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Erik Sikora

Pribeh krajinara

V pribehu dejin umenia figuruje tuba farby ako vynélez, ktory bol spustagom krajinomalby. Predtym
sa tazko dalo vybehnut zdosahu ateliéru a malovat priamo v krajine.

Vynalez fotografie zase figuruje ako spusta¢ obrovského mnoZstva pribehov dejin umenia, az po pri-
behy performance, happeningu ¢ilandartu.

Rozhodli sme sa, Ze sa zi¢astnime pribehu, v ktorom by vynélez mobilného internetu figuroval ako
spustac novej epochy umenia. Vybehnit zdosahu wifia smartfénovat priamo v krajine.

Status krajinéra je projekt skiimajlici premeny prace umelca a vnimania krajiny po vpade internetu do
nasich vreciek. Projekt bol koncipovany ako vzdeldvacia aktivita pre $tudentov umeleckych $kél. Pozo-
stévalztroch plenérov,internetovej prezentécie diel, konferencie na tému,Umelec a krajina pointerne-
te*,a hmatatelnej dokumentécie v podobe tejto knihy.

f Zaelells anysinisgeA eqjewiouife.y
ogeu Auelinsad-Aj9o-IWiey1a$a IWAYIIS

Krajina onlife

Ide$ navyletakontroluje$internetovi podobu miestavyletu.Pride$ na miestoaporovnavashostym
akosisihopredstavoval nazakladeinternetu.Internet tiporadiako satamdostat ajakosavratit.Pocas
vyletu rozmyslas nad tym, ako bude$ vylet prezentovat pred priatelmi socidlnych sieti. Po vylete pri-
spieva$ dokumentovanim a zdielanim k internetovému obrazu navstivenej krajiny.

Vylet do prirody fungoval predtym ako odpojenie sa. Dochadzalo k prerugeniu prepojenf a toku infor-
mécil spolo¢ného vedomia: mapy, aktuality, spoje, histdria, myty, pribehy, ndzory, predpovede pocasia.
S mobilnym internetom vo vrecku to tak nemusfi byt. Offline vrstva krajiny méze byt v redlnom ¢ase
kombinovand s jej online vrstvou, a ty po nej krdé¢as kombinovany/4 so svojou online podobou.

Zaciatky internetu boli v umeni sprevadzané pojmom netart. Umenie hrdo vznikajlce na internete
aointernete, ako o novom svete s novymi pravidlami. Postupne je véak ¢im dalej tym tazsie oddelovat
internetovy svet od skutoéného sveta. Za¢ina sa hovorit o postinternetovom umeni. Nevznikd vysost-
ne preinternet,ale tak ¢i tak je internetom ovplyvnené, tak ako sém Zivot autora ¢iautorky.

Oxfordsky profesor Luciano Floridi manifestuje, Ze Zijeme v obdobf onlife, zmiegania online a of fline.
Horim zvedavostou, ako dopadne pribeh nd$ho obdobia, ¢i si pre¢itame, Ze sme Zili v obdobi postinter-
netu, alebo v obdobf onlife, alebo prerazi nejaky uplne iny pribeh. V projekte Status krajinara ndm neslo
ozhodnocovanie, ¢inadeinternetové asmartfénové zvyky menia nas zivot k lepgiemu alebo k horgiemu,
ale snazilisme savyzmykat z tychto vydobytkov véetko ¢o sa da.

i
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Plenéry

Plenér je nddherna vzdeldvacia aktivita umeleckych $kél. Rozhodli sme sa nadviazat na maliarske
plenéry v krajine, neobmedzujeme sa ale na ziadne médium, kresba, malba, socha, objekt, text, video,
performance, status, pocit, véetko je dovolené. Mdme v8ak smartfény s internetom a nebojime sa ich
pouZit. Ani privybere miesta, ani pocas vyletu ¢i procesu vymyslania a tvorby. Ddvame si len tito pod-
mienku:nae vystupy samusiaobjavit nainternete. Tak preskiimame moZnostiastratégieinternetovej
prezentécie umenia, hlavne na socidlnych sietach. To, Ze sa nage diela ocitnt rovnocenne v bahne zmien
profiloviek, odkazov na élanky, rekldm, hoaxov, meme, statusov, vnimame ako prednost a vyzvu, ¢i ob-
stojabezochrannejaury galérie.

Udiali sa tri plenéry, kazdy nainom mieste vychodného Slovenska, kazdy s inou skupinkou vybranych,
zhruba siedmich $tudentov &i $tudentiek umenia a dvoch pedagdgov: Erik Sikora plus Michal Machcinik
alebo Matus Lényi. Plenéry boli dvojdrové. V takomto kratkom ale intenzivnom ¢ase sme sa snazili zis-
tit ¢o najviac o mieste a porovnavat to s jeho internetovym obrazom, ndsledne reagovat akymkolvek
umeleckym ¢inom a vymysliet a vykonat nejakd experimentélnu stratégiu prezentécie seba a plenéru.
Dostali sme sami seba do stresujucich podmienok, jemne parodujlcich si¢asny stav role umelca, pri-
praveného chrlit diela za pochodu, zéroven s budovanim vlastného PR.

Prezit spolo¢ny vylet, workshop, alebo akukolvek $kolu v prirode, nepopieratelne vedie ku vytvoreniu
spomienok prepojenych s internym humorom a legendami s véazbami na spolo¢ny ¢as a miesto. Po kaz-
dom plenérisme mali pocit, Ze sme zaZili nie¢o neuveritelné, a najtaz$ou vyzvou bolo pretimocit divdkom
kontext apribeh v ktorom diela vznikli,bez ktorého je va¢ina diel tazko pochopitelnych &i precititelnych.

S|od eu yoan es [easAyg ¢Aael !pe}:)e[b/\ !|ELha'N-.
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Vystupy krajinara

Internetovéa prezentdcia nawww.facebook.com/statuskrajinara splnila svoj U¢el, nase aktivity sledo-
valo potajomky vela divékov, ukézalo sa véak, ze zapojit sledovatelov do diskusie je nainternete rovnako
tazké akov realite.

Fyzické stretnutia prebehli na zéverenej konferencii projektu na tému ,Umelec a krajina po interne-
te®. Konala sa v januéri 2018, na péde Technickej univerzity v prednaskovej sieni pri Campus galérii v Ko-
Siciach. Jej t¢elom bolo zhodnotit aktivity plenérov spolu s prizvanymi hostami, a zaroven nastolend
tému rozsirit z hladiska tedrie, filozofie, ¢i histérie. Prispevky, ktoré odozneli na konferencii ndjdete za-
chytené aj v tejto knihe. MbZete ju teda pouZivat ako prakticky aj teoreticku “prirué¢ku® siéasnej prace
skrajinou,a tesime sa pripadne na to, ako statusy krajinarov rozviniete vy.
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Erik Sikora

Landscapist’s Story

Paint tube features as an invention triggering landscape painting in the story of Visual Art. Previously, it
had been hard to get out from the studio and paint directly in the Plein Air.

The invention of photography features as a trigger of a vast array of the History of Art, even reaching the
story of Performance, Happening or Land Art.

We decided to be a part of the story, in which the invention of mobile Internet would feature as a trigger
of anew era of art. It was just to get out of reach of Wi-Fi and use a smartphone right in the Plein Air.

Landscapist’s status is a project exploring the transformation of artist’s work and perception of land-
scape after the intrusion of the Internet in our pockets. The project was conceived as a study activity for
students of art schools. It consisted of three plain air events such as, presentation of art works on the In-
ternet, the conference on ,Artist and the Post-Internet Landscape®, and tangible documentation in form
of this book.

The Landscape Onlife

Before going for a trip, you check the Internet image of the location. You arrive in the site and compare it
to how you imagined it based on the Internet. The Internet will advise you on the way of getting there and
back. During your trip, you are thinking about how you would like to present it to friends on social networks.
After the trip, you contribute by documenting and sharing the Internet image of the visited location.

Before, the trip to countryside worked as a way of disconnecting yourself. There was interruption and
flow of information of common consciousness: maps, news, links, history, myths, stories, opinions, weather
forecasts. However, it does not have to be like this with mobile Internet in your pocket. Offline landscape
layer can be combined with its real-time online layer and you walk on it combined with the online image of
your self.

The beginning of the Internet was accompanied by the concept of Net Art. The kind of art proudly cre-
ated on the Internet and dealing with the Internet as a new world with new rules. Gradually, however, it is
more and more increasingly difficult to separate the Internet world from the real world. We are beginning
to speak about the Post-Internet Art. It did not originate exclusively for the Internet. Either way, it is influ-
enced by the Internet in the same way as the life of an artist itself.

Luciano Floridi, the professor at Oxford University, manifests that we live in the “onlife” time, in the time
of blended “online” and “offline”. | wonder how the story of our time will end up. Whether we will read that
we once lived in the Post-Internet time or in the onlife time, or some completely different story will appear
there. In the Landscapist’s status project, we did not aim to evaluate the situation whether our Internet
and smartphone habits had been changing our lives to better or worse, but we tried to get the best out of
these conveniences.

Plein Air Events

Plein Air is a wonderful educational activity of art schools. We decided to follow the landscape painting
in the countryside, but we are not limited to any medium, drawing, painting, sculpture, object, text, video,
performance, status, feeling, everything is allowed. However, we have smartphones with Internet connec-
tion and we do not hesitate to use them. Neither when choosing a location, nor during a trip, or creative
process. There is only one condition: our outputs must appear on the Internet. In this way, we can explore the
possibilities and strategies of the Internet presentation of art, especially on social networks. The fact that
our works will appear in the same mud with profile photos, references to articles, advertisements, hoaxes,
memes, posts, we perceive as an asset and a challenge for our works to prove themselves outside the pro-
tective aura of galleries.

