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Viera Palarik Margetova
OZVENY, ODKAZY

20. januar - 18. februar
kurator Ludovit Holoska

.VSetky druhy umenia, azda okrem vytvarného, bez
ostychu pouZivaju principy varidcie na cudziu tému
alebo rézne spésoby citovania. V literature a hudbe
su tieto metddy beZné a umenie vdadi ich pouZitiu za
mnoho vyznamnych impulzov! Tuto myslienku vyslovil
Rudolf Fila takmer pred polstoro¢im.! Odvtedy sa
umelecka scéna citelne zmenila a ,sdic¢asny obraz je
konstituciou, ktora sa z hladiska maliarskej tradicie
neustdle pohybuje medzi odstredivymi a dostredivymi
tendenciami voci samotnej malbe ako histdriou
preverenej technoldgii? Je to spektrum Stylov
a jazykovych systémov.?

Maliarku Vieru Palarik Margetovu najnovsie
zaujali irske stredoveké rukopisy, evanjeliare.
Vznikali v 6. aZ 8. storoéi v skriptériach v Derry,

! Rudolf Fila: Obrazy, Vystavna siefi Okresné mizeum Nové
zamky, 29.9. - 29.10. 1977, kataldg vystavy.

2 Petr Vafious: PodmnozZina vztahd, SPEKTRUM, Biggbosss,
Praha 2020.

3 Vaclav Hajek: U¢me se Nerozumét, SPEKTRUM, Bigboss,
Praha 2020.

*1982 Brezno
slovenska maliarka
Zije a tvori v Banskej Bystrici

Durrowe, Kellse, Lindisfarne. Historici konstatuju,
Ze irske klastorné hnutie rozsirilo v zapadnej Eurdpe
umenie s vysokou vytvarnou hodnotou a originali-
tou, ktord nemala obdoby. V manuskriptoch je su-
Zitie abstraktného nezobrazujiceho prejavu s rea-
listickym ikonicky zobrazujicim. Symbolicky obraz
sveta stvarneny pletencom zemskych ervov a $tvor-
nozcov. Kriz ako symbol Stvoritela i Syna - Loga.

Slovo (Logos), ktoré bolo u Boha a skrze ktoré
bolo vetko stvorené. Tolerancia koexistencie
zobrazujuceho i nezobrazujiceho. V jednotlivych
evanjelidroch symboly s atributmi evanjelistov
vyjadruji obsahy a zmysel evanjelii.

Matuis$ uvadza a vypoéitava JeZiSov rodokmen,
symbolizuje ho znak loveka. Marek zacina
evanjelium Janom Krstitelom, ktorého hlas bol
volajicim na pusti a ozyval sa ako rev leva,

a preto Marka symbolizuje lev.

Lukasa symbolizuje byk, ten je v Starom zakone
hlavna obet, predznamendava Kristovu obet’ na kriZi.
Zacharia$, otec Jana Krstitela vykonaval obetné
sluzby v chrame.

Jana symbolizuje orlica, pretoZe sa ako orol
vzniesol nad jednotlivosti sveta, zacal text evanjelia
predstavenim prvopociatkov boZich zamerov Pred-
znamenaval Nanebovstupenie. Evanjelisti odkazujd
ludom do kazdodenného Zivota — uZivaj rozum, bud’
silny ako lev, obetuj sa ako byk, vznasaj sa ako
orol. V evanjeliaroch je myslenie v obrazoch, sku-
to€nost’ uchopena naraz nie rozumovym uvaZova-
nim, uchopenie pravdy prostrednictvom obrazu,
znamenia.*

“ Antonin Novak: Védomi Stredovéku, Mlada fronta, Praha 2005.
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In$piracia iluminaciami evanjelidrov, uvedomenie
si ich vynimo&nych vytvarnych a ideovych hodnét,
vznikla prirodzene na doterajSej maliarkinej tvorivej
ceste, dopracovala sa k nej.

Uz v prvych stretnutiach s realitou objavuje
akoby mimovolne abstrahované konfiguracie a kom-
pozicie autonémnej obrazovej redi, ktora v rdéznych
stupnioch &itatelnosti realizuje a usdstaviiuje vni-
manie reality a preklada ju do jazyka malby.

Skdsenosti nadobudala tieZ inSpiraciami a para-
frazovanim inych vytvarnych diel. Poliatoény zamer
volne interpretovat’ témy a principy ikonomalby
prerastol a vyzrel do osobitnej autorskej poetiky.

V nej maliarka prejavuje vysokd kultiru malovania
v komponovani, vo vytribenom autochténnom ko-
lorizme, v tvarovych definiciach, v uZivani vietkych
elementov obrazu v nadobudanej reéi znakov.

Manuskripty mozno povazovat vo velkej miere
za abstraktné umenie. Dominuje v nich $pirala
a vSetky druhy vlnoviek a kriviek pripominajice
pohyb ruky alebo zavity pruzného pera. Maliarka
ocefiuje linedrne osnovy kompozicii, autonémnost’
Ciary a dalsich skladobnych elementov, znakovu

artikulaciu figuralnych a zvieracich motivov.

Farba hra v autorkinych interpretaciach iluminacii
osobitd Ulohu. Je spracivand metédou palimpsestu,
kazdé platno obsahuje viacero farebnych vrstiev,
opakovane nanasanych a strhavanych. Farebny
vyraz obrazu je zbaveny vazieb na konkrétnost,
Casto aj na predlohu. Je autochténny, vzneSeny.
Mnohonasobna zviésenina kompozicie — iluminacia
ma v skutoénosti 29 x 21 cm, platno 140 x 120 cm
alebo i viac, umozfiuje autorke uplatfiovat’ rastrové
linie vznikajuce z techniky pauz, perforovanych
karténov pouzivanych pri malbe fresiek. A tak
kazdy bod platna, drahy &iar, pulzujucich farieb,
vSetky prvky obrazu maju sviatoény vyraz, ktorym
odovzdavaju svoj odkaz z hibky obrazu.

Ludovit Holoska, januar 2022

Literatura:

Jean Lassus: Ranokrestanské a byzantské umenie,
Pallas, Bratislava 1971.

Encyklopedie uméni stfedovéku, hlavni vydavatel
René Huyghe, Odeon, Praha 1969.

Viera Palarik Margetova

ECHOES, LINKS

January 20 - February 18
curator Ludovit Holoska

"All types of art, perhaps with the exception of visual
arts, unashamedly use the principles of variation

on a foreign theme or different ways of quoting.
These methods are common in literature and music,
and art owes many important impulses to their

use.’ This idea was expressed by Rudolf Fila almost

*1982 Brezno
Slovak painter
lives and works in Banska Bystrica

half a century ago.! Since then, the art scene has
changed significantly, and “contemporary painting is
a constitution that, from the point of view of painting
tradition, is constantly moving between centrifugal

! Rudolf Fila: Paintings, Exhibition Hall District Museum Nové
Zamky, Sep 9, 1977 — Oct 29, 1977, exhibition catalogue.
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and centripetal tendencies towards painting itself as
a technology proven by history”?It is a spectrum
of styles and language systems.’

Painter Viera Palarik Margetova was most recently
interested in Irish medieval manuscripts, the Gospel
Books. They originated in the 6% to 8" centuries
in scriptoria in Derry, Durrow, Kells, Lindisfarne.
Historians state that the Irish monastic movement
spread an art of high artistic value and originality
in Western Europe, that had no parallel. In the
manuscripts, there is a coexistence of abstract, non-
depicting expression with realistic, iconically depicting
expression. A symbolic image of the world interwoven
with earthworms and quadrupeds, the Cross as a
symbol of the Creator and the Son - the Logos. The
Word (Logos) that was with God and through which
all things were created. Tolerance of the coexistence
of the displaying and the non-displaying. In individual
Gospel Books, symbols with evangelist attributes
express the contents and meaning of the gospels.

Matthew lists and calculates the genealogy of
Jesus symbolized by the sign of man.

Mark begins the Gospel with John the Baptist,
whose voice was a crier’s voice in the desert and
sounded like the roar of a lion, therefore Mark is
symbolized by a lion.

Luke is symbolized by a bull, it is the main sacrifice
in the Old Testament, it foreshadows Christ's sacrifice
on the cross. Zacharias, father of John the Baptist
performed sacrificial services in the temple.

John is symbolized by an eagle, because like an
eagle he soared above the individualities of the world,
he began the Gospel text by presenting the first
beginnings of God's intentions. It foreshadowed
the Ascension.

The evangelists refer people to everyday life — use
reason, be strong like a lion, sacrifice like a bull, soar
like an eagle.

In the Gospel Books, thinking is in images, reality
grasped at once not by rational reasoning, grasping
the truth through an image, a sign.*

? Petr Various: Subset of relationships, SPEKTRUM, Biggbosss,
Prague 2020.

3 Vaclav Hajek: Let's learn not to understand, SPEKTRUM,
Bigboss, Prague 2020.

“ Antonin Novak: Consciousness of the Middle Ages, Mlada fronta,
Prague, 2005.

The inspiration from the illuminations in the Gospel
Books, the awareness of their exceptional artistic
and ideological values, arose naturally on the artist's
creative path up to now, she worked towards it.

Already in the first encounters with reality,
she discovers, as it were, involuntarily abstracted
configurations and compositions of autonomous
pictorial speech, which in various degrees of legibility
realizes and consolidates the perception of reality and
translates it into the language of painting.

She also gained experience through inspirations
and paraphrasing of other works of art. The initial
intention to freely interpret the themes and principles of
Icon Painting grew and matured into a special author’s
poetics. In it, the painter shows a high culture of painting
in composition, in refined autochthonous colourism, in
shape definitions, in the use of all elements of the image
in the acquired language of signs.

Manuscripts can largely be considered abstract
art. They are dominated by a spiral and all kinds of
undulations and curves resembling the movement
of a hand or the coils of a flexible spring. The painter
appreciates the linear outline of the compositions,
the autonomy of the line and other compositional
elements, the characteristic articulation of figurative
and animal motifs. Colour plays a special role in
the author's interpretations of illuminations. It is
processed using the palimpsest method, each canvas
contains several layers of colour, repeatedly applied
and removed. The colour expression of the image
is freed from ties to concreteness, often also to the
original. It is autochthonous, noble. The multiple
enlargement of the composition — the illumination is
actually 29 x 21 cm, the canvas 140 x 120 cm or even
more, allows the author to apply raster lines arising
from the technique of pauses, perforated cardboard
used in fresco painting. And so, every point of the
canvas, the path of the lines, the pulsating colours, all
the elements of the picture have a festive expression,
with which they convey their message from the depth
of the picture.

Ludovit Holoska, January 2022

References

Jean Lassus: Early Christian and Byzantine Art, Pallas,
Bratislava, 1971.

Encyclopedia of Medieval Art, main publisher René
Huyghe, Odeon, Prague 1969.
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... NA papieri 5

SOCHAROVA KRESBA

23. februar - 8. april

kuratori Katarina Bajcurova a Marian Mesko

JOZEF KOSTKA - RUDOLF UHER - JOZEF JANKOVIé
- JURA) MELIS - PETER ROLLER - MARIAN HUBA

K 120. vyroéiu narodenia Jozefa Kostku
K nedoZitym 85. narodeninam Jozefa Jankovi¢a
K nedoZitym 80. narodeninam Juraja Melisa

V rdmci dlhodobého vystavného cyklu ...na papieri,
ktory pre Galériu 19 pripravuje Marian Mesko,

sme sa rozhodli uviest Specialny projekt, vystavu
venovanu socharskej kresbe, resp. kresbe socharov.
Zhodou okolnosti sa nds vyber napokon ziZil na
skutoéne excelentnu vzorku tvorcov, ktori patria

k najvyznamnejsim, originalnym osobnostiam
slovenského socharstva 20. storo€ia. Vietci st to
sochari, ktori kreslili a kreslia. V3etci boli — znovu
zhodou okolnosti — Ziakmi profesora Jozefa Kostku,
zakladatela slovenského moderného socharstva.

V naSom vybere nejde v3ak o typicky socharske
kresby — vacsinou totiZ nesluzili ako podklad pre
vznik sochy, nemali funkciu pripravnych skic alebo
$tudii. PoloZili sme déraz na volnd, findlnu kresbu,
ktora sice so sochou priamo nesuvisela, ale urcite
bola podmienena a podnietena socharskym, sui
generis hmatovym uvaZovanim a myslenim v hmote.
Socharskej kresbe bolo svojho ¢asu venovanych
niekolko kuratorskych projektov Zuzany BartoSovej

v Slovenskej narodnej galérii (Sochdr a jeho kresba

1., 1982; Sochdr a jeho kresba, 1989). Nasa pritomna
vystava ale nema umeleckohistorické &i interpretacné
ambicie, chceme skér poukazat na vyberové suvislosti
vztahu socharskej a kresbovej predstavy, na schopnost’
vytvarat nové a samonosné vytvarné svety, na silu,
expresiu gesta, na osobitost’ — socharovych a so-
charskych - vizii v takom ,nemateridlnom” médiu,
akym je kresba.

10

0 Jozefovi Kostkovi, prvom slovenskom socharovi
skutoéne eurdpskeho formatu, kedysi Juraj Meli$
povedal, Ze ,pohrdal plytkostou horizontov” Vietkym
svojim Ziakom zdérazfoval vyznam a ddleZitost' kresby,
ktora je potrebna na to, aby tvar plnohodnotne ,Zil
a dychal Sam kreslil (ked' nemodeloval) skoro stale.
Osobitne vSak zaujatie kresbou vytrysklo v 60. rokoch
20. storocia, vtedy sa zbavil napodobniovania, uvolnil
vazby s predmetnou skutoénostou na najvy$siu moznd
mieru v mene stvorenia novej emotivnej reality tvaru,
dramatizmus vyvazoval lyrizmom a neskér vSade-
pritomnou meditativnostou. Jeho kresbové napady
sa priam liali v kaskddach prekvapivej a neakanej
obraznosti, v cykloch na pokracovanie. Kostkov
rovesnik, o rok mlads$i Rudolf Uher, ktorému rovnako
patri epiteton zakladatela, bol tieZ kratko jeho Ziakom.
Hoci v Uhrovej tvorbe mala kresba skdr praktickd a
pripravnu funkciu ako skica, koncept budicej sochy, aj
v jeho tvorbe najdeme volné kresby, i uz zo zaciatku
(40. roky) alebo z nastavajiceho zaveru (prelom 60.

a 70. rokov), ktory bol poznamenany chorobou a z nej
vyplyvajucej neschopnosti kreslit. Mali rychly, drsny
a robustny spad. Uher ani v kresbe, ostatne tak ako

v soche, nebral ohlad na krasu, uslachtilost a ladnost’
formy, jej artistni dokoncenost’ &i vyumelkovanost'.
Kreslenie bolo prenho pravdepodobne nutkavou
nevyhnutnostou, malo prenho takpovediac ,stvori-
tel'sky” zmysel. Obaja sochari — zakladatelia su tu
prezentovani vyberom kresieb naprie¢ casom. Naproti
tomu, dalSich socharov ukazujeme pars pro toto cez
vybrané, osobité cykly kresieb.

