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V Cene Oskara Cepana 2019 sa po prvykrat v jej (minuly rok dvadsattyriroénej)
histérii stretlo pat finalistov. Rozhodla tak medzinarodna odborna porota, ktora
sa v Bratislave zisla v pondelok 20. maja 2019. Rozhodovanie nebolo ani kratke,

ani jednoduché, vysledkom ¢oho bol aj dany precedens, ku ktorému porota

pristupila po vzajomnej dohode svojich ¢lenov a schvéleni zo strany organizatora.

V nasledujlcich letnych mesiacoch sme s finalistami koordinovali terminy studio
visits — navstev ateliérov —, ktorych sa ztGi€astiioval kurator ich nastavajucej
jesennej vystavy Vaclav Janoscik z Prahy a autorka tohto Gvodu za organizatora
ocenenia. Cielom navstev bolo stretnit sa s umelcami na miestach, kde

tvoria alebo o svojej tvorbe premyslaju, a viest s nimi dialdg o obsahu ich
vypovede. A to v globale, ako aj konkrétne vo vztahu k projektu Ceny, ktorého
primarnym zamerom je podporit vznik novych diel vybranych finalistov.

Po prvykrat (opat) v histérii Ceny pbésobil v danom obdobi kaZdy z nich

v inej krajine alebo meste: Jan Durina (1988) v Berline, David Koronczi
(1990) v Bernolakove, Milan Mazur (1989) v Prahe, Erik Sikora vo VySnom
Klatove pri KoSiciach a Gabriela Zigova (1989) v Londyne. Navstevy si teda

vyzadovali dsledné planovanie, ¢as a mnoho medzinarodnych presunov.

TEXT: LUCTIA GAVULOVA
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KAR CEPAN AWARD 2019

In 2019, for the first time in its then twenty-four-year-long history, the Oskdr
Cepan Award saw no fewer than five shortlisted artists reach the final
round of the selection process. The decision was made by an international
professional jury at their meeting held in Bratislava on Monday, May 20th
2019. The selection process was neither short nor simple, resulting in the
aforementioned precedent as the outcome of an unanimous decision of

the jury members, which was then approved by the Award organisers.

In the summer months that followed, we spent our time coordinating the dates of
the finalists’ studio visits with the shortlisted artists, which were to be conducted
by the curator of the ensuing autumn exhibition, Vdclav Janoscik from Prague, and
the author of this introduction on behalf of the Award organisers. The purpose of
these visits was to meet the artists in the environments where they create or think
about their work, and to hold a dialogue about the contents of their statements —
in general, as well as specifically in relation to the projects they had submitted to
the Award, and was primarily intended to support the creation of the finalists’ new
works. In another first for the Award, each of the artists was at the time based in

a different city or country: Jan Durina (1988) in Berlin, Ddvid Koronczi (1990) in
Bernoldkovo, Milan Mazur (1989) in Prague, Erik Sikora in Vysny Kldatov near KoSice
and Gabriela Zigova (1989) in London. The visits, therefore, required thorough

planning and organisation, ample time and numerous international transfers.
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Prvou bola 19. augusta 2019 studio visit u Davida Koroncziho v rodinnom dome The first studio visit took place at Ddvid Koronczi’s family house in Bernoldkovo
v Bernolakove. David nas ponukol vlastnym kvaskovym chlebom a pribehmi on August 19, 2019. Ddvid offered us his own home-made sourdough bread

o svojom komplexnom vztahu k tejto domacej potravine a jej vyrobe. Pocas and stories about his relationship with this rustic fare and its rather complex
navstevy, v ramci ktorej sme viedli rozhovory o tom, ako uvazuje nad svojim production. During the visit, where we discussed his reflections both on his
dielom pre vystavu finalistov a nad svojim Statiitom tvorcu a prispievatela work for the finalists’ exhibition and on his status as a creator in general and
do diskurzu stucasného vizualneho umenia vobec, nas obklopoval pocit a contributor to the discourse of contemporary visual art, we were immersed
prijemného rodinného krbu a budovatelského nadSenia. Do horucej letnej in the pleasant atmosphere of a family hearth and renovation enthusiasm.
Bratislavy sme sa vracali naplneni neo¢akavanym pokojom z kratkej izolacie We headed back to scorching Bratislava filled with an unexpected sense of

od ,velkomesta“ a reSpektom voci vsetkym dobrym baktériam sveta. peace caused by our brief escape from the hustle and bustle of the metropolis,

and with a new-found respect for all the good bacteria of the world.
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Hned'v nasledujuci def Vaclav odletel na navstevu Gabriely Zigovej do Londyna,
kde Zije a tvori spolu s inymi umelcami v artist-run space The Steamship

PS (Parnik). Priestor sa nachadza v niekdajSom hostinci, v uzli historickych
pristavov vychodného Londyna. Rezidenti, ktori priestor obyvaju, pracuju

v roznych umeleckych odboroch ako malba, tvorba objektov, fotografia,
architektura, moda, ilustracia, literatura, hudba, performance a pravidelne tu
usporaduvaju vystavy a eventy ré6zneho druhu. Odkedy sa Gabriela prestahovala
do jedného zo Styroch strategicky najdéleZitejSich miest sveta, sa vo svojej
tvorbe prirodzene zaobera najma aspektmi Zivota v metropole a s nimi Gzko
spojenymi fenoménmi globalizovaného Zivotného prostredia, ovplyviiujicimi

Zivoty jeho obyvatelov na kaZdej Urovni ich fyzického ¢i mentalneho bytia.

# 12

TEXT: LUCIA GAVULOVA

OSKAR CEPAN AWARD 2019

The very next day Vdclav flew to visit Gabriela Zigovd in London, where she

lived and worked at the time with a multi-disciplinary collective of artists at The
Steamship PS, a project space set up in a disused pub in Docklands, in the heart

of the city’s historic East End. The project space functioned both as a living space
and a work space, with each artist having their own studio set up on the premises.
Members of the collective worked in different disciplines such as Painting, Sculpture,
Photography, Architecture, Fashion, Illustration, Literature, Music and Performance
and, pre-pandemic, regularly organised events and exhibitions. Since relocating to
one of the four most strategically important cities of the world, it is no surprise that
in her work, Gabriela has been focusing mostly on the aspects of life in a metropoli-
tan city and the closely related phenomena of the globalized world, which influence

the lives of the city’s inhabitants at every level of their physical or mental being.

TEXT . LucCIA GAVULOVA
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At the beginning of September, I met Vdclav again, this time at 1 Lottumstrasse
in Berlin, next to Jan Durina’s doorbell. Jan was waiting for us at home at the
agreed time, though it probably wouldn’t have been too difficult to find him
there even outside the scheduled meeting hours as, at the time, he was going
through a period of self-isolation brought on by his depressive disorder. During
this phase, creating handiwork became a coping mechanism for Jan, stuck
between the walls of his abode, his social life non-existent. In order to keep his
hands busy and to distract his mind, he found refuge in sewing — face masks
at first, but also whole costumes (by embellishing plain overalls and jackets
—embroidering and emblazoning them). His room was filled wall-to-wall with
these costumes, hats and dresses looking like expensive jewellery, or sacred
objects, something that mustn’t be touched. Nonetheless, Jan encouraged

us to try them on; we did so with great care and took some photos, all the

while interweaving discussions about his art, life in Berlin and life itself.

Zaciatkom septembra sme sa s Vaskom opat stretli, tentoraz na

Lottumstrasse 1 v Berline, pri zvonceku do bytu Jana Durinu. Jan nas ¢akal
doma a pravdepodobne by nebolo tazké zastihntt ho tam ani mimo dohodnuty
termin. So svojou depresivnou poruchou prave zazival obdobie izolacie, v ktorej
sa mu spésobom preZitia a terapiou medzi stenami obyvanych miestnosti

v dobe nulovej socializacie stala ru¢na praca. Pre zamestnanie svojich rik

a rozptylenie mysle nasiel vychodisko v $iti — masiek na tvar, ale aj celych
odevov (dotvaranim jednoduchych montérok, sak — ich obsivanim, priSivanim).
Steny miestnosti pokryvali takto vzniknuté plaste, klobuky, Saty, pésobiace ako
drahé Sperky, monstrancie alebo nie€o, na ¢o nehodno siahnut iba tak. Jan nas
vSak vyloZene pobadal, aby sme si odevy skisali, a tak sme sa opatrne obliekali,

fotili a prekladali to rozhovormi o jeho umeni, Zivote v Berline a Zivote vébec.

# 14 # 15
TEXT: LUCTIA GAVULOVA TEXT . LucCIA GAVULOVA
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Na druhy deri rano sme sa s Berlinom rozltcili a medzinarodnym rychlikom The next morning we said goodbye to Berlin and took an international fast train to
sme sa presunuli za Milanom Maztrom do Prahy. Milan nas najskér zaviedol Prague to see Milan Mazur. First, Milan took us to his studio where he showed us his
do svojho ateliéru, kde ndm predstavil rozpracovanost filmu, ktory planoval film in progress, which he planned to premiere at the exhibition of the Oskadr Cepan
odpremiérovat prave na vystave finalistov Ceny Oskara Cepana. Film, ktory Award finalists. The film, which talks about a place of an uncertain identity called
hovori o mieste neznamej identity Casaria, Cerpa z bohatého Milanovho Casaria, draws from Milan’s rich research activity that he partially revealed to us
vyskumu, ktorého Casti nam pocas navstevy svojho pracovného priestoru during the visit to his place of work; he screened short scenes from the film that
odhalil. Ukazky projekcie, ktoré mal v danom Case spracované, ndm nasledne were ready by that point. “Casaria is a place where people deprived of everything,
premietol u seba doma. ,Casaria je miesto, kde st ludia, ktori boli zbaveni displaced and uprooted, are finally able to settle and develop new social relations.
vsetkého, vysidleni a vyhnani, kone¢ne schopni usadit sa a rozvinut nové Their seeming apathy is the result of their being in a state of transition. Their
spoloCenske vztahy. Ich zdanliva apatia je spésobend tym, Ze st v prechodnom quiet staring into space reveals tension emanating towards an unknown future
stave. Ich tiché civenie do prazdna odkryva napdtie voci nezndmej budtcnosti. which they are trying to envision with deep concentration.” (Felice Moramarco)

S hlbokym sustredenim sa usiluju predstavit si ju.” (Felice Moramarco)

# 106 # 17
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Studio visit u Erika Sikoru sa konala koncom septembra a volne by sa dala
oznacit aj ako ,,plenérova“, kedze sa takmer cela odohravala v exteriéroch.
Je to v stlade s autorovym spésobom tvorby, ktorého vystupy nie st

cielene fyzické ¢i materialne, ale skor myslienkové (Zivy alebo online prejav,
pesnicky, texty, ,navody*“). Erik, ktory aktualne Zije s rodinou v dedine

Vysny Klatov pri KoSiciach, nam ukazal jej okolie a v ramci neho najma
naucény chodnik s astronomickym zameranim s nazvom Klatovské meteority.
Meteorit (resp. bolid) alebo posol z vesmiru (k comu ho prirovnavaju niektoré
internetové zdroje), ktorého prvy ulomok nasli vedci v roku 2010 v katastri
tejto podhorskej obce, bol totiz jednym z Ustrednych motivov Erikovho

Siroko kontextualizovaného diela pre Cenu Oskara Cepana 2019.

OSKAR CEPAN AWARD 2019

Studio visit at Erik Sikora’s home took place at the end of September; a visit that
is perhaps best described as an “open-air” one, because it took place almost
entirely outdoors. It corresponded with the artist’s way of working; since his
outputs are not intended to be physical or material, but rather intellectual (live
or online speeches, songs, texts, “manuals”). Erik, who currently lives with his
family in the village of Viysny Kldtov near KoSice, showed us its surroundings,
highlighting an astronomical educational trail of great significance called
Kldtovské Meteorite. The meteorite (bolide) or “messenger from the outer space”
(as some internet sources have dubbed it), whose first fragment was found by
the scientists in the region of this foothill village in 2010, was one of the central

motifs of Erik’s broadly contextualized work for the Oskdr Cepan Award 2019.

TEXT: LUCIA GAVULOVA
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S odstupom ¢asu mozno vidiet mnoho paralel medzi jednotlivymi dielami

na vystave finalistov (ktora sa otvorila slavnostnou vernisazou 8. novembra
2019 a trvala do 1. marca 2020), myslienkovymi procesmi autorov, ktoré
viedli k ich vzniku, a situaciou, v ktorej sme sa tento rok globalne ocitli.
Pripomefime si iba zmienené atributy ako kvaskovy chlieb (Davidova Do¢asnd
platforma o chlebe), izolaciu (Janove masky), existencialnu Gzkost a mentalne
zdravie (Janove a Gabrieline postupy), globalizovany spdsob Zivota v zajati
velkomesta (taktiez), tranzitné miesto bez identity ako prostredie pre vnutorné
transformacie (Milanova Casaria), predstavy o neznamej buddcnosti (taktiez),
vidiek a napojenie na univerzum (Vysny Klatov s ,,kiiskom vesmiru®). VSetko
so vietkym suvisi a je aplikovatelné v kazdom diele jednotlivo i vo v3etkych
navzajom. Emacia, ktora sa v roku 2020 zhmotnila v podobe syndemickej
krizy, bola tusena uz v réznych stadiach priprav jednotlivych diel finalistov

i vystavy. Umenie ako sp6sob vnimania sveta a komunikacie o tomto vnimani
a prezivani ma prave tuto silu byt vypovedné nielen v danej chvili vzniku
konkrétneho diela, ale najma v SirSom kontexte a napojeni na realitu. Praca
finalistov — ako sme na to pri r6znych prilezitostiach a vystupoch minuly

rok aj s Vaclavom Janoscikom upozoriiovali — zrkadlila premyslanie autorov

o svete, v ktorom Zijeme, alebo spractivanie pocitov z neho, spolo¢nosti,
situacii, ktoré nas formuju. Z krizy, v akej sa miesto nasich Zivotov za uplynulé
dekady ocitlo" a dalSich kriz, na ktoré nas iba pripravuje. Diela prezentované
na vystave finalistov Ceny vo Vychodoslovenskej galérii v KoSiciach, ktorej dal

kurator nazov Ekolégia tuZby, v sebe niesli obsahy vietkého zmieneného.

# 20 # 21
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In retrospect, it is possible to observe many parallels between the individual
works at the finalists’ exhibition (which officially opened on November 8th,

2019 and closed on March 1st, 2020), the intellectual processes of the authors,
which led to the creation of the works, and the situation in which we have

found ourselves globally this year. Let’s just refer to the previously mentioned
associations and aspects, such as sourdough bread (Ddvid’s Temporary platform.
On Bread), isolation (Jan’s masks), existential anxiety and mental health

(Jan’s and Gabriela’s approaches), globalized way of life in the captivity of a big
city (Jan’s and Gabriela’s work again), transitory place of uncertain identity

for inner transformation, and imagining an uncertain future (Milan’s Casaria),

the village and the connection to the Universe (Vysny Kldtov with a “fragment

of the universe”). Everything is related to everything else and it can be applied

to each work individually as well as to all the works collectively. The emotion
which materialized in 2020 had already been anticipated in different stages

of the preparations of the finalists’ works and the exhibition itself. Art as a way
of perceiving the world and the communication of this perception and experience
has exactly this power, to be expressive not only at the moment of the creation

of any given work but also in a broader context and in relation to reality. The
finalists’ works — as Vdclav Janos¢ik and I pointed out on different occasions
and in different outputs last year — reflected the authors’ thinking about the world
we live in or their processing of feelings about it, about the society or situations
which form us; about the crisis, in which the world has found itself during the last
decade, and other crises for which it prepares us. The works presented at the
finalists’ exhibition at the East Slovak Gallery in KoSice, entitled by the curator
Ecology of Desire, contained elements of all the aforementioned issues.

# 22 # 23
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Ale aj z Cisto technického hladiska mozno v minulom ro¢niku tusit blizkost
hrani¢ného bodu, v ktorom mozno dostaneme druht $ancu, a mozno nie.
Technického v zmysle inverznej expanzie produkcie Ceny, ktora v sebe
kumulovala neustale presuny nielen naprie€ jednotlivymi europskymi Statmi
(Slovensko, Cesko, Nemecko, Anglicko), ale aj v ramci samotnej republiky,
kedZe vystava finalistov sa konala v KoSiciach. Nechybal ani transatlanticky
tranzit porotcu z USA. Porota, tim, finalisti, divaci, samotné umenie a cela
fyzicka i psychicka komunikacia, ktoré k vzniku vystavy pocas pol roka pred
jej otvorenim viedli, prebiehali désledne v stlade s vyuZivanim vSetkych
komfortnych spésobov presunov, komunikacie a bezproblémovej globalnej
fluktuacie, ktoré nam svet umozrioval. Vietkého, ¢o sa o par mesiacov
neskor nemilosrdne zastavilo, pretoze sme pristupili ,vlecku” nielen

fyzickej kondicii nasej planéty (¢o robime uz dlhodobo), ale prave aj jej
mentalnemu zdraviu... Dakujeme preto aj dodatoéne za moZnosti, ktoré sme

mali k dispozicii, aby sme realizaciu projektu Gspesne dotiahli do konca.

Je pre nas dolezité, aby okrem efemérnych spomienok, zazitkov vSetkych
navstevnikov vystavy a dalSieho individualneho vyvoja tvorby piatich
finalistov minuloroénej Ceny Oskara Cepana v &ase, ostali vystava a procesy,
ktoré k nej viedli, zdokumentované aj formou tejto publikacie. Nechce

byt iba , katalégom k vystave®, ale skor akymsi hmatatelnym zachytenim
energie, ktora vznikla a kumulovala sa v dobe od vyberu minuloro€nych
finalistov az po moment jej realizacie, vernisaZe, vyhlasenia laureata, vitazky
Divackej ceny a trvania do jari tohto roka. Bol to Usek s réznymi fazami,
pocas ktorych sa finalisti, organizatori, hostia projektu i inStitucionalne
platformy spoijili, aby vo vysledku vytvorili prezentaciu novych diel pre
navstevnikov (a napokon aj porotu, ktord sa na vystave stretla deri pred
vyhlasenim vitaza Ceny Oskara Cepana 2019 - 28. novembra). V publikacii
sme chceli zaznamenat prave jednotlivé dblezité Ciastkové procesy,

situacie a momenty, ktoré vnimavému oku divaka neboli viditelné

TEXT: LUCTIA GAVULOVA
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Furthermore, from a purely technical point of view, in the last year’s edition we
could possibly suspect the proximity of a breaking point in which we might be
given a second chance, or might not. By technical I mean the inverse expansion
of the award’s production which cumulated continuous journeys not only
across different European countries (Slovakia, The Czech Republic, Germany,
UK) but also within Slovakia itself, since the finalists’ exhibition took place in
Kosice. We even had a transatlantic transit of one member of the jury from the
US. The jury, team, finalists, audience, art itself and the entire physical and
psychological communication — which led towards the creation of the exhibition
over a period of six months in the run up to its opening — flowed steadily through
the use of all the comfortable means of transport, communication and smooth
global movement that the world allowed us. A few months later, all this cruelly
stopped, because we had stepped on the train of the dress of not only the physical
condition of our planet (which we have been doing for a long time now) but

also of its mental health... Therefore, we are grateful for the opportunities we

had and could make use of to bring the project to successful completion.

For us, it is important that apart from the ephemeral memories and experiences
of all the exhibition attendees and the further individual development of the five
Oskdr Cepan Award 2019 finalists’ artistic practice at the time, the exhibition
and processes that led towards it also remain documented in the form of this
publication. It is not intended to be merely an “exhibition catalogue” but rather

a palpable record of the energy which was being created and cumulated during
the period of time starting with the selection of the last year’s finalists and ending
with the moment of the exhibition’s realization: the opening, the announcement
of the laureate and the winner of the Audience Award, and its duration until
spring this year. This period was marked by various milestones at different stages,
during which the finalists, organisers, guests of the project and institutional
platforms joined to create a presentation of the new works for the visitors (as well
as for the jury members who met at the exhibition on November 28th, one day

before the announcement of the laureate of the Oskdr Cepan Award 2019).

# 206 # 27
TEXT: LUCIA GAVULOVA TEXT . LucCIA GAVULOVA
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Takto zadefinovana forma sa zrkadli aj v jednotlivych prispevkoch: neviazu

sa vyluc€ne k vystavenym dielam. Priestor v kataldgu dostali prispievatelia,
ktorych si vybrali samotni finalisti; o ktorych uvaZovani nad ich tvorbou su
presvedceni, Ze je na mieste, inovativne, prinosné. Forma prispevkov nebola
vopred limitovana — mohlo ist o rozhovor alebo Gvahu, a to — ako uz bolo
zmienené — ani nie vylu¢ne nad samotnym dielom, ktoré bolo sucastou vystavy,
ale skor nad témou, ktorl ten ktory autor skiima. Taky je prispevok Toméasa
Uhnaka, ktorému polozil David Koronczi tri otazky, vztahujice sa ku kontextu
jeho Docasnej platformy o chlebe. O Gabriele Zigovej, ktora ziskala minuly rok
po prvykrat vyhlasenu Divacku cenu, napisali dve autorky, z ktorych jedna
reflektuje jej tvorbu v SirSom kontexte a ukotveni v ¢ase (Lucia Kotvanova)

a druha sa viac zameriava na konkrétne dielo Breathe (Johanna Trost),
prezentované na vystave finalistov. Tvorbu Jana Durinu reflektuje optikou
vystaveného diela Cute & Tragic Reece Cox. Felice Moramarco sa zas vo
svojom texte zameriava vyloZene na atmosféru a pointu filmu Milana MazUra
CASARIA. A k celkom kontextualnemu premyslaniu o autorskom pristupe
Erika Sikoru vedie prispevok Juliany Sokolovej. DoleZity priestor je venovany
kuratorskému textu Vaclava Janoscika, ktory pristupy a finalistické diela

Jana, Davida, Milana, Erika a Gabriely myslienkovo prepéja a zastresuje.

# 28 # 29
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However, an integral part of the end result consisted of different individual
partial processes, situations and moments, which weren’t readily visible to

the visitors; therefore we wanted to bring them into focus in this manner.

The form, thus defined, mirrors itself also in the individual contributions: they are
not related exclusively to the exhibited works. The space in the catalogue was given
to the contributors who had been chosen by the finalists themselves; since the
finalists consider these contributors’ reflections on their work to be fitting, innovative
and relevant. The form of these contributions wasn’t limited in advance - it could
be an interview or essay for example, not necessarily specifically related to the
work which was part of the exhibition, but rather to the topic explored by a certain
author. Such is the contribution of Tomds Uhndk, who was given three questions

by David Koronczi, related to the context of his Temporary Platform. On Bread.

Two authors wrote their contributions about Gabriela Zigovd, last year’s winner

of the inaugural Audience Award. One of the authors (Lucia Kotvanova) reflects

on Gabriela’s work in a broader context and contextualization in time and the
other (Johanna Trost) focuses more on the specific work Breathe, presented at

the finalists’ exhibition. Reece Cox reflects on the work of Jan Durina through

the perspective of the exhibited work Cute & Tragic. Felice Moramarco, in his

text, focuses purely on the atmosphere and message of the film Casaria by Milan
Mazdr. And the contribution of Juliana Sokolovd leads to a fully contextual thinking
about the authorial approach of Erik Sikora. Significant space is dedicated to the
curatorial text by Vdclav Janoscik, an umbrella text intellectually interconnecting
the approaches and the exhibited works of Jan, Ddvid, Milan, Erik and Gabriela.

In accordance with these ideas, together with the author of the Award’s visual
design and the exhibition design Peter Liska, again this year, we have

agreed to provide enough space in the publication — besides the texts

- not only to the documentation of the works themselves but also to

the visual depiction and recreation of the overall atmosphere of last

year’s preparations of the project, the opening and the award ceremony

TEXT . LucCIA GAVULOVA
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V stlade s takto vypointovanymi predstavami sme sa aj tento rok

s autorom vizualu Ceny Petrom Liskom rozhodli dat v publikacii okrem
textov dostatoCny priestor nielen dokumentacii samotnych diel, ale

aj vizualizacii celkovej atmosféry minuloroCnych priprav projektu,
vernisaze ¢i odovzdavania ceny — fotodokumentacii, ktort pre Cenu
Oskara Cepana kazdoroéne programovo zabezpeduiju viaceri kvalitni
slovenski autori (v minulom roku napriklad Jan Skali¢an, Leontina
Berkova, Ivan Kalev, Tibor Czitd, David Hanko, Nikolas Bernath).

Verime, ze vam tento edicny vystup prinesie minimalne taku
radost ako nam, ktori sme ho pre vas rovnako ako aj cely

minuly roénik Ceny Oskara Cepana pripravovali.

Lucia Gavulovad

riaditelka Ceny Oskdra Cepana

TEXT: LUCTIA GAVULOVA

OSKAR CEPAN AWARD 2019

— the photo documentation that is annually provided for the Oskdr Cepan
Award by high-quality Slovak authors (last year, for example, Jdn Skali¢an,

Leontina Berkovd, Ivan Kalev, Tibor Czitd, David Hanko, Nikolas Berndth).
We believe that this editorial output will bring you at least as much
joy as it has brought to us who prepared it for you, as well as the

whole of the last year’s edition of the Oskdr Cepan Award.

Lucia Gavulova
Director of the Oskar Cepan Award

TEXT: LUCIA GAVULOVA
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VIERA
BOROZAN

/cz/

je historicka umenia a kuratorka
pbsobiaca v Prahe, kde v roku
2011 ziskala doktorandsky

titul na Filozofickej fakulte
Karlovej univerzity. Posobila ako
riaditelka platformy pre sicasné
umenie Arty¢ok TV.V minulosti
prednasala na Fakulte vytvarnych
umeni v Brne, aktualne prednasa
na Akadémii vytvarnych umeni

v Prahe (od roku 2009). Pracovala
ako riaditelka Narodného muzea
v Ciernej Hore (2017 - 2018)

a spolupracovala s iniciativou

sucasného umenia tranzit.cz.

is an art historian and curator living in
Prague. In 2011, she obtained a PhD
title from the Faculty of Arts of the
Charles University in Prague. She wor-
ked as the Director of the platform for
contemporary art ArtyCok TV. In the
past, she was a Lecturer at the Faculty
of Fine Arts in Brno, currently she gives
lectures at the Academy of Fine Arts in
Prague (since 2009). In recent years,
she has also worked as the Director of
the National Museum in Montenegro
(2017-2018) and collaborated with

a contemporary art initiative tranzit.cz.

L

o

RAINER
FUCHS
/ AT/

je zastupujucim riaditelom, veducim
kuratorom a vedudcim vyskumného
oddelenia Mlzea moderného umenia
Nadacie Ludwig (mumok) vo Viedni,
kde zaroven prednasa na Akadémii
vytvarnych umeni. Je autorom
monografickych vystav umelcov ako
John Baldessari (2005), Keren Cytter
(2007), Peter Kogler (2008), Brigitte
Kowanz (2010), Pakui Hardware
(2016), Christian Kosmas Mayer
(2019), tematickych vystav ako
Painting: Process and Expansion
(2010, Jackson Pollock, Yves Klein,
Morris Louis, Arnulf Rainer, Hermann
Nitsch, Maw Weiler, Joseph Kosuth,
Karel Malich ai.) a kuratorom
vacsiny velkych vystavnych
projektov v mumok-u (Natural
Histories. Traces of the Political,
2018; Painting with Method.
Neoavantgarde Positions from the
mumok Collection, 2019 ai.). Venuje
sa rakuskemu a medzinarodnému
modernému a su¢asnému umeniu

v kontexte kulturnej antropoldgie.

is the Deputy Director, Lead Curator
and Head of the Research Department
of the Museum Moderner Kunst Stiftung
Ludwig — mumok — in Vienna, where he
also gives lectures at the Academy of
Fine Arts. He is the author of the mono-
graphic exhibitions of artists, such as
John Baldessari (2005), Keren Cytter
(2007), Peter Kogler (2008), Brigitte
Kowanz (2010), Pakui Hardware
(2016), Christian Kosmas Mayer
(2019), of thematic exhibitions, such
as Painting: Process and Expansion
(2010; Jackson Pollock, Yves Klein,
Morris Louis, Arnulf Rainer, Hermann
Nitsch, Maw Weiler, Joseph Kosuth,
Karel Malich, etc.) and the curator of
the majority of big exhibition projects
in mumok (Natural Histories. Traces

of the Political, 2018; Painting with
Method. Neo-Avantgarde Positions
from the mumok Collection, 2019,
etc.). He focuses on Austrian and inter-
national modern and contemporary art

in the context of cultural anthropology.



BARTHOLOMEW
RY AN
/ US A/

je nezavisly kurator, ktory posobi

v Minneapolise (USA). Je drzitelom
MA titulu z Centra kuratorialnych
$tudii na Bard College (2009).

V minulosti pésobil ako Milton Fine

Curator v Andy Warhol Museum

v Pittsburghu a ako pomocny kurator

vo Walker Art Center v Minneapolise,

kde bol spolukuratorom vystavného
projektu International Pop (2015).
V roku 2013 kuratoroval

vystavu 9 Artists, multigeneracny
skupinovy projekt o meniacej sa
role umelca v siCasnej kulture

— v kontexte rozvijajucej sa
geopolitiky a suc¢asného umenia
(Yael Bartana, Liam Gillick,
Natascha Sadr Haghighian, Renzo
Martens, Bjarne Melgaard, Nastio
Mosquito, Hito Steyerl, Danh

Vo). Aktualne pracuje na vystave
argentinskeho konceptualneho

umelca Eduarda Costu.

is an independent curator who lives
and works in Minneapolis (USA). In
2009, he obtained an MA title from
the Center for Curatorial Studies at
Bard College. In the past, he wor-

ked as the Milton Fine Curator at the
Andy Warhol Museum in Pittsburgh
and as an Assistant Curator at the
Walker Art Center in Minneapolis,
where he co-curated an exhibition
project International Pop (2015).

In 2013, he curated the exhibition

9 Artists — a multigenerational group
project about the changing role of the
artist in contemporary culture — in the
context of developing geopolitics and
contemporary art (Yael Bartana, Liam
Gillick, Natascha Sadr Haghighian,
Renzo Martens, Bjarne Melgaard,
Ndstio Mosquito, Hito Steyerl, Danh
Vo). Currently, he is working on a show
with an older Argentine concep-

tualist named Eduardo Costa.

L

LORA
SARIASLAN
/ TR, N L/

je histori¢ka umenia a kuratorka, ktora
v minulosti kuratorsky pdsobila v Muzeu
umenia v Dallase (2001 — 2005)

av Istanbul Modern (2005 - 2011).
Vybrané vystavné projekty zahfiiaju
tituly ako World and Dreams of Salvador
Dali (Mlzeum umenia v Dallase, 2004),
Impressionism: French 19th-Century Art
at the Dallas Museum of Art (MGzeum
umenia v Dallase, 2005), Ryan
Trecartin: Any Ever (Istanbul Modern,
2011), Life in the UK/Balance of
Probabilities ako stucast 2nd Asia
Triennial v Castlefield Gallery

v Manchestri, Double Take (2nd Mardin
Biennial, 2012), This yearning is ours!
(Centrum sucasného umenia Znaki
Czasu, Torun, Polsko, 2016) a What we
Forget (Nieuw Dakota, Amsterdam,
2019). Aktualne prednasa ako
kandidatka na PhD. na Amsterdamske;j
univerzite. Jej akademicky zaujem sa
orientuje na tvorbu vizualnych umelcov,
ktori prisli do Eurépy z opacnej

strany hranic — z Turecka. Je ¢lenkou
AICA Turecko a medzinarodnou
korespondentkou pre European

Museum Forum (EMF) tamtiezZ.

an art theoretician and curator who
worked as a Curator at the Dallas
Museum of Art (2001-2005) and
Istanbul Modern (2005-2011). The se-
lected exhibition projects contain titles
such as World and Dreams of Salvador
Dali (Dallas Museum of Art, 2004),
Impressionism: French 19th-Cen-
tury Art at the Dallas Museum of Art
(Dallas Museum of Art, 2005), Ryan
Trecartin: Any Ever (Istanbul Modern,
2011), Life in the UK/Balance of
Probabilities, as part of 2nd Asia
Triennial at Castlefield Gallery in
Manchester, Double Take (2nd Mardin
Biennial, 2012), This yearning is

ours! (Center of Contemporary Art
Znaki Czasu, Torun, Poland, 2016)
and What we Forget (Nieuw Dakota,
Amsterdam, 2019). Currently, she
gives lectures as a PhD candida-

te at the University of Amsterdam.
Academically, she focuses on the work
of visual artists that came to Europe
from the other side of the border

— Turkey. She is a member of AICA
Turkey and a foreign correspondent for

the European Museum Forum (EMF).
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JARO
VARGA
/CzZ, SK/

vyStudoval magisterské

a doktorandské stadium na Vysokej
Skole vytvarnych umeni v Bratislave

a absolvoval Studijné pobyty na ABK
vo Viedni, ASP vo Vroclave a SRU

v Pensylvanii. Vystavoval v Slovenskej
narodnej galérii v Bratislave,

v Narodnej galérii v Prahe, na Prague
Biennale 6, vo FUTURA v Prahe,

v Kunstraum Kreuzberg v Berline,

v ZKU v Berline, v Secession vo Viedni,
v Triangle Arts Association v New
Yorku, v Narodnom muzeu st¢asného
umenia v Soule, v The 8th Floor
Gallery v New Yorku a v Mestskej
galérii v Gdansku. Absolvoval
reziden¢né pobyty vo Viedni,

Berline, Varsave, New Yorku, Soule,
Kremse, Prahe a v dalSich mestach.

V rokoch 2007 az 2019 viedol spolu

s Dorotou Kenderovou Galériu HIT

v Bratislave. V rokoch 2015 az

2017 posobil ako séfkurator galérie
MeetFactory v Prahe, kde pdsobi

a zije. V celom spektre svojich aktivit
sa primarne zaobera problematikou
expandovanej roly umelca a umenia.
Svoju tvorbu prezentuje na mnoZstve

vystav u nas a v zahranici.

obtained his Master’s and PhD degre-
es at the Academy of Fine Arts in
Bratislava and participated in study
visits at the ABK in Vienna, ASP in
Wroctaw and SRU in Pennsylvania.

He exhibited his works at the Slovak
National Gallery in Bratislava, the
National Gallery in Prague, the Prague
Biennale 6, FUTURA in Prague,
Kunstraum Kreuzberg in Berlin, the
ZKU in Berlin, the Secession in Vienna,
Triangle Arts Association in New York,
the National Museum of Contemporary
Art v Seoul, The 8th Floor Gallery in
New York and the Gdansk Municipal
Gallery. He participated in artist resi-
dencies in Vienna, Berlin, Warsaw, New
York, Seoul, Krems, Prague and others.
Between 2007 and 2019, together with
Dorota Kenderovd, he ran HIT Gallery
in Bratislava. Between 2015 and
2017, he worked as the Head Curator
of the MeetFactory Gallery in Prague,
where he lives and works. Within the
whole spectrum of his activities, he
primarily focuses on the topic of the
expanded role of the artist and art.

He presents his work in numerous

exhibitions at home and abroad.
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VYJADRENTIE

POROTY K VYBERU

Vysoka kvalita a rozmanitost umelcov prihlasenych do Ceny Oskara
Cepana 2019 bola pre porotu indpirativnou vyzvou. Rozliéné

pristupy a postoje tvorcov k umeleckym postupom, diskurzu

a medialnym vystupom vytvorili podmienky pre intenzivny dialdg
medzi medzinarodnymi a lokalnymi umeleckymi tendenciami,
ktorych dynamika porote vyberovy proces ani trochu nezjednodusila.
Prostrednictvom aktivizmu, akademickych &i inych aktivit umelci
reflektuju Siroky tematicky ramec siahajdci od ndrodnych a rodovych
identit cez politické a osobné hranice az po sucasny vztah ¢loveka

k environmentalnej problematike. S dérazom na humor, melanchéliu
¢i vzneSenost sicasnosti sa kriticky postoj finalistov opiera o vyskum,
tedriu, svieze medialne pristupy a Styly. Tie spajaju a odhaluju nové
vzrusujuce perspektivy. Priroda ako metafora spolo¢nosti navyse
umoziuje umelcom artikulovat rolu tela — ktoré je prirodzené

a sebapotvrdzujlce — v re-transformacii spolo¢nosti. Jedinecné vizie
a Styly, ktoré siahaju od formalnych k indiferentnym, predstavuju

vitalny a Zivy nahlad na sti¢asnt umeleckl produkciu na Slovensku.

Vzhladom na vysoku kvalitu tvorby prihlasenych uchadzacov boli do

finale Ceny Oskara Cepana po prvykrat v histérii vybrani piati finalisti:

FINALISTOYV

# 4 4

THE

JURY 'S STATEMENT ON THE

The diverse and high quality of the applicants for the 2019 Oskdr Cepan

Award presented a wonderful challenge for the jury. The different positions

and positionings of the artists in terms of practice, discourse and media output
created a strong dialogue between international and local art developments

with a dynamic energy that made the selection difficult. From academicians to
activists, the artists tackle themes as broad as national and gender identities,
political and personal borders, and the contemporary relationship of humans to
the environment, Deploying humour, melancholia and a contemporary sublime, the
finalists’ questioning attitude engages research, theory, fresh media and styles in
a collection of exciting perspectives. In addition, nature as a metaphor for society
permits the artists to articulate the role that bodies, both natural and self-made,
play in the (re)making of society. Unique visions and styles that range from formal

to casual present a vital insight into the current art production of Slovakia.

As a result of the strength of the applications, for the first time in its

history the Oskdr Cepan Award has selected 5 finalists, who are:

# 4

SELECTION
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POROTY

DAVID
KORONCZI

Aktivny ako graficky dizajnér,
vydavatel, pedagog Ci organizator
Koronczi predstavuje mnohostranné
presahy smerom k spoloc¢enskym
otazkam, ktoré su sice vo

vyraze efemérne, ale skryvaju

silny politicky podton.

J AN
DURINA

V queer pohybe slovenskou krajinou
rieSi Durina otdzky prirodzenosti

a toho, ako telesnost tvaruje
skutoCnost a naopak, ako skutocnost
spoluutvara telesnot. Telo zobrazuje
ako vrodené a zaroven performativne,

indoktrinované a zaroven slobodné.

K VYBERU

Working as a graphic designer, pub-
lisher, academician and organizer,
Koronczi represents a multifaceted
engagement with society that is ephe-
meral and simultaneously highlights
a strong political undercurrent.

Queering the SK landscape, Durina
asks questions of the natural and
how bodies shape and are shaped,
showing the body as both innate and

performative, indoctrinated and free.

#

FINALISTOYV

THE

JURY 'S

GABRIELA
ZIGOVA

Enigmatickost, ale aj kazdodennost
autorkinho diela davaju tusit
hladanie socialnej, ako aj
subjektivnej rovnovahy, ktora

si vyZaduje vyrovnavanie sa so

stcasnymi podmienkami.

