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»VSetky miesta su miestami ucenia!®
vyhlasil anglicky anarchisticky spisovatel, archi-
tekt a pedagdg Colin Ward (1924 - 2010). Celé
polstorocie sa venoval pisaniu a experimento-
vaniu v oblasti environmentalnej vychovy.

Projekt Skoly bez stien je postave-
ny najma na pedagogickych konceptoch Coli-
na Warda. Nazov odkazuje na jeden z jeho kon-
ceptov, Ze mestské prostredie sa vyuziva ako
miesto ucenia namiesto 8kolskej triedy, ako aj
to, Ze k prostrediu samotnému sa pristupuje
ako k predmetu, podobne ako k matematike ¢i
francuzstine. Snazil sa ucit deti, aby si uvedo-
mili, Ze mézu vo formovani svojho okolia zohra-
vat aktivnu rolu, Ze to, ¢o povedia o prostredi,
v ktorom ziju, bude vypocuté, a ze kl'u¢ k ich
buducnosti spociva v ich vlastnom povedomi.

Cielom Ské/ bez stien bolo skimat, ako
sa tieto idey mézu aplikovat dnes, a preskimat
rézne vztahy medzi hrou a u¢enim. Projekt zaht-
fal sélovu vystavu v tranzit.sk (9. -27.9.2018),
diskusiu Miesto ucenia: vonku(12.9. 2018) a peda-
gogicku spolupracu so Zakladnou skolou Dr. Iva-
na Dérera na Jelenej ulici v Bratislave, ktora sa
nachadza nedaleko od priestorov tranzit.sk.

Pedagogicka spolupraca prebiehala
formou série workshopov v mestskom prostredi
Bratislavy, v lete a zac¢iatkom jesene 2018, ktoré
som viedla ja a kuratorka Lydia PribiSova, v spo-
lupraci s ucitelom tejto zakladnej skoly, Roma-
nom Javildkom. Na workshopoch sa zucastnila
ta ista skupina deti, vo veku 11 - 12 rokov. Pra-
ca sa odvijala od nasledujucich kl't¢ovych ota-
zok: Ako sa vnima vztah medzi detmi, ich hrou
a mestom Bratislava? Ostali v meste nejaké ne-
vyuzité miesta - prazdne priestory, kde sa mézu
deti hrat vol'ne, zaZivat dobrodruzstva a neza-
vislost? Ako vnimaju deti hranice a priesecni-
ky verejného/stikromného priestoru a mocen-
ské Struktury v meste?

Vystava pozostavala z dvoch videi, fo-
tografii, materidlov ziskanych v priebehu roka
vyskumom v teréne, archivnym vyskumom v Bra-
tislave, Pekingu a niekol’kych mestach v Dansku
a zékladnych objektov na hranie. Predmety na
hru boli vytvorené z materidlov, ktoré deti tra-
di¢ne pouzivali na budovanie svojich vlastnych
odpadovych (alebo dobrodruznych) ihrisk, a bola
tu prezentovana aj dokumentacia hernych prv-
kov datovana az do Rimskej rise. Jedno z videi
bolo vysledkom vzdeldvacich workshopov, kde
samotné deti vedu divaka ulicami a parkmi, pri-
¢om komunikuju navzajom a aj so svojim okolim.
V druhom videu sledujeme ind skupinu deti,

Uvod

filmovanych rovnakou metddou, ale v Dashila-
re v Pekingu, historickom prostredi Hutongu,
v starej cisarskej stvrti, na juh od Zakazaného
mesta. Toto video vzniklo v roku 2018, spolo¢-
ne s umelcami Zhangbolong Liu a instituciou
Micro Yuan’er, neziskovym umeleckym priesto-
rom v Pekingu.

Aby sme obsiahli réznorodé skisenosti
s touto témou, pozvali sme na diskusiu Miesto
ucenia: vonku multidisciplinarnu skupinu odbor-
nikov, aby sme diskutovali o environmentalnej
vychove a role umenia. Diskusiu moderovala
kuratorka Lydia PribiSova a diskusna skupina
pozostavala z anglického umelca a architekta
Nilsa Normana, ucitela Zakladnej skoly Dr. Iva-
na Dérera Romana Javildka, urbannej aktivist-
ky, architektky a pracovnicky verejnej spravy
Zory Pauliniovej a mna. Diskusia sa odvijala od
konceptov Colina Warda a environmentalnej
vychovy vo v8eobecnosti, na teoretickej drov-
ni o dopade miesta ucenia, ako aj o tom, kto ma
pravo na mesto, a na praktickej Urovni o poten-
ciali aplikovania tychto idei do suc¢asného skol-
ského systému.

Rozhodli sme sa zdiel'at prepis disku-
sie v mierne skratenej verzii v tejto publikacii,
aby sme spristupnili rozne myslienky, koncepty,
skusenosti a rozpory, ktoré v nej vznikli, Sirsej
verejnosti nad ramec pravidelnych navstevni-
kov tranzit.sk. Dufame, Ze sa dostane k zveda-
vym Citatelom, vratane pedagdgov v sloven-
skom Skolstve, a mozno sa stane odrazovym
mostikom k d'al$im diskusiam a novému skiima-
niu environmentalnej vychovy.

Maj Horn

“All sites are learning sites!” declared
the English anarchist writer, architect and
teacher Colin Ward (1924 - 2010), who spent
half a century experimenting with and writing
about environmental education.

The teaching concepts of Colin Ward
comprise the main source of inspiration for the
Schools without Walls project. The title refers
to one of his ideas, which can either mean that
the urban environment is used as a learning site
instead of the classroom, or that the environ-
ment itself is treated as a subject, like mathe-
matics or French. His approach was to educate
children to realize that they can actively play
a part in shaping their surroundings, that what
they say about where and how they live will be
listened to, and that the key to their future lies
in their own awareness.

The aim of Schools without Walls was
to explore how these ideas can be applied to-
day and to engage in various investigations in
the field involving the relationship between
play and learning. The project involved an exhi-
bition at tranzit.sk (9 - 27 Sept. 2018), a public
discussion titled Outside as a Learning Site (12
Sept. 2018), and a collaborative teaching pro-
ject with Dr. Ivan Dérer Elementary School on
Bratislava’s Jelenia Street, just around the cor-
ner from tranzit.sk.

The teaching collaboration took shape
as a series of workshops in the urban environ-
ment of Bratislava in the summer and early fall
of 2018, led by curator Lydia PribiSova and my-
self, together with primary school teacher Ro-
man Javildk. The same group of children, aged
11 to 12 years old, participated in all the work-
shops. The following focus questions were posed:
How is the relationship between children, their
play and the city of Bratislava perceived? Are
there any unused spaces left in the city - va-
cant places where children can play freely and
experience independence? How do the chil-
dren experience the borders and intersections
of public/private space and the power struc-
tures in the city?

The exhibition consisted of two vide-
os, plus photographs, archival material, and ob-
jects essential for play that were built during
a year of field research and archival investiga-
tions in Bratislava, Beijing and several cities in
Denmark. The objects for play were made of ma-
terials that children have traditionally used to
build their own junk (or adventure) playgrounds.
One of the videos, made as part of the teaching
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workshops, shows the children leading the view-
er through streets and parks while interacting
with each other and their surroundings. In the
second video we follow another group of chil-
dren, filmed with the same methodology, but
in Dashilar in Beijing, a historical Hutong neigh-
bourhood in the old imperial district south of
the Forbidden City. This video was made in 2018
together with artist Zhangbolong Liu and Mi-
cro Yuan’er, a non-profit Art Space in Beijing.

To embrace the various experiences
for the discussion Outside as a Learning Site, we
invited a multi-disciplinary panel to discuss en-
vironmental education and the role of art. The
panel was moderated by curator Lydia Pribisova
and consisted of English artist and architect
Nils Norman; Roman Javilak, the teacher at Dr.
Ivan Dérer Elementary School; urban activist
and city planner Zora Pauliniova; and myself.
The discussion revolved around the concepts
of Colin Ward and environmental education in
general, both on a theoretical level in relation
to the impact of learning sites and who has the
right to the city, and on a hands-on level regard-
ing the potential of applying these ideas in to-
day’s school systems.

In this publication, we have chosen
to share the transcription of the discussion in
a slightly abridged version in order to dissem-
inate the various ideas, concepts, experiences
and disagreements born from the discussion
to a broader public than just regular visitors to
tranzit.sk. We hope it will reach curious readers,
including educators in the Slovak school system,
and perhaps be a stepping stone for further dis-
cussions and new environmental explorations.

Maj Horn
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Lubo Stacho, verejny priestor/ihrisko medzi panelakmi na sidlisku Medzijarky, autori: Stefan Svetko a Stefan Durkovi¢, sedemdesiate
roky, fotografia, Bratislava, 1976. / Lubo Stacho, urban space/playground between apartment buildings at the Medzijarky residential
complex, photo, Bratislava, 1976.

Lubo Stacho, ihrisko na Togliattiho ulici (dnes Romanova ulica), fotografia, Bratislava, 1980. / Lubo Stacho, playground at Togliatti
Street (today Romanova Street), Bratislava, 1980.




Zlava: Lubo Stacho, ihrisko na Togliattiho ulici (dnes Romanova ulica), fotografia, Bratislava, 1980. Ebbe Wraae, vypozi¢ané z archivu From the left: Lubo Stacho, playground at Togliatti Street (today Romanova Street), Bratislava, 1980. Ebbe Wraae, on loan from the Archive
Mizea robotnikov /ABA, Kodari, 1970. L. Gredner / archiv TASR, areal hier Radost na Strkovci, fotografia, Bratislava, 1974. of the Workers Museum / ABA, Copenhagen, 1970. L. Gredner / TASR’s archive, Joy Playground at Strkovec, photo, Bratislava, 1974.
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Maj Horn, Dashilar (video, 19 minut, 2018), kamera a editovanie: Zhangbolong Liu, v spolupréci s Micro Yuan’er, detskou neziskovou Maj Horn, Dashilar (video, 19 minutes, 2018), film and editing by Zhangbolong Liu, in collaboration with Micro Yuan’er, a non-profit
kniznicou a nezavislym umeleckym priestorom v Dashilare, pod vedenim ZAO/ standardarchitecture. Bolo nato¢ené v Dashilare Children’s Library and Art Space located in Dashilar, under the management of ZAO/standardarchitecture. It was filmed in Dashilar,

v Pekingu, v historickej §tvrti Hutong, v staroddvnom imperialnom distrikte na juhu Zakdzaného mesta. a historical Hutong neighborhood in the old imperial district of Beijing, south of the Forbidden City, Beijing.




Maj Horn, Sest mravcov v pohybe (video, 24 minut, 2018), kamera: Elena Raklsova, editovanie: Brano Bibel. Video realizované Maj Horn, Six Ants Are Moving Around (video, 24 minutes, 2018), filmed by Elena Rakusova and edited by Brano Bibel. The video is
v spolupraci so Zakladnou Skolou Dr. lvana Dérera na Jelenej ulici v Bratislave. created in collaboration with the Dr. Ivan Dérer Elementary School at Jelenia Street, Bratislava.




(obr. 1./ fig. 1)
Maliar z Eretrie, grécka vaza, 435-420 pred Kristom, tlac,
2018. / The Eretria Painter, a Greek
vase, 435-420 B.C., print, 2018.

(obr. 3./ fig. 3.)

Ebbe Wraae, vypozi¢ané z archivu Muzea robotnikov / ABA,

Kodarn, 1970. / Ebbe Wraae, on loan from the Archive of the
Workers Museum / ABA, Copenhagen, 1970.

(obr. 2./ fig. 2.)
L. Gredner / archiv TASR, areal hier Radost na Strkovci,
fotografia, Bratislava, 1974. / L. Gre3ner / TASR’s archive,
Joy Playground at Strkovec, photo, Bratislava, 1974.
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(obr. 4. / fig. 4.)
Paul Belling, Mestsky archiv mesta Esbjerg, fotografia, 1947.
/ Paul B@IIing Esbjerg City Archives, photography, Esbjerg, 1947.

1 :

(obr. 7./ fig. 7.)
Kniha navstev zo Skrammellegepladsenu / Guest book from
Skrammellegepladsen, 1948. Foto / Photo: Maj Horn, 2018.

(obr. 5./ fig. 5.)
Archiv Skrammellegepladsen, fotografia, Kodan,
rok neznamy. / Skrammellegepladsen archives,
photography, Copenhagen, year unknown.

(obr. 6./ fig. 6.
Archiv Skrammellegepladsen, fotografia, Kodan,
rok neznamy. / Skrammelegepladsen archives,
photography, Copenhagen, year unknown.