Jozefa Jankoviéa, ktory si prirodzene osvojil
Kostkovo kresliarske krédo, predstavujeme na vystave
fragmentom jednej mimoriadne silnej série prac na
papieri. Jedinecny Korejsky cyklus (1988) vznikol po
jeho navrate z olympijského sympézia v Soule, kam

Vyrocny katalog 2022



mu vtedajsi rezim, po rokoch perzekucie, dovolil
vycestovat. Vytvarne priam ,eskamotérsky” nam
ukazuje, o vSetko sa moze stat's figiirou na sokli,
alebo s pomnikom, egom hodnym uctievania, do akych
absurdnych situacii sa pritom méZeme a vieme dostat'.
0d vzniku tychto diel preslo viac ako tridsat’ rokov,
Jankovi¢ove kresby nam vsak stale pripominaju, ze eSte
je a bude vela veci, situacii a javov — obratenych z noh
na hlavuy, falo$ne zdvihnutych na piedestal... Ani rané
kresby neopakovatelného Juraja Melisa zo zaciatku
70. rokov nezrelativizoval Cas, ale naopak, v Case
nastavajlcej a narastajucej ekologickej katastrofy nam
dnes nanovo odkryvaju svoj — sarkasticky tragicky
— a zaroven stale aktualny, ob&ansky angazovany
rozmer. Meli$ sa v nich ikonograficky odvazne
vyrovnaval nielen so svojim budicim udelom sochara,
ale v suvislosti so socharskou instalaciou Prostredie
Il. — Les Zivota (1970 — 1971) hlavne s otazkou ,to be or
not to be".. Séria velkoformatovych, robustne udernych
kresieb vznikla pravdepodobne paralelne s rodiacim
sa socharskym zamerom. Rozvinul v nich svoju temnu
ekologicku viziu budicnosti, zanechal nam ,virtualne”
muzeum zranenej a zdevastovanej prirody.

Aj dvaja z poslednych Kostkovych absolventov
ctili a dodnes ctia kresbu: Petra Rollera pozname
predovéetkym ako sochara, no nikdy mu nebol cudzi ani
Stetec a ceruza, s ktorymi naraba rovnako virtudzne
ako, napriklad, so sekacom ¢i dlatom, alebo inymi
socharskymi nastrojmi. Kresbu ¢asto spaja so sochou
a vice versa, ¢oho vysledkom s osobité, pokreslené,
vykreslené i nakreslené reliéfy &i objekty. V 80. a 90.
rokoch ho ocarilo archetypalne myslenie, preniesol
ho nielen do sochy, ale rovnocenne aj do kresby.
Vytvaral v kresbe fiktivne sochy, premiefal jej povrch
na Zivd matériu, obohacoval o obrazové reminiscencie,
z ktorych sa zacali vynarat’ tajomné fragmenty
a stopy, meditativne labyrinty zaniknutych civilizacii
a ich fiktivnych obydli. Marian/Marko Huba, skromny
a stiSeny askét, sa sice tvorbe venoval sporadicky
a s prestavkami popri ochranarskej a pedagogickej
innosti, ale aj v jeho tvorbe najdeme silny cyklus
kresieb, experimentoval v nich s gestom a pohybom.
Jednym z jeho oblubenych motivov bola socha
ukriZovanej figlry vypletena z drétu, ktord konfrontoval
s réznymi materidlmi — ponaral, odtla¢al do hliny
a tahal z nej von, pricom odlieval prazdno, ktoré ostalo
po jej stope, ale vyuZival na to papier a farebnu stopu,
ktora ostala po jej tahu. Sme vdzni svojej stopy, aj tak
by sa dal vyjadrit’ zmysel tohto socharovho gesta
na papieri.

Hovori sa, Ze kresba je matkou vietkych umeni.
Ci a ako to plati v pripade vybranych socharov, postdte
sami. Prajeme vam hlboky umelecky zaZitok.

Katarina Bajcurovd, februar 2022

JOZEF KOSTKA (1912 — 1996)

Vyudil sa v dielni svojho stryka, ludového keramikara
Ferdiga Kostku (1878 — 1951). Studoval na UPS v Brne
a Prahe (1932 - 1937, prof. K. Dvorak), absolvoval §tu-
dijny pobyt v PariZi (1938). V 40. rokoch 20. storoia sa
v Bratislave zapojil do nadrealistického hnutia (neskdr
oznaceného pojmom Avantgarda 38). Od roku 1940
posobil ako pedagdg, najprv na Oddeleni kreslenia

a malovania pri SVST, potom ako veduci Oddelenia
figuralneho socharstva a profesor na VSVU v Bratislave
(1948 - 1972), kde vychoval mnozstvo ziakov. Bol
zakladajicou osobnostou slovenského moderného
sochérstva. Okrem monumentdalneho a komorného
sochérstva sa venoval malbe, kresbe a keramike.
Umeleckd pozostalost' po autorovi spravuje Galéria
Jozefa Kostku v Bratislave.

RUDOLF UHER (1913 - 1987)

PSvodnym povolanim bol uéitel, socharstvo $tudoval
ako mimoriadny poslucha¢ na Oddeleni kreslenia

a malovania pri SVST v Bratislave (1941 — 1944), kde
bol jeho pedagégom ). Kostka. Tvorit' zacal po roku
1943. Absolvoval $tudijny pobyt v PariZi (1946) a nav-
Stivil tam ateliéry O. Zadkina a C. Brancusiho. Bol
spoluzakladatelom sympdzia v kameni vo Vy$nych
RuZbachoch (od 1964 s K. Prantlom a A. Rudavskym),
realizoval velkorozmerné abstraktné exteriérové
diela v Rakusku, Japonsku, USA. Klasik slovenského
moderného sochdrstva uZ v ranom diele po polovici
40. rokov nastolil problém archetypu, neskor v 60. ro-
koch dospel k velkej znakovej forme a rustikalne citenej
abstrakcii postavenej na vnitornej monumentalite

a dramatickosti socharskeho gesta.

JOZEF JANKOVIC (1937 - 2017)

Studoval na VSVU v Bratislave (1956 — 1962, prof.

J. Kostka), kde od roku 1990 pésobil ako pedagdg,
rektor (1990 - 1994) a profesor na Katedre socharstva
(1994 — 2007). Bol vedicou osobnostou slovenského
moderného socharstva; nositelom prestiznych

cien: Grand Prix z biendle Danuvius v Bratislave

(1968), Herderovej ceny (1983). Vytvoril cely rad
monumentalnych diel i poetné prace v architektire

a na socharskych sympéziach v Slovinsku, Chorvatsku,
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v Juznej Korei. Pocas normalizacie bol vyluceny

z vytvarného diania a aktivne fungoval na neoficidlnej
scéne, venoval sa ,malym"” formam: kresbe, Sperku

a ako jeden z prvych na Slovensku systematicky tvoril
v oblasti pocitacovej grafiky, od 80. rokov sa znovu
venoval velkorozmernej i komornej soche a reliéfu.

JURAJ MELIS (1942 - 2016)

Studoval na VSVU v Bratislave (1960 — 1966,

prof. ). Kostka), kde neskér pdsobil ako profesor (od
1992), veduci ateliéru Objekt a portrét na Katedre
sochdrstva VSVU (1990 — 2008), externe tieZ vyucoval
na VSMU (1973 - 1988). Bol jednym z najvyraznejsich
predstavitelov neoficidlnej scény 70. a 80. rokov.
AngaZoval sa v $ireni odkazu svojho pedagdga: inicioval
vystavu Sochdrska skola Jozefa Kostku, ktora sa
konala vo viacerych slovenskych galériach. Prinie-

sol nové antitradi¢né a antiestetické nazeranie

na sochu. Venoval sa tvorbe environmentov — prostredi
a objektov, kolazam, kresbe a grafike s vyraznym
moralnym apelom.

... ON paperS

PETER ROLLER (1948)

Studoval na VSVU v Bratislave (1969 — 1975,

prof. ). Kostka, J. Kulich), kde pedagogicky p&sobil
(1992 - 2018). Zi&astnil sa vySe 40 medzindrodnych
socharskych sympozii po celom svete (Madarsko,
Rakusko, Nemecko, USA, Japonsko, Kanada, Nérsko,
Cesko atd’). Od za&iatku 80. rokov prevladli v jeho
tvorbe skulptivne techniky a praca s kamefiom

v komornom i monumentalnom meradle. Venuje

sa vizualnej poézii, objektu, kresbe a malbe, tieZ
dlhodobému projektu Petrogramy — umiestiiuje znakmi
pomalované kamene na réznych miestach naSej zeme.

MARIAN HUBA (1949)

Studoval na VSVU v Bratislave (1967 - 1973,

prof. F. Stefunko, ). Kostka). Vyu¢oval na L'SU, v rokoch
1990 - 2013 pedagogicky posobil na §UVJ. Vydru

v Bratislave na oddeleni dizajnu a tvarovania dreva.
Patril k prvym uvedomelym a aktivnym ekolégom,
venoval sa pamiatkovym vyskumom, zichrane
ludovych i historickych pamiatok a ochrane prirody,
tvorbe hraciek, komornej plastike a kresbe.

SCULPTOR'S DRAWING

February 23 - April 8

curators Katarina Bajcurova and Marian Mesko

JOZEF KOSTKA - RUDOLF UHER - JOZEF jANKOVIé
- JURA) MELIS - PETER ROLLER - MARIAN HUBA

To the 120th anniversary of the birth of Jozef Kostka

To the late 85th birthday of Jozef Jankovié¢
To the late 80th birthday of Juraj Meli$
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As a part of the long-term exhibition cycle ...on paper,
which Marian Mesko has been preparing for the Gallery
19, we have decided to present a special project, an
exhibition dedicated to sculptural drawing, or drawings
of sculptors. Coincidentally, our selection was finally
narrowed down to a truly excellent sample of creators
who belong among the most significant, original
personalities of Slovak sculpture of the 20™ century.
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They are all sculptors who drew and are still drawing.
All of them were — again by coincidence — students of
Professor Jozef Kostka, the founder of Slovak modern
sculpture. In our selection, however, these are not
typically sculptural drawings — mostly they did not
serve as a basis for the creation of a sculpture, they
did not have the function of preparatory sketches or
studies. We emphasized the free, final drawing, which,
although not directly related to the sculpture, was
certainly conditioned and stimulated by sculptural,
sui generis tactile reasoning and thinking in matter.
At one time, several curatorial projects by Zuzana
BartoSova in the Slovak National Gallery were devoted
to sculptural drawing (Sculptor and his drawing I., 1982;
Sculptor and his drawing, 1989). However, our present
exhibition does not have art-historical or interpretive
ambitions, rather we want to point out the selective
context of the relationship between sculptural and
drawing ideas, the ability to create new and self-
supporting visual worlds, the power and expression of
gesture, the uniqueness of — sculptor’s and sculpting —
visions in such an "immaterial” medium as drawing is.
Juraj Melis once said about Jozef Kostka, the first
Slovak sculptor of a truly European format, that he
"despised the shallowness of horizons" He emphasized
to all his students the meaning and importance of
drawing, which is necessary for the shape to fully
“live and breathe” He drew himself (when he wasn't
modelling), almost all the time. However, his special
interest in drawing emerged in the 1960s, when he got
rid of imitation, loosened ties with the subject reality
to the highest possible extent in the name of creating
a new emotional reality of form, balanced drama
with lyricism and later ubiquitous meditativeness. His
drawing ideas flowed directly in cascades of surprising
and unexpected imagery, in continuous cycles. Kostka's
peer, a year younger Rudolf Uher, who also bears
the epithet of the founder, was also his student for
a short time. Although in Uher's work the drawing
had a practical and preparatory function rather than
a sketch, a concept of the future sculpture, we can
also find free drawings in his work, either from the
beginning (1940s) or from the coming end (the turn
of the 1960s and 1970s), which was marked by illness
and the resulting inability to draw. They had a fast,
rough and robust fall. Uher did not consider the beauty,
nobility and gracefulness of the form, its artistic
completeness or elaborateness even in the drawing,
as well as in the sculpture. Drawing was probably
a compulsive necessity for him, it had a "creative”

meaning for him, as it were. Both sculptors — founders
are presented here with a selection of drawings across
time. In contrast, we show other sculptors pars pro
toto through selected, distinctive cycles of drawings.
Jozef Jankovi¢, who naturally adopted Kostka's
drawing credo, is presented at the exhibition as a
fragment of one particularly strong series of works
on paper. The unique Korean cycle (1988) was created
after his return from the Olympic symposium in Seoul,
where the then regime allowed him to travel after
years of persecution. Artistically, in an "escapist” way,
it shows us what can happen with a figure on a plinth,
or with a monument, an ego worthy of worship, and
what absurd situations we can and are able to get into.
More than thirty years have passed since the creation
of these works, but Jankovic's drawings still remind
us that there are and will be many things, situations,
and phenomena - turned upside down, falsely raised
on a pedestal... Not even the early drawings of the
inimitable Juraj Melis from the beginning of the 1970s
time did not relativize, but on the contrary, at the time
of the impending and increasing ecological disaster,
today they reveal to us anew their — sarcastically
tragic — and at the same time still relevant, civically
engaged dimension. In them, Meli$ iconographically
courageously came to terms not only with his future
destiny as a sculptor, but also in connection with the
sculptural installation Environment Il — Forest of Life
(1970 - 1971) mainly with the question "to be or not
to be".. The series of large-format, robustly striking
drawings was probably created in parallel with the
nascent sculptural intention. He developed his dark
ecological vision of the future in them, leaving us a
"virtual” museum of wounded and devastated nature.
Two of the last Kostka’s graduates also respected
and still respect drawing: we know Peter Roller
primarily as a sculptor, but he was never a stranger
to a brush and pencil, which he handles with virtuosity
just as, for example, a former, or chisel or other
sculpting tools. He often combines drawing with
sculpture and vice versa, which results in peculiar,
sketched, rendered, and drawn reliefs or objects. In
1980s and 1990s, he was fascinated by archetypal
thinking, and he transferred it not only to sculpture,
but, equally, also to drawing. He created fictitious
sculptures in his drawing, transformed its surface into
living matter, enriched it with pictorial reminiscences,
from which mysterious fragments and traces,
meditative labyrinths of vanished civilizations and their
fictitious dwellings began to emerge.
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Marian/Marko Huba, a modest and quiet ascetic,
although he devoted himself to creation sporadically
and with breaks in addition to his conservation and
pedagogic activities, we also find a strong cycle of
drawings in his work, in which he experimented with
gesture and movement. One of his favourite motifs
was a sculpture of a crucified figure woven from wire,
which he confronted with different materials — dipping,
pushing into clay and pulling it out, casting the void
left in its imprint, but using paper and a colour trace
that stayed after its move. We are prisoners of our
footprint, even like this the meaning of this sculptor’s
gesture on paper could be expressed.

They say that drawing is the mother of all arts.
Consider yourself whether and how this applies
to selected sculptors. We wish you a deep artistic
experience.

Katarina Bajcurovd, February 2022

JOSEF KOSTKA (1912 - 1996)

He learned in the workshop of his uncle, folk potter
Ferdis Kostka (1878 — 1951). He studied at the UPS

in Brno and Prague (1932 — 1937, Prof. K. Dvorak),
completed a study stay in Paris (1938). In the 1940s,
he joined the surrealist movement in Bratislava (later
known as Avant-garde 38). From 1940 he worked

as a teacher, first at the Department of Drawing and
Painting at the SVST, then as a head of the Figural
Sculpture Department and professor at the VSVU

in Bratislava (1948 — 1972), where he educated many
students. He was a founding figure of Slovak modern
sculpture. In addition to monumental and chamber
sculpture, he devoted himself to painting, drawing and
ceramics. The artistic legacy of the author is managed
by the Jozef Kostka Gallery in Bratislava.

RUDOLF UHER (1913 - 1987)

His original profession was a teacher, he studied
sculpture as an extraordinary student at the
Department of Drawing and Painting at the SVST

in Bratislava (1941 — 1944), where his teacher was

J. Kostka. He started creating after 1943. He completed
a study stay in Paris (1946) and visited the studios of
0. Zadkin and C. Brancusi there. He was a co-founder
of the symposium in stone in Vy$né Ruzbachy (from
1964 with K. Prantl and A. Rudavsky), realized large-
scale abstract exterior works in Austria, Japan, USA.
The classic of Slovak modern sculpture raised the
problem of the archetype in his early works after

the mid-1940s, later in the 1960s he reached a large
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symbolic form and a rustically felt abstraction based
on the internal monumentality and drama of the
sculptural gesture.

