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Rozblasime se do daleka: my, ze stredu
€vropy. Nase zkusenosti nestaci na realituy,
ale muzeme fungovat jako jeji biFicoveé.
(Elfriede Jelinek)

Dejiny nedospeli ku koncu. H tak skoro ani
nedospeju. Hpokalypsy dneska sa zajtra
stana Razdodennou reatitou.

(Jean Comaroff a Jobn L. Comaroff)

Spreading the news into the distance, from
Central €urope. Our experience is not enough
for reality, but at least we can function as its
catchpole.

(Elfriede Jelinek)

bistory bas not come to an end. Nor will
it soon. Today’s apocalypse will become
tomorrow’s mundane reality.

(Jean Comaroff a Jobhn L. Comaroff)



Od 90. rokov mame zrejme uz dostatoény odstup na to, aby boli
fetisizovaneé, ostalgizované, modne apropriovaneé aj kRriticky
reflektované. Uz je to jasné. Z ucastnikov, ktori vtedy zazivali “time
of my life”, su pamatnici. £ nas, ¢o sme pristi po nich, sa namiesto
prosperujucej kreativy stal skor kRreativny prekariat. Tento posun
nas provokuje aj taka, no kazdopadne vytvara pobybliva podu pod
nobami, z ktorej je mozné zariskovat’ obliadnutie sa.

90. roky su pre nas pretomovym obdobim politickej demokratizacie,
ideologickej a Rutturnej liberalizacie a prechodu Rk trznému
bospodarstvu. Vel'a umeleckych a Rulturnych aktérov/iek a iniciativ
sa dostalo z undergroundu na vysinie, v ich projektoch a realizaciach
je Zjavna euforia z toho, ze €okol'vek je mozné. Spatne sa vynara
neodbytny pocit, ze sme nikdy neboli blizSie a ze sme to, ako vzdy,
prepasli. Oblasovany koniec dejin akoby €akat ten na to, kedy mu

pritakame, ale my nie!

Az v prvych okamiboch pretamovania zeleznej opony bol vit'azny
narativ formulovany jednoznaéne. francis fukuyama v {ete 1989
opisal pad komunizmu bonosne ako begeliansku postbhistoricka
syntézu protipotlov Studenej vojny v “zapadnua liberainu demokraciu
ako koneénu formu viadnutia.” Stobodni ob€ania boli postaveni
pred vyzvu spinit’ svoju moratnu povinnost’ a nauéit’ sa konat’
podla pravidiel tiberainej demokracie a volI'nébho trbu. Nezdalo sa, z¢
by sme mati na vyber.

The 1990s are probably distant enougb to be fetisbized, ostalgized,
trendsetted and critically reflected. By now it is clear. The
participants who back then experienced the “time of their lives” are
{eft to their memories. Those of us who came tater found oursetves
as the cultural precariat instead of the promised thriving creatives.
This change both provokes and tempts us, but in any case it creates
a ground that sbhifts beneath our feet and makes it possible to risk
tooking back.

In our geopolitical context, the 1990s were a watershed period of
political democratization, ideological and cuttural tiberatization
and the transition to a market economy. Many artistic and cuttural
actors and initiatives emerged from the underground into the
spotlight, and the eupboria that made people believe anything was
possible was evident in their projects and creations. In retrospect,
there was an insistent feeling tbat we bad never been closer and
that, as always, we missed out. The proclaimed end of bistory
seems to be just waiting for us to embrace it, but we didn’t!

The winning narrative was cleartly formulated in the first moments
of breaking the Iron Curtain. In the summer of 1989, francis
Fukuyama described the fall of communism lavisbly as a Hegelian
post-historical synthesis of Cold War counterparts into “Western
tiberal democracy as the ultimate form of government.” free citizens
were challenged to fulfill their moral duty and tearn to act according
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Specifickost’ tejto formy demokracie sme spoznali az neskor.

Podl'a Borisa Budena sme demokraciu prijali ako abistorichy ideal,

v bieloc€iernej opozicii k totalitarianizmu. Tento ideal legitimizoval
noveé, stobodne zvolené, formy utlaku. Buden hovori o zapadnej
forme demokracie ako koloniatnej, ktorej fungovanie predpoklada
pritomnost’ neoliberainebo kapitatizmu. Zapadny triumf v Studenej
vojne vytvoril zdanie, ze tato verzia je jedina a veéna. Zodpoveda
posthistorickej dejinnosti Zapadu, kym dejinnost’ Vychodu chronicky
zaostava. Postkomunistické krajiny musia demokraticky ideatl stale
dobanat’, no ich podrobenie sa globatnemu Rapitalizmu je apiné.

Octavian €Esanu tento spolocenshy imperativ, pestovany od

90. rokov, pomenovat ako nauku o prechode, ’prechodotogiv’
(transitology). Ide o “hegemonny diskurz, ktory v post-sovietshom
priestore zapinil ideologické vakuum, ktoré kedysi obyvat
marxizmus-teninizmus.”

Nekoneény proces prechodu umoznil kolosalny trik: “zaostaté”

a “zaostavajuce” Rrajiny sa stali taboratoriom radikainych

a drastickych neoliberainych experimentov, ktoré by v zapadnej
€Europe, kde este dozivali reminiscencie socialneho statu, neboto
mozné uskutocnit’. Divoku privatizaciu a Rasino kapitalizmus
sprevadzalo nasilie, korupcia, nezamestnanost’ a samovrazdy, €o
bolo ramcované ako nevybnutna dan, €i detsky nedub miadych
demokracii.

to the rules of liberal democracy and the free market. We did not
seem to bave a choice.

The specificity of this form of democracy was not recognized until
tater. Hecording to Boris Buden, we accepted democracy as an
abistorical ideal, in white-black opposition to totalitarianism. This
ideal tegitimized new, freely chosen forms of oppression. Buden
speaks of the Western form of democracy as colonial, the functioning
of which presupposes the presence of neoliberal capitalism. Western
triumpb in the Cold War created the impression that this version

was the ontly and eternat one. It corresponds to the West’s post-
bistoricity, wbile the bistory of the €ast is chronically tagging
bebind. Post-communist countries must constantly catch up with the
democratic ideal, but their submission to global capitalism is absolute.

Octavian €sanu bas named this social imperative, cultivated
since the 1990s, transitology — the doctrine of transition. It
is %3 hegemonic discourse that filled the ideological vacuum once
occupied by Marxism-Leninism in the post-Soviet space.”

The endless process of transition made possible a colossal trick:
the “underdevetloped” and “backward” countries became a laboratory
for radical and drastic neoliberal experiments that would bave been
untbhinkable in Western Europe, where reminiscences of the welfare
state were still surviving. Wild privatization and casino capitalism



Neoliberalizmus prisiel pod roznymi menami — Balcerowiczov

plan, Bokrosov balik €i Klausov Rapitalizmus bez priviastkov — no
prisady boli rovnaké. Rakusky bistorik Philipp Ther ich sumarizuje
ako triadu liberalizacie, deregulacie a privatizacie. Ta sa opiera
predovsetkym o urcujucu rolu ekonomiky, minimaitne viadne zasaby
do podnikania (jeden z motivov rozsiablej privatizacie) a chapanie
c¢loveka ako tvora sebeckébo a dostedne racionailnebo (homo
oeconomicus).

