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Horses in my dreams
Juliana Sokolova

This is my list of titles for a text touching the work
of Pavlina Fichta Cierna

The dialectics of coldness and the work of Pavlina
Fichta Cierna’

Horses in my dreams: on the difficulty of speaking
and the documentary strategies of Pavlina Fichta
Cierna?

On language and pain in the videoworks of Pavlina
Fichta Cierna (Wittgenstein on pain-behaviour and
the public nature of pain)?

1

2

3

“..to live in a modern society is to live in a state of social corruption...
one task of art must be to make people... as keenly aware as possible
of... the discrepancy between their world as potential paradise

and their world as actual catastrophe”, “to be socially critical in an
appropriate way... it can do this only if it is formally negative or critical”
(taken from Raymond Geuss ‘Art and Criticism in Adorno’s Aesthetics’,
European Journal of Philosophy, 6:3). “Coldness... does not move

in a singular direction - be it regressive toward barbarism, or
progressive toward greater civilization.” Coldness is a symptom of

a ‘damaged life’, but not only, for “coldness also turns against the
conditions of its own development, and if followed through rather than
falsely placated it can allow us to reject the ideology of (false) warmth
outright... the lie that holds this present form of life to be, in spite of
everything, ‘good’ and ‘right’, or, in a more contemporary parlance,
that there is no alternative (taken from Simon Mussel, ‘Pervaded by

a chill’, Thesis Eleven, 117:1)

They give ketamine to horses to tranquilise them; when humans take
ketamine, it makes every movement incredibly difficult, as if it had

to overcome almost insuperable resistance. | first heard of ketamine
in 1998 or 1999 in a squat in south London; wandering across the
abandoned button factory, we entered a room covered in the most
disturbing and disturbed graffiti | ever saw, the weight of the room
was incredible, | wanted to leave it as soon as | entered. When | asked
about the drawings, | was told there is this new drug people take,
people take horse tranquilisers, if you want to do anything, lift your
arm, you have to expedite massive amount of effort, your movement
has to go counter the numbness that envelopes you.

Sometimes speaking feels like that, of all the energy that goes

into the process, only a fraction is used in the actual forming of the
sentence, the rest spent on battling the uncertainty that the attempt
at a sentence suddenly activates.

Thinking about people taking horse tranquilisers makes human
bodies seem so tiny. In My jockey Lucia Berlin describes undressing
Munoz, a jockey, in an emergency room after a bad fall. She unwraps
him from his costume like a miniature Aztec god, she carries him
down the hospital corridor for an X-ray in her arms, Munoz calls for his
mother, Mamacita, mamacita, and clings to her neck, she holds him,
she strokes his back, it is marvelous.

i. relief
One function of language: relief.

A moan, a groan,

a shriek, a cry,

a poem --

extension of pain behaviour

Is the relief provided by language due to its intersubjectivity? By the
fact it exists outside, like the movement of one’s hand?

“The verbal expression of pain replaces crying and does not describe
it.”
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Image and the somatic involvement that produces
it: On selected videos by Pavlina Fichta Cierna*

Invoking Asclepius: medicine, healing and the
treated body in the works of Pavlina Fichta Cierna®

“About suffering they were never wrong, the
Old Masters”: the position of suffering in
contemporary social world and the framing and
editing strategies employed by Pavlina Fichta
Cierna®

To transcend everything personal: "their solitude
is ferocious and nocturnal"”

Almost absolute. The desire for a good life,
models of organisation and domestic space®

Prepositions: with, against, without, alongside
coldness®

4

ii. boiling water

Wittgenstein: bending over in pain is part of what it means to be in
pain - it is not just a manifestation externally, or secondarily, linked

to the feeling of pain inside. Our pain-behaviour is not something
separate and only externally linked with our pain that we do essentially
for others. This is not why | hold the painful place, cry, have a certain
facial expression - they belong to what it means to be in pain.

“Therapy”, for example.

In the ancient world, medicine, like navigation, belonged to the arts
based on hypothesis. To be able to give a prognosis was as important,
if not more, as giving a diagnosis.

W.H. Auden’s poem “Musée de Beaux Arts” describes

Brueghel’s painting “Landscape with the Fall of Icarus” and brings
our focus to dwell on how the positioning of the scene of suffering,
the moment of disaster, within the entire composition of the image is
a comment with the truth of which it is difficult to quarrel:

“About suffering they were never wrong,

The Old Masters: how well they understood

Its human position; how it takes place

While someone else is eating or opening a window or just walking
dully along;

[-]

In Brueghel’s Icarus, for instance: how everything turns away

Quite leisurely from the disaster...”

horizontally or vertically?

In her video “Home identity” Pavlina overlays the floor-level circular
one-take footage of her home (where she is acting out various
persons from the family lineage at various points in space) with the
words of Zygmunt Bauman, which end with the sentence “The model
we desire is almost absolute.” In the book, Bauman'’s passage then
continues with a discussion of the absolute as not something that

is instant, not something that is to be found, but something that is
created, requiring continuous effort. From Wittgenstein we learn that
the abstract is embedded, it would seem the absolute is embedded
too.

Regarding Pavlina’s cycle of videos “About Jozef”, “From Vlado”,
“With Maros§" and “Without Kamil”. “A name cannot be dissected any
further” (Tractatus, 3.26).

The allure of the world of matter: "Solitude. Where does its value

lie? For in solitude we are in the presence of mere matter (even the
sky, the moon, trees in blossom), things of less value (perhaps) than

a human spirit. Its value lies in the greater possibility of attention. If
we could be attentive to the same degree in the presence of a human
being" (Simone Weil).
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Kone v mojich snoch
Juliana Sokolova

Toto je moj zoznam nazvov pre text dotykajici sa
tvorby Pavliny Fichta Ciernej:

Dialektika chladu a tvorba Pavliny Fichta Ciernej*

Kone v mojich snoch: o ndarocnosti hovorenia
a dokumentdarnych stratégidach Pavliny Fichta Ciernej?

O jazyku a bolesti vo videdch Pavliny Fichta Ciernej
(Wittgenstein o verejnej povahe bolesti)?

,,-.. zit v modernej spoloc¢nosti znamena zZit v spolocnosti, v ktorej sa
neda zit spravne... jednou z iloh umenia musi byt prebtadzat v ludoch
¢o najintenzivnejsie vedomie... rozporu medzi ich svetom ako moznym
rajom a ich svetom ako katastrofou, ktorou je...“ ,socidlne kritické
relevantnym spdsobom vie byt... len ak je formdlne negativne alebo
kritické” (Raymond Geuss Art and Criticism in Adorno’s Aesthetics’,
European Journal of Philosophy, 6:3). ,Chlad... sa nepohybuje iba
jednym smerom, ¢i uzregresivne k barbarizmu alebo progresivne

k vicsej civilizacii.“ Chlad je symptomom ,,poskodeného Zivota,” no
nie len, lebo chlad ,,sa obracia aj proti podmienkam vlastného vzniku,
a ak ho nasledujeme a nielen falo§ne zmiernujeme, umoznuje nam
odmietnut celt ideologiu (falosného) tepla... loz, ktora nam tvrdi, ze
momentélna podoba Zivota je, napriek vSetkému ,dobréd‘ a ,spravna’-
alebo vyjadrené sucasnejsim slovnikom, ze neexistuje alternativa
(Simon Mussel, ‘Pervaded by a chill’, Thesis Eleven, 117:1).

Ketamin davaju konom na upokojenie; ked si ketamin da ¢lovek,
kazdy pohyb sa stane nesmierne tazkym, ako keby musel ist proti
skoro neprekonatelnému odporu. O ketamine som prvykrat pocula

v roku 1998 alebo 1999 v squate na juhu Londyna; prechadzali sme
po byvalej tovarni na gombiky a vosli sme do miestnosti, ktorej steny
boli pokryté najznepokojtcejsimi grafitti, aké som kedy videla; vaha tej
miestnosti bola brutalna, chcela som z nej odist v momente, kedy sme
do nej vosli. Ked som sa na tie malby pytala znamych, ktori tam byvali,
hovorili mi, Ze je nova droga, ktora [udia bert, bera konské sedativa, ak
chcete urobit hocico, pohnut rukou, musite na to vynalozit obrovska
namahu, kazdy pohyb musi ist proti utlmu, ktory vas obopina.

Niekedy je to podobny pocit pri snahe hovorit; zo vetkej energie,
ktoru cely proces absorbuje, len zlomok ide na samotné sformovanie
vety, zvySok ide cely na vyrovnavanie sa s neistotami, ktoré pokus

o vyjadrenie zrazu spusti.

V mierke ku konskym sedativam pdsobi ludské telo tak hrozne

malo. V poviedke Mdj dzokej Lucia Berlin popisuje, ako na pohotovosti
vyzlieka dzokeja Munoza po vaznom pade. Vyvlieka ho z kostymu ako
miniatdrneho aztéckeho boha, nesie ho v naruci cez nemocnic¢nua
chodbu na rontgen, Munoz vola svoju mamu, Mamacita, mamacita,

objima ju okolo krku a ona ho drzi, hladi ho po chrbte, je to Gzasné.

i. ulava
Jedna funkcia jazyka: alava.

Narek, ston,

krik, pla¢

basen -

predizenie reakcie na bolest

Poskytuje jazyk alavu vdaka svojej intersubjektivite? Vdaka tomu,

Ze existuje vonku, ako pohyb ruky?

,, Verbalne vyjadrenie bolesti nahradza plac a nie je jej opisom.*

il. vriaca voda

Wittgenstein: prehnit sa od bolesti je sicastou toho, ¢o znamena citit

bolest — nie je to len druhotny jav, az sekundarne spojeny
s bolestou, ktor citime vo vnutri. Nase spravanie pri bolesti nie je
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Obraz a somatickd pritomnost, ktord ho vytvdra:
O vybranyjch videdch Pavliny Fichta Ciernej*

Vzyvanie Asklépia: medicina, liecenie a liecené telo

v dielach Pavliny Fichta Ciernej’

Miesto utrpenia v sticasnom spolocenskom svete

a ramovacie a strihové stratégie Pavliny Fichta Ciernej®

Presiahnut vsetko osobné: ,,ich samota je nocna
a urputna*’

Takmer absolutne. Tiizba po dobrom zivote, modely

organizdcie a domdci priestor®

Predlozky: s, bez, pozdlz, proti chladu’®

w1

nieco oddelené, len sekundarne spojené s bolestou, ktoru citime, nie je
to nieco, ¢o v podstate robime pre druhych. Nie preto si chytam bolavé
miesto, zatnem zuby alebo mam isty vyraz tvare — tie patria k tomu,

Co znamend pocitovat bolest.

Terapia, napriklad.

V staroveku sa medicina, rovnako ako navigacia, radila k umeniam
postavenym na hypotézach. Schopnost stanovit prognézu bolo rovnako
dolezité, ak nie este ddlezitejsie, ako stanovit diagnozu.

Basenn W. H. Audena Musée des Beaux Arts popisuje Breughelovu malbu
ITkarov pdd a upriamuje nasu pozornost na to, ako umiestnenie scény
utrpenia, momentu katastrofy, v ramci celkovej kompozicie obrazu je
samé o sebe jeho komentarom:

“About suffering they were never wrong,

The Old Masters: how well they understood

Its human position; how it takes place

While someone else is eating or opening a window or just walking
dully along;

[...]

In Brueghel’s Icarus, for instance: how everything turns away

Quite leisurely from the disaster...”

horizontalne alebo vertikalne?

Vo videu Home Identity Pavlina preklada cirkulujici zaznam svojho
domu natoceny z tirovne podlahy na jeden zaber (Pavlina na roznych
miestach domu zosobniuje roznych ¢lenov rodiny a predkov) slovami
Zygmunta Baumana, ktoré koncia vetou: ,,Model, po ktorom tazime,

je takmer absoldatny.” V Baumanovej knihe pokracuje tato pasaz
diskusiou o absoltitnom ako o nieCom, ¢o nie je okamzité, nie je niecim,
¢o hladame a nachédzame, ale niecim, ¢o vytvarame, co vyzadujuje
nepretrzité asilie. Od Wittgensteina sa dozvedame, Ze abstraktné je
ukotvené, zdalo by sa, ze absolutné tiez.

K Pavlininmu cyklu videi O Jozefovi, Od Vlada, S Marosom a Bez Kamila.
,Meno sa uz dalej neda rozdelit.” (Tractatus, 3.26)

Povab hmotného sveta: ,Samota. V ¢om je vlastne jej hodnota? Sme
predsa v pritomnosti oby¢ajnej hmoty (tyka sa to aj neba, hviezd,
kvitnucich stromov), veci, ktoré maji (mozno) mensiu hodnotu ako
ludsky duch. Jej hodnota spociva v moznosti zvySenej pozornosti. Keby
sme len mohli byt rovnako pozorni v pritomnosti [udskej bytosti.*
(Simone Weil) (podla prekladu A. Zathureckého)
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Micro-stories of Mikropribehy
everyday life kazdodennosti

and marginal themes

Katarina Rusnakova

21

After graduating from the Academy of Fine Arts in
Bratislava in 1993, Pavlina Fichta Cierna quite quickly established
herself on the Slovak and Czech art scenes, and also managed
to attract interesting international exhibition opportunities, where
her videos and interactive installations were positively received.!

Along with many middle-aged Slovak artists, half of
Cierna’s university studies took place during the totalitarian
regime, though those times were in a softer perestroika. The
second half of Cierna’s studies occurred after the Velvet
Revolution in November 1989.

Apart from being a significant socio-political and
cultural milestone, 1989 is also an important symbol of recent
history. It initiated, with great hopes, an era associated with
the recovery of civil liberties, and marked the beginning of
society’s transformation towards democracy. All of these
revolutionary socio-cultural changes generated incredible
enthusiasm and creative energy on the art scene, and particularly
represented for individual artists a wide variety of opportunities,
which to them created new challenges as well as demands.
Naturally, art students and younger artists adapted much faster
and more flexibly to the new conditions of the hectic period. That
is one reason why Cierna’s creative efforts as represented in her
thesis work Dennik [Diary] (1993) acquired a different, intermedial
spirit and indicated some of her future orientation, though
originally Cierna studied visual art.?

This processual installation comprised corroded metal
plates hanging in space and functioning as a wall, with water
flowing over it in a closed circuit and with the artist’s text
integrated. It showed characteristic features of Pavlina Fichta
Cierna’s oeuvre. Firstly, there was a distinctive conceptual base
for framing her artistic statements in relation to choosing material
and visual language. At the same time her specific pieces of art
do not lack sensibility, which is to do either with autobiographical
personal links to her microworld and relations to those closest to
her, or with psychosocially probing the complex lives of ordinary
yet somehow peculiar contemporaries. At the distance of time, we

1 The first part of this essay, written in 2007, surveys the wide spectrum
of the artist’s work, and puts emphasis on what her artistic activities
focused on: video art, interactive installations and participative art.
For various reasons the essay was not published at that time. Since
the idea of publishing the monograph became feasible in 2013, the
original essay was extended by a second part: interpretations of the
works originating in the last six years. Therefore, a scholarly treatise
has become a sort of time-collecting project, with the first part slightly
modified and complemented by the second, larger part of the text,
completing it for the time being. For the sake of completeness it
needs to be said that Edit Andrés took a larger fragment of the Pavlina
Fichta Cierna monograph text for the anthology Transitland about the
video art of Central and Eastern Europe. RUSNAKOVA, K. The Visual
Representation of Gender and Sexual Identities in the New Media in
Slovakia. In ANDRAS, E. (ed.). Transitland. Video Art from Central and
Eastern Europe 1989 - 2009. Budapest: Ludwig Museum - Museum
of Contemporary Art, 2009, pp. 137-146.

2 At secondary art school Pavlina Fichta Cierna studied engraving,
focusing mostly on printmaking techniques. During her studies at the
Academy of Fine Arts in Bratislava she first studied visual art, and did
the last of her studies at Professor Vladimir Popovi¢'s experimental
studio KR.E.S.BA. Her thesis Dennik was an installation with an action
and written diary records, which Cierna compared to cinéma vérité
due to its similarity to documentary film. Pavlina Cierna. Portrét. In
Vytvarny Zivot, vol. 39,1994, Issue 1, p. 82. See also DOLEZAL,

J. G. Hamo Guruve! In Wtvarny Zivot, vol. 39, 1994, Issue 1, p. 85.

Pavlina Fichta Cierna sa po skonéeni Vysokej skoly
vytvarnych umeni v Bratislave v roku 1993 pomerne rychlo
etablovala nielen na slovenskej a ceskej umeleckej scéne,
ale podarilo sa jej ziskat aj zaujimavé vystavné prilezitosti
v medzinarodnom kontexte, kde sa jej videa a interaktivne instalacie
stretli s pozitivnym ohlasom.!

Tak ako pre mnohych slovenskych umelcov a umelkyne
strednej generacie, aj v pripade Ciernej plati, ze roky jej
vysokoskolského studia zasahuja jednou polovicou este do obdobia
totality, hoci v tom case uz iSlo o méksiu verziu, o perestrojku,

a druhou ¢astou patria do obdobia po neznej revolucii v novembri
1989.

Osemdesiaty deviaty rok je nielen vyznamnym spoloc¢ensko-
politickym a kultirnym medznikom, ale pdsobi aj ako dolezity
symbol nedavnej historie. Odstartoval s velkymi nadejami éru
spojent s obnovou obcianskych slobod a je zaciatkom procesu
celkovej transformacie spolo¢nosti k demokracii. Okrem toho, Ze
vSetky tieto prevratné sociokultirne zmeny generovali na umeleckej
scéne neuveritelné nadsenie a tvoriva energiu, jednotlivym tvorcom
prinasali hlavne nové vyzvy a ponukali im Sirokud skalu moznosti
na uplatnenie, pricom na nich zaroven kladli zvysené naroky. Je
pochopitelné, Ze predovsetkym Studenti umenia a mladsi vytvarnici
sa v tejto hektickej dobe ovela pruznejsie a rychlejsie adaptovali
na nové podmienky. Preto sa aj tvorivé snahy Pavliny Fichta
Ciernej, reprezentované v diplomovej praci Dennik (1993), napriek
tomu, Ze vytvarnicka povodne Studovala grafiku, uberali uz inym,
intermedialnym smerom a predznamenali niektoré kontury jej
budticej orientéacie.?

Uz v tejto procesudlnej instalacii zo skorodovanych plechov
zavesenych v priestore a posobiacich ako stena s cirkulujicou vodou
v uzavretom okruhu, ktorej integralnou stucastou bol autorsky text,
sa uplatnili charakteristické érty tvorby Pavliny Fichta Ciernej.
Patri k nim predovsetkym vyrazné konceptualne vychodisko
smerujace k formulovaniu umeleckych vypovedi vytvarnicky vo
vztahu k volbe materiadlu a vizuadlnemu jazyku, priCom jej Specifické
vytvarné diela nepostradaja senzibilitu,

1 Prva Cast tejto Studie, ktora mapuje Sirokospektralnu tvorbu autorky
s dorazom na taziskové oblasti jej umeleckej ¢innosti — videoumenie,
interaktivne instalécie a prejavy participativneho umenia — vznikla
este v roku 2007. Z roznych dévodov sa nepodarilo text v tomto obdobi
publikovat. Kedze sa moznost vydania monografie stala v roku 2013
realnou, text Stadie bol rozsireny o druhu Cast — interpretaciu prac,
ktoré vznikli v ostatnych Siestich rokoch. Tak sa z umenovedného textu
stal itvar podobny ¢asozbernému projektu a doslo k miernej tprave
povodnej verzie studie, ku ktorej pribudla druha, vacsia cast nateraz
z monografického textu o Pavline Fichta Ciernej si vybrala Edit Andras
do antologie Transitland o videoumeni strednej a vychodnej Eurdpy.
RUSNAKOVA, K. The Visual Representation of Gender and Sexual
Identities in the New Media in Slovakia. In ANDRAS, E. (ed.). Transitland.
Video art from Central and Eastern Europe 1989 — 2009. Budapest: Ludwig
Museum — Museum of Contemporary Art, 2009, s. T4I — 145.

2 Pavlina Fichta Cierna studovala na strednej umeleckej skole odbor
plastické a plosné rytie kovov, priCom sa najviac zameriavala na
hibkotlacové techniky. Pocas §tadia na VSVU v Bratislave sa najskor
venovala grafike a poslednu Cast stadia absolvovala u prof. Vladimira
Popovica v experimentalnom ateliéri KR.E.S.BA. Jej diplomova praca
Dennik bola instalécia s akciou a pisomnym dennikovym zaznamom,
ktory Cierna z hladiska jeho formy podobnej dokumentarnemu filmu
prirovnala k cinéma vérité. Pavlina Cierna. Portét. In Vijtvarny Zivot —
Art Life, roc. 39, 1994, ¢. 1, 5. 82. Pozri aj DOLEZAL, J. G. Hamo Guruve!
In Vijtvarny Zivot — Art Life, ro€. 39, 1994, C. 1, s. 85.

Mikropribehy kazdodennosti / Katarina Rusnakova



could even say that the large metal plate in the Diaries installation
reminds us of a projection screen, the water constantly flowing
down its surface evokes a non-material movable video picture,
and the diary entries refer to monologues or dialogues in media.
Perhaps somewhere here are the beginnings of Cierna’s future
videos and interactive installations, based on four fundamental
principles - factuality, documentary quality, diary form and story.
Mostly these shape up as video portraits with a leitmotif of
exploring the mental territories of the people portrayed. The artist
presents their interesting life stories in their essential forms, and
sets them into real, socially defined environments. She often finds
performers for her videos from among handicapped, social or
ethnic minorities, standing outside society’s interest. Thus her
videos frequently become piercing microstudies of outsiders
living on the periphery.

Communication and Penetrations between Public
and Private Spaces

Let us return to the late 90ies and to the turn of the third
millennium, when the artist drew her creative impulses from the
relation between text and its intellectual legacy, addressing it to
anonymous recipients, or through making topical photographic
fragments from her private life - including self-portraits - in
installations combined with computer graphics. Here she very
inventively used the rich possibilities of digital technologies. At
the end of the 90s she began to prioritize in her work site-specific
video-art-based installations in large projections. In them the
artist devoted attention to an ambiguous understanding of the
notion of 'information'. At the time a significant source of her
knowledge were popular-educational publications by Richard
Dawkins (e.g. The Selfish Gene, River out of Eden) and books by
Timothy Leary, known for his saying 'everything is information'.
Several such authors' writings inspired Cierna to reflect on
various expression forms able to visually interpret parallels
between biogenetics and digital code in interactive multimedia
installations. Aside from cultural-historical and social relations,
questions of two-way communication also play a role in them.
They are premises to works based on electronic or digital
technologies, and spectators, through their physical and mental
participation, become active recipients, helping decide on their
final form.

One of the first model examples of Cierna’s interactive
projects is Manipula. tor (1999), a piece of work interconnecting
video and computer installation, placed in the At Home Gallery in
Samorin’s synagogue.? It was her reaction to current theoretical
and practical biotechnology and molecular genetics research,
which have many points of contact with the development of
digitization. The core of the multimedia installation, based on
replicated information manipulation and mutation processes, was
to search for similarities between biogenetics represented by
genetic information and information technologies symbolized by
digital code.

An analogous work, aimed at public space - a busy city
centre street in Bratislava - was the interactive installation Ani

3 The curator of the exhibition was Katarina Rusnakova, the author of
the unpublished text Telo ako hybridny fenomén.

Micro-stories of everyday life and marginal themes / Katarina Rusnakovéa

ktora suvisi bud s autobiografickou liniou reprezentovanou
osobnymi odkazmi na jej mikrosvet a vztahy k blizkym I'udom, alebo
so psychosocialnymi sondami do spletitych zivotov obycajnych,

no niecim zvlastnych stucasnikov. Z odstupu ¢asu by sme dokonca
mohli povedat, Ze velky plat plechu instalacie Dennik pripomina
projek¢né platno, voda permanentne stekajtica po jeho povrchu
evokuje nehmotny pohyblivy videoobraz a dennikové zaznamy
odkazujui na monology alebo dialogy medialnych diel. Mozno uz

tu niekde sa zacinaju crtat aj typické znaky budtcich videofilmov

a interaktivnych instalacii Pavliny Fichta Ciernej, v ktorych mozno
identifikovat Styri nosné principy — faktografickost, dokumentarnost,
s leitmotivom skamania psychického teritoria zobrazovanych

ludi, ktorych zaujimavé zivotné pribehy — zasadené do realneho,
socialne definovaného prostredia — autorka podava v esencialnej
forme. Casto si nachadza predstavitelov svojich videodiel v radoch
hendikepovanych, socialnych alebo etnickych mensin stojacich na
okraji zaujmu spolocnosti. Jej videa sa tak neraz stavajua prenikavymi

mikrostadiami outsiderov zijucich na periférii.

Komunikéacia a prieniky medzi verejnym

a sukromnym priestorom

Vratme sa vsak eSte do druhej polovice devétdesiatych
rokov a do obdobia na prelome druhého a treticho milénia, ked
vytvarnicka Cerpala tvorivé podnety zo vztahu medzi textom a jeho
myslienkovym posolstvom adresujic ho anonymnym vnimatelom,
alebo tematizovala fotografické fragmenty z ikonosféry svojho
stkromia — vratane autoportrétov — v instalaciach kombinovanych
s pocitacovou grafikou, pricom invencne vyuzivala bohaté moznosti
digitalnych technologii. Na konci deviatej dekady sa v jej tvorbe
dostavaju do popredia miestne Specifické instalacie s tstrednou
zlozkou videoumenia vo forme velkoplo$ne premietaného obrazu.
Umelkyna v nich venuje pozornost viacvyznamovému chépaniu
pojmu informacia, priCom vyznamnym zdrojom poznania sa pre nu
v tom obdobi stali popularno-naucné publikacie Richarda Dawkinsa
(napr. Sebecky gén, Rieka z raja) a knihy Timothyho Learyho,
znameho okrem iného aj vyrokom ,vsetko je informacia“. Viaceré
texty tychto autorov Ciernu inspirovali k Givaham smerujtcim
k roznym vyrazovym formam vizualneho stvarnenia paralel medzi
biogenetikou a digitalnym kodom v interaktivnych multimedialnych
inStalaciach. Okrem kultirno-historickych a socialnych vézieb
v nich zohravaju dolezitu ulohu aj otazky obojsmernej komunikacie.
7 tychto premis vychadzaju diela zalozené na elektronickych alebo
digitalnych technologiach, ktorych aktivnym vnimatelom sa stava
divak rozhodujuci svojou fyzickou a mentalnou acastou o ich
vyslednej podobe.

Jednym z prvych modelovych prikladov Ciernej
interaktivnych projektov je Manipula. tor (1999), dielo prepajajtce
video s pocitaCovou instalaciou, ktoré situovala do Samorinske;j
synagogy At Home Gallery.? Reagovala nim na stic¢asné teoretické
a praktické vyskumy biotechnologie a molekularnej genetiky,
ktoré maju vela styCnych miest s rozvojom digitalizacie. Jadrom
multimedialnej inStalacie zalozenej na procese manipulécie

a mutacie replikovanej informécie bolo hladanie pribuznych ¢rt

3 Kuratorkou vystavy bola Katarina Rusnakova, ktord je autorkou

nepublikovaného textu Telo ako hybridny fenomén.
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vela, ani mélo [Neither much nor little] (2000), in which the artist
parodied the utilitarian, anonymous function of ATMs.*

At first sight, an ATM and its appearance would not
suggest it might be an object of art. However, Cierna remarkably
redefined its original function. She literally deconstructed it in
such a way that an anonymous bank client - a user (of either
gender) - having inserted their bank card into the ATM could,
instead of getting the requested amount of money, watch the
artist in short and funny video performances, 20 ministories
made in the privacy of her home. They captured Cierna doing
various mundane household tasks (e.g. chopping onions,
mending clothes) or some specific activities (counting money) or
relaxing (dancing), all in high contrast with the noisy, anonymous
city environment. This must have surprised the random ATM
user, as they became involuntary art recipients/interactive
participants of the digital videos. For many it might have been
a first or rare encounter with this type of art in public space. The
artist’s toying humorously and situationally with their intention -
utilitarian money withdrawal - and redirecting it into art may have
brought a range of reactions, from astonishment through interest,
curiosity and amusement to anger. In the end the client, and the
participant of this strange operation, received a printed receipt
confirming their having used the ATM. Besides immobilizing
the ATM as a public monetary device for anonymous users, and
pointing out economic, market and social issues in the urban
context, she also demonstrates how vulnerable the devices are to
violation or abuse.

In a sense, this particular Cierna work refers to
the availability of material values in the current consumer
society, which, on the other hand, remarkably contrasts
with the insufficient participation of contemporary visual art
in people’s everyday life. Zora Rusinova contributed to the
multilayered reading of the work meanings by extending it to
gender interpretation: 'Although the artist did not limit herself
to male spectators, the situation could be perceived as an
exemplary model of the critical formula of 'active anonymous
male observer and passive female object’, or the activity of
a modern Baudelairean 'flaneur - stroller' of a kind, wandering
around in the city environment'5

This unique digital interactive public art project has
extraordinary potential not just for its physical but particularly
for its mental intervention in the city centre, since it addresses
anonymous people directly, asks them questions and stimulates
their reflections. We could say it represents a model illustration
of digital interactive public art in Slovakia. Such public art
works open a significant space even for gallery 'non-goers' to
notice contemporary art, considering the diversity of public
space. Though the works are often short-lived, their interactivity
combined with topical semantic contents may resonate with

4 Cierna created this interactive installation as part of the international
project Public/Subject, which presented the art of Slovak, Polish,
Swiss, Ukrainian, Czech and Slovenian artists in public spaces of
Bratislava in 2000 (curators: Dusan Brozman, Vladimir Beskid, Alena
Vrbanova).

5 RUSINOVA, Z. Autoportrét v slovenskom vytvarnom umeni
20. storocia +. Bratislava: Veda, vydavatelstvo Slovenskej akadémie
vied, 2009, p. 303.

medzi biogenetikou reprezentovanou genetickou informaciou
a informacnymi technologiami symbolizovanymi digitalnym
kédom.

Pribuzny charakter prace, v tomto pripade zameranej na
verejny priestor — frekventovana ulicu mestského centra Bratislavy,
mala aj interaktivna inStalacia s ndzvom Ani vela, ani mdlo (2000),
ktorou vytvarnicka parodovala azitkovi, anonymna funkciu
verejnych bankomatov.*

Na prvy pohlad jeho standardny vzhlad vobec nenapovedal,
7e ide o umelecky objekt. Cierna viak povodni funkciu bankomatu
vyrazne predefinovala. Doslova ju dekonstruovala tym spdsobom,
7e anonymny bankovy klient — uzivatel — (v oboch rodoch) si po
vlozZeni svojej platobnej karty mohol namiesto ziadanej sumy penazi
pozriet sériu vtipnych kratkych videoperformancii v hlavnej alohe
s autorkou, ktoré nakrutila v sikromi svojho domova. Minipribehy
dvadsiatich videi zachytévajtce Ciernu pri roznych beznych
domécich pracach (napr. krajanie cibule, zaSivanie), pri Specifickych
aktivitach (ratanie periazi) alebo pri relaxe (tanec) totalne
kontrastovali s hlu¢nym anonymnym prostredim velkomesta.
Nahodny uzivatel bankomatu zostal asi velmi prekvapeny, ked
sa z neho nechtiac stal adresat umenia — interaktivny tcastnik
digitalnych videi. Mozno pre mnohych z nich to bolo prvé ¢i
ojedinelé stretnutie s tymto typom umenia vo verejnom priestore.
Fakt, ze autorka uzivatelom bankomatu s humornym nadhladom
odklonila v duchu situacionizmu ich zamer — utilitirnu potrebu
vyberu peniazi — a presmerovala ho do oblasti umenia, mohlo
u nich vyvolat ambivalentné reakcie, od udivu, cez zaujem,
zvedavost, pobavenie, az po zlost. Na zaver klient a ticastnik tejto
zvlastnej operacie mohol dostat vytlacent potvrdenku o pouziti
bankomatu. Okrem toho, Ze umelkyna paralyzovanim bankomatu
ako penazného zariadenia urc¢eného pre anonymnych uzivatelov
vo verejnom priestore poukazuje na ekonomické, trhové a socialne
otazky v kontexte mestského priestoru, naraza zaroven aj na lahka
zranitelnost a pripadné zneuzitie systému tychto zariadeni. V istom
zmysle Cierna uvedenym dielom poukazuje aj na lahkua dostupnost
materialnych hodnot v sticasnej konzumnej spolo¢nosti, ¢o na
druhej strane vyrazne kontrastuje s nedostato¢ne zastipenym
stcasnym vizualnym umenim v kazdodennom zivote ludi.

K mnohofazetovému Citaniu vyznamov diela prispela Zora Rusinova
jeho rozsirenim o interpretaciu gendrového aspektu: ,,Hoci autorka
neratala iba s muzskym divakom, situaciu by sme mohli vnimat

aj ako ukazkovy model kritického vzorca ,aktivneho anonymného
muzského pozorovatela a pasivneho zenského objektu’, alebo
¢innosti akéhosi novodobého baudelairovského ,flaneura‘
pohybujtceho sa v mestskom prostredi“.’

Tento ojedinely digitalny interaktivny publicartovy
projekt ma mimoriadny potencial nielen pokial ide o fyzicku,
ale najmé mentélnu intervenciu do mestského centra v tom, ze
oslovuje anonymnych Iudi priamo, kladie im otézky a stimuluje
ich k rozlicnym reflexiam. Mohli by sme povedat, ze predstavuje
modelova ukazku digitdlneho interaktivneho public artu na
Slovensku. Takyto typ publicartovych diel otvara znacny priestor

4 Cierna tato interaktivnu intalaciu realizovala v ramci medzinarodného
projektu Public/Subject, ktory prezentoval umenie slovenskych, polskych,
Svajciarskych, ukrajinskych, ¢eskych a slovinskych umelcov a umelkyn
vo verejnom priestore Bratislavy v roku 2000 (kuratori: Dusan Brozman,
Vladimir Beskid, Alena Vrbanova).

RUSINOVA, Z. Autoportrét v slovenskom vijtvarnom umeni 20. storocia +.
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anonymous recipients because it addresses them, sometimes
even literally attacks them, more directly than art in galleries.®

Cierna counted on a similar moment-of-surprise/
discomposing strategy also when using highly sophisticated
software to draw up the interactive installation Rusené sukromie
[Disturbed privacy] (2002) for display facilities at Galérie Le
Casino Luxembourg - Forum d'art contemporain, in Luxembourg.”

The starting point was an empty space meant as
a transition or waiting room where a spectator could choose
one out of two identical functioning elevator doors. One of them
would let them continue to browse the exhibition, and the second
was an integrated part of a ready-made elevator object which,
paradoxically, did not move. Bizarre video sequences projected
on a monitor and gradually composing ministories simulated the
movement of the elevator cabin taking spectators up and down
six floors of a fictional object. The floors could be selected by
pushing buttons as visitors pleased, as on a real elevator. Thus
they could enjoy decoding the meanings of and surfing between
physical and mental spaces, thanks to the sophisticated reality-
versus-fiction games in this digital installation.

Another variety of interactive installation with modified
software was Infoterminal (2004). Cierna presented it at the
international exhibition Metro in the Priestor gallery in Bratislava.
It was a progressive piece of art work based on interactivity,
the lively and engaged participation of perceivers. That is what
appealed to spectator/participants, both in the rich semantic

8

and contentual layering of meanings and the challenging use of
advanced digital technologies meant for public space.

A touch-screen LCD monitor in the real Infoterminal
object offered spectators a selection of twelve short videos.
Their main characters were twelve women and men of different
age, social status and social background (e.g. a Roma mother
with children, a psychologist, an entrepreneur, a retired woman,
a retired man, a scientist, the artist’'s mother, teenagers, an
abused woman, a young Roma transvestite etc.), partly defined
by their momentary states of mind and mood. The leitmotif
of the videos was a question intentionally kept secret from
spectator/participants; what the artist asked the twelve selected
protagonists was obviously a very discrete, personal, survey type
of question. This resulted in a kind of a colourful videopuzzle of
speaking people, a rich mixture of individual monologues with
occasional deeper or more intimate statements by the women
and men involved, with psycho-sociological connotations.

Many of them resonated with not only candour, honesty, self-
reflection and doubts but also with humour and ease, or prompt
improvisation and self-stylization. In all cases they were able to

6 RUSNAKOVA, K. Rozsirené spbsoby divéckej recepcie digitdlneho
umenia. Banska Bystrica: Fakulta vytvarnych umeni, Akadémia umeni
2011, p. 134-135.

7 Cierna’s site-specific interactive installation Intruded Privacy was
made for the international exhibition Open House in Galérie Le Casino
Luxembourg - Forum d'art contemporain, which the artist prepared
in cooperation with the curator Viera Jan€ekova4, in a team lead by the
head curator Enrico Lunghi. See also JANCEKOVA, V. Expectations
(Pavlina Fichta Cierna and her version of Open House). In LUNGHI,

E. (ed.). Open House. Luxembourg: Casino Luxembourg. Forum d'art
contemporain, 2002, p. 6-9.

8  The curator was Juraj Carny, who then headed the progressive private
gallery Priestor for Contemporary Art in Bratislava.

Micro-stories of everyday life and marginal themes / Katarina Rusnakovéa

pre vnimanie si¢asného umenia aj negalerijnym néavstevnikom,
vzhladom na pestré socialne zloZenie verejného priestoru. Napriek
tomu, Ze diela maju Casto kratkodobé trvanie, interaktivita zviazana
s aktualnymi sémantickymi obsahmi moze velmi tcinne zarezonovat
u anonymnych adresatov, pretoze ich oslovuje, neraz doslova atakuje
priamejsim spdsobom nez umelecké diela v galérii.®
S podobnou stratégiou momentu prekvapenia a zneistenia
prijimatelov Cierna pocitala aj pri koncipovani interaktivnej
instalacie s narocnym softvérom nazvanej Rusené stikromie (2002),
ktorou intervenovala do vystavného priestoru Galérie Le Casino
Luxembourg — Forum d’art contemporain v Luxemburgu.”
Vychodiskom bol prazdny vystavny priestor, ktory mal slazit
ako prechodna miestnost alebo ¢akaren. Divak si v nej mohol vybrat
z dvoch rovnakych funkénych vytahovych dveri — jednymi z nich
mohol pokracovat vo svojej prehliadke vystavy a druhé boli stcastou
objektu, ktory tvoril readymade vytahu paradoxne stojaceho
na mieste. Pohyb vytahovej kabiny s moZznostou cesty Siestimi
poschodiami fiktivneho objektu simulovali na monitore premietané
bizarné videosekvencie, ktoré sa postupne skladali do minipribehov.
Navstevnici si ich volili stla¢anim tlacidiel podla vlastného vyberu
ako poschodia. Sofistikované hry medzi realitou a fikciou v tejto
digitalnej instalacii priniesli vnimatelom radost z dekédovania
vyznamov a surfovania medzi fyzickymi a mentalnymi priestormi.
Dalsim variantom interaktivnej instaldcie s upravenym
softvérom bol Infotermindl (2004), ktorym sa Cierna prezentovala
na medzinarodnej vystave Metro v bratislavskej Galérii Priestor.®
I8lo o progresivne dielo zalozené na interaktivite ako zivej
a zainteresovanej ucasti vnimatelov, ktoré oslovovalo divakov-
participantov jednak bohatym sémanticko-obsahovym vrstvenim
vyznamov, ale aj naro¢nym pristupom tykajicim sa vyuzitia
pokrocilych digitalnych technolégii urcenych pre verejny priestor.
Realny objekt Infoterminalu pontukal divakom
prostrednictvom dotykového LCD monitora bohaty vyber z menu
dvanastich kratkych videi. Hlavnymi postavami videi boli dvanasti
muzi a Zeny rozneho veku pochadzajuci z rozdielnych socidlnych
prostredi, odliSujuci sa svojim spolocenskym postavenim (napr.
romska matka s detmi, psychologicka, podnikatel, dochodca,
déchodkyna, vedkyria, autorkina matka, tinedzeri, tyrana zena,
mlady transvestita romskeho povodu a pod.), ktorych definovalo aj
momentalne psychické rozpoloZenie a nalada. Leitmotivom vSetkych
videi bola divakom-participantom diela zamerne utajena, zrejme
diskrétna, velmi osobna anketova otazka, ktord autorka polozila
tejto vzorke vybranych dvanastich protagonistov. Vzniklo akési
pestré videopuzzle hovoriacich ludi, kde v bohatej zmesi jednotlivych
monologov zazneli hlbsie ¢i intimnejSie vypovede oslovenych
muzov a zien s psychologicko-sociologickymi konotaciami.

6  RUSNAKOVA, K. Rozsirené sposoby divdckej recepcie digitdlneho umenia.
Banska Bystrica: Fakulta vytvarnych umeni, Akadémia umeni, 2011,
S. 134 —135.

7 Ciernej miestne 3pecificka interaktivna in3talacia Rusené sitkromie vznikla
pre medzinarodnu vystavu Open House v luxemburskej Galérii Le Casino
Luxembourg — Forum d’art contemporain, ktora vytvarnicka pripravila
v spoluprdci s kuratorkou Vierou Janc¢ekovou v time vedenom hlavnym
kuratorom Enricom Lunghim. Pozri aj ]ANCEKOVA, V. Expectations
(Pavlina Fichta Cierna and her version of Open House). In LUNGHI,

E. (ed.). Open House. Luxembourg: Casino Luxembourg. Forum d’art
contemporain, 2002, s. 6 —9.

8  Kuratorom vystavy bol Juraj Carny, ktory v tom ¢ase viedol progresivnu
sukromnu galériu Priestor for Contemporary Art v Bratislave.
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hold the perceivers' curiosity and attention. Because they did
not know the central question the video performers had been
asked, in order to decode it spectators were forced to work more
intensely with their own off-hand associations and thoughts. All
they were able to deduce directly was the point of the strange
interviews. Cierna’s engaging work attracted spectators' attention
and pointed out one of the important phenomena of current
society - the necessity of mutual, straight-forward communication
among people at all social levels. That it was not vacuous, and
that despite some of the interviewed people being shy initially
most monologues eventually conveyed interesting messages,
was something the spectators discovered on their own, touching
the monitor with their fingers to pick individual participants of this
bizarre forum. Its goal was not discussion among participants
but one’s sending messages to an anonymous recipient: an
individual visitor of the exhibition. Psychology played an important
informative role here: the spectator’s intuition and reading the
'body language' of individual performers. There is no doubt of the
outstanding reflective potential of the presented digital work. It
stimulated a whole range of spectators' thoughts on a variety of
more or less complicated questions on these contemporaries’
specific human, psychosocial, existential, economic and cultural
situations. In such situations people’s positions get defined on the
background of the status-quo of today’s consumer, unmistakably
'risk society' (a notion of Ulrich Beck’s, the German sociologist)®,
a society throwing pitfalls and traps at people.

It is likely true of most of these interactive installations
that in them Cierna conveys her messages referring to an
entire spectrum of current issues originating from everyday,
common human situations. A few of the installations carry an
autobiographical subtext, and private and public spheres blend
together in them, with interactive communication of perceivers.
It is clear another, seemingly minimalist project Communica. tor
(2000), based on a continuous dialogue between the artist
and gallery visitors, constituted the biggest challenge to her
promptness and availability. The essence of the project lay in the
artist’s communication with spectators by texting, and mobile
and on-line internet communication on-going for the six weeks
the exhibition Manipulujuce umenie [Manipulating Art] ran in
PovaZska Art Gallery in Zilina. One might say it was a mutual
sociologically dimensioned manipulation of communicating
parties. It proceeded between artist and exhibition visitors
under pre-agreed conditions. The artist’s sampled voice
invited spectators to approach the computer in the Gallery
and encouraged them to ask questions via e-mail. This mainly
appealed to young people, who went in for the game. However,
the nature of their questions mostly remained at the level of
quick, simple and superficial communication, often truly trivial
attempts to get a reaction, in reality just practical jokes with no
ambition to ask meaningful questions about interesting topics.
The extensive archive, containing all sorts of written messages
the spectators read, speaks for itself. Being in permanent touch
with anonymous callers every day gave the artist a feeling of
being under attack. As long as the exhibition was on, she had
to respond promptly and non-stop to various questions, which
substantially interfered with her regular professional as well as

9 BECK, U. Rizikova spolecnost. Na cesté k jiné moderné (Czech
translation of: Risikogesellschaft - Auf dem Weg in eine andere
Moderne). Prague: Sociologické nakladatelstvi, 2011.

Micro-stories of everyday life and marginal themes / Katarina Rusnakovéa

Mnohé z nich nielenze zarezonovali svojou otvorenostou,
aprimnostou, schopnostou sebareflexie ¢i pochybovania, ale aj
humornym nadhladom alebo schopnostou pohotovej improvizacie
a sebastylizacie. V kazdom pripade vsak dokazali udrzat zvedavost

a pozornost vnimatelov. KedZze ti nepoznali znenie tstredne;j

otazky, ktorta autorka polozila oslovenym predstavitelom videi,
divéci a divacky boli ntteni viac pracovat so svojimi pohotovymi
asociaciami a mentalnymi predstavami, ktoré im mali pomoct

pri jej desifrovani. Mohli teda iba dedukovat, o ¢o v tomto
zvlastnom interview islo. Cierna svojim pttavym dielom pritiahla
pozornost divakov a poukazala na jeden z ddlezitych javov dnesnej
spolo¢nosti — nevyhnutnost vzajomnej komunikacie, ktora prebieha
v priamej forme medzi ludmi na vSetkych spoloc¢enskych trovniach.
O tom, Ze nebola vyprazdnena a Ze aj napriek prvotnému ostychu
zaujimavu vypovednui hodnotu, sa divaci presvedcili kontaktnou
formou — dotykom svojho prsta na monitore, ktorym si volili
jednotlivych ucastnikov tohto zvlastneho fora. Jeho cielom nebola
diskusia medzi zacastnenymi, ale posielanie svojich odkazov
anonymnému adresatovi — individualnemu divakovi vystavy.
Dolezita informativnu rolu zohravala psychologia — divakova
intuicia a odhad ,reci tela® jednotlivych aktérov. Niet pochyb o tom,
ze vyrazny reflexivny potencial prezentovaného digitalneho diela
stimuloval divakov k celému radu tivah o bohatej skale viac-mene;j
komplikovanych otazok tykajucich sa Specifickych Iudskych,
psychosocialnych, existencialnych, ekonomickych a kultarnych
situacii tychto sucasnikov, ktoré definuju ich postavenie na pozadi
status quo dnesnej konzumnej, nepochybne , rizikovej spolo¢nosti*
(pojem nemeckého sociologa Ulricha Becka)®, ktora obsahuje pre
sucCasnika mnozZstvo nastrah a pasci.

7e prostrednictvom nich Cierna tlmoéi svoje posolstva, vztahujice
sa na celé spektrum aktualnych tém, ktoré vychadzaju z beznych
ludskych situécii kazdodennej socidlnej reality, pricom viaceré
znich maja autobiografické podtexty a prelina sa v nich sikromna
sféra s verejnou sférou za ucasti interaktivnej komunikacie
vnimatelov, je zjavné, ze dalsi, zdanlivo minimalisticky posobiaci
projekt Communica. tor (2000), zaloZeny na nepretrzitom dialogu
autorky s navstevnikmi galérie, kladol azda najvicsie naroky na jej
pohotovost a dostupnost. Jeho podstatu tvorili rozhovory vytvarnicky
s divakmi, ktoré prebiehali prostrednictvom sms sprav, mobilnej

a onlinovej komunikacie na internete pocas siestich tyzdrov trvania
vystavy Manipulujtice umenie v Povazskej galérii umenia v Ziline.
Mozno povedat, ze islo o vzajomni manipulaciu komunikujticich
stran so sociologickym rozmerom, ktora prebiehala na zaklade
dohovorenych podmienok medzi autorkou a navstevnikmi vystavy.
Vytvarnicka samplovanym hlasom lakala divakov k pocitacu v galérii
a vyzyvala ich, aby jej prostrednictvom e-mailov timocili svoje otazky,
¢o oslovilo najmé mladych Iudi, ktori pristdpili na tito hru. Povaha
ich otazok vsak zostala vdcsinou v rovine rychlej, jednoduchostou

a povrchnostou poznacenej komunikécie, neraz s velmi banalnymi
pokusmi o reakciu, pricom v skutocnosti casto islo skor o recesiu,
bez ambicie klast zmysluplné otazky na zaujimavé témy. Svedci

o tom aj rozsiahly archiv obsahujtci najroznejsie pisomné odkazy
divakov, ktoré si mohli po sebe ¢itat. Permanentny kontakt

s anonymnymi volajucimi pdsobil na umelkynu ako kazdodenny

atak. Musela pohotovo reagovat nonstop pocas trvania vystavy

9  BECK, U. Rizikovd spolecnost. Na cesté k jiné moderné. Praha: Sociologické
nakladatelstvi, 2011.
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private life, and the experience was not all positive. It is necessary
to emphasize that this project, offering on-line communication

to individual Gallery visitors, was to them something rare at the
time. On the other hand, use of the computer in the Gallery by
spectators was limited to Gallery visiting hours, which documents
the status of IT back then, at the dawn of the third millennium.

We were still at the early stages of internet accessibility due to
several factors: the number of Slovak households equipped with
computers, people’s general digital literacy, internet connection
speed, and price. Nevertheless, after 2007 the situation changed
significantly, since digital technologies started being used in

a more dynamic and extensive way. Some of the reasons surely
included the boom of the Web 2.0 phenomenon and the rapid
development of social networks. Other of Cierna’s works show
evidence of communication as a vital phenomenon, taking

on various forms, depending on extremely quick changes in
information and communication technologies in all fields - work,
creativity, private life - where the computer and internet play
considerable roles. Cierna often uses cyberspace, which provides
her with necessary information, as well as enabling her to
communicate with artists, curators or friends in real time across
geographically distant areas and thus experience the feeling

of telepresence’® which, together with interactivity, constitutes
one of the substantial components of internet art. Gradually,
some of the artists in Slovakia are mastering the practices of

this new art form - though more in the sense of using alternative
creative approaches. This is true of a project devoted to e-mail
communication between Cierna and the Czech fine artist Lenka
Klodova. It, uniquely and unlike other on-line net-art works,

was e-mail communication visualized as a static off-line work -
enlarged reproductions of computer printouts hung on the wall.
Among other things they documented the artists' reflections

on artistic creation as such, and introduced to spectators the
exhibition’s preparatory phases and consequent refinements of
ideas leading to the planned common project NeZné pripomienky
[Tender observations] in Povazska Art Gallery in Zilina (2005).
Through their mutual e-mail communication the artists let
spectators peek into their private correspondence. Along with
dialogues on art, it included more personal news on the artists’
everyday lives, in which family, children and dealing with mundane
practical tasks are as important as artistic activities, and they
almost constantly mean struggling with time. Both Cierna and
Klodova have three-fold roles in their lives, as wives, mothers

and artists. Needless to say, synchronizing and managing these
demanding roles often require extraordinary effort, as does
genuine art.

Cierna displayed enlarged printouts of the above e-mail
correspondence, and presenting them later at the exhibition
Digital@electronic graphics in the State Gallery in Banska
Bystrica (2005) under the title Image transmission (2005). Then
she applied this strategy to her communication with Anton
Ledere, curator of < rotor > Gallery in Graz, about ideas and
creative principles for making videos for an exhibition devoted to
Roma questions. A similar topic, connected to more personally

10 LEGRADY, G. Intersecting the Virtual and the Real: Space in
Interactive Media Installations. In RIESER, M. - ZAPP, A. (eds.).
New Screen Media. Cinema/Art/Narrative. London: British Film
Institute, 2002, p. 221. See also e.g. GREENE, R. Internet Art. London:
Thames & Hudson, 2004.

na roznorodé otazky, co podstatne zasahovalo do jej bezného
pracovného i sukromného zivota a neprinasalo jej iba pozitivne
zazitky. Treba zdoraznit, Ze tento projekt ponuikajuici onlinova
komunikaciu individualnym navstevnikom galérie bol v tom Case
v nasich podmienkach vynimoc¢ny. Na druhej strane vsak musime
brat do uvahy skutocCnost, Ze vyuzitie pocitaca divakmi v galérii
bolo obmedzené navstevnymi hodinami kultirnej institacie. Tento
fakt zaroven sved¢i o tom, na akom stupni informacnej spoloc¢nosti
sme sa na zacCiatku milénia nachadzali. Na rozdiel od vtedajsiecho
raného Stadia pristupu ludi na internet, na ¢o mali vplyv viaceré
faktory: vybavenost slovenskych domacnosti pocitacom, digitalna
gramotnost [udi, rychlost pripojenia a vyska ceny za pripojenie na
internet, po roku 2007 sa situdcia v tejto oblasti vyrazne zmenila
vdaka celkovej dynamizacii a rozmachu pouzivania digitalnych
technologii, k comu istotne prispel aj boom fenoménu Web 2.0

a prudky rozvoj socialnych sieti.

O tom, Ze komunikacia je Zivy fenomén nadobudajuci
mnohotvarne formy zavislé od ustavicnych zmien, ktoré prebiehaj
mimoriadne rychlo na poli informac¢nych a komunikacnych
technologii tak v pracovnej, tvorivej, ako aj v sikromnej sfére,
kde gros hra pocitac a internet, svedcia aj dalie Ciernej préce.
Casto v nich vyuziva kyberpriestor, ktory jej okrem vyhladdvania
potrebnych informacii umoznuje, aby v redlnom case napriec¢
geograficky vzdialenymi Gzemiami zazivala pri komunikécii
s umelcami, kuratormi ¢i priatelmi pocit teleprezencie,'® ktora
okrem interaktivity tvori jednu z podstatnych zloziek internetového
umenia. Praktiky tejto novej formy umeleckého prejavu si postupne
osvojuju — hoci skor v zmysle alternativnych tvorivych pristupov —
aj niektori umelci a umelkyne na Slovensku. Z tohto hladiska
mozno hodnotit aj projekt venovany e-mailovej komunikécii, ktory
prebiehal medzi Pavlinou Fichta Ciernou a éeskou vytvarnickou
Lenkou Klodovou. Jeho $pecifickym znakom bolo, ze na rozdiel od
netartovych prac prebiehajtcich online emailova komunikacia
medzi vytvarnickami bola vizualizovana v podobe statického
offlinového diela — zvac¢Senych reprodukcii pocitacovych tlaci
zavesenych na stene —, ktora okrem iného dokumentovala avahy
oboch autoriek venované umeleckej tvorbe ako takej a uvadzala
divakov do kontextu pripravnych faz vzniku vystavy a postupného
precizovania predstav smerujacich k planovanému spolocnému
vystavnému projektu s nazvom Nezné pripomienky v Povazskej
galérii umenia v Ziline (2005). Autorky prostrednictvom e-mailovej
komunikacie dovolili divakom nazriet do svojej siukromnej
korespondencie, ktora popri dialégoch o umeni zahfrala aj
osobnejsie spravy o beznom zivote tychto vytvarnicok, kde rovnako
popri umeleckej tvorbe dolezité miesto patri rodine, hlavne detom
a rieSeniu kazdodennych praktickych veci, ktoré takmer stale
sprevadza veény zapas s ¢asom. Kedze Cierna rovnako ako Klodova
vystupuju v trojjedinej ilohe manzeliek, matiek a vytvarnicok,
treba zdoraznit, Ze skibenie a zvladnutie vietkych spominanych
naroc¢nych roli si neraz vyzaduje mimoriadne usilie porovnatelné so
skuto¢nym umenim. Umelkynia tato tvoriva stratégiu zalozend na
zvacSenych printoch e-mailovej komunikacie, ktoré prezentovala
neskor i na vystave Digitdlna @ elektronickd grafika v Statnej galérii
v Banskej Bystrici (2005) s nazvom Image transmission (2005),
aplikovala aj v pripade komunikacie zameranej na myslienky

10 LEGRADY, G. Intersecting the Virtual and Real: Space in Interactive
Media Installations. In RIESER, M. — ZAPP, A. (eds.). New Screen Media.
Cinema/ Art/Narrative. London: British Film Institute, 2002, s. 221. Pozri
dalej napr. GREENE, R. Internet Art. London: Thames & Hudson, 2004.

Mikropribehy kazdodennosti / Katarina Rusnakova
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oriented questions, resonated equally in another series of
Cierna’s e-mails, a continued dialogue on creative, family and
broader social themes, with T4na, a close friend of hers."

Social Interaction as Stimulus for Participative Art

The topic of communication containing a related
sociological dimension appeared in Cierna’s earlier projects
designated for public space in the late 90s. One interesting
example was a sequence of park installations. The first
was a site-specific text installation Spolo¢ny priestor alebo
Tadialto ano [Common Space or This is the way] (1997). The
text messages in the installation, made of 'velvet' iron-on foils,
were fixed onto backs of twenty benches in Pezinok’s Castle
Park.”? The messages were the artist’s thoughts to anonymous
perceivers spending time at the international exhibition and
relaxing in the park in their spare time. Two years later Cierna
continued in a similar spirit through a variant of this site-specific
installation in Mailboxes (1999), presented within another
international project.’ She took a few common personal
mailboxes and instead of labelling them with regular name tags
she plastered questions on them, and placed mailboxes on all
the park benches. Her intention was to make visitors react. Many
of them did and cooperated, inspired by the artist’s questions
themselves, and by their own momentary reflections. They wrote
their responses on all kinds of often bizarre materials that were
available to them. In the end, their active cooperation confirmed
that communication-based works were meaningful. We could
consider Cierna’s conceptual works as 'discourse art' projects
in public space. By their nature they are close to e.g. Jenny
Holzer's legacy, with a difference: Cierna’s texts were not meant
to be true-isms or trivial statements placed in the cobweb of
other signs, graffiti, advertisements and cultural announcements,
like those we know from Holzer’s work in Manhattan, New York."
In contrast, Cierna’s brief text messages stimulated people
relaxing in Pezinok’s park to reflect on their own lives, generally
accepted behaviour patterns or the quality of interpersonal
relations. This project includes elements of participative art
practices, based on participants' active participation and literal
cooperation in project creation and development. From this
viewpoint, the role of the artist is limited to being just an initiator
of the work, and the creative process participants embrace equal
roles as co-authors. Therefore, we may say these projects of
Cierna’s showed - albeit in simpler forms - substantial attributes
of participative art. Some time later, around the end of the third
millenium’s first decade, we come across social participation art
in Cierna’s work again, though in more demandingly-structured
manifestations. They use a hybrid mixture of multiple art forms

11 KAPSOVA, E. Internet in Art - Art on the Internet. In ZILKOVA, M. (ed).
Vplyvy globalizécie na medialnu kultaru. Nitra: Univerzita Konstantina
Filozofa Nitra, Filozoficka fakulta - Ustav literarnej a umeleckej
komunikéacie, 2006, p. 337.

12  Cierna created her site-specific text installation for the international
project Common Space 2, which took place in the Castle Park in
Pezinok (curator: Lubomira Slusna).

13 The international project Invisible Exhibition was also held in the
Castle Park in Pezinok, with the same curator concept.

14 GEYH, P.Jenny Holzer. In BERTENS, H. - NATOLI, J. Encyklopedie
postmodernismu. Brno: Barrister & Principal, 2005, p. 159.

Micro-stories of everyday life and marginal themes / Katarina Rusnakovéa

a tvorivé principy smerujuce ku vzniku videi na vystavu venovana
romskej problematike, ktora prebiehala medzi autorkou a Antonom
Ledererom, kuratorom Galérie < rotor > v Grazi. A pribuzna téma,
spojena s osobnejsimi otazkami, rezonovala rovnako aj v sérii
dalsich Ciernej e-mailov, v ktorych pokracovala v dialogickej forme
konverzacie na tvorivé, rodinné i SirSie spolocenské témy s jej blizkou

priatelkou Tariou.!!

Socialna interakcia ako podnet pre participativne

umenie

Téma komunikacie obsahujica pribuzny sociologicky
rozmer sa objavila uz v predchadzajucich projektoch Pavliny Fichta
Ciernej ur¢enych do verejného priestoru na konci devitdesiatych
rokov. Jednym zo zaujimavych prikladov bola séria parkovych
instalécii, priCom prvou z nich bola miestne Specificka textova
instalacia Spolocny priestor alebo Tadialto dno (1997), ktorej textové
spravy vytvorené zo zamatovych folii boli fixované na operadlach
dvadsiatich laviciek v priestore Zamockého parku v Pezinku.!?
Umelkyna prostrednictvom nich adresovala svoje myslienky —
odkazy — anonymnym vnimatelom traviacim ¢as na medzinarodnej
vystave a relaxujucim vo volnych chvilach v parku. O dva roky
neskér Cierna volne nadviazala na ttto pracu vo verejnom priestore
Zamockého parku v Pezinku inym variantom miestne Specifickej
inStalacie Schrdnky (1999), ktort realizovala v ramci dalsieho
medzinarodného projektu.! Tentoraz umiestnila na vietky lavicky
v parku objekty postovych schranok, na ktoré nalepila namiesto
obvyklych menoviek svoje otazky, ¢im provokovala navstevnikov
k reakciam. Mnohych z nich to motivovalo k spolupraci a svoje
odpovede, inSpirované jednak otazkami kladenymi vytvarnickou,
jednak momentalnymi reflexiami, napisali na réznorodé, casto
bizarné materialy, ktoré mali po ruke. Svojou aktivnou spolupracou
tak v kone¢nom dosledku potvrdili zmysel diel zaloZenych na
komunikaénej vymene. Ciernej konceptualne prace by sme mohli
povazovat za projekty ,,diskurzivneho umenia*“ vo verejnom
priestore, ktoré st svojou povahou blizke napr. posolstvam Jenny

Holzerovej, avsak s tym rozdielom, ze v pripade textovych sprav

Pavliny Fichta Ciernej neslo o truizmy ¢&i banalne vyroky umiestnené

v spleti napisov, grafitov, reklam a kultarnych oznamov, ako ich
pozname z prac tejto americkej umelkyne v prostredi metropoly
newyorského Manhattanu.'* V kontraste s nimi Ciernej stru¢né
textové posolstva stimulovali ludi oddychujtcich v pezinskom
parku k viacvrstvovym avaham o vlastnom zivote, viedli ich

k reflexiam o zauzivanych vzorcoch spravania alebo o kvalite
medziludskych vztahov. V tomto projekte sa zaroven nacrtnuté
zarodky praktik participativneho umenia, ktoré je zalozené na
aktivnej spoluticasti a doslova na spolupraci ucastnikov projektu
podielajtcich sa na jeho vyvijani a tvorbe v ramci dlhodobejsieho

11 KAPSOVA, E. Internet v umeni — umenie na internete. In ZILKOVA, M.

(ed.). Vplyvy globalizdcie na medidlnu kulttiru. Nitra: Univerzita Konstantina

Filozofa Nitra, Filozoficka fakulta — Ustav literarnej a umeleckej
komunikacie, 2006, s. 337.
12 Cierna svoju miestne 3pecifickt textovt instalaciu vytvorila pre

medzinarodny projekt Common Space 2, ktory sa uskutocnil v priestore
Zamockého parku v Pezinku (kuratorka ubomira Slusna).

13 Medzinarodny projekt Neviditelnd vijstava sa uskutoc¢nil opit v Zamockom

parku v Pezinku v tej istej kuratorskej koncepcii.

14 GEYHOVA, P. Jenny Holzerova. In BETENS, H — NATOLL, J. Encyklopedie
postmodernismu. Brno: Barrister & Principal, 2005, s. 159.
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and genres, such as documentary film and video, performance
or artistic post-production strategy, and the like. The goal of
participative art, besides communication itself, is to use an
empathic approach to change positively how people think and
act, in the spirit of social and political engagement. The empathic
approach and cooperation with specific communities have been
enforced in a larger discourse of participative art by Grant H.
Kester, the American theoretician™. His influential opinions and
theoretical approaches are those with which Cierna currently
most identifies.

Her contribution to the international public-space art
project Geschichte(n) vor Ort in 2006 can be considered another
example of participative art. It was realized in the specific area of
Vienna's Second District. This is an urban district of the Austrian
metropolis where 60% of the inhabitants are immigrants. In spite
of being a relatively stagnant enclave with - unlike neighbouring
quarters - no signs of any building boom, it has all the basic urban
elements, including a central market space and the necessary
social facilities and schools. One might say that the genius loci of
this place has been creating itself through the mingling of great
political history with little personal histories of people represented
by their layered biographies.

In her project Vertraute Orte. Topography (by) Pavlina
Fichta Cierna (2006) the artist worked with the citizens of the
Second District - which is basically a periphery in the middle of
the centre - near Volkerplatz Square. She framed it into tourist
paths drawn along specific 'familiar' spots marked with special
symbols. They represented individual routes - the stories of
four residents - connected to their everyday lives. Based on
interviews with them Cierna marked their favourite places and
the buildings important for their personal life-stories as tourist
paths. Using a written guide and by means of coloured symbols in
the streets perceivers could match those with individual resident
statements. The first names of the variously-aged inhabitants -
Cigdem (Turk, 44), Branko (Croatian, 11), Anna (Viennese, 67) and
Christian (Austrian, 30) - were assigned to six stops at different
spots in the District, which the people associated with various
events, microstories and memories from their lives. Cierna used
unique topography representing symbiosis of personal and
cultural memories, and found an interesting way to offer intriguing
personal testimonies of four people bound to particular places of
this specific Vienna location.

The Body as Medical Problem

Since the 1990s, in art we have been noticing a vital
return to featuring the body and reflecting on diverse images
of physicality related to gender and sexual identity issues. It
is possible to say that now as in the 60s these are extremely
interesting topical themes of visual art in Slovakia. They arise
directly from various real-life socio-cultural, economic and

15  While in wider international contexts participative art has been
developing within the framework of the so called New Genre of Public
Art (NGPA) since the early 1990s, in Slovakia we have been noticing
its manifestations only since the year 2000. See also publications
including e.g. KESTER, G. H. Conversation Pieces. Community +
Communication in Modern Art. Berkeley - Los Angeles - London:
University of California Press, 2004; KESTER, G. H. The One and The
Many. Contemporary Collaborative Art in a Global Context. Durham -
London: Duke University Press, 2011.

casového procesu. Z tohto hladiska sa rola autorky obmedzuje

iba na poziciu iniciatorky diela, pricom tucastnici kreativneho
procesu diela prijimaji rovnocennu rolu spoluautorov. Mézeme
teda konstatovat, ze v uvedenych projektoch Pavliny Fichta Ciernej
sa uzv tomto obdobi prejavili — hoci v jednoduchsich formach —
podstatné atributy participativneho umenia. O nieco neskér, na
prelome prvej a druhej dekady tretieho milénia, sa s praktikami
umenia socidlnej participacie stretneme v Ciernej dielach opét,

ale v narocnejsie struktirovanych prejavoch, ktoré vyuzivaju
hybridné mieSanie viacerych umeleckych foriem a zanrov, akymi

st dokumentarny film a video, performancia ¢i umelecka stratégia
postprodukcie a podobne. Cielom participativneho umenia je okrem
samotného aktu komunikacie uskutoc¢nenie pozitivnych zmien

v mysleni a konani [udi v duchu socialnej a politickej angazovanosti
na zaklade empatického pristupu. V Sirokom diskurzivnom poli
umenia participacie presadzuje empaticky pristup a spolupracu

so Specifickymi komunitami hlavne americky teoretik Grant H.
Kester,'’ s ktorého vplyvnymi nazormi a teoretickymi pristupmi sa
umelkyna v sticasnosti identifikuje azda najvacsmi.