JOSEF JANKOVIC (1937 - 1987)

He studied at the VSVU in Bratislava (1956 - 1962,
Prof. ). Kostka), where from 1990 he worked as a
teacher, rector (1990 — 1994) and professor at the
Department of Sculpture (1994 - 2007). He was a
leading figure in Slovak modern sculpture; holder

of prestigious awards: Grand Prix from the Danuvius
Biennale in Bratislava (1968), Herder Prize (1983).

He created a number of monumental works as well

as numerous works in architecture and sculpture
symposia in Slovenia, Croatia, and South Korea. During
normalization, he was excluded from the art scene and
actively worked on the unofficial scene, he devoted
himself to "small” forms: drawing, jewellery, and as one
of the first in Slovakia systematically created in the
field of computer graphics, from the 1980s he again
devoted himself to large-scale graphics, and chamber
sculpture and relief.

JURAJ MELIS (1942 - 2016)

He studied at the VSVU in Bratislava (1960 — 1966,
Prof. ). Kostka), where he later worked as a professor
(from 1992), head of the Object and Portrait studio

at the Department of Sculpture of the VSVU

(1990 - 2008), also taught externally at the vSMU
(1973 - 1988). He was one of the most prominent
representatives of the unofficial scene of 70s and 80s.
He was involved in spreading the legacy of his teacher:
he initiated the exhibition The Sculpture School of Jozef
Kostka, which was held in several Slovak galleries.

He brought a new anti-traditional and anti-aesthetic
view of sculpture. He devoted himself to the creation
of environments — environments and objects, collages,
drawings, and graphics with a strong moral appeal.

PETER ROLLER (1948)

He studied at the VSVU in Bratislava (1969 — 1975, Prof.
). Kostka, ). Kulich), where he worked as a teacher (1992
— 2018). He participated in more than 40 international
sculpture symposia around the world (Hungary, Austria,
Germany, USA, Japan, Canada, Norway, Czech Republic,
etc.). From the beginning of 1980s, sculptural techniques
and working with stone on a chamber and monumental
scale prevailed in his work. He is dedicated to visual
poetry, object, drawing and painting, as well as the long-
term Petrograms project — he places stones painted
with symbols in various places of our country.
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Viktoria Lengyelova

DISTANCE

25. februar - 25. marec
kurator Peter Ronai

Na ¢o ndm je umeNIE a nao nam je uéenie?

Nedavno nam galerijnd pedagogicka usporiadala
vystavu v Kunsthalle s ndzvom: Cim chce$ byt,
umelec? Od detstva som chcel byt kominarom,
kozmonautom, neskdr Picassom, len pedagégom nie
- to sa mi aj podarilo. Na vysokej $kole vytvarnych
umeni som ako $tudent neznasal korekcie, moje
obrazy asi neboli dost’ ,pekné”. Klasicizmus a patos
totalitnej kultdry som nendvidel, ale bola mi cudzia
aj prvoplanova ,interpretacia” zapadného umenia.

Z mojho pohladu obidve strany fungovali na
baze kolektivizmu a ja som bol presvedceny, Ze
skutoéné umenie je vysostne individualna Cinnost.
Veducu dlohu strany som neuznaval tak isto ako
gloriolu veduceho neoficidlnej skupiny. Jedine
knihy ma nesklamali, budoval som sam urcity typ
autodidaktického vzdelania, hoci som $tudoval na
dvoch vysokych $kolach, v Bratislave a v Budapesti.
V sdcasnosti planujem velkd samostatnd vystavu
v MUMOK-u, len eSte som nedostal termin...

Stale mlady Rudo Sikora zrazu nemohol uz dalej
garantovat v KoSiciach. Hladali, hladali, kym ma
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*1994 Kosice
slovenska vizualna umelkyna
Zije a tvori v KoSiciach

nenasli, ako ndhradu - po Slovensku vtedy eSte ne-
behalo tak vela profesorov. Zdedil som teda ateliér
grafiky a experimentalnej tvorby. Trochu som oprasil
pévodny program, pridal som par cudzich slov:

a hura na post-modernu!

V tom prostredi sa objavila Studentka Viki Len-
gyelova. Tu prezentovana sériova praca este nikde
nebola vystavena. Nevzniklo to na nejaké ateliérové
zadanie, ako napr. konceptualna stratégia, alebo
interpretacia J6skabacdiho alias Joseph Kosuth. Na-
koniec samotné dielo ani nevzniklo. Ide o mobilnu
— ind¢ velmi $pekulativne zostavenu — Strukturu,
ktora bola k dispozicii uz dlh$iu dobu a ktord au-
torka mozno nechcela takto ani inde vystavit...
Postkonceptualne dielo, v tom zmysle, Ze koncepcia
vznikla takpovediac uZ po realizacii ako dodatoéné
pomenovanie — krst, radost nad novym Zivotom
(aby som bol trochu poeticky). Predstierana forma
prejavu pocita s uréitou anonymitou, ved' dnes je
tazké obecenstvo Sokovat niecim novym a neobvyk-
lym — v postmodernom polospanku by Duchampa
prehliadli, ako sezénnu reklamu... Nejde tu ani o le-
vitovanie medzi vulgarnym a transcendentalnym
posolstvom, skér o nieo uz zabudnuté, alebo
v stvislosti s tym, Co eSte nevzniklo... Mimikri €i
projektova konstrukcia proxy vojny medzi holou
realitou a umenim? PredovSetkym ide o fixaciu
situacie, kde usporiadanie jednotlivych komponentov
zostava konstantné, to znamena, Ze aj v budicnosti
budu reprodukovatelné iba vo vzniknutej forme
a v tom istom poradi. Textovy odkaz tu nefunguje
doslovne, ani symbolicky — vysek z komplexne
vybudovanej inej paralelnej Struktdry naznacuje
vidcsie objavy a suvislosti o vnutornej pravde
a intuicii autorky.

Peter Rénai, februar 2022
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Viktoria Lengyelova

DISTANCE

February 25 - March 25
curator Peter Ronai

What is art for us and what is learning for us?
Recently, the gallery teacher organized an exhibition
for us in the Kunsthalle entitled: What do you want
to be, an artist? Since childhood, | wanted to be a
chimney sweep, an astronaut, later Picasso, but

not a teacher — and | succeeded in the last one.

As a student at the college of fine arts, | hated
corrections, my paintings were probably not "pretty”
enough. | hated classicism and the pathos of
totalitarian culture, but also the mainstream
“interpretation” of Western art was alien to me.
From my point of view, both parties operated on

the basis of collectivism, and | was convinced that
true art is a supremely individual activity. | did not
recognize the leading role of the party as well as the
gloriole of a leader of an unofficial group. Only the
books did not disappoint me, | was building a certain
type of self-taught education myself, although |
studied at two universities, in Bratislava and in
Budapest. I'm currently planning a big solo exhibition
at MUMOK, but | haven't received a date yet...

Still young Rudo Sikora suddenly could no longer

guarantee in KoSice. They searched, searched, until
they found me as a substitute — there weren't that
many professors around Slovakia at that time. So,
I inherited a studio of graphics and experimental
creation. | cleaned up the original program a bit,
added a few foreign words: and hooray for post-
modernism!

A student Viki Lengyelova appeared in that
environment. The serial work that she presented
here had not been exhibited anywhere before. It was
not created for some studio assignment, such as
conceptual strategy or interpretation of J6skabaci
alias Joseph Kosuth. In the end, the work itself
was not even created. It is a mobile — by the way,
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*1994 Kosice
Slovak visual artist
lives and works in KoSice

very speculatively assembled — structure that had
already been available for a long time and which the
author may not have wanted to exhibit in this way
elsewhere... A post-conceptual work, in the sense
that the concept arose after the realization, so to
speak, as an additional name - baptism, the joy

of a new life (to be poetic a bit). The feigned form

of expression counts on certain anonymity, because
today it is difficult to shock the audience with
something new and unusual - in a postmodern half-
sleep, Duchamp would be overlooked, as a seasonal
advertisement... This is not even about levitating
between a vulgar and transcendental message,
rather about something already forgotten, or in
relation to what has not been created yet... Mimicry
or the project construction of a proxy war between
bare reality and art? Above all, it is about fixing the
situation where the arrangement of the individual
components remains constant, that means that even
in the future they will be reproducible only in the
created form and in the same order. The text link
here does not function literally or symbolically

— a section from a complexly constructed other
parallel structure indicates greater discoveries

and connections about the author's inner truth

and intuition.

Peter Rénai, February 2022
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Sara Zahorjanova

MAKKA HMOTA

14. april - 27. m3j
kurator Marian Mesko

foto archiv auto %

Takmer na den presne, pred rokom prezentovala
Sara Zahorjanova v devitnastke sibor dsmich
akvarelov na jednej z vystav z cyklu ..na papieri.

Na vystavu vtedy vybrala sériu lavirovanych
monochrémnych malieb na ruénom papieri. Ukazala
tvare a torza figur zahalené riskom tajomstva,
malované striedmo, v Sedej neutralnej farebnosti.
Zobrazovala ich len v ndznakoch, s minimalnou
modeléciou detailov, ako symboly odcudzenia

a samoty. Na papieri komponovala do prazdne-

ho opusteného priestoru jemne vynarajice sa
abstrahované obrysy ludského tela. V tom Ease jej
kolekcia ako keby predvidala ponurd dobu, do ktorej
sme sa nakoniec dostali nie vlastnou vinou,
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*1991 Praha
slovenska vizualna umelkyna
Zije a tvori v Prahe

a ktora nas aj teraz invazivne obklopuje zo vSetkych
stran. Krehké, tiché akvarely so skrytym, takmer
vizionarskym odkazom. Jej symbolické vizie sa
nakoniec stali skutoénostou, spominajd navstevnici
galérie na dojmy, aké mali pri pohlade na jej
vystavené prace.

Po roku sa Sara Zahorjanova do Galérie 19 vratila
s prvou samostatnou prezentaciou svojej najnovsej
tvorby. Pri$la s vyberom prac, ktoré s pravym
opakom jej jemnych minuloroénych akvarelov.
Vystavuje obsahovo premyslene komponované
velkoplo$né expresivne malby s bohatou tvarovou
a Strukturalnou vybavou. UZ pri prvom pohlade na
jej platna si uvedomujeme prevaZzne konfrontacné,
no zaroven vzajomne pritahujice sa strety dvoch
paralelnych svetov. Svet makkého spontanneho
malovania, expresivneho uvolnenia a v iom, alebo
na fiom, alebo vedla neho svet volne sa pohybujicej,
precizne tvarovanej ostrej geometrickej odozvy.
Akoby jeden bez druhého nemohli existovat.
Obrazové strety vasnivej poetickej expresie
a chladnej prozaickej kalkulacie. Volna hrava
improvizacia, tematické variacie a ich vzdjomna
oponentura patria k jasnym poznavacim znakom jej
doterajsej tvorby.

V devitnastke Sara Zahorjanova vystavila
véetko, ¢o si predsavzala prezentovat. Snové
pulzujuce krajiny, poéziu otvoreného priestoru,
tmavé zimné noci aj mrazivé letné dni, ostré
strihy ndhodnych stretnuti na bielom podklade,
pravidelné sezénne vinenia, kontrolované pristatia
volnym padom, zamatové pohladenia koZe obrazu,
vstupy obrusenym predmetom do jej narudia,
pravidelné sezdnne stahovanie hebkého slnka, dym
z ohna pohlcujici svitanie priblizne sedemnast’
miliénov kilometrov od nej, ultramarinovy rozkvet
retrospektivy pred padom, variacie jej narazu na
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Sara Zahorjanova
SOFT SUBSTANCE

April 14 - May 27
curator Marian Mesko

Almost to the day exactly, a year ago, Sara
Zahorjanova presented a set of eight watercolours
at one of the exhibitions from the series ... On paper
in the Nineteen. At that time, she selected a series
of wash monochrome paintings on handmade paper
for the exhibition. She showed faces and torsos of
figures shrouded in mystery, painted sparingly, in a
neutral grey colour. She depicted them only in hints,
with minimal modelling of details, as symbols of
alienation and loneliness. On paper, she composed
gently emerging abstract outlines of the human body
in an empty, abandoned space. At that time, her
collection seemed to anticipate the dark times we
ended up in through no fault of our own, and which
even now surround us invasively from all sides.
Fragile, quiet watercolours with a hidden,
almost visionary message. Her symbolic visions
eventually became reality, gallery visitors recall
the impressions they had when looking at her
exhibited works.

After a year, Sara Zahorjanova returned to
the Gallery 19 with the first solo presentation
of her latest work. She came up with a selection
of works that are the exact opposite of her subtle
watercolours last year. She exhibits thoughtfully
composed large-scale expressive paintings with
a rich shape and structural outfit. Even at the
first look at her canvases, we are aware of the
predominantly confrontational, but at the same time
mutually attracting clashes of two parallel worlds.
A world of soft spontaneous painting, expressive
relief, and in it, or on it, or next to it, a world of
freely moving, precisely shaped sharp geometric
response. As if they could not exist without each
other. Pictorial clashes of passionate poetic
expression and cold prosaic calculation.
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*1991 Prague
Slovak visual artist
lives and works in Prague

Free playful improvisation, thematic variations
and their mutual opposition are among the clear
hallmarks of her work so far.

In the Nineteen, Sara Zahorjanova exhibited
everything she had set out to present. Dreamlike
pulsating landscapes, the poetry of open space,
dark winter nights and freezing summer days, sharp
cuts of random encounters on a white background,
regular seasonal undulations, controlled free-fall
landings, velvet caresses of the painting'’s skin,
entries of an abraded object into her arms, regular
seasonal migration of the soft sun, the smoke
from the fire engulfing the sunrise some seventeen
million kilometres away, the ultramarine bloom of
the retrospect before the fall, the variations of her
impact on the still waters that wash the shores,
the return home covered in a fusion crust after the
fall..., the orange flower growing in space under the
current..., a pedestal of soft matter...

Her attractive paintings, large-scale paintings,
small assemblages, transfers, collages, watercolours
hang on the walls of the gallery. The author
exhibited the entire collection under the title Soft
Matter. A classicist and connoisseur of Slovak art
and literature would perhaps call her exposition
‘poetics of expressive trembling’. For us, Sara
Zahorjanova's first solo exhibition in the premises
of the Gallery 19 sounds like praise for high-quality
creativity.

Marian Mesko, April 2022
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Marian Cunderlik
HLADANIE DOKONALOSTI

2.jan - 8.jul
kurator Juraj Mojzis

foto archiv autora

Slovo dokonalost' je éastym rétorickym terminom
vyjadrujucim divakov pocit spravnosti, jeho
presvedCenie, Ze v diele je vSetko tak, ako ma byt Ze
ni¢ nemozno zmenit' bez toho, aby neutrpel celok. Nase
vnimanie umeleckého diela vak nie je vycerpdvajuce.
Uvedomujeme si len, Ze dalsi pohlad odkryje mnoho

z dalsich vrstiev, ktoré predtym neboli viditelné.

Meyer Schapiro: Dielo a Styl
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*1926 Motycky
— 11983 Tri studnicky
slovensky vizualny umelec

Pritomna vystava vytvarnych diel Mariana Cunder-
lika, pre ktoré sa vzilo takreeno technické pome-
novanie: prdce na papieri; je v istom zmysle pokra-
&ovanim vystavy Maridn Cunderlik — umelec

v neprihodnej dobe. Usporiadali ju skraja roka

v Galérii umenia Ernesta Zmetaka v Novych
Zamkoch. Bola to vystava prevazne Cunderlikovych
véasnych vytvarnych prac, vratane rozmernej
diplomovky a $tadii k nej.