BezecRy pas neoliberalnej terapie pomerne rychlo ukazat, kto viadze
drzat’ krok. Ekonomicky slabsich strbol k zemi ako “nevybnutné
obete”, €1 do€asné odcbhylRy vyplyvajuce z prechodu kRu Rapitalizmu.
Az beztak nizke platy pri stupajucich cenach spadli na polovicu

a d’alej rastli len vel'mi pomaty. Odbory dostali natephku reliktu
komunizmu a potlacali ich €asto aj samotni postkomunisti

a socialisti. Celé regiony sa z nel'atostnych reform nespamatali
dodnes.

Radikaine zmeny ate nedopadati na l'udi len skrz pracu, lez
viacnasobne. V roku 1989 napriklad pol'ska Solidarita v snabe
udrzat’ si svoje Ratolicke Rridlo sublasila so zakazom interrupcii,
ktoreé boli v krajine legalizované uz od 50. rokov. Prava zien odrazu
neboli l'udskymi pravami. Clenkam Solidarity neostavato ni€ iné,

nez zmobilizovat’ aj Sirsiu spoloénost’, €o vyustilo k protestom,
Rritike upozad’'ovania zien v Solidarite a vobec kR nastupu

were accompanied by violence, corruption, unemployment and
suicide, framed as tbhe inevitable toll or childbood iliness of young
democracies.

Neoliberalism came under different names — the Balcerowicz plan,
the Bokros package and Klaus’s capitalism without adjectives,

but the ingredients were the same. Hustrian bistorian Pbilipp

Ther sums them up as a triad of liberalization, deregulation and
privatization. This is based, above all, on the determining rote of
economics, minimal government intervention in business (one of the
motives for large-scale privatization) and the understanding of man
as a selfish and consistently rational creature (homo ceconomicus).

The treadmill of neoliberal therapy bas rather quickly shown who is
able to keep up. The economically weaker have been dragged down
as “necessary sacrifices” or temporary aberrations resulting from
the transition to capitalism. Hiready low wages bave batved with
rising prices, and continued to rise very stowly. Trade unions were
tabelled a relic of communism and were often suppressed by post-
communists and socialists themselves. Whole regions have yet to
recover from the ruthless reforms to this day.

But the radical changes did not just affect people through work,
but in multiple ways. In 1989, for example, Poland’s Solidarity,
in an effort to maintain its Catbolic wing, agreed to ban abortion,
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feministickébo bnutia v Pol'sku. Trhovy liberatizmus redukoval
lF'udskeé prava na ekonomicka stobodu a neoliberatna agenda tak dala
priechod nieten Sovinizmu, ale aj nacionatlizmu a xenofobii.

Sociatlne, ekonomickeé, ale aj kulturne rozdiely medzi
postkomunistickymi Rrajinami a zvySkom €urdpy su pritom dodnes
notoricky vysvetl'ované ako nastedok nasej nezretlosti, zaostavania,
nepripravenosti na demokraciu, €i rovno ako nevybnutny nasledohk
styridsiatich rokov totalitnébo rezimu, stepej ulicky, ktora sa do
Vel'kych dejin jednoducho nezapoc€itava: “nasa skusenost’ na realitu
nestaci”. Realita, teda skuasenost’ zapadnébo sveta a Eurépy, nam
pritom vzdy a donekoneéna tesne unika, nikdy ju nedobebneme,
rovnako ako Hcbilles nikdy nedostibne korytnacku.

Pranice “byvatébo Vychodu” ale nikdy cetkom nezanikli: veda pozdiz
tras sezonnych zberacov ovocia a zeleniny, partii murarov, ktori
odchadzaju do zabranicia stavat’ domy, aby dostali bypotéku na
vlastny, Ropiruja dvojtyzdnoveé pendlovanie opatrovateliek, ktoré
vlastnych rodicov umiestnuju do domovov déchodcov, naviguju
automobilky, aby vytipovali lokaciu s dostato€éne lacnou, ale stale

kvalifikovanou pracovnou sitou.

hoci proroci deregulacie a privatizacie blasali, ze neoliberatizmus
nema porazenych, ate vSetci vit'azime a bohatneme zaroven
s kazdym novym milionarom, ukazalo sa, ze koniec dejin bol zaroven

which bad been tegatized in the country since the 1950s. Suddenty,
women’s rights were not considered human rights. Solidarity
members bad no choice but to mobilize wider society, which resulted
in protests, criticism of Solidarity’s marginatlization of women

and the rise of the feminist movement in Poland in general. Market
tiberatlism reduced buman rights to economic freedom, and the
neoliberal agenda gave vent not only to chauvinism but also to
nationalism and xenopbobia.

The social, economic, but also culturatl differences between post-
communist countries and the rest of €urope are still notoriousty
attributed to our immaturity, backwardness, unpreparedness

for democracy or the inevitable consequence of forty years of
totalitarianism, a dead end tbhat simply does not count in Great
history: “our experience is not enougb for reality.” Ht the same time,
reality, that is, the experience of the Western world and Europe,
escapes us narrowly and endlessly, we never catch up with it, just as
Hcebitles never catches up with the tortoise.

The borders of the “former €ast” have not loosened to this day:
they run along the routes of seasonal fruit and vegetable pickers, of
bricklayers who go abroad to build bouses in order to get a mortgage
for their own, they follow the two-week commutes of caregivers who
put their own parents in retirement bomes, they navigate carmakers
to identify locations with a sufficiently cbeap yet skilled workforce.



pre mnobych apokatypsou. Tieto apokalypsy sa dnes, tridsat’
rokov neshkor, stati nasou kazdodennost'ou a namiesto zotrvavania
v ultimatnom blahobyte a v slobode liberainej demokracie celime
zaniku l'udstva a mnobych d’atSich drubov.

Ma este vobec zmysel a mame esSte silu rozvijat’ imaginaciv inym
ako dystopickym smerom? HRo pristupit’ kR euforii a zmyslupinosti
devat'desiatkovych umeleckych projektov a neupadnuat’ pritom do

nostalgie, ¢i spomienkového eskapizmu?

Amelci boli rokom 1989 postaveni pred dilemu, akym spésobom,
a €i vobec, sa podielat’ na sprave veci verejnych. J¢ na mieste
usilovat’ sa zladit’ siobodné povolanie s ucast’ou na spolutvorbe
smerovania Rrajiny? Revolucia predsa umelcov od politickej
angazovanosti koneéne ostobodila a beztak maja ¢o robit’, aby sa
umenim uzivili.