Nils Norman, dobrodruzné ihrisko Deptford, Londyn.
Z archivu Nilsa Normana. / Nils Norman, Deptford Adventure
Playground, London. From Nils Norman’s play archive.
www.dismalgarden.com

Nils Norman, Vodna Smykl'avka, dobrodruzné ihrisko Hanegi,
Tokio, Japonsko. Z archivu Nilsa Normana. / Nils Norman, Water
slide, Hanegi Adventure Playground, Tokyo, Japan. From Nils
Norman’s play archive. www.dismalgarden.com

Jednym zo zaujimavych sposobov, ako zapojit deti do
planovania, je aj praca s pocitovymi & emocnymi mapami. /
Working with feelings or emotional maps is an interesting

way to get children involved into the planning process. Foto /
Photo: Zora Kalka Pauliniova.
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Nils Norman, Hrava kniznica. Druhé Yinchuan bienale,
Muizeum sti¢asného umenia Yinchuan, Yinchuan, Cina, 2018.
Z archivu Nilsa Normana. / Nils Norman, Play Library. The
Second Yinchuan Biennale, Museum of Contemporary Art
Yinchuan, Yinchuan, China, 2018. From Nils Norman archive.

Streetwork: Explodujtica $kola. (Predna obalka).
Anthony Fyson a Colin Ward. Routledge. 1973.
Z archivu alternativnej pedagogiky Nilsa Normana
/ Streetwork: the Exploding School. (Front Cover).
Anthony Fyson and Colin Ward. Routledge. 1973. From
Nils Norman’s archive of Alternative Pedagogy.

Colin'Ward and Anthory Fyson

STREETWORK

The exploding school

Zakladna 8kola Dr. lvana Dérera v Bratislave /
Dr. lvan Dérer Elementary School, foto / photo:
Martina Filpova.




Lydia
Pribisova:

Tato diskusia je sti¢astou vystavy Sko-
ly bez stien, inSpirovanej konceptom britského
anarchistického architekta Colina Warda, kto-
ry venoval mnoho rokov skiimaniu vztahu me-
dzi u¢enim, hrou a vyuzitim verejného priestoru
detmi. Najprv sa predstavia nasi hostia: umelci
Maj Horn a Nils Norman, pricom druhy z dvojice
je zaroven architektom a casto pracuje vo ve-
rejnom priestore, ucitel Roman Javilak a urban-
na aktivistka a spoluautorka mestskych planov,
Zora Pauliniova. Kazdy z nich bude mat kratku
prezentaciu, potom budu spolo¢ne diskutovat
o meste, hre, vzdelavani a uceni.

Maij
Horn:

Najprv by som vam chcela predstavit
niekol'ko réznych prvkov, ktoré mézete vidiet
na vystave, a vysvetlila svoj zaujem o kombino-
vanie hry, u€enia a mesta. Skér nez zacneme
diskusiu, poviem vam kratko aj o workshopoch,
ktoré sme realizovali spolo¢ne so skolou.

Ako mozZete vidiet v druhej miestnosti,
je tuinstalacia so stohmi gumenych pneumatik,
ktoré sa asto vyuzivaju ako herné prvky. Dal-
$im dévodom je skutoc¢nost, ze na prelome 19.
a 20. storocia sa do miest rozsirili auta a v za-
padnom svete nastala potreba rozvijat ihris-
ka, aby sa deti mohli bezpecne hrat mimo ulic.
Nemecky pedagdg Friedrich Frébel bol jednym
z prvych, ¢o navrhovali vystavbu ihrisk. Propa-
goval myslienku kombinovania hry s u¢enim sa
~dobrym spésobom®. Frébela inspiroval filozof
Jean-Jacques Rousseau a jeho idea o prirodze-
nosti dietata.

Na obrazku na stene, lobr- 1 vidite obra-
zok gréckej vazy s kresbou hojdacky. Fascinuje
ma skutocnost, ze uz 430 rokov pred narode-
nim Krista Gréci vyrabali pre svoje deti hojdac-
ky. To ma priviedlo k myslienkam o réznych po-
hyboch, ktoré my, ludia vykonavame pri hre,
dnes, aj v minulosti.

Dal3ou ¢astou méjho vyskumu bolo hla-
danie a zbieranie obrazov hry v mestach z roz-
nych archivov. Spolo¢ne s timom z tranzit.sk
som skumala rozmanité spdsoby, akymi deti
v Bratislave vyuzivali na hru verejny priestor
pocas réznych historickych obdobi. Na tomto
obrazku lobr-2) vidite pekny priklad, ktory zobra-
zuje, ako sa na hru, alebo na stretnutia s kama-
ratmi vyuzivaju velké betdnové rury. ESte stéle
ich mézeme najst na réznych miestach v Brati-
slave. Toto je obrazok dietata na muriku v Ko-
dani(obr-3) ale pri rozhovore s Lydiou som zisti-
la, Ze by to pokojne mohlo byt aj v Bratislave.
Tak isto som chodila do archivu v mojom rodnom
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meste, Esbjerg v Dansku. Obrazok (obr-4) je odtial.
Pri tomto obrazku musim spomenut danskeho
krajinného architekta T. H. Sgrensena. Sgren-
sen navrhol mnozstvo ihrisk v 20tych a 30tych
rokoch 20. storocia. Zistil, ze vzdy, ked posta-
vil nové ihrisko, deti uprednostnovali hru v pra-
chu, s tehlami a zvyskami materialu zo stavby
ihriska. Na zaklade toho napisal v roku 1933 text
do danskeho urbanistického magazinu, kde po-
pisal tuto utopickd myslienku o ihrisku, kde by
dospeli nediktovali prostredie pre hru, ale ne-
chali by to na samotné deti. O desat rokov ne-
skor, v roku 1944 sa tato myslienka zrealizova-
la v praxi. 18lo o to, aby deti mali mat moznost
hrat sa s prirodnymi prvkami, ako je voda, poda
a dokonca ohen! Hra by mala vyuzivat aj rézne
prvky rizika. Nazyvalo sa to ihrisko smetisko,
a bolo prvé svojho druhu na svete. Toto ihrisko
existuje dodnes a nachadza sa 200 metrov od
méjho domova v Kodani.

Toto je obrazok ihriska smetiska pri po-
hl'ade zvrchuebr-5), |de o velky priestor uprostred
obytnej $tvrte, s mnohymijednoduchymi recyk-
lovanymi materidlmi ako si gumené pneumati-
ky a drevo, z ktorych mézu deti stavat viastné
herné Struktury.

Ihrisko strazil len jeden dospely. Vo-
lal sa Jonas. Z rozhovorov s nim som zistila, Zze
svoju pracu bral vel'mi politicky. Nehovoril de-
tom, ako sa maju hrat, bolo to na nich, aby si
postavili vlastné ihrisko. Vidite, aka vysoka je
tato veza (obr.6)? Je to velmi dobry priklad toho,
nakol'ko bolo umoznené fyzické riziko. Je tu naj-
ma jedno pravidlo, ktoré povazujem za nadher-
né. Bez ohladu na to, aké skvelé konstrukcie
deti vytvorili, dvakrat do roka sa vSetko strhlo,
tehly a drevo sa zozbierali a deti museli zacat
odznovu.

Ked' som ihrisko navstevovala, nasla
som jeho v archive sériu ndvstevnych knih z ro-
kov 1945 - 1952 b7 Tieto knihy st skvelym do-
kladom o tom, ako sa myslienka ihriska smetiska,
nazyvaného aj dobrodruzné ihrisko, rozvijala po
celom svete. MoZete si precitat pozdravy a po-
znamky od l'udi z rozli¢nych krajin: Nemecko,
Norsko, Anglicko, Juzna Afrika a USA, ktori sa
prisli pozriet na toto jedine¢né ihrisko. Jednou
z navstevnicok bola Lady Allen of Hurtwood.
Bola krajinnou architektkou zo Spojeného kra-
[ovstva a skutocne ju to nadchlo! Vratila sa do
Anglicka a o niekol'ko rokov tam vzniklo mnoho
podobnych ihrisk. Tak isto o tom napisala kni-
hy a zacala cestovat po réznych krajinach, aby
propagovala tuto myslienku a podnikla d'alsi
vyskum. Hurtwood cestovala aj do New Yorku,
kde dokumentovala takzvané playscapes (pri-
rodné ihriska), druhy alternativny typ ihriska,
ktory by som vam chcela predstavit.

Lydia
Pribisova:

This discussion is a part of Maj
Horn’s exhibition Schools without Walls, inspired
by the concept by British anarchist architect,
writer and educator Colin Ward, who spent many
years examining the relationship between learn-
ing, play and the use of public space by chil-
dren. First our guests will present themselves:
artists Maj Horn and Nils Norman, the latter
of whom is also an architect and often works
with public space, teacher Roman Javilak, and
urban activist and city planner Zora Paulinio-
va. Everybody will have a short presentation,
after which they will discuss the city, play, ed-
ucation and learning.

Maj
Horn:

First, | want to introduce you to some
of the different elements you can see here in
the exhibition and to
my interest in com-
bining play, learning
and the city. Before
we start the discus-
sion, | will also short-
ly talk about the work-
shops we have been
doing together with
the school.

As you can
see in the other room,
there is an installa-
tion with piles of rub-
ber tires, which are
frequently used as
play equipment. An-
other thought behind it is that cars became
widely available in the late-19th century and
early 20th century, which was one main rea-
son for the development of playgrounds in
the western world - to keep children’s play
away from the streets. The German peda-
gogue Friedrich Frobel was one of the first
to propose playgrounds. His idea was to com-
bine play with learning about “good manners”.
Frobel was inspired by the philosopher Jean-
Jacques Rousseau and his idea about the nat-
ural child.

If you take a look at the picture on
the wall fig- 1, you will see an image of a Greek
vase with an illustration of a swing. | am fasci-
nated by the fact that, even 430 years before
the birth of Christ, the Greeks made swings
for their children. This led me to think about
the different movements we humans engage
in when playing, now as well as in the past.

Discussion

L

Zaber z di§kusie Miesto ucenia: vonku, 12. septembra, 2018, tranzit.sk,
foto: Adam Sakovy. / View into the discussion Outside as a Learning Side,
September 12, 2018, tranzit.sk, photo: Adam Sakovy.

Another part of my research has been
to search for and collect images from various
archives showing play in cities. Together with
the team from tranzit.sk, | have been looking
at various ways throughout history that chil-
dren in Bratislava have used public space for
play. In this picture you see a nice example of
that (fig- 2- it shows large concrete tubes being
used for play or just for hanging out. You can
still see them in use today in many different
places in Bratislava. This is a photo of a child
climbing a wall in Copenhagen (fig. 3], but talking
with Lydia | discovered that it could just as well
be from Bratislava. | have also been visiting the
archive in my hometown Esbjerg in Denmark.
This is a picture from there (fig- 4. That picture
leads me to T.H. Sgrensen, who was a Danish
landscape architect. Sgrensen designed a lot
of playgrounds back in the 1920s and 1930s. He
discovered that every time he built a new play-
ground, chLI'oIren f red to play with all the

-y dust, bricks, and left-
overs from the con-
struction of the play-
ground. So, in 1933,
he wrote a text in
a Danish landscape
magazine where he
described this utopi-
an idea about a play-
2% ground where it was
. not up to grown-ups

" to decide what the
\environment for play
should look like, but
that it would be up
to the children them-
selves. Ten years lat-
er,in 1944, this idea was put into practice. The
idea was that children should be able to work
with elements from nature, like water, soil and
fire! Various elements of risk should also be al-
lowed. It was called a junk playground, and it
was the first of its kind worldwide. Actually the
playground still exists today; it is 200 meters
from where | live in Copenhagen.

This is an image of the junk playground
as seen from above (fig-5), It is a large field in the
middle of a housing environment with many dif-
ferent kinds of simple recycled materials, such
as rubber tires and wood, which the children
could use to create their own play structures.
There was only one grown-up guarding the area.
He was called Jonas. Reading some interviews
with him, | learned that this work was very po-
litical for him. He would not tell the children
how to play; it was up to the children to build
on their own. Can you see how tall that tower




Playscape je kombinaciou sochy, ihris-
ka a urbanistického planovania. Tento koncept
vytvoril uz v 30tych rokoch japonsko-americky
umelec a dizajnér, Isamu Noguchi. Podl'a jeho
konceptu by sme hru mali ponechat na imagi-
nacii deti. Hojdac¢ka by sa, napriklad, nemala
hojdat iba z bodu A do bodu B, ale mala by mat
rozne moznosti. Od 60tych do 80tych rokov
vznikalo mnoho takychto ihrisk v ramci komu-
nitnych projektov, do ktorych sa zapéjali rézne
typy l'udi, vratane umelcov. Dnes sa na tvorbe
ihrisk playscape aj ihrisk vo v8eobecnosti po-
diela menej umelcov kvoli obmedzeniam mno-
hych novych bezpecnostnych pravidiel pre her-
né prvky, najma v USA.

Lydia uz spomenula Colina Warda, spi-
sovatela, architekta a pedagdga, ktory napisal
niekol'ko Uzasnych knih o tom, ako sa mesto da
vyuzit na u€enie. Podl'a jeho predstav sa na vy-
uku da vyuzit akékol'vek prostredie. Ked som
skumala jeho myslienky, bola som zvedava, ako
by sa tieto koncepty dali vyuzit pri dnesnom
vyucovani. Colin Ward opisuje najmé obdobie
70tych az 90tych rokov, ale niektoré z jeho tex-
tov ponukaju aj Sirsi historicky prehlad.