ERIK
SIKORA

S humorom sa zaobera vaznymi
témami, ako st narodna identita

a environmentalna kriza. Sikora vytvara
obsah pre absurdné a kritické Citanie

sucasnej spolo¢nosti a umenia.

MILAN
MAZUR

Rozobera predurcené spolocenské
roly. Strohost a postupnost jeho
pohyblivej obrazovej tvorby prinasa

nezvyCajné provokativne napatie.

STATEMENT ON

THE

The enigmatic yet everyday quali-
ty of the work enables a subtle re-
ading of the social and subjective
balancing required to contend with

the contemporary condition.

Humorously addressing serious the-
mes, such as national identity and
the environmental crisis, Sikora crea-
tes an absurdist and critical reading

of contemporary society and art.

He de-constructs predetermined social
roles. The austere and gradual quality
of his moving image work comes with

an uncanny and provocative suspense.

SELECTION

# 47



JANOSCIK: FUTURE OF ART AND ECOLOGY OF DESIRE. VACLAV JANOSC

VACLAV JAN f : BUDOUCNOST UMENI A EKOLOGIE TOUHY. VACLAV

UDOUCNOST UMEN LOGIE TOUHY. VACLAV JANOSCIK: THE FUTURE

E TOUHY. VACLA CIK: THE FUTURE ART AND ECOLOGY OF DESTI

E FUTURE COLOGY OF DESIRE. VACLAV JANOSCIK: BUDOUCN
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BUDOUCNOST UM EKOLOGTIE
Nechci ani tak mluvit o pandemii, pridavat dalsi a dalsi interpretaci k mnoha
jinym. Ale chtél bych alespon chvilku mluvit o zkuSenosti s nouzovym
stavem a karanténou. Je to néco, co nas nyni mdze velmi snadno spojit,
nikoli néjakym kouzlem, nebo politickou agitaci, ale jednoduse skrze nasi

zkuSenost, skrze potykani se s nécim, co sdilime prakticky na celé planeté.

Jako by 3lo predevsim o uzavieni, omezeni pohybu, uzavieni hranic.
Ale na druhé strané jsme vystaveni neustalému otevirani sebe sama.
Nemam na mysli néjaké spiritualni nebo mystické zazitky, ale pfizemni
,byti se sebou”, vyrovnavani se se svymi myslenkami a pocity,

které mnohem méné rozptyluje okoli, zmény, pohyb, jini lidé.

Stejné tak se souCasny stav Casto popisuje jako zpomaleni, at jiz pramyslu,
ekonomiky, kultury nebo nasich vlastnich zZivotd. Pfitom je doprovazeno
intenzivnim presunem online, Cinorodosti, objevovanim blizkého a mozna také
urcitym zrychlenim naseho prozivani. Dokonce i hadky a usmifovani, nerovnosti

a solidarita se stfetavaji rychleji, pohanéné stlacenymi podminkami a city.

Nakonec také vnimame soucasnou situaci jako hrozbu, koneckonct jde
o zivoty nasich blizkych, ale mnohé jakoby vice trapila budoucnost HDP
a ekonomicky rlst. Mnozi uz mluvi o nutnosti Setfit (snad ne na kulture),
omezit nékteré moznosti a napriklad také ekologické investice. Mozna
je to naopak, a pravé soucasna situace nam ukazuje moznosti, které
jdou mimo neustale se zrychlujici smycku ekonomického Zivota, prace
a odpocinku, vydélavani a spotieby. Jako mnoho dalSich i ja se nemohu
oprostit od oné sviidné moznosti, Ze snad pravé ted mame nejvétsi

mozZnost pfeménit nase nejhorsi spoleCenské procesy a predsudky.
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I do not want to talk about the pandemic, adding more and more interpretations
to the plethora of the existing ones. But I would like to, at least for a while,

talk about the experience of the state of emergency and quarantine. It is
something that can easily bring us together now, not through some kind of
magic or political campaigning, but simply through our experience, through

dealing with something that we share practically with the whole planet.

As if it was mostly about closure in general, movement restrictions and
border closures. However, we are, conversely, exposed to the process

of continuous opening to ourselves. I do not have in mind some kind of
spiritual or mystical experience, but down-to-earth “being with oneself”,
coping with one’s own thoughts and feelings, which are now much less
distracted by surroundings, changes, movement or other people.

The current situation is also often described as a slowdown of the
industry, economy, culture or our own lives; while it is accompanied

by an intense shift to the online world, diligence, discovering what is
most precious to us and maybe also by a certain acceleration of our
experience. Even quarrels and reconciliations, inequalities and solidarity

happen faster, driven by constrained circumstances and feelings.

Ultimately, we also perceive the current situation as a threat — after all, the lives

of our loved ones are at stake — but many seem to be worried more about the

future of GDP and economic growth. Many already talk about the necessity to save
money (hopefully not at the expense of culture), to limit some possibilities and,
forexample, ecological investments. Or perhaps it is the other way around and

the current situation reveals to us possibilities which do not fit into a continuously
accelerating loop of economic life, work and rest, making money and consumption.
Like many others, I cannot ignore that intuitive feeling that maybe right now we have

the greatest opportunity to transform our worst social processes and prejudices.
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Ale vy i ja jsme tu nyni kvili uméni. Prave to je pfileZitost pochopit ho trochu
jinak; ne jen jako vytvareni objektl a vystav, ale jako myslenkovou a hlavné
afektivni ¢innost, ktera se sou¢asnymi podminkami souvisi jesté vic, nez
jsme si pripoustéli. Uméni je to, co v kazdém uzavieni (ramovani, materialu,
perspektivé, prostoru) vidi mozZnosti; co vnima nejen barvy, pocity a tvary,
ale také rytmus, proti zrychleni mGze klast zpomaleni a naopak, proti
limitdm materialu a formy klade afektivni a myslenkové presahy, transgrese,
Uhyby a prevraceni. A pokud mate obavy o to, jaka bude pozice uméni po
krizi, jestli tfeba nepfestane byt dllezité nebo podporované, pak chci jen
dodat, ze pravé uméni je to, co potfebujeme. At jiz pljde o ,,uméni vyjit

s tim, co je“,* o Siti rouSek, nebo tfeba o praci s nasimi pocity a afekty.

Pravé ted otevirate katalog vystavy finalistl Ceny Oskara Cepana

za rok 2019, vystavy, ktera skoncila pravé ve chvili, kdy se schylovalo

k vyjimec¢nému stavu a ke krizovym opatifenim. Tento katalog ale neni
prileZitosti ohlédnout se za minulosti, za tim, jaké uméni bylo predtim.
Vzhledem ke véem finalistim, ke spolupraci s nimi si troufam fict, ze

mnohem vic je tento moment moZnosti mluvit o tom, jaké uméni bude.
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But you and I are now here because of art. This is an opportunity to understand
it in a slightly different way — not only as the creation of objects and exhibitions
but also as a mental and particularly affectional activity which is related to the
current conditions even more than we have admitted. Art sees possibilities in any
kind of enclosure (frames, material, perspective, space). It perceives not only
colours but also feelings and shapes or rhythm; it can put deceleration against
acceleration and vice versa or affectional and thought overlaps, transgressions,
swerves and overturns against the limits of material and form. And if you

are worried about the position of art after the crisis — what if it, for instance,
becomes unimportant or unsupported — then I just want to emphasise that art
is exactly what we need, whether in the form of “the art of getting by with what
is available™, sewing face masks, or working with our feelings and affections.

Right now you are opening the catalogue of the Oskdr Cepan Award 2019
finalists’ exhibition — the exhibition which ended right at the very moment
when the state of emergency was declared and crisis measures were about to
be implemented. But this catalogue is not an opportunity to look back at the
past, to look back at what art was like before. With regard to all the finalists
and in view of our collaboration, I am not afraid to say that this moment is

much more a possibility to talk about what art will be like in the future.
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A opravdu tu nejde o néjaké obecné tvrzeni o uméni, které vzdy hledi

dal, na horizont; ne, jde o konkrétni principy a prozivani, které Gabriela
Zigova, Erik Sikora, Milan Mazur, David Koronczi a Jan Durina vyviji.

At jiZ jde o praci s mnoha formami a médii, angazovani svého okoli

a konkrétnich lidi, otevirani aktualnich i zcela opomijenych spolecenskych
témat, zde mame moznosti, jak vstupovat do spolec¢ného svéta a snazit
se ho proménit. Zatimco uméni minulosti se ¢asto uzavira do objektd,
meédii, forem, figur nebo celych vystav, uméni, které prichazi, je

procesem aktivace, vzruseni, které nas dovadi jinam, nez do galerie.
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And it really isn’t about some general claim about art which always looks further,
over the horizon, no, it is about concrete principles and experience which Gabriela
Zigovd, Erik Sikora, Milan Mazur, David Koronczi and Jan Durina are developing.
Whether it is a matter of working with many forms and media, engaging one’s own
environment and specific people, addressing current and completely neglected
social issues, here we have different possibilities of entering the everyday world

in order to transform it. While the art of the past is often enclosed within objects,
media, forms, shapes or whole exhibitions, the upcoming art represents a process of
activation, excitement, which leads us to other places, away from the gallery space.
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Ale zkusme zadit poporadku. Abychom viibec mohli mluvit o budoucnosti, je
nutné mit néjaky horizont, o¢ekavani, schopnost promitat svoje vize, ale i strach.
MoZna nejcastéjsim dopravnim prostifedkem, ktery pouzivame na cesté mezi
mnou a tim podstatnym, mezi pfitomnosti a budoucnosti, je touha. Néco chci tak

moc, ze nehledé na to, jestli toho dosahnu nebo ne, definuje to moji cestu dal.

Nanestésti touha neni jen néco individualniho, co by bylo jen moje. Naopak
na kazdém misté se mi predklada pravé tenhle jogurt, jako ten, ktery
musim jist, tato strana, kterou mam volit, abych byl ob¢anem, kterym jsem
vlastné chtél byt. Spolecnost, korporace nebo stat se Casto tvari jako by tu
byly proto, aby mi pomahaly uspokojit moje potfeby a naplnit moje touhy.
PFitom ve skutec€nosti, od zvlhcujiciho pasku na nové generaci Ziletek az

k vztah&m s Cinou, mi mnohem Castéji diktuji, co bych viibec mél chtit, za

co mam byt vdéény, podél jakych os a hodnot mam organizovat svij Zivot.

Touha neni néjakou moji skrytou, individualni kratochvili, naopak je
prostfedkem boje, at uz o moji identitu, nebo o moje konzumni navyky, nebo
tFeba o cely prostor budoucnosti. Mimochodem, jak to, Ze se do Zebfickd
nasich tuzeb tak snadno dostali auta, dovolené, nové kuchyriské spotrebice,
nebo snad i jogurt; jak to, Ze z hitparady toho, po Cem touZime, naopak
nenapadné mizi spravedlnost (ne pro mé, ale pro vSechny), solidarita (se

slabsimi), nebo ta zdanlivé pouze détska, naivni touha ménit svét.
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But let’s start from the beginning. To talk about the future, it is necessary
to have some kind of horizon, expectations and ability to project one’s own
visions but also fear. Perhaps the most common vehicle, which we

use along the way between the self and what is essential, between the
present and the future, is desire. I want something so bad that regardless

of whether I achieve it or not, it continues to define my journey.

Unfortunately, desire is not just something individual, something that belongs
to me solely. On the contrary, at every turn I am introduced to a specific kind of
yogurt which I have to eat, a specific party which I should vote for to become

a citizen I've always wanted to be. Society, corporations or states often pretend
to be here to help me satisfy my needs and fulfill my desires. Whereas, in
reality, starting with the lubricating strips on a new generation of razor blades
and ending with relationship with China, they much more frequently dictate to
me what I am actually supposed to want, what I am supposed to be grateful

for, along which axes and values I am supposed to organise my life.

Desire is not one of my hidden, individual pastimes; rather, it is a means of fighting
for my identity, for my consumption habits or, for instance, for the whole space

of the future. On which note, I want to know how come that cars, vacations, new
kitchen appliances or even yogurts have so easily become part of our wish lists; how
come that justice, solidarity with the weakest or that seemingly exclusively childlike
and naive desire to change the world seem to have imperceptibly disappeared from

the charts of what we long for? (Not for me personally, but for society in general.)
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Proto musime mluvit o ekonomii touhy. Jde nejen o pocity a cile, ale taky

o0 zdroj, surovinu, o politické i kulturni zboZi, které lze vyvolavat, generovat,
zuzitkovat, mobilizovat, ale i spotfebovat nebo neutralizovat. Kapitalismus
jako by se proménil na obrovitansky stroj na touhu. NejenZe produkuije,
aby ji uspokojil, ale také provokuje, aby ji generoval a Zivil se ji.

A presto véechno jsme stvoreni, ktera se Zivi a té€si z touhy. Neni jen latkou
nasich vizi, snd a cild, ale nabiji na$ Zivot $téstim a také pochopenim,
sounalezitosti a sdilenim. To je moment, ve kterém pfichazi ekologie
touhy. Na rozdil od ekonomie zde nejde o efektivitu, zuZitkovani,

investici ¢i alokaci zdrojd, ale o péci a solidaritu, o kultivovani prostfedi,

ve kterém my vSichni mizeme vytvaret a napliiovat nase touhy.

Mozna jde o pfibeh. Touha je pozvanim k dobrodruzstvi, k né¢emu ,,vzdy

jesté vic*. Rekni mi, co chces, a ja ti budu vypravét, provedu té vystavou.
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This is why we have to talk about the economy of desire. It comprises not only
feelings and goals but also resources and raw materials, political and cultural
products which can be demanded, generated, used, mobilized but also consumed
or neutralized. As if capitalism has turned into a giant machine for desire. It not
only produces to satisfy the desire but also provokes to generate and feed it.

But despite all that, we are creatures who feed on and enjoy desire. It is not only
the subject matter of our visions, dreams and goals; it also charges our lives
with happiness, understanding, solidarity and sharing. This is where the ecology
of desire comes in. Unlike economy, it is not about the efficiency, exploitation,
investment or allocation of resources, but about caring and solidarity, about

cultivating the environment in which all of us can create and fulfill our desires.

Perhaps it is just a story. Desire is an invitation to adventure, to something
“even greater, insatiable, give me more”. Tell me what it is that you

want and I will tell you a story, guiding you through the exhibition.
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, Prislib stésti je virou v to, Ze cesta, kterou sleduji, mé
dovede nekam. A ono misto tam ziskdavd hodnotu prdveé

proto, Ze neni tady.”
Sarah Ahmed

Samoziejmé, péce, sdileni, spoluprace se v umeéni stavaji stale castéjSimi
tématy, a to tim vice, ¢im vic se jevi jako spolecensky problém,

skrze svlj nedostatek, ale i manipulace a komercionalizaci. Ale kdyz
zapomeneme na strnulé usmévy lidi z korporatniho open-officu nebo

reklamy na jogurt, mdZzeme si pfipomenout nékteré zakladni véci.

Nehledé na nekoneéné mnozZstvi perspektiv a podob je $tésti pfedevsim
afektivni — musi na nas mit vliv a to obvykle co nejvétsi; vzdy se tykd néceho
— je Stéstim kvali pritomnosti, blizkosti nééeho cenného (od touzeného
produktu az po radost ze Zivota v jeho celistvosti); zahrnuje také ale

hodnoceni — vzdy je néco dobré, chutné, moralni, aby nam pulsobilo Stésti.

Trik spociva v tom, Ze chtit byt Stastnym je na jedné strané mozna tou
nejzakladnéjsi konstantou, nejpfirozengjsim cilem vSech bytosti; a na druhé
strané tak snadno vede k otupéni, sebestfednosti nebo tfeba k ,,pfedCasné

spokojenosti, k budovani mantinel a zakopd mezi mnou a t&mi jinymi.
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HAPPINESS?

“The promise of happiness is the promise that the lines we
follow will get us there, where the ‘there’ acquires its value
by not being ‘here’.” 2
Sarah Ahmed

Indeed, care, sharing, cooperation are all becoming more and more
common in art the more they appear to be a social issue, be it through
their scarcity or manipulation and commercialization. However, if we
forget about the stiff smiles of people from the corporate open office or

yogurt advertisements, we can remind ourselves of some basic things.

Regardless of the infinite number of perspectives and forms, happiness is above
all affectional — it has to affect us, usually as much as possible; it always relates
to something — it is the happiness of the present, the proximity of something

valuable (from a desired product to the joy of life in its entirety); however, it also

includes evaluation — things need to be good, tasty, moral to bring us happiness.

The trick is that while wanting to be happy is, on one hand, perhaps the most
basic constant, the most natural goal of all creatures, on the other hand, it easily
leads to numbing, egocentricity or, for example, to “premature satisfaction”,

to building barriers and trenches between the self and the others.
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Jiz z takového stru¢ného vymezeni je jasné, Ze Stésti neni ani jednoznacné,
ani trvalé — naopak zlstava nestalé, prchavé a je nutné ho neustale
obnovovat, zapasit o jeho obsah. Proto ma velmi blizky vztah k budoucnosti,
oCekavani, ale i k zavislostem nebo k slibu. Prislib vlastné neznamena

nic jiného nez to, Zze moje budoucnost je jistym zplsobem zpevnéna.

Ocekavam néco, co se stane, a predevsim néco, co mi pfinese Stésti.

Vztah uméni a krasy nebo $tésti byl jiz tisickrat zpochybnén,
prekroucen a zapomenut; ale pFesto — mozna Ze v tomto smyslu
umeéni preci jen mlze byt pfislibem nééeho — mliZe ukazovat ne snad
krasné objekty, ale moznosti, porozumeéni a sféru, ve které jsou nase

hodnoty nejen rozkladany, ale ve které je také mizeme sdilet.
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Even from this brief definition it is clear that happiness is neither unambiguous

nor permanent — on the contrary, it remains unstable, elusive and needs to be
constantly renewed, fought for its content. Therefore, it has a very close relationship
with the future, with expectations but also with dependence on promises. In fact,

a promise means nothing more than that my future is in a way fixed. I expect

something that will happen and especially something that will bring me happiness.

The relationship of art and beauty and happiness has been questioned,
twisted and forgotten a thousand times before; but despite that — and
maybe in this sense art can be a promise of something — it can reveal not
beautiful objects but possibilities, understanding and a sphere where our

values don’t just simply dissolve, but where we can also share them.
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»Jsme obklopeni mnoha svéto-tvornymi projekty,
lidskymi i mimolidskymi. Svéto-tvorné projekty
vznikaji z prakticke, Zivotni aktivity.” 3

Anna Lowenhaupt Tsing

To mozna nejkouzelnéjsi na uméni neni schopnost vytvaret nové objekty,

ale mnohem spis vytvaret vztahy, nebo dokonce zcela novy spolecensky prostor
asvét. DAV ID
Ceny Oskara Cepana, plné vyuZiva tento potencial promény stav, véci i hodnot.

KORONCZT, ostatné jako dalsi finalisté letoSniho ro¢niku

Pravé v Davidove praci se chléb, peceni, lokalni hospodafstvi, ale i s nimi
souvisejici problémy, lidské a mezi-kulturni komunikace, Zivotniho prostredi
a hmotného rozméru samotného Zivota aktivuji a vtahuji divaka nikoli do galerie,

ale k praci a zivotni praxi, ke stolu, okolo kterého m(izeme jist, pracovat a mluvit.

Platforma ,,DP.OCH", instalace s nasténnou grafikou, stolem a projekci,
hudebni klip, workshopy, samotné peceni chleba, ale i vtaZzeni malby
O chlieb (1956) Antona Jasuscha — to vSe vytvari bohaty pfibéh o nas

lidech, symbolice chleba, ritualu spole¢ného jidla, vzajemnosti a o péci.

Stale si opakuji nékteré Davidovy véty. ,,Je lahké stratit prehlad. Gulas
idei a identit. (...) Videl som pekarku s tetovanim ,I Am Nature'. (...) Ja
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“We are surrounded by many world-making projects,
human and not human. World-making projects emerge
from practical activities of making lives.” 3

Anna Lowenhaupt Tsing

Perhaps the most magical thing about art is not the ability to create new

objects but to create relationships or even a completely new social space and

world. DAV ID KORONCZTI, butalso the other finalists of the 2019 Oskdr
Cepan Award, makes full use of this potential to transform states, things and values.

In Ddvid’s work, bread, baking, the local economy as well as the related problems
of human and intercultural communication, the environment and the physical
dimension of life itself activate and draw the viewer not to the gallery but to

work and life experience, to the table around which we can eat, work and talk.

Contemporary platform “DP.OCH”, an art installation with a wall graphic,
a table and a projection, music video, workshops, bread baking itself
but also the inclusion of the painting About Bread (1956) by Anton
Jasusch — all create a rich story about us, about people, about the

symbolism of bread, the ritual of common food, sharing and caring.

(9PN
—

(@)
U

VACLAVYV JAN

[O)

U



BUDOUCNOST WUMENTI A EKOLOGIE TOUHY / THE FUTURE OF ART AND ECOLOGY OF DESIRE

hovorim, lepok je laska. (...) Pre lepSiu orientaciu v tomto zmatku si I keep on repeating some of Ddvid’s sentences: “It’s easy to lose track of things.

nacrtavam pribeh. Pribeh, v ktorom chapem tieto vztahy ako rodinu.” (...) A goulash of ideas and identities. (...) I saw a baker with a tattoo ‘T Am Nature’.
(...) Isay, gluten is love. (...) For ease of reference within this chaos, I outline

Pravé rodina je v centru tohoto pfibéhu, ale jde o mnohem $irsi a story. The story within which I understand these relationships as family.”

chapani. Chléb, kvasinky, Zivé organismy i nezivé predméty vstupuji

do této rodiny vztah(, energii a metabolism, potieb i lasky, Family stands in the centre of this story, but its concept is much broader.

véci i afektl, vyjednavani a solidarity, zamysleni i §tésti. Bread, yeast, living organisms and inanimate objects enter this family

of relationships, energies and metabolisms, needs and love, things and
affections, negotiation and solidarity, reflection and happiness.
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,Lidskd bytost: zvife, které vzdychd.”
Eugene Thacker*

Uméni ale neodpovida jen pretvareni podminek, transformativni pozitivni
praxi, ale samoziejmeé také kritice téchto podminek a pfeméné sebe
sama. Prace na uméni tak mdZe byt v tom nezajimavéjsim slova smyslu
praci na sobég, at uz jde o prekonavani dnesniho spolecenského tlaku nebo

o0 préaci s vlastni roli a pozici ve vztahu ke spolecnosti a k druhym.

Pravé to charakterizuje jinak zcela svéraznou a vyhrocené osobni,
DURINY.

Také v tomto sméru uméni nemusi sméfovat jen k vystavam. Mize

osliujici byt i zranénou masku a praci J A N A

komunikovat pravé ono velmi typické znejisténi, vahani a snad i utrpeni,

které ale neni jen romantickym idealem moderniho umélce.

Naopak, toto vahani ma ¢im dal tim vic spolec¢ného s nasi kazdodennosti,
s nutnosti udrzovat klid, vztahy a praci, se spole¢enskym tlakem

a s vSudypfitomnosti $tésti v podobé reklam, instagramu a oc¢ekavani.

Na jedné strané je nutné nezavirat oci, vnimat problémy v jejich palcivosti;
ekologické katastrofy retézici svij efekt do apokalyptickych rozmérd; lidé
Zijici hluboko pod hranici chudoby, ekonomické udrzitelnosti, bez moznosti
na zménu; demence mnoha populistickych politikd; nebo moje neschopnost

vstat z postele a Celit dalgim lavinam zprav, memd, projektd, starosti.
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“Human being: an animal that sighs.”
Eugene Thacker*

Art does not correspond only to the transformation of conditions, the
transformative positive experience but also, of course, to the criticism of
these conditions and the transformation of oneself. Working on a piece
of art can therefore be, in the most interesting sense of the word, working
on oneself, whether it is overcoming today’s social pressures or working

with one’s own role and position in relationship to society and others.

This is what characterises the otherwise individual and strongly personal,
DURINA.
In this respect too, art does not have to be directed towards exhibitions.

dazzling though also wounded mask and work of J A N

It can communicate that very typical insecurity, hesitation and perhaps

even suffering which is not just the romantic ideal of a modern artist.

On the contrary, this hesitation has increasingly more in common
with our everyday life, with the need to maintain peace, relationships
and work, with social pressure and the omnipresence of happiness

in the form of advertisements, Instagram and expectations.

On the one hand, it is necessary not to close our eyes to problems and
to perceive their urgency — ecological disasters chaining their effects
into apocalyptic dimensions, people living well below the poverty

line, economic sustainability without the possibility of change, the
dementia of many populist politicians or my inability to get up from my

bed and face the avalanche of news, memes, projects, worries.
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A na opacné strané moznost setkani, blizkost, spole¢né prozivani And, on the other hand, the possibility of meeting, closeness, common

skrze pohyb a hudbu, prchavé, ale sdilené Stésti, nékolik hodin experience through movement and music, elusive yet shared happiness, a few
klubového opojeni, doteky rukou, vzajemné pohledy a viné. hours of club euphoria, touching hands, exchanged glances and fragrances.
Maska tu neni proto, aby zakryvala nebo schovavala. Mnohem spis je The mask is not here to conceal or hide. It is rather an interface, a process of
rozhranim, procesem neustalé promény a preskokd. Je reakci, lékem nasi continuous change and transfers. It is a reaction, a medicine for our social
spolecenské kognitivni disonance — tedy nutnosti konfrontovat smutek cognitive dissonance — the necessity to confront grief and show happiness, to
a ukazovat $tésti; fungovat v systému a zlstat sam sebou; zapasit a sdilet. operate within a system and to remain yourself, to struggle and to share.

T Studio visit Jana Durinu v Berline. Foto: Lucia Gavulova
T Studio visit at Jan Durina in Berlin. Photo. Lucia Gavulovd
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»Dav je télem, télo je davem (bunék, tekutin, orgdnu). Spole¢nosti
se sklddaji z davd, skupin, tél, tfid a dohromady tvofi lidstvo.

Henri Lefebvre®

Nejde jen o masky, o obleceni, o to, jak vypadame, nebo mluvime. Jde

o pfitomnost, byti sdilené na roviné pocitd, prace, asu nebo prosté prostoru.
Treba tramvaje a vlaky metra vstfikuji do obéhu mésta tisice a miliony lidi.
Ocitame se v obfim stroji, ktery nas Cas pretvari v pohyb, praci, zkusenost, ve

stroji, kterému z nedostatku lepsich slov mdZzeme Fikat prosté spole¢nost.

My sami vnimame vétsinou jen bezprostredni okoli, moje oblibené trasy, rychly
prestup, zastavka v parku nebo na obcerstveni a pak hned dal za praci nebo
domd. Ale uméni, a vedle néj i mapy, schémata ¢i abstrakce, ma moznost

sledovat, trasovat nebo prevadét a transformovat moji zkusenost a pohyb.

V ramci uméni od-hlizim (ab-strahuji) sam od sebe, v¢leriuji se do
girgich celk(, uvédomuiji si svoji pfitomnost v cirkulaci hmoty a tél,
prace i zkuSenosti. Pfitom nejde o néjaky informativni, ,,abstraktni“
nebo nudny proces. Naopak, ma svoje zahyby, ving, ale nékdy

i stress, obavy a odcizenost. Je tak velmi intimni a anonymni.

Nejde jen o pohyb, nebo kontakt, ale i o mnohem hlubsi propojeni rytmu

nasich zivotd. CABRIELA Z1GOVA vpléta nasizkuSenost, spojuje

osobni a sdilené, intimni a preci politické, vydech a nadech. Zasahuje
ono spolec¢né nevédomi, blizkost skrze distanci, svobodu tykajici se nikoli

nazor( nebo jednani, ale samotného pohybu a fyzické pfitomnosti.
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“The crowd is a body, the body is a crowd (of cells, of liquids,
of organs). Societies are composed of crowds, of groups,
of bodies, of classes, and constitute peoples.”
Henri Lefebvre®

It is not only about masks, about clothing, about the way we look or talk.

It is about presence, shared being at the level of feelings, work, time or just
space. Trams and train carriages, for example, inject thousands and millions

of people into the circulation of the city. We find ourselves inside a giant
machine which transforms our time to movement, work and experience — inside

the machine which, for lack of better words, we can simply call society.

We ourselves mostly perceive only our inmediate surroundings, our
favourite routes, fast transfer, stop in the park or stop for refreshment
and then just head straight to work or home. But art — combined with the
adjacent maps, schemes or abstractions — has the possibility to observe,

track or perform and transform my experience or movement.

Within art, I look away from me, ab-stract me from myself, I incorporate myself
into broader units, I realize my own presence within the circulation of matter
and bodies, work and experience. It is not some informative, “abstract” or
boring process; on the contrary, it has its own folds, fragrances but sometimes

even stress, worries and estrangement. It is so intimate and anonymous.

It is not only about movement or contact but also about a much deeper
interconnection of the rhythms of our lives. GABRIELA ZIGOVA
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Jeji umélecka prace opét neni vazana na néjaké médium, nelze ji shrnout
uritym tématem, nebo kariérnim postupem, ale umi vstupovat do vztah,
zasahnout ¢lovéka, sdhnout do néj a proménovat ho. Letmy naraz tél,
dychani, spéch nebo pohledy stranou tak promlouvaji k nasi zkusenosti tfeba
z natésnanych dopravnich prostiedkd, ale jeSté mnohem vic nas upominaji

na télo, zranitelnost a potifebu jeden druhého, na ekologii tél a prelidnéni.

JANOSCIK

VACLAV

To0uUHY

7 Pohlady do prebiehajucej performance Gabriely Zigovej Breathe
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FUTURE OF ART AND

ecoLoGcyYy OF

interweaves our experience, interlinks the personal and the shared, the
intimate and yet the political, an inhale and an exhale. She interferes with the
collective unconsciousness, closeness through distance, freedom related not

to opinions or actions, but to the movement and physical presence itself.

Her artistic work is not bound to any specific medium, it cannot be reduced
to a certain topic or career advancement, but it is able to enter into
relationships, have an impact on a person, reach into them and transform
them. A fleeting collision of bodies, breathing, hurry or inconspicuous looks
thus speak to our experience perhaps from the overcrowded means of public
transport, but even more they remind us of the body, of vulnerability and

the need for each other, of the ecology of bodies and overpopulation.

JANOSCIK

VACL AV

2 Views into the performance of Gabriela Zigovd Breathe.
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»Existuje ekologie Spatnych ndpadu.
Stejné jako existuje ekologie plevele.”
Gregory Bateson®

Moderni velkomésto si snadno umime predstavit jako sloZzity
organismus, pletivo proudd materiald, lidi, penéz a pocitl. Naopak
venkov chapeme Castéji jako pomalejsi, definovany usazovanim, polemi,

ploty, sklepy, bramborami a hruskami, jarem nebo podzimem.

Ve chvili, kdy mluvime o vesnici, hned se dostavame do této dostredivé
dynamiky centra a periferie. Specialné v prostiedi uméni, jehoZ svét je
zavisly na velkych kulturnich centrech. Ale pfitom tu jsou zajimavéjsi
zakouti. Oteviraji se otazky navrat(l, zpomalovani, sousedskych

a rodinnych vazeb, schopnosti ovlivnit své okoli, ale také ekologie,

autonomie, ekonomie nejen financni, ale i citova a vztahova.

ERIK SIKORA

a umélecké hledani venkova. Kopce, ale i dunajsky stérk, nebo

se rozhodl soustredit pravé na toto osobni

nopova folie na odvodnéni zdi, sud s destovou vodou i trampolina

— to jsou nékteré z ingredienci, které misi do své mytologie.

Ani v jeho pripadé nejde o n&jaké tradic¢ni umélecké pfistupy,

o ilustraci, vyzkum nebo o dokument. Naopak, jde o kazdodennost,
jeji starosti i krasy, vpletené do rytmu jeho ruralné popovych songt,
které dava na youtube pod jménem DZumelec. Uméni a Zivot si méni

misto rychleji, nez si dokaze vS§imnout publikum i kurator.
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THE ILLAGE

“There is an ecology of bad ideas,
just as there is an ecology of weeds.”
Gregory Bateso®

We can easily imagine a modern big city as a complex organism, an
intertwined flow of materials, people, money and feelings; by contrast,
we tend to perceive the village as slower, defined by settlements,
fields, fences, cellars, potatoes and pears, spring or autumn.

When we talk about the village, we immediately get into this centripetal
dynamics of the centre and the periphery. Especially in art environment, whose
world depends on big cultural centres. But, at the same time, more interesting
spaces exist. The questions of return, slowing down, neighbourly and family
relationships, the ability to affect one’s own vicinity but also ecology, autonomy,

not only financial but also sentimental and relational economy arise.

ERIK

search of the village. Hills as well as the Danube pebbles or wall

ST KORA decided to focus on this personal and artistic

drainage foil, a barrel with rainwater and a trampoline — these are

some of the ingredients that he includes in his mythology.

Also in his case it is not about a traditional artistic approach, illustration,
research or documentary. Quite the contrary, it is about everyday life,

its worries and beauty woven into the rhythm of his rural pop songs
which he publishes on YouTube under the name of DZumelec. Art and life

exchange places faster than the audience and the curator can notice.
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Erikovi se povedlo dostat se nékam jinam, mimo jakékoli tradi¢ni umélecka Erik has managed to get somewhere else, outside of any traditional artistic media
média a pfistupy, daleko od galerii, aktivismu nebo trendd. A toto své and approaches, far from galleries, activism or trends. And he immediately

jiné misto hned obsypal $térkem, nopovou folii a svéraznym citem pro showered this different place with pebbles, wall drainage foil and his peculiar sense
pozorovani a humor. Jsem nesmirné rad, Ze jsem to misto mohl navstivit. of observation and humour. I am extremely happy that I was able to visit this place.

stavy Ekolégia tuzby finalistov Ceny
tavy Ekologia tizby finalistov Ceny

Ecology of Desire of finalists of Oskar Cepan Award 2019. Foto/Photo: Tibor Czitd
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BUDOUCNOST UMENT A EKOLOGIE TOUHY
KAPITOLA
8
FILM
CAS
AFEKT

TEXT

»Muj ¢as je vZdy ¢asem ostatnich. Film to odhaluje svymi

kinematografickymi prostredky. Proud védomi je kontrakc{ Casu,

jehoZ pocdtek se objevuje pravé ve filmu, ve kterém se mdj ¢as (uvnit?

filmového ¢asu) stdva ¢asem jinych, stdvad se onim jinym ¢asem.”
Bernard Stiegler’

Nejde jen o prostory, at uz galerijni nebo imaginarni, mésta nebo komunity, jde
také o Cas a zplsoby vypravéni. Pravé skrze Cas realizujeme svoje Zivoty a skrze

pribéhy rozumime tak klicovym vécem, jakymi je dobro a zlo, my nebo oni.

Otazkou ale zUstava, jakym zplsobem je mozné mluvit o dnesni
situaci, rozkroené mezi rlznorodé perspektivy, zahlcené tolika
riznymi problémy a pohyby. Uz ndm nestaci néjaké jednoduché
univerzalni pfibéhy, nesdilime jeden ¢as Ci rytmus.

MAZUR,

Timto smérem mifi M T L AN jehoZ film a instalace se vénuje

navratu k imaginaci, kulturnimu pfekladu nebo k nelinearnimu zplisobu
vypravéni. Mozna jde o uprchliky, nebo o kostel znamy z filmu Nostalgie Andreje
Tarkovského, o anonymni rave party a orla s maskou. Jednotlivé momenty

neprechazeji do celistvého vypravéni, naopak plsobi punktualné, bodavé.

Kli¢ovym momentem jsou zde uzaviené prlchody, zazdéné dvefe,

nemoznost dosahnout jiného mista a klidu. Ale praveé v té dynamice
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TIME

AFFECTION

“My time is always the time of others. A film reveals this through
its cinematographic means. The stream of consciousness
is a contraction of time whose beginning appears precisely
in the film in which my time (within film time) becomes
the time of others, becomes that other time.”
Bernard Stiegler”

It is not only about spaces, whether gallery or imaginary ones, cities or
communities, but it is also about time and different ways of narration.
It is through time that we realize our lives and through stories that we

understand crucial things such as good and evil, us or them.

However, the question is how it is possible to talk about today’s situation
split between various perspectives, overloaded by so many different
problems and movements. Simple universal stories are not enough

for us anymore; we share neither the same time nor the rhythm.
MTLAN MAZUR s heading in this direction; his film and installation

deal with the return to imagination, cultural translation or non-linear way

of narration. Perhaps it is about refugees or the church as seen in the movie
Nostalgia by Andrei Tarkovsky, about an anonymous rave party and an
eagle wearing a mask. The individual moments do not come together into

a compact narration; on the contrary, they seem to be pointy, stabbing.
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v soucasném akcelerujicim, fragmentarnim svété jako by Milan obnovoval

viru v celek, sdileni nebo v podprahovou, ale univerzalni silu obrazu.

Soucasna spolecnost vykazuje mnohé znaky traumatického prozivani
(neschopnost ,,dohnat” Zapad, popirani klimatické zmeény, vracejici

se strach z komunismu, absence vizi a alternativ). Témto problémim
nepomohou jednoduché ani linearni pfibéhy (o svétlych zitfcich,
zlobivych environmentalistech Ci neomarxistech). Naopak, potfebujeme
budovat citlivost k diskontinuité, porusenym vztahlm a k nejistému

svétu, takovou citlivost, jakou ukazuje pravé Milan Mazur.

I A EKOLOGIE TOUHY

The key moment here comes in the form of closed passages, walled-up doors, the
impossibility to reach another place and peace. But it appears as if exactly in these
dynamics in today’s accelerating, fragmentary world, Milan has restored faith

in the whole, in sharing and in a subliminal but universal power of the picture.

Contemporary society shows many signs of traumatic experience (the inability
to “catch up with” the West, the denial of climate change, the recurring

fear of communism, the absence of visions and alternatives). No simple

or linear stories (about brighter tomorrows, naughty environmentalists or
neo-Marxists) will help to solve these problems; on the contrary, we need

to build sensitivity to discontinuity, broken relationships and an uncertain

world — precisely the kind of sensitivity presented by Milan Mazur.

TEXT : VACLAY JANOSCTEK
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Je nutné si pfiznat, Ze umeéni prosté nemusi byt to hlavni, ani zde v galerii.
VZdyt je tu tolik véci, slov, pocitd i osobnosti. Hlavni je fict néco podstatného,
aktivovat, at uz situace, divaky nebo samotné problémy. A miZze jit tfeba

zrovna o jidlo, hledani sebejistoty, svého mista, o venkov nebo o migraci.

