit ako
protikladom germanskej a zidovskej dievéiny. Kiefer pouziva
citat celého dvojversia od Paula Celana ,,dein goldenes Haar
Margarete Dein aschenes Haar Sulamith® alebo len jeho
sekvencie vo svojich mal'bach ako fragment textu.



s Eugenom Schoénebeckom (nar. 19306) a inf. Napri-
klad Richterov maliarsky cyklus Birkenan (2014) je
spodobeny ¢isto abstraktne.

Vietky Kieferove diela konfrontuji vahu mi-
nulosti cez asociativne odkazy na symboly, miesta
v krajine, architekturu, rieky, Wagnerove opery. Su
to autorské pristupy, ktoré konfrontujui pritomnost’
s minulostou aj dnes. A aj dnes si v povedomi
spolocenského diskurzu. Ich asociativne odkazy
na minulé alebo spoloc¢ensky vyznamné archivy st
autorskym pristupom, ktory sa za ich maliarskej éry
osvojoval, mnozil, distribuoval. Stratégia pripomi-
nania minulosti a formovania verejného diskurzu
o kolektivnej pamiti nie je, samozrejme, viazana len
na minulost’ spojenu s druhou svetovou vojnou. Jej
hranice presli k reflexii akychkol'vek celospolocen-
skych problémov, respektive k otvaraniu tém, ktoré
neboli spracované, ¢asto maji osobny a zaroven ve-
rejny presah. Autori a autorky odkryvaju fenomény,
pri ktorych méZu sami pocitit’ hanbu a spolocenské
zavrhnutie. Richterova monochrémna siva malba
Onkel Rudi (Ujo Rudi, 1965), ktora zobrazuje vojaka
v nacistickej uniforme a je malovana podl'a rodinne;j
archivnej fotografie, zobrazuje uja z matkinej strany,
ktory slizil vo Wehrmachte az do svojej smrti v roku
1944. Zaroven podl'a rodinnej archivnej fotografie
podobne formalne namaloval svoju tetu, matkinu
sestru v diele s nazvom Tante Marianne (Teta Marianne,
1965), ktora zomrela pocas realizovania nemeckého
eugenického programu. V nadviznosti na to Rich-
ter namaloval pana Heydeho (Herr Heyde, 1965),
psychiatra, ktory bol do tohto programu vyrazne
zapojeny. Tito autori dekady dokazovali, ze vlast-
né kulturne determinanty je potrebné preskumat’
starostlivo a opakovane pridavat’ tie, ktoré aktualne
formuja spolocnost’.

Ich sposob konstruovania umeleckého diskurzu
minulosti samozrejme ovplyvnil mladsiu generaciu
nemeckych tvorcov — niektorf ,,zIi chlapci® z Neue
Wilde (Novych divokych) sa odvazili verejne pouzit’

8 KIPPENBERGER, S.: Kippenberger: The Artist and His Families.
Atlanta; New York 2011.

? Napriklad G. Baselitza spritomriuje cez skicu svine domacej
leZiacej na chrbte — narazka na Baselitzove obrazy prezen-
tované dolu hlavou. Pozri obraz J. Immendorff: Kleine Reise
(Hazensiilze), 1990, olej na platne, 250 X 500 cm. Pozti COHN,

ich autorsku stratégiu ako cynicku frasku, ako kritiku
mal’by malbou. Najviditelnejsie to robil ,,trouble-
maker Martin Kippenberger (1953 — 1997). Jeho
malba s nazvom ,Ich kann beim besten Willen kein
Hakenkrenz entdecken (,Pri najlepsej vili tam nemizgem
objavit’ dalsi hakovy kriz"“, 1984) je toho prikladom.
Marlba evokuje konstruktivnu abstrakciu z farieb
nemeckej vlajky — Zltej, ¢ervenej, ¢lernej. Svojou
vlastnou malbou provokuje existenciu roznych ume-
leckych pradov ako neo-geo, manieru Bad Painting
a neustalych kultirnych revivalov k téme nacizmu.®

Podobne sa kritike zapadonemeckej spoloc¢nosti
od konca 70. rokov 20. storo¢ia venoval vo svojich
dielach aj Jorg Immendorff (1945 — 2007) v sérii
malieb Café Deutschland, ktoré svojim vysmechom
a stratégiou kolazovitosti a situacie pripominaja po-
litickymi odkazmi presytené berlinske DADA alebo
Georga Grosza. Aj Immendorff formuloval stav roz-
deleného Nemecka ako skrumaz réznych kultdrnych
a politickych postav. V preludnenych grotesknych
scénach s maliarmi a filozofmi, samozrejme, nesmel
chybat’ ani jeho ucitel’ . Beuys, sam autor, ako aj
plejada maliarov — jeho sucasnikov. Komentoval ich
podla osvojenej maliarskej formy, ktora u niektorych
povazoval az za manieru.’

Zapadonemecka malba 80. rokov 20. storo-
¢ia bola prepojena s newyorskou scénou. Prvym
vyznamnym medznikom, ked spolu vystavovali
americki aj zapadonemeck{ maliari, bola Documen-
ta 7 v Kasseli v roku 1982. Jej umelecky riaditel
Rudi Fuchs prezentoval sochu, malbu, konceptu-
alne tendencie ¢i minimalizmus bez akychkol'vek
umenovednych restrikcii. Na vtedajsej dokumente
vystavoval A. Kiefer, vzniklo tam 7 000 Beuysovych
dubov, zacastnili sa jej neoexpresionisti, predstavi-
telia arte povera, ako aj americki umelci z okruhu
The Pictures Generation ¢i street artu, postmodernej
americkej malby, minimalizmu a zisla sa tam cela
plejada foriem a umeleckych prezentacii.'’ Vystava
zaroven odstartovala medzinarodnu rozpoznatel-

D.: In my paintings I elevated the situation, but it was reality.
In: Jorg Immendorff— For All Beloved in the World. Kéln 2018,
s. 29 —37.

1 Pozti DOCUMENTA 7, dostupné na internete: https://
de.wikipedia.otg/wiki/Documenta_7 alebo Kunstforum Inter-
national, Bd. 53/54,7/8, 1982.
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nost’ maliarov Neue Wilde. Vystavoval tu aj A. R.
Penck, ktory az v roku 1980 emigroval z viychodného
Berlina do zapadného Nemecka. Prehliadka umenia
vyrazne rozsirila umelecky obchod medzi Nemeckou
spolkovou republikou a USA, presnejsie newyorsky-
mi galeristami. To sa specat’ovalo svadbami, ako aj
medzikontinentalnymi fuziami galérii.'' Umelecky
svet sa globalizoval na palube concordu.'”” Mal'by
Neue Wilde v 80. rokoch 20. storocia zaplavili trh.
Hlavnym kritikom talianskych a zapadonemeckym
maliarov bol Hal Foster (apologét Pictures Genera-
tion), najmi pre pouzivanie apropriacie kultdrnych
artefaktov z obdobia fasizmu a nemeckej Tretej
rise.”

Podcenil semioticku dimenziu zapadonemeckej
mal'by (ale aj zitd kultirnu skusenost’) v $irsich
spolocenskych otazkach, takisto maliarsku kritiku do
vlastnych umeleckych radov, alebo aj kritiku média
mal’by ako mal'ovanu kritiku malby, napriklad v diele
J. Immendorfa: Prestasite malovat’ (Hort auf u malen,
19606), S. Polkeho: Prikdzanie vyssich bytosti: Prayy horny
rob vymalujte na lierno! (Hobere Wesen befablen: rechte obere
Ecke schwarg; malen!, 1969).1

" Vplyvnd americka galeristka Mary Boone sa stala manzelkou
viznamného galeristu Michaela Wernera, d'alej sa nadvizovali
galerijné partnerstva a vymienali sa autori a autorky medzi
kontinentami, nemecki galeristi zakladali galérie v New Yorku.

Concord sa ako komeréne pouzivané lietadlo, ktoré skratilo
let medzi New Yorkom a Parizom na polovicu, spominaju
vo svojich dennikoch Keith Harring aj Andy Warhol.

,»Odkazy v novom talianskom (a nemeckom) ument nie st len
modne; ako ukdzal Buchloh, su tiez spojené s momentmi, ked’
regresia v modernom umeni stivisela s reakciou v politickom
zivote. Pouzivanie takychto precedensov alebo analdgii je dnes
sotva vhodné: akokol'vek ironické, nie je kritické, ale opat’
pseudoskandalézne. Ked teda Taliani preberaji prvky z fasis-
tického umenia alebo ked’ Nemci — najmi Anselm Kiefer, J6rg
Immendorff a Markus Liipertz — cituji nacistické symboly
alebo nadsenie (napr. Wagnera), toto gesto je menej antire-
presivne alebo kulturne revolucné ako riskantné, represivne
zvodné, desivo Sik. Tymto sposobom, ¢i uz je pochmurne,
alebo tajomné, takéto historizujice umenie nemoéze inak, ako
odhalovat’ urcitd frustraciu zo slobdd a fantazii, o ktorych
vie, ze si obmedzené, urcita zufalost’ vo svojom uteku. (Ale
pred &im uteka? Co je potlaéené tu a inde? ,Historia‘ v tomto
umeni pontka vodidlo, pretoze to, ¢o je potlacené, je tiez
histéria — ale histéria, ktord nemozno zredukovat’ na vtipné
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Z podstaty Kultary spominania sa aj zjednotenie
Nemecka, po ktorom volali aj maliari pocas celej
svojej tvorby, stalo sucast’ou kultarnych dejin.

Ak sa nikdy nenaucime, Ze sme tu uZ boli...
realita devit’desiatych rokov

Kultirna pamat’ na rozdiel od komunikativnej je
zaznamenana a spredmetnena: v pisme, obrazoch,
ritudloch, stavbach a miestach pamiti."” Jej funkciou
je zabezpecovat’ vedomie o spolo¢nej minulosti
a prispievat’ k vytvaraniu spoloc¢nej kolektivnej
identity daného spolocenstva. Ma dve zlozky: pa-
sfvnu — tzv. archiv a aktivau — tzv. kdnon.'® Politicka
pamat’ ma spolocné charakteristiky s kulturnou:
obe st zamerne vytvarané, ich pretrvavanie a odo-
vzdavanie v Case zavisi od institacii a organizaci
(muzed, archivy, skolsky systém). Ma iba aktivnu
formu — vsetko, ¢o je jej obsahom, je aktivne, zivé,
pripominané. Jej funkciou je prostrednictvom pri-
pominania historickych udalosti, 0osob, miest, javov,
artefaktov a c¢inov udrziavat’ identitu spolocenstva,
prislusny politicky utvar a posiliiovat’ existujicu po-

postavy alebo umelecké historické $tyly, na ikony odcudzenia
alebo zvecnené znaky: histdria socialnych a politickych kon-
fliktov. Tradicné umenie sldzilo na magické vyriesenie tohto
konfliktu. Niektoré suc¢asné umenie sa ho snazi vyjadrit’; toto
umenie ho vsak ignoruje, popiera.) Takéto umenie je teda vo
vzt’ahu k histérii rovnako ambivalentné ako jeho umelci voci
svojmu burzodznemu publiku (sucasne skandal6zni a servilni)
a ako je toto publikum vo vSeobecnosti voci vysokej kultare
(prit'ahuje ho, ale zaroven je voci nej podoztivé). Pri absencii
akejkol'vek inej relevantnosti alebo legitimity slizia historické
odkazy v tomto umeni ako forma sankcie. Avsak tieto formy
a sposoby si prave ahistorické, oddelené od socialnej praxe.”
In FOSTER, H.: Recordings. Art, Spectacle, Cultural Politics.
Seattle; Washington 1985, s. 41 — 42.

" GRAW; L: Painted Critique of Painting. From Anti-essen-
tialism to the Myth of Self-Activity in the 60’s and 80’ (Im-
mendortff, Polke, Ochlen, Kippenberger). In: GRAW, L.: The
Love of Painting: Genealogy of Success Medium. Berlin 2018, s.
145 — 148.

15 NORA 1998 (v pozn. 4), 5. 7 — 31.
16 ASSMANN, A.: Canon and Archive. In: ERLL, A. — NUN-

NING, A. (ed.): Cultural Memory Studies: An International and
Interdisciplinary Hand-bookm:. Betlin; New York 2008, s. 96 —108.



liticku vladu. Z politickej pamiti st obvykle vylacené
také historické udalosti a osobnosti, ktoré by mohli
vyvolavat’ pocity hanby ¢i viny. Takéto negativne
javy byvaju do kolektivnej pamiti integrované len
pod silnym vonkajsim tlakom."”

Slovensko po vzniku (a rozdeleni Ceskosloven-
ska) malo problém so sebadefiniciou a v spolo¢nosti
sa nedarilo najst’ konsenzus, k akym hodnotovym
normam su jednotlivci ochotni prilnat’. Tento
problém pretrvaval aj v prvych rokoch treticho
milénia, bol v$ak prekryvany inymi témami, ako
napr. ekonomicky rast, nevymozitelnost’ prava,
kuponova privatizacia. V masfvnom ideologickom
konstrukte vtedajsej vlady sa vsak hralo na city
tradi¢cného slovenského povedomia a vicsinovej
spolocnosti prostrednictvom prvkov ako ,krajina
medzi Dunajom a Tatrami®, Krivan, Polana, Zo-
bor, Devin, Vah, Dunaj a postav ako Svitopluk, sv.
Cyril a Metod, Janosik, i ked’ ich obsahova napln
oplyva vykonstruovanymi vlastnost’ami a bola ste-
reotypizovana.' Tato agenda z ¢asu na ¢as zosilnie,
podla toho, kto je aktudlne sucast’ou vladnej moci.
Uzemie dnesného Slovenska v 90. rokoch 20. sto-
rocia preslo vlastnym prikladom slovenskej verzie
Historikerstreit, boja akademickej verejnosti voci
silovym, politickym zasahom so snahou prekrutit’
dejiny. Vtedajsi diskurz bol tizko prepojeny s minu-
lost’ou slovenského statu (1939 — 1945), ktory vzni-
kol po Mnichovskej dohode a Viedenskej arbitrazi
s podporou nacistickej Tretej riSe. Jednym z takych
chybovych prikladov pri reflektovani dejin prvého
statu Slovakov v realite 90. rokov 20. storocia bolo
vydanie knihy historika a katolickeho knaza Milana
S. Duricu v roku 1995, ktord v nasledujicom roku
rozdistribuovalo Ministerstvo $kolstva SR do vset-

7 KUBISOVA, Z.: Kolektivaf pamét’ a nirodnf identity. In:
MASLOWSKI, N. — SUBRT, J. a kol.: Ko/ektivni pamét K teo-
retickym otazkdm. Praha 2014, s. 81 — 111.

18 ONDRE]OVIC, S. — KRUPA, V.: Identita a jazyk. In: KI-
LIANOVA, G. - KOWALSKA, E. - KREKOVICOVA, E.:
My a ti drubi v modernej spoloinosti: Konstrukcie a transformacie
kolektivnych identit. Bratislava 2009, s. 132.

9 DURICA, M. S.: Histéria Slovenska a Slovikon. Bratislava
1995. Autor verejne sympatizoval s ideolégiou vojnového
slovenského $tatu. Ministerstvo $kolstva SR, ktoré tuto knihu
vydalo, viedla vtedy E. Slavkovska, nominantka Slovenskej

kych zakladnych a strednych $skol."” Nacionalistické
tendencie sa zacali politicky podporovat’ uz pred
rokom 1993 a tiez sluzili na politicku aktivaciu, ten-
toraz k priatelskému rozdeleniu Ceskoslovenska.
V mnohom sa vtedy sklonovala slovo identita, ale
v zmysle narodnej uvedomelosti, s ¢im saviselo aj
formovanie dejin naroda ako proklamovane mladého
a bez dejin. Dalsim $kandalom v roku 1997 boli pro-
testy umelcov a umelkyn (hercov, vytvarnikov) pred
Ministerstvom kultary SR v Bratislave vinou pripra-
vovanej ministerskej reformy. Umelci vratane vytvar-
nych umelcov v tom case fungovali ako aktivistické
uderky, ktoré, ako na to osobne spominaju, ,,chranili
slovensku kultdru vlastnym telom*“.* K tomu patti
aj ovladnutie fondu Pro Slovakia (minister kultary
I. Hudec presmeroval financie z fondu Pro Slovakia
urceného na podporu kultiry na protezované osoby
a zaujmov¢é zdruzenia bez transparentného hodnote-
nia odbornymi komisiami).” Kultira bola vaimand
ako sluzka politickych zaujmov a jej ulohou bolo
zhodnocovat’ nazory vladnucej politickej garnitary.
Vo vzduchu stile visela otazka ako ukotvit” historické
dedi¢stvo, ako ukotvit’ hodnotové systémy novej,
vznikajucej republiky. Je dost’ mozné, Ze tieto dnes
nazyvané , kultirnohistorické® otazky vyrazne trapili
len mald cast’ obyvatel'stva, etatizmus povazovali
zrejme za ,,panské huncutstvo®. Vicsiu cast’ trapila
vysoka nezamestnanost’, inflacia a chut’ materialne
si doplnit’ chybajtcu variabilitu vlastnenia tovarov,
vel'a'udi sa v 90. rokoch odst’ahovalo zo Slovenska
na zapad alebo do USA (tento exodus nie je vel'mi
reflektovany). Vel'a sa hovorilo o slobode ako verej-
nej téme, ale ako sa ukazalo, nie vsetci si pod tym
predstavovali to isté. Napriklad ekonomicky zaloZzen{
T'udia si mysleli, Ze slobodny trh vSetko vyriesi spra-

narodnej strany. Viac VRZGULOVA, M.: Newyrozprivané
susedské historie: Holokanst na Slovensku 3 dvoch perspektiv. Brati-
slava 2010, s. 16.
? Vo vlade vtedy boli Slovenska narodna strana, Strana robot-
nikov Slovenska a Hnutie za demokratické Slovensko, ktoré
bolo veducou stranou a jeho predseda Vladimir Meciar bol
aj predsedom vlady.

2

Sprava CTK. Minister Hudec podal podnet na umelcov. In:
SME, 13. matrec 1997. Dostupné na internete: https://domow.
sme.sk/c/2067767 /minister-hudec-podal-podnet-na-umel-
covhtml
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vodlivo a sukromné firmy budu postupne kultivovat’
spolocnost’, lebo konkurencia na trhu ich bude nutit’
spravat’ sa korektne. Umelci a umelkyne hovorili
o slobode tvorby bez externého zasahu $tatu, bez
cenzury (ktord pocas socializmu determinovala ich
existenciu) — preto na akukol'vek spitnu vizbu alebo
systémovy zasah reagovali vel'mi citlivo. Sloboda
bola vhimana kantovsky ako autonémne konanie na
zaklade rozumu a moralneho zakona.

Na druhej strane boli univerzity, na ktoré, a to
najmi na humanitné smery, prudilo vel'ké mnozstvo
studentov a Studentiek dychtiacich po otvorenej a slo-
bodnej akademickej pode. Akademicka poda prinasala
ako prva prelomové myslienky ,,zo zapadnej Eurépy*.
Prekladali sa napriklad diela filozofov R. Barthesa
a M. Foucaulta, ktoré sa vzt'ahovali ku kritike insti-
tucii, ale aj k vazbam obrazu a vizualneho umenia,
k smrti autora.”? Pritomnost’ francizskej filozofie do-
kumentuju aj prvé diela Romana Ondaka (nar. 1966)
Syita kenignica (1995), Chut’ myslenia (1995), Hlad (19906),
Syity stil/ Sated Table (1997) — su vlastne odkazom
k uchovavaniu eurépskeho dedicstva, téme intelektu-
alneho hladu a jeho saturacie v 90. rokoch 20. storo-
Cia, a reflektuju aj kontext mainstreamového zahltenia
konzumom ako moznost’ou ,,zivotného modu®.

Na pociatku 90. rokov tu kratko posobila skupina
umelcov a umelkyn, ktori/é nastdpili na vytvarnu
scénu po polovici 80. rokov 20. storocia, takze uz boli
ovplyvneni odmikom Gorbacovovej perestrojky.
Boli to autori, ktorf prevzali zapadné vplyvy malby:
nemeckej neoexpresie, Neue Wilde, talianskej transa-
vantgardy, popripade moskovského konceptualizmu
a soc artu. Zhfname ich pod nazov ,,postmoderna
mal’ba na Slovensku®, niektor{ vystavovali pod sku-
pinovymi aktivitami, ako napr. autori zo skupiny
Syzygia ¢i umelecka Skupina A-R (Avance — Retard).
Cast’ autorov zldkali v 90. rokoch iné zamestnanecké
pozicie — boom podnikania s reklamou, vstup do po-
litiky, ¢ast’ sa uplatnila v ucitel'skej praxi na strednych
a vysokych skolach. Tf1, ktori sa zivili reklamou, ne-
mali ¢as na tvorbu a vytratili sa z vystavnych aktivit.
Uzivit’ sa v slobodnom povolani vytvarnika sa zrazu

O sériu prekladov sa zasluzil slovensky filozof Miroslav
Marcelli.

# Zalozené v roku 1993 G. Sorosom, americkym finan¢nikom
mad’arského povodu.
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v 90. rokoch zdalo ako neredlne. Stat vycuval z tlohy
zadavatela verejnych umeleckych zakaziek, ktorymi
pocas Styridsiatich rokov socializmu subvencoval
umelecku tvorbu realizaciami do verejnych priesto-
rov a verejnych statnych budov. V realite 90. rokov,
ktoré boli prespikované permanentnou ekonomickou
krizou a divokou privatizaciou, sa rozmohlo pravo
mafie a jej zakonov. Sprevadzala ju aj sloboda vku-
su, ktora vrcholila v podobe sukromnych vil v style
,podnikatel'ského baroka®, finan¢na podvyziva
statnych zbierkotvornych institucii, reformné zme-
ny. Prehnala sa tu prva emigracna vlna l'udi, ktori
priebezne pocas desat’rodia utekali z tzemia Ce-
censka ¢i byvalej Juhoslavie v dosledku ozbrojenych
nabozensko-etnickych konfliktov. Transformacia zo
socialistického zriadenia s riadenym hospodarstvom
ku kapitalistickému vol'nému trhu mala tristny
charakter. Pomaly sa sice rodil trh s umenim, ale
zberatefov bolo malo a viac sa zameriavali na starsie
umenie. Slovensko sa vyvijalo smerom k rustikalne;j
demokracii s obmedzeniami.

Silnym prvkom v problematickej slovenskej reali-
te boli ako ostrovy slobody vnimané nadacie — najma
SCCA (Sorosovo centrum sicasného umenia),
neskor premenované na NCSU (Nadacia — Centrum
sucasného umenia), ale aj nadacia Pro Helvetia.
Okolo tejto institucie sa ,,tocili* umelci a umelkyne
tvoriace v perspektivach postkonceptu, postobjektu,
performancie, fotografie. Zamerom vedenia nadacie
bolo ,,rozsirovat™ pole umenia* nielen medzi klasic-
kymi ramcami zanrov, technologickych postupov, ale
aj jednotlivych umeni. NSCU organizovalo vyrocné
vystavy a k nim aj série prednasok na jednotlivé témy.
Vystavam dominoval kurator ¢i kuratorka — diela
sa Casto tvorili na zaklade kuratorskej témy, v ume-
novednej spisbe sa vyskytol aj diskurz dominancie
kuratora ako urcujicej osobnosti. Ich aktivity vratili
do hry preruseny pribeh neoavantgardy. Niekol’kym
autorom a autorkam otvorili aj dvere k prezentacii
na zahrani¢nych umeleckych férach.

Na strane tretej umenovedna kritika protezovala
umenie mimo ramcov modernistickej mal’by — doha-

* Rozhovor Barbory Gerzovej s Mariou Hlavajovou. In: CAR-
NY, J. - GREGOR, R. (eds.): Paradox 90: Kurdtorské koncepcie
v obdobi mediarizmu (1993 — 1998). Bratislava 2014, s. 71.



nali sa a kopirovali sa prieniky réznych umeleckych
médif, média instalacie, apropriacie, ready-madeu,
videoartu. Umenie sa prudko intelektualizovalo,
vyznamovo krylo so snahou vrstvit’ viacvyznamo-
vost’, ¢o odkazuje k stratégiam konceptualnej tvorby
a racionality.” Vytratila sa klasicka narativnost’, pra-
covalo sa s umenim ako laboratériom, viskumom,
diela sa nenazyvali dielami, ale projektmi, umelci mali
experimentovat’, aby prekrocili ramce zauzivaného —
jazyk interpretacie vzniku umenia sa viac priklonil
k vede. Jazyk umenovedy sa $tylizoval smerom k es-
tetike a filozofii.

Slovensky umenovedny kontext v mnohom
prevzal akademickd debatu z Franctizska a USA
(o smrti autora, o konci malby), ktord som spo-
menula vyssie. Myslim, ze sa tieto témy brali fa-
talne a doslovne ako ,,znamenie doby*, nie podl'a
rozvinutych intencii ich autorov. Nevystavovali
sa narativne malby s presahom k afektu, patosu,
emocii. Maliari a maliarky, ktorych tieto témy
zaujimali, sa povazovali za nedostatocne racional-
nych/e. Resp. racionalita bola prezentovana ako
spolocenska istota. Emocny zasah sa ocakaval od
masovych médif ¢i reportaznej fotografie. Nova
éra umelcov a umelkyn absolvujicich umelecké
skoly na Slovensku hned’ v porevolu¢nom case sa
otvorila zapadnym vplyvom a podnetom vtedajse;
aktualnej zahranicnej tvorby, ¢im akoby generacne
paralelne vznikali slovenské verzie zahrani¢nych
autorov a autoriek. Originalita sa rozpadla na marne
kusky. Snaha bola vyviezt’ svoje umenie na zapad
od nasich hranic, tato tizba je tu pritomna dodnes.
Pozicia samotnej umeleckej tvorby nezadefinovala
sama seba ako protivahu k verejnym politikam,
historii a socidlnej spolocenskej situacii, teda az na
malé vynimky starsej generacie reflektujicej holo-
kaust — napr. Juraj Bartusz, Dubo Stacho, Dezider
To6th, Monika a Bohus Kubinski. Inou stratégiou
bola praca s masovymi médiami, kde autori prevzali
medialnu informaciu, ktorej podstata vysledného
diela z nej vychadzala — napr. Peter Meluzin, ¢ias-
toc¢ne Veronika Rénaiova, Peter Rénai. Zaroven
neokonceptualna generacia nepreukazovala vo
svojich dielach vyhranené politické vedomie (hoci

» Koncept sa obhajoval ako racionélny a rozumovy, opome-
nula sa jeho transcendentalna stranka, ktord sa vyskytovala
aj v tvorbe vyraznych predstavitelov.

na osobnej urovni ho vzdy mala), zatial’ o starsia
generacia to prezentovala verejne — Rudolf Sikora,
Peter Kalmus.

Mladsia generacia, ktora koncila umelecké vzde-
lanie v roku 1995 — 1996, nepracovala v zasade
s odkazmi na minulost’ a v reflexii na dva neslo-
bodné rezimy, v ktorych uzemie dnesnej Slovenske;
republiky zilo medzi rokmi 1939 — 1989. Umelci
a umenie to prenechavali historikom a otvarajicim
sa archivom. Psychologicky moment zverejfiova-
nia oralnej histérie sa hned od zaciatku 90. rokov
uplatrioval najmi na prezivsich holokaust.*® Orilna
histéria v reflexii holokaustu, slovenského Stitu,
tvrdych 50. rokov, neskor 60. rokov, ako aj normali-
zacie v Ceskoslovensku, postupne vyrazne prispela
k zmene spoloc¢nosti (ako aj umenia) na spolocnost’
otvorenu v zmysle zaujimajicu sa.

Na druhej strane je potrebné povedat’, ze vsetky
tieto aktivity boli dost” dlhodobo podcefiované ma-
sovymi médiami, ¢o sa tyka edukacie spolocnosti.
Vznik sukromnych televizil v 90. rokoch, ktorych
obsahom bol novy typ brakovych relacii a pudovej
zabavy, viedol k ohlupovaniu verejnosti a rozvinu-
tiu hlbokej historickej nevedomosti. Sprievodnym
znakom upadku bol aj zamrznuty knizny trh po
rozdeleni Ceskoslovenska, prezival len na oddycho-
vej a nenarocnej selankovej literature. Intelektualne
narocnejsia literatira sa sem dostavala v ceskych
prekladoch, zakladné knihy o dejinach umenia ne-
vynimajuc. Kontexty zahrani¢nych umeleckych scén
a mal’by sa nasavali cez prehliadky umenia v Benat-
kach a na cestach za individualnymi monografickymi
vystavami. Popisany stav vyvoja nemeckej mal'by tu
nebol taky znamy v kontexte a vo svojich nuansach
narabania s obrazom, interpretaciou, materialovymi
posunmi a kritikou. Vela savislosti sa stracalo v pre-
klade. Zili sme viak v preddigitalnej dobe. Dobe, kto-
ra predznamenavala tretiu digitalnu revoldciu a ktora
rozsirenim vsetkych digitalnych ,,tools* materialove;
malbe vlastne pomohla. Ako sa nové média stali na
konci 90. rokov a zaciatku milénia financne dostup-
nejsimi, zaroven nastapilo aj ich rychle starnutie (¢i
zanikanie nosicov) a doslo aj k uvedomeniu si, ze ich
treba naplnit’ kvalitnymi obsahmi.

% VRZGULOVA 2016 (v pozn. 19), s. 11.

197



Malba sa dostala na Slovensku do pozornosti
okolo roku 2005/2006,” hovorilo sa aj o navrate
mal’by, ¢o prebiehalo stcasne s rovnakymi tenden-
ciami v globalizovanom zapadnom svete a suviselo
s rozvojom galerijného obchodu. U nas to stviselo
so vznikom dalsich dvoch umeleckych vysokych
$kol,?® akademicka vyucba toto médium rozvrstvila
v priestore aj vplyve. Nastup zaznamenala prva ge-
neracia, ktora koncila naraz na troch skolach uz v de-
mokratizovanej spoloc¢nosti (pomeciarovskej ére).

Na tdato dobu vyborne, ale veI'mi kryptovane
reaguje Roman Ondak fotografickym diptychom
ZIl¢ spravy sii ug minuloston (2003), kde je na jednej
ciernobielej fotografii zachyteny autorov otec ¢itajici
noviny, na druhej autor na tom istom mieste citajuci
tie isté noviny Smena z 22. augusta 1968.” Mozno
prichadzalo uvedomenie si postupného prekonania
tych najhorsich desiatich rokov po rozdeleni Cesko-
slovenska. Ako aj piatich rokov od poslednej vlady
Vladimira Meciara.

Ako spolocnost’ sme boli stale v transformacnej
taze — spoloc¢nost’ bola pravom nahnevana na vyvoj
v 90. rokoch. Aj ,,zavesna“ mal'ba zacala spracovavat’
transformaciu spolo¢nosti, postupne dokazala viac
reagovat’ na uplne aktualne spolocenské témy. Bez
ohladu na to, kde a kedy autori a autorky studowvali,
zacali uplatnovat’ piktorialne vizualy seri6znych spo-
locenskych tém. Mal'ba zacala tplne vol'ne pracovat’
so stratégiami, ktoré jej predpripravili aj 90. roky.
Pouzivanie najdenych obrazov ako podkladovych

7V roku 2006 kondil silny ro¢nik u pedagdga Ivana Csudaia
na Vysokej skole vytvarnych umeni. Medzi absolventami boli
napriklad Erik Sille, Andrea Bartoova, Michal Czinege...
Prezenta¢né ulohy niektorych z tychto absolventov podne-
covali d’alsich Studentov k vystavnému kolotocu, ktory si
umelci a umelkyne manazovali prevazne sami.

# Akadémia umeni v Banskej Bystrici funguje od roku 1997,
Fakulta umeni Technickej univerzity v Kosiciach od roku

1998.

# Noviny reflektovali invéziu vojsk Varsavskej zmluvy do
Ceskoslovenska a obsadenie Sovietskou armadou.

0 Tento ekonomicky termin sa vzil aj do kultirnej praxe v nul-
tych rokoch 21. storocia, rovhako pomenovanu cenu zacali
odovzdavat’ vitazom Ceny Oskara Cepana clenovia Galérie
HIT (Cena mala vizual tigra a bola putovna).
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surovin — vyhladanych medialnych obrazov, sek-
vencii z filmov. Objavila sa emancipacia na zaklade
feministického myslenia — projektovala problematiky
z pohladu Zeny. Niektori posilnili naboZenska slobo-
du, ktora prisla po roku 1989, a spojili ju s kontextom
sicasného umenia a malby.

Mal’ba ako asociacia kultirnej pamiiti cez
miesta, architekturu a prostredie

Do média mal’by sa oZivovanie kultirnej pamiti
dostalo v spolocensky zrelSom obdobi histérie
Slovenskej republiky, kontinualne poc¢as obdobia
spominaného navratu malby. Plat{ to vSeobecne
aj o inych umeleckych médiach. Ide o obdobie, do
ktorého patrili témy reflektujice kultirnu pamat’
alebo spolocenské zmeny. Toto obdobie okolo roku
2005 bolo aj obdobim prvej vicsej ekonomicke;
stability, proeurépskeho smerovania, ako aj odstupu
od 90. rokov 20. storocia, v ktorych sa vicsinu ¢asu
bojovalo, aby sme ako spoloc¢nost’ skoncili na ,,tej
spravnej strane dejin®. Slovensko v PR vystupoch
zacali titulovat’ ako ,, Tatransky ekonomicky tiger.”
Po roku 2000 zacali v slovenskom vizualnom umeni
vznikat’ diela, v ktorych sa spritomnuje hist6ria — naj-
mi vlastnej krajiny. Zdrojom obnovenia tejto pamiti
bol pre vicsinu tvorcov dokument, dobre napisana
kniha.’! Spominanie, ptipominanie a nezabudanie
je aktom sikromnym, ale aj obcianskym. Zaroven
preukazuje sucit s realitou inych I'udi. Maliarka Jana

! V socharskej tvorbe to bolo trosku inak, tam prichadzali otdz-
ky o sochich vo verejnom priestore a o pamitnikoch a ich
relevancii v skupinovych vystupoch — vystavach, prednaskach
obcianskeho zdruzenia zalozeného sochirmi s nazvom
Verejny podstavec a Resculpture. Jednym takym vystavnym
vystupom bola vystava Pantedn, hrdinovia a anti-pomniky v ku-
ratorskej koncepcii Daniela Griana v galérii Medium v roku
2006 v Bratislave. Bola to kolektivna vystava socharov, inter-
medialistov, dielo — pozostavajuce z videa a sochy — na nej
predstavil Anton Cierny (1963) s nazvom Hostia/ Za Jozefa T.
(20006). Dielo je odkazom k priestoru a kostolu v Banovciach
nad Bebravou, kde bol sidelnym katolickym farirom Jozef
Tiso, ktory bol zaroven prezidentom fasistického vojnového
slovenského $tatu. Podobne sa k dejinnym okamihom Ces-
koslovenskych dejin vracia v drobnej plastike Martin Piacek
(1972) v sérii Najvicsie trapasy slovenskej bistorie (2007 — 2019),
kde sa vracia aj k téme stretnutia Adolfa Hitlera s Jozefom
Tisom. Vsetky priklady s na zdklade historickej reality, a nie
»Hfiktivnej reality®, ktoru si osvojili umelci neskor.



Farmanova (nar. 1970) sa pre svoj obraz Napmé/ad
Cecenka (2006) indpirovala osudom éecenskych Zien.
Nie je to malba v pravom zmysle slova. Vicsinu
obrazu tvori print na platne — fotografia lyziarskych
sedaciek, lanoviek stracajucich sa v hmle. Postava
namal'ovana na jednom z natiahnutych lan je postava
cecenskej zeny s die’at’om v rukach. Autorka obrazu
sa in§pirovala dokumentarnym filmom, ktory hovo-
ril o Zivote ¢ecenskych zien a o nasili pocas druhe;j
rusko-cecenskej vojny. Inspirovala ju sila, to, ako
sa Cecenské zeny stretavali po veceroch, aby spolu
spievali ¢i hrali na klaviri. Politickd nestabilita niekto-
rych byvalych sovietskych republik s ozbrojenymi
konfliktami a narastom islamského militarizmu plnila
stranky novin celé devit’desiate a zaciatok nultych
rokov.” Farmanovi sa zamerala na isty surrealisticky
a vymysleny vyjav, obrazovi konstrukciu — netypickd
dokonca aj pre jej vlastna tvorbu — zeny balansuju-
cej na zeleznom lane lanovky, na pozadi zahmlenej
fotografie. (Obr. 1)

Ina Farmanovej vytvarna prezentacia reflektuju-
ca osudy l'udi perzekvovanych pocas 50. rokov 20.
storocia v Ceskoslovensku vznikla na zéklade knihy
Zo Langerovej Vtedy v Bratislave: M6j zivot s Os-
karom L. (2007).** Kniha odkryva typicky priklad
stredoeuropskeho pribehu cloveka, ktory prezil per-
zekuciu pocas najtvrdsicho komunistického rezimu
v 50. rokoch 20. storocia. Napriek dobrému spolo-
censkému postaveniu a dovere v komunizmus bol
Oskar Langer vo vykonstruovanom procese odsude-
ny na dvadsat’dva rokov vizenia. Do Ceskoslovenska
sa pritom vratil z USA po druhej svetovej vojne ako
presvedceny komunista a prestizny ekoném s ciefom
pomoct’ povojnovej krajine. Kniha je rozpovedand
z pohl'adu jeho manzelky Zo Langerovej v kontexte
vlastnej rodiny a dvoch dcér, nahlej spolocenskej osa-
melosti. Patavo napisanu kniznd predlohu spracovala
Jana Farmanova ako malby a instalaciu — vystavny
projekt pre sukromnu galériu Krokus s nazvom

* Diclo Napriklad Ceienka je publikované v KISOVA, G. —
MONCOLOVA, L.: Jana Farmanova. Bratislava 2012, s. 53.

» Na tuto tému vznikalo vela dokumentarnych filmov z dielne
ceskych novinarok a reportérov, zaroven to bol rok 2006, ked’
bola zavrazdena ruska novinarka aktivistka Anna Politkovska.
Pozri napriklad PROCHAZKOVA, P:: Aluminiovi krilovna:
rusko-cecenskd vdlka olami gen. Praha 2005.

Histoire — Life With(out) a Good Communist (2009).
Samotné mal’by si namalované na roznych povr-
choch ako papier, platno, preglejka a maju rozne
tvary. V instalacii posobia ako roztriestené dlomky
zrkadla, ktoré reflektuje osobny vzt’ah rozpravacky
knihy Zo Langerovej k jednotlivim ¢lenom rodiny
pod tarchou zivotnych osudov. Vystava so vietkymi
dielami bola sklada¢kou, novym druhom portrétu Zo
Langerovej. Farmanova vystavu realizovala v spolu-
praci s Michalom Hvoreckym, ktory pre fiu zabezpe-
¢il predstavenie spolocenského kontextu Langerovej
zivota, pripravil list Oskara Langera reprodukovany
muzskym hlasom, v ktorom opisuje teror a natlak
na politickych viznov. Vystava mala pripominat’
,,byt plny spomienok®, ktory jeho obyvatelia opus-
tili a ,,nechali tam zvysky svojho zivota“.” Samotny
subor diel vznikol priamo pre vystavu, ,,spominanie*
bolo od pociatku v intencii maliarky.

Podkladom diela Daniela Fischera (nar. 1950)
Osem statocnych (1 yndranie) z roku 2010 bola kniha
Cécile Vaissi¢ Dalo sa tak vobec zit? (2001). Kni-
ha je rozpravanim novinarky, disidentky Natalie
Gorbanevskej, jednej z 6smich stato¢nych, ktora sa
zucastnila v auguste 1968 verejncho protestu proti
invazii vojsk Varsavskej zmluvy do Ceskoslovenska.
Realizacia diela Daniela Fischera bola postavena na
instalacii a mal’be. Osem portrétov tychto stato¢nych
I'udi bolo namal'ovanych ciernobielo na vysekoch
z kruhu formou cylindrickej anamorfézy. Pred kaz-
dym obrazom bol v strede umiestneny zrkadlovy stip,
pri spravnom uhle v pohl'ade divaka sa namalovany
portrét kazdého statocného spojil do viditelného
obrazu. Fischer pri vynarajicich sa a stracajucich sa
portrétoch pouzil niekolko stratégii, ako esteticky
spodobit’ spominanie a nezabudanie.

Frantisek Demeter (nar. 1975) sa v pociatkoch
svojej tvorby najviac priblizil vzt’ahu malby a archiv-
nej fotografie, filmového dokumentu, filmu. Jeho
dielo Wannsee (2011),” tmava malba s naznacenou

** Povodne vyslo v anglictine v roku 1979 ako LANGER, Jo:
Convictions: Memories of a Life Shared With a Good Communist.
London 1979.

% KISOVA/MONCOTI'OVA 2012 (v pozn. 32).