Na workshopoch, ktoré sme realizovali
spolo¢ne so Skolou, sme testovali rézne druhy
vnimania mesta: ako mozete zmapovat vone,
ako rozvijat pohyb, aka je textura mesta, sku-
manie réznych senzorickych detailov. Work-
shopy sa realizovali vo velmi odlisnych interié-
rovych aj exteriérovych priestoroch mesta, ale
vzdy mimo Skolskej triedy. Hlavnym cielom bolo
vytvorit priestor, kde sa deti mohli podelit, me-
dzi sebou, aj s nami, o to, ¢o vedia o meste, o
povazuju za zaujimavé, relevantné a problema-
tické, a tak isto o svoje myslienky o hre a uceni.
Dalsia ¢ast workshopov skiimala, ktoré miesta
su verejné, sukromné, poloverejné, a kde st me-
dzi nimi priesec¢niky. To bolo dost narocné.

Dotkli sme sa aj réznych funkcii mes-
ta. Deti nasli mnoho spdsobov ako nam ukazat
alternativne funkcie, napriklad, ako sa schody
daju vyuzit nielen na chddzu, ale aj na korcu-
fovanie, skakanie &i tanec. Myslim, Ze pre tuto
skupinu deti je celkom vynimocné, Ze maju tak
radi pohyb. V neposlednom rade workshopy boli
aj o vytvarani mostu medzi tranzit.sk a zapoje-
nou Skolou.

Nils
Norman:

Ja by som chcel predstavit vSeobecny
prehlad o tom, ¢o robim v rémci svojej umeleckej
tvorby a potom podrobne porozpravam o tom,
¢o ma spaja s tymto projektom a o svojom vy-
skume. Pracujem interdisciplinarne. Umelecké
vzdelanie som ziskal na St. Martins v Londyne
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koncom 80tych rokov a Studoval som malbu.
Hned po skonceni skoly som sa prestahoval
do Kolina a pracoval som pre Gerharda Richte-
ra ako jeho ateliérovy asistent. Nemam archi-
tektonické ¢i urbanistické vzdelanie, ale vd'aka
svojmu umeleckému vyskumu som sa presunul
do tejto sféry, ktord povazujem na nekonecne
zaujimavejSiu ako Cisto ,umelecky svet®. Moja
praca zacina vzdy vyskumom. Rézne témy, na
ktorych pracujem, sa vacsinou odvijaju od toho,
ako sa tvori priestor. Ako my, uzivatelia priesto-
ru, niekedy pomahame alebo nepomahame, vy-
tvarat ho. Méj vyskum sa zaobera Utépiou, kul-
tldrou a regeneraciou, bohémstvom, ihriskami,
vzdeldvanim a defenzivnou architekturou - ve-
cami, ktoré nam brania nieco robit na verejnych
a pseudo-verejnych miestach. V sekcii archivu na
mojej webovej stranke zhromazd'ujem fotografie
mnohych ihrisk, ktoré som navstivil za dvadsat
rokov z celého sveta - rézne herné konstrukcie
z Japonska, Nemecka, Spojeného kralovstva, Se-
vernej Ameriky. Na mojej webovej stranke naj-
dete rozsiahly archiv a zdroje fotografii ihrisk.
Je to v8ak len vzorka mojho archivu, nie je Uplna.
Sekcia lhriska je protipdlom sekcie Defenzivna
architektura. Ide o archiv fotografii z réznych
Casti sveta, zachytavajucich veci v mestskom
priestore, ktoré ndm brania nie¢o robit. Napri-
klad predmety, ktoré nam brania sadnut si, ska-
teboardovat, jazdit v urcitych oblastiach, mocit
na uliciach alebo tam spat, a mnoho dalsich. Tie-
to dizajny sa pouzivaju uz od zaciatku 19. storo-
¢ia a niektoré eSte ovela dlhsie. Ide v3ak o di-
zajnérsky fenomén a stratégie, ktoré sa rychlo
$irili najméa po 11. septembri. V ramci svojho vy-
skumu sa vraciam na miesta a sledujem, ako sa
¢asom menia. Dalsia oblast vyskumu, ktort roz-
vijam uz poslednych 18 rokov je vyuka a alter-
nativna pedagogika. Velky vplyv na mia mala
kniha Colina Warda, Streetwork: The Exploding
School. Ako umelca a ucitel'a ma zaujima spolo¢-
na praca so studentmi umenia na moznostiach
vytvérania priestoru z pozicie umelcov a tvo-
rivych jednotlivcov. Tato myslienka pochadza
z prace Streetwork. Streetwork sa zameriava na
Ziakov strednych alebo zakladnych $kél. Ja som
sa zameral najma na pracu so Studentami ume-
leckych §kél. Tesne po roku 2000 nastala éra,
kedy sa umelci v Britanii, Nemecku a severnej
Eurdpe blizSie a kritickejSie zapajali do regene-
racie a gentrifikacie. V dnesnej dobe je jedno,
¢o robite, ¢i ste maliar, ilustrator, fotograf, ro-
bite performance alebo sochy, vo vasej tvorbe
pride moment, kedy sa zapojite do vyvoja planu
regeneracie nejakej ¢asti mesta. Po roku 2000
som si uvedomil, Ze neexistuje vieobecné ¢&i
umelecké vzdelanie, ktoré by pomohlo umelcom
chapat tento proces alebo viest kriticky dialég

is (fig- 617 It is a good example of how physical
risk was allowed. There was especially one rule
on the playground which | found quite beauti-
ful. The rule was that no matter how great the
structures the children created, twice a year
everything was torn down, the bricks and wood
were collected again and the children had to
start all over.

When visiting the playground and look-
ing into their archive, | found a series of guest
books from 1945 to 1952 (fig- 7). These guest
books are actually a great record of how the
idea about junk playgrounds, also called adven-
ture playgrounds, developed around the world.
You can read greetings and notes from people
from very different countries: Germany, Nor-
way, England, South Africa, and the USA, who
visited to experience this unique kind of play-
ground. One of the people who came was Lady
Allen of Hurtwood. She was a landscape archi-
tect from the UK, and she was really into it! She
went back to England and within the next years
many similar playgrounds were made. She also
wrote books about it, and started to tour inter-
nationally to talk about this idea and do further
research. Hurtwood also went to New York to
document playscapes, which is the second al-
ternative playground type | would like to intro-
duce to you.

A playscape is a combination of sculp-
ture, playground, and city planning. This con-
cept was created all the way back in the 1930s
by the Japanese-American artist and designer
Isamu Noguchi. His concept was that it should
be up to the imagination of the children how
they wanted to play. That a swing, for example,
should not only swing from A to B, but there
should be different options and ways to act on
the playscapes. From the 1960s to the 1980s
some of the playscapes were made as commu-
nity projects involving many different kinds of
people, including artists. Today, there are fewer
artists involved in creating playscapes or play-
grounds in general due to the constraint of the
many new safety rules for playground making,
especially in the USA.

Lydia already mentioned Colin Ward,
a writer, architect, and teacher, who wrote some
amazing books exploring how the city could
be used for learning. His main notion was that
every site can be a learning site. Digging into
his thinking, | was curious to explore how these
ideas could be implemented in today’s teaching.
Colin Ward’s writing is about the period from
the 1970s to the 1990s, but some of his texts
also offer a broader historical overview.

In the workshops we have been doing
together with the school, we have been testing
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different kinds of perceptions of the city: how
to map scents, how to draw movements, what
is the texture of the city, going into that kind of
sensory detail. The workshops have taken place
in very different indoor and outdoor venues in
the city, never in the classroom. The main focus
has been on creating a space where the children
could share, in groups and with us, what they
know about the city, what they think is inter-
esting, relevant and problematic, and also their
ideas about play and learning. Another part of
the workshops has been to investigate which
places are public, private or semi-private, plus
the intersections in between. This can be quite
difficult to discuss.

We have also touched upon the many
different functions of the city. The children had
many ways to show us alternative functions, for
example, how staircases can be used not only
for walking, but also for skating, jumping, danc-
ing. | think it is pretty unique for this group of
children that they are so much into movement.
Last but not least, the workshops have also been
about creating a bridge between tranzit.sk and
the school involved.

Nils
Norman:

| want to give a general overview of
what | do as an artist and then talk in detail
about the things that link me to this project and
the research that touches on what | do. | work
in an interdisciplinary way. | was trained as an
artist and studied fine art painting at St. Mar-
tins in London in the late 1980s. Directly after
graduating, | moved to Cologne and worked
for Gerhard Richter in his atelier in Cologne
as a studio assistant. | have no training as an
architect or an urban planner, but because of
my research as an artist | have moved into that
sphere, which | find infinitely more interesting
than the “art world”. My work always starts from
a point of research. The different research top-
ics that | work with are mainly those which re-
volve around how space is produced. How we
as users of space help or sometimes don’t help
to produce it. My research areas include Uto-
pia, culture and regeneration, Bohemia, play-
grounds, play, education and defensible archi-
tecture - the name given to designs that stop
us from doing things in public and pseudo-public
spaces. In the “Archive” section of my website
| keep photos of many of the playgrounds that
I have visited over a period of twenty years from
all over the world - different play structures
from Japan, Germany, the UK and North Amer-
ica. On the website you will find an extensive
archive of playground photos. The Defensible



s tymto zadanim v rdmci kultdry a regenerac-
nych procesov. Kurz, ktory som viedol ako pro-
fesor na umeleckej akadémii v Kodani, sa snazil
doriesit tuto slepu Skvrnu v umeleckom vzde-
lani. Za desat rokov som spolu so studentmi
vyvinul oddelenie, vedené studentmi, kde sme
niektoré z tychto otazok riesili. Studenti defi-
novali kurikulum pomocou svojich zdiel'anych
zaujmov a spoloc¢ne sme pocas akademického
roka ich zaujmy skumali. Rozpocet katedry sme
kontrolovali my sami, a nie centralne vedenie,
ako byva zvykom. Vd'aka tomu sme mohli po-
zyvat recnikov a veducich workshopov podla
svojho vyberu, ako aj planovat a realizovat roz-
siahle Studijné cesty. Zacali sme rozvijat mys-
lienky s vyuzitim mesta ako miesta experimentu
a vyskumu. Vacésina ¢asu v ucebni bola venova-
na stretnutiam a diskusiam, a zaroven sme sa
snazili rozvijat terénnejsi vzdelavaci program.
V réznych mestach sme hladali rézne namety
vyskumu, podla konkrét-
nych zaujmov Studentov
v danom roku. $li sme do
mesta a badali sme, sku-
mali sme ho ako miesto|
tvorby.

Vd'aka méjmu
vyskumu ihrisk a utépie
som dostaval pozvan-
ky na ucast na viace-
rych projektoch zame-
ranych na architekturu
a dizajn. Dostaval som
ponuky navrhovat ihris-

poévodna profesia je architektka, ale nie v zmysle
niekoho, kto navrhuje stavebné projekty. Skor
v zmysle architekt - konzultant, ktory pracuje
s obcou a pre obec. Som zodpovedna za spolu-
pracu s verejnostou aimplementovanie koncep-
tu verejnej Uc¢asti do systému mestskej adminis-
trativy. Pracujem na mnohych participativnych
procesoch, ktoré poskytuju vystupy pre archi-
tektov alebo obce, aby lepsie navrhovali inklu-
zivne, prijemné, bezbariérové a funkéné verej-
né priestory.

Ked' sa rozpravame o detoch, chcela
by som vysvetlit, ako k nim mézeme pristupo-
vat. Ked' sa zapajame do planovania verejnych
priestorov, berieme do Gvahy deti ako zdroj in-
formécii. Kladieme im otdzky a niekedy ich do-
konca staviame do roly vyskumnikov. Napr. ked’
planujeme park, poziadame deti, aby urobili
prieskum medzi svojimi kamaratmi alebo v ro-
dine. Oni im kladu otazky a to, ¢o nam donesu
naspat, pouzijeme vo
svojej sprave.

Vypocula som si
vo vasich otazkach slo-
va ako hranie, hra, uce-
nie, atd’., a myslim, ze
sme v nasich aktivitach
mali mnozstvo socidlne-
ho ucenia. Dcéra mojej
kamaratky nikdy neza-
budne, ako sme ju po-
Ziadali, aby nam pomohla
s vyskumom a priniesla
nam dolezité informa-
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tektonické prvky, ktoré

nemali Ziadny suvis s mojim umeleckym vzdela-
nim, ale spajali sa skér s mojim vyskumom. Pre
mna, ako umeleckého pedagdga, je to velmi za-
ujimava situacia. Moja kariéra prestavala byt
zavisla na vzdelani, a odvijala sa skér od sme-
rovania méjho vyskumu a jeho vyznamu na Sir-
Som interdisciplinarnom poli. O tomto hovori
aj Colin Ward - ako deti alebo dospeli nepotre-
buju vzdelanie v $pecializovanom odbore, aby
chapali a kontrolovali, ako sa vytvara ich vlast-
ny mestsky priestor. Aby chapali mesto z roz-
siahleho a interdisciplinarneho hl'adiska, potre-
bujd mat k nemu pristup a dobre ho poznat.

Zora
Pauliniova:

Ja som urbanna aktivistka, ale zaroven
sa podielam na planovani mesta a pésobim aj
ako facilitatorka. Aktivista je niekto, kto je ne-
konformny; niekto, kto chce zmenit veci okolo
seba v meste alebo verejnom priestore. Moja
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ainé priestory. Nielenze
kladli otazky, ktoré sme pripravili, ale pripravo-
vali siich aj sami.