Each of the three plain air events took place in another location of Eastern Slovakia, each one with
another group of about seven selected students of art and two teachers: Erik Sikora plus Michal Mach-
cinfk, or Matus Lanyi. They were two-day events. In such a short but intense time, we tried to find out as
much as possible about the site and compare it with its Internet image. Eventually, we responded to it
by any artistic action, made up and implemented some experimental strategy of self-presentation and
the presentation of the plain air event. We got ourselves into stressful conditions, gently parodying the
current state of the role of an artist, ready to generate his works on the hoof while building his own PR.
Spending the trip together, workshop, or any kind of nature classes undoubtedly leads to the creation of
an internal atmosphere, the deepening of mutual relationships among participants and the giving rise to
memories along with internal humour and legends with links to a common time and place. After each plain
air event we felt that we were experiencing something unbelievable and the most challenging thing was to
interpret the context and story for the viewer, based on which the art works had been made and without
which most works would have been hard to understand or read.

Landscapist’s status Outputs

The Internet presentation at www.facebook.com/statuskrajinara fulfilled its purpose. Our activities had
many anonymous viewings, but it turned out that engaging viewers in the discussion is as difficult on the
Internet as in reality.

Physical meetings took place at the final conference of the project on the subject of ,Artist and the
Post-Internet Landscape®. It was held in January 2018, at Technical University of KoSice in a lecture hall next
to the Campus Gallery.Its purpose was to evaluate the activities of the plain air events together with invited
guests, and to extend the proposed subject in terms of theory, philosophy or history. You can also find the
speeches given at the conference in this book, which you can use as both practical and theoretical ,hand-
book® of the contemporary work with the landscape. Alternatively, we also look forward to your alternative
refinement of these landscape painter’s statuses.



Radovan Cerevka
Doméci plenér — mediélny obraz v obraze krajiny

Videl som Richarda Longa vo videu ,In the Sahara“(1) ako vylievanim vodorovnych pridov drahocennej
vody kreslil na Sahare ¢iary. Tie nésledne pomentval veltokmi svetovych riek. Tento rituélny akt (podobne
ako mnohé akcie v krajine) bol predovéetkym koncipovany pre videozédznam. Pomyslel som si, 7e videopre-
zentdcia je v tej chvili doleZitejsia nez ritudlne prezivanie tohto pésobivého predstavenia. Minimélne rovnako
délezitd. Pésobenie videa a fotografie na tomto poli sa ukdzalo byt klamlivym ¢&i problematickym predo-
vSetkym v rémci zdielania percepcie diela v krajine. Preto fyzicku dimenziu umenia ako reprezentacie za-
zitku zabezpedil prenos Casti prirodnin &i celych krajinnych environmentov do prostredia muzea ¢i galérie.
Toto odcudzenie diela (v nagom pripade krajiny) konstatuje uz v roku 1815 vo svojej kritike muzea Quatremér
de Quincy: ,Zbavené svojej pdvodnej funkcie, odnesené z miesta svojho zrodu, takZe sa odcudzilo pomerom,
ktoré mu davali vyznam.“ Po ich néslednom reinstalovan( a redefinovani v novych podmienkach doslo spri-
stupnenim pre trh s umenim k ich komodifikécii. Krajina sa tak opat stala skér ekonomickym zdrojom nez
Unikom z civilizicie. Smitsonove non sites (nemiesta) toto lavirovanie zdmerne kriticky komentuju ako re-
akciu na inscenovanie expozicii v prirodovednych muzeéch, ktoré porusuju ich esteticku ¢istotu. Nonsites
prindsaju pojem estetickej schranky, ktord vtesnava prirodu do novych institucionalnych rémcov. Naproti
tomu Land artové (zemné) umenie okazalého formatu Spirdlového mdla &asom prerastlo v spektakuldrne
divadlo velkych gest v krajine. V nasich podmienkach sekunduje tomuto trendu krajinarske signovanie kato-
licizmu prostrednictvom gigantickych séch po vzoru Krista z Ria de Janeira. Spiritualita eko - instala¢ného
umenia A. Goldswortyho devalvovala v derivaty estetickej emancipécie prirodne zameranych alternativ-
nych komunit. Staé&f si autora zadat do google. Po¢as jednej diskusie na VSVU v Bratislave som od kolegu
zacul rezoldtne tvrdenie, Ze land artové umenie tak, ako ho poznédme v jeho hlavnej vine 60. a 70. rokov je
uz definitivne vyerpané. Akiste jeden z prvych posunov vnimania koherentnosti miesto-$pecifického die-
la smerom k tedrii rozéireného (expandovaného) pola uskutoénila teoretitka R. Krauss. Jeden z poslednych
sa udial v suvislosti s masovym rozmachom interaktivnych socialnych médii. Na za¢iatku epochy komuni-
ka¢ného boomu popisuje Paul Virilio proces ,konca geografie® na miesto ,konca dejin®. Oznacuje dovtedy
nevidanu interaktivitu medzi pdlmi sveta, od jednej reality k druhej, na virtualnej baze ako metageofyzicku
realitu. Ta ovplyvriuje ekonomické procesy medzi narodmi a rozkladd kultdrne vzorce fyzickej ¢asti sveta.
(2) Vnimanie diela v krajine dnes mézeme stotoznit s mentalnym procesom jeho porovnavania &i dokonca
prelinania s jeho medidlnym obrazom. Filozof Palo Fabu$ tvrdi, Ze nejde o dve diferentné polohy prezivania
(virtudlny a fyzické), o ktorych panuje este stéle tradi¢na predstava, medzi ktorymi akoby sme neustéle
prepinali, nakol'ko tie davno splynuli. Dokladom toho je aj postovanie fotografii névstevnikov v réznych ro¢-
nych obdobiach, vyhotovenych z Utrob si¢asného land artového diela - zo zrakovej pyramidy slovenského
umelca Juraja Gabora. S dielom resp. s performovanim na tvéri miesta, ktoré je dalej napodobrované dal-
&imi ndvatevnikmi, mali mnohi prvii estetickd skisenost na internete a az nasledne (alebo vdaka tomu) ho
navstivili osobne. Otazku spektakuldrnosti vnima dnesnd generdcia umelcov ako prirodzeny balast, ktory sa
snazi vyuzit vo svoj prospech. V roku 2013 koordinoval osobne PR kampari k svojmu public artovému dielu na
socidlnej sieti facebook iny slovensky umelec - Tomés$ Dzadon. Ludia mu podla inStrukcif posielali fotografie
jeho diela (ludovej drevenice na streche paneldku v Kosiciach), ktoré videli z okien svojich domovov v inych
Castiach mesta. Vrstvenie takejto skisenosti podporovalo novo-vznikajuci lokélny mytus. Participativny
model zaloZeny na tak trochu manipulativnom zadani zacielit (Viriliovskd mediélna zbrar optiky(3)) a zame-
rat na dielo umelca, podporovalo nanajvy$ emancipéciu divdkovho prstu na spusti. Model kultu fotografie,
zachytévajlceho seba na istom putnom mieste, samozrejme funguje osvedtene mimo umenia, predoviet-
kym ako socidlny fenomén v cestovatelskej a turistickej praxi. Bizarné transfery celych kultdrnych krajin aj
s jeho ,prevtelenymi® obyvatelmi st dobre zdokumentované v knihe Transportovanie miesta.(4) Tradi¢na
predstava o mieste, kde je geografickd lokécia v harmonickom zvézku s miestnou kultdrou bola naburand
nasledkami dedi¢stva otroctva, kolonializmu, holokaustu, globélnym turizmmom a masovou komunikéciou.
V neposlednom rade i v désledku individualizmu a slobodnej seba-identifikacii. Indidnske osady tak mézeme
najst v Nemecku a na oplatku celé bavorské dediny v Amerike. New York v Las Vegas a na Kube. Kubanskych
emigrantov vo svete.

Vo verejnej sfére existuje pomerne frekventovany pojem medidlneho obrazu krajiny, ktory odkazuje pre-
dovéetkym na oblast komunikécie. Realita tohto obrazu stvisf najma s danym medzinarodnym usporiada-
nim ako aj Usilim aktérov tejto komunikacie o jeho vytvéranie. V pripade reprezentécii aj s politickou snahou
budovania imidzu ¢i znagky (brandingu) krajiny. Vyraznou sti¢astou ,brandovania“ krajiny je i propagovanie
potencidlu jej prirodného bohatstva. Tento vizudlne posobivy rémec je velmi ¢asto idedlnou kulisou, na poza-
di ktorej sa komunikuju samotné posolstva kampani. SU to zva¢sa odkazy na kultdru, histdriu, vynaliezavost
atd. v $pecifickej reklamnej skratke postavenej na kvalite a jedine¢nosti. Medialne rémcovanie reality (reality
framing) vo vztahu ku krajindm ako politickym celkom maju v ére globalizécie v popise préce aj velké medi-
alne agentury, ktoré uréuju tzv. ,program dra“ V liberdlnych demokraciéch je tloha velkych agentdr prob-
lematicka: Podkopavaju povrchné zdanie rozmanitosti mediélnych zdrojov. Tieto obavy narastaji tam, kde
sa vytvéraju spojenia medzi spravodajskymi agentdrami a inymi (politickymi & obchodnymi) zaujmami(5)