Potitiku v porevoluénom obdobi mnobi nad’alej spajali s viadnou
garniturou. dmelkyniam a tvorcom sa ate naskytli moznosti
slodobnejsieho prejavu, pobybu a tiez priamejsej, intenzivnejsej
ucasti na spolocéenskom zivote. Synergickym motivom bolto pre
mnobhych organizovanie verejnych podujati: zacali vo vel’kom
zakladat’ a viest’ kluby, zdruzenia, spolky, spoloénosti, nadacie
a d’'alsie telesa, ako aj festivaly, sympozia, Rampane, protesty ¢€i
strajky.

Hithougb the propbets of deregulation and privatization argued
that neoliberalism bad no losers, and that we were all winning

and getting richer with each new millionaire, the end of bistory

bas proved to be an apocalypse for many. These apocalypses bave
become our daily reality today, thirty years later, and ingtead of
basking in the ultimate prosperity and freedom of tiberal democracy,
we are facing the extinction of bumankind and many otbher species.

Does it still make sense and do we still bave the power to develop
anything otber than dystopian imaginaries? How to approach the
eupboria and meaningfuilness of nineties art projects without falling
into nostalgia or remembrance escapism?

In 1989, artists were faced with the dilemma of bow, if at all,

to participate in public life. Is it appropriate to seek to reconcile

a creative profession with participation in co-creating the direction
of the country? Hfter all, the Revolution finally freed artists from

political involvement but they still bave work to do in order to make
a living through art.

Politics in the post-revolutionary period continued to be associated
by many with the government. however, artists and creators were
given opportunities for more free expression, movement and atso
more direct, intensive participation in social life. H synergistic
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Pozornost’ a energia venovana v porevoluénom obdobi formam
organizovania sa uzko suvisela s prebiebajucou spoloéenshkou
reorganizaciou. Moznost’ zdruzovat’ bola dovtedy podmienena
toajatitou voc€i Statnemu aparatu a stuzila tak predovsSethym na
manifestaciu oficiainej politickej ideologie. V 90. rokoch sa naopak
stala jednym zo sposobov, ako sa na reorganizacii podielat’.
Podobne ako pre tvorivé neoficialne spolocenstva 70. a 80. rokov,
synergickym motivom bolo vyuzivanie podmienok “vzajomnej
vymeny a intenzivne prezivanébo okamziku.” pPre umelecké
organizacie rokov 90-tych sa zo situacie spoloéne prezivaného
casu stala vec verejna. Dejiska podujati sa rozsirili zo sukromia

a periférii na verejne dostupneé priestranstva, priestory a média.
K ucastnikom z okrubov priatel’'ov pribudli znami, ich znami

a Sirsia verejnost’.

Pre umeteckobistoricky diskurz o strednej Europe 90. rokov je dnes
ustrednou jedna organizacéna topolégia — siet’, primarne spajana
80 siet’'ou Sorosovych centier sucasného umenia (SCCH). Hktivity
samoorganizovanych umeleckych iniciativ v porevotluénom obdobi sa
oproti nej javia ako efemeérne, okrajové snaby bez vel’kého vplyvu.
Pritom ate mali s SCCH aj ¢osi spoloéné: zdiel'ali demokratické
idealy, zaoberali sa praxou sucasnéhbo umenia, registrovati vznik
internetu a boli tiez orientované medzinarodne.

motive for many was the organization of public events: they began
to establish and {ead clubs, associations, societies, companies,
foundations and other bodies in large numbers, and to organize
festivals, symposia, campaigns, protests and strikes.

The attention and energy devoted to forms of organizing in the
post-revolutionary period was closely related to the ongoing

social reorganization. dntil then, the possibility to organize was
conditioned by loyalty to the state apparatus and thus primarily
served to manifest official political ideology. In the 1990s, on

the other band, it became one of the ways to participate in the
reorganization. As for the creative unofficial communities of

the 1970s and 1980s, the synergistic motive was to explore the
conditions of “mutual exchange and the intensely lived moment.”
for the arts organizations of the 1990s, the situation of spending
time together became a public affair. Event locations expanded
from tbhe private and peripberal to publicly accessible spaces, venues
and media. Participants from circles of friends were joined by
acquaintances, their acquaintances and the wider public.

There is a particular organizationatl topology central to the art
bistorical discourse on 1990s Central Europe today — the network,
primarily associated with the Soros Centers for Contemporary Art
(SCCH) network. The activities of self-organized artistic initiatives
in tbhe post-revolutionary period appear, by comparison, as



Doteraz sa tymto spolocenstvam ate nevenovata vel’ka historicka
pozornost’. Jednym z dévodov je zrejme ich viacodborovost’,
kRed’ze sa ich aktivity vymyRkaja uzko vymedzenym kategoriam
dejin vytvarnébho umenia, dejin budby, €i Rultarnych dejin, atebo
su vo€i nim marginaine. Cinnost’ mnobych z nich pritom bola
zdokumentovana a publikovana z iniciativy ich dejatel’ov alebo
priamych ucastnikov/cick.

Studio erté posobilo v oblasti intermediainebo umenia, performance
a experimentainej poézie v Novych Zamkoch, kde od r. 1988
organizovalo kazdoroény festival Transart Communication. Jebo
cinnost’ bola starostlivo zdokumentovana v kniznom zborniku
(2009) a vystavnom katalogu (2018). Spolo€nost’ pre nekonvenénu
budbu (SNED) bola experimentainym zoskupenim spektra tvorcov,
kRtoreé o.i. zorganizovalo medzinarodné festivaly f1T — Festival
intermediaingj tvorby (1991, 1992) a Sound Off (1995—2003).
HRtivity SNEDh-u a pribuznébo ansamblu Transmusic Comp.,
posobiacich v Bratislave, su zosumarizované v zborniku z roku
1996. Tvorbu ich zakladatel’'a Milana Hdamc¢iaka doklade zmapovat
a zdokumentoval v Stvorzvazkovej publikacii clen oboch zoskupeni
Micbhatl Murin, Rtory s nim spolupracoval od konca 80. rokov.
Podobne aktivity Centra pre metameédia pPlasy v klastore v Plasoch
pri Plzni, ktoré poskytovalo “moznosti medziodborovej spoluprace
pre umelcov, teoretikov a Studentov”, najma formou sympozii

a festivalov pod blavickou Hermit (1992—1999), boli nedavno

epbemeral, marginat endeavors without much impact. Yet they atso
bad something in common with the SCCHs: they shared democratic
ideals, engaged in contemporary art practices, encountered the
emergence of the Internet and were internationatly oriented.

But until now, these communities bave not received much

bistorical attention. One of the reasons for this is probabty their
multidisciplinary nature, as tbeir activities fall outside the narrowtly
defined categories of art bistory, music bistory, or culturat

bistory, or are marginal to them. The activities of many bave been
documented and published at the initiative of their practitioners or
direct participants.