Deti su experti, pretoze vel'mi dobre
vedia, ktoré miesta su nebezpecné, ako ich vy-
uzivat, aké funkcie alebo aktivity sa im pacia
a aké nie. Pamatam si svoju kamaratku Matu
Paulikovu zo Slatinky. Napisala knihu o tom, ako
zapojit l'udi, ktori nerozumeju ako participacia
funguje - jednou zo skupin, ktorymi sa zaobera
su aj deti.

Dalsim sp6sobom ako pristupovat
k téme je chapat deti a mladych ludi ako ucia-
cich sa. R6znymi metddami popisanymi v knihe
+Minulost pre buducnost, ako lepsie pochopit
mesto*, sa snazime vybudovat v detoch citli-
vost k uréitym hodnotam, urbannemu vyvoju,
urbannej histérii alebo novej modernistickej ar-
chitekture. Pomocou metdd popisanych v tejto
knihe mézu byt deti vystavované réznym situa-
cidam spojenym s umenim a prezivat ich, vd'aka
¢omu si buduju citlivost voci tymto hodnotam.

Architecture section of the website is an archive
of photos from around the world of things in ur-
ban spaces that stop us from doing things. For
example objects that prevent us from sitting
down, skateboarding, driving in certain areas,
urinating in the streets or sleeping, amongst
many other things. These designs have been
around since the 1800s and some are a lot old-
er.But it is a design phenomenon and strategy
that has been rapidly accelerating since 9/11.
As part of my research, | return to sites and
observe how they change over time. Another
strand of research is teaching and alternative
pedagogy. Colin Ward’s book Streetwork: The
Exploding School has been helpful and as an
artist and teacher | am interested in working
together with art students to figure out how
we can produce space as artists and creative
individuals. This idea comes from Streetwork.
Streetwork The book focuses on working with
high school kids where | was more interested
in working with art students. There were mo-
ments in the early 2000s where artists were
working more closely and critically with regen-
eration and gentrification but from a mainly
outside position. These days it doesn’t matter
what you do as an artist - its quite usual to be
commissioned as part of a project to regener-
ate a city or a town. Back in the early 2000s,
| realized there was no real art education that
helped artists understand this process or to
have a critical dialogue while being inscribed
within regeneration processes. The course | fa-
cilitated as a professor at the art academy in
Copenhagen tried to address this blind spot
in art education. Over ten years, the students
and | developed a student-led department
where some of these issues were addressed.
The students defined the curriculum through
their shared interests and together we would
explore those interests over the academic year.
The department’s budget was controlled by us
and not the central administration as is usual-
ly the case. This enabled us to invite speakers
and workshop leaders as we chose and to plan
and go on extensive study trips. We started to
develop ideas using the city as a place of ex-
perimentation and research. Most of our class-
room time was for meetings and discussions
while we tried to develop a more outdoor ed-
ucational program. We looked at different cit-
ies for different research reasons, depending
on the students’ interest that year. We would
go to the city and explore it, investigate it as
a place of production.

Because of my research into play-
grounds and into utopia, | have been invited to
do more architecture and design type projects.
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I have been invited to design playgrounds, pe-
destrian bridges, pavilions - different archi-
tectural things that have no relationship to my
training as an artist but are more linked to my
research. For me as an art teacher, thatisa very
interesting proposition - that my career has not
been necessarily dependent on my training but
more on how my research has developed and
how important that becomes in a wider inter-
disciplinary field. This is something Colin Ward
talks about - how children or adults don’t need
to be trained in a specialized field in order to
understand and take control of how their own
local city spaces are produced. They need to
have the city available and familiar to them in
order to understand it in an expansive and in-
terdisciplinary matter.

Zora
Pauliniova:

I’m an urban activist but a city planner
and a facilitator as well. The activist is some-
one who is not conformist; someone who wants
to change things around the city or in public
space. Originally | am an architect, but not the
one who designs the projects, but architect -
consultant, working with and for the municipal-
ity. | am responsible for cooperating with the
public and implementing the concept of pub-
lic participation in the system of city adminis-
tration. | have a lot of participatory processes
that bring outputs for architects or municipal-
ities to better design inclusive, pleasant, bar-
rier-free and functional public spaces.

When talking about children, | would like
to explain how we can perceive them. When we
are involved in the planning of public spaces, we
consider children to be the source of information.
We ask them questions and sometimes we even
put them in the role of researchers. E.g., when we
were planning a park, we asked the children to
take a survey among their friends or their fam-
ilies. They asked them questions and what they
brought back to us became part of our report.

I’'ve heard words like play, game, learn-
ing, etc. in your question and | think we had a lot of
social learning in our activities. My friend’s daugh-
ter will never forget that she was asked to help
us with research and to bring important infor-
mation about how children in her village perceive
a park and forest or other areas. They were not
just asking the questions we prepared but they
were preparing them.

Children are also experts because they
know very well what places they are dangerous,
how to use them, what functions and activities they
like or don’t. | remember my friend Mata Paulikova
from Slatinka. She has written a book on how to



Kniha je dostupna zdarma a najdete v nej kata-
|6g metdd - popis metodiky s cielmi, scenarmi,
potrebnymi pomdckami a spdsobmi ako proces
zjednodusit. Najdete tam emocionélne mapy,
materialové mapy, mestské prechadzky, pre-
chadzky po stresnych priestoroch alebo tiché
prechadzky, workshopy a mnoho inych technik.
V porovnani s tym, o ¢om hovorila Maj a Nils,
sme mozno viac orientovani na konkrétne ulo-
hy. PretoZe ked navrhujeme priestor a pozia-
daju nas, aby sme vypracovali spravu, musime
dosiahnut vysledky, takZze sme si vypracovali
metodiku, ako sa k nim dostat...

Roman
Javilak:

Ako povedala Lydia, ja som ucitel a peda-
gdg. Osobne sa vnimam skér ako facilitator. Pretoze
ak sa deti chcu nie€o naucit, naucia sa to. Mézem
im to len prezentovat a inSpirovat ich. Sme vel-
mi mala skola. Mame sotva 300 ziakov. Myslim si
vSak, Ze nasa skola je vynimocna v tom, Ze pracu-
jeme s detmi so $pecidlnymi vychovno-vzdelavaci-
mi potrebami - s dyslexiou, dysgrafiou, a snazime
sa zaclenit ich do tried s detmi bez Specialnych
potrieb. Madme teda mnoho Specializovanych uci-
telov a celkom pekné prostredie, ale nemame pri
skole ihrisko. Ked' chceme ist na ihrisko, musime
ist na Racianske myto, vzdialené od $koly okolo
500 metrov. Méame jeden maly dvor, ktory bohu-
Zial' nie je vidno, na ktorom sa vela hrame. Je po-
kryty asfaltom. Ale nie je to az také zlé. Nechcem
pdsobit negativne. Ja osobne u¢im telesnu vycho-
vu. Okrem toho pracujem s detmi réano pred vy-
ucovanim a poobede po vyucovani v takzvanom
Skolskom klube deti. Ten funguje pre deti na pr-
vom stupni, v prvom az Stvrtom ro¢niku. Mame
teda deti od Sest do desat az jedenast rokov. Ja
pracujem ako vychovavatel. Ked Maj a Lydia pri-
8li so svojim projektom, uvedomil som si, Ze robim
nieco podobné, hoci inym spdésobom. Zistil som,
Ze tieto deti nevedia takmer nic o prostredi okolo
Skoly, takze som ich zobral na prechadzku po okoli.
Pozrime sa, ¢o tu mame, aby ste spoznali, kde sa
va$a Skola nachadza. Len tak sme sa prechadzali.
Prisli sme na trh, kde nam dali zadarmo syr. Zasli
sme k novinovému stanku, kde nam ukazali kra-
bi¢ky s cigaretami. Bolo to dobrodruzné. Deti to
nadchlo, pretoZe koneéne dostali tuto moznost.
InSpirovalo ma to a bol som rad, Ze sa o zazitky
chceli podelit.

Lydia:

Chcela by som véam polozit tie isté otaz-
ky, ktoré sme kladli detom pocas workshopov:
Co je to hra? Co je to uéenie? Co je to mesto?
Mbzete odpovedat zo svojho vlastného hl'adis-
ka ako umelec, ucitel, aktivista, architekt.

Diskusia

Zora:

Myslim, ze obsah tychto slov nie je
v slovach samotnych, ale v rozmyslani [udi. Slo-
va maju taky obsah, aky im date.

Roman:

Ked som tuto otazku dostal, ako prvé
ma napadlo, Ze ide o slova, ktoré vytvorili do-
speli. Pre deti v tom nie je takmer Ziadny roz-
diel. AZ neskér sa naucia, ¢o to ma pre ne zna-
menat. Ale pre mna je hra skér pojem aktivity
a ucenie predstavuje proces.

Maij:

Pamé&tam si odpoved’ skupiny chlap-
cov na workshope, pre nich mesto znamenalo
parkour. Najprv som si myslela, Ze otédzku nepo-
chopili, ale ked som sa s nimi d'alej rozpravala,
uvedomila som si, Ze to bola vel'mi dobra odpo-
ved. Parkour ako moznost alternativneho po-
hybu v meste.

Nils:

Ked' sa zucastnujem na konferenciach
o hre, alebo sarozpravam s lud'mi z herného prie-
myslu, diskusia sa vzdy zvrtne na to, ako cha-
pu hru dospeli. Co je to hra dospelych? Existuje
zaujimava diskusia o tom, preco sa hra dospe-
lych vnima inak ako detskd hra. Preco robime
takéto definicie? Detsku hru vnimam ako isty
druh skimania, patrania, pri ktorom sa vzdy uci-
te o svojom prostredi, o l'ud'och, s ktorymi ste
v kontakte. Toto plati aj pre dospelych. M§j syn
si pohovku bez problémov predstavi ako poho-
rie alebo rozpravkovu krajinu. Ja to sice doka-
Zem tiez, ale je pre mna ovela tazsie tento krok
urobit a udrzat sa vo svete fantazie. Hram sa
s nim, ale mam niz3iu toleranciu zachovania tej
hernej hladiny a ponorenia sa do detailov. Pa-
méatam si z detstva ten typ Uplného pohltenia.
Dokazal som si zobrat obyc¢ajny hrncek, ktory
sa zazracne stal nie¢im Uzasnym. Teraz v do-
spelosti je to pre mna tazsie. Kedy sa tento
druh herného rozpoloZenia meni? A preco sa
vlastne meni? Zda sa, Ze je to spojené s kom-
plexnym stborom aspektov - suvisi to so vSet-
kymi vecami, ktoré su sucastou ,dospievania®.
Na dobrej umeleckej Skole sa v Studentskych
ateliéroch eSte stale hraju. Robia zvlastne veci
a nezmyselné experimenty. To je pre mna zau-
jimavé miesto pre dospelacky typ hry. Ale ne-
odraza sa to v Sirsej komunite. Myslim si vsak,
Ze ludia sa hraju vel'a. LenZe si neuvedomuiju, ze
sa hraju. Napriklad, ked’ flirtujete, komunikuje-
te s priatel'mi alebo klebetite.

Myslim si, Ze mesta ako Kodan st na
dobrej ceste, aby priniesli hru do centra mes-
ta. Hra nie je len nieco skryté na ihriskach za

do it with people who do not understand it - and
one of the groups she writes about are kids.

Another way to perceive the topic is
to see that children and young people are learn-
ers. Through the various methods described in
the book “Public Spaces and Past for the Fu-
ture / How to Understand the City”we are try-
ing to make children sensitive to certain values,
urban development, urban history or the new
modernist architecture. Through the methods
described in the book, children can be exposed
to various situations related to art and experi-
ence them, which makes them more sensitive
to these values. The book is available for free
and you will find a catalog of methods to use -
description of the method with the goals, sce-
nario, necessary aids, and ways to facilitate the
process. You can find there emotional maps,
material maps, urban walks, rooftop walks or
silent walks, workshops, and many other tech-
niques. Comparing to what Maj and Nils were
talking about, maybe we’re more task oriented.
Because when we design the space and we are
asked to prepare the report, we have to get re-
sults so we have developed a methodology for
how to get these results ...

Roman
Javilak:

Like Lydia said, | am a teacher and ed-
ucator. | see myself more like a facilitator. Be-
cause if the kids want to learn something then
they learn it. | can just present it and inspire
them. We are a very small school. We have al-
most 300 pupils. But what | think is special about
our school is that we work with children with
special needs - kids with dyslexia, dysgraph-
ia - and we try to incorporate them into class-
es with children without special needs. So we
have many specialized teachers and quite a nice
place, but there is no playground around. When
we go to playground we need to go to Racian-
ska Square, 500 meters from the school. We
have one little yard, which unfortunately you
cannot see, where we play a lot. And it is full
of asphalt. But it is not that bad. | don’t want
to sound negative. | personally teach physical
education. | work with children in the morning,
and in the afternoon we have something we
call children’s club where kids spend afternoon
time. This is for the first to fourth grades. So we
have children from age six to ten or eleven. | am
one of the educators. | realized when Maj and
Lydia came with their project that | do some-
thing similar but in a different way. | discovered
that these kids know almost nothing about the
environment around the school, so | took them
for a walk: Let’s see what’s there, so you know

Discussion

what’s around the school; let’s find out. And
we were just walking, visiting. We went to the
market, where we got cheese for free. We went
to the newsstand, where they showed us boxes
of cigarettes. It was an adventurous time. And
they wanted to do it, because finally they had
this chance. | was inspired and glad that they
came, and wanted to share my insights.