Severokdrejsky plenér kresby [ Irdnsky plenér postfotografie

Popri snahach krajin o vytvéranie vlastnej pozitivnej reputécie a globdlnom masmedidlnom monopole
moézu mat pri rémcovani reality rezolttne vyroky najsilnejsich lidrov sveta az psychologicky zni¢ujuci efekt.
Byvaly americky prezident G. W. Bush oznadil Irak, Irén a Severnd Kéreu za si&asti tzv. osy zla(6) a determi-
noval tak vyvoj zahrani¢nych vztahov s tymito problematickymi rezimami. Irak bol v roku 2003 zo strany
US.A a jeho spojencov vojensky dobity. A ja som sa rozhodol po nejakej dobe uskutoénit krajinarske plenéry
v dvoch zvy$nych destinéciach osy zla: V Irdne a v Severnej Kérei. Moja noha v$ak na spominané pody nik-
dy nespotinula. NieZze by bola moznost fyzicky navétivit Irédn a Severnd Kéreu a zaznamenat v nich obrazy
krajiny absolutne vyli¢end. V pripade tychto $tétov prichddza do Uvahy viacmenej kontrolovana turistika,
determinujlca pohyb a spésob chovania sa v uréenych lokalitdch. Omnoho viac ma zaujimalo, aby bol po-
hlad na krajinu zdmerne vedeny skrz optiku jej medidlneho obrazu. Spolo¢nost google predstavuje akiste
informa¢ny monopol relevancie informéacii a obrazov o zadanej téme. Pripravil som si doma stojan, kresliace
nacinie a umiestnil ich oproti zapnutému monitoru poéitaca. Zvolilinternetovy vyhladava¢ google v kategd-
rii obrazky a pokusne zadal slovo Canada. Vysledky vyhladavania pozostavali zo $tatnych symbolov, ktoré sa
prelinali s prekréasnymi obrazmi kanadskej krajiny. Bolo evidentne vidiet vybudovanu znatku postavenu na
identite divokej panenskej prirody. Toto sa po skrolovani opakovalo aj pri dal$ich odkazoch. Po zadani hes-
la North Korea prinieslo vyhladavanie diametrélne odli$ny efekt. Vysledné odkazy mali vysostne politicky
charakter, ktory sa prejavoval najméa obrazmi severokdérejského diktatora a zbrojenia najmé v suvislosti
s konfliktom so Zapadom. Vyhladdvanie som umyselne uskutoénil z pozicie zdpadnej perspektivy uz len sa-
motnym zadanim hesla v anglickom jazyku. Dal$im zamerom bolo sa dopracovat: na zaklade tohto zadania
vo vyhladavani k nejakym obrazom kérejskej krajiny. Nakoniec som si Zial musel poméct $pecifikaciou hesla
(North Korea landscape a North Korea nature) nakolko som pri holom nézve §tatu nenasiel ani jeden jediny
obraz severokdrejskej prirody! Domdci plenér sa kone¢ne mohol zacat. Vybrané krajinky som zacal zachyta-
vat podla predlohy na monitore po¢itaca. Tak vznikli ,momentky“z Diamantovych hér v Kangwon - do a iné.

V pripade Irénu sa nejednalo o typicky plenér. (Nie Ze by nim vy$Sie popisany severokérejsky bol.) Praca
prinasa skér komplexny pohlad na topografiu krajiny a jej re-definovanie skrz analyzu medialneho obra-
zu. Medidlny obraz je vlastne spolo¢nym vychodiskom pre oba ,plenéry V dominantnych médiach je Irdn
dlhodobo pertraktovany ako hrozba v suvislosti s vyvojom jeho jadrového programu. V rémci medialneho
boomu okolo roku 2007 sa objavovali aj konkrétne ciele v krajine, ktoré by mali byt v pripade nesplnenia pod-
mienok bombardované. Tak som teda vzlietol vdaka programu google earth nad iransku krajinu. Uskutoénil
som vyskum postaveny na verejne dostupnych informaciach o tom, Ze ciele sa nachadzaju v tesnej bliz-
kosti skvostnych svetoznamych pamiatok Perzie a Islamu. Tak som napriklad spozoroval staroveké mesto
Yazd zapisané v zozname svetového dedié¢stva UNESCO v blizkosti urdnového zariadenia v Natanze. Pripadny
utok by znamenal pre svetové kultirne dedié¢stvo katastrofu. V sti¢asnosti dochédza totiz k medidlnemu
zastra$ovaniu zo strany mocnosti tym, Ze to ¢o bolo (napr. po¢as studenej vojny) niekedy prisne utajované je
dnes s preventivnym U¢inkom medializované. Rozparceloval som mapu krajiny na zhodny poéet negativnych
a pozitivnych poli v podobe striedania satelitnych snimok cielov a pamiatok. Vysledkom je akési pluralit-
na, ,objektivizovana“ mapa, timo¢end cez zndme dielo Carla Andreho z roku 1969 — Plain. Satelitné snimky
z google maps a earth st dnes podobne dostupnym materiglom, ako boli svojho ¢asu pre Carla Andreho
priemyselné komponenty, ktoré vyuZival napr. aj vo svojich zndmych horizontélnych plastikach. Redukujice
vnimanie, odosobnenie, chladny vizuél a elitarstvo americkej avantgardy sa vhodne prekryli s vlastnostami
vojenskych naviga¢nych systémov. Po¢tom objektivne vyvazena polarita odkazuje ku kompozicidm tenziv-
no — detenzivneho obluku ako k jednému z principov zauzivanych v medidlnom prostredi. V praxi ide o strie-
danie dobrych a zlych sprav, tak aby ostal divék neustéle v napati.

(1) Haas, Philippe; Long, Richard: In der Sahara, nemecky dokumentarny film (1988) zachytévajuci 2 tyzdhovy
tvorivy pobyt R Longa v alzirskej pusti

(2) Virilio, Paul: Informatickd bomba, Galilée, 1999

(3) Virilio, Paul: War and Cinema: The Logistics of Perception. London: Verso, 1989

(4) Robbins, Andrea; Becher, Max: The transportation of place, (eseje Maurice Berger a Lucy R Lippard, Apertu-
refoundation, New York, 2006

(5) 0.B. Barrett, Zpravodajské agentury jako agenti globalizace, Revue pro média ¢. 4: Média a globalizace, 2002
(6) Svoj pamétny prejav predniesol G.W. Bush 29.1. 2002, kde prvykrat zaznel termin osy zla. Neskor k $tatom
s tymto oznacen/m pribudli Lybia, Kuba ¢i Syria. Do rozsirenia C. Riceovej spadali Stéty tyranie ako Bielorusko,
Barma, Zimbabwe.
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Radovan Gerevka
Home Plein Air — Media Image within the Image of Landscape

I saw Richard Long in his video titled ,In the Sahara“(1) draw lines by pouring precious water down in hori-
zontal streams. Subsequently, he gave them the names of the world’s greatest rivers. This ritual act (much
like many landscape events)was primarily conceived for video recording. | thought that at that moment the
video presentation was more important than the ritual experience of this impressive performance.. or, at
least the same important. The effect of the video and photography in this case turned out to be misleading
or problematic especially in the context of sharing perception of the art work in the landscape. Therefore,
physical dimension of art as a representation of experience was ensured by the transfer of parts of nature
or the entire landscapes to a museum or gallery environment. This alienation of artwork (in our case, land-
scape) was observed by Quatremér de Quincy in his criticism of museum in 1815: ,Deprived of its original
function, taken away from the place of its origin, it has alienated from the conditions which determined its
meaning.“ After their reinstallation and redefinition in new conditions, they were co-modified after making
them available to the art market. Landscape has once again become an economic resource rather than es-
cape from civilization. Smithson’s non-sites deliberately criticize this fluctuation as a reaction to staging
exhibitions in museums of nature, which violate their aesthetic purity. Non-sites introduce the concept
of aesthetic box that fits nature in new institutional frames. On the other hand, Land art (Earth art) of the
spectacular format of spiral mall has grown into an impressive theatre of great gestures in the countryside.
In our conditions, this trend is seconded by landmarks of Catholicism in the form of giant sculptures follow-
ing the pattern of Christ of Rio de Janeiro. Spirituality of A. Goldsworty’s eco-installation art devalued them
into derivatives of aesthetic emancipation of nature-oriented alternative communities. It’s just enough to
enter the author’s name in Google. During one of my debates at the Academy of Visual Arts in Bratislava,
| learned from one of my colleagues that land art, as we knew it in its major waves in the 1960s and 1970s,
had been exhausted for good. Art theorist R Krauss performed one of the first shifts in the perception
of the coherence of a site-specific work towards the expanded field theory. One of the latest shifts was
made in the context of massive interactive social media expansion. At the beginning of the communication
boom era, Paul Virilio described the ,end of geography® instead of ,the end of history It indicates the un-
precedented interactivity between the poles of the world, from one reality to the other on virtual basis as
a meta-geophysical reality. It influences economic processes among nations and decomposes the cultural
patterns of the physical dimension of the world.(2) Perception of art work in the countryside today can
be identified with the mental process when it is compared or when it mingles with its media image. Phi-
losopher Palo Fabus claims that it is not two different forms of perception (virtual and physical), of which
there is a persisting traditional assumption that we constantly switch between them, as they have long
since merged. It is also proved by visitors® photographs posted in different seasons, made from the heart
of the contemporary land art work — from the visual pyramid of the Slovak artist Juraj Gabor. For many
people, the first aesthetic experience with the work, respectively, with its performance right on the spot,
which was further imitated by other visitors, was the experience from the Internet and only after that (or,
thanks toit) they visited it personally. The present generation of artists perceive the question of the spec-
tacular as natural ballast that can be used to their benefit. In 2013, another Slovak artist Tomas Dzadon
personally coordinated a PR campaign for his public art work on Facebook. Following his instructions, people
were sending him pictures of his work (a traditional wooden house installed on the roof of a block of flats
in Kosice), which they saw from the windows of their homes in other parts of the city. Layering of such an
experience fuelled the emerging local myth. A participatory model based on a somewhat manipulative task
to target (Virilian media weapon of optics(3)) and focus on the work of the artist encouraged emancipation
of spectator’s finger on the shutter release button at the most. Obviously, the model of photograph cult
capturing the author himself in a certain place of pilgrimage works well beyond art as a social phenomenon
particularly in travelling and tourism. Bizarre transfers of entire cultural landscapes with their ,incarnat-
ed“ inhabitants are well documented in the book titled Transporting places.(4) Traditional assumption of
a place, where geographical location is in harmony with the local culture has been affected by slavery, co-
lonialism, Holocaust, global tourism, and mass communication, and last but not least, also by individualism
and free self-identification. Therefore, we can find Indian settlements in Germany and vice versa, the entire
Bavarian villages in America, New York, Las Vegas, and Cuba, as well as Cuban emigrants in the world.