Studio erté has been active in the field of intermedia art,
performance and experimental poetry in Nové ZamRy, where since

1988 it has organized the annual Transart Communication festival.

Its activities bave been thoroughtly documented in a book (2008)
and an exhibition catalogue (2018). The Society for Unconventional
Music (SNED) was an experimental grouping of a spectrum

of creators, which, among otbhers, organized tbe internationat
Festival of Intermedia festivals (1991, 1992) and Sound Off
(1995—2003). The activities of SNED and the related ensemble
Transmusic Comp., active in Bratislava, are summarized in 2 1996
anthology and tbhe work of their founder, Milan Hdamé&iak, bas been
thorougbly mapped and documented in a four-volume publication
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skompilované v digitainom katalogu ich koordinatorom MilosSom
Vojtéchovskym. O aktivitach Nadacie pre mediainy vyskum, ktora
pocas 90. rokov v Budapesti zorganizovala dolezité medziodborovée
sympozia The Media Hre With Us (1990) a Metaforum (1994-
1996), su pristupné videozaznamy a struéna dokumentacia.

Socialne siete tychto iniciativ sa prekryvali, a to aj napriek tomu,
Ze ich aktivity a zamery sa do znaénej miery lisili. Pre pPlasy to

boli dibodobé rezidenéné pobyty a tvorivé sympaozia viazané

na Specifickost’ miesta cistercianshebo klastora z 12. storocia
zasadenébo do prostredia €eského vidieka. Zaber Studia erté sa

Z experimentainej poézie ubral smerom k umeniu akcie a performance,
prezentovaného v interiéroch aj na uliciach stovensko-mad’arského
malomesta. Spoloénost’ pre nekonvenénu budbu zase v stovenskej
metropole organizovala koncerty a performance prekracujuce
zavedené hranice budobnych zanrov. Budapestianska Nadacia pre
mediailny vyskum sa venovata predovsetkym umeteckému vyskumu
spoloéenskej role televizie a siet’ovych meédii formou diskurzivnych
sympaozii a spolu-prevadzkovania dolezitej siet’ovej platformy
Nettime.

Do istej miery tieto iniciativy nadvazovali na predrevoluéné
wantipolitické tendencie, ktorych formou politiky bolo “skor
demokratizovat’ spolocénost’ ako stat”. Periodicitou podujati, ale

y v s

aj neformainym kontaktom medzi ucinkujacimi a publikom, boli

by Michatl Murin, a member of both ensembles who has worked with
bim since the late 1980s. Similarly, the activities of the Centre

for Metamedia pPlasy in the monastery in Plasy near pPilsen, which
provided “opportunities for interdisciplinary collaboration for
artists, theorists and students”, especially in the form of symposia
and festivals under the banner of Hermit (1992—1999), bave
recently been compited in a digital catatogue by tbheir coordinator,
Mitlos Vojtéchovshy. Video recordings and some documentation are
available on the activities of the Media Research foundation, which
organized the important interdisciplinary symposia The Media Are
ith Us (1990) and Metaforum (1994—1996) in Budapest during
the 1990s.

The social networks of these initiatives overlapped, despite the
fact that their activities and intentions differed to a large extent.
for Plasy, these were long-term residencies and creative symposia
tied to the site-specificity of a 12th-century Cistercian monastery
set in the Bohemian countryside. The focus of Studio erté shifted
away from experimentat poetry towards action and performance art,
and presented both indoors and on the streets of a small Slovak-
hungarian town. The Society for Unconventional Music, on the
other band, organized concerts and performances in the Stovak
metropolis that crossed the established boundaries of musical
genres. The Budapest Media Research foundation was primarily
devoted to artistic research on the social role of television and



atlternativou voc€i tvorbe urcéenej pre anonymnu masu Ronzumentov
umenia.

Rané rocniky festivalov Transart Communication su dnes €asto
spajané s teatralizovanou performance, sympaozia v ptasoch

s miestne-Specifickymi inStataciami, predstavenia Transmusic
Comp. s fluxovou improvizaciou, kym aktivity Nadacie pre mediainy
vyskum s umeteckym vyskumom a siet’'ovymi médiami. I ked’ do
istej miery iSto o dolezita sucast’ ich programov, v kontexte tejto
vystavy nas zaujimaju predovsetkym stratégie, z ktorych mozno
odéitat’ nuansy komplexnébo vzt’abu umenia a obcianstva.

Nakol'ko su uz aktivity tychto spolo€enstiev do vel’kej miery
zaznamenaneé, vystavny projekt NiEdy sme neboli bliZsie nema
ambiciu byt ich vy€erpavajucou retrospektivou. SROr sme sa
selektivnym vyberom snazili najst’ trecie plochy, ktoré rezonuju

s aktuainymi otazkami a aj s bezradnost’ou, ktorej nas tieto otazky
vystavuji.

Prizvani sucasni umelci/kyne — Matéj Sykora, Lucia Repasska,
ferenc Grof, Jan Cumlivski — vytvorili pre projekty z rokov 90-
tych environment, ktory k nim pristupuje s reSpektom, ate zaroven
dava do bry vytesnované, temné aspehkty transformacie, ktorych
nasledRky na nas dnes dopadaju so vSethou intenzitou, takze ich
dokazeme I'abko identifikovat’.

networked media in the form of discursive symposia and the co-
running of the influential Nettime mailing list.

To a certain extent, these initiatives followed the pre-revolutionary
é“anti-politicat” tendencies, whose form of politics was “to
democratize society ratber than the state.” Throughb the periodicity
of the events, but atso through the informat contact between
performers and the audience, they were an atternative to art
production intended for the anonymous mass of art consumers.

The early editions of the Transart Communication festivals are now
often associated with theatrical performance, the symposia in plasy
with site-specific installations, the performances of Transmusic
Comp. with flux improvisation, and the activities of the foundation
for Media Research with artistic research and networked media.
While to some extent they were an important part of their programs,
in the context of this exbibition we are primarily interested in the
strategies from which the nuances of the complex retationsbip
between art and citizensbip can be read.

Since the activities of these communities have largely been
documented, e Pave Never Been Closer does not aspire to be
retrospectively exbaustive. Rather, we have selectively sought
out frictional surfaces that resonate with current issues and the
belplessness to which they expose us.
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Mateéj Sykora a L.ucia Repasska vytvorili architektaru, vinucu sa
troma miestnost’ami gatérie. Ich ,,dizajn tematického rozbhrania
vystavnej situacie je v dialogu s instalaciou ferenca Grofa Das
Kapital Raum?, v ktorej autor nadvazuje na kl'acova pracu Josepba
Beuysa zo 70. rokov s nazvom Das Kapital Raum. Spoloéne tak
evokuju, a zaroven defamiliarizuju dobu, pre ktord revolucia

nebola ani tak teleportom na Zapad ako sociatnou rozbuskou.