Lydia:

| would like to ask all of you the same
questions which we asked the children during
our workshops: What is play? What is learning?
What is a city? You can answer from your own
perspective of artist, teacher, activist, architect.

Zora:

| think that the content of the words
is not in the words but in the minds of people.
It means whatever content you want or can put
into it.

Roman:

For me, when | got this question the
first thing that came to mind was that these
are words which were created by adults. For
the kids, there is almost no difference. But lat-
er they learn what it means for them. For me,
play has this notion of activity; learning is more
this notion of process.

Maij:

I remember the answer a group of boys
from the workshop had, and for them the city
was parkour. At first | thought that they didn’t
get the question right, but talking further with
them, | thought it was a good answer. Parkour
as a possibility for alternative movement with-
in the city.

Nils:

When | attend play conferences or
talk to people in the play industry, the dis-
cussion invariably turns to how adults under-
stand play. What is adult play? There is an in-
teresting discussion about why adult play is
seen as being different from children’s play.
Why does one make that definition? | see chil-
dren’s play as a kind of exploratory form of re-
search, an investigation where you are always
learning about your environment and about
people you are socializing with. This is true
also for adults. My son can take a sofa and ef-
fortlessly imagine it as a mountain range or
an expansive fantasy landscape. | can do that,
but it is much harder for me to make that leap
and to sustain it as a fantasy. | play with him,
but | have less tolerance for maintaining this



plotmi alebo v $kolach. Je to nieco, ¢o sa skutoc-
ne viditel'ne deje v celom meste. Ked' sa prej-
dete po Kodani, vS§imnete si to. A myslim si, Zze
tieto nové myslienky tvorby priestoru viac in-
Spirovaného hrou sa postupne rozsiria z miest
ako je Kodan, len to potrebuje trochu ¢asu.

Zora:

Myslim, Ze mesta, ktoré obyvaju ak-
tivniludia, sa snazia zmenit prostredie pozitiv-
nym spbdsobom. Inak by sme neprezili. Ale vel'mi
sa mi pacila definicia, ktoru ste priniesli od deti
- Zze mesto je parkour. TakZe mesto nie je pre-
kazkou, ako ho obvykle vnimame, ale vyzvou na
prekonanie, alebo odrazovou doskou, pomocou
ktorej sa mozete dostat vyssie, alebo priestor,
ktory mozete obyvat a prezivat.

Nils:

Na internete je skvelda mapa, ktora uka-
zuje, kde by sa hralo a travilo ¢as dieta v 50tych
rokoch. Postupom ¢asu sa tato oblast zmensu-
je a zmensuje. Takze ked sa dostaneme do su-
¢asnosti, priestor na hru sa scvrkol len na jed-
nu izbu v dome. Je to zaujimava ilustracia toho,
ako sa nas vztah k hre v meste skuto¢ne zme-
nil za relativne kratky cas.

Zora:

Ale v Kodani verejné priestory postup-
ne vylepsuju. Deti mézu chodit do Skoly samé,
¢o im roz8iruje dostupny priestor.

Nils:

V Kodani sa to deje aj vd'aka tomu, Ze
sa pomocou politiky a dizajnu celé desatrocia
venovali postupnému odstranovaniu aut z mes-
ta a tym znizovali premavku a pouzivanie aut.
Myslim, Ze to bolo pre tdto zmenu kl'ti¢ové.

Lydia:

Co myslite, je tento druh umenia dé-
lezity? Pre koho a ako? Aka je ciel'ova skupina
vystavy? Myslim typ umeleckého projektu spo-
jeny s vyukou deti a s urbannym priestorom...

Zora:

Na otvoreni vystavy som sa citila tro-
chu stratena. Ked” som sa s vami stretla pred
pol rokom, mala som iné oCakavania a bez in-
terpretacie som niektorym veciam nerozumela.
Ale in$pirovalo ma to, aby som sa $la porozpra-
vat s roznymi lud'mi. Opytala som sa vas, hovo-
rila som s detmi, s ich rodi¢mi. Zacali sme dis-
kutovat o koncepte vystavy s viacerymi lud'mi
a zaCinala som chapat, o ¢om to je. Bol to vas
zamer?

Diskusia

Lydia:

Mojim zamerom bolo realizovat zauji-
mavy umelecky projekt s praktickym dopadom
na socialnu sféru. Pre mia je to jasné, ale je to
moja praca. Ked mi vsak kladies tieto otazky,
uvedomujem si, Ze to mozno nie je az také po-
chopitel'né. Je to teraz jasnejsie?

Zora:

Neviem, pretoze nemdzem vnimat za-
Zitok deti, ktoré sa do workshopu zapojili. Snazi-
la som sa v$ak pochopit ten proces. Ale ¢o bolo
cielom procesu?

Maij:

Pre mna bolo cielom vystavy vytvorit
priestor, kde sa m6Zeme podelit o procesy, po-
zvat réznych ludi, aby sa zucastnili na diskusi-
ach a vytvorit most medzi Skolou a tymto vy-
stavnym priestorom. Pre mria bolo Uspechom,
ked' prisli den pred otvorenim vystavy necaka-
ne rozne skupiny deti, ktoré sa na workshopoch
zUcastnili a navstivili nas, kym sme instalovali.
Chceli nas len pozdravit a pozriet sa, ¢o robi-
me. Pre mna to bol Uspech, pretoze to bol znak,
ze st na projekt zvedavé a chceli sa na hom zu-
gastnit. Dali aspekt, ktory bol pre mia vel'mi
dolezity, bola spolupraca s Romanom, pretoze
som este nikdy predtym nepracovala s ucite-
'om, ktory by bol natolko otvoreny alternativ-
nym metédam.

Zora:

Mam este jednu otazku. Obvykle, ked’
pracujem s procesom (pocas verejnych stretnu-
ti, planovania workshopu alebo aktivity s detmi)
niekde ku koncu ako stucast ucenia, vytvaram
priestor na reflexiu pre Ucastnikov. Pomaha im
to uvedomit si, o sa vlastne naucili a preco je
to délezité. Reflexia moze byt vo forme mozai-
ky slov alebo réznych obrazov, ktorymi vyjadria,
ako sa citia. Poziadali ste deti o nejaku reflexiu?

Maij:

Ano, vlastne je to tak. Posledny def
sme sa opytali deti, ¢o si myslia o celom proce-
se, o workshopoch, a podobne. Pamatali si najméa
veci z toho istého dia. Mnoho deti hovorilo, Ze
sa im pacili ulohy, na ktorych museli spolupra-
covat v skupinach a ist na vyskumné vypravy
do mesta, najma ked sme navstevovali miesta,
kde este predtym neboli. Tak isto to vnimali ako
zabavu!

Lydia:

Na zaciatku pre ne bolo naro¢né spolu-
pracovat. Nebola to 'ahka aktivita, ale vel'mi sa
snazili. V spatnej vdzbe nakoniec deti povedali,

play over time and for diving headlong into the
details. | remember that type of complete im-
mersion when | was a child. | could take a cup
and it would magically become this amazing
thing. And now as an adult it’s harder for me
to do that. When does this sort of play mind-
set change? And why does it change? It seems
to be connected to a complex set of things - it
has to do with all those things that are part of
becoming a “grown-up”. In a good art school,
when you visit the students’ studios they are
still playing. They are doing weird things and
nonsensical experiments. That for me is an
interesting place for adult-type play. But it
is not something that is reflected within the
broader community. | do think people really
play a lot. They just don’t know they are play-
ing. Like when you are flirting or interacting
with your friends or gossiping.

Cities like Copenhagen are at the
foreground of bring-
ing play into the center
of the city. Play is not
only hidden away in
a playground or behind
a fence or in a school
but it is something vis-
ible across the whole
city. You can see this|
when you walk through
Copenhagen. | think the
idea of more play-in-|
spired placemaking will
filter to other cities - it
just takes time.

| think that

those cities inhabited by active people are
trying to change their environment in a posi-
tive way. Otherwise, we wouldn’t survive. | re-
ally liked the definition that you got from the
kids - that the city is parkour. So the city is not
the obstacle we usually see it as, but a chal-
lenge to overcome, a springboard that you can
use to get higher, or a space you can inhabit
and experience.

Nils:

There is a great map online that shows
where a 1950s city kid would play and roam.
Over time this area gets smaller and smaller. So
when we get to the present day, this roaming
and play space is just one room inside a house.
It’s an interesting illustration of how our rela-
tionship to play in the city has changed over
a relatively short period of time.

Discussion

Zora:

But in Copenhagen they are improv-
ing the public spaces. Children can go alone to
school, and that is broadening the space for
them.

Nils:

One reason that is happening in Co-
penhagen is that they have spent decades re-
moving cars from the city, reducing traffic and
car use through policy and design. | think that
this is crucial to that change.

Lydia:

What do you think - is this kind of art
important, and to whom and how? Who is this
exhibition aimed at? This kind of art project
about children learning and urban space ...?

Zora:

| felt a little bit
lost at the exhibition
opening. | had differ-
ent expectations meet-
ing you half a year ago,
and without interpreta-
tion I didn’t understand
certain things. But it
inspired me to go and
(talk to different peo-
ple. | asked you, | talked
to the kids, to their par-
ents. | started discuss-
ing the exhibition con-
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and | started to under-
stand what it is about.
Was it your intention?

Lydia:

My intention was to realize an inter-
esting art project that would have a practical
impact on the social sphere. For me, thisis clear,
but it is my work. But when you came asking
this, | realized that maybe it is not so under-
standable. Is it clearer now?

Zora:

| don’t know, because | can’t perceive the
experience of children who were involved in the
workshop. What | was trying to understand was
the process. What were the goals of the process?

Maj:

For me, the aim of the exhibition was
to create a space where we could share pro-
cesses, invite different people to take part in
discussions, and create a bridge between the



Ze sa naucili byt spolu, podelit sa o myslienky
a spolupracovat. Bolo to pre ne dolezité.

Roman:

Ale polozili sme im eSte jednu otéazku:
Co ste sa naucili? Odpovedali réznymi spdsobmi,
réznymi odpovedami. Jeden chlapec povedal, Zze
sa naucil pin kod telefénu svojho kamarata. Ale
spomenuli aj spolupracu a jej prezentaciu. Bolo
to velmi zaujimavé. To bol moment, kedy som
si uvedomil, ze nikoho nemoézete donutit udit
sa. Musite im dat ¢as. A ak to niekomu déjde,
povie si, Ze ,to je ono!“ - potom sa niec¢o nau-
¢il. Ale ako ucitel nikdy neviem, kedy sa infor-
macie, ktoré im predkladam, skuto¢ne dostanu
na druhy breh. Kedy prijmu informaciu za svo-
ju a dokdzu ju prezentovat.

Lydia:
A &o ty, Nils? Co myslis, pre koho st
tvoje projekty skutocne urcené?

Nils:

Na mnohych workshopoch spolupracu-
jem s detmi, ale nepracujem s nimi ako s dizaj-
nérmi. Nepovedal by som dietatu, aby navrhlo
ihrisko. Pretoze takto deti o priestore nerozmys-
I'aju. Workshopy st skér o vytvoreni prostredia,
bezpecného prostredia, kde sa deti citia kom-
fortne a mozu sa prejavit a skiumat. Pre mia je
to viac o tvorivom konverza¢nom procese, ktory
povazujem za uzito€nejsi v zmysle chapania, ako
priestor funguje alebo nefunguje. Colin Ward ho-
vori o tom, ako deti dokazu priestor velmi dobre
otestovat - ako ich moZzete poslat do mestské-
ho priestoru a rychlo na fom najdu chyby. Uka-
Zu vam vsetky problémové zény, €o je nebezpec-
né, ¢o je prilis strnulé, atd’. Tieto veci povazujem
za velmi uzito¢né. Ako rozmyslat o priestoroch
- nesadol by som si s detmi, aby sme spolo¢ne
navrhli priestor. Prebral by som s nimi proces
ucenia, ¢o je viac o konverzacii. A ked’ sa vratim
k druhej otazke, je to klisé, ale myslim si, Ze umelci
dokazu vel'mi dobre vytvérat interdisciplinarne
prepojenia. Sme skoleni ako podnikatelia a mys-
lim si, Ze ako skupina dokazeme dobre pracovat
s inZiniermi aj basnikmi, basnikmi aj hudobnikmi,
hudobnikmi aj vedcami.

Lydia:

Roman, ¢o podla teba iné sféry, ako
umenie, mozu priniest do vzdeldvacieho pro-
cesu? Ako ucitel, naucil si sa nieco pocas ucas-
ti na projekte?