In the public sphere, there is a relatively frequent concept of media image of the landscape referring pri-
marily to the field of communication. The reality of this image is mainly related to a particular international
organization as well as to effort of the parties involved in this communication to create it. In the case of
representations, itis also related to political initiative to build some image or branding of a country. Promo-
tion of country’s potential, and its natural wealth also represents a significant part of country ,branding®.
Very frequently, this visually impressive frame is the ideal backdrop, in the background of which campaign
message is communicated. They mostly refer to culture, history, inventions, etc. in form of a specific adver-
tising shortcut built on quality and unigueness. In the globalization era, media reality framing of countries
as political units also represents a part of job description of large media agencies that determine the so
- ,Program of the day”. In liberal democracies, the role of large agencies is questionable: They undermine
the superficial illusion of media resources diversity. These concerns grow in the case of links between news
agencies and other (political or business) interests(5)



North Korean Drawing Plein Air Event/ Iranian Post-Photography Plein Air Event

In addition to the efforts of countries to create their own positive reputation and the existence of global
mass media monopoly, resolute proclamations of the world's strongest leaders can have psychologically
devastating effect. The former US President George W. Bush called Irag, Iran and North Korea as part of the
so-called ‘axis of evil(6) and thus he determined the development of foreign relations with these problem-
atic regimes. The USA and its allies militarily defeated Iraq in 2003. After some time, | decided to organize
the Plein Air events in two remaining destinations of the axis of evil:Iran and North Korea. However, my foot
never stepped onto the territories of the above-mentioned countries. It is not because of impossibility of
visiting Iran and North Korea physically and recording landscape images on the spot. As regards to these
countries, more-or-less controlled tourism is possible with the restricted moverment and behaviour in the
specified locations. | was more interested in seeing the landscape which is deliberately guided through the
optics of its media image. Google Company represents an undisputed information monopoly as for rel-
evance of information and images related to a particular topic. In my studio, | prepared a stand, drawing
utensils,and placed them in front of my computer monitor turned on. | selected the Google web search en-
gine and | experimentally entered the keyword Canada in the images category. The search results included
state symbols that blended with beautiful images of the Canadian landscape. The elaborated brand based
on the identity of wild virgin nature was evident there. The same thing repeated after my scrolling down to
other links. When | entered the keyword North Korea, the search resulted in a completely different effect.
The resulting links were of a highly political nature, which was particularly manifested in the images of the
North Korean dictator and arms race, especially in connection with the conflict with the West. | intention-
ally searched in the Western perspective manner by simply entering the keyword in English. Another goal
of my search was to get some images of Korean countryside. | regret to say that | was eventually made to
specify the keywords, such as “North Korean landscape” and “North Korean nature” since | could not find
asingleimage of the North Korean nature under the name of the state itself! The Home Plein Air event could
finally start. | began to capture the selected landscapes according to the computer template. That's how
Lsnapshots® of the Diamond Mountains in Kangwon-do and others were made. As regards to Iran, it was
not a typical Plein Air event. (neither was the above-mentioned North Korean one.) My work brings rath-
er a complex perspective of the country’s topography and its re-definition through media image analysis.
Media image is actually a common starting point for both ,Plein Air events. Iran has been spoken about as
athreat in the dominant media for a long time especially in connection with the development of its nuclear
program. As a part of the media boom around 2007, there were also specific targets in the country which
were to be bombed in the event of non-compliance with the terms of the treaty. So | took of f with Google
Earth and flew over the Iranian landscape. | conducted research based on publicly available information that
these targets are situated in the close proximity to the magnificent world-famous sites of Persia and Islam.
For example, | have seen the ancient city of Yazd, the UNESCO World Heritage Site near the uranium facility
in Natanz. Any attack would mean a disaster for the world's cultural heritage. Currently, the superpowers
intimidate media claiming that what was (e.g. during the Cold War) considered to be strictly classified is
promoted in media today with a preventive effect. | parcelled the map of the landscape out to get the same
number of negative and positive fields in the form of alternating satellite images of targets and monu-
ments. The result was a plurality ,objectivized* map interpreted through Carl Andre’s famous work Plain in
1969. Google Maps and Google Earth satellite images are nowadays similarly available materials as industrial
components for Carl Andre, which he even used in his well-known horizontal sculptures. Reducing percep-
tion, depersonalization, cold visual, and elitism of the American avant-garde fittingly overlapped with the
characteristic visual of military navigation systems. The number of objectively balanced polarities refers
to the arc of tension as one of the composition principles used in the world of media. In practice, it's about
alternation of the positive and negative news to maintain viewers in a constant tension.

(1) Haas, Philippe; Long, Richard: In der Sahara, German documentary film (1988) capturing a two-week creati-
ve residency of R Long in Algerian desert.

(2) Virilio, Paul:Information bomb, Galilée, 1999

(3) Virilio, Paul: War and Cinema: The Logistics of Perception. London: Verso, 1989

(4) Robbins, Andrea; Becher, Max: The transportation of place, (assays by Maurice Berger and Lucy R Lippard,
Aperturefoundation, New York,2006

(5)0.B Barrett, News agencies as agents of globalization, Revue pro média ¢. 4: Média a globalizace, 2002

(6) G.W.Bush gave his commemorative speech on 29.1. 2002, in which the phrase axes of evil was used for
the first time. Later, Libya, Cuba or Syria were added to the countries labeled in this way. The extended range
of countries used by C. Rice included the states of tyranny, such as Belarus, Burma, and Zimbabwe.

Daniela €arna

ZMESTA VON. Podoby slovenského land artu
,Dotknisa prstom kvapky rosy a spoj sa ¢istotou so zdzrakom. .. Napisat projekt pre miliény ludi, aby sa
dotklirosy a Zili v sizvuku so zékonom prirody.“

Michal Kern

Nie¢o v krajine, ¢o nie je krajinou

Vztah ¢loveka k prirode nadobddal v minulosti rozliéné podoby — od uctievania a podriadenia sa jej
zékonom, cez uvedomovanie si vzajomnej zavislosti a potreby rovnovahy, az po nadradenost ¢loveka
ajeho necitlivé zdsahy. Spatost umenia a prirody v zmysle jej napodobovania a reflexie je jednym z do-
minantnych problémov v histérii umenia az po ndstup avantgard na zaciatku 20. storocia, spojeny s od-
klonom od prirody, spochybnenim a zavrhnutim imitativnej funkcie umenia. Ako jedni z prvych vyme-
nili uzavreté prostredie ateliéru za tvorbu v plenéri umelci anglickej krajinomalby a Barbizonskej skoly
v prvej polovici 19. storodia. Na nich nadviazali impresionisti, ktor{ namiesto snahy o popisné uchopenie
prirody, ¢oraz ¢astejsie nahrddzané fotografiou, zachytdvali jej prchavi, meniacu sa atmosféru. Pred-
stavitelialand artuvs$ak v 60.rokoch 20.storocia prichédzaju s radikélne odlisnym pristupom. Od napo-
dobovania prirody prechddzaju k tvorbe prirodou, priamemu dialégu s fou.

Land art (umenie v krajine) vznikal v nadvéznosti na minimalizmus, paralelne s konceptudlnym ume-
nim,ako novy spésob uvazovania o umeni, ktory rezignoval na vytvéranie tradiéného artefaktu prezen-
tovaného v galéridch. Zastresuje Siroku $kélu stratégii umelcov opustajicich svoje ateliéry a vstupu-
jucich do prirody, aby v nej zanechali stopu svojej pritomnosti, a to prédcou so zemou a jej prenosom,
réznorodymi ¢innostami v krajine, reflektovanim jej procesov a javov ¢i vyuZitim prirodnych materia-
lov. Umenie v krajine sa formovalo v USA ako reakcia na umelost a obmedzenost galerijnych priestorov
aumeleckého trhu.