Dobu, kedy bola spolo€nost’ polotovarom na akumulaciu kapitatlu,

a kedy spotocensku zmiuvu medzi sebou uzatvaraja ten ti bore a ti

v podzemi. Povedomé prostredie, ktorému viadnu pyramidové

bry, sl'uby a vidiny rozpravkového bobhatstva, raje na zemi v Style
podnikatel'shkébho baroka a mafianske vybavovachy. prostredie,

v ktorom sa ma starat’ kazdy o seba, lebo strkat’ nos do cudzich veci
sa nevyplaca. Metaverse nadivoko, v ktorom za jednym robom €aka
milionové Nf T gratis a za d’alSim susedov syn s bejzbolkou. Miesta
a €as, ktoreé ostanu pre stredoeuropshku odrodu demokracie antikou
a temnym stredovekom zaroven.

Sucast’'ou projektu je performativna intervencia zoskupenia D’epog
a diskurzivne eventy, zasadené do prostredia vystavy, ktoré budu
zaroven predmetom autorskébo dokufiktivnebo filmu.

The invited contemporary artists — Matéj Sykora, Lucia Repasska,
ferenc Grof, Jan Cumlivski — bave created an environment for the
projects from the 1990s. 1t pays them respect, but at the same time
puts into play the displaced, dark aspects of the transformation
whose consequences are now bitting us with all their intensity, so
that we can easily identify them.

Matéj Sykora and Lucia Repasska created an architecture
winding througb the three rooms of the gallery. Their “design of
the thematic interface of the exbibition situation” is in dialogue
with ferenc Grof’s installation Das Kapital Raum?, in wbich

the artist builds on Dasg Kapital Raum, Jjoseph Beuys’ key work
from the 1970s. Together, they evoke and defamiliarize a time
for which the revolution was not so much a teleport to the West
as a social detonator. H time when society was unprocessed
materiat for the accumulation of capital, and wben social
contract was only made between those in power and those in

the shadow underground. A familiar environment dominated

by pyramid games, promises and visions of fairy-tale riches,
entreprenceurial baroque-style paradises on earth and mafia
mobsters. An environment in which everyone bas to ook out for
themselves, because it doesn’t pay to stick your nose in other
people’s business. H metaverse gone wild, where a mitlion-dollar
NF T freebie is waiting around one corner and the neigbhbor’s son
with a baseball bat around the next. Places and times that



H mozno nakoniec len zavidime a tiez by sme cheeli, aby dnes
preblasenie “vsSetko je mozné” vzbudzovalo euforiu, a nie zdesenie.
Vystave sa takyto zvrat uréite nepodari docielit’, ale mozno k tomu
budeme mat’ aspon blizko.

Dusan Barok, Ivana Rumanova

will remain for the Central European variety of democracy an
antiquity and the Dark Hges at the same time.

The project includes a performative intervention by the D’epog
collective and discursive events, set in the exbibition environment,
which will also be the subject of a docufiction.

Hnd perbaps in the end, we do just envy and would wish for the
statement “anytbing is possible” to evoke a feeling of eupboria
rather than dismay. The exbibition will certainly fail to achieve such
a reversal, but perbaps we will at {east come close.

Dusan Barok, Ivana Rumanova
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Vystavujuci umelci, umetkyne a iniciativy

Jan Cumlivski Studoval mad’arsku fitolégiu a kulturolégiu na
Karlovej univerzite v Prabe, animaciu a typografiu na UMPRUM
v Prabe. Pise, kresli, graviruje, navrbuje pisma, tla€i... To
vSetho vyuziva vo svojich knibach (Kvartira 77 [2004], Ni cest,
ni slavy / Weder Rubm, noch €pre[2005], Palmare [2007],
dnion — Idealny stat [2008], Kolchoz 2047 [2010], jesus
Gym[2010], Stred / The Core[2011], Zar / The Glare[2014],
Povi[2017]). Zivi sa grafickym dizajnom a vyu€uje (Typolab
na YSVU v Bratislave a ateliér pisma a typografie na UMPRAM
v Prabe). Je spolutvorcom festivalu Tabook, redaktorom
casopisu BaedeRkr. V roku 2017 vystavoval prierez svojej tvorby
na spoloénej vystave Drsna skola v Slovenskej narodnej galeérii.

D’epog je platforma pre sucasné performativne umenie.

SRkupina umelcov posobi od roku 2010 na domacej scéne v Brne.

YV ramci svojej dibodobej €innosti sa venuje tvorbe pravideinych
inscenacii, jednorazovych predstaveni, braniénych umeteckych
projektov a vzdetavacich aktivit vo forme praktickych workshopov
a Specializovanych dielni. Praca skupiny ma laboratérny
charakter a skima mozné prostriedRy zivébo umenia mimo
zavedenych drubovych a zanrovych kategorii. D’epog programovo
rozvija vyskum divadelnosti, bereckej expresivity a formainych

a kompoziénych stratégii s dorazom na fyzické a kontextuaine

Jan Cumlivski studied Hungarian pbilology and cultural studies

at tbhe Charles University in Prague, animation and type design

and typograpby at the AMPRUM in Prague. He writes, draws,
engraves, designs typefaces, prints... Hit of wbich be makes use of
in bis autbor’s books (Kvartira 77 [2004), Ni cest, ni slavy / {eder
Rubm, noch €pre[2005], Palmare [2007], dnion — Idealny stat
[2008], Kolchoz 2047[2010], jesus Gym[2010], Stred / The Core
[2011], Zar / The Glare[2014], Povi[2017]). He makes his living
in grapbic design and teaching (Typolab at the Hcademy of fine
Hrts in Bratislava and the studio of type design and typograpby at
AMPRUM in Prague). be is a co-creator of the Tabook festival and
editor of its Baedekr. In 2017, bhis retrospective was part of the
joint exbibition hardboiled School at the Slovak National Gallery in
Bratislava.

Depog is a platform for contemporary experimental stage work.
The company’s activities are of taboratory nature. D’epog explores
theatre and explores througb theatre. The prime matter through
which D’¢pog articulates its themes are the actor and space.
D’EPOG’s work places a strong empbasis on the role of the viewers,
the degree of their freedom of interpretation and their participation
in shaping the meaning of each performance. D’epog consistently
develops the so-called “dramaturgy of space.” In order to push the
boundaries of the viewer’s perception, it deliberately experiments
with various models of organizing stage space — particularty



Rvality priestorov, v ktorych realizuje svoje inscenacie. V dielach sa
zdoraznuje atoba divaka, miera jeho interpretacnej stobody a jebo
podiel na vytvarani sémantickej Struktury diela. D’epog je kolektiv
umelcov Lucia Repasska, Matyas Dlab, Zdenék polak, Janet
Prokesova, Radim Chyba, Zuzana Smutkova a Magdalena Strakova.