Roman:
Ano, urcite. Uvedomil som si vela o na-
Som vzdeldvacom systéme, o situdcii, ktori mame

Diskusia

na Skole. Pretoze deti boli skutocne konfronto-
vané s tymto odliSnym typom prace, myslenia,
prezentovania. Napriklad: otazka s otvorenou
odpovedou, ktord nema jasnu a spravnu odpo-
ved' ako 2 plus 2 sa rovna 4. Pytali sme sa, ¢o je
to mesto? Jeden chlapec povedal, Ze je to hlu-
pa otazka. Opytal som sa ho, preco, a odvetil,
Ze lebo je na Au vel'mi vela moznych odpovedi.
Bol z toho naozaj nedtastny. Takze som si uve-
domil, Ze nanestastie sa niekedy vo vyuke zame-
riavame na urcity vysledok namiesto toho, aby
sme sa zamerali na samotny proces. Niekedy si
ako ucitelia berieme veci prili§ osobne v zmysle
konfrontacie so Studentmi. Pretoze si momen-
ty, kedy nechcu spolupracovat. A samozrejme,
ich reakcie na nasu motivaciu boli rézne. Takze
toto bolo pre mna tazké. Tak isto si spominam,
ako sme sa s Maj rozpravali o ddnskom vzdelava-
com systéme. A nanestastie na nasej skole ne-
vyuzivame prili§ ¢asto projekty s timovou pra-
cou. Pokusame sa deti podporovat, ale kedze su
uz zvyknuté na vyuku velmi frontalnym a auto-
ritarskym spoésobom, je pre ne tazké prejst na
tento iny typ vzdelavania. TakZze som si uvedo-
mil, Ze aj pre ne je to proces prechodu. Ak ste
zvyknuti po€uvat a zapisovat si, €o je na tabuli,
nemdzem od vas oCakavat, Ze sa za tridsat mi-
nut preorientujete na pracu v skupinach. Uro-
bili, o mali za pat minut a zvysny ¢as si chceli
robit, ¢o sa im pacilo. Tak to jednoducho bolo.
To bola realita. Najprv som z toho bol nestast-
ny, istym spésobom strateny. Ale o robit? Uve-
domil som si v8ak, Ze to potrebuje ¢as, presne
ako nas slovensky skolsky systém. Potrebuje to
¢as. Mali sme ¢as na tento prechod. Tieto pro-
jekty su velmi indpirativne. Deti su konfronto-
vané s niekym z inej krajiny, kto vébec nehovori
po slovensky. Velmi sa hanbili rozpravat s Maj.

Maij:
Hovorili na mia po slovensky!

Otazka
z publika:

Preco ste si vybrali tuto Skolu? Bol
by proces aj jeho vysledok iny, ak by ste si vy-
brali Waldorfsku alebo Montessori Skolu, kto-
ré su ovela otvorenejsie umeleckej vychove?
Tam je bezné spolupracovat a myslenie je ove-
['a otvorenejsie.

Maij:

Lydia aj ja sme mali zaujem pracovat
so Skolou, ktora sa nachadza blizko tranzit.sk,
aby sme vytvorili nové prepojenie. Myslim, Ze
ak by sme mali v susedstve Waldorfsku skolu,
vybrali by sme si ju.

school and this exhibition space. For me, one
achievement has been that, the day before the
exhibition opened, the different groups of chil-
dren who participated in the workshops unex-
pectedly came by to visit while we were install-
ing. They just wanted to say hi and see what we
were doing. For me, that was a success because
that showed that they were curious about the
project and wanted to take part in it. Another
aspect of this project that is very important for
me is the collaboration with Roman, since | have
never before worked with a teacher who was
so open-minded towards alternative methods.

Zora:

| have one more question. Because
usually when I’'m working with a process (during
a public meetings, when planning a workshop,
or during activities with kids), somewhere near
the end, as part of learning, | create a space for
reflection or for the participants. It helps them
realize what they have actually learned and why
it’s important. Reflection can be a mosaic of
words or different pictures to show how they
feel. Did you ask the kids for their reflections
in some way?

Maij:

Yes, actually we did. On the last day,
we asked the children what they thought about
the process, the workshops, and so on. They re-
membered mostly things from the same day.
Many of the children said that they liked the
tasks where they had to collaborate as groups,
and to go on explorations in the city, especially
when we were visiting places they hadn’t been
before. And they also thought it was fun!

Lydia:

At the beginning, it was hard for them
to collaborate. It was not an easy activity, but
they were really trying. In the feedback at
the end, the children said that this is what
they learned. To stay together, to share their
thoughts and to collaborate. It was an impor-
tant thing for them.

Roman:

But we asked them the last question:
What did you learn? They answered in different
ways with different answers. One learned the
pin code for a friend’s cellphone. And they also
mentioned collaboration and how to present. It
was very interesting. That was the moment | re-
alized that you cannot push anyone into learn-
ing. You have to give them time. And if some-
one has this - this is it, then they learn. But as
a teacher | never know when the information
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that | present reaches the other side. When
they absorb the information and take it into
their head and are able to present it.

Lydia:
What about you, Nils? For whom do
you think your projects are really intended?

Nils:

| work a lot with children, but | don’t
work with them as designers. | wouldn’t say
to a kid, “Design this playground.” Because
that’s not really how children think about space.
The workshops are more about creating a safe
environment, where children feel comfortable to
talk and explore. For me it is more about a cre-
ative conversational process, which | find more
helpful in terms of understanding how space
works or doesn’t. Colin Ward talks about how
kids are very good at testing space - how you
can send them into a city space and they can
quickly tell you what is wrong with it. They will
show you all the leaky spaces, what is danger-
ous, what’s too rigid etc. It is things like that
that | find really helpful. How to think about
spaces - | wouldn’t sit down with children to de-
sign a space together. | would work with them
through a learning process, which is more about
a conversation. And going back to the other
question, it is a cliché, but | think artists are
very good at creating interdisciplinary links.
We are trained as entrepreneurs, and | think as
a group we are very good at working with en-
gineers and poets, poets and musicians, musi-
cians and scientists.

Lydia:

Roman, what do you think areas other
than art can bring to the educational process?
Have you as teachers learned from participat-
ing in the project?

Roman:

Yes, definitely. Because | realized a lot
about our educational system, about the situa-
tion we have at school. Because the kids were
really confronted with this different type of
work, thinking, presenting. For instance: getting
a question with an open answer, which means it
doesn’t have a strict and correct answer like 2
plus 2 is 4. No - this was the question “What is
a city?” There was a boy who said, “That’s such
a stupid question.” And | asked him why, and
it was because it has such a large number of
potential answers and he was really unhap-
py. So | realized that unfortunately sometimes
we teach in a way that we focus on certain re-
sults instead of focusing on the process itself.



Lydia:

Vlastne sme rozmyslali o Montessori
alebo nejakej alternativnejsej Skole. Lenze tieto
skoly uz tento typ metdd pouzivaju. Pre ne by
to nebolo natolko obohacujuce. Preto sme dali
prednost bezZnej zakladnej skole. Jednu mame
priamo tu, v blizkosti tranzit.sk, a chceli sme
pracovat v nadej Stvrti. TakZe to bola kombi-
néacia viacerych faktorov.

Maij:

Minuly rok som robila workshop na Wal-
dorfskej kole vo Svédsku a pre mia to nebol
az taky velky rozdiel. MoZno tam mali iny typ
Skolskych obedov, ale to je tak vietko!

Roman:
Chcel by som dodat eSte jednu vec,
ktora je délezita. Nechcem hovorit, Ze nas slo-
vensky vzdelavaci systém je nespréynv alebo
spiatocnicky, to vébec
nie. VSetky tieto veci {
- spolupraca, spoloc¢-
né projekty, podpo-
ra Studentov a vietko
ostatné, je napisané
v osnovach. Mame tu
reformu Uciace sa Slo-
vensko. Vsetko je tof
tam. LenZe ucitelia| &=
tuto myslienku edte
neprijali. V sloven-|
skych $tatnych Sko-|-
lach je mnoho skve-f
lych ucitelov. Tak isto

je realita, mame prob-
|[ém ziskat v dnesnej
dobe ucitel'ov. Nie kazdy je ochotny sa adapto-
vat a prijat nové veci. Dvadsat rokov rozmys-
I'ali a pracovali jednym sposobom. Preco by sa
mali zmenit? Posun sa tyka osobnosti.

Lydia:

Maj, mam otazku pre teba. Pracovala
si na tomto projekte so slovenskymi ziakmi. Po-
deli$ sa s nami o svoje postrehy, aky je sloven-
sky skolsky systém v porovnani s danskym? Ma
slovensky systém v porovnani aj nejaké poziti-
va, alebo len negativa?

Maj:

Myslim, ze ak chcete urobit nejaké
zmeny, cesta vedie cez ucitelov. Ucitelia ako
Roman, ktory je taky otvoreny novym u¢ebnym
metddam, dodavaju mnoho optimizmu.
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Lydia:
Nils, m6Ze$ nam povedat nieco o tvo-
jich skusenostiach so skolskym systémom?

Nils:

Novi $tudenti na mojom oddeleni v Ko-
dani si rychlo uvedomili, Ze oddelenie, na ktorého
vedeni sa podielaju Studenti, im ddva mnoZstvo
slobody, ale zaroven aj ovela viac zodpoved-
nosti. Studenti st vychovavani v predstave,
Ze ucitel je presne to, ,ucitel, ktory im povie,
¢o sa maju ucit, prednesie im informacie. Oni si
tie poznatky vezmu a potom ich vyuziju niekde
dalej. Chce to nejaky ¢as, oducit sa od tohto
typu vzdelavania. A to je tazké pre vacsinu Stu-
dentov dokonca aj v Kodani. Myslim, Ze kultdra
v §kole ma najviac do ¢inenia s ucitelmi a Ziak-
mi, nemusi to nutne suvisiet so Sirsim spoloc¢en-
skym alebo politickym kontextom. To isté plati
pre dobrodruzné ihriska - rozdiel medzi dobrym
dobrodruznym ihris-
kom a skutocne skve-
lym zavisi od anima-
tora a deti, s ktorymi
bude pracovat.

O:
Vieme, ¢o robit
s detmi, ale ¢o s do-
spelymi? Mali by sme
sa tym zaoberat a roz-
myslam ako kladiete
do kontrastu ihriska
a defenzivnu architek-
turu. Rozmyslal som,

databazu tejto defen-
zivnej architektury,
ale sa aj snazite zmenit zmysSlanie ludi o nej.
Je to zvlastne, ked' si napriklad vezmeme 11.
september. I$lo vlastne o dve lietadla, ktoré
naburali do dvoch mrakodrapov, ale ovplyvni-
lo to verejné priestory na zemi. Ako to zmenit?
Pretoze defenzivnu architekturu robia dospeli,
proti dospelym.

Nils:

Je jedna vel'mi dobrd autorka, ktora sa
tym zaobera - britskad novinarka Anna Minton
napisala vel'a o pravnych a historickych aspek-
toch defenzivnej architektury. Hovori o tom,
ako by sme mali lobovat a prijimat opatrenia
na zmenu tychto veci. Tak isto skima korup-
ciu okolo lobbingu a obchodu v odvetvi defen-
zivnej architektury. Defenzivna architektura je
jednym z mnohych mechanizmov privatizacie,
a stala sa obrovskym biznisom.

Sometimes we teachers take things too per-
sonally in terms of being confronted with the
students. Because there were moments when
they didn’t want to collaborate. And of course
their reactions to our motivation were also dif-
ferent. So that was also hard for me. | also re-
alized that when we spoke with Maj about the
Danish educational system. And unfortunately
we don’t use projects like teamwork as much
at our school. We try to support the children,
but since they are already taught in this very
frontal way of learning and this authoritative
style, it is difficult for them to shift, | think,
to this other type of education. So | realized
that for them it is also a transition process. If
you were used to listening and writing what
is on the wall, | cannot expect you to work in
groups and give you thirty minutes for that.
They did their job in five minutes and the rest
of the time they wanted to do what they like.
It simply was like that. That was the reality. But
| realized first that | was unhappy, really lost in
away. What to do? | realized that it takes time
for them, just like our Slovak education system.
It needs time. We had time to make this tran-
sition. These projects are very inspiring. The
children are confronted with someone from
a different country who doesn’t speak Slovak
at all. So they were really shy to talk to Maj.

Maj:
They talked Slovak to me!

Question
from public:

Why did you choose this school? Would
the process and result be different if you chose
a Waldorf or Montessori school which are much
more open to art schooling? Because there, it
is normal to collaborate, and thinking is much
more open.

Maj:

Both Lydia and | were curious about
working with a school located near tranzit.
sk, to create a new connection between that
school and tranzit.sk. | think that if there had
been a Waldorf school nearby, then we would
have gone with that.

Lydia:

Actually, we were thinking about Mon-
tessori or some more alternative school. But
these schools use these kinds of methods al-
ready. For them it would not be so enriching.
That is why we preferred a regular elementary
school. And we have one here, close to tranzit.
sk, and we wanted to work within the tranzit.sk
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neighborhood. So it was combination of these
factors.

Maj:

But just last year, | did a workshop at
a Waldorf school in Sweden, and for me there
was not such a big difference. It was maybe
another type of lunch menu, but that was it!