(D Umelci véak neopustali iba galerijné, ale aj mestské prostredie. Odchadzali do vzdialenych a tazko
dostupnych neobyvanych oblasti, pusti alebo zdevastovanych krajin, kde nachadzali nové moznosti
tvorby a priestor pre realizéciu svojich projektov. Reakcia na krajinu v umeni bola paralelnd so vznikom
ekologickych hnuti,v snahe ngjst alternativu k zautomatizovanému svetu mestskej civilizacie. )

Rosalind Krauss hovor{ o zemnych dielach (earth works), ktoré spolu s dielami minimalizmu uz nespl-
fali modernistickd poziadavku gistoty a oddelenosti médif, ako o ,nie¢om v krajine, ¢o nie je krajinou®(2)
Na ich definovanie pouziva pojem poznacené miesta (marked sites), ktoré ,m6zu U¢inkovat aj cez po-
uzivanie dogasnych znaciek, ... alebo cez fotografiu.“(3) Procesudlnost a pominutelnost land artovych
diel vedie k ich prirodzenému pretvéraniu prirodnymi procesmi, k postupnej asimilacii alebo zéniku. Aj
zdbvoduich nedostupnostia vzdialenosti od civilizacie sa dostéva do popredia vyznam fotografického
zdznamu. Fotografia sa stédva dokumentom, médiom ich zachovania a sprostredkovania divékovi. Fo-
tografie, filmy, mapy, na¢rty ¢i denniky, ktoré boli pre niektorych umelcov jedinym vystupom z éinnos-
ti v krajine, ako aj préca s prirodnym materidlom, vratili diela land artu do galéri, aj ked nemohli plne
sprostredkovat zazitok zo samotného diela. Napriek tomu, Ze niektori umelcisa k fotografii stavalis od-
stupom, fotografie zemnych diel st jednou z legitimnych foriem konceptudlnej fotografie.(4)

Podoby a $pecifika slovenského land artu

Presadzovanie novych tendencif v suvislostiach doméaceho vyvoja prebiehalo od polovice 60. rokov
20.storocia paralelne sich prejavmiv ostatnych eurdpskych krajindch. Obdobie po nastupe normaliza-
cie na za¢iatku 70. rokov vSak bolo sprevadzané zékazom verejnej prezentdcie tvorby umelcov, ktori sa
nepodriadili diktatu socialistického realizmu a obmedzenim tvorivej slobody. Jej zachovanie, podporo-
vané mnozstvom spolo¢nych stretnutiaaktivit paralelne sa rozvijajucej neoficidlnej scény,sa pre mno-
hych vytvarnikov stalo existencidlnou nevyhnutnostou.

V doméacom kontexte mapuje téma umenia v krajine $pecificku oblast neoficidlnej vytvarnej scény
konca 60. a7 80. rokov 20. storoéia.(5) Napriek tomu, 7e sa nestala samostatnou tendenciou, réznoro-
dé podoby reakcie na prirodnu ¢i mestsku krajinu existovali v tvorbe mnohych vytvarnikov, ako stéast
konceptudlno-akénych aktivit. Tato reakcia bola viac-menej paralelna so vznikom land artu v USA a Vel-
kej Briténii, no v naSom prostredi méa svoje $pecifikd. Bola skér ohlasom na ekologické a etické otézky
spojené so zivotnym prostredim, ktoré sa stévali predmetom diskusif neoficidlnych stretnuti a reflexi
umelcov a vedcov. Umenie v prirode malo charakter skupinovych a individudlnych prejavov. Od ak-
cif, oslav a ritudlov realizovanych v prirode (Alex Mlynéréik, Jana Zelibska, neskor Artprospekt P.O.P),(6)
individudlnych udalosti pozorovania prirody, procesov a javov (Peter Barto$) cezintrovertni komunika-
ciuaintimnyvztahs prirodnym (Michal Kern, Dezider Téth, Daniel Fischer) po reflektovanie ekologickych
problémov (Rudolf Sikora, Juraj Bartusz, Juraj Meli). Pre niektorych umelcov bola priroda permanent-
nym centrom zaujmu, inf sa s fiou konfrontovali skér obéasne, vyuzivajlic jej $pecificky jazyk a priestor
na zanechanie hravo-poetickych, ozvlastiujdcich ¢i ironizujucich odkazov (Julius Koller, lubomir Dur-
&ek, Otis Laubert, Vladimir Kordo$, Matej Krén, Marian Mudroch a dal$i). Mnohi autori, Zijuci vé¢sinou



v Bratislave, vnimali prirodné prostredie ako miesto sebareflexie, kam unikali z odcudzeného prostredia
mesta. Vstup do prirody nebol definovany ako polemika a dobrovolné odmietnutie galerijného priestoru,
ktory bolvyhradeny pre oficidlne umenie socialistického realizmu podporované $tatom. Ten po novem-
brovom zjazde ZSVU v roku 1972 s ndstupom normalizécie odmietol vetky ostatné umelecké preja-
vy ako formalistické a rezimu nevyhovujuce. (7) To viedlo k stiahnutiu sa autorov do sukromnej sféry
okruhu priatelov a vytvarnikov, ktorf napriek vonkaj$im obmedzeniam prezentovali svoju tvorbu v ne-
oficidlnych priestoroch, ateliéroch a bytoch,(8) na diskusnych stretnutiach &i v obvodnych kultdrnych
strediskach.(9) Jednou z foriem komunikacie boli kolektivne projekty a vymenné albumy, ktoré vznikali
priréznych prilezitostiach (napr. Symposion |,1974; Symposion I,1975; Symposion lll. In memoriam Milog
Laky, 1976; ¢eskoslovensky Album ‘76 iniciovany lvom Janouskom, prezentovany na Bienale disidentov
v Benatkach v roku 1977; Pocta Kassékovi iniciovana Jurajom Meli§om v roku 1987), obsahujuce kolekcie
diel zapojenych autorov. Album Symposion Il so stborom diel sedemnéstich vytvarnikov, bol na podnet
JozefaJankovita ako reakcia na vonkajsie kultirno-politické tlaky prizna¢ne dobe ,zmrazeny® Uzavrety
v mosadznej schranke bol 1. janudra 1975 zakopany do zeme na nezndmom mieste v lese pri Bratislave.
Prirodné prostredie, ktoré stalo mimo $tatneho dohladu, sa mohlo stat prirodzenym priestorom na
Lutajeny prezentéciu,(10) ale aktivity, ¢asto vystupujlce z bezného rémca ¢innosti v prirode, sa tu ko-
nalizva¢sa potichu a za U¢asti Uizkeho okruhu umelcov &i prizvanych participantov, pripadne osamote.

Presun umeleckych aktivit do prirody bol paralelny so vznikom ekologickych hnuti vo svete (v roku
1968 vznika Rimsky klub, v roku 1969 Greenpeace, rok 1970 vyhlasuje Rada Eurdpy za Rok ochrany priro-
dy). Bol teda nielen Unikom z civilizacie a akymsi rousseaovskym ,hladanim strateného raja, ale aj istou
formou protestu, signalizujiceho nebezpe&enstvo, ktoré tato civilizacia prina$a®(11) V domacich pod-
mienkach je obrat k prirode mozné vnimat aj ako nepriamu formu reakcie na politicku situdciu, (12) jej
snahu o bagatelizovanie a prehliadanie zdvaznych problémov Zivotného prostredia, aj ako Unik pred
dusivou atmosférou neslobody, ktord v prirode stracala svoju determinujicu moc. Ekoldgia a zdujem
o zivotné prostredie v lokdlnom i globalnom meradle, ako jedna zdominantnych tém bratislavskych ne-
oficialnych stretnuti (spolu so zaujmom o vedu, techniku &i futurolégiu), vyrazne rezonoval v podobe
konceptov, projektov a akcil. Priamy fyzicky vstup umelcov do prirody mal mnoho podéb. Od Uniku z ci-
vilizacie a prostredia pre realizovanie akcif a rituélov cez konfrontdciu prostrednictvom prirode cudzich
prvkov a dialég s fou az po prijatie prirody ako trvalého média tvorby a hladanie moznostisplynutias jej
kolobehom, v duchu vizualnej poézie. | ked tieto polohy paralelne existovali a prelinali sa i v tvorbe tych
istych vytvarnikov, je mozné ich s istou mierou zjednodu$enia vnimat ako charakteristiku vstupu do
prirody v slovenskom ument. Pribuzny okruh problémov, ktorymi sa umelci zaoberali, bol podmieneny
dobou,vktorej dielavznikali,a doistej miery bol aj vysledkom klimy. Napriek tomu, Ze priniektorych rea-
lizaciachsaich,nedokumentécia“stalast¢astou autorskéhozdmeru,do popredia prirodzene vystupuje
fotografia. T4 je ¢asto jedinou formou sprostredkovania akcie nezi¢astnenym divéakom. Jej funkcia sa
¢iastoéne meni priakcidch v70.rokoch, ktoré sa stéle viac dostdvaju do privétnej sféry umelcov.Ich do-
kumentécia sa pre divéka stava niekedy délezitej$ia ako U¢ast na samotnej akcii, ktora bola podstatnou
zlozkou kolektivnych akcii z prelomu 60. a 70. rokov.(13) Vyznam fotografie ako osobitej dokumentécie
s vlastnou estetickou hodnotou, ktord postupne nahradza pévodne popierany umelecky artefakt, su-
visi s vedomym vyuZitim tohto média, prostrednictvom ktorého dielo ziskava svoju koneé¢nu podobu
(i ked'konceptualny vytvarnik nie je vzdy aj v roli fotografa).

Vstup domdcich vytvarnikov do prirody bol vyrazne antropocentricky, s akcentom na fyzicky vstup
do prirody. Umelci nevyhladavali vzdialené krajiny, ale obracali sa k déverne zndmemu prostrediu (za-
hrada, les, IUka, jazero, hory, zvysky prirody v meste ¢&i primestskou civiliziciou poznaéenej krajine). Ich
realizacie mali skér charakter minimalnych zésahov a dotvoreni prirodného prostredia, zanechania viac
¢i menej viditelnej a do¢asnej stopy svojej pritomnosti v krajine. Ale najma — a to je pri vstupe do pri-
rody ¢asto to najpodstatnejsie, osobného autentického zazitku, ktory fotografia nikdy nedokéaze plne
sprostredkovat. MéZeme ich vnimat aj ako mozny navod ¢&i pozvanie k definovaniu vlastného postoja
adialégu s prostredim, ktorym sme obklopent
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(1) Termin ;earth art® oznacuje diela vznikajlce prevazne v USA pracou so zemou a jej prenosom. Prvi vystavu
Earthworks inicioval Robert Smithson v Dwan Gallery v New Yorku v roku 1968. Pomenovana bola podla sci-fi
novely Briana W. Aldissa o vizii budicnosti, kedy sa kazdy kisok zeme stane vzécnou komoditou. Kastner, J. —
Wallis, B.(ed.} Land and Environmental Art. Phaidon, Londyn 1998, .23

(2)Srp, K.(ed.): Minimal & Earth & Concept Art. Jazzové sekce, &.11,1982, 5. 31

(3)Krauss, R: Sculpture in Expanded Field (Socha v expandovanom poli), October, jar 1979, s.33 — 40. In: DART,
¢.2,2004,5.6.

