


SVET MNOHYCH
SVETOV

NOVY PROGRAM

Novy program tranzit.sk vychddza z kritického rémca, v ktorom je si€asnd mnoho-
ndsobnd kriza chadpand aj ako kriza kultdrna, vysledok modernej, kolonidlnej, kapitalistickej
i patriarchalnej paradigmy, ktoré vymazali a ohrozili iné formy Zivota a spésoby poznania,
bytia a vztahovania sa. Vzdeldvanie povazujeme za kl'G€ové pre dosiahnutie systematickej
zmeny spolocnosti, ktora potrebujeme naliehavejsie nez kedykol'vek predtym, a preto nas
novy program stavia na pedagogickom potencidli umeleckej praxe a jej presadzovani spra-
vodlivejsieho, ekologicky stabilného a vztahovo prepojeného sveta.

Tento program, prin@sajaci echéa z inych miest, €asov a kultar do SirSej ekolégie
poznania a vytvarajaci dialég medzi alternativhymi vzdelGvacimi priestormi, dekolonial-
nym myslenim, umeleckymi formami a praxou starostlivosti, vzGjomnej pomoci a solida-
rity, chce rozvijat vztahy zalozené na vzGjomnosti, otvarat nové moznosti spoluprdce aj
s miestnou komunitou a F'udmi so zdujmom o procesy spolo€¢ného navrhovania a tvorby.

Nézov programu — Svet mnohych svetov - vychddza z €asto citovanej pozia-
davky zapatistov, guerillového hnutia pévodnych obyvatelov §tatu Chiapas (Mexiko),
ktoré uz takmer Styridsat rokov buduje svoju cestu k autonémii, vzdoruje zabavovaniu
pody, represidm a Gtlaku, a vytvdra trajektoériu k ,,svetu, do ktorého sa zmestia mnohé
svety”. Zdielame ich viziu sveta zalozeného na multiverzalnych, horizontéalnych a spra-
vodlivych vztahoch, v ktorom s réznorodé formy poznania re§pektované a obhajované.

Svet mnohych svetov opdtovne artikuluje vztah medzi vyskumnymi, kurator-
skymi a vzdeldvacimi aktivitami tranzit.sk a verejnymi a k verejnosti sa obracajiacimi
programami tym, Ze buduje flexibilny a porézny priestor, ktory je otvoreny komunite, jej
zapdjaniu sa. Odrdza sa to aj v novom architektonickom rieSeni priestorov vystavy, ktoré
pre tato prilezitost navrhlo architektonické stadio Woven, v krdzivom pohybe spdjajuacom
miestnosti do neruseného sledu navzdjom komunikujucich priestorov.

Uvitaci a stretavaci bod, nova vzdeldvacia stanica, ktorda plni viaceré funkcie:
s€asti kniznica, vyskumny a vzdelévaci lab, s€asti vystava umeleckych projektov, bude
priestorom pre predndasky, semindre, workshopy a debaty. Vzdelavacia stanica bude
sluzit aj ako Zivy archiv objektov a vztahov pritomnych v okoli, ako semenisko d'al§ich
projektov umeleckej a odbornej verejnosti i obyvatel'stva na tomto Gzemi.

Vypracovanie tohto dlhodobého programu a jeho prvej, inauguraénej vystavy
Priprava ~ Zasievanie, na ktorom sa so mnou kurdtorsky podiel'ali Alessandra Pomarico,
Borbdla Sobs a Ovidiu Tichindeleanu, bolo procesom prelinania, vzdjomnej in§pird-
cie, zdiel'ania skdsenosti a spoloéného starania sa o realizdciu projektu. Som za nasu
spoluprdcu vdaénd a verim, Zze mé potencidl otvorit dalSie spolo€né projekty v blizkej
buddcnosti.

Judit Angel
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Priprava ~ Zasievanie

PRIPRAVA ~
ZASIEVANIE

Vystava a vzdelavaci priestor Priprava ~ Zasievanie otvara niekolkorocny
program tranzit.sk Svet mnohych svetov. Program ako celok skma $tyri hlavné témy
a ich prepojenie: sG¢asnu spolocensky, politickl a ekologickd krizu; modernitu a deko-
lonialitu; vytvaranie poznania ukotvené v telesnosti a zaloZzené na spolupréci a politike
kazdodenného zivota.

Ako sa mbZeme oducit nasilné a nic¢ivé paradigmy kolonidlneho, rasového, ableis-
tického, patriarchdlneho kapitalizmu a predstavit si svet, v ktorom st rézne systémy pozna-
nia rovnako hodnotné a spolupodielaji sa na ochrane Zivota vo vSetkych jeho podobdch?

Kuratorsky pristup, kladuci déraz na pedagogickd funkciu vystavy a na
inherentnd moc umenia ako ndstroja na vytvéranie novej predstavivosti, zahfha
umelcov a umelkyne, ktorych préca posiliuje kolektivne regeneracné procesy a
navrhuje predznamendvajlice scendre budovania spolo¢enskych infrastruktar
podporujlcich nase §irSie ekosystémy.

Vystava vychadza z kritiky antropocénu, sG€asného neudrzatelného sys-
tému a jeho nekropolitiky (politiky smrti), ktoré spésobuju spoloenskd a ekologickd
katastrofu bezprecedentnych rozmerov, a ponuka prostrednictvom réznorodych
umeleckych perspektiv postrehy z rozlicnych svetonazorov, spbsobov chdpania a
kontextov. Vybrané umelecké diela spolu so sprievodnym programom si kladu za ciel
otvorit debatu o dekolonizovani vytvarania poznania, o uzdravovani nasich vztahov
so zemou a podporovani vzniku autonédmnych vzdeldvacich priestorov a procesov
budovania komunity. Pozvani umelci a umelkyne zdpasia s problémami prekladu
medzi réznymi systémami poznania, buduju mosty medzi z&padnymi paradigmami
a domorodymi, tradiénymi kozmolégiami a nechdévaju zazniet hlasy marginalizova-
nych, obc&ianskych prav zbavenych ¢&i stigmatizovanych komunit. Projekt v sebe nesie
vyzvu k prekonaniu rasizmu, xenofébie, univerzalizmu, znevyhodnovania druhych na
z&klade odlisnosti a kultdrnej apropridcie tym, Ze spochybnuje nase zvyky, pyta sq,
ako chceme spolu Zit, ako prekonat zaujatost a odlGéenie (v ramci nas samych, od
seba navzdjom a od vacsieho ekosystému, ktorého sme stcastou) a prelomit formy
extraktivizmu pritomné aj v praci v kultGre.

Umelci a umelkyne tu zdielajd poznanie predkov, postupy zaloZzené na vztahu
so zemou, feministické iniciativy a Gvahy o commoningu, teda spolo¢nom zdielani
zdrojov, evokuju pocit previazanosti, vzGjomnosti, zodpovednosti a starostlivosti o

Kitti Gosztola & Bence Gyérgy Palinkds, Utépia divokej zahrady/Wild Garden Utopia, 2018 - ongoing

nasu spolo¢nd budicnost a buddcnost dalsich generdcii. Pritom vychdadzaju z dekolo-
nidlnych perspektiv aflebo zo skisenosti pévodnych nérodov, stavajl na dediéstve so-
ciéinych a emancipa¢nych hnuti. Priprava ~ Zasievanie upozornuje na nutnost pre-
konat eurocentrizmus a zadpadné hegemonické modely nielen preto, aby sme mohli
dekonstruovat narativy nadradenosti, pokroku a univerzalizmu a vzdorovat formém
rasového kapitalizmu, asymetrie moci a bindrnej reprezentdcie, ale aj preto, aby
sme mohli dat priestor praxi regenerdcie, re-existencie a ndpravy, zdielat pribehy
inak a rozpamatavat sa na svoju identitu a znovu ju budovat v sieti medziludskych vztahov.
Zasievame nadej a ukotvujeme sa v celistvosti, vzdjomnej prepojenosti, a pritom spolu
tkdme novy, avsak zdroven velmi stard [atku vztahov.

Otazka zeme ma centrdine postavenie v mnohych umeleckych dielach
vystavy: v svislosti s tazbou, nGsilim a toxicitou v horskej oblasti nedaleko Santiaga (Cile)
v diele Amandy Pifia; vo vztahu k boju proti privlastiiovaniu spoloénych zdrojov, ktory
vedu ¢lenky ekofeministickej komunity v Rojave (kurdskda komunita v severnej a vychod-
nej Syrii), ako je to zobrazené aj vo filme Marwy Arsanios; zosobnend ako stedra Mat-
ka Zem a domov predkov, zasobdaren lasky a odboja naprie¢ generéaciami vo filme
Francisca Huichaqueoaq, ktory priblizuje boj jeho mapucéského naroda za Gzemnu
zvrchovanost a prévo na existenciu (Cile); dielo Saodat Ismailovej reaguje na po-
dobné problémy z inej geografickej oblasti, odkazuje na vymazanie tradi¢nych kultar
a jozykov a dopad sovietskej expanzie do Strednej Azie. Jej film ukazuje, ako ludia

znovu ziskali, €o stratili, svoje korene, svoj pocit toho, ,kym su”, a svoje hlboké spojenie
SO svetom prirody, so zemou a duchmi, s riekami, zvieratami, lesmi.

Otdzky prekladu medzi réznymi systémami poznania, kultdrnymi a spolo¢en-
skymi sksenostami zohravaju klacova rolu v préci umeleckej skupiny Chto Delat, ktoré
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skama vyznam domorodého zapatistického hnutia z Chiapas (Mexiko) v pestovani
inej politickej obraznosti v sGc¢asnom Rusku. Film je vysledkom procesu ucenia, v ktorom sa
Ucastnici zaoberaju duchom zapatizmu, principmi autonémie, rovnosti, spravodlivosti
a slobody pre vSetkych, ako s zakotvené v zapatistickej samosprdve a kozmopolitike,
aby posudili svoje viastné poziadavky, naliehavost a moznosti politicky konat v militari-
zovanej krajine oviddanej despotickou, autoritarskou a represivhou mocou.

Prepojeniam medzi ekolégiou, Zivotnym prostredim a socidlno-politickou
oblastou sa venujd gj Kitti Gosztola & Bence Gyérgy Pdlinkds a Emilia Rigové v
predobraze moznej budlcnosti. Umeleckd dvojica vytvéra paralelu medzi vnimanim
nepdvodnych invéznych rastlin a xenofébiou voci migrantom, a predznamendva bu-
dlcnost, v ktorej sa tieto predtym démonizované rastliny stand zdrojom délezitym pre
prezitie. Umelkyna Emilia Rigovd, hovoriaca z intersekciondlnej perspektivy a zakotvend
v romskej skdsenosti, prinGsa napdatie medzi utopickou viziou spravodlivejsej, inkluziv-
nejSej a rovnejSej budlcnosti pre vSetkych a obrazom globdinej katastrofy, ktord so
sebou prindsa este vacsiu rasovl a etnickd diskrimindciu, neistotu a Gtlak.

Umelkyne a umelci zastGpeni na tejto vystave navrhujd potrebnd systé-
movU a Strukturdalinu zmenu réznorodymi spdsobmi, z viastnych situovanych pozicii,
odsudzujl a poeticky prevracaju Gcinky prebiehajucich procesov vymazdvania, Gtlaku
a ni¢enia, podnecuju ku kritickému pristupu a preorientovavaju nasu vnimavost na

gesta ndpravy, politiku starostlivosti a priklady sebestacnych mikroekonomik.

Ich préca zalozend na praxi a ukotvend v politickom a kritickom vedomi je
klacova vo formulovani ndmietok voci spolo¢nosti a mobilizovani foriem afektov
a politiky v kazdodennosti. Prostrednictvom svojho umenia, filmov a poetiky vyzyvaju
na ukonc&enie tazby a komodifikécie Zivota; utvarajl viziu nového, odlisného vztahu k
prirodnému svetu a spolo¢nosti; sprostredkdvaju silu snov, obradov a starych i novych
ritudlov na podporu boja; predkladajd svoju duchovni a politickl skisenost za svet, do
ktorého sa zmestia mnohé svety.