Do spominaného kontextu diel so znakmi participativneho
umenia mozno zaradit aj Ciernej G¢ast na medzinarodnom projekte
umenia vo verejnom priestore s nazvom Geschichte(n) vor Ort v roku
2006, ktory sa realizoval v Specifickom priestore druhého obvodu
Viedne. Ide o mestsku cast rakiskej metropoly, kde Sestdesiat
percent obyvatelov tvoria pristahovalci. Napriek tomu, ze ide skor
o enklavu relativnej stagnécie, v ktorej — na rozdiel od susednych
stvrti — nebadat stavebny boom, tato mestska zéna ma dobre
vybavené zakladné urbanistické prvky s centralnym trhovym
priestorom, koncentraciou spoloCenskych zariadeni a skol. Mozno
tieZ povedat, ze genius loci tejto lokality sa vytvara ako mix velkych
politickych dejin, ktoré sa preplietajd s malymi osobnymi dejinami
ludi, Co reprezentuju ich navrstvujice sa zivotopisy.

Vo svojom projekte s nazvom Vertraute Orte. Topografia
(podla) Pavliny Fichta Ciernej (2006) autorka pracovala s obyvatelmi
druhého distriktu — ¢o je v podstate periféria uprostred centra —

v blizkosti namestia Volkerplatz a koncipovala ho v podobe
turistickych tras vedenych po konkrétnych ,, dévernych“ miestach
oznacenych Specialnymi znackami. Reprezentovali individuélne
cesty — pribehy styroch obyvatelov, ktoré sa viazali na ich
kazdodenny Zivot. Na zaklade rozhovorov s nimi Cierna oznacila
ich oblibené miesta a budovy, ktoré boli dolezité pre ich osobné
zivotné pribehy ako turistické trasy, ku ktorym si vnimatelia
mohli podla farebnych znaciek na uliciach priradit konkrétne
vypovede jednotlivych ludi podla textového sprievodcu. Ku
kazdému zo styroch krstnych mien obyvatelov rézneho veku —
StyridsatStyrirocna Turkyna Cigdem, jedenastrocny Chorvat
Branko, Sestdesiatsedemrocna Viedencanka Anna a tridsatrocny
Rakuisan Christian —bolo priradenych Sest zastavok na roznych
miestach v tejto Stvrti, ku ktorym sa viazu rozlicné udalosti,
mikropribehy a spomienky z ich zivota. Ciernej sa podarilo
zaujimavym sposobom pondknut patavé osobné vypovede Styroch

15 Zatial ¢o v 8irSom medzinarodnom kontexte sa participativne umenie
rozvijalo v ramci tzv. Nového zanru verejného umenia (NGPA) od
zaCiatku 90. rokov 20. storocia, na Slovensku zaznamenavame
prejavy tejto umeleckej formy o nieco neskar, po roku 2000. K tomu
pozri publikacie napr. KESTER, G. H. Conversation Pieces. Community
+ Communication in Modern Art. Berkeley — Los Angeles — London:
University of California Press, 2004; KESTER, G. H. The One and The
Many. Contemporary Collaborative Art in a Global Context. Durham —
London: Duke University Press, 201T.

Mikropribehy kazdodennosti / Katarina Rusnakova
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Napadia ma takova vec, klerou bych v nejake vysledne pedobe mohla uplainil na te nasi
vystave v Zifine. Viastne ma lo napadio uz v fete, kdyz jsme byli u meha taty na Morava a
porad jsme koukali na oloympiadu. Takové lolky sporioved - sportoviyd v pokrociiem
tehotensha, tak 7-8 masic. Treba |ak dobihaji do cilove rovinky ve spriniu, nebo dopadajl da
pisku po skoku, nebo jasall na matraci po preskocani yaky, Vzdyeky lakove vypjale scany
& gny hrde jaky podaly vykaon, Makonec i stupne vitezu.

Viastne prvni podnet, co me k tomu napadi, byl, ze me napadlo. ze by vypadalo pekne,
kdyby hodne tehotna zena udelala most. Ze by to byl zajimavy tvar - takowvy Rip, Jsou 1o
viastne obycejne situace a zaroven uplne nemozne. Mic 2 loho by ta zena nemohia udetal,
protoze by si a fomu diteti ublizila. Udelala bych to jako poditagéovou manipulsci s
lotkou.gKdyz by sa lo udetalo v pocitaci jako montaz,y spojily by se ly dva stavy - vrcholny
wykon a tehotenstvi, jako modné zaroven, yWsechny ty sporoyni vykony by byty alegoril
tehotenstvi. Mam predstavu takovych ctyrech pell digi tisku vetsich rormeru, opravdu
krasnych dynamickych sportovnich zabera.

To jenom lak pro orientacs, nejsem =i tim jeste upine jista, jestl o nechal jenom v suche
podobe, jako folky, nebo z nich domyslel nejakoy instalaci vice do prostoru, Vsak casu je
|esie dasl.

MNa Vanoce se peste vubec nechystam, zatim se mi nevejdou do hlavy. Ale urcite pojedemea
do ostravy, tak to bych se pak ozvala a kdyby vam to nevadilo. udetall bysme malou
navslevu s vyistem za lyzovackoy. Franta v zhousel lyzovat lonl, ale to jsem s nim spis
litala ze svahu dolu za ruce.

Mejte 5o krasne a zdrave a ozvi se. Ja uz snad /no snad jof dodelam tak do dvou tydnu len
Umelec a budu se venovat najake tvorbe vice, U2 jsem dost nervoznl z toha, jak defam
porad neca jingha, | kdyz zrovna ten Umalec ja zabavny.
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From : tatanka <tatapka@stonline sk ~ || & | L Inbox
Sent : Tuesday, November 30, 2004 9:11 PM
To; Paviina Ckerna <fichtaart@hotmail.com:=

Subject : paranky

Ahoj Pavla,

Tak som si kangene odirhla rochu casu pre teba a kym Zofia esle
driemka aspon par slov.Minuly tyzden bola prechladnutaa tak sme
boli uveznene medzi tymito stenami bez prechadzok a kyslikovyeh
davok,o po takych styroch dnoch vyustuje prirodzene do depky Ale
potam staci jeden slnecny den a vsetko sp rozplynie a rozchodi

( adplouvaaaaaaa.... ).nastastie, V takychio dnoch ukoby bez pohybu
posobi kazdy vnem z vonkajsicho sveta,ci uz lelefonat alebo
obycajny clanok v novinach uko cosi mimoriadne Mimochodom
dostali som sa k mesacniku k&s a je to dost podnetne citanie, 2vlast
ked tam publikuju moji spoluziaci. Je to citit ked sa niekto sustredene
venuje niecomu,co ho bavi a kam sa vz dostali! Chvilkova
konfrontacia na materskej, z¢ kde som vlasine ja? Ale nevadi, aspon
viem po com sa v knibkupectve poobhliadnem.

Jeden prijemny zazitok. Veer sa deti v posteli rozpravali.ze nevedia
o celkom pomenovat.ale ze citia nieco ako stastic prisla som

k dveram trochu ich popocuvat{hovorili -blizi sa Mikulas 4 potom
Vianoce a citia nieco zvlastne-zeby sa prejedli dnes medu ?) Uz
davno som to nepoculia a po tych stresoch ani nezazila, asi treba
tomu stastiv trochu nadbehnut a nechat ho, nech si robi.co chee.

Tak sme cez vikend trosku vylepsili nas provizomy domoy

i konecne zuzitkovali farbu kupenu uz asi pred polrokom, ved co, cas
ma casu dost, ale moja trpezlivost nie. No navela tatko s detmi
zobrali stetce a cela chodba je paradne na cerveno. Bolo to uzasne
ako ju tvorili vsetci traja spolu skratka parada, ze si mohli deti
pomalovat taku obrovsku bielu plochu ako cheeli. Vysledok si pridie
pozriet,celkom dobry odvaz. Tou Farbou ziskal cely priestor uplne
inu chul. Dufam.ze wak horlivo budeme pokeacoval aj v dalsich
prestavbach. Skoda,ze sme do toho nezapojili- ap ine deti,boli by 2
toho happy. A to poobedné svetlo na nej. Radoss uspdvas v takom
priestore.

Tesim sa na tvoje vaemy z Grazu a Johankinych narodiek.
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INTIMATE TOPOGRAPHY according to Pavlina Fichta Cierna
2006 Volkert- and Alliiertenviertel, Vienna




political experience. Apart from criticizing the beauty myth,
the stereotypes of women'’s social roles (and men’s, too) in
a patriarchal society, deconstructing women’s images in mass-
media, films, commercials and in visual art, this iconosphere
includes pictures of the diseased and suffering body." In
the opinion of Christine Ross, American art theoretician, in
contemporary art there is no body not defined by gender,
breed, race, nationality, class and health status.” Ross also
talks about re-evaluating emotions in aesthetics, emphasizing
that contemporary emotions-oriented art aims at expressing
experience related to disease, loss, sadness, trauma, depression,
and shame, as well as to issues of diaspora, exile and
immigration. She also points out the topicality of problems that
mean parting from the tradition of idealizing the female body."™®
Cierna deals with many of these too. First, let us have
alook at the problem of the diseased body, the body from the
medical point of view. The key to such interpretations may be
found first of all in the artist’s personal experience: she had very
serious heart surgery when she was a child. Since then she has
had health problems throughout her life. They require frequent
checkups and visits to hospital, which not only influenced how
the artist handles her own health issues but gave her sympathy
for others suffering similarly. Under the circumstances, the artist
realizes how fast time flows, mainly in relation to the vulnerability
and dispensability of her body and others'. Her experience
of medical procedures, together with the knowledge of the
ambivalent effects of medication, inspired her to create the cycle
NezZiaduce ucinky [Undesirable Effects] (2000). It consists of
19 enlarged xeroxes of information leaflets for various types of
medication with highlighted passages containing warnings about
harmful side-effects. This exclusively conceptual piece of work
points out the obvious paradox that medicine for one disease
often damages other human body functions or vital organs.
Cierna dealt with similar subtext in her slide presentation
Ceteris paribus or All else being equal in 2000. She based it on
interventions into randomly-picked households in the village
of Rosina near Zilina, where she lives. She inquired about
individuals' health condition and took pictures of 'medication
still lifes' in their houses. The final version of the presentation
included 72 slides projected in a loop onto the inner walls of
a geometric construction placed in the corner of a room: on the
one hand they pictured various bizarre household spots where
people keep their medication, on the other hand they embodied
a kind of a surprise-probe into their privacy. By letting the
'investigative' artist in, the people helped her create a specific
project with elements of a time-collecting method, which at the
same time resembled sociological research. The 'archaeological
media-technology' of slides remotely recalled a sort of minimized

16 Inreference to these questions see the following texts by artists -
ROSS, C. The Paradoxical Bodies of Contemporary Art. In JONES, A.
(ed.). A Companion to Contemporary Art since 1945. Oxford: Blackwell
Publishing, 2006, p. 378-400; MYER, L. Power and Pleasure: Feminist
Art Practice and Theory in the United States and Britain, Ibid., p. 317-
342; RUSINOVA, Z. Autopoesis. Bratislava: Slovak National Gallery,
2006 (catalogue to the eponymous exhibition).

17 ROSS, C. The Paradoxical Bodies of Contemporary Art. In JONES, A.
(ed). A Companion to Contemporary Art since 1945. Oxford: Blackwell
Publishing, Ltd., 2006, p. 380.

18 Ibid., p. 389.

Micro-stories of everyday life and marginal themes / Katarina Rusnakovéa

ludi, zviazanych s konkrétnymi miestami tejto Specifickej lokality
Viedne, formou zvlastnej topografie reprezentujiicej symbiozu
osobnej a kultarnej paméiti.

Telo ako medicinsky problém

0Od deviatdesiatych rokov minulého storocia zaznamenavame
v umeni vitalny névrat k zobrazovaniu tela a reflexii mnohotvarnych
podob telesnosti, ktoré su spojené s otazkami rodovej a sexualnej
identity. Mozno povedat, ze podobne ako v Sestdesiatych rokoch
aj v sicCasnosti ide o otvaranie mimoriadne zaujimavych
aktualnych tém vizualneho umenia na Slovensku, ktoré
bezprostredne vychdadzaju zo skusenosti zazivanych v réznorodych
sociokultirnych, ekonomickych a politickych kontextoch realneho
zivota. Okrem kritiky mytu krasy, stereotypov spolocenskych roli
zien (ale aj muzov) v patriarchélnej spoloc¢nosti, dekonstrukcie
obrazov zien v masmédiach, filmoch, reklamach a vo vizualnom
umeni patria do tejto ikonosféry aj obrazy chorého a trpiaceho
tela.'® Podla nazoru americkej teoreticky umenia Christine Rossovej
neexistuje v sicasnom umeni ziadne telo, ktoré by nebolo urcené
podla pohlavia, rodu, rasy, narodnosti, triedy, alebo z hladiska jeho
zdravia.'” Rossova rovnako hovori o prehodnoteni citu v estetike,
ked zdorazriuje, ze sicasné na city orientované umenie sa zameriava
na vyjadrenie zazitkov suvisiacich s chorobou, stratou, smutkom,
traumou, depresiou, hanbou, ale aj s otazkami diaspory, exilu
a imigracie. Poukazuje aj na tematizovanie problémov, ktoré
znamenaju rozchod s tradiciou idealizovania Zenského tela.!®

Mnohymi z uvedenych tém sa zaobera aj Pavlina Fichta
Cierna. Pozrime sa najskor na problém chorého & medicinskeho
tela. KIuc k jeho stvarneniu mozno néjst predovsetkym v osobnej
skusenosti vytvarnicky, ktora v detstve prekonala narocnu operaciu
srdca. S tym stvisia autorkine zdravotné problémy, ktoré sa
priebezne objavujua v niektorych obdobiach jej Zivota. Su spojené
s Castymi vySetreniami a navstevami nemocnice, s ¢im zasa savisi
nielen vytvarnickino prezivanie vlastnych chorob, ale aj stcit
s inymi, podobne trpiacimi pacientmi. Vsetky tieto okolnosti prispeli
k tomu, ze umelkyria si ovela intenzivnejsie zacala uvedomovat
plynuci ¢as, najmaé vo vztahu k zranitelnosti a pominutelnosti nielen
vlastného tela. Spominané zazitky a vlastné sktsenosti z procesu
liecby spolu s poznatkami o ambivalentnych tc¢inkoch liekov sa stali
impulzom pre vytvorenie cyklu NeZiaduce ticinky (2000). Tvori ho
séria devatnastich zvdcsenych xerokopii pribalovych letdkov roznych
druhov liekov s farebne zvyraznenymi textovymi pasazami, ktoré
upozornuju na ich skodlivé acinky. V tejto vylucne konceptualne;j
praci umelkyna poukazuje na paradoxnu povahu liekov spocivajucu

16 K uvedenej problematike pozri texty od tychto autoriek — ROSS, CH. The
Paradoxical Bodies of Contemporary Art. In JONES, A. (ed.). A Companion
to Contemporary Art since 1945. Oxford: Blackwell Publishing, 2006,
s. 378 — 400; MYER, L. Power and Pleasure: Feminist Art Practice
and Theory in the United States and Britain, In Tamze, s. 317 — 342;
RUSINOVA, Z. Autopoesis. Bratislava: Slovenska narodna galéria, 2006
(katal6g rovnomennej vystavy).

17 ROSS, CH. The Paradoxical Bodies of Contemporary Art. In JONES, A.
(ed). A Companion to Contemporary Art since 1945. Oxford: Blackwell
Publishing, Ltd., 2006, s. 380.

18 Tamze, s. 389.
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model of expanded cinema, which were early stages of video
installations common in the 1960s and 70s. Unlike expanded
cinema, however, Cierna'’s slide projection does not enable the
spectator to enter its restricted space. It takes place inside
a closed, minimalistic cube, minus its top, only to be watched by
passers-by from outside. However the work corresponds with the
idea of how sacred people’s privacy is, as are the special places
they keep their medication, as precious, necessary means of
improving and retaining their quality of life. Nevertheless there
are also some hints at criticizing potential over-medication. As
society becomes 'medicalized' in general, clearly caused by
very frequent and mutually profitable interconnections between
groups of doctors, psychologists and psychiatrists on the one
hand and pharmaceutical companies on the other.

When inspecting diverse problems and diagnoses of
diseased bodies, Cierna does not avoid visual reflection of
her own body, as her medical self-portait Bez nazvu [Untitled]
(2001) shows. Its essence is a 24-hour EKG Holter monitor
record, its oscillating curves displayed on a computer monitor.
Over a day and a night the machine diagnosed the artist’s heart
activity, recorded by a cardiograph in parallel with the specific
mental aspects of the experience. Cierna inventively employed
a medical examination method that uses highly developed digital
technologies, and transposed it directly into a fine art context.
Most of the installation was a computer constellation, including
a levitating digital printout of the artist’s life-size silhouette. The
electrodes placed on her bare chest lead into a machine. The
back side of the silhouette was left white, with no identity, possibly
a hint at the sterility or anonymity of the medical environment, or
at life fading away. Another variant of this piece of work are two
manipulated digital photographs of the artist’s body 'decorated'
with the same medical attributes. They are symbolize a body
being treated in a doctor’s office, rather than being hospitalized.

A photographic portrait of Cierna when she was pregnant,
Bez nazvu (Brusny tanec) [Untitled (Belly Dance)] from 2002,
which she presented on a computer monitor in parallel with the
modified ultrasound record of her baby’s heartbeat, is another
visualization of specific medical examination practices. Her
daughter’s prenatal sonogram showed the baby had a heart
condition similar to her mother’s. It must be said that in these
medical body interpretations Cierna emphasizes the advantages
of sonograms and other digital devices to early diagnostics of
diseases.” In our country they came into use some 30 years later
than in Western Europe, where since the 1960s the technologies
have been commonly used to diagnose patients. The artist
concentrates mainly on positive rather than negative aspects,
related to digital manipulation and falsification of real medical
pictures for potential ideological and political exploitation in
relation to identity, gender, race, or the pro-choice versus pro-life
disputes we know from America and western countries.

This category of digital pictures represents the transfer
of scientific pictures made by progressive technologies from
the sphere of medicine into wider visual culture. However,
unlike art, they are not designed for a common audience since

19  Adetailed critical analysis of depicting the body in biomedicine and
display genetics, and of the digital body and medication visualization
is dealt with in Chapter 9, in STURKEN, M. - CARTWRIGHT, L. Studia
vizualni kultury (Czech translation of Practices of Looking). Prague:
Portal, 2009, p. 351-390.

v tom, Ze hoci st lieky Gcinné pri liecbe jednej choroby, casto skodia
inym funkciam Iudského tela alebo jeho zivotne dolezitym organom.

Uvahy s podobnym tematickym podtextom Cierna rozvinula
aj v diaprojekcii s nazvom Ceteris paribus alebo Vsetko ostatné je
rovnaké, ktora vznikla v roku 2000. Vychodiskovou praktickou
bazou tejto prace boli vytvarnickine intervencie do anonymne
vybranych domécnosti v obci Rosina pri Ziline, kde autorka
zZije, ktorych ciefom bol zaujem o stav ich zdravia a fotografické
zaznamy najdenych ,zatisi s liekmi®. Vo finalnej verzii tejto prace
sa premietalo sedemdesiatdva diapozitivov do kruhu na steny
skonstruovaného pravouhlého priestoru, ktoré na jednej strane
prinasali pohlady na rézne bizarné miesta v domacnosti, kde si
ludia ukladaju lieky, a na druhej strane boli akousi prekvapivou
sondou do ich stikromia. Tym, Ze do svojho pribytku dobrovolne
vpustili ,investigativnu* vytvarnicku, pomohli jej vytvorit Specificky
projekt s prvkami casozbernej metody, ktory mal zaroven znaky
sociologického vyskumu. Vyuzitie , archeologickej technologie
médii* reprezentovanej diapozitivmi, ktoré st premietané vo
forme nematerialnych obrazov na vnitorné steny otvorenej
geometrickej konstrukcie, by vzdialene mohlo pripominat akysi
zmenseny model expanded cinema — rozsireného filmu, ktory
predstavoval rany predobraz umenia videoinstalacii pouzivany
v Sestdesiatych a sedemdesiatych rokoch 20. storocia. Na rozdiel od
expanded cinema v§ak Ciernej diaprojekcia neumoziuje divakovi
vstup do tohto vymedzeného priestoru, kedZe je koncipovana iba
pre pohlad divaka pohybujtuceho sa okolo projekcie uzavretej
do minimalistickej kocky bez vrchnej asti. Na druhej strane
dielo koresponduje s myslienkou nedotknutelnosti sikromia
anonymnych Iudi a Specifickych miest ich domova, kde si ukladaja
lieky ako nanajvys cenné, nevyhnutné potreby pre zlepsenie
a zachovanie kvality ich zivota. Vo vzduchu vsak visia aj potencialne
otazky tykajtce sa Casto prehnaného mnozstva uzivania liekov
niektorymi ludmi, ktoré nest skryté kritické podtony. Savisia so
vSeobecnou zvysujucou sa medikalizaciou spoloc¢nosti, ktorej
pric¢ina zjavne spociva aj vo velmi ¢astom vzajomnom prepojeni
skupin lekarov, psycholégov a psychiatrov s farmaceutickymi
firmami zaloZenom na obojstranne vyhodnom biznise.

Vo vztahu k skiimaniu réznych problémov a diagnoéz
chorého tela sa Cierna nevyhyba ani vizualnej sebareflexii vlastného
organizmu, o ¢om svedci jej medicinsky autoportrét Bez ndzvu
(2001). Jeho podstatu tvori 24-hodinovy zdznam EKG Holterovho
monitoringu, ktorého krivky osciluji na monitore pocitaca. Tento
pristroj diagnostikoval pocas jedného dria a noci ¢innost autorkinho
srdca, Co spolu so Specifickymi stavmi jej psychického prezivania
sibezne zaznamenaval kardiograf. V tomto diele ide o modelovy
pripad, ked si Cierna invenéne privlastnila jednu z medicinskych
metod vySetrovania, vyuzivajucich pokrocilé digitalne technologie,
ktora transponovala priamo do vytvarného kontextu. Gro
instalacie tvorila pocitacova zostava v priestore, ktorej stcastou
bola levitujica digitalna tlac¢ siluety umelkyne v zivotnej velkosti.
Na obnazenom hrudniku mala prisaté elektrody, ktoré ustili do
snimaca. Jej zadna strana zostala biela, bez definovania identity, o
moze predstavovat narazky na sterilitu ¢i anonymitu lekarskeho
prostredia, alebo odkazovat na vyhasinanie zivota. Inym variantom
tejto prace su dve manipulované digitalne fotografie vytvarnicky
s telom dekorovanym rovnakymi lekarskymi atribtitmi. Odkazuje
nimi na situaciu, ked je telo osetrované ambulantne, na rozdiel od
situdcie, ked je telo hospitalizované.

Do kategorie diel zaoberajicich sa vizualizaciou Specifickych

lekarskych praktik vysetrovania mozno zaradit aj Ciernej

Mikropribehy kazdodennosti / Katarina Rusnakova
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za menej ako 6 hodin, ulile liek hned a ndsledujucu divku wynechajte. NepreruSujle liecbu bez sihlasu lekara (vynimky bvor objavenie
sa ki v stolici), Mahle prerusenie dihodobej lieéby vyvold zdvaing nebezpecenstvo poruchy hormondlne] rovnovahy. Pripravak sa uiiva
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Indikdicie

Symplomatiché a hetbu wyiadupice lachykardické supraveninkularne poruchy srdoového rymu, ako napr. AV junkdne
tachykardie, supraveninkuldrme lachykardie pri WPW syndrdme alebo parcsyzmalne libvilicie predsient

Zavaine sympomalickeé komonovd lachykardie, ak su podia hodnolenia lekdra ivelu nebozpedng

Kontraindikacie

Kontraindiaciam su choroby alebo stavy, i kiangch sa nesmig vibec, alebo len  napaiion opalmosiou podaval urdily
ek, preode otakdvany prinos lieku nie jo v priazenom pomers k jeho modmm negativiwm odinkom. Aby lokar mobol
spofahlivg zisit, & u pacienta exisiuge konlraindidca, musl byl dobre inlormevany o jeho predehadzauach a sutasimpch
ochaereach, sutasne) dalie) ledbe a tick o volmch podmienkach a zvykoch

K kontrandkacam mide ddist’ alebo moku byl aistend ak po zapodali lieChy iymio liekom Je potrebng o mch mlormeal’
lekara,

marlasinom sidoovom zhyhani, kardiogénnom Soku (okeem Soku, kiony venikel na zaklade arylmig), (Rike) symplomaticke)
brachkardn, potas pregch ioch mesiacoy po srdcovom infarkle alebo po obmedzenam vwhone srdca (epekind Irakea Fave)
komory < 35% - okiem pacientov S arylaiams ohegdupacinme Jvol), pri vyiiom siupni Smoatndlnech, alnoventnkularmych a
inravenimolimych pomch vedema, sich-sinis syndrome (Dradykardicko-lachykandickom syndrdme), vrazng hypoienai,
poruchach slokirolytoweho hospodarsiva, fazkom obeiruktnam ochomeni pIoc, myasihen gravs, precitlvelosh na akivmg
Lathu progaalencon

Terapia v tehotensive a pri dojéeni
Pocas ieholensiva, chedast v prepch rioch mesiacoch sa made propalenon podiaval iba na vysiosnd odponetans lekara

Meziaduce Géinky

Mehaduce Otnky, kiond sa dodasna objavili pri podavand propalenonu (nemus! k rm dégstu ka2dého pacienta) 50 naskedupce:
priledlosing, obaddsl pri vysoke] divke sa moZu wyskytnil' gastroinlestinding poruchy, naps. nechilensivo, rovoiost.
pvracanss, pocil pinosli, zapcha, pocity sucha, horkost a 2necillienia v dstach, dale] parestézie (poruchy cillivash). poruchy
wiema 3 zdvrate. U slarfich pacientov § obmedzenym vyhonom sidea méde wymimotne dogst k parueham regulicso krendho
obehu 5o skionom k prudhemu znieniu knmého taku, viseolanédmu vzpriamaenym di2anim 1ela alebao dihsim stanm (orioslalicky
syndrém). Made dijs! k proaryimeckym béinkam vo lorme amien alebo zosinenia porisch sedooveho rytmu, kiond modu wes!
k znatnému obmedzeniu srdeove] énnosti 5 mednou 2astavou srdca. Tieto proandmické Otinky sa prefauil bud akowraine
spomaleme srdcove) Irekvencie (bradykardie), alabo porechy vedenia vzruchu (napr. sinpalriding, atriovenirkulamna a
intravenirikularna Blokada), aleba ako zrychlenie srdcove] Irekvencie (napr. novo vaniknulé komorove lachyhardie). Vielmee
mmedka dochadza k hbalaci alebo ulleru sienl, Ma2e sa zhorsil srdoovd insulicsencia.

Zriedka sa vyskyluje dnava, bolest hlavy, psychicke poruchy, ako (@ napr. sirach, zmatenosl, neklud, zlé sny a paruchy
spanku. Vielms vzicne sa mbdu pri pradaviavand objavil kite,

Znodka sa objavui extrapyramidoss symptomy (pomuchy keordindcee polywbow), alergicki kodnd preavy, napn sComenanae,
svienie, exantém, 2ilfavka a u citlivich pacientoy Dronchospazmus. Vo vwnimoetnych prigadoch mdde dogsn i chalestiee
ako prejava by porergicko-alergicke) reakcie aleba porechy lunkeir pedens, ¥ nickionych pripadoch bl g vy h ckinvkaic i
propalencnu pozonyans pouchy polencie a zmikome poéiu spermil,

Tielo priznaky miznd po vysadend lieku, Preloke ietba propalenonom mbZe byl Hvolne dolefith, nesmic sa

il nedaducem Géinkom premsil’ bez konzulldcie s lekdrom, S0 popisand jednolivg pripady vZosiupu
antinukledrnych protiitok (proli bunkovému jadr), venik syndedmu lypu upus enylhemalodes, (eukopinee,

hiavne granulocylopéme alebo lrombocylopénia (zri2enie podiu granulocyloy, esp. irembocytov v ki, Kiond

bili po vysaden lieku reverzibing. V ojedinelych pripadoch bola popisand agranulocytoza, Knoll
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they are used by relevant specialists for expert analyses and
interpretations. Therefore, we might seem unable even to
understand them. On the other hand, the truth remains that

our current IT-based society expects people to have at least

a minimum knowledge of scientific and medical images. To
decode/read these, people need to have elementary digital

and visual literacy levels.2° The diagnostic medical pictures
primarily have a high information value, but undeniably also
possess a specific visual aesthetic. Cierna’s art combines
medical practices with visual culture and contemporary art
approaches. Thus she visualizes selected individual processes
inside the human body that we do not have a chance to see
without a computer interface or special apparatus. This topic
framework includes depicting the specific hospital environment.
Cierna’s video Transport (2002) introduces us to the atmosphere
of a typical hospital, inhospitable as only a post-socialistic
institution can be. The video is from a patient’s perspective.
Sitting in a wheelchair, he is pushed along long hospital corridors
into an elevator. The spectators, in the patient’s situation, share
the chill of impersonal hospital corridors. Though the man is only
a fictional patient, the deep silence and dumbness of the sterile
hospital environment get to us and make us feel uncomfortable
and helpless.

References to medical questions call for the mention of
'‘biopower' introduced by French philosopher Michel Foucault.
This expresses various technologies of power serving modern
states to instruct, subjugate and control human subjects, to
rule society by instructing and disciplining people in the areas
of social hygiene, public health care, education, demography,
census or birth control. Such processes and practices create an
unusual collection of knowledge of the body, and produce bodies
of specific meanings and abilities, resulting in the conclusion that
all bodies are created through multiple techniques of biopower.?'

A later similar medicine-related work was OSetrenie
[Treatment] (2004), a set of photographic self-portraits picturing
the artist’s erogenous zones bandaged over. They represent
both reproductive and at the same time high-risk spots on
the artist’s (but potentially every woman'’s) body, and she has
visualized them as a series of bodily macro-close-ups. In these
fragments Cierna maps her own body, bandages accentuating
places considered potentially vulnerable from the viewpoint of
modern women'’s diseases such as e.g. breast or cervical cancer,
which now traumatize many women of various ages as well as
their families and friends.

Another dangerous disease of the globalized world was
the quickly spreading virus HN 5 inducing bird flu a few years
ago, causing health problems with fatal consequences. The artist
dealt with this in her video Vyhlad z kuchyne alebo Babské reci
[View from the kitchen or Women'’s talk] (2006) with documentary
directness. Its basis is the artist’s talking to her friend Téana,

a biogenetics expert. The dialogue takes place at Tana's, then
on maternity leave. Mostly, it is a series of her professional
reflections on the natural worries of both of the mothers about
the deadly disease. The video is supplemented with a set of

20 KESNER, L. Obrazy a modely ve v&dé a mediciné. In FILIPOVA, M. -
RAMPLEY, M. (eds.). MoZnosti vizualnich studii. Brno: Spole¢nost pro
odbornou literaturu - Barrister & Principal - Masarykova univerzita,
Filozofické fakulta - Seminaf déjin uméni, 2007, p. 155-157.

21 STURKEN, M. - CARTWRIGHT, L. Ibid., p. 424.

fotograficky portrét z obdobia tehotenstva Bez ndzvu (Brusny

tanec) z roku 2002, ktory prezentovala paralelne s upravenym
zaznamom ultrazvuku srdca svojho dietata na monitore pocitaca.
Sonograficky zaznam jej dcéry v prenatalnom stadiu ukézal, ze

jej srdce je postihnuté podobnou vrodenou chybou, akti ma jej
matka. Je treba pripomentit, ze Cierna v tychto stvarneniach
medicinskeho tela poukazuje na vyhody sonografie, ako aj inych
digitalnych pristrojov pri véasnom diagnostikovani chordb.'® Hoci
sa u nas zacali pouzivat s takmer tridsatrocnym oneskorenim
oproti Zapadu, kde st od Sestdesiatych rokov 20. storocia beznou
sacastou medicinskych diagnostickych metdd, umelkyna si vSima
hlavne ich pozitiva, a nie odvratené stranky spojené s digitalnym
manipulovanim a skreslovanim realnych medicinskych obrazov,
ktoré smeruju k ideologickému a politickému zneuzivaniu otazok
savisiacich s identitou, rodom, rasou a s ustavi¢ne sa vynarajicimi
polemikami znamymi ako pro-choice (moznost volby) a pro-life
(zachovanie zivota), o com nés informujd mnohé priklady z Ameriky
a zapadnych krajin.

V suvislosti s touto kategériou digitalnych obrazov dodajme,
ze ide o transfer vedeckych obrazov realizovanych pomocou
progresivnych technolégii zo sféry mediciny do Sirsej oblasti
vizualnej kultary. Na rozdiel od umenia vsak nie st urcené na
recepciu divackeho publika, pretoze st zamerané na vykonanie
odbornej analyzy a interpretacie prislusnym lekarom — Specialistom.
Mohlo by sa teda zdat, Ze z tohto dévodu im ani primarne nemusime
rozumiet. Na druhej strane je pravda, Ze v dnesnej informacnej
spolocnosti by [udia vyuzivajuci sluzby zdravotnej starostlivosti mali
mat aspon miniméalne znalosti o tom, ¢o sa odohrava vo vedeckych
a medicinskych obrazoch. Aby ich dokazali precitat — dekodovat,
potrebujt mat elementarnu digitadlnu a vizualnu gramotnost.?°
Okrem toho, ze medicinske diagnostické obrazy maju v prvom
rade vysoku informac¢nui hodnotu, nemozno im upriet ani osobita
estetickd vizualnu hodnotu. Cierna tak prostrednictvom svojich
diel, v ktorych kombinuje praktiky mediciny s pristupmi vizualnej
kultary a sticasného vytvarného umenia, vizualizuje jednotlivé
vybrané procesy, prebiehajice vo vnutri ludského tela, ktoré inak
nemame Sancu vidiet nasim beznym pohladom bez interfejsu
pocitaca alebo Specialnej aparatury.

Do tohto nametového ramca patri aj zobrazenie Specifického
klinického prostredia nemocnic. Atmosféru jedného z typickych
nemocnicnych zariadeni na Slovensku s pecatou nevladne;j
postsocialistickej intitdcie nam Cierna priblizuje prostrednictvom
videa Prevoz (2002), ktoré je nakritené z perspektivy pacienta
sediaceho na nemocni¢nom voziku pri prevoze dlhymi traktami
nemocnice a pocas jazdy vo vytahu. Divak sa moze vzit do jeho
situacie na trase, ktora vedie neosobnymi chodbami nemocnice
vyvolavajacimi mrazivé pocity. Napriek tomu, Ze ide o fiktivneho
chorého ¢loveka, mikve ticho a nemota beziitesného sterilného

19 Podrobnej kritickej analyze problematiky zobrazovania tela
v biomedicine, zobrazovacej genetike, digitalnemu telu a vizualizacii lieCiv
je venovana samostatna kapitola Vedecky pohlad, pohlad na vedu v knihe
dvojice autoriek STURKEN, M. — CARTWRIGHT, L. Studia vizudlni kultury.
Praha: Portal, 2009, s. 351 — 390.

20 KESNER, L. Obrazy a modely ve védé a mediciné. In FILIPOVA,
M. —RAMPLEY, M. (eds.). Moznosti vizudlnich studii. Brno: Spole¢nost pro
odbornou literaturu — Barrister & Principal — Masarykova univerzita,

Filozoficka fakulta — Semindr déjin umeéni, 2007, s. 155 — 157.

|

H il

L T e

Bl =) TR

]

L

L

s

Lo
el
P
g g
PPN
i
R

!

I\ LG
i

Brusny tanec | Belly-dance

Micro-stories of everyday life and marginal themes / Katarina Rusnakova 60 61 2002



digital photographs - frontal portraits of the artist wearing

various protective face masks, with the background of bird’s eye
perspective views of several international metropolises. These
were to evoke the potential threat of the bird flu pandemic, as well
as symbolizing other civilization and global threats.

Fragments from the Periphery: Handicapped, Social
and Ethnic Minorities

Since 2002 one of the main lines in Pavlina Fichta
Cierna’s art has been documentary videos focusing on interesting
stories of people with ambiguous, complicated fates. The artist
mostly finds them in town peripheries, where they live ignored by
the majority of society and out of the media’s interest. They are
physically and mentally handicapped women and men, outsiders
coming from lower social classes or Roma minority juveniles who
are barely surviving. Their way of life strongly contrasts with the
current consumer lifestyle, oriented exclusively to performance,
profit and success. We might even say that in these documentary
videoportraits of people from various social groups the artist
found her uniquely poetic creative style.

With her videocamera, she enters the lives of many
people. Crucially, she must gain their trust. Only then do they
share their stories, only then she can achieve her creative aim,
which is to establish mutual communication and develop mutually
enriching relations and cooperation. Here let us mention the
founder of the British documentary school John Grierson and
his claim that the first principle of the documentary film is the
ability of film art to get insight into anything, to observe life and
pick topics that have the potential to become a new and vital
art form. Grierson believed the goal of documentary film is to
record live events and history with authentic actors and authentic
surroundings, interpreting the modern world and the most
complex and peculiar realities in the best possible way. It is the
documentary itself that conveys imminent understanding.?

In her videos Cierna inventively combines documentary
film approaches with video art practices, and presents her works
in art museums or galleries. Thus they fall into the category
commonly called 'artists' films'.2®

At the beginning of the cycle - devoted to some side yet
not marginal topics - there is the video Janka Saxonova (2002).
It is a portrait of a mentally handicapped woman, a record
of one day in her life. Its slowed-down pace and intentional
interruptions with a grainy screen popping up in between the
individual sequences are meant to point out more than one
possible understanding of the term 'dysfunction’. The artist
uses documentary optics and a static video-camera to monitor
the main interests of the 40-year-old woman. Janka does
unsupervised work in the centre of Zilina, collecting paper to
recycle, and while doing so chats away with passers-by. The
video penetrates the protagonist’s private world and social
environment. Cierna’s videocamera focuses on the main

22 GAUTHIER, G. Dokumentarni film, jind kinematografie (Czech
translation of: Le documentaire, un autre cinéma). Prague: Akademie
muzickych uméni, 2004, p. 359-360.

23 John Grierson also says that the boundaries between the narrative,
documentary and experimental films are sometimes unclear, since all
of the three fields are based on a creative approach. GAUTHIER, G.
Ibid., p. 347.
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nemocnic¢ného prostredia v nas prebtidza neprijemné pocity
sprevadzané bezmocnostou.

V kontexte tematického okruhu vztahujticeho sa na
problematiku mediciny je potrebné upozornit este na pojem biomoc,
ktory zaviedol franctzsky filozof Michel Foucault. Tento termin
vyjadruje rézne technologie moci, ktoré slizia modernym statom
na to, aby prostrednictvom nich uplatinovali praktiky nariadovania,
podmariovania si a kontroly ludskych subjektov. Ide o sposoby,
ktorymi moc ustanovuje vladu nad spolo¢nostou prostrednictvom
nariadovania a discipliny v oblastiach, do ktorej patria socialna
hygiena, verejné zdravotnictvo, vzdelanie, demografia, s¢itanie
obyvatelstva alebo kontrola pérodnosti obyvatelstva. Tieto procesy
a praktiky vytvaraju zvlastny sabor vedenia o tele a produkuju tela
zvlastnych vyznamov a schopnosti, ¢oho vysledkom je tvrdenie,
ze ,vSetky tela sa utvarané prostrednictvom mnohych technik

biomoci“.?!

Neskor do tejto medicinskej ikonosféry pribudli aj fotografické

autoportréty zabandazovanych erotogénnych zon s nazvom
Osetrenie (2004). Predstavuju reprodukcné, a zaroven rizikové
miesta vytvarnickinho (ale potencialne kazdého zenského) tela,
ktoré vizualizovala prostrednictvom série jeho makrodetailov.
Cierna v tychto autoportrétnych fragmentoch mapuje vlastné telo
tym spdsobom, Ze bandazou zvyraziiuje obavané zranitelné miesta
potencialnych civiliza¢nych choréb zenského organizmu, ako si
napr. rakovina prsnika alebo maternice, ktoré traumatizuja nielen
mnohé prislusnicky Zenskej populacie rozneho veku, ale aj ich
najblizsich rodinnych pribuznych a priatelov.

K mimoriadne nebezpec¢nym nakazam globalizovaného
sveta, ktoré sposobuju velkému poctu ludi zdravotné problémy
s fatalnym koncom, patrila pred niekolkymi rokmi aj hrozba rychlo
sa Siriaceho virusu HN 5, ktory vyvolava ochorenie zname pod
nazvom vtacia chripka. Tejto téme umelkyna venovala video Vijhlad
z kuchyne alebo Babské reci (2006) nakritené s dokumentarnou
vecnostou, ktorého bazu tvori rozhovor autorky s priatelkou Tanou,
odbornickou v oblasti biogenetiky. Ich dialég prebiehal v kuchyni
u priatelky, ktora bola v tom ¢ase na materskej dovolenke, a bol
7z viCSej Casti sériou jej odbornych dvah zaoberajacich sa uvedenou
aktualnou problematikou, pricom sa doriho vplietali prirodzené

obavy oboch diskutujtacich matiek z hrozby smrtelnej choroby.

Pendantom videofilmu bol cyklus digitalnych fotografii — frontalnych

portrétov autorky nasnimanej v roznych ochrannych raskach

na tvar, v pozadi ktorych sa akoby z vtacej perspektivy otvaral
rozostreny pohlad na urbanisticka struktiru viacerych svetovych
metropol. Evokovali mozny prizrak hrozby suvisiaci s pandémiou
vtacej chripky, a zaroven aj s inymi civilizacnymi a globalnymi

hrozbami.

Fragmenty z periférie: hendikepované, socialne
a etnické mensiny

Jednou z nosnych linii vjtvarnej tvorby Pavliny Fichta
Ciernej sa od roku 2002 stavaji dokumentarne videofilmy,
v ktorych sa stistreduje na stvarnenie zaujimavych pribehov
ludi s nejednoznac¢nymi, komplikovanymi Zivotnymi osudmi.
Umelkyna ich nachadza vacsinou na periférii mesta, na okraji
nimi fyzicky a mentalne hendikepované zeny a muzi, outsideri zo

socialne slabych vrstiev alebo mladistvi z romskej mensiny Zijuci na

21 STURKEN, M. — CARTWRIGHT, L. TamzZe, s. 424.
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character’s corpulent figure, on the details of her face and, most
importantly, on her facial expressions when communicating with
her mother. The sequences where Janka reveals her infantile
hobbies and talks enthusiastically about her dreams and desires
are endearing. Here we can identify the basic principles of the
artist’s creative method, later to become characteristic for most
of her video work. The topic is concentration on depicting people,
mainly middle-aged and elderly women, being different and
not complying with the mainstream models of the consumer
society’s lifestyle; unique women attracting attention not by
their appearance but by their interesting, often complicated and
intricate life stories. The artist captures her characters talking
about their life experience in real locations. This makes the videos
authentic and uncovers family, social and cultural backgrounds.
We could say Cierna systematically concentrates on portraying
anti-celebrities, in contrast to show business, mass media and
advertising pictures being poured all over our everyday reality.
Formally the artist here focuses on joining the documentary film
practices with video art attributes. Gradually, she has managed
to achieve her own authorial method of documentary videos.
Cierna might be one of the first and most outstanding video
artists in Slovakia to develop the documentary idiom in video into
a persuasive continuous program.

Similar features can be found in the video S MaroSom
[With Maros§] (2003), introducing a handicapped yet very
vital 50-year-old man who used to be a gardener. Cierna has
known him since they were both children, as he lived in the
neighbourhood. She always wondered what he was thinking
about while walking and looking around curiously. That is why she
decided to entrust him with her camera, so that he could record
one of his days: his regular everyday stroll to the centre of the
town, from the house in a quiet part of Zilina where he lives just
with his father, and back. The video includes the man's comments
on bizarre microstories that have caught his attention. The slower
pace of the film and sometimes uncontrolled takes are due to the
‘co-author' Maro$' camera skills. Notably, the adult man, though
a little childish in some aspects, is almost never visually present in
the narrative structure of the film. All we can see are the shadows
and fragments of his figure, a big face close-up in a mirror, or
a glimpse of him when he decides to point the camera at himself
at one moment. The aforementioned slow rhythm of the film has
a two-fold effect: it enhances the emotionally strong message of
the occasionally smile-inducing story, thus enabling spectators to
reflect on deeper level, and at the same time it tries their patience
and tolerance for handicapped people’s otherness. On the other
hand, the work contributes to uncovering the spectators' own
vanity and pseudoproblems and how these tend to limit them in
their heads. The video With Maros shows the artist’s sensitivity to
the handicapped and her interest in examining their inner world
and unfolding its intricate overlapping layers.

Another piece of work on the topic of outsiders is the
slide projection Bez Kamila [Without Kamil] (2003). It consists
of a single, static, existentially tuned snapshot projected on
the wall - a view into a poor village household, home of the
artist’s alcoholic neighbour, captured in a tragicomic role of
a helpless patient. The authentic photography of a real-life
situation also showing the artist helping out her neighbour

hranici prezitia. Sposob ich zivota vyrazne kontrastuje so si¢asnym
konzumnym Zivotnym Stylom, ktorého hlavnymi ¢rtami st vyluéna
orientédcia na vykon, profit a ispech. Mozno dokonca povedat,

Ze vytvarnicka si nasla v dokumentéarnych videoportrétoch ludi
zroznych socialnych skupin, vyznacujacich sa viacvrstvovou
sémantickou Struktirou, svoju vlastni polohu videotvorby

s osobitou poetikou.

Cierna so svojou videokamerou vstupuje do zivota mnohym
ludom. Doélezitym predpokladom na to, aby sa jej podarilo napir’lat'
tvorivé zamery vsak je, aby sa osloveni Iudia s doverou zverili
autorke so svojimi pribehmi. To znamena, ze medzi nimi musi
prebiehat vzajomna komunikécia, ktora je bazou na rozvijanie
obohacujucich vztahov a spoluprace. V tejto suvislosti stoji za to
pripomentt nazor zakladatela britskej dokumentarnej skoly Johna
Griersona, ktory tvrdi, ze ,hlavnou zasadou dokumentarneho
filmu je schopnost filmového umenia vsade preniknut, pozorovat
Zivot a vyberat si v iom vhodné témy, ktoré mézu vyustit do
novej a zivotnej umeleckej formy*“. Podla Griersona cielom
dokumentarneho filmu je nakrdcanie zivych udalosti a dejin, kde
autenticki herci a autentické prostredia najlepsie interpretuji
moderny svet, aj tie najzlozitejSie a najcudnejsie udalosti
skutocnosti, pricom prave ,,dokumentarny film umozriuje dosiahnut
bezprostredné poznanie*.??

V pripade Ciernej videi a videofilmov plati, ze invenc¢ne spaja
pristupy dokumentarneho filmu s praktikami videoumenia a svoje
diela prezentuje v prostredi muzea umenia alebo galérie. Ide teda
o kategériu, pre ktort sa tieZ zauZzivalo oznacenie ,filmy umelcov*.??

Na pociatku voIného tematického cyklu videodokumentov —
venovaného okrajovym témam, ktoré vsak nie si marginalne — stoji
videofilm Janka Saxonovd (2002). Predstavuje portrét mentélne
postihnutej zeny prostrednictvom zaznamu priblizujuceho jeden
den z jej zivota. Jeho spomalené tempo so zamernymi preruseniami
formou zrnenia medzi jednotlivymi sekvenciami videa navodzuje
viacznacné citanie pojmu ,porucha®, ¢o koresponduje s obsahom
diela. Autorka pouziva dokumentérnu optiku a statickou
videokamerou monitoruje hlavné sféry zaujmov Styridsiatnicky
Janky Saxonovej — na jednej strane je to dobrovolna praca v centre
Ziliny, kde zbiera papier a zivo komunikuje s okoloidtcimi, a na
druhej strane ide o prienik do sikromného sveta a socialneho
prostredia tejto protagonistky. Ciernej videokamera sa zameriava
na snimanie korpulentnej postavy hlavnej aktérky, na detaily
tvare, a najma na vyrecnd, zivi mimiku tejto zeny pri komunikacii
s matkou. Usmevne pdsobia najmi tie pasaze, v ktorych Janka
odhaluje svoje infantilné zaluby a s nadSenim hovori o vlastnych
snoch a tuzbach. V uvedenom videu mozno identifikovat zakladné
principy tvorivej metody umelkyne, ktoré sa stanti priznacné
pre vacSinu jej buducich videodiel. Z tematického hladiska ide
o sustredenie sa na zobrazenie [udi, najmé Zien v strednom
veku a starsich Zien typickych svojou inakostou, ktoré zjavne
nezapadaju do mainstreamovych modelov zivotného stylu
konzumnej spoloc¢nosti. Osobitych Zien, ktoré pttaji pozornost
nie svojim vonkajsim vzhladom, ale zaujimavymi, ¢asto spletitymi

a komplikovanymi zivotnymi pribehmi. Autorka zachytava svoje

22 GAUTHIER, G. Dokumentdrni film, jind kinematografie. Praha: Akademie
muzickych umeéni, 2004, s. 359 — 360.

23 John Grierson tiez hovori, Ze , hranice medzi narativnym,
dokumentarnym a experimentalnym filmom st niekedy nejasné, pretoze
vSetky tri oblasti s zaloZené na tvorivom pristupe”. GAUTHIER, G.
Tamze, s. 347.
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offers a heart-breaking picture of this peculiar aging loner, and it
reminds us of the old days where time has stopped.?*

What needs to be said here is that Cierna chooses most
of her video characters herself. She first observes them for
considerable time, then carefully frames the subject matter. Some
come from her immediate surroundings, while others are people
with whose life stories she is familiar, which usually contributes
to creating multi-layered, deeply penetrating videos, such as the
diptych of pragmatically documentary, yet highly sensitive videos
NezZné pripomienky [Tender observation]. These are portraits of
an elderly man and a middle-aged woman, presented as their
personal testimonies in which they both reminisce about their
childhoods. The first video, PoSta pre teba [Mail for you] (2005),
refers to and uses the name of an eponymous Slovak TV show.

It introduces an aging, homeless-looking man who would like to
reunite with two younger siblings of his. When he was just a child,
his mother took them and abandoned him. However, watching
the face of the weeping man, a former alcoholic and aggressive
felon, we realize his dream has very little chance. Unlike him, the
middle-aged woman in the second video Sprava o reéliach Evy
C. [Report on the realities of Eva C.] (2005) reminisces positively
about her childhood, the memories of which are connected

with her beloved father, a lawyer. All the more tragicomic are the
shots of her, an untidy woman recalling her first love, unfulfilled
motherhood ambitions and other things she has not managed to
achieve in her life, in part through her own fault. Rather obviously,
the reasons of her many failures were drinking and lack of
motivation. Fragments of Eva’s monologue are accompanied
with occasional grainy screensand modulated sounds evoking

a delirium or, perhaps, what talking to extraterrestrials might
sound like.

Together with other video works dealing with similar
topics, e.g. Surodenci [Siblings] (2004), the diptych can be
considered an exemplary illustration of experiencing the real (in
the sense of actual reality, real life) through trauma as defined
by Hal Foster, American theoretician, in the book The Return
of Real. The Avant-garde at the End of the Century (1996).25 It
is likewise another example of so-called abject or abjection in
visual art, a psychological term defining conditions related to an
individual’s decrepit status, their being exposed to humiliation
or rejection. With Foster, in the current often very cynical,
indifferent world, a person frequently feels literally lost. That is
areason visual art uses abjection as a connotation for poverty,
misery and lowness, to impeach the contemporary consumer
world’s superficiality and cynicism.2® The French philosopher and
psychoanalyst Julia Kristeva dealt with abjection in the sense of
humiliation and degradation in her study Powers of Horror. An
Essay on Abjection (1982)%. It was based on combining influences
of psychoanalysis, linguistics and philosophy to interpret

24 The slide was made by Martin Marencin, according to the
artist’s instructions.

25 FOSTER, H. The Return of the Real. The Avant-garde at the End of
the Century. Cambridge, Massachusetts - London, England: The MIT
Press, 1996, p. 146-152.

26 FOSTER, H. Ibid., p. 152.

27 KRISTEVA, J, The Powers of Horror. An Essay on Abjection. New York:
Columbia University Press, 1982.
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postavy hovoriace o vlastnych zitych sktusenostiach v realnych
lokaciach, ktoré dodavaju videam autentickost a charakterizuja
psychosocialne stranky predstavovanych osobnosti aj

prostrednictvom odkryvania ich rodinnych, socialnych a kulttrnych

prostredi. Mohli by sme povedat, ze Cierna sa programovo venuje
zobrazovaniu [udi typu anticelebrit, Co posobi ako vyrazny kontrast
voci zaplave vSadepritomnych obrazov Soubiznisu, masmédii
a reklamného priemyslu vo vizualnej kultire nasej kazdodennej
reality. Z formalneho hladiska sa umelkyna sastreduje na tvorivé
skibenie praktik dokumentarneho filmu s atribttmi videoumenia,
¢im sa jej postupne podarilo vytvorit si osobitd autorskd metédu
dokumentérnych videi. Mzeme povedat, ze Cierna bola jednou
z prvych a najvyraznejsich videoumelkyr na Slovensku, ktora
rozvinula dokumentarny idiom v tvorbe videi do presvedcivého
kontinualneho programu.

Podobné znaky najdeme aj vo videofilme S Marosom
(2003), v ktorom autorka venuje pozornost hendikepovanému, ale
zivotaschopnému pétdesiatrocnému muzovi, pévodnym povolanim
zahradnikovi. Pozna ho od detstva, byval v ich susedstve a vzdy
ju zaujimalo, na Co asi mysli pri prechadzkach, ked sa zvedavo
pozeral po okoli. Preto sa rozhodla zverit mu svoju videokameru,
aby divakom pribliZil prostrednictvom komentovanej prehliadky
jeden den na svojej kazdodennej trase smerujucej z rodinného domu
v tichej ¢asti Ziliny, kde Zije iba s otcom, do centra mesta a spit, ¢o
sprevadza niekolko bizarnych mikropribehov, ktoré ho zaujali na
ceste. Je zjavné, ze pomalSi rytmus filmu a niekedy nekontrolované
zabery udava ,,spoluautor” Maros determinovany svojou
kameramanskou zruénostou. Pozoruhodné na Ciernej videofilme
je, ze tento dospely, v nieCom vSak detinsky muz nie je takmer vobec
vizualne pritomny v narativnej struktare videofilmu. Vidime iba
tien a zlomky jeho postavy, velky detail tvare v zrkadle, alebo mame
moznost zazriet ho, ked v jednom okamihu namieri kameru sam na
seba. Emotivne silné posolstvo tohto videopribehu, obsahujtce aj
usmevné pasaze, na jednej strane ovplyvnuje pomalSie vnimanie
diela, ¢o nielen prispieva k hlbsim reflexiam divakov, ale zaroven
skusa ich trpezlivost a tolerantnost voci inakosti postihnutych
ludi. Na druhej strane jeho odkaz prispieva k tomu, aby obnazilo
neraz marnomyselné alebo obmedzené vlastné mentalne limity
divékov, ktoré mnohokrét spocivaji v pseudoproblémoch. Videofilm
S Marosom hovori o autorkinej citlivosti vo¢i hendikepovanym
mensinam a svedci o jej zaujme pozorne skiimat vnatorny svet
tychto Iudi a odhalovat jeho zaujimavo zavinuté a zvlastne
popretkavané vrstvy.

Do skupiny diel s t¢émou outsiderov mozno zaradit
aj diaprojekciu Bez Kamila (2003), ktort prezentuje jediny,
existencialne ladeny staticky zaber diapozitivu premietany na stenu.

Pontka pohlad do biednej dedinskej domacnosti autorkinho suseda —

alkoholika, ktory je zachyteny v tragikomickej situacii bezmocného
pacienta. Neinscenovana fotografia, na ktorej je pritomna aj
vytvarnicka v ilohe pomahajucej susedky, pontka obraz tazivej
staroby cudackeho samotara a evokuje navrat do starého sveta, kde
sa zastavil ¢as.?*

V savislosti s vyssie uvedenym vykladom este treba povedat,
7e viicsinu predstavitelov, ktori vystupuji v Ciernej videodielach,

si umelkyna dosledne vybera sama na zaklade ich dlhsieho

pozorovania a starostlivého koncipovania zvolenej latky. Aktéri videi

bud pochadzaju z jej blizkeho okolia, alebo umelkyria oslovuje udi,

24  Autorom diapozitivu vytvoreného podla tvorivého zameru vytvarnicky je

Martin Marencin.
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problems related to degrading physicality and its manifestations
with the essential animus of the rejected.?®

An important defining attribute of Cierna'’s video art is its
capture of real lives of those in the lowest, weakest social ranks
who, on a daily basis, fight to survive, scraping along without the
slightest hope or chance for a change. They have lost the last
shreds of their dignity to degradation. Semantically and formally,
Cierna’s videos might seem similar to the popular format of
reality television. Nevertheless, having perceived both fully and
carefully, we can identify clear and marked differences between
them. Where reality shows participants have their everyday
lives observed, at the same time they are subject to intentional
provocations to drive them to irony and extreme behaviour,
to the extent of a sort of social pornography. As a result the
spectator ends up feeling embarrassed. Cierna’s documentary
videos present realistic portraits of miserable people on the
verge of social dependency, whose hard, complicated fates
induce emotions and compassion. They motivate the audience
to think not just about total poverty and the bottom of society
but also about obviously insufficiently-functioning social safety
nets. Jan Keller, a Czech sociologist, has an interesting view of
the issue, considering the current society’s drive for maximum
performance to be an expression of social and psychological
violence. He argues that all people are equally bound to an image
that exemplary successful individuals stand in sharp contrast to
the weak, the old, and the unequipped. He says the performance
and competitiveness cult reinforces a dichotomic view of society.
Thus people are divided into those who (no matter how) have
won and those who have succumbed, who are therefore more or
less dispensable and worthless.?® A problem no less substantial
for the current information society — especially in a period of
economic and financial crisis - is the number of middle-class
people expected to drop into the group of the dependent and
potentially homeless.3°

In her following video diptych Sdrodenci [Siblings]
(2004) the artist does field research focusing on the economic,
socio-cultural and social problems of the Roma ethnic minority.
Cierna’s video-reflections of this zone, full of conflict and with
principal questions unsolved, are manifestly empathic and
patient.

The basis for the video Jarka uprostred [Jarka in Between]
(2004) with introductory grotesque accelerated passages
is the depiction of tragicomic aspects in the main character
Jarka’s everyday life. In looking after her three younger siblings,
she is not only responsible but, in spite of the existential

28 ATHANASSOGLOU-KALLMAYER, N. Skaredost (Slovak translation
of Ugliness). In NELSON, R.S. - SHIFF, R. (eds.). Kritické pojmy dejin
umenia. (Slovak translation of Critical Terms for Art History) Bratislava:
Nadécia - Centrum su€asného umenia a Vydavatelstvo Slovart, 2004,
p. 339.

29 KELLER, ). Posviceni bezdomovci. Uvod do sociologie domova.
Prague: Sociologické nakladatelstvi, 2013, p. 265.

30 Jan Keller talks about post-industrial homelessness or about its new
wave, which first came in the West, in connection to the labour market
changes: 'While before a typical homeless person was someone
who consciously rejected the work ethic, the values of execution and
social responsibility, since the beginning of the 80s there have been
increasing numbers of homeless people who are forced to live in the
street due to the changes in society. Among them there are more and
more young people and mothers with children.' Ibid., p. 258-260.

ktorych zZivotné pribehy pozna, ¢o zvycajne prispieva k vytvoreniu
mnohovrstvovych, prenikavych videodiel.

V tomto kontexte ozvlastiiujaco posobi videodiptych
dokumentarne vecnych, ale citlivo spracovanych videi Nezné
pripomienky. Ide o portréty starsieho muza a Zeny v strednom
veku podané formou osobnych vypovedi, v ktorych sa obaja
v spomienkach vracaja do svojho detstva. Prvé z nich, video Posta
pre teba (2005), odkazuje na rovnomennu relaciu Slovenskej
televizie, prostrednictvom ktorej by sa chcel starntci muz
zanedbaného vzhladu pripominajuci bezdomovca stretnit so
svojimi sirodencami. Jeho strastiplny osud sa zacal uz v ranom
detstve, ked ho opustila matka s dvomi mladsimi sirodencami.

Pri pohlade na detail tvare tohto plac¢ticeho muza — s minulostou
alkoholika a agresivneho krimindalnika — si vsak uvedomime, ze
splnenie jeho sna je malo pravdepodobné. Na rozdiel od neho,

v druhom videu Sprdva o redlidch Evy C. (2005) ide o pozitivne
navraty zeny stredného veku do detstva, ktoré si spaja so
spomienkami na milovaného otca, pravnika. O to tragikomickejsie
posobia zabery kamery na neupravenu zenu, ktord spomina na
svoju prvu lasku, nenaplnené materstvo a vela inych veci, ¢o sa
jej v zivote aj z vlastnej viny nepodarilo uskutoc¢nit. Napovedaju,
ze pricinou mnohych jej zlyhani bol alkoholizmus a nedostatok
motivacie. Utrzky monolégu Evy C. su sprevadzané prelinackou
zrnitého obrazu a modulovanymi zvukmi, ktoré evokuja delirium
alebo predstavu rozhovoru s mimozemstanmi.

Uvedeny videodiptych mozeme povazovat — spolu s dalSimi
podobne tematizovanymi videopracami, napr. Stirodenci (2004) — za
exemplarnu ukazku ilustrujicu prezivanie realneho (v zmysle
realnej skutoc¢nosti, realneho zivota) prostrednictvom traumy,
ako tento jav formuloval americky teoretik Hal Foster v knihe
Ndvrat redlneho. Avantgarda na konci storocia (1996).2° Zarover ide
o priklad tzv. abjektu alebo abjektného vo vizualnom ument, ¢o
je z psychologie prevzaty termin definujtci stavy spojené s biednym
postavenim jedinca, jeho ponizenim alebo stavom zavrhnutia. Podla
Fostera, Clovek sa v sic¢asnom, ¢asto velmi cynickom a lahostajnom
svete citi neraz doslova strateny. Aj z tohto dovodu réznorodé
prejavy vizualneho umenia vyuzivaju abjekt v zmysle konotacii
biedneho, ibohého a nizkeho na to, aby spochybnili povrchnost
a cynizmus st¢asného konzumného sveta.?® Abjekciou vo vyzname
ponizenia a degradacie sa zaoberala aj franctzska filozofka
a psychoanalyticka Julia Kristeva vo svojej Stadii Moc hororu: Esej
o abjekcii (1982),%” ktora vychadzala z vplyvov psychoanalyzy,
lingvistiky a filozofie pri interpretacii problémov venovanych
degradujucej telesnosti a jej manifestaciam, kde gro hra tendencia
odvrhnutého.?®

V tomto kontexte treba podotknut, Ze dolezitym
definiénym znakom Ciernej videodiel je zachytenie realnych
zivotov Iudi (ponatych v roznych kategoriach bezdomovstva)

patriacich k socidlne najslabsim vrstvam spoloc¢nosti, ktori zapasia

25 FOSTER, H. The Return of Real The Avant-garde at the End of the Century.
Cambridge, Massachusetts — London, England: The MIT Press, 1996,
S. 146 — 152.

26 FOSTER, H.Tamze, s. 152.

27  KRISTEVA, ], The Powers of Horror. An Essay on Abjection. New York:
Columbia University Press, 1982.

28 ATHANASSOGLOU-KALLMAYEROVA, N. Skaredost. In NELSON,
R.S. - SHIFF, R. (eds.). Kritické pojmy dejin umenia. Bratislava: Nadacia —
Centrum sicasného umenia a Vydavatelstvo Slovart, 2004, s. 339.
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problems, keeps a sense of humour, fun and joy. In the individual
video sequences the artist introduces Jarka’s modest home on
the periphery, merging into its natural surroundings, where Jarka
and her siblings eke out life in poor conditions. These children
do not suffer just materially, more importantly they miss having
a complete family and role models. As a consequence one of
the children becomes a criminal. He is the hero of the second
video, Mladistvy David R. [Juvenile David R.] (2004), which takes
place in a correctional institute. Here Cierna concentrates mainly
on details of the Roma boy’s face and the look of his eyes. Her
camera captures him playing various, often strange, even brutal,
games, a sort of one-man show to help the boy make his slow
correctional time pass faster.

We watch him drawing imaginary pictures on the wall
with his fingers, boxing against the wall with his fists or his entire
body, and aggressively shooting an imaginary pistol. The video
études of David R. are separated by fade-outs, metaphorically
recalling metal shutters being closed with a crash. In fact it is the
sound of a typewriter roller starting a new line, evoking the vision
of the juvenile delinquent’s questioning by the police and his
responses being typed in, though we do not hear this. The artist
lets just the mute, wordless picture 'speak’, opening more space
for the spectator’s various associations. The prison environment
is defined is very minimally, underlining the impressively captured
play of light and shadows falling on the floor through the one
barred window. The diptych induces all kinds of questions, even
as do the future of these Roma children, born into a problematic,
socially dependent people.

Cliché-free Pictures of Women and Men

The second focus line of Pavlina Fichta Cierna’s video
work is represented by videos picturing women and men of
different generations and social backgrounds who have intrigued
her by their non-conventional lifestyles or by their extraordinary
personal stories. The video portraits made in the course of several
years were inspired by various circumstances concerning not
only the people portrayed but also, to a certain extent, the artist
herself, since some of her life experience was similar to theirs.