36 Wannsee vystavil aj so svojimi expandovanymi malbami na
vystave 1+2+34+4=10 v Dome umenia v Bratislave v roku
2011.
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figurou od chrbta na brehu jazera, odkazuje tiez
k hranému filmu Konferencia vo Wannsee (2001),
ktory rozprava o stretnuti najvyssich politickych §pi-
ciek a rozhodnutiach konecného riesenia zidovske;
otazky. Demeter mal'oval v sedociernych pastéznych
tonoch, vo vel'kej miere sa zaoberal zabidanim a aj
vizualnym vyblednutim obrazu, fotografie, znicenia
starého filmového policka. Jeho mal'ba M/uv s ni (Jd
s Ester Krumbachovou) z roku 2012 je fiktivnym por-
trétom Ceskej kostymovej vytvarnicky a scenaristky
Ester Krumbachovej. T4 vtedy nebola verejnosti
znama, hoci sa vyznamne zaslizila o estetiku filmov
novej vlny. Demetra v tom case zaujimali neobjavené
a kontroverzné osobnosti zo zlatych 60. rokov 20.
storocia. Jeho malby sa pritom pohybuji na hranici
medzi figurativnym a abstraktnym, tylizovane expre-
sivaym.”” Mal'ba je fiktivaym stretnutim s nezijicou
Krumbachovou pocas jej mladosti a polopritomnym
autorom mal’by, ktory sim seba stylizoval do postavy
imitujucej rozlozeny-neposkladany papier. Tu sa ma-
liar zapracovava do minulosti, akoby nikdy neskoncila
a liala sa cez nulté roky druhého milénia. (Obr. 2)

Mal'ba v druhej dekade zacala reagovat’ aj na
aktualne spolocenské dianie, ktoré sa viazalo este
k nultym rokom nového milénia. Kauza Gorila sa
prevalila uniknutim ddajného tajného dokumentu
SIS s krycim nazvom Gorila na verejnost’ v decembri
2011. Na toto reagovala velkou malbou autorska
dvojica Miroir Noir (Cierne zrkadlo), ktora spolu-
pracuje od roku 2007. Tvoria ju Milos Koptak (1969)
a katalansky maliar Rai Escalé (1964). Mal'bu Nasta/
tas Goril (2012), ktora bola inspirovana korupcnou
kauzou, zobrazuje pit’ muzov v obleku. Dielo je vy-
tvorené technikou papiera adjustovaného na hlinfku,
zaroven je na nom mal’ba akrylom s vymyvanim.
Autori pracuju s vizualom premalovavania ploch
hrubym Stetcom, s expresivitou hlavy goril v oble-
koch.”® (Obr. 3)

Cast’ umelcov a umelkyti vo svojej malbe ,,ako-
by* obnovila zaner krajiny a mestskej krajiny s kri-
tickym podténom. Transformacia postkomunisticke;
krajiny stale pretrvavala, v krajine sa zacali tvorit’
ruiny stavieb, historické budovy chatrali, do toho sa
uplatnili prefabrikované zapadné stavebné prvky:

5 KRALOVIC, J.: Frantisek Demeter. Nie dno nie. Kat. vystavy.
Bratislava 2016.
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od plastovych okien cez zatepl'ovacie systémy az
po katalégové rodinné domy v pestrych farbach.
Zem sa zaplnila lesmi a alejami outdoorovej reklamy.
Slovensko zaplavili rozmnozené obrazy idealneho
zivota, ktory sa da konzumovat’. Lucia Tallova (1985)
sa od pociatku svojej kariéry venovala malbam pe-
riférii a beténovych stavieb, neskor tému posunula
k melancholickym malbam modernistickych budov
alebo mestskych brownfieldov. Podobne vytvoril
svoje diela Rastislav Sedlacik (nar. 1980). Isty druh
sentimentu priniesol vo svojich ranych malbach na
drevo s pouzitim xerox transferu. Témou diel boli
mestské celky beténovych sidlisk a modernistickych
budov Bratislavy. Zacalo sa hovorit’ o (n)ostalgii,
estetickej alebo Zivotnej, za socialistickym rezimom.
Z nejakého dovodu zacala byt” architektura — stara
a nostalgicka, ale aj nova a generickd — nametom
mnohych maliarov.

Vyznamovy paradox malby casto komentovalo
vtedy popularne heslo zac¢inajucej globalizacie: ,,Act
local, think global® (Konaj lokalne, mysli globalne).
»Nastvanost™ na velku dedinu Bratislava (s vyso-
kymi cenami a nizkou moznost'ou realizovat’ sa)
sa stala témou kritického obrazu. Skrumaz tychto
skusenosti, ako aj nefunkénost’ verejného priestoru
namaloval na svojom obraze Roman Bicek (nar.
1981) s nazvom Hadie mesto (2011). Do malby je
vlozeny text, ktory vystizne komentuje, co sa nam
prezentovalo ako exkluzivne. (Obr. 4) Podobnu tému
spracoval Jan Triaska (nar. 1977) v niekolkych sériach
diel s nazvami Building Unit (2008), devel. OOP (2012),
Smog (2011 — 2012). Jeho diela su komentirom
k ekonomickej transformacii, podnikaniu na trhu
s nehnutelnost’ami, sprivatizovania bytového fondu
a vytvorenia nového investicného segmentu, ktory
drzo sprivatizoval verejny priestor. Triaska si vybral
formalny vzhlad rodinnych domov z katal6gu, ktoré
v nultych rokoch vyrastali na predmestiach vicsich
miest, na malych pozemkoch ohradenych vysokymi
murmi. Do toho vstupuje klamlivost’ reklamy, ktora
propaguje exkluzivitu byvania na periférii. Architek-
tura domov je na Triaskovej sérii symbolicky ,,po-
rozhadzovana“ po vol'nom priestranstve, mnozenie
rovnakych katalégovych domov v ,,cukrikovej farbe

* Dielo bolo publikované na obdlke knihy NICHOLSON, T.:
Gorila. Bratislava 2012.



fabuluje vyznamovo hyperbolicky vizualitu ,,sloven-
ského sna“. (Obt. 5)

Developersky boom v nultych rokoch 20. storocia
bol na Slovensku sprevadzany kauzami s vykupmi
pozemkov previazanymi so slovenskymi politikmi
alebo so znicenim historickych technickych pamia-
tok —lebo kapital mé6ze vsetko. Niekedy sa Zivotnost’
jednotlivych technickych arealov koncila rozsiahlym
poziarom... Jeden z takychto poziarov byvalej che-
mickej tovarne Matador v Bratislave sa udial v lete
2006. Veronika Sramatyova (nar. 1977) je v tomto
stbehu autorov a autoriek jedina, ktora sa venuje fo-
torealistickej mal’be, jej diela maji casto konceptualny
ramec. Jej malba na dreve Hobby Painting 11 (1 ybuch
v Matadorke, 2012 — 2014) je oramovana zlatym rus-
tikalnym ramom. Namet mal'by je zaberom ponad
malebnt rieku Dunaj na horiaci dym zamorujici
chemickymi latkami vel'ku cast’ zastavaného tzemia.
V Tavej casti vidiet’ rozostavané kancelarske budovy
Penta Digital Parku, vSetko to lemuju panelaky naj-
vacsieho socialistického sidliska Petrzalka. Vyjav by
bol ako z pohl'adnice, ale autorka malbou nesleduje
estetické ocenenie krajiny, tak ako nikto z doteraz
vymenovanych autorov a autoriek, vicsina ma blizko
k estetike neoexpresionizmu, kde gesto Stetca rozma-
zava realitu. V realistickej mal'be je t'azké dosiahnut’
vizualny efekt skepticizmu voéi pamiti, Sramatyova
ho podporila zlatym, trochu gycovym ramom, ktory
kedysi ramoval domace spomienky ¢i vysivané ob-
razky v malomestskych bytoch. (Obr. 6)

K estetike prirody a prefabrikiatu ako témy sa
v sérii svojich malieb Settlements (2013 — 2015)
venoval Rastislav Sedlacik. Séria malieb odkazuje
k povodni storoc¢nej vody na vychode Slovenska
v Niznej Mysli, kde sa podmocena poda zosunula na
povodnou poskodené domy. Mesto Kosice nechalo
pre postihnuté rodiny doviezt” kontajnerové domy,
v ktorych sa Pudia ubytovali. Prefabrikiaty domov
¢i skor unimobunky si Fudia pouzivanim zabyvali,
priestory medzi nimi prisposobili. Sedlacik zachytava
tuto fazu dlhodobého byvania z reportaznych foto-
grafif. Jeho sériu tvoria mal'by na platne s roznymi
signalnymi prvkami. Na niektorych pracuje s kusom
latky, d’alsi je reliéfom vytvorenym z dosak. Zaobera
sa fenoménom nahradného docasného byvania pre
postithnuté rodiny, z ktorého sa stalo na dlhsi cas
permanentné obydlie, nova komunita. Zial, tito séria
malieb je uz dnes minulost’ou, zhoreli ako mnoho

inych autorovych diel pri poziari jeho skladu 8. marca
2023. (Obr. 7)

Medzi estetickym paradoxom ocenenia krajiny
a jej realnym kritickym stavom prirodného environ-
mentu, pody a lesa — na tejto hranici buduje svoje
mal’by v ostatnom ¢ase Rastislav Podoba (nar. 1975).
Od roku 2017 sa zaobera ,,portrétovanim® krajiny,
ktorej nekorigované lesné hospodarstvo a nadmerna
t'azba degraduje slovenské lesy. Obcianska iniciativa
My sme les v roku 2017 vydala spravu, ktora zmapo-
vala vel'ké mnozstvo vyt'azenych povodnych lesov, aj
lesov v stupnoch ochrany. Satelitnymi fotografiami
podporila svoje tvrdenia o vzniknutych holinach,
ktoré sposobuju oteplovanie uzemia a nizke zadr-
ziavanie vody v krajine. Problém ekologického razu
je vyrazne prepojeny na vysoku politiku. Podobova
mal'ba Pracovnd plocha (2018) je velkorozmernym
obrazom vyuzivajucim pohlad na krajinu zo satelit-
nej fotografie, na ktorej vidiet’ vel'a hnedych ploch
signalizujucich vyt’azené uzemia. Podobov sposob
mal’by je pastozny, pouziva vel'ky format. Tato mal’ba
ma viacero interpretacnych moznosti v suvislosti
s ,,maliarstvom samotnym® i s jej Struktdrovanim na
Styri polia pripominajuce mapu. (Obr. 8)

Predstavené diela realizovali maliari a maliarky
so spolo¢nou skusenost’ou kultirneho a politického
prezivania rovnakych obdobi. V nasom ponimani
90. roky nie su v spolo¢nych diskusiach ,,euforic-
ké*, ako sa ¢asto zvyknu spomienkovo-optimisticky
prezentovat’. Mozno to tak bolo len na zaciatku
tejto dekady. Maliari a maliarky sa v predlozenych
dielach (mozno len na chvilu) zriekli toho ,,se-
ba-centralizujuceho® pohladu, ktory je v dnesne;
dobe v umeleckej tvorbe, a mal'be zvlast’, velmi
silne pritomny. Samotna malba po roku 2000 sa
casto rodila v osamelosti ateliérov (diela, ktoré som
vybrala ako priklady, nikdy neboli konfrontované na
kolektivnych vystavach, hoci maju vyznamné miesto
v monografiach a na weboch autorov a autoriek).
Maliari a maliarky si osvojili stratégie reflektovania
historickych udalosti a opustili ,,narativ malby ako
média konzervativneho, rezervovaného, pohltené-
ho sebareflexiou®.”” Uréite je na mieste aj tusend

¥ PETERSEN, R. A.: Expandujica mal’ba: diskurzivne bojisko
aintermedialne laboratétium. In: GERZOVA, J.: Malba v post-
medidlnom veku: Zbornik 3 medzindrodnébo sympdzia venovaného
problémom siicasnej malby. Bratislava 2012, s. 47.
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otazka ,,udernosti® mal'by — zatial' ¢o na zapade je
byt Favicovym umelcom stale akasi opozicia voci
oficialnemu smerovaniu, v postkomunistickom Ces-
koslovensku byt’ Favicovym znamenalo spreneverit’
sa idedlom Novembra 89. Istd dobu teda trvalo
najst’ aj sposob, ako artikulovat’ témy, ktoré riesia

% Malbu ako provokiciu skrz reflektovanie témy mozeme
vidiet’ aj v dielach inych autorov: napriklad Ivan Csudai séria
diel Teddy na hiipacke (2005) — plysovy medved’ na hojdacke
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otazky odchylenia sa od etickych noriem — n4jst’ ten
,mravny zakon vo mne® a spodobit’” ho v zrozumi-
tel'nom posolstve.*’ Samozrejme, v postmodernom
svete vybrani autori a autorky nepracuju so straté-
giou historickej pamiti neustale. Pouzivaju ju len
prilezitostne.

Dz. Ivana Moncolova
Faculty of Fine Arts, Academy of Arts in Banska Bystrica
ivana.moncolova@aku.sk

s nacistickou vlajkou s hakovym krizom; takisto niektoré diela
Martina Gerboca, kde spaja koncentracné tabory a erotiku
berlinskych kabaretov, napr. dielo Holiday Camp (2011 —2012)
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Walking through the Frame
Nilbar Giires and the Performativity of the Moving Image

Lora SARIASLAN

Abstract

Analyzing Nilbar Gures’s video Stranger (2004—2000), this paper delves into the relationship between
the moving image, mobility, and spatiality to show how she creates an embodied and gendered map of
a city as an artist from Turkey. Through the act of walking and using public transport, she embodies
mobile spatial practices and means of critical interaction with the city. Walking for Giires, as for many
artists, is a means of mobilizing art beyond specialized artistic containers and allows queries about art’s
creation and reception. Finding inspiration in the everyday city, Giires follows in the steps of early
20" century avant-gardes, notably the Dadaists and Surrealists, as well as conceptual, petformance,
and land artists including the Situationists since the 1960s who understood cities as key terrains of
everyday practice, and of tangible and intangible heritage. Giires’s practice of using space and her
body in the urban can be regarded as its 21* century extension. Drawing inspiration from everyday
urban spaces and experiences, S#anger enables readings of art that speak to the politics of mobility
and how they can be negotiated, transgressed, and mapped while using the city as its platform for
artistic performances. S#anger creates an embodied and gendered map of the city, in opposition to
the traditional map, which is a disembodied visual representation. Through the moving images, the
work underlines the personal and collective characteristics of Giires’s social encounters in urban pub-
lic space. Her “strange” body becomes the facilitator to problematize the European corpus as each
body unfolds a mapping, producing or evincing a new subjectivity, an assemblage of intersections
and encounters in relation to another body within the city. Those corporeal encounters sketch a wider
cartography, that is a bordered and fragmented European corpus beyond the boundaries of painting;

Keywords: Stranger - Painting and moving image — Walking — Migrant body — Feminist Cartography

Walking is a fundamental yet often overlooked work, Giires constructs an embodied and gendered

mode of engaging with the world—both in every-
day life and in artistic practice. As an embodied and
situated activity, it allows individuals to experience
space at a human scale, through rhythm, duration,
and sensory perception. In the context of contem-
porary art, walking has emerged as a critical and
performative strategy for navigating, interrogating,
and reconfiguring urban environments. This article
centers on Stranger (2004-2000), the first video work
by Nilbar Giires (b. Istanbul, 1977), and approaches
it not only as a moving self-portrait, but also as an
instance of performative bodily mapping. In this

cartography of Vienna through acts of quotidian
movement, positioning her own body as a medium
through which to register and respond to the city’s
textures, rhythms, and social dynamics.

The practice of walking as a form of mobile
practice has attracted a plethora of artists, writers,
poets, and theorists as means of aesthetic and crit-
ical interaction with the environment. Scholars have
highlighted the potential of walking for encounter-
ing and researching spaces and also have analyzed
mobility in recent social and cultural discourses.
The attention given to walking has a long historical
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Fig. 1: Nilbar Giires: Neon Boy | Nednovy chlapec, 2020, oil. canvas,
50 X 40 cm. Conrtesy the artist & Galerie Martin Janda, 1 ienna.
Photo: Manuel Carreon Lopez.

lineage, commencing in ancient Greece with its
links to (political) power since many (male) citizens
walked miles to participate in public life. There is a
list that encapsulates the intertwining of walking with
art: the observations of the 19" century flanenr, the
urban discoveries of Walter Benjamin, the Dadaist
“event,” the deambulation of the Surrealists, or the
dérive of the Parisian avant-garde movement Lettrist
International in the early 1950s which developed
into the Situationist International (SI) in 1957. What
makes walking ordinary yet endlessly fertile is that it
is simultaneously an entrance and an exit, a means
and an end; it is both the method and content.
Whether explorer, flanenr, migrant, resident, or
tourist, the act of walking offers a distinct way of
encountering and engaging with the city. It is a spatial
and embodied practice through which individuals
can discover, interpret, claim, resist, or connect to
their urban surroundings. Walking enables a form of
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situated knowledge—an embodied mode of reading
and writing the city through the transient movement
of the body. It is not a passive act but a performative
one, shaped by the subjectivity of the walker and the
social, political, and material conditions of the urban
space they inhabit.

In this sense, the walker performs the city. The
body in motion becomes a site of meaning-making,
enacting a form of spatial storytelling that can both
reflect and contest dominant narratives of urban
life. When artists engage in walking as a deliberate
artistic gesture, they transform this everyday action
into a critical and aesthetic practice. By embedding
their movements within the fabric of the city, they
invite the viewer to see familiar environments in
unfamiliar ways. Their trajectories create a kind of
“walkscape”—a term that evokes the intersection of
walking and landscape, and points to the temporal
and sensory qualities of experiencing place through
movement.'

The walkscape is not merely visual; it is multi-
sensory and affective. It opens up a space in which
the city’s “hard” infrastructures—its architecture,
streets, barriers, and institutions—intersect with
its “softer” dimensions: social relations, memorties,
emotions, and rhythms. Walking becomes a method
of mapping these layers, not through abstract or
disembodied representations, but through the lived
and felt experience of inhabiting space. This process
of mapping is necessarily partial and provisional; it
resists totalizing perspectives in favor of a localized,
embodied, and often fragmented understanding of
place.

For artists, then, walking functions as both
method and metaphor. It allows for a critical nego-
tiation of urban space, particularly for those whose
bodies are marked as “other” within the dominant
spatial order—whether due to race, gender, class,
or migratory status. The artistic walkscape becomes
a platform for exploring issues of mobility, access,
visibility, and belonging. It is through this embodied
traversal that the city’s contours—its exclusions and
affordances—are made perceptible, inviting new
ways of seeing, sensing, and narrating urban life.

' CARERI, E: Walkscapes: Walking as an Aesthetic Practice, Bat-
celona 2002.
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Fig. 2: Nilbar Giires: Trans Form, 2023, oil, canvas, 35 X 35 cm. Conrtesy the artist & Galerie Martin Janda, Vienna. Photo: Reba Arcan.

Walking for Giires, as for many artists, is a means
of mobilizing art beyond specialized artistic contain-
ers and allows queries about art’s creation, formats,
and reception. Finding inspiration in the everyday
city, Gures follows in the steps of eatly 20" century
avant-gardes, notably the Dadaists and Surrealists, as
well as conceptual and performance artists including
the Situationists who understood cities as key terrains
of everyday practice. Giires’s practice of using space
and her body in the urban can be regarded as their
21* century extension.

The extension of medium is a critical dimension
in any artist’s practice, often marking a shift into new
conceptual territories and opening pathways to differ-
ent modes of inquiry and expression. Giires’s practice
spans a wide range of media, including painting, in-
stallation, performance, sculpture, and mixed-media
collage. (Fig. 1) She frequently incorporates everyday
matetials and references domestic, social, and cultural
narratives, constructing assemblages that are rich in

symbolism and resistant to fixed interpretation. Her
work is often performative, playful, and politically
charged, rooted in a deep attentiveness to questions
of identity, gender, migration, and cultural represen-
tation. (Fig. 2) A change in medium can signal not
only a formal evolution but also a deeper engagement
with questions that may be inadequately addressed
within the limitations of prior forms. Within this
diverse and materially grounded practice, Stranger
stands out not only as a shift in form but as a medi-
um-specific exploration of mobility, spatiality, and
the embodied experience of urban life.

In this context, the first foray into a new medium
becomes especially significant—it often represents
a threshold moment, a conscious departure from
established methods and an embrace of the experi-
mental, the unfamiliar, and the open-ended. This is
particularly relevant when considering Nilbar Giires’s
Stranger (2004-2000), her first work in video, which
marks a pivotal shift in her artistic trajectory.
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Fig. 3: Nilbar Giires: Person of Cloth | Osoba v riichu: Stranger |
Cudzinka, 2004—2006, Video, 13° 20 “min., videostill. Courtesy the
artist & Galerie Martin Janda, Vienna..

By tracing Giireg’s transition into video, one
can more clearly see how medium and message are
intricately interwoven in her practice. Stranger serves
an example of urban bodily mapping. In this piece,
Giires has left the artist’s studio, transforming the
city of Vienna into her playground. It documents
an urban performance in Vienna, an example of
performative mapping or “an approach to cartog-
raphy that understands map-making and map-use as
performative and embodied,” therefore recognizing
that maps are produced and used through a diverse
set of practices that are contextualized by practices.”
The video embodies a different way of mapping the
city through the artist’s (moving) body while high-
lighting her preference for entering and intervening
in everyday life. This work creates an embodied
map, in contrast to the traditional map, commonly
a disembodied visual representation or shorthand in
this case of Vienna.

Why Vienna? Nilbar Giires’s biography is relevant
here as she moved from Istanbul to Vienna in 2000
at the age of 23.She received her bachelor’s degree
in painting from the Faculty of Fine Arts, Marma-
ra University in Istanbul, and later completed her
master’s in painting and graphics at the Academy

2 CASTREE, N. - KITCHEN, R. - ROGERS, A.: A Dictionary
of Human Geography, Oxford 2013.
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of Fine Arts in Vienna. After receiving her master’s,
she studied art and textile pedagogy at the University
of Applied Arts Vienna where she created her first
video Stranger. As an artist who got her preliminary
artistic framework and education in Istanbul and later
in Vienna, her body of work is grounded in cultural
observations and often politically charged, address-
ing issues such as social injustices, the possibilities
and constraints of gender and sexuality, along with
(imposed) cultural identity codes.

Gires’s ocuvre has been discussed and exhibited
through feminist, queer, and migration perspectives.
However, the analysis that follows will focus on it
as an act of sociopolitical mapping. Her transversal
practice—characterized by her ways of partially in-
habiting, moving across, performing, and ultimately
mapping the city—is of particular interest. Stranger
can be considered as both a self-portrait in motion
and a moving self-portrait, in terms of both bodi-
ly movement and its emotionally moving quality.
This work illustrates how artists engage with their
self-image and their perceived image: in this case, as
a (queer) woman, an attist, a foreigner or stranger.’

Stranger is a moving self-portrait that starts with
the section Person of Cloth documenting a passen-
ger on the Vienna subway covered in floral fabric
wrapped around their face and body, topped with
a black headscarf (Fig. 3). The camera captures the
protagonist seated cross-legged in the subway car.
Most passengers ignore her presence, including a
couple sitting across from her. This moment reflects
a conscious choice not to look, thereby choosing not
to recognize the stranger. As the announcement for
the next stop is made in German, this “person of
cloth” remains still.

Though we, as the viewer, guess that the protago-
nist is the artist, there is no way of telling the person’s
identity or gender, as the textile and the manner of
sitting down do not give away any clear clues. Her
identity remains indeterminate; the fabric’s conceal-
ment and her seated position provide no clear clues.
Giires’s body, to use managerial language, has not
been outsourced for her performance; in that, she is
not using someone else’s body but is instead position-

> SARIASLAN, L.: “They ate all Turks, but very very nice”:
Re-placing contemporary artists of Turkish origin. In: Euro-
pean Journal of Futures Research, 4, 2016, No. 1, pp. 1-9.



Fig. 4: Nilbar Giires: Black man | Cierny nmug: Stranger | Cudzinka,
2004-2006, Video, 13° 20 “min., videostill. Courtesy the artist &
Galerie Martin Janda, 1 ienna.

ing and grounding her work in the immediacy of her
own body. She embodies anonymity as she uses her
body to simultaneously ironic and exemplary effects
and turns herself into the work. She is invoking the
term enriched performance in that she is not only
“doing” but also “being” the work. As art historian
and critic Claire Bishop notes: “Artists choose to use
people and themselves as material for many reasons:
to challenge the artistic criteria by reconfiguring
everyday actions as performance; to give visibility
to certain social constituencies and render them
more complex, immediate, and physically present;
to introduce aesthetic effects of chance and risk;
to problematize the binaries of lived and mediated
spontaneous and staged, authentic and contrived;
to examine the construction of collective identity
and the extent to which people always exceed these
categories.”

The video precludes identification with the
clothed figure (the artist) along with the accompa-

* BISHOP, C.: Delegated Performance: Outsoutcing Authen-
ticity. In: October 140, Spring 2012, p. 112.

> NAFICY, H.: An Accented Cinema: Exilic and Diasporic Film-
making. Princeton 2001, p. 119.

Because Omofuma was naturally resisting to be deported with
the plane, the policemen “fettered and gagged him and fixed

nying indifference to her. We have no access to her
skin—the body’s surface—that we can think of as
an interface between inside and outside, as well as
the self and the other. Giires’s work is both autobi-
ographical and corporeal, intertwining her personal
history and encounters with her body—,,the height
of exilic indexicality” to harken back to cultural
studies scholar Hamid Naficy.” With her body con-
strained by layers of textile, she visually constructs
a foreign body—becoming both a foreigner and
an invisible migrant through the material. In doing
so, she critiques an environment that represents
ignorance and indifference, and, according to the
artist, is rife with racism. S#anger addresses the
ongoing discrimination, exclusion, and alienation
experienced in societies. Giires creates a faceless
“Other,” in a state of perpetual passage, seated as a
silent, “invisible” stranger.

Giires’s video encompasses multiple strangers—
including the refugee, the migrant, and the Other. In
another moment in the vide, we see Giires perched in
the seat next to a Black man, who occasionally looks
at the camera (Fig. 4). This choice is significant and
not coincidental. In our interview, she revealed that
the issue of racism, specifically Austrian racism and
discrimination, was at the heart of that scene. The
interview also uncovered previously unpublished
details about her graduation project at the Academy
of Fine Arts in Vienna, which focused on Marcus
Omofuma (May 10, 1973—-May 1, 1999) who died
because of police brutality during his deportation
back to Nigeria. His death galvanized the public
and became a symbol of anti-racist movements in
Austria.® Adding a personal layer to Glires’s narrative,
her advisor deemed the topic “too political,” and
neither supported nor attended her final presentation
at the Academy.” In our interview, she confided that
creating art is a response to her personal experiences,
an act that embodies both resistance and recognition

him on his plane seat. The tape used to fetter him was not
checked during the whole flight and made it impossible for him
to breathe. He died painfully during the around 1-hour flight[to
Sofia]. His death was realized when landing in Sofia.” Available
at: https:/ /en.wikipedia.org/wiki/Marcus_Omofuma and ht-
tps:/ /visionscarto.net/IMG/pdf/deportation- omofuma.pdf

7 Author interview with the artist, July 27, 2020.
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of body politics. For Nilbar Gires, the personal is
inherently political.

Writing around the same time as Szanger, fem-
inist writer and scholar Sara Ahmed aptly notes
that “migrant bodies stretch and contract, as they
move across the borders that mark out familiar and
strange places,” shaping a fragmented, increasingly
divided European landscape.® As the video evokes a
particular experience of the “migrant body” around
this time, a body that can still move across borders,
one cannot help but think if today that is even a
possibility. Europe, as a knotty corpus of bodies
(trying to be) on the move, is a space fraught with
political and cultural divisions. Gtireg’s “strange”
body fittingly serves as a counter-geography, a
presence against the dominant power structures.
Through these corporeal encounters, she empowers
a broader cartography, one that aligns with feminist
scholar Donna Haraway’s views of bodies “as maps
of power and identity.””” The act of sitting on the
subway, navigating public space, becomes an embod-
ied map of urban realities, highlighting the (artistic)
potential in the mundane.

In Gures’s work, the city of Vienna and the
material female body are re-mapped, re-imagined,
and estranged. The body—often constrained, con-
trolled, or covered—is a symbol of the shifting
boundaries of a Europe on the move. Giires’s body,
as a counter-geography, embodies the contradictions
and ambiguities of borders, challenging the notion
of fixed entities.

Gires’s veiled presence obstructs any possible
eye contact, evoking sociologist Georg Simmel,
who can be considered as the first sociologist of
modernity through his extensive focus on Vienna.
Simmel posited that eye contact is the purest and
most direct form of human interaction, a way to
connect and engage with others."’ Glires disengages
with the people around her and, in addition, the
lack of response from the passengers mirrors the

8 AHMED, S.: Strange Encounters: Enmbodied Others in Post-Colo-
niality. London 2000, p. 92.

? HARAWAY, D.: Simians, Cyborgs, and Women: The Reinvention
of Nature. New York 1991, p. 180.
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stereotypes and prejudices that govern daily life.
Even the couple sitting opposite Gtires fails to
engage with her. There are two layers in the audience:
first, the fellow subway passengers, who unwittingly
participate in the artwork; and us, the viewers of the
video, who witness these moments of implicit exclu-
sion. The artist wittily turns the first audience or the
‘non-lookers’ into actual characters or participants in
her work. As Sara Ahmed writes, the stranger “is not
simply the one whom we have not yet encountered,
but the one whom we have already encountered, or
already faced,” adding that ““we recognize somebody
as a stranger, rather than simply failing to recognize
them.”!" Giires’s art reminds us that we db recognize
the stranger, even when we refuse to acknowledge
them.

The video denies us access to Glres’s skin, to
the interface between the self and other, inside and
outside. The textile, layered as both shield and meta-
phor, simultaneously reveals and conceals. Wrapped
entirely in cloth, Giires’s body is obscured, evoking
a sense of claustrophobia. The fabric covers her
but unveils a silent prejudice. The cloth is not only a
physical cover; it represents the social fabric, where
dressing and undressing are coded acts. Through
her work, Giires challenges the stereotypical image
of the “Turkish woman” in Europe, as well as the
male-dominated patriarchal system in Turkey. The
soft, colorful textiles become a buffer against the
harshness of xenophobia, a protective layer in a
world of exclusion as it makes her stand out and
disappear at the same time.

Urban spaces thus become the arena to confront
or connect otherwise unrelated bodies. The anthro-
pologist Johannes Fabian argues that “culture” is
not a situation, space, or state of being, but a pro-
cess of “confrontation—of kinds of praxis, ours
and theirs.”"? By titling the work S#anger Nilbar
Giires poignantly points out the “ours and theirs”
confronting how her “others” (read Austrians/

10 SIMMEL, G. - FRISBY, D.— FEATHERSTONE, M.: Simmzel
on Culture: Selected Whritings. London 1997, p. 112.

" AHMED 2000 (see in note 8), p. 21.

12 FABIAN, J.: Anthropology with an Attitude: Critical Essays. Stan-
ford 2002, p. 4.



Europeans) view the Turks mainly due to her attire
that emphasizes an “other” ly nature, creating an
opposition. The work thus can be seen as a critical
voice that expresses current cultural and social de-
velopments as well as the artist’s role in society and
the art scene. Working through visual metaphors and
exaggeration of clichés, Giires works like a social
researcher as she deals in her work with certain so-
cio-political issues stemming from current identity
politics that “touches” her skin. Her visual language
is indirect, yet it deftly adopts humor and a dose of
the absurd to make its point.

Thus, analyzing S#ranger not only sheds light on
Giires’s engagement with the politics of space and
mobility but also provides critical insight into the
artist’s evolving practice. It exemplifies how a shift
in medium can be more than a technical or aesthetic
decision; it can be a gesture toward new ways of
seeing, inhabiting, and intervening in the world.

Through this lens, S#ranger serves as a crucial entry
point into understanding Giires’s broader artistic
concerns. It demonstrates how she uses the moving
image to explore intersections between body, place,
and identity, while also marking a shift in her practice
from static forms such as painting and collage to the
temporal, immersive possibilities of video. By map-
ping the city with her body, Giires not only charts
her own position as a “stranger” in Vienna but also
creates space for viewers to reflect on how cities are
navigated, inhabited, and shaped by those who are
often rendered invisible within them.

The embodied nature of her work persists across
media, but it is in S#anger that the moving image al-
lows for a heightened sense of temporal and spatial
dislocation, echoing the artist’s broader interest in
displacement and relationality. Her choice to engage
video as a new medium at this early stage in her
career underscores her commitment to exploring
the multiplicity of lived experiences—particularly
from the perspective of those marked as “other” in
dominant cultural narratives.

Turk-Head (Fig. 5) is another segment of Stranger
and derives its name from the German Trirkenkopf-

3 Author interview with the artist, July 27, 2020.

4 APPADURAL A.: Modernity at Large: Cultural Dimensions of
Globalization. Minneapolis 1996, p. 33.

Fig. 5: Nilbar Giire: Tiirkenkopf | Tureckd hlava: Stranger | Cu-
dzinka, 2004—2006, Video, 1320, videostill. Courtesy the artist &
Galerie Martin Janda, 1 ienna.

The title originates from a conversation Giires over-
heard on the subway, where two men were discussing
someone “with a large head, a Tiirkenkopf””"’ There
is an element of eavesdropping through hearing a
conversation. In the video, we see a woman (Gtires)
with her head covered in layers of textile with her
eyes concealed. She emerges from the Viennese
subway (at the Neubaugasse station) and enters into
the texture and flow of everyday life through the
bustling pedestrianized shopping street of Maria-
hilfer. She walks among “enthnoscape,” the seminal
if elusively metaphorical coinage of anthropologist
Arjun Appadurai, connoting “a landscape of moving
people who constitute the shifting world in which
we live.”'* According to Appadurai these could be
“tourists, immigrants, refugees, exiles, guest workers
and other moving groups and persons.”"

Walking among the crowds on the street—the
floor of the city—Nilbar Giires appears immersed
in the flow of everyday life, her hands weighed
down with plastic shopping bags. The ambient
sounds of the urban environment—the murmur of
conversation, the hum of traffic, the footsteps of
passersby—fill the audio space of the video, envel-

5 APPADURALI A.: Disjuncture and difference in the glo-
bal cultural economy. In: Theory, Culture & Society 7, 1990,
p. 297.
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oping her body and situating it within the sensory
density of public space. These sounds are not merely
background noise; they function as a sonic mapping
of the city, grounding the work in a specific place
and temporality.

We hear a woman say, “Can #his even see?” A man
shouts, “Oh, baby! Look at #5is.” Taking place in
Vienna, these comments are surprisingly in Turkish
and not in German. This audio-visuality contributes
to the idea of (re)mapping Europe. Hearing Turk-
ish rather than German on the streets of Vienna
suggests the possibility of alternative cartographies
within and of Europe. Turk-Head not only docu-
ments Giires walking on the streets of Vienna but
also highlights the necessity to understand who can
or cannot move, how bodies gain access to diverse
spaces, and be “mobile” on the map. Entry into the
pedestrian world can be considered as an implication
of participation and emancipation. It brings forth
questions about belonging and claiming the city
through performativity.

As viewers, we follow closely behind Gires, our
perspective aligned with the camera’s framing of
her body from the back. This position turns us into
silent companions—witnesses to her movement, yet
unable to intervene. Her vision is obscured, perhaps
deliberately impaired, as she walks through a densely
populated shopping district. Laden with bags and
seemingly unable to see, she moves with careful
determination. The tension in the scene arises not
from any overt action, but from the quiet anticipation
of disruption—we expect, or even fear, that she will
collide with someone or something in the crowd. Yet
she does not. Her body navigates the space with un-
canny precision, slipping through the urban masses
without confrontation or incident.

This moment is deceptively simple, yet it encap-
sulates the core strategies of S#anger. Gires trans-
forms an everyday act—walking through a crowd
while carrying shopping bags—into a charged
performance that engages questions of percep-
tion, vulnerability, and spatial negotiation. Her
apparent blindness amplifies the sense of precarity
and estrangement, suggesting a disconnection not
only from the visual field but also from the social
norms that regulate urban movement and visibility.
The shopping bags further emphasize her insertion
into the gendered rhythms of the everyday, while
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also marking her as simultaneously ordinary and
out of place.

By placing her body in this vulnerable yet con-
trolled position, Gures highlights the embodied labor
of navigating public space as a “stranger”—a figure
marked by cultural, gendered, and racial difference.
Her ability to move through the crowd without
collision becomes a quiet assertion of agency, a re-
tusal to be displaced or erased, even as her presence
complicates the normative flows of the city. The
camera’s steady gaze, combined with the immersive
urban soundscape, invites us not just to observe her
journey, but to feel its tensions, its ambivalences, and
its subtle resistances.

Moreover, rather than employing walking as a
mere means of travel, Giires transforms it into a
deliberate artistic and political act. Her movement
through the city—Iladen with shopping bags, navi-
gating crowded streets, and using public transpor-
tation—becomes a site-specific performance that
subtly challenges dominant spatial orders. These
mobile spatial practices foreground the politics of
visibility, access, and belonging, particularly as they
intersect with gender, ethnicity, and migration. In
Stranger, the urban environment is not a neutral
backdrop but a contested space, charged with both
personal memory and structural exclusion. The
artist’s body does not simply move through space;
it inscribes itself into it, leaving behind ephemeral
traces of presence and difference.

The work also draws attention to the everyday as
a fertile ground for artistic intervention. By empha-
sizing routine gestures and familiar public spaces,
Strangerinvites a reconsideration of what constitutes
meaningful artistic content. Giires’s act of walking
becomes a mode of embodied observation—one
that is slow, deliberate, and attuned to the micro-pol-
itics of the street. This orientation aligns her with
broader traditions of walking in art history, from the
Sflanenr of 19th-century Paris to the psychogeographic
dérives of the Situationists, as well as with feminist
and decolonial approaches that reclaim walking as a
critical tool for those whose mobility has historically
been constrained.

Focusing on this first video work allows for a
nuanced understanding of Giires not only as a multi-
disciplinary artist but also as a keen observer—what
one might call a “mapper” of people, places, and




social dynamics. The move into video grants her
the capacity to work with time, motion, and sound
in ways that extend and amplify the concerns already
present in her earlier and concurrent works. Unlike
the relative fixity of painting or sculpture, video af-
fords a durational and immersive engagement with
space and narrative, enabling a real-time unfolding
of urban experience. In S#ranger, the camera becomes
an extension of the body—a mobile witness to the
rhythms of the city and the subtle negotiations of
visibility, vulnerability, and presence.

The final segment of Stranger titled Stairs, shows
the artist descending an escalator in Vienna subway
in order to enter the wagon, documenting a “routine
choreography” of her daily life (Fig. 6)."* This “banal
or mundane mobility” is a commonplace act, but
Giires transforms it into a performance by holding
an egg on a spoon in her mouth as she navigates the
space.'” This playful gestutre, a re-enactment of a
children’s game—the egg-and-spoon race—requires
concentration and balance. By performing it as an
adult in public Giires underscores the disciplined,
both interior and exterior, navigation of her body
in the urban landscape. Her act of poise and balance
signifies both an indifference to, and a defiance of,
her marginalization, signaling a sense of belonging in
a space where she is othered. As with Person of Cloth,
Stairsis shaped by her experience of othering, Giires
uses her body as a metonym for politicized identity,
where bodies are allocated disparate opportunities
or reactions—welcomed or bartred, listened to or
silenced. Her art challenges the assumption that the
body is neutral, revealing how bodies are marked by
differences in visibility, acceptance, and respect. In
her work, the body becomes both object and subject,
a moving force that engages with identity, difference,
and estrangement.

Nilbar Giires’s practice departs from personal
observations and frustrations, seeking to spark social
change by challenging societal norms and habits,
while hinting at the increased amount of effort that

' LAVRINEQC, J.: Urban Scenography: Emotional and Bodily
Experience. In: Limes: Borderland Studies, 6, 2013, ¢. 1, p. 25.

7 BINNIE, J. - EDENSOR, T. - HOLLOWAY, J. - MILLIN-
GTON, S.— YOUNG, C.: Mundane mobilities, banal travels.
In: Social & Cultural Geography, 8, 2007, No. 2, p. 165.

Fig. 6: Nilbar Giires: Stairs | Schody: Stranger | Cudzinka, 2004—
2006, Video, 1320, videostill. Courtesy the artist & Galerie Martin
Janda, VVienna.

someone like Giires needs to muster to navigate a
public space. Her work blurs the boundaries between
individual/collective, artist/audience, active/ passive,
and private/public. The material, relational, and
performative aspects of her work make S#ranger an
intimate self-portrait with broader socio-political
commentary as she critiques systems of represen-
tation and mobility, turning the video into a moving
self-portrait.