Priprava ~ Zasievanie je teda spdsob, ako sa prostrednictvom vystavy za-
v@zujeme polozit zaklady dlhodobej trajektorie epistemologicke] rekonstrukcie, zasie-
vat dekolonidlne myslienky a gestd smerom k inej buddcnosti, takej, ktoré hladi na niekolko
generdcii pred tou nasou a po ne;.

Judit Angel, Alessandra Pomarico, Borbdla Soés, Ovidiu Tichindeleanu

Priprava ~ Zasievanie je vysledkom kurdatorskej spoluprdce Styroch oséb: pedagogicky, kurdtorky
a spisovatelky Alessandry Pomarico (Lecce/New York), vyskumnicky a kurdtorky Borbdly Soés
(Londyn), filozofa a spisovatela Ovidiua Tichindeleanua (Kisifiov/Kodar) a kurdtorky a riaditelky
tranzitsk Judit Angel (Bratislava/Budapest).

Grounding ~ Seeding

GROUNDING ~
SEEDING

The exhibition and learning space Grounding ~ Seeding inaugurates
tranzit.sk's upcoming multi-year program titled A World of Many Worlds. At large, the
program explores four major issues and their interconnection: the current social,
political, and environmental crises; modernity and decoloniality; embodied, collabora-
tive practices of knowledge production; and politics of everyday life.

How can we unlearn the violent and destructive paradigms of colonial, racial,
ableist, patriarchal capitalism, and imagine a world in which different knowledge sys-
tems are equally valuable and cooperate to defend life in all its forms?

The curatorial approach — centering on the pedagogical function of the ex-
hibition and the intrinsic power of art as a tool for reimagining — involves artists whose
work reinforces collective regenerative processes and proposes prefigurative scenar-
ios for building social infrastructures in support of our wider ecosystems.

Starting from a critique of the Anthropocene, the current unsustainable
system and its necropolitics causing a social and ecological catastrophe of unprece-
dented dimensions, through a diversity of artistic perspectives, the exhibition pro-
poses insights from different worldviews, ways of understanding, and contexts. The
selected artwork together with a related public program aim to open conversations
around decolonizing knowledge production, mending relationships with the land,
supporting the creation of autonomous learning spaces, and processes of community
building. The invited artists grapple with questions of translation between different
knowledge systems, bridging Western paradigms and Indigenous, traditional cosmov-
isions, while also giving voice to marginalized, disenfranchised or stigmatized commu-
nities. The project calls for overcoming racism, xenophobia, universalism, othering
and cultural appropriation by challenging our habits, questioning how we want to
live together and how we can interrupt reproducing bias, the condition of separability
(within ourselves, with each other and with the larger ecosystem we are part of), and
forms of extractivism present in cultural work.

Sharing ancestral knowledge, land-based practices, feminist initiatives,
and reflections around commoning, evoking a sense of interrelatedness, reciprocity,
response-ability, care for our shared future, and that of the next generations - these
artists are driven from within decolonial perspectives and/or Indigenous experiences,
building on the legacy of social and emancipatory movements. Grounding ~ Seeding
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brings to the center the necessity to overcome Eurocentrism and Western hegemonic
models, not only to deconstruct narratives of superiority, progress, and universalism,
and to resist forms of racial capitalism, power asymmetry, and binary representation

- but also to give space to practices of regeneration, re-existence, reparation, sharing
stories differently and re-membering. Seeding hope, and grounding ourselves in whole-
ness and interdependence, as we weave together a new yet very old fabric of relations.

The question of land appears central in several works of art hosted in the
exhibition: in relation to extractivism, violence, and toxicity affecting a montane area
near Santiago (Chile) in Amanda Pifia’s work; linked to the fight for the repossession of
the commons lead by members of an eco-feminist community in Rojava (a Kurdish com-
munity in North and East Syria) as addressed by Marwa Arsanios’ film; as a generous
Mother Earth, and the home of the ancestors, the repository of love and resistance
across generations in the film of Francisco Huichaqueo, bringing the struggle of his
Mapuche people, fighting for land sovereignty and the right to exist (Chile); Saodat
Ismailova’s work responds to similar issues from another geography, referring to
the erasure of traditional cultures and languages and the impact of Soviet expansion
in Central Asia. Her film evokes how people have retrieved their loss, their roots, their
sense of “who they are,” and their deep connection with the natural world, land, spirits,
rivers, animals, and forests.

Questions around translations between different knowledge systems, and
socio-cultural experiences play a key role in the work of the group Chto Delat, an
artistic inquiry into the relevance of the Zapatista Indigenous movement from Chiapas
(Mexico) in nourishing a different political imaginary in nowadays Russia. The film is the
result of a learning process in which the participants engage with the spirit of Zapa-
tismo, the principles of autonomy, equality, justice, and freedom for all - as they are
embedded in the Zapatista self-governance and their cosmopolitics; the reflection on
Zapatismo helps assessing their own demands, urgencies, and capacities to act
politically in a militarized country dominated by a despotic, authoritarian, repressive power.

Connections between ecology, environment and the social-political realm are
further addressed by Kitti Gosztola & Bence Gyérgy Pdlinkds and Emilia Rigové in the
prefiguration of a possible future. The artist duo sets up a parallel between the percep-
tion of non-native invasive plants and xenofobia toward migrants, and foreshadows a
future in which these previously demonized plants become an important resource for
survival. Articulating from an intersectional perspective and situated within the Roma
experience, artist Emilia Rigové introduces a tension between a utopian vision of a more
just, inclusive, and equitable future for all - and the image of a global catastrophe, en-
tailing even more racial and ethnic discrimination, precariousness, and oppression.

Suggesting a necessary systemic and structural change, in multiple ways
and from their situated positions, the artists featured in this exhibition denounce and
poetically reverse the effects of the ongoing processes of erasure, abuse and de-
struction, encouraging a critique, and reorienting our sensibilities towards gestures of
repair, politics of care, and examples of self-sufficient micro-economies.

Saodat Ismailova, Prenasledovan)’//The Haunted, 2017, video, 22 min 30 s.

Practice-based, grounded in political and critical awareness, the artists’ work
is crucial in questioning society and mobilizing forms of affects and politics in the
everyday. Through their art, films and poetics they call for an end to extraction and the
commodification of life; they envision a new, different relationship to the natural world
and to society; they convey the potency of dreams, ceremonies, and old and new
rituals to advance the struggle; they transmit their spiritual and political experience for
a world in which many worlds can fit.

Thus, Grounding ~ Seeding is a way to commit, through exhibition making, to
laying the foundations for a long-term trajectory of epistemological reconstruction,
seeding decolonial ideas and gestures toward a different future, one that looks at
several generations before and after ours.

Judit Angel, Alessandra Pomarico, Borbdla Soés, Ovidiu Tichindeleanu

Grounding ~ Seeding is the result of the collaboration of four curators: educator, curator and
writer Alessandra Pomarico (Lecce/New York), researcher and curator Borbdla Soés (London),
philosopher and writer Ovidiu Tichindeleanu (Chisindu/Copenhagen) and curator and tranzit.sk's
director Judit Angel (Bratislava/Budapest).



W AMANDA
VA NIE PINA

Amanda Pifia je Cilsko-mexickd umelky-
na zijuca vo Viedni. Jej tvorba je zalozend
na vyskume a zameriava sa na skamanie
socialnych praktik predkov a komunitnych
tancov pdévodného obyvatelstva Ameriky.
Domorody pohyb a tane¢né vedomosti
chape prostrednictvom stelesnenia ako
spdsob praktizovania dekolonidlnej ekologie.
Jej prax skma désledky vyskumu z pozicie
zeny mestického povodu a kriticky sa zaoberd
choreografiou v roz§irenom poli. Svoju tvorbu
zdiela v kontexte zdpadného umeleckého
sveta i s miestnymi komunitami. Jej diela
boli prezentované v institGciach, ako st Tanz
Quartier Wien, Kunsthalle Wien a vieden-
ské MUzeum moderného umenia MUMOK,
Fondation Cartier pour I'’Art Contemporain v
Parizi, Kunsten Festival des Arts v Bruseli, De
Singel v Antwerpach, Royal Festival Hall v Lon-
dyne, Museo Universitario del Chopo, Mexiko,
NAVE a Festival Santiago a Mil, Cile. Studovala
malbu, neskér performanciu, fyzické divadlo

v Santiago de Chile, antropolégiu divadia v
Barcelone a sucasny tanec a choreografiu v
Mexiku, Barcelone, Salzburgu a v Montpellieri.
Od roku 2008 vedie galerijny priestor nada-
Lokal vo Viedni zamerany na choreografiu a
performanciu v roz§irenom poli, ktory zaloZila
spolu so §vaj¢iarskym vizudlnym umelcom
Danielom Zimmermannom.

Klimatické tance (Danzas Cli-
maticas) (premietana verzia),
2021, st sucastou piateho zvézku
Ohrozenych ludskych hnuti (En-
dangered Human Movements),
dlhodobého vyskumu straty
planetérnej kultdrnej diverzity a
biodiverzity. InSpiruje sa dielom
mexického antropoléga Alessan-
dra Questu, konkrétne tancami
zo severnej vysociny statu Pueb-
la, ktoré dnes tancuju domorodi
Masewalovia v kontexte klimatic-

kej zmeny a tazby. Tance Tipeka-
jomeh a Wewentiyo predstavujd
zaciatok cesty do hlbin hér v An-
ddéch, kde umelkyfna vyrastala,
a k opdtovnému oc€areniu toho, ¢o
modernd veda nazyva geolbégiou.
Dielo spochybnuje bezné chapa-
nie hér ako prirodnych zdrojov a
namiesto toho prehodnocuje nas
vztah k telu hory prostrednic-
tvom dekolonialnych pristupov
a domorodych postupov. Zau-
jimajd ju najma ritudly vzéjom-
nosti, starostlivosti, prispievanie
k miestnemu aktivizmu a taktiky na
bUranie dichotémii moderné/tra-
diéné; priroda/kultara; rudské/
ne-ludské..

Pévodna instaldcia pozostavajaca z dvoch fil-
mov vo forme projekcie na stenu a monitora
bola vytvorena pre vystavu And if | devoted
my life to one of its feathers? kuratorovania

Miguelom A. Lopezom v Kunsthalle Wien
v roku 2021.

,Co si skutocne pamdtam [z obdobia, ked som bola dieta,] je, Ze sme demonstrovali,

skakali spolu v uliciach proti vojenskému rezimu v dobe prebiehajadceho obrovské-

ho socidalneho hnutia. Neskér som zistila, Ze tato forma spoloc¢ného skakania savisi

so spésobom, akym Mapucovia, jeden z prvych narodov, ktory dodnes vzdoruje na
Gzemi, ¢o sa dnes nazyva Cile, tancovali na svojich rituainych oslavach. Bolo to moje
prvé stretnutie s tancom. Tento zazitok davového telesného pohybu za spravodlivost
ma velmi poznacil. Preto som hladala tanec, ktory nie je len tancom, ale socialnym
hnutim, manifestaciou nieoho iného, vteleného a naliehavého [..] Ked som bola
tinedzerka, mala som moznost pobudnut s Mapuémi [...] Vykondvali ritualy a hovorili

s entitami zeme. Mala som pocit, Ze biologickéa a kultarna diverzita sa spolu vytracaja,
teraz vsak viem, Ze je tazké, aby nieco skutocne zmizlo z pamditi ludi, z ich tiel, vzdy
sa to nejakym spésobom vracia naspdt [..] Prestahovala som sa z Latinskej Ameriky
do Eurdpy, pretoze som tuzila hladat formu umenia alebo tanca, ktora by nebola

o virtuozite, ani o spektakularnosti, ale vtelend a naliehava. Ako umelkyria som nasla
svoj domov vo Viedni, meste s Gzasnym umeleckym dianim, s histériou politickej cho-
reografie. Dnes cestujem a prezentujem svoje diela aj v Latinskej Amerike, plnim akusi
funkciu mosta. Medzi tu a tam.”