This was distinctively manifested in her first video
installation Na ¢o nemyslis, nie je [Things that you do not think
about do not exist] (1997). This is a video projection focusing
on exploring the mental state of Anna H., an actress. Her
'monumental’ body dominates an empty, neutral space, and it
is obvious she is suffering from frustrations and going through
some undetermined trauma. It might seem to be midlife crisis.
This psychological portrait accompanied by the sound of irregular
breathing captures Anna H.’s momentary state of mind. Her
corpulent body dressed only in a black slip contrasts with her
inner fragility and vulnerability. It is as if the woman sitting in
front of the camera was expressing many of our feelings, too:
insecurity, ambivalence, fear of the future.

In parallel, the video installation resonates with the
questions of ideal beauty standards, perfect looks and the right
female body proportions.3! Anna’s eyes, sometimes disturbingly

31 Typical attributes of a perfect woman, i.e. what a woman should look
like to be considered beautiful and attractive as widely presented in
women'’s and life-style magazines and all mainstream visual culture
media, have been critically analyzed by Naomi Wolf, the American

Micro-stories of everyday life and marginal themes / Katarina Rusnakovéa

kazdodenne o holé prezitie a zivoria v beztitesnych pomeroch bez
akéhokolvek naznaku perspektivy, kde sa v situacii degradacie uz
davno rozplynula ich [udska dostojnost. Ked porovname na prvy
pohlad zdanlivo podobnii sémantickd a formalnu stranku Ciernej
videi s reality show, ktoré st povazované za popularny format
televiznej zabavy, pri starostlivom vnimani oboch dokumentéarnych
foriem mozeme medzi nimi identifikovat zjavné vyrazné rozdiely. Je
zrejmé, ze v reality show, kde ide o zaznamenavanie kazdodennych
situacii obycajnych Iudi, dochadza k zamernej provokacii smerom

k ironizacii a zveliCeniu extrémneho spravania sa aktérov az na
aroven akéhosi socialneho porna, ¢oho vysledkom st neraz pocity
trapnosti zazivané na strane divakov. Na rozdiel od nich Ciernej
dokumentérne videa prezentuju realisticky zachytené portréty
biednych Iudi existujicich na hranici socidlnej odkazanosti, ktorych
komplikované a tazké ludské osudy vzbudzuja emdcie a stcit.
Motivuju divacke publikum k hlbsiemu zamysleniu sa nielen nad
otazkami, ktoré stivisia s totalnym materialnym nedostatkom,
chudobou a spolo¢enskym dnom, ale aj s nedostatocne fungujtcimi
zachrannymi socialnymi sietami. V tejto stivislosti mozeme uviest
zaujimavy nazor Ceského sociologa Jana Kellera, ktory povazuje
sucasné nastavenie spolo¢nosti na maximéalny vykon za vyraz
socialneho a psychologického nasilia, pretoze pre vSetkych udi

je budovany rovnako zavazny obraz vzorovo tspesnych jedincov

v ostrom kontraste s odmietnutim slabych, starych, nedostatocne
vybavenych. Kult vykonnosti a siperenia podla neho posilnuje
dichotomické videnie spolo¢nosti. Ludia st v tomto duchu rozdeleni
na tych, ¢o (akymkolvek spdsobom) vyhrali, a na tych, ¢o v sipereni
podlahli, a su teda viac-menej zbyto¢ni a bezcenni ako vSetci
porazeni.?’ Nemenej zavaZznym problémom stucasnej informacnej
spolo¢nosti —najmé v obdobi ekonomickej a financnej krizy — sa javi
predpokladany prepad Iudi zo strednej vrstvy do skupiny socialne
odkéazanych, ¢im sa stavaju potencialnymi bezdomovcami.3?

V dalsom videodiptychu Stirodenci (2004 ) vytvarnicka
podnika sondazne vyskumy v teréne s podobnou tematikou,
vyznacujucou sa koncentraciou ekonomickych, spoloc¢ensko-
kultarnych a socialnych problémov typickych pre etnickd mensinu
Romov. Tuto zonu plnu konfliktov a neriesenych zasadnych otazok
v spoloénosti Cierna reflektuje so zjavnou empatiou a trpezlivostou
na priklade dvoch videi.

Vychodiskom videofilmu Jarka uprostred (2004) s tvodnymi
grotesknymi pasazami podanymi v zrychlenom pohybe obrazov
je vykreslenie tragikomickych stranok kazdodenného zivota
hlavnej aktérky Jarky, ktora sa stard o troch mladsich stirodencov.
Napriek nelahkym existencnym podmienkam tomuto dievéatu
nechyba nielen pocit zodpovednosti, ale ani zmysel pre humor,
vtip a hravost. Autorka v jednotlivych sekvenciach videa priblizuje
divakom Jarkin skromny domov na periférii, splyvajaci s okolitou
prirodou, kde Zivoria v biednych podmienkach. Zivot tjchto deti nie
je poznaceny len materidlnym nedostatkom, ale najmé absenciou

29 KELLER, J. Posviceni bezdomoveit. Uvod do sociologie domova. Praha:
Sociologické nakladatelstvi, 2013, s. 265.

30 Jan Keller hovori o postindustridlnom bezdomovectve alebo o novej vine

bezdomovectva, ktoré sa prejavilo najskor na Zapade a savisi so zmenami

na trhu préace: , Zatial ¢o skor bol typickym bezdomovcom clovek,
ktory vedome odmietal etiku prace, hodnoty vykonu a pocit socidlnej
zodpovednosti, od pociatku osemdesiatych rokov narastaju pocty

bezdomovcov, ktoré boli k Zivotu na ulici odsidené zmenou spolocenskych

podmienok. Pribadaji medzi nimi mladi [udia a matky s detmi.” Tamze,

s. 258 — 260.

80

81

directed back at the viewers, challenge them to deeper
introspection.3?

The point of another, large-screen video projection,
Dama v modrom [Lady in blue] (2005), evoking by its title the
images of old masters' pictures, is an oral history told by a more
than 70-year-old lady. The memories of her childhood and key
archetypal life turning points, such as her wedding, divorce,
loss of parents and others close to her, and a new relationship,
dissolve into memories of the holocaust. The video is interesting
from the formal viewpoint for being made as a single long
uncut shot, artfully computer-processed. The protagonist talks,
calmly and simply, about the events of her life, and interestingly
the entire video takes just as lon as she needs to smoke one
cigarette. Her monologue is interrupted by small breaks with
slowed flow of time, which on the one hand adds dignity to the
scene, backed by Igor Stravinsky’s music, on the other hand
implying subtle theatricality.

Violence usually covers because of uncontrolled power
and unfulfilled personal ambitions related to ruling over large
territories and numbers of people, and interconnected economic
and political interests. It is not typically associated only to war
catastrophes as we know them from the past. Violence appears
to be a permanent problem of society at all levels - from family
through interpersonal and social relations. Let us recall that
violence against women is still a taboo issue in Slovakia, in spite
of it being one of the most widespread forms of discrimination
against women. Most frequently it occurs in marriages and
partnerships, and it brings women many health and mental
problems. Adriana Mesochoritisova points out that ... women are
often subject to violence from their partners. Physical or sexual
violence is very frequently preceded or accompanied by mental
or social abuse, economic violence is interconnected with mental
abuse, etc...' 33

In the video Rekonstrukcia [Reconstruction] (2005) we
share a young woman’s memories of her traumatic experience:
she was physically and mentally abused by her own husband.
While she is giving her concentrated testimony, we watch
a close-up of her face still bearing the traces of the trauma. In
a building under reconstruction, the mother of three describes
one of the most painful experiences of her life - she had to leave
her husband to protect her children and herself from his tyranny.
The ambivalent title Reconstruction symbolizes several semantic

feminist writer, in her book The Beauty Myth (1991). The publishing
house of the feminist association Aspekt published the Slovak
translation of the book in 2000.

32 The video installation Na ¢o nemyslis, nie je was presented for the
first time in the Museum of Vojtech Loffler in KoSice in 1997, with
a close-up of Anna’s eyes projected on a TV screen. Spectators could
also use a magnifying glass to look at a minature portrait of Anna
as a carefree child and compare the smiling, cheerful little girl with
her current appearance as a suffering woman. Jana GerZova, the
curator of the exhibition, framed it as a pendant to the permanent
exposition - a collection of portraits by Vojtech Loffler - with a modern
twist on expressing female sensibility. See the eponymous catalogue
Na ¢o nemyslis, nie je [Things that you do not think about do not exist]
issued for the exhibition.

33 MESOCHORITISOVA, A. Nasilie pachané na Zenach v intimnych
vztahoch. In KICZKOVA, Z. - SZAPUOVA, M. (eds.). Rodové §tidia.
Sucasné diskusie, problémy a perspektivy. Bratislava: Univerzita
Komenského, 2011, pp. 454-455.

uplnej rodiny, kde ako dosledok chybajtcich pozitivnych vzorov

a zanedbania rodinnej vychovy sa prejavi kriminalita jedného

zo surodencov. O nom hovori druhy videofilm nazvany Mladistvy
David R. (2004), ktory sa odohrava v tstave na vykon vézby.
Cierna sa v flom zameriava najmi na detaily tvare a na pohlad
rémskeho chlapca — zachytava ho videokamerou pri roznych, neraz
zvlastnych az brutalnych hrach v podobe akejsi one man show,
ktorymi si krati pomaly plyntci ¢as v priebehu vykonu trestu.
Pozerame sa, ako prstami kresli imaginarne kresby na stenu alebo
celym telom a zovretymi pastami boxuje so stenou, ¢i s davkou
agresivnosti imituje strelbu z piStole. Jednotlivé videoetudy Davida
R. sa prerusované zatmievackou metaforicky pripominajticou
zatahovanie kovovej rolety s razantnym zvukom. V skuto¢nosti
zvukova stopa, vyjadrujica uderny pohyb valca pisacieho stroja,
evokuje v mysli divaka predstavy vysluchu mladého delikventa

a zapisovanie jeho vypovede, hoci jeho verbalna vypoved sa vo
zvuku neuplatnuje. Autorka nechava ,prehovarat® len obraz bez
slov, ¢im otvara dalsi priestor pre roznorodé divacke asociacie.

Vo videu nakritenom v minimalisticky definovanom prostredi
vizenia, kde dominuje jediné okno s mrezami, vynika sugestivne
zachytena hra lacov svetla a tiena, ktoré dopadaji na podlahu.
Videofilmy tohto diptychu kladu viaceré otazky podobne, ako sa nad
budicnostou tychto romskych deti — od narodenia patriacich do
skupiny problémovych a socidlne odkazanych —vznasa nekonecne
vela otaznikov.

Obrazy zien a muzov bez klisé

Druhd taziskov liniu videotvorby Pavliny Fichta Ciernej
predstavuju videodiela zobrazujice Zeny a muzov pochadzajtcich
zroznych generacii a socialnych prostredi, ktori ju zaujali
nekonvencénym spdsobom zivota alebo vynimo¢nym osobnym
pribehom. Videoportréty vznikali v priebehu viacerych rokov a ich
nakrutenie podnietili rozlicné okolnosti, ktoré sa tykali nielen
zobrazovanych postav, ale do istej miery aj niektorych pribuzne
prezivanych situdcii zo strany autorky, ktoré podala v celom spektre
medziludskych vztahov.

Najzretelnejsie sa to prejavilo uz v autorkinej prvej
videoinStaléacii Na do nemyslis, nie je (1997), ktorej vyznamové
jadro tvori videoprojekcia zamerana na skimanie psychického
stavu herecky Anny H. Jej ,monumentalne” telo nasnimané na
video dominuje prazdnemu neutralnemu priestoru, pricom je
zjavné, ze zobrazend zena trpi frustraciami a preziva akusi blizsie
neurcend traumu. MoZe sa zdat, Ze ide o krizu stredného veku.

V psychologickom portréte ozvucenom preryvanym dychom
umelkyna zachytava momentalny dusevny stav Anny H., ktorej
korpulentné telo oblecené len v ¢iernom kombiné kontrastuje

s jej vnatornou krehkostou a zranitelnostou. Akoby tato zena
sediaca pred kamerou vyjadrovala vela aj z nasich pocitov neistoty,
rozpoltenosti a strachu z buddcnosti.

Vo videoinstalacii rovnako rezonuja otazky tykajice sa
idealnych noriem krasy, dokonalého vzhladu a spravnych proporcii
zenského tela.3! Je zrejmé, Ze upriameny pohlad Anny H., ktory

31 Tieto typické znaky dokonalej zeny, ktoré suvisia s poziadavkami
na krasu a pritazlivy vonkajsi vzhlad Zeny, ktoré sa skloriuja okrem
zenskych, lifestylovych casopisoch vo vietkych mainstreamovych
obrazoch v ramci roznorodych formatov vizuéalnej kulttry, kriticky

analyzovala americka feministicka spisovatelka Naomi Wolf v knihe
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levels of the art work: 1. it refers to the flat’s reconstruction,
creating a new home; 2. it evokes the criminology term of police
reconstruction, in this case concerning the kitchen where the
ex-husband attacked his victim with a knife; 3. the notion also
expresses the woman'’s journey of several years in reconstructing
herself and her life. If we ask ourselves the general question of
what the real reason for violence is, the answer, by Eva Sopkova,
is the imbalance of power (physical, mental, social, economic)
between men and women, and men abusing the imbalance and
the dominance the imbalance gives them. Furthermore, Sopkova
claims the reason behind the violence men commit against
women is significantly connected to gender stereotypes.3*
Cierna, of course, examines a male subject as well, for
example in her individual exhibition slightly ironically titled Traja
muZi na Zivot [Three men for life] (2003), or in the aforementioned
video With Maros and the slide projection Without Kamil. However,
she does so without perceiving men as objects of sexual
desire; to the contrary, she rigorously avoids stereotypes and
the idealized images of men the advertising industry and mass
culture give us. Unlike this cliché man-and-women picturing,
so very well received especially within patriarchal societies, the
artist devotes her attention to everyday life reality. She picks men
of various professions and social statuses, and she deals with
the topic of masculinity from the viewpoint of phenomenology,
i.e. based on her own experience. In her videos with men as the
main protagonists she opens up issues rather rarely appearing
in Slovak visual art - she maps male subjectivity and investigates
some of the matters concerning the current question of
men'’s studies.3®
The video-portraits in question are not meant just to
capture the men'’s exteriors; more importantly, the artist tries
to get into their inner worlds. In her quest for authenticity she
uses specific visual language - she employs what appeals to
the poetics of her visual perception, aesthetic and technical
asceticism, as Danish film directors framed it in Dogma Manifesto
95.38 Naturally, characterization also applies to videos with female
or children protagonists. And even though Cierna’s video realism
features a pragmatic eye with documentary elements, it does not

34 Research shows 'domestic violence against women... occurs at all
socio-cultural levels, within all ethnic groups, in families of all social
classes.! SOPKOVA, E. Problém, o ktorom sa ml&i. In Aspekt. Nésilie 1.,
1998, Volume 3, p. 24.

35 Men’'s studies is a relatively new independent scholarly field,
analogous to feminism and women'’s studies. It focuses on complex
research of man and on re-defining his identity.

36 These film-makers (e.g. Lars von Trier, to name just one of them) have
introduced the digital portable camera to current film-making, and
assert present, proximate reality on-site, by insisting on documentary
authenticity, which can be perceived as a reference to the related
practices of cinéma vérité. The specific version of Dogma 95 realism
emphasizes a certain aspect of the moving picture ontology, namely
the photographic presence of the picture index aspect. As far as
the subject matter of films are concerned, they focus on outsiders
and eccentrics living on the edge of society, on those from lower
ranks of the social strata, often ill or suffering from mental disorders.
The films attend to the current problems of loneliness, poverty and
make statements on tragic aspects in human existence. JERSLEYV,

A. Dogma 95, Lars von Trier’s The Idiots and the 'ldiot Project'. In
JERSLEV, A. (ed.). Realism and 'reality' in film and media. Northern
Lights. Film and Media Studies Yearbook. Copenhagen: Museum
Tusculaneum Press, University of Copenhagen, 2002, pp. 47-53.
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v niektorych okamihoch vracia spét divakom, posobi nanajvys
znepokojujuico, ¢o ich vyzyva k prehibenej introspekcii.3?

Pointou inej, velkoplosnej videoprojekcie s nazvom Ddma
v modrom (2005), evokujucej aj svojim titulom obrazy starych
majstrov, je ordlna historia — Zivotny pribeh vyrozpravany vyse
sedemdesiatro¢nou pariou. Jej spomienky na detstvo a kltacové
archetypalne momenty zo Zivota, ako su svadba, rozvod, strata
blizkych I'udi a rodicov, alebo novy partnersky vztah, sa tu prelinaja
s odkazmi na holokaust. Z formalneho hladiska stoji za pozornost
fakt, Ze videoportrét damy v kresle je nakrateny ako jeden dlhy
zaber bez strihu, ktory je rafinovane upraveny v pocitaci. PoCas
tohto zaberu protagonistka pokojne rozprava o udalostiach, ktoré
sa odohrali v priebehu jej Zivota, pricom video Ddma v modrom
vzbudi zdujem divakov aj tym, Ze jeho dizka koresponduje s Gasom,
kym hlavna predstavitelka vyfajci jednu cigaretu. Monolog je
prerusovany malymi odmlkami so spomalenym plynutim casu,
Co dava na jednej strane celej scéne akusi dostojnost, podfarbent
hudbou Igora Stravinského, a na druhej strane implikuje jemnu
teatralnost.

Nasilie, za ktorym sa obycajne skryva nekontrolovana
moc a nenaplnené osobné ambicie tykajtice sa ovladania velkych
uzemi a mas ludi, vratane prepojenia ekonomickych a politickych
zaujmov, nie je iba zalezitostou rozpatanych vojnovych katastrof,
ktoré sa odohrali v minulosti. Nasilie sa ukazuje byt permanentnym
problémom spolocnosti na vSetkych trovniach — od rodiny cez
interpersonalne az po spolo¢enské vztahy. Pripomerime si, ze
nasilie pachané na zenach je na Slovensku stale tabuizovanou
témou, hoci je to jedna z najrozsirenejsich foriem diskriminacie
zien. NajcCastejSie sa objavuje v manzelskom a partnerskom vztahu
a prinasa zenam mnoho zdravotnych a psychickych problémov.
Adriana Mesochoritisova upozornuje na fakt, Ze ,,zeny su vac¢sinou
vystavené roznym formam nasilia zo strany partnera. Fyzickému
nasiliu velmi ¢asto predchadza alebo ho sprevadza psychické alebo
socialne nasilie, sexualne nasilie sa velmi casto viaze s roznymi
formami psychického alebo socialneho nasilia, ekonomické nasilie je
previazané s psychickym a podobne.“33

Prienik do spomienok spojenych s traumatizujtucimi
zazitkami mladej zeny, ktora bola fyzicky a psychicky tyrana
vlastnym manzelom, sprostredkiiva koncentrovana vypoved aktérky
dokumentarneho videa Rekonstrukcia (2005). Jej tvar poznacent
stopami psychickej traumy umelkyria zachytava v detailnom zabere.
Gro tohto minimalistického videa tvori pribeh vyrozpravany hlavnou
predstavitelkou v dome, kde prave prebieha rekonstrukcia. Matka

Myjtus krdsy (1991). Vydavatelstvo feministického zdruzenia Aspekt ju
vydalo v slovenskom preklade v roku 2000.

32 Videoinstalacia Na ¢o nemyslis, nie je bola prvykrat prezentovana
v Muzeu Vojtecha Lofflera v Kosiciach v roku 1997, kde jej sprievodnymi
atributmi boli pouzité detaily oci z identického videa premietaného na
televiznej obrazovke a maly fotograficky portrét Anny H. z detskych cCias,
ktory si divaci mohli pozriet cez lupu. Spustal asociacie odkazujuce na
bezstarostné detstvo a usmiatu tvar malého dievcatka konfrontovanua
so sucasnym vyzorom dospelej zeny prezradzajucim trapenie. Vystavu
koncipovanu ako pendant k stalej expozicii — zbierke portrétov Vojtecha
Lofflera — s aktualnym posunom smerom k vyjadreniu Zenskej senzibility
kuratorsky pripravila Jana Gerzova. Pozri rovnomenny katalog Na ¢o
nemyslis, nie je vydany k vystave.

33 MESOCHORITISOVA, A. Nasilie pachané na zenach v intimnych
vztahoch. In KICZKOVA, Z. — SZAPUOVA, M. (eds.).Rodové studid. Siicasné
diskusie, problémy a perspektivy. Bratislava: Univerzita Komenského, 2011,
S. 454 —455.
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lack delineation of the male subjects’ multi-layered psychosocial
dimensions.

Though there are no women present in the cycle
Three men for life, they still get projected into the main
character’s monologues, through associations, memories and
a variety of allusions. In them, Cierna thoughtfully combines
audiovisual elements, relating the talking - a monologue, dialogue
or authentic sound - and the background music fragments to
the visual part. They generate strings of associations in the
spectator’s mind and extend the meaning layers in the art work.

The video O Jozefovi [About Jozef] (2003) is an
unorthodox, subjective portrait of a self-taught artist. She decided
to set it in the devastated premises of an old textile factory in
Zilina where lozef once worked as a steam operator. He also used
to have a studio there, a kind of shelter from the outside world,
recalling the story of Vladimir Boudnik, a well-known Czech artist.
Being creative clearly is the most important thing for Jozef: his
inner need, and how he achieves self-fulfillment. In a dynamic
picture-sequence Cierna shapes the portrait of the fragile
40-year-old as a human and artist, devoting all his energy and
free time to fine art, regardless of reward or success.

Nevertheless, he is obviously not comfortable talking
about his private life. In the video, reflective passages,
concentrating on Jozef’s face details, alternate with accelerated
picture-fragments and close-ups of his figure, all against
the background of the dynamic sound of Balkan rock by
Jozef’s favourite band Alkatraz. Jozef often spends time in Croatia
where, paradoxically, he has more friends in Slovakia.

The large screen projection named Od Vliada [From
Vlado] (2003) is dominated by a frontal half-length portrait
of a seated young programmer. At first sight he is somehow
different: in the calm flow of the video he concentrates on the
inner reality of his Self. His distinctiveness is connected with his
own mental metamorphosis - at a certain time this 30-year-old
man decided to re-define his hierarchy of values, and, once an
atheist, he became a devoted Catholic, which radically changed
how he thought and lived. Vlado's metaphorical message, which
he presents candidly, is peculiar for his use of of computer
terminology to express his belief in God. A wide shot - a close-
up of Vlado’s face projected onto the white wall - magnetizes
spectators as he gazes directly into their eyes, attracting attention
with his words that gradually turn into echos reminiscent of
a recited prayer. What makes the minimalist but intentionally
stylized video portrait remarkable is that Cierna interprets the
topic of faith in an innovative manner, presenting the former
atheist’s change into a convinced Catholic in a progressive form,
using IT language.

Another male-protagonist video portrait is Difuzny portrét
[Diffuse portrait] from 2007. Its main character is an interesting
man, by his own words an autodidact ¥, but who makes more of
an impression as an unusual chronicler. Employing his sense of
polemic, in the video loop he verbalizes crucial events of the past
three decades and his personal microhistory without interlinking
them. The never-ending monologue, bordering on mental

37 This is 60-year-old Miroslav Sustek from Zilina-Banova. Having lived
in seclusion for 40 years, he has written over a thousand unusual
stories. He made his debut in 2007 when the publishing house Artis
Omnis in Zilina published his book of stories Nie ste vy nédhodou ten
chyrny pan Rafin?

troch deti opisuje jeden z najbolestnejsich zazitkov svojho zivota, ked
musela odist od vlastného muza, aby oslobodila spod jeho tyranie
seba aj svoje deti. Ambivalentny nazov Rekonstrukcia vyjadruje
viacero sémantickych rovin ¢itania tohto diela: 1. odkazuje na
stavebnu rekonstrukciu bytu smerujicu k vytvoreniu nového
domova; 2. evokuje pojem z kriminalistiky — rekons$trukcia miesta
¢inu, v tomto pripade ide o kuchyriu, kde byvaly muz napadol

obet nozom; 3. obsah tohto pojmu vyjadruje niekolkoro¢nu cestu
tejto zeny k rekonstrukcii vlastného subjektu a zivota. Ak sivo
vSeobecnosti polozime otazku, o je skutocnou pricinou a dovodom
nasilia, odpovedou je podla Evy Sopkovej nerovnovaha moci
(fyzickej, psychickej, socialnej, ekonomickej) medzi muzmi a zenami
a zneuzitie tejto nerovnovahy a prevahy muzmi. Sopkova dalej tvrdi,
ze dovod, preco muzi pachajui nasilie na Zenach, velmi vyznamne
suvisi s rodovymi stereotypmi.3*

Pokial ide o skiimanie muzského subjektu, ktorému bola
venovand Ciernej individudlna vystava s jemne ironick§m nazvom
Traja muzi na zivot (2003), kam patril aj spominany videofilm
S Marosom a diaprojekcia Bez Kamila, treba poznamenat, Ze autorka
sa na muzov nepozera ako na objekty sexualnej tazby, naopak,
dosledne obchadza stereotypy a idealizované medialne obrazy
muzov servirované reklamami a masovou kultirou. Na rozdiel od
uplatniovania tohto klisé zobrazovania muzov a zien, ktorému sa
dobre dari hlavne v patriarchéalnych spolo¢nostiach, vytvarnicka
venuje pozornost kazdodennej realite Zivota, odkial si vybera muzov
zroznych profesijnych i socidlnych vrstiev, a na tému maskulinity
sa pozera z pozicie fenomenologie, ¢ize vychadza z vlastnej
sktisenosti. Vo svojich videofilmoch s muzskymi protagonistami
otvara v slovenskom vizualnom umeni nie prilis frekventované témy
mapujuce muzsku subjektivitu a skiima niektoré problémy, ktoré sa
dotykaju aktualnej problematiky muZskych stadii.3®

Autorke v tychto videoportrétoch nejde iba o zachytenie
vonkajsich stranok zobrazovanych muzov, ale najmé o preniknutie
do ich vnutorného sveta. Jej tsiliu o autenticitu vyjadrovania
zodpoveda vizualny jazyk videofilmov — z hladiska autorského
pristupu k spracovanej latke je poetike jej videnia blizky esteticky
a technicky asketizmus pravidiel sformulovanych danskymi
filmovymi rezisérmi v Manifeste Dogma 95.3° Tato charakteristika,
prirodzene, plati rovnako aj pre videa a videofilmy so zenskymi

34  Vyskumy ukazuju, ze ,doméce nasilie, ktorého obetou je zena (...), sa
vyskytuje na vsetkych sociokultirnych arovniach, vo vsetkych etnikach,

Problém, o ktorom sa ml¢i. In Aspekt. Nasilie I., 1998, C. 3, s. 24.

35 Muzské studia sa pomerne mladym samostatnym vednym odborom,
ktory je analogicky feminizmu a Zenskych stidiam: zameriavaja sa na
komplexny vyskum muza a na redefinicie muzskej identity.

36  Tito filmovi tvorcovia (jednym z najvyznamnejsich rezisérov je Lars von
Trier) zaviedli do sicasného filmu pouzivanie digitalnej ru¢nej kamery
a pozadovali snimanie pritomnej, bezprostrednej reality in situ s tym,
Ze trvali na dokumentarnej autenticite zaberov, v com mozno vidiet
odvolavanie sa na pribuzné praktiky zname z cinéma vérité (film-
pravda). Specificka verzia realizmu Dogmy 95 smeruje k zdéraziiovaniu
urcitého aspektu ontoldgie pohyblivého obrazu, menovite fotografickej
pritomnosti indexového aspektu obrazu. Co sa tyka nametov filmov,
orientuju sa prevazne na témy favorizujtce outsiderov alebo cudakov
stojacich na okraji spolo¢nosti, venujui pozornost ludom z nizsich
priecok spolocenskej stratifikacie casto trpiacim réznymi chorobami
alebo dusevnymi poruchami; v8§imaja si aktualne problémy osamelosti,
chudoby a vypovedaju o tragickych strankach existencie. JERSLEV,

A. Dogma 95, Lars von Trier’s The Idiots and the , Idiot Project”. In
JERSLEV, A. (ed.). Realism and ,,Reality“ in Film and Media. Northern
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automatism, combines the writer/autodidact’s encyclopaedic
knowledge with his critical views on people, society and politics.
He compares the totalitarian past with the current democratic
civil society. The two-fold portrait screened on a divided
projection surface gives a true picture of the mental split of the
over 60-year-old disabled retiree - in his childhood traumatized
by his aggressive father - who for the past thirty years has been
living alone with his mother, in voluntary isolation, unable to

go out and socialize, since he suffers from agoraphobia - the
pathological fear of crowds and open spaces. Despite that he is
well informed about current developments in the world as well
as in Slovakia, as he reads the papers, listens to the radio and
thus creates his own critical views of the contemporary world:
the political situation, politicians, the Church and various other
institutions representing the power structures of society. He

is also interested in issues related to using power within the
family and in interpersonal relations. Frequently his observations
are very accurate, although some of his opinions seem a little
shifted and distorted, which is most likely a consequence of

his very limited communication with people. In this connection

it might be fitting to quote the metaphor by Peter Mihalik, film
theoretician and reviewer, who has compared the (projection)
screen to an endless page making it possible to use its surface
to inscribe a whole model of outer and inner worlds.38 In the case
of the autodidact, the entries on 'the endless page' often express
a growing discrepancy between the inner and outer worlds of
the central character. One might equally say - with reference to
Anton Ehrenzweig’s psychoanalytic theory - the man’s shattered
verbal expression, digressing unpredictably, exemplifies 'schizoid
fragmentation'. Vlado himself seems to be fragmenting and
disclosing to us his ego, which is the basic creativity drive setting
off his creative process.*®

New Levels of Documentary Code and Social
Communication

Since her creative beginnings in video art Pavlina
Fichta Cierna has inclined to interconnecting documentary film
and video principles. Thanks to this she has managed to find
a suitable creative code corresponding to her personality and
artistic mentality. It must be noted that the chosen documentary
code or idiom connected to the artist’s own specific video
phraseology is primarily related to her ways of seeing, examining,
analyzing and articulating current problems of social and political
reality. Put simply, we could say in socio-psychological portraits
she makes Cierna keeps devoting her attention to mapping and
probing the problem zones of contemporary women of different
generations. The engaging, authentic videos mostly introduce
mature, older and elderly women whose life experience appeals
to the audience for not only learning but also for co-experiencing
regular human emotions free of any poses or affectation. Over
the following years, after exploring identity changes, aging
and diseased human bodies, loneliness and mental disorders,
Cierna embraced new subject matter. She began to reflect on
her family genealogy, the relation between the human individual

38 MIHALIK, P. Kapitoly z filmovej histdrie. Bratislava: Tatran, 1983, p. 211.

39 ISER, W. Jak se déla teorie (Czech translation of: How to do theory).

Prague: Nakladatelstvi Karolinum, Univerzita Karlova v Praze, 2009, p.

109.
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protagonistkami alebo s detskymi aktérmi. A hoci sa Ciernej
videorealizmus vyznacuje triezvym pohladom s prvkami
dokumentarizmu, nechyba jej cit pre postihnutie viacvrstvovych
psychosociadlnych dimenzii muzskych subjektov.

Napriek tomu, Ze v uvedenych videopribehoch z cyklu Traja
muzi na Zivot nie s zeny pritomné, premietaju sa do nich v podobe
asocidcii, spomienok a roznych alazii v monologoch jednotlivych
predstavitelov. Cierna v nich kladie doraz aj na domyselné skibenie
audiovizualnej zlozky, pretoze re¢c — monolog, dial6g alebo autenticky
zvuk — ¢i sprievodné hudobné fragmenty suvisia s obrazovou
strankou, generuju asociacné retazce v mysliach vnimatelov
a rozsiruju vyznamové vrstvy diel.

Vo videofilme O Jozefovi (2003) priblizuje netradi¢ny
portrét vytvarnika-autodidakta, ktory nasnimala subjektivnou
kamerou v zdevastovanych priestoroch starej textilnej tovarne
Slovena v Ziline, kde pracoval ako manipulant pary. Mal tu aj svoj
ateliér, akési utocisko pred vonkajsim svetom, ¢o zaroven vyvolava
asociacie na pribeh znameho ceského vytvarnika Vladimira
Boudnika. Je zrejmé, Ze tvorba hra v Jozefovom Zivote najdolezitejsiu
ulohu, povazuje ju za svoju vnutorna potrebu a spdsob
sebarealizécie. Cierna modeluje vo videofilme v dynamickom slede
obrazovych sekvencii ludsky a autorsky profil tohto subtilneho
Styridsiatnika, ktory s plnym nasadenim svojich sil obetuje vsetok
volny Cas vytvarnej tvorbe bez ohladu na odmenu ¢i aspech.

O svojom sukromi sa v8ak vyjadruje vyhybavo. Vo videofilme sa
striedaju reflexivne pasaze sustredené na detaily Jozefovej tvare

so zrychlenymi fragmentmi obrazov jeho postavy v prestrihoch

so zabermi polocelkov, o osviezuje zvukova stopa — dynamicky
balkansky rock obltbenej Jozefovej skupiny Alkatraz, ktory odkazuje
na jeho casté pobyty v Chorvatsku, kde nachadza paradoxne ovela
viac priatelov nez na Slovensku.

Uz na prvy pohlad odliSny charakter ma velkoplosna
videoprojekcia nazvana Od Vlada (2003), s dominujicim frontdlnym
polportrétom sediaceho mladého muza — programatora, ktory
sa v pokojne plyntcom videu koncentruje na vnatornu realitu
svojho Ja. Dovod jeho inakosti stvisi s jeho vlastnou premenou,
ktoru treba hladat v mentalnej rovine — v istom obdobi sa totiz
tento tridsiatnik rozhodol predefinovat rebricek svojich hodnot
a z ateistu sa stal zanietenym katolikom, ¢o sposobilo radikalnu
zmenu v jeho celkovom uvazovani i spdsobe Zivota. Zvlastnostou
Vladovho metaforického posolstva, ktoré sugestivne prednasa, je, ze
svoje myslienky tykajtce sa viery v Boha vyjadruje v terminologii
pocitacového jazyka. Velky zaber — detail Vladovej tvare premietanej
na bielom pozadi steny — magnetizuje divakov priamym pohladom
a pritahuje ich pozornost slovami vibrujicimi postupne do echa
zvukov, ¢o pripomina odriekanie modlitby. Tento minimalisticky
posobiaci, ale zamerne $tylizovany videoportrét je pozoruhodny
hlavne tym, ze tému viery Cierna interpretuje inovativnym
sposobom a obraz premeny muza ateistu na veriaceho katolika
podava v progresivnej forme prostrednictvom jazyka informatiky.

Do kategorie videoportrétov s muzskymi protagonistami
patri aj Diftizny portrét z roku 2007. V hlavnej tilohe vystupuje

zaujimavy muz, podla jeho vlastnych slov doméci literatus,?” ktory

Lights. Film and Media Studies Yearbook. Copenhagen: Museum
Tusculaneum Press, University of Copenhagen, 2002, s. 47 —53.

37 Ide o Sestdesiatnika Miroslava Susteka zo Ziliny-Banovej, ktory pocas
Styridsiatich rokov prezitych v Gstrani napisal viac ako tisic nezvyc¢ajnych
pribehov. Debutoval v roku 2007, ked mu v zilinskom vydavatelstve Artis
Omnis vysla kniha poviedok Nie ste vy nahodou ten chyjrny pan Rafin?
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and collective memory, and also, through the personal memories
of women who lived and witnessed them, controversial periods
of our history. In her latter works, locale-specific autobiographic
videos, the emphasis begins to be on their performance. Apart
from the main protagonist - the artist herself - the videos include
her husband, Anton Cierny, and last year she completed a few
more participative projects, based on cooperation with selected
participants in Eastern Slovakia. It needs to be pointed out

that Cierna’s creative effort in documentary videos parallels
developments on the international artistic scene, with its
symptomatic massive turn toward the documentary genre. This
began briefly after the exhibition Documenta 11in Kassel (2002),
which devoted significant attention to documentary film in the
context of art museums and galleries.*° The terrorist attack

on the World Trade Center in New York on September11, 2001
and related events contributed to documentary film revival.

At the same time traditional oral narrative came back to life in
new media, and great attention was paid to the topic of place
(location)™, which documentary films articulated from different
viewpoints. This inspired several international exhibitions
exploring various approaches arising from the meanings of the
notions 'documentary' and 'index-related' in contemporary film
practice.*? Mark Nash claims that the turn for documentary

film brought along quite a number of questions concerning
aesthetics, philosophy, politics and ethics, and they need to be
looked at. Because it is a well-known fact that the world is not
beautiful any more, and we are withessing the process of its being
destructed. That is why Nash appeals for critical involvement

in solving existing problems.*® Simultaneously, it is necessary

to mention that in the digital era the moving picture represents

a post-media practice.** Here Nash refers to the influential study
by the art theoretician Rosalind Krauss*® in which she rejects

the modernistic term specific medium. She promotes the term
postmedium, to be applied to video and hybrid art, since instead
of one storage format and material, their constitutive element is

40 NASH, M. Art and Cinema: Some Critical Reflections. In LEIGHTON,
T. (ed.). Art and the Moving Image. A Critical Reader. London: Tate
Publishing in association with Afterwall, 2008,p. 457.

41 In addition to the iconosphere of place, the exhibition defined other
topics, such as frontiers and crossing frontiers, traces of segregation,
the theme of journey and migration, post-colonialism and exile, and
the position of emigrants and refugees. NASH, M. Ibid., pp. 455-456.

42 We might mention e.g. the section Different Films at the Berlin
Biennale (2004), with a large number of political and aesthetically
opposed film practices based on social realism; or the exhibition
Experiments with Truth in Philadelphia’s Museum (2004-2005), the
exhibition Time Zones in the Tate Modern, London (2004) etc. NASH,
M. Ibid., p. 457.

43 Ibid., p. 459.

44  The postmedium base is not exclusively just one medium but the
several practices from which it is created. It co-exists with other
discourses of the moving picture: mainstream narrative film, art film,
documentary film, video and television. NASH, M. Between Cinema
and a Hard Place: Dilemmas of the Image as a Post-medium. In
DOUGLAS, S. - EAMON, C. (eds.). Art of Projection. Ostfildern: Hatje
Cantz Verlag, 2009, pp. 141-146.

45 KRAUSS, R. A Voyage on the North Sea: Art in the Age of the Post-
medium Condition. London: Thames & Hudson, 1999, pp. 24-25.

pOsobi skor ako nezvycajny kronikar. So zmyslom pre polemiku
verbalizuje podstatné udalosti poslednych troch dekad a osobnej
mikrohistorie bez dejovej stvislosti v slucke videa. V nekonecnom
monologu hranic¢iacom s psychickym automatizmom sa

prelinaju encyklopedické vedomosti spisovatela-autodidakta

s jeho kritickymi nazormi na ludi, spolo¢nost a politiku,

pricom porovnava totalitni minulost a si¢asnti demokraticka
obciansku spolo¢nost. Dvojnasobny portrét premietany vo forme
rozdelenej projekcnej plochy vystihuje psychicku rozpoltenost
tohto vyse Sestdesiatrocného invalidného dochodcu — v detstve
traumatizovaného agresivnym otcom —, ktory ostatnych tridsat
rokov Zije so svojou matkou doma, v dobrovolnej izolacii, bez
schopnosti vychédzat von do spolo¢nosti, pretoze trpi agorafobiou —
chorobnym strachom z verejnych priestranstiev. Napriek tomu

je dobre informovany o aktualnom diani vo svete i na Slovensku
znovin a rozhlasu, na zaklade ¢oho si vytvara kritické nazory

na sdcasnu politicka situaciu, politikov, cirkev a rézne institdacie
reprezentujice mocenské Struktiry, pricom sa dotyka aj otazok
uplatniovania moci v rodine a v ramci medziludskych vztahov. Jeho
postrehy st ¢asto vystizné, hoci niektoré nazory su pre obmedzenu
komunikaciu s ludmi vyznamovo posunuté a skreslené. V suvislosti
so zvlastnym charakterom tohto videa povazujeme za celkom
priliehavi metaforu filmového teoretika a kritika Petra Mihalika,
prirovnavajuceho (projekéné) platno ku knihe s jednou nekonecnou
strankou, ktora umozniuje zapisat na svoj povrch cely model
vonkajsieho a vnttorného sveta.>® V pripade domaceho literata si
mozeme vSimnut, ze zapis na ,nekonecnej stranke“ platna neraz
vyjadruje narastajicu diskrepanciu medzi vntatornym a vonkajsim
svetom ustrednej postavy videa. Mohli by sme rovnako povedat —

s odvolanim sa na psychoanalytickt teériu Antona Ehrenzweiga

—, ze roztrieSteny verbalny prejav tohto muza, ktorého prehovor

sa rozbieha do mnohych nepredvidatelnych smerov, je prikladom
»schizoidnej fragmentéacie”. Zda sa, akoby sa sam rozpadal na
fragmenty a odhaloval pred nami svoje triestiace sa ego, ktoré je
prenho zédkladnym motorom kreativity, uvadzajtace do pohybu
proces tvorby.3?

Dokumentarny kod a socialna komunikacia na
novej arovni

Pavlina Fichta Cierna inklinovala uz od zaciatku svojich
tvorivych iniciativ na poli videoumenia k spojeniu principov
dokumentarneho filmu a videa, vdaka comu sa jej podarilo najst
vhodny tvorivy kod blizky jej osobnostnej a autorskej mentalite.
Treba vSak zdoraznit, ze zvoleny dokumentarny kod alebo idiom,

s ktorym su bezprostredne zviazané Specifické vyrazové prostriedky
videofilmov umelkyne, primérne savisi s jej sposobom videnia,
sktimania, analyzovania i artikulovania aktualnych problémov
sucasnej socidlnej a politickej reality. S istym zjednoduSenim by sme
mohli povedat, ze Cierna svoju pozornost nadalej venuje témam,

v ktorych mapuje a sonduje problémové zony sacasnych zien
roznych generacii v psychologicko-socialnych videoportrétoch.
ktorych zivotné skisenosti prenesené do putavych autentickych
videopribehov sa pre divacke publikum stavaja pritazlivé nielen

38 MIHALIK, P. Kapitoly z filmovej historie. Bratislava: Tatran, 1983, s. 21T.

39 ISER, W. Jak se déld teorie. Praha: Nakladatelstvi Karolinum, Univerzita
Karlova v Praze, 2009, s. 109.
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heterogeneity, i.e. mixing several media together.*® The potential
of documentary video as an effective postmedium lies in its
creating productive connections between social and political
realities.*” In this context, Maeve Connolly pointed out another
important attribute in that the turn toward documentary video
stimulated the development of activist practices*®; these are
applied as key characteristic strategies in participative art, and
also relate to social and ethical turns.*®

Let us return from this short theoretical digression to
Cierna’s videos, in which her way of reflecting upon innovated or
new content shifts to further, more finely articulated testimonial
nuances, with more elaborated, ambiguous connotations. In them
the artist tries to diagnose the human subject on the grounds of
other newly discovered impulses, experiences and challenges.

Family Archaeology and Personal Memory Archive

In recent years, archives as the source of cognition,
symbol of memory, and institution collecting and preserving
visual and text information on various storage devices has been
becoming a significant motif of inspiration variously inflected
in visual art. Family memory, for example, can be presented as
a lively archive of personal memories, as Cierna contrived it in
her video Sestra otca mojej mamy a rodinny a politicky kontext
[My mother’s father’s sister and the family and political context]
(2009). The static, utilitarian camera focuses on one of the eldest
members of the family from Cierna’s mother’s side: Aunt Jozefina
Hubkova, an 87-year-old yet still very vital woman. Her engaging
talk introduces to spectators the genealogy of her family. The
camera first centres on her face, then goes to her hands showing
two pictures from the family album. The old lady gestures over
them in a lively manner and reminisces about a few relatives from
her large family - men and women who married some prominent
personalities of the Czech and Slovak political and cultural
scenes. We cannot but notice that her memories of the former
Czechoslovakia years bear a soft nostalgia for the once shared
but now divided state she considered her home.

46 Nash claims that in fact it was structuralist theory that, intoxicatingly,
mixed psychoanalysis with Marxism, which on the one hand killed
structuralist film but on the other provided access to the development
of postmedia installation art. NASH, M. Between Cinema..., Ibid., p.
148.

47 Nash also has an interesting view on world video art. He says that,
unlike work originating in underdeveloped countries, which often
use realistic strategies, Western artists, if they want to be labelled
'political', adopt realistic documentary film codes. NASH, M. Between
Cinema..., Ibid., p. 142.

48 CONNOLLY, M. The Place of Artist’s Cinema. Space, Site and Screen.
Bristol - Chicago: Intellect Books - The University of Chicago Press,
20089, p. 114.

49 While social turns express 'real people’s' direct involvement in art
projects realization, and are connected with a current interest in
teamwork and social commitment in the art profession, an ethical
turn is in respecting each other, each other’s mutual differences,
protecting the basic liberties and taking care of human rights.
BISHOP, C. Rizeni reality. Spoluprace a participace v souéasném
umeéni (Czech translation of: Directing Reality: Collaboration
and Participation in Contemporary Art). In Sesit pro uméni, teorii
a pFibuzné zony. Vol. 1, 2007, Issue 1-2, p. 9, p. 22. See also DEWS, P.
Uncategorical Imperatives: Adorno, Badiou and the Ethical Turn. In
Radical Philosophy 111, January/February 2002, p. 33.
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ako vydatny zdroj poucenia, ale aj ako prilezitost zazit normalne
ludské emocie bez akychkolvek poz a strojenych afektov. V priebehu
nasledujucich rokov tak pribudni k témam skiimania premien
identity, starnticeho a chorého tela, samoty a psychickych portch
nové nametové okruhy, v ktorych Cierna reflektuje genealégiu
svojej rodiny, zaobera sa uvazovanim o vztahu medzi individualnou
Tudskou pamétou a kolektivnou pamétou, pricom kriticky otvara

aj otazky tykajace sa kontroverznych obdobi nasej historie

a paméti v podobe archivu osobnych spomienok zien svedkyn —
pamétnicok, ktoré svoje Zité skusenosti tlmocia formou orélnej
histérie. V kontexte novsich diel sa objavia aj miestne Specifické
autobiografické videa s nosnou performativnou zlozkou, kde okrem
hlavnej aktérky — samotnej umelkyne — bude doéraz polozeny

na tvorivua spolupracu partnerskej dvojice manzelov Pavliny

a Antona Ciernych. K tymto videoperformanciam koncipovanym
na baze umeleckej spoluprace pribudli minuly rok dalsie typy
participativnych projektov, ktoré Cierna realizovala s vybranymi
ucastnikmi na vychodnom Slovensku.

Je treba zddraznit, ze Ciernej tvorivé snahy v oblasti
dokumentérnych videofilmov st paralelné s vyvinom prebiehajacim
na medzinarodnej umeleckej scéne, pre ktory je priznacny masivny
obrat k dokumentarnemu. Tento pohyb sa zacal uplatriovat kratko
po uskutocneni vystavy Documenta 11 v Kasseli (2002), ktora
venovala znacny priestor dokumentarnemu filmu v kontexte mazea
umenia a galérie.*® K obnovenému zaujmu o dokumentarny film
prispeli aj udalosti z 11. septembra 2001 tykajuce sa teroristického
utoku na Medzinarodné obchodné centrum v New Yorku. Zaroven
doslo k oziveniu tradi¢nych oralnych narativov v novych médiach
a velka pozornost patrila téme miesta (lokality),*! artikulovanej
zroznych uhlov pohladu vo formate dokumentarnych filmov. To
nasledne podnietilo na medzinarodnej scéne vznik viacerych vystav,
ktoré skiimali roznorodé pristupy vychadzajice z vyznamu pojmov
»~dokumentarny* a ,indexovy*“ v praktikach sicasnych pohyblivych
obrazov.*? Mark Nash tvrdi, Ze ,,s obratom k dokumentarnemu
vznikol cely rad estetickych, politickych, filozofickych a etickych
otazok, ktoré si vyzaduju pozornost”. Pretoze je znamou pravdou,
7e ,svet uz nie je krasny a my sme svedkami procesu destrukcie
tohto sveta“. Preto Nash apeluje na uplatiiovanie pozicie smerujtcej
ku kritickému angazovaniu sa v ramci existujicich problémov
sti¢asného sveta.*? Zaroven treba pripomentit, e pohyblivy obraz
v digitalnej ére predstavuje praktiku postmédia.** Nash sa pritom

40 NASH, M. Art and Cinema: Some Critical Reflections. In LEIGHTON, T.
(ed.). Art and the Moving image. A Critical Reader. London: Tate Publishing
in association with Afterwall, 2008, s. 457.

41 Okrem ikonosféry miesta boli v ramci vystavy formulované dalsie témy,
ako su hranica a prekracovanie hranic, stopy vyltcenia, téma cesty
a migracie, postkolonializmus a pozicia exilu, emigrantov a utecencov.
NASH, M. TamZe, s. 455 — 456.

42 Mozno spomentt napr. sekciu Iné filmy na Berlinskom bienéle (2004),
kde sa objavil velky pocet politickych a esteticky opozi¢nych filmovych
praktik zalozenych na kritickom realizme; vystavu Experiments with
Truth v Muzeu vo Philadelphii (2004 — 2005), vystavu Time Zones v Tate
Modern, Londyn (2004) a podobne. NASH, M. Tamze, s. 457.

43 Tamze, s. 459.

44 Bazou postmédia nie je vylucne jediné médium, ale viaceré praktiky,
z ktorych je vytvorené. Koexistuje s viacerymi diskurzami pohyblivého
obrazu: s mainstreamovym narativnym filmom, artovym filmom,
dokumentarnym filmom, videom a televiziou. NASH, M. Between Cinema

and Hard Place: Dilemmas of the Moving Image as a Post-medium.
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Another documentary video within the subject framework
of family genealogy combined with archiving the oral narratives
based on lively memories is Skladanie [Assembling] (2010).
Again, the main character is Aunt Jozefina, this time performing
in a more structured video consisting of two parts. The title
Assembling is partly used for its direct meaning: the camera
takes us to the kitchen where Aunt Jozefina is assembling building
blocks with two of her family’s children. She is cheerfully chatting
with them, and the little ones show great appreciation for the
dexterous way she handles the blocks. On the other hand, the
artist uses the word assembling in its metaphorical sense - in
the second part of the video Granny composes/layers her
memories in a monologue returning to her youth and comparing
it humorously with life today. Thus layers of recollections are
revealed to the spectators, the traces and hubs of the lady’s life
enfolded in the creases of her memory. Watching this mentally
sprightly elder, we get the impression that, besides her skill
at being herself, the lady teems with optimism and ongoing
interest in everyday life and current affairs. The videoportrait
of Cierna’s aunt might even seem, at least to some female
spectators, a model example of a 'survival manual for women'.5°
At the same time the artist extends the topic range of gender art
by adding an iconographic motif of elderly women who perceive
their old age not as a gloomy time, but still try to enjoy their
lives as much as they can, including enjoying small things that
surprise, please, intrigue and interest them.

The last video in this loose thematic series of overlapping
memory and history is Bei dem... (2011). Cierna created it in
cooperation with the Czech artist Marek Ther. Its story is partly
grounded in the personal memories of Jozefina Hubkové 5!
and her neighbour Hildegard Zaveska. They go back to the
period of the Second World War and right after it finished, when
German inhabitants of the former Czechoslovakia’s Sudetenland
were transferred to Germany. The video represents a well-
made combination of feature and documentary films, of their
expressively contrasting poetics and different approaches to
images and film narration. The introductory, almost balladic view
of part of Dolni PodluZi, in the Sudeten region, ends abruptly
in a cut, unexpectedly replaced by a suggestive detail of a still
beautiful although elderly woman lying on the ground. Then
someone quickly pulls her away and a fade-out takes us into the
main part of the film: a documentary devoted to this traumatizing
chapter of Czechoslovak and German history. The video’s central
character is Hildegard Zaveska, shotin her kitchen by a static
camera. She reminisces about her childhood and youth, and
talks about how she remembers the coexistence of Czech and
German inhabitants before and after the Sudeten Germans were
evicted from this geopolitically and ethnically diverse territory.
The authentic talk of this product of a mixed marriage - her
mother was German and her father was Czech - is here and
there interrupted by a fade-out. An important semantic element
of the video lies in occasional flashbacks that cut into the
monologue and bring out surprising passages, as if returning
to the past. They are feature sequences in which the elderly

50 A free association on the book by Slovak author Igor Bukovsky Néavod
na preZitie pre Zenu. Bratislava: AKV - Ambulancia klinickej vyZivy,
2013.

51  Inthe 1950s Jozefina Hubkova and her husband moved from the
Slovak village Suja near Rajec to Sudeten region.

odvolava na vplyvnu §tidiu Rosalind Kraussovej,*® v ktorej tato
teoreticka umenia odmieta modernisticky pojem Specifickosti
média a presadzuje termin postmédium aplikovany na video

a hybridné prejavy umenia, ktorych konstitutivnym prvkom je
namiesto jedného nosi¢a a materialu heterogénnost, miesanie
viacerych médii.*® Potencial dokumentarneho videofilmu ako
ucinného postmédia spociva zaroven vo vytvarani produktivnych
spojeni medzi socidlnou a politickou realitou.*” Maeve Connollyova
poukazala na dalsi dolezity znak v tomto kontexte, ktory tkvie

v tom, ze dokumentarny obrat povzbudil rozvoj aktivistickych
praktik.*® Tie sa uplatiiuji ako kltacové charakteristické stratégie
v participativnom umeni a suvisi s nimi tiez socialny a eticky
obrat.*

Vratme sa vSak po tomto kratkom teoretickom exkurze
opét k videam Pavliny Fichta Ciernej, v ktorych sa jej autorska
linia uvazovania o inovovanych alebo tiplne novych obsahoch
posuva k dalsim, jemnejsie artikulovanym nuansam vypovedi
s prehibenymi viacznaénymi konotéciami. Umelkyria sa v nich
pokusa diagnostikovat ludsky subjekt na zaklade dalsich
novoobjavenych podnetov, zazitkov a vyziev.

Rodinna archeoldgia a archiv osobnych spomienok

Archiv ako zdroj poznania, symbol paméiti a inStittcia
zbierajica a uchovavajuca vizualne a textové informacie na roznych
nosicoch, sa v ostatnych rokoch stava vyznamnym motivom
inspiracie réznorodo sklonovanym vo vizualnom umeni.

Napriklad aj rodinna pamét méze byt prezentovana ako
#ivy archiv osobnych spomienok tak, ako ju koncipovala Cierna
vo svojom videu Sestra otca mojej mamy a rodinny a politicky kontext
(2009). Usporna staticka kamera sustreduje pozornost na pttavé
rozpravanie jednej z najstarsich paméatnicok rodiny z matkinej
linie — tety Jozefiny Hubkovej, osemdesiatsedemrocnej, ale stale
velmi vitalnej Zeny, ktora priblizuje divakom geneal6giu svojej

In DOUGLAS, S. —EAMON, CH. (eds.). Art of Projection. Ostfildern: Hatje
Cantz Verlag, 2009, s. 141 — 146.

45 KRAUSS, R. A Voyage on the North Sea: Art in the Age of the Post-medium
Condition. London: Thames & Hudson, 1999, s. 24 — 25.

46  Nash prichadza s tvrdenim, ze v skuto¢nosti to bola strukturalisticka
tedria —ktora s prudkou opojnostou namixovala psychoanalyzu
a marxizmus, ktoré zabili Strukturalisticky film, ale sucasne vydlazdili
cestu rozvoju postmedialnemu umeniu instalacie. NASH, M. Between
Cinema...,tamzZe, s. 148.

47  Zaujimavy je tiez Nashov néazor tykajuci sa svetového video artu.
Tvrdi, Ze na rozdiel od diel pochadzajacich z rozvojovych krajin,
ktoré Casto pouzivaju skor realistické stratégie, zapadni umelci, ak
chcu byt prezentovani ako ,politicki”, adoptuju si kody realistického
dokumentarneho filmu. NASH, M. Between Cinema...,tamze, s. 142.

48 CONNOLLY, M. The Place of Artist’s Cinema. Space, Site and Screen.
Bristol — Chicago: Intellect Books — The University of Chicago Press,
2009, 8. 114.

49 Zatial ¢o socidlny obrat vyjadruje priame zapojenie ,,skuto¢nych ludi“
do realizacie umeleckych projektov a savisi so suc¢asnym zaujmom
o kolektivnu spolupracu a socidlnu angazovanost v umeleckej praxi,
eticky obrat znamena respekt vo¢i druhému, uznanie odlisnosti,
ochranu zakladnych slobdd a starostlivost o ludské prava. BISHOP, C.
Rizeni reality. Spolupréce a participace v sou¢asném uméni. In Sesit pro
umeéni, teorii a pribuzné zony, ro¢. 1, 2007, ¢. T — 2, 8. 9, S. 22, Dalej pozri
DEWS, P. Uncategorical imperatives: Adorno, Badiou and the ethical
turn. In Radical Philosophy 111, January/February 2002, s. 33.
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woman from the introductory segment reappears. There is no
monologue, only a dramatic music track. In a thriller-like tense
atmosphere the figure of the old yet vital woman appears in the
deserted village and alternates with the picture of a young girl.
The narrator’s monologue constitutes a dynamic part of the film,
as the artist concentrates mostly on the main character’s face
details while the woman verbalizes memories and everyday
experiences from a time more than half a century ago, when

the regime - first fascist then Communist regimes - harshly
interfered with many regular people’s lives. They lost their homes,
family members, close friends, and possessions. The writer
Sandor Marai truthfully states that ... communism is basically
"red fascism", as Communists... do not want the revolution to
liberate people, they want state capitalism by means of which
they are able to confiscate people’s private property, take away
all their human rights and afterwards enjoy unlimited powers in
oriental luxury.' 32 The final scene of the video is, again, a view of
the local landscape, coloured by lyrical music. In the background
we hear a children’s prayer recited in German, expressing the
desire for a heavenly homeland. Two types of poetics used in

the video imply two creative approaches: cinematic viewing

and surreal use of fiction typical of the feature segments of the
video show the authorial signature of the Czech video-artist Ther,
while the documentary style and use of monologues in the oral
history version are typical of videos by Cierna. Nevertheless,
production, post-production and final version of the video are
the result of creative cooperation of two equal authorial, Czech
and Slovak, personalities. In this work, they concentrate on an
historically significant turning point in Czechoslovakia's shared
history; yet another value of the video lies in its being based on

a true story and, coincidentally, on authentic memories of the
authors' relatives. After watching the video, spectators might
have the impression paradox of history appears more clear

the more time has passed. It is a distinctive contribution, not
least to the documentary archive, that forgotten aspects from
the totalitarian past can be brought to life through eye-witness
memories, and preserved in audiovisual forms that reflect
historical socio-cultural and political events. In connection with
current hypertrophy of memory, Andreas Huyssen states: 'the act
of remembering is always in and of the present' thus is an act of
the present.5® He also believes that too large a part of the current
discourse over memory concentrates on personal testimony,
memoirs, subjectivity, traumatic recollections - whether from

the post-structuralist psychoanalytic perspective or when

trying to reason the importance to therapy of authenticity and
experience.3* If conducted in the spirit of Lyotard’s 'small stories',
even these kinds of personal recollection/micronarratives told
from the narrator’s perspective are legitimate.5® On the other

52 MARAI, S. Slovak translation: Denniky II. Bratislava: Kalligram, 2012, p.

346.

53 HUYSSEN, A. Pritomnost minulého. Urbanne palimpsesty a politika
paméti (Slovak translation of: Present Pasts. Urban Palimpsests and
the Politics of Memory). Bratislava: Vydavatelstvo lvan Stefanik, 2005
[2003], p. 16.

54  Ibid., p. 22.

55 Lyotard holds that postmodernism’s 'big stories’ (religion, science,
Marxism, psychoanalysis, myths on progress and other theories),
aimed at explaining the sense of the world, have lost their credibility.
That is why Lyotard talks about the end of 'big stories' or narratives
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rodiny prostrednictvom oralnej historie. Sustredeny pohlad kamery
sa zameriava najskor na detail jej tvare, potom prechédza na ruky
portrétovanej postavy a zastavuje sa pri ukazovani dvoch fotografii
zrodinného albumu. Stara pani nad nimi zivo gestikuluje a spomina
si na viacerych vyznamnych pribuznych zo svojej rozvetvenej

rodiny — muzov i zien, ktori vdaka manzelskym zvazkom spojili

svoje zivoty s vrcholnymi osobnostami ceskej a slovenskej politickej
a kultirnej scény. Mozeme si tieZ vSimnt, Ze z jej spomienok na
roky prezité v byvalom Ceskoslovensku citit jemna nostalgiu po
zaniknutom spolo¢nom State, ktory povazovala za svoj domov.

Do tohto tematického ramca, kde sa stretava rodinna
genealogia s archivovanim ordlnych naracii zalozenych na
zivych spomienkach, mozeme zaradit aj dalSie dokumentérne
video Skladanie (2010). Opét sa v nom stretavame s identickou
hlavnou postavou tetou Jozefinou, ktora tentoraz acinkuje
v Struktirovanejsie koncipovanom videu pozostavajucom z dvoch
Casti. Nazov diela Skladanie vyjadruje na jednej strane doslovny
vyznam slova — skladanie, ked nas kamera uvadza do interiéru
kuchyne, kde teta Jozefina sklada spolu s dvoma detmi zo svojho
pribuzenstva stavebnicu. Pocas hry s nimi zivo komunikuje
a okrem druznej povahy prejavuje aj zjavnu zruc¢nost pri skladani
stavebnice, na ¢o s uznanim reaguju jej detski spolocnici. Na
druhej strane pojem skladanie autorka chépe aj v metaforickom
zmysle —ked po strihu nasleduje druha cast videa, v ktorom stara
pani prostrednictvom monologu sklada — navrstvuje spomienky,
pricom sa vracia do rokov svojej mladosti a konfrontuje ich s vtipne
komentovanymi rozli¢nymi prejavmi sucasného zivota. Pred divakmi
sa tak odvija vrstvenie spomienok, spominanie ako odkryvanie
relevantnych stop a uzlov zivota zavinutych v zahyboch jej paméiti.
Pri pohlade na vystupovanie tejto mentalne sviezej seniorky
mame dojem, Ze ide o osobnost, ktord okrem toho, zZe je sama
sebou, prekypuje zivotnym optimizmom a stale prejavuje zaujem
o kazdodenny zivot a dianie vo svete. Nejednej z divacok moze
napadnit, ze Cierna vo videoportréte svojej tety pontika modelovy
priklad redlneho ,navodu na prezitie pre zeny“.>° Umelkyria zaroveri
rozsiruje repertoar tém gendrového umenia o ikonograficky motiv
starych zien, pre ktoré staroba nie je beztatesnym obdobim, ale je
esSte stale prilezitostou na aktivne prezivanie zivota v ramci danych
moznosti, vratane zazivania radosti z malickosti, ktoré dokazu
prekvapit, potesit, vzbudit zvedavost a zaujat.

Aj v poslednom videofilme patriacom do tejto volnej
tematickej série, zaloZenej na prelinani paméti a historie, s nazvom
Bei dem.../ U...(201T), ktory Pavlina Fichta Cierna vytvorila
v spolupraci s ceskym umelcom Markom Therom, st bazou pribehu
osobné spomienky Jozefiny Hubkovej *! a jej susedky Hildegard
Zaveskej. Vracaju sa v nich do obdobia pocas druhej svetovej
vojny a tesne po nej, ktoré je spojené s odsunom nemeckého
obyvatelstva z oblasti Sudet v byvalom Ceskoslovensku. Videofilm
reprezentuje vydarenu kombinaciu hraného a dokumentarneho
filmu, ¢o sa uplatnuje v skibeni vyrazne kontrastnych poetik
prejavujucich sa v rozdielnych pristupoch k vystavbe obrazov
a filmovej naracie. Po ivodnom takmer baladickom zabere na velky
celok krajiny Sudet (oblast Dolni Podluzi), prerusenom ostrym
strihom, sa pred zrakmi divakov zjavi necakany sugestivny detail

50 Volna asociacia na knihu Igora Bukovského Navod na prezitie pre zenu.
Bratislava: AKV — Ambulancia klinickej vyzivy, s.r.o., 2013.

51 Na spresnenie savislosti treba doplnit, Ze Jozefina Hubkova sa
v pétdesiatych rokoch 20. storocia prestahovala so svojim manzelom zo

slovenskej obce Suja pri Rajci do oblasti Sudet.
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hand, Huyssen says that living memory is always 'located in
individual bodies, their experiences and their pain, even when
it involves collective, political, or generational memory', and he
emphasizes that we need the past as well as the present to be
able to formulate our political, social and cultural reservations
about the current state of the world.%®

In 2010 Pavlina Fichta Cierna and Anton Cierny presented
together, as artist/ partners and a married couple. Cierny works
in areas related to his wife’s art - video art and performance -
although he started as a sculptor. The couple framed their
exhibition Navody na vytvaranie potrebnych veci a dojmov
[Directions to create necessary things and impressions] (2010)
as a site-specific video installation in the Priestor gallery in
Bratislava. The fundamental object was a large red humanitarian
tent symbolizing help in crisis situations, where they screened five
videos of symbolic mental and emotional infusions. Both artists
made their own videos focusing on individual but contextually
related and innately interconnected topics. Cierny’s performative
videos have been interpreted by Zora Rusinova in his
monograph®, which includes a preprint of the interview she
made with the couple for the magazine Profil.>® Here we focus
only on three videos by Cierna. Their common denominator are
three female, middle-aged and elder, protagonists: one the artist
herself (Terapia [Therapy]), the second her relative (Skladanie
[Assembling]) as interpreted above, and the third a stranger
(Presadzanie [Repositioning]). In the videos the artist presents
partly related and partly different life stories of the women from
their personal perspectives. Although Repositioning is devoted to
a character unrelated to the family archaeology, we keep it in this
chapter since it is part of a corpus/triptych of videos, each dealing
with the imaginary transfer or projection of personal connotations
onto other people, and vice versa.