The maps that Giires create are charged with
“affective and subjective meaning,” which turns
them into maps of “personal geographies,” to cite
Katherine Harmon." These personal geographies
reveal how a map is never an objective representation
of reality but rather shows a particular perspective.
Gires’s work explores the contours and textures of
the urban environments. We are not only invited to be
viewers of her work, but also voyagers and cartogra-
phers, navigating the city’s environments both above
and below the ground—the vertical and horizontal
city—as she is taking us along her mobile mapping,
Mobile mapping is “specifically an embodied prac-

'8 HARMON, K.: You Are Here: Personal Geographies and Other
Maps of the Imagination. New York 2004.

¥ WILMOTT, C.: Mobile Mapping: Space, Cartography and the
Digital. Amsterdam 2020, p. 11.
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Fig. 7: Nilbar Giires: Mush-Rooms, 2023, oil, canvas, 35 X 35 cm. Courtesy the artist & Galerie Martin Janda, Vienna. Photo: Reba Arcan.

tice” as critical geographer Clancy Wilmott writes
and adds that it is dynamic.”” She writes: “Mobile
mapping is mapping with situation and the situated
at the forefront of the mind. It is more than maps
and mappers, but a heterogeneity of practices of
interpreting the openness and possibilities of space
through assemblages of memories, institutions, ra-
tionalities, spaces, bodies, and technologies—which
are in constant flux and transformation.”®
Through her work, Giires inserts personal stories
into public spaces, affecting the world around her in
ways that are not physically permanent but temporar-
ily and spatially distinct. While S7anger marks a shift
in medium—from the tactile and static to the tem-
poral and durational—it remains in close dialogue
with Giires’s background in painting. Her training
at the Academy of Fine Arts in Vienna included a
strong foundation in visual composition, material
sensitivity, and a critical engagement with represen-
tation, all of which continue to inform her broader
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practice across media. (Fig. 7) St#ranger, though re-
alized through video, retains a painterly sensibility
in its visual language and compositional awareness.
The careful framing of the moving body, the play
of color and texture in the urban environment, and
the attention to gesture and rhythm evoke concerns
central to contemporary painting. The artist’s use
of her own body—-clothed, positioned, and set in
motion through the city—can be understood as an
extension of her earlier painted and collaged figures:
fragmented, symbolic, and performative. The muted
palette of the video, interspersed with vivid everyday
details (such as the bright plastic shopping bags she
carries), echoes her frequent use of textile, color, and
found materials in her installations and mixed-media
works, suggesting a transmedial continuity of aes-
thetic vocabulary. (Fig. 8)

% Ibid., pp. 27-28.



Fig. 8: Nilbar Giires: Sad Plant Sad Sea | Smutnd rastlina, smutné more, oil, canvas, 30 X 40 cm. Courtesy the artist & Galerie Martin Janda,

Viienna. Photo: Manuel Carreon Lopez.

By translating her painterly gaze into a moving
image format, Giires simultaneously expands and
transgresses the boundaries of painting. The static
canvas gives way to the fluidity of video, yet the
foundational concerns of composition, embod-
iment, and sutface remain. The street becomes
a living canvas, and her passage through it—a
choreographed brushstroke—replaces the paint-
er’s hand. In this sense, S#anger may be read not
as a departure from painting, but as its temporal
and spatial extension. The work stages a dialogue
between surface and depth, between the fixity of
representation and the ephemerality of perfor-
mance, positioning video as a medium that inherits
and reconfigures the logic of painting within the
context of lived experience.

This framing allows us to consider Giires’s work
as part of a lineage of expanded painting practices,
wherein the medium is not abandoned but reimag-

ined. Her movement through public space, her en-
gagement with the textures of the city, and her use
of the body as both subject and surface all reflect
an ongoing interrogation of how painting might
manifest beyond the canvas. In doing so, Stranger
reveals the continued relevance of painting’s logic
even within ostensibly “non-painterly” practices—
especially when addressing complex intersections of
gender, mobility, and belonging,

By using the medium of video, she articulates and
frames its most significant characteristic as a moving
medium, in the triple sense—the moving image,
the movement or mobility of the people, and the
emotionally moving quality of the interaction, or in
this case, lack thereof. It also enables the viewer to
move, to travel to the moment that is documented as
Gires uses video, which is also the medium of (our)
time—of time traveled, edited, offered, and layered.
She integrates the double movement of migration
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as Mieke Bal writes that “migration is also an ex-
petience of time—as multiple, heterogeneous.””!

The unsettled and unsettling nature of Giires’s
videos, their resistance to being pinned down—can
and does open spaces for different ways of seeing,
The avoidance of formal productiveness, the low
visibility, and the clandestine nature of her videos
speak to the lived experience of the stranger—one
who moves through the world without ever fully
belonging. By drawing inspiration from the everyday
and transforming it into a potent, performative act,
Giires interrogates the politics of mobility and vis-
ibility entangled with (troubled) belongings and the
manner in which they are negotiated and rendered.

In Stranger, Nilbar Giires mobilizes the medium
of video not only to document but to perform the
experience of estrangement within the urban space
of Vienna. Through walking, commuting, and dwell-
ing in the city’s public spaces, she turns everyday
gestures into acts of resistance against assimilation,
spatial exclusion, and visual abstraction. Moreover,
by adopting video as her medium, Gtires extends
the reach of performance beyond the immediacy of
the body in space. The temporal and spatial layering
enabled by the moving image allows for a looping,
recursive engagement with the urban, where the
past, present, and possible futures of belonging
and body politics remain in flux. The camera does
not merely record; it participates in the unfolding
of space, mediating and amplifying the politics of
movement and emplacement. Her body, framed by
the moving image, acts as a dynamic site of negotia-
tion—between self and other, center and periphery,
visibility and invisibility. By positioning her “strange”
body within the fabric of the European city, Giires
interrupts dominant narratives of belonging and
spatial legibility. What emerges is a lived, gendered,
and performative mapping of the city that stands in
contrast to static, disembodied cartographies.

This embodied cartography is neither fixed nor
linear; it is constantly unfolding through relational
encounters. Each step, glance, and pause becomes
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part of a processual archive of mobility, one that
challenges the presumed neutrality of public space
and reclaims it as a terrain of situated knowledge and
affective resonance. In this way, S#ranger foregrounds
how the body—especially a racialized, gendered,
and migrant body—becomes both a medium and
a message, a site through which broader questions
of European identity, mobility regimes, and urban
inclusion are brought into critical focus.

Ultimately, S#ranger exemplities a form of femi-
nist, decolonial cartography—one that foregrounds
the embodied, affective, and precarious dimensions
of navigating space under conditions of difference.
Giires’s video practice contributes to a growing body
of contemporary art that challenges institutionalized
aesthetics of inclusion and representation, insisting
instead on the complexity of lived experience. In doing
so, she opens up new conceptual and aesthetic path-
ways for thinking about how artists engage with the
politics of space, movement, and identity in Europe.

Gires embodies the notion that artists do not
assimilate; instead, they disrupt the formation of
habit. S#ranger does not merely document the expe-
rience of being a stranger; it embodies it. Drawing
inspiration from everyday urban spaces and expe-
riences, Stranger enables readings of art that speak
to the politics of mobility and how they can be
negotiated, transgressed, and mapped while using
the city as its platform for artistic performances.
Stranger creates an embodied and gendered map of
the city, in opposition to the traditional map, which
is a disembodied visual representation. Through the
moving images, the work underlines the personal and
collective characteristics of Giires’s social encounters
in urban public space. Her “strange” body becomes
the facilitator to problematize the European corpus
as each body unfolds a mapping, producing or evinc-
ing a new subjectivity, an assemblage of intersections
and encounters in relation to another body within
the city. Those corporeal encounters sketch a wider
cartography, that is a bordered and fragmented Eu-
ropean corpus beyond its boundaries.

2 BAL, M.: Double movement. In: BAL, M. — HERNAN-
DEZ-NAVARRO, M. A. — GARCIA AGUSTIN, E Eds.:
2Move: Video, Art, Migration. Murcia; Cendeac 2008, p. 34.
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Prechod cez ram
Nilbar Giires a performativita pohyblivého obrazu

Lora SARIASLAN

Chodza patri k zakladnym sposobom vnimania
sveta, ktory sa vSak ¢asto prehliada tak v kazdoden-
nom zivote, ako aj v umeleckej praxi. Stelesnena
a situovand podstata chodze umoztiuje jednotlivecom
prezivat’ priestor v 'udskom meradle prostrednic-
tvom rytmu, trvania a zmyslovych vnemov. V kon-
texte sicasného umenia sa chodza stala vyznamnou
performativnou stratégiou navigacie, skimania
a rekonfiguracie mestského prostredia. Tato stadia sa
venuje prvej videoprodukeii umelkyne Nilbar Gures
(nar. 1977 v Istanbule) s nazvom St#ranger — Cudzinec
¢ skér Cudzginka (2004 — 20006), ktord analyzuje
nielen ako pohyblivy autoportrét, ale aj ako ukazku
performatfvneho telesného mapovania. Giires v tejto
praci vytvara pomocou kazdodenného pohybu zo-
sobnentu a rodovo podmienent kartografiu Viedne,
kde vlastné telo stavia do pozicie média, ktorym
zaznamenava Struktdry, rytmy a socialnu dynamiku
mesta a reaguje na ne.

Chédza prit'ahuje mnozstvo umelcov, spisovate-
T'ov, basnikov a teoretikov, ktorym slazi ako nastroj
na esteticku a kritickd interakciu s prostredim. V sa-
casnosti sa v kulturnych a socialnych diskurzoch
venuje velka pozornost’ chodzi ako prostriedku
na spoznavanie a vyskum priestoru. Problematika
chodze ma vsak dlha historiu, ktora siaha do starove-
kého Grécka, kde mnohi obcania (muzi) prechadzali
pesi dlhé trasy, aby sa zapojili do verejného Zivota
a ziskali (politickt) moc. Medzi aktivity, v ktorych sa
chédza prelina s umenim, patria pozorovania flinenra
19. storocia, mestské objavovanie Waltera Benjami-
na, dadaistickd ,,udalost’, deambulicia surrealistov
alebo dérive parizskeho avantgardného hnutia Lettrist
International na zaciatku 50. rokov, ktoré sa v roku
1957 vyvinulo do Situacionistickej internacionaly

(SI). Tato nesmierna plodnost’ obycajnej chodze
spociva v tom, ze je zaroven vstupom aj vystupom,
prostriedkom aj ciel'om, je metédou aj obsahom.

Ciuz ide o badatePa, flanenra, migranta, obyvatela
alebo turistu, chodza poskytuje jedinecny sposob
objavovania a interakcie s mestom. Predstavuje
priestorovu a stelesnenu ¢innost’, ktora 'ud'om
umoznuje mestské prostredie odhalovat’, inter-
pretovat’, presadzovat’, vzdorovat’ mu alebo s nim
nadvizovat’ kontakt. Chodza poskytuje formu
situovaného poznania — osobny sposob vnimania
a zaznamenavania mesta pomocou prechodného
pohybu tela. Nejde o pasivnu, ale performativnu
aktivitu, ktord ovplyviiuje osobnost’ chodca a soci-
alne, politické a materialne podmienky mestského
priestoru, ktory obyva.

7 tohto hladiska chodec stvarnuje mesto. Telo
v pohybe sa stava zdrojom pre vytvaranie vyznamov
a priestorového pribehu, ktory odraza a zaroven
spochybnuje dominantné naratfvy mestského Zivota.
Autori, ktor{ vyuzivaji chdédzu na zamerné umelecké
ucely, pretvaraju tato beznu ¢innost’ na kriticku a es-
teticki prax. Svoje pohyby zasadzuju do Struktury
mesta, a tym vyzyvaju divaka, aby vnimal zname
prostredie neznamym sposobom. Ich trajektorie
vytvaraju akoby ,krajinu chodze™ (,,walkscape®) —
pojem, ktory navodzuje prienik chodze a krajiny
a poukazuje na ¢asové a zmyslové kvality vnimania
miesta prostrednictvom pohybu.!

Tato pesia krajina nie je len vizudlna, je multi-
senzoricka a emotivna. Otvara priestor, v ktorom

' CARERI, E: Walkscapes: Walking as an Aesthetic Practice. Bat-
celona 2002.
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sa ,,tvrda® infrastruktira mesta, ako je architektira,
ulice, bariéry a instittcie, prelina s jeho ,,maksimi* di-
menziami v podobe socialnych vzt’ahov, spomienok,
emocif a rytmov. Chodza sa stava metédou mapova-
nia tychto vrstiev; nie cez abstraktné alebo nehmotné
reprezentacie, ale cez prezitd a precitent skusenost’
obyvania priestoru. Tento proces mapovania je
nutne ciastocny a provizérny; odmieta totalizujice
perspektivy v prospech lokalizovaného, stelesneného
a casto fragmentarneho chapania miesta.

Umelcom teda chdédza slazi ako metdda aj me-
tafora. Umoznuje kritické vymedzenie mestského
priestoru najmi pre tych, ktorych tela si v ramci do-
minantného poriadku oznacené ako ,,iné*, a to bud’
z rasovych, rodovych, triednych, alebo migra¢nych
dovodov. Umelecka pesia krajina sa stava platformou
na skimanie otazok mobility, pristupu, viditelnosti
a spolupatricnosti. Vdaka tomuto zosobnenému
putovaniu sa obrysy mesta, jeho vylacenia a prilezi-
tosti spritomnuji a podnecuju k novym spésobom
videnia, vaimania a opisu mestského zivota.

Chédza je pre Nilbar Giires, ako aj pre mnohych
inych umelcov, prostriedkom mobilizacie mimo spe-
cializovanych umeleckych naplni a vytvara priestor
pre otazky o tvorbe, formatoch a prijimani umenia.
Nachadzanim inspiracie v kazdodennom meste sa
Giires vydava po stopach avantgard zo zaciatku
20. storocia, najmi dadaistov a surrealistov, ako aj
konceptualnych a performativnych umelcov vratane
situacionistov, ktori povazovali mesta za kIa¢ové te-
rény kazdodennej tvorby. Gliresovej metody vyuzitia
priestoru a svojho tela v meste mozno povazovat’ za
rozvinutie tejto tvorby v 21. storoci.

Rozsirovanie média je kI'dcovym aspektom v pra-
xi kazdého umelca, pomocou ktorého casto prenika
do novych konceptualnych oblasti a odkryva rozne
sposoby skumania a vyjadrovania. Giiresovej tvorba
zahfna Sirokd skalu médii vratane malby, instalacie,
performance, sochy a zmiesanej kolaze. (Obr. 1)
Do svojich diel ¢asto zaclenuje vsedné materialy
a odkazy na domace, socidlne a kultirne narativy,
z ktorych vytvara asamblaze bohaté na symboliku
a vzdorujuce jednozna¢nému vykladu. Jej praca je
casto performativna, hrava a s politickym nabojom,
zakorenena v hlbokej pozornosti k otazkam identity,
pohlavia, migracie a kultirnej reprezentacie. (Obr. 2)
Prechod na iné médium sa nemusi tykat’ len formal-
neho vyvoja, ale aj hlbsieho rozpracovania otazok,
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ktoré predchadzajuce formy nedokazali dostato¢ne
riesit’. Spomedzi tychto réznorodych a materialne
zlozitych prac vynika dielo Cudzinka nielen ako
formalny posun, ale aj ako médium pre $pecifické
skumanie mobility, priestorovosti a zosobnenej sku-
senosti mestského Zivota.

V tomto kontexte je prvy vstup do nového média
obzvlast’ vyznamny, ked’Ze ¢asto predstavuje hranic-
ny moment, vedomy odklon od zavedenych met6d
a prijatie toho, €o je experimentalne, nezname a otvo-
rené. V diele Cudzinka je to obzvlast’ relevantné,
prva videoprodukcia Nilbar Gliresovej predstavuje
kI'icovy posun v jej umeleckej drahe.

Pri sledovani Guresovej prechodu k videu je
zrejmé, ako zloZito sa v jej postupoch domyselne
prelinaja médium a posolstvo. Cudzinka slizi ako pri-
klad mestského telesného mapovania. V tomto diele
Giires opustila umelecky ateliér a premenila mesto
Vieden na svoje ihrisko. Mestské dianie dokumentuje
cez performativne mapovanie alebo ,,pristup ku kar-
tografii, ktory povazuje tvorbu a pouzivanie map za
performativnu a stelesnenu aktivitu®, a teda uznava,
Ze mapy sa vytvaraji a pouzivaju prostrednictvom
réznorodych postupov, ktoré si kontextualizované
praxou.” Video zosobiuje iné mapovanie mesta cez
(pohybujuce sa) telo umelkyne a zaroven zdoraz-
nuje jej zaujem prenikat’ do kazdodenného zivota
a ovplyvnovat’ ho. Vytvara tak zosobneni mapu ako
protiklad k tradi¢nej mape, ktora byva nestelesnenou
vizualnou reprezentaciou alebo skratkou, v tomto
pripade mesta Vieden.

Preco Vieden? Biografia Nilbar Giires je v tejto
suvislosti dolezita, pretoze sa v roku 2000 vo veku
23 rokov prest’ahovala z Istanbulu do Viedne.
Bakalarsky titul v odbore malba ziskala na Fakulte
vytvarnych umeni Marmarskej univerzity v Istanbule
a neskor absolvovala magisterské stadium malby
a grafiky uz na viedenskej Akadémii vytvarnych
umeni. Po ziskani magisterského titulu Studovala
vytvarnu a textilna pedagogiku na Univerzite uzit-
kového umenia tiez vo Viedni, kde vytvorila aj svoje
prvé videodielo Cudzinka. Ako umelkyna, ktora
ziskala prvotny umelecky ramec a vzdelanie v Istan-
bule a neskor vo Viedni, sa vo svojej tvorbe opiera

> CASTREE, N. — KITCHEN, R. — ROGERS, A.: A Dictio-
naary of Human Geography. Oxford 2013.



o kultarne pozorovania a ¢asto sa politicky angazuje
v otazkach, ako je socialna nespravodlivost’, rodové
a sexualne slobody a obmedzenia a (vnucované)
kody kultarnej identity.

Giresovej tvorba je predmetom diskusii a vy-
stav z feministickej, queer a migracnej perspektivy.
Nasledovna analyza ju vsak prezentuje ako akt
socialno-politického mapovania. Jej transverzalna
metdda, ktord charakterizuje ciasto¢né obyvanie,
prechadzanie, performovanie a nakoniec mapovanie
mesta, je zvlast’ zaujimava. Cudzinka sa da povazovat’
za autoportrét v pohybe aj za pohyblivy autoportrét,
a to rovnako z hladiska telesného pohybu, ako aj
emocionalne dojimavej kvality. Tato praca znazor-
fuje aj vzt'ah umelcov k vlastnému sebavnimaniu
a k percepcii okolim, v tomto pripade ako (queer)
zeny, umelkyne a cudzinky.’

Pohyblivy autoportrét Cudzinka zacina cast'ou
Osoba v richu, ktora zachytava cestujicu vo vieden-
skom metre zahalent v kvetinovej textilii omotanej
okolo tvare a tela s ¢iernou satkou na hlave (Obr. 3).
Kamera snima protagonistku sediacu so skrizenymi
nohami vo vozni metra. Vicsina cestujucich jej pri-
tomnost’ prehliada, vratane dvojice, ktora sedf oproti
nej. Tento okamih odraza vedomu vol'bu nepozerat’
sa, teda rozhodnutie nerozpoznat’ cudzinku. Ked'ze
hlasenie o d’alsej zastavke je v nemcine, tito ,,osoba
v rachu® zostava nehybna.

Hoci ako divaci tusime, ze protagonistkou je
umelkyna, jej identita a rod sa urcit’ neda, pretoze
latka a sposob sedenia nam ni¢ nenaznacuju. Jej to-
toznost’ zostava neurcitd; zahalenie v latke a posed
neposkytuju ziadne zrejmé napovede. Giliresove;
telo, povedané manazérskym jazykom, nebolo pre
jej predstavenie owutsourcované, nepouziva teda telo
niekoho iného, ale umiestnuje a ukotvuje svoju pracu
v bezprostrednosti vlastného tela. Stelesfiuje anony-
mitu, pricom svoje telo vyuziva sucasne na ironické
a nazorné ucely a samu seba premiena na dielo.
Evokuje termin obohatend performancia (enriched perfor-
mance), pretoze dielo nielen ,,robi®, ale nim aj ,,je*.
Ako poznamenava historicka a kriticka umenia Claire

> SARIASLAN, L.: , They are all Turks, but very very nice®:
Re-placing contemporary artists of Turkish origin. In: Euro-
pean Journal of Futures Research, 4, 2016, ¢. 1,s. 1 =09.

Bishop: ,,Umelci pouzivaju I'udi a seba samych ako
material z mnohych dévodov: aby spochybnili ume-
lecké kritéria rekonfiguraciou kazdodennych ¢innost
ako performancie; aby zviditel'nili urcité socialne
zlozky a urobili ich komplexnejsimi, bezprostred-
nej$imi a fyzicky pritomnejsimi; aby predstavili es-
tetické acinky nahody a rizika; aby problematizovali
binaritu zivého a sprostredkovaného, spontanneho
a inscenovaného, autentického a fingovaného; a aby
preskumali konstrukciu kolektivnej identity a mieru,
do akej Pudia vzdy prekracuju tieto kategorie.

Video nepripust’a identifikaciu s oblecenou po-
stavou (umelkynou) a vyvolava voci nej l'ahostajnost’.
Nemame pristup k jej pokozke ako povrchu tela,
ktory sa da povazovat’ za rozhranie medzi vnatrom
a vonkajskom, ako aj medzi sebou a inymi. Gliresovej
tvorba je autobiograficka a telesna zaroven, prelina
sa v nej osobna historia a strety s vlastnym telom —
,,vrchol exilovej indexicity®, ako to vyjadril kulturolog
Hamid Naficy.’ Svojim telom obmedzenym vrstvami
textilu vizualne konstruuje cudzie telo, ¢im sa stava
cudzinkou a zaroven neviditelnou migrantkou. Kri-
tizuje tak prostredie, ktoré predstavuje nevedomost’
a Pahostajnost’ a podla autorky je plné rasizmu.
Dielo Cudzinka poukazuje na pretrvavajicu diskri-
minaciu, vylucenie a odcudzenie, ktoré sa vyskytuju
v spolocnosti. Giires vytvara ,,inakost’* bez tvare,
v stave neustaleho presunu, sediacu ako mikvy ,,ne-
viditelny* ¢udak.

Video Nilbar Giires zachytava viacero cudzincov
vratane utec¢encov, migrantov a tych ,,inych®. V jed-
nom zo zaberov vidime Gliresovu sediet’ na sedadle
vedPa Cierneho muza, ktory sa obéas poztie do kamery
(Obr. 4). Tento vyber je dolezity a zamerny. Pocas
nasho rozhovoru autorka objasnila, Ze stredobodom
tejto scény je otazka rasizmu, konkrétne rakdaskeho
rasizmu a diskriminacie. Okrem toho odhalila dote-
raz nezverejnené podrobnosti o svojej diplomove;
praci na Akadémii vytvarnych umeni vo Viedni zame-
ranej na Marcusa Omofumu (10. maja 1973 — 1. méja
1999), ktory zomrel v désledku policajnej brutality
pocas deportacie do Nigérie. Jeho smrt” podrazdila

* BISHOP, C.: Delegated Performance: Outsourcing Authen-
ticity. In: October, Spring 2012, vol. 140, s. 112.

> NAFICY, H.: An Accented Cinema: Exilic and Diasporic Film-
martking. Princeton 2001, s. 119.
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verejnost’ a stala sa symbolom protirasistického hnu-
tia v Rakusku.® Osobny rozmer pridala Gutesovej
pribehu skutocnost’, ze jej skolitel' povazoval tému
za ,prili§ politicki® a jej zavere¢ni prezentaciu na
akadémii nepodporil ani sa jej nezucastnil.” V nasom
rozhovore sa zverila, ze umenie je pre nu reakciou
na vlastné skusenosti, aktom, ktory stelesnuje vzdor
a uznanie politiky tela zaroven. Pre Nilbar Giires je
osobné politické vo svojej podstate.

Priblizne v rovnakom c¢ase, ako vzniklo dielo
Cudzinka, feministicka spisovatel'ka Sara Ahmed vy-
stizne pomenovala, Ze ,,tela migrantov sa rozt’ahuju
a zmrst'uju, ked prekracuji hranice, ktoré vymedzuja
zname a cudzie miesta®,® a tym formuju roztriesteny
a Coraz vicsmi rozdeleny eurépsky priestor. Ked’ze
video evokuje konkrétnu skisenost’ ,,migrujiceho
tela® v danom Ccase, tela, ktoré sa este volne presu-
va cez hranice, neda sa ubranit’ myslienke, ¢i je to
dnes vobec mozné. Eurdpa ako spletity sibor tiel
(snaziacich sa byt’) v pohybe, je priestor pretkany
politickymi a kulturnymi rozpormi. Giliresovej
,»cudzie® telo prihodne sluzi ako antigeografia, ako
protiklad k dominantnym mocenskym $truktdram,
¢im prispieva k sirsej kartografii, ktora reflektuje
ponatie tela feministickej teoreticky Donny Haraway
ako ,,mapy moci a identity”.” Akt sedenia v metre
a pohyb po verejnom priestore sa stavaja stelesnenou
mapou mestskej reality s dérazom na (umelecky)
potencial vSednosti.

V Giresovej diele sa mesto Vieden a fyzické
zenské telo navzajom pretvaraji, prekresl'uju a vy-
clenuju. Telo, ktoré byva casto obmedzované, kon-
trolované alebo zakryvané, tu symbolizuje rozpory
a neurcitost’ hranic Eurépy v pohybe a spochybnuje
koncept pevnych ttvarov.

Giiresovej zahalena postava brani akémukol'vek
ocnému kontaktu, akoby evokovala idey viedenského
socioléga Georga Simmela, ktorého mozno pova-

¢ KedZe Omofuma sa prirodzene branil deportacii lietadlom,
policajti ho ,,sputali, zapchali mu usta a pripevnili ho na
sedadlo lietadla. Pasku, ktorou ho sputali, pocas celého letu
neskontrolovali, a pritom mu zabranila dychat’. Pocas pribliz-
ne hodinového letu [do Sofie] zomrel v bolestiach. Na jeho
smrt’ prisli az pri pristati v Sofii. Pozti https://en.wikipedia.
org/wiki/Marcus_Omofuma a https://visionscarto.net/
IMG/pdf/deportation-omofuma.pdf.

7 Rozhovor autorky s umelkyriou, 27. jala 2020.
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zovat’ za prvého sociologa moderny. Simmel tvrdi,
ze ocny kontakt je najcistejsia a najpriamejsia forma
'udskej interakcie, sposob, ako sa spojit’ a nadviazat’
vzt'ah s ostatnymi.'” Giires sa teda odputava od Fudi
okolo seba a absencia reakcie zo strany cestujicich
navyse odraza stereotypy a predsudky, ktoré ovladaju
kazdodenny zivot. Dokonca ani par, ktory sedf oproti
Giiresovej, s nou nijako neinteraguje. Obecenstvo
tu pozostava z dvoch skupin: jednak su to spolu-
cestujuci v metre, ktorf sa nevedomky podielaji na
umeleckom diele, a potom sme to my, divaci videa,
ktorf sme svedkami tychto momentov nepriameho
vylicenia. Autorka dovtipne meni prva skupinu
divakov alebo ,,nepozerajucich sa“ na skuto¢nych
ucastnikov svojho diela. Ako piSe Sara Ahmed,
cudzinec ,,nie je ten, s kym sme sa este nestretli, ale
ten, koho sme uz stretli alebo videli“, a dodava, Ze
,nniekoho skor rozpoznavame ako cudzinca, nez aby
sme ho jednoducho nespoznali“.! Gliresovej umenie
nam pripomina, ze cudzincov rogpogndvanme, aj ked
ich odmietame brat’ na vedomie.

Video nam upiera pristup ku Giiresovej pokozke,
k rozhraniu medzi sebon a druhymi, medzi vadtrom
a vonkajskom. Tkanina, vrstvena ako §tit aj metafora,
zaroven odhal'uje aj ukryva. Giiresovej telo je celé
zahalené v latke, ¢o vyvolava pocit klaustrofébie.
Latka ju zakryva, no odhaluje tiché predsudky. Nie
je len fyzickym pokrytim, predstavuje aj spolocensku
struktaru, v ktorej je obliekanie a vyzliekanie kédo-
vanym ukonom. Giires svojou pracou spochybnuje
stereotypny obraz ,,tureckej Zeny* v Eurépe, ako aj
patriarchalny systém v Turecku. Jemna farebna latka
sa stava protivahou voci drsnej xenofébii, ochran-
nou vrstvou vo svete vylucenia, pretoze ju nechava
vyniknut’ a zmiznut’ sucasne.

Mestské priestory sa tak stavaju arénou kolizie
alebo prepojenia inak nestvisiacich tiel. Antropolog
Johannes Fabian tvrdi, Ze ,,kultdra® nie je situdcia,

8 AHMED, S.: Strange Encounters: Embodied Others in Post-Colo-
niality. London 2000, s. 92.

* HARAWAY, D.: Simians, Cyborgs, and Women: The Reinvention
of Nature. New York 1991, s. 180.

10 SIMMEL, G. - FRISBY, D.— FEATHERSTONE, M.: Simmzel
on Culture: Selected Writings. London 1997, s. 112.

" AHMED 2000 (v pozn. 8), s. 21.



priestor alebo stav bytia, ale proces ,,konfrontacie
druhov praxe, nasej a ich®."* Nazvom diela S#ranger
Nilbar Giires vystizne zdoraznuje konfrontaciu me-
dzi ,,nami a nimi“ a to, ako pre fu ,,ini* (Rakusania/
Eurépania) vnimaju Turkov najmi na zaklade odevu,
ktory zdoraznuje inakost’ a tym vytvara vzajomny
kontrast. Dielo tak mozno povazovat’ za kriticky hlas,
ktory poukazuje na aktualny kulturny a spolocensky
vyvoj, ako aj ulohu umelca v spolo¢nosti a na ume-
leckej scéne. Giires pracuje s vizualnymi metaforami
a prehnanymi kli§é a vo svojej praci sa zaobera soci-
alno-politickymi otazkami odvodenymi od sucasnej
politiky identity, ktora sa jej priamo ,,dotyka®. Na
vyjadrenie svojho postoja obratne uplatiuje nepria-
my vytvarny jazyk s davkou absurdity a humoru.

Analyza videa tak nielen objasnuje Guresovej
angazovanost’ v politike priestoru a mobility, ale
poskytuje aj kriticky pohlad na vyvoj autorkinej
tvorby. Znazornuje, ze zmena média mo6ze byt’ viac
nez len technickym alebo estetickym rozhodnutim;
moze byt’ krokom k novym spésobom vnimania,
obyvania a ovplyviiovania sveta.

Dielo Cudzinka z tohto pohl'adu sluzi ako kl'aco-
vy vstupny bod pre pochopenie sirsieho umeleckého
posobenia Nilbar Giires. Demonstruje, ako autorka
vyuziva pohyblivy obraz na skimanie priesecnikov
medzi telom, miestom a identitou, a zaroven nazna-
cuje posun v jej praxi od statickych foriem, ako je
mal'ba a kolaz, k ¢asovym, imerzivoym moznostiam
videa. Mapovanim mesta svojim telom Giires zachy-
tava nielen vlastnu poziciu ,,cudzinky* vo Viedni, ale
vytvara aj priestor pre divakov, aby sa zamysleli nad
tym, ako mesta naviguju, obyvaju a formuju ti, ktorf
st v nich casto neviditel'ni.

Stelesnena podstata jej prace sa prejavuje vo
vsetkych médiach, v diele Cudzinka vsak pohyblivy
obraz umoznuje zvyraznit’ pocit ¢asovej a priesto-
rovej dislokacie, co odraza sirsi zaujem umelkyne
o presidlovanie a o budovanie vzt'ahov. Vyber
videa ako nového média v ranej faze kariéry pod-
ciarkuje autorkino odhodlanie skiumat’ rozmanitost’
zitych skasenosti, najmd z pohl'adu tych, ktori st

2 FABIAN, J.: Anthropology with an Attitude: Critical Essays. Stan-
ford 2002, s. 4.

'3 Rozhovor autorky s umelkyriou, 27. jila 2020.

v dominantnych kultdrnych narativoch oznaceni
ako ,,ini".

Tureckd hlava (Obr. 5) je nasledujucou cast’ou
Cudzinky, ktora svoj nazov odvodzuje od nemecké-
ho Tiirkenkopf. Tento nazov pochadza z rozhovoru,
ktory Giires zachytila v metre, kde sa dvaja muzi
rozpravali o niekom ,,s velkou hlavou, Tiirken-
kopf <. Vypocutie rozhovoru nesie v sebe prvok
odposluchu. Na videu vidime Zenu (Gtires) s hla-
vou pokrytou vrstvami latky, ktora jej zakryva oci.
Vystupuje z viedenského metra (na stanici Neubau-
gasse) a vchadza do struktiry a toku kazdodenného
zivota na rusnej pesej zone Mariahilfer. Pohybuje sa
uprostred ethnoscape — ,,etnokrajiny*, ¢o je zasadny,
aj ked’ t'azko uchopitel'ny metaforicky novotvar an-
tropologa Arjuna Appaduraiho vyjadrujici ,,krajinu
pohybujucich sa I'udi, ktori tvoria premenlivy svet,
v ktorom zijeme*."* Podl'a Appaduraia to mézu byt
,Hturisti, pristahovalci, utecenci, vyhnanci, docasni
pracovnici a iné mobilné skupiny a osoby“.">

Nilbar Gires kri¢a medzi davom ludi na ulici,
v rukich drzi plné igelitové nakupné tasky a zda
sa, ze je ponorenda do toku kazdodenného zivota.
Okolité zvuky mestského prostredia, Sum rozhovoru,
hluk dopravy a kroky okoloiducich tvoria audioob-
sah videa, obklopuju jej telo a umiestiuju ho do
zmyslovej vyplne verejného priestoru. Tieto zvuky
nie su len akustickou kulisou, posobia ako sonické
mapovanie mesta, ktoré dielo zakotvuje v konkrét-
nom case a mieste.

Pocujeme zenu, ktora hovori: ,,Vidi 7 vobecr*
Muz zakrici: ,,Ach, zlatko! Pozri sa na 7ot0.“ Napriek
tomu, ze komentare odzneli vo Viedni, si napodiv
v turectine a nie v nemcine. Tato zvukova a vizualna
stranka prispieva ku koncepcii (pre)mapovania Eur6-
py. Turectina namiesto nemciny na viedenskych uli-
ciach naznacuje moznost’ alternativnych kartografii
Eurépy a v Burépe. Tureckd hlava nielen zachytava
Giiresovej chodzu po viedenskych uliciach, pouka-
zuje aj na potrebu porozumiet’ tomu, kto sa smie
a kto nesmie pohybovat’, ako tela ziskavaju pristup
do roznych priestorov a ako sa ,,pohybuju‘ na mape.

" APPADURAL, A.: Modernity at Large: Cultural Dimensions of
Globalization. Minneapolis 1996, s. 33.

5 APPADURALI, A.: Disjuncture and difference in the global
cultural economy. In: Theory, Culture & Society 7, 1990, s. 297.
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Vstup do sveta chodcov mozno povazovat’ za pre-
jav angazovanosti a emancipacie. Prostrednictvom
performativity Giires nastol'uje otazky prislusnosti
a naroku na mesto.

Ako divaci sledujeme Giiresovu tesne pred
sebou a nasa perspektiva je v sulade s tym, ako ka-
mera zabera jej telo zozadu. Tato pozicia z nas robi
tichych spolo¢nikov — svedkov jej pohybu, ktorf
vsak nemozu zasiahnut’. Giires vidi nejasne, azda
zamerne oslabene, ked’ prechadza husto zal'udnenou
nakupnou stvrt’ou. Zat’azena taskami a zdanlivo
nevidiaca sa pohybuje s opatrnym odhodlanim.
Napiitie v tejto scéne nevyplyva zo zjavnej aktivity,
ale z tichého ocakavania narusenia — predpokladame,
alebo sa dokonca obavame, Ze sa s niekym alebo
niecim v dave zrazi. Ale nestane sa tak. Jej telo sa
pohybuje v priestore s neuveritelnou presnost’ou
a bez konfrontacie alebo incidentu sa presuva cez
mestské masy.

Tento zdanlivo jednoduchy akt vystihuje hlavné
stratégie diela Cudzinka. Gires premiena kazdodenny
ukon pohybu v dave s nakupnymi taskami na putavé
predstavenie, ktoré sa zaobera otazkami vnimania,
zranitelnosti a priestorového vyjednavania. Jej zdan-
liva slepota umocnuje pocit neistoty a odcudzenia,
¢o naznacuje odlicenie nielen od zrakovych vnemov,
ale aj od socialnych noriem, ktoré reguluji pohyb
a viditelnost’ v meste. Nakupné tasky este viac
zdoraznuju jej zaclenenie do rodovo podmienené-
ho rytmu kazdodennosti, pricom vyvolavaju dojem
obycajnosti a zaroven nemiestnosti.

Gires vklada svoje telo do zranitel'nej, ale kon-
trolovanej pozicie, ¢im zdoraznuje usilie, ktoré si
vyzaduje pohyb ,,cudzinca® vo verejnom priestore
ako osoby poznacenej kultirnou, rodovou a rasovou
odlisnost’ou. Jej schopnost’ pohybovat’ sa v dave bez
kolizif sa stava tichym potvrdenim vlastnej p6sobnos-
ti, odmietnutim nechat’ sa vytlacit’ alebo vymazat’,
aj ked’ jej pritomnost” komplikuje normativne toky
mesta. Pevny obraz kamery v kombinacii s pohl-
cujicou mestskou zvukovou krajinou nas vyzyva
nielen k pozorovaniu jej cesty, ale aj k precit’ovaniu
pritomného napitia, rozpoltenosti a jemnych preja-
vov odporu.

Giires nepouziva chddzu len ako sposob prepravy,
tieZ ju pretvara na zamerny umelecky a politicky akt.
Jej pohyb po meste s nakupnymi taskami, prechod
preplnenymi ulicami a cestovanie verejnou dopravou
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sa stava site-specific performanciou, ktora domyselne
spochybnuje dominantné priestorové poriadky. Jej
postupy nastol'uju politiku viditelnosti, spristupnenia
a spolupatri¢nosti, najmi ked’ sa prelinaji s rodom,
etnicitou a migraciou. Mestské prostredie v Cudzinke
nie je neutralnym pozadim, ale spornym priestorom,
ktory je nabity osobnou pamitou aj Strukturalnym
vylicenim. Autorkino telo sa v ilom nielen pohybuje,
ale sa don aj vpisuje a zanechava za sebou pominu-
telné stopy pritomnosti a odlisnosti.

Dielo Cudzinka poukazuje na kazdodennost’ ako
na zivnu podu pre umelecku intervenciu. Zdoraz-
novanim rutinnych dkonov a znamych verejnych
priestorov nabada k prehodnoteniu toho, o predsta-
vuje zmysluplny umelecky obsah. Giiresovej chodza
sa stava sposobom zosobneného pozorovania, ktoré
je pomalé, zamerné a prispoésobené mikropolitike
ulice. Tento koncept ju spaja so Sirsimi tradiciami
chodze v dejinach umenia, od parizskeho flinenra
19. storocia az po psychogeografické vypravy situ-
acionistov, ako aj s feministickymi a dekolonizacny-
mi pristupmi, ktoré vnimaji chodzu ako kI'icovy
prostriedok pre tych, ktorf mali v minulosti pohyb
obmedzeny.

Rozbor Cudzinky ako prvej autorskej videopro-
dukcie pomaha lepsie pochopit’ Giiresova nielen
ako multidisciplinarnu umelkytiu, ale aj ako vnimava
pozorovatel’ku, ktord by sme mohli nazvat’ aj ,,mapo-
vatel’kou* I'udi, miest a socialnej dynamiky. Prechod
k videu jej umoznil pracovat’ s ¢asom, pohybom
a zvukom sposobom, ktory rozsiruje a umoctiuje
problematiku jej predchadzajucich a stcasnych prac.
Na rozdiel od relativnej stalosti malby alebo sochy
umoznuje video trvacne a pohlcujuce zapojenie do
priestoru a naratfvu, ¢im rozvija mestsku skisenost’
v aktualnom case. V diele Cudzinka sa kamera stava
predizenim tela, pohyblivim svedkom rytmov mesta
a nenapadnych procesov viditel'nosti, zranitelnosti
a pritomnosti.