Prepadaji mé dalsi postiehy, vyCty, stupfiovaci spojeni a zkratky.
Chléb, maska, dav, vesnice, priichod. Neumim zastavit proud
spojl a slov. Ale mohu se opfit o uméni, které nemusime chapat

jako vytvareni objektd, nybrz jako jakousi ekologii touhy.

Jednodus$e feceno, vede nas nékam, kde jsme jesSté nebyli. SpiSe nez
sochy nebo obrazy vytvari spoje a setkani tam, kde jsme je nevidéli. A to
v protikladu k popularni kultufe, kterd nam obvykle v ohlusujicim tempu

serviruje stale to samé, s pfislibem dobre nakoupeného Stésti.

Ale Stésti je podstatné — ne jako potéseni, ale jako to, co formuje horizont nasi

touhy a oéekavani. Takové §tésti, Uplné stejné jako uméni, neni jen individualni,

vvvvv

dosahnout. Je nutné ho sdilet a neustale hledat — a pravé to je ekologie touhy.
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It is necessary to admit that art simply does not have to be the main thing, not
even here in the gallery space — for there are so many things, words, feelings
and personalities. The main thing is to say something important, to activate
situations, audience or the problems themselves. And it can be, for example,
about food, searching for self-confidence, one’s own place, village or migration.

I can think of more observations, enumerations, gradual connections and
abbreviations. Bread, mask, crowd, village, passage. I cannot stop the stream
of connections and words. But I can rely on art which we do not have to

perceive as the creation of objects but rather as a sort of ecology of desire.

Simply put, it leads us somewhere where we have not been before. Rather than
sculptures or paintings, it creates connections and encounters where we have not
seen them. This is in contrast to the popular culture which at a deafening pace

usually serves us always the same with the promise of well-bought happiness.

However, happiness is essential — not as pleasure, but as what shapes the horizon of
our desires and expectations. Such happiness, just like art, is not only individual, we
cannot enjoy it alone; but it is also not possible to achieve it easily and definitively.

It is necessary to share it and constantly seek it — and that is the ecology of desire.
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Fiske, John (2017).

Jak porozumet populdrni
kulture. Praha : Akropolis,
s.92.a100. Certeau,
Michel de (1984).

The Practice of Everyday
Life. Berkeley : University of

California Press..

Ahmed, Sarah (2010).
The Promise of Happiness.
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Press, s. 32
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Thacker, Eugene (2018).

Infinite Resignation.

Londyn : Repeater Books,

S.183.

Lefebvre, Henri (2016).
Rhythmanalysis. Londyn
Bloomsbury, s. 51.

Bateson, Gregory (1972).
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Stiegler, Bernard (2011).
Technics and Time, 3,
Cinematic Time and

the Question of Malaise.
Stanford : Stanford

University Press, s. 31.
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John (2017). Jak rozumét
popularni kultute. Prague :
Akropolis, p. 92 and 100.
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London : Repeater Books,
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Instalacia a technicka realizacia:
Jozef Vanco
Sebastian Koméacek

(GUTNEART.)

Pomoc pri realizacii lepkovej typografie:

Martin Piacek, Martina Szaboova

Skladba:

hudba: Karlo

text: David Koronczi

mastering: Norbert Kuki

Videoprodukcia:

Nikolas Bernath

Kamera a strih:

Matej DZagy Miterko

# 9 0

#101, #130, 131

Abstraktny meander, ndstenna grafika, 2019,
900 x 300 cm - citacia uz neexistujuceho
diela Herty Ondrusovej Viktorinovej
s nazvom Abstraktny meander z roku 1966
(restauracia Mier, OD Beta, KoSice-Sever),
ktord je prevrstvend odkazmi na dalSie koSické
monumentalne diela z predrevolu¢ného
obdobia (Katarina Tekelova Blazova, Max Bus,
ai.), a doplnend autorskymi textami a grafikami
Abstract Meander, wall print, 2019,
900 x 300 cm — the citation of the no longer
existing work by Herta Ondrusova Viktorinova
called Abstract Meander from 1966 (the Mier
restaurant, OD Beta, KoSice-Sever), which Is
layered with references to other monumental
works from the pre-revolutionary period in Kosice
(Katarina Tekelovd Blazova, Max Bus, etc.) and

completed by the author’s texts and print

#101, #130

DPOCH, lepkovd typografia, inStalacia na kari
sietach, 2019, 1000 x 300 cm - chlebové
logo docasnej vyskumnej platformy

DPOCH, gluten typography, installation on

rebar nets, 2019, 1000 x 300 ¢cm — the bread

logo of the temporary research platform

#100

Anton Jasusch:,0 chlieb”, 1956-58,

50 x 61,8 cm; Zapozicané zo zbierok VSG.
Anton Jasusch: "For Bread", 195658,
50 x 61.8 cm. Borrowed from the

East Slovak Gallery collections.

#100

Konferencno-jeddlensky stol,
2019, 400 x 100 x 75 cm
Conference and Dining Table, 2019,

400 x 100 x 75 cm

#108

Chlieb je rodina, skladba a videoklip;
2019, dizka: 6 min.
Bread is Family, track and video, 2019,

duration: 6 min.
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Tento text vznikl ve vyjimecné dobé. Velkd cdst svétové populace travi své
dny v izolaci — dobrovolné Ci v nafizené karanténé. Funguji pouze zdkladn{
sluZby a nikdo nedokdZe s jistotou stanovit, jak dlouho potrvaji krizovd
opatreni. Rodiny se nepotkdvaji ze strachu z nakazeni svych starsich rodi¢d,
lidé jsou ponechdni sami sobé. Svym tzkostem, strachu, nejistoté. Chod
ekonomiky se utlumil, interakce mezi lidmi se omezila. Tato situace ale
zavdala také moZnosti vypadnout ze stereotypu pracovnich dni a vytvorila
prostor pro zamysleni nad vlastnim i spoleCenskym fungovdnim. Tento

text tak vznikl v pribéhu svétové pandemie Covid-19 a je vysledkem

svého druhu dialogu v izolaci mezi mnou a Ddvidem Koronczim.

Davidav zplsob zkoumani svéta a vztahovani se k nému je veden skrze, slovy
Donny Haraway, ke které se David Casto odkazuje — vytvareni symbiotickych
vztah( s partnerskymi druhy. Na tomto pldorysu zaklada propojeni s dal$imi
lidmi a ne-lidmi tohoto svéta, s biologickymi procesy, které maji kulturni zaklad,
znamena tvofit spolecnost, ze ,,chlieb je rodina“, nebo kdyz analyzuje soucasné

paradigma a utopie optikou chleba, vychazi to pravé z téchto narativ(.

muka voda v mojej crew je
kvasinky moja crew je
teplo oher v mojej crew je

vitajte tu v rodine
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This text was written in exceptional times. A large part of the world’s population

is spending its days in isolation — in a voluntary or mandatory quarantine. Only
basic services are operating and no one can tell with certainty how long the crisis
measures will last. Family members don’t meet out of fear of infecting their older
parents. People are left to themselves — to their own anxieties, fear and uncertainty.
The economy has been suppressed and interactions between people have been
reduced. However, this situation also provides an opportunity to break free from
the stereotype of working days, and creates space for reflection on one’s own and
social functioning. This text was written during the world’s pandemic Covid-19

and it’s a result of a dialogue in isolation between myself and David Koronczi.

David’s way of examining the world and relating to it leads through — in the words of
Donna Haraway, whom Ddvid often cites — the creation of symbiotic relationships with
associated species. He bases the connection with other humans and non-humans of
this world, and with biological processes, which have cultural basis in the broadest
sense of the term, on this idea. When David suggests that sharing bread means
forming society, that “bread is family” or when he analyzes the present paradigm

and utopia from the perspective of bread, it’s based precisely on these narratives.

flour water in my crew is
yeast my crew is
warmth fire in my crew is

welcome here in family
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A tak se stalo, Ze jsem se bez velkého vlastniho pficinéni stal soucasti

Davidovi rodiny, pficemz doslo k symbiotickému svazku, kdyZz mi

svéril tfi otazky, které jsem fixoval v hlizkach své mysli a v ramci

vymeény metabolit je vracim zpét ve formeé diskurzivni vyZivy.

David navrhuje, Ze celosvetovo balansujeme nad priepastou. Fakt, Ze Zijeme

TEXT

v dobe 4. priemyselnej revolticie a 6. velkého vymierania druhov,

je akousi zdkladnou paradigmou, na ktorej leZi nasa stucasnost.
Vedeli by sme povedat, akym sp6sobom na tuto situdciu reaguje to,
ako produkujeme, distribuujeme a konzumujeme nase potraviny,
Co st vsetko praxe a politické ramce, ktoré ku klimatickym zmendm
a vytld¢aniu mnohych Zivocisnych a rastlinnych druhov na okraj

zdsadne prispievaju?

Vieme, Ze centralizovand, urbdnna spoloc¢nost stratila priamy kontakt
s pédou, a teda aj empatiu k neludskym aktérom planetdrnych
procesov, nielen tych polnohospoddrskych. Nds specificky historicky
kontext polnohospodadrstva je v poslednych storociach turbulentnym
preskakovanim medzi feuddlnym, osobnym a kolektivnym vlastnictvom
pédy. Bola, alebo je, niektord z tychto foriem v kontexte nacrtnutych

urgencii udrZatelnd* alebo musime hladat nové spésoby?

* a tu nemyslim len environmentdilne, ale aj

v kontexte ochrany prav pracujtcich

Ak sa zhodneme na tom, Ze prostredie politik jedla je
komplexnym svetom, ktory ¢akd mnoho zdsadnych zmien,
myslis, Ze by mohlo umenie, alebo kultirna prax, poskytovat
dobru platformu pre vyskum a podnecovanie imagindcie

v tychto kontextoch, hoci z inej, neCakanej optiky?
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And so it happened that, without my own major initiative, I became

a part of David’s family. A symbolic bond was created when he gave me

three questions, which I fixed in the tubers of my mind and which I return

in the form of discursive nutrition within the metabolic process.

TEXT:

TOMAS

David suggests that, worldwide, we are teetering on the edge of the abyss. The fact

that we are living in the period of the 4th industrial revolution and the 6th
great extinction of species is a sort of basic paradigm, on which rests our
present. Would we be able to say how the way we produce, distribute and
consume our food — which are all practices and policy frameworks that
fundamentally contribute to climate change and push many animal and

plant species to the brink — responds to this situation?

We know that our centralized urban society has lost its direct contact
with soil and its empathy towards non-human components of planetary
processes, not only the agricultural ones. In recent decades, our specific
historical context of agriculture has been characterized by turbulent
changes between feudal, private and collective land ownership.

Were — or are — any of these forms sustainable* in the context of the

aforementioned emergencies or do we have to search for new ways?

*Idon’t mean just environmentally, but also in the context of the protection

of workers’ rights

If we agree that the environment of food policies is a complex world
awaiting many fundamental changes, do you think that art or cultural
practice could provide a good platform for research and stimulation of

imaginationing these contexts, even from other, less obvious perspectives?
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Sedim v malém pokoji byvalé spofitelny, v dvoupatrovém prvorepublikovém
domku na navsi jedné vesnice v Orlickych horach, kousek od

Polska a zamyslim se nad otazkami, které mi David polozil.

Prostor pokoje, ktery se ma stat na dobu neurcitou mym novym domovem,
vypliuje vrnéici motorovo-fezavé-vrtakovity zvuk akumulacnich kamen,
vyrobenych nékdy v 80. letech 20. stoleti v narodnim podniku Kovosmalt
Filakovo, a dodava prostoru pokoje atmosféru pramyslové dilny. Pfi psani tohoto
textu se tak nemohu zbavit dojmu, Ze vykonavam namezdni praci manualniho
charakteru, s hlavou prazdnou, ale soustfedénou na precizaci detaild mého
vyrobku. Jen stinové krajky zaclony, zrcadlici se na plechové desce topeni,
nézné se vlnici stoupajicim teplym vzduchem, narusuji dilenskou idylu. Zvuk
kamen mé v mysli pfenasi do dilen Kovosmalt Filakovo, zaloZenych v roce 1906
podnikatelem jménem Barok.* Tovarna stoji dodnes, jen pod jinym jménem
patnact kilometr( od mista, kde David vyristal, jeho rodina je s timto mistem
silné spjata. Davidv dédecek Gyorgy (Juraj) Danko tam tficet let pisobil

jako vedouci elektrotechnik a v administrativé podniku pracovala Davidova
prateta Fodor Ema. Z akumulacnich kamen tak na mé sala uspavajici, lahodné

teplicko, ale i historie Davidovy rodiny a na dalku se tak propojujeme.

Zvuk akumulaénich kamen mé ale pfenasi i k délnikim z nedaleké kvasinské
montovny SKODA Auto, nejvétiiho zaméstnavatele v Kralovéhradeckém kraji.
Provoz se tam rozjel jiz v roce 1947 modelem SUPERB a jesté pred tydnem
tam pres devét tisic lidi z Polska, Ukrajiny a Cech, spolu s roboty, montovali
SUV KODIAQ a KAROQ.? I pres vysokou miru automatizace se lidé o praci

bat nemusi“? hlasa tuc¢ny mezititulek v informacnim ¢lanku na strankach
SKODA Kariéra. Provoz se véak kv(li koronaviru b&hem par dnd zastavil a dnes
jsou vsichni doma. Co asi délaji? Pfemysleji, jak bude vypadat budoucnost?

A co roboti? PFisla jim pauza vhod? Maji ted klid, sni snad o budoucnosti,

kdy si v montovné vystaci sami, bez lidi? Nebo jsou naopak radi, kdyz se

jich nékdo dotyka a pecuje o né? V obou svafovnach je zaméstnano 850
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I'm sitting in a small room of a former savings bank in a two-story
first-republic house situated on the square of a village in the Orlické

Mountains near Poland and I'm thinking about Ddvid’s questions.

The space of the room, which is supposed to become my new home for an indefinite
period of time, is filled with a growling, rusty-engine-drilling sound of thermal-storage
room heaters made sometime in the 1980s in the national enterprise Kovosmalt
Filakovo. The room’s space thus acquires an atmosphere of an industrial workshop.
While writing this text, I cannot get rid of the impression that I'm doing manual
labour with an empty mind focused on the refinement of details of my product. Only
the shadowy lace of the curtains on the metal plate of the heater, softly waving

over the rising warm air, disrupts the workshop idyll. That sound takes my mind

into the workshops of Kovosmalt Filakovo established in 1906 by an entrepreneur
called Barok.* The factory still stands today — but under a different name - fifteen
kilometres from the place where Ddvid grew up. His family is closely tied to this place.
David’s grandfather Gyérgy (Juraj) Danko worked there as Head Electrical Engineer
for thirty years and Ddvid’s great-aunt Fodor Ema worked in the administration of the
enterprise. The thermal-storage room heaters emanate a sleep-inducing, delightful

warmth, but the history of Ddvid’s family also does; and thus we interconnect from afar.

However, the sound of the thermal-storage room heaters also takes me to the workers
of the nearby SKODA Auto factory in the nearby village of Kvasiny, the biggest employer
in the Hradec Kralové Region. Its car production started in 1947 with the SUPERB
model and only a week ago more than nine thousand people from Poland, Ukraine
and the Czech Republic, together with the robots, were assembling SUV KODIAQ

and KAROQ.2 On the SKODA Career webpage, there’s an informative article with

a subheading in bold saying: “Despite the high rate of automation, people don’t have
to worry about their jobs.”® However, the factory’s operation was halted due to the
coronavirus pandemic, and today everybody is at home. What might they be doing?
Are they thinking about what the future might look like? And what about the robots?

TOMAS UHNAK
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automatizovanych stroji a 600 lidi. Je to dost lidi na zajisténi péce o stroje?
Jindy rusny provoz montovny, jehoZ zvukovou kulisu dotvari akumulaéni kamna
v mém pokoji, vystFidalo ticho. Toto ticho, zplsobené zastavenim produkce

a stagnaci ekonomiky ma globalni rozméry a zaklada nasilnou paralyzu.

muka voda moja crew je
pdbdny life ten moja crew je
VSetko prepojené tu je

u seba v rodine

Vzpomnél jsem si na rozhovor s francouzskym filozofem Jeanem-Pierrem
Dupuyem, ktery jsem vedl s mym kamaradem Jakubem Simkem. Dupuy ve
zkratce shrnul soucasné ekonomické paradigma nasledovné: ,KdyzZ byla
spolecnost v krizi a rozervana valkami, postradala vnéjsi regulativni autoritu

v ndbozenstvi, nastal Cas — v zasadé v 17. a 18. stoleti —, kdy se ekonomika
ukazala byt jedinou silou schopnou omezit vasné, dohlédnout na chovani
jednotlivce a zabranit rozpadu spolecnosti. Jednorozmérnost bytosti
redukovanych na ekonomické propodty, izolace lidi a zpusto$eni vztahd,
predvidatelnost lidského chovani, zkratka vse, co je dnes popisovano jako
odcizeni jednotlivcl v kapitalistické spole¢nosti, zapocalo jako zpUlsob, jak
ukoncit pateticky a vrazedny boj o moc a uznani. Vzajemna lhostejnost a sobecky
Ustup do soukromé sféry jsou vysnéné prostfedky nakazy nasilnych vasni.

Tento popis vzniku ekonomické hegemonie neodporuje zifejmému postfehu, Ze
ekonomika je nasilna (...) Pokud postavime tyto dva pfistupy vedle sebe, vidime,
Ze ekonomika se ma k nasili podobné, jako se k nému dfive vztahovalo posvatno:
udrzuje nasili nasilnymi prostredky v Sachu. Obsahuje nasili, ale zaroven proti
nému zasahuje, brani mu. To neznamena, Ze je ekonomika posvatna: jen roste

v sutinach posvatného. Mezi ekonomikou a posvatnem se jedna o strukturalni

vvvvvv

V soucasné dobé ekonomika uz tuto roli nehraje. Spéje k Cistému nasili.“*
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Did the break come in handy for them? Are they enjoying peace, dreaming about

the future in the factory just by themselves, without people? Or are they glad when
someone touches them and looks after them? In both factories, there are 850
automated machines and 600 people employed. Is it enough people to ensure quality
care for the machines? The usual busy operation of the factory, whose background
sound is often accompanied by the sound of the thermal-storage room heaters, was
replaced by silence. This silence, caused by temporary production cessation and

economic stagnation, has global dimensions and establishes a forced paralysis.

flour water my crew is
soil life my crew is
Everything interrelated here is

at itself in family

I remembered an interview with a French philosopher Jean-Pierre Dupuy, which I did
with my friend Jakub Simek. Dupuy briefly summarized the contemporary economic
paradigm as follows: “In a society in crisis, torn by wars and civil wars, no longer
finding an external regulating authority in religion, there was a time — essentially the
17th and 18th centuries — when the economy appeared to be the only force capable

of restraining the passions, controlling individual behavior and preventing collective
disintegration. The uniformity of beings reduced to making economic calculations,
people’s isolation and the impoverishment of relationships, the predictability of human
behaviours, in a word all that is described nowadays as the alienation of individuals

in capitalist society, was conceived as a way of ending the pathetic and murderous
struggle for greatness, power and recognition. Mutual indifference and egoistical retreat
into the private domain; such were the remedies dreamed up for the contagion of
violent passions. This account of the emergence of the hegemony of the economy |[...]
does not contradict the obvious observation that the economy is violent. [...] Bringing
these two statements together leads one to conclusion that the economy is in relation
to violence what the sacred was: it keeps violence in check through violent means. It

contains violence in the two senses of the verb ‘to contain’: to have within oneself and
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Jedna z interpretacnich linii o plvodu soucasné globalni paralyzy jde presné

v tomto duchu. Epidemiolog Rob Wallace uvadi, ze v tuto chvili neexistuji
Zadné patogeny, jejichz Sifeni by nesouviselo s kapitalem a primyslovou
vyrobou potravin, konkrétné chovem zvirat.5 V Cele série na sebe navazanych
procest jsou velké investice do zaborl pldy, narusujici diverzitu odlesfiovanim
plvodnich lesd a biotopl, které Casto vyuzivaji komunity rolnik{, pastevc(

a malych péstiteld. Dfive v tomto komplexnim prostiedi starych ekosystému
,2uzamcené" patogeny se rozlévaji do okoli — do mistnich hospodarskych zvirat
a do lidskych sidel. Z nejvzdalenéjsich vnitrozemskych koutl svéta jsou tak
Sifeny viry, jako je Ebola, Zika, koronaviry, zluta zimnice, vysoce patogenni aviarni
influenza a AMP (Africky mor prasat) do pfiméstskych infrastruktur, hlavnich
mést a nakonec do globalni sité. Od netopyr( v Kongu k lidem opalujicich se
na plazi v Miami.¢ Zjednodusené lze tento stav popsat jako naruseni imunity
ekosystému rozbitim ekosystémovych sluzeb priimyslovym zemédélstvim

a investiéné-spekulativnich modeld, do kterych v3ak nejsou zapoditany

tyto negativni externality.” Cenu za tento systém ted splacime kolektivné

vSichni na celém svété. Svymi Zivoty, penézi, vztahy a mentalnim zdravim.

Symptom pro soucasnou, kolektivné zazivanou formu ekonomického nasili je
ticho. Ticho je dnes nejen v montovnach, ale i na polich zelinafl a v sadech. Chybi
tisice pracovnik(l, konkrétné chybi tisice zahrani¢nich pracovnikd z Ukrajiny.

Na jejich praci stoji p&stovani a sklizeni ovoce a zeleniny v Ceské republice.
Zbytek je dovazen z Italie, ze Spanélska, z Belgie a Polska. Také tamni vyroba

je ale zavisla na jinych lidech z Ukrajiny, Bulharska, Rumunska a z Afriky.

Pravé v této dobé se naplno vyjevuje Zivotaschopnost a stabilita modeld
stojicich na principech sdileni rizik, solidarity a zavazku. Jako je to u komunitou
podporovaného zemédélstvi, kratkém distribu¢nim kanalu a pfimého vztahu
mezi zemédélcem a komunitou spotfebitell. Stabilni jsou dnes ti, jejichz
obzZiva nespoléha na trzni mechanismy. Ke slovu se dostava také ,,urodna

lekce tiché udrzitelnosti“® v podobé zcela decentralizovaného modelu
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to bar, to obstruct. That doesn’t mean that the economy is sacred: it grows in the rubble
of the sacred. Between the economy and the sacred there is a structural equivalence
which makes of the economy the most important mark or trace of the sacred. Today,

[...] the economy doesn’t play this role any more. It tends toward pure violence.”

One of the interpretative lines of the origin of the contemporary global paralysis is
exactly in this spirit. Epidemiologist Rob Wallace states that, at this very moment,
there are no pathogens whose spreading wouldn’t be related to capital and industrial
food production, specifically to animal husbandry.® A series of interrelated processes
is headed by large investments in land occupation, thus disrupting diversity by the
deforestation of original forests and habitats, which are often used by communities of
farmers, shepherds and small growers. Pathogens, which were previously “locked” in
this complex environment of old ecosystems, are now spreading around — to local farm
animals and human settlements. Viruses, such as Ebola, Zika fever, coronaviruses,
yellow fever, highly pathogenic avian influenza and African swine fever, are thus being
spread from the most remote inland corners of the world to suburban infrastructures,
capital cities and the global network — from bats in Congo to the people sunbathing
on the beach in Miami.¢ In simple terms, we could describe this phenomenon as

a disruption of the ecosystems’ immune system and services by industrial agriculture
and investment-speculative models which, nevertheless, don’t include these

negative externalities.” At the moment, we are collectively paying the price for this

system all around the world by our lives, money, relationships and mental health.

The symptom of the present, collectively established form of economic
violence is silence. Silence is not present only in factories, but also in fields
and orchards. Thousands of workers are missing — specifically thousands
of foreign workers from Ukraine. The cultivation and collection of fruit and
vegetables in the Czech Republic depend on their work. The rest is imported
from Italy, Spain, Belgium and Poland. Nevertheless, their production, too,

depends on other people from Ukraine, Bulgaria, Romania and Africa.

#10
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samozasobitelstvi, do kterého je néjakym zplsobem zapojena vice nez polovina
Ceské a slovenské spolec¢nosti, at uz jako domaci péstitelé a zpracovatelé
potravin, nebo jako pfijemci. Pfitom jesté nedavno byla tato neformalni
spolecenska aktivita ramovana vladnimi predstaviteli jako relikt komunistické
minulosti, ktery jde proti modernité.® Stabilita opomijenych a marginalizovanych

modell se projevuje pravé v dobach krize a kiehkosti systému.

Také kousek od kvasinské montovny SKODA Auto, v hospodé U Zlatého soudku je
ticho. Ani tam uZ nelze utopit strach z nepredstavitelné budoucnosti a nejistého
zittka. Posledni jidlo, které pred zavienim servirovali, byla uzena polévka

s kroupami, pecena krkovice s chlupatymi knedliky a Spagety s masovou smési.1°

Ted si musi délnici z montovny i mistni dlichodci zajistovat jidlo jinymi zplsoby.
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In these times, the viability and stability of the models based on the principles
of sharing risks, solidarity and responsibilities are fully manifested — just like it
is with community supported agriculture, short distribution channels and direct

relationships between farmers and consumer communities. Today, the most

stable ones are those whose livelihood does not depend on market mechanisms.

“A fertile lesson on quiet sustainability® also plays a more significant role in the
form of a fully decentralized model of self-sufficiency in which more than half of
the Czech and Slovak societies are somehow involved, whether as local farmers
and food processors or as consumers. And yet, recently, this informal social
activity was framed by government representatives as a relic of the communist
past that is aimed against modernity.’ The stability of ignored and marginalized

models is manifested exactly in times of crisis and the system’s fragility.

The pub U Zlatého Soudku near the SKODA Auto factory in Kvasiny is silent as
well. It is no longer possible to drown the fear of an unimaginable and uncertain
future there. The last meal they served before closing was smoked soup with
groats, roast pork with dumplings and spaghetti with meat sauce®®. Now, the

factory workers and local pensioners have to secure their food by other means.

TOMAS UHNAK
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Ritudly prastaré,

krv maciatok,

tri kvapky na stred bochnika
v tvare slnka.

Pachamama.

Roti kapda aur makaan.
podaj mu pecen

Prosim, Alzbeta

je to Zebrdk, on bluzni

Ze je symbolom vsetkych:
zranitelni, krehké

aj lazri druhového miznutia,
uZ fucking Siesty krdt,
apoextravaganza
apoextravaganza
Mindennapi kenyertink a bdnat.
Haver, j6 étvagyat.

I'am nature

hldsa pekdrkina kerka

how to vided neklamu

predsa

0Od zacatku pandemie myslim ¢asto na kuchare. Co délaji ty tisice gastro
délnikd, kazdodenné sabotujici produkcionistické paradigma a vykony vech,
kdo se svéfi do jejich péce? Kolik délnikl z kvasinské montovny jiZ podlehlo
partyzanskym operacim s krycimi nazvy jako Katdv Sleh, Johancéino tajemstvi,
Zabrdovicka kapsa, Medvédi tlapa Ci pohar TUTTI-FRUTTI*? Schovani

v tkrytu kuchyn, pred zraky spole¢nosti, komunikujici s ndmi pouze svymi
pokrmy. Barthes tento metavztah popsal, kdyZ srovnaval metody pfipravy
jidla v Japonsku a v Evropé: ,, Japonskeé jidlo se vari pramalo, potraviny

pfichazeji na stll v pfirozeném stavu; jediny Gkon, ktery musely opravdu

TEXT : TOMAS UHNAK
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The ancient rites,

the kittens’ blood,

three drops in the middle of the loaf
in the shape of the sun.
Pachamama.

Roti kapda aur makaan.

hand him the loaf

please Elizabeth

it is a beggar, he hallucinates

that he is the symbol of all:

the vulnerable, the fragile

also the losers of species disappearance,
the fucking 6th time already,
apoextravaganza

apoextravaganza

Mindennapi kenyeriink a banat.
Haver, j6 étvagyat.

IT'am nature

states the baker’s tattoo

how to videos don’t lie

yet

Since the beginning of the pandemic, I have been wondering about cooks. What are
thousands of those gastro workers doing, daily sabotaging the productionist paradigm
and the performances of everyone who has committed themselves to their care? How
many workers from the factory in Kvasiny have already succumbed to guerrilla operations
using cover names, such as The Executioner’s Lash, Jeanne’s Secret, Zdabrdovice’s Pouch,
The Bear’s Paw or TUTTI-FRUTTI Sundae?** Hidden away from society’s gaze, safe in
their kitchen they communicate with us through their dishes. Barthes describes this meta-
relationship when comparing the methods of food preparation in Japan and in Europe:

“Japanese food is rarely cooked, the foodstuffs arrive in their natural state on the tray;
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podstoupit, bylo krajeni (...) veskeré konani v jidle spociva ve skladbé, skladbou
vasich Gchoptd sami vytvafite to, co jite; pokrm uz neni zvécnény produkt,

jehoZz pfiprava je u nas diskrétné vzdalena v prostoru i Case (jidla dopredu
pripravena, za prepazkou kuchyné, tajné mistnosti, kde se sm{ vSechno,

pokud z ni produkt vyjde ven slozity, okrasleny, navonény, naliceny).“*?

Barthes vSak nevédél, ze jidlo je u nas doplnék, nikoliv hlavni aspekt setrvavani
v restauracich a hospodach. Kuchafi jsou u nas sluZzebna trida, jejichz um
spodiva v zakladani ddvodu pro udrzovani procesualni biologické a spoleCenské
fermentace. Toto gastronomické paradigma souvisi s déjinami délnického hnuti
a pracuijici tfidou v Ceskoslovensku. Chod préimyslu nelze zajistit salatem,
pouze karbohydraty lze odkrvit mozek natolik, aby se délnictvu neobjevovali

myslenky na tazani na jejich podminky prace a moznosti organizovani se.

lajny muky

na nohdch
chlebové yeezy
zbieram lajky
boh je Kanye?
pbda hej

ale on skér nie.
Lepok je ldska
Chapa-ti
revolicia

Bdhn m{

ako koldnii dieta
muka Cistd, biela
matros bez viny
ale neviem, ¢i sme my

ale fakt, kurva neviem, ¢i sme my
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the only operation they have actually undergone is to be cut up [...] the entire praxis of
alimentation being in the composition, by composing your choices, you yourself make
what it is you eat; the dish is no longer a reified product, whose preparation is, among
us, modestly distanced in time and in space (meals elaborated in advance behind the
partition of a kitchen, secret room where everything is permitted, provided the product
emerges from it all the more composed, embellished, embalmed, shellacked).”*?
However, Barthes didn’t know that here food is superfluous and it isn’t the main
reason for spending time in restaurants and pubs. Here, the cooks belong to
working class whose wisdom lies in the basic purpose of maintaining the processual
biological and social fermentation. This gastronomic paradigm is related to
the history of the labour movement and the working class in Czechoslovakia.
The industry’s operation cannot be secured by lettuces; only carbohydrates
can drain the brain enough, so that the workers wouldn’t think of imposing
the conditions of their work and the possibilities of their organization.

lines of flour

on feet

bread yeez

collecting likes

is God Kanye?

soil yeah

but he rather wouldn’t.

Gluten is love

Chapa-ti

revolution

Bahn mi

like colonies child

flour pure, white

innocent material

but I don’t know if we are

but I fkn don’t know if we are
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PFemyslim nad Davidovymi otazkami a z okna pokoje pozoruju, jak

silny vitr komiha dlouhou kovovou tyci, ukotvenou ve zdi protéjSiho
domu. Ty¢ je zakon€ena anténou, pfipominajici mFizku ruc¢niho grilu,

jaky pouZivaji zemé&dalci v jedné malé vesnici ve Spanélském regionu
Burgos. Jak pozoruji anténu, tak zachytavam momenty, které jsem nechal
v terénu, v ramci nedavné vyzkumné cesty ve Spanélsku, kam jsem jel

s kamaradkou a umélkyni Asuncién Molinos Gordo, ktera z této vesnice

pochazi. Az ted se ke mné dostavaji, zfejmé soused chyta dobry signal.
Vzpomnél jsem si na nékolikahodinové spolecné vecere s mistnimi zemédelci.

Pijeme vino z jejich vinic, ale aZ nyni mi dochazi, Ze k jidlu nikdy nenabidli nic
z vlastni produkce. Jime to, co nakoupi v obchodé. Ostatné, ji viibec zemédélci
to, co sami vypéstuji? Tihle tedy nikoliv. Zkoumat realitu a postoje zemédélct

skrze zkoumani jejich lednic, je hodné vyZivny antropologicky moment.

Kde ale konci vysledky jejich kazdodenni prace, po které vypadaji tak sedrené
a unavené? Kolem nés se rozprostira tisice hektar( poli, obhospodafované

zemédélci, se kterymi sdilim stl, kde je tedy véechno to jidlo?

Plody jejich kazdodenniho Usili nejsou urceny k jidlu, nebo pro lidi, ale pro

trh. To jsem védél jiz drive, ale az ted osobné prozivam pojem odcizen{

v potravinovych systémech. Neprestava mé fascinovat, Ze i kdyz zemédélci
pracuji s vysostné materialni zakladnou, presouvaji tuny pldy a semen

a zcela zasadnim zplsobem utvareji podobu krajiny, zaroven se ale pohybuji

na vysokeé Urovni abstrakce, pokud jde o jejich Zitou realitu, zcela podfizenou
trznim procestm. Ty urluiji jejich Zivoty a to, co a jak péstuiji, uréuji jejich
ekonomickou a socialni reprodukci. Ted zpétné vnimam trh jako ¢ernou diru,
ktera pohlcuje veSkerou hmotu a udalosti — jeden den jsou pole plna a druhy den
prazdna, nikdo vlastné poradné nevi, kde vypéstky skoncili. Ani sami zemédelci

to nevédi. Prodaji to do mistniho odbytového druZstva a tim to pro né konci.
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I am sitting by the window watching a long metal rod anchored in the wall of
the house across the street as it swings and sways whipped by strong winds,
and I am thinking about Ddvid’s questions. At the tip of the rod sits an anten-
na resembling a hand grill, the kind used by the farmers in a small village in

the Spanish region of Burgos. As I contemplate the antenna, memories of mo-
ments left behind in a field in Spain flash before my eyes. Recently, I went there
on a research trip with my friend Asuncion Molinos Gordo, an artist hailing
from the said village. I am catching the glimpses of those memories more clear-
ly now; apparently, the neighbour’s antenna is receiving a good signal.

I have just remembered several-hour-long dinners with the local farmers.

We are drinking wine from their vineyards, but it is only at this moment that

I realize that they have never offered us any of their own produce to eat.
Instead, we eat the food they had bought at the supermarket. Actually, do

the farmers ever get to eat what they themselves grow? These never do.

To investigate the reality and attitudes of the farmers through the examination

of their refrigerators is a truly nourishing anthropological moment.

But where are the results of their daily work, at the end of which they always
look so worn out and tired? Around us, there are thousands of hectares of fields

maintained by the farmers with whom I share the table — so where is all that food?

The fruits of their daily labour are not intended for eating nor for people, but for the
market. That I knew already, but I am only now personally experiencing the term
alienation in food systems. It never ceases to amaze me that even though the farmers
work solely with material base — they move tons of soil and seeds, fundamentally
shaping the countryside, they operate at a high level of abstraction, when talking about
their lived reality, totally subordinated to the market processes. These determine their
lives, what they grow and how they grow it, their economic and social reproduction.

Now, retrospectively, I perceive the market as a black hole devouring all matter and
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Ackoliv, neni to pravé onen abstraktni trh, ktery pfesouva tuny ptdy, semen

a zasadnim zplsobem utvari podobu krajiny, skrze sviij nastroj — zemédélce?

Vybavuje se mi Ellen Meiksins Wood a jeji teze, Ze ,,kapitalismus je systém,
v némz se zboZi a sluzby, véetné nejzakladnéjsich Zivotnich potreb,
produkuji pro sménu se ziskem, kde se jako zboZi na trhu prodava dokonce

i pracovni sila a kde jsou vSichni ekonomicti aktéri zavisli na trhu“.*3

Lze to vzit i za opacny konec a zeptat se, zda spotiebitelé vi, odkud
pochazi jejich jidlo. Nejsem si ale vibec jisty, zda je jeSté uZiteéné tuto
naduzivanou otazku klast. A nejen kvili tomu, Ze byla apropriovana trhem,

ale i kvili tomu, Ze v sobé neobsahuje jakykoliv emancipacni narativ.

Aby tito zemédélci prezili, tak berou dotace. A dotace jsou na slunecnice

a obili, tak péstujou slunecnice a obili. Kam oko dohlédne, rozprostiraji

se pole plné do sebe schoulenych subtilnich a vrascitych ne-lidskych

bytosti. Pohupuji se ve vétru s hlavou skleslou na hrudi vyschlého stonku,

s koncetinami povadle svéSenyma podél téla. Jako by zde Giacometti za
sebou zanechal své Zivotni dilo, o kterém nikomu nefekl. Ptaci z posmutnélych

tvari vyklovavaji semena, ktera dopadaji na degradovanou padu.

Byly ty slunecnice skutecné smutné a sklicené, nebo to byly pouze

mé antropomorfni pfedstavy, které jsem do nich projektoval?

Na polich provadim nékolik sond ry¢ovou metodou, jako kosmonaut na

meésicni krajiné hledam jakékoliv znamky zivota. Cokoliv, co by vykazovalo
pfitomnost organizmd. Od Cichani k pidé, pfes analyzu barvy az po hledani zizal
a bezobratlych. VSe nasvédcuje tomu, Ze se nachazim uprostfed mrtvé krajiny.
Chodim po prachu, jilu a kamenech. Vodni i vétrna eroze je na mnoha mistech

priserné velka a fikam si, jak dlouho tady jesté bude mozné cokoliv péstovat?
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events — one day the fields are full, the next they are empty; and no one actually knows
where the fruits and vegetables end up. Not even the farmers know the answer to this
question. They sell them to the local agricultural sales cooperative, and that’s where
the story ends for them. But isn’t it exactly this abstract market, which moves tons of
soil and seeds, fundamentally shaping the countryside, exploiting its tool — the farmers?

Ellen Meiksins Wood and her thesis that “capitalism is a system in which goods
and services, down to the most basic necessities of life, are produced for profitable
exchange, where even human labour-power is a commodity for sale in the market,

and where all economic actors are dependent on the market”*3 comes to my mind.

But we can also put it the other way around and ask whether the consumers know
where their food comes from. However, I am not quite sure whether it is still useful
to ask this hackneyed question. And not only because it has been appropriated

by the market, but also because it doesn’t contain any emancipative narrative.

To survive, these farmers receive subsidies. And these subsidies are intended
for sunflowers and cereal crops, so they grow sunflowers and cereals. As far
as the eye can see, there are fields full of curled up, frail and wrinkled non-
human beings, swaying in the wind with their heads dropped on their chests
of dry stems and their limbs drooping at the sides of their bodies. Like some
secret Giacometti masterpiece, stashed away here by the artist himself. Birds

peck out the seeds of their sad faces, and they fall down on depleted soil.