Cierna is interested in genuine women’s stories, directed
and often tangled by the very lives they live. The artist prefers - as
has been mentioned here - focusing on middle-aged and elderly
women, whom many professional spheres in society seem to
have written off, and whom the shallow ranks of society seem to
have stopped noticing. This also concerns the main character
of the video Repositioning (2010). In a short monologue she
recaps her life. The static camera captures just her torso and
concentrates on the details of her hands re-potting a plant. The
woman is self-critical, she admits having made plenty of mistakes
that caused conflicts and discrepancies in relationships with

and prefers small stories instead. These can more convincingly
express the complexity of the human subject and life from

different angles. LYOTARD, J.-F. O postmodernismu. Postmoderno
vysvétlované détem (Czech translation of: The Postmodern Explained
to Children). [1986]. Postmoderni situace (Czech translation of: La
Condition postmoderne) [1979]. Prague: Filosoficky ustav AV CR, 1993,
pp. 97-98. See also Wolfgang Welsch, suggesting the end of meta-
stories results in positive release of many small, particular stories.
WELSCH, W. Estetické myslenie (Slovak translation of: Asthetisches
Denken. Bratislava: Archa, 1993, p. 153.

56 Ibid., p. 155, p. 20.

57 RUSINOVA, Z. - SIKOROVA-PUTISOVA, M. - GRUN, D. Anton Cierny.
Zilina: Povazska Gallery of Art, 2012.

58 RUSINOVA, Z. Vysoka miera nepochopenia diela méze byt
problémom. Rozhovor s Pavlinou Fichta Ciernou a Antonom Ciernym.
In Profil, Vol. 17, 2010, pp. 56-67.

hlavy stale krasnej starej Zeny leziacej na zemi, ktoru rychlo niekto
odsunie zo zaberu. Po prvotnom Soku nasleduje opticky efekt
zatmievacky, ktory sa uplatnuje v ramci filmového strihu. Po nej

sa rozvija gro filmu — dokumentarna cast, venovana spominanej
traumatizujicej kapitole ceskoslovenskej a nemeckej a historie.
Ustrednou postavou videofilmu je Hildegard Zaveska snimana
statickou kamerou v kuchyni, ktora prostrednictvom oralnej
histoérie pribliZuje vo svojich spomienkach z detstva a mladosti
spoluzitie Cechov a Nemcov na tomto geopoliticky a narodnostne
roznorodom tzemi pred a po nésilnom odsune Nemcov zo Sudet.
Autentické rozpravanie protagonistky pochéadzajicej zo zmieSaného
manzelstva, ked¥e jej matka bola Nemka a otec Cech, v pravidelnom
rytme prerusuju zatmievacky. Dolezitym sémantickym prvkom sa
flashbacky, ktoré taktiez niekolkokrat prerusia monolég hlavnej
rozpravacky, aby sa po strihu v narative objavili prekvapivé pasaze
pripominajice navrat do minulosti. Tie predstavuji hrané casti,
ked sa v obraze opétovne zjavuje postava starej zeny z ivodnej
sekvencie, bez monologu, len s dramatickou hudobnou stopou.

S nadychom prizracnosti a evokovanim napétia typického pre
triller sa postava starej, ale apartnej zeny zjavuje vo vyludnenom
prostredi dediny a strieda sa s obrazom mladého dievcata. Monolog
rozpravacky tvori dynamicku cast filmu, autorka sa sustreduje
spomienky a zazitky z kazdodenného Zivota jej detstva a mladosti
pred viac ako polstoro¢im, ked velka politika — najskor fasisticka

a potom komunisticka totalita — kruto zasiahla do osudov mnohych
obycajnych Iudi. Stratili domov, ¢ast rodiny, blizkych Iudi, prisli

o majetky. V tejto savislosti si méZeme pripomentit vystizné slova
spisovatela Sandora Maraia, ktory povedal, Ze ,komunizmus je

v podstate 'Cerveny fasizmus’, lebo komunisti nechcu revoliciu
oslobodzujucu cloveka, ale Statny kapitalizmus, vdaka ktorému
nasilim zhabt ludom stkromny majetok a vsetky ostatné ludské
prava, aby potom vyvoleni mohli baSovat v orientédlnej hojnosti“.>?
Videofilm kon¢i zaverecnou scénou s detskou modlitbou odriekanou
v nemeckom jazyku, vyjadrujtcou tizbu po nebeskej vlasti, co
podfarbuju téony lyrickej hudby a definitivne uzatvara pohlad na
celok prirodnej krajiny. Dve poetiky filmu naznacuja dva tvorivé
pristupy: zatial Co v sposobe kinematického videnia a vo vyuzivani
fikcie az surrealneho ladenia, priznacnej pre hrané segmenty
videofilmu, mézeme identifikovat autorsky rukopis ceského
videoumelca Marka Thera, dokumentarny $tyl a uplatnenie
monologu vo verzii ordlnej historie je typickym znakom videi
Pavliny Fichta Ciernej. Produkcia, postprodukcia a finalna podoba
videofilmu sua vsak vysledkom tvorivej spoluprace obidvoch
rovnocennych autorskych osobnosti. V podtexte spolocného

diela ceského umelca a slovenskej umelkyne je zakédovana
spolupraca na vybrand tému historickej pamiéti, ktora okrem toho,
7e sa vztahuje na jedno zo zlomovych obdobi spolocnej histérie
byvalého Ceskoslovenska, ma este dalii cenny rozmer. Spociva

v tom, Ze film vznikol na zaklade skuto¢ného pribehu a ze zhodou
okolnosti bol zalozeny na autentickych spomienkach rodinnych
pribuznych oboch autorov, ktoré tieto dejinné udalosti priamo
zazili. Po vzhliadnuti tohto videa m6zu mat divaci dojem, akoby sa
paradoxnost dejin ukazovala jasnejsie zo vzdialenejsej perspektivy.
Je velkou vyhodou, Ze zabudnuté aspekty totalitnej minulosti
ozivaju cez zité spomienky priamych svedkyn a zachovavaju sa
prostrednictvom audiovizualnych diel reflektujacich udalosti
spolocensko-kultarnych a politickych dejinnych udalosti. M6zeme

52 MARAL S. Denniky II Bratislava: Kalligram, 2012, s. 346.
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her mother, husband and children. Looking back, she confesses
that quite a few things appear to be different and that sensible
people can learn from their mistakes, to avoid similar mishaps in
future. Perceptive spectators will notice that the woman, filmed
in her home and giving advice from her own experience, suffers
from a mental disorder. But they can also see how contact with
the plant, this little piece of nature, makes her happy, as though
it gave her new energy and determination not to give in to
problems and give up on the future. Her monologue reminds us
of the psychotherapeutic method known as the 'talking cure'.5°

In a monologue the protagonist tries to identify the problematic
aspects of her character that have led to her conflicts with family
members and people around her, in order to better recognize
her weak points and to avoid similar conflicts in future, whether
in terms of behaviour, communication or relationships. In other
words, the woman'’s vivid memories of the crucial stages of her
life are transferred into the spectators' memory. The contrast
between self-reflection, resembling a confession or remorse, and
the activity of re-potting the plant, embodying a healthy piece

of vegetation, gives the video a particularly lively, fresh outlook,
implying the heroine’s determination to make changes for the
better in her life.

It is worth noting that Cierna more than once intentionally
picks such topics and such objects by which she can thoroughly
and deeply probe, explore and reflect occurrences, feelings and
experiences, many of which she herself has often been through.
Richard Gregor in his review of the Cierny couple’s exhibition
described this aptly: 'Cierna projects many her feelings into her
protagonists, and | imagine that she also finds much of herself in
them'.8°

Autobiographical Video Essays

The following loose diptych of autobiographic essays
were composed as expressive experimental videos developing
variously-structured story layers with the artist herself as the
central character. The videos, both made in cooperation with the
cameraman Peter Pikna, share the feature of picture and editing
composition inclining to cinematic poetics. They bring remarkably
together practices of non-fiction documentary film with
approaches of feature films: use of experimental framing, wide-
angle lens, various camera angles, split screen and innovative
sound. Moreover, on the background of their unusual narrative,
there is a leitmotif in the form of an imaginative visual reminiscent
dialogue. Cierna employs this it in conversation with her now-
deceased grandmother on her mother’s side, whom as she says
herself she still misses.

The first video Terapia [Therapy] (2010) - premiered in
the same year as her exhibition with Anton Cierny in the Priestor
gallery in Bratislava - is a video essay with an open narrative
form, which has two principal semantic parts integrated into
a whole. They are a reminiscence of Granny’s delicious yeast-
dough cakes, which the artist likes to eat to compensate for her
having to take medication regularly. The camera takes us into

59 CONNOLLY, M. The Place of Artists' Cinema. Space, Site and Screen.
Bristol - Chicago: Intellect Books, The University of Chicago Press,
2009, p. 93.

60 GREGOR, R. Prva spolo&na vystava: Pavlina Fichta Cierna/Anton
Cierny. In Jazdec, Vol. 2, 2010, Issue 4.

Micro-stories of everyday life and marginal themes / Katarina Rusnakovéa

tiez povedat, Ze st osobitymi prispevkami do dokumentarneho
archivu. Na margo sucasnej hypertrofie paméti Andreas Huyssen
hovori, ze , akt rozpamétavania sa vzdy odohrava v pritomnosti,
teda je aktom pritomnosti“.>> Zastava aj nazor, Ze , privelka cast
sdcasného diskurzu o paméti sa sastreduje na osobné svedectvo,
memoare, subjektivnost, traumatickt spomienku — ¢i uz
z poststrukturalistickej psychoanalytickej perspektivy, alebo pri
pokusoch zdovodnit terapeuticky popularny pocit autentického
a sktisenostného®.>* Ak si vedené v duchu lyotardovskych ,,malych
rozpravani,” maju svoje legitimne opodstatnenie aj takéto formy
osobnych spomienok v podobe mikronaracii vyrozpravanych
z pohladu subjektu.>® Na druhej strane Huyssen hovori, Ze , Ziva
pamiit sidli vzdy v individualnych Iudoch, v ich zazitku a bolesti,
dokonca aj vtedy, ked obsahuje kolektivnu, politicka ¢i generacnu
pamét” a zdoraznuje, Ze ,,potrebujeme minulost i pritomnost, aby
sme mohli formulovat svoje politické, socidlne a kultirne vyhrady
k sic¢asnému stavu sveta*.>®

V roku 2010 prvy raz spolo¢ne prezentovali svoju tvorbu
Pavlina Fichta Cierna s Antonom Ciernym ako autorska a manzelské
dvojica. Cierny podobne ako jeho partnerka posobi v pribuznych
umeleckych oblastiach — zaobera sa videoumenim a performanciou,
hoci je povodnou profesiou sochar. Svoju vystavu, ktord koncipovali
ako miestne-Specifickti videoinStalaciu v bratislavskej Galérii
Space, nazvali Ndvody na vytvdranie potrebnyjch veci a dojmov (2010).
Taziskovim objektom bol velky Gerveny humanitarny stan,
symbolizujuci poskytnutie pomoci v krizovych situaciach, v ktorého
interiéri tto symbolicki pomoc vo forme mentalnej a emocionalnej
infazie poskytovalo péat videi. Kazdy z manzelského paru urobil
vlastné videa na individualne, ale obsahovo pribuzné a inherentne
prepojené témy, ktoré navzajom dobre komunikovali. Interpretacii
Cierneho performativnych videi sa venovala Zora Rusinova v texte
jeho monografie’”, kde je publikovany aj preprint rozhovoru
z Casopisu Profil, ktory tato slovenska teoreticka viedla s oboma
vytvarnikmi z manzelského paru.>® Zamerali sme sa preto iba na
tri videa Pavliny Fichta Ciernej. Ich spoloénym menovatelom st tri
zenské protagonistky v strednom a starSom veku: jednou z nich je
samotna autorka (Terapia), druhou jej pribuzna (Skladanie) — vykladu
tohto videa sme sa venovali vysSie v texte, a trefou predstavitelkou je
neznama zena (Presddzanie). Umelkyna v nich tematizuje ¢iastocne
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the privacy of the artist’'s home - her self-portrait of a kind with
partly staged scenes in which Cierna reveals one of her everyday
rituals: consuming a large number of various pills. She makes this
inescapable part of her life more pleasant by putting the colourful
mixture of tablets inside one of the cakes and thus turning it

into a medication sandwich. We watch the entire process of
preparation and then consumption of the weird meal as the
camera takes in close-ups of the protagonist’s face and hands.
The scene includes the dynamic, action element of throwing

pills over the table, recalling the roll of dice, as if referring to fate,
fatalism or fortune-telling. The cameraman and voice-over in one
person communicates with the artist and instructs her how she to
‘act out' her own little story. In addition to scenes recorded in the
house, the video shows Cierna on her way to the supermarket and
the local shop where she usually buys cakes. The line of the film
narrative is at one point interrupted by a spontaneous intermezzo
with the artist lying on the grass; the touch of nature is a metaphor
for her grandmother’s embrace, which the sensitive artist recalls
in this way. Another level of this video essay is, as the artist says,
'the view from behind the scenes - my acknowledging being
instructed or, in line with my intention, opposing instructions.

The changes of location 'complicate' perception, when these

two levels (the seemingly real and unreal) variously interconnect,
by minor playful absurdities (playing with pills, moving the cakes
in @ moving car) and the sound kept in its original raw form, by
which | pass by yet another aestheticizing moment. The video
was recorded in a mode that optically deforms the objects in the
front, and forms the picture into a circle, approximating a view

of an approaching peephole. In part this deformation serves as

a proxy for expressing the interface of reality and fiction.' ' One
might say Cierna has managed in this video essay to interconnect
inventively the autotherapy principle with the creative principle of
autopoesis, at the same time adding delicate humour and self-
ironic detachment.

In the second experimental film from the diptych, Home
Identity (2011) - made as one long take - the artist offers an
introspective probe into the intricate cobwebs of her own life,
her relations to herself and to individual members of her family.
These are brief stopovers in time, a kind of emotional and
relational resume, or an 'emotional audit' and rediscovery of
self through indicated associations or anticipated experiences.
Cierna as the protagonist of this autobiographical video has
declared a position of both subject and observer, enabling her to
probe the limits of empathy and sensitivity within the triangle of
participating subjects: she has a multiple role as family member,
author and perceiver. Her subject, herself, becomes a projection
screen and a cross section of pictures, resonating with Zygmunt
Bauman'’s idea from the book The Art of Life (2010) on searching
for the perfect, almost absolute model of life we all long for. 2 In
her video Cierna tries to distill essential intense recollections from
her family’s memory, from the mental archaeology of complex
family relationships. Here we realize - as artist hints - that family
and home are the driving force of our fate, and together with
childhood comprise the most important formative period of every

61 CIERNA, P. F. (M6j) empaticky pohyb v socialnom priestore. In
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VSVU, 2012, pp. 126-127.
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pribuzné, ¢iastocne rozdielne Zivotné pribehy zien z ich osobnej
perspektivy. Napriek tomu, zZe video Presddzanie je venované postave,
ktora nema nic spolo¢né s rodinnou archeologiou, nechavame ho

v tejto kapitole, kedZe patri do korpusu — volného triptychu videi, kde
sa odohrava pomyselny prenos osobnych konotécii projektovanych
do druhych ludi a naopak.

Ciernu zaujimaju pribehy skutoénych zien, ktoré
zreziroval a ¢asto riadne zauzlil sam zity zivot. Umelkyna dava
prednost — ako uz bolo na inych miestach tohto textu povedané—,
zZenam v strednom a starSom veku, ktoré akoby boli pre mnohé
pracovné sféry v spolocnosti odpisané a pre povrchné vrstvy
society neviditelné. Takou je aj protagonistka videa Presddzanie
(2010), ktora rekapituluje v kratkom monologu svoj vlastny
zivot. Staticka kamera zachytava len torzo trupu zobrazovanej
a sustreduje sa na detaily jej rak presadzajacich kvet. Aktérka je
sebakriticka, priznava si mnohé vlastné chyby, ktoré sa podpisali
pod jej konflikty a nezrovnalosti vo vztahoch s matkou, manzelom
i detmi. Pravdivo uznava, Ze z odstupu Casu sa viaceré veci javia
trochu inak a ze rozumni ludia sa dokazu poucit zo svojich chyb,
aby sa vyhli v buddcnosti podobnym preslapom. Vnimavi divaci
si vS§imnu, Ze Zena nasnimand v doméacom prostredi, ktora im
dava rady na zaklade vlastnych skusenosti, trpi psychickou
poruchou. Prijimatelia vSak mo6zu zaznamenat, ako jej styk s tymto
kuaskom prirody prinasa radost a uspokojenie, akoby z neho
Cerpala novu energiu a odhodlanie nepoddavat sa problémom
a nerezignovat na budicnost. Monolog hlavnej predstavitelky
vyznieva ako psychoterapeutickd metdoda , the talking cure” —
terapia rozhovorom.>® Pomocou monologického rozpravania sa
protagonistka snazi identifikovat problematické stranky svojej
povahy, ktoré viedli ku konfliktnym situacidam s blizkymi pribuznymi
a s ludmi z jej okolia, aby si slabé stranky svojej osobnosti viac
uvedomovala a v budicnosti sa podobnym koliziam v spravant,
komunikacii a medziludskych vztahoch vyhla. Ide o prenos ,zivych
spomienok* aktérky na zasadné aseky jej zivota do paméti divakov.
Kontrast medzi sebareflexiou pripominajtcou spoved ¢i vycitky
svedomia a akénymi gestami presadzania kvetu tematizujiceho
zdravy rastlinny organizmus, dava dokumentarnemu videu
mimoriadne zivy, svieZi vyraz a moze evokovat aspon malé naznaky,
7e protagonistka je odhodlana podstupit vo svojom Zivote niekolko
zmien k lepSiemu.

Stoji za povsimnutie, ze Cierna neraz zaimerne siaha po
spracovani takych tém a po takych objektoch svojho zaujmu,
prostrednictvom ktorych moze starostlivo sondovat, skamat a hlbsie
reflektovat zazitky, pocity a skdsenosti, ktoré mnohokréat preziva
aj ona sama. Tento fakt dobre vystihol Richard Gregor v recenzii
vystavy manzelov Ciernych, ked napisal: , Do snimanych aktérov
Cierna premieta mnohé zo svojich pocitov a domnievam sa, ze

v nich tieZ mnohé zo seba nachadza.“®°

Autobiografické videoeseje

Nasledujtci volny diptych autobiografickych videoeseji
je koncipovany vo vyrazovej forme experimentalnych

videofilmov rozvijajacich réznorodo $truktirované vrstvenie

59 CONNOLLY, M. The Place of Artists’Cinema. Space, Site and Screen.
Bristol — Chicago: Intellect Books, The University of Chicago Press,
2009, 8. 93.

60 GREGOR, R. Prva spolo¢na vystava: Pavlina Fichta Cierna/Anton
Cierny. In Jazdec, roc. 2, 2010, C. 4.
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life. They deeply influence us, and determine our future destiny.
Cierna uses her camera to explore, search and scan household
spaces one after another; the 'pursuing' camera serves to collect
realistic documentary views of the household taken from a low
horizon. The background sound track with technical noises not
only multiplies the intensity of the film’s physical experience but
can also evoke the Freudian 'unheimlich’, something alarming

or evil. Simultaneously, the camera aims remorselessly at

body fragments and face details of the artist, the main and

only protagonist of the video. Cierna also tries to transfer the
projection’s associated feelings to spectators. In the closing
section she attempts to incarnate her grandmother’s feelings
when forced to spend the last part of her life in a wheelchair, the
only noticeable movement her body being moving her eyes under
her eyelids.

This psychologically tuned introverted video elicits
further possible references to more delicate understanding and
reading of meanings related to subject matter, and complicated
multifaceted relationships within the family. They also correspond
with the words of the French phlilosopher Gilles Lipovetsky, who
says the more we revolve on ourselves and on our 'I'and the more
we attend to it and interpret it, the more questions arise and the
higher our insecurity grows, in turn requiring even more therapy
and anamnesis.®®

We presume that split-screen sequences expressing
feelings of disunity or fission could accord with what the
German sociologist Ulrich Beck claims: that the disunity
between 'one’s own life' and 'the existing for others', which is
perceived in a new way, shows ambivalence of the process of
women'’s individualization.®* Beck also maintains that family and
marriage are not linked just by topics of sexuality, tenderness,
marriage and parenthood but also work, profession, inequality,
politics, and economy. It is exactly this imbalanced mixing
of everything, even of the most contradictory, that makes all
questions so complicated.®® In reality, looking for the ideal in
life and family often means missing out on the genuinely real.
However, with more delicate apprehension and differentiation of
the meanings of small things in everyday life, we can sometimes
get pleasantly surprised by the minor, subtle acts in human
mutual relations, micromoments and microexperiences with
which those close to us present and enrich us.

In the Force Field of Spousal and Creative
Cooperation

The shared project of Pavlina Fichta Cierna and Anton
Cierny in 2010 motivated the married couple of artists to continue
cooperating in the following period, too. This time there was
a qualitative shift towards closer cooperation, in that the creative
pair approached working on common pieces of work in the
spirit of their mutual interconnection, resulting in a single video.
We can consider this an example of participation art within the

63 LIPOVETSKY, G. Era prézdnoty. Uvahy o souéasném individualismu
(Czech translation of: L'ére du vide: Essais sur l'individualisme
contemporain). Prague: Prostor, 2001, p. 70.

64 BECK, U. Rizikova spole¢nost. Na cesté k jiné moderné (Czech
translation of: Risikogesellschaft - Auf dem Weg in eine andere
Moderne). Prague: Sociological Publishing House, 2011, p. 172.
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pribehu s taziskovou postavou samotnej autorky. Pre obidva
videofilmy, ktoré boli nakratené v spolupraci s Petrom Piknom v role
kameramana, je charakteristické, ze vo vystavbe obrazov a strihovej
skladbe inklinuja vac¢smi ku kinematickej poetike. Dochadza
u nich k vyraznejsSiemu prelinaniu sa praktik non-fiction filmov,
priznac¢nych pre dokumentarny film, s pristupmi hranych filmov,
praktikami experimentovania v obraze, spdsobe nakricania
prostrednictvom Sirokouhlého objektivu kamery, vyuzivania
roznych uhlov kamery, deleného obrazu a netradi¢nych zvukov.
Navyse oba videofilmy majua v pozadi svojho zvlastne traktovaného
narativu zasunuty este jeden leitmotiv uplatinujtci sa v podobe
imaginativneho vizudlneho spomienkového dialégu. Cierna ho vedie
vo svojich asociaciach so svojou dnes uz nezijacou starou mamou
z matkinej strany, ktora jej podla vlastnych slov dodnes velmi chyba.
Prvy videofilm Terapia (2010) — premiérovo uvedeny v tom
istom roku na spominanej spolo¢nej vystave s Antonom Ciernym
v bratislavskej Galérii Space — je videoesejou s otvorenou narativnou
formou, ktord ma z hladiska sémantického obsahu dve nosné casti
spojené do jedného celku. St spomienkou na obltibené babickine
buchty, ktorych konzumaciou si vytvarnicka zmierniuje svoj trpky
udel pravidelného uzivania liekov. Kamera divakov uvadza do
stukromia domacnosti umelkyne — ide o svojho druhu autoportrét
umelkyne s ¢iastocne inscenovanymi scénami, v ktorych nam
Cierna odhaluje jeden zo svojich kazdodennych ritualov — uzivanie
velkého mnozstva liekov rézneho druhu. Tato nevyhnutni stcast
svojho Zivota si sprijemni v hranej scéne tym sposobom, Ze pestra
zmes tabletiek skonzumuje vnutri buchty upravenej do formy
sendvica. Kamera zachytava cely proces pripravy a jedenia tohto
zvlastneho pokrmu a sustreduje sa na snimanie detailu tvare a ruk
protagonistky. Dynamickym akénym prvkom je hadzanie liekov
po stole, o pripomina hru s kockami, ¢iZe s moznymi referenciami
na osudovost, predpovedanie ¢i veStenie budicnosti, ¢im rovnako
odkazuje na fatalizmus. Kameraman a voice-over (komentator)
v jednej osobe ddva umelkyni pokyny a komunikuje s nou, ako ma
Lhrat“ svoj vlastny maly pribeh. Okrem scén nakricanych v interiéri
domova kamera stopuje Ciernu cestou do supermarketu i miestneho
obchodu, kde si zvykne kupovat ,babickine buchty“. V linearne
plynicom narative filmu sa objavi aj spontanne intermezzo
s autorkou lihajdcou si do travy, pricom metaforickym objatim
prirody si senzitivna umelkyna spritomniuje spomienky na objatie
svojej starej mamy. DalSou rovinou tejto videoeseje, ako hovori
autorka, je ,,pohlad poza — priznanie momentov nakricania, ked som
instruovana, pripadne v stlade so zimerom instrukciam oponujem.
Vnimanie ,komplikuji’ zmeny lokacii, ked sa spominané roviny
(zdanlivo redlna a neredlna) rozne prepajajd, drobné hravé absurdity
(hra s liekmi, premiestnujtce sa buchty v premiestriujicom sa
aute) a zvuk ponechany v surovom stave, ¢im som prekonala dalsi
z estetizujucich momentov. Video je snimané v rezime, ktory opticky
deformuje objekty v popredi, a zaroven formuje obraz do kruhu,
¢o asociuje pohlad do priblizujiceho sa priezoru. Ista cast takejto
deformacie tu slazi ako zastupny model na vyjadrenie pomedzia
reality a fikcie."“°! Mozno povedat, Ze Ciernej sa podarilo v tejto
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framework of hybrid crossing of digital video and performance
art practices, the predominant target of which is not just the
origination of a piece of art but also the process of envisioning it
with all its individual steps, not only resulting in producing a new
piece of work but also strengthening the involved parties' mutual
relationship, communication and participation in their common
work. We might compare this to a certain form of therapy.

The video performance Obrus [Tablecloth] constitutes
a part of the bipartite video projection Pondelok, Utorok
[Monday, Tuesday] (2011). Its aim was to reflect the topic of
male-female gender roles, with the main idea of 'coming to
terms with' the object of a weapons - a submachine gun -
individually from a man’s and a woman'’s perspectives with all
the extraordinarily strong connotations concerning militarism,
and of subjecting it to manipulation and interpretation through
performance. Both spouses/performers were given equal
conditions: a dark, minimalist space with a table in the middle
of it, and a submachine gun. While Cierny embraced his video
performance Monday as a training demonstration, the goal of
which was to learn how to show the most effective and rapid way
of disassembling and reassembling a model 58 submachine
gun, Cierna’s strategy with the gun was to disassembile it, render
it non-functional and deconstruct its purpose. In her video
performance Tuesday the artist, unlike her husband, chose a slow
path, requiring the patience of women’s work and constituting the
kind of creative process defined by a gradual flow of time. The
focal point of Pavlina Cierna’s performance was carefully to trace
the individual gun parts all over a table covered with white paper
as a tablecloth. The artist first places/composes the gun parts
on the paper, and then captures their shapes by tracing them.
Thus, gradually, she creates a peculiar decorative pattern. She
even traces the largest gun part twice, the second time in mirror-
image, so the two identical shapes form the letter V for Victory.
Then she puts away all components of the now non-functional
gun, covers the finished drawing with a piece of plastic and clips
it to the table, making it a real tablecloth. In her performance
Cierna visualizes the process leading to deconstructing the
gun - a typical male symbol - the function of which she has
eliminated by turning it into a tablecloth pattern. Obviously, in
Cierna’s approach, the woman’s principle of humanism and
pacifism has prevailed: she has redefined the original semantics
of the gun by shifting it into the domestic sphere and family life,
usually concentrated around the 'fireplace', and the table evoking
the family meeting for meals and talk.

The couple’s bipartite video performance confirms
the traditional perception of gender roles: while the man/artist
represents heroic determination and a militant fit-to-fight
position, the woman/artist, not hiding her loathing of wars that
waste human lives and bring suffering, expresses her anti-
militant attitude. In this video the model of masculinity displays
well-known male attributes: toughness', distancing oneself from
others and common sense, with references to self-defence as
well as to boys' games. The feminine model presents female
qualities with the dominance of emotion, empathy and caring
for others.%¢ Seeing this particular work might make quite a few
spectators think that it would be useful to challenge these
established stereotypes, to stop accentuating masculinity/

66 NAGL-DOCEKAL, H. Czech translation: Feministicka filozofie.
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videoeseji invencne spojit princip autoterapie s tvorivym principom
autopoesis, pricom jej eSte dodala aj jemny humor a sebaironicky
nadhlad.

V druhom experimentélnom filme z tohto volného
diptychu — videoeseji s nazvom Home Identity (2011), ktory je
koncipovany a nakriteny v jednom dlhom zabere — umelkyna
ponuka introspektivnu sondu do spletitych sieti vlastného Zivota,
vztahov k sebe samej, ako aj k jednotlivym ¢lenom vlastnej rodiny.
Ide o kratke zastavenie sa v Case, o akusi citovu a vztahovi
rekapitulaciu ¢i ,emocionalny audit” a znovuobjavenie seba
cez naznacené asocidcie alebo tusené zazitky. Cierna sa ako
predstavitelka tohto autobiografického videa vyjadrila, Ze v pozicii
aktérky a pozorovatelky preveruje hranice empatie a citlivost
v trojuholniku ztcastnenych subjektov: vystupuje vo viacnasobne;j
zastupnej role rodinnych prislusnikov — ako autorka — aj v pozicii
vnimatelov. Jej subjekt sa pritom stava projek¢nou plochou
a priesecnikom obrazov, v ktorych rezonuje myslienka Zygmunta
Baumana z knihy Uméni zivota (2010) o hladani dokonalého,
takmer absoliitneho modelu Zivota, po akom v3etci tazime.%?
Cierna sa vo svojej snimke usiluje vydestilovat podstatné intenzivne
spomienky z pamati jej rodiny, z psychickej archeologie spletitych
rodinnych vztahov. M6zeme si uvedomit — ako ndm autorka
ukazuje v naznakoch —, ze rodina a domov st hybnou silou
nasho osudu a spolu s detstvom st najdolezitejsim formativnym
obdobim zivota kazdého ¢loveka. Maji na nas dolezity vplyv
a uréuju nas osud v budicnosti. Cierna skenuje kamerou — skima,
prehladava a snima zaradom — priestory domacnosti, pricCom tato
~prenasledujica“ kamera jej slizi na to, aby ziskala realistické
dokumentarne zabery domacnosti nasnimané z nizkeho horizontu.
Ruchova stopa technicisticky znejiceho zvuku dodava filmu nielen
intenzitu fyzického zazitku, ale méze evokovat aj freudovsky pojem
unheimlich vo vyzname niecoho znepokojujuceho ci zlovestného.
Zaroven je intimna kamera zamerana na fragmenty tela, na
nemilosrdné detaily, zaostrené na tvar autorky, hlavnej a jedinej
protagonistky videofilmu. Cierna sa rovnako snazi prenasat
asociované pocity z projekcie na divakov a divacky. V zaverecnej
sekvencii sa poktsa prevtelit do pozicie svojej starej mamy, ktora
bola na konci zivota pripitana na kreslo a jediny vyrazny pohyb jej
tela vykonavali aktivne sa pohybujtce o¢né bulvy pod vieckami.

Ciernej psychologicky ladend introvertnd videosnimka
evokuje aj dalSie mozné odkazy na subtilnejsie chapanie a Citanie
vyznamov, ktoré suvisia s témou subjektu a jeho zlozitymi
mnohofazetovymi vztahmi v ramci rodiny. KoreSponduja aj so
slovami francuzskeho filozofa Gillesa Lipovetského, ktory hovori,
Ze ,,¢im viac sa zaoberame svojim Ja, ¢im viac sa mu venujeme
a interpretujeme ho, tym viac otazok vznika a tym vacsia je nasa
neistota, ¢o si vyzaduje este viac terapie a anamnézy“.%

Domnievame sa, ze sekvencie deleného videoobrazu,
vyjadrujuaceho pocit rozpoltenosti, i rozstiepenosti, by sa mohli
zhodovat s tvrdenim nemeckého sociologa Ulricha Becka, ze
~rozpoltenost medzi ,vlastnym zivotom* a ,existenciou pre druhych’,
ktora je novo vnimana, ukazuje ambivalentnost procesu Zenskej
individualizacie“.®* Beck rovnako tvrdi, Ze rodinu a manZelstvo
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femininity polarities and instead to begin wiping them away;
that both genders - men and women - should have an equal
possibility to develop their intellectual and emotional abilities,
such that they interconnect in their activities, which should lead to
the elimination of traditional role division even in the household.®”

The second video of this loosely linked cycle is Nedelhé
popoludnie [Sunday afternoon] (2011). The performative nature
of work with its two main characters - Pavlina Fichta Cierna and
Anton Cierny - plays on references to the metaphor of tensions
in a relationship, which the couple expresses in their stylized
performance. The spectators watch a variety of peripeteia
through the behaviour of the couple: they arrive at a spot in the
countryside, equipped with special climbing ropes, to climb
a high-voltage electricity pole. Ascent to a summit we may not
even reach is more of a metaphor and a Sisyphean journey of
overcoming not only physical obstacles but in particular the
diverse limitations, stereotypes and low threshold of tolerance
which are, to various extent, embedded in both male and female
subjects, contributing to disharmony in marriage. Climbing to
the top of a high-voltage electricity pole as a symbol of conflicts
and relationship tensions can be in this case understood
as getting rid of the useless baggage, ballast and piled-up
misunderstandings that contaminated partnerships. It is also
an existential examination testing their value and durability. The
telephoto camera lens, scanning and observing the scenery, also
takes in the sporting performance of both participants climbing
up the iron pole construction. After an important moment - the
man’s decisive, energetic gesture halting the woman’s ascent, by
which the man meant to protect rather than limit her - the camera
captures them descending the pole and leaving the spot, while
their gestures and body language suggest they are airing some
opinions and having a bit of an argument about something.

The projected picture of the last vivid 'marriage
trilogy' video, A zotrvat'v pocite [And keep the feeling] (2012),
interconnects a vista of Bratislava and Pavlina and Anton
Cierny’s common performance. In it they articulate two important
aspects. The first is in the iconic local specifics expressed by
a moving picture of the vista of Bratislava, which appeals to
and plays with spectators' memory, many of whom remember
this view of Bratislava with the dominating castle from various
postcards, old photographs and works of art. Nowadays, however,
such media have been superseded by projections, taken
from one point by a static camera with a long focal distance,
documenting the current reality of this well-known part of the
Slovak capital. The second aspect of the video is a present-day,
lively performance by the Cierny couple, integrated into 'the stable
reality’ of Bratislava’s vista. In the performance’s introduction,
the camera captures Cierna approaching a swing attached with
long steel-wire rope to an old bridge soon to be demolished. She
starts swinging, enjoying this rare experience, in turns finding
herself above the flowing waters of the Danube river and above
its bank in the Petrzalka district. The dynamic element of the river,
inducing associations with the idea of panta rhei (everything flows)
and the swinging action give the static 'video postcard' a lively
spirit. After Anton Cierny appears, the couple begin to swing in
a synchronized manner of total fusion of bodies, recalling an act
by well-coordinated circus performers. They both experience
unrestrained freedom and pleasure in the swinging, which, for

67  Ibid., pp. 240-241, p. 284.
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nespajaju len témy sexuality, neznosti, manzelstva a rodicovstva,
ale aj praca, povolanie, nerovnost, politika, ekonomika. Je to prave
toto nevyvazené mieSanie vSetkého, ba aj toho najprotikladnejsieho,
¢o robi vietky otézky takymi komplikovanymi.®® Hladanie
idealneho v zivote, v rodine sa v skutoc¢nosti ¢asto mina s realnym.
Pri jemnejSom chépani a rozliSovani vyznamu malickosti

v kazdodennom zivote nas vsak niekedy mozu v medziludskych
vztahoch prijemne prekvapit prave malé ¢i subtilne prejavy, akési
mikromomenty a mikrozazitky, ktorymi nas nasi blizki ludia dokazu
obdarovat a obohatit.

V silovom poli manzelskej a tvorivej kooperacie

Spoloény projekt Pavliny Fichta Ciernej a Antona
Cierneho v roku 2010 motivoval tychto umelcov a manzelov
k dalSej autorskej spolupraci aj v nasledujicom obdobi. Tentoraz
doslo ku kvalitativnemu posunu na trovni tesnejSej spoluprace
v podobe tvorivého tandemu pristupujiceho k tvorbe spolo¢nych
diel v intenciach prepojenia tvorivych osobnosti v jednom
findlnom videodiele. M6zeme to povazovat za priklad umenia
participacie v ramci hybridného krizenia umeleckych praktik
digitdlneho videa a performancie, ktorého primarnym cielom nie je
len vznik umeleckého diela, ale rovnako aj proces jeho koncipovania
a jednotlivych stupnov veducich k tvorivej realizacii rezultujtcej
nielen do produkcie nového diela, ale taktiez upevriujacej vztah vo
vzajomnej komunikacii a participacii na spolocnom diele. Mohli by
sme to prirovnat aj k istej forme terapie.

Videoperformancia Obrus tvori cast dvojitej videoprojekcie
Pondelok, Utorok (2011), ktora bola koncipovana na tému
reflektovania muzsko-zenskych gendrovych roli.

Hlavnou myslienkou bolo ,,vyrovnat sa“
individualne z muzskej a zenskej pozicie s objektom zbrane —
samopalu — s mimoriadne silnymi konotaciami tykajucimi sa
militarizmu a podrobit ho manipulacii a interpretacii formou
performancie. Obaja manzelia-performeri mali k dispozicii
rovnaké podmienky — minimalisticky tmavy priestor
s centralne umiestnenym stolom a samopal. Kym Cierny svoju
videoperformanciu Pondelok ponial ako demonstraciu tréningu,
ktorého cielom je nacvik ako predviest efektivnym spdsobom v ¢o
najkratsom ¢ase rozlozenie a poskladanie samopalu vzor 58, Ciernej
stratégiou je tito zbran rozlozit, znefunkcnit a dekonstruovat jej
vyznam. Vo videoperformancii Utorok si autorka na rozdiel od
svojho muza zvolila pomald cestu vyzadujucu si trpezlivost zenskej
prace pri tvorivom procese, ktorého defini¢cnym znakom je pozvolné
plynutie ¢asu. Taziskom performancie Pavliny Ciernej sa stalo
starostlivé obkreslovanie jednotlivych Casti rozlozeného samopalu
na stole, ktory predtym precizne pokryla bielym papierom vo
funkcii budiiceho obrusu. Vytvarnicka zlozky samopalu najskor
uklada —komponuje na bielom papieri stola a potom zaznamenava
ich tvary obrysovou kresbou, ¢im postupne na papieri vznikaja
vizuélne formy pripominajtce zvlastny dekor. Motiv najvécsej Casti
tela samopalu dokonca zopakuje v zrkadlovej kresbe symbolizujtcej
pismeno V vo vyzname Victory, vitazstvo. Potom umelkyria odloZi
nefunkén zbran rozlozent na suciastky, vytvorent hotovi kresbu

prikryje igelitom a upevni po stranach stola svorkami, ¢im ziskava

podobu obrusu. Cierna vo svojej performancii vizualizovala pracovny

postup smerujuci k dekonstrukcii zbrane — typického muzského
symbolu —, ktorej funkciu eliminovala tym, Ze ju premenila na

65 TamzZe, s. 161.

a moment, takes them back to the times of children’s games.
Nevertheless, the performance includes some adrenaline and
risk: should any error occur in their perfect body coordination,
they could end up falling into the river. The soundtrack consists
only of particular sounds - the flowing river and twanging swing
ropes. Let us add that two time dimensions intersect in this

piece of work. On the one hand time flows continuously, leaving
behind traces in naturally-accumulating history, mostly not much
changing the view of the city’s dominant features; on the other
hand the spectators perceive the dynamically operating yet still
ephemeral time of the couple intervening in a situation frozen

in the temporary, just one of the time-limited episodes of the
grand time of history. We can also say that in this work urban
mythology and social interaction permeate each other. The video,
possessing some qualities of a film, ends in a film'’s optical effect:
a fade. If the title and leitmotif of the video express the desire

to cling to a euphoric feeling, we might ask ourselves whether it
does not primarily imply a desire to keep loving each other.

In this case we are talking about a middle-aged mutual
love. Regarding love - without any age limitations - Zygmunt
Bauman said very aptly: 'Love is not something that could be
found; it is neither an objet trouvé, nor anything ready-to-use.

It is something that needs to be created and re-created every
day, every hour; it needs to be constantly restored, validated,
looked after and taken care of'.®8 In other words it could be said
that love and cultivating a relationship might be understood as
a continuous 'empathetic dialogue' running the course of years,
a dialogue both parties care about, even though in the force
field of relationships various frictions and conquests frequently
occur. After all, how partners communicate and coordinate all
the aspects of two people’s mutual understanding, tolerance and
harmony have always been among the most complex questions
in human relationships.

The common piece of work And keep the feeling, based
on equal cooperation of the artists, the Cierny couple, can at the
same time serve as a proper example of art therapy applied to
strengthen the partnership, and be considered an example of
marital art.

Participative Art in the Video Documentary Context

The latest series of video works, besides being connected
with the region of Eastern Slovakia, is also an illustration of using
the diverse practices of participative art applied to documentary
video genres: portrait and reporting. However, the videos with
their hybrid nature go beyond these genres, as they aim at the
fusion of practices typical of film documentary, video art and
visual culture.

Cierna consciously conceived the first video Vsetko, o
vam na ocCiach uvidia [Everything they see in your eyes.] (2013)
as a program project of participative cooperation with a selected
woman protagonist. The goal was not just to create an impressive
portrait of an elderly woman by depicting crucial periods of her
life story; an equally important leitmotif of the work was the
artist’s empathy and mental support for the main character of her
documentary. The woman found herself at a breaking point once
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dekorativnu vzorku na obruse. Je zjavné, Ze predefinovanim
povodnej sémantiky zbrane posunom do domace;j sféry
a rodinného zivota koncentrujticeho sa okolo ohniska stola, ktory
evokuje stretavanie sa rodiny pri jedle a spolo¢ni komunikaciu,
prevladol v Ciernej pristupe zensky princip nestci kédy
humanizmu a pacifizmu. Autorska dvojica potvrdila touto dvojitou
videoperformanciou zauzivané rodové roly: zatial ¢o hrdinska
odhodlanost a militantna bojaschopnu poziciu reprezentoval
muz-vytvarnik, zena-vytvarnicka, neskryvajtca svoj odpor
k vojnam prinésajicim zbytocné straty ludskych zivotov a mnoho
trapenia, vyjadrila antimilitaristicky postoj. V pripade tohto videa
nam model maskulinity ukazuje znamu kategoriu muzskosti,
ktoru charakterizuje ,,tvrdost”, odstup od druhych a preferencia
rozumu s odkazmi na obranu i chlapcenské hry, a model feminity,
ktory prezentuje kategoriu zenskosti s dominanciou citu, empatie
a starostlivosti o druhych.®® Nejednej divacke alebo divakovi po
zhliadnuti diela moZe napadniit, ze tieto zauzivané stereotypy by
bolo dobré sproblematizovat v tom zmysle, ze uvedené polarity
muzskost — zenskost sa nebudui vyzdvihovat, ale naopak stierat,
budu sa rozplyvat s tym, ze oba rody — muzi aj Zeny — maji mat
rovnaki moznost rozvijat svoje rozumové a emocionalne schopnosti
tak, aby ich vo svojich ¢innostiach prepajali, ¢o by malo viest
k odstraneniu zauZivanej delby roli aj v domacej sfére.®”
Druhym videom patriacim do tohto volne prepojeného
cyklu je Nedelné popoludnie (2011). Performativny charakter diela
s dvoma hlavnymi aktérmi — Pavlinou Fichta Ciernou a Antonom
Ciernym — sa pohrava s naznakmi odkazujicimi na metaforu
vztahového napatia, ktoré dvojica vyjadruje vo svojej Stylizovane;j
performancii. Divaci sleduja celd skalu réznych peripetii v spravani
tejto dvojice vybavenej Specidlnymi lezeckymi lanami, ktora
prichadza v letnom obdobi do krajiny, aby uskutocnila vystup
na stoziar vysokého napitia. Vystup na vrchol, ktory casto ani
nemusime dosiahnut, je skor metaforou a sizyfovskou cestou
prekonavania nielen vonkajsich prekazok, ale hlavne najroznejsich
obmedzeni, stereotypov a nizkeho prahu tolerancie, ktoré su
v roznej miere zafixované v muzskom a Zenskom subjekte, ¢o sa
podpisuje pod disharmoéniu spoluzitia v manzelstve. Vystup na
vrchol stoziaru vysokého napétia ako symbolu nezhdd a vztahovych
tenzii moéZeme v tomto pripade citat ako zbavovanie sa zbytocnej
zataze, balastu a nahromadenych nedorozumeni kontaminujtcich
partnerské vztahy. Je aj existencialnou skiiskou preverujicou
ich hodnotu a trvacnost. Kamera, v tomto pripade pozorujica
a prehliadajica krajinu prostrednictvom teleobjektivu, sleduje
$portové vykony oboch aktérov stapajtucich nahor po zeleznej
konstrukcii stoziara vysokého napétia. Potom, ako zaznamena
dolezity moment —rozhodné, energické gesto muza zastavujice
Zenu vo vystupe nahor, ktoré vsak nebolo gestom obmedzenia,
ale gestom ochrannym—, zachytava zostup dvojice dolu a odchod
aktérov z krajiny sprevadzany podobnou skalou drobnych vymen
nazorov a nezhod naznacenych len v gestach a reci ich tiel.
Posledné sugestivne video z tejto ,,manzelskej trilogie”
A zotrvat v pocite (2012) spaja v premietanom obraze vedutu
Bratislavy a spolo¢nu performanciu Pavliny a Antona Ciernych.
V diele artikuluju dva dolezité aspekty. Prvym je ikonicka
miestna Specifickost vyjadrena pohyblivym obrazom veduty
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again, as she made a voluntary decision to be placed in a nursing
home, due to her worsening health.

Cierna made her video within the framework of
X - Apartments in KoSice - Saca. lts final form was a staged
screening for two spectators in the protagonist’s flat between
September 24 and 28, 2013. The video projected in the
woman’s living room, on the wall - covered in wallpaper picturing
a birch forest - was at the same time a primary impulse to initiate
communication with visitors to this non-traditional event. Cierna
developed a documentary portrait of this woman of Ruthenian
origin, who came from Medzilaborce in Eastern Slovakia. She
confronted two breaking points in her life, concerning the
woman'’s initial and later re-evaluated relations to the Catholic
Church and the Communist Party. These key moments are
emphasized in the protagonist’s monologue, in which she
reminisces about ambivalent events from her childhood related
to her experience of religious education, which traumatized
her all her life. The experience was so overwhelming that the
woman, in order to demonstrate some kind of personal rebellion,
decided to join the Communist Party. She says she was a loyal yet
selfless member all her adult life when she worked for the Eastern
Slovakia Steel Factory as the head of the company canteen. The
number of medals she was awarded speaks for itself. However, at
a certain decisive point in her life she parted from Party ideology
and tore up her diplomas. Cierna, on the grounds of what she had
learned about Irena C.’s life, incorporated into her audiovisual
story - in which pictures of the protagonist’s apartment alternate
with views of local exteriors - two gifts that she gave to Irena C.
One of them was a journey to her native town, Medzilaborce,
which the main protagonist had not visited for 46 years. Cierna
uses close-ups of her returning to places that bring back
memories of her youth and of the years of her active working
life, where she meets with the current generation of local nuns.
She also visits the church and finds out how much things
have changed from the past. The substance of the following
part of the documentary video is in takes concentrating on
the spontaneously communicating woman, who even reveals
her being seriously ill - the camera captures a close-up of her
hand holding an insulin pen. This visual chronicle brings us to
Cierna’s second gift - hiring a nun to help look after Irena C. As
the artist puts it, this gift can be considered an expression of
'making amends for old wrongs, through a symbolic act of care".
Other specific characteristics of the video hybrid structure are
the static photographic scenes with the nun helping the old lady
around her flat. They fade into moving pictures of the video in
its introductory and closing segments. In the final phase of the
non-classically-structured narrative the spectators learn that the
lady has parted with the Church as an institution but remained
a believer in her heart. Here in relation to the story we could refer
to Sandor Marai's thoughts: 'though in the autumn of life there
is less to enjoy, life remains the greatest gift... which we must
celebrate as often as possible, and gratefully'.6®

In this video work Cierna managed to use an elderly
woman’s fate to point out the complicated, contradictory
and ambiguous socio-political, economic and socio-cultural
conditions under different political regimes that significantly
influenced the woman'’s personal decisions. Again, a type of oral
history appears: life memories shared in the form of a narrative
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Bratislavy, ten sa pohrava s pamétou divakov. Mnohi z nich

maju totiz vo svojich spomienkach zafixovany presne tento

pohlad na Bratislavu s dominantou hradu z réznych pohladnic,
dobovych zaberova umeleckych diel. Teraz vSak pevné nosice
nahradil imaterialny premietany obraz velkorysych rozmerov
snimany z jedného bodu statickou kamerou s velkou ohniskovou
vzdialenostou, ktory dokumentuje siacasnu realitu znameho
segmentu hlavného mesta Slovenska. Druhym aspektom diela

je aktualna ziva performancia dvojice Ciernych integrovana do
,stabilnych realii veduty Bratislavy. V ivodnej Casti performancie
kamera zachytava umelkynu, ktora prichadza k hojdacke
upevnenej na dlhych ocelovych landch na starom moste uréenom
v blizkej budicnosti na demontaz. Zacne sa hojdat a vychutnava
si radost z nevsedného zazitku, ocité sa striedavo nad pevninou
brehu v Petrzalke a nad hladinou plyniceho toku Dunaja.
Pohyblivy prvok spritomneny zivlom rieky navodzujuci asociacie

s myslienkou panta rhei (vSetko plynie) a performativna akcia
hojdania dodavaju staticky posobiacej ,,digitdlnej videopohladnici“
aktualnu zivost. Po prichode Antona Cierneho rozvinie dvojica
spolo¢né synchronizované hojdanie v pozicii totalneho splynutia
tiel, Co pripomina az vykon dobre zohratych artistov. Obaja zazivaju
nespuatanu slobodu a radostny pocit z hojdania, ¢im sa na chvilu
vracaju do obdobia detskych hier. Performancia vsak prinasa

aj adrenalinovy zazitok s istou davkou rizika, pretoze keby sa

v ich dokonale skoordinovanej sthre tiel vyskytla nejaka chyba,
mohli by lahko skoncit v Dunaji. Vo zvukovej stope sa uplatriuje
iba konkrétny zvuk — hukot toku rieky a praskanie lan hojdacky.
Dodajme este, ze v tomto diele je evidentné pretinanie sa dvoch
casovych dimenzii: na jednej strane ide o permanentne plynuci
Cas zanechavajuci stopy v prirodzene pribudajucich letopoctoch
historie, ktoré nemenia vyrazne pohlad na dominantu mesta, a na

druhej strane divaci vnimaju sice dynamicky posobiaci, ale efemérny

Cas dvojice intervenujtcej do ustalenej temporélnej situécie, ktory
je len jednou z ¢asovo obmedzenych epizdd velkého dejinného

Casu. MozZeme tiez povedat, Ze v tomto diele ide o prienik urbanne;j
mytolégie a socialnej interakcie. Video s filmovymi kvalitami obrazu
konci filmovym optickym efektom — zatmievackou. Ak nazov

a leitmotiv videa vyjadruja tdzbu zotrvat v euforickom pocite,

mozeme si polozit otazku, ¢i to neznamena hlavne ttzbu po zotrvani

vo vzajomnej laske. V tomto pripade ide o lasku v strednom veku.

K téme lasky — bez akéhokolvek vekového obmedzenia — sa vystizne
vyjadril Zygmunt Bauman: , Laska nie je nieco, co by sa dalo najst;
nie je to objet trouvé ani nic, pripravené na poutzitie. Je to nieco, ¢o
sa kazdy den, kazdda hodinu musi vytvarat a pretvarat nanovo; je
treba ju neustale kriesit, potvrdzovat, starat sa o nnu a opatrovat
ju.“®8 Inymi slovami by sa dalo povedat, Ze lasku a rozvijanie vztahu
mozno chapat ako kontinualny ,empaticky dialog” prebiehajtci

v procese rokov, na ktorom zélezi obom, aj ked v silovom poli
vztahov sa neraz vyskytnu a prebiehaja rozne iskrenia a vyboje.
Ved komunikacia medzi partnermi a zostladenie vsetkych aspektov,
ktoré sa k vzajomnému pochopeniu, tolerancii a zharmonizovaniu
dvoch subjektov viazu, patria k tym najkomplikovanejsim otazkam

tykajicim sa medziludskych vztahov. Spolo¢né dielo A zotrvat v pocite,

ktoré je zalozené na rovnocennej spolupraci autorskej a manzelskej

dvojice Ciernych, médze byt zaroveri vhodnym prikladom arteterapie
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interwoven with political and socio-cultural history. Let us recall
one more time Marai’s words on history. He says 'history is
not black and white, rational or irrational, nor is it a collision of
materialism and idealism. History is like alternating current, and
irrationality can move history just as rationality can.' ™

The second project created in the spirit of participative
art’s creative approaches, this time with a remarkably critical
undertone, is titled Reportaze [Reports] (2013). It consists of
two eponymous videos that were presented as part of the wider
range of the artist’s video works in the Cinema of the Museum of
Modern Art Ludwig Foundation in Vienna on October 16, 2013.

Both video reports bear the same main characteristics,
as they were custom-made for Cierna by the regional TV station
Zemplin. Their contents are related to Eastern Slovakia and to
two of the main and pressing problems related to this geopolitical
and socio-cultural space. One problem is that of the border
between the Slovak Republic and Ukraine in VySné Nemecké,
where the Schengen area enabling people to travel freely around
the EU countries without being checked by customs officials
ends. The other deals with the perpetual social problems
of Roma inhabitants. The artist commissioned the above
mentioned television to make 'politically incorrect' video reports
on these fundamental topics. The presenters and the addressed
protagonists speak very openly in them about all the problems
left unsolved or ignored for too long. As we learn from the closing
captions, the reporter Anna Cin&arova voiced the news programs
'for Pavlina Fichta Cierna' without any intention of interfering
with their contents and dressing them up, as is common in
much of mass media. This is why the first report from the border
checkpoint in VySné Nemecké informs the spectator about the
strange practices of some customs officers: obstructing tourists
travelling from Ukraine to Slovakia, creating artificial barriers
to trade development and contact among people, and more
or less sophisticated ways of smuggling cigarettes or petrol
and penalizing travelers, including the corrupt behaviour of
customs officers on both sides of the Slovak/Ukrainian border.
The report is composed of interviews with randomly selected
people and current shots of the checkpoint. The second video
report covers long-unsolved problems of the marginalized
ethnic Roma minority. The presenter compares the catastrophic
living conditions in the settlement Angi Mlyn near Michalovce -
extreme poverty, unemployment, loan-sharking, under-education,
isolation and never-ending conflicts - to the positive example of
the village Pavlovce nad Uhom, where many Roma inhabitants
have left and gone abroad for work, and some who have stayed
at home have jobs or are self-employed. However, the report also
mentions the Roma who abuse the social welfare system in Great
Britain, which even BBC Television has reported on. With a clearly
critical approach, Cierna’s documentary videos - authentic
reporting from Eastern Slovakia - pinpoint unattractive topics of
the political agenda, which not only the former totalitarian regime
but also teams of post-Velvet-Revolution politicians on left and
right failed to deal with.

These video works confirm the importance of the
return of the real to art, as propounded by Hal Foster, which is
at the same time related to the return of the referential. This
expresses nostalgia for the universal categories of being and
experience, though it is ironic that the revival of humanism

70 Ibid., p. 308.

na upevnenie partnerského vztahu. Mozno ho tiez povazovat za
dalsi priklad patriaci do kategorie manzelského umenia.

Participativne umenie v kontexte videodokumentu

Posledna séria videodiel, okrem toho, ze je spojena
sregionom vychodného Slovenska, je rovnako prikladom vyuzitia
rozlicnych praktik participativneho umenia uplatnenych v Zanroch
dokumentarnych videofilmov — v portréte a reportazi, ktoré ich vsak
svojou hybridnou povahou prekracuju, pretoze smeruja k prienikom
praktik priznac¢nych pre filmovy dokument, videoumenie a vizualnu
kultaru.

Prvy videofilm Vsetko, ¢o vam na ociach uvidia (2013) Cierna
programovo koncipovala ako projekt participativnej spoluprace
s vybranou protagonistkou, ktorého cielom nebolo iba posobivé
stvarnenie portrétu starsej zeny prostrednictvom vykreslenia
rozhodujucich obdobi jej Zivotného pribehu, ale rovnako délezitym
leitmotivom diela sa stala empatia a psychicka podpora, ktoré
umelkyna venovala hlavnej postave svojho dokumentu. V tom
Case sa totiz nachadzala opét v istom zlomovom momente
svojho Zivota, ktorym bolo jej dobrovolné rozhodnutie sa pre
odchod do opatrovatelského tistavu kvoli zhorsujicemu sa
zdravotnému stavu. Cierna svoj videofilm realizovala v ramci
formatu X — Apartments v Kosiciach — Saci, ktorého finalna
podoba — inscenované predvedenie videofilmu pre dvoch divakov
v byte protagonistky — prebiehala v drioch od 24. do 28. septembra
2013. Videofilm premietany na stenu — fototapetu brezového
lesa v obyvacej izbe protagonistky — bol zaroven primarnym
podnetom na rozvinutie komunikacie s navstevnikmi bytu pocas
tejto netradi¢nej akcie. Cierna rozvinula dokumentarny portrét
zeny Rusinky pochédzajtcej z Medzilaboriec na vychodnom
Slovensku, v ktorej zivote konfrontuje dva zZlomové body tykajtce
sa jej povodného a neskor prehodnoteného vztahu jednak ku
katolickej cirkvi a jednak ku komunistickej strane. Na tieto
kltacové casti je polozeny doraz pri monolégu vedenom hlavnou
predstavitelkou, spominajicou na ambivalentné zazitky z detstva
spojené s cirkevnou vyucbou, ktoré ju traumatizovali cely zivot.
Boli natolko silné, Ze z akéhosi osobného vzdoru sa rozhodla vstapit
do komunistickej strany. Hovori, Ze pocas celého svojho dospelého
zivota, ked pracovala ako veduca jedalne vo Vychodoslovenskych
zeleziarnach, bola oddanou, ale nezistnou ¢lenkou strany, ¢o
doklada cely rad vyznamenani. V istom rozhodujicom zivotnom
obdobi sa vsak so stranickou ideologiou rozisla, diplomy roztrhala.
Cierna, vychadzajuc z poznania uvedenych realii zivotného pribehu
pani Ireny C., zakomponovala do audiovizualneho pribehu — kde
sa striedaju zabery interiéru bytu s lokaciami redlnych exteriérov —
svoje dva dary venované hlavnej predstavitelke videofilmu.

Jednym darom je cesta do rodnych Medzilaboriec, ktoré hlavna
aktérka videofilmu a participativneho projektu nenavstivila
Styridsatsest rokov. Cierna ju kamerou zachytava v polocelkoch,
ako sa po dlhom case vracia na jednotlivé miesta, kde si oZivuje
spomienky na svoju mladost, na roky aktivneho pracovného zivota,
stretava sa s dneSnou generaciou reholnych sestier, navstevuje
kostol a porovnava zanikajtce stopy minulosti, ktoré coraz
radikalnejsie prekryvajui sucasné zasahy pritomnosti. Gro dalsej
Casti dokumentarneho videoportrétu tvoria zabery sustredujiace

sa zachytenie spontanne komunikujtcej Zeny, ktoré pred divakmi
odhali aj svoju vaznu chorobu, ked kamera zachyti detail jej ruky

s inzulinovym perom. Toto vizualne svedectvo dopliia druhy Ciernej
dar, ktorym je pomoc reholnej sestry-opatrovatelky. Podla slov
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would appear in a registry of the traumatic.” In this context, both
culture studies and ethnography interfere with the extended
referential field. Ethnography is considered a context discipline
or interdisciplinary area, within which many artists aspire to
field work. The turn toward ethnography in contemporary art
is analogous to the placing/mapping of contemporary art and
cartographic operations. Mapping in contemporary art leads to
the sociological and the anthropological, i.e. to the point where
ethnographic mapping of an institution or community is a primary
form of site-specific art.”? Dialogue-based fieldwork related to
essential reflection is based on travelling, and many a time it
bears elements of social and political activism. We could also say
that Cierna in her videos explores and reflects on subjectivity and
identity problems in the context of 'everyday micropolitics'’; she
finds support for conceiving her contemporary work more and
more in the impulses offered by the platform of trans-disciplinary
overlapping among feminism, culture studies, sociology, critical
ethnography, anthropology, film and visual studies.”™

This time Cierna has chosen as the subject for her
research and psychosocial probing the geographically distant
region of Eastern Slovakia, attempting almost like a fieldworker
to achieve two goals in its selected localities: on the one hand to
be an empathic and helpful human being, who helps by means of
her artistic statement as well as through particular positive deeds
(as with the two presents given to the central protagonist of the
video Everything they see in your eyes), on the other hand to be
in the role of the artist/director, whose custom-made product -
unusually-processed, shocking media reports on problems in
far-away corners of Slovakia - provides space for criticism against
society and also motivates the lay public to ask responsible
officials to take fundamental measures aimed at solving current
economic, social, ethnic and cultural and political problems.

The work of Pavlina Fichta Cierna, on the art scene for
over 20 years since her university graduation, remains open to
accepting new inspirational impulses - from the viewpoint of
selecting the topics as well as of acquiring new artistic methods. It
is clear that even in the near future Cierna’s expression will embody
creative and inventive interconnections of artistic approaches
typical of video art, digital art, film, visual culture, performance and
participative art, which will, in a colourful variety of diverse graphic
expressions, incline towards empathic cooperation with people
from different social environments. It seems the artist’s creative
mentality will continue to carefully observe life in its everyday
metamorphoses, and she will continue recording stories of regular
but interesting people through her remarkable visual poetics, and
through her sensitivity and understanding for others. These artistic
trajectories include critical thinking and pointing out many of the
problem areas of contemporary social, sociocultural and political
reality, growing out of the artist’s reflective attitude.
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umelkyne tento dar mozno povazovat za vyraz ,zmiernenia starej
krivdy v podobe symbolicky koncipovaného aktu starostlivosti*.

K dalsim specifickym znakom hybridne struktarovaného
videoportrétu patria statické fotografické vyjavy s reholnou sestrou
zachytenou pri pomoci v domacnosti starej panej, ktoré sa prelinaji
v jeho itvodnom a zaverecnom segmente s pohyblivymi obrazmi
dokumentéarneho videa. Vo finélnej faze neklasicky pointovaného
narativu sa divaci dozvedaju, ze protagonistka, napriek tomu, Ze sa
s cirkvou ako institiciou rozisla, zostala vo vnutri svojho subjektu
bytostne veriacou. Na margo tohto pribehu by sme mohli spolu so
Sandorom Maraiom povedat, Ze ,,aj napriek tomu, Ze v jeseni Zivota
sa Clovek jeseni uz tak netesi, zivot je najvacsi dar,” ktory treba kazdu
chvilu oslavit a s hlbokou vdacnostou zan dakovat.®®

Ciernej sa v tomto videodiele podarilo ukézat na osude zeny
v seniorskom veku komplikované, rozporuplné a nejednoznacné
sociopolitické, ekonomické a spolocensko-kultirne pomery
v roznych politickych rezimoch, ktoré mali rozhodujuci vplyv a dosah
na jej osobné rozhodnutia. Objavuje sa tu opét typ oralnej
historie — istnou formou vyrozpravané spomienky na vlastny
zivot popretkavané s politickymi a sociokultirnymi dejinami.
Pripomenme si eSte raz Maraiove slova na margo dejin. Hovori, ze
,dejiny nie sa ¢ierno-biele, racionéalne alebo iracionalne, ani nejde
o zrazku materialistického a idealistického svetonazoru, ale s ako
striedavy prad, a iracionalita dokaze hybat dejinami rovnako ako
racionalita“.”®

Druhym projektom vytvorenym v duchu tvorivych pristupov
participativneho umenia, navyse s vyrazne kritickym podténom, je
projekt s nazvom Reportdze (2013). Pozostava z dvoch rovnomennych
videi, ktoré boli prezentované v ramci SirSej série autorkinych
videodiel v Kine Muizea moderného umenia Ludwigovej nadacie vo
Viedni 16. oktébra 2013. 7!

Hlavnym charakteristickym znakom oboch videoreportazi bol
fakt, Ze vznikli na objednavku Pavliny Fichta Ciernej v regionélnej
televizii Zemplin. Obsahovo sa vztahuja k vychodnému Slovensku
a k dvom druhom hlavnych, nanajvys palCivych problémov
spatych s tymto geopolitickym a sociokultdarnym priestorom.