Roman:

I would like to add one more thing that
isimportant. | don’t want to show that our Slo-
vak education system is wrong or backwards -
no, not at all. All these things - collaboration,
working with projects, supporting students and
everything - all of that is written in the cur-
ricula. There is the Learning Slovakia (Uciace
sa Slovensko) reform. Everything is there. It is
just that the teachers have not inhabited this
idea. There are many great teachers at Slova-
kia’s state schools. And many older ones. That
is the reality; we have difficulty finding teach-
ers nowadays. Not everyone is willing to adapt
and accept. They spent twenty years teaching
things one way: do this and do that. Why should
they change? The shift relates to personality.

Lydia:

Maj, | have a question for you. You
worked with Slovak pupils on this project. Could
you share with us your observations of the
Slovak school system in comparison with the
Danish one? Does the Slovak system have an-
ything positive in comparison, or is it only the
negatives?

Maj:

| think that if you want to do some
changes it is through the teachers. There is
a lot of optimism about a teacher like Roman,
being so open-minded towards new teaching
methods.

Lydia:
Nils, can you say something about your
experience working with schools?

Nils:

The new students at my department
in Copenhagen quickly realized that a more stu-
dent-led department gave them a lot of free-
dom but also a lot more responsibility. Students
are trained to think that a teacher is literal-
ly a “teacher” who is going to tell them stuff,
tell them what to learn, give them information.
They were going to bank that knowledge and
then spend it somewhere else further down
the line. This type of education takes some



O:

Mozno v Britanii, ale v Bratislave lavi¢-
ky rozdeluje mesto. Povedali ste nam, Ze nevni-
mate deti ako dizajnérov. Pretoze dizajnéri by
mali byt dospeli, ktori tieto veci ovladaju a deti
by mali napravit, ¢o sa dospelym bohuzial nepo-
darilo. Ako to zmenit?

Nils:

Je zaujimavé, ze Streetwork od Colina
Warda je vlastne priruckou pre stredoskolskych
ucitelov. Colin Ward a Anthony Fyson skdmali
uréity typ fenoménu ,Skél bez stien“ v Eurépe
a Severnej Amerike, aby ho mohli predstavit brit-
skej vlade a dosiahli integraciu aspektov tohto
typu skoly a vyuky o meste do $kol v Spojenom
kralovstve. Na zaver knihy je prirucka pre ucite-
I'ov, v ktorej sa dozvedia, ako zostavit hodiny, na
ktorych sa deti dostavaju do role prieskumnikov
- vyjdu z triedy von do mesta pozorovat okolie
a vracaju sa, aby sa o svoje zazitky podelili a vy-
pracovali projekty o fungovani mestského priesto-
ru. Niektoré myslienky Colina Warda su dnes uz
prekonané, ale mnohé su stale relevantné, najma
ak sa rozpravame o defenzivnej architekture.

Lydia:

Ked som sa rozpravala s Maj, uvedo-
mila som si, Ze mnohi umelci v Dansku alebo Bri-
tanii pracuju v oblasti vzdelavania, vyuky alebo
prichadzaju do kontaktu so Ziakmi. Na Slovensku,
ale ani v strednej Eurépe vieobecne, takuto tra-
diciu nemame. Co myslite, pre¢o umelci v Dansku
¢i Vel'kej Britanii pomerne ¢asto spolupracuju so
Skolami?

Maij:

Ma to jeden vel'mi jednoduchy dévod,
a to je financovanie. V Dansku si mozete ako
umelec podat Ziadost na Dansky fond na podpo-
ru umenia, v spolupraci so zakladnou, strednou
kolou alebo aj materskou 3kolou, a kola/insti-
tucia zaplati 25 percent nakladov na umelec-
ky projekt, kym fond na podporu umenia zapla-
ti zvySnych 75 percent. Projekty obvykle trvaju
niekol’ko tyzdriov alebo dokonca mesiacov. Mno-
ho $kél je otvorenych tomuto druhu spoluprace
a umelci to robia ako rozsirenie svojej tvorby.

Lydia:

A o Spojené kralovstvo? Aj tam mate
podobné financovanie? Su tam verejné pro-
striedky venované spolupraci medzi umelcami
a Skolami?

Nils:
Realizovali sa zadkazky pre Skoly, napri-
klad z podnetu radnice v Bristole. Mesto nedavno
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zadalo zékazky pre 50 réznych §kél, pricom po-
zvalo umelcov, aby im navrhli ihriska. To je ob-
rovska iniciativa. Ale je to najednotlivych radni-
ciach. Ak je tam uUradnik, ktorého zaujima umenie,
je to pravdepodobnejsie. VSetky verejné penia-
ze vynaloZené na umenie v Spojenom kral'ovstve
zahffia urcitu mieru verejnej konzultacie. Ak do-
stanete verejné peniaze na umelecku tvorbu, mu-
site zapojit miestu komunitu alebo l'udi, ktorych
sa dany priestor tyka. A to umelci a architekti vy-
uzivaju réznymi spésobmi. Niekedy sa konzulta-
cia vyuziva citlivo a inkluzivne. Inokedy je to len
formalne gesto - napriklad rychla powerpointova
prezentacia toho, ¢o sa bude diat. Urovne kon-
zultacie su velmi Siroké a je na umelcovi a mest-
skej rade, ako sa k tomu postavi. Neexistuju sku-
to¢né pravidla pre to, Co mdzete urobit. Viem, ze
v Dansku to, napriklad, takto vébec nefunguje.
Zda sa teda, Ze je to rézne v réznych krajinach,
podla toho, odkial' prichadzaju peniaze a aké su
pravidla.

Lydia:

Maj a Nils, mohli by ste nam trochu pri-
blizit umelecké projekty, ktoré sa tykaju vzde-
lavania v globalnejSej mierke? Aké su trendy,
témy... Vasi obl'beni umelci alebo projekty,
ktoré sa venuju tejto oblasti?

Maij:

Odpoviem tak polovi¢ne. Spomenula
by som dielo amerického umelca Harrela Flet-
chera, ktoré sa mi paci a povazujem ho za in-
$pirativne. Dielo vzniklo vo franctizskom parku
v roku 2006, kam pozvali Fletchera, aby vytvo-
ril sochu pre verejny priestor. Stravil mnoho dni
prechadzkami v parku, rozhovormi s réznymi
[ud’'mi o tom, ako park vnimaju, s milencami, psic-
karmi aj detmi. V8etkym polozil tu istu otazku:
Akd by mala byt podla vas ta najzaujimavejsia
verejna socha v parku? Jedného dna prisiel de-
satroc¢ny chlapec menom Corentine a povedal:
Myslim, Ze by mala byt ,takato” velka. A ¢o by
to malo byt? Mala by to byt korytnacka. Aha.
Potom sa ho Fletcher opytal na farbu a materi-
al. Rozhodne mala byt zelend. Ale pod zelenou
farbou by malo byt Cisté zlato. Potom sa ume-
lec rozpraval s d'al$imi lud'mi v parku, ale stéle
sa vracal k myslienke vel'kej korytnacky z ¢isté-
ho zlata, natretej na zeleno. Daldie leto sa vratil
a pozval chlapca do svojho ateliéru, kde vytvorili
korytnacku a nasledne bola umiestnena v parku.
A nikto nevidel, Ze tato nednovo zelend koryt-
nacka bola v skuto¢nosti zlata. To je umelecké
dielo, ku ktorému sa stéale vraciam, pretoze je
to dobry priklad toho, ako sa umelci aj dospeli
vo vSeobecnosti mozu ucit z detskej predsta-
vivosti. Tak isto mi to pripomina odpoved na

time to unlearn. And that is difficult for most
students.

Q:

We know what to do with children, but
what about the adults? We should think about
this, and | was wondering about how we con-
trast playgrounds to defensive architecture.
| was wondering if you not only make a data-
base of this defensive architecture but think
about how to change people’s minds about it.
It’s funny, for instance when you think about
9/11. It was two planes going into two sky-
scrapers and yet it influenced public spaces
on the ground. How to undermine this? Be-
cause this defensive architecture is made by
adults against adults.

Nils:

The British journalist Anna Minton has
written extensively about the legal and his-
torical aspects of defensible architecture. She
talks about how we could lobby and legislate to
change these things. She also investigates the
corruption of the defensible architecture and
security industries. Defensible architecture is
one of many mechanisms of privatization, and
it has become a huge business.

Q:

In the UK yes, but in Bratislava it is mu-
nicipalities dividing these benches. You told us
that you understand children not as designers.
Because designers should be adults who know
this stuff, and children should fix what adults
unfortunately ceased to pay to attention. How
to change this?

Nils:

Interestingly, Colin Ward’s Streetwork
is a handbook for high school teachers. Colin
Ward and Anthony Fyson looked into a certain
type of “School without Walls” phenomenon
in Europe and North America in order to pres-
ent it to the UK government so that aspects
of this type of school and learning about the
city could be integrated into UK school class-
rooms. In the back of the book is a guidebook
for teachers to show them how you might de-
velop a class where kids act as scouts - going
out into the city in order to make observations
and come back and share them together and
develop projects around how the city is pro-
duced. Some of Colin Ward’s ideas are now out
of date, but those ideas are still relevant par-
ticularly to what you are talking about in terms
of defensive architecture.

Discussion

Lydia:

When | spoke with Maj, | realized that
many artists from Denmark or Britain are work-
ing with education, teaching or school pupils.
And in Slovakia and Central Europe, there is no
such a tradition. Why do you think that artists
in Denmark or Great Britain are working with
schools quite frequently?

Maij:

There is one very simple reason and that
is funding. As an artist in Denmark, you can apply
to the Danish Arts Foundation, in collaboration
with either an elementary school, high school
or kindergarten, and then the school/institu-
tion will pay 25% of the costs for an art project
and the Arts Foundation will pay the remaining
75%. The projects usually run for several weeks
or even months. Many schools are open-mind-
ed to this kind of collaboration, and the artists
do it as an extension of their practice.

Lydia:

And the UK? Is there also this kind of
fund? A public fund dedicated to collaboration
between artists and schools?

Nils:

There have been commissions for
schools, for instance instigated by Bristol coun-
cil. The city recently commissioned artists to
design playgrounds city wide. That was a huge
initiative. But that is up to the individual coun-
cil. If there is an interesting arts officer at the
council, then that is more likely to happen. All
public money spent on the arts in the UK comes
with some kind of a public consultation. If you
are given public money for an art work, then you
have to include the local community or people in-
volved in that space. And that is used in differ-
ent ways by artists and architects. Sometimes
consultation is used sensitively and with inclu-
sivity. Other times it’s just a token gesture - like
a quick PowerPoint of what you will get. The lev-
els of consultation are very broad, and it is up
to the artist and the council what that level will
be. There are no real rules for what you can do.
| know that this does not exist so much in Den-
mark for example. So it seems to be different
in different countries, depending on where the
money comes from and what the rules are.

Lydia:

Maj and Nils, can you give us some in-
sight into art projects that work with or are
about education on a global scale? What are
the trends, themes... Your favorite artists or
projects dealing with this topic?



otazku ,Co je to mesto?“, ked’ chlapci odpove-
dali ,parkour®. Rozmyslala som o svojich vlast-
nych motivaciach pre tento projekt, konkrétne,
Ze deti mi davaju moznost vnimat mesto inymi
a novymi spdsobmi.

Lydia:
A Co ty, Nils?

Nils:

Zvyknem pracovat so star$imi det-
mi, ale vac¢sinou na dlihsiu dobu. Viac sa zauji-
mam o udrzatelnu spolupracu, takZze pracujem
s detmi dlhSie ¢asové obdobie. Presne to som
robil v Kodani. Vlastne to uz neboli deti, ale mla-
di dospeli, dvadsiatnici. Pre mna ako umelca to
je pravdepodobne ta najudrzatelnejsia pozicia,
v ktorej mézem ponuknut moj spdsob politické-
ho bytia v tomto priestore. Myslim, Ze je mno-
ho prikladov tohto typu ¢innosti na umeleckych
Skolach.

Lydia:

Tento typ projektov by mal trvat dl-
hodobo, aby mal na ucastnikov trochu hlbsi do-
pad. V tranzit.sk bola vystava Start and Finish,
ktora spochybriovala si¢asnu ekonomiku zaloze-
nu na projektoch. Spolu s Maj sme otvorili malé
dvierka, ale ak nebudeme pokracovat, znovu sa
zatvoria. Co myslite? Ako méze tento projekt
pokracovat? Co si myslite o jeho kontinuite?

Nils:

Myslim, Ze inStitucia musi mat sku-
tocne vieru v umelca alebo l'udi, ktori na pro-
jekte pracuju. Musi im dat ¢as na pracu. To je
vel'mi naro¢né, pretoze pridelené peniaze ob-
vykle predstavuju €asovy limit. Tlacia vas, aby
ste nieco vyprodukovali. Tento ¢asovy limit je
obvykle rok alebo maximalne dva. Ale myslim,
Ze sa najdu aj muzea a vacsie institucie, ktoré
dnes pracuju aj na dlhodobejsich projektoch na
Styri, pat alebo aj viac rokov.

Lydia:
S rovnakymi fud'mi?