Amanda Piria v Dancing with a deer, a jaguar or a snake. A diptych on the re-appearance of
other-than-Human movements, rozhovor od Joachima Bena Yakouba s Amandou Pifia a Rolan-
dom Véazquezom, v ETCETERA: https://e-tcetera.be/dancing-with-a-deer-a-jaguar-or-a-snake/#.

Amanda Pifig, Klimatické tance
(Danzas Climaticas)
(premietand verzia), 2021, video, 15 min 2 s.




GRO SE Amanda Pifia is a Chilean-Mex-
}LNGD F,\?G ican artist based in Vienna. Her
production is research-based

and focuses on the exploration of ancestral
social practices and communal dances of
Amerindian origin. She understands indig-
enous movement and dance knowledge
through embodiment as a way of practicing
a decolonial ecology. Her practice inves-
tigates the implications of doing research
as a mestiza, and critically engages with
expanded choreography as she shares her
work in the Western art world context and
with local communities. Her work has been
presented in institutions such as Tanz Quar-
tier Wien, Kunsthalle Wien and the MUMOK
Museum of Modern Art of Vienna, Fonda-
tion Cartier pour I'Art Contemporain Paris,
Kunsten Festival des Arts Brussels, De Single
Antwerp, the Royal Festival Hall London,

Museo Universitario del Chopo, Mexico,

NAVE and Festival Santiago a Mil, Chile. She
studied painting before continuing with
performance, then physical theater in
Santiago de Chile, anthropology of theater
in Barcelona and Contemporary Dance
and Choreography in Mexico, Barcelo-
na, Salzburg and Montpellier. Since 2008
she has led nadalokal in Vienna, a gallery
space specializing in expanded choreog-

raphy and performance, which she found-
ed together with Swiss visual artist Daniel
Zimmermann.

Danzas Climaticas (projected
version), 2021 is part of the 5th
volume of Endangered Human
Movements, a long-term research
project on the loss of planetary
cultural and biodiversity. It is
inspired by the work of Mexican
anthropologist Alessandro Ques-
ta, specifically, dances from the
Northern Highlands of Puebla
that are performed today by the
indigenous Masewal people, in
the context of climate change
and mining exploitation. The dances
“Tipekajomeh” and “Wewentiyo”
constitute the beginning of a
journey towards the depths of the
mountain in the Andes where
the artist grew up, and towards
the re-enchantment of that which
modern science calls geology.
The work questions the common
understanding of mountains as
natural resources, and instead
re-thinks our relationship with the
body of the mountain through de-
colonial approaches and Indige-
nous practices. In particular, she
is interested in rituals of reciprocity,
care, contributing to local activism,
and tactics to dismantle the di-
chotomies of modern/traditional;
nature/culture; human/non-hu-
man...

The original installation consisting of two
choreographed films as wall projection and
monitor was developed for the exhibition
And if | devoted my life to one of its feath-
ers? curated by Miguel A. Lopez at Kunsthalle
Wien in 2021.

“What I really remember [from when | was a child] is that we demonstrated, jumping

together in the streets against the military regime, while there was a huge social
movement happening. This form of jumping together, | discovered later, was related
to the way the Mapuche, one of the First Nations that still resists in the territory today
called Chile, danced in their ritual celebrations. It was my first encounter with dance. This
experience of mass bodily movements for justice really marked me. That’s why | have
been looking for dance that is not just dance, but a social movement, a manifestation of
something different, embodied and urgent [..] When | was a teenager, | had the chance
to be with the Mapuche [..] They engaged in rituals and talked to entities of the land. | had
this intuition that biological diversity and cultural diversity were disappearing together,

but now | know it is difficult for something to really disappear, from the memories of the
people, from their bodies, it always comes back in one way or another [..] | moved from
Latin-America to Europe because | really wanted to look for a form of art or dance that
would not be about virtuosity or spectacle, but embodied and urgent. As an artist, |
found my home in Vienna, a city with a beautiful artistic movement, with a history of
political choreography. Today | travel and also present my work in Latin-America; | have a
sort of bridging role. Between here and there.”

Amanda Piria in Dancing with a deer, a jaguar or a snake. A diptych on the re-appearance of
other-than-Human movements, with Amanda Pina and Rolando Vazquez, interview by Joa-
chim Ben Yakoub in ETCETERA https://e-tcetera.be/dancing-with-a-deer-a-jaguar-or-a-snake/#

Amanda Pifia, Danzas Climaticas
(projected version) 2021, video, 15 min 2 s.




TFW MARWA
ARSANIOS

Marwa Arsanios, narodend v roku 1978

vo Washingtone, je umelkyna, filmarka a
vyskumnicka, ktord pracuje s inStaldciou,
performanciou a pohyblivym obrazom.
Prehodnocuje politicky vyvoj druhej polovice
dvadsiateho storocia zo sGcasnej perspektivy,
zameriava sa na rodoveé vztahy, kolektivizmus,
urbanizmus a industrializéciu. K vyskumu

pristupuje kolaborativne a snazi sa pracovat
naprie¢ disciplinami. Je spoluzakladatelkou
vyskumného projektu 98weeks. V sGcasnosti
Zije a pracuje v Berline. M& za sebou sélo
vystavy v Contemporary Arts Center, Cincin-
nati (2021), v Galérii Skuc, tublana (2018),
Beirut Art Center (2017), Hammer Museum,
Los Angeles (2016), Witte de With, Rotterdam
(2016), Kunsthalle Lissabon, Lisabon (2015) a
Art in General, New York (2015). Jej diela sa
prezentovali na skupinovych vystavdch a
filmovych festivaloch po celom svete. V roku
2022 sa zG¢astni prehliadky documenta 15

v Kasseli. V sGCasnosti je doktorandkou na
Akadémii vytvarnych umeni vo Viedni.

Kto sa boji ideolégie? (Who Is
Afraid of Ideology?), 2017 — 2021,
je filmova tetralégia o formach
odboja voéi extraktivizmu, vy-
vlastiovaniu a akumulécii, ktoré
vyvinuli domorodé farmarske,
aktivistické a partizinske komu-
nity v Syrii, Iraku, Libanone, Kolumbii
a Mexiku. Prezentuje ich cez in-
tersekciondlnu, ekofeministickl a
kolektivistickd optiku. Cast 2. (Part
2), 2019, sa venuje €isto Zenskej
komunite Jinwar, ktord je projek-

tom Zien a autondmnych Zenskych
organizdcii v Rojave v severnej
Syrii. Prostrednictvom dialégov

s obyvatelkami vyvstédva kom-
plexny portrét dediny: je to priestor
vzdorujdci patriarchdlnym struk-
taram, program opd&tovného
privlastnenia si poédy, prileZitost
napravit vztah ¢leniek komuny

k zemi, rmec reorganizdcie Zivo-
ta zaloZeny na principoch kole-
ktivizmu. Potencidlna odpoved na
krizu udrzatelnosti zivota.

,Uvidime, kol'ko z ekofeministickych projektov vedenych hnutim kurdskych Zien prezije toto

bdrlivé obdobie, ked’ autonémny regién zacina rokovat so syrskym rezimom o tGzemi a zdro-
joch (ropa) a ked sa po velkych bojoch uzatvaraja dohody o rekonstrukcii. Pri vietkej
sile a tspechu tychto projektov si musime polozit klG¢ovu otazku: upadame spdt do rodovo
podmienenej del’by prdce, kde st Zeny postavené do role opatrovateliek? [..] Vsetky pro-
jekty, o ktorych som hovorila = od mimoviadnych organizacii pracujacich v ramci obmedzeni
ekonomiky medzinarodnej pomoci az po ekofeministické projekty autonémneho hnutia
Zien, s potrebnymi alternativami. Udrzatelnejsim spésobom vSak mézu existovat len vtedy,
ak sa artikuluje otazka zodpovednosti: Kto spdésobil skody?”

Marwa Arsanios, Who's Afraid of Ideology? Ecofeminist Practices Between Internationalism and
Globalism, e-flux Journal #93, september 2018

Marwa Arsanios, Kto sa boji
ideolégie? Cast 2. (Who Is Afraid of
Ideology? Part 2.), 2019, video, 28 min.




GRO SE Marwa Arsanios, born 1978 in
m‘é;D ﬁ?e Washington, is an artist, film-
maker and researcher who

works with installation, performance and
the moving image. She reconsiders the
political development of the second half of
the twentieth century from a contemporary
perspective, focusing on gender relations,
collectivism, urbanism, and industrialization.
She approaches research collaboratively and
seeks to work across disciplines. She is a
co-founder of the 98weeks Research Project.
She currently lives and works in Berlin and
has had solo exhibitions at the Contemporary
Arts Center, Cincinnati (2021), Skuc Gallery,

Who Is Afraid of Ideology?
(2017 - 2021) is a filmic quadril-
ogy which deals with forms

of resistance to extractivism,
expropriation and accumulation
developed by Indigenous farm-
ers, activists and guerrilla fighters
in Syria, Iraqg, Lebanon, Colom-
bia, and Mexico, and presents
them through an intersectional,
ecofeminist and collectivist
lens. Part 2 (2019) focuses on
the women-only Jinwar com-
mune, a project of women and
autonomous women organiza-

Ljubljana (2018), the Beirut Art Center (2017),
the Hammer Museum, Los Angeles (2016),
Witte de With, Rotterdam (2016), Kunsthalle
Lissabon, Lisbon (2015) and Art in General, New
York (2015). Her work has also been featured

in numerous group exhibitions and filim
festivals worldwide. In 2022 she will participate
at documenta 15, Kassel. She is currently a PhD
candidate at the Akademie der bildenden
Klnste in Vienna.

tions from Rojava, Northern Syria.
Through dialogues with the inhab-
itants, a complex portrayal of the
village emerges: it is a space of
resisting patriarchal structures, a
program of reappropriation of the
land, an opportunity to repair the
commune members’ relationship
to the earth, a framework for

the reorganization of life based
on principles of collectivism. A po-
tential answer to the crisis of the
sustainability of life.

“It remains to be seen how many of the ecofeminist projects spearheaded by the

Kurdish women’s movement will survive this tumultuous period, as the autonomous re-
gion begins to negotiate with the Syrian regime over territory and resources (oil), and
as reconstruction deals are made in the wake of major fighting. For all the power and
success of these projects, a crucial question must be asked: Are we falling back into a
gendered division of labor where women are placed in the role of caretakers? [..] All the
projects | have discussed—from the NGOs working within the constraints of the interna-
tional aid economy to the ecofeminist projects of the autonomous women’s movement—
are necessary alternatives. But they can only exist in a more sustainable manner if the
question of responsibility is articulated: Who has inflicted the damage?”

Marwa Arsanios, Who's Afraid of Ideology? Ecofeminist Practices Between Internationalism and
Globalism, e-flux Journal #93, September 2018

Marwa Arsanios, Who Is Afraid of
Ideology? Part2., 2019, video, 28 min.




"FW FRANCISCO
HUICHAQUEO

Francisco Huichaqueo sa narodil v roku 1977
vo Valdivii na juhu Cile. Je mapucskym vizudl-
nym umelcom, filmérom a akademikom

z fakulty humanitnych vied a vizuadlneho
umenia na University of Concepcion. Vystu-
doval dokumentarny film na fakulte vizudlineho
umenia Cilskej univerzity a v Kubdanskej filmo-
vej Skole Specializciu v odbore optika. Jeho
diela, videoinstalacie, dokumentarne filmy a
filmové eseje sa rozvijajl okolo tém spojenych

s jeho mapucskym pévodom. Huichaqueo sa
Vo svojej tvorbe zaoberd socidlnou krajinou,
histoériou, kultdrou a kozmolégiou svojho fudu.
Zasahuje aj do kolonialnych priestorov, kde sa
uchovédva hmotné i nehmotné dedicstvo, ako
sU archeologické zbierky v muzedach v Cile a

v zahranici. Praje si, aby sa domorodé
dedi¢stvo v blizkej budlcnosti vratilo, dostalo
spdat dortk a pod spréavu jeho ludu. Jeho
diela boli prezentované v Cile, Franclzsku,
Kanade, Spojenych statoch, Spanielsku,
Taliansku, Argentine a Bolivii.