Vystava v bratislavskej Galérii 19 nadvézuje na
novozamocku s ambiciou potvrdit' seridlny raz formy
artefaktov Mariana Cunderlika. Predstavuje ju véak
z dost’ nezvycajného uhla pohladu. Vzhladom na
vrolenie vystavenych prac - vlastne vSetky vznikli
pocas Styridsiatich rokov preZitych v limitoch (na)
dirigovanych totalitdrnym reZimom — nepochybne
bolo vyznamné mat' na zreteli, Ze vdli tvorit inak,
muselo predchadzat rozhodnutie mysliet’ inak.

V pribehu vytvarného umelca Mariana Cunderlika
mala ozaj velky vyznam inSpiracia dielom Ludovita
Fullu (1902 — 1980) a napokon aj vynimo¢né
priatel'stvo s reSpektovanym umelcom a pedagégom.
Cestou po akejsi elipsovitej skratke teda mézeme
hovorit o priklade, ktorému sa hodno venovat' uz len
kvdli otazkam ako a preco je také dolezité upriamit’
pozornost' aj na takzvané subtilne rozdiely (poézie)
kompozicie. Kompozicie vytvarného diela, ktoré
pochadza a cti geometricku dispoziciu (rytmického)
poriadku obrazu.

Serialna forma Cunderlikovych vytvarnych
prac uz na prvy pohlad v divdkovi vzbudzuje zaujem
0 — nepresne povedané -, metddu tvorby ako
metddu (désledného) vyskumu. Tak vieobecne.
Nazdavam sa vSak, Ze v tomto konkrétnom pripade
by sme sa mali pripravit na dvahu o ,vyskume" spolu
s privlastkom subtilny. Cize, mali by sme uvaZovat
o .,jemne utkanom” vyskume. Preo? PretoZe nasu
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pozornost mali odviest' a zneistit' lapidarne, takmer
prvoplanové znaky obrazovej architektdry prirody
a ludskej figlry. LenZe rezultaty tvorby Mariana
Cunderlika v povojnovom diskurze — pripominam,
%e u? od skon&enia VSVU, teda po spusteni ,zeleznej
opony” — patria ozaj k nemnohym, ktoré prirodu
nezrkadlili, ale pretvarali ju.

Zaroven stale treba mat na pamiti, Ze po
vitaznom februdri roku 1948 z intelektudlnych
poli hladanie odpovedi na akost umenia sa razom
presunulo na socialne pole. Kultdrna svojvdla hlasno
a najma surovo nastupujucej komunistickej moci
busila na rozvigrané brany, za ktorymi sa klamlivo
a este raz klamlivo rozprestierala rekonstrukcia — aj
vytvarného - videnia sveta. Subtilne rozdiely sa zacali
rozpustat v ,zurivej irénii;, povedané slovami Ludwiga
Wittgensteina.

Jemne utkana latka je Cosi celkom iné ako subtilny
vyskum. Ak by dokonca i$lo len o zavoj, pod ktorym
mozno - &i uZ jemne, alebo nahrubo — |Zi pozakryvat,
nestalo by to za reé. Subtilnost' (vyskumu) viak
stale ma $ancu veci umenia poetickejsie i presnejsie

pomenovat, ¢iZe porozumiet' stvislostiam. MoZno staci
len Castejsie si pripomendt, Ze i$lo o deforméciu Eohosi
podstatného a vlastne v istom zmysle z toho istého
materialu, z ktorého vznikla aj ta najbohatsia i ta
nejnehodnejia (materialna) formacia. V suvislostiach
textu tejto kratkej dvahy je rovnako déleZité nezabud-
nut, Ze vysledok deformacie je priam zvodne pouZitelny
na manipulaciu. Cohoze iného, ak nie na manipuléciu

s ¢lovekovymi nadejami.

Serialna forma Cunderlikovych — tu vystavenych —
prdc na papieri patri k vrcholnym prejavom moderného
slovenského umenia z asu — pateticky napisané -
priam nepochopitelne zirivo vedenej ,vojny" naslovo-
vzatych ideologickych inkvizitorov. Aj tu mozno oéami
pohladit’ desiatky subtilnych rozdielov, rozdielov
ukotvenych v dispozicidch rytmického poriadku a ro-
bustnej prace s tradi¢nymi vytvarnymi prostriedkami.
Cize Gprimne vyjadrené v duchu nazvu tejto kratkej
uvahy: HLADANIE DOKONALOSTI.

Juraj Mojzis, maj 2022

Marian Cunderlik
THE SEARCH FOR PERFECTION

June 2 - July 8
curator Juraj Mojzis

The word perfection is a frequent rhetorical term
expressing the audience’s sense of correctness,
its conviction, that everything in the work is as it
should be, that nothing can be changed

without the whole suffering. Our perception of
the artistic work, however, is not comprehensive.
We only realize that another look reveals a lot of
other layers, which were not visible before.

Meyer Schapiro: Work and Style
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*1926 Motycky
— 11983 Tri studnicky
Slovak visual artist

The present exhibition of works of art by Marian
Cunderlik for which a so-called technical name has
been adopted: works on paper; is in a certain sense
a continuation of the exhibition Marian Cunderlik —
an artist in an inconvenient time. It was organized

at the end of the year in the Ernest Zmetak Art
Gallery in Nové Zamky. It was an exhibition of mainly
Cunderlik's early art works, including a large diploma
thesis and studies for it.
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The exhibition in the Bratislava's Gallery 19
follows on the one in Nové Zamky with the ambition
to confirm the serial nature of the form of Marian
Cunderlik's artefacts. However, he presents it from a
rather unusual point of view. Considering the number
of exhibited works — in fact, all of them were created
during the forty years lived within the limits directed
by the totalitarian regime - it was undoubtedly
important to bear in mind that the will to create
differently had to be preceded by the decision to
think differently.

Inspiration from the work of Ludovit Fulla
(1902 - 1980) and, finally, an exceptional friendship
with a respected artist and teacher were of great
importance in the story of visual artist Marian
Cunderlik. Taking a kind of elliptical shortcut, we can
talk about an example that is worth paying attention
to if only because of the questions of how and why
it is so important to pay attention to the so-called
subtle differences (poetry) of the composition.
Composition of a work of art that originates from
and honours the geometrical disposition of the
(rhythmic) order of the picture.

The serial form of Cunderlik's art works already
arouses the viewer's interest in the — imprecisely
speaking — method of creation as a method of
(rigorous) research. So in general. However, | think
that in this particular case we should be prepared
to consider "research” along with the adjective
subtle. So, we should think about “finely woven"
research. Why? Because our attention should have
been diverted and unsettled by the lapidary, almost
primary features of the pictorial architecture of
nature and the human figure. However, the results of
Marian Cunderlik's work in the post-war discourse —

I remind you that since the graduation from VSVU, i.e.,
after the "Iron Curtain” was launched - belong to the
few that did not mirror nature but transformed it.

At the same time, it must be kept in mind
that after the victorious February of 1948, the
search for answers about the quality of art from
intellectual fields suddenly moved to the social
field. The cultural arbitrariness of the savagely
incoming communist power loudly and especially
brutally pounded on the tangled gates, behind which
deceptively, and once again deceptively, spread
the reconstruction of — also artistic — vision of
the world. Subtle differences began to dissolve in
"furious irony," in the words of Ludwig Wittgenstein.

Finely woven fabric is something quite different
from subtle research. If it was even just a veil under
which lies can be - either gently or grossly — hidden,
it would not be worth talking about. However, the
subtlety (of research) still has a chance to name
the things of art more poetically and precisely,
that is, to understand the relationships. Perhaps
it is enough to remind ourselves more often that
it was a deformation of something essential and,
in fact, in a certain sense, from the same material
from which both the richest and the most unworthy
(material) formation arose. In the context of this
short reflection, it is equally important not to
forget that the result of the deformation is almost
seductively usable for manipulation. What else but
the manipulation of people's hopes.

The serial form of Cunderlik's — here exhibited
— works on paper belong to the top manifestations
of modern Slovak art from the time of the — patheti-
cally written — incomprehensibly furiously waged
"war” of intrinsic ideological inquisitors. Here,
too, one can caress dozens of subtle differences,
differences anchored in the dispositions of the
rhythmic order and robust work with traditional
artistic means. So honestly expressed in the spirit
of the title of this short reflection: THE SEARCH FOR
PERFECTION.

Juraj Mojzis, May 2022
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Marek Burcl

BUDUCNOST POVRCHU
PO ZMIZNUTI (ROZMERU)

13.jan - 8. jul
kuratorka Klaudia Kosziba

Povrchy a rozhrania

Meniace sa technoldgie, ktoré vytvaraju pevné

i virtudlne povrchy, radikilne menia vnimanie
prahov a hranic. Ak je moZné povrch povaZovat za
miesto premietania a predvadzania psychickych,
kultdrnych, socialnych a politickych hodnét, aky
je désledok rozplyvajiceho sa alebo mizniceho
povrchu? Ako dnes (ne)materidlnost’ povrchu
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slovensky vizualny umelec
Zije a tvori v Bratislave

ovplyviiuje naSe preZzivanie tela, seba a spolo¢nosti?
V akych formach existuje povrchova materialita vo
virtudlnom veku? Aké moralne, funkéné a estetické
hodnoty povrch skryva alebo odhaluje? Vietky

tieto otazky su viac menej radikalne implikované

v nazve dizertanej prace Mareka Burcla Buducnost’
povrchu po zmiznuti (rozmeru), ktorej finalna podoba
uzatvara jeho doktorandské stidium na Katedre
maliarstva Vysokej Skoly vytvarnych umeni a stala
sa aj sujetom aktualnej vystavy.

Vzdy je v ramci umeleckého Stadia nanajvys
zaujimavé, ak su postoje a pristupy k historicky
vyrazne podmienenému médiu a jeho reflexii
kriticky prehodnocované. Relevantnou dispoziciou
k zmene je aj to, ze nové technoldgie su uz davno
demystifikované, ich vystupy v podobe obrazov
uz donekonecna neanalyzujeme a permanentne
aktualizovana novomedialita odhaluje skér hypno-
tické ucinky cynického rozumu. Podla vyznamne;j
teoreticky Svetlany Boym je v pokrocilom techno-
logickom Zargone samotny priestor ludstva odsu-
nuty na hranicu omylu. Technika, ako hovori, je
uplne déveryhodna, nebyt ludského faktora.

Tato hranica omylu je vSak aj naSou hranicou
slobody. Je volbou nad ramec viacerych moznosti
naprogramovanych pre nas, interakciou vylic¢enou
z pocitacovej interaktivity. Nefunkéna technika
alebo adaptovana technologicka chyba je novou
technolégiou umenia. Na zistovanie neoc¢akavanych
prepojeni medzi réznymi formami vedomosti,
umenia a technoldgie formou bo¢nych adaptacii
(ked' sa nieco vyvija, aby sluzZilo nejakej funkcii,

ale nasledne ju poprie) Marek Burcl ¢asto vyuziva
naru$anie pdvodnych algoritmov a nahradza ich
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inymi, aby ziskal iny druh zobrazenia. Zostrojuje
r6zne optické pristroje a meni zauzivanu funkciu
vystupnych zariadeni (ako napr. tlaciaren ¢i skener),
ktoré osadza do Specialnych konstrukcii, rozobera
komprimované videa a prenika k podstate digi-
talnej informacie a zobrazeniu jej absencie (alebo
vypadku), s kvalitami blizkymi farebnému vnemu,
s ktorym operuje maliarstvo prostrednictvom zra-
kového senzora. Nie je preto nezaujimavé, Ze vo fi-
nalnej podobe svojej doktorandskej prace odkazuje
prostrednictvom ndmetov prave na klGéového
hraca post-situacie pre malbu 20. storocia Georgea
Seurata, ktory vytvoril novy umelecky jazyk
vyuzivajic vlastnd heuristicki metédu mieSania
farieb a simultanneho kontrastu, prisne previazanu
so sudobymi vedeckymi tedriami o percepcii a op-
tickych javoch. Seuratova farebna bodka je tu
Burclovym avatarom v juxtapozicii materialu.
Kontextom aktudlnej vystavy je v podstate
skumanie rozhrani niekolkych vizualnych systémov.
Vynika séria Ciernobielych fotografii, pésobiacich
realisticky, ktoré v skutoénosti vznikli bez ohniska.
Boli programované prostrednictvom malby,
ktora zatienila svetlo zachytavané svetlocitlivym
papierom. Dalej je tu obraz, ktory nikdy neexistoval
a vznikol prostrednictvom naprogramovania
mnozstva linearnych abstraktnych linii, striedanych
v Case, podobne, ako to robi analégovy film. Pohyb-
livy zaznam vytvoreny tymto spésobom v sebe
skryva vizualne informécie, ktoré zviditelni aZ
skener zaznamenanim pohybujicej sa plochy.
Kédovanim vizudlnej informéacie do ruptur naru-
$ajucich inak pravidelnu Struktiru tak, ako to robi
autostereogram, vznika vizudlna plocha, na ktord,
ak sa spravne (respektive nespravne) pozrieme, nas
mozog vytvori ildziu virtualneho trojrozmerného
objektu. Olejomalby zobrazuji redlne namety, ale
tak, ako by sme ich vnimali, ak by nase oéi dokazali
zaznamenavat' iba farby. Teda, ako by sme videli,

keby sme nevnimali takzvané nefarby, iernu a bielu.
Ilizia Ciernej farby, ktora v naSom oku vznika absen-

ciou Ziarenia, je nahradena vSefarebnou $edou, tvo-
riacou podklad, na ktory nasleduje malba vyhradne
s Cistymi farbami.

Marek Burcl vytvara vo finalnej podobe nieéo
ako svoj vlastny broken-tech art, s premyslenou
a citlivou volbou materidlov a médii, s preciznou
technickou realiziciou a s prekvapivou oscilaciou
medzi rozhraniami pouZitych médii. Vytvara nové
prostredia pre obrazy, ktoré sa javia ako uz vzidy
pozmenené, akoby nejaké data vymazala neviditelna
ruka. Jeho finalne prace nerezignuju na postupy
pritomné vo vedeckom dokazovani a pozorovani,
pretoZe vo vSetkych technikdch mapovania vizua-
Inych systémov je ¢as znovu zostaveny ako roviny,
plochy alebo ako priestor. Samotné ich pouZitie sice
nie je nové, ale ¢oraz viac sa stava neoddelitelnou
sucastou odkddovania nielen tychto vedeckych
postupov, ale aj Sirokého spektra kultdrnych
a komunikaénych stratégii.

Celkom prirodzene je tu podloZena aj nedévodna
dichotémia klasickych a novych médii, nachadzame
mnoZstvo relevantnych prikladov obojsmernych
vzajomnych vztahov medzi zobrazovanym, zobra-
zenim a zaznamom, ich programovanim a mani-
pulaciou.

Buducnost’ povrchu po zmiznuti (rozmeru) je
zrelou pracou, ktora podéiarkuje priznaky prechodu
od kultury vzdialenosti ku kultire sibeZnej tempo-
rality, od kratkodobého po to, o je bezprostredné,
od obmedzeného horizontu po absenciu akého-
kolvek horizontu.

Klaudia Kosziba, jun 2022
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Marek Burcl

THE FUTURE OF THE SURFACE
AFTER DISAPPEARANCE
(OF DIMENSION)

June 13 - July 8
curator Klaudia Kosziba

Surfaces and Interfaces

Changing technologies that create both solid and
virtual surfaces are radically changing perception

of thresholds and borders. If the surface can be
considered as a place of projection and performance
of psychic, cultural, social, and political values, what
is the consequence of a melting or disappearing
surface? How does the (im)materiality of the surface
affect our experience of the body, self, and society
today? In what forms does surface materiality

exist in the virtual age? What moral, functional and
aesthetic values does the surface hide or reveal?