Na jednej strane st nimi problémy spojené s hranicou medzi
Slovenskou republikou a Ukrajinou vo VysSnom Nemeckom, kde
konci Schengensky priestor umoznujuci volny pohyb 0sob v statoch
Europskej anie bez hranicnej kontroly, na druhej strane k nim

69 MARAL S. Denniky II, Bratislava: Kalligram, 2012, s. 156.
70 Tamze, s. 308.

71 Changer d'image (Zmena obrazu) — séria performativnych eventov v kine
mumok (Ludwigovo mizeum moderného umenia vo Viedni) v spolupraci
s tranzitom, nezavislou iniciativou v si¢asnom umeni (tranzit.org).
25.9.—30. 10. 2013. Kuratori Vit Havranek (tranzit.cz), Dora Hegyi
(tranzit.hu), Georg Schollhammer (tranzit.at), Raluca Voinea (tranzit.ro).
Projekt bol otvoreny v aprili a pokracoval v septembri a v oktobri 2013.
Desat medzinarodnych filmarov, umelcov a umeleckych zoskupeni bolo
prizvanych reflektovat proces tvorby filmu v podobe Zivého podujatia.
Event (komponovany program) Pavliny Fichta Ciernej 16. 10. 2013,
19:00: pod nazvom Changed by a Stranger’s Image. Stranger inside Oneself.
Stranger inside You. Closed Wide Open (videodiela Reportdze / Spravy zo
Zemplina (2013), VSetko ¢o vam na ociach uvidia (2013), Jemnoduchyj tréning
(2013). Filmové premietania diel Pavliny Fichta Ciernej v kine 17. —

23. 10. 2013. Program: cast I. Izolovany cudzinec (izolovany cudzinec

je pacient): Mladistvy David R. (2004), S Marosom (2003), Release notes
(2009); Cast II. Zmena obrazu v situdcii zZlomu: Dama v modrom (2005),
Rekonstrukcia (2005), Zo scendra Jaroslavy Vislockej (2007), Bei dem...
(2010); cast III. Osobné politikum: Prevoz (2002), Terapia (2011), Sestra
otca mojej mamy a rodinné a politické stivislosti (2009), Home Identity (2011).
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patria permanentné socialne problémy s romskym obyvatelstvom.
Umelkyna si v spominanej televizii objednala nakriatenie

a spracovanie ,,politicky nekorektnych“ videoreportézi o taziskovych
témach, v ktorych redaktori a osloveni protagonisti velmi otvorene
hovoria o spornych socialnych, politickych, spoloc¢ensko-kultirnych
problémoch a historickych kontextoch, z ktorych mnohé sa
dlhodobo neriesia alebo sa lahostajne obchéadzaja. Redaktorka
Anna Cin&arové — ako sa dozvedame zo zavere¢nych titulkov —
komentovala tieto spravodajské relacie , pre Pavlinu Fichta Ciernu*
bez akéhokolvek timyslu zasiahnut do ich obsahov a upravit ich
podla zauzZivanej praxe v mnohych masmédiach. Preto sa divak

v prvej reportézi z hrani¢ného prechodu vo VySnom Nemeckom
dozveda o zvlastnych praktikach niektorych colnikov vytvarajacich
obstrukcie voci turistom cestujucim z Ukrajiny na Slovensko,

o umelych bariérach rozvoja obchodu a budovania kontaktov
medzi ludmi, ale aj o sofistikovanych ¢i menej rafinovanych
spdsoboch paSovania cigariet alebo benzinu a o pokutovani
cestujucich, vratane korupcéného spravania colnikov na oboch
stranéch slovensko-ukrajinskej hranice. O tom vsetkom vypovedaja
nahodne osloveni interviewovani a aktuélne zébery z hranicného
prechodu. Druha videoreportaz odkryva dlhodobo neriesené
problémy marginalizovanej etnickej mensiny Romov. V nej
redaktorka porovnava katastrofalne podmienky Zivota v osade
Angi Mlyn nedaleko Michaloviec — vyznacujtce sa extrémnou
chudobou, nezamestnanostou, GzZernictvom, nizkou vzdelanostou,
izolaciou a ustavi¢nymi konfliktami s va¢Sinovym obyvatelstvom —
s pozitivnym prikladom obce Pavlovce nad Uhom, odkial mnoho
romskych obyvatelov vycestovalo za pracou do zahranicia,

pricom niektori sa tispesne pokusajui zamestnat alebo podnikat

aj doma. V jednej pasézi sa vSak objavuje aj zmienka o cerpani

a zneuzivani socidlnych ddvok Romami vo Velkej Britanii, o Com
informovala aj televizia BBC. Cierna so zjavne kritickym akcentom
poukazuje v dokumentarnych videoreportazach — autentickych
spravach z vychodného Slovenska — na neatraktivne témy politickej
agendy, pri ktorych zlyhavali nielen politici byvalého totalitného
rezimu, ale aj garnitury lavicovych a pravicovych politikov po roku
1989.

Uvedené videodiela potvrdzuja opét dolezitt ideu navratu
realneho v umeni, manifestovantt Halom Fosterom, ktory zarovern
suvisi s navratom referenc¢ného. Vyjadruje taktiez nostalgiu po
univerzalnych kategoriach bytia a skiisenosti, hoci je paradoxné,
ze znovuzrodenie humanizmu by sa mohlo objavit v registri
traumatického.” V tomto kontexte do rozsireného pola referencie
okrem kultirnych stadii zasahuje etnografia povazovana za
kontextovu disciplinu ¢i interdisciplinarnu oblast, v ramci ktore;j
mnohi umelci aspiruji na pracu v teréne. Etnograficky obrat
v siCasnom umeni je analogicky umiestriovaniu — mapovaniu
sicasného umenia a kartografickym operaciam. Mapovanie
v sicasnom umeni vedie k sociologickému a antropologickému,
teda k bodu, kde etnografické mapovanie institticie alebo komunity
je primarnou formou dnesného miestne $pecifického umenia.”>
Dialogicka praca v teréne savisiaca s nevyhnutnou reflexivnostou
je zalozena na cestovani a neraz ma prvky socialneho a politického
aktivizmu. Mohli by sme tiez povedat, ze Cierna skiima a reflektuje
vo svojich videach problémy subjektivity a identity v kontexte
,mikropolitiky vSedného dna*, pricom oporou pre koncipovanie jej

72 FOSTER, H. The Return of the Real..., tamze, s. 168.

73 Tamze, s. 182 — 191.

Mikropribehy kazdodennosti / Katarina Rusnakova



sucasnych diel sa pre riu Coraz viac stavaju impulzy, ktoré ponika
platforma transdisciplinarnych presahov medzi feminizmom,
kultarnymi stadiami, sociol6giou, kritickou etnografiou,
antropolégiou, filmom a vizualnymi stadiami.”

Cierna si tentoraz vybrala za predmet svojho vyskumu
a psychosocidlneho sondovania geograficky vzdialeny region
vychodného Slovenska, aby sa v jeho vybranych lokalitach pokusila,
takmer ako terénna pracovnicka, o uskutocnenie dvoch cielov.

Na jednej strane byt empatickou a napomocnou bytostou, ktora
pomaha nielen prostrednictvom svojej umeleckej vypovede, ale aj
konkrétnymi pozitivnymi skutkami (dva dary venované astrednej
predstavitelke videa Vsetko, ¢o vam na ociach uvidia), a na druhej
strane byt v role autorky-rezisérky, ktorej objednany produkt —
medialne netypicky spracované iderné reportaze o problémovych
miestach v odlahlych kitoch Slovenska — otvara priestor na kritiku
spolocnosti, a zaroven provokuje Sirsiu ob¢iansku verejnost,

aby ziadala od kompetentnych predstavitelov zasadné opatrenia
smerujdce k rieSeniu aktualnych ekonomickych, socialnych,
etnickych a kultirno-politickych problémov.

Umelecka tvorba Pavliny Fichta Ciernej, ktord sa pohybuje
na umeleckej scéne uz viac nez dvadsat rokov od absolutoria
vysokej Skoly, zostava nadalej otvorend voci prijimaniu novych
inSpirativnych podnetov — a to tak z hladiska vyberu aktualnych
tém, ako aj po stranke osvojovania si novych umeleckych praktik.
Je zjavné, 7e vo vtvarnych prejavoch Ciernej pojde aj v blizkej

budtcnosti o tvorivé, invenéné prepdjanie umeleckych pristupov
priznac¢nych pre videoumenie, digitdlne umenie, film, vizuélnu
kultiru, performanciu a participativne umenie, ktoré budu v pestrej
skale rozmanitych vizualnych prejavov inklinovat k empatickej
spolupraci s [udmi pochadzajicimi z réznych socidlnych prostredi.
7da sa, ze tvoriva mentalita autorky bude nadalej nastavena na
starostlivé pozorovanie Zivota v jeho kazdodennych premenach

a vytvarniCka bude pokracovat v zaznamenavani pribehov
obycajnych, ale zaujimavych [udi formou svojej zvlastnej vizualnej
poetiky, ktorej devizou je citlivost a zmysel pre pochopenie druhych.
Tieto umelecké trajektorie vSak nevylucuju ani kritické myslenie

a poukazovanie na mnohé z problémovych zon sacasnej socialnej,
sociokultiirnej a politickej reality, ktoré st vysledkom autorkinho
reflexivneho postoja.

74 BROOKSOVA, A. Nové chapani reprezentace a identity — problémy
transkulturalismu a transnacionalismu na rozhrani feminismu
a kulturni sociologie. In EDWARDS, T. (ed.). Kulturdlni teorie. Klasické
a soucasné pristupy. Praha: Portal, 2010, s. 283 — 243.

Almost beautiful life

Micro-stories of everyday life and marginal themes / Katarina Rusnakova 126 2011 Milano



the woman who walks.

/observed, observing,
observing the observing/

jana bodnarova

a woman walks through the premises of an abandoned factory. her right arm stretches out in front of her. gray light pours in through
dirty windows. the factory hall is a complete mess: tools and old machines scattered all over the floor, crouching animals. a woman with a
camera walks behind the woman with the outstretched arm. the latter zig-zags here and there, changing her direction abruptly. the woman
with the camera adjusts diligently to the other's pace. behind these two women is another with a camera. the two in the front are not aware of
her. even now, while looking at the first two in the huge hall, the third woman lurks, like a voyeur peeping through a smashed-in door.

now the woman with the outstretched arm walks along a city street. pedestrians flow by, some of them not noticing her, others
circumventing her, and a bunch of youngsters stretch their arms towards her, laughing at her. one of them hangs a plastic shopping bag on
the woman's forearm. then he returns to her, takes the bag with the shopping away again, and shows it to the camera, grinning. the woman
behind the camera smiles. the woman with the outstretched arm /needing help? offering help?/ continues walking at the same pace, with
a fixed expression on her face... the second woman with the camera is having difficulty fitting the two ahead of her into her camera frame.
pedestrians, bumping into her, get in the way.

in a park, every now and then, the woman with the outstretched arm is joined by children. they touch her, caress her. little birds fly so
low that it seems as they are just about to land on the woman's outstretched arm /Madonna with birds?/, but as soon as the children's mothers
notice the woman with the camera they call their children to come right back fast. now nothing prevents the second woman with the camera
from observing the whole scene from behind the trees.

the woman with the outstretched arm and the woman with the camera now enter a wide body of water. the second woman with
the camera sits down on the shore quietly. she knows exactly what the two are going to see in the water. they'll swim over almost completely
decayed, roofless houses. here and there they'll see the remnants of rooms with fragments of the paint patterns on the walls. there are still
children toys scattered over the floor in what was the children's bedrooms. the woman with the outstretched arm touches them now and then.
in the kitchens both women can see dishes wound in water-weeds, and in the bathrooms they startle fish nestled in bath-tubs. the second
woman with the camera /one of the fates, watching everything?/ knows also that the other two are just about to emerge. she is getting ready

to capture them on camera.
the woman with the outstretched arm walks along the middle of an empty road. the woman with the camera takes a wide shot of the

suburban homes. a police car brakes abruptly and pulls over next to them. the policemen jump out of the car and violently push both women
in. the third woman with the camera records the departing car and the sound of its siren /An der schonen blauen Donau by Johann Strauss?/

/20 January 2014 — observed under lowered eyelids and dedicated to Pavlina Fichta Cierna/
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zena, ktora ide.

/pozorovana, pozorujuca,
pozorujuca pozorujucu/

zena kraca priestorom opustenej fabriky. pravi ruku ma natiahnuta pred sebou. $pinavymi oknami sa leje dnu sivé svetlo. vo fabrickej
hale je spust. na dlazke rozhadzané nastroje a staré stroje — prikrcené zvierata. zena s kamerou kraca za zenou s natiahnutou rukou. ta obcas
prudko, cikcakovito zmeni smer. Zena s kamerou sa pozorne prisposobuje. za oboma Zenami je dalSia Zena s kamerou. tie dve o nej nevedia. aj
teraz ta tretia pozera na obe zeny v obrovskej hale ¢ihajdco, ako voyuérka, cez rozkopnuté dvere.

zena s natiahnutou rukou kraca teraz ulicou mesta. okolo nej pradia chodci. niektori si ju nevsimnu, dalsi obidu oblikom a skupinka
mladych Iudi so smiechom natahuje k nej pravé ruky. niektory z nich zavesi Zene na predlaktie igelitova tasku. potom sa vrati, tasku
s nakupom si zasa zoberie, ukazuje ju do kamery a Skeri sa. zena za kamerou sa usmieva. zena s natiahnutou pravou rukou /potrebujtica
pomoc? pontkajiica pomoc?/ kraca rovnakym rytmom, so zavretym vyrazom na tvari, dalej... druha Zena s kamerou ma problém udrzat pred
objektivom tie dve pred sebou. brénia jej v tom chodci, ktori do nej narazaju.

v priestore parku sa k zene s natiahnutou rukou obcas pripoja deti. dotykaju sa jej, hladkajt ju. vtacky lietaju tak nizko, Ze to vyzera,
akoby uz-uz mali zosadnut na zeninu natiahnuta ruku /Madona s vtacikmi?/. ale ked matky vidia zenu s kamerou, volajua svoje deti, aby sa

rychlo vratili. druha zena s kamerou teraz bez problémov pozoruje scénu cez priezory pomedzi stromy.

zena s natiahnutou rukou a zena s kamerou vstupuju do Sirokej vodnej plochy. druha Zena s kamerou si pokojne sadne na breh. chvilu
bude Gakat. presne vie, &o tie dve uvidia v stipci vody. budd plavat ponad takmer rozpadnuté domy bez striech. kde-tu uvidia zvysky byvalych
izieb i s fragmentmi valCekového dekoru na stenach. v byvalych detskych izbach sa este rozmetané hracky. zena s natiahnutou rukou sa ich
obcas dotkne. v kuchyniach obe zeny vidia riasami omotané riady a v kipelniach vyrusia ryby uhniezdené vo vaniach. druha zena s kamerou

/osud, ktory vsetko sleduje?/ vie i to, ze tie dve sa uz-uz vynoria. pripravuje sa na zaber.
zena s natiahnutou rukou kraca uprostred vyprazdnenej vozovky. Zena s kamerou robi Siroky zaber na predmestska stvrt. prudko pri

nich zabrzdi policajné auto. vyskocia policajti a nasilne natlacia obe zeny dovniitra. tretia Zena s kamerou snima odchadzajtce auto a zvuk
jeho sirény /An der schonen blauen Donau Johanna Straussa?/.

/20. 1. 2014 — pozorované pod spustenymi vieckami a venované Pavline Fichta Ciernej/
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Of the woman who never left, and who returned nowhere

Captured and noted down for Pavlina Fichta Cierna by

Jana Juranova

Little maple-tree seed propellers are in the air. They twirl through it, and the air sometimes carries them quite far away from their tree.
with things so thoroughly thought-out as maple-tree propellers. Or could it be that God is a man with female qualities?
The taxi will be here in a minute. There is a rail-way track across the road, a bus stop on the other side of the road. It's two o'clock in

The maple tree is going red. They fly in the air, all ripe. Such a breathtaking phenomenon, and yet it goes unnoticed. God must be a woman,

the afternoon. An elderly woman with a walking stick moves along the footpath, her steps creating a syncopated beat. She's out of sight

quite quickly. From the opposite direction, a girl with a back-pack whizzes past on her scooter. A train passes by along the rail-way track, and

a bus stops at the bus stop. The movements are linear from both sides; the world seems to be one-dimensional, pre-lined, horizontal. The

woman lifts up her head and, in amazement, watches a flock of geese flying north. The sturdy V-shape of the sharp angle in two lines gets

shaky here and there, then settles back again. One cannot hear the geese honks through the noises of the day.

The taxi pulls over and stops at the kerb. The taxi-driver has guessed it is her, perhaps thanks to the bag nested at her feet. She nods

silently, sits in the car next to the driver, and puts the bag down at her feet.

On the way they see road-works here and there, or a new facade, mostly not matching its surroundings. People, cars, houses. The

taxi-driver stares straight ahead. Fortunately, he is not trying to talk to her.

A Sunday landscape scene. It's believed God comes here for holidays, it's so heavenly here; a bishop said so once. But in the mean

time a few misfortunes have come up, and now nobody quotes the bishop any more.

‘Coming back from a holiday, are you?'

‘Well, that's one way to put it...'

'And where have you been?'

'In fact... in hospital..."

'Oh! So, all better now?'

'Not really, I'll get better at home.'

'Hard stuff?'

‘Well, hard enough.’

They stop in front of the house, she gets out and pays the driver, the bag next to her. Her block is being insulated right now, there is

no such thing as a good time to be sick. Mess everywhere, scaffolding, bits of foam rubber, dust. She needs to watch out for things that

might fall on her head. She can hear the workers swear. She looks up at the scaffolding in agitation.
Some of the blocks around have been remodelled already. Orange, green, one of them purple-black.
The hospital was also being insulated while she was there, and they had to keep the windows shut. Construction workers walked up

and down the scaffoldings, peeking inside. The gynaecology ward attracted particular interest.

Before the lift arrives, she can smell buns baking. It must be the downstairs neighbour baking for her grandsons.
She collects her key from the neighbour upstairs who watered her plants. All of them have survived, she says, except the Chinese

rose.

'It probably missed you, I'm so sorry. | even tried caressing it, talking to it, but it just kept fading away.'

'Don't worry about it, I'll get a new one.'

'I'm very sorry, really. If | had one, I'd give it to you, or at least a branch, to start a new one.’'

A nice neighbour.

She left the rose on the balcony, as evidence - all dried out. It won't be brought back to life.

She goes through her mail - just bills, nothing else, some fliers addressed to her name.

Home is home - at home even the walls help you, as an old Russian woman told her once upon a time.

Who knows if these walls will be able to help her.

Her matryoshka, a nesting doll she got from the old Russian, is on the piano. She opens it up - yes, sure enough, it still contains five

smaller ones. She dusts the piano and places the dolls next to each other in a row.

She unpacks her clothes, and throws them into the washing machine.

Heaps of dust everywhere.

But she feels so tired.

She could cuddle up under the blanket.

A sentence pops up to mind.

'Honey, just don't be scared of life. It shows, how much you're afraid of life.' It was when her mother gave her the address of an old

gentleman, where she took her thesis to have it bound. How could he even tell? It must show now too, for sure, but there is nobody around

to see it. Just the walls, the matryoshka dolls, the piano, and the plants that survived.
The door-bell.
They say you're back home. These are fresh.'
The downstairs neighbour. She has brought buns.
They'll help you get stronger.’
There is a lump in her throat, once she swallows it, she eats the cakes, then washes them down with tap water.
Life goes on. Behind the window the maple-tree seed-propellers fly, twirling in the air, doing crazy pirouettes. Is this what trees need

to procreate? Such crazy creations? God just might really be a woman. Or He has quite a lot female qualities. A Sunday landscape scene

beyond the window, Sunday landscape scene in the very centre of the heart. She neither left it, nor returned into it. She is here. For now.
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O Zene, ktora nikdy neodisla a nikam sa nevratila

Pre Pavlinu Fichta pochytala a zaznamenalaJana Juranova

Vzduchom letia vrtulky z javorovych semiacok. Kritia sa vo vzduchu a vzduch ich zanasa niekedy aj celkom daleko od stromu, z ktorého spadli. Javor sa farbi do cervena. Vrtulky letia vzduchom, st dozreté. Taky tizasny tikaz, a zostdva nepovsimnuty. Boh musi byt Zena, ked do
poslednych detailov povymysla také veci, ako st napriklad vrtulky zjavora. Alebo je Boh muz so zZenskymi vlastnostami?

Taxik pride o chvilu. Za cestou je vlakova trat. Na druhej strane cesty autobusova zastavka. St dve hodiny popoludni. Po chodniku kraca starsia Zena s palicou, jej kroky vytvaraja synkopicky rytmus. Dost rychlo zmizne z dohladu. Opacnym smerom prefrc¢i po chodniku
kolobezkarka s ruksakom na pleci. Po trati prejde vlak a na zastavke zastane autobus. Pohyb je linearny z jednej i druhej strany, svet vyzera ako jednorozmerny, nalinajkovany, horizontalny. Zena zdvihne hlavu a uzasnuto sa diva na kidel husi letiaci na sever. Pevny tvar ostrého uhla
a dvoch liniek sa chvilami roztrasie a znovu narovna. Cez ten denny ruch nepocut ich gagot.

Pri chodniku zastavi taxik. Taxikar ju odhadol, asi vdaka tej taske, Co ma zlozent pri nohach. Mlcky prikyvne, sadne si k taxikarovi, tasku si polozi k noham.

Sem tam je nieco rozkopané, sem tam nejaka nova fasada, zvacsa neladi s okolim. Ludia, auta, domy. Taxikér sa uprene diva dopredu. Nastastie sa jej neprihovéara.

Nedeln krajinka. Lebo vraj do tejto krajinky chodieva Pan Boh na dovolenku, tak velmi dobre je tu, povedal akysi biskup. Ale medzitym prislo zopar kalamit a biskupa uz nikdy nikto necitoval.

»Tak ¢o, z dovolenky?*

»No, aj tak by sa to dalo...“

»A kde ste boli?“

»Vlastne... v nemocnici.”

»Fiha. A uz dobre?*

»Nie celkom, doma sa dolie¢im.“

Tazké?*

»No dost.“

Zastanu pred domom, vystupi, zaplati, vedla nej cestovna taska. Panelak prave zatepluju, choroba si ¢as nevybera. Vsade $pina, leSenie, kusy molitanu, prach. Musi si davat pozor, aby jej nieCo nespadlo na hlavu. Pocut nadavky robotnikov. Ustrasene sa pozrie hore na leSenie.

Niektoré okolité panelaky st uz opravené. Oranzové, zelené, jeden fialovocierny.
Aj v nemocnici zateplovali pocas jej pobytu, museli mat zatvorené okna. Robotnici chodili po leSeni a nakukovali dovnutra. Gynekologia ich zaujimala obzvlast.

Kym pride vytah, zaciti voriu peCenych buchiet. Suseda dolu asi pecie pre vnukov.

Od hornej susedy si prevezme kIuc. Polievala jej kvety. Vraj vSetky prezili, az na ta ¢insku ruzu.

»Asi jej bolo za vami smutno, je mi to velmi Itato. Aj som ju pohlédzala, prihovarala sa jej, ale ona len védla a vidla.“
,»Nic si z toho nerobte, ved si zaobstaram novu. “

, Velmi ma to mrzi, naozaj. Keby som mala svoju, ddm vam ju, alebo asporni konarik, aby ste si rozmnozili.*

Mila susedka.

Ruzu nechala ako dokaz na balkéne — suchu. Uz ju neozivi.

Prebera postu — Seky, nic¢ iné, nejaké reklamy adresované na meno.

Doma je doma — doma aj steny pomahaju, povedala jej jedna stara Ruska kedysi davno.

Ktovie, ¢i jej tieto steny pomozu.

Matriosku od starej Rusky ma poloZenu na klaviri. Pre istotu ju otvori — ano, stéle je v nich pét mensich. Utrie z klavira prach a pouklada ich vedla seba.

Vyklada veci a hadze ich do pracky.

Vsade plno prachu.

Ale citi sa taka unavena.

Mohla by sa zakutrat pod deku.

Do mysle jej vhupne jedna veta.

»Dievcatko, vy sa len nebojte zivota. Vidno na vas, Ze sa bojite zivota.” To vtedy, ked jej mama dala adresu starého pana, ku ktorému si zaniesla zviazat diplomovku. Ako to len na mne mohol vidiet? Aj teraz to urcite vidiet, ale nikto tu nie je. Len tie mary, matriosky, klavir, kvety,

Co prezili.
Zvoncek pri dverach
,Ze vraj ste uz doma. St Cerstvé.”
Susedka zdola doniesla buchty.
»Posilnite sa.*
V hrdle mé gucu, ked ju prehltne, zje tie buchty, zapije ich vodou z vodovodu.
Zivot ide dalej. Za oknom poletuja vrtulky z javorovych semiacok, kritia sa vo vzduchu, robia blaznivé piruety. Potrebujd toto stromy k rozmnozovaniu? Takéto tlety? Boh je asi naozaj zena. Alebo ma dost Zenskych vlastnosti. Nedelna krajinka za oknom, nedelné krajinka

v samom strede srdca. Ani z nej neodisla, ani sa do nej nevratila. Je tu. Zatial.
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The 90s - expanded forms of graphic prints, (not
only) public space, communication and interaction as
prerequisites to an open model of artwork and creation

The beginnings of this artist’s creative activity go back to
the early 90s.! In the following 'emerging' phase? of the creation,
like several other artists of her generation, she reached out
for inter-media and media forms of art, typical for the decade.
Similarly, her creation back then was also characterized by
putting emphasis on alternative forms of traditional media
and on creating site-specific realizations, typical for the art of
the 90s. Even though her early artwork is possible to read as
neoconceptual’, it is likely to be so due to the forms of its objects
and installations. However, they have never been the cold, often
even depersonalized kinds based on the readymade, the hybrid
essence of which always made it remarkably complicated to
read the work - as in case of several authors of her generation
with neoconceptual graphic programs. In the second half of
the 90s Pavlina Fichta Cierna made herself recognized mainly
in the area of experimental and digital graphics. Regarding
her certification and experience from her studies at VSVU
(the Academy of Fine Arts) when she tried a few alternative
approaches, the choice seems to have been natural. It was in
the 90s that the graphic trend went through an intense process
of 'intermedialization’, which is documented in part by the
realizations Objimanie [Embracing] (1997) and Replika snivania
[Replica of Dreaming] (1999)*. The critics then recognized them
as intermedialized, and the artist exhibited them in the context
of expanded and alternative forms of the media.’ Formally, they
may be characterized as the intervention of the print into the
object; they were installed in close relation to the space, co-
creating the integrity of the works and thus participating in its

1 The 90s, even in simplified terms (mainly when trying to perceive
them as a finished decade, when minimizing how their features reach
and continue into the new millennium, and when the differences of
the fast-flowing phases of the decade are imperfectly accentuated),
could easily be called 'turbulent'. Typical of the decade was the advent
of a new and, most importantly, ideology-free generation; its first
half focused on creation by the artists of the so-called non-official
scene of the 70s and 80s, which occurred in parallel to presentation
by young visual artists. Back then it was already possible to get
information on contemporary art abroad and to get acquainted
with Slovak art of previous decades, though it was not yet critically
evaluated thoroughly.

2 In 1993 P.F. Cierna graduated from the Academy of Fine Arts, Graphic
Printmaking Department. Symbolizing her establishment on the
Slovak scene, she won the Oskar Cepan Prize in 2002 for media art
work, which from the very beginning became one of the dominant
lines in her creation.

3 Being a neo-conceptualist in the 90s, especially because of
preferences in those years for the object, installation and readymade,
was because of the character of intermedia art an almost universal
way of interpreting it. Yet from today’s perspective (at a distance) it
seems insufficient - it is just one way of interpreting art after 1990.

4 Atthe exhibition Contemporary Slovak Graphics Xlll. (Banska Bystrica,
1996), curator: Alena Vrbanova.

5 'Intermedialization’ of prints, or exposing the difference between
classic and alternative and media or re-medialized forms, was
a theme of the contemporary Slovak prints Triennial in the State
Gallery in Banska Bystrica. In the 1996 Triennial P.F. Cierna was
awarded for her work of art Kriesenie morfickych rezonancii.

90. roky - expandované formy grafiky, (nielen) verejny
priestor, komunikacia a interaktivita ako predpoklady pre
otvoreny model diela a tvorby

Zaciatky tvorivych aktivit autorky sa nachadzajua v prvej
polovici 90. rokov.! V nasledujticej ,emerging“ faze? tvorby, tak
ako i viaceri umelci jej generacie, siahla po intermedialnych
a medialnych formach umenia typickych pre tito dekadu. Podobne
jej vtedajsiu tvorbu charakterizoval aj doraz na alternativne podoby
tradicnych médii a vytvaranie site-specific realizacii priznacnych
pre umenie 90. rokov. No i ked je mozZné interpretovat jej ranné diela
ako neokonceptualne,? je to naozaj skor vdaka ich formam objektov
a instalacii. Nikdy vSak nepredstavovali chladné, mnohokrat az
odosobnené druhy vychadzajice z readymade, ktorych hybridna
podstata vyrazne komplikovala moznost interpretacie a ¢itania
diela, tak ako v pripade viacerych autorov s neokonceptualnym
vytvarnym programom jej generacie. V druhej polovici 9o. rokov
sa Pavlina Fichta Cierna presadila najmi v oblasti experimentélnej
a digitalnej grafiky. Jej vyber je prirodzenym krokom vzhladom na
aprobaciu i skisenosti z Gias tadii na VSVU, ked'si overovala viaceré
moznosti alternativnych pristupov. Prave v 9o. rokoch presiel
vyrazny prud grafiky intenzivnym procesom ,intermedializacie*
a dokladaju to aj realizacie Objimanie (1997) ¢i Replika snivania
(1999),* ktoré sudoba kritika takto interpretovala a vytvarnicka
ich vystavovala v kontexte expandovanych a alternativnych podob
tohto média.5 Z formélneho hladiska ich mozno charakterizovat
ako presah grafiky do objektu, instalované boli v tesnom vztahu
s priestorom, ktory spoluvytvaral integritu diela a podielal sa tym

1 90. roky, aj s pouzitim urcitych zjednoduseni pri charakteristike
(pritomné st najmé v snahe vnimat ich ako ukoncena dekadu,
v bagatelizovani presahu a kontinuity ich znakov v novom miléniu,
takisto v nedostatocnom akcentovani odlisnosti rychlo po sebe
nastupujucich faz dekady), st obdobim, ktoré znesie privlastok
Lturbulentné®. Je pren typicky néastup novej, ¢o je dolezité, ideologiou
nezatazenej, generacie a intenzivne, v prvej polovici 9o. rokov dokonca
vyrazne dominujuce prezentovanie tvorby umelcov tzv. neoficialnej
scény 70. a 80. rokov, ktoré bolo paralelnou liniu popri prezentaciach
mladych vytvarnikov. V tomto ¢ase uzbolo mozné prirodzenou
cestou ziskat informacie o sidobom zahrani¢nom vytvarnom umeni
i bezprostredne sa zoznamit so slovenskym umenim uplynulych
desatroci, hoci v tom case este komplexnejsie kriticky neprehodnotenym.

2 P.F. Cierna v roku 1993 absolvovala Vysoku §kolu vytvarnych umeni na
Katedre grafiky. Symbolickym koncom jej etablovania sa na slovenskej
scéne je ziskanie Ceny Oskéra Cepana v roku 2002 za medialne diela,
ktoré sa od zaciatku nultych rokov stali jednou z dominantnych linii v jej
tvorbe.

3 Prislusnost k neokonceptualizmu v 90. rokoch, najmé vdaka vtedajsej
preferencii objektu, instalacie a readymade, bola vzhladom na charakter
vtedajsieho intermedialneho umenia takmer univerzalnym spésobom
jeho interpretacie, no z dneSného pohladu (i nalezitého odstupu) je
nepostacujuca — je len jednou z moznosti ako interpretovat vytvarné
umenie po roku 1990.

4 Vijstava Sticasnd slovenskd grafika XIII. (Banska Bystrica, 1996),
kuratorka: Alena Vrbanova.

,Intermedializacii” grafiky, resp. zviditelneniu rozdielu medzi klasickymi
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polohami a jej alternativnymi a medialnymi ¢i re-medializovanymi
formami sa venovalo trienale Stcasnej slovenskej grafiky v Statnej galérii
v Banskej Bystrici. V roku 1996 na riom P. F. Cierna ziskala za dielo

Kriesenie morfickijch rezonancii Cestné uznanie.
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communication to the spectator. In Embracing® (a sextuplet of
translucent objects containing portraits of the artist, picturing

her lying down calmly, with her eyes closed, supplemented with
relevant texts. The objects were distributed over an incomplete
circle) she used lighting specific to the installation. It created

a calm, pleasant atmosphere, in line with the sensitive contents
of the artwork, conveying the artist’'s empathic, gentle attitude to
her surroundings. An ample plastic object with large-sized black
and white photographs, Replika snivania [Replica of Dreaming],
introduced at the artist’s solo exhibition Replica. tor in the State
Gallery in Banska Bystrica in 1999, filled up the entire space,

and spectators had to walk around very close to it, touching it.

A second group of the same category are realizations based

on digital recording. The awarded work Kriesenie morfickych
rezonancii [Resurrecting the Morphic Resonances] (1996)
intrigued the audience with its grand-scale size and experimental
material of non-woven fabric. For ink-jet printing the material was
utterly non-typical, even as it accentuated the resulting ephemeral
effect of the artwork, so different from common computer
graphic work. She achieved similar lightness, transience and
impermanence with Double vision (1999),” by doubling the printing
on adjacent, slightly-spaced transparent foils.

The typology of the above works shows the artist’s ability
to experiment with media, extend their boundaries, create
alternatives to their traditional forms, and thus remarkably help
perceive them as expanded media. The artist’s realizations,
whether they are computer prints or objects and installations,
combine an innovative form with a range of topics, some of
which have contributed to socio-cultural discourse - particularly
with the popular science topic of the collective memory
phenomenon - in the work Kriesenie morfickych rezonancii
[Resurrecting the Morphic Resonances]; but also characteristic
were her reflections on the relationship between text, its meaning
and image (Objimanie [Embracing], Double vision) or, indirectly, on
the fragments of her own private life (Replika snivania [Replica of
Dreaming]). Her empathic approach, sensitivity and emphasis on
interaction and communication with the spectator as her working
tools became the authentic features of her creation and remained
typical later - in her videos, multi-media interactive artwork, and
works set in public and social space. These are the attributes that
saved the artist from succumbing to self-colonialization®.

Pavlina Fichta Cierna approached space as an
inseparable element of artwork. An eloquent example is the
installation Strasi ném vo veZi [Bats in the belfry] (1995)° in
Bojnice Castle - using camera obscura, she transmitted the
image of the castle’s surroundings into the interior of the castle
tower. However, by the end of the decade site-specific was not
her only approach. The artist’s perception of space was gradually

6  Atthe exhibition Change of Positions (Zilina, 1997), curators: Milan
Mazuar and Anton Cierny.

7 At the exhibition 23. International Biennale of Graphic Art (1999,
Ljubljana), curator: Breda Skrjanec.

8 Just as artists had difficulty dealing with ideology before 1989, in the
90s they faced the risk of so-called self-colonialization: an effort
to 'catch up’ with the artwork form and content of western (Euro-
American) art as soon as possible, even at the cost of losing their
authenticity.

9 At the exhibition Magica Loci (Bojnice, 1995), curator: Jozef Dorica.
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na jeho komunikacii s divakom. V pripade prace Objimanie® (ide

o Sesticu priesvitnych objektov obsahujucich autorkine portréty,
zobrazujuce ju pokojne leziacu so zavretymi ocami, doplnené
prislusnymi textami, pricom tieto objekty boli rozmiestnené

v nedokoncenom kruhu) pouzila Specificky svetelny rezim v mieste
inStalacie. Navodzoval prijemnu pokojnt atmosféru v silade s tou,
¢o vyjadroval aj senzitivny obsah diela komunikujtci empaticky
anezny vztah umelkyne k svojmu okoliu. Rozmerny plastovy
objekt s velkoplosnymi Ciernobielymi fotografiami Replika snivania,
predstaveny na autorkinej samostatnej vystave Replika. tor v SG

v Banskej Bystrici v roku 1999, vypirial cely priestor a divak ho
musel obchadzat v tesnej blizkosti, ktora podmienovala i dotyk

s nim. Druhou skupinou z tejto kategorie sa realizacie, ktoré vznikli
prostrednictvom vyuzitia pocitacového programu a svoju podstatu
maju v digitdlnom zazname. Ocenené dielo Kriesenie morfickyjch
rezonancii (1996) zaujalo velkorysym rozmerom a pouzitym
experimentalnym materidlom z netkanej textilie. Jej povaha bola
pre moznosti techniky inkjetovej tlace vyslovene atypicka, avsak
podciarkla vysledné efemérne vyznenie diela, ktoré tym vyniklo
spomedzi beznych foriem pocitacovych grafik. Podobny efekt
lahkosti, prchavosti a nestéalosti dosiahla aj v realizacii Double
vision (1999),” kde ho navodila zdvojenim obrazu, ktory docielila
instalovanim tlaci na transparentnych foliach za sebou, len

s miernym odstupom medzi nimi.

Typologia uvedenych prac referuje o schopnosti autorky
experimentovat s médiom, rozsirovat jeho hranice, vytvarat
alternativy jeho tradi¢nych foriem, a vyrazne tak napomahat
k jeho ponimaniu ako expandovaného média. V realizaciach
autorky, ¢i uz ide o pocitacové grafiky alebo jej presahy do objektu
a intaldcie, je skibena inovativna forma so skdlou tém, z ktorych
viaceré obohacovali spolo¢ensko-kultirny diskurz — najmé o tému
popularizovanej vedy venovanej kolektivnej paméti — v diele Kriesenie
morfickych rezonancii, ale priznacnou boli pre 1iu aj avahy o vztahoch
medzi textom, jeho vyznamom a obrazom (Objimanie, Double vision)
alebo sprostredkovane o fragmentoch z vlastného stukromia (Replika
snivania). Empaticky pristup, senzitivnost a doraz na interakciu
a komunikéciu s divakom ako nastroje, s ktorymi pri ich realizacii
pracovala, sa stali autentickymi ¢rtami jej tvorby a st typické aj
v neskorsom obdobi — vo videach, multimedialnych interaktivnych
dielach a takisto v pracach zasadenych do verejného a socialneho
priestoru, priCom prave vdaka tymto atribtitom vytvarnicka riziku
sebakolonizécie® nepodlahla.

Podobne k priestoru Pavlina Fichta Cierna pristupovala ako
k prvku, ktory tvori neoddelitelnu sucast diela. Vystiznym prikladom
je instalacia Strasi ndm vo vezi (1995)° v Bojnickom zamku, kde
spdsobom camera obscura preniesla obraz okolia do vnitra zamockej
veze. Uplatnenie site-specific vSak uz koncom dekady nebolo

vyluénym. Autorkino ponimanie priestoru sa postupne stalo coraz

6 Vystava Zmena pozicii (Zilina, 1997), kuratori: Milan Mazdr a Anton
Cierny.

7  International Biennale of Graphic Art (1999, Ljubljana), kuratorka: Breda
Skrjanec.

8  Akobol pred rokom 1989 pre autorov typicky problém vysporiadat
sa s ideoldgiou, tak v 90. rokoch sa pre nich stala rizikom tzv.
sebakolonizacia, prejavujtca sa v snahe formou i obsahom diela ¢im skor
,dobehnut” zmeskané oproti zdpadnému (euroamerickému) umeniu za

cenu straty autenticity.

9  Vystava Vis Magica Loci (Bojnice, 1995), kurator: Jozef Dorica.
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becoming more open and universal, focusing on the public
sphere; consequently, in the new millennium, she focused more
on public space.’ Yet approaches other than site-specific had
already been present in her creation in the 90s. Her contribution
to the exhibition Spolo¢ny priestor alebo Tadlialto ano [Common
space or This way]" is a work that was not simply placed in the
exterior, as most of the others were. The artist used the common
park furniture of benches, and on them placed texts for people
relaxing there to read. This inconspicuous enhancement of
everyday reality was a way for the artist to communicate with park
visitors, and was supposed to create a certain shared empathy,
as well as to somehow pull the people out of their everydayness.
She continued to use similar approach to working in public
space within the event Neviditelna vystava [Invisible Exhibition]
(1999)"2 using mailboxes with questions glued on them. People
were supposed to answer the questions in writing and slip their
answers into mailboxes. The realization '3 715 200" (1997)*
represented a different way of handling exhibition space. The
artist orchestrated an action, the goal of which was to take over
a public place - the Sypka Gallery (Klatovy - Klenova) - occupied
imposingly by soldiers, convincingly simulating armed violence.
The soldiers used fake bombs to mine the entire premises. The
countdown timer measured the time remaining till the end of
the exhibition, and was together with the left over 'arsenal' the
artist’s contribution to the Symposium, its period-symptomatic
title being Space Mapping. Held near where the border between
West and East used to be not long before, guarded by a military
installation, the Symposium was supposed to show how relative
these facts could be.

Around the year 2000, communication™ became
a strategic element of the artist’s creation. Several of her
realizations were interactive - directly inviting the audience to
co-participate in the work of art. Both of the artist’s positions -
first with an individual spectator in public space, able to choose
to communicate through the artwork, and second in interactive
multi-media works' - are phenomena that have turned her

10 These approaches are denoted by the theoretician Miwon Kwon as
‘art-as-public-space' and art for the benefit of public space. [KWON,
M. One Place After Another. Site-specific Art and Locational Identity,
Cambridge, London: MA, MIT Press, 2002, p. 60.] In: ZALESAK, J. Od
otevreného dila ke vztahové estetice (participace v uméni). Uméni
spoluprace. Prague, Brno: Akademie vytvarnych uméni, Védecko-
vyskumné pracovisté, Masarykova univerzita, 2011, p. 43.

11 The exhibition Spolo¢ny priestor alebo Tadialto dno was in 1997, at the
Castle park, Pezinok, curator: Lubomira Slusna.

12 The exhibition Neviditelna vystava was in 1999, at the Castle park,
Pezinok, curator: Lubomira Slusna.

13 At the exhibition within the Syposium Mapovanie priestoru (1997, the
Sypka Gallery, Klatovy - Klenova).

14 This has been pointed out by JANCEKOVA, V/ Komunik&cia Pavliny
Fichta Ciernej In: dart - revue stiéasného vytvarného umenia, 4/2000,
1-2/2001,p.5-7.

15 Besides the artwork’s being interactive, it also reflects the artist’s interest
in the meaning of information, its mutation and multiplication, and
its relation to the field of biogenetics. These she elaborated in
the realizations Altamira vo mne (1998), Replika replik (1999), and
Manipula. tor (1999). These include multimedia realizations integrated
in public space, in which the artist deals with the questions of two-way
communication, its consequences and failures: Communica. tor (2000),
Ani vela ani malo (2000), Rusené sukromie (2002), and Infoterminal

otvorenej$im i globalnejsim, v zmysle prieniku jej prac do verejnych
sfér, a nasledne v novom miléniu presla k uskutocriovaniu realizacii,
ktoré st skor o problematike verejného priestoru.'® Iné pristupy

ako site-specific st vsak v jej tvorbe pritomné uz v 9o. rokoch.

Jej prispevok pre vystavu Spolocny priestor alebo Tadialto dno'! je

v podstate jedinym, ktory nebol iba dielom jednoducho zasadenym
do exteriéru, tak ako to bolo u vyraznej viacsiny z nich. Vytvarnicka
vyuzila bezny inventar parku — lavicky, aby na ne umiestnila texty
urcené pre oddychujucich ludi. Tato nenapadna korekcia beznej
reality bola autorkinym spdsobom komunikécie s pritomnymi
jedincami a mala smerovat k vytvoreniu urcitej spoloc¢nej
empatickej hladiny, a sacasne ich vytvarnicka chcela vytrhnut

z beznej kazdodennosti. Podobny princip prace vo verejnom
priestore uplatnila v pokracovani tohto projektu v ramci podujatia
Neviditelnd vijstava (1999)'? prostrednictvom postovych schranok

s nalepenymi otazkami, do ktorych bolo mozné vhadzovat odpovede.
Inym spésobom uchopenia vystavného priestoru bola jej realizacia
»3 715 200" (1997).13 V autorkou zorganizovanej akcii, ktorej cielom
bolo zabrat verejné miesto — Galériu Sypka (Klatovy — Klenova) —
razantnym spdsobom, presvedcivo simulujacim ozbrojené nasilie,
obsadili vojaci a (falosSnymi) bombami zaminovali vSetky jej
priestory. Casomiera odpoéitavala as do konca vystavy a spolu

s ostatnym zanechanym , fundusom” bola autorkinym prispevkom
pre sympo6zium s dobovo prizna¢nym nazvom Mapovanie priestoru.
Jeho uskutoc¢nenie v mieste, v blizkosti ktorého sa eSte donedavna
nachadzala hranica so Zapadom a dolezita vojenska posadka, malo
relativizovat prave tieto skutocnosti.

Na zaciatku nultych rokov sa strategickym prvkom tvorby
autorky stala komunikdacia'* — ako priamy apel k spoluti¢asti na
diele, ktory vyrazne podporila aj interaktivnou bazou viacerych
svojich realizacii. Obe jej polohy — prva s divakom/jedincom vo
verejnom priestore prostrednictvom diela ako iniciatora vzajomnej
komunikécie a druha skrz interaktivne multimedialne diela'>- sa
fenoménmi, vdaka ktorym sa proces jej tvorby stal otvorenou

10 Ide o pristupy, ktoré teoreticka Miwon Kwon oznacuje ako ,,umenie ako
verejny priestor a umenie v prospech verejného priestoru®. [KWON,
M. One Place After Another. Site-specific Art and Locational Identity,
Cambridge, Londyn: MA, MIT Press, 2002, p. 60.] In: ZALESAK, J.
Umeéni spoluprdce. Praha, Brno: Akademie vytvarnych uméni, Védecko-

vyskumné pracovisté, Masarykova univerzita, 2011, s. 43.

11 Vystava Spolocnyj priestor alebo Tadialto dno (1997, Zamocky park,
Pezinok), kuratorka: Lubomira Slusna.

12 Vystava Neviditelnd vystava (1999, Zamocky park, Pezinok), kuratorka:
Lubomira Slusna.

13 Vystava v ramci sympozia Mapovanie priestoru (1997, Galerie Sypka,
Klatovy — Klenova).

14  Na tento faktor upozornila JANCEKOVA, V. Komunikécia Pavliny Fichta
Ciernej. In: dart — reuve sticasného vyjtvarného umenia, 4/2000, 1 — 2/2001,

S.5-7

15 Okrem pritomného prvku interaktivity diela z uvedenej kategorie
odrazaja autorkin zaujem o problematiku vyznamu informaécie, jej
mutacie a multiplikacie a jej pribuznosti s oblastou biogenetiky, ktory
rozpracovala v realizaciach Altamira vo mne (1998), Replika replik
(1999), Manipula. tor (1999). Patria k nim aj multimediélne realizacie
integrované do verejného priestoru, v ktorych sa autorka zaobera
otazkami obojsmernej komunikéacie, jej dosledkov alebo zlyhani —
Communica. tor (2000), Ani vela ani mdlo (2000), Rusené stikromie (2002),
Infoterminal (2004). Viac: RUSNAKOVA, K. Digitalne a internetové
umenie. In: Histdria a tedria medidlneho umenia na Slovensku. Bratislava:

Vysoka §kola vytvarnych umeni, Afad Press, 2006, s. 245 — 247, 270.
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creative process into an open platform. In practice, this means
realizing tandem works and other kinds of collaboration.

At the same time, communication-based works realized
in public space have a remarkable sociological dimension
and are a sort of artist’s research - they examine individuals'
reactions or privacy, in some cases the privacy of the artist. An apt
example of so-called 'two-way communication' is the installation
Communica. tor (2000) presented at the Exhibition Manipulating
Artin the PovaZska Art Gallery in Zilina'™®. While the exhibition
was on (for 6 weeks), the artist remained in constant touch with
its visitors (through text messages transmitted over the internet)
and she was obliged to answer their questions at any time.”
Another case in which communication plays an important role
in relation to fulfilling the goal of the artwork - which also has an
expressive sociological feature - is the realization Ceteris paribus
alebo Vsetko ostatné je rovnakeé [Ceteris paribus or All else
being equal] (2000)."® It is a moving circle projection of 72 slides
showing 'still lifes' of medication. Not only does the project offer
a generous way of conveying visual information, but it also has
another, equally essential layer - Cierna’s visits and empathetic
interventions in the households of sick, mostly elderly people,
who thus have become project participants.

The social aspect has become an important attribute
of the artist’s work: either in the form of gentle ingress into
individuals' privacy by means of an interactive piece of artwork,
or as a result of communication skills. This attribute is explicit
in her videos, which focus on people off the common spectrum
of society, or those who are somehow extraordinary, or so-
called social outsiders, and it creates their non-styled profiles,
or to the same end it selects individuals going through some
breakthrough or borderline situations.' Similarly sociological
features, generated by the process of communication and
interaction, appear in the artist’s works realized in public space,
where spectator/participants make substantial contributions to

(2004). More in: RUSNAKOVA, K. Digitalne a internetové umenie.
In: Histdria a tedria medialneho umenia na Slovensku. Bratislava: Vysokéa
Skola vytvarnych umeni, Afad Press, 20086, p. 245 - 247, 270.

16 Curator of the exhibition: Richard Gregor.

17 This artwork is exceptional for having established on-line
communication with the gallery visitors, which in the year 2000 in
the Slovak environment (in the sense of internet access or computer
or digital literacy) was not as developed as it is now. More in:
RUSNAKOVA, K. Internetové umenie. In: Rozsirené spbésoby divéckej
percepcie digitalneho umenia. Banska Bystrica: Fakulta vytvarnych
umeni, Akadémia umeni, p. 94 - 95.

18 The exhibition Ceteris paribus was in 2000, at CC Centrum,
Bratislava, curator: Viera Jan€ekova (Levitt).

19  What is typical of these videos is that the artist mostly finds their
protagonists in her own milieu, which proves her ability to perceive
sensitively the social structures of her environment. A defining
element of such optics is the isolation she lives in (in both negative
and positive senses) - a village near Zilina, therefore outside the town
centre, usually remarkable for more anonymity and shallow social
bonds. The most important examples of this are Janka Saxonova
(2002); the video trilogy Traja muzi na Zivot (2003) consisting of the
following works — O Jozefovi, S MaroSom, and Od Vlada; and the slide
projection Bez Kamila; further the videos Mladistvy David R. (2004);
Jarka uprostred (2004); Posta pre Teba (2005); Spréva o realiach Evy
C. (2005); Rekonstrukcia (2005); Difuzny portrét (2007); Zo scenéra
Jaroslavy Vislockej (2007); and Presadzanie (2010).

Work of art as an open structure / Mira Sikorova-PutiSova

platformou, ¢o v praxi znamena realizaciu tandemovych diel
a dalsich foriem spoluprac.

Diela na procese komunikécie realizované vo verejnom
priestore zaroven disponuju hmatatelnym sociologickym rozmerom
a su istymi formami autorkinho vyskumu — ako testy reakcii jedincov
alebo sondy do ich stikromia, pripadne do sukromia autorky.
Vystiznym prikladom tzv. ,obojsmernej komunikécie“ je inStalacia
Communica. tor (2000) prezentovana na vystave Manipulujtice umenie
v Povazskej galérii umenia v Ziline,'® kde autorka pocas jej trvania
(6 tyzdniov) bola v neustalom kontakte s navstevnikmi (cez sms
spravy prendsané internetovym spojenim) a musela kedykolvek
odpovedat na ich otazky.!” Pripadom, kde komunikécia plni ddlezitt
funkciu smerujucu k naplneniu obsahu diela, ktoré je podobne
charakteristické aj vyraznou sociologickou ¢rtou, je realizacia
Ceteris paribus alebo Vetko ostatné je rovnaké (2000).'® Vo vysledku
ide o diaprojekciu 72 zaberov na ,zatisia“ s liekmi prezentované
v meniacej sa kruhovej projekcii. Za velkorysym sposobom
sprostredkovanou vizualnou informéciou je pritomna druha,
nemenej podstatna vrstva projektu. Spocivala v navstevach — ako
empatickych intervenciach Pavliny Fichta Ciernej do doméacnosti
chorych, prevazne starych ludi, ktori sa takto stali participantmi
projektu.

Socialny aspekt v podobe nenasilného prieniku do sikromia
jedincov prostrednictvom interaktivneho diela alebo ako vysledok
komunikacénych zrucnosti sa stal dolezitym atribitom préac autorky.
Explicitny je vo video tvorbe, v ktorej sa zameriava na ludi mimo
bezného spektra spolo¢nosti ¢i v nieCcom vynimocnych, alebo na
tzv. socialnych outsiderov, a vytvara ich nestylizované profily,
alebo si s rovnakym cielom vybera jedincov v zlomovych alebo
hraniénych situaciach.'® Podobne sociologické rysy, generované
procesom komunikacie a interakcie, maju i jej diela realizované vo
verejnom priestore, kde vyrazny podiel na ich realizacii a zaviseni
maja samotni divaci/tcastnici. Samostatnou kategoriu st videa
presahujuce do zanru spravodajského dokumentu, ktorych cielom je
sprostredkovat objektivny pohlad na problémy socialnej politiky a jej

16  Kurator vystavy: Richard Gregor.

17  Vynimocnost tohto diela spocivala vo vytvoreni on-line komunikacie
s navstevnikom galérie, ktora v slovenskom prostredi (v zmysle pristupu
na internet Ci pocitacovej a digitalnej gramotnosti) v roku 2000 nebola
na takej irovni ako v sicasnosti. Viac: RUSNAKOVA, K. Internetové
umenie. In: Rozsirené spdsoby divickej percepcie digitdlneho umenia. Banska
Bystrica: Fakulta vytvarnych umeni, Akadémia ument, s. 94 — 95.

18  Vystava Ceteris paribus/ Vsetko ostatné je rovnaké (2000, CC Centrum,
Bratislava), kuratorka: Viera Jancekova (Levitt).

19 Typickym pre tieto vided je, ze ich protagonistov autorka spravidla
nachédza vo svojom okoli, ¢o svedci o jej schopnosti citlivo vinimat
socialne Struktiry svojho Zivotného priestoru. Urcujucim prvkom pre
takto zamierena optiku je aj jej urcita izolacia (v negativnom i pozitivnom
vyraznejSou anonymitou a plytsimi socialnymi vézbami. Dolezité z tejto
linie st Janka Saxonovd (2002), trilogia videi Traja muzi na zivot (2003)
pozostavajuca z diel — O Jozefovi, S Marosom, Od Vlada a diaprojekcie Bez
Kamila, dalej videa Mladistvyj David R. (2004), Jarka uprostred (2004 ), Posta
pre Teba (2005), Sprdva o redlidch Evy C. (2005), Rekonstrukcia (2005),
Difiizny portrét (2007), Zo scendra Jaroslavy Vislockej (2007), Presddzanie
(2010).
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their realization and completion. Another separate category of

videos stretches toward the news documentary genre, intended

to offer an objective view of social policy issues and practices
in contemporary society. The artist orients the content of these
approaches toward social space.?°

Open model of artwork and creation: collaborations,

tandem works, and works in the interest of public space

The shift in emphasis in Cierna’s work to the contextual

aspect was a sign of the artwork’s opening up. This has been
a significant manifestation in art and artistic activities in Slovakia
since about 2005. The work of art in the 90s as something open
functioned more on the basis of content enabling intertextual

readings, but mainly in relation to a place - as site-specific. In the

new millennium its openness develops further - it is accentuated

by its affiliation to public and particularly social space, which is not

only the place where the artwork occurs but specifically becomes

its content/theme. In this artist’s creation too we find elements

of such development - from installations and multimedia

realizations open in the sense of their interactivity, to projects

in public space, and then to realizations in a form resembling
so-called social intervention, since they border on both art and
community-service activities. Secondly, what similarly supports

the open concept of the artist’s creation is her cooperation with

other artists and tandem works,?' the essence of which has been

generated by communication as the expressive form-creating

factor in her creation. They are conditioned by a common way
of thinking shared with the cooperating artist, an interest in
reflecting the relevant issue in a more complex way. It might be

viewed from different angles, articulated in other forms of visual

language, but always has clear contact points. Cooperation-
based exhibitions do not negate the artist’s contributions
autonomy; to the contrary, presenting them along with her artistic

20 By 'social space' we understand wider public space in which social

21

interactions are stressed. The artist’s works of art with social space
as content and venue are open contextual units determined by the
relations that surround them. The artist’s realizations that by their
nature improve the functioning of social space, at least by providing
a sober, objective view of its problems, or by including individuals or
communities into project realizations, come close to the relational
aesthetics described by the theoretician Bourriaud. Bourriaud,
Nicolas: Relational Aesthetics. Dijon: Presses du Réel, 2002.

The term cooperation or collaboration - denoting artist’s works,
projects or exhibitions realized with other artists - also indicates
activities falling into current discourse on the art of cooperation.

This is the creation of team or group artwork on the grounds of
participation by 'common'’ people, in which the artists are organizers
and coordinators. At the same time this brings with it a certain
'‘downplaying' of the traditional authorship model. As has been
mentioned, the artist’s realizations focusing on the issue of public/
social space show an affiliation to relational aesthetics, and to art of
cooperation projects. For more on the art of cooperation see: BISHOP,
C. Rizeni reality. Spoluprace a participace v sou¢asném uméni (Czech
translation of: Directing Reality: Collaboration and Participation

in Contemporary Art). In: SeSit pro uméni, teorii a pFibuzné zony.
Prague: VUP AVU, 1-2/2007, p. 9 - 36. KRAVAGNA, Ch. Pracovat

na spoloc¢enstvi. Modely participativni praxe (Czech translation of
Working on the Community. Models of Participatory Practice. Ibid.,

p. 65 - 82. ZALESAK, ). Uméni spolupréce. Prague, Brno: Akademie
vytvarnych uméni, Védecko-vyskumné pracovisté, Masarykova
univerzita, 2011.

praxe v sucasnej spolo¢nosti. Uvedené polohy tvorby autorky st
obsahovo orientované na socidlny priestor.?’

Otvoreny model diela a tvorby: autorské spoluprace,
tandemové diela a diela v zaujme verejného priestoru

Presun dorazu na kontextualitu, objavujuci sa v tvorbe
Pavliny Fichta Ciernej, je znakom otvarania sa diela, ktory
je signifikantnym prejavom umenia a umeleckych aktivit
v slovenskom prostredi priblizne od polovice tzv. nultych rokov.
V 90. rokoch dielo ako otvorené fungovalo viac na zaklade obsahu
umoznujaceho intertextualne moznosti ¢itania, no najmaé vo vztahu
k miestu — ako site-specific. V novom miléniu dochédza k posunu
v jeho otvorenosti — je akcentovana prislusnostou k verejnému, no
najma socialnemu priestoru, ktory je tak nielen miestom existencie
diela, ale stava sa najma jeho obsahom/témou. I v tvorbe autorky je
mozné najst prvky tohto posunu — od instalacii a multimedialnych
realizacii otvorenych v zmysle ich interaktivity k projektom vo
verejnom priestore a nasledne k realizaciam, ktoré maju blizko k tzv.
socialnym intervenciam, kedZe sa nachadzaju na hranici umenia
a spoloc¢ensky prospesnej ¢innosti. Druhou podobnou otvorenostou
tvorby autorky su jej spoluprace s inymi autormi a tandemové
diela,?! ktorych podstatu vygenerovala komunikacia ako vyrazny
formotvorny cinitel v jej tvorbe. Podmienuje ich existencia spolo¢nej
hladiny pri uvazovani so spolupracujicim umelcom, zaujem
reflektovat prislusni problematiku komplexnejsim spdosobom.
Nahlad na nu moze byt uskutocneny z réznych pozicii, artikulovany
inymi formami vizualneho jazyka, avsak so zretelnymi sty¢nymi
bodmi. Realizacia vystav na zaklade spoluprac neprinasa negaciu
autonomie prispevkov vytvarnicky, naopak —ich prezentacia
v pritomnosti diel umeleckych partnerov ich obohacuje o dalsie

arovne Citania. Dolezitym aspektom spoluprac je zamer realizovat

20 Pod socialnym priestorom rozumieme $irsie poriaty verejny priestor,
v ktorom st zdoraznené socialne interakcie. Diela umelkyne, ktorych
obsahom i miestom fungovania je socialny priestor, su otvorenymi
kontextualnymi jednotkami, ktorych podstatu urcuju vztahy okolo nich.
Realizacie autorky, ktorych povaha napomaha zlepsovat fungovanie
socialneho priestoru minimalne poskytnutim triezveho a nezaujatého
pohladu na jeho problémy ¢i pripadne integrovanim jedincov alebo
komunity do realizacie projektu, maja tymto blizko k relacnej estetike
popisanej teoretikom Nicolasom Bourriadom. BOURRIAUD, N. Relational
Aesthetics. Dijon: Presses du Réel, 2002.

21 Pojem spoluprace, pouzity na oznacenie tej Casti autorkinej tvorby,
v ktorej svoje diela, projekty alebo vystavy uskutocnuje s dalsimi
autormi, zaroven oznacuje aj tie aktivity, ktoré spadaja do aktualneho
diskurzu umenia spoluprace. Umenie spoluprace je vytvaranie timovych,
skupinovych diel na baze participacie s ,,beznymi* ludmi, v ktorych
umelci vystupuju ako organizatori a koordinatori. Sticasne tymto
dochadza k urcitému ,zbezvyznamnovaniu“ autorstva v jeho tradicnom
modeli. Ako uzbolo spomenuté, autorkine realizacie orientované na
problematiku verejného/socialneho priestoru prezradzaja prislusnost
k relacnej estetike, podobne ako projekty umenia spolupréce. Viac
k umeniu spoluprace: BISHOP, C. Rizeni reality. Spolupréce a participace
v souCasném umeni. In: Sesit pro uméni, teorii a pribuzné zény. Praha:
VUP AVU, 1 - 2/2007, s. 9 — 36. KRAVAGNA, Ch. Pracovat na
spolocenstvi. Modely participativni praxe. Tamze, s. 65 — 82. ZALESAK, J.
Umeéni spoluprdce. Praha, Brno: Akademie vytvarnych uméni, Védecko-

vyskumné pracovisté, Masarykova univerzita, 2011.
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partners' artwork enriches them by adding levels of reading. An
important aspect of the cooperation is the aim to realize the
exhibition as a complex structured whole, the entirety of which is
also supported by how it is installed or adjusted.

The project Bi:fuzia [Bi:fusion]?® was a collaboration
with the Czech artist Zdena Kole¢kova. The point of contact
between the two artists' artwork was reflection on isolating social
environments - particularly hospitals, which are typically sterile
in appearance and content, and, then perhaps more than today,
show a post-socialistic indifference. Cierna’s contributions
created a wider framework for the photographs by Zdena
Kolec¢kova, capturing details of hospital environments and others
of conspicuously similar typology. The video Janka Saxonova
(2002) extended the understanding of the social environment
defined by the exhibition’s leitmotiv. Having filmed her in public
and in private, the artist processed the documented fragment
of the mentally handicapped woman'’s life in post-production
(slow-motion, interrupting the picture with a 'snowy screen’ effect),
yielding a format presenting the heroine as a happy person who
is also, within her micro-world, very vivacious, which is not in
keeping with common images of the 'aberrant'. The contents of
the second video Prevoz [Transport] (2002), in direct accordance
with the exhibition topic, showed the inhospitable nature and
emotional emptiness of hospital corridors from the perspective
of a patient lying down on a wheeled stretcher. The artist
complemented the presentation in the Gallery of Jan Koniarik
in Trnava with two videos, Baser [Poem] (Radka Blecharzova)
and Rozpravka [Fairy Tale] (Radka Blecharzova) (2002), featuring
a young woman. Like Janka Saxonova, she is different, and her
being different coincides with what we consider normal.

Introducing the video-works about mentally handicapped
women was not the only added level of the exhibition. In
both presentations the artist emphasized the topic of social
environment in how she installed the videos, specifically by
adjusting the exhibition area to make it resemble the videos'
environments. She painted the walls with wash-away paint with
stripes typical (for example) of hospitals, and for the Trnava
exhibition she also painted over the windows to a certain height,
and put in very plain furniture - again, inventory typical for public-
service facilities. To walk around the staged environment in the
Gallery of Emil Filla, the visitors were supposed to put on hospital
shoe-protectors. The artist unified the environment visually,
but more importantly through this conceptual approach she
presented her ability to perceive a given issue in multiple layers,
and to make it accessible as such to the spectator.

Together with the Czech artist Lenka Klodova,
Cierna realized the exhibition NeZné pripomienky [Tender
Observation].2® In contrast to the earlier cooperation, their
approach to the topic based on their long-term communication
is more free and it takes more into consideration the artists’
individual artistic programs. The topic of gentleness is where
they obviously converge. The videos Spréva o redlidch Evy C.
[Report on the realia of Eva C.] (2005) and Posta pre teba [Mail
for you] (2005) contain 'confessions' of people from the edge of

22 Pavlina Fichta Cierna and Zdena Kole¢kova, Bi:fuzia, the Gallery of
Jan Koniarik in Trnava, and the Gallery of Emil Filla in Usti nad Labem,
2002, curators: Viera Jan¢ekova and Anna Vartecka.

23 Pavlina Fichta Cierna and Lenka Klodova, NeZné pripomienky,
PovaZska Art Gallery in Zilina, 2005, curator: Lucia Gregorova.
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vystavu ako komplexny struktarovany celok, ktorého celistvost
podporuje aj sposob instalacie ¢i adjustacie diel.

Projekt Bi:fiizia?? je kooperéciou s ceskou umelkytiou
Zdenou Koleckovou. Stretavacou plochou prezentovanych diel
oboch autoriek bola reflexia izolujucich socidlnych prostredi —
najmé nemocnic, ktoré su typické svojou vizualnou i obsahovou
sterilitou a, v ¢ase konania vystavy hadam viac ako dnes, aj
lahostajnostou postsocialistického zdravotnictva. Fotografiam
Zdeny Koleckovej zachytavajicim detaily z nemocnic¢nych
prostredi i dalsich, ktoré sa na ne typologiou ndpadne podobajq,
vytvorili prispevky Pavliny Fichta Ciernej sirsi ramec. Video Janka
Saxonova (2002) rozsirovalo chapanie socidlneho prostredia dané
leitmotivom vystavy. Dokumentovany vysek zo zivota mentalne
postihnutej zeny, snimajutci ju pri ¢cinnostiach na verejnosti
i v sukromi, autorka spracovala postprodukénym prvkami
(spomalenym ¢asom plynutia, preruseniami obrazu zrnenim)
do formatu, ktory hrdinku prezentoval ako spokojni a v ramci
svojho mikrosveta i Zivotaschopn bytost, ktora sa nezlucuje
s beznou predstavou o ,,nenormalnosti“. Obsah druhého videa
Prevoz (2002)priamo v intencii témy vystavy priblizoval nevludnost
a emocné prazdno komunikac¢nych priestorov nemocnice
prostrednictvom perspektivy pacienta leziaceho na transportnom
voziku. Prezentaciu v Galérii Jana Koniarka v Trnave autorka
doplnila o dvojicu videi Bdsert (Radka Blecharzovd) a Rozprdvka
(Radka Blecharzova) (2002), ktorych protagonistkou je mlada zena.
Jej existencia, podobne ako pripad Janky Saxonovej, predstavuje
prelinanie inakosti a toho, ¢o povazujeme za normalne.

Predstavenie video diel o mentéalne hendikepovanych
zenach nebolo jedinou dalSou rovinou vystavy. Tému socialneho
prostredia autorka v pripade oboch prezentacii akcentovala
spdsobom instalacie videi, a najmé adjustazou vystavného
priestoru, ktory sa po svojej tiprave spolu s umiestnenymi dielami
priblizoval k environmentu. Interiér prezentécie upravila naterom
stien umyvatelnou farbou s pasikom typickym (nielen) pre
nemocnice a v pripade vystavy v GJK aj zatretim okien do urcitej
vysky a strohym nabytkom — typickym inventarom socialnych
zariadeni. Inscenované prostredie v Galerii Emila Filly autorka
doplnila o povinnost pouzit pri prehliadke vystavy nemocnicné
navleky. Jednoduchou tpravou ho autorka vizualne zjednotila, no
predovsetkym takymto koncepénym riesenim predostrela svoju
schopnost vnimat dana problematiku vo viacerych vrstvach a takto
ju priblizit i divakovi.