Citlivy, poeticky film ILWEN — Zem
vonia po otcovi (ILWEN - The Earth
Smells of Father), 2013, je svede-
ctvom ladsky medzi umelcom a
jeho otcom a lasky oboch k zemi.
Film ordmovany mapucskou viaj-
kou, ktord sa objavuje na zaciatku
aj na konci, sa odvija prostrednic-
tvom juxtapozicie obrazov neoby-
¢ajne krdsnej prirody a spomienok
otca. Motiv zeme je ponimany vo
vztahu k osobnej histérii, ndlezitosti
ku komunite, odovzddvaniu vedo-
mosti z generdcie na generdciu.
Hoci otec nikdy nemohol vidiet

zem svojich predkov, uchovéval
tradiciu starostlivosti o zdhradu,
ktord sa javi ako miesto zblizo-
vania medzi rodicom a dietatom,
ako aj sebapotvrdzovania koreriov
a viery mapuéského fudu (Ludi
Zeme). Jeho ndklonnost k detom
a laska k prirode su neoddelitel-
ne previazané v jeho dediCstve,
ktoré poskytuje zdklad pre prezitie
v ¢asoch diskrimindacie, nGdze a
utrpenia.

,Musime zachytit obraznost nasej perspektivy, nasej kozmovizie a nasho poni-

mania Zivota. Ukazujeme nasu realitu, pretoZze musime bojovat aj proti nepriatelovi
zvanému kapitalisticky konzum, ktory l'udi meni a robi ich nevedomymi a nereflek-
tujacimi [..] Je to vsetko také odlisné od nasho sveta. V nasom svete mame dévod

Zit - tym dévodom Zitia je udrziavanie rovnovahy a starostlivost o svet okolo nés [..]
Prostrednictvom kamery sa snazim sprostredkovat krasu a velkolepost rieky alebo
ranného hlasu vtaka ¢i rannej hmly — bohatstvo, ktoré sa nedd nikde kapit. Verim, Ze
filmy, piesne alebo pribehy, ktoré idi podobnymi cestami, osvietia dusu. Cielom ta-
kychto projektov je znizit nevedomost, aby Iudia mohli vnimat realitu. Ddfajme, Ze vSetci
ludia potom dokézu tieto hodnoty vyznévat a uvedomia si, Ze sa tieZ domorodymi
obyvatelmi tohto sveta. Byt domorodym obyvatelom nie je len o krvi. Musime dospiet
k tomu, aby kazdd osoba na tejto planéte bola domorodym obyvatelom zeme.”

Francisco Huichaqueo v Borunda, Stephen N., Mapuche Cosmovision and the Cinematic
Voyage: An Interview with Filmmaker Francisco Huichaqueo Pérez, Media+Environment I, 2019

Francisco Huichaqueo, ILWEN / Zem
vonia po otcovi (ILWEN / The Earth
Smells of Father), 2013, video, 34 min 35 s.




GRO SE Francisco Huichaqueo was
.‘{fg’ ﬁ?e born in 1977 in Valdivia in the
south of Chile. He is a Mapuche

visual artist, filmmaker and academic from
the Faculty of Humanities and Visual Arts of
the University of Concepcion. He graduated
from the University of Chile, Faculty of Visual
Arts, with a master’s degree in documentary
film and went on to gain a specialization in
optics at the Cuban Film School. His works,
video installations, documentary films, and
essay films are developed around themes
that concern his Mapuche lineage. In his

unfolds through a juxtaposition of
images of nature of rare beauty
and the father’s memories. The
motif of the land is addressed in
relation to personal history, com-
munity belonging and knowledge
transmission from generation to
generation. Though the father
could never see the land of his
ancestors, he kept the tradition of
tending a garden, which appears
as a place of bonding between
parent and child as well as the

oeuvre, Huichaqueo addresses the social
landscape, history, culture, and cosmovi-
sion of his people. He also intervenes in
colonial spaces where tangible and intangible
Indigenous heritage is kept, such as archae-
ological collections in museums within Chile
and abroad, to advocate for its return to the
hands of his people. His work has been exhib-
ited in Chile, France, Canada, Germany, the
Us, Spain, Italy, Argentina and Bolivia.

A sensitive, poetic film, ILWEN -

The Earth Smells of Father, 2013,
is a testimony of love between the
artist and his father, and of both of
them towards the land. Framed by
the Mapuche flag, which appears

at its beginning and end, the film
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self-affirmation of Mapuche (Peo-
ple of the Earth) roots and beliefs.
His affection for his children and
his love of nature are inseparably
intertwined in his legacy, which
provides a basis for survival in
times of discrimination, depriva-
tion and distress.

“We must capture the imagery of our perspective, our cosmovision, and our under-

standing of life. We show our realities because we also have to fight against that enemy
called capitalistic consumption that trains people and makes them ignorant and
unreflective [..] This is all so different from our world. In our world, we have a reason to
live—that reason to live is to maintain equilibrium and care for the world around us [..]
Through the camera, | seek to mediate the beauty and grandeur of a river, or the sound
of a bird in the morning, or the morning fog—the wealth that you cannot buy anywhere.
Movies, songs, or stories that follow similar paths enlighten the soul, | believe. These
sorts of projects seek to reduce ignorance so that people can see reality. Hopefully, all
people can then adhere to these values and recognize that they are also indigenous to
this world. Being indigenous is not only blood. We have to see that every person on the
planet is indigenous to the earth.”

Francisco Huichaqueo in Borunda, Stephen N., Mapuche Cosmovision and the Cinematic
Voyage: An Interview with Filmmaker Francisco Huichaqueo Pérez, Media+Environment I, 2019

Francisco Huichaqueo, ILWEN /
The Earth Smells of Father, 2013, video,
34 min 35 s.
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SAODAT
ISMAILOVA

Saodat Ismailova sa narodila v roku 1981

v Uzbekistane. Zije a pracuje medzi Taskentom
a Parizom a patri ku generdcii umelcov zo
Strednej Azie, ktori dospievali v postsovietskej
ére. Jej tvorba sa toci okolo praktik smute-
nia a dedi¢stva predkov, pricom do popre-
dia stavia matriarchdine narativy a pribehy

o strate svetov. Jej filmy a videoinstaldcie

boli prezentované na Biendle v Bendtkach,
medzindrodnom filmovom festivale Berlinale,
medzindrodnom filmovom festivale v Rot-
terdame, CPH DOX, Center Pompidou v Parizi,
Festivaldesart v Bruseli, Parasite v Hong Kongu
atd. Jej predstavenia boli uvedené v Brooklyn
Academy of Music v New Yorku, Museum quai
Branly v Parizi a na dalSich miestach po
celom svete. Jej diela sU v zbierkach Muzea
Stedelijk v Amsterdame a Centre Pompidou

v Parizi. V roku 2021 Ismailova zalozila v Taskente
vyskumnu skupinu Davra, ktoré sa venuje
skimaniu, dokumentdcii a Sireniu stre-
dodzijskej kultGry a poznania. V roku 2022

sa umelkyna zacastni Biendle v Benatkach a
prehliadky documenta 15 v Kasseli.

Prenasledovany (The Haun-
ted), 2017, je filmovou elégiou
vyhynutému tigrovi turanské-
mu, ktory obyval Stredna Aziu do
konca Sestdesiatych rokov. Jeho
vymiznutie zapri€inila kolonizdcia
a ndsilné modernizaéné proce-
sy, ktoré Uplne zmenili prirodzené
prostredie dolného toku rieky
Amudarja. Tento tiger vdak nada-
lej Zije v kolektivnej pamati fudi,

v ich pribehoch a snoch. Film
zaloZzeny na terénnom vyskume a
vyuZivajdci mnozstvo prostriedkov
- rodny uzbecky jazyk umelkyne,
fascinujuce zvuky, statické zabe-
ry si€asnej pustej krajiny a Zivé
archivne zdbery z Cias, ked tiger Zil
— je poetickou evokdciou zaslého
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sveta a dalsich paralelnych sve-
tov. Odkazuje na dobu, ked priro-
da, zvieratd a ludia zili v dévere a
navzdjom sa chranili, na svet,

v ktorom sa pamat dedila a dalej
odovzddvala. Film spdja rodin-
nU historiu autorky s kolektivnou
skUsenostou sovietskej kolonidalnej
modernity a stratou symbiotické-
ho vztahu s prostredim. Moznost
uzdravenia sa zachovdéva len udr-

Ziavanim poznatkov predkov pri
Zivote a ich odovzdévanim dale;j.
Filmové rozpravanie sa pUsta do
tejto Glohy.

,Ked som pisala ten text, nechala som tigra (miestni volali turanského tigra turkestan-

skym tigrom) ako premieriajicu sa tigriu bytost zahfriat rézne duse. Ked som spojila

s tigrom dusu méjho prastarého otca, asociacia zafungovala a text sa zacal ujasnovat.
Abdul Aziz, méj pradedko, sa narodil v meste Turkestan v dobe, ked' v Strednej Azii ne-
existoval ani jeden ,-stan”: jazyky ani narody neboli rozdelené. Ludia sa identifikovali podla
mesta, v ktorom sa narodili, alebo podla rieky, ktora tiekla nedaleko; hovorili cagatajsky
(starou uzbeétinou), perzsky a arabsky. Dal mi knihy a pisomnosti, ktoré pre mria dodnes
zostavaja zahadou, texty, ktoré nedokdzem precitat, pisané uzbecky, ale s arabskou ka-
ligrafiou. Uzbekistan zmenil za necelé storoCie abecedu sestkrat, a tak sa pisané poznatky
nemohli dalej prendsat a casom mizli.. Méjho pradedka poslali na 11 rokov do gulagu, ked’
mal len 21 rokov. Bol jednym z mala muzov v rodine, o preZzili. Nemohol sa vratit domov,
vratil sa do iného ,domova*, ktory hovoril inym jazykom, kde boli iné hodnoty, a clovek si
musel vybrat, ¢i patri k jednému, alebo druhému tGzemiu. Krajina bola roztrhand na mladé
sovietske republiky. Vytvorila som paralelu medzi Gpadkom posledného turanského tigra

a zivotom mojich predkov; Zili v tej istej dobe, myslim, Ze celili podobnym vyzvam a
obaja boli prenasledovani. Mala som Stastie, Ze som poznala svojho prastarého otca,
nerozpraval vela, akoby vedel, Ze jeho poznanie nezodpovedd casom, v ktorych sme sa
my narodili, a Ze by ndm mohlo ublizit; len kazdého z nas poziadal, aby sme ,nezabudli, kto
sme” — myslim, Ze tato veta zahfna vsetky mozné zndme aj nevyslovené nostalgie.”

Saodat Ismailova, The Haunted. S Gvodom Andersa Kreugera, https://www.vdrome.org/sao-
dat-ismailovay.

Saodat Ismailova, Prenasledovany
(The Haunted), 2017, video, 22 min 30 s.
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GRO SE Saodat Ismailova was bornin
m&D |ENDG 1981 in Uzbekistan. She lives and
works between Tashkent and

Paris, and belongs to a generation of artists
from Central Asia who came of age in the
post-Soviet era. Her work circles around
practices of mourning and ancestrality by
foregrounding matriarchal narratives and
stories that tell about the loss of worlds. Her
films and video installations have been pre-
sented at the Biennale of Venice, the Berlinale
International Film Festival, the Rotterdam
International Film Festival, CPH DOX, Center
Pompidou, Paris, Festivaldesart, Brussels
and Parasite, Hong Kong among others. Her
stage work has been shown at the Brooklyn
Academy of Music in NY, the Museum quai
Branly in Paris, and other venues around the
world. Her works form part of the collection
of the Stedelijk Museum, Amsterdam and
the Centre Pompidou, Paris. In 2021 Ismailova
established Davra, a research group in
Tashkent dedicated to studying, docu-
menting, and disseminating Central Asian
culture and knowledge. In 2022 she will take
part in the Venice Biennale and documenta
15, Kassel.