All these questions are more or less radically
implied in the title of Marek Burcl's dissertation,

The Future of the Surface After Disappearance

(of Dimension), the final form of which concludes

his doctoral studies at the Department of Paint-

ing at the College of Fine Arts and has also

become the subject of the current exhibition. It

is always extremely interesting within the art

study if attitudes and approaches to a historically
significantly conditioned medium and its reflection
are critically re-evaluated. A relevant disposition

to change is also the fact that new technologies
have long been demystified, we no longer endlessly
analyse their output in the form of images, and the
permanently updated new ‘mediality’ reveals rather
the hypnotic effects of cynical reason. According

to a prominent theoretician Svetlana Boym, in
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advanced technological jargon, the very space of
humanity is relegated to the limit of error. The
technology, as she says, is completely trustworthy
if it weren't for the human factor. However, this limit
of error is also our limit of freedom. It is a choice
beyond the multiple possibilities programmed

for us, an interaction excluded from computer
interactivity. A malfunctioning technology or an
adapted technological error is the new technology
of art. To discover unexpected connections between
different forms of knowledge, art, and technology

in the form of lateral adaptations (when something
evolves to serve a function, but then negates it),
Marek Burcl often uses the disruption of original
algorithms and replaces them with others to obtain
a different kind of depiction. He constructs various
optical devices and changes the usual function of
output devices (such as a printer or scanner), which
he places in special constructions, disassembles
compressed videos, and penetrates the essence of
digital information and the display of its absence (or
failure), with qualities close to colour perception,
with which he operates on painting through the
visual sensor. It is therefore not uninteresting that
in the final form of his doctoral thesis, he refers
through his subjects to the key player of the post-
situation for 20™ century painting, George Seurat,
who created a new artistic language using his own
heuristic method of colour mixing and simultaneous
contrast, strictly linked to contemporary scientific
theories about perception and optical phenomena.
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Seurat's dot of colour is here Burcl's avatar in
the juxtaposition of the material.

The context of the current exhibition is
essentially an exploration of the interfaces of
several visual systems. A series of realistic-looking
black-and-white photographs, which were actually
created without a focal point, stands out. They were
programmed through a painting that shaded the
light captured by photosensitive paper. Next, there
is an image that never existed and was created by
programming a number of linear abstract lines,
alternating in time, much like analogue film does.
The moving record created in this way hides visual
information that can only be seen by the scanner
by recording the moving surface. By encoding visual
information into ruptures disrupting an otherwise
regular structure, as an auto-stereogram does, a
visual surface is created, on which, if we look at
it correctly (or incorrectly), our brain creates the
illusion of a virtual three-dimensional object. Oil
paintings depict real subjects, but as we would
perceive them if our eyes could only register
colours. That is, how we would see if we did not
perceive the so-called non-colours, black and white.
The illusion of black colour, which in our eyes arises
due to the absence of radiation, is replaced by all-
colour grey, forming a background, on which the
painting exclusively with pure colours follows.

In the final form, Marek Burcl creates something
like his own broken-tech art, with a thoughtful and
sensitive choice of materials and media, with precise
technical implementation and with a surprising
oscillation between the interfaces of the used media.
He creates new environments for images that appear
to have always been modified, as if some data had
been erased by an invisible hand. His final works do
not resign themselves to the procedures present
in scientific justification and observation, because
in all techniques of mapping visual systems, time
is reconstituted as planes, surfaces or as space.
Although their use itself is not new, it is increasingly
becoming an integral part of decoding not only these
scientific procedures, but also a wide range
of cultural and communication strategies.

Quite naturally, the unreasonable dichotomy
of classic and new media is also supported here,
we find many relevant examples of two-way
interrelationships between the displayed, display
and recording, their programming and manipulation.

The Future of the Surface After Disappearance
(of Dimension) is a mature work that underlines
the symptoms of the transition from the culture of
distance to the culture of concurrent temporality,
from the short-term to what is immediate, from a
limited horizon to the absence of any horizon.

Klaudia Kosziba, June 2022




Igor Hudcovic
KRESBY

1. - 30. september
kuratorka Daniela Carna

liam Rudnicky

Myslenie kresbou

.Co si — to si
pondelok ¢i piatok?

Si ¢as naruby

gula hodena do krajiny
Si Cosi

¢o sa vkrada’

1. H.
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Stretnutie s tvorbou Igora Hudcovi¢a nenecha Eloveka
lahostajnym. Na prvy pohlad oslovi, zasiahne, vryje
sa do paméti a dovoli ndm nadchnit’ sa tym, Ze niekto
dokazal jasne uchopit’ to, €o my ostatni zvacsa iba
intuitivne tusime. Prchavou koncentrovanostou,
presne, rydzo a pritom s lahkostou, jednym tahom
vyjadruje myslienku, pribeh, metaforu Zivota.

Schopnost’, ktora bola cizelovana pracou grafic-
kého dizajnéra a autora plagatov, s nevyhnutnou
jasnostou vypovede. Jeho kresby pdsobia samozrejme
a nevyhnutne. Dotykaju sa podstaty, kladi zdsadné
otazky. Hovoria cez archetypalne tvary a znaky, akymi
su gula, kruh, trojuholnik, kocka, $pirala, jablko, stdl,
dom, zviera, rastlina, postava, ktoré akoby sme davno
déverne poznali, pretoZe je v nich kus nasich vlastnych
otazok, dilem, hladani. A v neposlednom rade posvétna,
ale aj humoru a irénie Zivota. Rovnako Hudcovi¢
prehovéra cez poéziu, ktora je paralelou jeho tvorby.

Kresby su ,Cisté a krehké, obsahom i formou
zddumcivé, ,neukonéené’, nahodené na plochu
papiera ,a la prima™ (Alena Vrbanova). UvaZovanie
v kategériach figuracie ¢i abstrakcie v jeho pripade
straca opodstatnenie. Ndjdeme u neho obe polohy,
ako sucast jedného kompaktného jazyka. Ten je
rovnakej krvnej skupiny ako tvorba jeho priatela
Vladimira Popovica ¢i Igora Kalného, s geometrickymi,
gestickymi existencialnymi kresbami. Charakterizuje
ho dnes naduZivané, no v jeho pripade vystizné
slovo - autenticita. Kresby su ikonami, odtlackami
jeho Zivota. Ak kresbu vnimame ako prvotné médium
zaznamenania myslienky, potom u Igora Hudcovica
tlmoci jeho uvaZovanie dokonale a definitivne, bez
potreby rozvijania v inom médiu.

Zaznamenava fiou myslienky, ktoré plynu ako
nekoneény serial v jednotlivych zaberoch stoviek
komornych vykresov, z ktorych vytvara akési leporela,
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sklada vaésie celky a pribehy. Vedla Ciernobielych
kresieb tuSom vznikaju abstraktné kresby pastelom
na farebnych papierovych podkladoch, s kultivovanou
farebnostou a energiou premyslenej a zaroven spon-
tannej kresby. Tvorba Igora Hudcovi¢a prameni
z kontemplacie. Vznikala v rokoch 1986 — 1995,
v plodnej samote a tichu, na chalupe v Malachove pri
Banskej Bystrici, poznacena vedomim choroby. Ta popri
vetkom nelahkom, o prind$a, ma aj jeden ,benefit".
Cloveka postupne oslobodzuje od banalit Zivota
a dovoluje mu nahmatavat’ podstatu veci, na ni¢ sa
nehrat, stat’ sa ,vsestranne slobodnou osobnostou”,
Zit'v ,koncentrdcii na preZivané zdzraky Zivota', ako
to charakterizovala Klara Kubickova.

Prace Igora Hudcovi¢a som poznala malo, no
vdaka velkorysej dovere zo strany jeho manzelky
Heleny HudcoviCovej, som mala prileZitost' dotknut’

sa jej zblizka. Podobne ako v minulosti pri dielach
Michala Kerna a Igora Kalného, aj tentoraz som sa
vydala po stopach autora, s ktorym som nemala
moznost komunikovat osobne. To, Ze jeho tvorba Zije
a intenzivne rezonuje aj dnes, je svedectvom kvality,
autenticity a nad¢asovosti. Autorov priatel Vlado
Popovi¢ vystiZzne poznamenal, Ze ,zdujem o Igora sa
rozrastd poétom ludi, ktori videli alebo uvidia jeho
veci" Okruh tych, ktori reci jeho kresieb porozumeju,
sa aj touto vystavou pravdepodobne rozsiri. Prajem
vam, aby vas fiou sprevadzala radost’ objavitelov,
alebo poteSenie zo stretnutia so starym priatelom.
Tak ako sa to stalo aj mne.

Daniela Carnd, august 2022

Vyrocny kataldg 2022 39









Igor Hudcovic¢
DRAWINGS

September1- 30
curator Daniela Carna

Thinking by drawing

“What you are — you are
Monday or Friday?

You're time inside out
sphere thrown into the land
You are something

what creeps in”

I. H.

An encounter with the work of Igor Hudcovi¢ will not
leave one indifferent. At first glance, it appeals, hits,
sticks in the memory, and allows us to be excited

by the fact that someone was able to clearly grasp
what the rest of us mostly only divine intuitively. With
fleeting concentration, precisely, genuinely and at
the same time with ease, he expresses an idea,

a story, a metaphor of life in one stroke.

A skill that was honed through the work of a graphic
designer and poster writer, with the necessary clarity
of statement. His drawings seem to be natural
and inevitable. They touch the essence; they ask
fundamental questions. They speak through archetypal
shapes and signs such as sphere, circle, triangle,
cube, spiral, apple, table, house, animal, plant, figure,
which we seem to have known intimately for a long
time, because in them is a piece of our own questions,
dilemmas, searches. And finally, it is sacred, but also
full of humour and irony of life. In the same way,
Hudcovic talks through poetry, which is a parallel
to his work.

The drawings are “pure and fragile, pensive in
content and form, “unfinished", thrown onto the surface
of the paper "a la prima" (Alena Vrbanova). Thinking
in the categories of figuration or abstraction loses its
justification in his case. We can find both positions in
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*1949 Bratislava — 11995 Banska Bystrica
Slovak visual artist

it, as part of one compact language. It is of the same
blood type as the work of his friend Vladimir Popovi¢
or Igor Kalny, with geometric, gestural existential
drawings. It is characterized by today's overused, but
in his case, apt word — authenticity. Drawings are
icons, imprints of his life. If we perceive drawing as
the primary medium of recording an idea, then with
Igor Hudcovic it interprets his thinking perfectly and
definitively, without the need to develop it in

another medium.

With it, he records thoughts that flow like an
endless series in individual shots of hundreds of
chamber drawings, from which he creates a kind of
leporello books, composes larger units and stories.

In addition to black and white ink drawings, abstract
pastel drawings are created on coloured paper bases,
with the cultivated colourfulness and energy of thought
over and, at the same time, spontaneous drawing. Igor
Hudcovic's work stems from contemplation. It was
created in the years 1986 — 1995, in fertile solitude and
silence, in a cottage in Malachov near Banska Bystrica,
marked by the awareness of an illness. In addition to
all the difficulties it brings, it also has one "benefit” It
gradually liberates a person from the banalities of life
and allows him to grasp the essence of things, not to
play the games people play, to become an “allround
free personality’, to live in "concentration on the
experienced miracles of life", as characterized

by Klara Kubickova.

| knew little about Igor Hudcovic's work, but thanks
to the generous trust of his wife Helena Hudcovicova,

I had the opportunity to touch it close. As in the past
with the works of Michal Kern and Igor Kalny, this
time too | followed in the footsteps of an author with
whom | did not have the opportunity to communicate
personally. The fact that his work lives on and
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resonates intensely even today is a testimony of its
quality, authenticity and timelessness. The author’s
friend Vlado Popovic aptly noted that "interest in Igor is
growing with the number of people who have seen or
will see his things." The range of those who understand
the language of his drawings will probably expand with

this exhibition as well. | wish you to be accompanied
by the joy of discoverers, or the pleasure of meeting
an old friend. Just like it happened to me.

Daniela Carnd, August 2022
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Miroslav Zolobanié
HOMO DESIDERANS

5. - 30. september
kuratorka Beata Jablonska

foto © Leontina Berkova
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*1991 Kosice
slovensky vizuaalny umelec
Zije a tvori v Bratislave

Miroslav Zolobani¢ patri k tym vytvarnym umelcom,
ktori veria v silu umenia. Teda v jeho schopnost’
viest' nas za horizont viditelného, k tomu
skrytému, alebo po spiritualnej ceste doviest'

nas k transcendentalnemu.

Nie je to lahka cesta a nie kaZzdému je dopriata.
Abstrakcia a geometria ¢i minimalistické tvaroslovie,
ktoré si vybral za svoj vytvarny jazyk, maji v de-
jindch umenia s touto cestou svoju skusenost), ale
ta, ktorou nas chce sprevadzat on, vedie za iny
horizont. Homo desiderans Miroslava Zolobani¢a je
nielen o spiritualnej ceste, je skdr o teologickej tiz-
be, ktord hlada v tvare a hmote. Pracuje v sym-
bolickom radmci horizontal a vertikal, v redukovane;j
farebnosti a predovSetkym s odkazmi k ikone,

s cielom viest' dialdg s teologicko-filozofickymi
otazkami. Predpokladanu sterilnd istotu abstrakt-
no-geometrickych foriem zatazi ,bremenom” lud-
ského tela, ktoré tu v rozpoznatelnych odkazoch
vystupuje z prisnych minimalistickych ramcov.

V subtilnych gestach jednotlivych jeho Easti,
pracuje s napdtim medzi zjavnym a zahalenym,
zrejmym a tusenym. Vysledku, teda kaZdému objektu
a jeho instalacii, predchddza mnoZstvo kresieb
a materialovych sku$ok. Tvorba je u Miroslava
Zolobanita cestou meditacie, dynamickym dialégom
medzi zaZitym a precitenym a tym, €o zostava
nenaplnenym.

Beata Jablonskd, september 2022
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Miroslav Zolobanié
HOMO DESIDERANS

*1991 KoSice
September 5 - 30 Slovak visual artist

curator Beata Jablonska lives and works in Bratislava

Miroslav Zolobani¢ belongs to those visual artists who believe in the power of art. That is, in its ability to lead
us beyond the horizon of the visible to the hidden, or to lead us along the spiritual path to the transcendental.
It is not an easy path, and it is not for everyone. Abstraction and geometry or minimalist morphology, which
he chose as his artistic language, have their own experience with this path in the history of art, but the one
he wants to guide us through leads beyond a different horizon. Miroslav Zolobani¢'s Homo desiderans is not
only about a spiritual journey, it is more about a theological desire that he seeks in form and matter. He
works in a symbolic framework of horizontals and verticals, in reduced colours and above all with references
to the icon, with the aim of conducting a dialogue with theological-philosophical questions. He burdens the
supposed sterile purity of abstract-geometric forms with the "burden” of the human body, which emerges
here in recognizable references from strict minimalist frameworks. In the subtle gestures of its individual
parts, he works with the tension between the obvious and the veiled, the obvious and the suspected.

The result, i.e., each object and its installation, is preceded by numerous drawings and material tests.

For Miroslav Zolobani¢, creation is a path of meditation, a dynamic dialogue between what is experienced

and felt and what remains unfulfilled.