S ¢eskou umelkynou Lenkou Klodovou vytvarnicka
realizovala vystavu Nezné pripomienky.?* Oproti predchadzajice;j
spolupraci je pristup k téme, ku ktorej sa dopracovali na zaklade
dlhodobejsej komunikacie, volnejsi a vyraznejsie zohladnuje ich
individualne vytvarné programy, a popritom je prave téma nehy
ich zretelnym stretom. Dvojica videi Sprdva o redlidch Evy C. (2005)
a Posta pre teba (2005) obsahuje ,,spovede” ludi z okraja beznej
society, poznacenych svojim osudom alkoholikov. Fragmenty z ich
spomienok vo videach st napriek lapidarnosti prejavu protagonistov
dojemné najma vdaka autorkinmu pristupu, ktory je bez stopy
kolonizujtceho pohladu na socidlne vylucenych jedincov a je

22 Pavlina Fichta Cierna a Zdena Koleckova, Bi:fiizia, Galéria Jana Koniarka
v Trnave, Galéria Emila Filly v Usti nad Labem, 2002, kuratorky: Viera
Jancekova a Anna Vartecka.

23 Pavlina Fichta Cierna a Lenka Klodova, Nezné pripomienky, Povazské
galéria umenia v Ziline, 2005, kuratorka: Lucia Gregorova.
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the common society, marked by their fate as alcoholics. Their
memory fragments in the videos, while succinct, are touching,
especially thanks to the artist’s approach to social outcasts that
is neither judgemental nor colonializing, indeed it carries traces
of her empathy for them.2* The works by Lenka Klodova brought
elements of lightness and humour into the project. Her cycle

of manipulated photographs Vitézky/Women who win (2005),
capturing professional physical performance by pregnant top
sportswomen, relativized women's traditional roles as well as
expectations related to these roles. An important layer of the
project, connecting the autonomous spheres of the artists'
thinking, was their mutual e-mail communication, on which the
project is based and which the artists used to polish the project
into its terminal form. The presentation included a selection of
the e-mails printed out in large AO format. It guided the audience
through the genesis of the project and, most importantly, it
introduced the artistic and private worlds of both of the artists. At
the same time it materialized what is typical for Cierna’s creation
strategy: communication, in the true sense of the word. The
enlarged shared e-mail extracts, extending the presentation, are
a contribution to both mail-art and internet art.?®

The artist made the strategies of her previous
collaborations even more effective for the exhibition Navody
na vytvaranie potrebnych veci a dojmov [Directions to create
necessary things and impressions]?® realized in a tandem with
her husband, the artist Anton Cierny. The artists concentrated on
working with the project implementation space, and the manner
of installing the works of art (in this case videos), which unified
their presentations into a compact whole. They placed the videos
inside a humanitarian aid tent, adjusting them to the possibilities
the space in it had offered. A major part of the project was the
intense communication between the artists while preparing it -
which showed in the way the works interacted with each other and
with the space around.?

Within the issues present in Directions to create
necessary things and impressions, what became the meeting
point for the artists was the social aspect of their video creation,
on the grounds of which the videos could be interpreted as
instructions needed to exist in today’s public as well as private
space. At the same time they were reactions to the ruptures
occurring in those spaces. The contributions by Anton Cierny
came from a line of work referring to the memory of a place, and

24 The absence of a colonializing view of representatives of social
minorities with whom the artist cooperates to make her videos has
been pointed out by GREGOROVA, L. Pavlina Fichta Cierna/Lenka
Klodova - Nezné pripomienky. In: Povazska Art Gallery 2005 - 2006,
Zilina: Povazska Art Gallery, 2007, p. 12.

25 More on the issue of internet art and its specifics in P.F.
Cierna’s creation in: KAPSOVA, E. Internet v umeni - umenie na
internete. In: ZILKOVA, M. (ed.): Vplyvy globalizacie na mediainu
kultaru. Nitra: Univerzita Konstantina Filozofa Nitra, Filozoficka
fakulta - Ustav literarnej a umeleckej komunikacie, 20086, p. 337-339.

26 Pavlina Fichta Cierna and Anton Cierny/N&avody na vytvéranie
potrebnych veci a dojmov, Space Gallery, Bratislava, 2010, curator:
Katarina Slaninova.

27 Pavlina Fichta Cierna calls our attention to the intent of common
imaging, rescreening of the pictures and meanings in their videos.
More in: RUSINOVA, Z. Partner (Rozhovor s Pavlinou Fichta Ciernou
a Antonom Ciernym). In: Cierny, Anton (ed.): Anton Cierny. Zilina:
PovaZzska Art Gallery, 2012, p. 106.

v riom Citateln4 stopa jej empatie.?* Diela Lenky Klodovej vniesli
do projektu prvky nadhladu a humoru. Cyklom manipulovanych
fotografii Vitézky (2003), zachytavajticim vrcholové Sportovkyne
pri profesionélnom fyzickom vykone s tehotenskym bruchom,
relativizovala tradi¢né roly zien i ocakavania toho, ¢o tieto roly
obsahuju. Délezitou vrstvou projektu, spajajucou autonémne
sféry vytvarného myslenia autoriek, bola vzajomna mailova
komunikacia, z ktorej projekt vzisiel a v ktorej ho cizelovali do
vyslednej podoby. Vyber z nej v podobe tlaci z mailboxov vo velkych
formatoch Ao tvoril dalsiu rovinu prezentacie, zohraval dlohu
sprievodcu zrodom projektu, no najmaé priblizoval nielen umelecky,
ale aj privatny svet oboch vytvarnicok. Zaroven bol zhmotnenim
toho, ¢o je pre stratégiu tvorby Pavliny Fichta Ciernej typické —,
komunikacie, a to v pravom zmysle slova. Zverejnené zvicSené
vynatky z e-mailovej koreSpondencie, ktoré rozsirovali komplex
prezentacie, su prispevkom do mail artu a internetového umenia
zéaroven.?®

Vo vystave Ndvody na vytvdranie potrebnyjch veci a dojmov,*®
uskutocnenej v tandeme s manzelom, vytvarnikom Antonom
Ciernym, sa zefektivnili stratégie z predolych autorkinych
spoluprac. Autori sa koncentrovali na pracu s priestorom realizacie
projektu, na spdsob instalovania diel (v tomto pripade videi), ktory
ich prezentacie zjednotil do kompaktného celku. Vsadili ich do
vnutra humanitarneho stanu, pricom jednotlivé miesta a velkosti
projekcii boli adjustované podla priestorovych danosti objektu.
Doélezitou Crtou projektu boli aj Citatelné stopy po intenzivnej
komunikacii medzi vytvarnikmi pri jeho priprave — odrazili sa
vo vzajomnej interakcii prac medzi sebou i s priestorom, kde sa
nachadzali.?”

V tematizovanej problematike Ndvodov na vytvdranie
potrebnych veci a dojmov sa sty¢nym bodom stal socialny aspekt
ich video tvorby, na zaklade ktorého ich bolo mozné interpretovat
ako instruktaze potrebné pre existenciu v sicasnom verejnom, ale
aj sukromnom priestore, no zaroven boli reakciami na pritomné
ruptiry v fiom. Prispevky Antona Cierneho pochadzali z linie
tvorby referujicej o paméti miesta, historickych, spolocenskych
a politickych suvislostiach k nemu naviazanych, ku ktorym sa

vyjadruje z pozicie performera.?® Autorkine vided v intencii jej

24 Na absentovanie kolonizujiceho pohladu na zastupcov socialnych
minorit, s ktorymi autorka pri realizacii videi spolupracuje, upozornila
GREGOROVA, L. Pavlina Fichta Cierna/Lenka Klodova — Nezné
pripomienky. In: Povazskd galéria umenia 2005 — 2006, Zilina: Povazska
galéria umenia, 2007, s. 12.

25 K problematike internetového umenia a jeho Specifik v tvorbe P. .
Ciernej viac: KAPSOVA, E. Internet v umeni — umenie na internete.
In: ZILKOVA, M. (ed.): Vplyvy globalizdcie na medidlnu kultiru. Nitra:
Univerzita Kontantina Filozofa Nitra, Filozoficka fakulta — Ustav
literarnej a umeleckej komunikacie, 2006, s. 337 —339.

26 Pavlina Fichta Cierna a Anton Cierny/Ndvody na vytviranie potrebngjch
veci a dojmov, Space Gallery, Bratislava, 2010, kuratorka: Katarina
Slaninova.

27 Pavlina Fichta Cierna upozoriiuje na zamer spolo¢nej obrazovosti,
presietovanie obrazov i vyznamov ich videi. Viac: RUSINOVA, Z. Partner
(Rozhovor s Pavlinou Fichta Ciernou a Antonom Ciernym). In: Cierny,
Anton (ed.): Anton Cierny. Zilina: Povazska galéria umenia, 2012, s. 106.

28  A. Cierny na vystave prezentoval diela Spulka, Hranicné série IV./
Struktiira 111/ 41 (Hniezdo), Dolu riekou (vietky 2070). V pripade prvého
ide o0 zaznam nezmyselného navinutia nedefinovanych predmetov na
,kutilsky* zmajstrovanu cievku v hale zdevastovanej tovarne Pleta

v Banskej Stiavnici, gesto, ktoré svojou absurdnostou odkazuje na
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the historical, social and political facts connected with it. Cierny
gives his opinions on them from the position of a performer.28
The videos by P.F. Cierna show her interest in people who at first
might seem simple but who nevertheless, considering their life
experience, are also exceptional. The videos about them offer
instructions on how to survive in complicated social and crisis
situations. The female protagonists give them while finding
themselves in rather non-typical circumstances. In the first one,
Presadzanie [Repositioning] (2010), we get instructions from

a patient going through a medical treatment, in the second one,
Skladanie [Assembling] (2010), from an old woman who not only
has a good memory, making her recounted experience detailed
and engaging, but who also thinks about it in the current context.
In both, an important element is the central visual motif, pointing
up the stories. In the first video the woman re-pots a plant during
her monologue; in the second video the woman interrupts her
monologue to instruct a child sitting nearby, assembling a set of
building blocks. The third video, Terapia [Therapy] (2010), is the
artist’s personal instruction manual. With a remarkable amount
of self-reflection but at the same time playfully and lightly, she
reports on her own experience with constant medication related
to her health problems.

The complexity of the project enabled various levels of
interpretation, grounded in the optics of opposites: from the
gender point of view, it could be read as the woman’s empathic
perspective versus the man’s analytical perspective; the synopsis
of the videos was a comparison of their narration systems. For
both of them, while their programs have differences, the element
of perceiving oneself through one’s surroundings is typical. With
Anton Cierny this functions centrifugally (especially with the
theme of identity, developed in a line from his closest relatives
to his homeland), and with Cierna it functions the other way
around, centripetally (a circle of social outcasts to whom she
is altruistically devoted leads her to engaged and personally
realized projects combining art and social work). Yet thanks to the
very presence of this 'positioning' 2°, their common exhibition was
a consistent whole.

The referred-to project opened a series of further
collaborations of the artist with Anton Cierny, which gradually
change in both form and content. In Directions to create
necessary things and impressions the artists introduced
works that functioned outside the exhibition as independent

28 In the exhibition, A. Cierny presented the works Spulka, Hraniéné
série IV. / Struktdra Il / 41 (Hniezdo), and Dolu riekou (all from 2010).
The first is a record of the pointless winding of undefined objects
onto a rough spool, in the devastated premises of the Pleta factory in
Banska Stiavnica. It is an absurd gesture referring to the conditionality
of irreversible and uncontrollable processes in current society-one of
these the post-November 1989 fate of this factory. In the next video
the artist boats to the border pole in the delta of the Cierna Orava
River, and turns the pole into a viewing tower stuck into a beautiful
landscape; the transition is intended to symbolize how unstable
borders are and how relative the term border is. The last video Down
the river captures the artist 'decorated’ with PET bottles, and carried
by the flow of the Danube River in Bratislava’s city-centre. More in:
RUSINOVA, Z. Narator. In: quoted work, p. 76-77. GREGOR, R. Prva
spolo&na vystava: Pavlina Fichta Cierna/Anton Cierny. In: Jazdec -
print nastenky o sué¢asnom vytvarnom diania Vol. Il, No. 4/2010, p. 3.

29 See more in: GREGOR, R. Prva spolo¢na vystava: Pavlina Fichta
Cierna/Anton Cierny, Ibid. See also: GREGOR, R. Cena Oskara
Cepana. In: dart - revue sicasného vytvarného umenia, No. 10, p. 8.

Work of art as an open structure / Mira Sikorova-PutiSova

zaujmu o na prvy pohlad jednoduchych, avsak vzhladom na ich
zivotné skusenosti aj vynimoc¢nych Iudi, sprostredkavaju navody na
prezitie v zlozitych socialnych a krizovych situaciach a protagonistky
jej videi ich podavaju z netypickych pozicii. V prvom z nich,

v Presddzani (2010), dostavame navody od pacientky prechadzajtcej
liecebnym procesom, v druhom, Skladanie (2010), od starej zeny,
ktora ma nielen dobru pamét, ¢im su jej skusenosti podavané
detailne a patavo, ale zaroven sa nad nimi zamysla aj v si¢asnych
kontextoch. Délezitym prvkom v oboch je tstredny vizualny motiv,
ktory oba pribehy pointuje, v prvom je to proces presadzania izbovej
rastliny pocas monologu aktérky a v druhom skladanie detskej
stavebnice dietatom — Gcastnikom hovoru starSej zeny, ktoré ona

v prestavkach monol6gu usmernuje. Tretie video, Terapia (2010), je
oproti ostatnym osobnym autorkinym navodom. S vyraznou davkou
sebareflexie, no sticasne hravo i z nadhladu referuje o vlastnych
skusenostiach s permanentnym uzivanim liekov vyplyvajicim zo
zdravotnych problémov.

Komplex projektu umoziioval rézne tirovne interpretacii,
ktoré mali zaklad v optike opozit: z gendrového hladiska sa pontkalo
Citanie zensky empaticky pohlad verzus muzsky analyticky, v pripade
osnovy videi $lo o porovnanie systému ich naracie. Pre tvorbu oboch,
i napriek rozdielnostiam ich programov, je typicky prvok vnimania
seba skrz svoje okolie. Hoci u Antona Cierneho funguje odstredivym
smerom (najma v téme identity rozvijanej v linii od jeho najblizsich
pribuznych az po kategériu vlast) a u Pavliny Fichta Ciernej naopak
dostredivo (okruh socidlne vylucenych jedincov, ktorému sa na
zaklade svojho altruizmu venuje, ju postva k angazZovanym a osobne
realizovanym projektom na hranici umenia a socialnej prace), prave
vdaka tejto pritomnej crte tzv. ,positioningu*“ 2° bola ich spolo¢na
vystava konzistentnym celkom.

Uvedenym projektom sa otvorila séria dalSich spoluprac
autorky s Antonom Ciernym, ktoré sa po formélnej i obsahovej
stranke postupne menia. V Ndvodoch na vytvdranie potrebnyjch
veci a dojmov predstavili prace, ktoré mimo vystavy funguja ako
samostatné autonémne jednotky. Nasledujtica dvojkanalova
projekcia Pondelok, Utorok (2011) zo spolocnej vystavy Manudly
v kocke?® je vyraznym akcentovanim vzajomného prepojenia
vizualnej a obsahovej stranky videi, o ktoré sa snazili uz aj predtym.
Tentoraz v nich ,,navody*“ podéavajui osobne ako performeri
rozdielnych aktov, ktoré uskutocnuju s tym istym predmetom,
pricom ich praca s nim a reakcia na jeho podstatu je nielen pri
pouziti rodového nahladu na vec polaritna, podobne ako asociacie
vyvolané ich ¢innostou. Anton Cierny pouzivany predmet — samopal

vzor 58 — cyklicky a Coraz rychlejsie sklada a rozklada, Pavlina

podmienenost nezvratnych a nekontrolovatelnych procesov v sicasnej
spolo¢nosti — jednym z nich je i ponovembrovy osud spominanej fabriky.
V dalsom videu sa autor na lodke doplavi k hrani¢nému stipu v delte
Ciernej Oravy a pretvori ho na rozhladiiu zasadenti do malebnej krajiny,
a touto zmenou jeho Gc¢elu naraza na nestabilnost miesta hranice

a relativnost tohto pojmu. Posledné video Dolu riekou zaznamenava
performanciu autora, v ktorej sa oveSany prazdnymi PET flasami necha
unasat priadom Dunaja v centre Bratislavy. Viac: RUSINOVA, Z. Naritor.
In: cit. dielo, s. 76 — 77. GREGOR, R. Prva spolo¢na vystava: Pavlina
Fichta Cierna/Anton Cierny. In: Jazdec — print ndstenky o sticasnom
vijtvarnom diani, roc. I, €. 4/2010, s. 3.

29  Pozriviac: GREGOR, R. Prva spolo¢na vystava: Pavlina Fichta Cierna/
Anton Cierny, tamze. Pozri aj: GREGOR, R. Cena Oskara Cepana.

In: dart — revue sticasného vijtvarného umenia, ¢. 10, s. 8.

30 Vystava Manudly v kocke (2011, Galerie Kostka, MeetFactory, Praha).
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autonomous units. The following two-channel projection
Pondelok, Utorok [Monday, Tuesday] (2011) from the common
exhibition Manuély v kocke [Manuals in cube]*®° is a clear-cut
accentuation of the mutual interconnection of the visual side
and the contents of the videos, as they had attempted before.
This time they themselves give 'instructions’, as performers of
different acts with one and the same object. There is a polarity
how they work with and react to it, both in gender terms and in
the associations invoked by their activity. Anton Cierny takes
the object - a submachine gun, model 58 - and assembles and
disassembles it, cyclically and faster and faster; Cierna draws
around its individual components to get its shapes onto a white
sheet of paper, creating a pattern of an imaginary tablecloth.

Both videos, as in the previous case, can be applied in
different contexts of the presentations. They are two versions
of one scene with an almost identical basis: the same picture
composition of a table in the centre and a centrally-placed
protagonist figure (male or female) manipulating an identical
artefact. However, the complexity of reading is enabled only
by their common two-channel projection, in which her part is
a commentary, softening or humanizing of his activity and its
appertaining connections, which are after all more typical of
a submachine gun. Even though each of the protagonists deals
with their own activity in their own picture, connecting them into
a diptych makes us believe the protagonists can be a couple
and, consequently, on the grounds of their semantically opposite
activities, to consider the nuances of partnership.

Cooperation as one of the possible attributes of
a partnership is the leitmotiv of the videos Nedelné popoludnie
[Sunday afternoon] (2011) 3 and A zotrvat'v pocite [And keep
the feeling] (2012),32 tandem work by the two artists. The first
is the record of an unsuccessful attempt to climb to the top of
a high-voltage electric pole, showing various little nuances of
partner communication. The ambivalence of the action the artists
took up is framed by the type of the countryside where it takes
place - it lacks any specific features, thus the attention is focused
only on the couple and their activities. The video And keep the
feeling captures the artists swinging on a swing (individually
and together) over the Danube River. Their personal micro-story
is put in the time-frame of the metropolis. Here again, on the
background of the static or only slowly-changing countryside,
in which the only motion is flowing river water, the shot centres
on the couple. The videos are characterized by a few common
features. The most significant is the base of cooperation, not
just in realizing them but also as a main idea. The videos are
a couple’s action, introduced by the artists as performers, which
might be a kind of materialization of partner communication.
Another common feature is the video/action’s taking place in
an atypical and dangerous situation, testing not only human
limitations but also their ability to cooperate in it. The thought
of a certain gender polarity presents itself here; a collision of
woman'’s and man’s views on the given situation they share

30 The exhibition Manualy v kocke was in 2011, at Galerie Kostka,
MeetFactory, Prague.

31 At the exhibition Zotrvat'v pocite (2012, Slovak Institute in Budapest),
curator: Mira Sikorova-PutiSova.

32  Atthe exhibition Anton Cierny/Vlast (2012, PGU Zilina), curator: Mira
Sikorova-PutiSova.

Fichta Cierna jeho jednotlivé komponenty obkresluje na biely
podklad, vytvara vzorku pomyselného obrusu.

Obe videa, tak ako v predchadzajicom pripade, maju svoju
uplatnitelnost v inych kontextoch prezentacii. SG dvoma verziami
jednej scény, ktora ma takmer totozny zaklad — rovnaki kompoziciu
obrazu so stolom v centre, stredovym umiestnenim postavy aktéra/
aktérky manipulujicej s totoznym artefaktom. Komplexnost
Citania vSak umoznuje len ich spolo¢na dvojkanalova projekcia, kde
autorkina cCast je komentarom, ziemnenim alebo humanizovanim
autorovej aktivity i jej naleziacich savislosti, ktoré su predsa len
pre samopal typickejsie. Hoci sa kazdy z nich zaobera vlastnou
¢innostou vo vlastnom obraze, ich spojenie do diptychu v nas
utvrdzuje moznost o aktéroch uvazovat ako o pare, a nasledne,
na zaklade ich vyznamovo opozitnych ¢innosti, aj o nuansach
partnerstva.

Spolupraca ako jeden z moznych atribuitov partnerstva je
leitmotivom videi Nedelné popoludnie (2011)3! a A zotrvat v pocite
(2012),3? ktoré st uz spolo¢nymi dielami oboch autorov. Prvé
z nich zaznamendva nedspesny pokus vyliezt na vrchol stipu
vysokého elektrického napitia, pricom ich ¢innost poukazuje na
rozne odtienky partnerskej komunikacie. Ambivalentnost akcie, na
ktoru sa podujali, je ramcovana typom krajiny, kde sa odohrava —
nevykazuje ziadne Specifické znaky, a tak je pozornost ststredena
iba na dvojicu a jej aktivitu. Video A zotrvat v pocite zachytava
autorov hupajucich sa na hojdacke (individualne i spolu) nad
Dunajom. Ich osobny mikropribeh je vsadeny do casu velkomesta.
I tu, na pozadi statickej, resp. len pomaly sa meniacej krajiny,

v ktorej pohyb vykazuje len vodny tok, je centrom zaberu dvojica.

Videa charakterizuje viacero spolo¢nych ¢ft. NajvyraznejSou
je baza spoluprace, nielen pri ich realizacii, ale aj ako nosna idea.
St pérovou akciou, predstavenou autormi ako performermi, ktora
méze byt akymsi zhmotnenim partnerskej komunikécie. Dalou je
zasadenie deja videa/akcie do netypickej a aj nebezpecnej situacie,
ktora je testom nielen ich Iudskych limitov, ale aj schopnosti
spoluprace v nej. V tejto suvislosti sa natiska tivaha o urcitej
rodovej polarite, strete zenského a muzského pohladu na dant
situdciu, ktora spoloc¢ne riesia a zdielajd, no tu sa rozplyva vo
viditelnej parovej dynamike. Extrémnost ¢innosti aktérov videi je
v oboch pripadoch situovana do miesta, na pozadi ktorého vynika,
a podporuje to aj nazov, resp. doraz na esenciu pocitu, ktory ma
dané zobrazenie zastupovat (A zotrvat v pocite, Nedelné popoludnie).
V prvom pripade ide o mestské prostredie, kde ich aktivita
symbolizuje aj plynutie individuélneho Iudského ¢asu na pozadi
globalneho, a v druhom ide o neurcity prirodny vysek.

Videa spolu s diptychom Pondelok, Utorok vychadzaja
z konstruktu partnerskej spoluprace realizovanych umelcami —
manzelmi. Hoci je v nich gendrovy aspekt skor minimalizovany
(najvypuklejsi je prave pri spominanom diptychu), bazou
partnerstva maju blizko k fenoménu tzv. manzelského umenia
v zmysle podstaty tvorby, ktora je vytvarana v institucionalizovanom
zviizku.3? V naSom prostredi ide o pomerne zriedkavy typ

31 Vystava: Zotrvat v pocite (2012, Slovensky institit Budapest), kurdtorka:
Mira Sikorova—PutiSova.

32 Vystava: Anton Cierny/Vlast (2012, PGU Zilina), kuratorka: Mira
Sikorova—Putisova.

33  Pozriviac: KLODOVA, L. Autenticky Zity stereotyp — opomijeny fenomén
manzelského uméni. In: Umeélec, 2005/1, dostupné na: http://divus.
cc/praha/cs/article/authentically-lived-stereotypes-the-hidden-
phenomenon-of-marriage-art
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and deal with together, though this fades away in visible couple
dynamics. In both cases the extremity of the actors' activities

is situated on backgrounds that make it stand out, and also

put emphasis on the essence of the feeling the given image is
supposed to represent (And keep the feeling, Sunday afternoon).
The setting in the first case is an urban environment in which
their activity also symbolizes the flow of human time on the
background of global time, and in the second case constitutes

a non-defined spot in nature.

The videos, together with the diptych Monday, Tuesday,
start from the construct of partner cooperation as realized by
the artists - a married couple. Although the gender aspect in the
videos is somewhat minimized (most perceptible in the diptych
mentioned above), with their partnership basis the videos suggest
the phenomenon of so-called marriage art in the sense of the
creative fundamentals generated in an institutionalized bond.33 In
Slovakia this type of production is quite rare,3* and only a few of
its forms have their crux specifically in such a partnership, as is
the case of the videos shared by Cierna and Cierny.

Another of Pavlina Fichta Cierna'’s collaborations resulting
in artwork by two authors is the video Bei dem... (2011),%% on which
she worked with the Czech artist Mark Ther. Its starting point
was the thematic connection existing between the two artists in
spite of quite strong differences in their artistic programs and
the generation gap between them. Before their shared video
both artists, in their own way, had already dealt individually with
the issue of the deportations of German inhabitants from the
northern parts of the Czech Republic after World War 2. Cierna
started by examining her own family’s genealogy in 2008 in Dolni
Podluzi near Jifetin pod Jedlovou, recording a series of 'extracts
from far-too-long talks of my mother’s father’s sister' (two
excerpts of the material are known as the video Sestra otca mojej
mamy a rodinné a politické suvislosti [My mother’s father’s sister
and the family and political context], introduced in 2009). Mark
Ther started with videos that depict a certain fictional emotional
moment in time that might have happened to the inhabitants of
Sudeten back then3®. The video Bei dem... is a fusion of two story-
lines of different forms. The documentary is a talk of Hildegard,%”

33 See more in: KLODOVA, L. Autenticky Zity stereotyp - opomijeny
fenomén manzelského umeéni. In: Umélec / Artist, 2005/1, available at:
http://divus.cc/Prague/cs/article/authentically-lived-stereotypes-the-
hidden-phenomenon-of-marriage-art.

34 Arecent example of production interpreted as marriage art were
several activities of Gabriela Binderova and Erik Binder, who realized
them in a married couple’s tandem titled Kunst - Fa. This category
might also include cooperation on a single piece of work by Veronika
Roénaiovéa and Peter Rénai, including her project Socialna sonda 3
(Traja muzi mojho Zivota), realized at the Kunsthalle/Narodné osvetové
centrum in 2012. More on the projects Kunst - Fa: GARLATYOVA, G.
Kunst-fu family - Kunst-fa of Erik and Gabriela Binders in: Kunst-
fu (katalog). Bratislava: Slovenska narodna galéria, 20083, p. 57.
GARLATYOVA, G. 2JA - Erik Binder a Gabriela Binderova. In: Dart -
revue sucasného vytvarného umenia, 3-4/2001, p. 2.

35 Beidem... (2011), Pavlina Fichta Cierna and Mark Ther, Palffyho palac,
Galéria mesta Bratislavy, 2011, curator: Katarina Slaninova.

36 The videos Pflaumen (2011) and Das wandernde Sternlein (2011) draw
in particular on this theme.

37 The video captures Hildegard’s memories. It reveals the tragic fates
of a large family, and the memories concern mainly the events in the
time of deporting German inhabitants. Hildegard was a neighbour of
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produkcie,3* pri¢om len maloktora z jej foriem ma tazisko prave
v partnerstve, ako je to v spolo¢nych videach Pavliny Fichta
Ciernej a Antona Cierneho.

Spolupréacou vytvarnicky, ktorej vysledok je jedno dielo
podpisané dvoma autormi, je aj video Bei dem... /U... (2011),3°
na ktorom pracovala s ¢eskym umelcom Markom Therom.
Vychodiskovou bazou pren bola existencia tematického spojiva
u oboch autorov aj napriek vyraznym odliSnostiam ich vytvarnych
programov a generacnému odstupu medzi nimi. Obaja umelci,
kazdy svojim sposobom, sa mimo prace na spolo¢nom videu uz
zaoberali problematikou nésilného odsunu nemeckého obyvatelstva
zo severnych Ciech po 2. svetovej vojne. Pavlina Fichta Cierna
pri skiimani genealdgie vlastnej rodiny, ktoré v Dolnim Podluzi
blizko Jiretina pod Jedlovou zacala v roku 2008, ked zaznamenala
sériu ,,vynatkov z predlhého rozpravania sestry otca mojej starej
mamy“ (dva excerpty tohto materialu st zname ako video Sestra
otca mojej mamy a rodinné a politické stivislosti, predstavené boli
v roku 2009). Mark Ther videami, ktorjch obsahom je zobrazenie
urcitého fiktivneho emocionalneho zivotného momentu, ktory sa
v tom Case obyvatelom Sudet mohol udiat.?® Video Bei dem.../U...
je prelinanim dvoch dejovych linii, ktoré maju odlisSné formy.
Dokumentarnou je rozpravanie pani Hildegard,?” pamiitnicky nielen
okolnosti vystahovania, ale aj historie daného miesta, a filmovou
je pribeh s posunutymi Casopriestorovymi koreldciami predstaveny
starou a mladou Zenou. Linie su z hladiska foriem v opozicii
(dokument vs. hrana pasaz), no v komplexe videa st vzajomnymi
komplementarnymi jednotkami — filmova fiktivna, inscenovana
na zaklade charakteru a paméte presného miesta, no predstavena
anonymnymi osobami, je vdaka spominaniu konkrétnej zeny
hodnovernym pribehom, a naopak, sugestivnost, emocionalnost
i viditelné napitie vo filmovej ozivuje spominanie pani Hildegard
zalozené na vecne podanych faktoch.

Typologicka rozdielnost dvoch vrstiev zdanlivo odkazuje
k jednoznacnému autorstvu: vypoved pamétnicky zaznamenana
jednoduchou formou s dérazom na aktérku a bez zbytocnych
rusivych detailov ma dokumentéarny charakter blizky Pavline Fichta
Ciernej a hrané pasaze s akcentom na filmovy jazyk st typické

34 Prikladom produkcie interpretovanej ako manzelské umenie boli

v nedavnej minulosti viaceré aktivity Gabriely Binderovej a Erika Bindera,

ktori ich realizovali ako manzelsky tandem nazyvany Kunst — Fa. Do tejto
kategorie je mozné zahrnut spoluprace v ramci jedného diela u Veroniky
Ronaiovej a Petra Ronaia vratane jej projektu Socidlna sonda 3 (Traja muzi
modjho Zivota) — realizovaného v Dome umenia — Narodnom osvetovom
centre v roku 2012. Viac k projektom Kunst — Fa: GARLATYOVA, G.
Kunst-fu family — Kunst-fa Erika a Gabriely Binderovcov. In: Kunst-

fu (katalog). Bratislava: Slovenska narodna galéria, 2003, str. 57.
GARLATYOVA, G. 2JA — Erik Binder a Gabriela Binderova. In: Dart — revie
sticasného vyjtvarného umenia, 3 — 4/2001, s. 2.

35  Beidem.../U... (2011), Pavlina Fichta Cierna a Mark Ther, Palffyho palac,
Galéria mesta Bratislavy, 2011, kuratorka: Katarina Slaninova.

36 Zdanej témy vychadzaja najma videa Pflaumen (2011), Das wandernde
Sternlein (2011).

37  Video zachytava spomienky pani Hildegard. Odhaluje tragické osudy
rozvetvenej rodiny a spomienky sa tykaja najma udalosti v Case
vysidlovania nemeckého obyvatelstva. Hildegard bola susedkou
autorkinej pribuznej Jozefiny Hubkovej, ktora sa pristahovala zo
Slovenska do Dolniho Podluzi uprostred Luzickych hér blizko Varnsdorfu
v Case dosidlovania opustenych obydli a zila tam az do smrti. Jozefina
Hubkova zohravala délezita tlohu pri realizacii videa a zasadné scény sa

nasnimané v jej zahrade.
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a lady who remembers not only the deportation circumstances
but also the history of the place, and the film is a story with shifted
time-and-space correlations, presented by two women, old and
young. In form, the lines oppose each other (documentary versus
staged) but in the complexity of the video they are mutually
complementary. The fictional film line, based on the character
and memory of an exact place, though introduced by anonymous
people, is thanks to the particular woman'’s reminiscences an
authentic story and, on the other side, the vividness, emotion and
visible tension in the film line enlivens Hildegard’s reminiscences
based on poignantly presented facts.

The typological disparity of the two layers seemingly refers
to unequivocal authorship: the story of the protagonist, recorded
in a simple form with the emphasis on the woman and without
any disturbing details, has a documentary character close to
Cierna’s, and the staged parts accentuating the film language
are typical of Ther. The important fact is that in the process of
creating the artwork the artists 'entered each other’s styles'; with
both artists, confrontation of methodologies led to a proven new
professional experience. The essence of this video is not a partial
reading of both lines; it is — as underlined by short fades to black
when they cross over - conceived as a complex, the coherence of
which says much about the artists' collaboration with each other,
about the ability to harmonize different forms of artistic language
and set up their parameters in favour of a resultant whole. The
common feature of their creation is reflecting certain historic
and political events through other people’s stories - with Ther
the individuals are fictional, with Cierna they are authentic. This
double optic in the video Bei dem... makes it possible to view the
deportations of German inhabitants mainly as individual fates in
a given space-time, and not just in the generalizing manner of an
historic event.

Like the previous collaboration, what was important for the
project Miesta v premene/Indexy metamorfovanych zon [State of
site/Indexes of metamorphosed zones] (2013), realized with the
artist Matej Vakula,3® was the a common platform in the creation
of artists with topologically different artist programs. Even though
each of the artists' programs are defined by a different form and
different starting points, both of them include artistic activities
that point out poorly-functioning public space, dealing with its
damaged, incapacitated or otherwise problematic parts, and
an important feature is the obvious social dimension of these
activities. Vakula’s approach is more universal: he uses public
space to organize workshops, discussion forums and other
sharing-friendly projects with the goal of making public space
processes more effective.®® Cierna’s relationship to public space
is defined by her long-term interest in individuals with certain
social handicaps, and has a more individualized framework. The

the artist’s relative Jozefina Hubkova who had moved from Slovakia to
Dolni Podluzi in the middle of LuZické Mountains near Varnsdorf when
the abandoned places were being re-populated, and she lived there
till the end of her life. Jozefina Hubkova played an important role in
realizing the video, and the principal scenes were made in her garden.

38 Pavlina Fichta Cierna and Matej Vakula, Transitioners: Miesta
v premene/Indexy metamorfovanych zon, StraZov, Visiiové, August 15,
2013.

39 See more in: SIKOROVA-PUTISOVA, M. Matej Vakula - Open sources.
In: Project Room (Priestor pre mladé umenie), Bratislava: Galéria
Cypriana Majernika, 2012, unpaginated.

pre Marka Thera. Dolezité je, Ze pri procese vzniku diela si autori
»vstupovali do rukopisov* — vzajomna konfrontacia postupov
viedla u oboch vytvarnikov k potvrdenej novej profesionélnej
sktisenosti. Podstatou tohto videa nie je parcidlne ¢itanie oboch
linii, je koncipované, a podciarkuju to aj kratke pasaze tmavého
obrazu na mieste ich prelinania, ako komplex, ktorého studrznost
vela napovedd o miere vzajomnej spoluprace medzi autormi —

o schopnosti zladit odlisné formy vytvarného jazyka a nastavit

ich parametre v prospech vysledného celku. Spolo¢nou ¢rtou ich
tvorby je reflektovanie urcitych historickych a politickych udalosti
skrz pribehy inych Iudi — u Marka Thera ide o jedincov fiktivnych
a u Pavliny Fichta Ciernej o autentickych. Tato dvojita optika vo
videu Bei dem.../U... tak umoznuje na vystahovanie nemeckého
obyvatelstva nazerat najméa ako na individualne ludské osudy

v danom ¢asopriestore, nielen zovSeobecnujicim sposobom ako na
historicka udalost.

Pre projekt Miesta v premene/ Transitioners (2013),
realizovany s vytvarnikom Matejom Vakulom,3® bola podobne
ako v predchadzajicom pripade spoluprace dolezitou existencia
spolocnej platformy v tvorbe autorov s typologicky odliSnymi
vytvarnymi programami. Hoci je u kazdého definovany inou
formou a inymi vychodiskami, u oboch autorov sa pritomné druhy
umeleckych ¢innosti, ktorymi poukazuji na existenciu chyb vo
fungovani verejného priestoru, zaoberanie sa jeho poskodenou,
invalidnou, resp. inak Specifickou ¢astou, a dolezitou Crtou je
aj viditelny socialny rozmer tychto aktivit. V pripade Mateja
Vakulu ide o globalnejsi pristup, v ktorom vo verejnom priestore
organizuje workshopy, diskusné fora a dalsie zdielaniu otvorené
projekty s cielom zefektivnenia jeho procesov.> U Pavliny Fichta
Ciernej je vztah k verejnému priestoru dany jej dlhodobym
zaujmom o jednotlivcov s istym socialnym hendikepom, ma teda
individualnejsi ramec. V projekte sa prelinaju viaceré stratégie
typické pre oboch autorov a najdolezitejsSimi konstruktmi,
na zaklade ktorych vznikol, je systém participacie, kde sa divak
zaroven stava ucastnikom projektu, a doraz na Specifickost
vybraného miesta — vizualny/prirodny charakter a jeho prislusné
lokalne kontexty.

Leitmotivom projektu bolo upozornit na existenciu tzv.
»zabudnutych miest v premene”, ktoré nie st v prvom plane
nicim zaujimavé a pri beznych kritériach ani ni¢cim vynimocné.
Predsa vsak, vzhladom na aktualnu povahu rychlej transformécie
verejného priestoru sledujicej potrebu vyhoviet poziadavkam
sacasnej spolocnosti, maju ojedinely atribut miesta ,,.zaseknutého*
v Case a daju sa pokladat za symptom stcasného civilizovaného
prostredia. Aspekt, ze ide o prirodné miesta, ktoré za svoju radikalnu
budicu zmenu vdacia tzv. vyssiemu cielu —budovaniu dialnicnej
infrastruktiry v blizkom regiéne mesta Zilina, s pozitivnymi, ale
i negativnymi dopadmi nan, bol jednym z urcujucich faktorov pre
spolo¢ny projekt.

Autori vybrali dve lokality. Prva v blizkosti obce Strazov
na mieste, kde v budicnosti povedie dialni¢ny privadzac, no
v sucasnosti ide o zaplavené bagrovisko blizko zahradkarske;j
kolonie. Zaroveri je to miesto, ktoré je svojim Specifickym spdsobom
aj oddychovou zénou. Druha sa nachédza nedaleko obce

38 Pavlina Fichta Cierna a Matej Vakula, Transitioners: Miesta v premene —
indexy metamorfovanych zon, Strazov, Visnové, 15. 8. 2013.

39  Pozriviac: SIKOROVA-PUTISOVA, M. Matej Vakula — Open sources. In:
Project Room (Priestor pre mladé umenie), Bratislava: Galéria Cypriana

Majernika, 2012, nestr.
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Pondelok Utorok | Monday Tuesday Nedelné popoludnie | Sunday Afternoon
2011 (+ Anton Cierny) 2011 (+ Anton Cierny)



A zotrvat v pocite | And keep the feeling
2012 (+ Anton Cierny)



project interweaves several strategies typical of each artists. The
most important constructs from which the project originated are
the system of participation by which spectators becomes project
participants, and an emphasis on the particularity of the selected
place - its visual/natural character and relevant local contexts.

The project’s leitmotiv was to draw attention to the
existence of so-called 'forgotten places in transition’, which at
first sight and judged by common criteria are not especially
interesting or exceptional. Still, regarding the current nature of
quick transformations of public space induced by the need to
meet society’s current demands, they have the unique attribute
of places 'stuck'’ in time, and can be considered symptomatic of
our current civilized environment. The fact that these natural sites
are to be changed radically in future due to a so-called higher
purpose - building highway infrastructure in the Zilina region -
with all its positive as well as negative consequences was one of
the shared project’s determining factors.

The artists chose two localities, the first near the village
Strazov, where a highway feeder road will be built in future but
which is currently a flooded quarry close to a gardeners' colony.
At the same time it is a place that in a specific sense is also
recreational. The second is not far from the village Visnové, and
it is a preserved shaft of a highway tunnel under construction
(Visnové - Dubna Skala). Both locations have without any doubt
the qualities of interesting natural environments with specific
poetics. That, however, stands out only after we realize how
temporary it is. The artists became intrigued by the strategic
potential of the locations from the viewpoint of infrastructure and
regional planning, but also by their wider context of memories,
fates and lives of the individuals sharing the locations, and
not least by the fact how little the decisions made on behalf
of the public interest take into consideration any local needs.
The uniqueness of the places was accentuated by defining the
exact geodetic location of StraZoyv, the exact central point for the
interventions led by the artists.

The character of the interventions was intentionally set up
so that it copied the temporariness of the place’s condition. A few
short events took place at each site, engaging actors according
to prepared scripts and integrating the audience present as
project participants. The kinds of activities realized referred to
currently inconspicuous places (though of potential usefulness
and importance at other times), whose natural essence was for
now adjusted to specific human needs. They balanced between
art and common activities, with there short acting and music
performances, and a more spectacular parachute jump from
a helicopter. At the same time the artists offered spectators
an experiential boat ride and a short walk; participants could
get props to help intensify these experiences, and then keep
them as souvenirs, or otherwise engage in a scene framed by
the given specific environment. The poetic character of several
interventions in nature might have served to bring them closer
to action art formats from before 1989, though here the purpose
was not intentional escape from the city. To the contrary, although
the interventions had an intentional lightness or even playfulness,
there was a tinge of unforced activism from the artists, who
acknowledged their roles as 'directors' of the project’s activities.

The form and structure of the event Miesta v premene
[Places in transition] lies within the discourse of participative
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Visnové a ide o zakonzervovanu §télnu budovaného dialnicného
tunela (Visnové — Dubna Skala). Obe miesta maja v prvom rade
nespochybnitelné kvality zaujimavych prirodnych prostredi

so svojskou poetikou. T4 vsak vynikne az pri uvedomenit si ich
docasnosti. Autorov zaujal strategicky potencial izemi z hladiska
infrastruktary a urbanizmu, no zaroven to, ze ich sticastou je aj
Sirsi kontext — najma pamét, osudy a zivoty jednotlivcov, ktori ich
zdielaji, no predovsetkym fakt, ze rozhodnutia v ramci verejného
zaujmu spravidla miestne Specifické danosti lokalit nezohladnuja.
Akcentovanim ojedinelej zvlastnosti miest bolo presné geodetické
zameranie lokality Strazov, ktorym sa urcil dstredny bod pre
nasledovné intervencie riadené umelcami.

Charakter intervencii bol zdimerne nastaveny tak, aby
kopiroval faktor docasnosti stavu danych miest. Uskutocnilo sa
na nich niekolko kratkych eventov so zapojenim angazovanych
aktérov podla pripravenych scenarov, ktoré zaroven integrovali aj
pritomnych divakov ako participantov projektu. Na ambivalenciu
charakteristik prostredi ako aktudlne nendapadnych miest (avsak
s potencialom vyuzitelnosti a dolezitosti v inom Case), nateraz
vSak prirodnej podstaty adjustovanej pre Specifické ludské potreby,
sa odvolavali druhy realizovanych ¢innosti na tychto miestach.
Balansovali na pomedzi umenia a beznych aktivit, jednak to
boli kratke herecké a hudobné performancie, spektakularnejsie
ponata formu mal realny vysadok jedinca z helikoptéry. Sticasne
autori ponukli moznost absolvovat zazitkova plavbu lodkou,
kratku prechadzku, Gcastnici podujatia mohli ziskat pomdcky
na intenzivnejsie prezivanie akcie, ktoré zaroven plnili funkcie
suvenirov, alebo sa inak zapojit do scény ramcovanej danym
Specifickym prostredim. Poeticky charakter viacerych intervencii
v prirode ich mohol priblizovat k formatom akéného umenia pred
rokom 1989, avsak v tomto pripade neslo o cieleny inik mimo
mesta. Naopak, za intervenciami, i napriek ich zamernej lahkosti
az hravosti, bol ¢itatelny odtienok nenésilného aktivizmu zo strany
autorov, ktori v projekte priznavali roly ,rezisérov” ¢innosti.

Forma a Struktara podujatia Miesta v premene zapada
do diskurzu participativneho a kolaborativneho umenia.*’

v ktorom sa autori vzdali tradicného modelu autorstva v prospech
zoskupenia jedincov a z pozicie organizatorov a manazérov ho
viedli k vytvoreniu komplexu diela. Dolezitou bola angazovanost,
ktora vychadzala z environmentalnej problematiky otvorene;j
projektom,*! a ich realizaciu tak moZno povaZovat za druh socialnej
intervencie. To, ze obsahom i vysledkom ich spolupréce sa stala
prave tato forma umeleckej produkcie, nie je nahodné. U Pavliny
Fichta Ciernej projekt potvrdzuje proces otvorenia sa diela a tvorby,
kde dielo sa stava néstrojom spolocensky prospesnej cinnosti.

40 K participativnemu umeniu viac: BISHOP, C. Rizeni reality. Spoluprace
a participace v soucasném uméni. In: Sesit pro umeni, teorii a pribuzné
zony. Praha: VUP AVU, 1 - 2/2007, s. 9 — 36. KRAVAGNA, Ch. Pracovat

na spolocenstvi. Modely participativni praxe. Tamze s. 65 — 82. ZALESAK,

J. Uméni spoluprdce. Praha, Brno: Akademie vytvarnych uméni, Védecko-
vyskumné pracovisté, Masarykova univerzita, 20TT.

41 Autori sa prostrednictvom projektu snazili poukazat aj na to, ze vyrazné
sfunkc¢nenie spominanej dialnicnej infrastruktiry prinesie aj vyssiu zataz
pre zivotné prostredie v danych miestach. Viziou pokracovania projektu
je aktivne zhromazdovanie informaécii o lokalitach — napr. prislusnych
urbanistickych studii, individualnych pribehov obyvatelov — so zamerom
vytvorit ich viacvrstvova mapu. Snahou autorov je tak nac¢rtnat diskurz
o bezmocnosti jednotlivca voci rozhodnutiam vo vyssom zaujme, ktoré
st ovplyviiované okrem iného aj ekonomickou, socialnou a politickou

situaciou. Zdroj: http://transitioners.net/
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and collaborative art*® in which artists hand over the traditional
model of authorship to a group of individuals, and as organizer/
managers guide it to becoming a complex piece of work.

The important thing here was engagement grounded in the
environmental issue the project addressed,*' the realization being
a sort of social intervention. It is no accident that the content

and result of their collaboration is this particular form of artistic
production. With Cierna, the project confirms the process of
artwork and creation opening up, in which artwork becomes

a tool of a socially beneficial activity. This is not the first time she
applied the participative principle, taking artwork as a realization
in public space, where the artist intentionally navigates individuals
to create the artwork.? For Vakula, a generation younger, focusing
on social space issues is typical of his creation. His interest in

the specific character of certain localities as consequential of the
rules of its (mal)functioning®, as a platform related to the Places
in transition project, appears in several of his realizations.

A continuation of these artists' collaboration was the
project Miesta v premene/Echo udalosti vzdialenych vzdusnou
Ciarou 196,07 km [Places in Transition / Echo of events 196.07 km
from each other] (2013),** in which again a surveyor determined
the exact position of the location. Yet this time the place was
officially intended to present visual art: the exhibition space in the

40 For more on participative art see: BISHOP, C. Rizeni reality.
Spoluprace a participace v sou¢asném uméni (Czech translation of:
Directing Reality: Collaboration and Participation in Contemporary
Art). In: Sesit pro uméni, teorii a pFibuzné zény. Prague: VUP AVU,
1-2/2007, p. 9 - 36. Kravagna, Christian: Pracovat na spolo¢enstvi.
Modely participativni praxe (Czech translation of Working on the
Community. Models of Participatory Practice. Ibid., p. 65 - 82. ZaleSak,
Jan: Uméni spolupréace. Prague, Brno: Akademie vytvarnych uméni,
Védecko-vyskumné pracovisté, Masarykova univerzita, 2011.

41  The artists used the project in part to point out the fact that putting
this highway infrastructure into use would increase the environmental
burden for the given places. Their vision for continuing the project
entails actively collecting information on localities - e.g. relevant
urban studies and individual stories of inhabitants - with the intention
to create a multi-layered map. Thus the artists would initiate
a discourse on individual helplessness when it comes to decisions
made in some higher interest, influenced by the economic, social and
political situation. Source: http:/transitioners.net/

42 The first visible example of applying the participative principle is
the mentioned realization Ceteris paribus (2000), in which she
cooperated with tens of people in order to make photographs of
medication the people had been taking. For more see: MONCOLOVA,
I. Rozhovory v pohybe. Cena Oskara Cepana 2002, interview with
Pavlina Fichta Cierna. In: Profil siiéasného umenia, 2/2002, p. 96-97.
An example of artwork in public space using a navigation system is
Vertraute Orte. Topografia (podla) Paviiny Fichta Ciernej (2006). On
the basis of cooperation with the inhabitants of a neighbourhood in
the 2nd Vienna district she created walking routes with marked points
associated with memories and life events of selected individuals
of various ages, social status and nationalities. She offered them
to the public through a tourist guide with a map of the routes with
stops and stories of these people and places. Thanks to this guide
the project’s spectator, or rather participant, could do sociological
research of a kind, and explore the involved people’s lives.

43  More in: SIKOROVA-PUTISOVA, M. Ibid., see note 39.

44 Pavlina Fichta Cierna and Matej Vakula, Miesta v premene/Echo
udalosti vzdialenych vzdusnou &iarou 196,07 km, 2013, Triendle
su¢asného obrazu, Kunsthalle/Hala umenia Kosice, curator: Vladimir
Beskid.

Uplatnenie principu participativnosti a dielo ako realizacia vo
verejnom priestore, kde je autorka zamerne urcitym navigatorom
jedincov, ktorych smeruje k jeho vytvoreniu, maju v jej tvorbe svoje
starSie predobrazy.*? V pripade generacne mladsieho Mateja Vakulu
je zameranie sa na problematiku socialneho priestoru typickym
znakom jeho tvorby a jeho zdujem o Specificky charakter urcitych
lokalit ako dosledkov pravidiel jeho (ne)fungovania,*? ako platformy
pribuznej s projektom Miesta v premene sa objavuje vo viacerych
jeho realizaciach.

Pokracovanim autorskej spolupréce je nadvéizujuci projekt
Miesta v premene/ Echo udalosti vzdialengjch vzdusnou ¢iarou 196,07
km (2013),** v ktorom sa opakuje zameranie priestoru geodetom.
Tentoraz vsak iSlo o miesto urcené na prezentaciu vytvarného
umenia — vystavny priestor v Hale umenia v KoSiciach, otvorenej
v ramci vyznamného kultarneho podujatia Kosice — hlavné mesto
kultary 2013. Profesionalne vykonanym zameranim presného
bodu vo vystavnom priestore sa naplnila prezentécia autorov,
ktorej koncepciu poriali v opacnom garde — neodvijali vyber
a usporiadanie diel podla danosti priestoru, ako je tradicnym
modelom koncipovania vystavy, ale naopak — zamerany bod
vystavného priestoru sa stal jej obsahom. Od tohto konceptualne
ponatého jadra projektu sa odvinulo nasledné , premeranie” bodu
a jeho okolia prizvanym senzibilom, ktory jeho charakter hodnotil
po spiritualnej a ezoterickej stranke so snahou vytvorit jeho urcity
senzualny profil. Jeho ¢innost zaznamenana na video, podobne ako
dokumentadcia tykajuca sa zamerania priestoru, bola spolu s tzv.
geodetickym domcekom, na ktory sa video premietalo, predmetnymi
sucastami inStalacie. Zameranie sa vylu¢ne na miesto vystavy
a jeho interpretacia odtazitym a Citatelne odlahCenym i ironickym
spdsobom zo strany autorov je gestom institucionélnej kritiky.
Namierili ju na strategickt ustanovizen, ktord na Slovensku dlho
chybala, no ohladom jej kone¢ného vybudovania sa uz objavilo
viacero otaznikov.

Ststredeny zaujem Pavliny Fichta Ciernej o jedincov z okraja
beznej spolocnosti a o ludi v zlomovej (spravidla negativnej) zivotne;j
situdcii ju prirodzene vedie aj k zaoberaniu sa Sirsimi kontextami
urcitych socialnych prejavov. V tejto suvislosti sa tvorbou dotyka aj
problematiky spojenej s institucionalnou sférou aktivnou v danej
oblasti a jej priamymi dopadmi na jedinca. S pouzitim globalnejsieho
meradla sa jej videa vo formatoch spravodajskych dokumentov,

v ktorych sumarizuje vysledky autorskych vyskumov z tychto sfér,

42 Prvymviditelnym prikladom uplatnenia participativnosti je spominana
realizacia Ceteris paribus/Vsetko ostatné je rovnaké (2000), v ktorej
spolupracovala s desiatkami [udi za a¢elom vytvorenia fotografii liekov,
ktoré uzivaju. Viac: MONCOLOVA, I. Rozhovory v pohybe. Cena Oskara
Cepana 2002, rozhovor s Pavlinou Fichta Ciernou. In: Profil sticasného
umenia, 2/2002, s. 96 — 97. Prikladom diela vo verejnom priestore,
kde sa uplatnil systém navigacie, je Vertraute Orte. Topografia (podla)
Pavliny Fichty Ciernej (2006). Na zaklade spolupréce s obyvatelmi
viedenskej Stvrte 2. distriktu vytvorila turistické trasy, kde k jednotlivym
vyznacenym bodom nalezali spomienky a udalosti zo Zivota vybranych
jednotlivcov rézneho veku, socialneho statusu a narodnosti, ktoré sami
prezili. Verejnosti ich pontkla prostrednictvom turistického sprievodcu,
v ktorom sa nachadzala mapa tras so zastavkami a prislusnymi pribehmi
doty¢nych ludi na konkrétnych miestach. Divak, ¢i skor acastnik
projektu, tak mohol vdaka sprievodcovi uskutocnit urcita sociologick
sondu a nahliadnut do ich zivota.

43 Viac: SIKOROVA-PUTISOVA, M. cit. dielo, vid pozn. 39.

44 Pavlina Fichta Cierna a Matej Vakula, Miesta v premene/Echo udalosti
vzdialenyjch vzdusnou ciarou 196,07 km, 2013, Triendle sucasného obrazu,
Kunsthalle/Hala umenia Kosice, kurator: Vladimir Beskid.
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Symboly — kultérne a duchovng hodnoty, kioré obyvatelia miest vyznavaiju
a ku ktorym sa hlasia, byvajd cbvykle umiestnené na namestiach.

Zakladny kamen vyznamného Zilinského namestia bol polozeny 29. 8.1958
pri stavbe Domu odborov v Ziline (1958 — 1963), ktory projektoval architekt
Ferdinad Capka v spolupraci s éeskym architektom Miroslavom Repom.

V roku 1971 na Odborarskom namesti v Ziline v byvalom Ceskoslovensku
odhalili obrovski hlavu Lenina. Autorom sochdrskeho monumentu bol mag
socialistického realizmu minulosti | siéasnosti — Jan Kulich. Viedli sa diskusie,
¢i je to najvécsia hlava Lenina na svete.

£ Odborarskeho namestia sa stalo Leninovo namestie. Nadalej bolo centrom
politicko-spoloéenskych udalosti mesta, konali sa tu zhromaZdenia a pielne
akty pri prileZitosti oslav Statnych sviatkov a wyroci, zastupy mavali pred
tribinou, vojaci skladali prisahu a pionieri a zvazaci tu slubovali vernost.

Po neZnej reveldeli Leninovu hlavu odviezli, pravdepodobne do Zilinského
kovosrotu, existuje tiez domnienka, Ze bola vyhodne predana.

Od roku 1990 az do roku 2006 pdsobil vo funkcii primatora krajského mesta
Zilina poéas Styroch funkénych obdobi najkontroverznejsi politicky predstavitel
jednej zo sugasnych viadnych stran Jan Slota

V septembri roku 2002 na Stirovom namesti bola oficidlne predstavena
verejnosti viac ako patmetrova bronzova socha dejatela — kodifikatora
spisovne] sloventiny a najvatiieho narodného buditela, ktory dal namestiu
nové meno. Autorom socharskeho monumentu bol prominentny Zilinsky
sochar Ladislav Berak. Do vyroby a stavebmych prac investovalo mesto pat
milidnov korin. Socha bola znacne negativne ohodnotena odbornou Kritikou.

V decembri roku 2003 mesiské zastupitelstvo v Ziline odsuhlasilo navrh
primatora — s odovolanim sa na finanéna zadlZenost mesta — predat Sturovo
namestie developerske] spoloénosti HB Reavis Group za 50 milignov
slovenskych kordn, so zamerom na vaésine plochy vybudovaf obchodny
komplex Aupark. Poslanci odhlasovali predaj za absurdnu cenu bez
akychkolvek podkladov, odbornych materidlov, bez prerokovania na mestskej
rade alebo v niektorej z odbornych komisii, bez diskusie s verejnosfou a bez
vyberového konania. Predajom pozemku Jan Slota symbolicky ozrejmil
proklamovani narodnu éest a viastenectvo. Zastupitelov mesta ubezpedéil,

Ze aj po odpredaji pozemku zostane pamatnik Ludovita Stdra zachovany.

V aprili roku 2004 boli zrezané vietky stromy, ktoré rastli na namesti.
Mamestie sa stalo miestom svaru a nazorovych rozdielov obéanov, éast
ktorych ostro protestovala proti zastavbe na miestach, kde by bola idealna
oddychova zona. Proti predaju namestia vznasali namietky obéianske
zdruzenia, ¢o niekolkokrat vystavbu pozastavilo. Viystavba Auparku priamo
v centre Ziliny na miestach so tatitom pesej zény bola aj podla nezavislej
analyzy v rozpore s Gzemnym planom mesta, hrozi dopravny kolaps a daldie
problémy.

V aprili roku 2006 bola socha Ludovita Stura prevezena do depozitu
Dopravného podniku mesta Zilina, kde je doéasne ulozena. Po ukondeni
stavebnych prac ma byt socha spétne intalovana do budiceho atria Auparku.

V komunalnych volbach v roku 2006 sa stal primatorom mesta lvan Harman,
ktory vyuzil vietky dostupné pravne prostriedky na pozastavenie stavby

a inicioval Zalobu o uréenie neplatnosti predaja Starovho namestia na
vystavbu obchodného centra. Krajsky sud vydal predbezné cpatrenie na
pozastavenie vystavby. Developerska spoloénost nereSpektuje rozhodnutie,
réznymi obStrukciami obchadza rozhodnutia sidu a vystavba napreduje.
Investor sa pokisa vyhnuf sudnemu rozhodnutiu tym, Ze prava stavebnika
presunul z jedne] svojej spoloénosti na druhi. Aupark planuje otvorit kencom
roka 2009.

Z celkovej vymery namestia 16-tisic Stvorcovych metrov je na ploche 14-tisic
Stvorcovych metrov ohradeny rozostavany komplex a byvalé namestie
s parkom dnes uZ prakticky neexistuje.

Sentiment na pozadi | Sentiment on the background

2009
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Kunsthalle in KoSice, opened within a significant cultural event,
'KoSice - Capital of Culture 2013". The technician determined
the exact point in the exhibition space, which fulfilled the artists'
presentation, approached in reverse: rather than letting the
space’s characteristics dictate the selection and sequencing
of the works, as exhibitions are traditionally prepared, the
topographically determined point in the exhibition space became
the exhibition’s content. This conceptual project core was the
starting point for the subsequent 're-measuring' of the point and
its surroundings by an invited psychic, who evaluated the spiritual
and esoteric qualities of the place, trying to create a profile of its
sensuous side. His activity was video-recorded and, together with
the surveying documentation and the so-called geodetic house
onto which the video was projected, was part of the exhibition.
The artists focused exclusively on the place of the exhibition,
interpreting it in a releasing and lightening, even ironic way, in
a gesture of institutional criticism. It was pointed at a strategic
establishment that had long been missing in Slovakia, but whose
final realization has been questioned.

Cierna’s earnest interest in individuals living on the
edge of common society and those experiencing some (mostly
negative) life breaking point naturally leads her also to address
wider contexts of certain social outcomes. In this sense her
creation concerns issues related to the relevant institutional
sphere and its direct impact on an individual. Using a more
universal measure, her news documentary-format videos, in
which she summarizes the results of her research in relevant
spheres, can be considered reports on the condition of selected
aspects in current society. The enduring focus on social issues
in her creation has led to her participating in several exhibitions
and presentations of engaged artistic activities, primarily devoted
to how society currently functions. Sometimes the artist gets
invited to realize custom commissions directly for exhibitions.
One example of this is the video RekonStrukcia [Reconstruction]
(2005), created for the exhibition Stop nasiliu na Zenach [Stop
violence against women] realized by Amnesty International.4®
The title and the scenario refer to a practice common in criminal
investigation. A simple, emotional talk by a woman who was
raped, shot in one take, at first is a simple description of a flat
under remodeling, but gradually intensifies to an expressive
finale. There was similar engagement in the project Rovnost’
prileZitosti [Equal opportunities]*®, in which she presented the
artwork Znaky rovnosti [Attributes of equality] (2007), a large
life-size print of a seemingly typical family. But closer inspection
shows that the man in the picture is a little person, as is one of his
three children. Despite the handicap he found a partner, raised
children, and succeeded in his job and busy social life, always
valuing his family above all else.

In 2009 the visual artist and activist Tamara Moyzes and
the civic association Vzajemné souziti initiated the international
exhibition Rodinng pohoda [Family Happiness]* as a reaction

45  Stop nasiliu na Zenach, 2005, Stara trznica, Bratislava, curator: Lenka
Kukurova.

46 Rovnost prilezZitosti/lednake mogucénosti/Equal Opportunities, 2007,
Open Gallery Bratislava, Stanica Zilina - Zariegie, Galerie c2c Prague,
curator: lvana Moncolova, cooperation: Zuzana Stefkova. The project
was initiated when 2007 was declared the European Year of Equal
Opportunities.

47  Rodinna pohoda/Family Happiness (2009), Informacné a kultirne

Work of art as an open structure / Mira Sikorova-PutiSova

dajua pokladat za spravy o stave vybranych aspektov sticasnej society.
Socialna problematika ako dlhodobé tazisko jej tvorby je dovodom
jej ucasti na viacerych vystavach a prezentaciach angazovanych
umeleckych aktivit primarne venovanych nedostatkom vo fungovani
sdacasnej spolocnosti. Autorku niekedy iniciuja k realizécii diel
priamo pre ne. Prikladom je video Rekonstrukcia (2005) vytvorené
pre vystavu Stop ndsiliu na Zendch, ktora realizovala organizacia
Amnesty International.*® Jeho scenar a nazov odkazuju k beznej
praktike pouzivanej pri vySetrovani trestného ¢inu. Jednoduché
emotivne rozpravanie znésilnenej zeny, snimané ako jeden zaber,
je spociatku zamerané iba na opis bytu, ktory prave prechadza
stavebnou rekonstrukciou, no postupne pomerne rychlo graduje
az do expresivneho finale. Podobne angazovanym bol aj projekt
Rovnost prilezitosti,*® kde prezentovala dielo Znaky rovnosti (2007),
velkorozmerny print v zivotnej velkosti zachytavajuci na prvy pohlad
bezni rodinu. Avsak muz na fotografii je postihnuty tzv. trpaslicim
vzrastom, ako aj jedno z jeho troch deti. I napriek tomuto hendikepu
si dokazal najst partnerku, vychovavat potomkov, byt tspesny vo
svojom povolani a prezivat intenzivny spolocensky zivot, pricom
najvyssou hodnotou je pre neho vzdy rodina.

V roku 2009 vytvarnicka a aktivistka Tamara Moyzes
a obcianske zdruzenie Vzajemné souziti iniciovali medzinarodna
vystavu Rodinnd pohoda/ Family Happiness,*” ktora reagovala na
problém odoberania deti z rodin a ich umiestriovania do tstavnej
starostlivosti, ked hlavnym dévodom bol v mnohych pripadoch len
nizsi socialny status rodiny. Celkovo projekt upozorroval na negativne
dosledky zasahovania tradnej moci do rodinnych vztahov v Cechéch.
Pavlina Fichta Cierna v prispevku — dokumentarnom videofilme
Ndruc (2009) — poukéazala na opacny problém aktualnej slovenskej
legislativy, na zaklade ktorej vtedy nebolo mozné dostatocne
ochranovat tyrané deti v rodinnom prostredi. Videodokument
natodeny v spolupraci s krizovym centrom Naru¢ v Ziline-Zadubni
obsahuje nazory i pozorovania z praxe od profesionalov, ktorymi
komentovali nedostacujiice pravne moznosti a sicasne akcentovali
délezitost fungujicej rodiny.

Dokument Skola zdkladnd (2011) vznikol pre projekt venovany
problému segregécie romskych deti v skolskom systéme,*3 ktoré
s casto zaradované do Specialnych tried alebo narazaji na odpor
majority pri navstevovani zmiesanych tried. Tento problém sa
stal vypuklym aj na jednej zo zakladnych skol v Ruzomberku,
bol modelovym prikladom segregacie a ohrozoval existenciu
Skoly. Autorka sa v dokumente snazila poskytnuat vyvazeny a ¢o
najplastickejsi pohlad na problém prostrednictvom vypovedi
zainteresovanych protagonistov — uciteliek, primatora mesta, deti,
rodicov i aktivistu, ktory prizvukoval, Ze iny pristup k romskej

45 Stop ndsiliu na Zendch, 2005, Stara trznica Bratislava, kurédtorka: Lenka
Kukurova.

46 Rovnost prilezitosti/ Jednake mogucnosti/ Equal Opportunities, 2007, Open
Gallery Bratislava, Stanica Zilina — Zariecie, Galerie c2c Praha, kuratorka:
Ivana Moncolova, spolupraca: Zuzana Stefkova. Projekt bol iniciovany
na zaklade vyhlasenia roku 2007 za Rok rovnosti prilezitosti pre vsetkych

v Eur6pskej anii.