Zaverecna Cast’ diela Cudginka s nazvom Schody
zobrazuje umelkynu ako zostupuje po eskalatore
vo viedenskom metre, aby nastapila do vozna, ¢im
zachytava ,,rutinnd choreografiu jej kazdodenné-
ho zivota (Obr. 6).'° Tato ,,banilna alebo vsednd

© LAVRINEQ, J.: Urban Scenography: Emotional and Bodily
Experience. In: Limes: Borderland Studies, 6, 2013, ¢. 1, s. 25.



cesta® je beznym tkonom, ktory Giires pretvara na
performanciu tym, ze pocas pohybu drzi v tstach
na lyzici vajce.'” Jej vtipné gesto pripomina detsku
hru na preteky s vajcom na lyzici, ktora si vyzaduje
sustredenie a rovnovahu. Gires ju predvadza ako
dospela osoba na verejnosti, ¢im zdoraznuje discipli-
novanu vautornu aj vonkajsiu navigaciu svojho tela
v mestskom prostredi. Jej vyrovnanost’ a rovnovaha
znamenaju Pahostajnost’ a zaroven vzdor voci jej
marginalizacii, pricom vyjadruji pocit spolupatric-
nosti v priestore, v ktorom je ina. Podobne, ako to
bolo v casti Osoba v richn, aj Cast’ Schody formuje jej
sktsenost’ s inakost’ou. Giires pouziva svoje telo
ako metonymiu politizovanej identity, kde sa telam
prideluji rézne prilezitosti alebo reakcie — st vitané
alebo zakazané, vypocuté alebo umlcané. Svojim
umenim Giires spochybnuje domnienku, ze je telo
neutralne, a odhaluje, ako su teld poznacené rozdiel-
mi vo viditel'nosti, prijati a reSpekte. Telo sa tu stava
objektom aj subjektom, hybnou silou, ktora skima
identitu, odli$nost’” a odcudzenie.

Tvorba Nilbar Gliresovej vychadza z osobnych
pozorovani a frustracii, a snaz{ sa podnietit’ social-
nu zmenu spochybnovanim spolocenskych noriem
a zvykov, pricom poukazuje na zvysené usilie, ktoré
musi ¢lovek ako ona vynalozit’ na orienticiu vo
verejnom priestore. Jej praca stiera hranice medzi
individualnym a kolektfvnym, umelcom a publikom,
aktivhym a pasivnym a sukromnym a verejnym.
Materialne, vzt'ahové a performativne aspekty jej
prace robia z Cudzinky intimny autoportrét so $irsim
socialno-politickym odkazom, v ktorom premenou
videa na autoportrét v pohybe kritizuje systémy
reprezentacie a mobility.

Gires vytvara mapy, ktoré nesd ,,emocny
a subjektivny vyznam®, ¢o z nich podla Katherine
Harmon robi mapy ,,0sobnej geografie“."® Tieto
osobné geografie odhal'uju, Ze mapa nikdy nie je
objektivnym zobrazenim skutoc¢nosti, skor odraza
urcita perspektivu. Giires vo svojej tvorbe skiima
kontary a struktiry mestského prostredia. Pozyva

7 BINNIE, J. - EDENSOR, T. - HOLLOWAY, J. - MILLIN-
GTON, S.— YOUNG, C.: Mundane mobilities, banal travels.
In: Social & Cultural Geography, 8, 2007, ¢. 2, s. 165.

8 HARMON, K.: You Are Here: Personal Geographies and Other
Maps of the Imagination. New York 2004.

nas, aby sme sa stali nielen divakmi jej diela, ale
aj cestovatelmi a kartografmi, ktor{ sa pohybuja
v prostredi mesta na povrchu aj pod nim, jeho
vertikalnymi aj horizontalnymi rovinami — zatial
¢o nas sprevadza svojim vlastnym mobilnym mapo-
vanim. Kriticka geografka Clancy Wilmott oznacuje
mobilné mapovanie za ,,$pecificky zosobnenu ¢in-
nost’!” a dodava, ze je dynamické. Pise: ,,Mobilné
mapovanie je zobrazovanie so zretelom na situaciu
aj situovanych. Ide o viac ako mapy a kartografov,
znamena to tiez réznorodost’ postupov pri inter-
pretacii otvorenosti a moznosti priestoru prostred-
nictvom zoskupeni spomienok, institdcii, racionalit,
priestorov, tiel a technoldgii, ktoré si v neustalom
pohybe a transformacii.“*

Svojou pracou Giires vnasa osobné pribehy do
verejnych priestorov a ovplyviiuje svet okolo seba
sposobom, ktory nie je hmotny, ale ¢asovo a priesto-
rovo osobity. Hoci dielo Cudzinka znamena posun
v médiu od hmatového a statického k ¢asovému
a trvalému, zostava v uzkom dialégu s Giiresovej
maliarskym zazemim. Stadium na Akadémii vytvar-
nych umeni vo Viedni jej poskytlo pevny zaklad
v oblasti vizualnej kompozicie, materialove;j citlivosti
a kritického pristupu k reprezentacii, ktoré ovplyviiu-
ju jej Sirsiu tvorbu naprie¢ médiami. (Obr. 7) Video
si vo svojom vizualnom jazyku a kompozicnom
povedomi zachovava maliarsku citlivost’. Dosledné
ramcovanie pohybu tela, hra farieb a struktar v mest-
skom prostredi a pozornost’, ktord venuje gestu
a rytmu, evokuju kI'icové aspekty sucasnej malby.
Autorkino zahalené telo, umiestnené a uvedené do
pohybu v meste, m6zeme chapat’ ako nadvizujice
na jej skorsie fragmentarne, symbolické a performa-
tivne figury v mal'bach a kolazach. Tlmena paleta
videa sa prelina s pestrymi kazdodennymi detailmi
(napr. ziarivé igelitky, ktoré nosi), odrazajice jej casté
pouzivanie textilu, farieb a najdenych materialov
v instalaciach a objektoch vytvorenych kombinaciou
technik, ¢o naznacuje transmedialnu kontinuitu jej
estetického vokabularu. (Obr. 8)

Y WILMOTT, C.: Mobile Mapping: Space, Cartography and the
Digital. Amsterdam 2020, s. 11.

2 Ibidem, s. 27-28.
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Giires prenasa svoj maliarsky pristup do formatu
obrazu v pohybe, ¢im rozsiruje a zaroven prekracuje
hranice mal’by. Statické platno ustupuje plynulosti
videa, no zakladné principy kompozicie, zosobnenia
a povrchu zostavaji zachované. Ulica sa stava zivym
platnom a jej prechod nou — choreograficky t'ah
stetcom — nahradza maliarkinu ruku. Z tohto po-
hPadu Cudzinka nepredstavuje odklon od malby, ale
jej casové a priestorové rozsirenie. Dielo inscenuje
dialég medzi povrchom a hibkou a medzi stalost'ou
reprezentacie a prchavost’ou performancie, pricom
sa video stava médiom, ktoré dedf a pretvara meto-
diku malby v kontexte Zitej skusenosti.

Toto ramcovanie ndm umozniuje povazovat’
Giiresovej tvorbu za sacast’ linie malby v rozsire-
nom poli, v ktorych nedochadza k opusteniu média,
ale k jeho novému stvarneniu. Svojim pohybom vo
verejnom priestore, narabanim so struktirou mesta
a pouzivanim tela ako predmetu aj povrchu Giires
neustale h'ada moznosti prejavu mal’by mimo platna.
Dielo Cudzinka tak odhal'uje pretrvavajuci vyznam
maliarskej metodiky aj pri zdanlivo ,,nemaliarskych®
postupoch, najmi ked’ sa tykaju komplexnych prie-
nikov rodu, mobility a spolupatri¢nosti.

Pouzitim videa ako média autorka stvarniuje
a ramcuje jeho najvyznamnejsiu ¢rtu — pohyb troji-
tym sposobom: ako obraz v pohybe, mobilitu I'udi
a emotifvnu posobivost’ interakcie, alebo v tomto
pripade jej nedostatku. Zaroven umoznuje divakovi
presunit’ sa do snimaného okamihu, kedZe video
je médiom (nasho) ¢asu —a to ¢asu precestovaného,
editovaného, pondknutého a navrstvené¢ho. Spaja
dvojity pohyb migracie, o ktorej Mieke Bal pise:
,,Migracia je tiez skiisenost’ou ¢asu — ako viacnasob-
ného, heterogénneho. !

Znepokojiva povaha Giiresovej videi, ich odol-
nost’ voci zaskatul'’kovaniu, dokaze otvorit’ a aj otvara
priestor pre odlisné sposoby vnimania. Neformalna
produkcia, nenapadnost’ a skryta podstata jej videf
vypovedaji o Zivotnej skisenosti cudzinca, ktory sa
pohybuje vo svete bez toho, aby don uplne patril.
Giires cerpa inspiraciu z kazdodennosti a pretvara
ju na ucinny performativny akt, ¢im skima politiku
mobility a viditelnosti spojenu s (problematickou)
prislusnost’ou a sposobmi, akymi sa tieto otazky
prekonavaju a stvarnuji.

V diele Cudzinka Nilbar Giires mobilizuje mé-

dium videa nielen na zdokumentovanie, ale aj na
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performovanie skusenosti odcudzenia v mestskom
priestore Viedne. Prostrednictvom chédze, dopravy
a pobytu vo verejnom priestore mesta meni kazdo-
denné aktivity na akty vzdoru proti asimilacii, priesto-
rovému vyliceniu a vizualnej abstrakcii. Okrem toho
Giires pouziva video na rozsirenie dosahu perfor-
mancie za hranice bezprostrednosti tela v priestore.
Casové a priestorové vrstvenie pohyblivého obrazu
umoznuje cyklicku, rekurzivnu tcast’ na mestskom
diani, kde sa minulost’, pritomnost’ a mozné budic-
nosti prislusnosti a politiky tela neustale pretvaraju.
Kamera nielen zaznamendva, tiez sa podiela na
vyvine priestoru tym, ze spritomfuje a umocnuje
politiku pohybu a ,,vmiestnenia®. Jej telo ohranicené
obrazom v pohybe posobi ako dynamické miesto
vyjednavania medzi sebou a inymi, centrom a perifé-
riou, viditenost’ou a neviditelnost’ou. Umiestnenim
svojho ,,cudzieho® tela do Struktiry eurépskeho
mesta Gures nardsa dominantné narativy prislusnosti
a priestorovej Citatenosti. Vznika zivé, rodovo pod-
mienené a performativne mapovanie mesta, ktoré je
v protiklade k statickym, nehmotnym kartografiam.

Tato zosobnena kartografia nie je ani pevna, ani
linearna; neustale sa rozvija prostrednictvom stretu
vztahov. Kazdy krok, pohl'ad a zastavka sa stava
sucast’ou procesualneho archivu mobility, ktory
spochybnuje predpokladanu neutralitu verejného
priestoru a vnima ho ako terén situovaného po-
znania a afektivnej rezonancie. Dielo Cudzinka tak
predstavuje rasovo, rodovo a migra¢ne podmienené
telo, ktoré sa stava médiom aj posolstvom, miestom,
kde sa do popredia dostavaju Sirsie otazky europskej
identity, rezimov mobility a mestskej inkluzie pod-
robené kritickému pohladu.

V neposlednom rade je Cudzinka prikladom
feministickej, dekolonizacnej kartografie, ktora
vyzdvihuje zosobneny, emocny a neisty rozmer
navigacie v priestore v podmienkach odlisnosti.
Giiresovej videotvorba patri k rasticemu spektru
stcasného umenia, ktoré spochybiiuje institucionali-
zovanu estetiku inkluzie a reprezentacie, a namiesto
toho trva na zlozitosti zivotnej skdsenosti. Svojou
tvorbou otvara nové konceptualne a estetické cesty

2 BAL, M.: Double movement. In: BAL, M. — HERNAN-
DEZ-NAVARRO, M. A. — GARCIA AGUSTIN, E. (eds.):
2Move: Video, Art, Migration. Murcia; Cendeac 2008, s. 34.



pre tvahy o pristupe umelcov k politike priestoru,
pohybu a identity v Eurdpe.

Gires zosobnuje myslienku, ze umelci sa neasi-
miluji, ale narasaju formovanie zvyku. V. Cudzinke
nielen dokumentuje skusenost’ cudzincov, zaroven
ju stelesnuje. Indpiraciu cerpa zo vsednych mestskych
priestorov a skdsenosti a vytvara umenie, ktoré vy-
poveda o politike mobility a o tom, ako sa da riesit’,
prekracovat’ a mapovat’, pricom vyuziva mesto ako
platformu pre umelecké predstavenia. Dielo Cudzinka
vytvara stelesnent a rodovi mapu mesta v protiklade

k tradi¢nej mape, ktora je neosobnou vizualnou re-
prezentaciou. Pohyblivé obrazy zdoraznuju osobné
a kolektivne ¢rty Giiresovej socialnych stykov v mest-
skom verejnom priestore. Jej ,,cudzie telo sa stava
sprostredkovatefom problematizovania eurépskeho
korpusu, pretoze kazdé telo objavuje mapovanie, pro-
dukovanie alebo prejavovanie novej subjektivity ako
sustavy prienikov a stretov vo vzt’ahu k dalsiemu telu
v meste. Tieto telesné stretnutia nacrtavaju rozsiah-
lejsiu kartografiu, prekracujicu hranice tohto presne
vymedzeného, ale fragmentarizovaného korpusu.

Dr. Lora Sariaslan

Research Institute for History and Art History,
Utrecht University

L.satiaslan@uu.nl
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Navigating Liquid Times
Iconology of Voyage in Slovakia’s Contemporary Painting

Peter MEGYESI

Abstract:

This study aims to draw attention to the surprising frequency of images and motifs of boats and ships
in Slovakia’s contemporary painting, to offer ways in which they may be contextualized and interpreted,
and thus to contribute to understanding this comprehensive and fascinating aspect of visual culture:
nautical iconology. Images of boats, navigation, and nautical motifs appear to be widespread because
boat imagery is firmly anchored in our collective imagination and cultural memory. Nautical depictions
communicate under conditions that require us to recognize the position of individual participants
and observers of a voyage, taking all their perspectives into account. Such pictures are images of
navigation—seeking and maintaining the proper course—which demands effort and determination
to withstand unfavourable circumstances, yet depends in part on luck. For this reason, they are also
metaphors of human existence: they reveal the life conditions of society and the individual, determi-
ning and shaping our experience, limits, and expectations in both the past and our present liquid age.

Keywords: Contemporary painting — Nautical — Iconology — Navigation — Liquid Times

This text aims to draw attention to the surprising
frequency of images and motifs of boats and ships in
Slovakia’s contemporary painting, to offer ways they
may be contextualized and interpreted, and thus to
contribute to understanding this comprehensive and
fascinating aspect of visual culture: nautical iconology.'

It seems that images of boats, navigation, and
nautical motifs are widespread because boat imagery
is firmly anchored in our collective imagination and
cultural memory. As he contemplates heterotopia,

! This text builds on my previous exploration of icolonology
of voyage, with results presented in lectures, studies, radio
essay and exhibition: “Navigacia v tekutej dobe: Nautické
motivy v sucasnom vizualnom umeni na Slovensku” (lecture
at Maly Berlin cultural centre in Trnava, 13 March 2024);
“Ikonolégia plavby: Nautické motivy v su¢asnom vizudlnom
umeni na Slovensku” (lecture at the Nitra Gallery as part of
the Pinakotéma cycle, 27 June 2023); “Esej: V samotnom
stroskotani je nadej” (radio recording, STVR, Radio Devin,
24 July 2024, accessible at: https://devin.stvr.sk/clanky/re-

Michel Foucault invokes the boat as its most char-
acteristic example, allotting it exceptional potential
for the imagination: ... the boat has not only been
for our civilization, from the sixteenth century un-
til the present, the great instrument of economic
development... but has been simultaneously the
greatest reserve of the imagination. The ship is the
heterotopia par excellence. In civilizations without
boats, dreams dry up, espionage takes the place of
adventure, and the police take the place of pirates.“

flexia-a-kritika/371045/esej-v-samotnom-stroskotani-je-na-
dej); “Plavba v tekutej dobe” (exhibition at Galéria Jana
Koniarka in Trnava, 24 April — 31 August 2025); MEGYES],
P.: HFadanie hodnot v tekutej dobe. Nautické motivy v sd-
&asnom vizualnom umeni na Slovensku. In: GRUN, D. Ed.:
Hostina pre duchov: Hodnoty v dialdgu sicasnyeh umeni. Bratislava

2025, pp. 19-47.

S

FOUCAULT, M.: Of Other Spaces. In: Diacritics 16, No. 1,
1986, p. 27.
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The boat and allegories thereof are consider-
able opoi or loci communes in European culture, as
Ernst Robert Curtius analysed in his classic literary
scholarship on Medieval Latin literature.” Plato, in
his Republic, employed the ship of fools allegory
to criticize societal governance, as popularized by
Sebastian Brant in the early-modern work Das
Narrenschiff (1494) and depicted by Hieronymus
Bosch (1490-1500).* In the Baroque era, the ship
in tempestuous waves was a popular literary and
visual Zgpos, a metaphorical image of the Church.’
Apart from the Navicula Petri tradition, which sees
the Church as a ship steered by Saint Peter, the spe-
cific allegory of Navis Ecclesiae militantis came about,
representing the Roman Catholic Church as a ship’s
crew defending against the Turks, the heterodox, and
the Protestants.® Further evidence of the boat as a
major symbol during the early modern period is its
abundant representation in the monumental com-
pendium Mundus symbolicus (1653) by Filippo Pici-
nelli, a key resource for understanding the period’s
visual culture. In it we find, under INSTRUMENTA
NAVTICA and the keyword Navis, one hundred and
two uses of the ship or boat as a symbol.”

Hans Blumenberg, a German philosopher and
intellectual historian, explored the extraordinarily
plentiful repertoire of nautical metaphors in broad
historical contexts, in connection with the expression
of real-life experience. The image of the ship and
navigation as metaphorical of this lifetime (raviga-

w

CURTIUS, E. R.: Evropskd literatura a latinsky stredovék. Prague
1998, pp. 144-148.

* PLATO: The Republic. London 2007; BRANDTT, S.: Das Nar-
renschiff. Die Ausgabe von 1877 mit allen Holzschnitten des
Erstdrucks von 1494. Hofenberg 2016; Bosch’s oil painting
is now in the Musée du Louvre in Paris.

> PANOCH, P: Voda, lod, ryba: K ikonografii “mokrého”
sveta v Ceském baroku. In: Historicky obzor17, No. 9—10, 2000,
pp. 194-202.

=N

MEGYESI, P.: Navicula Petri: [luzivna barokova kazatelnica
v Pruskom v kontexte ranonovovekej symboliky lode. In:
GERAT, I. — ZERVAN, M. Eds.: Liizia a virtnilna realita v
ument. Bratislava 2021, pp. 68—71; WEBER, U.: Schiff. In:
KIRSCHBAUM, E. Ed.: Lexikon der christlichen ITkonographie:
Allgemeine Lkonggraphie, Bd. 4 (S-Z). Freiburg in Breisgau 2015,
pp. 65—66.
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tio vitae) and of fate is a tradition noteworthy and
well-documented, reaching back to antiquity. Motifs
of boats, expectant voyages, and safe returns to port
on the one hand, and shipwreck on the other, reflect
the uncertainty and unpredictability of the human
existence. For these reasons, Blumenberg considers
seafaring and shipwrecks — characterized by inherent
peril and the experience of insecurity and risk —as a
paradigm of metaphor for human existence.®

In 1932, on the occasion of the centenary of
Johann Wolfgang Goethe’s death, José Ortega y
Gasset gave a speech expressing the conviction that
the essence of life is to shipwreck, and a person who
has understood their situation must see themselves
as shipwrecked: “Life is, in itself and forever, ship-
wreck. To be shipwrecked is not to drown... Some
discontinuity must therefore intervene, in order that
man may renew his feeling of peril, the substance
of his life. All his life-saving equipment must fail,
then his arms will once again move redeemingly.
Consciousness of shipwreck, being the truth of
life, constitutes salvation.””” Some ninety years ago
the shipwreck metaphor summed up the modernist
consciousness of the radical uncertainty of human
existence.

The /liguid times phrase in the title of this text is
another aquatic metaphor, used by the sociologist
Zygmunt Bauman in systematically characterizing the
present and its societal features when he undertook
to describe the liquid modern, liquid life, liquid evil,

" PICINELLL E: Mundus Symbolicus: In Emblematnm Universitate
Formatus, Explicatus, Et Tam Sacris, quam profanis Eruditionibus ac
Sententiis illustratus: Subministrans Oratoribus, ... Innumera Concep-
tunm Argumenta. 1: Cum quadyuplici copiosissimo Indice, Lemmatum,
Applicationum, Rerum notabilinm, & locorum S. Seripturae. (Lib.
XX; Cap. VI § 49-151)

8 BLUMENBERG, H.: Schiffbruch mit Zuschauer. Paradigma einer
Daseinsmetapher. Frankfurt am Main 1979; English translation
Shipwreck with Spectator. Paradigm of a Metaphor for Existence.
Cambridge, MA 1996; BODEI, R.: Navigatio vitae: Metaphor
and Concept in the Work of Hans Blumenberg, In: Archives
de Philosophie 67, 2, 2004, pp. 211-225.

’ ORTEGA Y GASSET, J.: Um einen Goethe von Innen
bittend (1932). In: ORTEGA Y GASSET, J.: Gesammelte
Werke, Bd. 111. Stuttgart 1978. Accessible at: https://spool.ac/
index.php/spool/article/view/180/176; English translation
quoted by Satoh, Junichi and Taylor Stahle in “Reimagining
Humanity”. In: Spoo/, 2022 vol. 9 No. 2 pp. 91-108.



liquid times, liquid fear, and liquid love: ““Liquid
life’ and ‘liquid modernity’ are intimately connected.
‘Liquid life’ is a kind of life that tends to be lived in
a liquid modern society. ‘Liquid modern’ is a society
in which the conditions under which its members
act change faster than it takes the ways of acting to
consolidate into habits and routines. Liquidity of
life and that of society feed and reinvigorate each
other. Liquid life, just like liquid modern society,
cannot keep its shape or stay on coutrse for long,“'"
In a situation thus defined, and under constantly
mutable societal conditions, it is of course difficult
to settle on commonly agreeable values, generally
acknowledged attitudes, and often finally on how to
describe reality. Therefore, by means of metaphorical
images associated with the element of water, we fre-
quently speak of winds of change, feeling unmoored,
changing course, taking the helm, and our need for
navigation and lighthouses.

In the context of the liquid times, the Czech
philosopher and sociologist Vaclav Bélohradsky
analyses the deteriorating intellectual community,
and describes the dramatic problem of accelerating
communication in the vanishing public space, as it
changes into the digital shallows of the mediasphere:
“In a society of communication profusion, all ver-
sions of facticity are overfull, and facts fall from
them, washing over the banks and flooding public
space... The mediasphere is something different
from the “slow” public space that was; it is fast and
impatient. Here one surfs among images, brands,
information, and posts, and images multiply that
replace rather than depict reality. This does not make
for a judicious public; instead, it turns the public into
a pack of semionauts learning rapid surfing on waves
of news and information torn from connections
(for connections are too slow)... Every post in the
mediasphere has to be repackaged into the garb of

" BAUMAN, Z.: Liguid Life. Cambridge 2005, p. 1; BAUMAN,
Z.: Liguid Times: Living in an Age of Uncertainty. Cambridge
2007.

" BELOHRADSKY, V.: Cas pléthokracie: Kdys ésti json vétsi nes
celky a svétovy duch spadl g koné. Prague 2021, pp. 17, 46—47.

2 BELOHRADSKY, V. Svtij smysl dnes nachdzime v kon-
frontaci s pohledem uprchlika. In: Kolaps # 55. Accessible at:

lurid colour, to grab the attention of the semionaut
sutfers, otherwise it would vanish unread and un-
heatd into the whitlpools of information oceans.”"!
In the digital shallows, opinion cannot take root
or arguments evolve; that which forms there has
no legitimizing power, and there are no majorities
of opinion that inspire respect. What rises from
the mediasphere’s digital shallows is a monster: an
agglomeration of moods, different anxieties, and
often traumas."

In observing and assessing the contempo-
rary transformations in navigation metaphors,
Bélohradsky’s penetrating insight is important:
“Book II of Lucretius’ De rerum natura begins with
the famous ‘shipwreck with spectator’ allegory (nau-
[fraginm cum spectator): ‘It’s sweet, when mighty waves
stir up the sea, / To see a sailor toiling desperately...
Being spared from ills brings us delight.” The alle-
gory of a spectator calmly watching from dry land
the desperate struggle for survival of a ship on the
turbulent sea is a major #gpos in European literature.
The onset of the Anthropocene brings with it a shift
in perspective on its long history: the ground under
a philosopher’s feet is just as turbulent as the sea,
imperilled as it is by climate change, desertification,
wildfires, and plastic islands in the oceans. In the
Anthropocene, a wave-tossed ship can be imagined
as an ark of refugees from ‘the plagues of Egypt’
(the fifth plague was pestilence, the sixth boils, and
the seventh hailstones) with which an irresponsible
humanity punishes the Earth. Maybe these refugees
will have to disembark on one of the plastic islands;
they have no more land to discover.”" Bélohradsky
linked the basic transformation of the boat allegory
with the Anthropocene, which appeared as a term as
the third millennium began, and serves to mark the
epoch when humanity everywhere is becoming the
decisive geological actor on planet Earth."*

https://podcasty.seznam.cz/podcast/alarm/kolaps-55-vac-
lav-belohradsky-svuj-smysl-dnes-nachazime-v-konfronta-
ci-s-pohledem-uprchliku-47313.

» BELOHRADSKY 2021 (see in note 11), pp. 356-357.
4 KRUTZEN, P. J.: Geology of mankind. In: Nature 415, 23,
2002, https:/ /doi.org/10.1038 /4150232 https:/ /www.nature.

com/

227



Boat images are vigorous and suggestive because
they connect archetypal qualities and abilities con-
stantly to take on board even specific, historically
variable, and updated content. Paradigmatic changes
in society — such as the beginning and end of the
modern, and commencement of the current An-
thropocene epoch — are therefore simultaneously
associated with pronounced metamorphoses of
nautical metaphors. Thus, considering the refash-
ioning of boat metaphors through history puts us
in the paradoxical situation expressed in the Ship of
Theseus thought experiment.”

The following text attempts to answer these
questions: What new images associated with boats
are presently emerging, in the liquid age, and how
do individual artists develop nautical imagination
and metaphorics in the Anthropocene epoch in
progress? We shall seek answers to these questions as
we interpret selected works by contemporary artists
of Slovakia, male and female, across generations:
Erik Sille (b. 1978), Kristina Mésaro$ (b. 1981), Juraj
Kollar (b. 1981), Lucia Tallova (b. 1985), Samuel
Velebny (b. 1990), Monika Germuska Vrancova
(b. 1985), David Demjanovic (b. 1985), Jarmila Mi-
trikova (b. 1986), Oto Hudec (b. 1981), Juraj Duris
(b. 1992), Robert Bielik (b. 1963), Dorota Sadovska
(b. 1973), Richard Marco (b. 1994), Klara Bockayova
(b. 1948), Michal Sumichrast (b. 1991), and Pavol
Megyesi (b. 1969).

Pictures of ships, boats, and other vessels appear
frequently in Erik Sille’s compositions; he is a major
personality in Slovakia’s painting, associated with
“turning to painting” or “the return of painting” in
the first years of the 21st century.'® He paints motley
palimpsests of the digital age, with a layering, prolif-
eration, and mix of varied local and global cultural
codes, logos of multinationals, and references in

articles/415023a; McNEILL, JR. — ENGELKE, P: The great
acceleration: an environmental history of the anthropocene since 1945.
Cambridge, Massachusetts 2014.

15 Ship of Theseus. In: BLACKBURN, S. Ed.: The Oxford dic-
tionary of philosophy. 2016

' Accessible at: http://www.eriksille.com/; for an overview

of the artist’s ocuvre see JABLONSKA, B.: Erik Sille. In:

RUSINOVA, Z. Ed.: Ma/ba.sk. Bratislava 2022, pp- 240-247,

for a theoretical reflection on painting in Slovakia see GER-
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picture and text to popular culture and contempo-
rary socio-political situations of our interlinked yet
tragile world. In the pictures Bloow (2023), All against
All 2020), God Protect Us (2012) (Fig. 1), Happiness
is within Reach (2020), Amethyst Deceivers (2011), and
Cruising the Danube (2014), we observe post-modern
variations of the Ship of Fools, with hybrid crews
of the globalized world packed onto overfull decks.
Sille’s boat images essentialize “semionautics” in
the liquid age of informational fragmentariness
and overload, visualizing its defining emblems as
Vaclav Bélohradsky named them: the fight for at-
tention, pulling information out of contexts, and
the interrelated and overlapping crises and sense of
permanent peril.

Boats and nautical motifs also have a significant
place in the ocuvte of the painter Kristina Mésaros."”
The artist’s personal experiences, ephemeral situa-
tions, and perceptions of landscape changes, exotic
scenery, and the reemergence of old memories join
in her paintings with the abstraction of feelings and
moods, and a quest for a deeper meaning beyond the
fleeting day. In elementary gestures, in variations of
tigure, her configurations of and confrontations with
the environment uncover an individual’s existential
experience with universal currency. For instance, the
composition Lzfe (2025) portrays an onboard crew
trying to maintain the right course by trimming the
sails. The painting Downfall (2021) captures a capsized
boat with a limp sail on the water surface, and some-
one trying to save the situation arising, Paintings are
allegories of life, images of efforts not to surrender
and not to submit to the hardships of fate. This
artist’s many variations of voyaging, and motifs of
ships, boats, surfing, rowing, and navigation express
her life’s hope while renewing the archaic concept
of boats as navigatio vitae.

ZOVA, . Bd.: Malba v kontextoch | Kontexty malby. Zbornik 3
Cesko-slovenského sympozia venovaného problémom sicasne malby.
Bratislava 2013; GERZOVA, J. BEd.: Malba v postdigitalnom
veku | Painting in the Postmedial Age. Zbornik g medzindrodného
sympdzia | Proceedings from an international symposinm. Bratislava
2015.

Accessible at: https://WWW.kristinamesaros.com/works/;
for an overview of the artist’s oeuvre see JABLONSKA,
B.: Kristina Mesaros. In: RUSINOVA (see in note 16), pp.
166-171.



Fig. 1: Erik Sille: Boh nds ochraiinj | God Protect Us, 2012, acrylic, canvas, 150 X 170 em. Courtesy and photo of the artist.

Within his oeuvre, Juraj Kollar often works with
the tension between a painting’s recognised physical
surface and the pictutre’s illusory depth.”® A similar
tension is the viewer’s oscillating between realistic
and abstract perception of compositions, as is, for
example, visible in the pictures Ships (2021), Boats
(2021), and Harbour (2021). In them, he makes a
painter’s evaluation of the spaces between dry land,
the sky, and water, and evokes the visual effects of
mirroring objects on the water surface, with their
reflected images fragmenting, In the refined painting
Lighthouse (2021) (Fig. 2), on the boundary between

abstraction and objective symbolizing, surface and
space, horizontals and verticals, a lighthouse rises
from a notional horizon. It draws our eye not just in
the painting as a point of orientation and fixation,
but at the same time as a traditional, rising symbol of
hope, of right direction, and escape from the hazard
of shipwreck. The painting seems to remind us that
our lives consist of the tension between the space of
lived reality and our horizon of expectation.

'* For an overview of the artist’s oeuvre MEGYESI, P: Juraj
Kollar. In: RUSINOVA (see in note 16), pp. 124-131.
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Fig. 2: Juraj Kolldr: Majak | Lighthouse, 2021, 0il, canvas, 200 X 180
cm. Conrtesy of the artist. Photo: Andrej Balco.

The painting Winter Harbour 117 (2014) (Fig. 3)
by Lucia Tallova is a staged view of a depopulated
industrial harbour, painted in dark monochromatic
tones of the bleeding lines. The composition suggests
that our viewpoint comes from inside a home: in the
painting’s first plane is a transparent overlay of lace
curtains and a crystal chandelier. The artist here works
with the contrasting motifs of domestic intimacy and
the docks’ and yards” anonymity, with the melancholic
and nostalgic modalities associated with harbours,
as a place of farewells, expectations, and salutations,
both in life and in iconographic tradition."”

1 MEGYESI, P: Melanchélia a vzneseno v diele Lucie Tallovej.
In: Glosoldlia 5, No. 3, 2016, pp. 59—63.

2 VELEBNY, S.: Kultirne dejiny pasavky zemiakovej. In: Kapitil,

2023, 8 (ZLemiaky) (24 August 2023). Accessible at: https://
kapital-noviny.sk/z-kulturnych-dejin-pasavky-zemiakovej/.
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Technological progress has enriched traditional
nautical iconography, among others, with images
of spaceships and the imagination that comes with
exceeding the Earth’s orbit. The monumental wall
painting New Chronicle (2021), by Samuel Velebny
in cooperation with Viktor Fehér, on the Regional
Museum building in Presov, presents in a compressed
graphic form the potato’s cultural history alongside
its principal pest, the potato beetle; the wall painting
prominently features a voyage and ships used for the
colonial transport of potatoes. It depicts, apart from
the historic ship on board, which the potatoes and
pests sailed to Europe, a spaceship, as a reference to
the current future-oriented project Potatoes on Mars
that NASA and the International Potato Center are
developing jointly.*

The painting V7ew of Monument (2020) by Mon-
ika Germuska Vrancova takes inspiration from the
celebrated photograph of the Earth, taken by the
crew of the spaceship Apollo 11 from lunar orbit
in 1969. The captivating shots of the Earth rising
over the Moon’s horizon, first brought back by the
Apollo 8 mission in 1968, got an update in 2007
when the Japanese SELENA probe made similar
photographs. The painting transforms the familiar
perspective into a troubling composition, in which
the obscure monument of a skull covers the Earth,
releasing a thread of toxic colour contaminating the
lunar surface. The once-blue planet has here gone
grey, which, taken with the skull, evokes the plate
under a hunting trophy. The cosmic perspective
depicting the Earth at a distance of about 400,000
km, together with the skull as a fatalistic signature of
time, carries a troublesome message similar to that of
the international Extinction Rebellion movement’s
logo, which in geometrical style combines our planet
and an hourglass shape.”

Ideas of rescue and escape also suggest them-
selves in considering sailing. In the imagination, the
ship — whether waterborne or in space — can be an
ark. The David Demjanovi¢ and Jarmila Mitrikova

2 MEGYESI, P.: Monika Germuska Vrancové: VyhPad na
monument. In: JANCAR, 1. Ed.: Najlepsi slovensky obraz
2000—2022 vo vybere slovenskych vytvarnych teoretikoy, galeristov a
Jberatelov. Bratislava 2022, p. 30.



Fig. 3: Lucia Tallovi: Zinmy pristav IV. | Winter Harbour IV, 2014, acrylic, canvas, 150 X 170 cm. Collection of Nitrianska galéria, Nitra.

Photo: Andrej Balco.

work The Evacunation of Slovak Elites (2012), made
using coloured pyrography on plywood, is an ab-
surdist composition working in mystification, irony,
and anachronisms as is typical of this artistic duo’s
oeuvre.” In it, folk-costumed figures in mountainous
terrain are watching a spaceship ready to launch. The
enigmatic look and picture title suggest a getaway.
We cannot see the actual passengers of the rescue
spacecraft; all that informs us of their presence is a
luxury sports car.”?

At the centre of Monika Germuska Vrancova’s
painting composition titled Ark (2025) is a child’s
paper boat hovering over residual water. The boat

* For more on the oeuvre of Mitrikovad and Demjanovic see:
MEGYESI, P. In: RUSINOVA (see in note 16), pp. 80-85;
STOLARIK, M.: In: Twisted tradition. Profil umeleckého
dua Jarmila Mitrikova a David Demjanovic. In: Profil siiéasného
vytvarnébo umenia 22, 2015, 1, pp. 68—75.

archetype, evoking rescue and survival, is in this
fragile form elevated to a pedestal in the form of
an altar or a totem. The sacred object of the arc,
situated in an indifferent place and time, is further
consecrated by the “divine” touch of a hand with an
ambiguous and hybrid form, calling anthropomor-
phism into question. The picture suggests a positive
symbolism of the boat as ark, associated with faith in
its rescuing ability in the course of catastrophe, and
the continuation of life after it is overcome.

Oto Hudec’s project, If I Had a River (2012), mod-
ernizes the archaic concept of the Ark, the rescue
vessel for surviving the cataclysm. It comprises a

# https:/ /nitrianskagaleria.sk/jarmila-mitrikova-a-david-dem-
janovic-evakuacia-slovenskych-elit/
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Fig. 4: Samunel Velebny: Ako vysvetlit’ neoplasticizmus tropickému ostrovu | How to Explain Neoplasticism to a Tropical Island, 2021, acrylic,

canvas, 135 X 100 cm. Courtesy and photo of the artist.

boat model on which plants are growing to provide
nutrition, and a painting presenting a plan of the boat
with schematic instructions for use. This wotk, with
its distinct environmental appeal, refers to the general
dread of rising waters resulting from climate change.
It also reinforces the societal dimension of utopian
thinking and a call for participation. The utopian
and practical dimensions come together here in the
unexpected image of vegetation planted on board,
selected in consultation with a permaculture expert.
Thus, Hudec links the image of hope and rescue with
a sustainable approach to natural ecosystem-based
food production.”

#* FOWKES, M. — FOWKES, R.: Oto Hudec: Ekologické
postrehy a planetarne perspektivy. In: Flash Art (14 October
2015). Accessible at: https://flashart.cz/2015/10/14/
oto-hudec-ckologicke-postrehy-a-planetarne-perspektivy/
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Also treating the theme of vessels as a means
and place for rescue from catastrophe was the Juraj
Duri§ exhibition Save our Souls, in which the artist
presented a series of paintings conceived as images
of present-day Noah’s arks.” In pictures of Duri§’
like Save Our Souls V1, Shanghat, Turmoil, Intermodal,
and Hamburg I-1I, gigantic container and aircraft
carriers are put forward as symptoms of late global
capitalism and of Foucauldian heterotopia — that is,
as specific floating pieces of space, places that have
no place, existing in themselves, being both closed in
on themselves and dedicated to the endless oceans.

Samuel Velebny’s work How fo Explain Neoplas-
ticism to a Tropical Island (2021) (Fig. 4) features a

» Galéria Médium v Bratislave, 10 April — 2 June 2024, curator
Matej Majda. Exhibition annotation accessible at: https://
www.vsvu.sk/en/events/ VXBz8NXW /juraj-duris-sa-
ve-our-souls-04022024/ .



Fig. 5: Robert Bielik: Kldstor I1. | Monastery 11, 2019, 0il, canvas, 100 X 120 cm. Courtesy of the artist. Photo: Adridn Kobetit:

sinking cargo ship from which freight, in the form
of shipping containers, is sliding off. In the picture
as a whole, as the transoceanic transport goes un-
der it is confronted with the natural structures of
forest and coast and a geometric composition of
tennis courts and a Mondrianesque picture. This
suggests the clash of civilizations with a colonized,
exotic nature, headed toward the collapse of human
endeavour. In Velebny’s painting, the failing ship
along the tropical island’s shore and the onboard
commotion an essential elements of the presented
dystopic situation.

Contemporary painting in Slovakia also links
boat iconography with developing sacral and myth-
ological themes. Robert Bielik’s painting Monastery
II (2019) (Fig. 5) depicts a flooded inner cloister of
medieval monastic architecture. Along the water’s
flame-flecked surface floats an inflatable boat with
two people in it. As Adrian Kobeti¢ pointed out in

his interpretation of the work, this surprising image,
with a hidden motif of voyaging into the depths of
sacral architecture, is an image of the mysterious.
The flames on the water surface can be interpreted
in connection with the thinking of the Neoplatonic
philosopher Pseudo-Dionysius the Areopagite,
according to which the entire material universe be-
comes “light”, composed of countless tiny lights,
radiating as if from a multitude of sparks.”
Dorota Sadovska, a painter known primarily for
her continuously evolving dialogue with the Christian
iconography tradition, in late 2008 and early 2009 at
the Gallery of M. A. Bazovsky in Trenc¢in mounted
her Pale Blue Path. This extensive spatial installation
expanding the painting field, also realized in 2016 at
Schemnitz Gallery in Banska Stiavnica as part of the

% KOBETIC, A.: Dialdgy so stredovekom v sicasnom umeni na Slo-
vensku. Bratislava 2025, p. 72.
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Fig. 6: Richard Marco: Ostrov smrti (Revenant 1.) | Iste of the Dead (Revenant 1), 2022, oil, canvas, 240 X 180 cm. Private collection (R. Pilisek).
Photo: the artist.

exhibition Small in Big, presents images of isolated
nude human figures, in poses stylized somewhat like
rafts floating on a water surface. The horizons of
the almost monochromatic canvases are indicated
through line and light. Sadovska thus created forceful
images of existential loneliness, but of life direction
and hope as well.

Defining the oeuvre of Richard Marco is a
conceptual and erudite work with historic motifs
and paintings; for the Revenant series, the artist has
selected images that have, in the course of history,
disappeared, and he has paraphrased them based on
photographic evidence. In this mode, he resurrected,
among others, the 1884 Arnold Bécklin painting Die
Toteninsel (Isle of the Dead. Revenant I, 2022) (Fig. 06),
illustrating the ancient mythology theme of Charon
ferrying souls to the underworld. The artist’s decision
to interpret a specific yet now non-existing artifact
by overpainting relates to its iconography, which
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boating — the image of transitioning from the mortal
world to that of the dead —makes a theme of demise,
impermanence, and forgetting.