Beata Jablonskad, September 2022




Jozef Jankovic

VSETKO JEV HLAVE

6. oktober - 11. november
kuratorka Katarina Bajcurova

foto archiv autora

.Hlava je symbolem stvoreni... je univerzdlni, hlava je
maly vesmir, hlava je obraz svéta. ... Hlava je nds svét
a cely svét je v nasi hlavé. ... ma zvldstni postaveni ke
svétu i k télu. Je souddsti svéta a presto je mimo svét,
ma svou pychu, své sebavédomi. ... je samostatnd
jednotka, posvatny element byti, tabu a fetis. Hlava
je symbolem lidské slobody, vylu¢nosti a rodové

cti. Hlava se plné respektuje, hlava je mirou lidské
ddstojnosti, sidlem ducha... Nikdo nesmi beztrestné
Slapat druhému po hlavé”

Josef Kroutvor: Hlava medusy,
Praha, Jazzova sekce, 1985

46

*1937 Bratislava — 2017 Bratislava
slovensky sochar

Vystavu pod nazvom Vsetko je v hlave sme v Galérii 19
pripravili k 85. nedoZitym narodeninam Jozefa Janko-
vi€a, ktoré si pripomenieme 8. novembra t. r. Je tak
trochu vizualnou ,uputavkou” — upozornenim na
pripravovanu rovnomennu knihu, ktora onedlho vyjde
vo vydavatelstve Slovart a prvykrat komplexne a do
hibky — monotematicky — mapuje jednu vyznamn &ast’
jeho tvorby venovanu problematike hlavy.

Jozef Jankovic je bezpochyby najvyznamnejsim slo-
venskym socharom 20. storoéia. Casto bol historikmi
umenia oznacovany za bytostného figuralistu, aviak
jeho figuralizmus mal zvlastny charakter. Clovek
bol sice kliéovou témou Jankovicovej tvorby, jemu
vsak $lo vZdy skér o odvratend, skryty, tazko zja-
vovatelnd stranku jeho individualnych, druhovych
Ci spolocenskych dejin, ktoré boli vlastne dejinami
manipulovanej ludskej bytosti, z ¢oho zakonite vyply-
vala podoba a vyrazové prostriedky jeho socharskej
reci. Uz okolo polovice Sestdesiatych rokov 20. sto-
rocia zrusil tradiénd integritu figuralnej sochy, ked'
obrazoborecky rozbil ludské telo na fragmenty:
pohybujuce sa udy, ruky a nohy. Neskér sa ako sa-
mostatny prvok objavila hlava — ,koruna tela’; ktoru
.ako veduci princip, symbol jednoty” uctieva kazda
civilizacia, a jej ,kult ndm priamo ¢&i nepriamo hovori,
Ze ta i ona hlava je symbolom stvorenia..”" (Josef
Kroutvor). Prefiho sa stala svojraznym javiskom,
scénou pribehov, malych Zivotnych banalit i velkych
tragédii, ludskych dram, priemetnicou rozmanitych
situaénych sekvencii, ktoré mali a dodnes maju vyrazné
symbolické znacenie.

Pohlad na Jankovi€ovu tvorbu videny cez prizmu
obrazu hlavy ukazuje neoby¢ajnu bohatost', rozma-
nitost’ a invencnu pracu s tymto ikonografickym
motivom. Kym kniha je koncipovana historicky a ¢o
najkomplexnejsie, vystava ukazuje problematiku
premien motivu hlavy trochu Utrzkovite, pars pro toto,
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na zaklade diel z dediéstva a z vybranych sukromnych
zbierok. Sledujeme vyvoj témy hlavy — a myslenia
umelca - od ranych socharskych bust — portrétoy,
cez znakové abstrahovanie a zovieobecnenie (infor-
mel Sestdesiatych rokov), problém autoportrétu,
konceptualne, fiktivne a dodnes jedine¢ne archi-
tektonické anti-projekty (sedemdesiate roky), aZ po
ukazky z reliéfneho cyklu Hlavy (1986 — 1997/2015),

ktorého motivy obmienal v réznych medialnych
podobach aZ do neskorého diela. Jankovi¢ove hlavy
zvacsa nemali tvar, chybala im akakolvek fyziogno-
micka konkretizacia, boli to skér masky-profily, ktorym
bol sice odoprety zazrak videnia, avSak v ich neosob-
nych siluetach sa odohravali bohaté a neo¢akavané

deje, ktoré mali — nasmerované ku kazdému z nds

- svoj ,diagnosticky” — a katarzny vyznam. Navyse
interpretacia motivu hlavy poskytuje nielen nové
videnie a porozumenie Jankovicovej tvorby, ale umoz-
fuje pochopit’ju v SirSom spoloéenskom kontexte Casu
a doby, v ktorej vznikala. Jeho hlavy, vernejsie to, ¢o sa
v nich dialo, bojovalo, zapasilo, a niekedy aj smialo...,
velmi zvlastnym spésobom komentovali nase osobné
i historické komplexy, vitazstva i zlyhania, nasu indivi-
dualnu i kolektivnu povahu, nase dejiny i pritomnost’.
Casto — nevidiace a nevidomé - videli dalej...

Katarina Bajcurovd, september 2022
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Jozef Jankovic

IT'SALLIN THE HEAD

October 6 - November 11
curator Katarina Bajcurova

“The head is a symbol of creation... it is universal, the
head is a small universe, the head is an image of the
world. ... The head is our world and the whole world
is in our head. ... it has a special position towards the
world and towards the body. It is a part of the world
and yet it is outside the world, it has its pride, its self-
confidence. ... it is a separate unit, a sacred element
of being, a taboo and a fetish. The head is a symbol of
human freedom, exclusivity, and family honour. The
head is fully respected, the head is a measure

of human dignity, the seat of the spirit... No one

may step on another’s head with impunity”

Josef Kroutvor: Medusa Head, 1985.

We prepared the exhibition entitled Everything is in
the head in the Gallery 19 for the 85th birthday of Jozef
Jankovi¢, which will be commemorated on November
8, this year. It is a bit of a visual "trailer” - a notice
about the upcoming book of the same name, which
will soon be published by Slovart publishing house
and for the first time comprehensively and in depth —
monothematically — maps one significant part of his
work dedicated to the issue of the head.

Jozef Jankovic€ is undoubtedly the most important
Slovak sculptor of the 20th century. He was often
described by art historians as an essential figure
painter, but his figure painting had a special character.
Although man was the key theme of Jankovic's work,
for him it was always more about the averted, hidden,
hard-to-reveal side of his individual, species, or
social history, which was actually the history of a
manipulated human being, which naturally resulted
in the form and means of expression of his sculptural
language. Around the mid-sixties of the 20" century,
he abolished the traditional integrity of the figurative
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*1937 Bratislava — 2017 Bratislava
Slovak sculptor

sculpture when he iconoclastically broke the human
body into fragments: moving limbs, arms, and legs.
Later, the head appeared as a separate element — the
"crown of the body", which "as a guiding principle, a
symbol of unity” is worshiped by every civilization, and
its "cult tells us directly or indirectly that this or that
head is the master of creation..” (Josef Kroutvor). For
him, it became a unique stage, the scene of stories,
small life banalities and great tragedies, human
dramas, a projection of various situational sequences
that had and still have significant symbolic marking.
A look at Jankovic's work seen through the prism
of the head image shows an extraordinary richness,
variety, and inventive work with this iconographic
motif. While the book is drafted historically and as
comprehensively as possible, the exhibition shows
the issue of transformations of the head motif
somewhat sketchily, pars pro toto, based on works
from heritage and selected private collections. We
follow the development of the theme of the head -
and the thinking of the artist — from early sculptural
busts — portraits, through symbolic abstraction and
generalization (informel of the sixties), the problem of
the self-portrait, conceptual, fictional and still unique
architectural anti-projects (seventies), up to examples
of the relief cycle Heads (1986 — 1997/2015), whose
motifs he varied in various media forms until his late
work. Jankovi¢'s heads mostly did not have a face, they
lacked any physiognomic concretization, they were
rather masks-profiles, which were denied the miracle
of vision, but in their impersonal silhouettes rich and
unexpected events, which had - directed at each of
us - their "diagnostic” - and cathartic meaning, took
place. In addition, the interpretation of the head motif
not only provides a new vision and understanding
of Jankovi¢'s work, but also makes it possible to
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understand it in the wider social context of the time
and period in which it was created. His heads, more
precisely what happened in them, fought, struggled,
and sometimes even laughed..., commented in a very
special way on our personal and historical complexes,

victories and failures, our individual and collective
nature, our history and present. Often — blind and
sightless — they saw further...

Katarina Bajcurovd, September 2022
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RUDOLFFILA

A STARI MAJSTRI

20. oktober - 18. november
kurator Milo$ Stofko

foto archiv autora

Horror vacui - pre vaé$inu vytvarnikov dobre zna-
my termin vyjadrujici strach z prazdnoty bieleho
papiera &i platna pred prvym tahom ceruzy, pera
alebo Stetca. V pripade Rudolfa Filu to bola v ram-
ci jeho tvorby premalieb kaZzdodenna tvoriva hra
nie so strachom z prazdnoty bieleho papiera, ale
so strachom zo stereotypu kazdodennosti. Proti
nemu pravidelne bojoval hravym maliarskym
intervenovanim do nim vybranej obrazovej predlohy
klasického autora.

Ten iskrivy intervenény doplnok, ta invenéna
poeticka elipsa, ktord vsuval do vybranej repro-

*1932 Pfibram na Moravé — 2015 Bratislava
slovensky maliar

dukcie presne na také miesto, kam nevyhnutne
patrila, dokazala zakaZzdym adekvétne ,roztancovat”
nesmierne kreativny dialég autora nielen s pévodnou
predlohou, ale vd'aka nej aj s kaZzdym senzibilnym
recipientom.

V pripade Filovych premalieb je to v prvom
rade pestra vyrazova $kala réznych maliarskych
svetelnych a farebnych rytmov, kontrastov a su-
zvukov vytvorenych prostrednictvom suboru Stet-
covych linii, bodov a $kvrn, ktoré pod svojim
povrchom vzdy ukryvajd nejaki viacvrstvovi
vyznamovost'. Aviak ta, paradoxne, nikdy nebude
v plnej miere verbalne dekddovatelna. Ako ma
Clovek verbalne interpretovat nieco, ¢o v sebe
synkretizuje okrem vizualno-vytvarného espritu aj
metaforicko-literarne, zvukovo-hudobné a s uréitym
nadhladom aj pohybovo-tanecné stopy? Autor vdaka
nim motivuje recipienta vnimat’ gesamtkunstwerk
jeho diel celostne, skrz vSetky jeho vizudlne,
poetické, hudobné a ,taneéné” stopy naraz.

Sacasna vystava v bratislavskej Galérii 19 s naz-
vom Rudolf Fila a stari majstri vznikla z iniciativy
Mariana Reisela, zanieteného znalca a zberatela
Filovych diel a zaroven editora znamej publikacie
Rudolf Fila: Cestou (vydavatelstvo PETRUS, 2003),
ktory si aspon takto chcel pripomenut tohtoroéné
nedoZité jubileum 90 rokov Rudolfa Filu.

Zakladnym motivom vystaveného cyklu Filovych
premalieb su &iernobiele reprodukcie diel viac
alebo menej znamych klasickych autorov. Co Filu
motivovalo k urcitej forme maliarskych intervencii
do povrchu tychto reprodukcii, nebol ani tak ich
obsah, ale skér vyraz ich obrazovych foriem

Zvlastne rytmy, svetelné a tvarové kontrasty,
rdzne kompoziéné vztahy atd’ vo vybranych
obrazoch klasickych diel dokazali nadmieru
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stimulovat’ Filovu kreativnu predstavivost. Ta ho
napokon motivovala k réznorodym expresivnym
iernym, bielym alebo farebnym Stetcovym
zasahom do ich kompozicii.

Na povrchoch pdvodnych reprodukcii tak vznikli
napriklad sibory rdznych kratkych gestickych Stet-
covych zasahov, hadovito posplietanych Stetcovych
tahov, r6zne kresbové linie v podobe priamok alebo
chaotickych kriviek, zvislice evokujice prudky sve-
telny dazd' ¢i rézne série elektromagnetickych
pulzarov.

To, €o nas v koneénom ddsledku na kaZdej z vys-
tavenych premalieb esteticky najviac fascinuje, je
konelna podoba Filovej maliarskej intervencie, ktora
pdvodné dielo sice celkom neneguje, ale svojou
formou transformacie ho do znaénej miery vyzna-
movo obohacuje.

Podla Wikipédie ,vo vytvarnom umeni je horror
vacui, oznacovany aj ako kenofébia, t. j. vyplnenie
celého povrchu priestoru alebo umeleckého diela
detailmi” Zeby to bol napokon ten pravy dévod Filo-
vych premalieb? Nie strach z prazdnoty, ale, naopak,
z plnosti, ktord je potrebné ete posadnuto zaplhat’
mnozstvom dalSich detailov? Mozné to je, ak to
vedie, a my sme presvedCeni, Ze ano, k nanajvys
invenénym vysledkom.

Rudolfovi Filovi dakujeme za vSetky jeho kaz-
dodenné tvorivé posadnutosti, ktoré ho napokon
doviedli k fascinujucim imaginativnym vysledkom.

Milo$ Stofko, august 2022
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RUDOLF FILA

AND THE OLD MASTERS

October 20 - November 18
curator Milo$ Stofko

Horror vacui — a well-known term for most artists
expressing the fear of the emptiness of white paper or

canvas before the first stroke of a pencil, pen, or brush.

In the case of Rudolf Fila, it was an everyday creative
game within his creation of overpaintings, not with the
fear of the emptiness of white paper, but with the fear
of the stereotype of the everyday. He regularly fought
against it by playfully intervening as a painter in the
pictorial model of a classical author he had chosen.

That sparkly intervening addition, that inventive
poetic ellipsis that he inserted into the selected
reproduction exactly where it inevitably belonged,
was able to adequately "dance” the author’s extremely
creative dialogue not only with the original model, but
also with every sensitive recipient.

In the case of Fila's overpaintings, it is first of all
a varied expressive range of different painterly light
and colour rhythms, contrasts and harmonies created
through a set of brush lines, points and spots, which
always hide some kind of multi-layered significance
under their surface. However, paradoxically, it will
never be fully verbally decodable. How should a person
verbally interpret something that syncretizes in itself,
in addition to the visual-artistic spirit, metaphorical-
literary, sound-musical and, with a certain perspective,
movement-dance traces? Thanks to them, the
author motivates the recipient to perceive the
gesamtkunstwerk of his works holistically, through all
his visual, poetic, musical and "dance” traces at once.

The current exhibition in Bratislava's Gallery
19, entitled Rudolf Fila and the Old Masters, was
created on the initiative of Marian Reisel, a passionate
connoisseur and collector of Fila's works and at the
same time the editor of the well-known publication
Rudolf Fila: Cestou (PETRUS publishing house, 2003),
who at least in that way wanted to commemorate this
year's 90" anniversary of Rudolf Fila.
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*1932 Pribram na Moravé — 12015 Bratislava
Slovak painter

The basic motif of the exhibited cycle of Fila's
overpaintings are black-and-white reproductions
of works by well-known classical authors. What
motivated Fila to a certain form of painterly
intervention in the surface of these reproductions
was not so much their content, but rather the
expression of their pictorial forms. Special rhythms,
light and shape contrasts, different compositional
relationships, etc. in selected images of classical
works were able to stimulate Fila's creative
imagination beyond measure. This ultimately
motivated him to use various expressive black, white,
or coloured brushstrokes in their compositions.

On the surfaces of the original reproductions, for
example, sets of various short gestural brushstrokes,
serpentine entwined brushstrokes, various drawing
lines in the form of straight lines or chaotic curves,
vertical lines evoking violent light rain or various
series of electromagnetic pulsars were created.

In the end, what fascinates us most aesthetically
about each of the exhibited overpaintings is the final
form of Fila's painting intervention, which does not
completely negate the original work, but with its form
of transformation enriches it significantly.

According to Wikipedia, "in visual arts, horror
vacui, also known as kenophobia, i.e., filling the entire
surface of a space or a work of art with details”" Could
this be the real reason for Fila's overpaintings, after
all? Not fear of emptiness, but, on the contrary, of
fullness, which needs to be obsessively filled with
a lot of other details? It is possible if it leads, and
we are convinced that it does, to the most inventive
results.

We thank Rudolf Fila for all his daily creative
obsessions, which finally led him to fascinating
imaginative results.