(4) Podla Smithsona, fotografia kradne z diela ducha® In: Grygar, S: Konceptualni uméni a fotografie. Praha
2004,5.72

(5) Tematika umenia v krajine bola reflektovana ako suéast vystavnych projektov Naturally, Erst Mizeum
Budapest, 1994 (kuratorka slovenskej prezentécie M. Origkova); Vylomok, GMB, 1999 (kurator R Matustik);
Umenie akcie, SNG, 2001 (kuratorka Z Rusinova), Slovenské vizudlne umenie 1970 — 1985, SNG, 2003 (kurator
A Hrabuswcky} Z mesta von, GMB 2007, repriza v Narodnom centre st¢asného umenia v Moskve, 2009
(kuratorka D.Carna). Nazov vystavy, ako aj ndzov textu su citdciou akcie Rudolfa Sikaru z . 1970,

(6) Festival snehu, 1970, iniciovany A Mlynareikom; Pax et Gaudium, 1970, iniciovany M. Adaméiakor; Terény,
1982 — 1985, iniciované P Meluzinom, R Matustikom, J. Kollerom. Na krajinu a prostredie mestskych parkov
reagovala vystava Polymuzicky priestor |,1970, organizovana . Karom v Piestanoch; sympdzia v krajine

i niektoré prispevky Archeologickych pamiatok a st¢asnosti, organizovanych L. Snopkom a V. Ferusom (1982
—1988).V roku 1980 planoval Jan Budaj zorganizovat kolektivne podujatie Tri slneé¢né dniv Medickej zéhrade
v Bratislave, ktoré sa v&ak kvoli zasahu zhora, zabaveniu a zni¢eniu bulletinov 3SD, nemohlo uskutoénit.
Ekalogicku problematiku v 80. rokoch mapoval zbornik neoficidlineho ochranarskeho hnutia s ndzvom
Bratislava nahlas (1987).

(7)Z Jan&i varuje pred nebezpetenstvom novych smerov modernizmu, konceptualizmus, minimal art, land
art, predstavitelia ktorych zavrhli uz aj pojem umenia® Janéi, Z: K problematike realistického a abstraktného
umenia. In:Vytvarny Zivot 29,1984,¢.2,s.17—19

(8)Napr. 1. otvoreny ateliér v dome R Sikoru (1970), Depozit Dezidera Tétha na Moskovskej ul. (1976 —1977),
Filidlka Guggenheimovho muzea Otisa Lauberta, Galéria v paneléku ' uba Stacha (1983 — 1989), v byte Ivana
Hoffmana. Posuny (Majstrovstvéa Bratislavy v posune artefaktu) organizované D. Téthom v rokoch 1979 —
1986.

(9)V Bratislave (DK Trndvka, ObKaS, Vajnorska ul),v Cechach a na Morave [Bmo Olomouc, Opava, Ostrava,
Orlova, Sovinec, Kostelec n. C. Lesy), vo vestibuloch institucif (od roku 1978 v UAK SAV, Bratislava, Lekarska
fakulta UK). PrileZitostne sa ich tvorbu podarilo prezentovat na domacich kolektivnych vystavéch
(banskobystrické Biendale grafiky, Bienale kresby v PGU v Ziline) & zahrani¢nych prehliadkach grafickej tvorby
(Bienéle v Krakove, Lublane, Baden-Badene).

(10) Rusinova, Z: Neoficidlne a alternativne umenie. In: Hrabusicky;, A. (ed.): Slovenské vizualne umenie.
Bratislava 2002,s.29

(11 Smejkal, F: Navraty k pirode. Vytvarna kultura, &.3,1990, s.16

(12) Origkova, M: Dvojhlasné dejiny umenia. Bratislava 2002,s.133

(13) Matustik, R In: Vaskovitova, H: Skepsa kontra optimizmus. Beseda. Vytvarny Zivot, €.7,1990,s.8

Daniela €arna

OUT OF THE CITY. The Faces of Slovak Land Art
“Touch a drop of dew with your finger and unite with miracle in purity.... It’s about writing a project for
millions of people so they can touch the dew and live in harmony with the law of nature.”

Michal Kern

Somethingin the landscape, which is not the landscape

The relationship of human being to nature has taken different forms in the past - ranging from its
worshipping and subordination to its law, awareness of interdependence and the need for balance,
to the superiority of man and his insensitive intervention. The close connection between art and na-
ture in terms of its imitation and reflection is one of the dominant problems in the history of art and
the emergence of avant-garde in the early 20th century, coupled with a departure from nature, the
questioning and the rejection of imitative function of art. English landscape painters and the Barbizon
School artists in the first half of the 19th century were one of the first people to exchange the closed
environment of the studio for the Plein Air Painting. They were followed by the impressionists who, in-
stead of dealing with nature descriptively, which being increasingly replaced by photography, captured
a fugitive, ever-changing atmosphere. However, in the 1960s, land art representatives came up with
aradically different approach. They transfer from imitation of nature to creation by using nature and
thedirect dialogue withit.

Land art was created as a follow up to minimalism, parallel to conceptual art, as a new way of thinking
aboutart,which renounced the creation of traditional artefacts presented in galleries. It covers a wide
range of strategies of artists leaving their studios and entering landscapes in order to leave traces of
their presence through work with earth moving, diverse activities in the countryside, reflection of its
processes and phenomena, or the use of natural materials. Artin the countryside was formed in the US
inresponse to artificiality and limitations of gallery space and the art market.

(1) However, not only did artists leave galleries but also urban environment. They used to leave for
remote and hard-to-reach uninhabited areas, deserts or devastated countries, where they found new
creative possibilities and space for implementation of their projects. This reaction to landscape in art
was parallel to the emerging environmental movements as an attempt to find some alternative to the
automated world of urban civilization.

Rosalind Krauss talks about earth works, which, along with the minimalists’works no longer meet the
modernist demand for media purity and media separation as ,something in the landscape that is not
alandscape® (2). For their definition, she uses the term “marked sites® that “can also work through the
use of temporary tags, ... or through photography“(3) The processual manner and transience of land
art works leads to their natural transformation by natural processes, gradual assimilation or disap-
pearance. Also,due to theirinaccessibility and distance from civilization, the importance of the photo-
graphic record comes to the fore. Photography becomes a document, a medium for their preservation
and presentation to viewers. Photograph, films, maps, sketches, or journals being the only outputs for
some artists in the landscape, as well as work with natural material, returned the land art works to gal-
leries even though they were unable to fully mediate the experience of the work itself. Despite the fact
that some artists have distanced themselves from photographs, the earthwork photos are one of the
legitimate forms of conceptual photography. (4)

Forms and specifics of Slovak land art

The promotion of new trends in domestic developments has been taking place since the mid-1960s
in parallel with their manifestations in other European countries. However, the period after the onset
of normalizationin the early 1970s was accompanied by a ban on public presentation of works of artists
who did not conform to the dictate of Socialist Realism and the restriction on creative freedom. Its
preservation supported by a number of joint meetings and activities of a parallel unofficial scene has
become an existential necessity for many artists.

In the domestic context, the theme of art in the landscape represents the specific area of the un-
official art scene between the late 1960s and the 1980s. (5) Despite the fact that it did not become
aseparate tendency, various forms of reaction to the natural or urban landscape existed in the works
of many artists as part of conceptual-action activities. This reaction was more or less parallel to the
emerging land artin the US and Great Britain, but it had its own specifics in our environment. The sub-
ject of unofficial meetings and reflections of artists and scientists was rather a response to environ-
mental and the related ethical issues. Land art had the character of group and individual presentations,
suchassocial events, celebrations and rituals in nature (Alex Mlynaréik, Jana Zelibska, later Artprospekt
POP), (6) individual nature observation events, processes and phenomena (Peter Barto$), introverted
communicationandintimate relationship with nature (Michal Kern, Dezider Téth, Daniel Fischer ),as well
as reflection on ecological problems (Rudolf Sikora, Juraj Bartusz, Juraj Meli). For some artists, nature
was a permanent centre of interest, others confronted with it occasionally by using nature’s specif-
ic language and its space to leave a playfully poetic, peculiarizing or ironizing references (Julius Koller,



Lubomir Duréek, Otis Laubert, Vladimir Kordo$, Matej Krén, Marian Mudroch et al). Many authors, most-
ly living in Bratislava, perceived the natural environment as a place of self-reflection where they es-
caped from the impersonal, estranged environment of the city. Entering landscapes was not defined
as a controversy and voluntary rejection of gallery space reserved for the official art of Socialist Re-
alism, which was promoted by the state. After the November congress of ZSVU (Slovak Union of Visual
Artists) in 1972 with the onset of normalization, it rejected all other artistic expression as formalis-
tic and not complying with the regime. (7) This made artists seclude themselves in their private circle
of friends and artists who despite the external constraints, presented their work in informal spaces,
studios and flats, (8) in discussion meetings or at local cultural centres. (9) Collective projects and
exchange albums that were created on various occasions and contained the collections of works by
involved artists (e.g. Symposium |,1974; Symposium II,1975; Symposium Ill. In Memoriam by Milo$ Laky,
1976; Czechoslovak Album, 76 initiated by Ivo Janousek, presented at the Biennale of Dissident, Venice,
1977; Tribute to Kassak initiated by Juraj Meli$ in 1987) represented one of the forms of communica-
tion. The Symposium Il album with a set of works by seventeen artists was inspired by Joseph Jankovi¢
as a reaction to external cultural and political pressures symptomatic of that frozen® time. Closed in
a brass capsule and buried in the ground at an unknown place in the woods near Bratislava on January
1,1975. Thus the natural environment that was outside the state supervision could become a natural
area for a ,covert® presentation, (10) but the actions beyond the ordinary activities typically done in
nature were mostly carried out in silence with the participation of a close circle of artists or invited
participants,alternatively,in solitude.