The Michal Sumichrast picture S/wak Rafters Fight
at Pearl Harbor (2021) lays out a subversive vision
of an alternative history, in which folk-costumed
rafters toting automatic firearms engage in military
conflict. Here, the artist is drawing with irony on a
line of domestic modernist iconography with rafts
and raftsmen representing a prominent attribute of
rustic Slovakia, often in contrasting juxtaposition
with motifs of technological progress.

Klara Boc¢kayova’s Happy Journey (2020) depicts a
voyage consistent with the aforementioned assertion
on the vessel as a specific site of concentrated imagi-
nation. The composition provokes us to seek connec-
tions in the story sketched out. In Zuzana Bartosova’s
words: “The story is at the forefront. On a boat on
the wide sea, amidst endless blue, sits a boy and two



Dutch village girls in caps with luggage and a caged
bird. Where might these defenceless beings be off
to? Are they saving themselves from the end of the
wortld, which an orange cloud ominously portends,
or yearning to find happiness far away, promised by
the pink tones in the sky? They can hardly achieve
either of these things, lost in the boundless blue.
Their future, and ours when we encounter something
fateful and more powerful than our own will, remains
uncertain. Klara’s picture cautions of helplessness in
steering our lives in the face of possible catastrophe.
And she wishes us Bon Voyage.””’

The imagery of Pavol Megyesi’s painting com-
positions is also shaped by windsurfing, in which
the author has been engaged for a long time. The
paintings Peace and Unity (2021), Interrupted Unity
(2021) (Fig. 7), Leakage (2021), and Remembrance
(2023) bring landscape scenes formed by perception
from a fast-moving board on the water surface. The
paintings represent a specific visual experience of
the observer and the painter, as he is capturing the
visual effects caused by the stirring of water and the
flickering of luminous reflections on the surface.
By combining micro and macro scales, blending ab-
straction and landscape features, Megyesi interprets
movements on the water and the accompanying
experience of feelings and perceptions in a paintetly
manner.

Nautical imagination represents various situa-
tions, possibilities, and conditions of beholding:
experiencing sailing privately from the deck, diverse
boat crews peering at horizons, or watching a shore-
line recede or grow near; castaways; bystanders in
port awaiting a ship or seeing it slip away. There is
a modernizing of traditional nautical depictions in
photographs capturing the astronaut’s view of the
home planet from extreme distance, or the launch
of a spaceship. The pictures presented also commu-
nicate voyages through the digital world of infor-
mation overload, expressing the human existential
experience eluding shipwreck, making a theme of
both hope and nostalgia. They recall the environ-
mental crisis along with the risk of space colonialism,
suggesting the imagination of rescue and escapism,
but also criticism of late, failing capitalism in the

z BARTQSOVA, Z.: Klara Bockayové: Stastnd cestu. In:
JANCAR, 1. Ed.: Najlepsi slovensky obraz 2000-2022 vo vybere

Fig. 7: Pavol Megyesi: Prerusend jednota | Interrupted Unity, 2021,
acrylic, canvas, 62 X 81 cm. Courtesy of the artist. Photo: 1 lado Elids.

globalization era. The boat represents both a utopia
and a dystopia, associated with profane, sacred as
well as mythological.

Nautical depictions communicate under the
conditions of having no choice but to realize the
position of individual participants and observers of
a voyage, taking all their perspectives into account.
Such pictures are images of navigation, i.e., seeking
and maintaining the proper course, which demands
effort and determination to withstand unfavourable
circumstances, but depends in part on luck. For
this reason, they are also metaphorical of human
existence: they reveal the life conditions of society
and the individual, determining and shaping our
experience, limits, and expectations, in both the past
and our present liquid age.

slovenskych vytvarnych teoretikoy, galeristov a berateloy. Bratislava
2022, p. 20.
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ARS 58, 2025

Navigacia v tekutej dobe

Ikonologia plavby v siCasnej slovenskej mal’be

Peter MEGYESI

Cielom prispevku je upozornit’ na prekvapu-
juco casto sa vyskytujuce obrazy a motivy plavby
v sucasnej slovenskej malbe, pondknut’ moznosti
ich kontextualizacie a interpretacie, a prispiet’ tak
k poznaniu rozsiahlej a fascinujicej kapitoly vizual-
nej kultiry, akou je nauticka ikonolégia.'

Rozsirenost’” obrazov plavby, navigcie a nautic-
kych motivov zrejme spociva v skutocnosti, ze ob-
raznost’ plavby je pevne ukotvena v nasej kolektivne;
imaginacii a kultirnej pamiti. Michel Foucault pri
svojich tvahach o heterotopii uvadza ako jej najcha-
rakteristickejsi priklad lod’ a prisudzuje jej mimoriadny
potencial imaginacie: ,,... lod bola pre nasu civilizaciu
od Sestnasteho storocia az po sucasnost’ nielen vel-
kym nastrojom hospodarskeho rozvoja, ale zaroven
aj najvacsou rezervou fantazie. Lod’ je heterotopia
par excellence. V civilizaciach bez lodi vysychaja sny,
$pionaz nahradza dobrodruzstvo a policia piratov.“

! Text nadvizuje na moje predchadzajice skimanie ikonolégie
plavby, ktorého vysledky boli prezentované formou prednasok,
studie, rozhlasovej eseje a vystavy: ,,Navigacia v tekutej dobe:
Nautické motivy v sic¢asnom vizualnom umeni na Sloven-
sku® (prednaska v kultirnom centre Maly Berlin v Trnave,
13. 3. 2024); ,,Ikonolégia plavby: Nautické motivy v sicasnom
vizualnom umeni na Slovensku® (prednaska v Nitrianskej
galérii v ramci cyklu Pinakotéma, 27. 6. 2023); ,,Esej: V samot-
nom stroskotani je nadej (rozhlasova nahravka, STVR, Radio
Devin, 24. 7. 2024, dostupné online: https://devin.stvr.sk/
clanky/reflexia-a-kritika/371045/ esej-v-samotnom-stroskota-
ni-je-nadej); ,,Plavba v tekutej dobe® (vistava v Galérii Jana Ko-
niarka v Trnave, 24. 4. — 31. 8. 2025); MEGYESI, P: Hfadanie
hodnét v tekutej dobe. Nautické motivy v sic¢asnom vizudlnom
umenti na Slovensku. In: GRUN, D. (ed.): Hostina pre duchor:
Hodnoty v dialdgn siicasnych nmeni. Bratislava 2025, s. 19 — 47.

> FOUCAULT, M.: Of Other Spaces. In: Diacrities 16, ¢. 1,
1986, s. 27.
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Plavba a jej alegorické vyklady su aj velkym 7gpoi
Ci Joci communes eurdpskej kultary, ktort v literatare
latinského stredoveku analyzoval vo svojom klasic-
kom literirnovednom diele Ernst Robert Curtius.’
Uz v Platénovej Republike sa pri kritike usporiada-
nia spolocnosti uplatiuje alegéria Lode blaznov,
ktord v novoveku spopularizoval Sebastian Brandt
v satirickom spise Das Narrenschiff (1494) a zobrazil
Hieronymus Bosch (1490 — 1500).* V baroku je lod’
v rozburenych vlnach popularnym literarnym a vi-
zualnym toposom, metaforickym obrazom cirkvi.’
Okrem tradicie Navicula Petri, teda obrazu cirkvi ako
lode kormidlovanej sv. Petrom, sa rozvinula i Speci-
ticka alegoria Navis Ecclesiae militantis predstavujica
Katolicku cirkev ako lodnu posadku, ktora sa musi
branit’ voc¢i Turkom, inovercom a protestantom.’
O skutocnosti, ze lod’ bola v ranom novoveku vy-
znamnym symbolom, sved¢i aj bohaté zastapenie

[

CURTIUS, E. R.: Evropskd literatura a latinsky stiedovék. Praha
1998, s. 144 — 148.

* PLATO: The Republic. London 2007; BRANDT, S.: Narren-
sehiff. Die Ausgabe von 1877 mit allen Holzschnitten des Erstdrucks
von 1494. Berlin 2016; Boschova olejomal’ba je dnes uchova-
vana v Musée du Louvre v Parizi.

> PANOCH, P: Voda, lod, ryba: K ikonografii ,,mokrého*
svéta v ceském baroku. In: Historicky obzor 17, ¢. 9 — 10, 2000,
s. 194 — 202.

¢ MEGYESI, P: Navicula Petri: Iluzivna barokové kazatePnica
v Pruskom v kontexte ranonovovekej symboliky lode. In:
GERAT, 1. — ZERVAN, M. (eds.): Ilizia a virtuilna realita
v umeni. Bratislava 2021, s. 68 — 71; WEBER, U.: Schiff. In:
KIRSCHBAUM, E. (ed.): Lexikon der christlichen Ikonographie:
Allgemeine Tkonographie, Bd. 4 (S-Z). Freiburg in Breisgau 2015,
s. 65 — 66.



v monumentalnom kompendiu Mundus symbolicus
(1653) Filippa Picinelliho, kI'acovom zdroji pre
poznanie dobovej vizualnej kultary. Pod kategoriou
INSTRUMENTA NAVTICA a heslom Nauis tu
najdeme stodva moznych pouziti lode ako symbolu.”

Mimoriadne bohaty repertoar nautickej metafo-
riky v sirokych historickych kontextoch preskumal
v stvislosti s vyjadrenim prezivania Fudského Zivota
nemecky filozof a historik vedy Hans Blumenberg,
Obraz lode a navigacie ako metafory priebehu 'ud-
ského zivota (navigatio vitae) a osudu ma pozoruhodni
a dobre sledovatelnu tradiciu, ktora siaha az do sta-
roveku. Motivy lode, nadejnej plavby a bezpecného
navratu do pristavu na jednej strane a stroskotania na
strane druhej, odrazaju neistotu a nepredvidatel'nost’
existencialnej situacie cloveka. Z tychto dévodov
povazuje Blumenberg prave plavbu a stroskotanie,
ktoré st charakterizované neodmyslitelnym nebez-
pecenstvom, skisenost’ou s neistotou a rizikom, za
paradigmu metafory udskej existencie.®

V roku 1932, pri prilezitosti st¢ho vyrocia smrti
Johanna Wolfganga Goetheho, predniesol José Or-
tega y Gasset prejav, v ktorom vyjadril presvedcenie,
ze podstatou zivota je stroskotavanie a ¢lovek, ktory
pochopil svoju situdciu, musi sam seba vidiet’ ako
stroskotanca: ,,Zivot je svojou vnutornou povahou
neustale stroskotavanie. Ale byt stroskotancom
znamena neutopit’ sa. (...) Je potrebné, aby vsetky
zachranné kolesa okolo stroskotanca zlyhali, aby
nemohol najst’ ni¢, coho by sa mohol chytit’. Vtedy
sa jeho ruky v snahe o zachranu za¢nd opiat’ pohybo-
vat’. Pocit stroskotania, pretoze je pravdou zivota, uz
znamena zachranu.“’ Metafora stroskotania vyjadrila
pred devit'desiatimi rokmi modernistické vedomie
radikalnej neistoty I'udskej existencie.

PICINELLI, E: Mundus Symbolicus: In Emblematum Universitate
Formatus, Explicatus, Et Tam Sacris, quam profanis Eruditionibus
ac Sententiis illustratus: Subministrans Oratoribus. .. Innumera
Conceptunm Argumenta. 1: Cum quadruplici copiosissimo Indice, Lem-
matum, Applicationum, Rerum notabilium, & locorum S. Scripturae.

Coloniae Agrippinae 1681 (Lib. XX; Cap. VI. § 49 — 151).

8 BLUMENBERG, H.: Schiffbruch mit Zuschaner. Paradigma einer
Daseinsmetapher. Frankfurt am Main 1979; anglicky preklad
Shipwreck with Spectator. Paradigm of Metaphor for Existence.
Cambridge MA; London 1996; BODEI, R.: Navigatio vitae:
Metaphor and Concept in the Work of Hans Blumenberg,
In: Archives de Philosophie 67, 2, 2004, 211 — 225.

Aj slovné spojenie #ekutd doba v titule prispevku
je akvatickou metaforou, ktora pri charakteristikach
sicasnosti a jej spolocenskych javov programovo
pouzival socioloég Zygmunt Bauman, ked’ sa venoval
popisom tekutej modernity, tekutého zivota, teku-
tého zla, tekut¢ho casu, tekutého strachu a tekutej
lasky: ,, Tekuty zivot™ a ,,tekutd modernita“ su spolu
uzko spojené. ,, Tekuty zivot™ je taky druh Zivota,
ktory ma tendenciu byt’ Zity v tekutej modernej spo-
lo¢nosti. ,,Tekutda moderna® je spolo¢nost’, v ktorej
sa podmienky, z ktorych jej clenovia jednaji, menia
rychlejsie, nez je potrebné k tomu, aby sa sposoby
jednania konsolidovali vo zvyky a v beznu prax.
Tekutost” zivota a spoloc¢nosti sa navzajom zivia
a posiliuju. Tekuty zivot, rovnako ako tekutd mo-
dernd spolo¢nost’, nedokaze uchovavat’ svoj tvar ani
nadlho udrzovat’ svoj smer.“!"" V takto definovane;j
situdcii a ustavicne premenlivych spoloéenskych
podmienkach je, samozrejme, t'azké zhodnut’ sa na
spolo¢ne akceptovatelnych hodnotach, vseobecne
prijimanych postojoch, a napokon casto aj na sa-
motnych popisoch reality. Prostrednictvom meta-
forickych obrazov, spojenych s vodnym zivlom, sa
preto casto hovori o pene dni, nasom neukotvent,
zmenach kurzu, otoceni kormidla, potrebe navigacie
a majakov.

Cesky filozof a sociolég Viclav Bélohradsky
v kontexte fluidnej doby analyzuje rozpad argumen-
tujucej obce a popisuje dramaticky problém zrychle-
nia komunikacie v zanikajucom verejnom priestore,
meniacom sa na digitalne plytéiny médiasféry:
.,V spolo¢nosti komunikacného nadbytku s vsetky
verzie fakticity pret’azené, fakty z nich vypadavaja,
valia sa cez ich brehy a zaplavuju verejny priestor.
(...) Médiasféra je nieco iné, nez bol ,,pomaly* ve-

9 MALEK, P: Plavba a ztroskotini. K nautické metaforice
literatury stfedoevropské moderny. In: Slovo a smysi: tasopis pro
mezioborovd bobemistickd stndia 16,2011. Dostupné online: http://
slovoasmysl.ff.cuni.cz/node/453; ORTEGA Y GASSET, J.:
Um einen Goethe von Innen bittend (1932). In: ORTEGA'Y
GASSET, J.: Gesammelte Werke, Bd. 111. Stuttgart 1978.

10 BAUMAN, Z.: Tekuty $vot. Praha 2021, s. 7; BAUMAN, Z.:
Tekutd modernita. Praha 2020; BAUMAN, Z. — DONSKIS,
L.: Tekuté zlo: Zivot bez alternativ. Praha 2018; BAUMAN, Z.:
Tekuty strach. Praha 2022; BAUMAN, Z.: Tekuté iasy: Zivot ve
véku nejistoty. Praha 2017, BAUMAN, Z.: Tekutd liska: O kieb-
kosti lidskyeh pout. Praha 2013.
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rejny priestor. Je rychla a netrpezliva. Surfuje sa tu
medzi obrazmi, znackami, informaciami, spravami,
mnozia sa tu obrazy, ktoré realitu nezobrazuju, ale
nahradzaju. Nerobi verejnost’ sidnou, robi z nej
skor huf semionautov, ktor sa ucia rychlo surfovat’
na vlnach sprav a informacii, vytrhnutych zo savis-
losti (suvislosti st pomalé). (...) Kazda sprava musi
byt v médiasfére priodeta do $Siat kriklavej farby,
aby pritiahla pozornost’ surfujicich semionautov,
inak by neprecitana a nevypocuta zmizla vo viroch
informacnych ocedanov.*!! V digitalnych plytéinach
nemozu zakorenit’ nazory a rozvijat’ sa argumen-
tacia, to, ¢o sa v nich formuje, nema legitimizujicu
silu, nie s to nazorové vicsiny, ktoré vzbudzuji
respekt. Z digitalnych plyt¢in médiasféry sa vynara
monstrum — zlepenec nalad, roznych uzkosti a ¢asto
aj traum."

Pri sledovani a vyhodnocovani sidobych premien
metafory plavby je dolezitym prenikavy postreh
Viclava Bélohradského: ,,Druhd kniha Lukréciov-
ho spisu De rerum natura zacina slavnou alegériou
,stroskotania lode s divakom® (naufraginm cum spec-
tator): Ked sa na mori krizia vetry,/ pozorovat’ zo
zeme lod’ stroskotanu v dialke je sladké/ (...) pre
utechu z toho, ze nie si vydany podobnému osudu.
Alegoria divaka, ktory s pokojom filozofa pozoruje
z pevniny zufaly zapas o prezitie lode stroskotava-
jucej na rozburenom mori, je velkym toposom eu-
répskej literatury. Prichod veku antropocénu prinasa
do jeho dlhej histérie zvrat perspektivy: Zem pod
nohami filozofa je rovnako rozburena ako more,
ohrozena klimatickymi zmenami, dezertifikaciou,
poziarmi, ostrovmi odpadkov v oceanoch. Vo veku
antropocénu si lod’ zmietanu vinami mozno predsta-
vit’ ako archu plnu utec¢encov pred ,egyptskymi ra-
nami‘ (piatou ranou je mor, siestou vredy a siedmou
krupobitie), ktorymi zranend Zem tresta nezodpo-
vedné 'udstvo. Mozno sa tito utec¢enci budu musiet’

" BELOHRADSKY, V.: Cas pléthokracie: Kdy3 ésti json vétsi nes
celky a svétovy duch spadl g koné. Praha 2021, s. 17, 46 — 47.

2 BELOHRADSKY, V: Svij smysl dnes nachazime v konfron-
taci s pohledem uprchlikd. In: Kolaps # 55. Dostupné online:
https://podcasty.seznam.cz/podcast/alarm/kolaps-55-vac-
lav-belohradsky-svuj-smysl-dnes-nachazime-v-konfronta-
ci-s-pohledem-uprchliku-47313.

B BELOHRADSKY 2021 (v pozn. 11), s. 356 — 357.
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vylodit’ na jednom takomto ostrove z odpadkov, ina
zem uz neobjavia.“"” Zasadnu transformaciu alegorie
plavby spojil Bélohradsky s antropocénom, ktory
sa ako pojem vynoril na zaciatku treticho tisicrocia
a sluzi na oznacenie epochy, v ktorej sa globalne
T'udstvo stava rozhodujicim geologickym cinitel'om
na planéte Zem."

Zivotaschopnost’ a sugestivnost’ obrazov plavby
spociva v spojen{ archetypalnych kvalit a schopnosti
neustale priberat’ na palubu aj konkrétne, historicky
premenlivé a aktualizované obsahy. Paradigmatické
zmeny v spolo¢nosti — akymi st napriklad zaciatok
1 koniec moderny a nastup sucasnej epochy antro-
pocénu — su preto zaroven vzdy spojené s vyraznymi
metamorfézami nautickych metafor. Premyslanie
nad premenami metafory plavby v plynuti dejin
nas preto niekedy stavia pred obdobnu paradoxnu
situdciu, aka vyjadruje myslienkovy experiment
o Thézeovej lodi."”

Nasledujuci text sa pokisa zodpovedat’ na nasle-
dujuce otazky: Aké nové obrazy spajané s plavbou
sa vynaraju v sucasnosti, v tekutej dobe, a ako roz-
vijaju jednotlivi autori a autorky nautickd imaginaciu
a metaforiku v prebiehajicej epoche antropocénu?
Odpovede na tieto otazky budeme hladat’ v ramci
interpretacie vybranych diel sucasnych slovenskych
maliarok a maliarov naprie¢ generdciami: Erika Sil-
leho (nar. 1978), Kristiny Mésaros (nar. 1981), Juraja
Kollara (nar.1981), Lucie Tallovej (nar. 1985), Samuela
Velebného (nar. 1990), Moniky Germusky Vrancovej
(nar. 1985), Davida Demjanovica (nar. 1985), Jarmily
Mitrikovej (nar. 1986), Ota Hudeca (nar. 1981), Juraja
Duria (nar. 1992), Roberta Bielika (nar. 1963), Doro-
ty Sadovskej (nar. 1973), Richarda Marca (nar. 1994),
Klary Bockayovej (nar. 1948), Michala Sumichrasta
(nar. 1991) a Pavla Megyesiho (nar. 1969).

Obrazy lodi, ¢lnov a plavby st velmi casté
v kompozicidch Erika Silleho, vyraznej osobnos-

" KRUTZEN, P. J.: Geology of mankind. In: Nazure 415, 23,
2002. Dostupné online: https://doi.org/10.1038/415023a
https://www.nature.com/articles/415023a; McNEILL,
J. R. — ENGELKE, P: The great acceleration: an environmental
history of the anthropocene since 1945. Cambridge; Massachusetts
2014.

15 Ship of Theseus. In: BLACKBURN, S. (ed.): The Oxford
dictionary of philosophy. Oxford 2016 (Ebook).
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ti slovenského maliarstva, ktory je v.domacom
prostredi spojeny s tzv. ,,obratom ku malbe® ¢i
,navratom malby* v nultych rokoch 21. storocia.'®
Autor svoje mal'by utvara ako pestré palimpsesty
digitalneho veku, v ktorych sa vrstvia, zmnozuji
a mixuju roznorodé lokalne i globalne kulturne
kody, loga nadnarodnych spoloc¢nosti a obrazové
i textové referencie k popularnej kultire a sucasnej
spoloc¢ensko-politickej situacii prepojené¢ho a zaro-
ven krehkého sveta. Na obrazoch Bloom (2023), Al
against All (2020), Boh nds ochrarinj (2012) (Obr. 1),
Happiness is within Reach (2020), Amethyst Deceivers
(2011) a Plavba Dunajom (2014) moézeme sledovat’
postmoderné variacie lode blaznov s hybridnymi
posadkami globalizovaného sveta, ktoré sa tlacia
na preplnenych palubach. Silleho obrazy plavby st
esenciou semionautiky v tekutej dobe informacnej
fragmentarnosti a pret’azenosti, a vizualizuju jej
defini¢né znaky, tak ako ich pomenoval Vaclav
Belohradsky: boj o pozornost’, vytrhavanie informa-
cif zo stvislosti, nadvizujuce a prekryvajice sa krizy
a pocit permanentného ohrozenia.

Plavba a nautické motfvy maju dolezité miesto
aj v tvorbe maliarky Kristiny Mésaros."”” Osobné
zazitky autorky, prchavé situacie, vaimanie premien
krajiny, exotické scenérie, ale aj vynaranie sa davaych
spomienok, si v malbach spojené s abstrahovanim
pocitov, nalad a hl'adanim hlbsieho zmyslu mimo
efemérnej peny dni. V elementarnych gestach, v pre-
menach figury, jej konfiguraciach a konfrontaciach
s prostredim sa odryva existencialna skusenost’
jednotlivca, ktora ma vSeobecnejsiu platnost’. Na-
priklad kompozicia Life (2025) zobrazuje posadku
na palube lode, ktord sa snazi napinanim plachiet
vo vetre udrzat’ spravny kurz. Obraz Pdd (2021) za-
chytava prevratené plavidlo so splasnutou plachtou
na hladine a osobou, ktord sa snaz{ vzniknuta situ-
aciu vyriesit’. Mal'by st alegériami Zzivota, obrazmi
snahy nevzdat’ sa a nepoddat’ sa nepriazni osudu.

¢ Dostupné online: http://www.etiksille.com/; K prehfadu
autorovej tvorby JABLONSKA, B.: Erik Sille. In: RUSINO-
VA, Z. (ed)): Malba.sk. Bratislava 2022, s. 240 — 247; K teo-
retickej reflexii o mafbe na Slovensku GERZOVA, J. (ed.):
Malba v kontextoch/ Kontexty malby. Zbornik 3 éesko-slovenského
sympdzia venovaného problémom sicasng malby. Bratislava 2013;
GERZOVA, J. (ed.): Malba v postdigitélnom veku/ Painting in the
Postmedial Age. Zbornik 3 medzindrodného sympézia/ Proceedings
from an international symposium. Bratislava 2015.

Autorkine pocetné variacie plavby, motivy lodi, ¢l-
nov, surfov, veslovania a navigacie vyjadruju zivotna
nadej, pricom aktualizuju archaicky koncept plavby
ako vyjadrenia navigatio vitae.

Juraj Kollar vo svojej tvorbe ¢asto pracuje s napi-
tim medzi uvedomovanym fyzickym povrchom mal-
by a obrazovou iluzfvnou hibkou.!® Dal§im napitim
je divacka oscilacia medzi reahstlckym a abstraktnym
vnimanim kompozicii, ¢o je viditelné napriklad v ob-
razoch Lade (2021), Clny (2021) a Pristar (2021), kde
sa maliarsky zhodnocuju priestory medzi pevnou
zemou, oblohou a vodou, a evokuju vizualne efekty
zrkadlenia objektov na vodnej hladine s triestenim
ich zrkadliaceho sa obrazu. V rafinovanej mal’be Ma-

Jjak (2021) (Obr. 2) sa na pomedzi abstrakcie a pred-

metnej znakovosti, plochy a priestoru, horizontaly
a vertikaly vynara na pomyselnom horizonte majak,
ktory pritahuje nas pohlad nielen na mal’be — ako
zachytny a orientacny bod, ale vystupuje zaroven aj
ako tradi¢ny symbol nadeje, spravneho smerovania
a vyhnutia sa nebezpecenstvu stroskotania. Obraz
akoby nam pripominal, Ze nase Zivoty formuje
napitie medzi priestorom zitej skutocnosti a nasim
horizontom ocakavania.

Mal'ba Zimny pristav 117 (2014) Lucie Tallove;j
(Obr. 3) predstavuje inscenovany pohl'ad na vyl'ud-
neny industrialny pristav, namalovany v temnych
monochromatickych ténoch rozpijajucich sa linii.
Kompozicia evokuje, ze vyhlad je nam sprostred-
kovany z interiéru bytu: v prvom plane malby je
transparentny raster hackovanych zaclon a visiaci
kristalovy luster. Autorka pracuje s kontrastnymi
motivmi intimity domova a anonymity dokov
a prekladiska, s modalitami melanchélie a nostal-
gie, ktoré sa s pristavom ako miestom licenia, oca-
kavania a vitania v Zivote aj ikonografickej tradicii
spajaju."”

Technicky progres obohacuje tradicnt ikonolégiu
nautiky aj o obrazy vesmirnych lod{ a imaginaciu

7 Dostupné online: https:// Wwwkristinamesarqs.com /works;
K prehPadu autorkinej tvorby JABLONSKA, B.: Kristina
Mesaros. In: RUSINOVA 2022 (v pozn. 16), s. 166 — 171.

** K prehl'adu autorovej tvorby MEGYEST, P: Juraj Kollar. In:
RUSINOVA 2022 (v pozn. 16), s. 124 — 131.

1" MEGYESI, P: Melanchélia a vzneseno v diele Lucie Tallovej.
In: Glosolilia 5, ¢. 3, 2016, s. 59 — 63.
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spojenu s prekracovanim orbitu Zeme. Monumental-
na nastenna mal'ba Novdi kronika (2021), realizovana
Samuelom Velebnym v spolupraci s Viktorom Fehé-
rom na budove Krajského muzea v Presove, predo-
stiera v komprimovanej grafickej podobe kulturne
dejiny zemiakov a ich hlavného skodcu, pasavky
zemiakovej, pricom dolezité miesto v kompozicii
nastennej malby ma plavba a lode, ktoré su spo-
jené s kolonialnym transportom zemiakov. Okrem
historického plavidla, na ktorého palube zemiaky
a chrobaky pricestovali do Eurdpy, je zobrazena aj
kozmicka lod’ ako referencia na aktualny futuristicky
projekt Potatoes on Mars, ktory spolocne rozvijaja
NASA a International Potato Center.”’

Malba VVyblad na monument (2020) Moniky Get-
musky Vrancovej je in§pirovana preslavenou foto-
grafiou Zeme, ktora zachytila posadka kozmicke;
lode Apollo 11 z lunarnej obeznej drahy v roku
1969. Podmanivé zabery vychodu Zeme nad hori-
zontom Mesiaca, ¢o prvykrat priniesla misia Apollo 8
v roku 1968, boli aktualizované aj v roku 2007,
ked obdobné pohlady nasnimala japonska sonda
Selene. V malbe je znamy vyhl'ad transformovany
do znepokojujucej kompozicie, kde Zem prekryva
lebka vztycena ako obskurny monument, z ktorého
sa spustaju vlakna toxickej farby kontaminujice
mesacny povrch. Pévodne modra planéta je uz siva
a v spojent s lebkou sugeruje podlozku pod lovecka
trofej. Kozmicka perspektiva zobrazenia Zeme zo
vzdialenosti priblizne 400 000 km v spojen{ s lebkou
ako fatalistickou signaturou casu, nesie obdobné
t'azivé posolstvo, aké je obsiahnuté v logu global-
neho hnutia Extinction Rebellion, kombinujiceho
v geometrickej stylizacii nasu planétu s presypacimi
hodinami.”!

S plavbou sa spaja aj predstava zachrany a es-
kapizmu. Lod’ — ¢i uz na vodnych vlnach, alebo vo
vesmire — sa v imaginacii spaja aj s archou. Obraz

2 VELEBNY, S.: Kultirne dejiny pasavky zemiakovej. In: Ka-
pitdl, 2023, 8 (Zemiaky), 24. augusta 2023. Dostupné online:
https:/ /kapital-noviny.sk/z-kulturnych-dejin-pasavky-zemia-
kovej/

2 MEGYESI, P.: Monika Germuska Vrancové: VyhPad na
monument. In: ]ANCAR, 1. (ed.): Najlepsi slovensky obraz
2000 — 2022 vo vybere slovenskych vytvarnych teoretikoy, galeristov
a beratelon. Bratislava 2022, s. 30.
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Davida Demjanovica a Jarmily Mitrikovej Evakudicia
slovenskyeh elit (2012), vytvoreny technikou koloro-
vanej pyrografie na preglejke, predstavuje absurdnu
kompoziciu pracujicu s mystifikaciou, iréniou
a anachronizmami, ¢o sa typické znaky tvorby au-
torskej dvojice.”” Postavy v Pudovych krojoch sleduja
v horskej krajine vesmirnu lod’ pripravenu vystarto-
vat’. Tajomny vyjav a nazov obrazu sugeruju obraz
uniku. Samotnu posadku zachranného kozmického
korabu nevidime, o jej pritomnosti nas informuje len
pristavené luxusné $portové auto.”

V centre maliarskej kompozicie Moniky Ger-
musky Vrancovej s nazvom Archa (2025) je papierova
detska lodicka pozdvihnuta nad rezidua vody. Arche-
typ plavidla, evokujuci zachranu a prezitie, je v tejto
krehkej podobe vyvyseny na piedestal do podoby
oltara ¢i totemu. Sakralny objekt archy, situovany
v indiferentnom priestore a case, je posvicovany aj
,,bozskym® dotykom ruky, ktora ma nejednoznacna
a hybridnt podobu, spochybniujicu antropomorfiz-
mus. Obraz sugeruje pozitivhu symboliku lode ako
archy, ktora je spojena s vierou v moznost’ zachrany
v priebehu katastrofy a pokracovania zivota po jej
prekonan.

Projekt Ota Hudeca Keby som mal riekun (2012)
aktualizuje archaicky koncept archy, zachranného
plavidla umoznujiceho prezit’ kataklizmu. Pozostava
z makety ¢lnu, na ktorej rastua rastliny zabezpecujice
obzivu, a malby, predstavujucej plan plavidla so sche-
matickym navodom na pouzitie. Praca s vyraznym
environmentalnym apelom odkazuje na vseobecny
strach zo stupajucej vody v dosledku klimatickych
zmien. Projekt tiez podporuje socialny rozmer
utopickych tvah a vyzyva k participacii. Utopické
a praktické dimenzie sa v tomto diele stretavaja
v podobe prekvapujiceho obrazu rastlin zasadenych
na palube a zvolenych s pomocou odbornika na
permakultiru. Hudec tak obraz nadeje a zachrany

* K tvorbe Mitrikovej a Demjanovica: MEGYESL P. In:
RUSINOVA 2022 (v pozn. 16), s. 80 — 85; STOLARIK, M.:
Twisted tradition. Profil umeleckého dua Jarmila Mitrikova
a David Demjanovic. In: Profil sicasného vytvarného umenia 22,

2015, 1, s. 68 — 75.

» Dostupné online: https://nitrianskagaletia.sk/jarmila-mitri-
kova-a-david-demjanovic-evakuacia-slovenskych-elit/


https://kapital-noviny.sk/z-kulturnych-dejin-pasavky-zemiakovej/
https://kapital-noviny.sk/z-kulturnych-dejin-pasavky-zemiakovej/

spaja s udrzatelnym pristupom k produkcii potravin
zalozenom na prirodzenych ekosystémoch.*

S témou lode ako prostriedku a miesta zachrany
pred katastrofou pracovala aj vystava Juraja Durisa
Save our Souls, na ktorej autor predstavil sériu malieb,
ktoré su koncipované ako obrazy sucasnych Noe-
movych 4rch.® Na Duri$ovych obrazoch ako Save
Our Souls V1, Shanghai, Turmoil, Intermodal, Hamburg
I II, st gigantické kontajnerové a lietadlové lode
predstavené ako symptémy neskorého globalneho
kapitalizmu a zaroven foucoultovské heterotopie,
teda ako Specifické plavajice kusy priestoru, miesta
bez miesta, ktoré existuji samy osebe, uzavreté do
seba a zaroven odovzdané nekonec¢nosti oceanov.

Na obraze Samuela Velebného Ako vysvetlit’ neo-
Plasticizmus tropickému ostrovn (2021) (Obr. 4) je zakom-
ponovana potapajuca sa prepravna lod, z ktorej vypa-
dava naklad v podobe lodnych kontajnerov. V obra-
zovom celku je stroskotanie zaoceanskej transportne;
lode konfrontované s prirodnymi struktirami lesa
a pobrezia a geometrickou kompoziciou tenisovych
kurtov a mondrianovskym obrazom. Obraz sugeruje
stret civilizacie a kolonizovanej exotickej prirody, kto-
ry smeruje ku kolapsu 'udského snazenia. Neuspesna
plavba pri pobrezZi tropického ostrova a rozvrat po-
riadku na palube je na Velebného obraze podstatnym
prvkom predstavenej dystopickej situacie.

Ikonografia plavby sa v stcasnej mal'be na Slo-
vensku spédja aj s rozvijanim sakralnych a mytolo-
gickych tém. Na obraze Roberta Bielika K/istor 11.
(2019) (Obr. 5) je znazorneny interiér krizovej
chodby stredovekej klastornej architektury zapla-
venej vodou. Po hladine pokrytej plamienkami
sa plavi nafukovaci ¢ln s dvomi osobami. Ako vo
svojej interpretacii diela upozornil Adrian Kobetic,
prekvapujici obraz s tajomnym nametom plavby do
hibok sakrilnej architektiry je obrazom mystéria.
Plamienky na vodnej hladine je mozné vykladat’
v savislosti s myslenim novoplaténskeho filozofa
Pseudo-Dionyzia Areopagitu, podla ktorého sa celé
hmotné univerzum stava ,,svetlom®, zlozenym z nes-

# FOWKES, M. — FOWKES, R.: Oto Hudec: Ekologické
postrehy a planetarne perspektivy. In: Flash Art, 14. 10. 2015.
Dostupné online: https://flashart.cz/2015/10/14/oto-hu-
dec-ekologicke-postrehy-a-planetarne-perspektivy/.

% Galéria Médium v Bratislave, 10. 4. — 2. 6. 2024, kurator Ma-

pocetného mnozstva drobnych svetielok, salajucich
akoby z mnohych svietidiel.”

Dorota Sadovska, maliarka znama predovset-
kym kontinualnym rozvijanim dialégu s tradiciou
krest’anskej ikonografie, realizovala na prelome
rokov 2008 a 2009 v Galérii M. A. Bazovského
v Trencine vystavu Bledomodra cesta. V rozmerne;j
priestorovej instalacii expandovaného pola malby,
ktora bola realizovana aj v roku 2016 v Galérii
Schemnitz v Banskej Stiavnici v ramci v{stavy Malé
vo velkom, predstavuje obrazy izolovanych nahych
Pudskych figar, pézami stylizovanych do podob lo-
diek, ktoré sa plavia na sirej vodnej hladine. Takmer
monochromatické platna maji naznaceny horizont
liniou a svetlom. Sadovska tak posobivym spésobom
vytvara obraz existencialnej osamelosti, ale aj zivot-
ného smerovania a nadeje.

Tvorbu Richarda Marca definuje konceptual-
na a sofistikovana praca s historickymi motivmi
a mal’bami, pricom v sérii Revenant si autor vybera
obrazy, ktoré v priebehu dejin zanikli, a na zaklade
fotografickych zaznamov vytvara ich parafrazy.
Takymto sposobom vzkriesil aj znicenu malbu
Arnolda Bécklina Die Toteninsel z roku 1884 (Ostrov
smrti. Revenant I., 2022) (Obr. 6), zobrazujucu anticka
mytologicku tému plavby prievoznika Charona do
podsvetia. Rozhodnutie autora interpretovat’ kon-
krétny, ale uz neexistujuci artefakt prostrednictvom
premalby, suvisi s jeho ikonografiou, ktora prostred-
nictvom plavby — obrazu prechodu z pozemského
sveta do sveta mftvych — tematizuje zanik, pominu-
telnost’ a zabudnutie.

Obraz Michala Sumichrasta Slovenski pltnici bojujii
v Pear/ Harbor (2021) predstavuje subverzivau vizu
alternativnej historie, v ktorej sa krojovani pltnici
s automatickymi zbrafiami zapajaju do vojenského
konfliktu. Autor nadvizuje ironickym sposobom na
liniu domacej modernistickej ikonografie, v ktorej
plte a pltnici predstavuju vyrazny atribut rustikalneho
Slovenska, ¢asto v kontrastnej juxtapozicii s motivmi
technického progresu.

tej Majda. Anotacia vystavy dostupnd online: https://www.
vsvu.sk/en/events/ VXBz8NXW /juraj-duris-save-our-so-
uls-04022024/.

% KOBETIC, A.: Dialdgy so stredovekom v sicasnom umeni na Slo-
vensku. Bratislava 2025, s. 72.
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Obraz Klary Bockayovej St'astnu cestu (2020)
zobrazuje plavbu, ktora zodpoveda tvodnym
tvrdeniam Foucaulta o lodi ako $pecifickom
mieste koncentrovanej imaginacie. Kompozicia
podnecuje hl'adat’ suvislosti nacrtnutého pribehu.
Slovami Zuzany Bartosovej: ,,V popredi je pribeh.
Na lod’ke, na §irom mori, uprostred nekonecne;
modrej, sedi chlapec a dve holandské vidiecanky
v ¢epcoch s bat6zkom a hydinou v klietke. Kam
tieto bezbranné bytosti mieria? Zachranuju sa pred
koncom sveta, ktory zlovestne napoveda oranzovy
mrak, alebo tuzia dosiahnut’ §t’astie niekde d’aleko,
¢o naznacuju ruzovkasté tony na oblohe? Jedno
i druhé, stratené v nekonec¢nej modrej, asi t'azko
dosiahnu. Ich buddcnost’, ale aj nasa, ked’ nas stret-
ne nie¢o osudové, silnejsie nez nasa vola, ostava
neista. Na bezmocnost’ usmernit’ vlastny zivot pri
moznej katastrofe upozornuje Klarin obraz. A Zela
Stastni cestu.“”’

Obraznost’ maliarskych kompozicif Pavla Megye-
siho je utvarana aj windsurfingom, ktorému sa au-
tor dlhodobo venuje. Malby Pokoj a jednota (2021),
Prerusend jednota (2021) (Obr. 7), Presakovanie (2021)
a Rozpominanie (2023) prinasajd krajinné scenérie
formované vnimanim z rychlo sa pohybujtcej dosky
na vodnej hladine. Malby predstavuju $pecificku
vizualnu skusenost’” pozorovatela a maliara, za-
chytavajuceho vizualne efekty sposobené cerenim
vody a mihotanim svetelnjch odrazov na hladine.
Megyesi kombinaciou mikro- a makromierky, preli-
nanim abstrakcie a krajinarskych znakov maliarsky
interpretuje pohyby na vode a sprievodné prezivanie
pocitov a vnemov.
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Nauticka imaginacia predstavuje rozne situacie,
moznosti a podmienky nazerania: privatne prezivanie
plavby z paluby, r6znorodé lodné posadky sledujice
horizont, pripadne vzhliadajice k vzd'alujicemu sa
¢i priblizujicemu sa brehu, stroskotanca, divikov
ocakavajuicich lod’ v pristave alebo sledujicich, ako
sa od nich plavidlo vzd'al'uje. Aktualizovanim tradic-
nych nautickych vyjavov je fotograficky sprostred-
kovany pohl'ad astronauta z extrémnej vzdialenosti
na domovsku planétu a sledovanie startu kozmickej
lode. Predstavené obrazy komunikuju plavby digi-
talnym svetom vo svete informacnej pret'azenosti.
Vyjadruja existencidlne skdsenosti cloveka vyhyba-
jaceho sa stroskotaniu, pricom tematizuji nade;j,
ale 1 nostalgiu. Pripominaju environmentalne krizy
aj vyzvy a rizika vesmirneho kolonializmu. Prina-
$aju imaginaciu zachrany, eskapizmu, ale aj kritiku
neskorého a zlyhavajuceho kapitalizmu v epoche
globalizacie. LLod’ predstavuja ako utépiu i dystopiu.
Plavbu spajaji s obsahmi profannymi, sakralnymi aj
mytologickymi.