Milo$ Stofko, August 2022
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Ka Tekla, Frantisek a Marko

Blazovci

LOUVRE - TRNAVA - KOSICE

17. november - 20. december
kurator Marian Mesko

Ka Tekla Blazova
*1945 Pregov, Ceskoslovensko
Slovenska vizudlna umelkyfa

BlaZovci. KoSicka vetva umeleckej dynastie BlaZovcov,
otec, mama a syn, vystavuju v Galérii 19 sériu

obrazov z posledného obdobia. Obe vystavy, kosicka
prezentacia v Kulturparku aj terajsia bratislavska
vystava v devitnastke su poctou rodicov Zivotu

a tvorbe syna Marka, ktory, Zial, rodinu a vytvarnu
komunitu pred rokom nahle opustil...

Vsetci traja su absolventmi Strednej umelecko-
priemyselnej Skoly aj Vysokej $koly vytvarnych umeni.
Stadia na rovnakych kolach, podobné videnie sveta,
od zaciatku spolo¢nej tvorivosti vzdjomna podpora

a tolerancia, pozitivne ovplyvriovanie, kvalitna
in$pirativna rodinna atmosféra, ako za starych
dobrych renesanénych &ias. Vo svojej tvorbe invenéne
zobrazuju cely kaleidoskop udalosti, minulych aj
sucasnych, vSetko, ¢o sa ich bytostne dotyka. Cez
vlastné podnety nachadzaju indpiraéné zdroje vo
veciach, ktoré povaZzuju za hodné ich vytvarného
tvorivého posunu.

Frantisek Blazo
*1946 Trnava, Ceskoslovensko
Slovensky vizualny umelec

foto archiv autorov

Marko Blazo

Slovensky vizualny umelec

FrantiSek BlaZo prezentuje svoju suasnu tvorbu
sériou obrazovych kolazZi, ktoré vytvara zo svojich
starSich kresieb, citacii, dennikovych zaznamov &i
fragmentov obrazov z dejin umenia. Zostavuje
z nich nové kompozi¢né skladby, foti ich a upravuje
do vyslednych digitalnych printov, ktoré vo finalnej
faze dokresluje tenkou ¢iernou liniou. Jeho prace
su plné ironickych podtextov, persiflazi, epickych
stretov. Vnimame ich ako javisko absurdného divadla,
ako spomienky na Samuela Becketta, cez burzu ob-
nosenych odznakov vidime v nich klaunov na parkete,
cez utrzky textov spominame na paramyty Maxa
Ernsta a nezné usmevy Marilyn, vidime padajuce pozin-
kované zlaté mince, citime jemnost vankisov ako
vymodelovanych z mramoru... Celd jeho sériu kolazi
chapeme ako obrazy plné paradoxnych dotykov a vza-
jomnych presahov, vnimame ich obdivne ako jedno
velké permanentné dada predstavenie... Vietky prvky
obrazovej skladby navrstvuje ako kolaz udalosti, ako
denniky spomienok a dotvara ich nepravidelnou sietou
tenkych iernych linii. Prechadza nimi z objektu
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na objekt a tenkou sietovinou akoby zakonzervoval
svoje vizie do stavu doCasnej nehybnosti. Jeho obrazy
sa daju Citat' volne, tak ako Boschove vizionarske
platna. Na kazdom, podobne ako u Boscha, najdeme
vzajomné pribuznosti ako spojivo, ktoré ich zjednocuje
do jednej vizualne pritazlivej skladby, obsahovo pri
mnohych detailoch az prorocke;j.

Marko Blazo vystavuje expresivne zasahy do
vlastnych obrazov, ktoré interpretoval razantne
vrstvenou premalbou. Na jednom z nich pracoval
podvojne, v prvej vrstve vyskladal minuciézne presna
farebnu geometricki mozaiku a po nej ju nesputane
monochrémne premaloval. Do digitalne upraveného
pozadia, vyskladaného virvaru absurdného prostredia,
namaloval zvdéSeninu tvare, ktora sarkasticky
pozera na svet z celej plochy obrazu. Pldtno maloval
ako karikovanu podobu st¢asnej rozorvanej doby,
ako memento jej burlivych premien. Aj preto galéria
premyslene pouzila reprodukciu tohto diela ako
motto na pozvanku bratislavskej vystavy. Emblémom
rodinnej prezentacie BlaZovcov v Kulturparku bol iny
Markov obraz ,Turner train’, Turnerov vlak. Impresivny,
obraz ratiaceho sa vlaku, ktory virivo gesticky pre-
maloval Sedou farbou. Star$ich obrazov s motivom
vlaku a ich symbolov namaloval viac. Podnetom
k ich tvorbe bol pribeh Teklinho otca, Markovho deda
za druhej svetovej vojny. V Slovenskom narodnom
povstani bol Anton Tekel ako déstojnik velitelom
1. pancierového vlaku M. R. Stefanik. Odvazny &in
a stato€nost’ starého otca ovplyvnili mladého vy-
tvarnika k namalovaniu série obrazov s touto té-
matikou. Jednym z nich je aj spomenuty, v galérii
vystaveny obraz ,Turner train" Malovanie bola len
jedna Cast' jeho tvorby, okrem malovania vela kreslil,
tvoril kolaze, digitalne kompozicie, kombinoval rézne
techniky, texty, objekty, koncepty. Svoju tvorivost' plnu
paradoxnych stretov bral ako velkd vaZnu hru.

Ka Tekla BlaZova svoje in§pirativne maloformatové
kresby, elégie, zvaésila a ako zaznamy stavov svojich
sucasnych Zivotnych pocitov preniesla na velké
platna. Na jednom z nich na jemne nanesend lazdrnu
podmalbu rozkreslila poetickou texturou fragmenty
Stihlych levitujacich figar, detaily tvari a mnoZstvo
oéi ako symbolov viadepritomného vidiaceho, na
inom platne golgotu a ukriZovanie zahalené ruskom
tajomstva, na inych prekreslila fragmenty z dejin
umenia. Nazyva ich listy om$elé z dejin ¢loveka. Svoje
krehké kresby, komentare, Tekla dopifia geometrickym
znakom labyrintu prevzatom z reverznej strany

starogréckych minci. Motivy mindjskych labyrintov
v jej prekresbach pripominaju starogrécke myty
0 nemoznosti Uniku z nekone¢ného bludiska bez
utajenej pomoci Ariadninej nite.

Symbolika neustéleho putovania labyrintom Zivota
a jeho nevyspytatelného smerovania. Ako protiklad
voéi krehkym prekreslenym malbam namalovala
Tekla svoj autoportrét. Na éiernom pozadi s jasnymi
Ziarivymi farbami zakladnych a doplnkovych farieb
svieti jej tvar, namalovana v linkach ako pritazliva
podoba africkej ritudlnej masky. Ako riadny kontrast
medzi dvomi maliarskymi polohami. Ale podobny
princip najdeme aj u jej siputnikov, manZela a syna,
kde kaZdy z nich sa vyjadruje svojskym spdsobom.
V tom je sila ich spoloéného tvorivého suzitia
a objavného putovania po neprebadanych
cestach umenia.

Louvre — Trnava — Kosice. Kurator vystavy Bla-
Zovcov v koSickom Kulturparku Vladimir Beskid v ka-
talégovom liste napisal na konci svojej kuratorskej
eseje tieto slova o vzniku nazvu ich spoloénej
prezentacie:

Ndzov ich vystavy vznikol v tazkom obdobi kovidu
v roku 2021 a mal priniest’ usmev do tvorby BlaZovcoy,
Zial, Marko BlaZo zomrel. Koncepcia vystavy je poctou
tvorbe Marka BlaZa i spoloénou rozlic¢kou rodi¢ov
so synom, ktorda sa nemobhla uskutocnit’'v ¢ase pan-
demickych ochoreni. Prdve v tomto obdobi, 8. oktébra
by sa Marko Blazo dozil patdesiatich rokov.

Pldnované spoloc¢né diela, koldzZe s mamou ¢i
otcom sa uZ nezrealizovali. V aktudlnych prdcach
manZelov BlaZovcov je tak mozZné sledovat’, ako
a nakolko poznamenal, ¢i zmenil odchod syna ich
tvorbu a vytvarnu vypoved. Inokedy pestrofarebné
.rozpixelované” obrazy a vizie sa tu menia na ich
vizudlne de-kompresie, de-presie s melancho-
lickymi Zalospevmi.

Kvalitna vystava rodinného tria BlaZovcov
v devitnastke je dalsim presvedcivym dékazom,
Ze maliarske médium v sebe skryva nepreberné
mnoZstvo invencnej energie a kreativnej sily. Si¢asna
vystava v Galérii 19 to v plnej miere potvrdzuje. Aj
vdaka skvelym, vizualne aj obsahovo pritazlivym
pracam Marka, Tekly a FrantiSka BlaZovcov.

Marian Mesko, november 2022
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Ka Tekla, Frantisek and Marko

Blazo

LOUVRE - TRNAVA - KOSICE

November 17 - December 20
curator Marian Mesko

Ka Tekla Blazova FrantiSek Blazo
*1945 Presov, Czechoslovakia

Slovak artist Slovak artist

BlaZovci. The Kosice branch of the Blazo artistic
dynasty, father, mother, and son, are exhibiting a series
of paintings from the last period in the Gallery 19. Both
exhibitions, the KoSice presentation in the Kulturpark
and the current Bratislava exhibition in the Nineteen
are a tribute of the parents to the life and work of their
son Marko, who, unfortunately, suddenly left the family
and the art community a year ago...

All three are graduates of the Secondary School
of Arts and Crafts and the Academy of Fine Arts.
Studies at the same schools, similar vision of the world,
mutual support, and tolerance from the beginning
of joint creation, positive influence, quality inspiring
family atmosphere, as in the good old Renaissance
times. In their work, they inventively depict the entire
kaleidoscope of events, past and present, everything
that fundamentally touches them. Through their own
initiatives, they find sources of inspiration in things they
consider worthy of their artistic and creative progress.

FrantiSek BlaZo presents his current work in a
series of pictorial collages, which he creates from his
older drawings, quotations, diary entries or fragments
of images from the history of art. He compiles new
compositions from them, photographs them and
edits them into the resulting digital prints, which he
completes by drawing a thin black line in the final
phase. His works are full of ironic subtexts, persiflage,
epic clashes. We perceive them as a stage of an absurd
theatre, as memories of Samuel Beckett, through
the exchange of worn badges we see clowns on the
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*1946 Trnava, Czechoslovakia

Marko Blazo
*1972 Kosice, Czechoslovakia
Slovak artist

dance floor, through fragments of texts we remember
the paramyths of Max Ernst and the sweet smiles

of Marilyn, we see falling galvanized gold coins, we
feel the softness of the cushions as if they were
modelled of marble ... We understand his entire series
of collages as images full of paradoxical touches and
mutual overlaps, we perceive them admiringly as one
big permanent Dada performance... He layers all the
elements of the pictorial composition as a collage of
events, like diaries of memories and completes them
with an irregular network of thin black lines. He walks
through them from object to object and through a
thin mesh as if he preserved his visions in a state

of temporary immobility. His paintings can be read
freely, just like Bosch's visionary canvases. In each of
them, similarly to Bosch, we find mutual affinities as
a binder that unites them into one visually appealing
composition, even prophetic in content with

many details.

Marko BlaZo exhibits expressive interventions
into his own paintings, which he interpreted with
vigorously layered overpainting. His work on one
of them was binary, in the first layer he laid out a
meticulously precise coloured geometric mosaic and
then painted it freely in monochrome. Into a digitally
edited background, a laid-out jumble of absurd
environment, he painted an enlargement of a face that
looks sarcastically at the world from the entire surface
of the picture. He painted the canvas as a caricature
of the current torn apart era, as a memento of its

Annual Catalogue 2022



turbulent transformations. This is also why the gallery
thoughtfully used a reproduction of this work as the
motto for the invitation to the Bratislava exhibition. The
emblem of the family presentation of the Blazo family
in Kulturpark was another painting by Marko: "Turner
train” An impressive image of a rushing train, which
he repainted with grey colour in a swirling gesture. He
painted more of the older pictures with the train motif
and their symbols. The impulse for their creation was
the story of Tekla's father, Marko's grandfather during
the World War Il. In the Slovak National Uprising,
Anton Tekel was an officer in command of the 1st
M.R. Stefanik armoured train. The courageous
act and bravery of his grandfather influenced the
young artist to paint a series of paintings with this
theme. One of them is the aforementioned "Turner
train” painting exhibited in the gallery. Painting was
only one part of his work, in addition to painting he
drew a lot, created collages, digital compositions,
combined various techniques, texts, objects, con-
cepts. He took his creativity full of paradoxical
clashes as a big serious game.

Ka Tekla Blazova enlarged her inspiring small-
format drawings, elegies, and transferred them
onto large canvases as records of the states of her
current life feelings. On one of them, on a finely
applied stain underpainting, with a poetic texture,
she painted fragments of slender levitating figures,
details of faces and many eyes as symbols of the
omnipresent seer, on another canvas of Golgotha and
the crucifixion shrouded in a veil of mystery, on others
she repainted fragments from the history of art. She
calls them musty letters from the history of man. Tekla
complements her fragile drawings and comments with
a geometric labyrinth symbol taken from the reverse
side of ancient Greek coins. The motifs of Minoan
labyrinths in her drawings are reminiscent of ancient
Greek myths about the impossibility of escaping from
an endless maze without the secret help of Ariadne's
thread. Symbolism of constant wandering through
the labyrinth of life and its inscrutable direction.
As a contrast to the fragile overdrawn paintings,

Tekla painted her self-portrait. Against a black
background with bright, vibrant colours of primary and
secondary colours, her face shines, painted in lines
like the attractive form of an African ritual mask. As a
substantial contrast between two painting positions.
But we find a similar principle in her companions,
her husband and son, where each of them expresses
himself in his own way. This is the strength of their joint
creative coexistence and discovery journey along the
unexplored paths of art.

Louvre — Trnava — Kosice. Vladimir Beskid,
the curator of the BlaZos' exhibition in the KoSice
Kulturpark, wrote in the catalogue sheet at the end
of his curatorial essay the following words about the
origin of the name of their joint presentation:

The title of their exhibition was created in the
difficult period of covid in 2021 and was supposed to
bring a smile to the work of the Blazos, unfortunately,
Marko Blazo died. The concept of the exhibition is a
tribute to the work of Marko BlaZo and a joint farewell
of parents and son, which could not take place during
the time of pandemic diseases. Just during this period,
on October 8, Marko Blazo would have lived to be fifty
years old.

Planned joint works, collages with mom or dad
were no longer realized. In the current works of the
BlaZos, it is thus possible to observe how and to what
extent it left mark, whether the departure of their son
changed their work and artistic statement. Sometimes
brightly coloured "pixelated” images and visions are
transformed here into their visual de-compressions,
depressions with melancholic dirges.

The high-quality exhibition of the BlaZo family
trio in the Nineteen is another convincing proof that
the medium of painting hides an immense amount
of inventive energy and creative power. The current
exhibition in the Gallery 19 fully confirms this. Also,
thanks to the exquisite, visually and content-attractive
works of Marko, Tekla and FrantiSek Blazo.