Nils:

Ano, s tymiistymi lud'mi, ¢o je celkom
zmena, a financovanie to umoznuje. Ked’ ide
o dlhodoby otvoreny proces, musite najma ve-
rit situdcii, nielen vyprodukovat na konci urci-
ty vysledok. Vac¢sinou ide sice sponzorom naj-
ma o to, ale postupne sa zda, Ze sa to meni.

Roman:
Paci sa mi myslienka, o ktord sa s nami
Maj podelila, ked sme sedeli v Prezidentskej
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zdhrade. Ak je moznost, alebo Sanca, Ze by ne-
jaky umelec prisiel do tranzit.sk, mozno by sme
mohli spolupracovat...

Judit Angel
(kuratorka, riaditelka tranzit.sk):

V d'alsom kroku by sme sa mali dozve-
diet trochu viac o vasej praci v Skole. Ako de-
finujete potreby deti a ¢o by sa detom pacilo
mimo skolskych osnov. Na budtcu jesen pracu-
jeme spolu s Janou Kapelovou a Eliskou Mazala-
novou na vystave a sprievodnom programe za-
meranom na dopady vzdeldvania na jednotlivca
a boli by sme velmi radi, ak by sa Skola mohla
zucastnit. Umelkyna by mohla navstivit sko-
lu a nieco tam podniknut, pripadne by studen-
ti mohli prist sem a vytvorili by sme $pecialny
program. Vlastne sme sa zacali viac zapdjat do
diania v susedstve tranzitu uz pred dvomi rok-
mi, ked’ sme sa zUcastnili na Susedskom festi-
vale pod kuratelou Dominiky Belanskej a Mads
Floor Andersen. Dostali sme pozitivne ohlasy od
[udi, ¢o nas motivovalo pokracovat v mensich
projektoch v okoli. Aj predtym sme realizovali
projekt s Lydiou a Katefinou Sedou v trznici na
Trnavskom myte, ktoré sice nie je v naSom bez-
prostrednom susedstve, ale je nedaleko. Je tu
priestor na experimentovanie mimo tranzitu, ale
zatial to nie je nasim hlavnym planom. Toto leto
sme organizovali skupinové ¢itania o komunite
a kolektivnych praktikach. Podujatia boli zame-
rané na galérie a komunity, a pre¢o chcu insti-
tucie s komunitou spolupracovat. Chapeme, ze
je skuto¢ne narocné, ak sa chcete zapajat do
prace s komunitami, potrebujete kontinuitu,
dlhodobé projekty a l'udi zameranych len na to.
Tak isto potrebujete Specidlny rozpocet. Mo-
mentalne stale pracujeme v mnohych réznych
formatoch, od vystav, prednasok, workshopov,
az po publikacie, a zaoberame sa roznymi téma-
mi. Snazime sa dostat do uzsie zameraného in-
Stitucionalneho smerovania, ale zavisi to aj od
moznosti financovania. V stcasnosti, tu a v na-
Som regione, je narocnejsie ziskat zdroje na dl-
hodobé a tematicky zamerané projekty ako na
heterogénny program. Mame v8ak motivaciu
najst vhodny spdsob v ramci moznosti.

Maj:

| will answer with a kind of half-an-
swer. | will mention a work by the American
artist Harrell Fletcher that | like and find in-
spiring. The work was made in a park in France
in 2006, where Fletcher was invited to make
a public sculpture. He spent many days walking
around in the park, talking to different people
about how they approached the park - lovers,
dog walkers, kids. The question he asked them
was: What do you think would be the most in-
teresting public sculpture for the park? And
then this ten-year-old boy called Corentine said:
| think it should be “this” big. What should it be?
It should be a turtle. Aha. Then Fletcher asked
the boy what color and what material. Well, it
should for sure be green. But under the green
painting it should be pure gold. And then the
artist talked to more people in the park, but he
kept coming back to the idea of the large turtle
in pure gold painted green. The next summer
he came back and he invited the boy to his stu-
dio, where they did the turtle, and afterwards
it was placed in the park. And no one saw that
this neon green turtle was actually gold, but it
was. This is an artwork | keep coming back to,
because it is a good example of how artists, and
grown-ups in general, can learn from the imagi-
nation of children. It also reminds me of the an-
swer to the question “what is a city?” - that it
is a parkour. | was thinking about my own mo-
tivations for doing this project, and that is also
that the children give me the chance to see the
city in ways that are different and new.

Lydia:
What about you, Nils?

Nils:

| tend to work more with older kids, but
usually for long periods. | am more interested
in sustainability and duration, and that’s what
| did in Copenhagen. Not with kids, but adults
in their twenties. | think there are a lot of exam-
ples of that type of activity within art schools.

Lydia:

This kind of project would have to be
long-term in order to have any deeper impact
on the participants. At tranzit.sk, there actu-
ally was an exhibition, Start and Finish, which
questioned the project-based economy of con-
temporary culture. With Maj, we have opened
some small door, but if it doesn’t continue, this
small door will close again. What do you think?
How can this project continue? What is you
view about its continuity?

Discussion

Nils:

| think the institution has to have faith
in the artist or in the people working on the pro-
ject. To give them time to do things. That is dif-
ficult because usually the money that you get
comes with a time limit and you have to produce
something. Usually that time limit is a year, or
two years maximum. But | think there are mu-
seums and larger institutions today that are
working towards more long-term projects that
last four, five years or longer.

Lydia:
With the same people?

Nils:

Yes, with the same people, and
that’s a change in a way, and the funding al-
lows that as well. You have to have trust in
the situation when it’s a long-term open pro-
cess rather than producing a product at the
end. Which is mostly what funders want, but
it seems to be changing.

Roman:

[ like the idea that Maj shared when we
were sitting in the Presidential Garden. If there
is some option or chance that some artist might
come to tranzit.sk, maybe we can collaborate...

Judit Angel
(curator, director of tranzit.sk):

The next step is that we learn more
about what you are doing as a school. How do
you define the needs of the children and what
would the kids like to have besides the school
curricula? For next autumn, we are working with
Jana Kapelova and Eliska Mazalanova on an exhi-
bition and a related program focused on the ef-
fects of education on the individual, and I'd be
very glad if the school could participate in it.
The artist might go to the school and do some-
thing there, or the students could come here and
there would be a special program. Actually, we
started to get more involved in tranzit’s neigh-
borhood two years ago when we participated in
the Neighborhood Festival curated by Dominika
Belanska and Mads Floor Andersen. We got pos-
itive reactions from the people, which motivated
us to continue with smaller projects in the area.
Even before this, we had a project with Lydia and
Katetina Seda at the old market, the Trznica at
Trnavské myto, which is not exactly our neighbor-
hood, but it is close. There is a trend towards ex-
perimenting outside of tranzit, but so far there
is no master plan. This summer, we had reading
group sessions about commonity, communing,
and collective practices. The sessions looked



Maj Horn

je vizualna umelkyna pdsobiaca v Kodani, v Dan-
sku. Vystudovala na Funen Art Academy (DK).
Zaobera sa verejnym priestorom a komunitami,
hl'adanim aspektov zdielania poznatkov, identi-
tou a atmosférou miest. Pracuje v roznych mé-
diach, od fotografie a inStalacie az po procesy
zaloZené na dialédgu, prechadzky a akcie. Jej pra-
ca bola okrem iného prezentovana v I: project
space (Cina), Art Lab Gnesta (SE), ZK/U (Zen-
trum fir Kunst und Urbanistik) (DE).
www.majhorn.dk

Nils Norman

je umelec posobiaci v Londyne. Pracuje napriec
disciplinami, venuje sa umeniu vo verejnom
priestore, architekture, mestskému planovaniu.
Jeho projekty spochybnuju predstavy o funk-
cii umenia vo verejnom priestore a o U¢innosti
strednoprudového urbanistického planovania.
Nils Norman vo svojej praci vychadza z idef lo-
kalnej politiky a alternativnej ekonomiky, eko-
logickych systémov a hry. Jeho praca spaja
utopické alternativy so suc¢asnym mestskym
dizajnom, vytvarajic tak humornu kritiku dejin
a funkcii umenia vo verejnom priestore a urba-
nizmu. Norman p6sobil ako pedagdg na Danskej
kralovskej akadémii umenia v Kodani, v ramci
School of Walls and Space od 2009 do 2017.
www.dismalgarden.com

Diskusia

Roman Javilak
je pedagdgom a vychovavatelom v druzine/skol-
skom klube na Zakladnej Skole lvana Dérera na
Jelenej ulici v Bratislave, ktord sa nachadza v su-
sedstve tranzit.sk. Zucastnil sa na workshopoch
v ramci projektu Schools Without Walls.

Zora Kalka Pauliniova

prepaja rolu architektky, facilitatorky a cyklist-
ky v oblasti participacie, komunitného rozvoja ¢i
rozvoja verejnych priestorov. Ma rozsiahle sku-
senosti ako facilitatorka planovacich procesov
so zapojenim verejnosti, vratane mladych ludi
a deti. Je spoluatorkou knihy Vereiné priesto-
ry, ale aj knizky Minulost pre budtcnost / Ako
lepsie porozumiet mestu, ktora je akymsi kata-
[6gom metdd, ako pracovat s detmi aj dospely-
mi pri planovani.

Lydia Pribisova

je nezavisla kuratorka, $éfredaktorka ¢asopisu
Flash Art Czech & Slovak Edition, pésobi v Bra-
tislave. V rokoch 2013 - 2015 podsobila ako pro-
jektova koordinatorka v tranzit.sk, v rokoch
2007 a 2011 spolukuratorovala slovensku sek-
ciu Prague Biennale, v roku 2019 spolukurato-
ruje Kaunas Biennial v Litve. Kuratorsky spolu-
pracovala s mnohymi verejnymi a sukromnymi
indtituciami na Slovensku i v zahranici.

at galleries and communities and why institu-
tions want to reach out towards communities.
We understood that it is really difficult, that if
you want to engage in work with the communi-
ty you need continuity, long-time projects, and
a staff dedicated only to this. You also need
a special budget. At this moment, we are still
working in many different formats - from exhi-
bitions, lectures, and workshops all the way to
publications, and we also address many differ-
ent topics. Arriving at a more focused institu-
tional direction is our aim, but it also depends
on funding possibilities. At the moment, here
and in the region, it is harder to get resources
for long-term and thematically focused projects
than for a heterogeneous program. However,
we are motivated to find an suitable approach
within the circumstances.

Maj Horn

is a visual artist based in Copenhagen, Denmark.
She holds a master’s degree from the Funen
Art Academy (DK). Her work deals with public
spheres and communities by looking into as-
pects of knowledge sharing, the acquisition of
sites, and the identity and atmosphere of pla-
ces. The media she works with range from pho-
tography and installations to dialogue-based
processes, walks, and actions. Among other
places, her work has been presented at Magic
Carpets (Croatia), I: project space (China), Art
Lab Gnesta (Sweden) and ZK/U (Zentrum far
Kunst und Urbanistik) (Germany).
www.majhorn.dk

Nils Norman

is an artist based in London, UK. He works across
the disciplines of public art, architecture and
urban planning. His projects challenge notions
of the function of public art and the efficacy
of mainstream urban planning and large-scale
regeneration. Informed by local politics and al-
ternative economics, ecological systems and
play, Norman’s work merges utopian alternatives
with current urban design to create a humorous
critique of the discrete histories and functions
of public art and urban planning. Norman was
a professor at the Royal Danish Academy of Fine
Arts in Copenhagen and at the School of Walls
and Space from 2009 until 2017.
www.dismalgarden.com

Discussion

Roman Javilak
is an elementary-school teacher and after-school
club educator at Dr. lvan Dérer Elementary
School on Jelenia Street in Bratislava, just around
the corner from tranzit.sk. He was part of the
project Schools without Walls.

Zora Kalka Pauliniova

Pauliniova connects the role of architect, facil-
itator and cyclist in the field of participation,
community development and placemaking. She
has vast experience as a facilitator of planning
processes involving the public, including young
people and children. She is the author of the
books Public Spaces and Past for the Future /
How to Understand the City, the latter of which
is a catalog of methods for working with chil-
dren and adults in city planning.

Lydia Pribisova

is an independent curator and the editor-in-chief
of Flash Art Czech & Slovak Edition. She lives
and works in Bratislava. From 2013 to 2015, she
worked as the project coordinator at tranzit.sk,
and in 2007 and 2011 she was the co-curator of
the Slovak section of Prague Biennale. In 2019
she will co-curate the Kanuas Biennial. As a cu-
rator, she has collaborated with many public
and private institutions at home and abroad.



Maj Horn, Skoly bez stien / Schools without Walls, workshop, foto / photo: Maj Horn, 2018.
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Maj Horn, Skoly bez stien / Schools without Walls, workshop, foto / photo: Brao Bibel, 2018.
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Maj Horn, Skoly bez stien / Schools without Walls, workshop, foto / photo: Lydia Pribisova, 2018.
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Maj Horn, Skoly bez stien / Schools without Walls, workshop, foto / photo: Maj Horn, 2018.
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Maj Horn, Skoly bez stien / Schools without Walls, workshop, foto / photo: Maj Horn, 2018.
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Namestie slobody / Freedom Square, Bratislava, 2018, foto / photo: Maj Horn.
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