47 Rodinnd pohoda/Family Happiness (2009), Informacné a kultirne centrum
Narodného technického muzea, Praha, kuratorky: Zuzana Stefkova
a Lenka Kukurova.

48  Ministerstvo skolstvi varuje: Segregace vdzné skodi vam i lidem ve Vasem okoll,
2011, Ministerstvo kultury CR, Nosticky paléc, Galerie NAPA, Praha,
kurétorky: Tamara Moyzes a Zuzana Stefkova.
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to the problem of taking children away from their families and
placing them into institutional care, when in many cases the main
reason was only the lower social status of the concerned families.
Generally, the project pointed out the negative consequences of
the official authorities interfering with family relations in the Czech
Repubilic. In her contribution - the video-documentary Naruc¢
(20009) - Pavlina Fichta Cierna drew attention to the opposite
problem of the current Slovak legislation, which back then did not
make it possible sufficiently to protect children abused in their
families. The video-documentary made in cooperation with the
crisis centre Narué in Zilina-Zadubnie contains professionals'
opinions and observations, in which they commented on
insufficient legal options, and at the same time accentuated the
importance of a functioning family.

The documentary Skola zékladna [Primary school]

(2011) was made for a project devoted to the school

system’s segregating of Roma children*®, whereby they are often
put into special classes or find opposition from the majority when
they attend integrated classes. The problem became volatile

at one of RuZzomberok’s elementary schools. It was a model
example of segregation and a threat to the school’s existence.

In her documentary the artist tried to provide a view, balanced
and as vivid as possible, by means of the statements of the
people involved - teachers, town mayor, children, parents, and an
activist who stressed that treating the Roma minority differently
from treating the majority population did not usually solve
anything. A goal of the documentary was to contribute to better
understanding of why Roma children get isolated.

Her participation in the event Changer d'image (2013)*°
inspired the artist to realize Reportaze [Reports] (2013). She
commissioned them from the local TV station Zemplin, and they
concentrated on specific and obstinate problems related to the
region of Eastern Slovakia. The first report gives information
on the situation at the border separating Slovakia - as a part
of the Schengen Area - from Ukraine. There are remarkable
problems that trouble not only regular people who are forced
to cross the border daily, but particularly business people
who have difficulty running their businesses due to customs
measures. In the report a Ukrainian entrepreneur criticizes
particularly inconvenient directives and laws that cultivate an
environment of bureaucracy and these customs officers' absurd
practices. The Slovak Foreign Policy Association representative
describes how the problems originated, and from the position of
a responsible functionary he admits there are imperfections in
the system. The second report is devoted to the Roma people
living in the region. Field social workers give their testimony
on the Roma population’s catastrophic living conditions and

centrum Néarodného technického muzea, Prague, curators: Zuzana
Stefkova and Lenka Kukurova.

48 Ministerstvo Skolstvi varuje: Segregace vazné skodivam i lidem ve
vasem okoli, 2011, Ministerstvo kultury CR, Nosticky palac, Galerie
NAPA, Prague, curators: Tamara Moyzes and Zuzana Stefkova.

49 Changed by a Stranger’s image. Stranger inside Oneself. Stranger
inside You. Closed Wide Open. 2013. Part of the project Changer
d'image, realized in the Mumok cinema in cooperation with Tranzit,
the video was introduced on October 16, 2013. Part of the project
was an extensive videopresentation of selected Cierna works in the
Mumok cinema at Museum Moderner Kunst Stiftung Ludwig Wien,
October 17-23, 2013.

Cielom dokumentu bola i snaha prispiet k pochopeniu pricin izolacie
romskych deti.

Ucast na podujati Changer d'image (2013)* autorku
inSpirovala k realizacii Reportdze (2013). Objednala si ich v lokalnej
televizii Zemplin a zamerané boli na Specifické a tazko riesitelné
problémy zviazané s vichodoslovenskym regionom. Prva reportaz
priblizuje situaciu, ktora je dosledkom hranice oddelujtcej
Slovensko — ako cast Schengenského priestoru, a Ukrajinu.
Sposobuje vyrazné problémy nielen beznym Iudom, ktori sti ntiteni
ju kazdodenne prekracovat, ale najmé podnikatelom, ktorym
prislusné colné opatrenia komplikuju prevadzkovanie ich ¢innosti.
Ukrajinsky podnikatel v reportazi kritizuje najmé nevyhovujtce
pravidla a zakony vytvarajuice priestor pre byrokraciu, absurdné
praktiky colnikov. Jeho pendant, zastupujuci Slovensku spolo¢nost
pre zahrani¢nu politiku, naopak popisuje genézu vzniku problémov
a priznava nedostatky v systéme z pozicie vykonného tradnika.
Druhaé z reportazi je venovand Romom zijacim v tomto regione.

Ku katastrofalnym podmienkam ich Zivota a ich nasledkom
(socialnemu vyluceniu, vysokému riziku mentalneho zaostdvania) sa
vyjadruju terénne pracovnicky, ktoré vzhladom na svoje dlhoro¢né
skusenosti definuja tento problém vystizne, priamo a vecne.
Dokument upozornuje aj na int skutocnost suvisiacu s Romami —
ich schopnost Gcinne vyuzivat nedokonalosti v legislative na
Slovensku i v zahranici vo svoj prospech. Obe autorkine reportaze
sa spravami o aktualnej kondicii prislusnej legislativy a socialnej
politiky vo vybranom regione Slovenska. Zamerne pouzila

tradi¢ny format spravodajského dokumentu, od ktorého sa
automaticky ocakava komplexnost, vyvazenost a autenticita, avSak
v pripade zaradenia jej Reportdzi do vysielania by boli ich obsahy
pravdepodobne scenzurované, kedze jej objednavka bola postavena
tak, aby priniesli aj nekorektné informaécie.

Autorské dokumenty Pavliny Fichta Ciernej prinasaju iny
typ socidlneho rozmeru oproti jej videofilmom s (ne)typickymi
predstavitelmi, ktory ma vdaka nim a ich mikropribehom
individualny charakter. V pripade dokumentov s obsahmi
venovanymi vybranym spolocenskym problematikdm mé pritomny
socialny rozmer globalnejsiu podobu. Obe jeho uvedené formy
urcuje autorkin typicky empaticky pristup. V pripade videofilmov
prostrednictvom neho vykresluje peripetie ich protagonistov
bez stop kategorizovania a ,,diagnostikovania“. Pri realizaciach
dokumentov je zas pritomny v snahe o plastické a vrstevnatejsie
spracovanie témy, ktoré je bez znamok tendencnosti. V kontexte
jej tvorby je prave pri oboch tychto liniach velmi dolezita crta
altruizmu umelkyne. Viditelna je v pristupe k predstavitelom video
prac —ich realizacii predchadza dlhsie trvajtci osobny vztah. Pre ne
i pre pripravu dokumentarnych videofilmov je sticasne dolezita aj
autorkina vyrazna komunikacna zrucnost. Preto je toto ,pozadie”
diela rovnako dolezité ako jeho obsah a vysledna forma. Proces ich
pripravy totiz predstavuje expandovany model tvorby, v ktorom je
vytvarnicka v pozicii urcitého korektora zanedbanych

49  Changed by a Stranger’s image. Stranger inside Oneself. Stranger inside You.
Closed Wide Open./2013. V ramci projektu Changer d'image, realizovanom
v kine mumok v spolupréci s Tranzitom, bolo video uvedené na
predstaveni 16. T0. 2013. Sdcastou projektu bola aj rovnomenna
rozsiahla videoprezentacia vyberu z diela P. F. Ciernej v kine
mumok v Museum Moderner Kunst Stiftung Ludwig Wien v diioch
17.— 23. 10. 2013.
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their consequences (social exclusion, high risk of mental
backwardness). Since the women have years and years of
experience in the area, they define the problem very eloquently,
directly and matter-of-factly. The documentary also points out
another fact related to the Roma people - their ability to exploit
efficiently legislative loopholes both in Slovakia and abroad. Both
artist’s reports give information on the current relevant legislation
and social policy in the selected Slovak region. She intentionally
used a traditional format of journalistic documentary, which is
immediately expected to be complex, balanced and authentic.
Yet, if the Reports were ever to be aired, their contents would
probably get censored, since the artist had ordered what would
be 'inappropriate’ information.

The artistic documentaries by Pavlina Fichta Cierna bring
in a social dimension, different to that in her videos with (a)typical
protagonists, which has an individual character because of the
micro-stories present. As documentaries devoted to select social
issues they show the present social dimension more universally.
Both mentioned forms are determined by the artist’s typical
empathic approach: her videos depict the protagonists'
troubles without any traces of categorizing or 'diagnosing’; her
documentaries try to process the topics in a vivid, layered,
bias-free manner. In the context of her creation, with both these
lines the artist’s altruism is very important. It comes out in her
approach to the videos' protagonists - she devotes considerable
time to get to know each of them before video production starts.
At the same time for both this aspect and for the documentaries'
preparation, the artist’s outstanding communication skill is
crucial. This 'background' of the artwork is as important as
its content and resulting form. Because the process of their
preparation represents an expanded creation model in which the
artist is in the position of a sort of corrector of neglected or left-
out social spheres®®, and the boundary between the art’s practice
and its civil existence®' melts away thanks to her very altruism.

50 Onthe basis of the contents, scope and last but not least the contexts
of the presentations, the artist’s documentary videofilms (even though
they are not primarily intended for the mass media) can be considered
a specific form of social interventions, since on one side they are
a critical platform but at the same time, in relation to their topics and
contents, they are also a public service activity of the artist.

51 An apt example of this in-between position is her participation in
the workshop Novy ateliér (2010, Slovenska narodna galéria / Slovak
National Gallery - Schaubamar’s Mill, Pezinok, organizer: Alexandra
Tamasova). Pavlina Fichta Cierna was a lecturer in the workshop
run for talented handicapped people, also working out some of its
concepts.

Work of art as an open structure / Mira Sikorova-PutiSova

¢ opominanych spolo¢enskych sfér,® a hranica medzi praxou

umenia a jej civilnou existenciou®! sa prave vdaka spominanému

altruizmu pozvolna rozplyva.

Dokumentarne videofilmy autorky (i ked nie st primarne urcené pre
masovokomunika¢né média) mézeme na zaklade ich obsahu, zamerania,
a v neposlednom rade aj kontextov ich prezentécie pokladat za osobita
formu socialnych intervencii, kedZe st na jednej strane kritickou
platformou, no stcasne, v suvislosti s ich témami a obsahmi, s aj
spolocensky prospesnou ¢innostou umelkyne.

Vystiznym prikladom tejto medzi-pozicie je jej acast na workshope

Novyj ateliér (2010, Slovenska narodné galéria — Schaubamarov mlyn,
Pezinok, organizatorka: Alexandra Tamasova). Na workshope uréenom
pre talentovanych hendikepovanych Iudi bola Pavlina Fichta Cierna
lektorkou, a sticasne jeho niektoré Casti aj sama koncipovala.
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Quicksand between
the everyday and the
miraculous

Lucia Gregorova Stach

Tekuté piesky medzi
kazdodennostou a zazrakom

Many everyday practices (talking, reading,

moving about, shopping, cooking, etc.)
are tactical in character.
Michel de Certeau

Pavlina Fichta Cierné’s work developed around a place
on the map that the artist herself marked as determinative
of her location, in geographic and human terms. In any case,
a continuity of thinking appears here, of a lived experience
holding various pieces together, thus yielding an image of multi-
framed perspectives on an event, an action, on human stories
and on individuals themselves and their relationships. The
continuum that ensues, in the reality of a work of art as a piece
of life, affords an atypical and disparate compound of ideas and
dynamic triggers, all of which ultimately represents the work of
art itself. The traditional aesthetic dialectic between life and art,
the question of which should imitate which, important as it is in
mimetic art practices, has no place here. Rather, in her case art is
defined as part of everyday life - something natural and maturing,
in the patterns of the rest of life's social and cultural action and
factors, along with community, work, family, everyday routines and
the estrangement of some of life’'s moments.

Michel de Certeau, in his book The Practice of Everyday
Life, addressed the topic of resistance, which can be seen
as central to discourse in cultural anthropology and social
history. He based his theoretical construction on analysis of
individual and group social representation, as well as on the set
of tactics available for the preservation of a person’s autonomy
in increasingly aggressive political, consumption and cultural
contexts. He was focusing specifically on ordinary man,
a common hero, and the reality of a given historical moment
from the individual’'s perspective, where society or a group form
his or her starting point or base. Penetratingly, he showed how
“the weak” can exploit “the strong”, creating a sphere for their
autonomous activity and self-determination, even among the
external limitations and pressures placed on them. He believes
marginality is no longer specific to minority groups, but rather
has a mass character that infiltrates everywhere: “this cultural
activity of the non-producers of culture, an activity that is
unsigned, unreadable, and unsymbolized, remains the only one
possible for all those who nevertheless buy and pay for the showy
products through which a productivist economy articulates itself.
Marginality is becoming universal. A marginal group has now
become a silent majority”.!

In Fichta Cierna’s work, a retrospective review shows
us several lines in her thinking, each of which developed more
or less independently. Today we can look back with historical
consciousness at the period in which her pieces came to be;
what becomes apparent is how they belong contextually to the
period that changed the shape of the country as well as of her
art. The continuity we see in the ideas she pursued through the
years provides a rare opportunity to analyse more deeply their
anchor to Slovakia’s culture. The very word “culture” best does
justice to the essence of Fichta Cierna’s work, growing as it does

1 De Certeau, Michel: The Practice of Everyday Life. University of
California Press, Berkeley 1988.

Mnohé kazdodenné praxe (hovorenie,

Citanie, pohybovanie sa, nakupovanie,

varenie, atd.) maju takticka povahu.
Michel de Certeau

Tvorba Pavliny Fichta Ciernej sa rozvinula okolo miesta
na mape, ktoré si tato autorka vyznacila, ktoré urcilo jej polohu
geografickua aj ludskd. V kazdom pripade sa tu utvorila kontinuita
uvazovania o zitej skutocnosti, ktora drz vSetky segmenty
pohromade, takze vytvara obraz v podobe polyekranu pohladov na
udalosti, deje, ludské pribehy a samotnych jednotlivych ludi, ich
vztahy. Kontinuum, ktoré takto vstupuje do reality umeleckého
diela ako Casti zivota, poskytuje atypicky nesdrody komplex idei
a dynamickych spustacov, v konecnom dosledku predstavuje
umelecké dielo/a samotné. Tradi¢n4 esteticka dialektika medzi
zivotom a umenim, teda otazka, ktoré ma napodobriovat ktoré,

v mimetickej praxi umenia taka dolezita, tu neplati. Umenie sa
tu definuje ako jedna zo stucasti kazdodenného zivota — nieco
prirodzené a rozvijajuce sa v zakonitostiach ostatnych socidlnych
a kultarnych dejov a faktorov, podobne ako komunita, préca,
rodina, kazdodenna rutina i ozvlastnenia vybranych momentov
Zivota.

Michel de Certeau sa v knihe Prax kazdodenného zivota
venoval téme rezistencie, ktori mozno chapat ako taziskova
pre sucasny diskurz kultiirnej antropoléogie a socialnych dejin.
Svoju teoreticku konstrukciu postavil na analyze spolocenskej
reprezentacie jednotlivcov a skupin, a tiez siboru taktik, ktoré sa
pre Cloveka dostupné na zachovanie vlastnej autonémie v ¢oraz
agresivnejSich kontextoch politiky, konzumu a kultary. Zameral
sa prave na obycajného cloveka, bezného hrdinu (ordinary man,
common hero) a skutocnost daného historického momentu
z pohladu jednotlivca, kde spoloCenstvo ¢i skupina tvoria jeho
vychodisko, zakladinu. Prenikavo ukazal, ako ,,slabi” mézu
vyuzit ,,silnych” a vytvorit si sféru pre svoje autonémne konanie
a sebaurcenie aj v ramcoch obmedzeni a tlakov, ktoré st na nich
vyvijané zvonku. Podla neho marginalita sa uz neobmedzuje na
mensinové skupiny, ale je skor masivna a vSade prenikajica — ,tato
kultarna aktivita ne-producentov kulttry, aktivita nepodpisana,
nesymbolizovana, zostava jedinou moznou pre vsetkych tych, co
aj tak kupuju a platia za ukazované produkty, prostrednictvom
ktorych sa samotna produktivistickd ekonomika artikuluje.
Marginalnost sa stava univerzalnou. Marginalna skupina sa teraz

V tvorbe Fichta Ciernej mame pri retrospektivnom pohlade
moznost vidiet niekolko linii jej uvazovania, ktoré sa rozvijali viac
alebo menej oddelene. Na zaklade dnes uz historického vedomia
obdobia, ked jej diela vznikali, je zrejma ich kontextualna prislusnost
dobe, ktora zmenila tvar krajiny aj jej umenia. Kontinuita ideovych
celkov, ktoré sledovala pocas uplynulych rokov, prinasa vzacnu
prilezitost hlbsie analyzovat ich ukotvenie v transformujtcej sa
slovenskej kultare. Prave slovo kulttra lepSie vystihuje podstatu
tvorby Fichta Ciernej, pretoze vyrasta z potreby komunikovat
s priestorom a publikom, zaviest dialog, alebo aspon presne nastavit

1 De Certeau, Michel: The Practice of Everyday Life. University of California
Press, Berkeley 1988.
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from the need to communicate with a space and with the public,
to initiate dialogue; or at least precisely to set up a situation in
order to perceive a problem with its centre of gravity right inside
society’s reflection.

The atmosphere in society in the 1990s significantly
influenced Cierna’s appearance on the scene; it also accounted
for several important factors in the formation of her artistic
attitude and how her work got its structure. After 1989 - for Fichta
Cierna and her whole generation a life milestone - changes
occurred in Czechoslovakia that influenced life, culture and
mind-set. It was a time of new hope, intensively experienced and
shared, especially among the young but in other generations
as well. This experience left its mark on Pavlina Cierna (still
a student at the Academy of Fine Arts in Bratislava), primarily
in a sensitivity to social changes and an intuitive highlighting of
significant themes of the given period that shaped her artistic
strategy. Therefore, for the creation of her acumen, both in
life and in art, the central point was the shifting Bourdieu-
esque “artistic fields? that came into being on the back of the
revolutionary ethos that remained from the early 1990s; out of
this, she built a symbolic agenda, a new autonomy. This subverted
the prevailing hierarchy, particularly in terms of academic power,
as the leadership of the school and galleries shifted in favour of
those that had been “unofficial” artists. This historic situation
unusually institutionalized the avant-garde, re-coding it into the
established norm of art. This topos of constituting the avant-
garde as the norm was to become the most characteristic
feature of the entire decade’s scene. Thus the vast changes of
1989 continued, and their hegemony became “small dissident/
citizen groups, or members of alternative culture groups, which
had formed gradually during the occupation’s ‘normalization’,
but had started to cooperate more intensively during the last
two years of the old regime”3. At about this time Fichta Cierna
decided to settle with her husband Anton Cierny in the town of
Rosina, near her birthplace of Zilina. This phase of her life, along
with her sensitivity and intuition, combined to give the artist the
opportunity, over time, to develop her skill of focusing on detail,
marginality, individuals and their stories.

In her work, since about 2000 there has been an echo
of the international “documentary turn” trend, a curious alliance
of reality and fiction, story and reflection. This distinctive
tendency in international art, and response to a globalized world,
symptomatically and radically resonated in major international
exhibitions, particularly in 2002 at documenta 11 in Kassel
(curated by Okwui Enwezor). Her documentation of the everyday,
of stories, thoughts and ideas, has enabled her to work in
discursively practice - a practice that circulates in the very fragile
and shifting zone between reality and utopia, the ordinary and
the extraordinary, the true and the fabricated. In a fundamental
way, Pavlina Fichta Cierna operates in a dangerous sphere of
the quicksand lying between the everyday and the miraculous -
between desire and its satisfaction.

2 For more see: Bourdieu, Pierre: Rules of Art: Genesis and Structure
of the Literary Field. Stanford University Press, 1996. Pravidla uméni.
Vznik a struktura literérniho pole. Host, Brno 2010.

3 Zemko, Milan: Slovensko medzi nastolenim demokracie a vznikom
samostatného Statu (1989 - 1992). In: Bystricky, Valerian - Kovac,
Dusan - PeSek, Jan et al: Klti¢ové problémy modernych slovenskych
dejin 1848 - 1992. VEDA, Bratislava 2012, p. 359.
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situdciu pre vnimanie problému, ktorého tazisko tkvie prave
v spolocCenske;j reflexii.

Spolocenska atmosféra 90. rokov do znacnej miery urcila
Ciernej vstup na scénu a priniesla niekolko dolezitych faktorov
pre formovanie jej autorského postoja a Struktdrovania jej tvorby.
Po roku 1989, ktory bol pre Fichtu Ciernu a celd jej generaciu
kla¢ovym medznikom v Zivote, nastali v Ceskoslovensku zmeny
ovplyvnujuce Zivot, kultiru, postoje. Bol to ¢as novej nadeje
intenzivne pocitovanej a zdielanej najmé medzi mladymi ludmi, ale
aj medzigeneracne. Tato skisenost mala velky vplyv aj na (vtedy
eSte Studentku Vysokej Skoly vytvarnych umeni v Bratislave) Pavlinu
Ciernu. Kedze jej autorsku stratégiu uréuji predovietkym citlivost
na socidlne zmeny a intuitivne poukazovanie na vyznamné témy
danej doby, bolo pre utvéranie zivotného aj vytvarného nazoru
mladej autorky taziskové prave to meniace sa bourdieuovské
~umelecké pole“?, ktoré sa formovalo na podklade revolu¢ného
étosu pretrvavajiceho v prvej dekade 9o. rokov 20. storocia a na
zaklade toho budovalo svoj symbolicky poriadok, novi autonémiu,
subvertovalo dovtedajsie hierarchie, najmé pokial islo 0 moc
akadémie, kde sa vymenilo vedenie skoly aj ateliérov v prospech
dovtedy ,neoficialnych“ umelcov. Tato dejinna situécia nebyvalym
sposobom institucionalizovala avantgardu a prekédovala ju na
stanovenu umeleckd normu. Prave topos konstiticie avantgardy
ako normy bol pre scénu celej dekady najcharakteristickejsi. Prudké
zmeny z roku 1989 tak pokracovali a ich hegeménom sa stali ,,malé
skupiny ob¢anov — disidenti alebo prislusnici skupin alternativnej
kultary, ktoré sa postupne formovali pocas okupacnej ,normalizécie’,
no intenzivnejsie zacali kooperovat a vystupovat najma v poslednych
dvoch rokoch starého rezimu*“3. Spolu so zivotnym pribehom
autorky, ktoré sa rozhodla usadit sa so svojim manzelom Antonom
Ciernym v obci Rosina blizko rodnej Ziliny, a jej senzitivnostou
a intuiciou jej poskytli prave tieto okolnosti moznost a vlastne v ¢ase
rozvijat schopnost zamerat sa na detail, marginaliu, jednotlivcov
a ich pribehy.

V jej tvorbe priblizne od roku 2000 nachadza vyznenie
medzinarodny trend tzv. dokumentérneho obratu, tohto
zvlastneho spojenectva medzi realitou a fikciou, pribehom
a reflexiou. Tato vyrazna tendencia globalneho umenia a reakcia
na globalizovany svet symptomaticky a radikalne zaznela aj na
velkych medzinarodnych vystavach, predovsetkym v roku 2002 na
documenta 11 v Kasseli (kurator Okwui Enwezor). Dokumentovanie
kazdodennosti, pribehov, myslienok, napadov poskytlo autorke
moznost pracovat v ramci diskurzivnej praxe, ktora je schopna
pohybovat sa presne v krehkej a pohyblivej zone medzi realitou
a utopiou, obyCajnym a vynimoc¢nym, pravdivym a vymyslenym.
Pavlina Fichta Cierna zédsadne operuje v nebezpecnej sfére tekutych
pieskov medzi kazdodennostou a zazrakom — medzi tizbou a jej
uspokojenim.

2 Pozriblizsie: Bourdieu, Pierre: Pravidla uméni. Vznik a struktura literdrniho
pole. Host, Brno 20710.

3 Zemko, Milan: Slovensko medzi nastolenim demokracie a vznikom
samostatného $tatu (1989 — 1992). In: Bystricky, Valerian — Kovac,
Dusan — Pesek, Jan a kol.: Kliicové problémy modernyjch slovenskyjch dejin
1848 —1992. VEDA, Bratislava 2012, 8. 359.
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Everything has its own
sense

Lenka Kukurova

Vsetko ma svoj zmysel

The seeming commonplace in the title is exactly what
| decided to begin with, in writing a text devoted to Pavlina Fichta
Cierna, since | find it symbolic not only of her creation but also
of her way of life and thinking. It is both simple and universal,
expressing the familiarity of proverbs rooted in profound wisdom.

| found Pavlina’s work more than ten years ago as | was
writing my thesis. | was literally hunting for art work focusing on
critical reflection of reality in the Slovak context. It was a great
relief to discover that the kind of art that interested me was
being done in our country. From my point of view, back then
there were achingly few socially or politically oriented artistic
projects in Slovak visual art. Having discovered Pavlina’s work,
| realized | was not alone in how | understood art, which gave us
much to discuss and share. The early post-2000 years on the
Slovak art scene were still marked by late Greenberg-style takes
on art, limited to medium and a formalist approach. Topics like
homelessness, diseases, mental disability etc. had no place in
the world of pure aesthetics. Pavlina went beyond this approach
and, together with a few other artists, was clearly heading for
something different.

Ever since | started writing about the works of Pavlina
Fichta Cierna, | have always felt the limitations of traditional
fine art review concepts. Focusing mainly on the manner of
installation, colour scheme, or editing and pictorial methods
cannot be applied to socially oriented works. Content inevitably
becomes the dominant aspect of her pieces, and spectators
or reviewers react primarily to the story intensity, as the
topic goes beyond pure aesthetics. Therefore, writing about
socially oriented art work often turns into a polemic on justice,
society’s structuring, or acceptance of otherness. Here, art
reviews necessarily blend with social criticism, since the art itself
contains it. The resulting text might focus more on the problem
the work addresses than on the work itself. This is a different way
of writing about art, but it also extends possibilities for reviewing
it. As Lucy Lippard puts it: 'If artists can create whatever they
please and call it art, | can create whatever | please and call it
criticism."

While writing about the art creation of Pavlina Fichta
Cierna, | got a strong sense of the responsibility involved
in referring to people’s fates as conveyed in a piece of art.
Pavlina’s working style is based on enormous empathy, and as
a result the protagonists of her videos, in spite of their often harsh
lives, radiate human dignity. In my newspaper reviews, as | tried
to give short versions of the videos' stories, | was co-creating
the readers' idea of the video-heroes' lives and place in society.
Talking to Pavlina made me understand how important choice
of words can be, to prevent secondary victimization of people
with difficult lives. | realized that while | had to learn this, Pavlina
does it naturally - she regards everybody she works with as an
equal partner. Not only does she take responsibility for the artistic
qualities of her creation, she also considers herself responsible
for people’s feelings, for how their lives are formed, for their social
elevation or execration.

Pavlina Fichta Cierna’s main focus of interest are
stories of life - of obstacles, discomfort, quirks, failures
and disappointments, and of joie de vivre against all odds.
Pavlina’s interest in these topics seems to come from her

1 Lucy Lippard in the interview with Hans Ulrich Obrist: Brief history of
curating, JRP Ringier, 2008, e-book, p. 259.

Text venovany Pavline Fichta Ciernej som sa rozhodla
zacat prave touto zdanlivou banalitou. Toto konstatovanie mi
totiz pripada symbolické nielen pre jej tvorbu, ale aj pre sposob
jej zivota a rozmyslania. Obsahuje v sebe jednoduchost a zaroven
univerzalnost, vyjadruje vSednost Zivotnych prislovi, ktoré su
zalozené na hlbokej pravde.

S Pavlininou tvorbou som sa stretla pred vyse desiatimi
rokmi pri pisani svojej diplomovej prace, ked som doslova patrala po
dielach zameranych na kritickt reflexiu skutoc¢nosti v slovenskom
kontexte. Bolo pre mna velmi odlahcujuce zistit, ze druh umenia,
ktory ma zaujima, vznika aj u nas. Z méjho pohladu bolo v tej dobe
v slovenskom vizualnom umeni socidlne ¢i politicky orientovanych
umeleckych projektov zafale malo. Objavenie Pavlininej tvorby
bolo pre mna potvrdenim, zZe niekto v okoli umenie chape podobne
ako ja, ¢o vytvorilo velky priestor na vzajomnu diskusiu a zdielanie.
V prvej polovici nultych rokov na slovenskej umeleckej scéne totiz
uz dlhsiu dobu pretrvavalo opozdené greenbergovské hodnotenie
umenia na zaklade média a formalistického pristupu. Témy ako
bezdomovectvo, choroby, mentalne postihnutie a podobne do
elitného sveta Cistej estetiky nepatrili. Pavlinina tvorba sa tomuto
pristupu vymykala a spolu s tvorbou niekolkych dalsich umelcov
a umelkyn naznacovala uz v tej dobe iné smerovanie.

Pri pisani o tvorbe Pavliny Fichta Ciernej som od zaciatku
pocitovala limity vytvarnej umeleckej kritiky v tradicnom zmysle
slova. O socialne orientovanych dielach nie je mozné referovat
so zameranim na spdsob instalacie, farebnost, metody strihu,

Ci obrazu. Obsah sa nevyhnutne stava dominantnou ¢astou

diela a divacka a aj kriticka reakcia je v prvom rade reakciou

na silu pribehu, nakolko téma presahuje Cisto esteticky ramec.
Pisanie o socidlne orientovanych dielach sa tak casto stane
polemikou o spravodlivosti, usporiadani spolo¢nosti, ¢i akceptovani
inakosti. Umelecka kritika sa tu nevyhnutne prelina s kritikou
socidlnou, pretoZe tento rozmer je obsiahnuty uz v samotnych
dielach. Vysledkom moze byt text, ktory pojednava viac

o tematizovanom probléme, ako o diele samotnom. Je to iny druh
pisania o umeni, ktory v§ak znamena rozsirenie moznosti jeho
kritiky. Slovami Lucy Lippard: "ak mézu umelci vytvorit cokolvek,
¢o chcu a nazvat to umenim, ja méZem vytvorit, o chcem a nazvat
to kritikou."

Pri pisani o diele Pavliny Fichta Ciernej som si zaroveri
velmi silno uvedomila, aka zodpovednost je spojena s referovanim
o ludskych osudoch sprostredkovanych cez umelecké dielo.
Pavlinin spdsob prace je zalozeny na obrovskej davke empatie,
¢oho vysledkom je skutocnost, ze protagonisti a protagonistky jej
videi vyzaruja napriek svojej casto nepriaznivej zivotnej situacii
ludskua dostojnost. Ked som sa snazila v novinach v ramci recenzie
skratkovito opisat pribehy ludi z videi, spoluvytvarala som
zaroven predstavu o zivote tychto [udi a ich mieste v spolo¢nosti.
Pri rozhovoroch s Pavlinou som pochopila, aké dolezité je velmi
opatrne volit slova, aby nedoslo k sekundarnej viktimizacii ludi
s tazkym zivotnym osudom. Uvedomila som si, Ze zatial Co ja som sa
musela tomuto postupu naucit, Pavlina ho vo svojej praci vyuzivala
automaticky —ku kazdému cloveku, s ktorym pracuje, pristupuje
na partnerskej baze. Jej zodpovednost nie je len umeleckou
zodpovednostou za vytvorenie

1 Lucy Lippard v rozhovore s Hansom Ulrichom Obristom: Brief history of
curating, JRP Ringier, 2008, e-book, s.259.
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disposition, but also from her own problematic health. Sometimes
she herself is the protagonist of her works. The human stories she
tells her audience often remind us of how easily they might have
been our own, and that they are not mere accidents. The way the
stories are presented makes for spectators' identification with
the main character, which puts Pavlina Cierna’s work almost on
a par with literature or film. The narration need not be coherent:
it gets interrupted, or appears only in fragments. The spectator
experience results in reflection on fate, the meaning of life, and
our place in the world. Though the themes are existential, there is
no sense of the pathetic. Pavlina’s approach is psychotherapeutic,
and it is not just the people in the stories undergoing camera-
mediated therapy: spectators get it too, as they see themselves in
the mirror of somebody else’s arduous life.

From my point of view, an essential feature of Pavlina
Fichta Cierna’s work is its anti-elitist nature. She concentrates
on marginal places and people, on things that are 'uninteresting’
or intentionally ignored. Pavlina's focus is on a small village,
which she perceives as a place full of stories and the fates
of many, but where each individual life has its own value. The
stories are simple and complex, mundane and exceptional all
at the same time. As a result, we see there is no such thing as
the tedious. Pavlina’s pieces are not created for a specialized
artistic audience, rather they are open to all kinds of spectators:
it is art about people for people. Just as she breaks down social
preconceptions about focusing attention on certain types of
people, Pavlina also breaks down prejudices on the definition of
an ideal artistic spectator.

Pavlina’s fate and those of her heroes and heroines
is the everyday fight. Losses are an integral part of it, not
something worthy of negativity. They lead not to hopelessness
and self-pity, but to the need to shake off the bad and try again.
Pavlina’s stories do not have sad beginnings and happy endings,
but are about continuous beginnings and endings. The thought
of everything having its sense helps one go on living every day.
Pavlina Fichta Cierna’s art work constitutes a turn from the
abstract toward the specific, from metaphysics to reality, from the
autonomy of art to its social relevance.

Everything has its own sense / Lenka Kukurova

dobrého, ¢i zlého diela, ale je to zodpovednost za pocity ludi, za
formovanie ich zivotov a za ich spolocenské pozdvihnutie alebo
odsudenie.

Tazisko tvorby Pavliny Fichta Ciernej je v Zivotnych
pribehoch - pribehoch o prekéazkach, nepohode, zvlastnostiach,
zlyhaniach, sklamaniach, ale zaroven o radosti zo zivota, napriek
vSetkému. Zaujem Pavliny o tieto témy je zrejme spdsobeny
jej zalozenim, no aj problematickym zdravim. Niekedy je
protagonistkou svojich diel ona sama. l'udské osudy, ktoré
sprostredkuva, ¢asto vyvolavaju dojem, ze by mohli byt nasimi
anestalo sa tak len rozhodnutim néahody. Spdsob podania pribehov
vytvara efekt stotoznenia divakov s hlavnou postavou, ¢im sa
tvorba Pavliny Ciernej blizi literattre alebo filmu. Nardcia nemusi
byt stvisla, dochadza k jej naruseniu, alebo sa objavuje len vo
fragmentoch. Divacke prezivanie pribehu vyuastuje do dvahy o osude,
o zmysle zivota, o naSom mieste vo svete. Napriek existencialnym
témam nevyznieva ich umelecké spracovanie pateticky. Pavlinin
pristup je psychoterapeuticky, terapiu prostrednictvom kamery
nepodstupuju len Iudia vystupujtci v jej dielach, ale aj divaci, ktori
vidia seba v zrkadle nelahkého Zivota niekoho iného.

7 mojho pohladu velmi podstatnou ¢rtou tvorby Pavliny
Fichta Ciernej je jej protielitarsky charakter. Pavlina zameriava
svoj zaujem na miesta a [udi na okraji spolo¢nosti, na veci, ktoré
su "nezaujimavé", alebo zamerne z pozornosti eliminované.

Jej centrom je malé obec, ktorti ona preziva ako miesto plné
pribehov s mnozstvom osudov, pricom kazdy individualny Zivot

ma svoju hodnotu. Pribehy si jednoduché a zaroven zlozité,
kazdodenné a pritom vynimocné. Vysledkom je zistenie, ze
nezaujimavost v podstate neexistuje. Jej diela nie st vytvarané

pre Specializované umelecké publikum, st divacky otvorené, je to
umenie o [udoch a pre ludi. Rovnako ako Pavlina rozbija socialne
prekoncepcie tykajiice sa zamerania pozornosti na typy Iudi, rozbija
aj predsudky o tom, kto je idedlnym umeleckym divakom.

Osudom Pavlininych hrdinov a hrdiniek a aj jej samej je
kazdodenny boj. Prehry su jeho kazdodennou sti¢astou a nie st
hodné zavrhnutia. Nevyustuja v beznédej a sebalutost, ale v potrebu
otriast sa a skusit to znova. Pavlinine pribehy nie st pribehmi o zlom
zaciatku a dobrom konci, st o neustalych zaciatkoch a koncoch.
Myslienka na to, ze vSetko ma svoj zmysel, pomaha v odhodlani
7it kazdy deni dalej. Tvorba Pavliny Fichta Ciernej znamena obrat
od abstraktného ku konkrétnemu, od metafyziky k realite, od

autonomie umenia k jeho spolocenskej relevancii.
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Praktické usilie byt niekde inde, nejako inak, niekedy inokedy | Practical effort at being in someplace, some other way, some other time
2014




Praktické usilie byt medzi myslienkami | Practical effort at being in between thoughts
2015




PRAVNA DEFINICIA UTECENCA

A

Viac ako polovica (51%) obyvatelov

a obyvateliek Slovenska pozna spravnu
definiciu uteéenca ako osoby, ktora sa

z domovskej krajiny prestahovala z dovodu
obav z prenasledovania alebo z dovodu
vojnového kKonfliktu.

B

Takmer polovica (49%) obyvatelov

a obyvateliek Slovenska nepozna spravnu
definiciu uteéenca ako osoby, ktora sa

z domovske| krajiny prestahovala z dovodu
obav z prenasledovania alebo z dévodu
vojnového konfliktu.

SUHLAS SO ZACHYTNYMI
TABORMI V MIESTE BYDLISKA

A

Necela patina (16%) obyvatelov a obyvateliek
Slovenska suhlasi, aby Slovensko v ramci
prijatia uteéencov umiestnilo zachytné tabory
v mieste ich bydliska.

B

Takmer patina (16%) obyvatelov a obyvateliek
Slovenska suhlasi, aby Slovensko v ramci
prijatia uteéencov umiestnilo zachytné tabory
v mieste ich bydliska.

(H

Men3$ina (16%) obyvatelov a obyvateliek
Slovenska suhlasi, aby Slovensko v ramci
prijatia uteéencov umiestnilo zachytné tabory
v mieste ich bydliska.

NESUHLAS S PRIJATIM
UTECENCOV NA SLOVENSKO

.}

Necelé tri patiny (56%) obyvatelov

a obyvateliek Slovenska nesuhlasi, aby
Slovensko prijalo uteéencov a mohlo sa tak
staf ich novou domovskou Krajinou.

B

Takmer tri patiny (56%) obyvatelov

a obyvateliek Slovenska nesuhlasi, aby
Slovensko prijalo ute¢encov a mohlo sa tak
staf ich novou domovskou krajinou.

(M

Vacsina (56%) obyvatelov a obyvateliek
Slovenska nesuhlasi, aby Slovensko prijalo
utecencov a mohlo sa tak staf ich novou
domovskou Krajinou.

NESUHLAS S POMOCOU
UTECENCOM

A

Necelé dve patiny (38%) obyvatelov

a obyvateliek Slovenska Gplne alebo skér
nesuthlasi s vyrokom ,Uteéencom treba
pomahaf - ¢o ak by som sa raz ja ocitol/ocitla
naich mieste?"

B

Takmer dve patiny (38%) obyvatelov

a obyvateliek Slovenska tGplne alebo skor
nesuhlasi s vyrokom ,Uteéencom treba
pomahaf - ¢o ak by som sa raz ja ocitol/ocitla
na ich mieste?"

(M

Mensina (38%) obyvatelov a obyvateliek
Slovenska Uplne alebo skor nesthlasi

s vyrokom ,Utecencom treba poméahaf - ¢o ak
by som sa raz ja ocitol/ocitla na ich mieste?"

Predstavte si, Ze vaSa interakcia je pozitivna, uvolnena a prijemna |
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pohlad do vystavy Strach z neznameho | view of the exhibition Fear of the Unknown
Kunsthalle Bratislava

kuratorka | curator Lenka Kukurova
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Moje nanostroje alebo tajné pravidla o povahe sukromnych avah | My nanorobots, or secret rules on the nature of private thoughts
2017
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26.12.1967 Zilina
Slovensko / predtym Ceskoslovensko | Slovakia / former
Czechoslovakia

Studium
study

1982 -1986
Stredna umelecko-priemyselna skola v Kremnici | Secondary
school of Applied Arts in Kremnica

1987 -1993
Vysoka skola vytvarnych umeni, Bratislava | Academy of Fine
Arts and Design, Bratislava

2010-2013

interné doktorandské studium, Katedra intermédii a multimédit,
Fakulta vytvarnych umeni, Akadémia umeni Banska Bystrica |
Internal postgraduate study, Intermedia and Multimedia
Department, Faculty of Fine Arts, Academy of Arts Banska
Bystrica

ocenenia
awards

2010

The Short and Savory: Festival of Short Films by Women. York
College, CUNY, New York, USA / vitazka kategérie non-fiction |
a winner in the non-fiction category

2005
LOOP 2005 AWARD, International Video Art Fair LOOP '05.
Barcelona, ES

2002
Laureatka Ceny Oskéra Cepana 2002 | Laureate of The Oskar
Cepan Award 2002. Centrum su&asného umenia, Bratislava, SK

1996

Cestné uznanie, Sicasna slovenska grafika XIII. | Honorary
acknowledgement, Contemporary Slovak Graphic XllI. Statna
galéria Banska Bystrica, SK

rezidencie, sympozia
residencies, symposiums

2008

3. Medzinarodni letni akademie, Mapovani prostoru |

3rd International Summer Academy, Mapping of Space. Sypka
Klenov4, Klatovy, CZ

2009
MQW - MuseumsQuartier. Q21, Wien, AT

diela v zbierkach
works in collections

MACBA - Museu d'Art Contemporani de Barcelona | Museum of
Contemporary Art Barcelona, ES

MOT - ER#E K ESTEE | Museum of Contemporary Art Tokyo, JP
GMB — Galéria mesta Bratislavy | Bratislava City Gallery, SK
PGU - Povaiiska galéria umenia Zilina | Povazie Gallery Art Zilina, SK

Statna galéria Banska Bystrica (v st¢asnosti Stredoslovenska
galéria | at present Central Slovakian Gallery), SK

Matopolska Fundacja Muzeum Sztuki Wspoétczesnej, Krakow |
Museum of Contemporary Art in Krakéw, PL

PSIS — Prva slovenska investi¢na skupina | The First Slovak
Investment Group’s Collection, SK

GCM — Galéria Cypriana Majernika | Cyprian Majernik Gallery,
Bratislava, SK

NG — Nitrianska galéria | Nitra Gallery, SK

SNG - Slovenska narodna galéria | National Gallery Bratislava, SK

samostatné vystavy
solo shows

2016

Presahnout vie osobni | Go beyond everything personal,
Galerie U Dobrého pastyre, Galerie Kabinet. TIC Brno, CZ
kurdtorky | curators Zuzana Janeckova, Marika Kupkova

2015

Praktické usilie byt medzi myslienkami |

A practical effort at being in between thoughts; host na vystave /
guest on the exhibition: Jana Farmanova: Tak zranitelné, tak blizke,
Krokus Gallery, Bratislava, SK

kurdtorka | curator Gabriela Kisova

Praktické usilie byt niekde inde, nejako inak, niekedy inokedy |
A practical effort at being in someplace, some other way, some
other time, Plusminusnula Gallery, Zilina, SK

kurétorka | curator Katarina Gatialova

Transitioners: Project Red Hook, De-Construct [projects], Brooklyn,
New York, USA (+ Matej Vavula)

otvorenie | opening Laura Arena

Pavlina Fichta Cierna, Gallery ASP, Krakow, PL
kuréator | curator Jan Trzupek

curriculum vitae



2014

(ti) Medziostrovania | Struggling between the islands, Povazska
galéria umenia, Zilina, SK

kurdtorka | curator Mira Sikorova - PutiSova

2013

Changed by a Stranger's Image / project Changer d'image, Mumok
cinema, Museum Moderner Kunst Stiftung Ludwig Wien, AT
kurétori | curators Vit Havranek, Déra Hegyi, Georg
Schollhammer, Raluca Voinea / tranzit

Miesta v premene / Indexy metamorfovanych zon, Eventy projektu
Transitioners | Place in transition / Indexes of metamorphed
zones. Events of project Transitioners. Strazoy, Visfové, SK

(+ Matej Vakula)

2012
Zotrvat v pocite | Maintain the feeling, Slovak Institute, Budapest,
HU (+ Anton Cierny)

2011

U... | Beidem ..., Palffyho palac, Galéria mesta Bratislavy, SK
(+ Mark Ther)

kuratorka | curator Katarina Slaninova

Manualy v kocke | Tutorials in cube, Galerie Kostka, MeetFactory,
Praha, CZ (+ Anton Cierny)
kuréator | curator Dusan Zahoransky

Zbcalo Locales, Centrum Kolomana Sokola, Liptovsky Mikulas, SK
kuratorka | curator Zuzana Gazikova

Almost beautiful life, gandy gallery, Bratislava, SK (+ Michéle
Sylvander)
kurétorka | curator Nadine Gandy

2010

Néavody na vytvaranie potrebnych veci a dojmov | Directions
to create necessary things and impressions, Space Gallery,
Bratislava, SK (+ Anton Cierny)

kurétorka | curator Katarina Slaninova

Zo scenara Jaroslavy Vislockej | From Jaroslava Vislocka's script,
Centro Cultural de Espafia, México D.F., MX
kurator | curator Rodrigo Gonzales Bermejo

2009
Release Notes, quartier21, Asifakeil, MuseumsQuartier Wien, AT
kurdtorka | curator Lucia Gregorovéa Stach

2006
Vtacia perspektiva | Bird’s eye-view, gandy gallery, Bratislava, SK
kuratorka | curator Nadine Gandy

2005

Nezné pripomienky | Tender observation, Povazska galéria
umenia, Zilina, SK (+ Lenka Klodova)

kuratorka | curator Lucia Gregorova

curriculum vitae

O_Setrenie | Ad_Ministration, Dl Michal, Ostrava - Michélkovice,
CZ (+ Lenka Klodova)
kuratorka | curator Lucia Gregorova

2003

Traja muzi na zivot | Three men for life, Palffyho palac, Galéria
mesta Bratislavy, SK

kuratorka | curator Katarina Rusnakova

2002

Bi:fazia | Bi:fusion, Galerie Emila Filly, Usti nad Labem, CZ

(+ Zdena KoleCkova)

kuratorky | curator Anna Varteckd, Viera Levitt (predtym | formerly
Viera Jancekova)

2002

Bi:fuzia | Bi:fusion, Galéria Jana Koniarka, Trnava, SK (+ Zdena
KoleCkova)

kuratorky | curator Anna Varteckd, Viera Levitt (predtym | formerly
Viera Jancekova)

Osobné poznamky na telo | Commenting Intimately on the Body,
Ddm umeéni Brno, CZ
kuratorka | curator Katarina Rusnakova

2000

Ceteris Paribus, CC Centrum, Bratislava, SK
kuratorka | curator Viera Levitt (predtym | formerly
Viera JanCekova)

1999
Manipula. tor, At Home Gallery, Synagéga Samorin, SK
kurdtorka | curator Katarina Rusnakova

Replica. tor, Statna galéria Banska Bystrica, SK
kuratorka | curator Alena Vrbanova

1997

Na ¢o nemyslis, nie je | Things that you do not think about
do not exist, Mizeum Vojtecha Lofflera, KoSice, SK
kuratorka | curator Jana Gerzova

1994
Dennik | Diary, PovaZzska galéria umenia, Zilina, SK
kurator | curator Radislav Matustik

kolektivne vystavy
group exhibitions

2017

Strach z neznameho | Fear of the Unknown, Narodna technicka
kniZnica, Praha, CZ

kuratorka | curator Lenka Kukurova

Stafetova tla¢ | Relay printing, Galéria Podkrovie, Statna vedecka
kniZnica Banska Bystrica, SK
kurdtorka | curator Alena Vrbanova
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Kozmikomiks | Cosmicomics, Tranzit, Bratislava, SK
kuratorka | curator Lucia Gregorové Stach

2016

Strach z neznameho | Fear of the Unknown, Kunsthalle Bratislava,
SK

kuratorka | curator Lenka Kukurova

Cities and Velocities, De Markten Gallery, Brusel, BE
kurator | curator Véclav Jano$¢ik

Potencial kazdodennosti | Potential of the everyday, Povazska
galéria umenia, Zilina, SK
kuratorka | curator EliSka Mazalanova

Spline Festival 2016, Sopa Gallery, Klub, KoSice, SK
kurator | curator Tomas Makara

Stratégie a taktiky | Strategies and Tactics (reprise), Kortil Gallery,
Rijeka, HR
kuratorka | curator Lydia PribiSova

40+, Vyber z akvizicii Povazskej galérie umenia 2006 - 2016
kuratori | curators Milan Mazur, Mira Sikorova-Putiova

2015

Between Democracies 1989 - 2014: Memory and
Commemoration, Constitution Hill, Johannesburg, ZA
kuratori | curators Peter Judy, Richard Gregor

Stratégie a taktiky | Strategies and Tactics, White House Biennial,
National Art Gallery, Tirana, AL
kuratorka | curator Lydia PribiSova

Zostane to v rodine | It will remain in the family (reprise),
RoZnavské radialy 3, Galéria Banickeho muzea v RoZnave, SK
kuratorka | curator Daniela Carna

2014

Paradox ‘90, Kunsthalle Bratislava, SK

kuratori | curators Daniela Carna, Juraj Carny, Barbora
GerzZova, Richard Gregor, Beata Jablonska, Lydia PribiSova, Mira
Sikorova - PutiSova, Nina Vrbanova

2014

Zo zbierok GCM | From The GCM collection, Galéria Cypriana
Majernika, Bratislava, SK

kuratorka | curator Alena Vrbanova

Odovzdani zmene | Committed To Change, Tranzit, Bratislava, SK
kurator | curator Daniel Grun

Zoci voci: Prace na papieri zo Slovenska | Face to Face: Works on
Paper from Slovakia, FAB Gallery, University of Alberta, Edmonton,
CA

kuratorka | curator Katarina Rusnakové

Vnimat svoje limity | Perceive own limits, Stredoslovenska galéria
Banska Bystrica, SK
kuratorka | curator Katarina Baranikova

Dve krajiny / Obraz Slovenska: 19. storoCie X sicasnost | Two
landscapes an Image of Slovakia: 19th century X contemporary,
Slovenska narodna galéria, Bratislava, SK

kuratori | curators Lucia Gregorova Stach, Lucia Almasiova,
Katarina Befiova, Katarina Cierna, Petra Hanakova, Aurel
Hrabusicky; koncept | concept Martin Cico, Katarina Bajcurova

Videokocka I. | Videocube I., Banskéa St a nica Contemporary,
Banska Stiavnica, SK

koncept | concept Anton Cierny; kuratori | curators Katarina
Rusnakovad, Szabolcs KissPal, Piotr Bernatowicz

Zostane to v rodine | It will remain in the family (reprise), Galéria
umelcov Spisa, SpiSska Nova Ves, SK
kuratorka | curator Daniela Carna

O powstawaniu i ginieciu | On Generation and Corruption, BWA
Katowice, PL
kuratori | curators Marta Lisok, Jan Trzupek

at least 25 moments per second, Kunstlerhouse, Vienna, AT
(+ llse Chlan, Hui Ye)
kuratorky | curators Katharina Jesberger, Claudia Mognini

K-ART-A / zo zbierky | from collection MFMSW Krakow, Hala
umenia / Kunsthalle, KoSice, SK; Muzeum Dwory Karwacjanow
i Gtadyszoéw, Gorlice, PL

kurator | curator Jan Trzupek

2013

re_ViZIA | re_VISION, Stredoslovenské galéria, Banska Bystrica,
SK

kuratorka | curator Katarina Rusnakova

Hranice tela | Body Limits, Galéria Cypriana Majernika, Bratislava, SK
kuratorka | curator Alexandra Tamasova

Zostane to v rodine | It will remain in the family, Mirbachov palac,
Galéria mesta Bratislavy, SK
kuratorka | curator Daniela Carna

TRIKO — Trienale sti¢asného obrazu | Triennial of Contemporary
Image, Kunsthalle, Hala umenia, KoSice, SK (+ Matej Vakula)
kuréator | curator Vladimir Beskid

X-Apartments, projekt performancii v sukromnych bytoch podla
formatu Matthiasa Lilienthala | project of performances in private
flats according to the format of Matthias Lilienthal, org. Goethe-
Institut, Saca, Kosice, SK

kurétorky | curators Katrin Moll, Johanna Hohmann, producent |
producer Lukas Berberich

Changer d'image, mumok cinema, Museum Moderner Kunst
Stiftung Ludwig Wien with Tranzit, AT

kurétori | curators Vit Havranek, Déra Hegyi, Georg Schéllhammer,
Raluca Voinea / tranzit

Domdce video | Home video, Roziavské radialy, Galéria banickeho

muzea, RoZhava, SK
kuratori | curators Silvia L. Cuzyova, Noro Lacko

curriculum vitae



Zero Years / ,,Nullerjahre. Slovak visual art 1999 - 2011 from
four curatorial perspectives, Freies Museum Berlin, DE
kuratori | curators Juraj Carny, Gabriela Garlatyova, Richard
Gregor, Mira Sikorova-PutiSova

2012

I. Mdzem intermédii | I. Museum of Intermedia, PovaZzska galéria
umenia, Zilina, SK

kuratorka | curator Mira Sikorova-PutiSova

Ventilator, ArtMUSE 2, Wyspa Spichrzéw, Gdansk, PL
kuratorka | curator Lydia PribiSova

Emotii Reale | The Real Emotions, Muzeul National de Arta Cluj,
Cluj-Napoca, RO
kuratorka | curator Lydia PribiSova

Delete. Umenie a vymazavanie | Delete. Art and Wiping Out,
Slovenska narodna galéria, Bratislava, SK
kurétorka | curator Petra Hanakova

Nulté roky | Zero Years (reprise), Dom umenia, Bratislava, SK
Zero Years, MODEM - Centre for Modern and Contemporary Arts,
Debrecen, HU

kuratori | curators Juraj Carny, Gabriela Garlatyova, Richard
Gregor, Mira Sikorova-PutiSova

2011
TWIST - Tuica/Tusovka, 91mQ Art project space, Berlin, DE
kuratorka | curator Viviana Checchia

The Art of Urban Intervention, Galerie Emila Filly, Usti nad Labem, CZ
kurétori | curators Michal Kole¢ek, Zdena Koleckova, Margarethe
Makovec, Anton Lederer, Vesna Vukovi¢

Artexpo New York 2011, Nelleke Nix Studio Gallery, New York,
USA

Otvoreny depozitar, otvorenie stalej expozicie | Open depository,
opening of the permanent exposition, Galéria Cypridana Majernika,
Bratislava, SK

kurator | curator Nina Vrbanova

VI. Novy zlinsky salon 2011, Krajska galéria vytvarného umenia,
Zlin, CZ

Prague Biennale 5 / At délame co délame, nemutizeme se s vami
spojit | Whatever we do we cannot connect with you, MICRONA,
Praha, CZ

kuratorky slovenskej sekcie | curators of Slovak section Lydia
PribiSova, Katarina Slaninova

Ministerstvo Skolstvi varuje: Segregace vazne skodi Vam i lidem
ve Vasem okoli | Ministry of Education Warning: Segregation
Seriously Harms You and the People around You, Nosticky palac,
Galerie NAPA, Praha, CZ

kuratorky | curators Tamara Moyzes, Zuzana Stefkova

curriculum vitae

Nulté roky | Zero Years, Povazska galéria umenia, Zilina, SK
kuratori | curators Juraj Carny, Gabriela Garlatyova, Richard Gregor,
Mira Sikorova-PutiSova

Alternativna slovenska grafika | Alternative Slovak Graphic, Galéria
Cypriana Majernika, Bratislava, SK
kurdtorka | curator Alena Vrbanova

2010
Inter-view, Nitrianska galéria, Nitra, SK
kuratorka | curator Barbora GerZova

Nepokojné médium. Slovenska fotografia 1990 — 2010 | Yeasty
medium. Slovak Photography 1990 - 2010, Dom umenia,
Bratislava, SK

kuratori | curators Lucia L. Fischerova, Anna Maximova, Vaclav
Macek

Looking FWD!, Dohjidai Gallery of Art - Eizo Studio 1928, Kyoto, IP
kuratori | curators Anna Tretter, Lukas Berberich

Mobilnale 2, Tina B. - The Prague Contemporary Art Festival, CZ
kuratori | curators Helidon Gjergji, Lydia PribiSova

Unerwartete Wendungen, < rotor > association for contemporary
art, Graz, AT
kurdtori | curators Margarethe Makovec, Anton Lederer

T()MBOOKTOBOOKAR(ES)T, TRI-FOLD: New Perspectives on Book
Arts, WAH Center, Brooklyn, NY, USA
kuratorka | curator Nelleke Nix

Unerwartete Wendungen, Kunstpavillon, Tiroler Kiinstlerschaft,
Innsbriick, AT
kuratori | curators Margarethe Makovec, Anton Lederer

Formaty transformace 89 — 09 | Formats of Transformation

89 - 09, MUSA - Museum auf Abruf, Vienna, AT

kuratorka sekcie ,,Za sametovou oponou: jazyky, téla, instituce” |
curator of the section ,,Behind the Velvet Curtain: Bodies,
Languages, Institutions“ Martina Pachmanové

2009
Les Femmes Parlent, gandy gallery, Bratislava, SK
kurdtorka | curator Nadine Gandy

Exposition Fleuves, CNEAI, Chatou, FR
kolekcia | collection gandy gallery

Donumenta 2009 - Slowakei, Kunstforum Ostdeutsche Galerie,
Regensburg, DE
kurdtorky | curators Anna Tretter, Jana Gerzova, Barbora Gerzova

Formaty transformace 89 — 09 | Formats of Transformation
89 - 09, DUm uméni Brno, CZ
kuratorka sekcie | curator of the section Martina Pachmanova

Misto, kde se poplacava po zadech, kde se roni slzy... | Place where
they pat on the back, where they shed tears..., Vila Saloun, Praha, CZ
kuratori | curators lvana Moncolova, Anton Cierny
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n

Rodinna pohoda | Family Happiness, Nosticky palac, Praha, CZ
kuratorky | curators Zuzana Stefkova, Lenka Kukurova

Magic Words, Stanica Zariegie, Zilina, SK
kuratorka | curator Ceren Turan

2008

Video Reflex, Stredoeurdpsky festival umeni | Video Reflex,
Central European Art Festival, Synagéga - Centrum su¢asného
umenia, Galéria Jana Koniarka, Trnava, SK

kurator | curator Vladimir Beskid

Petites Histoires / Regards projetés - Slovaquie | Little Stories /
Projected Visions - Slovakia, Apollonia - european art exchanges,
Strassburg, FR

kuratorka | curator Mira PutiSova-Sikorova

Close Encounters / Central European Video Art, Fine Arts Center
Galleries, University of Rhode Island, USA

kuratorka | curator Viera Levitt (predtym | formerly

Viera JanCekova)

V. Novy zlinsky salon 2008, Krajska galéria vytvarného umenia,
Zlin,CZ

Ja a tiDruhi | My and the Others, Nitrianska galéria, Nitra, SK
kuratorka | curator Barbora Gerzova

NéoFutur - vers de nouveaux imaginaires, les Abattoirs, Musée
d'art moderne et contemporain, Toulouse, FR
komisér vystavy | commissioner of the exhibition Pascal Pique

Video Exchange, display of Slovak videoart, Galleria Valentina
Moncada, Roma, IT
kuratorka | curator Lydia PribiSova

Re-construction, Bienala Tinerilor Artisti | Re-construction, The
Young Artists Biennial, Dalles Hall, Centrum Cultural META,
Bucharest, RO

kurator | curator Ami Barak

1960 - Present, Dim U Zlatého prstenu, Praha, CZ
kuratorka | curator Zuzana BartoSova

2007

Adam’s Rib, Eve’s Air in her Hair, SOHO20 Gallery, Chelsea, New
York, USA

koordinatorky | coordinators Ann Marie McDonnel, Nelleke Nix
vyber | selection Melissa Messina, E. A. Sackler Center for
Feminist Art

neMoc / subDominancia, Statna galéria Banska Bystrica, SK
kuratorka | curator Zuzana Spisiakova

Video in Progress / New Video Art from Central Europe, The RISD
Museum, Providence, USA

kuratorka | curator Viera Levitt (predtym | formerly

Viera JanCekova)

Rovnost prilezitosti | Equal Opportunities, Open Gallery Bratislava;
reprises: Stanica Zariegie Zilina, SK; C2C - La Fabrica, Praha, CZ
kuratori | curators Ivana Moncolova, Milan Bosni¢

Passages / Hommage & Walter Benjamin, gandy gallery, Bratislava,
SK; vystava prenesend sicasne do | the exhibition transmitted
simultaneously to the Museum Jeu de Paume in Paris, Goethe-
Institut in New York and g-mk center in Zagreb

kuratorka | curator Nadin Gandy

Rezary | Cutand carve, Pélffyho palac, Galéria mesta Bratislavy, SK
kurétor | curator Richard Gregor

2006

Luftschutz, Galeria Exit, Pejé, Kosové (+ Zdena KoleCkova,
Michaela Thelenova)

kuréator | curator Michal Kole¢ek

We are what we are / Aspects of Roma Life in Contemporary Art
(reprises), 2B Galéria, Budapest, HU; Gallery Noua, Bucharest, RO
kuratori | curators Margarethe Makovec, Anton Lederer

22'50"25, Slovak Contemporary Art, Caisa, Helsinki, Fl; Gallery
Art Factory, Praha, CZ
kurétor | curator Richard Gregor

Positioning, In the New Reality of Europe: Art from Poland, the
Czech Repubilic, Slovakia and Hungary (reprise), Museum of
Contemporary Art Tokyo, JP

kuréatori | curators Akiko Kasuya, Hitoshi Dehara, Keiko Okamura,
Jun Takeshita

Geschichte(n) vor Ort, Volkert- and Alliiertenviertel, Vienna, AT
kuratori | curators Michal Kolecek, Margarethe Makovec, Roland
Schony

Runaway, Space Gallery, Bratislava, SK
kurator | curator Juraj Carny

Autopoesis, Slovenské narodné galéria, Bratislava, SK
kuratorka | curator Zora Rusinova

IN(TER)MEDIA(S)RES, PovaZska galéria umenia, Zilina, SK
kuratorka | curator Mira Sikorova-PutiSova

Collezionami, Il. Biennale d "Arti Contemporanee, Archivio di Stato
e Biblioteca Nazionale, Bari, IT
kuratorka | curator Grazia De Palma

digital@elektronic graphic, House of Art, Pecs, HU
kurdtorka | curator Alena Vrbanova

4 +jeden | 4 + One, Slovensky institut, spolupraca Slovenska sekcia

AICA | Slovak Institute, coop. Slovak section AICA, Praha, CZ
kurétorka | curator Jana Gerzova

curriculum vitae



2005

We are what we are / Aspects of Roma Life in Contemporary

Art /, < rotor > association for contemporary art (reprises), Skuc
Galerija, Ljubljana, Sl; Galéria Jana Koniarka, Trnava, SK; Muzeum
mésta Usti nad Labem, CZ

kurétori | curators Margarethe Makovec, Anton Lederer

Check Slovakia! / Young Art from Slovakia, Embassy of Slovakia,
Washington D.C., USA

kuratorka | curator Viera Levitt (predtym | formerly

Viera Jan¢ekova), Alexander Tolnay

bezOBRAZie / MEDIA S — CREAM, Galéria Jana Koniarka, Trnava,
SK
kurator | curator Vladimir Beskid

IV. Novy zlinsky salon 2005, Krajskéa galéria vytvarného umenia,
Zlin,CZ

Medzinarodni bienale sou¢asného uméni — Druhy pohled |
International Biennale of Contemporary Art - Second Sight,
Veltrzni palac, Narodni galerie, Praha, CZ

kurator sekcie ,,Umélci sob&" | curator of the section ,The Artist
unto Themselves" Jifi Surtvka

Positioning, In the New Reality of Europe: Art from Poland,
the Czech Republic, Slovakia and Hungary (reprise), National
Museum of Art Osaka, JP

Positioning, In the New Reality of Europe: Art from Poland, the
Czech Republic, Slovakia and Hungary, Hiroshima City Museum
of Contemporary Art, JP

kuratori | curators Akiko Kasuya, Hitoshi Dehara, Keiko Okamura,
Jun Takeshita

Clouding Europe, Gandy Gallery, Bratislava, SK
kuratorka | curator Nadin Gandy

100 rokov reality, Stala expozicia umenia 20. storocia na
Slovensku | 100 years of Reality, Permanent exposition of Art
of the 20th century in Slovakia, Palffyho palac, Galéria mesta
Bratislavy, SK

kurétor | curator Richard Gregor

Stop nasiliu voci zenam | Stop violence against women, Stara
trznica, Bratislava, SK
kuratorka | curator Lenka Kukurova

PGU sampler, Synagoga — Centrum sticasného umenia, Galéria
Jana Koniareka | Synagogue - Centre of Contemporary Art, Jan
Koniarek Gallery, Trnava, SK

kuratori | curators Mira Sikorova-PutiSova, Vladimir Beskid

Bezvetrie | Calm, Nitrianska galéria, Nitra, SK
kuratorka | curator Adriana Celedova

2004

Free Entrance, BAWAG Foundation, Vienna, AT
kuratorka | curator Christine Kintisch

curriculum vitae

Begegnung auf hochster Ebene, Galerie Grita Insam, Vienna, AT
kuratorka | curator Grita Insam

Welcomel!, Anthony Reynolds Gallery, London, GB
kurator | curator Anthony Reynolds

Check Slovakia! / Young Art from Slovakia, Neuer Berliner
Kunstverein, Berlin, DE
kuratorka | curator Viera Levitt (predtym | formerly Viera Jancekova)

Metro, Space Gallery, Bratislava, SK
kurator | curator Juraj Carny

Under the Blue Sky, Open Gallery, Bratislava, SK
kuratori | curators Margarethe Makovec, Anton Lederer