Komunikativnost’ nautickej obraznosti je pod-
mienena nutnost’ou uvedomenia si pozicie jednot-
livych ucastnikov a pozorovatel'ov plavby a zohlad-
nenia ich perspektiv. Obrazy plavby su obrazmi
navigacie, teda hladania a udrziavania spraivneho
smeru, ktoré si vyzaduje usilie, odhodlanie vzdorovat’
nepriaznivym okolnostiam, ale zavisi aj od st’astia. St
preto aj metaforickou vypoved'ou o F'udskej existen-
cii — odhal'uju totiz zivotné podmienky spolo¢nosti
ijednotlivea, ktoré urcuji a formuji nasu skisenost’,
limity a ocakavania, a to nielen v minulosti, ale aj
v nasej tekutej dobe.

Doc. Dr. Peter Megyesi

Department of History and Theory of Arts,
University of Trnava;

Institute of Art History, Art Research Centre of SAS,
Bratislava

peter.megy(@gmail.com

z BAR?QéOVA, Z.: Klara Bockayova: Stastnt cestu. In:
JANCAR 2022 (v pozn. 21), s. 20.
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Sikora’s Malevich — beyond Malevich

Katarina BAJCUROVA

Abstract:

The case study focuses on the interpretation of Kazimir Malevich’s (1879-1935) works by Slovak
artist Rudolf Sikora (1946), who belongs to a powerful generation of conceptual artists who ente-
red the art scene in the early 1970s with a program of dematerialization of art. References to the
constructivist avant-garde already appeared in his early ecological-cosmological work. He began to
engage more significantly with the interpretation of the Suprematist works of Kazimir Malevich
and his contemporaries after the Velvet Revolution (1989) — but he was more interested in the social
consequences of social utopias and their impact on life in post-socialist society. In his paintings, he
used and continues to use the method of literal and free quotation, appropriation of works or their
elements. Sikora “rewrites,” reinterprets, and intertextualizes the legacy of Malevich and Construc-
tivism in a new way so that their message resonates in contemporary society and points to “critical”
moments in its development.

Keywords: Rudolf Sikora — Kazimir Malevich — appropriation — Suprematism — Constructivist
avant-garde — Slovak visual and conceptual art — contemporary painting;

“Yes, I can feel Malevich is with me now!”"
Rudolf Sikora, 2024
s s samn a2

Using the artistic works of artists past from dif-
ferent socio-cultural contexts or historical periods is a
tried and true strategy for artistic creation, which has
been the subject of many books and scientific studies.
In the history of art theory, there have been a few
terms for these processes and procedures: in partic-
ulat, reference and appropriation.” Frequent use of these
concepts became the norm in 20th century art, which
relativized the concept of originality in art (Walter

1 SIKORA, R.: Malevi¢ov odkaz Stalinovi a Putinovi. In:
Galéria: Gallery 19 2020 — 2024: 1'yroény kataldg/ Annual Cata-
logne. Bratislava 2025, p. 199.

In the Slov:ak context the following authors have addressed
this: GERZOVA, J.: Citacia v slovenskej malbe I., II. In:
Viytvarny Zivor, 1989, no. 2, pp. 11-16; no. 6, pp. 10-16; GER-

Benjamin) and the death of the subject and the death
of the author (Michel Foucault, Roland Barthes) on
the one hand, and on the other legitimized the free-
dom of artistic expression. Adapting other artists’
work could then take place by a few different means;
artists could work with the piece of another artist
freely, innovatively, without prejudice, orthodoxy, or
limitations: “A thing, idea, theme, or story appropri-
ated, legitimately or not, could in a work of art take

ZOVA, J. Ed. et al.: Shovnik svetového a slovenského vytvarného
umenia drubej polovice 20. storolia. Bratislava 1999; STOFKO,
M.: Od abstrakcie po $ivé umenie. Slovnik pojmov moderného a
postmoderného umenia. Bratislava 2007. See also: YOUNG, ].
O.: Cultural Appropriation and the Arts. Oxford 2008; EVANS,
D. Ed.: Appropriation: Documents of Contemporary Art. London
2019 etc.
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the form of a citation, copy, derivation, plagiarism,
interpretation, reinterpretation, paraphrase, parody,
irony, travesty, simulation...” etc.

The subject of this case study is the appropria-
tion of Malevich’s art by Rudolf Sikora (b. 19406),
the eminent Slovak conceptual artist, who is among
other things a paintet, though a nontraditional one,’
specifically the interpretation of the cycle titled
Malevich’s Message to Stalin and Putin (2024—2025).
This will be a model interpretation of the works
inspired by Kazimir Malevich, in the context of
the artist’s work, his personal and creative curricu-
lum vitae as well as the social context on which the
program of Sikora’s appropriation of Malevich sets
its sights. It “transcribes” Malevich’s work in a new
way, emphasizing, intertextualizing, and updating it;
in this way, a certain value is added to the works,
giving it an active function in the artistic, social
and political organism of modern-day Slovakia,
where the highest art is denied the ability to take
a social stance or engage politically. Here and now,
so to speak, this gesture deserves to be noted and
understood.

3 STOFKO, M., p. 23.

* Rudolf Sikora (b. 1946) may be an artist with a conceptual family
tree, but he has dabbled in multiple areas of visual art, and there
are several strong periods of painting, He studied monumental
painting at the Academy of Fine Arts and Design (V SVU) in
Bratislava with Professor Peter Matejka, (1963 — 1969), later
working as a professor at VSVU himself (1990 — 2004), conti-
nuing his pedagogical activities at the Technical University of
Kosice’s Faculty of Arts (until 2011), and his studios produced
a whole batch of names in contemporary Slovak art — Robert
Bielik, Bohdan Hostitidk, Denisa Iehock4, Matko Blazo, Dorota
Sadovska, Lucia Dovi¢dkova, Botis Sirka etc — many among the
finalists and laureates of the Malba VUB competition, where
Sikora also served as a judge. On painting: BESKID, V.: Rudolf
Sikota. In: RUSINOVA, Z. Ed. et al.: MaPba SK. Bratislava
2022, pp. 210-217. He calls Sikora “a ‘heretic’ of painting with
conceptual points of departure”, p. 211.

There is a remarkably extensive bibliography of Malevich and
the “Russian or Soviet” avant-garde in both Western (Eu-
ro-American) and Eastern (Russian, Ukrainian, and Polish)
art history. While Malevich’s work was under discussion in
the West from the late 1920s, he was forbidden in the USSR,
and studies could only be made once perestroika setin, in the
late 80s. In the 1990s, Malevichian research began to be con-
nected in shared projects: the artist’s first large retrospectives
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Kazimir Malevich (1879 — 1935), the founder of
Suprematism, is one of the iconic figures of modern
art and is, alongside Marcel Duchamp, perhaps the
most quoted and appropriated artist of the 20th
centuty, if not in the entirety of art history.® An
artist whose national and cultural identity has been
the subject of intense decolonization disagreements’
between Russia, Ukraine, and Poland, Malevich was
born in Ukraine to Polish parents, worked in Ukraine
(Kiev), Belarus (Vitebsk), and first in imperial, later in
Soviet Russia (Kursk, Moscow, Saint Petersburg). He
became the prophet of the revolutionary avant-gar-
de, creating most of his work in Russia, where he
became an active supporter of and contributor to
the new proletariat culture and its institutions, before
becoming a victim of Stalin’s dictatorship. Before
he became a passionate advocate for non-objective
art, he underwent an evolution from rustic naive
art, through impressionism, secessionism, early
movements of modern art, expressionism, cubism,
and cubo-futurism. The first inklings of his style
transforming can be found in his scenic design for
the Futurist opera Victory over the Sun (1913), in the

took place (The State Tretyakov Gallery, Moscow, 1988; The
Russian State Museum, St. Petersburg, and Stedelijk Museum
Amsterdam, 1989), as well as the processing of private collec-
tions, a published, updated catalogne raisonné, Malevich’s texts
and correspondences, and the reminiscences of his peers.
The current war on Ukraine and political situation made
cooperation with Russia no longer possible. On the newest
works from the Russian side see: SIDORINA, E.: Kagimir
Malevié' i jego prorotestvo o “novom bytii”. Moscow 2021.

Several exhibitions evaluated Malevich’s influence on modern
and contemporary art, such as.: Adventures of the Black Square:
Abstract Art and Society 1915-2015, Whitechapel Gallery, Lon-
don (2015); Kvadrat i prostranstvo, GES-2, Moscow (2024).

7 AKINSHA, K. — DENYSOVA, K. — KASHUBA-VOL-
VACH, O, Eds.: In the Eye of the Storm: Modernism in Ukraine,
71900 — 1930s. London; New York 2022. Museo Nacional
Thyssen-Bornemisza, Madrid initiated an exhibition of the
same name, from Ukrainian collections (2022 — 2023); it then
was mounted at several European institutions: Ostereichische
Galerie Belvedere, Vienna (2024), SNG, Bratislava (2024 /Se-
cession portion), Royal Academy, London (2024 /Modernism
portion). For more see: TUROWSKI, A.: Malewicz w Warszaw-
de: Rekonstrukgje i symulagje. Krakdw 2004, Ukrainski modernizm:
Ukrainian Modernism 1910—1930. Kyiv 2006; FILEVSKA, T.
Ed. et al.: Kagimir Malevich: Kyiv Aspect. Kyiv 2019 etc.



sketches for which we see the first appearance of the
black square motif. The transformation mentioned
above took place in dialogue with other artists,
“zaum” poets Aleksei Kruchonykh and Velimir Kh-
lebnikov, visual artist Ivan Kliun, and others. The first
of the works titled The Black Square (also known as
The Black Square on W hite Background, 1915, although
later variants are well known), this “zero point of
painting” was exhibited alongside other works at
the Last Futurist Exhibition of Paintings 0,10 in Saint
Petersburg, in December of that same year. It was
hung in the corner of the room, in the same man-
ner in which Russian households hang their ikons,
surrounded by other works consisting of square,
rectangular, and triangular shapes of an unmodulated
colour, levitating on white backgrounds. At that time,
Malevich began to theoretically defend his discovery
of the new, non-objective art—Suprematism—in vari-
ous manifestos and writings. Art was meant to break
with the past and all foregoing traditions; it was seen
as a new religion through which artists could radically
transform the world. Malevich, together with several
other avant-garde artists, thus practically directed his
artistic, pedagogical, and organizational activities to
building the new social order born in the October
Revolution of 1917. With Stalin’s rise to power, the
cultural-political agenda began to change course to
the promotion of socialist realism. Malevich, along
with other protagonists of the avant-garde, suffered
persecution under the power structures of the state,
returning to representational art.

Malevich’s paradigmatic role in the history of
Western art was determined by a few factors. In 1927
he travelled to Warsaw and Berlin, where he set up ex-
hibitions; an edition of Bauhans magazine published

8 Kasimir Malevich: Die gegendstandslose Welt. Bauhausbiicher 11.
Compiled by W. Gropius and L. Moholy-Nagy. Munich 1927.

" Malevich: Catalogue raisonné of the Berlin exhibition 1927, including
the collection in the Stedelijk Museum Amsterdamy; with a general
introduction to his work. Amsterdam 1970. See also Note 25.

" The Malevich phenomenon noticeably impacted Eastern
European art, in addition directly impacting many artistic
strategies; his works were a manifold subject of appropria-
tion in a whole range of approaches and meanings, though
let us mention the artists of the “second” avant-garde and
their work, including Fransisko Infante, Hugo Demartini,

a German translation of his text The Non-Objective
World® A combination of political circumstances
forced him to return to the USSR, leaving behind
roughly 70 of his works and part of his textual ar-
chive abroad; after many years, the majority of these
made their way by various ownership and legal twists
of fate into the Stedelijk Museum in Amsterdam.’
Moreover, his legacy was legitimized by the wide-
spread interwar popularization, internationally, of
geometric abstraction, all the way to its offshoots of
newer movements: the New Sensibility, minimalism,
Light Art, hard-edge, and so on. Malevich himself
actually never used the terms “abstraction” or “ab-
stract art” to describe his work, because he claimed
not to have arrived at his non-objective forms from
abstractions of life. It is important to realise that for
artists of the USSR and its satellite states, east of the
Iron Curtain that divided Europe after World War
11, in addition to the inherent artistic radicalism that
has already been mentioned, another tradition gained
importance, this one primarily marked by politics."
In it originated the tragic rift in Malevich’s life and
work!! — from the issues of engaging this new “rev-
olutionary” art, and the artist himself, in the service
of building a Communist society, a regime that we
now consider to be criminal.

Sikora’s road to grasping Malevich has several
epochs, and several levels of medium, meaning, and
intertextuality. He first reached for Malevich’s Black
Square (1915, Tretyakov Gallery, Moscow) motif in
his photography cycle Anthropic Principle (1983—1985),
in which he used x-rays of his own head and hands,
onto which he projected the night sky. (Fig.1) This
was the first appearance of a black square, the
emblem of Suprematism, in his work: set opposite

Dalibor Chatrny, Mladen Stilinovi¢, Goran Djordjevi¢, Géza
Perneczky, Dora Maurer, Imre Bak, Blue Noses — Vjaceslav
Mizin, Alexander Saburov, and many others. See also exhi-
bitions: Malewicz 1w Polsce, Galeria Arsenal, Bialystok (2004),
5 x Malewieg, Galeria Filak, Warsaw (2016); Metamorphoses of
the Black Square: Interpretations of Malevich's Work in Estonian
Art, KUMU, Tallin (2015); Thoughts around the Black Square /
Gondolatok a fekete négyzet korul, Vasarely Museum, Budapest
(2015), etc.

' One who has recently addressed the relationship of art and
politics, even using the Malevich oeuvre as an example was:
MIKS, E.: Rudy kobout Picasso. Brno 2015.
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Fig. 1: Rudolf Sikora: Z cyklu Antropicky princip (Pred zrkadlom) | Anthropic Principle (In Front of Mirror), 1983—1985, photography, paper.

Courtesy and photo of the artist.

his own skull in profile, or covering, “blinding” his
head, or combined with the skeleton of his hand,
the negative with the positive. Here, he confronted
himself (a person as such) and the essence of (not
only) his own internal universe with nothing lesser
than the universe itself, that which surrounds us and
determined the artist’s own — human — range. He
used the personal to facilitate and express something
greater, something comprehensive, whose symbol
was the very motif of the Black Square;* it would
then appear multiple times in his subsequent works,
in various likenesses. In this cycle, however, the
Malevichian motif was used by Sikora only in its
original, transcendental sense.

Rudolf Sikora® is a creator who grew out of
conceptual thinking, absorbed the stimulus of de-
materialization, the New Sensibility, and later even
postmodern thinking, His oeuvre alternates between
periods of painting, and those that feature creation
with another medium: drawing, graphic design, ob-
jects, installations, and particularly photography. He
made his debut in the late 1960s and early 70s, and

12 Sikora was not the only Slovak visual artist to reach for Ma-
levich’s motifs. Among the others are Peter Bartos, Stano
Filko, Michal Kern, Dezider Téth / Monogramista T.D., Peter
Rénai, and so on. For more see the catalogue of exhibitions
from the Ernest Zmetak Art Gallery in Nové Zamky: MAR-
KUSKOVA, H.: Za Malevicom. Nové Zamky 2000.
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was one of the first artists in former Czechoslova-
kia to take an interest in ecological issues; later, his
meditations on the individual and civilization took
on a cosmic scale. He was already a known figure of
the art world at the time, and only the unfortunate
political events and situation that took shape after
the Warsaw Pact armies entered Czechoslovakia in
August of 1968 prevented him from gaining more
international renown. He soon found himself among
the artists of the so-called “unofficial” scene, those
who did not yield to the cultural and political require-
ments of the regime and were excluded from official
artistic happenings. Despite this, he retained a sense
of internal freedom, dedicating himself intently to
creation even in this restricted period. After an initial
upsurge of painting work, when he painted large-for-
mat allusive landscapes, modelling the surface of the
pictures with relief details and finishing them with
found objects (Stone Landscape, 1967-1968; The Wall
/ Tribute to Jan Palach, 1968, Art Fond Collection; and
the Topographies cycle, 1970), a reversal took place."*
From the early 70s, he distinguished himself by

1> For morte see: MUSILOVA, H. Ed. et al. Rudolf Sikora: Sam
proti sebe/ Against Myself. Prague 2006; BAJCUROVA, K. Ed.
et al. Rudolf Sikora : Sdm s fotografion: Alone with Photography.
Bratislava 2016, 20172



forming a new visual syntax corresponding to vari-
ous degrees of an artistic work’s dematerialization:"
it might assume the likeness of an action, object,
text, diagram, plan, map, or photograph. He often
formulated his ideas into streamlined, yet impactful
and comprehensible concepts, where text often
accompanied visual information.

To curator Matthew S. Witkovsky of the Art
Institute of Chicago, the visual poetry of Sikora’s
eatly projects (The Earth Must Not Become a Dead Plan-
et, 1971-1972, Art Institute Chicago; Cuts Through
Civilization, 1972, Roman Fecik Gallery; Exclamation
Mark, 1974, Art Institute Chicago) is reminiscent
of the visual statistics, pictograms, and early Soviet
Izostat posters IZOSTAT is an abbreviation for
the “All-Union Institute of Pictorial Statistics of
Soviet Construction and Economy” which published
varied, paradoxically modern-feeling infographics in
the 30s)." Further, per Witkowsky, Sikora’s “declar-
ative typography” and already visible preference
for red, black and white is connected with Soviet
Constructivism (though at this point it was rather
unconscious). He must have felt an affinity for the
poetics of that new geometry, Neo-Constructivism;
after all, these tendencies went through their own
development in Czechoslovakia of the 1960s under
the name “The New Sensibility”,'” at least until
normalization put a stop to such things.

Visual poetics somewhat in line with the Con-
structivist avant-garde surprisingly only appear in a
single, though key, cycle of Sikora’s paintings from
this period, when he connects an early interest in

4 Rudolf Sikora, with Viliam Jakubik, organized the 75z Open
Studio at his home on Tehelnd 32 in Bratislava (19 November
1970), foreshadowing the influx of dematerializing tendencies
in Slovakia’s art. For more see: SIKOROVA, E.: Nastup jedne;]
generacie. In: 7. Otvoreny ateliér. Eds. M. Mudroch, D. Téth.
Bratislava 2000, pp. 10-30; CARNA, D. Ed. et al.: 7. otvoreny
ateliér 1970 — 2020. Bratislava 2020.

15 HRABUSICKY, A.: U.F.O. Umenie fantastického odbmotnenia/
Art of Fantastical Dematerialization. Bratislava 2024.

16 WITKOVSKY, M. S.: Zem sa nesmie stat’ mftvou planétou:
The Earth Must Not Become a Dead Planet. In: BAJCURO-
VA, K. Ed. et al.: Rudolf Sikora: Sam s fotografion/ Alone with
Photography. Bratislava 2016, 20172, pp. 20-24.

ecology with cosmology. He never took lightly the
fate of ecither the Earth or the society he lived in,
and knowledge of what we might call “planetary
responsibility” became typical of his work. To Sikora,
the icon of a pyramid paradoxically became a symbol
of civilization’s development: this structure that was
originally the afterlife dwelling of kings standing in
for our living “home”, a model of human society’s
functioning. In the triptych of paintings Pyramid...
Civilization... Diagrams... | Beautiful New World...!
(1976, SNG), he references Aldous Huxley’s 1932
dystopian novel Brave New World, which presents a
dark, absurd version of the end of civilization. The
bricks of the pyramid are red this time—perhaps de-
liberately?—and the word BUDUCNOST (FUTURE)
is cut into each brick, some in mirror writing. Red
is the iconic colour of Communism, the colour of
the blood the soldiers shed when they fell (or were
executed) in the name of its victory. (Fig. 2, 3) A
beautiful, light-filled future (budushcheye in Russian),
however abstract, became the incantation of not only
artists but also Soviet ideologists. In the triptych’s
second painting, the red future only reaches half of
the pyramid, and the rest is empty; underneath that
is a pyramid in which “future” is reflected in the
negative and black colours the peak. The predictions
did not come true, it was a real fututre into which we
are advancing, This escape into the universe, cosmic
motifs, and cosmological metaphors appeared in
the work of multiple Slovak creatives at that time,
including Stano Filko, Julius Koller, Alex Mlynarcik,
Juraj Bartuzs, artists who wanted to escape the immo-

7 The art historian Jiff Padrta was one theoretician of the New
Sensibility movement who was known to Sikora personally.
He engaged with the historical origins of the movement,
particularly the study of Malevich’s work, which he knew of
from a “postmortem” in Moscow (1965); although Malevich
was forbidden in the USSR at the time, his work reappeared
briefly during the Khrushchev thaw in the 1960s; PADRTA,
J.: Kagimir Malevic a suprematizmus. EA. F. Smejkal, Prague 1996
(the manuscript was published posthumously). The artist’s
texts were published in Slovakia and the Czech Republic:
MALEVICH, K.: O nepredmetnom svete: State 1915 — 1922. Ed.
O. Cepan. Bratislava 1968; Kazimir Malevi: Reakini Songlérstvi
(suprematistické readlo): (texty k bezpredmeémosti). EA. T. Glanc.
Prague 1997. In Slovakia, Oskar Cepan addressed reflections
on the Constructivist avant-garde (V. Tatlin, K. Malevich).
CEPAN, O.: Oskdr Cepan a vjtvarné umenie. Eds. M. Zervan
and N. Lacko. Bratislava 2018.
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Fig. 2: Rudolf Sikora: Z cykin Pyramida... Civilizdcia... Diagramy
(Novy krdsny svet!) | Pyramid... Civilization... Diagrams. .. (Beantiful
New World...l) 1976, acrylic, canvas. Collection and photo: Slovak
National Gallery.

bility of normalization and cheetless socialist reality,
if only in imagination. At the same time, the poeti-
cism of “cosmism” appeared in the work of artists
of Moscow conceptualism, such as Ilya Kabakov
or Erik Bulatov.!®* However, cosmic visions often
returned them back to reality and earthly problems,
as it did Sikora.

Another strong painterly period in the late 80s,
when a postmodernist reversal took place in Sikora’s
work, was a prologue to his Malevichian appropria-
tions. This period was marked by cooperation with
a younger generation: in 1988, Syzygia was formed,
a group that included Gabriel Hosovsky, Martin
Knut, Milos Novak, and their older colleague Rudolf

8 GROYS, B. Gesamtkunstwerk Stalin. Prague 2010.

1 SEVCIKOVA, . - SEVCIK, J. - HRABUSICKY, A. — DER-
NER, M. Eds.: Syzjgia. Bratislava 2017.
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Fig. 3: Rudolf Sikora: Z cyklu Pyramida... Civilizdcia... Diagramy...
(Novy krdsny svet...!) | Pyramid... Civilization... Diagrams. .. (Bean-
tiful New World...1) 1976, acrylic, canvas. Collection and photo: Slovak
National Gallery.

Sikora." It was then that he created a large grouping
of monumental paintings: Broken Cross I-111 (1988);*
3 2 2.85 X 1033 Possibilities of Restructure / from Syz-
gy cycle (1988, Galerie B. Rejta, Louny); Cut Mound
(diptych 1988; 1988-1989, SNG); Crucified Mound /
In memoriam Frantisek Smejkal (1988-1989); Several
Trillion Possibilities of Disintegration of a Mound (1988
— 1989, Art Fond Collection); Extraction of Darkness
(1989, SNG), and so on. This was his own original
version of postmodernist painting, where he worked
with his typical conceptual repertoire of the symbols
of the star, arrow, and cross, subjecting them to a
large-scale transformation of painting, expression,
gesture, and even meaning; he perceived this period

% Exhibited at an exhibition of the same name at Museum
Liaunig, Neuhaus/Suha, 2025; HATAK, M.: Terra incognita: Art
excpedition to an unknown neighbonring land— Czechoslovak art between
1948 — 1989 in dialogne with Liannig Collection. Neuhaus 2025.



of real socialism, the context in which he lived and
which he assiduously attempted to change in the long
term through his actions, to be one of disintegration.
“Sikora not only took this change into account, but
he went through it as personal transformation. His
version of the uncertainty of the contemporary
reading of cultural signs ultimately bore the form
of personal identification with the emptied out and
reconstructed symbols of the early Malevichian
avant-garde (the lost origin). He allocates them a
different, temporary location, literally carries them
on his shoulders and bears them through the various
territories that global culture has disintegrated into.””*!
As Aurel Hrabusicky, curator of Sikora’s retrospec-
tive at the National Gallery Prague (2000) and the
Slovak National Gallery (2008), adds, Sikora “is still
dealing with the burial site of the avant-garde... He
demonstrates how one can continue a story after it
has ended: he continues by presenting us with scenes
from the posthumous life of modernism.”*

The superpersonal reality, albeit with a strong
dimension of the personal, that determined Sikora’s
artistic thought process for years was his personal
experience with the Czechoslovak revolution and
the urgent internal need to come to terms with it
creatively. He was one of the initiators of, and an
active participantin, the Velvet Revolution of 1989,%
which led to the fall of the Communist regime in

2 SEVCIKOVA, J. - SEVCIK, J,, p. 12 (text from 2009).

2 HRABUSICKY, A.: Rudolf Sikora: Sam proti sebe/ Against
Myself. Bratislava 2008, p. 11.

# AtR. Sikora’s initiative, 2 meeting was called on 19 November
1989 at the Slovak Art Association, where subsequently Public
Against Violenct (Slovak abbr.: VPN). Sikora politically and
directly engaged in VPN, though in spring 1990 he left poli-
tics. For more see: Sikora, R.: Jedna sprava o dvoch dnioch z
mojho zivota. In: Umeleckd beseda na krigovatke dejin. Compiled
by L. Snopko. Bratislava 2009, pp. 64-67.

2 On socio-political activism, see the extensive oral history:
JAgEK, P- PALFFY,J.: “Vonku zdril socializmus, no my sme
boli v sebe slobodni!l” Rozhovor s predstavitefom neoficialnej
vytvarnej scény a spoluzakladatelom Verejnosti proti nasiliu
Rudolfom Sikorom. In: Pamdt’ niroda, Year XI1, 2016, no. 2,
pp. 85-111.

» There was an assessment of the whole theme of inspiration
from the Russian avant-garde in a double El Lissitzky/R.
Sikora exhibition, organized by the Danubiana Meulensteen

Czechoslovakia. He never hid his disappointment
in the unfulfilled ideals of the revolution, or of the
direction which political development took in Slo-
vakia.** Activism was always a natural aspect of his
personality, and he found scope in multiple works
that called to action. It was in the 90s that a new set
of inspirations appeared in his work: he turned to
the legacy of the Russian avant-garde, particularly
the work of Kazimir Malevich.? Per Sikora himself, a
visit to a Malevich exhibition at the Stedelijk Museum
in Amsterdam served as the direct impetus,” and
later he saw multiple exhibitions of revolutionary
Constructivist avant-garde artists in Germany.”’

At that point, it was not the metaphysics of
non-objectivity, the absoluteness or mysticism of
Malevich’s groundbreaking acts that primarily fas-
cinated Sikora, but the time period and society in
which the avant-garde was situated and had a desire
to change and rebuild in its own image and ideals. In
19941996, he created a seties called Malevich’s Grave,
ot Grave of Suprematists, pyramids, burial mounds, and
graves touched by his own hands could be seen in
his previous work. Here, Sikora returns to a more
traditional type of painting, and it features free
messages, associations, variations, pseudo-quotes,
and quotes of Malevich’s work, as well as the work
of other members of the Russian avant-garde, such
as El Lissitzky. As he was working with a heritage

Art Museum in cooperation with Van Abbemuseum in Ein-
dhoven, 2019. BAJCUROVA, K. Ed. et al. E/ Lissitzky & ¢R
Sikora. Bratislava 2019.

2

=S

In spring of 1989, an exhibition took place at the Stedelijk
Museum in Amsterdam, which for the first time consolidated
the Eastern and Western collections of Malevich’s work (see
Note 4) and introduced in the West never-before-seen works
from Russian collections. Sikora was unable to see it at that
time (as an enemy of the state, he did not have a passport),
and he was able to visit the west only after November 1989,
by then seeing only the works exhibited in the permanent
collection. Another extensive international presentation
of Malevich’s works was prepared at the Stedelijk Museum
(2013) in cooperation with the Tate Modern, London and the
Bundeskunsthalle, Bonn (2014): BOERSMA, L. —RUTTEN,
B. Eds. et al.: Kazimir Malevich and the Russian Avant-Garde:
Featuring Selections from the Khardziev and Costakis Collections.
Amsterdam; Koln 2014.

# Von Malewitsch bis Kabafkov: Russische Avantgarde im 20. Jahrbun-
dert. Koln, Die Sammlung Ludwig, 1993 — 1994 etc.
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https://www.amazon.com/-/es/Kazimir-Malevich-Russian-Avant-Garde-Collections/dp/3863354206/ref=sr_1_2?dib=eyJ2IjoiMSJ9.pnclytuEHwFHJXEWc_FWugL5qjC-yPpyCxOrtrQayF2gznYXCSuzPr2gXhaWMb-4VSlz4evAKPaIGYu8084YK8HNXd4LebcTlY3Dc1yFfmfDefkamogguWfEl31FHfFTVJH2UTgBPHz01bbdih_mUHXkmRfe7FvXKpMAY1FaFWTvJRqTO_nG2VCsRx4soRFCf3qFSUjiAacoIgJSUCV2CqMZ1YzgxZgePYBkrG9627w.Jc8x1TOZIfwXnW9dAfQAJvXbHnOLIQymK1gz_4cab7o&dib_tag=se&qid=1754906693&refinements=p_27%3AKazimir+Malevich&s=books&sr=1-2
https://www.amazon.com/-/es/Kazimir-Malevich-Russian-Avant-Garde-Collections/dp/3863354206/ref=sr_1_2?dib=eyJ2IjoiMSJ9.pnclytuEHwFHJXEWc_FWugL5qjC-yPpyCxOrtrQayF2gznYXCSuzPr2gXhaWMb-4VSlz4evAKPaIGYu8084YK8HNXd4LebcTlY3Dc1yFfmfDefkamogguWfEl31FHfFTVJH2UTgBPHz01bbdih_mUHXkmRfe7FvXKpMAY1FaFWTvJRqTO_nG2VCsRx4soRFCf3qFSUjiAacoIgJSUCV2CqMZ1YzgxZgePYBkrG9627w.Jc8x1TOZIfwXnW9dAfQAJvXbHnOLIQymK1gz_4cab7o&dib_tag=se&qid=1754906693&refinements=p_27%3AKazimir+Malevich&s=books&sr=1-2

Fig 4: Rudolf Sikora: Malevicov hrob | Malevichs Grave 1, 1994,
acrylic, pencil, canvas. Collection and photo: Galerie Klatovy/ Klenova.

of artwork from abroad, several influential curatots,
Jifi Valoch, Aurel Hrabusicky, and Jif{ Sevéik among
them, designated them as postmodern.® Sikora chose
individual components from these works and treated
them freely, made variations on them and adapted
them to his own ends. The motif of a cross, into
which Suprematist and Constructivist forms and
arrangements shoot and fly from afar, is central
to these compositions (Grave of Suprematist 11 | In
memoriam Karel Kryl, 1993-1994, Linea Collection;
Malevich’s Grave 1, 1994, Galerie Klatovy / Klenova).
(Fig. 4) Malevich’s Grave 1T (1994/2005, Danubiana
Meulensteen Art Museum) (Fig, 5) is a piece repre-
sentative of this series. Here, a stylized red version
of the Russian Orthodox cross within the abstracted
oval of a face and a Malevichian cross of the same
size forms the basis of a symbolic, non-representa-
tional portrait of the artist. In this work, the point
of departure was a repeating motif from Malevich’s
work (Suprematism, after 1920, Stedelijk Museum,

# VALOCH, J.: Rudolf Sikora — konceptuilni mysleni v pro-
ménach doby: VConcePtual Thinking in Changing Times, pp.
7-36; HRABUSICKY, A.: Rudolf Sikora — aktivista a pozo-
rovatel’: Activist and Observer, pp. 41-49. In: MUSILOVA,
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Fig. 5: Rudolf Sikora: Malevicov hrob | Malevich’s Grave 11,
1994/2005, acrylic, canvas, wood. Collection and photo: Danubiana
Menlensteen Art Museunm.

Amsterdam). In the expansive series A Grave For
Malevich (1996-1998), Sikora once again attempted
to associatively feel out and sense his ersatz grave
with his own body. Cutiously, he only discovered in
Moscow in 2009 the peculiar fact from Malevich’s
life: the artist’s burial site is unknown, and let it be
noted that his funeral was carried out in a Suprema-
tist spirit, and his gravestone (a white cube with a
black square) in Nemchinovka near Moscow was
later destroyed.

Sikora is one of those artists, quite rare these
days, who take upon their shoulders the cross of all
of humanity’s social ills with complete commitment,
ceaselessly attempting to find strong, if now some-
what darker and more sombre, visual metaphors.
He always appeared as a fearless rebel, a potential
representative, a role to which he was destined by
his larger-than-average frame, booming voice, and
nearly inexhaustible energy. Sikora became interested
in Kazimir Malevich and members of the “Russian”

H. Bd.: Rudolf Sikora: Sdm proti sebe: Against Myself. Prague
2006; SEVCIK, J.: Rudolf Sikora a jeho piispévek ke kulturni
decentralizaci v dualistické zemi. In: Azeliér, 2006, no. 16-17,

p. L.



revolutionary avant-garde, figures such as El Lissitz-
ky, Vladimir Tatlin, Ilya Chashnik, Nikolai Suetin,
Alexander Rodchenko, and others (proponents of
decolonization now dispute how Russian the move-
ment really was, since artists of multiple nationalities
were involved); this interest mainly galvanized him to
consider the often-tragic results of social utopias on
human lives and societal systems. In a certain sense,
the philosophy of non-objective art, metaphysics,
and the mystical or religious aspects of Malevich’s
work was nudged aside by Sikora, while the function
of the art and its socio-political context took centre
stage. In a preserved handwriting fragment, the latter
writes: “I am not only interested in their work, but
also in their life stories, their political stances, the
period they live in... If Ilived in that period, maybe
I'would have also believed that the revolution would
make space for a “new person, new life, new art...”.
And I would also have been disappointed in the
abuse of these most beautiful ideals. Abuse that end-
ed in the murder of millions of innocents.” Malevich
may have escaped the gulags and execution unlike
many of his contemporaries because he died a natu-
ral death of complications from a serious illness (in
1935), but the Stalinist regime nevertheless strongly
influenced his final work and death. He became a
symbolic figure for Sikora, and art quotes of his work
a stand-in for the way in which the revolution eats
its young, “Irony? Nostalgia for the avant-garde’s
grand utopia? Or parallels of revolutions at the last
century’s start and end?”?

At the turn of the century, Sikora began creating
large-format wall and spatial installations and spaces,
a hybrid of genres in which he used a mix of various
mediums: two-dimensional painting, photography,
and digital printing, as well as three-dimensional
reliefs, objects, and installations. To this day, he
exists in the interstitial between the picture, object,
relief, and installation, metaphorically termed “the
expanded field of painting”,”” where painting medi-
ums and painting as such are only one of many visual
strategies that he utilizes. At times, his work might be
a smooth, even impersonal painting, or conversely,

# Manuscript fragment from RS archives.

30 Paraphrase of the title term in KRAUSS, R.: Sculptute in the
Expanded Field. In: October, 1979, pp. 30-44.

gestural painting with visible brush-marks, while at
other times, he shapes the surface physically, with
handprints; occasionally, painting or painterly draw-
ing serve as a basis for digital printing, or vice versa.

If we wish to name the method with which Sikora
incorporated a repertoire of Malevichian Suprematist
or Constructivist elements, there are a few avenues
open to us in terms of working with the original:
from appropriation and a certain form of quoting
Malevich’s specific works, all the way to freely work-
ing with them. Sikora interprets Malevich, enlarges
him, defines him spatially and objectively, creates
new compositions and arrangements, and names
the resulting works as their own sort of Malevichian
“imitations”: “Arranged and annotated by me. Over-
blown by me.””' He may work with the language of
geometry, but at the same time, he overcomes it,
because his goal is to give previously non-objective,
hollow work contents, a message without which
he cannot imagine art. All the same, “these are no
homages... Today it is the embodiment of scrutiny,
examination, question marks...”*

Sikora often inserts his own photographic silhou-
ette into monumental three-dimensional constella-
tions of geometric forms, cuboids, latticed cubes,
spheres, stars, and crosses, freely evoking non-ob-
jective “Prouns”, architectonics, or counter-reliefs
(Grave for Malevich IV | Forward!, 1998-2000; Grave for
Malevich 11T | Forward!, 1998—2004, Linea Collection;
Grave for Malevich 11"/ Forwardl, 20022005 etc.). He
symbolically takes on the semblance of the socialist
revolution’s leader, with a determined gaze directed
towards bright tomorrows, and a hand stretched out
in a manner inspired by his Leninist alter ego: Forward!.
Note here the forceful similarities between Sikora the
leader of the October Revolution, in all aspects except
height. He bears the cross of the avant-garde, whose
protagonists wound up wasting away in socialist
realism, or languishing in Stalin’s camps (Forward! /
Hommage ..., 20042006, PGU Zilina), or hangs him-
self on an imagined spatial construction resembling
a gallows based on Malevich’s Suprematist Construction
(1915, Russian State Museum, St. Petersburg). In

' Rudolf Sikora. Letter for exhibition. Ostrava 2001.

2 VALOCH, J.: Sikora — reflexe malevi¢ovskd a vlastni. In:
Ateliér, Year 15, 2002, no. 4, p. 6.
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Fig. 6: Rudolf Sikora: Vazenie pre Malevica | Prison for Malevich, 2004—2006, wood, mirror, metal, acrylic. Foundation Ars Nova.

other works, he uses the motif of the black square
and transforms it into an outsized spatial diagram: “I
look ahead, point: Forward! But in front of me the
wall of a black cubes grows, which the black square
has transformed into... or a whole machinery of
black squares is growing behind me, accumulating,
turning into three-dimensional cubes, and in front of
me? Nothing??! But that’s where I point...”

The counterpoint to these works featuring the
figure of a fictitious leader is provided by the abstract
Prison for Malevich (2004-2006, Nadacia Ars Nova),
in which Sikora responds to moments the period in
the early 30s when the avant-garde movement was
beginning to be persecuted, and Malevich was im-
prisoned. (Fig. 6) The work consists of a particular
synthesis of architectonic-sculptural-painterly appre-
hension of the avant-garde’s poetics, in monumental
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three-dimensional forms. This work is based on a
thought/metaphor: if the creator is free in himself,
he will stay free even if he is imprisoned. From the
outside, it is a simple and monumental black cube
with close grating evoking a prison, but when the
viewer steps closer and looks inside through the bars,
they are overwhelmed with a visual experience, an
entrance into the space of illusion. Malevich’s dream
of “Suprematist non-objective nature” enclosed in
the “prison” of four walls, just like the artist himself
was in his Communist homeland whose ideals he
served, suddenly explodes before our eyes into an
infinitely mirrored chain of images: white, red, and
black crosses and squares, the symbolism of the free,
utopian world that he dreamed of.