The Haunted, 2017, is a filmic
elegy to the extinct Turanian tiger
which inhabited Central Asia until
the late 1960s. Its disappearance
was caused by colonization and
violent modernization processes
which completely changed the
natural habitat of the lower Amu
Darya river. However, the Turani-
an tiger is still alive in people’s
collective memory, stories, and
dreams. Based on field research
and using a variety of means — the
artist’s native Uzbek language, fas-
cinating sounds, static images of
the actual, deserted landscape,
and vivid archival footage from
the times when the tiger was alive
- the film is a poetic evocation of
a bygone world and other paral-
lel worlds. It refers to a time when

24

nature, animals, and people lived
in trust and mutually protect-
ed each other, a world in which
memory was inherited and further
transmitted. The film connects
the author’s family history to the
collective experience of Soviet
colonial modernity and the loss
of a symbiotic relationship with
the environment. It is only through
keeping ancestral knowledge
alive and transmitting it that the
possibility of healing is preserved.
The film as storytelling embarks
upon this task.

“When | was writing the text, | would let the tiger (Turkestan Tiger is how locals named

the Turan Tiger) embed different souls like a transforming tiger creature. When | connect-
ed the soul of my great grandfather with the tiger, the association functioned well and
the text became clear. Abdul Aziz, my great grandfather, was born in the city of Turkestan
in a time in which there was not a single Central Asian “stan”: there was no division of
languages or nations. People identified themselves by the city in which they were born
or by the river that ran nearby; they would speak Chaghatai (old Uzbek), Persian and
Arabic. He gave me books and writings that remain a mystery to me, texts that | cannot
read, written in Uzbek but with Arabic calligraphy. Uzbekistan has changed alphabets six
times in less than a century, thus written knowledge couldn’t be transmitted and faded
with time ... My great grandfather was sent to a gulag for 11 years when he was only 21
years old. He was one of the few male survivors in the family. He couldn’t come back
to his home; he came back to a different “home” that spoke a different language, where
the values were replaced, and one had to choose whether to belong to one or another
territory. The land was torn apart into the young Soviet Republics. | created a parallel be-
tween the fall of the last Turan Tiger and my ancestors’ life; they lived at the same time, |
guess they faced similar challenges and were hunted. | was lucky to have met my great
grandfather. He wouldn't speak much, as he knew his knowledge didn’t correspond to
the times we were born in and it might hurt us; he only asked each of us “not to forget
who you are” — | believe this sentence embraces all possible known and unspoken nos-
talgias.”

Saodat Ismailova, The Haunted. Introduced by Anders Kreuger, https://www.vdrome.org/sao-
dat-ismailova/

Saodat Ismailova, The Haunted
2017, video, 22 min 30 s.
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Z¥W CHTO DELAT

VA

Chto Delat je umelecky kolektiv zalozeny

v roku 2003, ktory podporuje rézne kultarne
aktivity s ambiciou spéjat politickl tedriu,
umenie a aktivizmus. N&zov odkazuje na ro-
man ruského spisovatela Nikolaja Cernysev-
ského a Leninovu brozaru ,Co robit?”. V roku
2013 Chto Delat iniciovali v Petrohrade Skolu
angazovaného umenia a autondmny priestor
s ndzvom Dom kultary Rosa. Ich umeleckd
prax sa manifestuje v roznych médiach
vratane filmoy, divadelnych hier, rozhlasovych
programoy, ndstennych malieb, konferencii,
workshopov a verejnych kampani. Hlavnymi
¢lenmi su: Tsaplya Olga Egorova (umelkyia,
filmova rezisérkay), Artiom Magun (filozof),
Nikolay Oleynikov (umelec), Natalia Pershina/
Glucklya (umelkyna), Alexey Penzin (filozof),
Alexander Skidan (basnik a kritik), Oxana Timo-
feeva (filozofka), Dmitry Vilensky (umelec) a
Nina Gasteva (tane&nd umelkyria).

Nova slepd ulicka #17: Letna
Skola pomalej orientacie

v zapatizme (The New Dead
End #17: Summer School of Slow
Orientation in quqtismo), 2017.

Vo svojom sldvnom Siestom vy-
hldseni z lacandonského pralesa
sa zapatisti podelili o svoj sen o
zapatistickych velvyslanectvéch,
ktoré by sidlili po celom svete, aby
spojili sily v boji proti neoliberaliz-
mu. InStruktdzny film skupiny Chto
Delat vznikol z o€akdvania tychto
velvyslancov: v rdmci priprav na
ich ndvstevu je skupina pozyvané
premysrat o zapatistickych mys-
lienkach a zapojit sa do spolo¢-
ného Zivota. Film reflektuje proces
spolo&ného bytia v sdzvuku so
spdsobom Zivota zapatistov pocas
intenzivnej letnej Skoly na dadi
za Petrohradom. Ako Ustrednd
sa vynorila otdzka, ako by mohli
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nedomorodi ludia z Ruska so svo-
jou politickou zatazou praktizovat
principy zapatistov a mozno zme-
nit svoj vlastny Zivot a spolo¢nost.

JParafrdzujac Godardovu vyzvu robit
filmy politicky, robit film zapatisticky
neznamena natocit film o zapatistickom
hnuti, ale naopak, znamena to urobit film,
ktory vychadza zo samotnych zapatis-
tickych metéd. Preco sa treba ucit od

zapatizmu? PretoZe svet, na ktory sme
zvyknuti, sa zrazu zmenil, a staré spdso-
by zapdjania sa do politického boja uz
nefunguja. Stojime tvéarou v tvar potrebe
hladat nové cesty. Mozno zaé&inaja v
Chiapase. [..] Nechceme kopirovat kulta-
ru zapatistov — td nadm nepatri. Namiesto
toho sa chceme ucit duchu zapatizmu,
ktory patri vSetkym. Ako sa méZzeme my,
ludia z Ruska, ucit zapatizmu a navyse sa
pokusit postavit nase principy umeleckej
tvorby (vypozickou) na uréitych pra-
vidlach pre priamu akciu, ktoré vycha-
dzaju z redinej Zivotnej praxe [..]? Zapatis-
ti hovoria: ,Nemusite ist do Chiapasu,
aby ste sa stali zapatistami. Mali by ste
zostat na svojom mieste a zmenit situ-
aciu okolo seba.” My sme umelci. NaSou
zodpovednostou je umenie. Toto je ob-
last, ktord méZzeme zmenit. Tu rozvijame
svoje vlastné zapatistické principy.”

Tsaplya Olga Egorova (Chto Delat), Making
Films Zapatistically, v texte When the Roots
Start Moving. First Moment/To Navigate
Backwards/Resonating with Zapatismo. Eds.
Alessandra Pomarico, Nikolay Oleynikov,
Archive Books & Free Home University, 2021.

,Realita nasho kazdodenného urbdnneho Zivota — v Putinovom Rusku v druhej dekade
dvadsiateho prvého storoCia — sa vyrazne lisi od reality chudobou postihnutych
vidieckych komunit v Mexiku. Zaroven [...] je tu podobnost, rast nerovnosti, dopad
kapitalistickej globalizacie, ni¢enie tradi¢nych foriem kazdodenného Zivota, margi-
nalizacia antikapitalistického boja a represie [..] Isli sme do Chiapasu [..] s tym, Ze
chceme pochopit, ¢o sa v nasich vztahoch, v nasom chépani spolo¢nosti, boja a
kolektivnosti zvrtlo nespravnym smerom |[..] nase stretnutia v Chiapase nepotvrdili
ani nepochovali nase domnienky, len transformovali otazky.”

Dmitry Vilensky, Unlearning in Order to Learn (with a little unseen help from the Zapatistas),
v texte When we Thought we Had all the Answers, Life Changed the Questions, katalég MUAC,
2017, Mexico City.

Chto Delat, Nova slepé ulicka #17:
Letné Skola pomalej orientacie

v zapatizme (The New Dead End
#17: Summer School of Slow Orien-
tation in Zopotismo), 2017, film, 90 min
36 s, realizacia: Nina Gasteva, Tsaplya Olga
Egorova, Nikolay Oleynikov a Dmitry Vilensky.
Strih: Tsaplya Olga Egorova; Choreografia:
Nina Gasteva.
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GRO SE Chto Delat, an artistic collective
m‘é;D ﬁ?e founded in 2003, supports a
variety of cultural activities with

the aspiration to merge political theory, art,
and activism. The name refers to the novel
by Russian writer Nikolai Chernyshevsky, and
Lenin’s publication “What is to be done?”.

In 2013, Chto Delat initiated The School of
Engaged Art, in St. Petersburg, and an auton-
omous space called Rosa House of Culture.
Their artistic practice manifests through
arange of media including films, theater
plays, radio programs, murals, conferences,
workshops, and public campaigns. Its core
members include Tsaplya Olga Egorova
(artist, film director), Artiom Magun (philos-
opher), Nikolay Oleynikov (artist), Natalia
Pershina [ Glucklya (artist), Alexey Penzin (phi-
losopher), Alexander Skidan (poet and critic),
Oxana Timofeeva (philosopher), Dmitry Vilen-
sky (artist) and Nina Gasteva (dance-artist).

The New Dead End #17: Sum-
mer School of Slow Orientation
in Zapatismo, 2017.

In their famous Sixth Declara-
tion of the Selva Lacandona, the
Zapatistas shared the dream of

a Zapatista Embassy ready to
settle around the world to con-
nect struggles against neoliber-
alism. Chto Delat’s learning film
emerged from the anticipation

of such ambassadors: to prepare
for their visit, a group is invited

to reflect on Zapatista ideas and
to engage in communal living.
The film reflects the process of
being together, in resonance with
the Zapatista way of life, during
an intensive summer school in a
dacha outside St Petersburg. How
non-indigenous people from Rus-
sia with their political burdens
could practice Zapatista prin-
ciples and possibly change their
own lives and society became
the central question.
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“Paraphrasing Godard'’s invitation to make
films politically, making a film zapatistically
does not mean making a film about the
Zapatista movement, but instead, it means
making a film that arises from the Zapatista
methods themselves. Why does one need
to learn from Zapatismo? Because the world
we are used to has suddenly changed
and the old ways of engaging in political
struggle no longer work. We are faced with
the need to search for new paths. Perhaps
they start in Chiapas. [...] We do not want to
copy Zapatista culture — it does not belong
to us. Instead, we want to learn the spirit of
Zapatismo, which belongs to all. How can
we, people from Russia, learn Zapatismo,
and moreover, try to create our principles
of art production (borrowing) on certain
guidelines for direct action based on real
life practice [..]? The Zapatistas say: “You
don’t need to go to Chiapas to be a Zapa-

tista. You should stay in your own place and

change the situation around you.” We are
artists. Our responsibility is art. This is the
territory we can change. This is where
we develop our own Zapatista principles.”

Tsaplya Olga Egorova (Chto Delat), Making
Films Zapatistically, in When the Roots Start
Moving. To Navigate Backwards/ Resonating
with Zapatismo. Eds. Alessandra Pomarico,
Nikolay Oleynikov, Archive Books & Free Home
University, 2021.

TRE LR AP LR E

“The reality of our everyday — urban lives in Putin’s Russia in the second decade of the
twenty-first century — differs in essential ways from the reality of poverty-stricken rural
communities in Mexico. At the same time [...] there is a similarity in the growth of inequal-
ity, the influence of capitalist globalization, the destruction of traditional forms of every-
day life, the marginalization of anti-capitalist struggle, and repression [..] We went to
Chiapas [..] wanting to understand what, in our relations, in our understanding of society,
struggle, and collectivity, had gone awry |[..] our meetings in Chiapas did not confirm or
refute our suppositions, they simply transformed the questions”.