The transfer of artistic activities to nature was parallel to the emerging environmental movements
in the world (in 1968, the Club of Rome was founded, in 1969, Greenpeace, the Council of Europe pro-
claims the Year of Nature Conservation in 1970). It was not only about escapism from civilization and
akind of Roussean ,search for Paradise Lost*but also a ,form of protest signalling the danger this civi-
lization brings® (11) In domestic conditions, the return to nature can be understood as an indirect form
of reaction to the political situation, (12) its attempt to downplay and overlook serious environmental
problems, as well as escape from disheartening atmosphere of oppression which loses its determi-
native power in nature. Ecology and environmental interest on a local and global scale, as one of the
dominant themes of Bratislava unofficial meetings (as well as interest in science, technology and fu-
turology), remarkably resonated in the form of concepts, projects, and events. Artists’ direct physical
entering nature has many forms. Starting from the escape from civilization and urban environment in
order to organize events and perform rituals, through confrontation by using elements which are not
inherentin nature and the dialogue with it,ending with the adoption of nature as a permanent creative
medium and the search for possibilities of mergingwithits cyclesin the spirit of visual poetry. Although
these positions have existed in parallel and merged into the works of the some artists, to a certain de-
gree of simplification, they can be perceived as a characteristic feature of entering natural environ-
ment in the Slovak art. The common range of problems the artists dealt with was conditioned by the
time in which their works were created and, to a certain extent, the result of the atmosphere. Despite
the fact that in some realizations their ,un-documentation® became a part of artist’s intention, pho-
tography naturally comesinto the view. It is often the only form of mediation of the action to non-par-
ticipating audience. In the 1970s, its function is partially altered in the events that are increasingly fall-
inginto the private sphere of artists. Their documentation is sometimes more important to the viewer
than participationin the eventitself,whichwas an essential component of the events between 60s and
70s.(13) The importance of photograph as a personal documentary material of its own aesthetic value,
whichis gradually replacing the originally denied artistic artefact, is related to the deliberate use of this
medium through which the work acquires its final form (although a conceptual artist is not always in
therole of a photographer).

Entering of domestic artists the natural environment was markedly anthropocentric with the em-
phasis on entering nature physically. These artists did not look for remote landscape. However, they
turned to a familiar environment (garden, forest, meadow, lake, mountains, the remnants of nature in
the city or in the countryside affected by suburban civilization). Their realizations were characterized
by minimal interventions and putting the finishing touches to the natural environment, leaving more
or less visible and temporary traces of their presence in the landscape. But most of all the thing which
is usually the most authentic one when it comes to entering nature — personal authentic experience
which photography can never be able to mediate completely. We can also see them as a possible guide or
prompting to definition of our own attitude and dialogue with the environmentwe are surrounded with.

() The term,earthart® refers to works originating mainly in the US by working with earth and its transfer.
The first exhibition titled Earthworks was initiated by Robert Smithson, Dwan Gallery, New York, 1968,
The title was borrowed from a science fiction novel by Brian W. Aldiss on the vision of the future whe
every piece of earth becomes a priceless commodity. Kastner, J. - Wallis, B.(ed.): Land and Environmental
Art.Phaidon, London 1998, p.23

(2)Srp,K.(ed):Minimal § Earth § Concept Art. Jazz section,no.11,1982, p. 31

(8)Krauss,R :Sculpture in Expanded Field, October, Spring 1979, p. 33-40.1n: DART,n0.2,2004,p.6

(4) According to Smithson, ,Photography steals away the spirit from the work® In: Grygar, S : Conceptual
Artand Photography. Prague 2004, p.72

(5)The themeof artin the landscape was reflected as a part of the exhibition projects titled Naturally,
Ernst Museum Budapest, 1994 (the Slovak presentation was curated by M. Origkova); Vylomok (Broken
out Fragment), GMB, 1999 (curator R.Matustik); The Art of Action, SNG, 2001 (curator Z. Rusinova); Slovak
Visual Arts 1970 —1985,SNG, 2003 (curator A. Hrabusicky), Out of the City GMB 2007, Re-run at the
National Centre of Contemporary Art in Moscow, 2009 (curator D.Carnd). The title of the exhibition as
wellas the title of the textis the quote from Rudolf Sikora’s action,1970.

(6) Festival of Snow, 1970 initiated by A. Mlynarcik; Pax et Gaudium, 1970, initiated by M. Adaméiak;
Terrains,1982-1985, initiated by P.Meluzin,R. Matustik, J. Koller. The exhibition titled Palymusicky prostor
(Polymusic space) |,1970, organized by |'. Kéro in Piestany reflected the lanscape and the environment of
city parks; Symposia in the countryside and some contributions of Archeological monuments and the
present time, organized by L. Snopko and V. Ferus (1982 - 1988).In 1980, J&n Budaj planned to organize
acollective event titled Three sunny days in the Medicka Garden, Bratislava, which could not take place
because of intervention by authorities, confiscation and destruction of the 3SD bulletins. The ecological
issuein the 1980s was dealt with in the compilation by an unofficial protest movement called Bratislava
Aloud (1987).

(7)Z. Jan¢iwarns of the dangers of the new trend in Modernism, ,Conceptualism, Minimal Art, Land

Art, theleaders who have already rejected the notion of art® Jan¢i,Z.:On Problematics of Realistic and
Abstract Art.In: Vytvarny Zivot (Art Life) 29,1984, n0.2,p.17-19

(8)e.g.1st studio opened in the house of R. Sikora (1970), The Deposit of Dezider Téth at Moskovska st.
(1976 -1977), The Branch of Guggenheim Museum of Otis Laubert, Gallery in the Block of Flats by l'ubo
Stach (1983-1989),in lvan Hoffman’s apartment. Posuny (Shifts) (Bratislava Championshipin the Arte-
fact Shift) organized by D. Téth in 1979-1986

(9)In Bratislava (DK Trnévka, ObKa$, Vajnorska St),in Bohemia and Moravia (Brno, Olomouc, Opava, Ostra-
va,Orlovd, Sovinec, Kostelec n. Czech Forestry),in the entrance halls of institutions (since 1978,in The
Institute of Inorganic Chemistry, Slovak academy of Science, Bratislava; Faculty of Medicine, Comenius
University). Occasionally, their work was presented at domestic collective exhibitions (Biennial of Graph-
ics, Banska Bystrica, Biennial of Drawings at the PGU, Zilina), as well as foreign exhibitions of graphic art
(Biennial in Krakow, Ljubljana, Baden-Baden)

(10) Rusinova, Z: Unofficial and Alternative Art. In: Hrabusicky, A. (ed.): Slovak Visual Art, Bratislava 2002,
p.29

(1M Smejkal,F :Returns to Nature. Vytvarna kultdra (Art Culture), no. 3,1990, p. 16

(12) Origkova, M : The Duet History of Art. Bratislava 2002, p.133

(13) Matustik,R.In: Vaskovitova, H : Scepticism vs. Optimism. Beseda. Vytvarny Zivot (Art Life),no.7,1990,
p.8



Palo Fabus
Zazraky, kam sa pozries: Abstraktna priroda

Vychodiskom tohoto prispevku je Gzus hovorit o digitélnej krajine na jednej strane a reélnej krajine na
strane druhej ako o uréitych protipdloch, ako o nietom ¢o je nezlucitelné, ¢i dokonca hierarchizované,
totiz ze redlna krajina je nieco redlnejsie nez digitalny priestor a ze, naopak, digitélny priestor je niec¢o
menejcennejsie, nie¢o pomyselné, nie¢o vlastne nie Uplne redlne.

Skétsky umelec Nathan Coley je autorom diela There will be no Miracles Here, ktorého motivom je
pravny zakrok francuzskeho krala v sedemnastom storoéiv dedine Modseine v hornom Savojsku. Mod-
seine bola miestom ¢astého vyskytu zazrakov. V reakcii na tieto okolnosti nechal kral v tejto dedine
vyvesit oznam, ktory hovori, e z prikazu panovnika tu nebude Ziadny zdzrak. Tato historické epizdda
velmikrasne symbolizuje konflikt medzindboZenskyma$titnym. A nielen to;je toaj konflikt medziraci-
onélnym pristupom ku svetu a tym duchovnym. V geste panovnika ide o pokus presadit prévny priestor
ako nieco, ¢o je nadradené akémukolvek vztahu Boha k priestoru. Zérover sa dé povedat, Ze je to akési
hrdopy$na kolonizécia priestoru a to az akoby na jeho metafyzické dno. UzZ len tvrdit, Ze sa niekde ne-
budu konat Ziadne zazraky, je ako keby sme chceli prikdzat realite, Ze bude takato a nijaké ind. No neznie
toabsurdne, prikazovat realite, aby bola také a taka?