ferenc Grof (1972, Pécs, Mad’arsko) rozvija prax zamerand na
ideologickeé stopy na pomedzi grafickébo dizajnu a priestorového
zazitku. Je zakladajucim ¢lenom parizskej kooperativy Société
Reéaliste (2004 — 2015), ktorej praca spochybnuje saucasné
politické reprezentacie, ako aj ideologicky dizajn prostrednictvom
textovych intervencii. HRo €len kolektivu vytvoril Grof osobity
subor nastrojov z jazykovych a typografickych prvkov,
Statistickych udajov a kartografickych Zznakov na skumanie
spolo€enskych procesov a na zobrazovanie koretlacii medzi
minulost’'ou a sucasnost’ou. Ked'ze Société Réaliste ma od roku
2015 prestavku, Grof pokracuje vo svojej praci ako individuainy
umelec a pokracuje v Rritickej, narativnej reatlizacii a skamani
politickébho dizajnu, ktoré charakterizovali jeho kRolektivnu prax.
Zije a pracuje v Parizi a od roku 2012 vyuéuje na Ecole Nationale
Supérieure A’Art (ENSH) v Bourges (FR). Grofove posledné
samostatné a kolektivne vystavy hostili Kiscell Museum, acb
Gallery, Of £-Biennale a New Budapest Gallery v Budapesti, Hessel
Museum a CCS Bard Galleries v New Yorku, Galeria Hrsenal

v Biatystoku, Kulturni Centar v Belebrade a Kunsthatle Bratislava.

througb auditorium/stage dynamics. D’¢pog Theatre is comprised of
Lucia Repasshka (artistic bead, director), Matyas Diab (dramaturg)
and Radim Brycbhta, Zdenék pPolak, Janet Prokesova and Zuzana
Smuthkova (performers).

ferenc Orof (1972, Pécs, hungary) developed a practice focusing
on ideological footprints at the intersection of grapbhic design and
spatial experiences. he is a founding member of the Parisian co-
operative Société Reéaliste (2004—2015) whose work questions
contemporary political representations as well as ideological design
througb text-based interventions. As a member of the collective,
Grof bas created a peculiar toolkit from linguistic and typograpbic
elements, statistics and cartograpbic signs to examine social
processes and to exbibit correlations between past and present.

Hs Société Réaliste has been on hiatus since 2015, Grof works

on bhis own, continuing the critical, narrative implementation and
investigation of political design that bas characterized bis collective
practice. he lives and works in Paris and bas been teaching at the
Ecole Nationale Supérieure d’Art (ENSH) in Bourges (fR) since
2012. Grof’s most recent solo and collective exbibitions were
bosted by the Kiscell Museum, the acb Gallery, Of £-Biennale and
the New Budapest Gallery in Budapest, the Hessel Museum and CCS
Bard Galleries in New York, Galeria Arsenal in Bialystok, Kulturni
Centar in Belgrade, and Kunsthatle Bratislava.
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Nadaciu hermit a Centrum pro metamedia Plasy zatozil Milos
Vojtéchovshy ako nezavisté iniciativy, ktoré v rokoch 1992 az
1999 pripravovali a organizovali interdisciplinarne sympozia

a festivaly v (byvalom) cistercianskom klastore v Plasoch

s hlavnym postlanim prispiet’ kR integracii ceskostovenskébo
sucasného umenia do zapadoeuropshkebo a vychodoeurépskebo
kontextu. Centrum organizovatlo programy a projekty, v ktorych

sa mali moznost’ prepojit’ vytvarné umenie a nové meédia, budba,
performance, divadlo. Organizovatlo tiez worksbopy, vystavy,
festivaly, stretnutia a rezidencie. V priebebu rokov sa na podujatiach
zucastnilo viac ako 350 umelcov, medzi nimi Roman Signer, Jimmie
Durbam, fred frith, Ulay, Paul Panbuysen, Keiko Sei, Ewa Rybska,
Paut DeMarinis, Hlastair Mackennan a ini.

Nadacia pre mediainy vyskum vznikia v roku 1990 v Budapesti
s ciel'om vytvorit’ spoloéné prostredie na vymenu nazorov

o vplyve novych technologii na spoloénost’ a umenie.
Zakladajucimi ¢lenmi boli estetik Gabor Bora, sochar Hndras
Borocz, bistorik umenia Mikilos Peternak, umelec a filmar Laszilo
Réveész, umelec a filmar Janos Sugar a bistoricka umenia
Katalin Timar. V roku 1994 sa k skupine pripojili mediaina
Rriticka Diana McCarty a teoretik a mediainy aktivista Geert
Lovink. J¢j zakladajuce podujatie The Media Hre With Us bolo
prvym podujatim, ktoré anatyzovato verejna udalost’, rumunska
&televiznu” revoluciu, z pobl'adu meédii, ktoré sa uskutoénilo

The hermit Foundation and Centre for Metamedia Plasy were
founded by Milos Vojtéchovshy as independent initiatives which
between 1992 and 1999 prepared and bheld interdisciptinary
symposia and festivals in the (former) Cistercian monastery of
Plasy. Their main mission was to contribute to the integration of
Czechoslovak contemporary arts into the Western and €astern
€uropean context. The centre organized programs and projects
where visual arts and new media, music, performance and theater
all bad the possibility to be interlinked. 1t also held workshops,
exbibitions, festivals, meetings and residencies. Over the years,
the events attracted the participation of more than 350 artists,
including Roman Signer, Jimmie Durbam, fred frith, lay, Paul
Panbuysen, Keiko Sei, Ewa Rybska, Paul DeMarinis and Hlastair
Macl.ennan, among others.

The Media Research foundation was formed in 1990 in Budapest
in order to create a shared environment for the exchange of ideas
concerning the impact of new technology on society and the arts.
The founding members were aesthetician Gabor Bora, sculptor
Hndras Borocz, art bistorian Miklés Peternak, artist and
filmmaker L aszléo Révész, artist and filmmaker janos Sugar
and art bistorian Katalin Timar. Media critic Diana McCarty and
theoretician and media activist Geert L.ovink joined the group

in 1994. 1ts foundational event, The Media Hre With Us, was

tbhe first such activity in hungary to analyze a public event, the



v Mad’arsku. Zucastnili sa na nom popredni medzinarodni
mediaini teoretici ako Vilém fFlusser, Peter Weibel, Margaret
Morse, Ingo Guintber, Keiko Sei a d’alsSi. Na sympozium nadviazala
vplyvna séria sympozii Metaforum (1994 — 1996).

Lucia Repasska je riaditel’kou a umeleckou veducou produkénej
platformy D’¢epog. HkRo umelkyna pobybujuca sa na pomedzi
alternativnej a undergroundovej scény spolupracuje s vyznamnymi
osobnost’ami nezavislej Rultary a zaobera sa fenoménom hereckého
tréningu a experimentainej scénickej prace na baze site-specific,
dramy, intermedii a performance. V ramci svojej akademickej praxe
na JAMA v Brne pracuje v Kabinete divadeinébo a dramatického
vyskumu, kde v spolupraci s Ustavom biomedicinskebo inzinierstva
VAT v Brne a Laboratoriom experimentainej humanistiky bumel. HB
skuma branice divackej percepcie sucasného publika. Pracu suboru
D’epog a svoju viastnu pedagogicku a prednaskova ¢innost’
pravideine prezentuje na mnobych konferenciach a divadetnych
festivaloch doma i v zabranici. V roku 2015 vydata knibu
Composition by Decomposition: Decompositional Principles in
Performance Design.