Dmitry Vilensky, in Unlearning in Order to Learn (with a little unseen help from the Zapatistas),
in When We Thought We Had All the Answers, Life Changed the Questions, MUAC catalog, 2017,
Mexico City.

Chto Delat, The New Dead End #17:
Summer School of Slow Orientation
in Zapatismo, 2017, film, 90 min 36 s. real-
ized by Nina Gasteva, Tsaplya Olga Egorova,
Nikolay Oleynikov and Dmitry Vilensky. Editor:
Tsaplya Olga Egorova; Choreography: Nina
Gasteva.
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TEW KITTI
GOSZTOLA
& BENCE
GYORGY
PALINKAS

Kitti Gosztola sa narodila v roku 1986 v ma-
darskom Székesfehérvari. Vystudovala malbu
na Madarskej univerzite vytvarnych ument

v Budapesti v roku 2012, kde v sG€asnosti pokra-
Cuje umeleckym doktorandskym programom.
Zameriava sa na estetiku a politiku prirodnych
vied, od §tadia materialit po vyskum v archi-
voch a kolaborativne projekty. V poslednych
rokoch vystavovala svoje diela v celom rade
institGcii, vrdtane Art Encounters Biennale
v Temesvari, MSUB v Belehrade, Archabbey
v Pannonhalme, Mazea kréala sv. Stefana v Szé-
kesfehérvari, Trafé Gallery a Ludwig Mdzeum v
Budapesti, prvého a druhého ro¢nika OFF-Bien-
nale Budapest a Kisterem Gallery v Budapesti.
Ziskala Smohayovu cenu a Cenu Klary Herczeg.

Bence Gyérgy Pdlinkas sa narodil v roku

1988 v Madarsku. Pracuje na kolaborativnych
umeleckych projektoch, vedie experimentaine
kurzy v oblasti verejného vzdelavania, vytvara
postdramatické divadelné predstavenia.
Venuje sa umeleckému doktorandskému sta-
diu na Madarskej univerzite vytvarnych umeni

v Budapesti. Bol hostujucim vyskumnikom na
Slade School of Fine Art — UCL v Londyne, ako
aj v Centre vychodoeurépskych stadiina
Varsavskej univerzite.

Ako umelecka dvojica spolupracujd od
roku 2016.

V Styridsiatych rokoch 19. storocia
sa do zédhrady v Leidene dostala
jedna kridlatka japonské a ¢oskoro
ju Spolo¢nost pre polnohospo-
darstvo a zahradnictvo v Utrech-
te vyhlasila za ,najzaujimavejsiu
okrasnu rastlinu roka”. Rastlina sa
vdaka méde divokych zéhrad za-
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¢ala §irit v Eurépe, najmad v Spoje-
nom krdlovstve. Kridlatka sa teSila
oblube, kym zostala poslusnym
prvkom ¢lovekom vytvorenej kra-
jiny. Zivotaschopnd okrasnd rastlina
v8ak €oskoro unikla z mdrom obo-
hnanych zdhrad a v duchu svojej
prirodzenosti zacala s ,invaziou”
do svojho okolia.

Na Zdpade sa tento druh dnes
povaZuje za Skodlivy a nebezpec-
ny, pretoze dokdaze znicit l'udskad
infrastruktdru a je velmi tazké ho
eliminovat. Vo svojom prirodzenom

prostredi v Japonsku je vSak do-
lezitym prvkom v sopecnej krajine,
pomdha stabilizovat kyslé sutiny,

ukladat Ziviny a prispievat k tvorbe
pody. V meste robi to isté s betd-
nom, vytvarajac novy ekosystém v

nehostinnom urbdnnom prostredi.

Dlhodoby projekt Kitti Gosztoly a
Benceho Gyoérgyho Palinkdsa Uto-
pia divokej zahrady (Wild Garden
Utopia), 2018 — dalej, rozkvita na
buducich troskdch ndsho zni¢eného
ekosystému, kde zem ovldadla inva-

zivna kridlatka japonskd, kl'a€ovy zdroj pre prezitie 'udi. Dielo nadobudalo
v priebehu rokov rézne formdaty. Umeleckd dvojica tato rastlinu vyuzivala
ako jedlo, na vyrobu pristreSkov a konstrukcii, na vyrezdvanie hudobnych
ndstrojov. Tieto formaty aktivovali filmami, workshopmi a réznymi komu-
nitami. Nové stvdarnenie tohto diela v tranzite sa zamysla nad vztahom
medzi prirodou a €lovekom prostrednictvom masiek a figurin vyrobenych
z kridlatky japonskej. Ritual palenia slamenej figuriny (na Slovensku
zndmej ako Morena) sa v réznych podobdch vyskytuje po celej Eurbpe

aj v mnohych inych kultGrach po celom svete (vratane byvalych kolé-
nii). Casto sa spdja s dvoma bodmi v roku: s vyhananim zimy a sadenim
semien pocas skorej jari, a neskdr s prvou Zatvou. S Morenou a s kridlatkou
japonskou sa zaobchddza podobnym spdsobom, obe €asto podstupujd
sériu likvidaénych procesov, vratane trhania Siat a listov, rezania, palenia
a utopenia. Pozadie a rdmec diela tvori séria grafik zobrazujdcich po-
stapokalyptickd utdpiu, v ktorej st l'udia Uplne zavisli od kridlatky japon-
skej — jedinej dostupnej rastliny, ktord im poskytuje potravu, oble€enie,
pristresie i materidl na vyrobu ndstrojov.

,V nasej utépii namiesto zelenej xenofébnej démonizacie kridlatky japonskej povazujeme
sami seba za sticast tohto ekosystému... Nasa fusion kuchyrna kombinuje tradicné itadori
(japonsky ndazov rastliny) so zapadnymi prvkami. Staviame nomadske Struktary in$pirova-
né Buckminsterom Fullerom. Vytvarame hudobné nastroje, ktoré st bezné po celom svete.”

Kitti Gosztola & Bence Gydrgy Pdlinkas, vyjadrenie umeleckej dvojice

Kitti Gosztola & Bence Gyoérgy
Palinkds, Utépia divokej zahrady
(wild Garden Utopia), 2018 - dalej.
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GRO SE Kitti Gosztola was born in 1986
m&n F,?G in Székesfehérvar, Hungary. She

graduated from the Painting De-
partment of the Hungarian University of Fine
Arts, Budapest in 2012, where she is currently
pursuing her DLA degree. She focuses on
the aesthetics and politics of natural sci-
ences, from tackling materialities to archival
research and collaborative projects. In
recent years, her works have been exhibited
at an array of institutions, including the Art
Encounters Biennale in Timisoara, MSUB in
Belgrade, the Archabbey of Pannonhalma,
the King St. Stephen Museum in Székesfe-
hérvar, Trafé Gallery, the Ludwig Museum
— Museum of Contemporary Art in Budapest,
the first and second years of OFF-Biennale
Budapest and the Kisterem Gallery in Buda-
pest. She has been awarded the Smohay Prize
and the Klara Herczeg Prize.

Bence Gyorgy Palinkas was born in 1988in
Hungary. He works on collaborative art proj-
ects, holds experimental classes in public
education, and creates pieces of postdra-
matic theater. He is a DLA student at the
Hungarian University of Fine Arts, Budapest.
He was a guest researcher at the Slade
School of Fine Art — UCL, London and at the
Center for East European Studies at the
University of Warsaw.

The artists have been working together
since 2016.

A single Japanese knotweed
arrived at a garden in Leiden in
the 1840s and soon it was named
the “most interesting ornamental
plant of the year” by the Soci-
ety of Agriculture and Horticul-
ture, Utrecht. The plant started to
spread around Europe, mostly

in the United Kingdom, thanks to
the fashion of wild gardens.

The ornamental plant was pop-
ular as long as it remained an
obedient element of the human-
made landscape. But the vigor-
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ous knotweed soon escaped the
confines of gardens and started
to act naturally, “invading” its en-
vironment.

This species is now perceived in the
West as harmful and dangerous as
it can destroy human infrastruc-
tures and is especially hard to elim-
inate. However, in its natural habitat in
Japan it is an important pioneer in
volcanic landscapes helping to sta-
bilize acidic debris, store nutrients
and contribute to soil formation. In
the city, it just does the same with
concrete, creating a new ecosys-
tem in the hostile urban setting.

Kitti Gosztola and Bence Gydrgy
Palinkas’ ongoing Wild Garden
Utopia (2018 -) flourishes on the
future ruins of our destroyed
ecosystem, where the land is
dominated by the invasive Jap-
anese knotweed, a key resource
for human survival. Activated
by films, talks, workshops and
different communities, the work
has taken on various formats
over the years, during which

the artists have used the plant for food, to build shelter and structures
and to carve musical instruments. In its new iteration at tranzit, the work
reflects on the relationship between nature and humans through masks
and figures made of Japanese knotweed. The ritual of burning straw
effigies (known as Morena in Slovakia) exists in various forms throughout
Europe and around the world (including the former colonies), and is often
associated with two moments in the year, namely scaring winter away
and planting seeds in early spring and later during the first harvest. There
is a connection between the treatment of the Morenas and the Japa-
nese knotweed, both of which often go through a series of elimination
processes, including the tearing of clothes and leaves, slashing, burning
and drowning. A series of prints provide further background and setting for
the work, describing a post-apocalyptic utopia where people have become
completely dependent on Japanese knotweed for their survival as the only
available plant which provides food, clothing, shelter and materials for tools.

“In our utopia instead of the green xenophobic demonization of the Japanese knotweed,
we consider ourselves as part of this ecosystem... Our fusion cuisine combines traditional
itadori (the Japanese name of the plant) recipes and Western elements. We build Buck-
minster Fuller-inspired nomadic tensegrity structures. We make musical instruments that
are common around the world.”

Kitti Gosztola & Bence Gydrgy Pdlinkas, artist’s statement

Kitti Gosztola & Bence Gyoérgy
Palinkdas, Wild Garden Utopida,
2018 - ongoing
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EMILIA
RIGOVA

Emilia Rigovéa sa narodila v roku 1980

v Trnave na Slovensku. Studovala kamenoso-
charstvo na bratislavskej Skole umeleckého
priemyslu Josefa Vydru a sochu na Aka-
démii umeni v Banskej Bystrici. Pracuje

s inStaldciou, performanciou, videom a grafi-
kou a zaujima ju vyuzitie sochdrskych principov
v digit@lnej oblasti. Zameriava sa na otdzku
(vlastnej) identity, napatie medzi socialnymi
konstruktmi a subjektivne prezivanou rea-
litou. Vo svojej tvorbe skima otdzky rodovej,
rasovej a etnickej prislusnosti, najma vztah
medzi Rbmami a vacsinovou spoloénostou.
Témy socidlnych a kultarnych stereotypov a
politiky tela rozpractva prostrednictvom
svojho alter ega Bari Rakloéri, ktoré vytvorila
v roku 2012. VyuZiva ho na dekonstrukciu a
rekonstrukciu reprezentdcie romskych zien
v zdpadnom umeleckom kénone a v sa-
casnej kultare. Jej tvorba maé aj aktivisticky
rozmer vyrazne pritomny v kolaborativnych
projektoch realizovanych ako intervencie vo
verejnom priestore. Emilia Rigova vyucuje
na Katedre vytvarnej kultlry Pedagogickej
fakulty Univerzity Matej Bela v Banskej Bystrici
ana Barvalipe Academy v Berline. Je lau-
redtkou Ceny Oskara Cepana (2018) a Ceny
Muzea romské kultury (2020).