Were the sunflowers really sad and anguished, or was it just my anthropomorphic

imagination which I projected onto them? That I will probably never know.

Out in the fields, I conduct several probes using the spade method
as an astronaut searching for any evidence of life on a moonscape.
Anything that would signal the presence of organisms — from smelling

the soil and analyzing its colour to searching for earthworms
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Toho vecera sdilim zemédélclim vysledky mé analyzy a bez pfemysleni
odpovidaji, Ze vi o tom, Ze v plidé neni organicka hmota a Ze by

bylo idealni hospodafit v Uplné jiném modelu. Mluvi o agroekologii

a ekologickém zemédélstvi. Tim mé hodné prekvapuiji, zvlast kdyz
detailné popiSou, jak presné by bylo dobré hospodarit.

Ale neudélaji to. Citim, ze téch bariér je mnoho a oni mi feknou jen
nékteré. Tak divérné se jesté nezname a také by moZna nebyly schopni
naformulovat nékteré pohnutky. Mluvi o tom, Ze za ekologickou produkci
by dostali stejné jako za konvencni, protoZe o ni pry neni zajem. Také
mluvi o vynosech, které jsou pry v ekologickém zemédeélstvi nizsi. Sami ale
dodavaji, Ze jim pfi sou¢asném modelu klesaji vynosy kvili degradaci pldy
a ze z dlouhodobého hlediska bude prechod na ekologické zemédélstvi

nevyhnutelny. Vynosy nejsou véechno, i kvalita pddy je dilezita.

Nem(zu se zbavit dojmu, Ze jsou nécim svazani. Nemluvili o tom, ale neslo
prehlédnout, Ze maji techniku za miliony korun, kterou jisté nezaplatili
hotové na drevo. TakZe maji Uvéry, jsou ukotveni v systému, ze kterého
neni ddvod vystupovat, protoze maji vie zajisténé a nemusi nad tim,

co délaji a jak to délaji, prilis premyslet. Je to pohodlny systém, ktery

je vSak uvrhl do zavislosti na externich dodavatelich, externim servisu

a externim vykupu, kde nemaji Zadny manévrovaci prostor k vyjednavani

a i pres velké obraty, které protecou pres jejich Gcty, se neda fict, Ze by si
vydélali distojnou mzdu. Pravé proto, Ze pres zemédélce dotace a zisky
jen proteCou. K dodavateltm techniky, sluzeb a materiald, za licence.

Vnitfni rozpory vyvérajici z toho, co si zemédélci mysli a citi, Ze je spravné
avtom, co si mysli, Ze je nutné délat pro preZiti, nebo pro zachovani dané
normality, prosakuji pfi kazdém nasem setkani. NemozZnost prekonat

agroindustrialni paradigma se pro mé stalo no¢ni mdrou, protoZe timto

paradigmatem je prosycené vSechno a vsichni, akoliv o tom nikdo nemluvi.
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and invertebrates. Everything indicates that I'm standing in the
middle of a dead countryside. I walk on dust, clay and stones. In
many places, the effects of water and wind erosion are so severe that

I wonder how long it will be possible to grow something here.

That very evening I share the results of my analysis with the farmers. They
answer without thinking that they know there’s no organic matter in the soil and
it would be ideal if they could farm using a completely different model. They
talk about agroecology and ecological agriculture. I'm very surprised, especially

when they describe in detail the precise best way to manage farming.

But they don’t do it. They tell me about some of the barriers, but I can feel that there
are many more. We don’t know each other so intimately; and, perhaps, they wouldn’t
be able to formulate clearly some of the motives. They say that for the ecological
production they would get as much as for the conventional one, because there’s no
demand for it. They also talk about the profitability which is lower in ecological farming.
But they themselves add that with the present model, their profits decrease due to soil
degradation, and that in a long-term perspective the transition to ecological agriculture

will be inevitable. Profits aren’t everything, quality of the soil is also important.

I can’t rid myself of the impression that they are somehow bounded. They haven’t
mentioned it, but it is obvious that they have machinery worth millions and they
certainly didn’t pay cash on the spot for it. That means that they have loans, they
are tethered to the system and they have no reason to quit, because everything is
secured and they don’t have to think much about what they do and how they do it.
It’s a comfortable system which, however, has placed them into a cycle of depending
on external contractors, external service and external purchase, where they don’t
have any manoeuvring space for negotiation; and, in spite of high turnovers which
flow through their accounts, one cannot exactly say that they are making a decent
living. And it’s because subsidies and profits just flow through the farmers to

the suppliers of technical equipment, services and materials — for licenses.
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Kalendar zemédélské techniky John Deer valejici se na zemi v rohu u zdi,
Diegovo staré a flekovaté tricko John Deere, které ma vzdy na sobé pod
vrstvami mikin. Nad destila¢nim zafizenim na zdi nelegalni palirny vinné koralky
visi kalendar zahradni techniky Stihl, na kterém se fluidné prolina polonahy,
dokonale vypracovany mladik se stromem a napliiuji se vize Donny Haraway

o symbiotickych, mezidruhovych vztazich. Ten, kdo urcuje narativ, urcuje

produkci. Technologie urcuji trajektorii, po které zemédélci jdou, nikoliv naopak.

Jedu s Diegem jednoho rana osit jedno pole ozimem. Ridim pfiserné velky
traktor a z kabiny si v§imam, Ze pole, po kterém jezdime, na rozdil od
okolnich, neni postfikano tzv. totalnim herbicidem glyfosat, ktery mistni
zemeédeélci pouZivaji misto orby, aby tim usetfili na nafté. Na poli nejsou ony
charakteristické rezavé skvrny tvofené reziduem zasazenych rostlin. Ptam
se na to Diega a k mému prekvapeni mi sdéli, ze ,,na svém poli bych to nikdy
nedélal, stfikdm jen na pronajatych polich“. PFili$ si svého pole ceni. Tato
odpovéd mé hodné zasahla a dodnes na ni myslim, v jedné vété je vyjadien

cely rozpor reality zemédélcll na tomto misté, a zfejmé i na celém svété.

Kladu si otazku, jak ma vypadat transformace? ProtoZe soucasny stav vyzaduje
transformaci, nikoliv kosmetické Upravy. A jak by mohla vypadat pro zemédélce
prijatelna transformace, ktera za¢ne u nich, nikoliv u vladnich nafizeni. Dochazi
mi, Ze zemédélci jsou schopni prfesné analyzy a vi, co je potfeba délat. Abych
tu otazku tedy zpresnil — jak posilit schopnost zemé&délcl dosahnout viastni
emancipace? Antropolog Michael Taussig navrhuje, Ze ,,alternativni ekonomika
musi byt pfijemna, jinak jaky to ma smysl?“* Toho se s kamaradkou Asuncion
drZime a promyslime moznosti komunitnich diskusi nad jidlem, kterych

by se Ucastnili zemédélce z regionu. Chceme, aby na to pfisli zemédélci

sami, na$ Ukol chapeme v roviné pfipravy pudy a prostiedi, kde by se citili
dobre, uvolnili se a pokusili si predstavit v tuto chvili nepredstavitelné.
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The internal contradictions between what the farmers think and feel is right and what
they think is necessary for survival or maintaining the status quo come out every time
we meet. The impossibility of overcoming the agro-industrial paradigm has become

a nightmare for them, because everything and everyone is immersed in this paradigm,
even though no one talks about it. There’s a calendar of John Deere agricultural
equipment lying on the floor in the corner of the room, Diego’s old stained John Deere
T-shirt which he always wears under several layers of sweatshirts. Above the distilling
equipment, hanging on the wall of an illegal brandy distillery there’s a calendar of
Stihl gardening tools on which a half-naked, strapping young man leans against

a tree; and thus Donna Haraway'’s visions of symbiotic interspecific relationships
become real. The one that determines the narrative determines the production.

Technologies determine the trajectory of the farmers, never the other way around.

One morning, I go with Diego to sow one of the fields with winter grain. I drive
an awfully huge tractor and from the cab I notice that the field along which we
are driving, isn’t — unlike the others — sprayed with a so-called total herbicide
glyphosate which the local farmers use instead of ploughing to save diesel. On
the field, there are no characteristic ginger stains formed by the remains of the
affected plants. I ask Diego about it, and to my surprise, he answers: “I would
never do it on my own field; I spray only the rented fields.” He values his field
very much. This answer has left a deep impression on me, and I keep thinking
about it even today. The whole contradiction of the reality of the farmers here

and probably elsewhere around the world is expressed in two sentences.

I keep asking myself — what should a transformation look like? Since the present
state requires a transformation, not cosmetic improvements. And what should
an acceptable transformation for the farmers look like? The one that starts with
them, not with government regulations. I realize that the farmers are capable

of an exact analysis and know precisely what to do. To render the question

more precise — how can the farmers’ ability to gain their own emancipation be

strengthened? The anthropologist Michael Taussig suggests: “The alternative
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Vecer u jidla (snad aby se podtrhla totalni impotence zemédélského
a potravinového systému, neschopného zajistit potraviny z mista
vyroby, tak jime slavky) zemédeélci mluvi o tom, Ze region, kde se
nachazime, byl prosluly svymi lusténinami, hlavné ¢ockou, cizrnou
a fazolema. Jejich predkové, konce jejich rodici, je péstovali. Ovsem

dnes pry nema o lusténiny nikdo zajem, a tak je nepéstuiji.

MoZna to souvisi s pestrou nabidkou hotovych jidel a degradaci doméciho vareni.

MoZnd to souvisi s tim, Ze nikdo ze zemédélcd v této vesnici
nema stabilni vztah a nejde tak uplatiiovat tzv. tradiéni

déleni roli, kdy se predpoklada, Ze vafit bude Zena.

Prvni, kdo z vesnice odesly, byly mladé zZeny. Odjeli budto za zajimaveéjsi

praci, do zahrani¢i, nebo za studiem. Ve vesnici tak z(stali pouze dlchodci

a zemédélci, kterym je od tficeti do... no hodné. Zemédélci (vSichni jsou to
mugzi), tak maji problém najit stabilni vztah. Dozvidam se o akcich, kdy do
vesnice Cas od ¢asu prijede autobus plny Zen réizného véku, plvodem z Latinské
Ameriky. Je veselka, zemédélci se poznaji se Zenami a nékdy se domluvi na
spole&ném Zivoté. U obou aktérd se jedna o pragmatickou volbu. Zeny u?
vétSinou maji vlastni rodiny, které chtéji zajistit a zemédélci to vi. Protoze

ale dle slov jednoho ze zemédélcl ,,Zeny nerostou na stromech®, tak na tuto

symbiotickou spolupraci pfistupuiji. Zeny ale kon&i vétsinou v domacnosti.

Mechanizace v zemédélstvi zrusila praci, kterou vykonavaly Zeny, a nepotrva
dlouho a také prace muzl bude nahrazena. Jezdit s traktorem dokaze

i navadéci GPS systém, nové generace traktord jiz nemaji kabinku pro fidice.

Jeden stary zemédélec, ktery za nic na svété nechce odejit do dichodu,
mi popsal vyvoj traktor( ve Spanélsku. Prvni traktory pry také nemély

kabinu ani stfechu, ackoliv pro fidice samoziejmé misto bylo. Kdyz do
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economy has to be pleasurable otherwise what’s the point?”** My friend Asuncidn
and I stick to this suggestion, as we consider the idea of community discussions,
in which the regional farmers would take part, over food. We want the farmers

to realize it themselves. We see our task as preparing the ground for them to

feel good, to relax and, at this moment, to try to imagine the unimaginable.

In the evening, at dinnertime (maybe to emphasize the total impotence of the
agricultural and food distribution system which is not able to secure the locally-
grown food — we are eating mussels), the farmers tell us that the region where

we are now used to be famous for its legumes, especially lentils, chickpeas and
beans. Their ancestors, up to their parents’ generation, used to grow them. Today,

evidently, there’s no demand for legumes, so they don’t grow them anymore.

It may be related to a wide offer of ready meals and the depreciation of home cooking.

It may be related to the fact that none of the farmers in this village
has a steady relationship, and so it’s not possible to apply a so-called

traditional role division within which women are supposed to cook.

Young women were the first to leave the village. They left for better work, studies

or to live abroad. Only pensioners and farmers — whose age ranges from 30 to...
many years old — were the only ones who stayed. Because of this it’s difficult for

the farmers (since all of them are men) to find a match. I learn about the curious
events that they organize from time to time. Sometimes, a bus full of Latin American
women of different ages comes to the village. They organize a party, the farmers get
to know the women and sometimes they agree on a new life together. It’s always

a pragmatic choice for both of them. For the most part, the women already have their
families, they want to provide for them, and the farmers know it. But, since women,
according to the words of one of the farmers, “don’t grow on trees”, they accept this

symbiotic collaboration. These women, however, generally end up as housewives.
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Spanélska zadaly proudit traktory se stfechou ze zahraniéi, tak se zemédélci
boufili, branilo jim to pry ve vyhledu a povaZovali to za nepfirozené.

Dnes jsou kabinky pro fidi¢e klimatizované, s pohodlnymi sedackami,

diky druzicovému navadéni se nemusi pfili$ ohlizet vpravo Ci vlevo. Ani

tento model netrva vécné, kabinky uZ jsou opét pryc. I se zemédélci.

Dupuy v naSem rozhovoru citoval tezi Ivana Illicha o principu kontraproduktivity.
Dostala se ke mné aZ diky Dupuyovi a musim se k ni obcas vracet: ,,... za uritym
na produkovani dobra, tim vice se stavaji prfekazkou realizace UcCelu, jemuz

maji slouZit. Tak lékaFstvi $kodi zdravi, vzdélani otupuje, doprava znehybiuje,
komunikace nas ¢ini hluchymi a némymi, informace nic¢i vyznam a fosilni paliva

pochazejici ze zaniklého svéta hrozi v budoucnosti vymytit mozZnost Zivota.“*s

Z jiné perspektivy o tom mluvi Jevonstv paradox,
kdy ,,technologicky pokrok pfinasejici vétsi efektivitu pf¥i vyuzivani
urcitého zdroje paradoxné zvySuje spotfebu tohoto zdroje kvl

veétsi poptavce (misto ocekavaného poklesu spotreby)“.t6

A tak sice mGzeme pozorovat zanik pracovnich mist a konec
¢lovéka v produkci potravin, ale presto se na horizontu udalosti

stale nerysuje konec pouzivani fosilnich paliv a pesticidq.

Dalsi vecer jime ryby a chorizo. Diego zapali uschlé vétvé z vinné révy,
profezané rukama, nemajetnych namezdnich pracovnikd, ktefi musi prodavat
svou pracovni silu vyménou za mzdu, aby ziskali prostfedky potfebné

k Zivotu i k samotné praci.” Spanélsti zemédélci jsou zcela zavisli na
Bulharskych a severoafrickych pracovnicich, jez dodala mistni agromafie.
Ackoliv zemédélci plati ,,agenture” i za socialni a zdravotni, k pracovnikim

se tato ¢astka ani sluzba jiz nedostane, vétSina penéz skonci u agentury.
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Mechanization in agriculture replaced women workers and it won'’t take
long to replace men workers, too. The GPS system can also drive a tractor;

actually, the new generation tractors don’t even have drivers’ cabs.

One old farmer, who doesn’t want to retire for the world, described the evolution of
tractors in Spain for me. The first tractors, apparently, had neither cabs nor roofs,

even though, naturally, they had space for drivers. When the first tractors with roofs
started to flow in to Spain from abroad, the farmers protested against them. They
considered them unnatural, since the roof obstructed their view. Today, drivers’ cabs
are airconditioned and equipped with comfortable seats. Thanks to satellite navigation
the drivers don’t have to look to the right and to the left too much. Nevertheless, not

even this model can lasts forever; the cabs are gone, together with the farmers.

In our interview, Dupuy quoted Ivan Illich’s thesis about the notion of counter
productivity which I always wanted to read but I never did. It came to me thanks
to Dupuy, and I have to return to it from time to time: ,,Beyond certain thresholds
of development, the more widespread our major institutions designed to produce
the good become, the more they become an obstacle to the realization of the very
purposes that they are supposed to serve. Thus medicine ruins health, education
stupefies, transport immobilizes, communication makes us deaf and dumb,
information destroys meaning, and fossil fuels, which reactualize the dynamism

of a vanished world, threaten to extinguish the possibility of life in the future.”*®

The Jevons paradox talks about it from a different perspective when “technological
progress increases the efficiency with which a resource is used (reducing the amount
necessary for any one use), but the rate of consumption of that resource rises due

to increasing demand”*¢ (instead of the expected diminished consumption).

And so, we can observe job losses and the end of man in food production, but in spite

of that there’s still no end of the use of fossil fuels and pesticides on the horizon.

TOMAS UHNAK
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Pockame, aZ prace migrant( shofi na jemné uhliky a Diego poloZi grilovaci mfizku,
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naplnénou platyzem ulovenym v mofi pravdépodobné také migranty. Vedle ryby

jsou tlusta choriza, ze kterych ukapava tuk do uhlikd a rozsvécuje malé plaminky,

prerusované osvétlujici tvar Diega. Je mu kolem ftficeti, ale vyzafuje z néj

zkuSenost a rozvaha sedmdesatiletého ¢lovéka. Jen jeho neposednost a neustale

projevovana péce o potteby ostatnich naruduje onu tézkopadnou dlstojnost.

Stojime v prazdné ulici, pozorujeme hvézdy, u zdi se opéka jidlo. Je

pred pllnoci, kolem nas létaji sova a netopyfi, do tmy Zhnou uhliky

a meé se chaoticky prolina nepfeberné mnozstvi myslenek a dojm.

Jako ted, kdyZ sedim v malém pokoji byvalé spofitelny, v dvoupatrovém

domku na navsi jedné vesnice v Orlickych horach a z okna pokoje pozoruju,

jak silny vitr komiha dlouhou kovovou tyci, ukotvenou ve zdi protéjSiho

domu. Ty¢ je zakoncena anténou, pripominajici mrizku ruéniho grilu, jaky

pouzivaji zemédélci v jedné malé vesnici ve Spanélském regionu Burgos.

TEXT

Ako vsetky teld,
moje viac tiel naraz.
medzi druhmi
tam kde nie je

ten, td, to,

ti druhi

chlieb druh rodiny.
posledné ststo
nerovnosti

v arabskom svete
uz je jar

bread is figth

a svet je sSpajza

vraj
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The next evening, we eat fish and chorizo. Diego sets fire to the dry branches of
grape vines, cut by the hands of low-paid workers who have to sell their labour
force in exchange for a wage to get the means necessary for living and the work
itself.” Spanish farmers depend completely on Bulgarian and North African
workers supplied by the local agromafia. Even though the farmers pay the
“agency” for the workers’ social and health insurance, this service and money

never reach the workers — most of the money ends up with the agency.

We wait until the migrants’ work burns down to soft coal and Diego puts a hand grill
laid with flatfish — probably also caught in the sea by the migrants — on it. Next to the
fish, there are fat chorizo sausages. Their dripping fat pops and flares in the small
flames, intermittently lighting up Diego’s face. He’s around 30 years old, but he has
an aura of an experienced and prudent 70-year-old man. Only his restlessness and

continuously manifested care for the needs of others disrupts his torpid reverence.

We are standing in the middle of an empty street, looking at the stars,
while our food is roasting on the side. It’s almost midnight, an owl and
several bats fly by. The lumps of coal flicker into the night and a myriad of

thoughts and impressions start to intermingle chaotically in my mind.

Just like now, as I'm sitting by the window in the small room of the former savings
bank in the two-story first-republic house situated on the square of the village in the
Orlické Mountains, watching the strong winds swing the long metal rod anchored in
the wall of the house across the street. The rod ends in an antenna resembling a hand
grill, the kind used by the farmers in a small village in the Spanish region of Burgos.

Like all bodies,

my more bodies at once.
between species

where there’s no

this, that,
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prehlad stracam.
identit, mriam,

v hlave Saldt mdm
idef gulds,

neistoty krajec
namdcam.

Ako vsetky stavy,
tento viac ich naraz
ved'tu rolim weed

a peciem weed

a nosim weed

telo predsa

nikde nekonci!

Ako vsetky stavy,
tento viac ich naraz a
ved'rolim weed

a peciem weed

a nosim weed

moje telo

nikde nekonci!
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the others

bread a sort of family.
the last bite

of inequality

in the Arab world

it’s spring already

bread is fight

and the world is a pantry

supposedly

I'm losing track of things.

identities, yummy,

a mash of thoughts

a goulash of ideas,

a slice of doubts

I'm dipping.

Just like all the states,
this one more at once
here I'm rolling weed
I'm baking weed

and I'm wearing weed
after all the body
never ends!

Just like all the states,
this one more at once
here I'm rolling weed
I'm baking weed

and I'm wearing weed
my body

never ends!
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Myslim na Davida a jeho rodinu. Pfedstavuju si domek na vesnici, kde bydli,

a pokousim se predstavit si, jak ho pfi pfipravé instalace ve Vychodoslovenské
galerii ovlivnila jeho nova zkuSenost pecovatele o jeho malou dceru, jeho

Zenu a kvasek. Jeho rodina je ale mnohem $irsi a zahrnuje miliardy lidskych

a ne-lidskych aktérd. David si je toho dobfe védom. Ostatné, vypravi

o tom v textu, ktery rapoval ve videu na vystavé v galerii. Ted jeho text

prochazi jako jehlice $pizu mym textem tvofici riznorodé ingredience.

Ve volnych chvilich monitoruju v Kralovéhradeckém kraji obsazenost
Capich hnizd. V téchto dnech by se totiz méli vracet na hnizda.

Diky globalnimu oteplovani, a tedy mirnéjsim zimam a dostatecné
nabidce potravy, uz vSak nelétaji zimovat az do subsaharské Afriky.
Casto kon&i ve Spanélsku, Francii, v Bulharsku nebo Izraeli.2® A tak
objizdim zatim stale prazdna hnizda a zaznamenavam jejich absenci.

I to je cenné stejné jako zaznam, Ze na hnizdé byl spatfen ¢ap.

Kroniky mést by mély obsahovat také zaznamy o dalSich ne-lidskych
obyvatelich, ktefi jsou pro uchovani ekosystémovych sluzeb vétsinou
obyvatel by tak mohlo byt souasti oficialnich zaznamd mést. Bylo by to

uzite€né prinejmensim z hlediska utvareni mezidruhového porozuméni.

Takové zaznamy existuji na Grovni spolk( a vypovidaji mnoho nejen o samotnych

ne-lidskych aktérech, ale mnohem vic o lidech, ktefi zaznamy pofizuji.

Uvadim zde pfiklad Capiho hnizda, umisténém na kominu byvalé kotelny
firmy Petris v obci Solnice. Dnes sidli v budoveé firma, jejiz ¢innosti je
Lvyroba ochrannych balistickych pomdcek, ochrannych rukavic, pfilby,
Stity, protitiderové obleky*“. % Capi tak apropriovali prostor, ktery je péknym
prikladem symbiotického vztahu ustavujici dvoji reprodukci: socialne-

biologickou a ekonomickou. O ekonomice nasili jsem jiz psal.

#
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I think of David and his family. I imagine their house in the village where they live and
try to imagine how his new experience of fatherhood and providing for his daughter and
his partner, as well as yeast influenced him during the preparation of his installation

at the East Slovak Gallery. Yet his family is much broader and made up of billions

of human and non-human actors. Ddvid is aware of it. After all, he talks about it

in his rap lyrics in his video which formed part of the exhibition at the gallery. Now,

his lyrics weave through my text composed of diverse ingredients, skewer-style.

In my spare time, I monitor the occupancy of white stork nests in Hradec Krdlové
Region. At this time of the year, they should be returning to their nests. Thanks

to global warming, milder winters and sufficient food, they don’t fly to Sub-
Saharan Africa anymore to spend the winter there. Instead, they often fly to Spain,
France, Bulgaria or Israel.*® And so, I go around the empty nests and record

their absence. If a stork is seen in the nest, it’s also valuable information.

City chronicles should also contain records of their non-human residents who are
often more important for the maintaining of ecosystem services than humans.
The observations of the destinies, needs, joys and sorrows of these residents
could thus form part of official city records. It would be useful at least from

the point of view of the creation of mutual interspecific understanding.

These kinds of records exist at the level of associations and
reveal a lot not only about the non-human actors themselves, but

even more about the people who keep these records.

I present here an example of a stork nest located on the top of a chimney of a former
boiler room of the Petris company in the village of Solnice. Nowadays, a company
producing “protective ballistic equipment, gloves, helmets, shields, anti-impact suits”*®
is based in the building. In this manner, the storks appropriated a space which is

a nice example of a symbiotic relationship establishing a double reproduction: social-

biological and economic. I've already written about the economy and violence.

TOMAS UHNAK
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Zaznam Zivota ¢api2° na tomto misté, jejich kazdodennosti, ma kvalitu

Gombrowiczovych denik(. Zaznam z hnizda uvadim opacéné, nez je

tvoren, chronologicky v Case, tedy od zacatku pozorovani dodnes.

29.3.2014, 9:00

¢ap na hnizdé nepozorovan.
Capi se na hnizdo vraceji.
Pozn. k lofskému roku

— ¢api neméli mladé, byt
sedéli — nezndm ddivod,

do hnizda jsem nevidél.

1.6.2014,17:00 -17:10

dospély sedi na hnizdé. Jeden
pték sedi na hnizdé, druhy
shira potravu 0 100 m dale

na Cerstvé posecené louce.

10.7.2014,9:30 - 9:35

vzrostla, plné operena

mladata. Pocet mladat: min 1.

19.7.2014,13:15-13:25

vzrostla, plné operena

mladata. Pocet mladat: 1.

30.7.2014, 20:15 - 20:20

vzrostla, plné operena

mladata. Pocet mladat:

letos$ni mladé stale na koming.

TEXT: TOMA
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19.3.2015,15:50 - 15:51

4.4.2016,8:00-17:00

jeden dospély na hnizdé.

15.6.2015,16:00 - 16:05

2 dospéli (par) na hnizdé.
Chvilemi se na kominé
zdrzuje kompletni par
dospélych; zfejmé ale letos
nezahnizdi, i kdyZ pokusy

0 pareni jsme pozorovali.

22.7.2015,20:15-20:20

jiné pozorovani ¢apl na

hnizdé. Par ¢apl se pravidelné

zdrzuje na kominé, ale letos

urcité ke hnizdéni nedoslo.

2.4.2016,10:00 - 10:05

jeden dospély na hnizdeé.
Dnes jiz vétSinu Casu travi
1 ¢ap na hnizdé; datum
prvniho priletu na hnizdo

bude asi o par dni starsi.

UHNAK

jeden dospély na hnizdé.
Hnizdo obsazeno jednim
¢apem cca od poloviny
minulého tydne (zaregistroval
jsem jej ve Ctvrtek, ale myslim
si, Ze jiz zde mohl byt o den

¢i dva dny dfive). Na hnizdé

se zdrZuje po vétsinu dne.

7.4.2016,15:35

jeden dospély na hnizdé.
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The records of the life of storks?° in this place and their dailiness are created

after Gombrowicz’s diaries. I present the records of the nest in chronological

order — that is, from the beginning of the observation until today.

29/03/2014 at 9 a.m.: No stork

in the nest. The storks return

to their nest. NB: Last year, the
storks didn’t raise their offspring,
even though they incubated their
nest (I don’t know the reason

why, I didn’t see into the nest).

01/06/2014 from 5to 5:10 p.m.:

An adult is sitting in the nest. One
bird is sitting in the nest, the other
one is collecting food 100 metres

away on a freshly cut meadow.

10/07/2014 from 9:30

to 9:35 a.m.: Grown, fully
feathered chicks. The num-

ber of chicks: min. 1

19/07/2014 from 1:15 to
1:25 p.m.: Grown, fully feathered

chicks. The number of chicks: 1

30/07/2014 from 8:15 to
8:20 p.m.: Grown, fully feath-

ered chicks. The number of
chicks: This year’s chick

is still on the chimney.

TEXT : TOMAS

19/03/2015 from 3:50 to

3:51 p.m.: One adult in the nest.

15/06/2015 from 4:00 to

4:05 p.m.: Two adults (a cou-
ple) in the nest. At times, the
adult couple is on the chimney;
but they probably won’t nest

in this year, even though there

have been mating attempts.

22/07/2015 from 8:15 to

8:20 p.m.: Another observation
of the storks in the nest. The cou-
ple of storks regularly spend their
time on the chimney, but they cer-

tainly haven’t nested in this year.

02/04/2016 from 10:00 to
10:05 a.m.: One adult in the

nest. Today, the first stork has
spent most of the time in the nest;
the first arrival in the nest took

place probably a few days ago.

04/04/2016 from 8:00 a.m.
to 5:00 p.m.: One adult in the

nest. The nest has been occupied

UHNAK

by one stork approximately since
the middle of last week (I no-
ticed it on Thursday, but I think
that it could arrive one or two
days earlier). It stays in the nest

for the most part of the day.

07/04/2016 at 3:35 p.m.:

One adult in the nest.

11/04/2016 at 2 p.m.: One adult

in the nest. The stork wasn'’t in the
nest during the weekend. Today, it
has come back. He’s been alone
so far. Someone who comes here
regularly to take the photos of

the chimney with the stork will
upload them. I live right under the
chimney, so it’s difficult for me to
take photos from this position.
The observation is difficult as
well; most of the times, I identify
the stork’s presence in the nest
according to its bill-clattering.
Sometimes, it's standing on

the edge of the nest. Otherwise
Idon’t get to see the stork,

because the nest is too deep.
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11.4.2016, 14:00

jeden dospély na hnizdé. Nyni byl
¢ap pres vikend mimo hnizdo.
Dnes se opét vratil, zatim je sam.
Fotky asi vloZi nékdo z téch,

ktefi chodi komin s ¢apem fotit.
Bydlim pfimo pod kominem, foti
se z této pozice velmi Spatné.

I pozorovani je obtizné, vétSinou
identifikuji pobyt ¢apa na hnizdé
podle klapani, nékdy stoji na
okraji hnizda. Jinak je hnizdo

hluboké a ¢apa nevidim.

13.4.2016,17:00 -17:05

2 dospéli (par) na hnizdé.

UZ jsou konecné dva.

14.4.2016,15:00 - 16:00

2 dospéli (par) na hnizdé. BEhem
dne (nevim kdy) se objevili na
hnizdé jiz dva , Klapalkové*.

Je mozné, Ze jiz den pred tim.

Ve stfedu jsem nebyl cely den
doma a ve Ctvrtek aZ odpoledne.
Na pfitomnost dvou ¢apl mne
upozornilo duo klapotu z komina.
Tak snad se letos do¢kame

mladych, bylo by zase veselo.

17.4.2016,12:00 -13:00

pareni. Hnizdo opravuiji.

TEXT

E

PECOVATELEM

29.4.2016,16:00 - 17:05

dospély sedi na hnizdé.

1.5.2016,11:00 - 12:00

2 dospéli (par) na hnizdé.

V tydnu jsem nezaregistroval
pritomnost ¢apl na hnizdé.
Do hnizda nevidim, tézko Fict,
zda jiZ sedi na vejcich. Dnes
jsem zahlédl oba ¢apy na
hnizdé. Prilet ani odlet jsem
nezaregistroval, mozna se
uskutecnilo stfidani na hnizdé.
Pri stfidani dochazi k okamziku,
kdy oba ¢api stoji na hnizdé,

a to mohl byt praveé ten

okamzik, kdy jsem je zahlédl.

2.5.2016,16:00-16:15

dospély sedi na hnizdé. Tak

to opravdu vypada, Ze sedi na
hnizdé&. ZaSel jsem se podivat

z vétsi dalky a byl vidét hrbet
¢apa ve hnizdé. J& je mam
moznost vidét pouze takto,
kdyZ stoji na hnizdé. Jsem
pfimo pod kominem, proto déni

v hnizdé se mi Spatné sleduje.

UHNAK

17.5.2016, 20:00

¢ap na hnizdé nepozorovan. Jiz
jsem delsi dobu nezaznamenal
néjaké déni na hnizdé. Sice

do hnizda nevidim, ale neni
slySet ani klapot ¢apd, ani

neni vidét Zadny pohyb.

18.5.2016, 8:45-8:55

jeden dospély na hnizdé.
Podarilo se mi zahlédnout
prilet ¢apa na hnizdo. Zaklapal,
ale 74dna dalsi odezva nebyla
(kdyz jsou na hnizdé dva, druhy
odpovida). Proved! ,na sobé
béZnou Upravu“ a opét odlétl.
Na hnizdé jsem nezpozoroval
Zadny pohyb. Vypada, Ze letos
budeme opét bez mladych. Je
zde néco zacarovano, posledni

léta se zde nedafi vyvést mladé.

11.6.2016,11:00 - 11:05

mala mladata v prachovém
Saté (cela bild). Pocet
mladat: minimalné jedno

mladé na hnizdé.
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13/04/2016 from 5 to 5:05 p.m.:

Two adults (a couple) in the nest.

Finally, there are two of them.

14/04/2016 from 3 to 4 p.m..

Two adults (a couple) in the nest.
During the day (I don’t know
exactly when), two “Clatterers”
appeared on the nest. It could
happen the day before... On
Wednesday, I wasn’t at home
the whole day; I came back on
Thursday afternoon. A clattering
duet informed me of the presence
of two storks on the chimney.
Hopefully, this year we will get

to see their offspring, it would

be a joyous occasion again.

17/04/2016 from noonto 1 p.m.:

Mating. They are

repairing the nest.

29/04/2016 from 4 to 5:05 p.m.:

The adult is sitting in the nest.

01/05/2016 from 11 a.m.

to noon: Two adults (a couple)

are sitting in the nest. I didn’t
register the storks’ presence
in the nest during the week.
I cannot see into the nest, so

it’s difficult to say whether they

TEXT : TOMAS
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are already incubating the eggs.
Today, I saw them both in the
nest. I didn’t see their arrival or
departure, maybe they took turns
in the nest. While taking turns,
there are moments when both

of the storks are standing on the
nest; and it could precisely be

the moment when I saw them.

02/05/2016 from 4 to 4:15 p.m.:

The adult is sitting in the nest.

It really seems that they are
incubating the nest. I went to
watch it from a greater distance
and I saw the stork’s back in the
nest. I can see them only this way,
when they are standing on the
nest. I'm right under the chimney,
so it’s difficult for me to see well

what’s happening in the nest.

17/05/2016 at 8 p.m.: No stork

was seen in the nest. I haven’t
seen anything happening in the
nest for a while. Although I cannot
see into the nest, there’s no

bill-cluttering or movement.

18/05/2016 from 8:45 to
8:55 p.m.: One adult in the

nest. I've managed to see the

stork’s arrival on the nest. It

UHNAK

clattered the beak, but there
was no answer (when they are
both in the nest, the other one
answers). It “fixed itself as
usual” and flew away. I haven’t
seen any movement in the nest.
It seems that this year, again,
there will be no offspring. This
place seems to be cursed; in the
recent years, they’ve not been

able to rear their chicks in here.

11/06/2016 from 11 to
11:05 a.m.: Little chicks

in white dusty feathers (all
white). The number of chicks:

Min. one chick in the nest.

15/06/2016 at 12:19 p.m.:

The adult is sitting in the nest. It
has seemed for some time now
that there’ll finally be chicks...
Somehow, I don’t have time now.
As soon as I have more time, I'll
write my observations down retro-

spectively and add some photos.

25/06/2016 from noon
to 12:05 p.m.: The chicks

grow up with dark remiges.

The number of chicks: 1 chick
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15.6.2016,12:19

dospély sedi na hnizdé. Uz delsi
dobu vypada, Ze nakonec se

i mladych doc¢kame... Néjak
nevychazi ¢as. Jakmile bude
vice Casu, popisi pozorovani

zpétné a pridam foto.

25.6.2016,12:00 - 12:05

mladata s vyrdstajicimi tmavymi

letkami. Pocet mladat: 1 mladé.

11.7.2016 jiné pozorovani

¢apd na hnizdé.

4.4.2017,12:30-13:00

pocet: 2 ad. Prilet tfi ¢apd, jeden
odtahl s neporizenou. Dva se

chvili zdrZeli, poté téz odlétli.
6.4.2017,10:30
pocet: 1 ad. Jeden se

tu opét ukazal...

8.4.2017,15:00 -17:00

jeden dospély na hnizdé. Asi je
zde spokojen... Tento jedinec
se zde zabydlel. Doufam, Ze
privede i druhou polovicku

paru a dockdme se mladych.

8.4.2017,16:00 - 16:05

jeden dospély na hnizdé.

TEXT : TOMAS

PECOVATELEM

8.4.2017,7:15 - 7:45

jeden dospély na hnizdé. Je

tu opét jeden... Nevim, zda

tu bylina noc. Nyni se Cisti,
vypada, jak kdyby pfiletél rano
urousany. Ted jsem se podival
na komin, ale odjizdim, tak

nevim, zda tu bude pres den.
9.4.2017, 15:45
jeden dospély na hnizdeé.

Vitéz zUstava na hnizdé.

9.4.2017,15:15-15:45

vice dospélych na hnizdé.
Pocet dospélych: 3. Okolni
kominy slouZi k mezipfistani
pred Utokem. Pfitom
nedaleko je hnizdo, které

je roky neobsazeno.

9.4.2017,15:15 - 15:45

vice dospélych na hnizdé.
Pocet dospélych: 3. Neustala
snaha vyhnat jednotlivce

z hnizda parem ¢apd.

9.4.2017,14:15 -14:30

vice dospélych na hnizdé. Pocet

dospélych: 3. NelUspésny par...
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9.4.2017,14:15 -14:30

vice dospélych na hnizdé.
Pocet dospélych: 3. Opét

,halet” na hnizdo, ubrénéno.
9.4.2017, 1:00
jeden dospély na hnizdeé.

Cap na hnizdé nocuije.

9.4.2017,5:45 - 5:50

jeden dospély na hnizdé. Cap
se asi zabydlel, stravil na
hnizdé noc. S dlleZitosti sobé
vlastni se rozhlizi z vysky. Nyni

odletél, ziejmé za potravou.

9.4.2017, 10:00

vice dospélych na hnizdé.

Pocet dospélych: 3. Bitva

o0 hnizdo, naletujici dva ¢api,
,domovsky“ hnizdo ubranil. Nynf

se prevazné zdrzuje na hnizdé.

10.4.2017,16:30
pareni. Nezdareny

pokus o pareni.

10.4.2017,16:00

2 dospéli (par) na hnizdé.
Spokojeny par, ktery dosahl
vitézstvi. Za¢ind drobna

Uprava hnizda a odpocinek.

#7136
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TEXT:

BECAME A

11/07/2016: Another obser-

vation of storks in the nest.

04/04/2017 from 12:30

to 13 p.m.. The number: 2 ad.
The arrival of three storks — one of
them flew away without any suc-
cess and the other two stayed for

a while and then flew away, too.

06/04/2017 at 10:30 a.m.:

The number: 1 ad. One

stork showed up again...