Spoloénost’ pre nekonvenénu budbu (SNED) zalozil Milan
Hdameéiak spolu s Petrom Machajdikom, Michalom Murinom,
a taktiez Jozefom Cseresom, OI'gou Smetanovou, Petrom
horvatbom, Petrom Martin€ekom a Zbynkom pProkopom

Romanian “television” revolution, from the perspective of the
media, and included teading international media tbheoreticians
such as Vilém fFlusser, Peter Weibel, Margaret Morse, Ingo
Glunther, Keiko Sei, and others. It was followed up by tbhe
influential Metaforum symposium series (1994—1996).

Lucia Repasska is the director and artistic director of the
D’¢epog production platform. Hs an artist moving between the
atternative and underground scenes, she collaborates with
prominent figures of independent culture and deals with the
pbenomenon of actor training and experimental stage work on

the basis of site-specificity, drama, intermedia and performance.
ber academic practice at the THMU in Brno includes activities at
the Cabinet for Theatre and Drama Research, where she explores
the limits of spectatorial perception in contemporary audiences
in collaboration with the Institute of Biomedical Engineering at
the Brno University of Technology and the humel. HB L .aboratory
for Experimental humanities. She regularly presents the work of
the D’epog ensemble and ber own teaching and lecturing activities
at conferences and theatre festivals at home and abroad. In
2015, she published the book Composition by Decomposition:
Decompositional Principles in Performance Design.

The Society for Unconventional Music (SNED) was founded in
Bratistlava in MarchH 1990 by Milan Hdameéiak together with Peter
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v Bratistave v marci 1990 ako sekciu Slovenského budobnébo
zvazu, ktora mata niekol’'ko desiatok €lenov a dva kolektivy:
experimentaine divadlo Batvan (1987 — 1992) a performativny
kolektiv Transmusic Comp. SNED zorganizoval festivaly

FIT — festival intermediainej tvorby (1991 a 1992), San
Francisco Performance Hrt festival (1991), koncertny cyklus
Musicsolarium (1993 — 1994) a budobny festival Sound Off
(1995 — 2003). Spoloénost’ usporiadala zivé vystupenia
Richarda Teitelbauma, bugba Daviesa, Pbilta Niblocka, tria Jon
Rose/Peter Hollinger/Peter Machajdik, Nicolasa Collinsa, Pbila
Mintona a d’atSich. SNED rekapitutoval svoju Cinnost’ v zborniku
Hvatanches 1990 — 1995 (1995), po ktorom nasledovali
slovenskeé preklady knib Jobna Cagea, Mortona feldmana

a Susanne K. Langer.

Studio erté zalozili jozsef (Rokko) Jubasz, Ilona Németh, Otto
Mészaros a Attila Simon v oktobri 1987 v Novych Zamkoch

na Slovensku ako zdruzenie zaoberajuce sa organizovanim
umeleckych podujati prevazne z oblasti performativneho umenia.
Jeho svetoznamy kazdoroény medzinarodny festival Transart
Communication sa kona nepretrzite od roku 1988 az dodnes a od
svojho vzniku stuzil ako miesto stretavania slovenskej, mad’arskej,
ceskej a d’alSich scén. V 90. rokoch boli jebo €lenmi a Ruratormi
aj Peter Ronai, Tamara Arcblebova-Galyova, €niko Sziics, Jozef

Cseres a Michal Murin. Zdruzenie zorganizovalo aj réozne vystavy,

Machajdik, Michal Murin, and atso Jozef Cseres, Ol'ga Smetanova,
Peter horvath, Peter Martinéek and Zbynék Prokop as a section
of the Slovak Music Hssociation. It was comprised of dozens of
members as well as two collectives: the Batvan experimental theatre
(1987 — 1992) and the Transmusic Comp performance collective.
SNED organized the Festival of intermedia creativity (1991 and
1992), the San fFrancisco Performance Art festival (1991), the
Musicsolarium concert cycle (1993—1994), and the Sound Off
music festival (1995—2003) and staged live performances of
Richard Teiteltbaum, bugh Davies, Pbill Niblock, the Jon Rose/Peter
hollinger/Peter Macbajdik trio, Nicolas Collins, Pbil Minton and
others. SNEDH summarised its activities in the Hvatanches 1990 —
1995 (1995) anthology followed by Slovak translations of books
by Jobn Cage, Morton feldman and Susanne K. LLanger.

Studio erté was founded by Jozsef (RokRko) Jubasz, Illona Németbh,
Otté Mészaros and Httila Simon in October 1987 in Nové ZamRy,
Slovakia, as an association dealing with the organization of art
events, mostly from the area of performance art. Its world-
renowned, international Transart Communication festival has been
beld every year since 1988 and bas served as a meeting ground

for Slovak, hungarian, Czech and otbher scenes. During the 1990s,
its members and curators atso included Peter Ronai, Camara
Hrcblebova-Gatyova, €niko Sziics, Jozef Cseres and Michal

Murin. The agsociation bas also organized a variety of exbibitions,



sympozia, online konferencie a koncerty sucasnej hudby a vydalo
CD-ROM-y, katalogy a videokazety.

Matéj Syhkora nedostudoval dejiny umenia, zato vsSak dostudovat
scénografiu. Divadlo-filmu a jebo roznym performativnym formam
sa venuje priblizne od roku 2000. Nickedy je filmovym architektom,
inokedy bubenikom. Miluje vSetko, €0 je zviastne, €0 je na ulici, €o

je Zzvratené — dokonca zvratene obycajné. Jeho praca siaba od
divadla v kanali az po inscenacie v Narodnom divadle. Prilezitostne
vstupuje do gatlérii ako instalaéna jednotka alebo ako realizator
vlastnych priestorovych predstav. Programovo sa snazi éerpat’

z Razdodennych mikrosvetov, ktoré nas obklopuju. Recykluje
bodnoty bmoty, ak mu to nova forma umoznuje. Nema rad €iernu
farbu. Jazdi na bicykli. hubar. fotograf.