3 Manusctipt fragment.



In this way, Sikora so absorbed the visual poetics
of the avant-garde, Suprematism, and Constructivism
that it became one with his personality, seeped into his
subconscious, eyes, and hands to such an extent that
his work is still developing under its auspices today.
This is evident even in his primary visual thoughts:
his drawings and sketches. Sikora’s initial work takes
place through pictures and texts which he puts to
paper, often aimlessly, spontaneously, intuitively or
even uncontrollably, so that he can begin to combine,
reshape and complete them, before finally “mixing”
and correcting them on a computer. He disclosed this
sphere of his creative process and thinking some time
ago in the cycles Notebook | Barred Notebook (2014)
and Eco(co)mix (2018).%* In doing so, he created an
unusually lively, pulsating, autobiographical visual
mesh, conceptual graffiti with potential for a sequel,
charged with a strong energy. Even his initial sketches
have a characteristic appearance and repertoire of
signs, the omnipresent crosses, stars, arrows, bars,
and pyramids. The picture Barred Star, (2011/2018),
a combination of text and painting, came to be on
a similar principle; an originally incidental drawing
covered with monumental black grating once again
carries the superpersonal, a memento of all total-
itarian ideologies and intolerances, whether in the
name of the star or the cross. Most recently, Sikora
has expressed himself about the current political
situation in Slovakia with unprecedented strength,
on the entry of neo-Nazi ideology, the suppression
of democracy, and the destruction of cultural insti-
tutions, adorning multiple protests that took place in
the winter and spring of 2025 with his personalized
brand of graphic design, which can be seen as the

* Exhibitions: Rudolf Sikora: Barred Notebook, Danube Dialogs,
Novi Sad, 2014; Narcis Rudolf; Galéria 19, Bratislava, 2017,
Rudolf Sikora: Eko(ko)mix: 50 rokov Rimskeho klubu, GMB,
Bratislava, 2018, curator: K. Bajcurova.

% The creation of designs for banners went through the first
drawings from the series Against Bvil (2024); the first point
of departure were the dismissal of Slovak National Theatre
Director Matej Drlicka and Slovak National Gallery Director
Alexandra Kusa by Minister of Culture (and Slovak National
Party member) Martina Simkovi¢ova, the beginning of the
current wave of “normalization” in the Slovak cultural sce-
ne. Subsequently, Sikora presentationally carried his picture
Against Evil (Against the Bacteria of Evil at the Ministry of Culture

active continuation of his creative work. He works
with the stock of Constructivist avant-garde symbols
in a provocative manner, and in recent times the
iconic signs of his cosmology (birth * of life — and
death 1) have transformed into sorts of ill omens,
the Communist stat, a sctibbling out, and swastika.”

Works from the Against Evil cycle (2024) bear
the typical sign of Sikora’s work—the visuals of red-
and-black colours, geometric symbolism and the
Constructivist avant-garde—except for the detail that
while “Russian” avant-garde artists were intimately
familiar with the symbol of the star, the swastika
had not yet gotten a word in in the 1920s. In two
large-scale wall installations, the artist connects the
signs of both criminal regimes with the distance
and perspective of someone in the 21st century. In
the first one, Sikora crosses out the symbols of the
star and swastika layered on top of each other (Don*
Obey in Advance, 2024), citing American historian and
political scientist Timothy Snyder in the title; in the
second, he sets individual painted objects moving in
an imaginary carousel, a kinetic object, of ideologies,
including the Communist star, swastika, and a star
from the American flag (The World First! Forever! /
Carousel of ldeologies, 2025), his reaction to the latest
political situation in the world. Several of Sikora’s
conceptual works have been compared to political
posters in the past, and the contemporary ones
deliberately adopt the seeming of “monumental
propaganda,”” with which Sikora certainly can fill
the streets and squares, just as the revolutionary art-
ists-agitators did in their own times.” Sikora’s aim has
never been propagandizing for any regime, though,
but rather the expression of his thoughts and beliefs.

SR) to the culture ministry at an event on 22 August 2024,
prepared with Tomas Marusiak.

% See the published polemics between Tomas Strauss and Jin-
dfich Chalupecky in 1978 and 1979: STRAUSS, T.: Slovensky
variant moderny. Bratislava 1992, pp. 166-177.

7 A term of A. V. Lunacharsky’s, meaning placing art at the
service of revolutionary practice, and identifying it with an
agitation function.

* Compare: CARNY, J.: Rozhovor s Rudolfom Sikorom. In:
Jazdee, XV., no. 56 (2/2025), pp. 3-4.
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Fig. 7-9: Rudolf Sikora: Malevicov odkazg; Stalinovi a Putinovi | Malevichs Message to Stalin and Putin, 2024, acrylic, canvas, wood. Art Fond

Collection. Photo: the artist.

Let us return to the most recent interpretations
and appropriations of Malevich, which are the focus
of this case study, and to Malevich’s Message to Stalin
and Putin (2024) cycle in particular.” Sikora created
and first exhibited the initial two triptychs in late
2024 in Gallery 19, writing his own text for the
exhibition, a sort of personal avowal or confession
to Kazimir Malevich.* The first triptych utilizes the
method of almost literal citation of three Malevich
paintings: Black Circle, Black Cross, and Black Square
(c. 923, Russian State Museum, St. Petersburg). Their
dimensions are identical to those of the originals
(106 x 106 cm), as are the compositions and their
particular asymmetries and irregularities. (Fig. 7, 8, 9)
These works had epigraphical value to Malevich;
he used simple basic geometric forms here as with
the first Black Square (1915)," and they had a sacred
meaning for him, something like an ikon, an incar-
nation of God, a “zero form”, a symbolic nothing,
the alpha and omega of painting. With Sikora’s
triptych, from a distance you may feel like you are
looking at Malevich, or replicas of his work, but on

¥ Rudolf Sikora: Malevicov odkaz; Stalinovi a Putinovi L-I11. 2024.
Actylic on canvas and wood, 106 X 106 cm. Art Fond Col-
lection. Exhibited: Galéria 19 Bratislava — mala vystavna
sala (25.-29. 11. 2024), Rudolf Sikora : Proti 2lu | Against Evil.
Galéria Palffy — Galéria Statua, Bratislava (26. 3.-30. 4. 2025),

curator: K. Bajcurova.
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closer inspection something unsettles or disturbs
you. The picture transforms into a relief: the black
surface of the circle, cross, and square are carved
with a five-pointed Communist star through which
a massive black bar proceeds, a diagonal line that
crosses out and challenges the star. The viewer only
sees this intervention of Sikora’s at the right angle,
with the touch of light that outlines and defines the
low relief inside. The result is Malevich’s “window
behind which there is [transcendental, mystical?]
darkness,” and a frightening, sinisterly echoing quiet,
drowned out by signs that grow organically into the
original figures of circle, cross, and square. The signs
that Sikora has inserted into Malevich’s work namely
shift the images elsewhere, to a different, nonverbal
reading and understanding, this time without the
texts and words that are usual in Sikora’s work. The
crossed-out Communist star is a clear construct,
semantic and s# generis political in nature, that has
not only a memory, but also a meaning that is quite
explicit and requires no explanation. In this way,
Sikora turns Malevich on his head, inserting an object

4 STKORA, R.: Malevic¢ov odkaz Stalinovi a Putinovi. In: Ga/é-
ria: Gallery 19 2020 — 2024 Vyrocny kataldg: Annnal Catalogue.
Bratislava 2025, pp. 196-199. Accessible at: https://www.
galetial9.sk/2024/rudo-sikora/.

" SHATSKIKH, A.: Black Square: Malevich and the Origin of
Suprematism. New Haven 2012; MALSCH, E Ed. et al.: The
Black Square (Story of a Masterpiece). Cologne 2019.


https://www.galeria19.sk/2024/rudo-sikora/
https://www.galeria19.sk/2024/rudo-sikora/

and iconographic symbols into the latter’s non-objec-
tive space, a symbol for something which Malevich
was fighting against and wanted to be free from. As
a result, non-iconic art becomes its own opposite.

Interpreted Malevichian crosses appeared in
Sikora’s work from the 90s in various arrangements
and installations.”” In his second equilateral trip-
tych, the artist begins with the image of a Russian
Orthodox cross, behind which he inscribes the red
star, literally crossing it out. Elsewhere, he inserts
the star into an abstract Malevichian face. In the
third piece, which the author later removed from
the triptych, has already been addressed: he crosses
the square containing the star with a geometric
blue-and-yellow bar, the colours of the Ukrainian
flag. In doing so, he seems to be doubly marking
the picture, and saying to the viewer: Malevich was
Ukrainian and lived and worked there for years; he
suffered under a dictator, and his Ukraine is once
again suffering under a different dictator that has
unleashed a war upon it.

The problem given form in the first Malevichian
triptych is moved further in three large-format wall
installations: Circle, Cross, Square (2024-2025)%, where
he enlarges the main motifs of the above-mentioned
triptych, but the white background, the “white noth-
ing”, no longer exists. It is not a non-objective image
of a circle, cross, and square, but actually a circle,
cross, and square themselves. Sikora leaves out the
physical frame, hanging the embossed and painted
black objects directly on the white wall, drawing the
original frame around them. Enigmatic, transcendent
contents do not interest him; he is interested and
fundamentally changed, rather, by topics such as
crimes against humanity. His Black Holes cycle from
the 70s concentrated all of the energy of humanity,
cosmic, universal, total: superpolitical, supernational,
superconfessional. In contrast, this time, the dark
energeticism of these symbols is unambiguously spe-
cific, political, identifiable by content, aimed against

“ MOJZIS, J.: O Ukrizovanom kri%i Rudolfa Sikoru a trochu
aj o symbole (ktiza). In: Romboid, Year XLI, 2006, no. 9, pp.
66-72.

> Malevicon odkaz, Stalinovi a Putinovi (Krub, Krig, Stvorec). 2024—
2025. Acrylic on canvas and wood, 160 X 160 cm. Courtesy
of the artist.

the evil that totalitarian and autocratic dictatorships
embody, the deadly regimes of the past and present,
between which Sikora sees clear parallels.

In this sense, the newest trio of works might be
a symbolic resume of this cycle: Malevichs Message
to Stalin and Putin: White Square, Red Square, Black
Square (2025)*, arranged in reverse order of their
creation and the secondary meaning that Malevich
inserted into them. When that artist assessed his
own Suprematism, he sorted the development into
three degrees: black, colourful, and white.* The
three squares were meant to define worldviews, and
show the way. Malevich considered the Black Square
(1915) to be the first work of art that did away with
the old life and world and opened a new one, it was
an ikon of the future, and ikons were meant to be
an embodiment of God. At the same time, the black
square was meant to be the definition of economy,
the fifth dimension of art. Red Square / Painterly
Realism of a Peasant Woman in Two Dimensions (1915,
Russian State Museum, St. Petersburg) was meant
to be associated with the Russian Revolution, with
the flames that consumed the old world. Meanwhile,
Suprematist Composition: W hite on White (1918, MoMA,
New York) was to symbolize pure universalist form,
humanity’s perfection and the future’s spirituality.
Sikora recontextualizes the Malevichian squares, this
time unsubtly, directly, impactfully, contrastingly: a
white star drawn in the surface of the white square,
and red star carved into the interior surface of the
red square are crossed out by a growing black square,
the black star in the black square are crossed out with
a blue-and-yellow Ukrainian diagonal.

While in previous variations on Malevich and
other members of the Constructivist avant-garde
were freer paraphrases and variations, here Sikora’s
adoption of Malevich is complete, as though he has
erased the distance and identified with him, becom-
ing a double entity, Malevich/Sikora. But while Siko-
ra the person passionately, actively identifies with the

“ Maleviéov odkaz Stalinovi a Putinovi: Biely stvorec, Cerveny §tvorec,
Cierny stvorec. 2025. Acrylic on canvas and wood, a 160 X
160 cm. Courtesy of the artist.

 MALEVICH, K.: Suprematizm, 34 risunka. Vitebsk 1920. See
Note 17, CEPAN, O., pp. 302-303.
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contribution and ethos of his fellow artist, Sikora
the artist chooses divergent strategies, manifesting
himself in a superpersonal manner: a sectional, la-
conic, purely geometric and monochromatic form,
that has its own memory and historicity, both cultural
and otherwise. However, a slight displacement of
signs changes the whole context and meaning of
the piece. Malevich predicted the “end of painting”,
which has not taken place even after many portents
of the death of painting. According to Arthur C.
Danto, American philosopher and theoretician, the
creator of the phrase the “end of painting”: “Ab-
straction was the meaning of history, considered as
a process, in the narrative of modernism: it was a
necessity. In post-historical art it is but a possibility,
something one can do if one cares to do it. So it is
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possible to infuse abstract paintings, even paintings
of stripes, with the deepest moral and personal
meanings...”* Let us add political meanings here,
which are also personal. Sikora emerges from his
previous non-objectivity, from the zero point, from
nothing... to where? Perhaps to take a position, to
news of the world, to call for change. It begs the
question: if Malevich were working today, would he
be above politics? Or would he give his Supremus
a political stamp, as Sikora did? Malevich’s project
of paintership was universalist, visionary, and it
looked to the future. That future is here and it is
likely quite different than the one Malevich hoped
for. Once again, art likely won’t change that, as
we know from history, and yet artists must try for
change, regardless.

¥ DANTO, A. C.: After the End of Art: Contemporary Art and the
Pale of History. Princeton 2014, p. 149. First edition 1997.
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Sikorov Malevi¢ — za Malevicom

Katarina BAJCUROVA

swAno, citim, e Kazimir Malevic je teraz, so mnon! "

Vyuzivanie umeleckych diel predchodcov umel-
cami z inych sociokultirnych kontextov ¢i historic-
kych obdobf je prinajmensom vel'mi stara a overena
stratégia umeleckej tvorby, o ktorej bolo napisanych
mnozstvo knth a vedeckych stadii. V dejinach a te6-
rii umenia sa pre tento subor postupov a procesov
(met6du) vzilo niekolko terminov, a to hlavne cita-
cia a apropridcia — privlastnenie.” K intenzivnemu
presadeniu sa a uplatneniu tychto metéd doslo
v umeni 20. storocia, ktoré relativizovalo pojem ori-
ginality umeleckého diela (Walter Benjamin), smrti
subjektu a smrti autora (Michel Foucault, Roland
Barthes), a na druhej strane legitimizovalo slobodu
umeleckého prejavu. Privlastiiovanie cudzich diel
sa tak mohlo diat’ viacerymi cestami a sposobmi —
umelec mohol dielom iného umelca narabat’ vol'ne,
neortodoxne, inovativne, bez predsudkov a ohra-
nicenf: ,,Legitimne alebo nelegitimne privlastnena

! SIKORA, R.: Malevi¢ov odkaz Stalinovi a Putinovi. In:
Galéria: Gallery 192020 — 2024: V'yroiny kataldg/ Annnal Cata-
Jogue. Bratislava 2025, s. 199.

>V slovenskom kontexte sa problematikou zaoberala: GER-
ZOVA,J.: Citacia v slovenskej mal'be 1., IL In: Vytarny $ivot,
1989,¢.2,5.11—16,¢. 6,5. 10— 16; d'alej GERZOVA, J. (ed.):
Slovnik svetového a slovenského vytvarného umenia drubej polovice 20.
storoisa. Bratislava 1999; STOFKO, M.: Od abstrakdie po Zivé
umenie: Slovnik pojmov modernébo a postmoderného umenia. Brati-
slava 2007. Pozri tiez: YOUNG, J. O.: Culture Appropriation
and the Arts. Oxford 2008; EVANS, D. (ed.): Appropriation:
Documents of Contemporary Art. London 2019, etc.

3 STOFKO 2007 (v pozn. 2), s. 23.

Rudolf Sikora, 2024

vec, idea, téma, pribeh mohli pritom nadobudnut’
v umeleckom diele formu citacie, kopie, kompilacie,
plagiatu, interpretacie, reinterpretacie, parafrazy,
parddie, ironie, travestie, simuldcie. ..  etc.
Predmetom tejto pripadovej studie je malevicov-
ské ,,privlastiiovanie Rudolfom Sikorom (1946),
vyznamnym slovenskym konceptualnym umelcom,
ktory okrem iného tiez mal'uje, hoci inak," a to in-
terpretacia maliarskeho cyklu Malevicov odkaz; Stalinovi
a Putinovi (2024 — 2005). P6jde o modelovu interpre-
taciu diel in§pirovanych Kazimirom Malevicom, tak
v kontexte tvorby autora, jeho osobného a tvorivého
curriculum vitae, ako aj v spolocenskom kontexte,
do ktorého Sikorovo malevicovské privlastiovanie
programovo cieli. Novym sposobom ho ,,prepisuje®,
zvyznamnuje, intertextualizuje a aktualizuje, k die-
lam sa tak pripaja aj urcita pridana hodnota, aktivne
fungovanie nielen v umeleckom, ale aj v socidlnom

* Rudolf Sikora (19406) je sice tvorcom s konceptualnym ro-
dokmenom, avsak zasiahol do viacerych oblasti vizualneho
umenia a v jeho tvorbe je viacero silnych maliarskych obdo-
bi. Vystudoval monumentilne maliarstvo na Vysokej $kole
vytvarnych umeni v Bratislave u prof. Petra Matejku (1963 —
1969), neskor sam na VSVU posobil ako profesor (1990 —
2004) a v pedagogickej ¢innosti pokrac¢oval na Fakulte umeni
Technickej univerzity v Kosiciach (do 2011), z jeho ateliérov
vysiel cely rad osobnosti sucasnej slovenskej mal’by: Robert
Bielik, Bohdan Hostinak, Denisa Lehocki, Marko Blazo,
Dorota Sadovska, Lucia Dovi¢akova, Boris Sirka etc., viaceri
z nich patrili medzi finalistov a laureatov sut’aze Mal'ba VUB,
kde bol tiez ¢lenom poroty. K malbe: BESKID, V.: Rudolf
Sikora. In: RUSINOVA, Z. (ed.): Malba SK. Bratislava 2022,
s. 210 — 217. Beskid Sikoru oznacuje za ,,,heretika® mal’by
s konceptualnymi vychodiskami®. Ibidem, s. 211.
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a politickom organizme sicasného Slovenska, kde
sa umeniu z najvyssich miest upiera schopnost’
politického postoja, spolocenskej angazovanosti.
Takpovediac ## a terag si toto gesto zasluzi zazname-
nanie a porozumenie.

Kazimir Malevi¢ (1879 — 1935),° zakladatel
suprematizmu, patri k ikonickym postavam dejin
moderného umenia a je (popri Marcelovi Ducham-
povi) vari najcitovanej$im a najinterpretovanejsim
umelcom 20. storo¢ia,’ ale azda i dejin umenia vobec.
Umelec, o ktorého narodnt a kultarnu prislusnost’
sa uz dlhsie vedu intenzivne ,,dekolonialne spory’
medzi Ruskom, Ukrajinou a Pol'skom, sa narodil
na Ukrajine pol'skym rodicom, posobil na Ukrajine
(Kyjiv), v Bielorusku (Vitebsk) a v Rusku (Kursk,
Moskva, Petrohrad), najprv v ramci Ruského im-
péria, neskor v Sovietskom Rusku. Stal sa profétom
revolucnych avantgard, velku cast’ svojho diela
realizoval v Rusku, kde sa stal z aktivneho zastancu
a budovatela novej proletarskej kultiry a jej institaci
napokon obet’ou stalinskej diktatary. Predtym, ako
sa z neho stal zapaleny zastanca nepredmetného
umenia, presiel vyvojom od ,,roPnickej insity cez
impresionizmus, secesiu a rané modernistické sme-
ry, expresionizmus, kubizmus ¢i kubofuturizmus.
Predstupen premeny jeho tvorby mozno najst’
v pracach pre scénické rieSenie futuristickej opery
Michaila Mat’usina V7tazstvo nad sinkom (1913),
kde sa v nakresoch prvykrat objavil motiv ¢ierne-
ho Stvorca. Spominana premena sa odohrala vo
vzajomnom dialégu s inymi autormi, ,,zaumnymi‘
basnikmi Alexejom Kruconychom (autor libreta

> O Malevicovi a ,,ruskej ¢i sovietskej* avantgarde existuje
mimoriadne rozsiahla bibliografia v zapadnej (euro-americkej)
a vychodnej (ruskej, ukrajinskej, pol'skej) histérii umenia.
Kym na Zapade bol Malevi¢ spracovavany a publikovany
priebezne od konca 20. rokov, v Sovietskom zvize bol zakaza-
ny, vyskumy mohli byt’ zverejnené az po nastupe perestrojky
od konca 80. rokov. V 90. rokoch sa malevi¢ovské badania
zacali prepajat’ v spolo¢nych projektoch: boli usporiadané
prvé velké retrospektivy umelca (St. Tretiakovska galéria,
Moskva, 1988; St. ruské muzeum, Petrohrad: Stedelijk Mu-
seum, Amsterdam, 1989), spracované sikromné zbierky,
vydany a doplneny catalogue raisonné, texty K. Malevica, jeho
korespondencia i spomienky sucasnikov. V sucasnosti vojna
na Ukrajine a aktudlna politickd situacia spolupracu s Rus-
kom znemoznili. Z najnovsich prac na ruskej strane pozri:
SIDORINA, E.: Kazinir Malevit i jego prorolestvo o ,,novom bytii .
Moskva 2021.
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k spominanej opere) a Velemirom Chlebnikovom,
vytvarnikom Ivanom Kljunom a d’alsimi. Prvy Cierny
Stvorec (znamy aj pod nazvom Cierny Stvorec na bielom
pozadi, 1915, st zname aj neskorsie verzie), ,,nulovy
bod malby*, vystavil spolu s inymi dielami na Pos/ed-
nej futuristickej vystave 0,10 v Petrohrade v decembri
toho istého roku. Bol zaveseny v rohu miestnosti
sposobom, ako sa v ruskych domacnostiach vesali
ikony, v susedstve d’alsich diel pozostavajicich zo
stvorcovych, obdlznikovych, trojuholnikovych tva-
rov nemodulovanej farebnosti levitujucich na bie-
lych plochach. V tom case zacal Malevic¢ svoj objav
nového bezpredmetného umenia — suprematizmu —
zdovodnovat’ aj teoreticky vo viacerych manifestoch
a spisoch. Umenie malo skoncovat’ s minulost’ou
a so vSetkymi predchadzajacimi tradiciami, bolo
vnimané ako nové nabozenstvo, cez ktoré umelci
radikalne zmenia svet. Malevic ako viacerf inf avant-
gardisti svoju vytvarnd, pedagogicku a organizac¢na
¢innost’ prakticky nasmeroval k budovaniu nového
spolo¢enského poriadku zrodeného v Rusku Ok-
tobrovou revolaciou roku 1917. § nastupom Stalina
k moci sa kultarno-politicky kurz zacal od 30. rokov
20. storocia menit’ smerom k presadeniu metody
socialistického realizmu a Malevic¢, ako aj d'alsi
protagonisti avantgardy, prezival prenasledovanie
z0 strany mocenskych struktir Statu a v tvorbe sa
znovu otocil k mimetickému malovaniu.
Paradigmaticku ulohu v zapadnom pribehu dejin
umenia mu urcilo niekol’ko faktov, ked’ Malevic roku
1927 vycestoval do Varsavy a Berlina, kde usporiadal
vystavy a v edicii Bauhausu vysiel nemecky preklad

¢ Vplyv Malevica na moderné a sucasné umenie hodnotilo
viacero vystav, napt.: Advantures of the Black Square: Abstract
Art and Society 1915-2015, Whitechappel Gallery, Londyn
(2015); Kvadrat i prostranstve, GES-2, Moskva (2024).

-

AKINSHA, K. — DENYSOVA, K. — KASHUBA-VOL-
VACH, O. (eds.): I the Eye of the Storm: Modernism in Ukraine,
71900 — 1930s. London; New York 2022. Rovhomennd vystava
zostavena z ukrajinskych zbierok iniciovand Museo Nacional
Thyssen-Bornemisza, Madrid (2022 — 2023) sa konala vo
viacerych eurépskych institdcisch: Ostereichische Galerie Bel-
vedere, Vieden (2024), SNG, Bratislava (2024/¢ast’ secesia),
Royal Academy, Londyn (2024/¢ast’” modernizmus). Dalej
pozri: TUROWSKI, A.: Malewicz w Warsgawie: Rekonstrukge
7 symulagie. Krakov 2004, Ukrainski modernizm: Ukrainian Mo-
dernism 1910—1930. Kyiv 2006; FILEVSKA, T. (ed.): Kazgimir
Malevich: Kyiv Aspect. Kyiv 2019 etc.



jeho textu Nepredmetny svet.® Zhodou ztejme politic-
kych okolnosti bol prinateny vratit’ sa do Sovietskeho
zvizu, pricom cca 70 diel spolu s ¢ast’ou pisomného
archivu zanechal v zahranicf; vel'ka ¢ast’ z nich sa po
rokoch cez r6zne majetkovo-pravne peripetie dostala
do Stedelijk Museum v Amsterdame.” Navyse sa jeho
odkaz legitimizoval cez siroké medzinarodné rozsi-
renie geometrickej abstrakcie medzi dvoma vojnami
az po jej novsie povojnové odnoze, ako boli hnutia
v ramci novej citlivosti, minimalizmus, svetelné
umenie, hard edge etc. (sim Malevi¢ pojem abstrak-
cia—abstraktné umenie nepouzival, pretoze k svojim
bezpredmetnym formam, ako tvrdil, nedospel ab-
strahovanim prirody). Pre nas je dolezité uvedomit’
si, ze pre umelcov a umenie v krajinach — satelitoch
Sovietskeho zvizu, na vychod od Zeleznej opony,
ktora po druhej svetovej vojne rozdelila Eurépu, sa
okrem uz spominaného imanentného umeleckého
radikalizmu stal dolezitym aj iny — primarne politicky
znaceny odkaz."” Vyplynul z tragického rozporu Ma-
levicovho Zivota a tvorby:!! z problematiky zapojenia
nového ,,revolucného® umenia i jeho samého do
sluzieb budovania komunistickej spolo¢nosti, rezimu,
ktory dnes pokladame za zlocinecky.

Sikorova cesta k uchopeniu Malevi¢a mala nie-
kolko casovych etap, medialnych, vyznamovych
a intertextualnych rovin. Prvykrat po motive Male-
vicovho Cierneho stvorca (1915, Tretiakovska galéria,
Moskva) siahol vo fotografickom cykle Antropicky
princip (1983 — 1985), kde vyuzil rontgeny vlastnej

8 Kasimir Malevich: Die gegendstandslose Welt. Bauhausbiicher 11.
Zost. W. Gropius, L. Moholy-Nagy. Minchen 1927.

" Malevich: Catalogue raisonné of the Berlin exhibition 1927, including

the collection in the Stedelijk Museun Amsterdam; with a general

introduction to his work. Amsterdam 1970. Pozri tiez pozn. ¢. 25.

Fenomén Malevica vyrazne zasiahol vychodoeurépske
umenie, okrem toho, Zze priamo ovplyvnil mnohé stratégie
umelcov, jeho diela boli mnohonasobnym predmetom
apropriacie v celej skale pristupov a vyznamov, za vsetkych
spomenime tvorbu osobnosti ,,druhej* avantgardy ako Fran-
sisko Infante, Hugo Demartini, Dalibor Chatrny, Mladen
Stilinovié, Goran Djordjevi¢, Géza Perneczky, Dora Maurer,
Istvan Nadlet, Modré nosy/Blue Noses — Vijaceslav Mizin,
Alexander Saburov etc. Pozti k tomu tiez vystavy: Malewicz
w Polsce, Galeria Arsenal, Bialystok (2004), 5 x Malewicz, Ga-
leria Filak, Varsava (20106); Metamorphoses of the Black Square:

hlavy a ruky, cez ktoré premietal hviezdnu oblohu.
Vtedy sa v jeho tvorbe po prvykrit objavil ¢ierny
stvorec, emblematicky motfv suprematizmu posta-
veny naproti vlastnej lebke z profilu, inde zas hlavu
prekryl — ,,zaslepil” stvorcom a skombinoval s ko-
strou ruky, negatfv s pozitivom. Sam seba (a cloveka
ako takého), esenciu svojho (a nielen svojho) vautor-
ného vesmiru tu nekonfrontoval s ni¢im mensim ako
s univerzom, ktoré nas obklopuje, a urcil mu svoju —
Pudskd — mieru. Osobné vyuzil na sprostredkovanie
a vyjadrenie niecoho vseobecného, nadosobného,
¢oho zastupnym symbolom bol prave motiv Cierneho
Stvorea,”* ktory sa mal v jeho d’alsej tvorbe viackrit
v roznych podobach este objavit’. V pripade tohto
cyklu vsak slo vari o jediné vyuzitie malevicovského
motivu u Sikoru v jeho povodnom — transcenden-
talnom zmysle.

Rudolf Sikora' je tvorcom, ktory vyréistol
z konceptualneho myslenia, vstrebaval podnety
dematerializacie, novej citlivosti a neskor aj post-
moderného myslenia. V jeho tvorbe sa striedali
silné maliarske obdobia s tvorbou v inych médiach
(kresba, grafika, objekt, instalacia), hlavne vsak praca
s médiom fotografie. Debutoval na prelome 60. a 70.
rokov 20. storocia a ako jeden z prvych v byvalom
Ceskoslovensku sa zacal zaoberat’ ekologickou
problematikou, neskor jeho uvazovanie o jedincovi
a civilizacii dostalo kozmologicky rozmer. Uz vtedy
patril k viditelnym postavam vtedajsej vytvarnej
scény a len nepriaznivé politické udalosti a situacia,
ktora nastala po vstupe vojsk Varsavskej zmluvy do

Interpretations of Malevichs Work in Estonian Art, KUMU, Tallin
(2015); Mystienky o ciernom Stvorci/ Gondolatok a fekete négyzet
korul, Vasarely Muzeum, Budapest’ (2015) etc.

' Vzt'ahom umenia a politiky, aj na priklade Malevi¢ovho diela,
sa v poslednom case radikalne zaoberal: MIKS, E.: Rudy kohout
Picasso. Brno 2015.

12 Sikora nebol jediny zo slovenskych vizualnych umelcov, kto
siahol po malevi¢ovskych motivoch. Dalsimi boli Peter Bar-
to$, Stano Filko, Michal Kern, Dezider T6th/Monogramista
T. D., Peter Rénai etc. Blizsie katalog vystavy v Galérii umenia
v Novych Zamkoch: MARKUSKOVA, H.: Za Malevicom.
Nové Zamky 2000.

1 Blizsie: MUSILOVA, H. (ed.): Rudolf Sikora: Sam proti sebe/
Against Myself. Praha 2006; BAJCUROVA, K. (ed.): Rudolf Sikora:
Sdm s fotografion/ Alone with Photography. Bratislava 2016, 2017%
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Ceskoslovenska v auguste 1968, mu zabranili vo
vicsom medzindrodnom rozlete. Coskoro sa ocitol
medzi umelcami tzv. neoficialnej scény, ktori, ked’ze
sa nepodvolili kultirnopolitickym poziadavkam rezi-
mu, boli vyluceni z vytvarného diania. Napriek tomu
si aj v tomto neslobodnom obdob{ zachoval pocit
vnutornej slobody a sustredene sa venoval tvorbe.
Po silnom ranom maliarskom vzostupe, ked” mal'oval
velkorozmerné naznakové krajiny a plochu obrazu
modeloval reliéfnym prvkom a dotvaral ndjdenym
objektom (Kamennd krajina, 1967 — 1968; Miir/ Pocta
Janovi Palachovi, 1968, Art Fond Collection; cyklus
Topografie, 1970), nastal obrat."* Od zaéiatku 70. ro-
kov sa zasluzil o formovanie novej vizualnej syntaxe,
ktora zodpovedala roznym stupniom ,,odhmotnenia®
umeleckého diela”® — mohlo dostat” podobu akcie,
objektu, textu, diagramu, planu, mapy alebo fotogra-
fie. Svoje idey formuloval ¢asto do uspornych, ale
udernych a zrozumitel'nych pojmov, kde obrazovu
informaciu neraz sprevadzal text.

Kuratorovi Matthewovi S. Witkovskému z Art
Institute of Chicago vizualna poetika ranych Siko-
rovych projektov (Zew sa nesmie stat’ mitvon planéton,
1971 — 1972, Art Institute Chicago; Regy civilizdcion,
1972, Roman Fecik Gallery; Vykrinik, 1974, Art
Institute Chicago) pripomenuli vizualne statistiky
a piktogramy ranych sovietskych plagatov — izosta-
100" IZOSTAT bola skratka pre Viezvizovy institat
obrazovej Statistiky sovietskeho stavebnictva a prie-
myslu z 30. rokov, ktory publikoval rozmanité, para-
doxne moderne citené diela ,,informacnej* grafiky.
Navyse podla neho Sikora svojou ,,deklarativnou
typografiou®, preferovanim cervenej, ¢iernej a bielej

' Rudolf Sikora spolu s Viliamom Jakubikom zorganizovali
v jeho dome na Tehelnej ul. 32 v Bratislave 7. Ovoreny ateliér
(19. 11. 1970), ktory predznamenal nastup dematerializac-
nych tendencii v slovenskom umeni. Blizsie: SIKOROVA,
E.: Nastup jednej generacie. In: 7. Otworeny ateliér. Zost. M.
Mudroch, D. Téth. Bratislava 2000, s. 10 — 30; CARNA, D.
(ed.): 1. otvoreny ateliér 1970 — 2020. Bratislava 2020.

'S HRABUSICKY, A.: U.EO. Umenic fantastického odbmotnenia/
Art of Fantastical Dematerialization. Bratislava 2024.

16 WITKOVSKY, M. S.: Zem sa nesmie stat’ mftvou planétou/

The Earth Must Not Become a Dead Planet. In: BAJCURO-
VA 2016, 2017 (v pozn. 13), s. 20 — 24.
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uz vtedy — dodajme, Ze vtedy este skor podvedome —
nadviazal na sovietsky konstruktivizmus. Poetika
novej geometrie, neokonstruktivizmu mu musela
byt’ blizka, ved’ tieto tendencie sthrne oznacené
pojmom nova citlivost’ prezivali v druhej polovici
60. rokov aj v Ceskoslovensku svoj rozvoj,"” kym
ich nezastavila normalizacia.

Vizualna poetika v niecom suzvucna s kon-
struktivistickou avantgardou sa paradoxne v 70.
rokoch u Sikoru objavila v jedinom, ale kI'di¢ovom
maliarskom cykle tohto obdobia, ked’ rany zaujem
o ekolégiu prepojil s kozmoldgiou. Nikdy mu neboli
lahostajné nielen osudy planéty Zem, ale ani spo-
lo¢nosti, v ktorej zil; vedomie priam ,,planetarne;j
zodpovednosti® sa stalo typické pre jeho tvorbu.
Symbolom vyvoja civilizacie a spolo¢nosti sa preftho
stal obrazec pyramidy. Utvar povodne posmrtného
obydlia vladara sa prenho — paradoxne — stal sym-
bolom nasho zivého ,,domu®, modelom fungovania
Pudskej society. V maliarskom triptychu Pyramida. ..
Civilizdcia. .. Diagramy... s podtitulom Noyy krdsny
svet...1, 1976, SNG) odkazoval na nazov antiutopic-
kého romanu Aldousa Huxleyho Brave New World
z roku 1932, ktory v niom podal temno-absurdna
verziu konca civilizacie. Tehlicky pyramidy boli ten-
toraz — tendencne? — cervené a do kazdej je vyrazené
slovo BUDUCNOST, niekde zrkadlovo otocené.
Cervena je ikonicka farba komunizmu, je to farba
krvi bojovnikov, ktori padli (alebo boli popraveni?)
v mene jeho vit'azstva. Krasna a svetla buducnost’ —
v rustine budusieje, akokol'vek abstraktna, bola
zaklinadlom nielen umelcov, ale hlavne ideologov
sovietskeho rezimu. V druhej mal'be triptychu sia-

' Jednym z teoretikov hnutia novej citlivosti bol historik ume-
nia Jiff Padrta, ktorého Sikora osobne poznal. Zaoberal sa
historickymi pramenmi tohto hnutia, zvlast’ $tadiom diela
K. Malevica, ktoré poznal z autopsie v Moskve (1965), aj
ked’ Malevi¢ bol v Sovietskom zvize zakazany, nakritko sa
zo zabudnutia vynoril v 60. rokoch, pocas tzv. ,,ottepeli.
PADRTA, J.: Kagimir Malevic a suprematizmus. E. F. gmejkal,
Praha 1996 (rukopis z pozostalosti vysiel az posmrtne).
Na Slovensku a v Cechach boli publikované texty umelca:
MALEVIC, K.: O nepredmetnom svete: State 1915 — 1922. Ed.
O. éepan. Bratislava 1968; Kagimir Malevié: Reakéni Songlérstvi
(suprematistické rcadlo): (texty k begpredmeétnosti). EA. T. Glanc.
Praha 1997. Na Slovensku sa reflexii konstruktivistickej
avantgardy (V. Tatlin, K. Malevic) od 60. rokov venoval Oskar
éepan. CEPAN, O.: Oskdr Cyepgm a vytvarné umenie. Eds. M.
Zervan, N. Lacko. Bratislava 2018.



hala ¢ervena buducnost’ len do polovice pyramidy,
d’alej bolo uz iba prazdno... a pod nou pyramida,
v ktorej sa slovo budicnost’ odrazalo v negative
a cierna zafarbila vrchol. Predpovede sa nesplnili,
to bola skutocna buducnost’, do nej napredujeme. ..
Uniky do vesmiru, kozmické motivy a kozmologické
metafory sa v tom ¢ase objavili v tvorbe viacerych
slovenskych tvorcov, ako boli Stano Filko, Judlius
Koller, Alex Mlynarcik, Juraj Bartuzs a dalsi, ktori
takto, aspon fiktivne, cheeli utiect’ z normalizacnej
,»nehybnosti®, z neuteSenej socialistickej reality. Ob-
dobne v Sovietskom zvize sa poetika ,,kozmizmu*
objavila v tvorbe viacerych predstavitelov moskov-
ského konceptualizmu, u Ilju Kabakova ¢i Erika
Bulatova.'® Kozmologické vizie ich vsak ¢asto — tak
ako Rudolfa Sikoru — vracali spit’ do skutocnosti
a k pozemskym problémom.

Prolégom k apropriacii Malevica bolo dalsie sil-
né maliarske obdobie spadajuce do druhej polovice
80. rokov, ked’ nastal v jeho tvorbe ,,postmoderny*
maliarsky obrat. Niesol sa v znameni spoluprace
s mladou generaciou; roku 1988 vznikla skupina
Syzygia, ktorej ¢lenmi boli mladi maliari Gabriel
Hosovsky, Martin Knut, Milo§ Novak a ich starsi
kolega Rudolf Sikora."” Vtedy vytvoril velkd skupinu
monumentalnych malieb: Rozbity £rig L-111. (1988)%;
3 2 2,85 X 1033 mosnosti prestavby z cyklu Syzjgia
(1988, Galerie B. Rejta, Louny); Zrezand mohyla (dip-
tych 1988; 1988 — 1989, SNG); Ukrigovand mohyla/ In
memoriam Frantisek Smejkal (1988 — 1989); Nickolko mi-
lidnov moznosti rogpadn mobyly (1988 — 1989, Art Fond
Collection); Odmocnenie tmy (1989, SNG) etc. Prisiel
vtedy s vlastnou originalnou verziou postmodernej
malby, narabal tu so svojim typickym konceptualnym

8 GROYS, B.: Gesamtkunstwerk Stalin: Rogpolcend kultura
v Sovétském svazu: Komunistické postskriptum. Praha 2010.

¥ SEVCIKOVA, .- SEVCIK, J. - HRABUSICKY, A. — DER-
NER, M. (eds.): Sygjgia. Bratislava 2017.

? Vystavené na rovnomennej vystave Museum Liaunig, Neu-
haus/Suha, 2025; HALAK, M.: Terra incognita: Art expedition
to an unknown neighbonring land — Czechoslovak art between 1948—
1989 in dialogne with Liannig Collection. Neuhaus 2025.

21 SEVCIKOVA 2017 (v pozn. 19), s. 12 (text z roku 2009).

2 HRABUSICKY, A.: Rudolf Sikora: Sim proti sebe/ Against
Mpyself. Bratislava 2008, s. 11.

repertoarom znakov — hviezda, sipka, kriz, ktoré
podrobil vel'korysej maliarskej, expresivnej, gestickej
a zaroven vyznamovej transformacii — rozpadu. Tak
symbolicky vnimal stadium vyvoja ,,realneho socia-
lizmu®, v ktorom Zil a o zmenu ktorého sa svojimi
aktivitami vytrvalo pokusal. ,,Sikora nevzal tuto
zménu pouze na védomi, ale prozil ji jako osobnou
proménu. Jeho verze nejistoty soucasného cteni
kulturnich znakd méa nakonec podobu osobniho
stotozneni s vyprazdnénymi a znovu zkonstruovany-
mi symboly rané malevicovské avantgardy (straceny
puvod). Dava jim jiné docasné umisténi, doslova je
nese na svych ramenou a pronasi je riznymi teritorii,
na kterd se rozpadla globélni kultura.“*" A ako doda-
va kurator jeho retrospektivnej vystavy v Narodnej
galérii v Prahe (2000) a v Slovenskej narodnej galérii
(2008) Aurel Hrabusicky: Sikora ,,sa stale pohybuje
na pohrebisku avantgard (...) Demonstruje, ako sa
da pokracovat’ v pribehu aj po jeho konci, a nad’ale;
nam predvadza scény z posmrtného Zivota moder-
nyu'zz

Nadosobnou skutoc¢nost’ou, avsak so silnym
osobnym rozmerom, ktord na roky determinovala
Sikorovo umelecké myslenie, sa stala jeho osobna
skusenost’ s ,,cesko-slovenskou® revoluciou a tiez
nalichava vnutorna potreba vyrovnat’ sa s fiou aj
v tvorbe. Patril k iniciatorom a aktivnym tcastnikom
Neznej revolucie v roku 1989,% ktora priniesla pad
komunistického rezimu v Ceskoslovensku. Nikdy
neskryval svoje sklamanie z nenaplnenych idealov
revolucie i z toho, kam sa na Slovensku uberal
politicky vyvoj.** Spolocensky aktivizmus bol vzdy
prirodzenou strankou jeho osobnosti, a tak nasiel
uplatnenie vo viacerych apelativnych dielach. Prave

» 7 iniciativy R. Sikoru bolo zvolané stretnutiec do Umeleckej
besedy 19. 11. 1989, kde nasledne vznikla Verejnost’ proti
nasiliu, Sikora sa vo VPN priamo politicky angazoval, na jar
1990 vsak z politiky odisiel. Blizsie: Sikora, R.: Jedna sprava
o dvoch dnoch z mojho Zivota. In: Umeleckd beseda na krigo-

vatke dejin. Zost. L. Snopko. Bratislava 2009, s. 64 — 67.