08/04/2017 from 3 to 5 p.m.:

One adult in the nest. It seems
to be satisfied... This individual
has settled in. I hope it brings
also the other half of the couple
and there’ll be offspring.

08/04/2017 from 4 to 4:05 p.m.:

One adult in the nest.

08/04/2017 from 7:15
to 7:45 a.m.: One adult in the

nest. Again, there’s only one

in here... I don’t know whether
it spent the night in here. Now,
it is cleaning itself; it seems as
if it came back in the morning

covered in dew. I looked at the

TOMAS
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chimney, but now I am leav-
ing, so I don’t know whether it

will be here during the day.

09/04/2017 at 3:45 p.m.:
One adult in the nest. The

winner is staying in the nest.

09/04/2017 from 3:15

to 3:45 p.m.: Several adults in
the nest. The number of adults: 3.
The surrounding chimneys

serve as a stopover before the
attack. And yet, there’s a nest
nearby which has been empty

for several years already.

09/04/2017 from 3:15

to 3:45 p.m.: Several adults in
the nest. The number of adults: 3.
There’s been a continuous effort
to throw the individual out of

the nest by a couple of storks.

09/04/2017 from 2:15 to

2:30 p.m.: Several adults in the
nest. The number of adults: 3.

An unsuccessful couple...

UHNAK

09/04/2017 from 2:15 to

2:30 p.m.: Several adults in the
nest. The number of adults: 3.
Again, there’s been an “attack” on

the nest, but it’s been defended.

09/04/2017 at1 a.m.:

One adult in the nest. The stork

(s spending the night in the nest.

09/04/2017 from 5:45

to 5:50 a.m.: One adult in the

nest. The stork has probably
settled in, it has spent the night
in the nest. It’s looking around
at its surroundings from a height
with its typical air of impor-
tance. Now, it has flown away,

probably to look for food.

09/04/2017 at 10:00 a.m.:

Several adults in the nest. The
number of adults: 3. The battle of
the nest. Two storks are attacking
the nest. Finally, the “resident”
defends the nest. Now, it is

spending time mostly in the nest.

10/04/2017 at 4:30 p.m..

Mating. An unsuccessful

mating attempt.
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10.4.2017,14:39 - 15:00

vice dospélych na hnizdé. Pocet
dospélych: 5. Momentalné je

v okruhu hnizda pét ¢apd. Dva
bréanici hnizdo, jeden vyhnany

z hnizda a dalsi dva utocici
stfidavé na hnizdo. Porazeny cap
nakonec odlétd, nova Utocici

dvojice to po Case téZ vzdava.

10.4.2017,14:38

2 dospéli (par) na hnizdeé.
Novi obyvatelé se zabydluij,
ale nastava dalsi komplikace.

PFiléta dalsi par ¢apd.

10. 4.2017, 14:35 vice
dospélych na hnizdé. Pocet
dospélych: 3. Rozhodujici Gtok
jsem propasl. Prave jsem jen
zahlédl dosednuti ¢apd po

vymeéné pozic na nova mista.

10.4.2017,14:15-14:25

vice dospélych na hnizdé. Pocet
dospélych: 3. Stale se nezménila
vyCkavaci taktika, pouze

zvukova komunikace je Castéjsi.
Schyluje se k rozhodujicimu

aktu. Bohuzel, musim odejit.

10.4.2017, 5:45

jeden dospély na hnizdeé.

TEXT : TOMAS

PECOVATELEM

10.4.2017,11:15-11:30

vice dospélych na hnizdé.
Pocet dospélych: 3. Opétovny
Utok na hnizdo stejnym parem,
jako v€era (poznavaci znameni

kFidlo jednoho z &apa).

10.4.2017,11:40 - 12:00

vice dospélych na hnizdé.
Pocet dospélych: 3. ObCasna
vymena Capiho klapani spojena
s pohybovymi kreacemi,

jinak nezménény stav.

10.4.2017,11:40 -12:00

vice dospélych na hnizdé.
Pocet dospélych: 3. Utodici

par se usadil na vedlejsim
kominé. Zacala vyckavaci
taktika. Na obou kominech jsou

zaujaty pozorovaci pozice.

11.4.2017,15:45

pareni.
11.4.2017,7:00 2
dospéli (par) na hnizdé. Parek

¢apd na hnizdé setrvava...

14.4.2017,7:20

pareni.
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16.4.2017,11:35

pareni. Od poslednf ,bitvy“

o0 hnizdo se zda byt klid. Tento
par se jiz chova, jako kdyby bylo
hnizdo od jakZiva jejich. Musime
doufat, Ze se jim podafi letos

vyvést z hnizda néjaké mladé.

23.4.2017,14:20 - 14:25

pareni.

29.4.2017,12:05

vice dospélych na hnizdé.
Pocet dospélych: 3. Opét
boj o hnizdo (Ci o partnera?).
Stavajici par boj vyhral

a zUstava i nadale na hnizdé.
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BECAME A

10/04/2017 at 4 p.m..

Two adults (a couple) in the nest.
A satisfied couple has gained the
victory. They do minor adjust-

ments of the nest and relax.

10/04/2017 from 2:39

to 3 p.m.: Several adults in the
nest. The number of adults: 5.

At the moment, there are five
storks nearby the nest. Two
storks are protecting the nest,

one has been thrown out of it

and another two are in turns
attacking it. Finally, the defeated
stork flies away and, after a while,

the new couple gives up, too.

10/04/2017 at 2:38 p.m.:

Two adults (a couple) in the nest.
The new inhabitants are settling
in, but there’s another problem —

a new couple of storks arrives.

10/04/2017 at 2:35 p.m.:

Several adults in the nest.

The number of adults: 3. I missed
the decisive attack.

I've just seen the arrival

of the storks after chang-

ing their positions.
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10/04/2017 from 2:15

to 2:25 p.m.: Several adults in

the nest. The number of adults: 3.

Their strategy of waiting hasn’t
changed, just their sound com-
munication is more frequent. The
decisive act approaches. Unfor-

tunately, I have to leave now.

10/04/2017 at 5:45 a.m.:

One adult in the nest.

10/04/2017 from 11:15

to 11:30 a.m.: Several adults in

the nest. The number of adults: 3.

A repeated attack on the nest
by the same couple as yester-
day (a wing of one of the storks

has a characteristic mark).

10/04/2017 from 11:40 a.m.

to noon: Several adults

in the nest. The number of
adults: 3. An occasional mu-
tual clattering accompanied
by body movements, other-

wise the same condition.

10/04/2017 from 11:40 a.m.

to noon: Several adults in the

nest. The number of adults: 3.
The attacking couple has settled

in on a nearby chimney. Their

UHNAK

waiting strategy has started. On
both chimneys, the observation

positions have been taken.

11/04/2017 at 3:45 p.m.:

Mating.

11/04/2017 at 7:00 a.m.:

Two adults (a couple) in the
nest. The couple of storks is

still staying in the nest...

14/04/2017 at 7:20 a.m.:

Mating.

16/04/2017 at 11:35 a.m.:

Mating. Since the last “bat-

tle of the nest” it seems that
there’s been peace. This couple
has been acting as if the nest
has always been theirs. We must
hope that they manage to rear

their offspring this year.

23/04/2017 from 2:20

fo 2:25 p.m.: Mating.

29/04/2017 at 12:05 p.m.:

Several adults in the nest. The
number of adults: 3. Again,

there’s another battle of the

# 139



STAL JSEM S

30.4.2017,19:25-19:40

vice dospélych na hnizdé. Pocet
dospélych: 3 Tvrdy boj o hnizdo,
za léta nepamatuji tak lity boj.
Nakonec asi ubranil stavajici par
hnizdo, coZ nedokazi posoudit.
Natolik se stale ménily pozice,
Ze neni jasné, zda zstal plvodni
par, Ci se prohodili partnefi.

Zda byl boj jen o hnizdo, ¢i

o partnera (partnerku). Létalo
pefiiklacky z hnizda. Boje se
odehravaly pfimo v hnizdé, télo
na télo, dochazelo navzajem

k vytlaGovani. Nevyrusila je ani

kolem prolétajici helikoptéra.

19.5.2017 2 dospéli (par)

na hnizdé. Je to néjaké divné,
vidim stale oba Capy stat na
hnizdé, nezda se, ze by sedéli.
Obcas se pari, opravuji hnizdo
a dostavuji. Cas od €asu odrazeji
Utok jinych ¢apt, stale si hnizdo
musi hlidat. Dnes po poledni
opét odrazili Utok, dostavovali
hnizdo a nevim, zda jeden

sedi a druhy pracuje, nebo
jeden odlétl a ten druhy stavi.
B&hem odpoledne jsem vidél

na hnizdé jen jednoho ¢apa.

TEXT

E

PECOVATELEM

24.5.2017

dospély sedi na hnizdé. Tak se
mi zda, Ze jiz od nedéle asi sedi
na vejcich. Prestali oba ¢api
soucasne stat na hnizdé. Véera
jsem pozoroval stfidani se na

hnizdé (3 x jsem zahlédl).

27.6.2017

dospély prinasi potravu. Do
hnizda nevidim, ale dle chovani
dospélého paru a zvuk( z hnizda
se zd4, Ze néjaci mladi by

uz méli byt. Hnizdo je veliké

a hluboké, ¢apata nebudou

tak hned vidét (z mé pozice
primo pod kominem, odjinud

nepozoruji déni na hnizdég).
5.8.2017
vzrostld, plné opefena

mladata. Pocet mladat: 2.

19.8.2017,15:35 -

16:50 vzrostla, plné operena

mladata. PoCet mladat: 2. Tak
se opét podarilo vyvést mladé.

Smiila je snad protrZena...

UHNAK

3.4.2018

pocet: 1. Zaregistroval jsem
kratkou navstévu hnizda.

Z mého stanovisté jde jiz
pomérné Spatné zaregistrovat
pobyt ¢apa na hnizdé, pokud se
neozyva, nebo nestoji vylozené
na okraji hnizda. Hnizdo je po

letech jiZ veliké a hluboké.

5.4.2018

jeden dospély na hnizdé.
Zatim jen kratké navstévy,
nemam prokazano, ze

je to vzdy ten samy.

6.4.2018, 8:30
jeden dospély na hnizdé.

Vlypada to, ze se uz zabydlel...

12.4.2018, 8:00

2 dospéli (par) na hnizdé.
Jesté v Utery byl na hnizdé ¢ap
jeden. Ve stfedu jsem nebyl
cely den doma a ve Ctvrtek
rano mne Cekalo prekvapeni
—na hnizdé byl jiZ parek ¢apl

a pilné upravovali hnizdo.
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BECAME A
nest (or partner?) taking place.
The couple, again, wins the

battle and stays in the nest.

30/04/2017 from 7:25 to

7:40 p.m.: Several adults in the
nest. The number of adults: 3.

A ferocious battle of the nest takes
place. I haven’t seen such a fero-
cious battle in years. It seems that
finally the couple has managed

to defend the nest, but I am

not quite sure. Their positions
changed so many times that it is
not clear whether it’s the original
couple in the nest or their partners
swapped — whether it was a battle
of the nest or of a partner. There
were feathers and branches

flying out of the nest. The battle
took place in the nest, a body-
on-body battle, full of mutual
physical pushing out of the nest.
They were not distracted even by

a helicopter which was flying by.

19/05/2017:

Two adults (a couple) in the nest.
It’s strange. I always see both
storks standing on the nest; none
of them seems to be sitting on
their eggs. From time to time,

they mate, repair the nest and
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continue building it. Sometimes,
they have to defend it from other
storks; they have to watch over it
all the time. This afternoon, they
had to fight off an attack again.
They were working on the nest,
and I don’t know whether one

of them s sitting on their eggs
and the other one is working,

or one of them is away and the
other one is working on their
nest. In the afternoon, I saw

only one stork in the nest.

24/05/2017:

The adult is sitting in the nest. It
seems that since Sunday they've
been sitting on their eggs. Both
of them stopped standing on the
nest. Yesterday, I watched them
taking turns in the nest (I saw

them taking turns 3 times).

27/06/2017: The adult is bringing
food into the nest. I cannot see
into the nest, but according to

the behaviour of the adult couple
and the sounds I can hear from
the nest, it seems to me that there
should be some chicks. The nest is
big and quite deep, so the chicks

wouldn’t be visible from here so
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early (from my position under
the chimney, since I don’t watch

the nest from any other place).
05/08/2017:
Grown, fully feathered chicks.

The number of chicks: 2.

19/08/2017 from 3:35 to

4:50 p.m.: Grown, fully feathered
chicks. The number of chicks: 2.
So, again, they managed to rear
their offspring. Hopefully, the

bad luck has been banished...

03/04/2018:

The number: 1. I've registered

a short visit of the nest. It’s quite
difficult to notice a stork’s stay
in the nest from my position if

it doesn’t make any sounds or
doesn’t stand on the edge of

the nest. After all those years,

the nest is very big and deep.

05/04/2018:

One adult in the nest. There
have been only short visits
so far. I'm not sure whether

it’s always the same one.
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14.4.2018
pareni. Této cinnosti se
vénovali béhem dne nékolikrat.

Jinak normalni stav.

15.4.2018

pareni. I nadale tomuto aktu
vénuji pfevaZznou ¢ast dne.
16.4.2018

stavi hnizdo. PribéZzné

opravuji hnizdo.

18.4.2018,13:30 - 14:00

vice dospélych na hnizdé. Pocet
dospélych: 3. Cizi ¢ap se snazil
bojovat o hnizdo. Naletoval az
do hnizda, doméci par srdnaté
hnizdo bréanil. Po pll hoding
kone¢né odletél. Jinak béhem
dne doméci par se vénoval

dostavovani hnizda a pareni.

8.5.2018

dospély sedi na hnizdé. Vypada
to, Ze sedi. Stfidaji se na hnizdé
v zahfivani vajec i v odletech za
stravou. Pokud jsou na hnizdé
oba ¢api, jeden stoji na okraji
hnizda a druhy sedi. Trva to

jiz nékolik dni; odkdy sedi na

vejcich, mi neni znamo.

TEXT : TOMAS

E

PECOVATELEM

9.5.2018,19:35-19:40

vice dospélych na hnizdé. Pocet
dospélych: 3. Opét se nasel
jedinec, ktery provadél ,,nalety”
na hnizdo. Brzy pfiSel na to, Ze
nebude mit Uspéch a odlétl.

Domaci par si hnizdo bréanil.

24.5.2018 2 dospéli (par)
na hnizdé. Po priserném lijaku
bylo zajimavé pozorovat, jak
dlouho se ¢ap, ktery vstal

z hnizda, otfepaval, nez viibec
odlétl za potravou. Snad se
podarilo uchranit vejce nebo
mladata, protoze spadlo tolik
vody, Ze musela byt v hnizdé.

Hnizdo asi tak propustné neni.
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27.5.2018, 10:00

vice dospélych na hnizdé.
Pocet dospélych: 3. Opét cizi
Cap nalétaval dosti dotérné

na hnizdo. Domovsti ¢api

tvrdé oplaceli Utok a po Case
vetrelce vyhnali. Jinak se vénuji
prestavovani hnizda, vyvysuiji
jeho okraje. Z toho usuzuji, Ze
asi néjaké mladé v hnizdé je.
Uz obCas postavaji oba dospéli
na hnizdé, coz délali vzdy, kdyz
byla mladata krmena. Bohuzel,
do hnizda nevidim. Je ale
slySet typicky piskot, vydavany

mladaty, ktera jsou krmena.

29.5.2018,12:00

dospély krmi mladata.

31.5.2018,11:30 -12:00

vice dospélych na hnizdé. Pocet
dospélych: 6. Ctyfi cizi ¢api
Gtodili na hnizdo. Byli docela
vytrvali, ale na hnizdé byli oba
domovsti, tak ,,spoustéli hrdizu

a hnizdo branili. Usp&sné.
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06/04/2018 at 8:30 a.m.:

One adult in the nest. It seems

that it has already settled in...

12/04/2018 at 8 a.m.:

Two adults (a couple) in the
nest. On Tuesday, there was
only one stork in the nest. On
Wednesday, I wasn’t at home
the whole day and on Thursday
morning a surprise awaited me
— there was already a couple of
storks in the nest and they were

diligently adjusting the nest.

14/04/2018:

Mating. They've done this
activity several times during
the day; otherwise everything

was in a normal condition.

15/04/2018:
Mating. They devote most of

their time to this activity.
16/04/2018: They are
building the nest. They con-

tinually repair the nest.

18/04/2018 from 1:30

to 2 p.m.: Several adults in the
nest. The number of adults: 3.

A new stork is trying to fight for

TEXT : TOMAS

CARER

the nest. He repeatedly landed

in the nest, but the angry couple
defended it. After half an hour,
he finally flew away. Besides

this, the couple was repairing the

nest and mating during the day.

08/05/2018:

The adult is sitting in the nest. It
seems that they are incubating
their eggs. They take turns in the
nest and in their search for food.
When both of them are present,
one of them is standing on the
edge of the nest, while the other
one (s sitting in the nest. It has
been like this for several days
now; I don’t know when exactly

they started to sit on their eggs.

09/05/2018 from 7:35

to 7:40 p.m.: Several adults in

the nest. The number of adults: 3.

Another individual several times
attacked the nest. But soon it
realized that there was no way
of succeeding, so it flew away.

The couple defended the nest.

24/05/2018:
Two adults (a couple) in the nest.
After a heavy rain it was inter-

esting to watch how long it took
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the stork to shake off the water
before it flew away from the nest
in order to look for some food.
Hopefully, the storks managed
to protect their eggs or chicks,
because the rain was so heavy
that the water must have been
trapped in the nest. I suppose

that the nest isn’t very permeable.

27/05/2018 at 10 a.m.:

Several adults in the nest.

The number of adults: 3. A new
stork quite pressingly attacked
the nest again. The couple
vigorously defended the nest and
after a while threw the intruder
out. Otherwise, they devote their
time to rebuilding the nest and
elevating the edges. Because of
that I believe that there probably
(s some chick in the nest. From
time to time, both storks stand
on the nest and that’s precisely
what they do when they feed their
chicks. Unfortunately, I cannot
see into the nest, but I can hear
a typical chirping sound of the
chicks when they are being fed.

29/05/2018 at noon:
The adult is feeding the chicks.
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1.6.2018, 5:15

jiné pozorovani ¢apt na hnizdé.
Uz obCas prebyva jeden

z ¢apl na sousednim koming.
To délavali také, kdyz méli
mladé. Takze vSechny indicie
smeéruji k tomu, Ze mladé

maji. Zatim je neni vidét.

6.6.2018,11:10 -11:30

vice dospélych na hnizdé. Pocet
dospélych: 3. Opét narusitel —
cizi ¢ap. Hnizdo uhjeno. Jinak
se zd4, Ze je vSe v poradku

a ze néjaké mladeé v hnizdé je.
Nevidim do ného, soudim pouze

dle chovani dospélého péru.

TEXT : TOMAS

PECOVATELEM

17.6.2018 dospely krmi
mladata. Pocet mladat: 1.
Konecné se mi podarilo
zahlédnout hlavicku malého
Capéte. Nemohu slouzit blizSimi
Gdaji, z mého stanovisté pfimo
pod kominem je obtizné zjistit
cokoliv v hnizdé, jelikoZ je hodné
hluboké. Stafi je jesté obcas
dostavuiji. Letos budou mit
problém, protoze jim zbourali
sousedni komin, ktery vyuZzivali,
kdyz mladeé bylo vétsi a také

k prvnim preletim mladéte.
Zajimavé jsou letos i zvuky,
které se z hnizda ozyvaji. Vzdy
jsme byli zvykli, Ze mladata
vydavala sy€ivé a piskavé zvuky.
Letos se ozyvaji zvuky, jako
kdyz ,gagaji“ kaceny. Typické

syCeni a piskani se nekona.

UHNAK

5.7.2018,18:00 -18:30

vzrostla, plné operena

mladata. Pocet mladat: 1. Jiz
se mi ukdzalo mladeé, které se
pohybovalo v hnizdé. Postavalo
na okraji, takze jsem jej mohl
pozorovat. Piskalo a knicelo,
coz délala ¢apata i v minulych
letech. Zfejmé mu bylo velké
teplo, protoZe postavalo

s otevienym zobakem. I toto

v minulych letech bylo béZzné ve
velkych vedrech. Ml&dé je pékné,

statné, takZe normalni stav.

8.7.2018,12:15-12:16

vzrostla mladata trénuji let
(mavaji kfidly na hnizdé).

Pocet mladat: 1.

2.4.2019 dva dospéli (par)

na hnizdé. Konecné pfiletéli,

letos oba soucasné.

16.4.2019 pareni. Béhem

uplynulych 14 dni ¢api se
zdrzuji na hnizdé, upravuji jej

a pari se. Zatim vSe v poradku.

10.5.2019 jeden

dospély na hnizdé.
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31/05/2018 from 11:30 a.m.

CARER

17/06/2018: The adult is feeding

to noon: Several adults in the

nest. The number of adults: 6.
Four new storks attacked the
nest. They were quite persistent,
but both of the “residents”,
which were on the nest at that
time, “triggered terror” and

successfully defended the nest.

01/06/2018 at 5:15 a.m.: An-

other observation of storks in the
nest. One of the storks occasion-
ally stays on the neighbouring
chimney. They did this when they
had chicks, so all the indications
seem to point to the fact that
they might have chicks. They

haven’t been visible so far.

06/06/2018 from 11:10

to 11:30 a.m.: Several adults in
the nest. The number of adults: 3.
There’s an intruder again. The nest
has been defended. Otherwise,
everything seems to be in order
and there seems to be some chick
in the nest. I cannot see into the
nest, but my judgement is based

on the adult couple’s behaviour.

TEXT : TOMAS

the chicks. The number of chicks:
1. Finally, I got to see a little
chick’s head. I cannot provide any
further detail, since it’s difficult

to observe anything that’s going
on in the nest from my position
right under the chimney — the nest
is too deep. The couple rebuilds
the nest occasionally. This year,
they’ll have problems because
the neighbouring chimney, which
they used when their chick was
bigger and when it realized its first
attempts to fly, has been demol-
ished. Also the sounds which can
be heard from the nest are inter-
esting this year. We were accus-
tomed to the hissing and chirping
sounds of the chicks. This year,
we can hear sounds resembling
the “quacking” ducks. There’s no

typical hissing or chirping.

05/07/2018 from 6 to 6:30 p.m.:

Grown, fully feathered chicks. The
number of chicks: 1. The chick
has already shown itself to me
while it was moving around the
nest. It was actually standing on
the edge of the nest, so I could
watch it. It chirped and squeaked

the same way as the chicks in

UHNAK

the previous years. Probably,

it was too hot, because it was
standing there with its beak wide
open. It was also normal in hot
weather in the previous years.
The chick is nice and robust;

so it’s a normal condition.

08/07/2018 from 12:15

to 12:16 p.m.: The grown-up
chicks are learning how to fly
(they are flapping their wings on
the nest). The number of chicks: 1.

02/04/2019: Two adults
(a couple) in the nest. Final-
ly, both of them arrived at

the same time this year.

16/04/2019: Mating. During the
past fourteen days, the storks
stayed in the nest, repair-

ing it and mating. Everything

has been in order so far.

10/05/2019:

One adult in the nest.

06/07/2019 at 6:30 p.m.:

Chicks with growing dark remiges.
The number of chicks: 1. One

ad. and one pull. in the nest.
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6.7.2019,18:30
mladata s vyrdstajicimi tmavymi
letkami. Pocet mladat: 1.

Na hnizdé 1 ad. a 1 pull.

13.7.2019, 15:00
vzrostla, plné operena

mladata. Pocet mladat: 1.

S E

PECOVATELETE

4.8.2019,11:50
vzrostla mladata trénuji let
(mavaji kiidly na hnizdg).

Pocet mladat: 1.

11.8.2019,12:30
vzrostla mladata trénuji let
(mavaji kiidly na hnizdg).

Pocet mladat: 1.

Ktomu 24. 3.2020
v17:45—-18:00 pripisuiji:

¢ap na hnizdé nepozorovan.

Sonda do zivota rodiny ¢apu. Jak by asi vypadala sonda do
Zivota Davida a jeho rodiny? Jisté by se pfrilis nelisila.

muka voda moja crew je
dejiny moja crew je
agrovojna v mojej crew je

aj ¢o nechcem, vraciam pbde

# 14 ¢
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TEXT

13/07/2019 at 3 p.m..

Grown, fully feathered chicks.

The number of chicks: 1.

C A

A
m
A

04/08/2019 at 11:50 a.m.:

The grown-up chicks are
learning how to fly (they are
flapping their wings on the

nest). The number of chicks: 1.

11/08/2019 at 12:30 p.m.:

The grown-up chicks are
learning how to fly (they are
flapping their wings on the

nest). The number of chicks: 1.

And I add: 24/03/2020 from 5:45

to 6 p.m.: No stork in the nest.

This was an insight into the life of a family of storks. How would an insight into the
life of David and his family look like? Certainly, it wouldn’t be much different.

TOMAS

flour water my crew is
history my crew is
agrowar in my crew is

even what I don’t want to I return to soil

# 147
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Diky pandemii mam vic Casu vafit, a tak kazdy den provozuju fosilni gastronomii.
Abych v kuchyni nezmrzl, zatapim uhelnymi briketami a dfevem a vafim na
elektrickém vafici, pohanéném z 56,95 % fosilnimi energetickymi zdroji.?* Navic
olej, na kterém smazim, je fepkovy. Pfipravou mych oblibenych bramborakd

tak promazavam kola prlimyslového zemédélstvi a fosilniho pramyslu.
Ctvrtina celkovych emisi pochazeji ze zemé&dalstvi a z produkce potravin.

Co mlzZe uméni a zejména umélci délat s touto informaci? Tvofi dnes umélci
avantgardu, pokud jde o formulaci paradigmatu dlstojnych a Setrnych
potravinovych model(i s neutralnimi, nebo dokonce se zapornymi emisemi? Celi
umélci stejnym, nebo podobnym formam vykofistovani a marginalizace jako
zemédélci? Prichazejici umélci o vyrobni prostredky, jsou vytlacovani z prostiedi,
které si zvolili pro Zivot? Jsou to viibec ty spravné otazky, na které se mame

ptat? Cast odpovédi na otazku po roli uméni a umélct mozna navrhuje Deleuze.

V roce 1967 vySel rozhovor spisovatelky Madeleine Chapsalové s Gillesem
Deleuzem??, kde se Chapsal zeptala, ,,¢im si vysvétlit, Ze v oblasti perverze
jsou takovymi experty nikoliv psychiatfi, nybrz spisovatelé...?“? Deleuze

ji odpovédeél, Ze: ,,Mozna existuji tfi zcela odlisné lékaFské agendy:
symptomatologie Cili zkoumani znak(; etiologie neboli hledani pFiin; terapie
jako vyzkum a aplikace léCby. Zatimco etiologie a terapie jsou integralni
soucasti mediciny, symptomatologie vyZaduje cosi jako neutralni moment,
moment hrani¢ni, pfedmedicinsky, ktery patfi stejné k umeéni jako k lékarstvi:
je tfeba vypracovat ,tabulku®. Umélecké dilo vynasi na svétlo symptomy
obdobné jako duse a télo, avSak velmi odliSnym zplsobem. Umélec Ci
spisovatel tedy mohou byt velkymi symptomatology stejné jako vynikajici
lékar...,“?* Fika Deleuze a pokraduje, ,,proto se mUze stat, Ze spisovatel je
schopen jit v symptomatologii mnohem dal, protoZze umélecké dilo mu

poskytuje nové prostiedky a protoze se tolik nestara o priciny“.2s
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Thanks to the pandemic, I have more time for cooking, so every day I do so-called
fossil gastronomy. In order not to freeze in the kitchen, I burn charcoal briquettes
and wood and I cook on an electric cooker powered by fossil energy sources by
56.95 %.%* Moreover, I use canola oil to fry my food. By preparing my favourite
potato pancakes, I grease the wheels of industrial agriculture and fossil industry.

One-fourth of total emissions come from agriculture and food production.

What can art and, especially, artists do about it? Do artists today create avant-garde
art, as long as the formulation of the paradigms of decent and environmentally friendly
food models with neutral or even negative emissions is concerned? Do artists confront
the same or similar forms of exploitation and marginalization as farmers? Do artists
lose their means of production and are they pushed away from the environment in
which they chose to live? Are these even the right questions to be asked? A part of the

answer to the question of the role of art and artists is maybe suggested by Deleuze.

In 1967, an interview between the writer Madeleine Chapsal and Gilles Deleuze??
was published. Chapsal asked: “How do you explain that it is not psychiatrists but
writers [...] who are the experts in the domain of perversion?”?? Deleuze responded:
“Perhaps there are three different medical acts: symptomatology, or the study of
signs; aetiology, or the search for causes; and therapeutics, or the search for and
application of a treatment. Whereas aetiology and therapeutics are integral parts
of medicine, symptomatology appeals to a kind of neutral point, a limit that is
premedical or sub-medical, belonging as much to art as to medicine: it’s all about
drawing a ‘portrait’. The work of art exhibits symptoms, as do the body and the
soul, albeit in a very different way. In this sense, the artist or writer can be a great
symptomatologist, just like the best doctor...”?* Deleuze continues: “So it does happen
that a writer can go farther in symptomatology, that the work of art gives him a new
means — perhaps also because the writer is less concerned with the causes.”?

# 14
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Jsou tedy David Koronczi, Erik Sikora, Gabriela Zigova, Jan Durina

a Milan Mazdr symptomatology? Nepochybné jimi jsou.

Je tézké urcit, kde zacind David a kde jeho dilo a snad je i zbytecné se o to pokouset.

Vzdy jsem vnimal Davida jako umélce — partyzana, vyuzivajiciho vSechny dostupné
prostfedky k dosahovani procesu utvareni vlastni reality skrze komunitu, slovy
Davida - rodinu. Skrze socialni rhizosféru — organickou sit vztahd, navzajem se
mezi sebou vyzivujicich a podporujicich. Tato socialni rhizosféra a symbiotické
vztahy mohou mit réizné podoby. Asi nejinspirativnéjsi priklad toho, kam mozna
David sméfuje a se kterym lze plnohodnotné konfrontovat Davidovo tvirci Usili

je Comuna 13 ve slumech kolumbijského mésta Meddelin. Tam se zformovala
mezigeneracni, mezidruhova komunita s nazvem Semillas del futuro (Semena
budoucnosti) a Unidn entre comunas, jejimz emancipacnim nastrojem je néco, co
nazvali Agroart — propojeni rapu a péce o sousedy a rostliny, které péstuji. V jejich
tracku Yo hago custodio?® (opatruji) mistni déti uvédoméle shrnuji jejich vlastni

pozici a realitu, ve které se nachazeji a formuluji nové narativy a vychodiska.

David prinasi agrorap jako emancipacni nastroj také do slovenskych
konéin. Co z(stava otevieno, je otazka, jak pfenaset emancipacni narativy,
jako je potravinova suverenita, z institucionalniho kontextu do prostredi
vylou€enych a marginalizovanych, a posilovat tak jejich schopnost podilet

se na spolu-utvareni jejich vlastniho, nejen potravinového systému.

muka voda moja crew je
Stipka soli moja crew je
zajeband kuchyna je

rodinu pozdravujem
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Are, therefore, Ddvid Koronczi, Erik Sikora, Gabriela Zigova, Jan Durina

and Milan Mazur symptomatologists? They certainly are.

It’s difficult to say where Ddvid ends and his work begins; and trying to determine it
is probably a futile task. I've always perceived David as an artist — a partisan using
all the means available to achieve the process of creation of his own reality through
a community or, in David’s words, through family. Through a social rhizosphere

— an organic network of mutually nourishing and supporting relationships. This
social rhizosphere and its symbiotic relationships can have different forms.
Perhaps, the most inspiring example of Ddvid’s direction and, simultaneously,

an example with which it’s possible to fully confront David’s creative efforts is
Comuna 13 in Medellin’s slums in Colombia. There, an intergenerational and
interspecific community called Semillas del futuro (Seed of Future) and Unién

entre comunas (Union Between Districts) were formed. Their emancipatory tool

is something they call Agroarte (Agroart). It interrelates rap and care for their
neighbours and the plants they grow. In their track Yo hago custodio® (‘I look
after’), the local kids consciously sum up their own position and reality, in which

they find themselves, and conceive new narratives and points of reference.

David brings agrorap as an emancipatory tool also to Slovak region. What
remains open, is how to transmit the emancipatory narratives, such as
food sovereignty, from the institutional context to the environment of the
excluded and the marginalised and strengthen their ability to participate

in the common creation of their own — and not only food — systems.

flour water my crew is
a pinch of salt my crew is
a skanky kitchen is

I say hello to the family

#1571
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Cute & Tragic was an presentation of works by Jan Durina which took place

in the fall of 2019 at the exhibition of finalists of the Oskdr Cepan Award. In
this exhibition, Durina presented five photographs and one video, all featuring
high-resolution images of masks and costumes worn by Jan himself. While the
textile pieces themselves appear to be the focus, it is critical that these images
are presented as photographs wherein Jan’s face and body are clearly visible
inside them, presenting each piece as a living subject as opposed to an empty
costume. While each piece — or character — is markedly different from the one
that precedes it, their stylistic and material consistency bind them together
like the cast of a play. This continuity is emphasized by the lack of titles of

the five photographs, taking on the collective title of the exhibition by default,
making Cute & Tragic as much of a description as it is a name. Notably, the
gallery is left completely dark with each piece spotlit so that only the piece
and none of the surrounding space is illuminated, creating more a dream or
theatre-like stage than an exhibition space. Cute & Tragic is a show about
narrative and magic. Woven from Durina’s own life experience, each character
is a crystallized identity in its own right wherein the autobiographical gives

way to the imagined through the employment of drama, irony and style.

Early in life, Durina studied costume design. He found the rules and formalities
enforced by his mentors tedious, anticipating the moment when the work

was complete, so he could photograph the finished pieces of him and his
classmates: “I am an impatient person, I wanted things to happen right now
and be beautiful, and the photo offered me that opportunity.” He took to
photography quickly and began taking the camera into the forests outside his
home town, Liptovsky Hrddok. Working closely with his friend, Maria Cukor, he
began to develop a visual vocabulary through image-making. It was here, in
the forests, that Durina came into being as an artist. The forest of Liptov was —
and remains — a simultaneous space of worldbuilding and self-actualization.
Not only is it here that Jan began the practice that he continues to this day,

it remains a point of return, a life-force propelling his practice forward.

TEXT : REECE coX

TEX T R E

TE & TRAGIC

Cute & Tragic je nazov série diel Jana Durinu, ktora bola sucastou vystavy
finalistov Ceny Oskara Cepana 2019 Ekoldgia tuzby. Predstavil v ramci nej
pat fotografii a video, ktoré ho zachytavaju v pestrofarebnych ruc¢ne Sitych
maskach a kostymoch. Hoci by sa mohlo javit, Ze prave tieto textilné diela su
Ustrednym motivom prezentacie, kli€ovym momentom je naopak zobrazenie
zahaleného (no rozpoznatelného) Janovho tela a tvare. Hoci sa jednotlivé
postavy napohlad od seba vyrazne liSia, spaja ich Stylisticka a materialova
konzistentnost, podobne ako hercov v obsadeni divadelnej hry. Stvislosti
medzi nimi st akcentované chybajucimi popiskami k dielam. Nazov celej
série Cute & Tragic je obsahovo i opisne vystizny. Galerijny priestor je
ponoreny do tmy. Jednotlivé objekty/fotografie bezo zvysku osvetluju priam
divadelne fokusované luce svetla reflektorov. Viac nez galériu pripomina
prostredie inStalacie prelud, sen. Cute & Tragic je magickym narativnym
predstavenim utkanym z Durinovych Zivotnych zazitkov a sklsenosti. Kazda
postava je presne vypointovanou identitou, v ktorej je autobiograficky

moment nasobeny prvkami dramy, irénie a nezamenitelného stylu.

Durina pdvodne §tudoval kostymovy dizajn. Pravidla, formality a zd{havé procesy,
ktoré presadzovali pedagogovia ho ubijali: ,Som netrpezlivd osoba, chcem, aby sa
veci diali ihned'a boli krdsne. Tuto moZnost mi poskytla fotografia.” Ako médium
si ju rychlo osvojil popri bludeni lesmi v okoli rodného mesta Liptovského

Hradku. V Uzkej spolupraci so svojou kamaratkou Mariou Cukor zacal cez tvorbu
obrazovych eseji rozvijat vlastny vizualny vokabular. Prave tu, v lesoch Liptova,

sa Durina stal umelcom. Lesy a priroda boli a ostavaju simultannym priestorom
utvarania jeho univerza. Nie je to vSak iba miesto, na ktorom sa zacal venovat
umeleckej praxi — ostava aj momentom a bodom opakovanych navratov,

lie€ivou a obrodzujucou Zivotnou silou, energiou, ktord ho pohana vpred.
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The forest is where we find the first piece, or the first two pieces, of Cute & Tragic.
Two large photographs in a double-sided frame hang on industrial chains and
hooks, spotlit in the center of the darkened space. The first photograph we
encounter in the suspended frame is a figure in frontal view, standing at the edge
of a lush, green forest. The figure is dressed in an elaborate costume of vibrant red
with splashes of purple and golden detail. Like all the pieces on view, the costume
is covered in Durina’s embroidery, recognizable for its bold graphic style. The
image is alive as is the figure in the frame, crowned with a matching mask with
horns made of fabric and carrying a stuffed dragon’s head from which long red,
pink and purple ribbons flow around him. He is a grand fool — a beautiful coward.
On the other side of the hanging frame, there is a photograph of another character,
equally bold but of an altogether different nature. Again, we find Jan at the edge of
the forest, this time dressed in a white, form-fitting bodysuit covered completely in
red-ink drawings. Small cartoonish demons and stylized texts cover the fabric with
phrases like, FUCK YOU BRAIN, OMG and STILL ALIVE, evoking a dramatic sense
of turmoil but also humorous self-awareness — a duality repeated throughout

the exhibition. The costume also features an embroidered mask and underwear
and a coloured tensile draping his right leg. The figure here appears ghoulish,
naked, but unthreatening. Unlike the first, which is more ornate and perhaps
more objectively beautiful, this pale character exudes a humorous, clumsy
vulnerability. The two images together create a duality, yet what that duality is
exactly remains unclear. While one appears vulnerable but confident, the other is
beautiful but fallible — ultimately, any conclusion remains an extrapolation — the

power of suggestion and multiplicity has a notable strength in Durina’s work.
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Do prostredia panenského lesa su situované aj prvé dve diela v ramci

vystavnej prehliadky Cute & Tragic. Dve velkoformatové fotografie, zavesené

v obojstrannom rame na priemyselnych retfaziach a hdkoch, bodovo nasvietené
v tme tuseného, okolitého priestoru. Prva takto adjustovana a inStalovana
fotografia, s ktorou sa divak stretava v ramci choreografie pohybu vystavou
prezentuje figlru stojacu v popredi hustého zeleného lesa. Zaodeta je do
prepracovaného kostymu Ziarivo ¢ervenej farby, pretkaného fialovymi a zlatymi
detailmi. Ako vetky vystavené diela je aj tento kostym rozpoznatelny pre

svoj vyrazny graficky $tyl. Zivy obraz postavy je korunovany rohatou maskou

z latky. Postava zaroven drzi vypchatu draciu hlavu s dlhymi vejicimi erveno-
ruzovo-fialovymi stuhami. Na druhej strane zaveseného ramu je fotografia inej,
no rovnako vyraznej figlry, opat na okraji hustého lesa, tentoraz zaodetej v
priliehavom bielom overale nahusto pokrytom Cervenymi napismi a kresbami.
Karikatury postaviCiek a stylizované texty su pretkané frazami ako FUCK YOUR
BRAIN, OMG a STILL ALIVE, ktoré evokuju dramaticky nepokoj, ale aj laskavé,
ni¢ nevycitajlce sebauvedomenie. Komunikuje dualitu, ktora sa nesie celou
vystavnou prezentaciou. Aj tento kostym dotvara vySivana maska a pradlo, ktoré
ma postava oblecené; pravl nohu prekryva kolorovana drapéria. Figura pdsobi
morbidne i neSkodne zaroven. Na rozdiel od prvej, ktora je ornamentalnejsia

a objektivne hadam krajsia, bleda figura vyZaruje nemotornu zranitelnost.
Posolstvo oboch vyjavov, imanentne dudlnych, ostava zamerne nejasné. Kym
jedna postava pésobi skor zranitelne, no sebaisto, druha krasne, no klamlivo.
Akéakolvek zaverec¢na interpretacia ostava ultimatne iba v rovine dohadov: sila

naznaku a mnohovyznamovost su v Durinovych dielach znepokojivo pritomné.
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After gaining his Master’s degree in Intermedia from the Academy of Fine Arts and
Design in Bratislava, Jan found himself deeply depressed and moved to Berlin.
Unlike most young artists who move to Berlin, Jan wanted to escape art and live

a regular life — to “fly under the radar”. He took odd jobs, such as washing the
dishes and bartending at clubs. It was here that he found a new freedom, walking
out on the street after working long nights with a feeling of tenderness towards the
world — a world awaiting a discovery. In the clubs, he met young multidisciplinary
artists who encouraged him to work without any restriction. Exploring new creative
venues, Jan developed an artistic identity by the name For You Katrina (FYK) as an
online musical persona and a pet project. That all changed in the summer of 2017,
after what was intended to be a one-off performance at Creepy Teepee Festival.