List z budlicnosti (Letter from
the Future), 2019-2022, je intimna
spoved o (ne)moznosti realizovat
spolo€enskl utdpiu. Je idedl
spravodlivej spolo€&nosti nedo-
siahnutelny? SG emancipa¢né
a sebaur¢ovacie snahy Rémov
povazované za neUspedné? Je
tdzba po hrdosti a uznani za to,
¢im sme, najmé v pripade R6-
mov, odtrhnutd od reality? V liste
kontrastuje projekcia Matky, silnej,
aktivistickej romskej Zzeny veria-
cej v lepSiu budicnost, v ktorej
sa Rbmom podari ziskat uznanie
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vacsiny, a roz€arovand retrospek-
tiva jej Dcéry tvorend dystopi-
ckou st€asnostou. Té je bolestivou
vypovedou o diskrimindcii a nespra-
vodlivosti, ktord sa deje uprostred
klimatickej katastrofy a ukazuje,
Ze nie sme rovnako ohrozeni, a ti,
€o boli dlho odsuvani na okraj spo-
lo€nosti, trpia eSte viac. MéZzeme sa
v8ak pytat, €o je silnejSie, pokial
ide o spolo¢enskl predstavivost?
Nadsené vyjadrenie nddeje v lep-
§iu budlcnosti pre nds vsetkych
alebo znepokojivy popis bezndde-
je, ktory naliehavo vola po prekona-
ni zotrvacnosti?

Toto dielo bolo prvykrat uvedené ako Cita-
nie-performancia v ramci programu Upon Us
All Equally. tranzit statements for the future v

National Dance Center v Bukuresti
v roku 2019.

Emilia Rigovd, List z budicnosti
(Letter from the Future), 2019-2022,
zvukové dielo, 16 min 39 s. Text, 2019: Daniela
Kovacovd, Emilia Rigovd; zvukova nahrévka,
2022: Emilia Rigova

Miri Barori,

Pisem Ti tento list, aj ked viem, Ze si eSte mala, a dnes nebudes rozumiet tomu, ¢o Ti tu zanechavam.
Vedz, Ze mi je lito, e Ta dnes neukladdm do postielky a neéitam Ti z jednej z nasich oblibenych knih.
Stéle Ti opakujem, ako Ta libim, a Ty vies, e to je nespochybnitelnd pravda vpisana do méjho tkaniva
ako DNA.

Aj ked nie som pri Tebe, myslim na Teba, a tak pisem tieto riadky. Podarila sa nam velka vec, ktorej
dosah ani ja teraz neviem docenit; ale difam, Ze Ty jej vyznam uvidis. Dlho sa vo mne méj romsky pévod
bil s predstavou toho, kym by som chcela byt. Zapas to nebol lahky, ako vsetko, Co je v Zivote zdsadné.
0 tie najdélezitejsie veci v Zivote sa musime pomyselne pobit, to si pamétaj. Ni¢ dobré nepride samo
bez usilia specatujiceho jeho délezZitost.

Dnes som hrdou Romkou a nevnimam tito charakteristiku ako moju zdsadnu odlisnost. Som tou, ktora
chce, aby aj ostatni boli pysni na to, kym su a co za dedicstvo si so sebou nesu, alebo ak budi chciet,
niest mézu.

Vies, Ze posledné dni som bola doma maélo. Hovorila som Ti o tej velkej veci, ktoru chystame, a dnes
Ti méZem povedat, Ze sa to podarilo. Mdm pre Teba sen, v iom si slobodna Zena, vzdelana a nestig-
matizovana pévodom. Hrdo kraéas po ulici s vedomim, e svet je tu pre Teba, moja Barori. Vidim Ta
Stastnd, Ziarivu a spokojnu, naplnenu ocakdvaniami v krajine, ktora vie, kym si, a je na to hrda. Ako
mama difam, Ze ked'budes citat'tieto slova, nebudi prazdne a marne, ale bud Zivé a farebné. Budes
sa usmievat'a slnko Ti bude hrat'na tvari hru s tiefimi.

Miri Dajori, draha mama,

V poslednej dobe na Teba a Tvoje slova ¢asto myslim. Niekedy sa aZz hanbim sama pred sebou, Ze som
v podstate rada, Ze tu som mnou nie si a nevidis tak, ako ten svet, Tebou vybdjeny, nakoniec s odstupom
plyniceho casu vyzera.

Stale zijem v Banskej Bystrici. V meste Tebou tak kritizovanom, ale v hibke Tvojej duse ltibenom. Pa-
matam si, ako si mi vZdy vravela, Ze pre nas romacky sen niet lepSieho casopriestorového umiestnenia
nez na zaciatku 21. storocia v Banskej Bystrici — srdci strednej Europy.

Neubranim sa slzam pri spomienke na to nadsenie, ktoré doma vladlo, po vasich, na nase pomery re-
voluénych myslienkach a ¢inoch. Nasa obyvacka casto pripominala diskusny klub, kde sa v opare tvojej
kuchyne vznasali slova boja za spravodlivost, rovnost a lepsiu budicnost nielen pre Romov, ale pre
vSetkych. Ta pycha v Tvojich oCiach, ked'si dokdzala nadchnut dav, prinavratit mnohym hrdost na svoj
casto zapierany romsky pévod, ma azda boli najviac.

Plna nadeje si sa pozerala do budicna a ja som vedela, Ze ta budicnost, za ktoru bojujes, je lepsou
budicnostou pre mna.

Nase mesto sa v svojich hrubych rysoch nezmenilo. Stale tu viacmenej stoja budovy, ktoré by si si pa-

maétala, len su oStchanejsie, sedivejsie. To, ¢o sa vsak zdsadne zmenilo je moje poznanie, Ze Tvoje sny
zostali a zrejme zostani len snami.
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Ked'nad tym premyslam, stale by to mohlo byt’mesto, ktoré mi prirastie k srdcu. Avsak v tychto drioch

sa len neobratne don vtiera a i tak tam stale nenachadza miesto. Zvadza so mnou boj, chce sa usadit’

v normalite mdjho Zitia netusiac, Ze normalita je posledna vec, ktoru dnes dostanem. Vsetky veci, ktoré
si paméatam z detstva, zakladna ludska dobrota, teplo objatia blizkeho cloveka a prahobycajna istota,
s ktorou sme chodili po uliciach sa nenadvratne stratili. 0disli spolu s tym, ako zmizli krasne rana, teplé
nedelné rariajky, spev vtdkov slubujiicich pekny defi. Co je asi najsmutnejsie na tychto drioch, je to, Ze
miesto tak délezité, ako je domov, uz neexistuje.

Po Tvojom odchode som si myslela, Ze nic horsie nez Tvoja smrt'ma stretnit'neméze. Ten rozklad méjho

sveta zapricineny stratou Teba ako jeho vztyéného bodu bol sklucujuci. Ludia vsak mali pravdu, ked’

vraveli, Ze ¢as sice tito ranu nezahoji, ale Tvoju aktudlnu nepritomnost zaplnia spomienky na Teba a
vnitorny rozhovor, ktory s Tebou vediem vlastne nepretrzite. O to viac ma ni¢i vedomie, Ze som rada,
Ze nevidis, ako teraz Zijem. | preto maj hlas uticha.

Nestudujem na univerzite, ako si si vZdy priala. Necitam ani knihy, nepociivam Tvoje platne. Predala
som ich. Méj pévod nie je dovodom na hrdost, a ak tak aspon nie na hrdost'verejne prezentovani. Skry-

vam sa, nechcem byt'vidend, a tak len preZivam.

Vsetko sa dialo pomaly, ked'sa pozeram do minulosti, mam pocit, Ze by som vedela v ¢ase zastavit tie

zasadné momenty. No ked'’sa diali, nik ich nevnimal. Keby som len teraz mohla, keby som len mohla ist’

spdt, ozvat'sa, hlasno zakricat, ako ked'si Ty kricala ,Romani zor a Keres kultura“. Zakricala by som:
.50 shan khore?“ Nezakricila som vsak nic, spolu s ostatnymi som ucupene mlcala a ¢akala, ¢o sa sta-
ne. A nestalo sa toho malo.

Dlho sme pocivali v spravach o dalsich prichadzajtcich vinach hortcav, Zili sme ich, potili sa, staZovali
sa, no ni€ viac. Zili sme ako dovtedy, z éasu na éas v smiitku, z éasu na &as radostne. V nedelu sme
sa vZdy stretli a spominali na vds, co tu uz nie ste. Mali sme svoje sny, lasky a malicherné problémy.
Malicherné preto, Ze dnes vsetko, co bolo, vyznieva snovo, tak vzdialene. Po vsetkom zostalo len tupé
prazdno, ktoré vo svojej nicote boli tak, az neviem popisat, coho sa dotyka a o rica.

Jedného horiceho dna uz neviem kolkého suchého leta som isla do potravin po maly nakup. To bolo
asi prvykrat, kedy som pochopila, Ze ni¢ uz nebude tak ako predtym. Ved'vies, Ze na malé ndkupy sme
chodili len sporadicky, plna chladni¢ka bola zdkladom tepla domova (viem, Ze teraz by si sa pousmiala,
ten usmev ma nikdy neopustil). Obchod huéal prazdnotou. Myslela som, Ze je to len povestna chyba
v zasobovani. Chcela som tak nakdpit aspon to, ¢o bolo — pecivo a nejaké balené potraviny. Pristupila
som k regalu, ked’som na svojom chrbte ucitila ruku, ktora ma silnym pohybom na stranu odstvala
s pokrikom: ,,To nie je pre Teba!”

Ked'si na to spatne spominam, bolo to prvykrat, éo som si uvedomila, Ze odteraz existuje My a Vy. Ze My
nie sme to, ¢im ste Vy, a Ze tak nemame rovnaké prava. Sme pritaz, sme zvery, s ktorymi sa superi o zdro-
je. Sme prekazka, sme na obtiaz, a ak chceme prezZit musime byt neviditelni. Zas a znova.

Nemam Tvoju silu a chcela by som verit, Ze i v tychto drioch by si ju mala Ty, miri dajori. NemdéZem
prekrocit svoj tien a popisat Ti podrobne, ¢o Zijem. Aj preto, Ze hoc neverim, neubranim sa strachu, Ze

ak existuje nejaké nebo, budes pocut, ¢o tu teraz hovorim, a budes trpiet’ tak a este viac, ako trpime my.

Na svoje dno padam casto. Niekedy hladom, niekedy potupou a poniZenim, niekedy len strachom. UZ sa
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nebojim o seba, predstava smrti ma v tychto diioch nedesi, tak ako tomu byvalo. Zivot vo svojej suro-
vosti je strasnejsi. Narastli mi dlhé nechty, ktoré zabaram do svojich stehien vZdy, ked’'ma svet obopina
prilis tesne. Myslievala som si, Ze Zivot v svojom trvani . prirodzene” speje k moZnosti vlastného zlyha-
nia. Teraz vidim, Ze zlyhanie nie je mozZnostou, je predikciou, proroctvom toho, kde a kedy Zijes. Nemat’
Sancu na seba, to je realita dneska.

Kazdy den je ubijajico rovnaky. Zacina prebudenim a apatiou, ktora strieda sny, ak sa teda spat'da. Nas
krasny byt, ktory si si tak hyckala, slizi teraz mnohym z nas. Neexistuje spdlna, obyvacka, kuchyna,
je to len plocha k prespaniu. Rano sa vydavam po vodu. V kipelni, kde uz neteéie (aka to bola kedysi
samozrejmost), mam stale Tvoje staré zrkadlo. UZ sa doi nepozeram rada. Moja hola hlava je taZivym
svedectvom dni, ktoré Zijeme. Dnes musime byt praktické, vody je malo, vlasy musia ist' prec. Po Tebe
som ako romni rozpoznatelna, ¢o mi veci komplikuje. V rade na vodu stojim vZdy vzadu, dostane sa na
mna, az ak zvysi. Trocha zvysi relativne casto, takZe este stale sme na tom dobre, ak si spomeniem na
inych, pre ktorych je vystat'si radu problém.