Transmusic Comp. bol audiovizuainy performativny kolektiv, ktory
v roku 1989 zalozil Milan Hdameéiak spolu s Petrom Macbajdikom,
Micbhatom Murinom, Petrom Horvathom a Martinom Burlasom

ako otvorené zoskupenie dvoch a viac €lenov — profesionainych

i neprofesionainych hudobnikov, skladatel'ov, vytvarnikov,
taneénikov, performerov a autorov hudobnych a audiovizuainych
projektov. Skupina zacala svoju €innost’ sériou hudobnych
vystupeni v savislosti s individualnymi a kolektivnymi vystavami
sucasnych stovenshych a €eshych umetcov z dovtedy neoficiainej
scény, s najvyssou aktivitou v rokoch 1990 — 1992. pPremiérove

symposia, online conferences and contemporary music concerts, and
published CD-ROMs, catalogues and video cassettes.

Mateéj Sykora did not complete bis art bistory studies, but be

did graduate with a degree in scenograpby. bHe bas been involved

in theatre-film and its various performative forms since around
2000. Sometimes be is a film arcbhitect, sometimes a drummer. He
toves everything that is strange, that is on the street and tbat is
perverse — even perversely ordinary. his work spans theatre in the
gutters to productions at the National Theatre. Occasionally be
enters galleries as an installation unit or as the creator of bis own
gpatial ideas. Programmaticatly, be tries to draw on the everyday
microcosms that surround us. He recycles the vatues of matter when
the new form altows bim to do so. he doesn’t like black. He rides

a bicycle. he’s a musbroom picker and a photograpber.

Transmusic Comp. was an audiovisual performance collective
formed in 1989 by Milan Hdamé€iak, Peter Machajdik, Michatl Murin,
Peter Hhorvath and Martin Burlas. It is an open ensemble of two or
more members — professional and non-profiessional musicians,
composers, visual artists, dancers, performers and creators of
music and audio-visual projects. The group began its activities with
a series of music performances in connection with individuatl and
collective exbibitions of contemporary Slovak and Czech artists
from the formertly unofficial scene, peaking between 1990 and
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verejné vystupenie Transmusic Comp. sa uskutocnilo 15. oktoébra
1989 na vernisazi vystavy skupiny vytvarnikov Gerulata

v bratistavskych Rusovciach. Kolektiv sa rozpadol v roku 1996, no
v rokoch 2009 — 2012 realizoval d’alsie vystapenia.

1992. 1ts premiere public performance took place on October 15,
1989 at the opening of the exbibition of the Gerulata artists’ group
in Rusovce, Bratislava. The collective dissolved in 1996 but realised
a number of performances between 2009 and 2012.



Ué&astnici diskusii

ferenc Grof, Marek Mikus, Ilona Németh, Hnna Remesova, Lucia
Repasska, Janos Sugar, Milos Vojtéchovshy, a d’al’'si.

Blizsie informacie o jednotlivych diskusiach budu uverejnené
na strankach tranzit.sk a v socialnych meédiach.

Participants in discussions

ferenc Grof, Marek Mikus, Ilona Németh, Anna Remesova, Lucia
Repasska, Janos Sugar, Milos Vojtéchovshy, and others.

Furtber information about the individual discussions will be
publisbed on the website of tranzit.sk and on social media.
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Video dokumentacia
Video documentation

1

2. medzinarodny festivatl alternativnebo umenia / 2nd International
festival of Hiternative Hrt, Nové ZamRy, jun / June 1989. Vyroba
| Production: Hecent Production de films. Video: Andras Berta.
Speciaine cisto videomagazinu / Special issue of video magazine

P Art, €./ no. 8, jun / June 1990. Hrcehiv: Rokko Jubasz.

1

RoRko Jubasz, 1lona Németh, Otté Mészaros, Finish, Concerto
for Concrete, 1990. Zaznam performance / Performance
documentation. Hrcbiv: Rokko Jubasz.

II

Transmusic comp., koncert na vernisazi vystavy moderného
rakuskeho matiarstva Querdurch, Dom umenia, Bratislava,
27.1.1990. Realizacia / Realisation: Milan Hdamegéiak, pPeter Con,
Peter horvath, Peter Machajdik, Michal Murin.

11

Balvan, predstavenie na vernisazi Ladistava Carnébo v klastore
Marianka pri Bratislave / performance at the opening of Ladislav
Carny in the Marianka Monastery near Bratislava, 1990. Realizacia
| Realisation: Matus Beno, €Eva Milusi¢akova, Michal Murin, Hlena
Sefcakova. Video: Juraj Bartos. Hrchiv: Michal Murin.

I1X

Che Media {lere dith ds, 1990. Dokumentarny film o sympoziu

| H documentary on the event Che Media Are {ith ds! The Role

of Television in the Romanian Revolution, Miicsarnok, Budapest,
6.—7. Hpr. 1990. Koncept / Concept: Miklos Peternak & janos
Sugar. Rézia: Miklos Peternak. Vyroba / Production: Balazs Béla
Studioe. Hrcehiv: C3 Budapest.

IV

Obrazy z Plasov / Images from Plasy 1992 — 1999, 2018. Vyber
z video archivov Nadacie hermit a Centra pre metameédia plasy /
Selection from the video archives of hermit Foundation and Center
for Metamedia pPlasy. Spracovali / Collected and edited by Milos
Vojtéchovshy a / and Michal Kindernay s podporou / with the
support of Hgosto fFoundation.

v

free to Choose, vol. 3: fFreedom & Prosperity, 1990. Televizny
program / TV programme. Vyroba / Production: free to Choose
Network. Segment.
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Nikdy sme neboli blizsie / We Have Never Been Closer
24. 11. 2021 — 4. 3. 2022
Otvorenie / Opening: 24. 11. 2021

Jan Cumlivski, D’epog, ferenc Grof, Nadacia Permit / Hermit
foundation & Centrum pre metameédia plasy / Center for
Metamedia Plasy, Nadacia pre mediainy vyskum / Media
Research foundation, Lucia Repasska, Spoloénost’ pre
nekonvenénu budbu / Society for Unconventional Music, Matéj
Sykora, Studio erté, Transmusic Comp.

Kuratori / Curated by: DusSan Barok, Ivana Rumanova

Hrchitektura vystavy / Exbibition architecture: Mateéj Sykora
Graficky dizajn / Grapbic design: Jan Cumlivski

Projektova koordinatorka / Project coordinator: Petra Balikova
Realizacia / Execution Das Kapital Raum?: Nika Porubcanska
InStalacia, technické zabezpe€enie / Installation, technical
supervigsion: Martin Angelov, Juraj Mydla, Robert Sebesta,
Micbat Strompach

Preklad, korektury / Translation, proofreading: Dusan BarokR,
€lena McCullough, Paut McCullough

Tlac / printed by Octopus Print, Bratislava

Pumoristickeé intervencie Jana Cumtivského do bulletinu vznikti
pocas skupinovej rezidencie Kriza na Banskej St a nici v Banshej
Stiavnici. / Jan Cumlivski’s bumorous interventions in the
bulletin emerged from a collective residency at Banska St a nica
in Banska Stiavnica.

Dakujeme / Te would like to thank: Maria Barokova, Juraj
Bartos, C3 foundation, L.enka Javurkova, Rokko Juhasz,
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