It unexpectedly launched a rapidly growing music career as demand exploded

for FYK. In a matter of months, Jan found himself touring across Europe, working
tirelessly to produce new hand-sewn costumes for each performance but as the
project grew, Jan’s mental health rapidly deteriorated. Becoming totally enraptured
in the life and identity of FYK, his grip on reality slipped further and further. A year
later, the project came to a sudden end when Jan lost his mind fully and his body
would not let him go on any longer. Completely repulsed by the Berlin scene and
out of options, he cancelled all upcoming shows and moved home to Liptov. Slowly,
Jan returned to the forests of Liptov with his camera and gradually recovered his
creative energy. It was also during this time that he began making new embroidery,
not for performance but as a craft in itself: “It was really hard for me to live. The

only thing that was helping me was to sit and make these beautiful things.”

Across the dark, bare exhibition space is a triptych of three patchwork-embroidered
masks, photographed in high resolution and worn by Jan. The triptych format

bears an unmistakable likeness to Christian iconography and while the work does
have a religious authority, its story is ambiguous and its moral compass is, at best,
deceptive and unreliable. Like the hanging diptych across the room, the archetypical
differences are not defined by notions as reductive as “good and evil” but are more

akin to the natural complexity and duality of living people. In the central panel,

CUTE & TRAGIC

Po ukonceni vysokoskolského Studia sa Jan odstahoval do Berlina. Na rozdiel od
vacsiny mladych umelcov, ktori urobili to isté, aby sa v tomto slobodomyselnom
meste mohli tvorivo realizovat, chcel skor Zit beZny, nenapadny Zivot. Zarabal

si umyvanim riadov a pracou za barom v no¢nych kluboch. Tu objavil novu
vnutornu slobodu; po dlhych nociach, stravenych pracou, idtc po ulici s pocitom
nehy voci svetu, ktory ¢aka na to, aby bol objaveny. Na scéne nocnej klubovej
berlinskej society stretol Jan mladych multidisciplinarnych umelcov, ktori

mu dodavali odvahu pracovat bez obmedzeni. Objavujuc réznorodé tvorivé
moznosti zacal rozvijat novu autorsku identitu pod nazvom For You Katrina
(dalej FYK). V lete 2017 zamyslané jednorazové vystupenie na hudobnom
festivale Creepy Teepee vyustilo do explozivnej hudobnej kariéry. V priebehu
niekolkych mesiacov sa ocitol na turné po celej Europe, netinavne pritom rucne
Sijuc na kazdé jedno vystupenie komplet nové kostymy. Blizniac, absolltne
pohlteny vykonstruovanym svetom a identitou FYK, sa jeho kontakt s realitou
Coraz viac rozmazaval. O rok neskér Jan projekt nahle ukoncil. Zrusil vSetky
planované vystipenia a vratil sa domov na Liptov. Prave vtedy zacal vytvarat
nové vysivky, nie vSak pre vystipenia a performancie, ako dovtedy, ale pre
samotnu ¢innost vysivania — ako sposob meditacie: ,, (Pre)Zit bolo pre mria

nie¢im skutocne ndroénym a vytvdranie tychto krdsnych veci mi pomdhalo.“

Diagonalne naprie¢ tmavym vystavnym priestorom s minimalnou
architektonickou intervenciou je umiestneny fotograficky triptych

s patchworkovymi vySivanymi maskami na Janovej hlave. Podobne ako pri
fotografickom diptychu v Gvode prehliadky tu archetypalne rozdiely nie

sl jednoznacné. Dualita tu smeruje skor k opaénému pélu — k spojeniu

v komplexnejSom pocite, blizSom Zitej skisenosti beznych smrtelnikov. Na
centralnom paneli je vyobrazena Skeriaca sa zlta hlava, nekompromisne
upierajuca pohlad priamo na divaka. Oble¢ena je v Siltovke a v Sperkoch,
ktoré po blizSom preskimani vyjavia svoj povod v hacikoch na zaclony, aké je
mozné zakupit v obchode s domacimi potrebami. Textilie sice posobia, zZe su

z udlachtilych materialov (ako zamat a podobne), no jednotlivé ¢asti masky

TEX T R E
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we see a flamboyant smirking yellow figure glaring directly at the viewer, adorned
with a cartoonish baseball cap and jewellery which, upon close inspection, reveals
itself to be curtain hardware like you might buy at a commercial home goods store.
The textiles that make up this character seem to be almost entirely made of velvet
but patched together in a rough, almost punk, fashion. This character is inviting
but unreliable — a good demon, a trickster. Jan describes this character as being
inspired by the young Berlin club-goers — queer, friendly but unreliable; like a bad
influence that leaves a good impression, one who can make the taboo permissible
and will warmly dissolve personal boundaries. While this character’s cognizant
gaze demands attention, the other characters in the triptych seem to dissolve into
diffuse emotional or psychic states. To the left, we find a character also making eye
contact but who is notably more vulnerable and insecure. The mask is black with
ACROSS THE SEAMLESS FACE embroidered in red, white and gold letters across
the forehead, flowing into an undefined, impressionistic flurry of colours across the
center of the face. Hiding just out of focus, there is a large earring of an amanita
muscaria mushroom, recognizable for its vibrant red cap speckled with ornate
white spots. When eaten, the poisonous amanita muscaria causes a variety of
symptoms, including delirium. For centuries, peoples across Europe have prepared
the mushroom to make a powerful tonic which is rumoured to utterly wreck

one’s physical and mental faculties. The inclusion of this symbol, hiding just behind
the mask, bears a subtle but unavoidable warning of illness and delusion. The final
mask on the right panel is the realization of such state. Jan’s eyes are visible but
rolling back in his head, engulfed by a red, coral and violet mask of indefinable
shapes and textures. Across the fabric surface are swirls of colourful embroidery,
sequins and various patches of pleated silk and velvet. While the colours and their
expressionistic treatment are undeniably beautiful, this mask, more than any
other, feels like a death mask. The state is that of losing consciousness — there

is no good or bad, no clear thought, only colours fading into formlessness. The
experience is a subdued ecstasy, yet the conditions which cause such a state are

urgent, even tragic. Make no mistake; this mask is about an intense depression.
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sU k sebe zamerne zosité surovym, punkovym Stylom. Je to dobry démon, no
podvodnik. InSpiraciu tu Jan ¢erpal z prostredia mladych berlinskych clubberov
— queer, priatelskych anjelov, no nespolahlivych blaznov so zlym vplyvom.
Tento portrét si priam vyzyvavo pyta pozornost divaka. Ostatné dva v porovnani
s nim vyjadruju nejasnejSie emocionalne a psychické stavy. Postava v maske,
situovana v lavom kridle triptychu, udrziava ocny kontakt, no zaroven vysiela
emociu neporovnatelne zranitelnejSej a neistejSej entity. Maska je Cierna,
pretkana divokou farebnou vysivkou s ¢erveno-bielo-zlatym napisom ACROSS
THE SEAMLESS FACE, situovanym na Cele, roztekajucim sa do indiferentnych
farebnych Skvin v strednej Casti tvare. Mimo centralneho fokusu je vnimatelna
velka nausnica v podobe hribu amanita muscaria — muchotravky cervene;.

Jej jed spbsobuje po konzumacii mnoho rozli¢nych symptémov, vratane
deliria. Po celé starocia pripravovali ludia naprie¢ Eurépou z tejto huby mocné
tonikum, zname pre svoju schopnost naburat fyzické i psychické sposobilosti
jedinca. Zahrnutie tohto symbolu do vyobrazenia, polo-ukrytého za maskou,

v sebe nesie jemné, no zaroven naliehavé tusenie preludov a zmien stavov
vedomia. Treti portrét je umiestneny na pravom kridle otvaratelného ramu.
Oci vyvratené dohora st na iom lemované virom cervenych, koralovych

a fialovych ténov nedefinovatelnych tvarov a textdr. Povrchu latky opat
dominuje farebna vysivka, flitre a aplikacie z plisovaného hodvabu a zamatu.
Kym farby a ich expresionistické poriatie st nepopieratelne krasne, maska
svojim posobenim viac, nez ostatné dve, pripomina masku smrti. Zachyteny
stav je stavom odkazujicim na stratu vedomia. Vibrujlce flamboidné farby

sa zlievaju mimo dosah akejkolvek formy. Tuto skisenost timenej extazy
spdsobuju naliehavé a tragické podmienky. Maska vyjadruje hlbokl depresiu.
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While recovering in Liptov, Jan learned to accept his own limitations as an
artist and set new personal goals and boundaries. In a comfortable laugh he
confesses: “More and more I accept the fact that I am crazy.” As Jan began
to rebuild his life from the scraps of what he was and rediscover himself as
an artist, it occurred to him that by putting so much of himself — his identity
—into his previous work, he lost sight of who he was, slipping between
mania and dissociation on a rollercoaster of depression and delusional
grandiosity. He discovered that by making a work about fictional characters,
letting himself fail, and adapting a sense of humour about himself he could
take a step back and sculpt rather than inhabit his work. Jan embraced this

newfound use of humour as a way forward and as “a sign that I'm ok”.

Lying on the floor, facing the ceiling at an angle, there’s a TV monitor where we find
Jan again at the edge of the forest. This is the final work of the exhibition and the
only piece with its own title: Awesome Heat. On the screen, we see Jan returned

to the forest only this time in the dead of night — long, lush, green grass at his

feet, soaking wet and tangled in heaps around him. In a mask and a cloak-like
costume of patchwork earthy greens and browns, Jan is spotlit, engulfed in the
darkness, like a deer in headlights. As he moves in subtle, staggered movements
his vacant eyes meet and break the gaze of the camera indiscriminately like an
animal or infant who is unaware that the lense itself is an eye. While this still
drama unfolds in place, a soundtrack of Jan’s own making plays, creating a vast
but dense atmosphere, not only in the moving image, but also in the gallery as it
can be heard throughout the room. If the other works in the exhibition grapple

with various states of consciousness, this piece seems to deal with the physical
state of being unconscious — death in the living body. Sometimes, in the experience
of depression, the mind is so feeble and dissociated one may feel as though

life has stopped while still living — that the ego has been erased, resulting in

a kind of waking-comatose state of being. This is the edge of insanity at its most
unarticulated — pure, empty feeling. We find Jan not in a melodramatic or helpless

state but in one which is poetic and vulnerable. Cloaked in inhuman greens,
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Pocas zotavovania sa na Liptove sa Jan ako umelec naudil prijat svoje vlastné
obmedzenia a vytyCit si nové osobné ciele a hranice. So spokojnym smiechom
priznava: ,,Coraz viac prijimam skutocnost, Ze som bldzon.“ Ked nanovo

zacal budovat svoj zivot z Utrzkov toho, ¢im kedysi bol, a znova nachadzat
sam seba ako umelca, uvedomil si, Ze bytostnym vkladanim svojej osoby
aidentity do predo&lych diel stratil pojem o tom, kym vlastne bol. Potikal

sa medzi maniou a izolaciou, na kolotoci depresie a iluzivnej velkoleposti.

Pri tvorbe diela o fiktivnych postavach dovolil sam sebe zlyhat a brat sa

so zmyslom pre humor, aby sa mohol vratit o krok spat a zacat s odstupom

pretvarat svoju tvorbu. ,,Bol to pre mria znak toho, Ze som v poriadku®.

Na podlahe je vjemnom uhle situovana plazma. Predstavuje finalne dielo
vystavnej prezentacie a zarovef jediné s vlastnym nazvom: Awesome Heat.
Zobrazuje temny les uprostred noci a postavu v maske a kostyme v zemitych
zelenych a hnedych farbach, osvetlent bodovym reflektorom. Postava

sa pohybuje v nepatrnom trhavom rytme, jej pohlad sa pritom stretava

s pohladom kamery. Dej sa odohrava na pozadi zvukov Janovho soundtracku,
ktory evokuje dusivy pocit dramy. Hudba intenzivne prenika aj do priestoru
galérie. Kym ostatné diela pracuju s roznymi stavmi vedomia, toto sa

zaobera fyzickym stavom nevedomia — smrti v Zijicom tele. Niekedy je mysel

v stavoch depresie taka nevladna a odtrhnuta od reality, Ze ten, ktory ju prave
preziva, méZe mat pocit Zivota zastaveného pocas Zitia, vymazaného ega,
Ustiaceho do stavu pripominajuceho bdeld kdmu. Krehka hranica Sialenstva

v najneuchopitelnejSom, Cistom, vyprazdnenom pocite. Nenachadzame tu Jana
v melodramatickom alebo bezmocnom stave, naopak: stretdvame ho v stave
poetickom a zranitelnom. Vnimame bytost, ktora obyva spiritualny priestor,
balansujdcu na hranici splynutia s prirodou. V okamihu, kedy pochovavame stav

jeho post-ja bytia, m6Zzeme zaroven oslavovat jeho znovu-najdent slobodu.
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blending with the wet grass at his feet, we see a person inhabiting a spiritual
space teetering on the border of total dissolve into nature. At the moment we

grieve his post-self state, we may also celebrate his newfound freedom.

Cute & Tragic will undoubtedly be considered a key turning point in

Durina’s career, wherein he finds freedom to work with all of his skills —
textiles, performance, music and photography - freely. Most importantly, it
is these works where he first incorporates irony and humour as a strategy

to free himself from the work and leave space for the audience to see
themselves. Rather than becoming each character at the expense of himself,
each can be considered as a discrete distillation; the completion of each

is marking a triumph in articulating increasingly nuanced states of being
into powerful works of art. By drawing from a beautiful and tumultuous
past, Jan is able to speak to the multitude, giving visual vocabulary to

experience and emotions in highly refined realizations and forms.
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Cute & Tragic je bodom zlomu v umeleckom vyvoji Jana Durinu. Ide o autorské
dielo, v ktorom dal volny priebeh slobode svojho vyjadrenia cez vSetky zrucnosti
a afinity, ktorymi oplyva — priestor dostali Sitie, ru¢na praca, performance,
hudba, kompozicia, fotografia... NajdéleZitejsie vsak je, Ze do diel z tejto série
po prvykrat integruje aj ironiu a odstup, ktoré aplikuje ako stratégiu seba-
oslobodenia sa od pohlcujlcej bytostnej previazanosti so svojimi dielami.
Radsej, neZ sa zakazdym absolltne stotozZnit s jednou z postav a prebrat na
seba vsetky odtiene jej moZnych identit a psychickych rozpolozeni, rozhodol
sa Jan prezentovat ich vydestilovane. Oddelene od seba. Ich jednotlivé
dokonanie v mysli divaka kazdopadne naznacuje potencial triumfu, ohlasuje
alegoricky voz, ktory prindsa krajné stavy bytia a transformuje ich do podoby
intenzivnych diel su¢asného vizualneho umenia. Cerpajlc z krasnej a burlivej
minulosti je Jan schopny prehovarat k mnohym, poskytujlc svoj vizualny
slovnik vo vysoko sofistikovanom prevedeni a forme k dispozicii Sirokému

publiku, k jeho vlastnému prezivaniu a s nim spojenym emaociam.
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multimedialna instalacia, performance
(50 mikin s autorskou potlacou,
jednorazové pohéare s autorskou
potlacou, uchyty), video: 8 min.
multimedia installation, performance
(50 sweatshirts with the author’s print,
disposable cups with the author’s print,

handles); video: 8 min.
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FOTOGRAFTIA
NE-STACT

Pre Gabrielu Zigovu fotografia nie je len médium. Formalne zvladnutie
technoldgie jej tvorby je pre fiu len zaciatok a stav, ktory nemusi byt len
nastrojom. UvaZovanie vo fotografii ma pre fiu velky vyznam aj preto, ze ju
Studovala na strednej skole. Vysokoskolské studium ukoncila v roku 2015
na Vysokej $kole vytvarnych umeni v Bratislave, na Katedre intermédii,
kde sa formalny aj obsahovy diskurz jej diel zacal re-formovat. Bolo by
zjednodusSujuce klasifikovat ju ako multimedialnu umelkyiu, ktorou

aj je, ale nie je to dostatocne vystihujuce. Prave formou a pristupom,

akym fotografiu vyuZiva, sa vymyka z tak vseobjimajucej definicie.

Oznacenie fotografka (a performerka) je vSak prilis obmedzujice. Jej diela
nezacinaju a nekondia fotografiou. Fotografia ako taka je Specificka vo svojom
vztahu k skutoCnosti, nespodobiiuje, neinterpretuje, podava stopu — vypoved.
To m6ze byt zakladom, na ktorom autorka stavia, ale aj cielom, ktorym ideu
diela dopovie — definuje. M6ze byt nastrojom pre manipulaciu, svedkom
reality, ale nikdy nebude iba samou o sebe.! Pontka ambivalentne otvorenu

interpretacnu rovinu a sekundarne je jej vlastnym sociologickym autoportrétom.

Aj napriek tomu, Ze v zavere Stldia sa venovala viac spolocensko-politickym
témam a spracovavala ich formami, v ramci ktorych fotografiu takmer
vynechavala (alebo ju pouzivala len ako dokumentacny material)?, po
»presidleni“ do Londyna sa fotografia opét stala jej vyraznejsim UtoCiskom

¢i odrazovym mostikom pre existencialnu tvorbu. Dennikovy archiv, ktory
tymto sp6sobom vznikol, bol zakladom pre vyber vizualnych dévetkov k dielu

Breathe na vystave Ekoldgia tiZby Ceny Oskara Cepana 2019. Ako celok
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For Gabriela Zigovd, photography is more than just a medium. Mastering the
technology of her work formally is only the beginning for her; it’s a state rather
than a tool. Thinking within photography has been of great importance to

her since she first studied it at high school. In 2015, she graduated from the
Academy of Fine Arts and Design in Bratislava Department of Intermedia,
where the formal and content discourse of her works started to re-form.

It would be simplistic to classify her as a multimedia artist — which she

is, but it’s not fitting enough, as both the form and the attitude towards

her usage of photography go beyond any all-embracing definition.

Similarly, labeling her as a photographer (and a performer) is too restrictive.
Her works don’t start and end with photography. Photography as such is
particular in its relationship to reality; it doesn’t depict or interpret, it provides
a trace — a testimony. This can be the foundation on which the author builds,
but it can also be the purpose through which she tells the idea of the work,
defines it. As such it can be a tool for manipulation, a witness of reality, but

it will never stand on its own. It offers an ambivalently open interpretation

level and, secondarily, it functions as its own sociological self-portrait.

Despite the fact that at the end of her studies her focus shifted towards socio-
political issues processed through different forms, almost omitting photography
(or using it exclusively as documentation material?), after “resettling” in London
photography again became a significant refuge as well as a stepping stone for
her existential work. Her diary archive, which was created in this way, was the
basis for the selection of visual addenda to the work BREATHE at the exhibition

TEXT . LUCTIA KOTVANOVA
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FOTOGRAFIA NE-STACT

tieto autorkine ,realistické” aZ satirické fotografie odzrkadluju socialne
prostredie pocas jej cestovania a hladania si vlastného miesta v spolo¢nosti
a existenéné uvazovanie ,,Co s naCatym Zivotom*. Kazdy z nas méa vlastny
spdsob, ako sa vyrovnat so strachom z buducnosti. No mozno v Zivotnom
obdobi medzi u¢enim sa zit a Zitim je pre tuto (jej) generaciu charakteristicky

prave spdsob hladania cesty ako spoloCenskej, profesijnej, tak i geografickej.

Fotografie nezaznamenavaju len rézne miesta sveta, ale su spojené aj

s ndhodne délezitymi osobnymi zivotnymi situdciami. Vyber z archivnych
fotografii v réznych kontextoch autorka prezentovala v priebehu ich vzniku na
niekolkych vystavach nielen na Slovensku?3, kde boli rozhodujicim kontextom

ovplyviiujicim ich vyznam ako nazvy vystav, tak i sposoby tlace a insStalacie.

TEXT: LUCTIA KOTVAN
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PHOTOGRAPHY IS IN-SUFFICIEN

Ecology of Desire of the Oskdr Cepan Award 2019. As a whole, these “realistic”
and almost “satirical” photographs reflect social environment as encountered
through her travels and the ongoing search for her own place in society constantly
posing the existential question of ‘what is this life I'm living?’. Each of us has his/
her own way of dealing with the fear of future. But perhaps, at a stage in life

wedged between learning how to live and living, this manner of finding their social,

professional and geographical place of belonging is characteristic of her generation.

Photography doesn’t only record different places of the world; it's also connected to
accidentally important personal life situations. A selection of archival photographs
in different contexts was presented by the author at several exhibitions, not

only in Slovakia3, throughout the period of time during which these photographs
were taken. Crucial contexts influencing their meaning were contained in the

names of these exhibitions, as well as in printing and installation methods.

TEXT . LUCIA KOTVANOVA






FOTOGRAFTIA NE-STAC

PODLA /

SEBA SUKROMNE
SUDIM VERZUS
TEBA VEREIJINE

Zigova pri tvorbe diel bezprostredne vychadza z osobnych skusenosti, zazitkov,
ktoré zhodnocuje, a v globalnejSom kontexte k nim hlada suvislosti, asociacie
¢i paradigmy. Vytvara tak vlastnu auto-analyzu ako podnet pre skimanie
SirSieho spolocenského konstruktu. Tento princip sa v jej tvorbe vyvija od
Studentského obdobia z menej osobnej vSeobjimajucej kritiky k intimnejSim
impulzom uvazovania o svete. Svoje $tudium ukondila v ateliéri Ilony Németh
magisterskym stupfiom. Ilona Németh sa ako jej mentorka a ucitelka stala aj
predmetom alebo nastrojom jej diplomovej prace spolu s pedagégom Antonom
Ciernym. Ich osoby vyuZila ako symboly institucionalneho vysoko$kolského
prostredia, s ktorymi mala osobnu skisenost a vztah, a tak demonstrovala
vplyv autority na jedinca Ci kolektiv.* Takyto pristup je pre fiu typicky a v réznych
podobach sa v jej dielach opakuje. Istym spdsobom tvori jej myslienkové
$pecifikum. Ako som uz spomenula, v postStudijnom obdobi sa zameriava

viac na existen¢né a komunitno-spolocenské narativy, ¢o ju velmi jasne

vedie od lokalnych diskurzov ku globalnej$im Gvaham. Nazov diela Breathe
(Dychaj) vychadza z intimneho momentu vnitorného monolégu, ktory so
sebou autorka vedie vo chvilach, ked sa na preludnenych miestach ocita

pod tlakom davu. Takmer kazdy Clovek zijaci v metropolitnom meste pri
beZnych situaciach zaZiva podobné pocity z preplnenych miest. Masa ludi,

ktori su pri sebe fyzicky tak blizko a pritom osobne tak daleko (taki cudzi), ten
fyzicky natlak a nutnost znasat takéto situacie predstavuju impulz, na ktory

sa nabaluju dalSie myslienkové pochody veduce k vyslednej vizualite diela

(vo svojom texte BREATHE ich bliZSie interpretuje autorka Johanna Trost).

TEXT: LUCTIA KOTVAN
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When creating her works, Zigovd draws directly from her own personal experience, from
experiences that she reviews; and, in a more global context, she searches for their cir-
cumstances, implications or paradigms. Thus she creates her own self-analysis as an
impetus for investigation of a broader social construct. This principle has been evolving
in her work since her studies, taking her from a less personal all-embracing criticism

to more intimate impulses when thinking about the world. She graduated with a mas-
ter’s degree from the studio of Ilona Németh; besides being her mentor and teacher,
Ilona Németh also became the subject matter of her master’s thesis, together with her
teacher Anton Cierny. Zigovd used their figures as symbols of the institutional university
environment with which she had her own personal experience and relationship, thus
demonstrating the influence of an authority on an individual or a group®. This approach
is typical for her and is repeated in her works, in different forms. In a certain way,

it’s characteristic of her thought process. As I've already mentioned, in her post-studies
period she began focusing more on existential and community-social narratives and
this has clearly led her from local discourses to more global reflections. The title of

the work Breathe draws from an intimate moment of an internal monologue which the
author leads with herself in the moments when she finds herself in overcrowded places
under the crowd’s pressure. Almost every person living in a metropolitan city experi-
ences similar feelings about overcrowded places when in common or group situations.
This mass of people who are physically so close to each other and, at the same time,
personally so distant-alien-to each other, this physical pressure and inevitability of
tolerating this kind of situations, represent an impulse which launches another thought
process leading to the final visual expression of the work (in her text THE PORTRAYAL
OF SOCIETY IN BREATHE, Johanna Trost studies them in further detail).

# 1
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VIZUALNA
METAFORA

Sama autorka tvrdi, Ze fotografia je pre fiu forma dennika. Pisané slovo
nahradzuje fotografickou kompoziciou. To je dalSim charakteristickym prvkom
hmatatelnym v tvorbe Gabriely Zigovej. Vizualnu metaforu, s ktorou ¢asto pracuje
kombinaciou priamych aj nepriamych symbolov, dop[ﬁa slovnym potvrdenim

v nazve diela.’ Signifikantnym prikladom pre ilustraciu tejto hypotézy je dielo
Cha(ze)r. Tento ready-made ziskala Zigova v nemenovane;j institlucii a reprezentuje
konkrétnu kulturnu funkciu. Na stolicke doslovne vizualizuje jej dekonstrukciu

a deformaciu jej vlastnym jazykom — formou fotografickej manipulacie. Apeluje
na ikonicky symbol a jeho vyznam vo vizualnom umeni a jeho historii. Na
autorskej vystave v Galérii Sumec, ktorad sa nachadza v priestoroch strednej
umeleckej Skoly, gro site-specific performance tvorilo balansovanie na skolskej
stolicke a ready-made konkrétnej stolicky zavesenej bez sedacej Casti —

zbavenej tak schopnosti plnit svoju funkciu.® Tento postup a skladba diela sa
obdobnym spésobom objavuje aj v diele Breathe, v ktorom autorka opakovane

pouziva kombinaciu formalnych prvkov: performance, ready-made, fotografie.

TEXT: LUCTIA KOTVAN
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VISUAL
METAPHOR

The author herself says that, for her, photography is a form of diary, where written word
is substituted by photography composition. This is another conspicuous characteristic
present in the work of Gabriela Zigovd. The visual metaphor with which she often works
combining direct and indirect symbols, is complemented by its verbal confirmation
within the work’s title. A significant example illustrating this principle is the work
Cha(ee)r. Zigovd acquired this readymade in an unnamed institution and it represents

a concrete cultural function. On the chair, she literally visualizes its deconstruction and
deformation through her own language — photography manipulation. She appeals to
the iconic symbol and its significance in visual art and its history. At the exhibition in
Gallery Sumec situated at the premises of a secondary art school, the largest part of
her site-specific performance involved balancing on a school chair and by a readymade
of a specific chair hung up without its seat — deprived of its function. This method and
composition of the work is echoed in the work BREATHE, in which the author repeatedly
uses this combination of formal elements: performance, readymade, photography.

# 1
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PERFORMANCE

A KO
AUTOPORTRET

Médium performance je pre Zigovu formou prezivania. VyraznejSie objavujica
sa telesnost v jej tvorbe nahradza kulturno-politickd kritiku ako tému a otvara
SirSi existencny podtext. Aj napriek tomu, Ze spociatku to nebola primarna
forma, s ktorou pracovala, inklinuje k tomuto médiu aj v jej skorsich dielach —
prave pracou s publikom &i cielenym pouzitim inych aktérov.” Vacsiu stabilitu
v performativnych formach ziskala po skisenosti s festivalom Transart
Communication. Pri tejto prileZitosti vzniklo jedno z jej zasadne odlisnych

diel — Vicious circle.® ToCenie sa v zacarovanom kruhu je jasnou metaforou
reflektujicou ako osobné prezivanie, tak i hodnotenie spolo¢enského statusu,
ktory sa v deji zlieva do jedného. Dielo vzbudzuje recnicke nadinterpretacné
otazky v zmysle — kto je ten, kto bezcielne bludi a zbesilo sa cykli v kruhu. Je
to obraz jednotlivca strateného v existencialnych problémoch alebo hromada
existencii stratenych vo vire sveta? Autorka v diele pracuje s telesnym aktom
umyselnej straty rovnovahy Ci stability. Naopak, v diele Balance sa Zigova
snazi najst stabilni polohu na dvoch nohach stolicky.® Tuto skisku stability si
osvojila a samotné dielo variuje a opakuje podobne ako dielo Vicious circle.
Odvazim sa to interpretovat aj ako autoportrétnu métu, ktoru si sama uréuje
a snhazi sa ju prekonat alebo ovladnut. Je to naznak vacsieho identifikovania

sa s komunikovanymi ideami pomocou vlastnych diel, samej seba.

TEXT: LUCTIA KOTVAN
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RFORMANTCE

ELF-PORTRAIT

For Zigovd, the medium of performance represents a form of experiencing. The
frequent presence of physicality in her work substitutes cultural-political criticism

as a topic and highlights a broader existential undertone. The fact that she had an
inclination towards this medium was evident even in her early works — precisely

in working with audience or targeted use of other actors®. She acquired a greater
stability in her performative forms after visiting the festival Transart Communication.
On this occasion, one of her fundamentally different works was created — Vicious
Circles. Spinning in a vicious circle is a clear metaphor reflecting upon one’s own
personal experience as well as an evaluation of one’s social status, which in this
performance merge into one. The work provokes rhetorical and over-interpretive
questions, such as who the one aimlessly wandering and furiously spinning in a circle
could be. Is it a representation of an individual lost in his/her existential problems

or a mass of entities lost in the whirlwind of the world? In this work, the author uses
the physical act of an intentional loss of balance or stability. By contrast, in the work
Balance, Zigovd tries to find a stable position on two chair legs”. She has adopted
this test of stability and she modifies the work itself and repeats it just like the work
Vicious Circle. I venture to read it also as a self-portrait goal which she herself
determines and tries to overcome or dominate. It’s a sign of her greater identification

with the communicated ideas thanks to her own works, thanks to herself.
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V autorkinych dielach by

sme opakovane mohli najst

aj princip postprodukcie,

v ramci ktorého s vlastnymi
fotografiami dodatocne
manipuluje zasahovanim
priamo do nich (Cvernovka,
2016), znovuskladanim

do vacsich kompozicii,
(Cha(e)r, 2017) ¢iinstalovanim
netradi¢nym spdsobom,

¢im mierim prave k pouZitiu
vlastnych fotografif ako potlace

(Breathe, 2019).
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Ako napriklad v dielach: Res
Ipsa Loquitur (Veci hovoria sami
za seba), 2013, site-specific
instalacia, bakalarska praca;
,Fotodokumentacia autorki-
nej bakalarskej prace Res Ipsa
Loquitur (Veci hovoria sami za
seba) priblizuje performance,
kde pracovala s tromi ikonicky-
mi symbolmi krestanskej cirkvi
- bielou holubicou, uvdznenou
v priestore provizérneho papa-
mobilu, umiestneného na na-
mesti pred kostolom Sv. Trojice
v Bratislave. Pracou reagovala
na vtedajsie okolnosti abdika-
cie papeZa a je pretrvavajucou
kritikou katolickej spolo¢nosti.”
(aryvok z kuratorského textu
Radky Nedomovej, vystava
Ilona Németh, Gabriela Zigovd,
GMAB Trencin, 2017);

Till When?, 2014, videoper-
formance ; *zauzivany model*,
2015, séria vystav, kombindacia
technik a foriem: diplomova

praca

KOTVANOVA
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Vystavy:

YOU LOOK LIKE I COULD

USE ANOTHER DRINK, Fuga,
Bratislava, 2017

C-HOLE (Gabriela Zigova, Peter
Sulo), Photoport, Bratislava,
2018; Dark but Happy Place
(Gabriela Zigova, Peter Sulo),
Deptford Does Art London,
2018; Room of One’s Own,
Deptford Cinema, 2019
(kolektivna vystava); The Best
Seat Is Taken, A4-nulty priestor,
Bratislava, 2019 — 2020
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In the author’s works, we could
repeatedly find also the principle
of postproduction within which
the author additionally manipu-
lates her own photographs,

doing a direct photographic
intervention (Cvernovka, 2016),
reassembling them into bigger
compositions (Cha(e)r, 2017) or
installing them in an unconven-
tional way — by which I point
towards the use of one’s own pho-
tographs as printing (Breathe,
2019).
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For example in the following
works: Res Ipsa Loquitur

(The Thing Speaks for Itself),
2013, site-specific installation,
bachelor’s thesis;

“The photodocumentation of

the author’s bachelor’s thesis
Res Ipsa Loquitur (The Thing
Speaks for Itself) sheds light
on a performance in which she
worked with three iconic symbols
of the Christian Church — a white
dove trapped in the space of

a makeshift popemobile placed
on the square in front of The Holy
Trinity Church in Bratislava. Her
work responded to the circum-
stances of the Pope’s abdication
at that time and it's a persistent
criticism of Catholic society.”

(a part of the curatorial text by
Radka Nedomova for the exhi-
bition llona Németh, Gabriela
Zigovd, GMAB Trencin, 2017)
Till When?, 2014, video perfor-
mance

“Established Model*, 2015,

a series of exhibitions, a combi-
nation of techniques and forms:

master’s thesis

KOTVANOVA
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The following exhibitions:

YOU LOOK LIKE T COULD
USE ANOTHER DRINK,

Fuga, Bratislava, 2017
C-HOLE (Gabriela Zigova,
Peter Sulo), Photoport,
Bratislava, 2018

Dark but Happy Place
(Gabriela Zigova, Peter Sulo),
Deptford Does Art London, 2018;
Room of One’s Own, Deptford
Cinema, 2019 (collective
exhibition); The Best Seat

is Taken, A4 — SPACE FOR
CONTEMPORARY CULTURE,
Bratislava, 2019-2020

*established model* 2015:
The master’s thesis consists of

a cycle of exhibitions in which the
author focuses on the issues of an
art institution in general and the
cases with which it deals. As

a studying artist, the author in-
vestigates different influences and
impacts of one’s own formation
within the school environment.

In the conclusion, the author
reflects on the development

of her own studies and factors
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“zauzivany model” 2015:
Diplomova praca pozosta-

va z cyklu vystav, v ktorych

sa autorka venuje celkovo
téme umeleckej prevadzky

a kduz, na ktoré reaguje. Ako
studujuca vytvarnicka skiima
vplyvy a dopady vlastného
formovania sa v Skolskom
prostredi. V zavere reflektuje
vyvoj vlastného studia a fak-
tory, ktoré ovplyvnili podo-

bu jej identity ako buducej
umelkyne. V klasickom médiu
busty spodobriuje prave dvoch

dominantnych pedagogov.