# K spoloéensko-politickému aktivizmu pozti obsiahlu ora/
history: ]AéEK, P — PALFFY, J.+ ,,Vonku zuril socializmus,
no my sme boli v sebe slobodnil* Rozhovor s predstavitelom
neoficidlnej vytvarnej scény a spoluzakladatelom Verejnosti
proti nésiliu Rudolfom Sikorom. In: Pawdt’ niroda, roc. X11,
2016, ¢. 2,s. 85— 111.
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v 90. rokoch sa v jeho tvorbe objavil novy okruh in-
$piracif, obratil sa k odkazu ruskej avantgardy, hlavne
k dielu Kazimira Malevi¢a.® Ako spominal, priamym
podnetom bola navsteva expozicie s Malevicovymi
dielami zaciatkom 90. rokov v Stedelijk Museum
v Amsterdame,®® neskor videl v Nemecku viaceré
vystavy revoluénych konstruktivistickych avantgard.”’

Sikoru vtedy nezaujala primarne metafyzika
bezpredmetnosti, absolutnost’ ¢i mysticizmus
Malevicovho novatorského cinu, ale doba a spo-
lo¢nost’, v ktorej avantgarda fungovala a chcela
zmenit’, prebudovat’ svet podla svojich predstav
a idealov. V rokoch 1994 az 1996 vznikla séria prac
nazvana Malevitov hrob, resp. Hrob suprematistov, ale
pyramidy, mohyly, hroby, ohmativané vlastnymi
rukami, by sme unho nasli, ako bolo spomenuté,
uz skor. Vratil sa ku ,klasicky* ponimanej mal'be,
objavili sa v nej vo'né odkazy, asociacie, variacie,
pseudocitaty a citaty Malevicovych diel, ako aj inych
predstavitefov ruskej avantgardy, medzi nimi aj El
Lisického. Ked'ze pracoval s dedi¢stvom cudzich
umeleckych diel, viaceri mienkotvorni kuratori — Jiff
Valoch, Aurel Hrabusicky, Jif Sevéik® — ich oznaéili
za postmoderné. Sikora si z nich vyberal jednotlivé
prvky, vol'ne s nimi narabal, varioval a prispbsoboval
siich vlastnému zameru. Kompozicie centricky drzi
motiv kriza, z ktorého do dialav vystrel'uju, letia
kreslené suprematistické a konstruktivistické formy
a ich sastavy (Hrob suprematistu 11./ In memoriam Karel
Kryl, 1993 — 1994, Zbierka Linea; Malevicov hrob L.,
1994, Galetie Klatovy/Klenova). Reprezentativoym
dielom z tejto sétie je Malevicov hrob 171. (1994/2005,
Danubiana Meulensteen Art Museum). Zakladom
symbolického — nezobrazujiceho a nefigurativneho

» Cely tento okruh inspiracii ruskou avantgardou hodnotila
dvojvystava El Lissického a R. Sikoru organizovand Danu-
biana Meulensteen Art Museum v spolupraci s Van Abbemu-
sem v Eindhovene, 2019. BAJCUROVA, K. (ed.): F/ Lissitzky
@& ¢R Sikora. Bratislava 2019.

% Na jar 1989 sa v Stedelijk Museum v Amsterdame konala
vystava, ktora prvykrat spojila zdpadné a vychodné zbierky
Malevic¢ovych diel (pozn. ¢. 4) a predstavila na Zapade dovte-
dy nevidené diela z ruskych zbierok. Sikora tdto vystavu este
nemohol vidiet’ (ako nepriatel’ rezimu nemal pas), cestovat’
na Zapad mohol az po novembri 1989, dovtedy mohol vidiet’
iba ¢ast’ vystavenu v stalej expozicii. Rozsiahla medzinarodna
prezentacia Malevicovych diel bola znovu pripravend v Ste-
delijk Museum (2013) v spolupraci s Tate Modern, Londyn
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portrétu umelca je tu Stylizovana cervena silueta rus-
kého pravoslavneho kriza, vpisaného do abstrahova-
ného ovalu tvare a rovnoramenného malevicovského
ktiza na ¢iernom podklade — aj tu bol vychodiskovou
ideou opakujuci sa motiv na Malevicovych kresbach
(Suprematizmus, po 1920, Stedelijk Museum, Amster-
dam). V rozsiahlej sérii Hrob pre Malevica (1996 —
1998) zas skuasal asociativne vyhmatat’ a ,,ohmatat’
jeho zastupny hrob vlastnym telom. Paradoxne,
az roku 2009 sa v Moskve dozvedel kuriézny fakt
z umelcovho zivotopisu, ze nie je zname, kde je
presne pochovany; poznamenajme, ze jeho pohreb
sa niesol v suprematistickom duchu a nahrobok —
biela kocka s ¢iernym stvorcom v Nemcinovke pri
Moskve bol neskoér zniceny.

Sikora patri k tomu typu tvorcov, a dnes je
ich uz akosi malo, ktor{ s totalnym osobnostnym
nasadenim bera na svoje plecia kriz civiliza¢nych
a spolocenskych problémov Fudstva. A neprestava
pre ne hl'adat’ silné, aj ked’ dnes uz trochu stemnené
a pochmurne vizualne metafory. Vzdy sa javil ako
nebojacny buri¢, potencialny tribun, k comu ho
predurcovala nad priemer ¢nejica postava obdarena
buracajucim hlasom a priam nevycerpatel'nou ener-
giou. Ked ho zaciatkom 90. rokov uchvatil Kazimir
Malevic¢ a ,,ruské® revolu¢né avantgardy — dnes
sa dekolonidlne polemizuje, nakolko boli naozaj
,ruské”, ked’ze v nich boli zainteresovani umelci
r6éznych narodnosti — osobnosti ako El Lissickij,
Vladimir Tatlin, Ilja Casnik, Nikolaj Suetin, Ale-
xander Rodcenko a d’alsi, podnietilo ho to hlavne
k tvaham o ¢asto tragickych désledkoch socialnych
utdpif na l'udské Zivoty a spolocenské systémy. Istym
sposobom bokom ostala ,,bezpredmetna‘ filozofia,

a Bundeskunsthalle, Bonn (2014): BOERSMA, .. — RUT-
TEN, B. (eds.): Kagimir Malevich and the Russian Avant-Garde:
Featuring Selections from the Khardziev and Costakis Collections.
Amsterdam; Koln 2014.

2 Von Malewitsch bis Kabakov: Russische Avantgarde im 20. Jahrhun-
dert. Die Sammlung Ludwig. Kéln, 1993 — 1994 etc.

# VALOCH, J.: Rudolf Sikora — konceptudlni mysleni
v proménach doby: Conceptual Thinking in Changing Times,
s. 7 — 36; HRABUSICKY, A.: Rudolf Sikora — aktivista a po-
zotovatel: Activist and Observer, s. 41 —49. In: MUSILOVA,
H. (ed.): Rudolf Sikora: Sdm proti sebe: Against Myself- Praha 2006;
SEVCIK, J.: Rudolf Sikora a jeho pifspévek ke kulturni decen-
tralizaci v dualistické zemi. In: Azeliér, 20006, ¢. 16 — 17, s. 1.


https://www.amazon.com/-/es/Kazimir-Malevich-Russian-Avant-Garde-Collections/dp/3863354206/ref=sr_1_2?dib=eyJ2IjoiMSJ9.pnclytuEHwFHJXEWc_FWugL5qjC-yPpyCxOrtrQayF2gznYXCSuzPr2gXhaWMb-4VSlz4evAKPaIGYu8084YK8HNXd4LebcTlY3Dc1yFfmfDefkamogguWfEl31FHfFTVJH2UTgBPHz01bbdih_mUHXkmRfe7FvXKpMAY1FaFWTvJRqTO_nG2VCsRx4soRFCf3qFSUjiAacoIgJSUCV2CqMZ1YzgxZgePYBkrG9627w.Jc8x1TOZIfwXnW9dAfQAJvXbHnOLIQymK1gz_4cab7o&dib_tag=se&qid=1754906693&refinements=p_27%3AKazimir+Malevich&s=books&sr=1-2
https://www.amazon.com/-/es/Kazimir-Malevich-Russian-Avant-Garde-Collections/dp/3863354206/ref=sr_1_2?dib=eyJ2IjoiMSJ9.pnclytuEHwFHJXEWc_FWugL5qjC-yPpyCxOrtrQayF2gznYXCSuzPr2gXhaWMb-4VSlz4evAKPaIGYu8084YK8HNXd4LebcTlY3Dc1yFfmfDefkamogguWfEl31FHfFTVJH2UTgBPHz01bbdih_mUHXkmRfe7FvXKpMAY1FaFWTvJRqTO_nG2VCsRx4soRFCf3qFSUjiAacoIgJSUCV2CqMZ1YzgxZgePYBkrG9627w.Jc8x1TOZIfwXnW9dAfQAJvXbHnOLIQymK1gz_4cab7o&dib_tag=se&qid=1754906693&refinements=p_27%3AKazimir+Malevich&s=books&sr=1-2

metafyzika, mysticky ¢i nabozensky aspekt Malevi-
covej tvorby, do popredia sa dostala funkcia diela
a jeho socialno-politicky kontext. V zachovanom
rukopisnom fragmente piSe: ,,Nezaujimala ma len
ich praca, — zaujimal ma aj ich Zivotny pribeh, ich
politické postoje, doba, v ktorej Zili... (Keby som
zil v tych rokoch, mozno by som aj ja uveril, Ze re-
volucia vytvori priestor pre ,nového cloveka, novy
zivot, nové umenie. ..“) A rovnako by som bol t'azko
sklamany zo zneuzitia aj tych najkrajsich idei. Zo
zneuzitia, ktoré koncilo vrazdenim miliénov nevin-
nych.* Malevic¢ sice zomrel prirodzenou smrt’ou na
nasledky t'azkej choroby (1935), nestihli ho poslat’
na popravu alebo do gulagu ako mnohych inych jeho
sucasnikov, no stalinsky rezim predsa silne pozna-
menal jeho zaverecnu tvorbu i koniec. Pre Sikoru sa
stal priam ,,znakovou® figurou — a citaty jeho diel
synekdochou skutoc¢nosti ako revolucia ,,poziera®
svoje deti... ,,Ironia? Nostalgia nad velkou utépiou
avantgardy? Alebo paralely revolucii zo zaciatku
a konca minulého storo¢ia?“?®

Na prelome storoci zacal Sikora vytvarat’ velko-
rozmerné nastenné a priestorové instalacie a objek-
ty — hybridné Zanre, v ktorych vyuzival mix réznych
médif (2D malbu, kresbu, fotografiu, digitdlnu tla¢,
projekt v 3D reliéfoch, objektoch a instalaciach).
Dodnes sa pohybuje v akomsi medzipriestore medzi
obrazom, objektom, reliéfom a instalaciou, metafo-
ricky povedané v ,,rozsirenom poli malby*,* kde
maliarske prostriedky a mal'ba ako taka bola iba jed-
nou z viacerych vizualnych stratégii, ktoré vyuzival.
Raz to moze byt’ hladka az neosobna mal’ba, alebo
naopak, gestické malovanie s viditel'nou stopou
stetca, inokedy plochu stvarnuje priamo fyzicky —
odtlackami ruk; tiez s situdcie, ked’ sa malba, resp.
maliarska kresba, stava podkladom pre digitalnu tla¢
alebo tlac nasledne maliarsky interpretuje.

Ak by sme chceli pomenovat’ metédu, ktorou
Sikora pracoval s repertoarom malevicovskych alebo
suprematistickych, ¢i konstruktivistickych prvkov, tak
sa nam otvara niekolko ciest a sposobov narabania
s predlohou — od apropricie/privlastnenia, urcitej

# Rukopisny fragment z archivu RS.

% Parafraza pojmu ,,socharstvo v rozsirenom poli“. In: KRAUSS,
R.: Sculpture in expanded Field. In: October, 1979, s. 30 — 44.

' Rudolf Sikora. List k vystave. Ostrava 2001.

formy citacie Malevicovho konkrétneho diela az
k voI'nému narabaniu s nim. Malevica skor ,,tlmocil*,
interpretoval, zvicsoval, priestorovo a objektovo
definoval, vytvaral nové skladby a zostavy, vysledné
diela sam oznacoval skor za malevicovské ,,napo-
dobeniny* svojho druhu: ,,Zoradené a komento-
vané mnou. Predimenzované mnou.“’' Pracuje sice
s jazykom geometrie, ale zaroven ho aj prekonava,
pretoze jeho cielom je dat’ bezpredmetnej a povodne
,,bezobsaznej forme obsah, posolstvo, bez ktorého
si umenie nevie predstavit’. Pritom to ,,nejsou zadne
pocty... Dnes je to zhmotnéna zpytovani, zkoumani,
otazniky...“.””

Do monumentalnych trojrozmernych zostav
z geometrickych foriem, kvadrov, zamrezovanych
kubusov, polgul’ s hviezdami a krizmi, volne evoku-
jacich bezpredmetné prouny, architektony Ci kontrarelicfy,
zasadzoval ¢asto vlastnu fotografickd siluetu (Hrob
pre Malevica V'1./V pred!, 1998 — 2000; Hrob pre Ma-
levica I11./ 1 pred!, 1998 — 2004, Zbierka Linea; Hrob
pre Malevica/ V' pred!, 2002 — 2005 etc.). Priznacne
sam prijal na seba podobu vodcu socialistickej revo-
lacie — s odhodlanym pohladom upretym k svetlym
zajtrajSkom a natiahnutou rukou tak, ako mu velilo
jeho iné, tentoraz ,,leninské* alter ego: 1/pred! (vsimni-
me si priam zarazajucu typovi podobnost’ s vodcom
oktobrovej revolucie, az na ten rozdiel vo vyske...).
Na vlastnom pleci nesie/t"aha kriz avantgardy, ktorej
protagonisti skoncili v marazme socialistického rea-
lizmu ¢&i v stalinskych tiboroch (1pred!/ Hommage a. . .,
2004 — 2006, PGU Zilina). Alebo sim seba zavesi
na pomyselnu priestorovu konstrukciu podobajicu
sa Sibenici — podkladom k nej sa stala Malevicova
Suprematisticka konstrukcia (1915, St. ruské muzeum,
Petrohrad), v inych dielach vyuzil motiv ¢ierneho
$tvorca a premenil ho na naddimenzovany priestoro-
vy diagram: ,,Divam sa dopredu, ukazujem: Vpred!,
ale predo mnou narasta ¢ierna stena ciernej kocky,
na ktord sa clerny Stvorec zmeni... alebo za mnou
narasta celd masinéria ciernych Stvorcov, narastaji-
cich a meniacich sa na trojrozmerné kubusy, a predo
mnou? Ni¢?! Ale ja tam ukazujem...

2 VALOCH, J.: Sikora — reflexe malevicovska a vlastni. In:
Ateliér, ro¢. 15, 2002, ¢. 4, s. 6.

3 Rukopisny fragment.
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Kontrapunktom tychto prac vyuzivajucich fi-
guru fiktivneho vodcu bolo abstraktné 1azenie pre
Malevica (2004 — 2006, Nadacia Ars Nova). Autor
reagoval na momenty z Malevicovho zivota, ked
bol zaciatkom 30. rokov, v case, ked’ sa uz zacinala
prenasledovat’ avantgarda, uvizneny. Vytvoril ho
svojraznou syntézou architektonicko-socharsko-ma-
liarskeho uchopenia poetiky avantgard uz nie v 2D,
ale v monumentalnych 3D formach. Zakladom diela
je myslienka — metafora, ze ak je tvorca slobodny
sam v sebe, zostane slobodny, aj keby bol uvizneny.
Zvonka je to monumentalna a jednoducha cierna
kocka, pravidelny zamrezovany kubus evokujuci
vizenie, no ked k nemu divak pristipi a nazrie cez
mreze dovnitra, je ohromeny vizualnym zazitkom
— prienikom do iluzivneho priestoru. Malevicov
sen — individualna ,,suprematistickd bezpredmetna
priroda“ uzavreta do ,,vizenia“ Styroch stien ako sim
Malevic vo svojej komunistickej vlasti, ktorej idealom
slazil. .. Odrazu pred nasimi o¢ami exploduje, otvara
sa do nekonecna sa zrkadliaceho ret’azca obrazcov
bielych, cervenych a ciernych krizov a Stvorcov, do
symboliky utopického a slobodného sveta, o ktorom
snival.

Vizualna poetika avantgardy, suprematizmu
a konstruktivizmu mu vosla pod kozu a splynula
s jeho osobnost’ou, vnikla do jeho podvedomia,
oka 1 ruky natol'ko, ze v jej znameni sa jeho tvorba
rozvija dodnes. Evidentna je uz v jeho primarnom
vizualnom mysleni — v kresbach a v skiciach. Sikora
od zaciatku mysli v obrazoch a textoch, ktoré casto
nezamerne, spontanne, intuitivne az nekontrolovane
kladie na papier, aby ich nasledne zacal kombinovat’,
pretvarat’ a dotvarat’, a d’alej pomocou pocitaca
,»zmixoval® a upravil. Pred ¢asom tuito sféru gené-
zy svojej obrazotvornosti a premyslania zverejnil
v cykloch Zapisnik (tiez Zamregovany apisnik, 2014)
a Eko(ko)mix (2018).”* Vzniklo tak neobycajne Zivé,
pulzujuce, autobiografické obrazové pletivo, koncep-
tualne grafiti na pokracovanie nabité silnou energic-

* Vystavy Rudolf Sikora: Barred Notebook, Danube Dialogs, Novi
Sad, 2014; Narcis Rudolf, Galéria 19, Bratislava, 2017; Rudolf
Sikora: Eko(ko)mix: 50 rokov Rimskeho kinbu, GMB, Bratislava,
2018, kuratorka: K. Bajcurova.

* Tvorbe nivthov pre transparenty predchadzali prvé kresby
z cyklu Proti g/ (2024), prvym podnetom bolo odvolanie
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kost’ou. Uz primarne kresby maju charakteristicky
znakovy repertoar i vyraz: vidime vSadepritomné
krize, hviezdy, sipky, mreze, pyramidy... Obraz
Zamregovana hviezda (2011/2018), ciastocne tla¢
a ¢lastocne malba, vznikol na podobnom principe:
povodne ndhodna kresba prekrytd monumentalnou
¢iernou mrezou nesie v sebe znovu — nadosobné —
memento vsetkych totalitnych ideoldgif a intoleran-
cie, ¢i uz sa deje v znameni hviezdy, alebo kriza. ..
Naposledy sa s nebyvalou razanciou zacal vyjadrovat’
k sucasnej politickej situacii na Slovensku, k nastupu
neonacistickej ideolégie, k potlacaniu demokracie,
k destrukcii kultarnych institacif. Viaceré protestné
zhromazdenia, ktoré sa konali od zimy 2024/2025
av priebehu jari 2025 ,,vyzdobil“ svojim apelativoym
grafickym ,,dizajnom®, ¢o mézeme vnimat’ ako
akéné — performativne pokracovanie jeho tvorby.
Sikora provokativnym sposobom nardba so znako-
vym repertoarom konstruktivistickych avantgard:
v poslednom case sa niekdajsie ikonické znaky jeho
kozmologie: zrodenia * zivota — a smrti T transfor-
movali do podoby zlovestnych znameni: (komunis-
tickej) hviezdy, znaku preskrtnutia a svastiky.”
Diela z cyklu Proti zin (2024) majua typicky si-
korovsky vizual pripominajici cerveno-ciernou
farebnost’ou a geometrickou znakovost’ou vizual
konstruktivistickej avantgardy, az na jeden detail:
kym ,,ruskym® avantgardistom bola hviezda doverne
znama, svastika — hakovy kriz ako politicky symbol
a znak — sa este v 20. rokoch nedostala k slovu...
Sikora v dvoch vel'korysych nastennych instalaciach
spojil znaky oboch zloc¢ineckych rezimov z odstupu
a pohladu cloveka 21. storocia: v prvom pripade
preskrtol znaky hviezdy a svastiky vrstvené na seba
(Don’t Obey in Advance/ Nepoddavagme sa vopred, 2024),
ked’ v nazve cituje amerického historika a politologa
Timothyho Snydera, a v druhom pripade jednotlivé
mal'ované objekty, komunisticku hviezdu, svastiku
a hviezdu z americkej zastavy, rozpohyboval v ,,ki-
netickom* objekte ako pomyselny koloto¢ ideolégii

riaditela SND Mateja Drlicku a riaditefky SNG Alexandry
Kusej ministerkou kultury za SNS Martinou Simkovi¢ovou,
¢o bol zaciatok aktualnej ,,normalizacie v slovenskej kultare.
Nasledne obraz Proti gln (Proti baktéridm zla na Ministerstve
kultriry SR) R. Sikora na akcii pripravenej s Tomasom Ma-
rusiakom 22. 8. 2024 manifesta¢ne odniesol na Ministerstvo
kultary SR.



(The World First! Forever!/ Koloto& ideoldgit, 2025), ¢o
bola jeho reakcia na najnovsiu politickua situdciu
vo svete. Viaceré Sikorove konceptudlne prace boli
v minulosti pritovnavané k politickym plagatom,’ tie
sucasné na seba zdmerne bert mimikti ,,monumen-
talnej propagandy“’’ — aj Sikora nimi pokojne moze
zaplnit’ ulice a namestia ako svojho casu revolu¢ni
umelci-agitatori.”® Nikdy mu vsak neslo o propagan-
du idef Ziadneho rezimu, ale o vyjadrenie myslienok
a presvedcenia, ktoré v sebe nosil.

Vratme sa k najnovsim interpretaciam a pri-
vlastneniam Malevica, ktoré si ubeznikom tejto
pripadovej stadie — k cyklu Malevicov odkaz; Stalinovi
a Putinovi (2024):° prvé dva triptychy Sikora vytvoril
a prvykrat predstavil na sklonku roku 2024 v Galérii
19, k vystave si sim napisal text" — akési osobné
vyznanie, konfesiu Kazimirovi Malevicovi. V prvom
triptychu priamo vyuzil metédu takmer ,,doslovnej®
citacie troch Malevicovych diel: Cierny krub, Cierny
kriz a Cierny stvorec (okolo 1923, St. ruské muzeum,
Petrohrad). Zvolil td ista vel’kost” ako pri origindloch
(106 X 106 cm), kompozi¢né rozlozenie aj isté jeho
nerovnosti a nepravidelnosti. Pre Malevi¢a mali tieto
diela epigraficki hodnotu, vyuzil tu jednoduché —
zakladné geometrické formy. Maji prenho sakralny
vyznam, tak ako prvy Cierny stvorec (1915)* bol
nieco ako ikona, stelesnenie Boha, ,,nulova forma®,
symbolické ni¢, zaciatok a koniec maliarstva. V pri-
pade Sikorovho triptychu, ak stojite d’alej od neho,
mozete mat’ pocit, ze sa divate na Malevica (repliky
jeho diel?), ale ked’ pristupite blizsie, nieco vas zne-
pokoji, vyrusi. Obraz sa meni na reliéf — do ciernej
plochy kruhu, kriZa a Stvorca je vyrezana — vnorena

3 Pozri Publikovanﬁ korespondenénu polemiku medzi Toma-

som Straussom a Jindfichom Chalupeckym z rokov 1978
a 1979: STRAUSS, T.: Slovensky variant moderny. Bratislava
1992,s. 166 — 177.

7 Termin A. V. Lunacarského, ktory znamenal postavenie ume-
nia do sluZieb revoluc¢nej praxe, jeho stotoznenie s agita¢nou
funkciou.

* Porovnaj: CARNY, J.: Rozhovor s Rudolfom Sikorom. In:
Jazdec, XV, & 56 (2/2025), 5. 3 — 4.

¥ Rudolf Sikora: Malevicov odkaz; Stalinovi a Putinovi 1. — 111. 2024.
Akryl na platne a dreve, 2 106 X 106 cm. Art Fond Collection.
Vystavené: Galéria 19 Bratislava — mald vystavna sala (25. —

péat’cipa komunisticka hviezda, cez ktort prechadza
mohutné cierne ,,brvno* — diagonalna linia, ktora
hviezdu preskrtava, popiera. Tento Sikorov zasah
vidime iba pri spravnom uhle, dotyku svetla, ktory
vyrysuje, definuje nizky reliéf vo vnutri. Vysled-
kom je malevicovské ,,0kno, za ktorym je temnota®
(transcendentalna, mysticka?), ticho, avsak to ticho
je desivé, zlovestne dunivé, prehlusené znakmi, ktoré
integralne zrastaju s povodnymi obrazcami kruhu,
kriza a $tvorca. Totiz znaky, ktoré Sikora vlozil do
Malevica, postvaju obrazy inam, k inému — never-
balnemu ¢itaniu a pochopeniu (tentokrat bez textov
a slov ako to je v jeho tvorbe zvykom). Preskrtnuta
komunisticka hviezda je totiz jasny sémanticky, su
generis politicky konstrukt, ktory ma nielen svoju pa-
mit’, ale dnes aj celkom jednoznacny vyznam, takze
ju nie je potrebné vysvetlovat’. Sikora tak Malevica
obracia, metaforicky povedané, z noh na hlavu — do
jeho ,,bezpredmetna® vklada predmet — ikonické
znaky, teda nieco, proti comu Malevi¢ bojoval a od
coho sa chcel oslobodit’. Neikonograficka malba sa
meni na svoj opak.

Interpretované malevicovské krize sa od 90.
rokov objavovali v Sikorovej tvorbe v roznych zo-
stavach a instalaciach.” V druhom rovnomennom
triptychu pracuje tentokrat s motivom pravoslav-
neho kriza, do ktorého vpisuje — krizom preskrtava
cervenu hviezdu, inde ho zas vsadi do abstraktného
ovalu malevicovskej tvare, v tret'om diele, ktoré au-
tor neskor z triptychu vynal, je uz adresny: Stvorec
s hviezdou preskrtava geometrickym zlto-modrym
,brvnom®, utvarom zlozenym z farieb ukrajinske;
vlajky, ktorym akoby podvojne znaci dielo a odkazuje

29. 11. 2024), Rudolf Sikora: Proti 3u/ Against Evil. Galétia
Palffy — Galéria Statua, Bratislava (26. 3. — 30. 4. 2025),
kuratorka: K. Bajcurova.

4 SIKORA, R.: Malevi¢ov odkaz Stalinovi a Putinovi. In: Ga/é-
ria: Gallery 19 2020 — 2024: V'yrony kataldg: Annual Catalogue.
Bratislava 2025, s. 196 — 199. Dostupné na internete: https://
www.galetial9.sk/2024/rudo-sikora/.

" SHATSKIKH, A.: Black Square: Malevich and the Origin of
Suprematism. New Haven 2012; MALSCH, F. (ed.): The Black
Square (Story of a Masterpiece). Kéln 2019.

2 MOJZIS, J.: O Ukrizovanom krizi Rudolfa Sikoru a trochu aj
o symbole (ktiza). In: Romboid, ro¢. X1.1, 2000, €. 9,s. 66 — 72.
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divakovi: Malevi¢ bol Ukrajinec, roky na Ukrajine
zil a tvoril, trpel pod diktatorom a jeho Ukrajina
dnes opit’ trpi pod inym diktatorom, ktory voci nej
rozputal vojnu...

Este d'alej problém zhmotneny v prvom ma-
levicovskom triptychu posuva v troch velkoroz-
mernych nastennych objektoch: Krub, Kri, Stvorec
(2024 — 2025),* kde zvicsil hlavné motivy zo spo-
minaného triptychu s autorskym zasahom, reli¢fom
preskrtnutej hviezdy, ale ,,biele pozadie®, ,biele
Nic¢* uz neexistuje. Nie je to ,,neobjektivny* obraz
kruhu, kriza a $tvorca, su to — objektivne — kruh,
kriz a $tvorec samy osebe. Sikora vynechava fyzicky
ram, resp. vyrezané a malované cierne objekty vesia
priamo na bielu stenu, resp. povodny ramec obrazu
iba nakresli — ohrani¢i. Enigmatické, imanentné ob-
sahy ho nezaujl’rnajﬁ jeho vzrusujud, vlastne bytostne
vyrusuja iné ,,veci — zlociny proti Fudskosti. Ako
kedysi bola v jeho Ciernych dierach (cyklus, ktorému
sa venoval v 70. rokoch) sustredena celd — kozmicka,
univerzalisticka, v pozitivhom zmysle slova scita-
vana — energia I'udstva: nadpoliticka, nadnarodna,
nadkonfesionalna.. ., tentokrat je temna energickost’
tychto symbolov jednoznacne adresna, politicka,
obsahovo identifikovatel'na, nasmerovand Proti 3/,
ktoré stelesnuju totalitarne a autokratické diktatury,
vrazdiace rezimy minulosti a pritomnosti, medzi
ktorymi vnima jasné paralely.

V tomto zmysle je akymsi symbolickym resumé
tohto cyklu najnovsia trojica diel z cyklu Malevicov
odkaz, Stalinovi a Putinovi: Biely Stvorec, Cerveny stvorec,
Czemy Stvorec (2025)* zoradeny opacne, ako bol
¢as vytvorenia, 1 s dodato¢nym zmyslom, ktory do
nich Malevi¢ vlozil. Ked’ umelec hodnotil vlastny
suprernanzmus vyclenil vo svojom vyvoji tri stupne:
&ierny, farebny a biely.* Cierny stvorec (1915) pokladal
za prvé dielo, ktoré skoncovalo so starym zivotom
a svetom a otvorilo ten novy, bola to ikona budic-
nosti a ikona nemala byt’ nicim inym ako stelesnenim
Boha... Cerveny tvorec/ Maliarsky realizmus vidiecke]

 Malevicov odkaz, Stalinovi a Putinovi (Krub, Kri%, \thvoret). 2024 —
2025. Akryl na platne a dreve, 4 160 X 160 cm. Majetok

autora.
¥ Malevicov odkaz; Stalinovi a Putinovi: Biely Stvorec, Cerveny stvorec,

Cierny Storec. 2025. Akryl na platne a dreve, 4 160 X 160 cm.
Majetok autora.
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Zeny v dvoch rozmeroch (1915, St. ruské muzeum,
Petrohrad) sa snazil dat” do suvislosti s bol'Sevic-
kou revoldciou, s plamenmi, v ktorych zhorel stary
svet... Suprematistickd kompogicia: Biela na bielej (1918,
MoMA, New York) podl'a neho symbolizovala ¢ista
univerzalisticki formu, dokonalost’ ¢loveka a du-
chovnost’ budicnosti... Sikora malevicovské stvorce
rekontextualizuje — ale uz nie nebadane, ale direktne,
uderne, kontrastne: bielu hviezdu nakreslent na
ploche bieleho $tvorca, ¢ervend hviezdu vyrezana
do vnutra plochy cerveného $tvorca preskrtava
zvi¢ujicim sa, narastajicim ¢iernym obdiznikom,
pricom cierna hviezda v ¢iernom Stvorci je preskrt-
nuta priamo diagonalou v ukrajinskej modro-Zltej
farebnosti.

Kym v predchadzajucich variaciach na Malevica
a konstruktivistickych avantgardistov $lo o viac-me-
nej vol'né apropriacie, persiflaze, parafrazy a variacie,
tu je jeho privlastnenie si Malevica totalne: akoby
stratil, opustil akukol'vek diStanciu a stotoznil sa
s nim, stal sa sim dvojjedinym Malevicom-Sikorom.
Ale kym Sikora-clovek sa vasnivo slovne, s patosom,
akcne stotoznuje s udelom a étosom svojho umel-
ca, v tvorbe voli odlisné stratégie. Sikora-umelec
sa v tvorbe manifestuje nadosobnym spésobom —
usecnou, lakonickou, ¢istou geometrickou a mo-
nochromatickou formou, ktora ma vsak svoju (nielen
kultarnu) pamit’, historicitu. Nepatrnym znakovym
posunom sa vsak radikdlne menf cely kontext diela
ijeho vyznam. Malevic predpovedal ,,koniec mal’by*,
ktory nenastal ani po neskorsich pocetnych predpo-
vediach ,,smrti malby“. Podl'a Artura C. Danta, ame-
rického filozofa a teoretika, autora pojmu ,,koniec
umenia“: ,,V narativu modernizmu pfedstavovala
abstrakce vyznam déjin, ktoré byly povazovany za
proces: byla nutnosti. V posthistorickem uméni je to
pouze moznost, néco, k cemu se ¢lovek muze uchylit,
kdyz chce. A tak je mozné naplnit abstraktni malby,
dokonce i malby pruhti témi nejhlubsimi moralnimi
a osobnimi vyznamy...“* Dodajme, Ze aj politic-

s MALEVIC, K.: Suprematizm, 34 risunka. Vitebsk 1920. Cit.
podl'a CEPAN 2018 (v pozn. 17), s. 300.

Y DANTO, A. C.: Po konci uméni: Soucasné umeéni a oblast minmo

déjiny. Praha 2021, s. 238 — 239.



kymi, ktoré si v tomto pripade aj osobné. Sikora
vykracuje z povodnej bezpredmetnosti, z bodu nula,
z nicoho... Kam? K zaujatiu stanoviska, k sprave
o svete, k vyzve na zmenu. Az sa tu ponuka otazka:
Ak by dnes tvoril Malevi¢, bol by nad politikou?
Alebo by dal svojim suprémom politické znacenie,

ako to urobil Sikora? Malevicov maliarsky projekt
bol univerzalisticky, vizionarsky, nasmerovany do
budtcnosti. Budicnost’ prisla a je asi celkom ina,
ako ju chcel vidiet’ Malevic. A ako vzdy ani dnes ju
umenie, ako z dejin vieme, pravdepodobne, nezme-
ni..., ale... ale umelci to skusat’ musia.

PhDr. Katarina Bajcurova, CSc.
Art Research Centre of SAS, Bratislava
katarina.bajcurova@savba.sk
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Prof. Isabel Wiinsche, PhD.

History and Theory of Art, Constructor University Bremen
Res. IV, Campus Ring 1, 28759 Bremen
iwuensche@constructor.university

Professor of Artand Art History at Constructor University Bremen (formetly International/Jacobs Univetsity
Bremen), where she has been teaching since 2001. She studied Art History, Classical and Christian Archaeol-
ogy in Berlin, Moscow, Heidelberg, and Los Angeles, and received her PhD from Heidelberg University. Her
research focuses on European modernism and the avant-garde in a global perspective, with particular emphasis
on abstraction, transnational and émigré networks, and the relationships between art, nature, and theory. She
is internationally recognized for her work on modern and abstract art, transcending a Eurocentric framework,
and has played a significant role in advancing comparative and decolonial perspectives within the historiography
of modernism. Actively engaged in international scholarly exchange, she regularly lectures at conferences and
academic institutions worldwide and is known for fostering dialogue between diverse cultural, geographic, and
methodological contexts. She is the author and editor of numerous influential publications, including Biocentrisn:
and Modernism (2011), Meanings of Abstract Art: Between Nature and Theory (2012), The Organic School of the Russian
Avant-Garde (2015), and Practices of Abstract Art: Between Anarchism and Appropriation (2016), as well as major edited
volumes such as The Routledge Companion to Expressionism in a Transnational Context (2018) and Baubaus Diaspora and
Beyond (2019). Her more recent work explores abstraction as a global and cross-cultural phenomenon, as seen
in 700 Years On: Revisiting the First Russian Art Exchibition of 1922 (2022).

Mgt. Lucia Gregorova Stach, PhD.

Institute of Art History, Art Research Centre of Slovak Academy of Sciences
Dubravska cesta 8, 84104 Bratislava

Faculty of Fine Arts, Academy of Arts in Banska Bystrica

Kollarova 28, 974 01 Banska Bystrica

lucia.g.stach@savba.sk

Art historian, critic and curator specializing in modern and contemporary art, its institutions, and the avant-garde
and neo-avant-garde in Slovakia and Central and Eastern Europe. From 2010 to 2025, she worked at the Slovak
National Gallery, where she served as Chief Curator of Modern and Contemporary Collections and later as
Senior Curator. Among other projects, she curated the Jana Zelibskd: Swan Song Now (2017) project in the Slovak
Pavilion at the 57" Venice Biennale, developed the long-term collection display Model: Musenm of Contemporary
Art, and most recently co-curated Maya Deren — Stano Filko: Truth, in Reality, Has Never Been Onrs at Kunstmuseum
Bochum (2025). She has also co-curated several transhistorical and thematic exhibitions. Her exhibition projects
and publications focus on post-socialist, archival, intermedia, feminist, and transnational artistic practices, with
particular attention to neo-avant-garde tendencies and radical museology. She is currently holding a position at
the Art Research Centre of the Slovak Academy of Sciences and teaches at the Faculty of Fine Arts, Academy
of Arts in Banska Bystrica.

269


mailto:iwuensche@constructor.university
mailto:lucia.g.stach@savba.sk

Ada Piekarska, MA

Galeria Bielska BWA
ul. 3 Maja 11, 43-300 Bielsko-Biala
ada.piekarska@galeriabielska.pl

Curator and writer based in Poland. She holds degrees from the Academy of Fine Arts in Krakéw and the In-
stitute of Art of the Polish Academy of Sciences. She is currently the head of the programming team at Galeria
Bielska BWA in Bielsko-Biata and represents an emerging voice in Polish curatorial and critical practice, shaped
by a generational engagement with post-transformation cultural conditions. Her curatorial practice examines
the non-artistic dimensions of contemporary art, particularly its political entanglements and social imaginaries,
and extends to exhibition-making, educational, and community-oriented activities. She is independent curator
as well as the curator of the Bielska Jesien Painting Biennale, one of the most significant art competitions in
Poland and the country’s largest platform dedicated to painting, and has curated large-scale thematic exhibitions
and monographic projects, including the 46th edition of Bielska Jesieri (2023) and Pole bitwy at Galeria Bielska
BWA. In 2024, she received the Jerzy Stajuda Art Criticism Award for her consistent work in promoting critical
art and for strengthening the social environment of cultural institutions. Through her writing and exhibitions,
she examines the position of art in the aftermath of systemic transformation and late capitalism, with a focus
on painting as a medium of affect, memory, and political presence.

Mgtr. Alexandra Tamasova, PhD.

Research Center, Academy of Fine Arts and Design in Bratislava
Hviezdoslavovo nimestie 18, 814 37 Bratislava
alexandra.tamasova@gmail.com

Curator, critic, and art historian. From 2012 to 2025, she served as a curator in the Modern and Contemporary
Art collections at the Slovak National Gallery. She currently works at the Research Center at the Academy of Fine
Arts and Design in Bratislava and is active as an independent curator and writer. She explores contemporary art
with an emphasis on themes of nature, the body and corporeality, identity, marginalized groups, and expanded
states of consciousness, with a sustained interest in gender studies and feminist and queer perspectives. Alongside
exhibition-making and scholatly writing, her practice extends to discursive and performative formats situated
at the intersection of art, theatre, and civic engagement, including the Modra Cabaret, an alternative theatre
platform based in Modra that combines artistic experimentation with social commentary. Through her curatorial
and writing activities, she actively supports LGBTQI+ visibility, including the work of trans and non-binary
artists, within contemporary art and cultural discourse. Her exhibition and publication projects include Dancing
In the Dark (2024), Marko Blazo: The Whole Human (2024; with Petra Hanakova), Into the Wild (2019), both at the
Slovak National Gallery, and earlier projects such as Between Ldyll and Drama. The Story of the Collection of Naive
Art at the SNG (Slovak National Gallery, Esterhazy Palace, 2013; with Katarina Cierna) or Body Boundaries (2013).
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Dr. Techn. MArch. Adam Hudec

Institute for Art and Architecture, Academy of Fine Arts Vienna
Schillerplatz 3, 1010 Vienna
a-hudec@akbild.ac.at

Researcher, architect, artist, and curator based in Vienna, working at the Institute for Art and Architecture,
Academy of Fine Arts Vienna, at the intersection of architecture, art, and ecological research. He holds a doc-
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