Jedlo sa nestdva pochutinou, je len prijmom energie, pri ktorom rezignujeme na chut. Vsetci smrdime,
ale uz to nevnimame, alebo vnimat nechceme. Sme ako mysi, ¢o sa plyZia ulicami a boja sa kazdého
sumu, kazdej postavy vynarajlicej sa spoza rohu. Musime sa bat, nik z nich nevesti ni¢ dobré. Vsetci
sme vlci, ¢o chcu prezit.

Mami, bojim sa.

Chybas mi.

Tak velmi by som Ta chcela poéut, ako vravis:  Podme si spolu vytvorit svet, v ktorom budeme chiet Zit.”
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}ﬂg’ |ENDG in Trnava, Slovakia. She studied
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Josef Vydra School of Applied Arts and at the
Sculpture Department of the Academy of
Arts in Banskd Bystrica. She works with instal-
lation, performance, video, and graphics, and
is interested in the employment of sculp-
tural principles in the digital realm. She fo-
cuses on the question of (her own) identity,
the tension between social constructs and
subjectively experienced reality. Her work
investigates issues of gender, race, and
ethnicity, especially the relationship between
Roma and the majority society. She elabo-
rates on social and cultural stereotypes and
body politics by means of her alter ego, Bari
Rakléri, which she created in 2012. She uses
it to deconstruct and reconstruct the repre-
sentation of Romani women in the Western
canon of art and contemporary culture.

Her oeuvre also has an activist dimension
markedly present in collaborative projects
realized as interventions in the public space.
She teaches at the Department of Visual
Culture of the Pedagogical Faculty of the
Matej Bel University in Banskd Bystrica and at
the Barvalipe Academy in Berlin. She is the
holder of the Oscar Cepan Award (2018) and
of the Museum of Roma Culture Award (2020).

Letter from the Future, 2019-
2022, is an intimate confession
about the (im)possibility of real-
izing social utopia. Is the ideal of
an equitable society unattain-
able? Are the emancipatory and
self-determining efforts of the
Roma doomed to fail? Is the desire
to be proud and recognized for
what we are, especially in the
case of the Roma, detached from
reality? The letter contrasts the
projection of the Mother, a strong,
activist Romani woman who be-
lieves in a brighter future in which
the Roma succeed in gaining the
recognition of the majority, and
the disillusioned retrospection of
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her Daughter, made from a dysto-
pian present. The latter is a painful
account of the discrimination and
injustice that exists in the midst of
a climate catastrophe and shows
that we are not equally insecure
and those who have long been
marginalized suffer even more.
One might ask however, what is
more powerful with regard to the
social imaginary? An enthusias-
tic assertion of hope in a better
future for all of us or the daunting
depiction of hopelessness, which
calls for an urgent overcoming

of inertia?

This piece was first presented as a read-
ing-performance at Upon Us All Equally.
tranzit statements for the future at the Na-
tional Dance Center in Bucharest in 2019.

Emilia Rigova

Letter from the Future

2019-2022, audiowork, 16 min 39 s. Text, 2019:
Daniela Kovacova, Emilia Rigovd; audio
recording, 2022: Emilia Rigova

Miri Barori, Dear Daughter,

I am writing this letter to You, although You are still too little and today You don’t understand what | am leav-
ing here for You. Please, understand that | am sorry that | am not tucking You in today and reading from one
of our favourite books. | keep telling You how much I love You and You know it's an undeniable truth inscribed
into my flesh just like the DNA.

Although | am not with You, | am thinking of You as | am writing these lines. We have achieved something
great, not even I can estimate its final impact as of now, but | hope You will live to see it. For a long time,
my Romani origin fought a battle inside me against the idea of who | wished to be. The battle was not easy,
everything important comes at a price. Please, keep in mind that we have to fight for the important things in
our lives. Good things don’t come just like that, without any effort.

Today, | am a proud Romani woman and | don't see myself as significantly different from other people. | am
a woman who also wants others to be proud of who they are and the heritage they carry, or which they can
carry if they want to.

I know I've been home very little recently. | told You about the great thing we were working on and today I can
tell You it worked out. In my dream, You are a free and educated woman, unstigmatised by Your origin. You
proudly walk the streets knowing that the world belongs to You, my Barori. | see you happy, serene, content
and forward-looking in a country that knows who You are and is proud of You. As your mom, | hope that when
You read these words, You will not find them empty and vain, | hope they will be colourful and vibrant. You
will be smiling and the sun will cast a playful shadow on your face.

Miri Dajori, Dear Mom,

I've been thinking about You a lot recently, about your words. Sometimes, | am ashamed of myself because,
in a way, I'm happy that You are no longer here to see this world, the world You imagined back then.

I still live in Banska Bystrica. The city that You criticised so often but nevertheless, loved. | remember how
You kept saying that Banska Bystrica at the heart of Central Europe was the best place and the 21st century
was the best time for our Romani dream.

I can’t help but cry when | remember how much enthusiasm we felt after your ideas were acted on, they
were so revolutionary in today’s terms. Our living room often resembled a discussion club where words like
justice, equality, and a better future not only for the Roma, but for everyone floated among clouds of smoke.
The pride in your eyes when You entranced the crowd - so many denied their Romani origin, but You made
them feel proud about it again, I think that memory hurts me the most.

Full of hope, You looked to the future, the one You were fighting for, a better future for me.
The way our city looks has not changed much. You would remember most buildings: they are just more
shabby and grey. But something else has changed - | have realized that your dreams never came true, and

maybe they never will.

When | think about it, maybe I could become attached to this city. But these days, it's trying too hard and
clumsily. It fights me and wants to permeate the reality of my life, clueless that normality is the last thing |
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can reach today. All my childhood memories, basic human goodness, warm hugs from a close person, and
ordinary safety with which we used to walk the streets — they are gone forever. They left along with beautiful
mornings, warm Sunday breakfasts, and bird songs promising nice days. But the saddest thing of it all is
that there is no longer that important place we called home.

After You left, | thought nothing worse than your death could happen to me. The disintegration of my world re-
sults from the fact that | have lost You as its centrepiece, and it has been desolating. People were right, though,
when they said time would not heal this wound but your absence would be replaced with memories, and I've
been talking to You in my mind all the time. All the more, I'm glad that You can’t see me living like this. And that's
why my voice is going silent.

I don’t study at university like You always wished. | don’t read books or listen to your records. | sold
them. There’s no reason to be proud of my origin, or at least not publicly. | don’t want to be seen, I'm
merely surviving.

When | look into the past, | can see the slow evolution, I think | could point out the crucial moments. But when
those things were taking place, no one would notice. If only I could go back and scream aloud like you did:
,Romani zor a Keres kultura“. | would scream: ,So san kore?“ But I didn't, together with the others, | squatted
silently waiting for what was to come. And lots of things came.

For a long time, we would listen to the news about the heatwaves coming, we lived through them, sweated
and complained, but nothing more. We lived just like we had before, sometimes we were sad, sometimes
we were happy. On Sundays we would always meet and remember all of you who had left us. We had our
dreams, loves, and petty troubles. Today, they seem petty, it’s all so far away now. Dull emptiness is all that’s
left, the nothingness is painful, | can’t even describe all the things it touches and ruins.

I no longer remember which dry summer in a row it was — on a hot day, | went to buy some groceries. It was
the first time I realised that nothing will ever be the same. You remember, we would always do lots of shop-
ping, a full fridge was the foundation of our sweet home (I know you'd smile now a little, that smile never left
me). The shop hummed with emptiness. At first, | thought it was just a supply failure. | just wanted to buy a
few things, bread and some packaged food. | stepped towards a shelf when someone shoved me aside from
the back and screamed: “That’s not for you!”

When | remember it, it was the first time I realised there was Us and Them. That We were not Them and we
didn’t have equal rights. We are a burden, animals. They must fight us to win resources. We are an obstacle,
a nuisance, and if we want to survive, we must turn invisible. Once again.

I don’t share your strength, but I'd like to believe that you would have it these days, miri dajori. | cant get out
from under your shadow and describe in detail what | am living. Although I no longer believe in it, I'm still
afraid that if Heaven exists, you will hear my words, and you will suffer even more than us, here.

I keep hitting bottom. Sometimes because I'm hungry, sometimes because they disgrace and humiliate me,
at other times I'm just scared. But | no longer fear for my life, the idea of death no longer scares me the way
it used to. Life is so much worse in its cruelty. | grew long fingernails, | dig them in my thighs when the world
squeezes me too tight. | used to think that in the course of our lives, there is a “natural” possibility that we
might fail. Now | see that failure is not a possibility, it is a certainty, a prophecy of the place and time we live
in. We have no chance to be ourselves today.
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Every day is the same and it's soul-crushing. Every day | wake up and apathy alternates with dreams, that
is, if I can sleep at all. Our beautiful apartment that You cherished so much serves many of us today. There
is no bedroom, living room, kitchen, it’s just an area where we all sleep. In the morning I fetch water. There
is no running water in our bathroom anymore (what an ordinary thing it used to be), but I still keep your old
mirror. I no longer like to look in it. This bald head of mine is a dismal testimony to the days we are living.
Today, we need to be pragmatic, there’s a lack of water, we can't afford to have hair. | took after you and they
can identify me as a Romani, which makes things harder. | am always at the end of the line for water, I'll only
get some after others have enough. That'’s fairly often, so it’s not that bad when you remember there are
people who are unable to stand in line.

Food is no longer eaten for its taste, it only supplies us with energy and no one cares about its flavour. We
all smell bad, but we don't realise it anymore, maybe we don’t want to. We are like mice crawling the streets,
scared by every rustle, by every figure coming around a corner. We must be afraid, they never bring any-
thing good. We have all turned into wolves and focus on mere survival.

Mom, I'm scared.

I miss You.

I would love to hear You say, “Let’s do it the other way around and create a world in which we will actually
want to live.”
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A WORLD OF
MANY WORLDS

A NEW PROGRAM

tranzit.sk’s new program emerges from a critical framework in which today’s
multiple crisis is also regarded as a cultural crisis, the result of modern, colonial, capital-
ist, and patriarchal paradigms that have erased and endangered other forms of life and
ways of knowing, being and relating. Since education is essential for bringing about an
increasingly urgent systemic change in society, our new program builds on the pedagog-
ical potential of art practices and their advocacy for a more just, ecologically sound, and
relationally connected world.

Bringing together echoes of other places, times, and cultures in a wider ecolo-
gy of knowledge, creating conversations among alternative learning spaces, decolonial
thinkers, artistic forms, practices of care, mutual aid, and solidarity, the program strives to
foster relations based on reciprocity, while also opening up new possibilities for collabo-
ration with the local community and those interested in the processes of co-design and
co-creation.

The program'’s title - A World of Many Worlds - stems from an often-quoted
demand of the Zapatistas, the insurgent Indigenous people from Chiapas (Mexico) who,
for almost 40 years, are building their path to autonomy, resisting land grabbing, repres-
sion and abuse, and generating a trajectory toward a “world in which many worlds fit.”
We share their vision of a world based on pluriversal, horizontal, and equitable relations in
which various forms of knowledge are respected and defended.

A World of Many Worlds rearticulates the relationship between tranzit.sk’s re-
search, curatorial, educational activities, and public programs by building a flexible and
porous space where the community is invited to enter and participate. This is reflected
in the way tranzit.sk has been redesigned for the occasion by the architecture studio
Woven through a circular movement connecting the rooms so that the space can be tra-
versed in an uninterrupted flow of elements communicating with each other.

A welcoming and meeting point, the newly established /earning station is cen-
tral in fulfilling several functions: part library, research and learning lab, part display of art
projects, it will host lectures, seminars, workshops, conversations, and participatory activ-
ities. It will also serve as a living archive of objects and relations present in the neighbor-
hood, a seedbed for further projects involving artists, practitioners and local residents.

The elaboration of this long-term program and its inaugural exhibition, Grounding ~
Seeding, co-curated by Alessandra Pomarico, Borbdla Soés and Ovidiu Tichindeleanu,
has been an overlapping process, informed by mutual inspiration, experience sharing
and collective caring. I'm thankful for our collaboration and I believe in its potential for
opening up further co-operations in the near future.

Judit Angel