We are what we are / Aspects of Roma Life in Contemporary Art /,
< rotor > association for contemporary art, Minoriten Gallery, Graz,
AT

kuratori | curators Margarethe Makovec, Anton Lederer

Vladimir Popovic¢ a jeho $tudenti | Vladimir Popovi¢ and his
students, Slovak Institute, Praha, CZ
kurdtorka | curator Zora Rusinova

digitdlna@elektronické grafika | digital@elektronic graphics, Statna
galéria Banska Bystrica, SK
kuratorka | curator Alena Vrbanova

2003

Valencné sféry | Spheres of Valency, Galéria Jana Koniarka, Trnava,
SK

kurator | curator Richard Gregor

Stadt in Sicht, Kiinstlerhaus, Vienna, AT
kuratorky | curators Anna Soucek, Henny Liebhart-Ulm

Realizmus a skuto¢nost. Umenie 20. storocia na Slovensku |
Realism and reality. The Permanent Exhibition of the Slovak
20th Century Art, Pallfyho palac, Galéria mesta Bratislavy, SK
kuréator | curator Richard Gregor

Album pre Kolomana Sokola | Album for Koloman Sokol, Galéria
Kolomana Sokola, Liptovsky Mikulas, SK
kuratorka | curator Zuzana Gazikova

2002
~new” Slovak Art 1936 - 2001, Kunsthalle Exnergasse, Vienna, AT
kurdtor | curator Richard Gregor

Cena Oskara Cepana 2002 | The Oskar Cepan Award 2002,
Palffyho palac, Galéria mesta Bratislavy, SK
koordinatorka | coordinator Jana Oravcova

Open House, Casino Luxembourg - Forum D"Art Contemporain,
Luxembourg, LU

12 kuratorov vybralo 12 umelcov | 12 curators choosing 12 artists;
kuratorka sekcie | curator of the section Viera Levitt (formerly
JancCekova)
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213

Hot Destination / Marginal Destiny, Art Workshop Lazareti,
Dubrovnik, HR
kurator | curator Michal Kole¢ek

Convexe / Concave, Statna galéria Banska Bystrica, SK
kuratori | curators Alena Vrbanova, Philippe Piguet

Hrdinky | Heroines, Slovensky institut, Praha, CZ
kuratori | curators Olga Mal, Karel Srp

Sucasna slovenska grafika XV. | Contemporary Slovak Graphics
XV., Statna galéria Banskéa Bystrica, SK
kuratorka | curator Alena Vrbanova

Vnimajuca socha, projekt vo verejnom priestore | Perceiving
statue, public space project, Mestska galéria Rimavska Sobota, SK
kuratorka | curator Gabriela Garlatyova

2001

Umenie akcie na Slovensku 1989 — 2000 | Action Art in Slovakia
1989 - 2001, Tatranska galéria - Elektraren, Poprad, SK
kuratorka | curator Lucia Gregorovéa Stach

Dalekohladanie, Mestskéa galéria, Rimavska Sobota, SK
kuratorka | curator Gabriela Garlatyova

(In)time, PovaZska galéria umenia, Zilina, SK
kuratorka | curator Lucia Gregorova Stach

Koniec minulého storocia / Artotéka umenia 90. rokov 20.
storocia | The End Of Last Century / Artotheque of Art of
ninetiees of the 20th century, Statna galéria Banska Bystrica, SK
kurdtori | curators Alena Vrbanova, Vladimir Beskid

Lighthouse, Jan Koniarek Gallery, Trnava, SK
kuratorka | curator Viera Levitt (predtym | formerly
Viera JanCekova)

2000

Manipulujtce umenie I. | The Manipulative Art Il., Povazska
galéria umenia, Zilina, SK

kurator | curator Richard Gregor

The Spirit of Image, Jiangsu Gallery Nanjing, Province Jliangsu, CN
kurétorka | curator Breda Skrjanec

Manipulujuce umenie II. | The Manipulative Art II, Nitrianska
galéria, Nitra, SK
kurator | curator Richard Gregor

Spolo¢ny menovatel | Common Denominator, Mirbachov palac,
Galéria mesta Bratislavy, SK
kuratorka | curator Jana Gerzova

Catosc¢ i detal | The Whole and Detail, Galeria Bielska BWA,
Bielsko-Biata, PL
kuratorka | curator Vladimira Buingerova

Exteriér II. | Exterior Il., Art Film Fest, Mestsky park Trencianske
Teplice, SK
kuratorka | curator Lubomira Slusna

Training, kupéart — mimoriadny vozen s umenim vo vlaku
Bratislava — Kosice a spit | cupé art - compartment of the train
from Bratislava to KoSice and back, SK; org. zdruzenie ERRATA,
coop. Viera Levitt (predtym | formerly Viera Jancekova)

Public / Subject, verejny priestor, centrum mesta | public space,
downtown area, Bratislava, SK

kurétori | curators Dusan Brozman, Vladimir Beskid, Alena
Vrbanové

1999

Slovenské umenie zadarmo | Slovak Art For Free, Pavilion of
Czech and Slovak Republic, Giardini di Castello, 48. Esposizione
Internazionale d' Arte, La Biennale di Venezia, IT

kuratorky | curators Petra Hanakova, Alexandra Kusa

23. Mednarodni grafi¢ni bienale | 23. International Bienniale of
Graphic Arts, Moderna galerija, Ljubljana, SI

kuratorka slovenskej sekcie | curator of Slovak section Alena
Vrbanova

Trvaly pobyt I. | Permanent Stay |., Tatranska galéria - Elektraren,
Poprad, SK
kuratori | curators Anton Cierny, Jarostaw Hulbéj

Trvaly pobyt II. | Permanent Stay Il., Museum Okregowe
Im. L. Wyczolkowskiego, Bydgoszcz, PL
kuratori | curators Anton Cierny, Jarostaw Hulbdj

Ad Laudem Artificis, Slovenska narodna galéria, SK
kuratorka | curator Zora Rusinova

Sucasna slovenska grafika XIV. | Contemporary Slovak Graphic
XIV., Statna galéria Banska Bystrica, SK
kurdtorka | curator Alena Vrbanova

Exteriér L. | Exterior I., Art Film Fest, Mestsky park TrenCianske
Teplice, SK
kurdtorka | curator Lubomira Slusna

Neviditelna vystava | Invisible exhibition, Zamocky park v Pezinku,
SK
kuratorka | curator Lubomira Slusna

P.F. 2000 / Retrospektiva a stiCasnost zanru | P. F. 2000 /
Retrospective and the Present of Genre, Slovenska narodna
galéria, SK

kuratroka | curator Katarina Bajcurova

1998

Mapovani prostoru | Mapping Space, Sypka Klenova | Klenova
Granary, Klatovy, CZ

kuratorka | curator Helena Hrdlickova

curriculum vitae



moja ALTAMIRA | ALTAMIRA within me, MGLC - International
centre of graphic arts, Galerija Tivoli, Ljubljana, Sl
kurétorka | curator Breda Skrjanec

Medzinarodné sympozium papiera | International Symposium
of Paper, Liptovské muzeum, Ruzomberok, SK
kuratorka | curator Lubomira Slusna

1997

Alternativna slovenska grafika | Alternative Slovak Graphics,
Statna galéria Banska Bystrica, SK

kuratorka | curator Alena Vrbanova

Zmena porzicii | Change of Positions, Povazska galéria umenia,
Zilina, SK
kuratori | curators Anton Cierny, Milan Mazur

Computer Graphics, Galéria Juliusa Jakobyho, KoSice, SK
kuratorka | curator Alena Vrbanova

Border crossings, Museum Ethnographisches, SchloB Kittsee, AT
org. Marianna Cunderlikova

Spolo¢ny priestor 2 | Common Space 2, Zémocky park v Pezinku, SK
kuratorka | curator Lubomira Slusna

1996

Slovenska grafika 90. rokov — tradicia, experiment, alternativa |
Slovak Graphic Art of the Nineties - Traditions, Experiments,
Alternatives, Central House of Artist, Moscow, RU

[reprises: National Art Museum of Ukraine, Kiev, UA (1997);

The Union of Bulgarian Artists - UBA, Sofia, BG; Norske
Grafikere, Oslo, NO (1998); Romanian Parliament Exhibition Hall,
Bucharest, RO (1999)]

kurétor | curator Branislav Reznik

Sucasna slovenska grafika XIII. | Contemporary Slovak Graphic
Art XIII., Statna galéria Banska Bystrica, SK
kuratorka | curator Alena Vrbanova

1995
Vis Magica Loci, Bojnicky zamok, SK
kurator | curator Jozef Dorica

BillboART, Bratislava - Podhradie, SK
kurator | curator Juraj Carny

1994
Valdstejnska zahrada '94 | Wallenstein Garden '94, Praha, CZ
kuratorky | curators Martina Pachmanova, Lubomira Slusna

Vytvarna Zilina | Creative Zilina, PovaZska galéria umenia, Zilina,
SK

kurétori | curators Radislav Matustik, Darina Arce (predtym |
formerly Kissova)

1993

Bienale knizného umenia | Biennale of Book Art, Turgianska
galéria, Martin, SK

komisar vystavy | commissioner of the exhibition Marius Matak

curriculum vitae

filmové festivaly

a videoprezentacie

film festivals and video
presentations

2012

Sucasny slovensky videoart / 17. Medzinarodny festival siicasného
umenia 4 + 4 dny v pohybe | Contemporary Slovak Videoart /
The 17th International Festival of Contemporary Art 4 + 4 Days in
Motion. Prague, CZ [org. Lukas Matejkal

2011

Hors pistes 2011, Soirée Festival LOOP (2003 - 2010). Vyber
videi, ocenenych pocas 8 ro¢nikov Festivalu LOOP v Barcelone |
Selection of the videos awarded through the 8 editions of

the Festival LOOP in Barcelona. Centre Pompidou, Paris, FR

[s acastou | with the participation of Pascale Cassagnau (CNAP),
Jean-Conrad Lemaitre (collector and president of the LOOP Fair
committee), Emilio Alvarez (LOOP)]

Puté k Jozefine Hubkovej, autorska sekcia / Delta — Festival nezavislej
audiovizualnej tvorby | Family Ties to Jozefina Hubkova, author's
section / Delta - Independent Audiovisual Art Festival. Subterén,
Michalovce, SK; Stanica Zariedie, Zilina, SK

[org. Periférne centra / Jan Kostolansky, Andrej Poliak]

2010

Short and Savory: Festival of Short Films by Women Directories.
York College / CUNY, New York, USA [non-fiction category, vyber |
selection Fabiola Fernandez Salek, Daniel Phelps, Michael Smith,
Michael Flynn, org. committee]

Proyeccion retrospectiva de la obra de la videoartista eslovaca
Pavlina Fichta Cierna | Retrospective projection of the work of the
Slovak video artist Pavlina Fichta Cierna. Museo Ex Teresa Arte
Actual, Centro Histérico, México, D.F., MX [org. Center Cultural of
Spain in Mexico]

La Proxima Resistencia: Videografias del Este / Centro Cultural de
Espafia en México | The Next Resistance: Videography of the East
/ Center Cultural of Spain in Mexico, 3th International Videoart
Festival. Camagley, CU [kurator | curator Rodrigo Gonzéles
Bermejo]

5. Medzinarodny filmovy festival Cinematik, blok autorskych filmov
| 5th International Film Festival Cinematik, block of author's films.
Kino Klub, Piestany, SK [vyber | selection Vladimir Stric]

Zeny v sieti vedy, vedenia a materstva / 45. Medzinarodny festival
popularno-vedeckych a dokumentarnych filmov | Women in

the network of Science, Knowledge and Motherhood / 45th
International Festival of Science Documentary Film Women in the
network of Science, Knowledge and Motherhood. Academia Film
Olomouc, CZ [vyber | selection Alice Cervinkov4]

2007 - 2009
nomadSPACE/Potulna galéria / medzinarodna prezentacia selekcie
videoumenia na domécich a zahrani¢nych umeleckych a kultarnych

214

215

podujatiach | nomadSPACE/Wandering Gallery/ international
presentation of the video's selection on Slovak and foreign
artistic and cutural events [10. letny filmovy seminar 4 Zivly,
Banska Stiavnica; 9. Medzinarodny filmovy festival, Bratislava;
15. Medzinarodny filmovy festival Artfilm, TrenCianske Teplice;
15. Festival Divadelna Nitra; Pohoda Festival, Trencin; Festival
Hodokvas, PieStany; Festival Wilsonic, Bratislava; Barbakan,
Banska Bystrica, SK; 14th City of Women - International Festival
of Contemporary Arts, Ljubljana, Sl; cc26 gallery, Roma, IT;
lokal_30 GalleryWarszaw, PL; Karlin Studios, Prague, CZ; Forum
Stadtpark, Graz, A; Artissima, Turin, IT; Kunst Ziirich, Zirich, CH]

2007

1st International Photo and New Media Festival / 1st
Compilation of SK and CZ video art. F-Stop, ZFF - Zentrum fiir
zeitgendssische Fotografie, Leipzig, DE [org. Bastart Gallery,
Bratislava, SK]

2006

The 1st Nagano International Video Art Festival 2006 (NIVAFOB6).
NIPAF House, Nagano, JP [org. Centre interuniversitaire des arts
médiatiques - CIAM, Quebec, CA + Musashino Art University,
Kodaira - Tokyo, JP]

2005
Fira Internacional de Videoart LOOP '05 | International Video Art
Fair LOOP '05. Barcelona, ES [present gandy gallery]

Serial Cases_01 Acquaintance, Video-Selection 1: “Cake and
Coffee” von Michal Kole€ek. Forum Stadtpark, Graz, AT

[org. < rotor >, Graz + Israeli Center for Digital Art, Holon] 2005 -
2006 the project continued to Sofia, Novi Sad, Istanbul, Usti nad
Labem, Zagreb

Mladi tvorcovia pred publikom: Pavlina Fichta Cierna —
Archeoldgia kazdodennosti | Young artists with the audience:
Pavlina Fichta Cierna - Archaeology of the everyday. Stanica
Zariedie, Zilina, SK [org. Truc Sphérique]

Fichtafilmy | Fichtafilms. Umé&lecké centrum Univerzity Palackého,
Olomouc, CZ [org. Pastiche Filmz / Matin KriStof, Pavel Bednarik]

Festival di animazioni e cortometraggi dell’est Europa.
Castelfranco, IT [org. Martin KriStof]

I. Animation and Experimental Film Festival of Budapest.
Tlzraktér Independent Cultural Center, Budapest, HU [org. Martin
Kristof]

umelecka spolupraca
a skupinové vystavy
artistic collaboration
and group art projects

2017

aktérka vo videofilme | actor in the videofilm / Prv, nez bude horiet
parlament | Before the parliament is on fire [Anton Cierny, lvan
Jurica]

2015

The Mother Load Project / medzinarodny participativny project |
international participatory project [kuratorky | curators Lesli
Robertson, Natalie Macellaio, Dallas, USA]

2010

lektorka | lecturer / Novy ateliér / workshop talentovanych
mentalne postihnutych umelcov | New studio / workshop of
talented mentally challenged artists. Slovenska narodné galéria-
Galéria insitného umenia, Schaubmarov mlyn, Pezinok, SK [org.
Alexandra Tamasova]

2009

kamerovy zdznam performancie pre video | camera recording
performance for a video ‘ Etude no. 12 variation for Toni's
Schafmilch Joghurt ’. MQW - MuseumsQuartier Wien, Q21, AT
[sound artist mamoru]

2008

Open the Door Richard / medzinarodny participativny projekt |
international participatory project. SOHO20 Gallery, Chelsea, New
York, USA [koncepcia | concept Nelleke Nix]

2003

Album pre Kolomana Sokola / album grafickych listov 41 autorov |
The Album for Koloman Sokol / the album of graphic sheets of

41 authors. Galéria Kolomana Sokola, Liptovsky Mikulas, SK
[kurdtorka | curator Zuzana Gazikovd]

2002

Manifesta 4, The European Biennial of Contemporary Art / The
(Research) Room. Archiv zamerany na mladsiu generaciu umelcov
Eurépy | archive aimed at the younger generation of European
artists. Frankfurter Kunstverein, Frankfurt, DE [kuratorky | curators
lara Boubnova, Nuria Enguita Mayo, Stéphanie Moisdon Trembley]

aktérka vo videu | actor in the video / Utajené miesta | Concealed
Places [Anton Cierny]

2001
aktérka vo videu | actor in the video / Uz ani neviem po kolkykrat |
| Do Not Know How Many Times [Anton Cierny]

2000

Album Dalajlamovi / dar slovenskych umelcov pri prilezitosti
navstevy XIV. Dalajlamu na Slovensku | Album for the Dalai Lama /
present of Slovak artists on the occasion of a visit by the 14th Dalai
Lama to Slovakia. At Home Gallery, Samorin, SK

[kurator | curator Ladislav Snopko]

curriculum vitae



3 x 3 zeny / spolupraca s ludmi so zdravotnym postihnutim |

3 x 3 women / collaboration with people with disabilities.
Divadlo z pasaze, Banska Bystrica, SK [rézisérka | director Viera
Dubacova, org. AAC Bratislava - Lubomira Slusna]

architektonickeé diela

a spolupraca
architectural works and
collaboration

2015-2016
OKO | EYE/ grafika na podhlade bazénovej haly | graphics on the
pool ceiling (1300 m2). Gothal, Liptovska Osada, SK

2015-2016
interiér hlavnych priestorov | interior of main space / Gothal,
Liptovska Osada, SK [spolupréca | cooperation Peter Bohus]

verejné vystupenia a akcie

VO verejnom priestore

public appearances and actions
in public space

2014

Pavlina Fichta Cierna + Matej Vakula: Transitioners / performance.
Gallery Ro2 Art Downtown, Dallas, USA [org. Janeil Engelstadt /
Make Art With Purpose, Jordan Roth / Ro2 Art]

2010

Jana Jurdnova — Lasky nebeské / verejné Citanie a autorska
videoprezentacia | public reading and author's video
presentation. Sprievodny event k vystave Holé baby | event
accompanying event to the exhibition Naked Girls. Slovenska
narodna galéria, Bratislava, SK

Skrtnit Fica, kolektivne verejné vystipenie | collective public
performance [org. Stanica Zéarieg&ie, Zilina, SK + ¢asopis |
magazine Tyzden]

prednasky a prezentacie
lectures and presentations

2017

Pecha Kucha Night Zilina, Vol. 37 - Open Air / predstavenie
projektu | project presentation / Ciachovia Centrum Arzenal
(+ Anton Cierny) [org. KACHUNA + Stanica Zariegie, Zilina]

2016

Adriena Simotova a jej miesto v kontexte vytvarného umenia

a kultury XX. storocia a stcasnosti | Adriena Simotova in the
Context of Visual Art and Culture from the 20th Century Onwards
/hostka diskusie | guest of the discussion. Vlastenecky sal, Karlin,
Praha [org. Nada&ni fond Adrieny Simotové a Jifiho Johna + Fakulta
humanitnich studii UK + Katedra teorie a d&jin uméni VSUP]

curriculum vitae

2016

Pecha Kucha Night Cepan Edition, Mtzeum SNP, Banska Bystrica,
prezentécia tvorby laureatov a finalistov Ceny Oskara Cepana |
presentation of laureates and finalists of The Oskar Cepan Award
[org. Nadéacia - CSU Bratislava]

2014

Meratelné efemérne hodnoty / prispevok a prezentacia | Measurable
ephemeral values / lecture and presentation. Odovzdani zmene

— umenie ako socialna praca | Committed To Change - art as a
social work / sprievodné podujatie k rovnomennej vystave | event
accompanying the exhibition of the same name. Dom umenia /
Kunsthalle, Bratislava, SK [kurator | curator Daniel Grun]

Artist talk with Pavlina Fichta Cierna / author's presentation. DE-
CONSTRUKT [projekts], Red Hook, Brooklyn, New York, USA
[org. CLAKULA]

2013

Change of Stranger's Image / lecture and presentation. Workshop
of the project Changer d'image. mumok cinema, Musem of Modern
Art Ludwig Foundation Vienna, AT [org. tranzit]

Pohyb v socidlnom priestore / autorska prednaska a komentovana
prehliadka | Movement in the social space / author's lecture

and commentary. RoZnavské radialy, Galéria banickeho muzea,
RoZfava, SK [org. Silvia L. Ctzyova, Noro Lacko]

(Ti) Medziostrovania / autorska prednaska | Struggling between the
islands / author's lecture. PovaZska galéria umenia, Zilina.

Sila a bezmocnost slova III. / Umelecké a kultarne dianie rokov
1991 -2011 + 2/ cyklus medziodborovych seminarov | Strength
and Helplessness of the Word lll. / Arts and Cultural Events 1991 -
2011 + 2/ interdisciplinary seminar cycle. Galéria Médium,
Bratislava, SK [org. Silvia L. Cuzyova]

Artdispecing.sk / vyber 24 slovenskych autorov na portali | selection
of 24 Slovak authors on the portal artdispecing.sk [profilovy text |
profile text Vladimira Blingerovd]

on-line vystava | on-line exhibition: Pavlina Fichta Cierna. http://
www.hentak.sk [http:/hentak.sk/201 3/06/on-line-vystava-pavlina-
fichta-cierna/] (18. 6. 2013)

[kuratorka | curator Alexandra Tamasova]

Historia a st¢asnost Ceny Oskara Cepana / multizanrovy festival
Artycoky | History and present of The Oskar Cepan Award / multi-
genre festival Arty&oky. SK (+ Tomas Rafa, Anton Cierny) [Stanica
Zariegie, Zilina]

2012

Vyskum, gesto, pozorovanie / prednaska | Research, gesture,
observation / lecture. Medzicentrum lll. / Festival umenia pre
verejny priestor, Banska St a nica contemporary, Banska Stiavnica,
SK [org. Nina Soskova]

(M6j) empaticky pohyb v socialnom priestore / autorska prednaska.
Interdisciplinarne sympoézium Rodové aspekty sacasného
umeleckého diskurzu. | (My) empathic movement in the social
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space / author's lecture. Interdisciplinary symposium Gender
aspects of contemporary art discourse. Nitrianska galéria, Nitra
[org. Sekcia vizualnych a kulturnych studii, Centrum vyskumu
VSVU Bratislava], SK

2010

Mikroskop 12./ autorska prezentécia | author's presentation /
v spolupraci | in cooperation with Viera Levitt (predtym |
formerly Viera Jancekovd). Galéria Médium, Bratislava, SK
[org. Zdruzenie 13 kubikov]

EU and me, somewhere in there / public lecture and presentation.
Ciclo de videoarte de Europa del Este: Videografias del Este.
Centro Cultural de Espafia, Centro Histérico, México D.F., MX

2009

Release notes / public lecture and presentation in cooperation
with Lucia Gregorova Stach. Raum D, MuseumsQuartier 21,
Vienna, AT [org. Asifakeil - Renate Kordon, Stefan Stratil]

2008
Pecha Kucha Night Zilina, Volume 2. Stanica Zarie&ie, Zilina, SK
[org. Zdruzenie KACHUNA]

Pecha Kucha Night Bratislava, Volume 4. Hotel Kyjev, Bratislava,
SK [org. Zdruzenie Soyart]

2007

Filmovy vecer Hladné oko / autorska videoprezentacia | Film
evening Hungry Eye / author's video presentation. Stredeurdpsky
dom fotografie, Bratislava, SK [org. Zita HosszUova]

FICHTAFILMY / prezentacia tvorby | FICHTAFILMS / presentation
of work. Divadlo Pbton, Levice, SK [org. Michal Somos]

2006

Foreword - Brief look at the Slovak art scene after 1989 and
My 15 year old child, its sister and other relatives / public
lecture. MOT - Museum of Contemporary Art, Tokyo, JP [org.
Keiko Okamura/ MOT, preklad a spolupréca | translation and
cooperation Prof. Hideaki Kimura]

kuratorska ¢innost
curatorial activities

2017
Ales Cermak - [0] AiS&SIA (asymmetry is strategy & strategy is
asymmetry). Ciachoviia Centrum Arzenal, Zilina, SK

Jan Pfeiffer - OCakavanie, Hypotéza, Postulét | Expectation,
Hypothesis, Postulate.
[kurétori | curators Pavlina Fichta Cierna, Anton Cierny]

Videokocka 4, Ciachoviia Centrum Arzenal, Zilina, SK [kuratori |
curators Pavlina Fichta Cierna, Anton Cierny, Katharina lesberger,
Ivan Jurica]

2016

Strecha z hmly / videokolekcia | Roof of fog / videocollection.
Videokocka 3, Banska St a nica Contemporary, Banska Stiavnica, SK
2001

Trial6g - Martin Kellenberger, Ivan Kfiz, Vladimir Popovi¢. PGU,
Zilina, SK [kuratori | curators Pavlina Fichta Cierna, Tomas Mazac,
Milan Mazur]

poroty, redakcéna rada
jury, editorial board

2015
Cena Exit 2015, Univerzita J. E. Purkyné&, Usti nad Labem, CZ

od | since 2014

¢lenka redakénej rady casopisu | member of the editorial board
of the magazine Kulturny kyslik | Cultural Oxygen, Via Cultura /
Institat pre kultdrnu politiku | Institute for Cultural Politics

2010
Early Melons 2010, 3rd International Student Film Festival,
Videofizz jury, Bratislava, SK

pedagogicka ¢innost
educational activities

1995 -2000

Vysoké skola vytvarnych umeni Bratislava, Katedra uzitkového
umenia II. Ruzomberok | Academy of Fine Arts and Design
Bratislava, Department of Applied Art Il. Ruzomberok

1997 - 2000
Pedagogicky institat Sv. Ondreja v Ruzomberku | The Pedagogical
Institute of St. Andrew in Ruzomberok

2000-2002
Povazské galéria umenia v Ziline | Povazska Gallery of Art Zilina

2010-2013
Zilinska univerzita (externé pésobenie) | University of Zilina
(externally)

2010-2013

Katedra intermédii a multimédii, Fakulta vytvarnych umeni,
Akadémia umeni Banska Bystrica | Intermedia and Multimedia
Department, Faculty of Fine Arts, Academy of Arts Banska Bystrica
/ doktorandské stidium ukoncené dizertacnou pracou na tému
Ludska podmienka v situacii zlomu. Empaticky pohyb v socialnom
priestore. | doctoral studies were completed with the dissertation
Human condition at a breaking point moment. Empathetic move in
the social space.

od | since 2013

Katedra mediamatiky a kultirneho dedicstva, Fakulta humanitnych
vied, Zilinskd univerzita | Department of Mediamatics and Cultural
Heritage, Faculty of Humanities, University of Zilina

curriculum vitae



prednasky a prezentacie

v akademickom prostredi
lectures and presentations
in the academic enviroment

2014
Project Transitioners / presentation. Gallery Central Trak,
University of Texas at Dallas USA (+ Matej Vakula)

Site as a Point of Creative Practice Project / Transitioners

and other author’s works / presentation and lecture. University of
Dallas - UNT, USA (+ Matej Vakula) [org. Janeil Engelstadt / MAP -
Make Art With Purpose]

2010

Fichtaart a Fichtafilmy / autorska prezentacia | Fichtaart
and Fichtafilms / author's presentation. Katedra intermédii
a digitalnych médii, FVU AU Banska Bystrica

workshopy, spolupraca,
organizacna cinnost
workshops, collaboration,
organizational activity

2017

Kulttrne centrum Nova Zilina / $tidia realizovatelnosti |
feasibility study / vedtca tematickej skupiny Hudba, scénické

a vizualne umenie | leader of working group Music, scenic and
visual arts [org. Michal Janovéik, Zilinska univerzita, Zilina]

2016

lektorka | lecturer / Ako sa zbavit strachu z neznameho /
workshop Pavliny Fichta Ciernej. | How to owercome fear of

the unknown / workshop of Pavlina Fichta Cierna. Kunsthalle,
Bartislava, SK [spolupréca | cooperation Barbara Lasticova, Ustav
vyskumu socialnej komunikacie SAV + Andrej Findor, Fakulta
socialnych a ekonomickych vied UK, Bratislava]

lektorka | lecturer / PLENER | PLEIN-AIR / Ateliér grafického
dizajnu a multimédii, Masarykova univerzita, Brno. Skautsky dom,
Banska Stiavnica, SK [org. Helena Lukasova]

Autorsky strih a koncept videa | Author's cut and concept of the
video.

2015

lektorka | lecturer / Workshop II., ASP Krakow, PL. Projekt Kultura
v dialégu + Malopolska Fundacja Muzeum Sztuki Wspofczesnej
[org. Jan Trzupek, Grzegorz Sztwiertnia]

organizatorka + lektorka | organizer + lecturer / Obraz od_slova |
Image from the word / video workshop, MKD, FHV, Zilinsk&
univerzita, Zilina

Typo+grafické spolu_prace / vystava studentskych prac |
Typo+ghraphical team_work / the exhibition of student’s works
(MKD, FHV, Zilinska univerzita). Knihkupectvo Artférum, Zilinsky
literarny festival, Zilina

curriculum vitae

SOLAR team Slovakia / Zilinska univerzita, Zilina [koordinatorka
pre stratégie obrazovej dokumentacie | coordinator for strategies of
image's documentation; org. Juraj Makarovic]

Projekt rekonstrukcie budovy ,A* Zilinskej univerzity | Project
for the reconstruction of building "A" of the University of Zilina
[koordinatorka a veduca skupiny Medialaby | coordinator and
leader of team Medialabs; org. Prof. Jozef Jandacka]

2014

lektorka | lecturer / Strach a pamét zanru, filmovy workshop so
Studentami | Fear and memory of the genre, film workshop with
students. Kovacova, SK [org. Jan Adamove, Katedra intermédii

a digitalnych médii, FVU, AU Banska Bystrica + Pavlina Fichta
Cierna, Katedra mediamatiky a kultirneho dedi&stva, FHV, Zilinska
univerzita, Zilina]

prednaska | lecture Modely strachu podla P. E. Ciernej | Models

of fear by P. F. Cierna

Koloman Kertész Bagala + Ivan Strpka / prezentécia tvorby |
presentation of work. Zilinska univerzita, Zilina [priprava
a organizacia | preparation and organizing]

od | since 2014

¢lenka redakénej rady casopisu | member of the editorial board
of the magazine Kulttarny kyslik | Cultural Oxygen, Via Cultura /
Institat pre kultarnu politiku | Institute for Cultural Politics

od | since 2013

Typografické spoluprace | Typographical collaborations / Koloman
Kertész Bagala, Monika Kompanikova, Vito Staviarsky, Peter Sulaj,
Michal Habaj, Vlado Jancek, Lucia Droppova, Anna Kilianova,
Juliana Sokolova, Arnold Kojnok. Katedra mediamatiky a kulturneho
dediéstva, FHV, Zilinska univerzita, Zilina [priprava a organizécia |
preparation and organizing]

2012

lektorka | lecturer / Jesenny workshop | Autumn workshop. Liptovsky
Peter [org. Katedra intermédii a digitalnych médii, FVU, AU Banskéa
Bystrical

2011

Ondrej J6b + Jan Filipek / Pismo | The Type. Katedra mediamatiky
a kultarneho dedi¢stva, FHV, Zilinska univerzita, Zilina

[priprava a organizacia | preparation and organizing]

Peter Pikna / Demytizacia euroamerického priestoru vo vybranych
filmovych, hudobnych a dokumentéarnych dielach | The
demythification of the Euro-American area in selected film, music and
documentary works. Katedra intermédii a digitdlnych médii, FVvU AU
Banska Bystrica [priprava a organizacia | preparation and organizing]

lektorka | lecturer / Konzultacie studentskych video-storyboardov
pre European video competition ELIA | Consultation of students'
video-storyboards for The European video competition ELIA.
Katedra intermédii, VSVU, Bratislava, [org. llona Németh, Anton
Cierny]
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Tesne na konci, skoro tam / Flashback | Close to the end, nearly there / Flashback
2007

curriculum vitae



bibliography
(selection)

bibliografia
(vyber)
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katalogy
catalogues

Gregorova Stach, Lucia: Kozmikomiks. Bratislava: Tranzit, 2017,
nepag, repro.

PGU 40 +. VWber z akvizicii PovaZskej galérie umenia. Zilina: PGU,
2017, nepag., repro. ISBN: 978-80-88730-89-7.

Kukurova, Lenka (ed.): Strach z neznameho. Bratislava: Goethe-
Institut, 2016, s. 8 - 16, repro s. 94 - 99, s. 188 - 190 dokumentacia
workshopu Pavliny Fichta Ciernej Ako sa zbavit strachu

z neznameho.

Jane€kova, Zuzana - Kupkova, Marika: Externalizovanym okem.
In: Paviina Fichta Cierna / PFeséhnout v§e osobni. Brno: Galerie
u Dobrého pastyre - Galerie TIC, 2016, nepag., repro.

Judy, Peter - Gregor, Richard: Between Democracies 1989 - 2014:
Commemoration and Memory. On-line catalogue. Johannesburg:
University of Johannesburg, South Africa, 2015. ISBN |
978-606-547-266-2.

Trzupek, Jan: Blured Map Contour. In: Lisok, Marta - Trzupek, Jan
(eds.): On generation and Corruption. Katowice: Galeria BWA,
2014, p. 31 -39, repro p. 110 - 119. ISBN 978-83-88254-76-5.

Ci¢o, Martin (ed.) a kol.: Dve krajiny / Obraz Slovenska:
19. storoCie X sucasnost. Bratislava: SNG, 2014, s. 84, repro, text
L. Gregorova Stach. ISBN 978-80-8059-180-9.

Vrbanova, Alena: Zo zbierky Galérie Cypriana Majernika.
Bratislava: GCM, 2014, s. 4 - 19, repro s. 52. ISBN 978-80-89648-
05-4.

Jesberger, Katharina - Mognini, Claudia: At least 25 moments per
second. Vienna: Kiinstlerhaus, 2014, p. 30 - 37, repro. ISBN 978-
3-900354-52-7.

Jablonska, Beata: K vystave Alternativna grafika. In: Carny,

Juraj - Gregor, Richard (eds.): Paradoxa 90. Kuratorské koncepcie
v obdobi meéiarizmu (1993 - 1998). Bratislava: Slovenské centrum
vizualnych umeni, 2014, s. 38 - 44, repro s. 48 - 49. ISBN 978-
80-971709-6-7.

Rusnékova, Katarina: ZocCi-voci: Prace na papieri zo Slovenska.
Banské Bystrica: FVU, Akadémia umeni, 2014, s. 63, repro
s. 64 - 65. ISBN 978-80-89555-43-7.

Tamasova, Alexandra: Umenie ako terapia. In: Tamasova,
Alexandra: Hranice tela. Bratislava: GCM, 2013, s. 69 - 89, repro
68, 82, 85, 87. ISBN 978-80-89648-04-7.

Rusnékova, Katarina: Videoumenie, digitalne umenie

a intermédié: aktualnost vypovede o romanitych ludskych
situaciach. In: Rusnakova, Katarina (ed.): re_VIZIA. Banska
Bystrica: FVU, Akadémia umeni, 2013, s. 39 - 62, repro s. 102.
ISBN 978-80-89555-24-6.

Carna, Daniela: Zostane to v rodine. Bratislava: GMB, 2013,
s. 2 -17, 24, repro s. 24. ISBN 978-80-89340-53-8.

Hanakova, Petra: Umenie a vymazavanie. Bratislava: SNG, 2012,
s. 69, 70, repro. ISBN 978-80-8059-164-9.

Gregor, Richard: Autenticita, tradicia a post-narodna situécia. In:
Nulté roky. Od Priestoru po Beskida. Slovenskeé vytvarné umenie
1999 - 2011 v $tyroch kuratorskych koncepciach. Zilina: PGU, 2011,
s. 112,123, repro s. 160. ISBN 978-80-88730-77-4.

Sesty Novy zlinsky salon 2011. Zlin: Krajska galerie vytvarného
umeni, 2011, s. 121, repro s. 18. ISBN 978-80-85052-87-9.

Kolec¢ek, Michal - KoleCkova, Zdena (eds.): The Art of Urban
Intervention. Usti nad Labem: Fakulta uméni a designu UJEP, 2011,
repro p. 124 - 125. ISBN 978-80-7414-359-5.

PribiSova, Lydia - Slaninova, Katarina: Whatever we do we cannot
connect with you. In: Prague Biennale 5. Milan: Giancarlo Politi
Editore, 2010, p. 131 - 145, repro p. 135. ISBN 978-88-7816-161-0.

Gerzova, Barbora: Inter-view. Nitra: Nitrianska galéria, 2010,
s.4 - 18, repro s. 83. ISBN 978-80-85746-51-8.

Nix, Nelleke: Making Marks. T(lMBOOK TOBOOKAR(ES)T, TRI-
FOLD - new perspectives on book arts. New York: WAH Center,
2010, non-pag., repro.

Habrmanova, Zuzana: Babskeé fe€i aneb Vyhled z kuchyné.
In: AFO45. Academia Film Olomouc 2010. Olomouc: Univerzita
Palackého, 2010, s. 164 - 165, repro. ISBN 978-80-244-2516-0.

Pachmanova, Martina: Za sametovou oponou: jazyky, téla, instituce.
In: Formaty transformace 89 - 09. Sedm pohled( na novou ¢eskou
a slovenskou identitu. Dim uméni mésta Brna, 2009, s. 118 - 121,
212, repro 138 - 139. ISBN 978-80-7009-157-6.

Rusinova, Zora: Autoportrét v slovenskom vytvarnom umeni
20. storocia. Bratislava: Veda, SAV, 2009, s. 301 - 303, repro.
ISBN 978-80-224-1075-5.

Hellwig-Schmid, Regina (ed.): Donumenta. 2009 - Slovakia.
Regensburg: donumenta Regensburg, eV., 2009, p. 133, repro.
ISBN 978-3-9809125-6-3.

Turan, Ceren: Magic Words. Zilina: Stanica Zariecie, 2009, nepag.,
repro.

PutiSova, Mira: Petites Histoires / Malé pribehy. Regards projetés -
Slovaquie / Premietnuté pohlady - Slovensko. Zilina: Povazska
galéria umenia, 2008, nestr., repro. ISBN 978-80-88730-68-2.

BartoSova, Zuzana (ed.): Slovenské vytvarné umenie druhej
polovice 20. storoc€ia. In: Sucasné slovenské vytvarné umenie 1960
- 2000 zo zbierky PSIS. Bratislava: Orman, 2008, s. 13 - 25. ISBN
978-/80-969675-4-4. TamtieZ: Bungerova, Vladimira: Pavlina
Fichta Cierna, s. 70 - 71, repro.

Barak, Ami: Re:construction / The Young Artists” Biennial.

bibliografia



Bucharest: META Cultural Foundation, 2008, pp. 92 - 93, repro.
Gerzova, Barbora: Ja a ti druhi. Nitrianska galéria, 2008, s.7 - 8,
repro s. 31. ISBN 978-80-85746-39-6.

V. Novy zlinsky salon 2008. Zlin: Krajské galerie vytvarného
umeéni, 2008, repro s. 48.

Passages - passagen - pasaZe. Bratislava: gandy gallery, 2007,
non-pag., repro.

BartoSova, Zuzana: Contemporary Slovak Fine Art 1960 - 2000.
From the First Slovak Investment Group’s Collection. Bratislava:
Petrus, 2007, s. 70 - 71, repro. ISBN 978-80-89233-25-0.

SpiSiakova, Zuzana: (ne)MOC/(sub)DOMINANCIA. Banska
Bystrica: SSG, 2007, nepag., repro. ISBN 978-80-88681-58-8.

Nix, Nelleke: Adam’s Rib, Eve’s Air in her Hair. Documentation.
New York: SOHO20 Gallery Chelsea, 2007, nepag., repro.

Rusinova, Zora: Osudova blizkost a konecnost tela. In:
Autopoesis. Bratislava: Slovenska narodna galéria, 2006, s. 25,
102 - 1083, repro. ISBN 80-8085-116-4.

Kole&ek, Michal: Pavlina Fichta Cierna - Vertraute Orte.
Intervention in den Strassen des Volkert- und Alliertenviertel. In:
Geschichte(n) von Ort. Eine Ausstellung in 6ffentlichen Raum
rund um den Volkerplatz. Wien: Kunst der 6ffentlichen Raum,
2006, non-pag., repro.

De Palma, Grazia (ed): Collezionami - Biennale d'Arti
Contemporanee. Bari: Associazione Lorenzo de‘ Medici, 2006,
p. 150 - 151, repro + text.

Clouding Europe. Bratislava: gandy gallery, 2006, non-pag., repro.

Rusnakova, Katarina: Contemporary Art in Slovakia. In:
Positioning. In the New Reality of Europe: Art from Poland, the
Czech Republic, Slovakia and Hungary. Catalogue I. Texts. Osaka:
The National Museum of Art - Hiroshima: City Museum of
Contemporary Art - Tokyo: Museum of Contemporary Art - The
Japan Foundation, 2005, pp. 114 - 123.

Okamura, Keiko: Aspects of Body - Self-positioning. In:
Positioning. In the New Reality of Europe: Art from Poland, the
Czech Republic, Slovakia and Hungary. Catalogue I. Texts. Osaka:
The National Museum of Art - Hiroshima: City Museum of
Contemporary Art - Tokyo: Museum of Contemporary Art - The
Japan Foundation, 2005, pp. 062 - 063.

Positioning. In the New Reality of Europe: Art from Poland, the
Czech Republic, Slovakia and Hungary. Catalogue Il. Works.
Osaka: The National Museum of Art - Hiroshima: City Museum of
Contemporary Art - Tokyo: Museum of Contemporary Art - The
Japan Foundation, 2005, repro pp. 034 - 039.

Surlvka, Jifi: The Artists unto Themselves. In: International
Biennale of Contemporary Art /A Second Sight. Prague: National
Gallery, 2005, pp. 617, repro + text pp. 622 - 623.

ISBN 80-7035-0301-5.

bibliography

Sevecek, Ludvik (ed.) a kol.: /V. Novy zlinsky salon 2005. Zlin:
Krajska galerie vytvarného umeéni, 2005, repro s. 53.
ISBN 80-85052-59-8.

Jancekov4, Viera: An insight into contemporary art in Slovakia. In:
Check Slovakia! Berlin - Trnava: Neuer Berliner Kunstverein -
Galéria Jana Koniarka, 2004, non-pag, repro.

ISBN 80-85132-43-5.

Makovec, Margarethe - Lederer, Anton: Whe are what we are /
Aspects of Roma Life in Contemporary Art. Graz: < rotor >
association for contemporary art, 2004, pp. 10 - 11, repro.

Eintritt frei / Bratislava, Budapest, Ljubljana, Prag und Wien. Vienna:

BAWAG Foundation, 2004, non-pag., repro.

Rusnéakova, Katarina: Osobné poznamky na telo. In: Paviina Fichta
Cierna - Osobné poznamky na telo. Bratislava: Nadacia - Centrum
sucasného umenia, 2002, nestr., repro.

Jan&ekova, Viera: Expectations / Pavlina Fichta Cierna and her
vision of Open House. In: Open House. Luxembourg: Casino
Luxembourg, Forum d'art contemporain, 2002, pp. 06 - 09, repro.
ISBN 2-919893-37-8.

Jan&ekova, Viera: Bifuzia zo strany Pavliny Fichty Ciernej. In: Paviina

Fichta Cierna - Zdena Kolekové - Bi:fuzia. Usti nad Labem: Galerie

Emila Filly, 2002, nestr., repro.

Vrbanova, Alena: Stcasna slovenska grafika 15. Banska Bystrica:
Statna galéria, 2002, nestr.,, repro. ISBN 80-88681-47-2.

Vrbanova, Alena: Pavlina Fichta Cierna - Ani vela, ani malo.
In: Public Subject. Bratislava: Pro Helvetia, 2002, nestr., repro.
ISBN 80-968668-1-8.

Gregor, Richard: ,, Neue“ Slowakische Kunst 1936 - 2001. Wien:
Kunsthalle Exnerstrasse, 2002, S. 4, 42, repro.
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S.76 - 77, repro.

Gerzova, Jana: Nové mena? In: Profil, ro¢. 7, 2000, €. 1, s. 94,
96 - 97.

Garlatyova, Gabriela: Training. In: Profil, ro¢. 7,2000, ¢.2 - 3,
s. 86 - 87.

Kuracinova, Viera: Vec verejna? In: Profil, ro¢. 7,2000, ¢. 2 - 3,
s.102 - 103, 104, 107, 110.

Gregor, Richard: Intermedialnost v sluzbach kontrastu. In: SME, ro¢.
8, 2000, €. 226 (2.10.2000), s. 8.

Vrbanova, Alena: Pavlina Cierna - medzi postkonceptom

a postfeminizmom. In: Romboid, ro¢. XXXIlII, 1998, ¢. 4, s. 62 - 65,
repo.

Dolezal, Jifi X.: Hamo Guruve! In: Vytvarny Zivot, 1994, ro¢. XXXIX.,

1994, ¢. 1, 84 - 85, repro.

226

Zbierka | Collection
2005



list of selected works
1992 - 2017

zoznam vybranych diel
1992 -2017

Pribeh | Story

1992

uctovna kniha 33 x 24 x 4 cm, néboj, platno, serigrafia |
accounts book 33 x 24 x 4 cm, bullet, canvas, serigraph

Dennik | Diary

1993

instalacia, ocelovy plech, zavesna konstrukcia, obeh vody;,
mosadzna rurka, gumend hadica, 200 x 500 x 3 cm; autorsky
text —dennik | installation, steel sheet metal, hanging
construction, brass tube, rubber hose, circulating water,

200 x 500 x 3 cm; artist's text - diary

Kriesenie morfickych rezonancii | Resurrection of morphic
fields

1996

inkjetova tlac¢ na netkanom textile, 420 x 300 c¢m | ink jet print on
nonwoven textile, 420 x 300 cm

(majetok | property of SSG Banska Bystrica, SK)

Boh? | God?

1995 Bratislava Podhradie

billboard, digitalna tlac¢ (243 kusov), 360 x 510 cm | billboard,
digital print (243 pc), 360 x 510 cm

Strasi nam vo vezi | Bats in the belfry

1995 Bojnicky zdmok

indtaldcia | installation

A pohlad do vezZe s priemerom 8 m, UV svetlo, platno,
fluorescentné farba; navstevnik mohol z ochodze do veze pozerat
malymi otvormi v zatemnenych vyklenkoch

B pohlad do ochodze vezZe, kde navstevnik prechadzal dookola
(koridor mé sirku 1 m), platno, terovy papier, camera obscura
efekt na stenach (pohyb a zvuk)

A aview inside the 8 m-diameter tower with a UV light, black
canvas, and fluorescent colour; a visitor was able to look inside
the tower through small holes in the darkened niches

B aview into the tower walkway, around which the visitor walked
(1 m-wide corridor), canvas, tar paper, camera obscura effect on
the wall (real movement and sound)

Spoloény priestor alebo Tadialto ano? | Common Space or
This way yes?

1997 Zamocky park Pezinok

instalacia | installation

20 parkovych laviciek, zamatova plotrové folia (obsiahnuty cely
priestor parku) | 20 park benches, velvet plotter foil (included the
whole space of the park)

»3 715 200%

1997 Sypka Klenova, Klatovy

Klenova sa nachadza v blizkosti velkého vojenského utvaru, ktory
v minulosti zohraval strategicka geopoliticka tlohu na hraniciach
so Zapadom | Klenova is close to a large military base, which in
the past played a strategic geo-political role on the borders with
the West

akcia, inStalacia; predimenzované zaminovanie sypky na Klenovej
pocas trvania vystavy, bomby prepojené na jeden casovy spinac so
spatnym odpocitavanim | action-installation; exaggerated mining
of granary during exhibit bombs attached to a single countdown

timer, v spolupréci s vojenskym ttvarom Janovice nad Uhlavou |
in cooperation with the military base at Janovice nad Uhlavou

Na ¢o nemyslis, nie je | Things that you do not think about do
not exist

1997 Muzeum Vojtecha Léfflera, KoSice

priestorova videoinstalacia, velkoplosna projekcia, zvuk (autentické
dychanie aktérky), lupa, fotografia, video, diaprojekcia, dreveny
ram | spatial videoinstallation, large-size projection, sound
(authentic breathing of the actor), magnifying glass, photography,
video, slide projection, wood frame

Objimanie | Embracing

1997

instalacia, 6 dvojic plexisklovych svetlikov 96 x 96 cm, digitalna
tla¢, modré ziarivky | installation, 6 pairs of plexiglass skylights
96 x 96 cm, digital print, light bulbs

A-I-t-a-m-i-r-a within me

1998 Grad Tivoli, Ljubljana, SI

instalacia, dva dialkovo ovladané mobily s epoxydovymi skeletami
na akénych podvozkoch (dve frekvencie), piesok, sadra, pigment
(sypany obrazec s priemerom 6 m — symbolicky rezudskou bunkou)
... detail instaldcie v neskorsom Stddiu

installation, two remote controlled cars with epoxide shells on
chassis (two-frequency), sand, plaster, pigment

(sand painting with a diameter 6 m - abstract cross section of
human cell)

... detail of the installation at a later stage

Schranky | Mail-boxes

1999 Zamocky park v Pezinku

inStalacia, 10 laviciek, 10 postovych schranok (obsiahnuty cely
priestor parku) | installation, 10 park benches, 10 mail boxes
(included the whole space of the park)

Two Fold Vision

1999

inkjetova tlac, transparentna folia, 6 dielov, celkovy rozmer
instalovaného diela 300 x 300 x 10 cm | ink jet print, transparent
foil, 6 parts of 300 x 100 cm, total dimension of installed work
300x 300 x10 cm

Dychanie | Breathing

1999 Czerwony Spichlerz, Galerie Sztuki Nowoczesnej Muzeum
Okregowego im. Leona Wyczotkowskiego, Bydgoszcz, PL
priestorova instaldcia, pivni¢na miestnost zaplnena nafiknutou
foliou, diaprojekcia s dialkovym ovladanim, zvuk | spatial
installation, cellar room filled with inflated foil, slide projection with
remote control, sound

Nepomenovana I. | Unnamed L.

1999

inStalacia, laserovo-optické zariadenie, zvuk aktivovany prerusenim
laserovych luCoy, video | installation, laser-optic device, sound
activated by iterrupting laser beams, video

zoznam vybranych diel 1992 - 2017



Nepomenovana II. | Unnamed .

1999

instalécia, laserovo-optické zariadenie, zvuk aktivovany
prerusenim laserovych lacov, hologram, ruza | installation,
laser-optical device, sound activated by iterrupting laser beams,
hologram, rose

Project Replica. tor/ Replica of viable life

1999

videoinstalécia, video, 2 televizory, videoprehravace, mobilna
klietka 120 x 750 x 170 cm | videoinstallation, video, two
televisions, video players, mobile cage 120 x 750 x 170 cm

Project Replica. tor / Replica of love

1999

ready-made objekty, nerezové noze s priemyselnym gravirovanim
(LASKA MAS500), zabudované do steny, osvetlenie | ready-made
objects, steel knives with industrial engraving (LOVE MA500) built
into the wall, light

Project Replica. tor / Replica of dream

1999

inkjetova tla¢, transparentnd folia, 600 x 600 x 200 c¢m | ink jet
print, transparent foil, 600 x 600 cm x 200 cm

Project Replica. tor / Replica of replicas

1999

videoinstalacia, dva dialkovo ovladané mobily s lisovanymi
skeletami, piesok, velkoplosna projekcia | videoinstallation, two
remote controlled cars with pressed shells, sand, large-scale
projection

Tattoo

1999

projekt Slovenské umenie zadarmo, navrhy na tetovanie | Slovak
Art For Free project, designs for tattoo

Manipula. tor

1999 At Home Gallery, Synagéga Samorin

interaktivna site specific inStalacia, Specialna aplikacia

s vyberovym menu, komprimované realne videa s vlozenymi
animaciami, dotykovy monitor, pocitac prepojeny s paralelnou
velkoplo$nou projekciou | interactive site-specific installation,
special application with selective menu, compressed real videos
with embedded animations, touch screen, computer connected
to a parallel large-scale projection

technickd spolupréca | technical cooperation Miroslav Fedor,
Juraj Horak

Neziaduce uc¢inky | Undesirable Effects

2000

19 kopii pribelovych letakov z liekov, zvyraziiovac | 19 copies of
original medication instructions, highlighter

(majetok | property of PGU Zilina, SK)

Potrebujte nasu starostlivost? | Do you need our care?
2000 projekt Training

akcia vo vlaku | action on the train between Bratislava - KoSice
umelecka spolupréca | artistic collaboration Viera Levitt
(predtym | formerly Jancekova)

list of selected works 1992 - 2017

Ako Ty | Like You

2000 projekt Training

instaléacia vo vlaku KosSice — Bratislava; zatemnené kupé, efekt
camery obscury, platno | installation on the train between KoSice -
Bratislava; darkened compartment, camera obscura effect, canvas

Bez nazvu_Communica. tor | Untitled_Communica. tor

2000

site specific instalacia; pocitac s prislusenstvom, zvuk (vabenie
navstevnikov), svetlo; Specialna aplikacia umoziiujica permanentnu
vzajomnu textovi komunikaciu autorky s navstevnikmi
prostrednictvom sluzieb SMS a internetu, trvanie vystavy 6 tyzdriov/
8 hod. denne (vzajomna manipulacia), vysledkom je rozsiahly

archiv | site specific installation, computer with accessories, sound
(voice to attract visitors), light; special application enabling constant
mutual text communication between the artist and visitors via text
messages and the Internet; the exhibition continued for 6 weeks / 8
hours daily (mutual entries); the result was a large archive

technicka spolupraca | technical cooperation Juraj Horak

Ceteris paribus alebo Vsetko ostatné je rovnaké | Ceteris
paribus or All else being equal

2000

diaprojekcia na otacavom zariadeni (72 diapozitivov) — pohlady
do anonymnych domécnosti, zvuk — vypovede Iudi so zdravotnymi
problémami; otazky smerované k individualnym pozitivam

a negativam acinkov liekov a zmenej kvalite zivota | rotating slide
projection (72 slides) - views of anonymous households, sound -
stories of people with health problems; questions from the artist
pointed to their individual experience with various medications'
effects and changed quality of life

Ani vela ani malo | Neither Much Nor Little

2000 FrantiSkanske namestie, Bratislava

interaktivna site-specific instalacia; zabudovany realne funkcny
bankomat, upraveny softvér, Specialna aplikacia s vyberovym menu,
video (20 x cca 120 s.), zvuk, mozZnost tlace potvrdenky; spustanie
aplikacie prostrednictvom bankovej karty | interactive site-specific
installation, video, built-in real functioning ATM machine, adapted
software, special application with selective menu, video (20 x cca
120 s.), sound, option of printing a receipt; activation of application
via bank card

technické spolupraca | technical cooperation Juraj Horak

Aranzma | Arrangement

2001

video, 8 min.

(majetok | property of PGU Zilina, SK)

Bez nazvu | Untitled

2001

pocitac s prislusenstvom, autorkin 24 hodinovy zaznam EKG
Holterov monitoring — vyhodnocovaci program, digitalna tla¢
(zivotna velkost), umeld hmota | computer with accesories, 24
hours of the artist's EKG Holter Monitoring - evaluation program,
digital print (life-size), plastic

foto autorky | photo of the artist by Richard Kéhler

technicka spolupraca | technical cooperation Dagmar Hogovéa
(majetok | property of GMB Bratislava, SK)

230

231

I$la som na prechadzku | | went for awalk

2001

instalacia, fotografia autorky z detstva, lupa, dalekohlad, zvuk
(ruch z ulice) | installation, photograph of the artist from
childhood, magnifying glass, telescope, sound (background from
the town square)

Osvietenie | Enlightenment

2001

digitalna tla¢ 100 x 200 cm (zivotna velkost) | digital print
100 x 200 cm (life-size)

foto autorky | photo of the artist by Richard Kéhler

Prevoz | Transport

2002

video, 12 min.

(majetok | property of MF MSW, Krakéw, PL)
(majetok | property of PSIS, Bratislava, SK)

Janka Saxonova
2002
video, 13 min.

Rusené sikromie | Disturbed Privacy

2002 Casino Luxembourg - Forum D'Art Contemporain,
Luxembourg

interaktivna site specific instalacia; zabudované dvoje realne
funkéné vytahové dvere, upraveny software, Specidlna aplikacia
s vyberovym menu, komprimované realne video (24 x 20 s.),
spustanie aplikécie prostrednictvom simulovaného vytahového
ovladaca | interactive site-specific installation; two built-in real
functioning elevator doors, adapted software, special application
with selective menu, compressed real video (24 x 20 s.);
activation of the application via simulation elevator's control
technicka spolupraca | technical cooperation Juraj Horak

Vtelenie | Incarnation

2002

digitélna tlac | digital print 200 x 100 cm

foto autorky | photo of the artist by Richard Kohler

Brusny tanec | Belly-dance

2002

digitalna tlac (zivotna velkost), umela hmota, ultrazvukovy
zaznam (vrodena srdcova vada eSte nenarodeného dietata),
pocitac s prislusenstvom | digital print (life-size), plastic, ultrasonic
record (congenital heart-defect of unborn child), computer with
accessories

foto autorky | photo of the artist by Richard Kéhler

0Od Vlada | From Vilado

2003

video, 3 min.

(majetok | property of MOT, Tokyo, JP)

S Marosom | With Maros

2003

video, 20 min.

(majetok | property of MOT, Tokyo, JP)

Bez Kamila | Without Kamil

2003

diaprojekcia | slide projection

foto | photo Martin Marencin
(majetok | property of MOT, Tokyo, JP)

O Jozefovi | About Jozef

2003

video 10 min.

(majetok | property of MOT, Tokyo, JP)

Infoterminal

2004

interaktivna site specific instalacia; realne funkény Infoterminal,
prispdsobeny softvér, Specialna aplikacia s vyberovym menu (12
videi), aktivacia prostrednictvom dotykovej obrazovky | interactive
site-specific installation; real functioning Infoterminal, adapted
software, special application with selective menu (12 videos),
activation via touch screen

technicka spolupraca | technical cooperation Juraj Horak

Image transmission

2004

e-mailova komunikacia, digitalna tla¢ | e-mail communication,
digital print

Osetreniec | Treatment

2004

séria, digitalna tla¢, variabilné rozmery | series, digital print,
variable size

Jarka uprostred | Jarka in between
2004
video, 740 min.

Mladistvy David R. | Juvenile David R.
2004

video, 3.30 min.

(majetok | property of MACBA, Barcelona, ES)
(majetok | property of MOT, Tokyo, JP)

Sprava o realiach Evy C. | Report about Eva €.'s real
2005

video, 14 min.

(majetok | property of PGU Zilina, SK)

Posta pre Teba | Mail for you
2005

video, 2 min.

(majetok | property of PGU Zilina, SK)

Dama v modrom | Lady in blue

2005

video, 14 min.

(majetok | property of SSG Banska Bystrica, SK)

zoznam vybranych diel 1992 - 2017



Zbierka / Doktor Medovarsky vysvetluje | Collection /
Dr. Medovarsky explanation

2005

séria (3), list zo zapisnika, kresba | series (3), notebook paper,
drawing

amputécia kr¢ka (maternice) / uterus collar amputation
hysteroktomia / hysterectomy

konizacia / conization

Zbierka | Collection

2005

objekt, epoxid, entomologické krabica, 30 x 40 cm | object,
epoxide, entomological box, 30 x 40 cm

(v sikromnej zbierke | in a private collection)

Rekonstrukcia | Reconstruction
2005
video, 3 min.

Solution

2006 Cimitero Monumentale, Milano

otvoreny projekt | open project Tombstones

digitalna tla¢ na hliniku, 90 x 67 cm | digital prints on aluminium,
90 x 67 cm

Vtacia perspektiva | Bird's-eye view

2006

séria (9), digitalna tla¢ na hliniku, 90 x 65 cm | series (9), digital
print on aluminium, 90 x 65 cm

(majetok | property of gandy gallery)

Babské reci alebo Vyhlad z kuchyne | Women talk or
Kitchen view

2006

video, 14 min

INTIMATE TOPOGRAPHY according to Pavlina Fichta Cierna
2006 Volkert- and Alliiertenviertel, Vienna
intervencia vo verejnom priestore | an intervention in public space

Difaizny portrét | Diffusion portrait
2007
video, 30 min.

Zo scenara Jaroslavy Vislockej | From Jaroslava Vislocka's
script

2007

video, 12.40 min.

digitalna tla¢ na baneri, 110 x 200 cm | digital print on banner,
110 x 200 cm

Znaky rovnosti | Attributes of Equality

2007

digitalna tla¢ na banneri, 110 x 200 cm | digital print on banner,
110 x 200 cm

Tesne na konci, skoro tam / Flashback | Close to the end,
nearly there / Flashback

2007

video, 3 min.

list of selected works 1992 - 2017

Sentiment na pozadi | Sentiment on the background
2009
digitalna tla¢, variabilné rozmery | digital print, variable size

Release Notes
2009
video, 7.30 min.

Naru¢ | Armful

2009 Detského krizové centrum Narug, Zilina - Zadubnie
videodokument, farba, zvuk, 43 min | video documentary, colour,
sound, 43 min.

Zbierka IV. / Roses Oriflame | Collection IV./ Roses Oriflame
2009

epoxid, entomologicka kazeta 23 x 30 cm | epoxide, entomological
box 23 x30 cm

[v suikromnej zbierke | in a private collection]

Zbierka III. / Slavia Sfinx | Collection lll. / Slavia Sfinx

2009

epoxid, entomologicka kazeta 23 x 30 cm | epoxide, entomological
box 23 x30 cm

Sestra otca mojej mamy a rodinno-politické savislosti |

My mother's father's sister and family and political contexts
2009

video, 3.40 min.

Casi como un beso | Almost like a kiss
2009
video, 3.29 min.

Presadzanie | Repositioning
2010

video, 13 min.

(majetok | property of NG Nitra, SK)

Skladanie | Assembling
2010
video, 7.30 min

Terapia | Therapy

2010

video, 8.45 min

(majetok | property of SNG Bratislava, SK)

Navody na vytvaranie potrebnych veci a dojmov | Directions
to create necessary things and impressions

2010 (+ Anton Cierny)

vystava | exhibition Space Gallery, Bratislava

News on the Hafelekarspitze

2010

digitalna tlac¢ na hliniku, 90 x 67 cm | digital print on aluminium,
90 x 67 cm

U...| Beidem...
2011 (+ Mark Ther)
video, 18.23 min.

232

233

Almost beautiful life

2011

digitalna tlac¢ na hliniku, 60 x 40 cm | digital print on aluminium,
60x40cm

(majetok | property of gandy gallery, SK)

Home Identity
2011
video, 9.59 min.

Skola zakladna | Primary school
201
video, 21.25 min.

Pondelok Utorok | Monday Tuesday
2011 (+ Anton Cierny)

Cast Obrus | part Table-cloth

video, 11 min.

Nedelné popoludnie | Sunday Afternoon
2011 (+ Anton Cierny)
video, 8 min.

A zotrvat v pocite | And keep the feeling
2012 (+ Anton Cierny)
video, 7 min.

Miesta v premene / Indexy metamorfovanych zon | Place in
transition / Indexes of Metamorphic Zones

2013

happening

TRANSITIONERS

kolaborativny tim umelcov | collaborative team of artists

Pavlina Fichta Cierna - Matej Vakula

miesta | locations: StraZov, Visiové

Miesta v premene / Echo udalosti vzdialenych vzdusnou
¢iarou 196,07 km | Places in transition / Echo of events
196,07 km from each other

2013

priestorova videoinstalécia | spatial videoinstallation
TRANSITIONERS

kolaborativny tim umelcov | collaborative team of artists
Pavlina Fichta Cierna - Matej Vakula

miesto | location: Hala umenia, Kosice

Jemnoduchy tréning | Training to soften the spirit

2013

Training for a gentle spirit / Spirit-softening training / Training for
a tender spirit ... ... ...

video, 744 min.

Reportaze / Spravy zo Zemplina | Reports / News
from Zemplin

2013

video, 21 min.

spolupraca | cooperation TV Zemplin

Vsetko ¢o vam na o¢iach uvidia | Everything they think you
want

2013 X Apartments, Kosice - Saca

performance + video, 13 min.

Ivana
2013
video, 7.50 min

Martu

2013

video, 13.30 min.

(v sikromnej zbierke | in a private collection)

Medziostrovie | Between Islands
2014
video, 3 min.

Ostrovan na pevnine | Islander on dry land
2014
video, 5 min.

Praktické usilie byt niekde inde, nejako inak, niekedy
inokedy | Practical effort at being in someplace, some other
way, some other time

2014

video, 4 min.

Project Red Hook

2015

priestorova instalacia a video

TRANSITIONERS

kolaborativny tim umelcov | collaborative team of artists

Pavlina Fichta Cierna - Matej Vakula

miesto | location: De-CONSTRUCT [projekts], Brooklyn, New York

Praktické usilie byt medzi myslienkami | Practical effort
at being in between thoughts

2015

video, 8.45 min

Prakticky pokus opustit svoj dom | Practical attempt to
leave your house

2016

dokumentovana privatna akcia, digitalna tla¢ | documented
private action, digital print

Predstavte si, ze vasa interakcia je pozitivna, uvolnena
aprijemna | Imagine that your interaction is positive, relaxed
and comfortable

2016

priestorova a zvukova inStalacia, 3 audioreflektory, lavice, digitalna
tlac | spatial and sound installation, 3 audioreflectors, benches,
digital print

Moje nanostroje alebo tajné pravidla o povahe siikromnych
avah | My nanorobots, or secret rules on the nature of private
thoughts

2017

video, 743 min.

zoznam vybranych diel 1992 - 2017



zostavila autorka | compiled by artist
© Pavlina Fichta Cierna
2017

teoretické texty | theoretical texts
© Katarina Rusnakovad, Lucia Gregorova Stach,
Mira Sikorova-PutiSova, Lenka Kukurova
2014

umelecké texty | literary texts
© Jana Bodnarova, Jana Juranova, Juliana Sokolova
2014

jazykova redakcia | language editing
Zuzana MojziSova

preklad | translation
Michael Frontczak

© fotografie | photographs
© credits
Rajmund Miiller
Richard Kohler
Martin Marencin
Martin Polak
Juraj Barto$
Christian Mosar
Thomas Falch
Joerg Auzinger
Méaria ElidSova
Vladimir Simicek
David Hanko
Natdlia ZajaCikova
Toméas Greno
Sona Northy Amesna
Tomas Halasz
Peter Snadik
Vladimir Novotny
archiv autorky
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