Ako napriklad v dielach:

Res Ipsa Loquitur, site-specific
Instalécia, Bratislava, 2013;
Vicious circle, performance,
2016 — 2018; Balance, video

performance, 2018

Vystava: Cha(z)r, Galéria
Sumec, Bratislava,

21.11.-31.12.2018

TEXT LUCIA
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Ako napriklad:
Tillwhen?, video performance,
2014. Dielo zaznamenava
diskusiu mladych Iudf okolo
novovzniknutej politickej
situécie na Slovensku. Gabriela
vytvorila prostredie, v ktorom
premietala zabery tykajuce sa
radikalnych nacionalistickych
poldh clenov teraz uz politicke]
strany Nase Slovensko, ¢im
dava impulz pozvanym disku-
tujucim k smerovaniu rozhovo-
ru; Modelovi scéna (perfor-
mance so Zuzanou Sabovou)
na vystave: *zauzivany
model”, Magdaléna 4D Gallery,
Bratislava, 6. 3. — 20. 3. 2015.
Vystava a diela na nej boli
sucastou vystavného cyklu,
v ktorom Zigova mierila k vyvr-
choleniu v ramci svojej diplo-
movej prace. V tomto cykle sa
zaoberala prave problémarmi
umeleckej prevadzky a témou
institucie ako kulturneho part-
nera a jeho paradoxnej nevyh-
nutelnosti pre buriacieho sa
umelca. V skrytej performance
priamo pred publikom pocas
vernisaze vystavy zahrala

s galeristkou inscenovanu

KOTVANOVA
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hadku o fiktivnych problémoch
pri instalovani vystavy, ako
je napr. nedostatok ma-

teridlového a technického

zabezpecenia a pod. nant pedagogues.
o)
Vicious circle, performance, For example in the following
2016 — 2018. Dielo realizovala works: Res Ipsa Loquitur, site-
prirdznych prilezitostiach a na specific installation, Bratislava,
r6znych miestach. Samotnu 2013 Vicious circle,
performance prispdsobuje performance, 2016-2018;
podmienkam jej prezentacie Balance, video performance,
a obmieria symbolické detaily, 2018
¢im performance ziskava 6
tematické podtony. Dolezité ; The exhibition: Cha(ee)r,
je zdoraznit, Ze pri jej prvom Gallery Sumec, Bratislava,
prevedeni nielen natacala, November 21— December 31,
ale aj fotila svoje okolie. Prave 2018
tieto fotografie by som zaradila 7
do jej dennikového cyklu ¢i ; For example:
archivu. MoZeme na nich Till when?, video performance,
vidiet vystrasené tvare ludi, 2014. The work records a de-
ktorf ju sleduju pri rychlom bate of young people evolving
nekontrolovatelnom toceni sa around a newly emerged
v kruhu. political situation in Slovakia.
Gabriela created an environ-
Balance, video performance na ment in which she projected
vystave Cha(z)r, Galéria Sumec, Jootages of radical national-
Bratislava, 21.11. — 31. 12. istic attitudes of the members
2018 of — now already — a political
party Nase Slovensko. This
# 2 05
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that influenced the shape of
her identity as a future artist.
Through a classic medium of

a bust, she depicts two domi-

Is

way, she gives an impetus to
the invited interlocutors to
direct the debate, Model Scene
(performance with Zuzana
Sabovd) at the exhibition. *es-
tablished model*, Magdaléna
4D Gallery, Bratislava, March
6-March 20, 2015. The ex-
hibition and exhibited works
Jormed part of an exhibition
cycle in which Zigova aimed

at their culmination in her
master’s thesis. In this cycle,
she focused on the problems of
an art institution and the topic
of an institution as a cultural
partner and its paradoxical
necessity for a revolting artist.
In a hidden performance right
in front of the audience, during
the exhibition opening she per-
Jormed a staged argument with
the gallerist about fictitious
problems with the exhibition
installation, such as insufficient
material and technical support

and so on.

KOTVANOVA
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Vicious circle, performance,
2016-2018. The work was
realized on different occasions
and in different places. The
performance itself is adapted
to different circumstances of
its presentation by the author,
changing its symbolic details
to acquire certain thematic
undertones. It’s important to
emphasize that when she per-
Jormed it for the first time she
Jilmed and photographed her
surroundings. Precisely these
photographs Iwould include in
her diary cycle or archive. On
them, we can see the frightened
Jaces of the people who were
watching her fast uncontrolled

spinning in the circle.

Balance, video performance
at the exhibition Cha(a)r,
Gallery Sumec, Bratislava,
November 21-December 31,
2018
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ZOBRAZENTIE
SPOLOCNOSTTI

V
BREATHE

Finalistka Ceny Oskara Cepana 2019 Gabriela Zigova sa vo svojej
performancii a inStalacii BREATHE zaobera naliehavymi si¢asnymi
spolocenskymi otazkami ako davova psychodza, preludnenie, klimaticka
zmena a konzumny sp6sob Zivota. Prostrednictvom prvkov vypoZi¢anych
z rusného mestského Zivota v Londyne — kde autorka Zije a pracuje —

vykresluje triezvy a pesimisticky obraz suc¢asnej spoloc¢enskej situacie.

Site-specific performancia Gabriely Zigovej predstavuje dav dospelych mladych
ludi, ktori sa pohybujl po galerijnom priestore, pricom autorka v nej vyuZziva prvky
pripominajlce interiér londynskych vlakovych voziiov a dochadzanie v rdmci
velkého mesta. Svojimi nahnevanymi ¢i chladnymi tvarami a rychlymi krokmi
performeri Siria napatd energiu. Zatial ¢o sa dostavaju fyzicky bliZsie k divakom,
atmosféra v miestnosti sa meni na Coraz agresivnejsiu. Zigova podnecuje stret
medzi performermi a publikom, aby vytvorila participativne umelecké dielo,
ktoré ,,je vnimané s Gc¢elom nasmerovania umeleckého symbolického kapitalu ku
konstruktivnej spolo¢enskej zmene“™. Publikum sa stava sucastou Zigovej diela.
Vdaka moznosti participovat na jej vlastnej skiisenosti a zobrazeni neoliberalne;
spolocnosti autorka vyzyva divakov, aby sa zamysleli nad tym, ako by mohli

prostrednictvom zmeny pracovat na sucitnejSej a inkluzivnejSej spolo¢nosti.

Medzi vybuchmi negativnych emécii performeri BREATHE zostavaju nehybne
stat a spolocne zhlboka dychaju, aby evokovali chvilu pokoja. Tu vSak nahle
prerusi hlasny zvuk a dav sa opat pusta do kracania po miestnosti. Vo chvilach
pokoja dav dycha ako jeden organizmus, no divak predsa len zahliadne
zablesk individualnej bytosti a jej ludskej potreby introspekcie uprostred
chaotického priestoru plného obav. Zigova Cerpa inSpiraciu od nemeckej
umelkyne Anne Imhofovej, ktorej performancie ¢asto vyvolavaju ,,pocity

Uzkosti a bezmocnosti, ked [performeri] odidu, [zmiznu] v dave a [divaka
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In her performance and installation BREATHE, finalist of the Oskdr Cepan
Award 2019 Gabriela Zigovd addresses current and pressing societal issues,
such as crowd psychology, overpopulation, climate change and consumerism.
With borrowed elements from a busy city life in London, where Zigovd lives and

works, she paints a sobering and pessimistic picture of society’s current state.

Gabriela Zigovd’s site-specific performance shows a crowd of young adults
moving around in the gallery space, where she uses elements that remind of the
inside of London’s train carriages and commuting in a large city. The performers
exude a tense energy with their angry or emotionless faces and quick steps, the
atmosphere in the room becomes increasingly more aggressive as the performers
get physically closer to the viewers. Zigovd establishes a connection between
performers and audience to create a participatory work of art that “is perceived
to channel art’s symbolic capital towards a constructive social change.” The
audience becomes part of Zigovd’s work and, by being able to participate in her
own experience and portrayal of a neo-liberal society, is urged to question how

to apply change to work towards a more compassionate and inclusive society.

Between outbursts of negative emotions, the performers of BREATHE stand
still and collectively take several deep breaths to suggest a moment of

calm - only to be suddenly interrupted by a loud noise, and, once again, the
crowd starts pacing through the room. In those moments of tranquillity, the
crowd breathes as one organism, and yet the viewer catches a glimpse of the
individual being and its human need for introspection in the midst of a chaotic

and anxiety-filled space. Zigovad draws inspiration from German artist Anne
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zanechaju] s pocitom prechodnej, povrchnej intimity: odraz odcudzovacej
anonymity mestského Zivota skladajlcej sa zo zableskov narativov“2. Hoci
sa zda, akoby individualita v dave dochadzajucich ludi Gplne vymizla, Zigova

poukazuje na siet jednotlivcov, z ktorych sa tato homogénna masa sklada.

Je zjavné, ze vsetci performeri st mladi, bieli a telesne schopni. Umelkyna
odkazuje na menej rozmanité zloZenie obyvatelstva na Slovensku, najma

v porovnani s omnoho rozmanitejSimi metropolami, akou je napriklad Londyn.
Zamerom G. Zigovej je ukazat urcité dichotémie v ramci davov: i ked sa

méZzu zdat rozdielne, davy na celom svete sa spravaju podobne a hoci sa dav
moZe skladat z jedincov z rozliénych prostredi, trieda, rasa ¢i naboZenstvo
jedinca v dave zmiznu. Tato myslienka sa vSak len povrchne dotyka hlbSieho
problému — moZe v dave spoloc¢enska identita jednotlivca Uplne zaniknut,
kedZe dav je skupina [udi stretajucich sa v urCitom kontexte, ktory casto

vyplyva z identity alebo postavenia jednotlivca v rdmci spolo¢nosti?

BREATHE sa zaobera zodpovednostou, ktort voci sebe ¢lenovia davu
maju. Dielo odzrkadluje frustraciu dochadzajucich ludi v preplnenych
vlakoch a chvilu, v ktorej sa ludia, ¢o sa sprvu nachadzali v rovnakej
socialnej situacii, m6zu polahky obratit proti sebe. Dynamika davu je
pre Zigovu obzvlast emocne nabity jav. SnaZi sa ukazat, ako od seba
¢lenovia davu zavisia, aby udrzali fungujlci systém nedotknuty — musia
ovladat nakazlivé emdcie ako hney, stres &i klaustrofobiu, ktoré sa mdzu
¢asto nahromadit, sposobit masovu paniku a spolupracujicu skupinu

mo6zu premenit na jedincov, ktori s jeden pre druhého nebezpecni.

Vsetci performeri maju obleené rovnaké Cierne mikiny s kapucriou. Umelkyria
ich navrhla tak, aby zd6éraznovali miznicu individualitu v rdmci homogénneho
davu. Mikiny su tiez metaforou konzumu a nadprodukcie rovnako ako
jednorazové pohare na kavu umiestiiované po zemi galérie pocas performancie

a instalacie. Najma vo velkych mestach ludia po sebe pravidelne nedbalo

T EXT: JOHANNA TROST
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Imhof whose performances often evoke “feelings of anxiety and helplessness,
when [the performers] move off, [disappear] into the crowd and [leave the viewer]
with a feeling of passing, shallow intimacy: a reflection of urban life’s alienating
anonymity, made up of glimpsed narratives”.? Even though individuality seems

to be completely erased in an anonymous crowd of commuters, Zigova still

hints to the web of individuals this homogeneous mass is constituted of.

It is noticeable that the performers are all young, white and able-bodied. The artist
alludes to the less diverse demographics in Slovakia, especially in comparison with
much more diverse metropolises like London. Zigovd’s intention is to demonstrate
certain dichotomies in crowds: even though they might appear different, crowds
still behave in similar ways around the world and even though a crowd can consist
of individuals with different backgrounds, questions of class, race or religion of

the individual are erased. This notion, however, only scratches the surface of

a wider problem — can the social identity of individuals be fully omitted within
crowds, as a crowd is a group of people coming together in a certain context

that is often dictated by the identity or status of an individual within society?

BREATHE addresses the responsibility the members of a crowd carry for each other

by mirroring the frustration of commuters on overcrowded trains and the moment
where people, who initially find themselves in the same social situation, can easily turn
against each other. To Zigovd, crowd dynamics is a particularly emotionally charged
phenomenon. She is attempting to show how the members of a crowd depend on each
other to keep a working system intact by controlling infectious emotions such as anger,
stress and claustrophobia that can often accumulate into mass panic and transform

a collaborating group of people into people that represent a danger for each other.

The performers are all wearing a uniform of black hoodies designed by the artist
to emphasise the disappearing of individuality in a homogeneous crowd. The
hoodies also stand in as a metaphor for consumerism and overproduction, just

like the single-use coffee cups that are placed on the floor of the gallery during

TEXT: JOHANNA rTROST
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zanechavaju jednorazové vyrobky bez toho, aby mysleli na odpad, recyklaciu
a klimatickd zmenu, zatial ¢o dopyt po ¢o moZno najefektivnejSom uspokojeni
kazdej potreby — ¢im dalej, tym neetickejSimi sposobmi — v preludnenych
centrach rastie. Gabriela sa svojou performanciou snazi ,,znovu poludstit [...]
spolocnost, ktora bola otupena a roztriestena represivnou nastrojovostou
kapitalistickej vyroby“3. Nadhadzuje tiez otazku ludskej zodpovednosti vo i
prostrediu, ako aj vzajomnej zodpovednosti jedného voci druhému v ramci
spolocnosti: s ludmi sa Casto zaobchadza rovnako ako s jednorazovymi
vyrobkami, akoby ich Zivoty boli len na jedno pouzitie. Zigova pripomina
svojmu publiku aby sa nadychlo, aby sa zastavilo a precitilo moment ako

jeden organizmus, ktory dokaZe zmenit zauzivané Struktury spoloc¢nosti.

TEXT JOHANNA TROST
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the performance and in the installation. Especially in big cities, single-use
products are regularly being carelessly left behind without thoughts of wastage,
recycling and climate change, while the demand to satisfy every need as efficiently
as possible — more often than not in unethical ways - rises in overpopulated

hubs. With her performance, Zigovd intends to “rehumanize [...] a society
rendered numb and fragmented by the repressive instrumentality of capitalist
production.”3 She brings up the question of people’s responsibility towards the
environment and their responsibility towards each other within a society: just

like single-use products, people are often treated as if they had single-use lives

— the life of the individual becomes obsolete in a climate of efficiency and mass-
production; and so Zigovd reminds her audience to breathe, to pause and feel

as part of one organism that can together change the structures of society.

JOHANNA T ROS T

REATHE



ZOBRAZENIE SPOLOCNOSTI V BREATHE THE PORTRAYAL oF socIlIETY IN BREATHE

1 1
~ Bishop, Claire (2012). ~ Bishop, Claire (2012).
Artificial Hells. London/New Artificial Hells. London/New
York : Verso, s. 13. York - Verso, p. 13.
2 2
Wood, Catherine (2018). Wood, Catherine
Performance in Contemporary (2018). Performance
Art. Londyn : Tate Publishing, in Contemporary Art.
s 114 -115. London : Tate Publishing, pp.
3 114-115.
a Bishop, Claire (2012). Artificial 3
Hells. London/New York : a Bishop, Claire (2012).
Verso, s. 12. Artificial Hells. London/

New York : Verso, p. 12.
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Palety:
Pallets :

Jozef Sikora

Anglicky preklad:
English translation:

Zuzana Simornakova

Technika:
Audiovisual equipment:

Sukromna skola umeleckého

priemyslu filmova

VideoinStalacia:
Video installation:

Peter Vrabel,

Jakub Pisek

Meteorit zapozicala obec Vysny Klatov.
The meteorite borrowed from

the village of Vysny Kldtov.

Zaznam vernisazovej predndasky:
The recording of the lecture at
the exhibition opening:

Jakub Jozio

Pismo v expozicii:
The font used in the exhibition:

Pismo Skolské Free, www.skolskepismo.sk

#2211

Video:
Mimomestan

Ruralien

dvojkandlova videopredndaska, 19 min., 2019

two-channel video lecture, 19 min., 2019

Prostredie/environment:
Environment.
nabytok z europaliet, naklonena
trampolina, hojdacia siet, dva sudy na
dazdovu vodu, 20 metrov nopovej félie
a geotextilie, $trk z nadvoria VSG
pallet furniture, an inclined trampoline,

a hammock, two barrels for rainwater,

20 meters of wall drainage foil and geotextile,

gravel from the East Slovak Gallery patio
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ERIK SIKORA: SPEKULATIVNA GRAMATIKA ERIK SIKORA: SPECULATIVE GRAMMAR

Spekulativni gramatici patrili k filozofickej Skole &innej v 13. a 14. storo&i Speculative grammarians belonged to a school of philosophy active in northern Europe

v severnej Europe (v krajinach juznej Eurdpy sa Spekulativnej gramatike nikdy in the 13th and 14th centuries (the school was never able to gain ground in southern

, 6

nepodarilo dostatoCne presadit a vykorenit ,,mierne protichodnd“ tradiciu Europe where the “somewhat opposing” tradition of pedagogical grammar remained

pedagogickej gramatiky?). KedZe vdaka ich viac-menej dokonanému upadnutiu preponderant?). But, due to their falling into a more or less complete oblivion? we can
do sucasného zabudnutia méZeme tento termin povazovat za aktualne volny? — consider the term to have been freed up for our purposes; and since other options with

a terminy s pribuznym povrchom a rezonanciou ako napr. Spekulativna fabulacia a similar surface and resonance, such as speculative fabulation, are — as Erik Sikora

sU, slovami Erika Sikoru, uz obsadené® —, pre potreby tohto textu budeme

termin ,,$pekulativna gramatika“ pouzivat na opisanie aspektov jeho tvorby,
ktoré povazujeme za obzvlast zaujimavé a podstatné. Vyhodou ,$pekulativnej
fabulacie®, ako ju pouZiva Donna Haraway, by v kontexte Sikorovej tvorby bolo,
Ze ju Haraway dava do vztahu k beZnym spdsobom rozpravania prihod a pribehov
a Ze je v nej zachovana radost a divokost rozpravania a fabulovania (vid napr.
»wild facts”). Jej nevyhodou je, Ze treba citovat ¢asto citovant Donnu Haraway

would say — already “taken”, we shall use “speculative grammar” here to describe
those aspects of his work that we find particularly interesting and important. The
advantage of “speculative fabulation”, as used by Donna Haraway, would — in the
context of Sikora’s work — be that Haraway grounds it in our everyday ways of telling
stories, retaining within it the joy and exuberance of fabulation (see e.g. “wild facts”).
Its disadvantage is that it necessitates quoting the oft quoted Donna Haraway and
subsequently trimming around the term’s edges due to the fully legitimate demand

a nasledne pre aktualny ucel obstrihdvat okraje terminu kvoli Uplne naleZitému of exactitude. Cognizant of this demand and with a view to the spirit of buoyant

naroku presnosti. Tento narok povaZujeme za absolltne opodstatneny, a tak si fabulation shared by both Haraway and Sikora, we can skip over any such potentially
tUto pasaz, v duchu radosti z fabulacie vlastnej Haraway aj Sikorovi, mézeme cumbersome exposé, thanks to the resuscitated term of speculative grammar.*

dovolit preskocit, a to vdaka resuscitovanému terminu Spekulativna gramatika.*

# 229 #230
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Jazyk je priamym a opakovanym predmetom zaujmu v tvorbe Erika Sikoru,
Casto aj pocCiato¢nym impulzom badania.” V roku 2015 hned na tvod
videoceremonialu, ktorym moderoval odovzdavanie Ceny Oskara Cepanas,
podrobil publikum bujarej etymologickej analyze kli¢ového slova vecera
(laureat). Opakovane sa snazi korigovat taxonomické nepravosti (dazdovnik®),
svoj stage name (DZumelec) podloZil komparativhou analyzou zvukovej

a Zivotnej Udernosti hlasok (d vs. dZ, dZ vs. vSetky ostatné hlasky??). Po rozbore
drobnokresby konverzacnych zvyklosti opatrne prichadza s moZnostou, Ze bajna
odpoved, ktora nam doteraz unikala, by mohla byt odpovedou v konverzacnom
zmysle slova (Hej ta treba dakus*?®). Jazyk, v zmysle re¢*?, tieZ hra Ustrednd rolu
vo vSetkych jeho komuniké — videa, hudba, prednasky, prezentacie, koncerty

— aj vtedy, ked'sa tykaju badania na extralingvistickych poliach. Prerozpravava

v nich malé, ale fantastické genealdgie myslienok, spolu sledujeme ich
trajektorie k momentom prekvapenia.* Na komentovanych prehliadkach vystav
hovori o svojom rasticom podozreni, Ze aj hlavnym raison d’etre vystavenych
objektov a videi je to, aby ndm teraz o nich mohol povedat pribeh, preco su

tam a preco s nimi urobil to, ¢o s nimi urobil. Erik Sikora pracuje s myslienkami

a hypotézami o svete prirodnom a civilizacnom spdsobom, ktory je Stavnaty**,

a tato Stavnatost stoji v délezitej miere na spésobe, ktorym nam ich zdeluje.
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Language is frequently the central and direct focus of Erik Sikora’s works; often it is also

the initial impetus for an exploration.” In 2015, when hosting the Oskdr Cepan awards

ceremony via a video work®, he subjected the audience to a flamboyant etymological

analysis of the evening’s pivotal word (laureate). He rails against taxonomic

injustice (c.f. “ddZdovnik”, the — as Sikora highlights — shockingly inadequate Slovak

appellation for the common swift that makes nil reference to its speed and elegance

but instead draws an offensively generic link to rain®). He derives his stage name

(DZumelec) from a comparative analysis of the acoustic and existential punchiness

of phonemes (d vs. dZ, dZ vs. all other phonemes?°). Following an acute analysis of

the minutae of conversational habits, he warily postulates that the eternally elusive

answer that has evaded humanity may indeed be an answer in the conversational

sense (“Hej ta treba dakus ). Language, as speech*?, plays a crucial role in all of

Erik Sikora’s communiqués — videos, music, lectures, presentations, concerts — even

when they deal with explorations in extra-linguistic fields. In them he retraces small

but fantastic genealogies of ideas; together we follow their trajectories to moments

of surprise.*® During his artist talks he expresses a growing suspicion that the entire

raison d’etre of the exhibited objects and videos is for him to now tell us the story of

why they came to be and why he did with them what he did with them. Erik Sikora
works with ideas and hypotheses about the worlds of nature and man in ways that

are juicy*®, and this juiciness derives to a large extent from the way he conveys them.

TEXT: JULIANA SOKOLOVA
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Tu nam méZzu byt indikativhe napomocné niektoré aspekty pojmu ,,mensinova
literatura®, aj ked musime byt obozretni.® Pri Citani Kafkovych proz a sledovani
réznych cestiCiek, ktorymi vedu, sa Deleuze a Guattari® opieraju o termin
mensinova, minoritna literatra pre uchopenie $pecifik nie tej literatary, ktora
je pisana v jazyku mensSiny, ale literatury, ktort mensina vytvara v jazyku
vacsiny ako napr. literatura, ktora vznikala v prazskej nemcine, predovsetkym
v nemdine prazskych Zidov.” Tato $pecificka situacia prinasa iné spdsoby
vyjadrovania, inu pracu s jazykom ako tzv. ,velka (etablovana) literatdra“

v tej istej reci. ,,Prazska nemcina je [...] deteritorializovany jazyk vhodny na
zvlastne, mensinové pouzitie.“*® S prihliadnutim na vSetky provisos uvedené

v pozn. 15 mbéZeme povedat tolko: V pripade tvorby Erika Sikoru koSicky slang
— s inou senzibilitou a rytmikou, s inou intonaciou a dikciou viet, opierajuci
svoje tazisko o iné pismena a ich hlasky (dZ!) nez slovencina, ako sa hovori
,vacsinou“?? — funguje ako jazyk, ktory pouziva na ,,zvlastne, mensinové“
UCely. Takymto pouZivanim jazyka sa mu dari osvetlovat nieCo podstatné aj pre

tych, ktori existuju v inej lingvistickej situacii ako t4, z ktorej vychadza on.

#

TEXT: JULIANA SOKOLOVA
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STRANGE,
MINOR

THINGS

Several aspects of the idea of “minor literature” can be indicatively helpful to us

here, though caution is due.*® While reading Kafka and following the various paths
his prose opens up, Deleuze and Guattari’® make use of the term minor literature to
describe the specificities not of those literary works that are written in the language
of a minority, but of those literatures created by a minority in the language of a
majority — a prime example being the literature written in Prague German, especially
in the German of the city’s Jewish community.?” This particular situation leads to
different ways of expressing, different ways of working with language than the “major
[established] literature” in the same language. “Prague German is a deterritorialized
language, suitable for strange and minor uses.”8 With a view to all the provisos
discussed in note 15 above, we can say this much: in Erik Sikora’s work, the slang
spoken in Kosice, the East-Slovak city where he lives and works and whose sizable
Hungarian and Romany populations made their stamp on the local language — with
its different sensibility and rhythm, different intonation and diction, with its centre of
gravity resting in different characters and phonemes (dZ!) than Slovak as it is usually
spoken in other parts of the country*® — this slang functions as a language he puts to
strange, minor uses. Through such a use of language, Sikora reveals something crucial

also to those who exist in different linguistic situations to the one he works from.

TEXT: JULIANA SOKOLOVA
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But have no fear, have no fear! Tvorba Erika Sikoru ukazuje, ze Zivelnost HORSE?°
a intuitivnost sa s jemnocitom kritickej analyzy nevylucuju, ale Zivia sa navzajom
(ako to vSetko ukocirovat???). Jeho kritické polohy maju rozne registre od takmer But have no fear, have no fear! Erik Sikora’s work is proof that whimsy and intuitiveness
Zanrovo prikladného protest songu (Som ucitel aj ked' nemusim??) cez tvorivu are not at odds with the fine grain of critical analysis, but rather they can nourish one
pracu s hnevom a [Utostou v doku-blues EHMK blues® a Namestie bez koria az po another (how to make it all hold together??t). He operates across a wide spectrum
imanentnu kritiku narodnej hrdosti a narodného marketingu (Trojkopcekové srdce of critical registers, from an almost exemplary protest song (Som ucitel aj ked
Eurdpy). Podobnému satirickému rozloZeniu zvnutra podrobuje aj komercéné nemusim/I’'m a Teacher Even Though I Don’t Have To?2) through creative work with
dolovanie miestnej dikcie a slangu v hipsta-gastre aj ich exportne-orientovanu anger and sorrow in the docu-blues EHMK Blues?? and The Square Without A Horse,
exotizaciu (vid napr. vystava Intermagnet?* alebo video I love Kosice (:)?®). to an immanent critique of national pride and national marketing (Trojkopcekové

srdce Eurdpy/The Three-Peaked Heart of Europe). Sikora also subjects to such a
satirical de-composition from the inside the commercial mining of local diction and
slang by new establishments of hip-gastronomy (e.g. the exhibition Intermagnet??),
as well as their for-export exoticisation (e.g. the video I Love KoSice (:)?5).

TEXT: JULIANA SOKOLOVA TEXT: JULIANA SOKOLOVA
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»A Erik, aku funkciu v tvojom fabulovani zohrava vizualny material?“
,Potrebujem ho asi hlavne ako dokaz, Ze sa to stalo.” Pri uvazovani nad
formatom zaznamu, dékazovym materialom, doklada Erik Sikora svoj zmysel
pre nacrtavanie celej Sirky spektra moznosti, ktoré mame, napr. ked uvazuje
0 zaznamenavani performance (,,Cinov!“) v galérii, tizobne rozmysla nad
hrdinskym eposom ako formatom zaznamu a Sirenia. Musime uznat, ze video

zaznam performance je slaby odvar eposu. Aj ja chcem pocut ten epos!

JULTANA SOKOLOVA

MATIKA
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“And Erik, what role does visual material play in your fabulation?” “Perhaps

I need it mainly as evidence that it happened.” When thinking about formats
for documenting work — the material evidence — Erik Sikora displays his
characteristic sense for feeling out the full breadth of the possibilities we have.
When reflecting on the various ways to record a gallery performance (“a deed!”),
he longingly ponders heroic epic poetry as a format for documentation and
dissemination. We can’t help but admit that a video recording of a performance
is poor competition against an epic poem. I too want to hear that poem!
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Volne citované podla

Wikipédie.

Pre iné ako historiografické

ucely.

Tesenie, video, 2014.

Je vsak velmi jednoznacné,
7e v ziadnom pripade
nejde o satirick lingvisti-
ku. Humor tu nie je ciel, ale
tkanivo. Cielom je ten prie-
stor, ktory sa vam v mysli

rozvinie pocas smiechu.

Trojkopcekove srdce Eurdpy,
video, 2018.

Tatranka, Matranka,
Fatranka, objekt, fixka na
oplatke, skupinova vystava
Mam 25 a mam plan,
kurator Nikolas Bernéth,

Galéria Tabacka, 2018.
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,Niekto napriklad povie, Ze
si obtva topanku, a ja roz-
myslam nad slovom obu-
vam, nad slovom topanka
a aj nad tym, preco siju
vlastne obtva.” Rozhovor s
Patrikom Garajom, MoZete
byt hviezdou na YouTube

a povazovat svoju praci za
umeleckeé dielo?, Dennik N,

5. novembra 2019.

Odovzdavanie cien sa
v roku 2015 konalo vo
velkej kinosdle Kina

Usmev.

Dadzdovnik, video, 2017.

Na priklade diera vs. dzura,

prednéaska, Eastern Design

Conference, 2019.

Hej ta treba dakus, video

a skladba, 2017.

Jazyk vo vizualnom ument
Erika Sikoru nie je pritom-
ny ako text, ale predovset-

kym ako hovorené slovo.

SOKOLOVA

Pre tieto Ucely skusa
undasat rozne formaty, ktoré
pracuju s hovorenym slo-
vom a ktorych striedmym
aktérom je Casto v pra-
covnom Zivote — ucenie
pred tabulou, prezentacia
produktu — a umelecku
tvorbu pouZiva o. 1. na
preskimanie Stavnatejsich
moznosti tychto forméatov

hovorenia.

Prednaska, Eastern Design

Conference, 2019.
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As per Wikipedia.

In other than historiographical

contexts.

Tesenie (Joyness), video,

2014.

It is however more than clear
that this is not a case of satirical
linguistics. Humour here
Junctions not as an end, but

as the medium. The purpose

is the space that unfurls in

one’s mind while bursting out

with laughter.

Trojkopcekové srdce Eurdpy
(The Three-Peaked Heart of
Europe), video, 2018.

Tatranka, Matranka,
Fatranka, object, marker pen
on wafers, group show I'm 25
and I Have A Plan, curated
by Nikolas Berndth, Tabacka
Gallery, 2018. Tatranka is

a popular wafer, frequently
taken on mountain hikes as

a provision, enjoyed in particu-
lar by children. Its name derives
[rom the Tatry mountain range,

central in Slovak lore, and one

JULIANA

SPECULATIVE

7

|00

[\O

of the three peaks mythologised
in Slovakia’s national coat

of arms, the other two being
Fatra and Matra (the Slovaks
having “loaned” the latter to
the Hungarians “to play with
at home”, as we learn in The
Three-Peaked Heart of
Europe).

“For example, someone says
they are putting on a shoe,

and [ start thinking about the
word “to put something on’,
about the word “shoe” and also
about why are they actually
putting the shoe on.” Interview
with Patrik Garaj Mozete

byt hviezdou na YouTube

a povazovat svoju pracu za
umelecké dielo? [Can you be
a YouTube star and consider
your work art?] Dennik N,

November 5, 2019.
The 2015 awards ceremony
was held at a cinema, the Kino

Usmev in Kosice.

Dazdovnik, video, 2017.

SOKOLOVA

GRAMMAR

Hlustrated by the example of
‘diera” vs. “dzura’ lecture,
Eastern Design Conference,

2019.

Hej ta treba dakus, video
and song, 2017 The phrase,
in Kosice slang, is an

untranslatable retort.

In Erik Sikora’s visual art,
language is not present as text

but primarily as spoken word.

For these purposes Sikora ab-
ducts various formats that rely
on the spoken word and whose
temperate protagonist he often
isin his day job — teacher lec-
turing in front of a blackboard,
salesperson pitching a product
—and uses his artistic work L.
to explore the more thrilling
territories of these modes of

speaking.

Lecture, Eastern Design

Conference, 2019.
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o Provisos: Ad 1.) Povodny
teoreticky ramec sa
tyka pisaného jazyka,
literatury, tu hovorime
o tvorbe, ktord pracuje
s hovorenym slovom, a to
v kontexte vizualneho
umenia. Kazdopadne
vsak ide o tvoriva pracu
s jazykom. Ad 2.) Kosicka
slovencina je, aj nie je,
v roznych aspektoch
analogicka k praZskej
nemcine — v pripade
Kosic, samozrejme, nejde
0 jazyk hovoreny mimo
teritéria hlavnej jazykovej
oblasti, ale zaroven ma
kosicky slang vo vztahu
ku gramatickej slovencine
a slovencine hovorenej
vo zvysku krajiny status
inakosti, mensinovosti,
$pecifickosti, odlisnosti.
Slovencinu v Kosiciach
deteritorializuju zvyskove
stopy ich dejin, ktoré
tu jazyk nesie. Ad 3.)
Slovencina nie je prave
wvelky“ jazyk, v zmysle

jazyka s dlhou, bohatou,

TEXT

SIKORA

JULIANA

SPEKULATIVNA

etablovanou literdrnou
tradiciou ako nemcina
v priklade, ktory

rozoberaju.

16

Je namieste sa tu osprave-
dlnit za pouzitie dalsieho,
behom pér odstavcov uz
druhého, casto citovaného
teoretického ramcal A ja

sa zan ospravedliiujem!

17

Deleuze, G. a Guattari, F.
(2017). Kafka. Za
mensinovou literaturi.
Praha: Herrmann &
synove. Tvorba v takejto
nemcine je ,deteritori-
alizovana“, teda charak-
terizovana niekolkymi
nemoznostami:
nemoznostou nepisat
a zarover nemoznostou
pisat v cestine, ktora ich
obklopovala, v jidis ich
komunity a tiez v nemcine
Nemecka.

18
Podla ceského prekladu
Josefa Hrdlicku. Kafka. Za

mensinovou literatury, s. 30.

SOKOLOVA

19
,Mame falosnu predstavu,

Ze sme mozno lepsi ako
zapad Slovenska alebo
stred Slovenska, kvoli
naduzivaniu pismena dz.*
Prednaska, Eastern Design
Conference, 2019.

20
Ndmestie bez koria, video,

2013.

21

Appeal jeho tvorby lezi v
tom, Ze to nejako dokaze.
22
Pri prileZitosti Strajku
ucitelov, 2016.
23
EHMK blues, video, Artycok
TV, 2015.

24

Intermagnet — Magnetky
sucasnych Kosic, vystava,
VUNU, 2018.

25
[ love Kosice (), video, 2014.
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Provisos: Ad 1,) The original
theoretical framework deals
with written language, liter-
ature. Here we are concerned
with work that utilises spoken
word and, moreover, does so
within the context of visual

art. Nevertheless, it is creative
work with language. Ad 2.) The
Slovak spoken in Kosice both is,
and is not, analogous to Prague
German in several aspects — of
course, in the case of Kosice
Slovak, it is not a language
spoken outside of the lan-
guage’s major territory. But, at
the same time, Kosice slang has
the status of otherness, peculiar-
ity and distinctiveness vis a vis
both the codified Slovak and the
ways Slovak is spoken in other
parts of the country. In Kosice,
Slovak is deterritorialized by
the residues of the city’s history
the language carries there.

Ad 3,) Slovak is not really

a “major” language in the sense
of a tongue with a rich, long,
established literary tradition,
like German in Deleuze and

Guattari’s example.

JULIANA

SPECULATIVE

An apology is due here for
introducing within the space of
a few paragraphs yet another
oft quoted theoretical frame-

work! And apologise I do!

Deleuze, G and Guattari, F
Kafka., Toward a Minor
Literature, University of
Minnesota Press, 1986. Writing
in Prague German is “deterrito-
rialized’, that is characterized
by several impossibilities: the
impossibility of not writing

and, at the same time, the
impossibility of writing in either
the Czech of their environ-
ment or in the Yiddish of their
community or in the German of

Germany.

Deleuze, G. and Guattari,
F, Kafka. Toward a Minor
Literature p. 17.

“We have a false feeling of po-
tential superiority over western
Slovakia or central Slovakia
that the excessive use of dz’
gives us.” Lecture, Bastern

Design Conference, 2019,

SOKOLOVA
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20
Namestie bez kona (The
Square Without a Horse),
video, 2013.

21
The appeal of his work lies in
the fact that he manages it
somehow.

22
During a teachers’strike, 2016.

23
EHMK [European Capital of
Culture] Blues, video, Artycok

TV, 2015.

24

Intermagnet — Magnets of
Contemporary Kosice, exhi-

bition, VUNU gallery, 2018.

25

[ Love Kosice (:), video, 2014.
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Vfx, hudba Casaria:
Vfx, music Casaria:

Richard Cecho
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priestorové instalécia, objekt,

variabilné rozmery

spatial installation, object, variable dimensions;

4k projekcia, 25 min., loop, full HD
4k projection, 25 min., loop, full HD
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VS ARIA

INTRODUCTION

It is not immediately clear what kind of place Casaria is. Its various elements that
appear at the beginning of the film can hardly be put together to outline a consistent
scenario: a beautiful countryside landscape, an old Italian villa inhabited by African
and South-East Asian people and a woman named Eva who does not know her
sons. Here, no one speaks, no one interacts with each other, everyone seems to be
quietly waiting for something; an alienating feeling permeates the whole scene.

The voice-over, which talks on behalf of the people portrayed in the film, instead of
making things more comprehensible, complicates them even further with remarks
whose connections with the images are not immediately clear. The only obvious
thing is that something unusual happens in Casaria. Its uniqueness is highlighted
by the gate that marks the entrance to this place — on which the dramatic metal
lettering “CASARIA” appears. It is striking that despite the impressive presence

of the gate, there are neither walls nor fences to delimit the area, as if Casaria

did not fear intrusions from the outside. Therefore, one could think that the

gate is there to connect, rather than divide Casaria from what surrounds it.

SPACE
0 F

INCLUSION

As it gradually becomes clear, Casaria is a place of inclusion; a place where the
subalterns of our time — migrants and refugees — find a new home and are offered
the chance of a new beginning. “We started here, both of us. I don’t even want to
know why you, of all people, are here. It’s not that relevant”. The alienating feeling
that pervades this place suddenly dissolves; what happens in Casaria is actually
quite the opposite of alienation. Casaria is a place where people deprived of
everything, displaced and uprooted, are finally able to settle and develop new social

relations. Their seeming apathy is the result of their being in a state of transition.

TEXT: FELICE MORAMARCDO

C A

SARIA

UvoDbD

Z A

Sprvu nie je jasné, Co je Casaria za miesto. Z rozlicnych prvkov objavujucich

sa na zacCiatku filmu méZeme len sotva vyskladat konzistentny scenar: krasna
vidiecka krajina, stara talianska vila obyvana ludmi z Afriky a juhovychodnej
Azie a Zena s menom Eva, ktora nepozna svojich synov. Nik tu nerozprava,

nik neinteraguje s ostatnymi. Zda sa, akoby kazdy v tichosti na nieco ¢akal.
Cell scénu napliia pocit odcudzenia. Namiesto toho, aby hovoreny komentar,
ktory rozprava v mene ludi zobrazenych vo filme, veci objasnil, ich eSte viac
komplikuje. Prepojenie komentara s obrazom nie je ihned zrejmé. Zrejmé je len
to, ze v Casarii sa stane nieco nezvycajné. JedineCnost tohto miesta zvyraziuje
vstupna brana s dramatickym kovovym napisom ,,CASARIA”. I napriek jej pdsobivej
pritomnosti brany tuto oblast prekvapivo nevymedzuju Ziadne mdry ani ploty.
Casaria akoby sa neobavala vniknutia zvonku. Clovek by si mohol pomysliet, Ze

brana ma za Ulohu spajat a nie oddelovat Casariu od toho, ¢o ju obklopuje.

IESTOR
N A
CLENENTIE
S A

Je Coraz jasnejSie, ze Casaria je miesto pre zaclenenie sa — miesto, kde subalterni
jedinci nasej doby, migranti a utecenci, nachadzaju novy domov a ntka sa im
prilezitost nového zaciatku. ,,Zacali sme tu obaja. Ani neviem, preco si tu zo vSetkych
ludi prave ty. Nie je to také doleZité.“ Pocit odcudzenia, ktory napliia toto miesto, sa
odrazu rozplynie. To, €o sa v Casarii stane, je v skuto¢nosti pravy opak odcudzenia.
Casaria je miesto, kde su ludia, ktori boli zbaveni vSetkého, vysidleni a vyhnani,
konecne schopni usadit sa a rozvinut nové spolocenské vztahy. Ich zdanliva apatia
je spésobena tym, Ze st v prechodnom stave. Ich tiché civenie do prazdna odkryva
napatie voci neznamej buducnosti. Snazia si ju s hlbokym sustredenim predstavit.