Marian Mesko, November 2022
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Jan StuliF
TARTAROS

24. november - 20. december
kurator Martin Gerboc

foto archiv autora

Od istého dejinného bodu (ktory je doménou Ador-
novych textov) je myslenie nutené permanentne sa
vysporaduvat' s traumatizujicou skisenostou hanby
za to, Ze aj v tych najtazsich chvilach sa nase gesto
spolupatriénosti a pomoci obmedzi na odvratenie

pohladu. Ak ma malba - a myslenie vGbec — reagovat’
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*1993 Praha
Cesky maliar
Zije a tvori v Prahe

na tuto skdsenost, potom musi radikalne prehodnotit’
svoju opodstatnenost’ a svoj diskurz. Ak sa myslenie
nezbavuje zodpovednosti ani na ploche svojim spd-
sobom tak ,dekorativnej’, ako je plocha obrazu, a ak
pribehy, ktoré reprezentuje alebo ku ktorym referuje,
nas projektuju do nutnosti mysliet, potom je jednou

z Glohu takéhoto myslenia priniest’ dékaz o zakriveni
nasich postojov a o hladani takej cesty, ktora sa aj
napriek temnym hibkam nezbavuje zodpovednosti za
nasu nechut postavit' sa temnu tvarou v tvar. Medzi
tym, ¢o sa udialo a tym, ¢o prichadza, leZi Tartaros.
Romantici ho pomenovali maelstrémom, Dante peklom,
Hebreji menom 3oa, Elie Wiesel terminom holokaust
a Adorno bodom, po ktorom uZ s ¢istym svedomim
nemoZno pisat' poéziu. Po tejto hranici uZ Ziadna dobra
malba neexistuje bez rizika padu do mentélneho
Tartara, do podsvetnej priepasti plnej vecnej tmy, kde
aj ten najlepsi z najlepSich travi nekoneéné hodiny

v tryznivych rozhovoroch so sebou samym, pokym
nepride dake abstraktné vyslobodenie v podobe
vecného spanku. A kedZe kazdé myslenie odpoveda
svojej dobe, Ziadny maliar nie je uSetreny pred tymto
padom. Zablesk nadeje tu ale prinasa fakt, Ze pribehy
Jana Stulifa sa odohravajt tesne pred touto hranicou
a ich obsahom je nadejny pobyt v odistci.

Ak3 je hranica medzi efemérnym usmevom,
momentalnou grotesknostou chvile a tym, ¢o kazdy
fatalista oznaéi ako osudové? Su to postavy, ktoré
nereprezentuju konkrétny pribeh, ale svojim pobytom
na intelektualnom dGzemi obrazu referuju k nie¢omu, o
je nevyhnutné? Tieto postavy, hoci s riadnym ddskom
znelistenej vody Léthé vo svojich plucach, sa obracaju
ku krajine ako k zdroju istoty. Mohutny Cierny plast
Thanata, vejuci nad priepastami zabudnutia, nas
zbavuje sucitu a zlutovania. S postavami sme zrazu
spati len potial, pokym vyjadruju aj nas pribeh a nase
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postoje. Znehybnenie tu nie je vecné. Funguje len
dovtedy, kym maliar-reZisér neda pokyn, aby sa figury
na tomto dne udolia Tartara rozmiestnili vinom geste
a v inom pribehu.

Sledovat' cely oblik vyvinu prace Jana Stulifa je ako
pohybovat' sa na intuitivnom tzemi pri¢in a désledkov:
ni¢ tu nie je nahle vybuchujuce bez predchadzajuceho
procesu myslenia, a ziadny krok tu nie je bezdvévodne
postaveny mimo svojej verifikacie predchadzajucimi
krokmi. Jan StuliF prisiel pred piatimi rokmi do Ateliéru
kresby Jifiho Petrboka a Martina Gerboca na prazskej
Akadémii vytvarnych umeni. Jeho pociatocné zameranie
sa na materialy, ktoré sa v prostredi malby vyuZivaju
len okrajovo: zhrdzavené plechy, doskriabané dosky,
umelad hmota prelepena potrhanou paskou a iné ma-
terialy, ktoré by vacsina ,umelcov” povaZovala za
dehonestujlce, slizili ako zozndmenie sa s inakostou,
a spolu s nezaujmom o vysoké principy sofistikovanych
postupov predznamenali akusi bizarnu a neopozeranu
ikonografiu nieCoho nového a svieZeho. Kazdy pohyb
ceruzy a kazdé zaznamenané gesto, grimasa postavy,
vynechanie, zmazanie a porusenie tahu a klonovanie
udov, vietko je v jeho kresbach a malbach podriadené
zmyslu a vyrazu. Postupom rokov sa jeho malby sta-
vaju klasickej$imi" v tom zmysle, Ze v ikonografii
jeho prac sa objavuju témy a prostredia, ktoré si nase
vizualne submenu dokaZe jednoduchsie spojit’ so
svojimi predobrazmi na Uzemi vytvarného umenia.
Ved' ¢o mbze byt — napriek nepopieratelnej intenzite
vyjavu — klasickej$im motivom ako postava &i skupina
postav zasadenych v krajine, potencidlne vztahy, ktoré
sa medzi nimi rozohravaju a roly, spoloenské hry,
ulohy a masky, ktorymi kazda z postav disponuje?
Nadradenost’ vacsich figir a pomocné funkcie tych
mensich, veéne preZivany atavizmus, zmeny perspektiv,
vztahy submisie a dominacie Usmevov a zamraceni,
kostymy, uniformy a fragmenty nahych tiel, o tymto
teldm uréujd spolocenské aj intimne hierarchie,
intuitivne odkazy k etickym hodnotam a hodnotam
spoloéenskych redlii, Cervené hviezdy ako pripomienka
systému, deformécia, deformacia a deformacia..., no
v kazdom geste Ziva polemika, odkazujica k dynamike
existencie. Tento princip je pasca, a na nepripraveného
divaka striehne ako $elma v klietke s otvorenymi
dvierkami. KaZdy priestor obrazu pdsobi ako organi-
zovana, ale neukonéena forma vypovede, a kazdy
zmysel i princip ostava aj nad'alej otvoreny mnoZstvu
nejednotnych interpretdcii, comu vyrazne pomaha ista
nedopovedanost’ deja i neukotvenost' pribehov v jeho
pracach. Bujnejluce organizmy, nanovo vyrastajice

prsty, jazyky predierajuce sa z vy$kerenych pier, a, ako
hovori Jan Stulif: Bolest a Zivelné opojenti, které je s tim
spojené”. Expanziu jeho pristupov a vyjadreni napokon
vidno aj v jeho praci s objektom a instalaciou.

Obavy, Ze jeho prace sa zaénu utapat’ v akomsi
ezoterickom zacykleni, v medzipriestore ni¢oho, na
Uzemi medzi fantastknom a nedosiahnutou realitou,
sa aj pri pohlade na tieto prace rozplyvajd. V jednom
maili mi ostalo par viet Jana Stuli¥a, ktoré chcem
citovat’ ,Co se tyce pldnd do budoucna tak vim, Ze chci
malovat ddl. Chci zkouset dalsi postupy, chci zvétsit
format, chci se vénovat tématu krajiny, chci do obrazu
zasadit vic postav, chci se soustredit na kvalitu barvy
a na zpusoby jak namalovat pokozku, strom, vlasy,
Zelezo. Chci malovat interiéry. Chtél bych namalovat
pdr geometrictéjsich, designovéjsich obrazi a potom
naopak nékolik organickych, nervoznich, vybuchujicich
a pudovych. Chtél bych si také konecné dovolit vic
experimentovat v jingych médiich jako je fotka, video
a instalace a realizovat v nich staré a nové ndpady. To
chce ale vétsi nadseni, Cilost a taky urcitou metodiku
umozriujici oddélit rizné osobni vytvarné projekty:

Tak. Tartaros sa otvara v inom svetle. UZ nie ako
jedina definitiva, ktorej G¢inku nemozno uniknit, ale
ako subor emdcii, ako scéna s vecne rozmiestiiovanymi
postavami plnymi hlavnych a vedlajSich uloh, a ako
potreba vylerpavajiceho popisu chvile. Je vlastne
chybou, Ze re¢ demonstruje myslenie: popisané emé-
cie sa stavaju privelmi pragmatickymi. Aj re¢ je
nedokonala. Nikdy nebude mat' silu a dostatoénu
schopnost’ predstavit’ proces imaginacie a tvorby.
Ostavaju figary na platnach a papieroch, a nasa snaha
alebo letargia im porozumiet’ presne v tom zmysle,

v akom sa ndm predstavujd na dne tejto temnej prie-
pasti plnej svetla, rodiacich sa organizmov, bujnejucich
$truktur, nanovo vyrastajlcich prstov a jazykov pre-
dierajucich sa z vySkerenych pier.

Martin Gerboc, november 2022
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Jan StuliF
TARTAROS

November 24- December 20
curator Martin Gerboc

From a certain historical point (which is the domain of
Adorno's texts), thinking is forced to deal permanently
with the traumatizing experience of shame that,

even in the most difficult moments, our gesture of
togetherness and help is limited to averted eyes. If
painting — and thinking in general - is to respond

to this experience, then it must radically rethink its
justification and its discourse. If thinking does not
absolve itself of responsibility even on a surface as
"decorative” in its own way as the surface of a picture,
and if the stories it represents or refers to project us
into the necessity of thinking, then one of the tasks of
such thinking is to bring evidence of the curvature of
our attitudes and of searching for a path that, despite
the dark depths, does not absolve us of responsibility
for our reluctance to face the darkness face to face.
Between what has happened and what is to come lies
Tartaros. Romantics named it maelstrém, Dante hell,
Hebrews the Shoah, Elie Wiesel the term holocaust,
and Adorno the point after which one cannot write
poetry with a clear conscience. After this limit, no good
painting exists without the risk of falling into mental
Tartarus, an underworld abyss full of eternal darkness,
where even the best of the best spends endless hours
in agonizing conversations with himself until abstract

deliverance comes to them in the form of eternal sleep.

And since every thought corresponds to its time, no
painter is saved from this fall. A glimmer of hope is
brought here by the fact that Jan Stuli¥'s stories take
place just before this border and their content is a
hopeful stay in purgatory.

What is the line between an ephemeral smile, the
momentary grotesqueness of the moment and what
every fatalist would call fatal? Are they characters
that do not represent a specific story, but by their
stay in the intellectual territory of the image refer to
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*1993 Prague
Czech painter
lives and works in Prague, CZ

something that is inevitable? These figures, though with
a good breath of polluted Léthé water in their lungs,
turn to the land as a source of security. The mighty
black cloak of Thanat, blowing over the abysses of
oblivion, deprives us of compassion and mercy. We are
suddenly connected to the characters only as long

as they also express our story and our attitudes. The
immobilization here is not eternal. It only works until
the painter-director instructs the figures to be placed
in a different gesture and in a different story on this
bottom of the Valley of Tartaros.

Following the entire span of the development of
Jan Stulii's work is like moving in the intuitive territory
of causes and consequences: nothing here suddenly
explodes without a previous thought process, and no
step here is for no reason placed beyond its verification
by previous steps. Jan Stuli¥ came to the Drawing
Studio of JiFi Petrbok and Martin Gerboc at the Prague
Academy of Fine Arts five years ago. His initial focus on
materials that are used only marginally in the painting
environment: rusted tinplate, scratched boards, plastic
covered with torn tape and other materials that most
"artists” would consider dishonourable, served as
an introduction to otherness, and together with a
lack of interest in the high principles of sophisticated
procedures, they foreshadowed a kind of bizarre
and not over-familiar iconography of something new
and fresh. Every movement of the pencil and every
recorded gesture, the grimace of the figure, the
omission, erasure and violation of the stroke and the
cloning of the limbs, everything is subordinated to
meaning and expression in his drawings and paintings.
Over the years, his paintings become more "classical” in
the sense that in the iconography of his works appear
themes and environments which our visual sub-menu
can more easily associate with their foreshadowing in
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the field of fine arts. After all, what could be - despite
the undeniable intensity of the scene — a more classic
motif than a figure or a group of figures set in the
landscape, the potential relationships that unfold
between them and the roles, social games, tasks and
masks that each of the characters possesses? The
superiority of larger figures and the auxiliary functions
of smaller ones, eternally experienced atavism,
changes of perspectives, relations of submission and
dominance of smiles and frowns, costumes, uniforms
and fragments of naked bodies, which determine
social and intimate hierarchies for these bodies,
intuitive references to ethical values and values of
social realities, red stars as a reminder of the system,
deformation, deformation and deformation..., but

in every gesture a lively polemic, referring to the
dynamics of existence. This principle is a trap lurking
for the unprepared viewer like a beast in a cage with
the door open. Each space of the picture acts as an
organized but unfinished form of statement, and each
meaning or principle remains open to a number of
inconsistent interpretations, which is significantly
helped by a certain unfinishedness of the plot, or the
lack of anchoring of the stories in his works. Exuberant
organisms, newly growing fingers, tongues pushing
their way from grinning lips, and, as Jan StuliF says:
"pain and the elemental intoxication that is associated
with it” Finally, the expansion of his approaches and
expressions can also be seen in his work with objects
and installations.

Fears that his works will begin to drown in a kind
of esoteric cycle, in the middle of nowhere, in the
territory between fantastic and unachieved reality,
are melting away even when looking at these works.

In one email, | have a few sentences from Jan Stuli¥
that | want to quote: "As for my plans for the future,

I know that | want to continue painting. | want to try
other methods, | want to enlarge the format, | want

to focus on the theme of the landscape, | want to put
more figures in the picture, | want to concentrate on
the quality of colour and on the ways to paint the skin,
tree, hair, iron. | want to paint interiors. | would like

to paint a few more geometric, design paintings and
then, on the contrary, a few organic, nervous, explosive
and impulsive ones. | would also like to finally allow
myself to experiment more in other media such as
photo, video and installation and implement old and
new ideas in them. But that requires more enthusiasm,
vigour and also a certain methodology that allows
different personal art projects to be separated.”

So. Tartaros is being opened in a new light. No
longer as a single definitive whose effect cannot be
escaped, but as a set of emotions, as a scene with
eternally placed characters full of main and secondary
roles, and as the need for an exhaustive description
of the moment. It is actually a mistake that speech
demonstrates thinking: the described emotions
become too pragmatic. Speech is also imperfect. It will
never have the strength and sufficient ability to present
the process of imagination and creation. Figures on
canvases and papers, and our effort or lethargy to
understand them precisely in the sense in which they
present themselves to us at the bottom of this dark
abyss full of light, nascent organisms, exuberant
structures, newly growing fingers and tongues pushing
their way from grinning lips remain.

Martin Gerboc, November 2022




Sprievodné podujatia

Accompanying Events

21. januara | January 21
autorska komentovana prehliadka vystavy Evy Cisarovej-Minarikovej
author’s guided tour of the exhibition of Eva Cisarova-Minarikova

15. marca | March 15
kuratorska komentovana prehliadka vystavy Viktorie Lengyelovej
a curatorial guided tour of Viktdria Lengyelova’s exhibition

24. marca| March 24
kuratorska komentovana prehliadka vystavy Sochdrova kresba
a curatorial guided tour of the Sculptor’s Drawing exhibition

17. maja| May 17
autorsky vyklad k vystave Sary Zahorjanove;j
an author’s interpretation of Sara Zahorjanova's exhibition

21, jana | June 21
kuratorska komentovana prehliadky vystavy Mareka Burcla
a curatorial guided tour of the Marek Burcl exhibition

23, jana | June 23
XXVIII. filmovy veer na tému S. F. P. (Slovensky filmovy pop)
film evening XXVIII on the topic of S.F.P. (Slovak film pop)

13. oktobra| October13
XXIX. filmovy veler na tému Niekto to rad horuce
film evening XXIX on the topic Someone likes it hot

8. novembra | November 8
kuratorska komentovana prehliadka vystavy Jozefa Jankovica
a curatorial guided tour of the Jozef Jankovic exhibition

10. novembra | November 10
prezentacia knihy Dusana Kovaca Zdpad slnka nad moéiarmi
presentation of DuSan Kovad's book Sunset over the Marshes

1. decembra | December1
XXX. filmovy veler na tému Radsej predéasne ako vébec
film evening XXX on the theme Better early than never

13. decembra | December 13

prezentécia monografie Ladislava Carného
presentation of Ladislav Carny's monograph
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