Volné Gvahy o [udskej povahe a okolitom prostredi st priznakmi intenzivneho

.
=
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CASARIA CASARIA

Their quiet staring into space reveals tension towards an unknown future procesu premyslania, do ktorého je ich mysel ponorena. Toto namahavé Usilie vyvijajd
which they are trying to envision with deep concentration. The extemporaneous s absolutnou oddanostou. Po¢as narocného procesu premeny sa o nich stara Eva —
observations about the human nature and surrounding environment are symptoms zahadna Zena, ktora nepozna svojich synov. Je Coraz jasnejSie, Ze Eva ich nepozna,
of an intense process of reflection in which their minds are absorbed. It is an lebo prijima a stara sa o kazdého, kto potrebuje jej pomoc, akoby vsetci boli jej synmi.

arduous enterprise which they have undertaken with absolute dedication. And

Eva — the mysterious woman who does not know her sons — is the person that NEVIDITELNE

takes care of them during this difficult process of transformation. As it becomes OBMEDZENTA

clear, Eva does not know her sons because she welcomes and takes care of

everyone in need of her help indiscriminately, as if they were all her sons. Zaujimavé je, Ze rozpravanie filmu sa neodvija len od Casarie, ale vytvara tiez
kontrast s niec¢im, ¢o by sme mohli pokladat za jej presny opak. Casaria sa spociatku

INVISIBLE javi ako odcudzujice miesto, no neskdr pésobi ako priestor pre rozvijanie osobnej
CONSTRAINTS uvedomelosti a spolocenskej solidarity. Naopak, nasledujlice scény zobrazuju

situacie, v ktorych sa stretavaju obrovské skupiny ludi, aby sa zucastnili na réznych

Interestingly, the film does not simply develop its narrative around Casaria, but druhoch vzrusujucich slavnosti. Z tychto situacii sa postupne vynara znepokojujuci

it also creates a contrast with what could be considered as an exact opposite pocit odcudzenia. Hoci sa vSetci napohlad zabavaju, postupne si uvedomime, zZe

of it. Casaria initially appears as an alienating place, but then it emerges v skutocnosti je kazdy z nich uvazneny v situacii bez akéhokolvek priestoru pre

as a space for individual awareness and social solidarity. Contrarily, the samostatnost. Zobrazenie ludi pevne priputanych popruhmi braniacimi akémukolvek
scenes that follow represent situations where large groups of people gather pohybu, ako ich hadZe pocas jazdy v zabavnom parku, je vzorovym vyjavom,

together to engage in all sorts of exciting activities, from which an unsettling vdaka ktorému je okamZite viditelny stav tychto jednotlivcov — pasivne zviazanych
sense of estrangement gradually surfaces. Although everyone seems to be neviditelnou sietou konformnych spravani, ktora vytvara iltziu slobody, zatial ¢o
enjoying themselves, one gradually realizes that, in fact, everyone is trapped v skuto€nosti udusi kazdy jej naznak. Hoci scéna sa zdanlivo freneticky hmyri ludmi,

in a condition that does not leave any room for autonomy. The image of people ¢o sa zabavaju, ,vsetci st nehybni,” hovori hlas komentara a pokracuje: ,,Ked sa
tossed about by the ride in an amusement park, firmly held by a harness that otocite, vSetko bude ploché.” Akoby Ziva energia toho, ¢o vidime, bola len &irou iluziou.

impedes any movement, is a paradigmatic image which inmediately makes
visible the condition of those individuals: passively constrained in an invisible
net of conformed behaviours, which gives the illusion of freedom, while, in
reality, it suffocates any room for it. Even though the scene appears to be
frenetically animated by people who are having fun, “everyone is motionless,”
the voice-over states. “When you turn around,” it continues, “everything will

be flat”. As if the ebullient vivacity of what we see is merely an illusion.
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THE
MASK

The masks that many of the people in the party scene wear denote another
constraint that some of the individuals voluntarily undergo. Like the harness
of the ride, the mask also becomes the symbol of the limitation of one’s self-
expression, although mistaken for an instance of freedom. Traditionally,
masks are used to annihilate one’s subjectivity, in order to make possible

the acquisition of a different one. Yet, masks are used in religious and magic
rituals — from which theatre originates — in order to establish connections

with forces beyond the human realm through mimetic assimilation with gods,
spirits and demons. The mask therefore implies the temporary suspension of
the subjectivity of the wearer, only to enable the enhancement of their power to

act. However, in case of the masks that appear in Casaria, their only function

seems to be that of reducing one’s selfhood to its zero degree, without activating

any kind of process of creation of new forms of subjectivity. These masks are
blank surfaces which simply hide and annihilate. Their nature becomes clear
at the end of the film, when one of the masks reappears — specifically, an eye
mask, whose only function is indeed to cover one’s eyes. No one wears it; the
mask floats in the air, as if the annihilation of the person who wore it had been
completed and their presence, therefore, has become totally irrelevant.

TEXT: FELICE MORAMARCDO
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MASKA

TEXT: FE I

Masky mnohych Ucastnikov v scéne odohravajlicej sa na party predstavuju dalsie
obmedzenie, ktorému sa niektori jednotlivci dobrovolne podrobuji. Maska —
rovnako ako popruhy pri jazde — sa stava symbolom obmedzenia sebavyjadrenia
jednotlivca, i ked sa mylne povazuje za prejav slobody. Masky sa tradi¢ne vyuzivaju
na odstranenie subjektivity jednotlivca, aby ten mohol nasledne nadobudndt ind.
V ndbozenskych a magickych ritualoch — ktoré st pociatkom divadla — sa masky
skrz mimetickd asimilaciu s bohmi, duchmi a démonmi vyuzivaju na vytvaranie
spojenia so silami presahujucimi ludsky rozmer. Maska preto implikuje doCasné
pozastavenie subjektivity jedinca, ktory ju nosi, aby upevnila jeho moc konat. Zda
sa vSak, Ze masky, ktoré sa objavuju v Casarii, maju len funkciu Uplne redukovat
individualitu jednotlivca bez toho, aby spustili akykolvek proces vytvarania
novych foriem subjektivity. Tieto masky su iba prazdne povrchy, ¢o jednoducho
skryvaju a odstranuju. Ich povaha je zrejma na konci filmu, ked' sa jedna z masiek
opat objavi —konkrétne ide o o¢nd masku, ktorej funkciou je naozaj zakryt oci
jednotlivca. Nik ju nenosi. Maska sa vznasa vo vzduchu, akoby bolo odstranenie

osoby, ktora ju nosi, Uplné. Jej pritomnost sa preto stala celkom nepodstatna.

.
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DIALECTIC

CONSTELLATION

T H

Casaria is a film deprived of narrative linearity. It unfolds dialectically, without
following a temporal sequentiality, arranging its various parts according to

a constellated structure. Within this non-linear structure, there are elements
that are transversally present throughout the film, which, at the same time,
unify its various parts and highlight their contrasting aspects, thus assuming
different meanings in consonance with what is represented by the images. The
fading black and white colours, the oneiric sounds and the slow motion that
represent the aesthetic character of the whole film seem to hint an unstable
reality that struggles to affirm itself; although, the causes of this instability
vary in the course of the film. In the case of the footage shot in Casaria,

those aesthetic features recall a reality that is unstable because it is slowly
reconfiguring itself. The shattered lives of the inhabitants of Casaria are now
being recomposed and new social and existential configurations are emerging.
By contrast, in the scenes that take place in the amusement park, at the

party and on the beach, the vanishing colours, the hazy sounds and the slow
motion remind of a reality that is slowly declining. However, tragically, no one

notices it and everyone continues to carry out their meaningless activities.

BLACK
OubD

Another element that keeps reappearing in the film is a black cloud that
threateningly wanders around, overlooked by the characters of the film. Its
disquieting presence undoubtedly evokes an unpleasant scenario. However, the
same element has different implications depending on the set of circumstances
to which it is related. When it appears in Casaria, the black cloud recalls

frightening events that have been eventually overcome. The dismay that the

TEXT: FELICE MORAMARCDO

TEXT: FE I

CASARIA

DIALEKTICKA
KONSTELACTIA

Casaria je film bez linearneho rozpravania. Odvija sa dialekticky, bez dodrZiavania
Casovej naslednosti a jednotlivé Casti sU usporiadané na zaklade Struktury
konstelacie. V ramci tejto nelinearnej struktury sa napriec filmom vyskytuju prvky,
ktoré zaroven zjednocuju viaceré jeho Casti a zvyraziuju ich protikladné aspekty.
Predpokladaju tak rozne vyznamy v sulade s vyobrazenymi scénami. Miznuca Cierna
a biela farba, snové zvuky a spomalené zabery vyjadrujlce estetickl povahu celého
filmu zdanlivo naznacuju nestalu realitu, ktora sa snazi potvrdit sama seba, i ked'
priciny tejto nestalosti sa v priebehu filmu liia. Co sa tyka zaberov nakrutenych

v Casarii, tieto estetické Crty pripominaju nestalu realitu, pretoZe ta sa pomaly
rekonfiguruje. RoztrieStené Zivoty obyvatelov Casarie sa teraz opatovne skladaju

a vytvaraju nové spolocenské a existencné konfiguracie. Naopak, v scénach
odohravajucich sa v zdbavnom parku, na party a na plazi nam mizntce farby,
nejasné zvuky a spomalené zabery pripominajli pomaly upadajicu realitu. Zial,

nik si to nevsima a vSetci pokracuju vo svojich bezvyznamnych Cinnostiach.

CIERNY

MRAK

Dalsi prvok, ktory sa opakovane objavuje vo filme, je &ierny mrak. Hrozivo

bludi po okoli bez toho, aby si ho postavy vo filme vSimli. Jeho znepokojujuca
pritomnost bezpochyby vzbudzuje neprijemny scenar. AvSak i v tomto pripade
so sebou ten isty prvok prinasa rézne vyznamy na zaklade urcitej okolnosti,

s ktorou sa spaja. Ked sa Cierny mrak zjavi v Casarii, pripomina desivé udalosti,
ktoré su uz prekonané. No v Zivote obyvatelov je nadalej pritomny v ich strachu,
no samotny uz patri minulosti, ktora sa snad' nikdy nevrati. Obyvatelia sa teraz
sebavedome teSia na budicnost. Vdaka nej za sebou zanechaju utrpenie, ktorym

si pred prichodom do Casarie museli prejst. Naopak, ked sa Cierny mrak zjavi

.
=

I CE MORAMARCDO

7

0



L

A

SARIA

na zaludnenej plazi, ma to odliSny vyznam: naznacuje katastrofu, ktora

Coskoro postihne ni¢ netusiacich [udi, radostne si uzivajucich letny den.

ZAVERY

Zatial Co piSem tento text, epidémia suzuje zivoty milidnov ludi a spolocensko-
politické systémy celych krajin. Celé Taliansko bolo prave vyhlasené za ¢ervenu
zénu a celé obyvatelstvo uzavreté. Vznasa sa nad nami neviditelna hrozba

a brani ndm v nasich kazdodennych zvykoch. Podla nariadeni talianskej vlady

na vyrieSenie tejto nidzovej zdravotnej situacie sa [udia musia vyhybat objatiam
a bozkom, udrziavat medzi sebou metrovy odstup a domovy mézu opustit len

v pripade, Ze si potrebuju kupit potraviny alebo lieky. Zda sa, Ze neoliberalny
rozklad spolo¢enskej solidarity, dezertifikacia spolo€nych priestorov a zdkaz
telesného stretu si konec¢ne nasli neCakaného spojenca, aby sa naplnili. Tento
apokalypticky scenar, ktory nekontrolovatelne premaha nase Zivoty a celosvetovo
sa $iri, sa mocne ozyva v Casarii. Akoby hrozivy Cierny mrak, ktory sa objavuje vo
filme, napokon nasilne vtrhol do nasich Zivotov a celou svojou nicivou silou. Ked
tato no¢na mora pominie, nasou jedinou nadejou je, Ze kazdy z nas najde svoju

vlastnu Casariu, aby mohol opat vybudovat svoj sikromny a spoloCensky Zivot.

#2771

TEXT: FELICE MORAMARCDO
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SARIA

black cloud carries with itself is still present in the lives of its inhabitants, but it now
belongs to the past that will, hopefully, never come back. Now, they look confidently
forward to a future that will leave behind the misery they had to suffer before
arriving in Casaria. Conversely, when the black cloud manifests itself on the crowded
beach, it assumes a different connotation; the connotation of a catastrophe that is

about to befall the unsuspecting people that are blithely enjoying a summer day.

NCLUSIONS

As I am writing this text, an epidemic is upsetting the lives of millions of people
and the socio-political systems of entire countries — the whole of Italy has just
been declared a red zone and all of its inhabitants have been put on lockdown.
An invisible threat looms, suspending our daily habits. The regulations of the
Italian government that have been put in place to tackle this health emergency
say that people must avoid hugs, kisses, maintain one-metre distance from

one another and are allowed to leave their houses only if they need to buy food
and medicines. It seems that the neoliberal dismantling of social solidarity,
desertification of common spaces and abolition of bodily encountering have finally
found an unexpected ally in the pandemic. This apocalyptic scenario, which is
uncontrollably overwhelming our lives and keeps expanding globally, powerfully
reverberates in Casaria, as if the looming black cloud that appears in the film has
eventually, violently, managed to break into our lives and is now unleashing all of
its destructive force. Our only hope is that, once this nightmare is over, each of us

will be able to find their own Casaria to rebuild their individual and social lives.

TEXT: FELICE MORAMARCDO
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DON’T YOU HAVE IBUPROFEN?

YOU’RE NOT LISTENING

THERE ARE TOO MANY OF US FOR FULFILLED EXPECTATIONS

THE PROBLEM IS THAT SOURCES ARE RUNNING OUT

AND EXAGGERATED EXPECTATIONS AS WELL

TO BE UNDER THE INCESSANT CONTROL OF WHAT THE PERSON WISHES FOR

EVA GOT NEW SONS

SONS WHOM SHE NEVER KNEW

SHE HAD TO REMEMBER THE NAMES AND CHARACTER TRAITS OF EACH OF THEM

HER ROLE WAS TO ENSURE THAT HER SONS WERE GIVEN AS
MUCH TIME AS POSSIBLE FOR THE TRANSFORMATION

INDIVIDUAL TASKS CONSISTED MOSTLY OF FULFILLING EXPECTATIONS, RESOLVING
SITUATIONS, GREETING IN A LOCAL LANGUAGE, REACTIONS TO ENVIRONMENTS

LASTLY, OF AN INTEREST IN ONE’S OWN CAPITAL

THEIR WAITING TIME IS DETERMINED ACCORDING TO PERFORMANCE

THEY KNOW IT AND EVA KNOWS IT, TOO

BECAUSE SHE HERSELF CAME THIRTY YEARS AGO

# 275

CASARTIA

TEXT

IBALGIN BY SI NEMAL?

TY NEPOCUVAS

JE NAS PRILIS MNOHO NA SPLNENE OCAKAVANIA

PROBLEM JE V TOM, ZE ZDROJE DOCHADZAJU

A TAKISTO NASE NADMERNE OCAKAVANIA

NEUSTALE BYT POD KONTROLOU TOHO, €O SI CLOVEK PRAJE

EVA DOSTALA NOVYCH SYNOV

SYNOV, KTORYCH NIKDY NEPOZNALA

MUSELA SI ZAPAMATAT JEDNOTLIVE MENA A VLASTNOSTI KAZDEHO Z NICH
JEJ ROLOU BOLO, ABY JEJ SYNOVIA ZISKALI CO NAJVIAC CASU NA PREMENU
JEDNOTLIVE ULOHY SPOCIVALI PREDOVSETKYM

V NAPLNENT OCAKAVANI, RIESENT SITUACIE, POZDRAVE

V LOKALNOM JAZYKU, REAKCIACH NA PROSTREDIA

V POSLEDNOM RADE V ZAUJME O VLASTNY KAPITAL

ICH CAKACIA LEHOTA SA URCUJE PODLA VYKONU

ONITO VEDIA AVIE TO AJ EVA

PRETOZE SAMA PRED TRIDSIATIMI ROKMI PRISLA

FELICE MORAMARCDO
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TEXT: F

SHE DIDN’T KNOW HOW TO COPE WITH IT

BUT SHE GRADUALLY LEARNED IT

WE STARTED HERE, BOTH OF US

IDON’T EVEN WANT TO KNOW WHY YOU, OF ALL PEOPLE, ARE HERE

IT’S NOT THAT RELEVANT

CAN YOU HEAR IT?

DO YOU MEAN THE WIND?

YES

ISIT JUST ME, OR IS IT DIFFERENT?

WHAT DO YOU MEAN?

DON’T YOU THINK THAT IT SOUNDS SOMEHOW DIFFERENTLY?

WATER IS OLD

OLD AS ALL THE NATIONS AROUND US

PETRIFIED WATER WITH CRAYFISH FULL OF CHEMICAL COMPOUNDS

COMING FROM ALL PLACES

THE REMAINS OF A NIGHTTIME HIKING

#2709

ELICE MORAMARCDO

CASARIA

NEVEDELA, AKO NA TO

ALE POSTUPNE SA TO NAUCILA

ZACALI SME TU OBAJA

NEPYTAM SA ANI, PRECO SI TU PRAVE TY

NIE JE POTREBNE TO VEDIET

POCUJES TO?

MYSLIS VIETOR?

ANO

ZDA SA MI TO ALEBO JE INY ?

AKO TO MYSLIS ?

NEZDA SA TI, ZE ZNIE NEJAK INAK ?

VODA JE STARA

STARA AKO VSETKY NARODY OKOLO NAS

SKAMENENA VODA S RAKMI PLNYMI CHEMICKYCH ZLUCENIN

PRICHADZAJUCICH ZO VSETKYCH MIEST

POZOSTATKY NOCNEJ TURISTIKY

TEXT: FELICE MORAMARCDO
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CASARTIA CASARTIA
OF DOPAMINE AND NERVOUSNESS DOPAMINU A NERVOZITY
EVERYTHING IS MEASURABLE VSETKO JE MERATELNE
AND WE KNOW THAT MEDICINES FOR PAIN AND STRESS A VIEME, ZE LIEKY NA BOLEST A STRES
WILL ACCUMULATE IN A RED RIVER SA NAHROMADIA V CERVENEJ RIEKE
EVERYONE IS MOTIONLESS VSETCI SU NEHYBN{
AND EVERYONE IS WAITING A VSETCI CAKAJU
DO YOU NOTICE IT, TOO? VSIMATE SI TO AJ VY?
YOU KNOW THAT WE'VE ALREADY BEEN IN THIS SITUATION SEVERAL TIMES VIES, ZE UZ SME VIACKRAT BOLI V TEJTO SITUACII
WHY DO YOU WANT TO KNOW IT IF WE DON’T KNOW WHERE WE COME FROM? NACO TO CHCES VEDIET, POKIAL NEVIEME, ODKIAL SME?
YOU CAN WATCH ONLY FROM ONE PERSPECTIVE MOZES SA POZERAT IBA Z JEDNEHO POHLADU
WHEN YOU TURN AROUND, EVERYTHING WILL BE FLAT KED SA OTOCIS, VSETKO BUDE PLOCHA
A FLAT SURFACE ROVNA PLOCHA
WHAT WERE YOU WAITING FOR? NACO STE CAKALI ?
WELL NO
FOR THE RED WATER TO PASS THROUGH, SO THAT DOKYM PREJDE CERVENA VODA A MY BUDEME
WE COULD CROSS TO THE OTHER SIDE MOCT PREJST NA DRUHU STRANU
#285 r2en

TEXT: FELICE MORAMARCDO TEXT: FELICE MORAMARCDO
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WE WILL COME BACK

HERE AND AGAIN

AND AGAIN

AND AGAIN

AND AGAIN

WAIT, CAN YOU SEE IT?

WHAT DO YOU MEAN?

NONE OTHER THAN THE CLOUD

WHO?

A FIELD

YES

DO YOU REMEMBER HOW WE CROSSED IT?

DOES IT LOOK LIKE AN ELECTRICITY POLE?

YES

SOMETHING LIKE THAT

YOU THINK THAT BEHIND IT THERE’S A TOWN

# 2
MORAMARTECO

SARIA

VRATIME SA SEM

A ZNOVU

A ZNOVU

A ZNOVU

A ZNOVU

POCKAJ, VIDIS TO?

CO MYSLIS ?

NIKTO INY NEZ MRAK

KTO?

POLE

ANO

PAMATAS, AKO SME NIM PRESLI?

VYZERA TO AKO ELEKTRICKY STLP?

ANO

NIECO TAKE

MYSLIS, ZE ZA TYM JE MESTECKO

TEXT: FELICE MORA
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TEXT : Fo

IT’S HIM

NO ONE ELSE IS HERE

IRBIS IS FLYING THERE

WHO?

MY GREAT-GREAT-GRANDFATHER

ONCE HE STAYED HERE

ON THE FIELD AND DIDN’T COME BACK

JUST LIKE THE OLD INUITS USED TO DO

IF YOU THINK SO

IT’S GOOD TO HEAR A DIFFERENT SOUND

IT’S PLEASANT

WE ACCUMULATE THINGS AND IN CASARIA TREES ARE THINGS

EVA WAS LEFT ALONE

DURING A CERTAIN PERIOD

NEW SONS, WHOM SHE PREPARES FOR LIVING
IN PETRIFIED VILLAS, COME TO HER

# 28
TCE MORAMARCO

CASARIA

TO JEON

NIKTO INY TU NIE JE

LETI TAM IRBIS

KTO?

MOJ PRAPRADEDO

KEDYSI TU ZOSTAL

NA POLI A NEVRATIL SA

AKO TO ROBILI STARE ESKIMACI

KED MYSLIS

JE FAIN POCUT INY ZVUK

JE TO PRIJEMNE

HROMADIME VECI A V CASARII SU STROMY VECAMI

EVA ZOSTALA SAMA

V URCITOM OBDOBI

K NEJ PRICHADZAJU NOVI SYNOVIA, KTORYCH
PRIPRAVI NA POBYT V SKAMENENYCH VILACH

TEXT: FELICE MORAMARCDO
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TEXT:

THEY ARE FOREIGNERS

BUT GRADUALLY THEY BECOME

HER NEW SONS

THE NIGHT STOPPED IN THE TWILIGHT

AND I'M WEARING EARPLUGS THE WHOLE TIME

SO THAT I WOULDN’T HEAR THE TRAFFIC

AND I'M WEARING A MASK OVER MY EYES BECAUSE OF THE FLASHING LIGHTS

THUS SAID THE NIGHT PROPHETS

FELICE MORAMARCDO

CASARIA

SU CUDZINCAMI

ALE POSTUPNE SA STANU

JEJ NOVYMI SYNMI

NOC SA ZASTAVILA V SERE

A JA MAM CELY CAS V USIACH SPUNTY

ABY SOM NEPOCUL PREMAVKU

A NA OCIACH MASKU PRE BLIKAJUCE SVETLA

TAK HOVORILI NOCNI PROROCI

TEXT: FELICE MORAMARCDO
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INER FUCHS, BARTHOLOMEW RY AN, LORA SARIASLAN, JARDO VARGA VYJADRE
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ROZAN, RAINER FUCHS, BARTHOLOMEW RYAN, LORA SARIASLAN, JARDO VARGA
JARDO VARGA VYJADRENTIE POROTY K VYBERU LAUREATA VI ERA BOROZAN, R A
BOROZAN, RAINER FUCHS, BARTHOLOMEW RYAN, LORA SARIASLAN, JARDO V AR

#2965 # 296

JURY'S STATEMENT ON THE SELECTION OF THE LAUREATE VIJIERA BOROZAN,




VYJADRENTIE

POROTY K VYBERU
To, ¢o odliSovalo tohtorocnych finalistov, bola celkova kvalita, ako aj

rozmanité pristupy zrkadliace sa v rade mimoriadne kreativnych a podnetnych
umeleckych diel. Vystava nebola len sihrnom prezentacii piatich finalistov,

ale pre kazdého umelca bola ozajstnou platformou pre objasnenie rozlicnych
problémov, ktorym sa venoval, od jedla, politiky, klimy az po osobnu krizu.
Umenie tu vystupovalo ako terapia i vychodisko pre investigativny vyskum. Pre
medzinarodnu porotu bolo skuto¢ne osviezujlce vidiet, ako kazda z prezentacii
finalistov poskytla nielen skvely prehlad postojov a vyziev umelcov, ale mnohé
témy a pristupy sa napriec vystavou (znovu)objavovali. Vytvorenim novych
prepojeni medzi ich dielami a napriec ich tvorbou umelci umoznili osviezujlce

¢itanie momentalnej situacie na sicasnej slovenskej umeleckej scéne.

Vdaka tomu, Ze prezentacia bola odvazna, intimna, investigativna, emoc¢ne

nabitd a rozhodne vyjadrovala isty postoj, konecny vyber bol nesmierne narocny.

Po intenzivnej diskusii sa medzinarodna porota rozhodla udelit cenu Erikovi
Sikorovi. Kreativny pristup je stcastou kazdodenného Zivota tohto umelca

a jeho tvorba prameni zo vztahu k rodine, domovu, dedine, krajine, ba dokonca
k vesmiru. Jemny zmysel pre humor u neho kontrastuje s intenzivnym vkladom
do praxe. Erik Sikora neuznava hierarchicky vztah medzi publikovanim

vlogov na YouTube a vystavovanim diel v ramci institlcie. Jeho multivalentna
prax prekracuje kultirne hranice a umoZznuje tak svieZe prilezitosti pre

irenie jeho umeleckej filozofie. K umeleckému médiu pristupuje zdanlivo
neformalne, pricom sa snazi otvarat politické témy veduce k podstatnym

a potrebnym otazkam tykajdcim sa toho, kym v sucasnosti sme.

LAUREATA

THE
0O F

JURY 'S STATEMENT
THE LAUREATE
What differentiated this year’s finalists were the overall quality and the diverse

ON THE

attitudes which were reflected in an array of extremely creative and thought-
provoking artworks. Rather than a sum of the five finalists’ presentations, the
exhibition was indeed a platform for each artist to shed light on diverse issues
they addressed, ranging from food, politics, climate and personal crisis — art as
therapy as well as a platform for investigative research. What was truly refreshing
for the international jury was how each presentation by the finalists not only

gave a wonderful overview of where they position and challenge themselves,

but also how many themes and approaches (re)emerged across the exhibition.
Creating new connections between and through their work, the artists enabled

a refreshing reading of the current status of the Slovak contemporary art scene.

Daring, intimate, investigative, emotional and definitely imbued with an

attitude, the presentation made the final selection immensely challenging.

Following an intense discussion, the international jury decided to give the award
to Erik Sikora. Based on the creative approach that is embedded in his daily

life, Sikora’s work emerges from and across his relationship with his family,

home, village, country and even the universe. With a gentle sense of humour

that belies the intense stakes inherent to the practice, Sikora does not recognize
hierarchies between posting vlogs to YouTube or exhibiting works within an
institution. His multivalent practice transcends cultural boundaries, thus providing
fresh opportunities for the distribution of his artistic philosophy. He uses his
artistic agency through a seemingly casual approach to activate political topics
leading to fundamental and necessary questions about who we are now.
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PRISPIEVATELTIA

REECE
CO0X

je intermedialny umelec, publicista

a spisovatel, ktory Zije v Berline.

Je autorom podcastu s nazvom

It’s Complicated, v ktorom sa zaobera
réznymi témami optikou psychoterapie.
Venuje sa rozhlasovym interview
(Kristin Oppenheim, Stefan Maier,
Marina Rosenfeld, Liza Lacroix a i.),
performance, video instalaciam a praci
so zvukom. Zicastnil sa na umeleckych

rezidenciach v Stokholme a New Yorku.

LUCTIA
GAVULOVA

vyStudovala vedu o vytvarnom umeni
na Filozofickej fakulte Univerzity
Komenského v Bratislave. Venuje

sa sucasnému vizualnemu umeniu

a jeho reflexii, publikacnej a editorske;j
¢innosti, kuratorstvu vystav

a organizovaniu projektov v ramci
vizualneho umenia. V maji 2014 sa
stala stcastou kolektivu Slovenskej
narodnej galérie ako kuratorka a hlavna
editorka magazinu 365°. V minulosti
bola $éfredaktorkou magazinov VLNA

a Designum. Od roku 2018 je riaditelkou
Nadacie — Centrum stc¢asného

umenia a Ceny Oskara Cepana.

is an intermedia artist, journalist and writer
living in Berlin. He is the author of the
podcast It’s Complicated in which he deals
with different subjects through the lens of
psychotherapy. He focuses on radio inter-
views (Kristin Oppenheim, Stefan Maier,
Marina Rosenfeld, Liza Lacroix and others),
performance, video installations and wor-
king with sound. He participated in artistic
residencies in Stockholm and New York.

studied History of Art at the Comenius
University in Bratislava, Faculty of Arts.
She focuses on contemporary visual art
and reflections on the issues related to
this field, publishing and editorial work,
exhibition curation and organization of
visual art projects. In May 2014, she
became a member of the Slovak National
Gallery collective as a curator and
Editor-in-Chief of art magazine 365°.

In the past, she was the Editor-in-Chief
of the magazines VLNA and Designum.
Since 2018, she has been the Director
of Foundation Center for Contemporary
Art and the Oskdr Cepan Award.

VACLAV
JANOSCIK

je pedagdg, teoretik, kurator, filozof,
badatel v oblasti pop kultury,

hrac online hier. Prostrednictvom
réznorodych aktivit — od pedagogickej
¢innosti v najSirSom zmysle slova

cez pripravy vystav, vydavanie knih
(Objekt, 2015; Reinventing Horizons,
2016; Mysl v terénu, 2018) az po
cestovanie po najréznorodejsich ¢esko-
slovenskych regionoch za Gcelom
prednasok a diskusii — sa usiluje

o Sirenie a demokratizaciu si¢asného
myslenia a umenia. Napriklad vo svojej
knihe Nespavost (2018) v osobnej
perspektive otvara mnozstvo problémov
dnesnej doby — od psychologicko-
ekonomického tlaku na tempo

nasich zivotov az po vplyv socialnych

médii na nas jazyk a pozornost.

is a lecturer, theoretician, curator, phi-
losopher, researcher in the field of pop
culture and an online games player. Via
heterogeneous activities — educational
activities in the broadest sense of the word,
exhibition preparation, book publishing
(Objekt, 2015; Reinventing Horizons,
2016, Mysl v terénu, 2018), travelling
around the most diverse Czech and
Slovak regions giving lectures and leading
discussions — he is trying to spread and
democratize contemporary thinking and
art. For example, in his book Nespavost
(2018), he brings up many contempora-
ry problems in his personal perspective

— from the psychological and economic
pressures on the dynamics of our lives to
the impact of social media on our langu-

age and attention.



PRISPIEVATELTIA

LUCTIA
KOTVANOVA

ukoncila magisterské studium (Mgr.
art.) na Vysokej Skole vytvarnych

umeni v Bratislave v Ateliéri IN

v roku 2014. Pracuje ako galerijna
pedagogicka v Kunsthalle Bratislava

a pbsobi ako vytvarnicka a kuratorka

na volnej nohe. Okrem iného sa venuje
spoluorganizovaniu vystav a kulttrnych
podujati mladého stcasného umenia

v alternativnych priestoroch a vo
verejnom priestore. Prednostne sa venuje
sprostredkovaniu stic¢asného vizualneho

umenia réznym cielovym skupinam.

FELICE
MORAMARCDO

je spisovatel a kurator Zijuci v Londyne.
Zakladajuci riaditel festivalu DEMO

— Deptford Moving Image Festival.

V ramci tvorby a vyskumu sa sustreduje
na prehodnotenie umeleckej ¢innosti
vzhladom na sucasné zmeny kulturnych,
technologickych a politickych
paradigiem a objavovanie moZnosti
umeleckej tvorby, ¢o sa tyka politického
pbsobenia a konfiguracie novych
skutoCnosti. Na Bolonskej univerzite
ziskal magistersky titul z filozofie a na
Goldsmiths, University of London ziskal

magistersky titul z kuratorstva.

obtained her master’s degree

(Mgr.art.) from the Academy of Fine Arts
and Design in Bratislava at the Studio IN in
2014. She works as a Gallery Pedagogue
in Kunsthalle Bratislava and as a freelan-
ce artist and curator. Among other things,
she co-organizes exhibitions and cul-

tural events of young contemporary art in
alternative spaces and public space. She
focuses on the mediation of contemporary

visual art for different target audiences.

is a London based writer and curator, and
a founding director of DEMO - Deptford
Moving Image Festival. His practice and
research focus on rethinking art’s agency
in light of the current cultural, technologi-
cal and political paradigm shifts, explo-
ring the possibilities of artistic practice

to operate politically and configure new
realities. He received his MA in philosophy
from the University of Bologna and his

MFA in curating from Goldsmiths.
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JULIANA
SOKOLOVA

je poetka a filozofka Zijuca v KoSiciach.
Vydala zbierku basni M6j dom bude
mat strechu (Fra, Praha, 2013). Eseje
ainé texty publikuje v slovenskych

a zahrani¢nych ¢asopisoch a inych
publikaciach. PiSe pre rozhlas. V Kine
Usmev je kuratorkou autorskych

¢itani a premietani Literatura a film

a rovhomenného rezidenéného programu.

Doktorandsky vyskum v ramci dejin
a teorie sucasnej architektury realizuje

na Akadémii vytvarnych umeni v Prahe.

JOHANNA
TROST

je spisovatelka a redaktorka na volnej
nohe. Na Mnichovskej univerzite ziskala
magistersky titul z literatury a filozofie.

V roku 2016 sa prestahovala do Londyna,
kde zacala pracovat ako ucitelka jazyka

a galerijna asistentka, nasledujuc

svoju vasen pre jazyk a umenie. Od

roku 2017 vedie umelecky priestor

The Steamship PS, ktory je dostupnou
platformou pre zacinajucich umelcov

vo vychodnom Londyne a okoli.

is a poet and philosopher living in KoSice.
She published a collection of poems

My house will have a roof (Fra, Prague,
2013). Her essays and other texts are
regularly published in various Slovak

and foreign magazines and other publi-
cations. She writes for radio. She curates
author readings and screenings Literature
and Film in Kino Usmev and a residency
program of the same name. Currently,
she is doing a PhD research in History
and Theory of Contemporary Architecture

at the Academy of Fine Arts in Prague.

is a freelance writer and editor. She
graduated with an MA in Literature and
Philosophy from the Ludwig Maximilian
University of Munich. In 2016, she reloca-
ted to London, where she started working
as a language tutor and gallery assistant,
following her passion for language and art.
Since 2017, she has been managing The
Steamship PS, an artist-run project space
that offers an accessible platform for emer-

ging artists in East London and beyond.
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TOMAS
UHNAK

ziskal magistersky titul na Akadémii
umeni v Prahe a magistersky titul

z potravinovej politiky na City,
University of London. Momentalne

je Studentom doktorandského

Studia na Ceskej polnohospodarskej
univerzite v Prahe, v rdmci ktorého

sa venuje vyskumu diskurzivneho,
ideologického a materialneho
vytvarania polnohospodarskych
paradigiem a potravinovych rezimov

v priemyselnych modeloch a rolnickych
socialnych hnutiach. TaktieZ je poradca
a analytik v oblasti polnohospodarstva
a potravinovych systémov pre Cesku
piratsku stranu v Poslaneckej snemovni
Parlamentu Ceskej republiky. Je
zastancom agroekologie, potravinovej
sebestacnosti a polnohospodarstva

podporovaného komunitou v Asociacii

miestnych potravinovych iniciativ (AMPI).

received his master’s degrees from the
Academy of Fine Arts in Prague and
from the Food Policy programme at City
University of London. Currently, he is

a PhD student at the Czech University
of Life Sciences in Prague, researching
the discursive, ideological and mate-
rial formation of agrarian paradigms
and food regimes in industrial models
and peasants’ social movements. He is
also an agriculture and food systems
advisor and analyst for the Czech Pirate
Party at the Chamber of Deputies of the
Parliament of the Czech Republic. He

is an advocate for agroecology, food
sovereignty and community suppor-

ted agriculture at the Association of
local food initiatives (AMPI).
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VYSTAVA FINALISTOV
CENY OSKARA CEPANA
2019
THE FINALISTS'
EXHIBITION
OF THE O0SKAR CEPAN
AWARD 2019

EKOLOGIA TUZBY
ECOLOGY OF DESIRE
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Citujuc editorov publikacie Oskar Cepan a vytvarné umenie (Vysoka $kola
vytvarnych umeni v Bratislave, Slovart, Bratislava 2018) Mariana Zervana

a Norberta Lacka, Oskar Cepan (1925 — 1992) bol jednym ,,z poslednych
,uomo universale‘ s mimoriadnym zaujmom o stdobu teériu moderného

a sucasného vytvarného umenia“ (s. 11). Podla ich slov bol vyhranenym
kritikom a teoretikom vytvarného umenia so Sirokym zaberom a prenikavym
rozhladom. Vo svojich stidiach zoznamoval svet s myslenim ruskych formalistov,
zaujimali ho konstruktivisti, produktivisti, Malevic a jeho suprematistické
vizie, ale aj surrealizmus. Bol zasvdatenym editorom a antologistom,
erudovanym a vnimavym autorom textov o sidobom slovenskom vytvarnom
umeni, filozofom, teoretikom, historikom a kritikom — v slovenskom
dejepise vytvarného umenia dvadsiateho storocia mal nezastupitelné
postavenie. Jeho texty su dodnes aktualne a prekvapujico presné.
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Quoting the editors of the publication Oskdr Cepan a vytvarné umenie [in English
Oskdr Cepan and Visual Art] (Academy of Fine Arts and Design in Bratislava,
Slovart, Bratislava 2018) Marian Zervan and Norbert Lacko, Oskadr éepan
(1925-1992) was one of “the last ‘uomo universale’ with an extraordinary
interest in the theory of modern and contemporary visual art of his time” (p.

11). According to their words, he was a strong critic and art theoretician with

a broad scope and sharp general knowledge. In his studies, he acquainted

the world with the thinking of the Russian Formalists; he was interested in the
Constructivists, Productivists, Malevich and his suprematist visions, but also in
Surrealism. He was a devoted editor and anthologist, an erudite and receptive
author of texts about contemporary Slovak visual art, a philosopher, theoretician,
historian and critic, who played an essential role in the Slovak history of visual
art of the 20th century. His texts are still valid and surprisingly accurate today.
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