Po velmi dlhd dobu sme zvykli mat za to, Ze realita je nieco, ¢o objavujeme, ¢o nachddzame, €o viac
&i menej spozndvame, ¢omu viac menej rozumieme. Netrufli by sme si tvrdit, Ze realita nie je nieco, ¢o
by sme my utvérali. A uz vébec nie takymto jednoduchym sp6sobom. Skratka, realitu sme pokladali za
nieco, ¢o u? je hotové a my to u? iba pouzivame, ¢i uz dobre alebo zle. A prave tento druh n&sho vztahu
krealite je to,&ondm bréni pripustit, ze ten protiklad takzvanej redlnej krajiny a takzvaného digitalneho
priestoru alebo kyberpriestoru je vlastne falo$ny a uz nejakd dobu neudrzatelny.

Ten argument, ktory tu chcem sledovat, je vlastne dvojstranny. Na jednej strane chcem ukézat, ze
kyberpriestor, internet, alebo digitélne prostredie je nieco ¢o je vtelené do hmoty, je to nieco, ¢o nie je
nijak esencidlne oddelené od reality. A naopak, Ze ta takzvand redlna krajina nikdy nebola bez vplyvu nej-
akej abstrakcie.

Mozno najslavnejsiu definiciu kyberpriestoru formuloval William Gibson vo svojom roméne Neuro-
mancer:,Konsensualni halucinace kazdy den zakous$end miliardami opravnénych operatorf véech néro-
dé(.). Grafickd reprezentace dat abstrahovanych zbank véech poéitact lidského systému. Nedomysli-
telnd komplexnost. Linie svétla sefazené v neprostoru mysli, shluky a souhvézdidat “Uz? tu vidiet uréity
rozpor:najednejstrane sa hovorio grafickom zobrazenianadruhej strane o nepriestore. A pritom moz-
no intuitivne nahliadnut, Ze o je mozné graficky reprezentovat, musi vykazovat nejaku priestorovost,
a zaroven to, ¢o vykazuje nejaku priestorovost je vizuédlne reprezentovatelné. Vezmime si vSak véetky
tie snahy zobrazit kyberpriestor, ¢i uz vo filmoch alebo masovych médiach. Medidlne obsahy venujice
sainternetu, ¢iuz v tlacialebo televizii,ale aj na samotnom internete obvykle sprevadzaju obrazky roz-
nych abstraktnych, ¢iselnych struktir, ktoré nikto z nas nikdy nevidel na vlastné o¢i. My takto internet
proste nezazivame. Kolkokrat st to rézne zhluky jednotiek a nul, a ked'sa tento motiv ohrd, tak sa za¢nu
pouzivat obrazky nejakych ludi sediacich pred poéitaémi, ako klikaju, dalej st to nejaké kurzory, zdbery
na monitor a tak dalej. Snaha zobrazit kyberpriestor skratka trvalo a nevyhnutne zlyhdva. Ostatne, na-
priklad prvé internetové obchody v devatdesiatych rokoch velmi rychlo zistili, Ze snaha reprodukovat
nejakym vizuadlnym zobrazenim predajriu na obrazovke neddva vobec zmysel. Nac¢o by ndm na webe boli
nejaké virtualne zastupy regalov, ked'to jediné,na ¢om mipri transakcii s obchodnikom zélezi, je zoznam
produktov, ktoré ponuka - teda nie¢o naprosto nepriestorové?

Faktje,Zeztitulu nepriestorovostimame problém prikladat internetu véhu ako nie¢omu redlnemu. Pre-
to bolvzdy vnimany ako menejcenné realita, nie¢o pomyselné, a niekedy dokonca aj ako forma eskapizmu.

Sme nauéenf pytat sa, ¢i je nie¢o pravdivé alebo nepravdivé, a z toho odvodzovat redlnost veci, a ig-
norovat to, ako veci pésobia, aku realitu utvaraju, ako U¢inkuju na nds. LenZe internet je vo svojej kom-
plexnosti uréitym stavom abstrakcie. Je to hmotne uskuto¢nend abstrakcia, ktord sa svojou povahou
nelii od toho miesta, v ktorom sa nachddzam s ¢lovekom, s ktorym telefonujem. Neli$i sa povahou od
toho, comu sa hovorf rozhlasovy éter alebo Zivé vysielanie v televizii. Internet je takym istym druhom
,miesta“V pripade internetu vidime, Zze vo chviliked'sa takyto druh abstrakcie za¢ne vrstvit, ked'vznika
dostatoéne komplexnd asambléz, akou internet rozhodne je, tak zaé¢iname mat dojem, Ze sa pred nami
vynéara akdsi nova entita, ktord akoby mala svoju vlastnid pdsobnost, samostatnt realitu. Podobd sa to
tomu, ako vzniké kridel vtékov. Vidime poletovat jedného, dvoch, troch vtékov na oblohe, zagnu pole-
tovat spolu, a zrazu mézeme hovorit o krdli. To je to, éomu tedria chaosu hovori emergencia: ked sa zo
suhry jednotlivych prvkov vynori vyssi celok takej kvality, ktord sa v tychto jednotlivych prvkoch ne-
nachdadza. Internet,a s nim spojeny dojem oddelenej reality, vznika tym istym spésobom. Dévod, preco
nema zmysel klast kyberpriestor do protikladu k reélnej krajine, spoéiva v tom, Ze kyberpriestor nebol
nikdy odpovedou na otdzku Kde? ale Ako?

Preto je zaujimava ta myslienka, Ze digitalita nemusf nutne odkazovat k technolégii. Ze to, &omu ho-
vorime digitélne prostredie, nie je Uplne technickd zéleZitost. Popravde to najzaujimavejsie na digitél-
nom prostredi je to, ¢o s technikou nesuvisi priamo. Ide totiZ o to, Ze pdsobnost poéitaca nekonéi vo
chvili, kedy ho vypneme. Lebo on vplieta ur¢itl siet o¢akavani, ndvykov do ndsho kazdodenného Zivota,

i ked nie je poéita¢ na dohlad. Vela veci pévodne viazanych na konkrétne miesto, internet vyviazal, prie-
storovo a ¢asovo oslobodil a algebraizoval. A to nie je len internet, to je stéle hibsie a Sirsie prenikajuci
vplyv a rola médii v nasich zivotoch. V medialnych $tddiach sa tomuto procesu hovori mediatizécia, to
znamend stéale dokladnejsie prenikanie médii do vetkych foriem Zivota.

Uz nejakl dobusavmedidlnych $tudidch pracuje s predpokladom,ze roladivéakaarola performera, tzn.
toho, kto vystupuje v médidch, uz nie st také docasné ako kedysi (Longhurst - Abercrombie 1998, Audi-
ences: A Sociological Theory of Performance and Imagination). Divakmi a vystupujicimi sme neustéle.
Vedla toho st¢asnd nemecka filozofia médii hovori o takzvanej kybernetizacii vetkych existenénych
foriem, ktory odkazuje ku skutoénosti, Ze uz nendjdeme vela profesii alebo veci, ktoré by aspori jednej
faze svojej existencie neprechadzali po¢ita¢ovym spracovanim. A to sa tyka aj tych najintimnejsich vect
ako st nase city, ktoré st predmetom kvantifikacii, merania a komputa¢ného spracovania. Svet je nam
pristupny ako uréitd abstrakcia, takze prostredie, v ktorom Zijeme, nie je ani tak posiate bremenami
objektivnymi — ¢lovek musi stéle vynakladat nejakeé fyzické usilie — ako skér bremenami subjektivnymi.
Toznamena, Ze pohyb je v tomto prostredi pohybom, ktory podlieha skér pravidlam fantazie nez logiky.

Navztah medzinamiasvetomsateraz pozrime zdruhej strany,zo strany prirody ¢i tzv.reédlnej krajiny.
Pojmy priroda alebo prirodzenost st udrZatelné len do chvile, kym ich naozaj bedlivo neskimame. Na
jednom mieste romanu Roberta Musila, Muz bez vlastnosti, Ulrich — hlavna postava romanu, a jeho ses-
ternica Diotima vyrazia na vylet do krajiny. A ked sa Diotima rozplyva nad nedotknutou prirodou, Ulrich
lensucho konstatuje, Ze to nie je vobec Ziadna priroda, ale dolnorakusky lesny fond. Priroda, ktord cheela
Diotima vidiet, je v skutoénosti planovany produkt lesnickeho priemyslu. Je to skér sklad celulézy nez
priroda. Je to priroda hlboko podmienena utilitdrnou abstrakciou.

Jednes tedae$te mozné mysliet nedotknutd prirodu? Nie st ndhodou véetky predstavy o takejto ne-
dotknutej prirode uz dielom medialnej cirkuldcie obsahu? Od déb ¢o je kniha knihou, st to dobrodruzné
romany, cestopisy, neskor filmy, ktoré nas vlastne ucia snivat o nedotknutej prirode, a nie naga empi-
ricka skusenost. Podobne je to s vyhladavanim piktoriality v krajine, ked stupame na vyvy$ené miesta,
aby sme obdivovali krajovidy otéiny“ako kedysi mlado$turovci. Nage vztahovanie sa k prirode bolo vzdy
podmienené abstrakciami, &i uZ ide o antické zememeraéstvo, z ktorého sa rodi geometria,a zktorej sa
potom rodi matematika, alebo o dne$né technoldgie ako je remote sensing, pomocou ktory mapujeme
prirodu v planetarnych rozmeroch. Ako hovori Martin Heidegger v Otézke techniky, uz to nie je vodna
elektraren, ktoru staviame do toku rieky, ale je to tokrieky, ktory je zvadzany do Ustia elektrarne. Skrat-
ka té nedotknuta priroda existuje uz len v brozurach turistickych kanceldarif.

Skratka priroda zvykla byt prislubom neposkvrnenej pravdy, nie¢oho, k ¢omu sa mézeme v momente
presytenialudskym,umelym alebo technologickym vzdy vratit. LenZe bola a je toilizia. Hrozbe eskapiz-
mu teda rozumieme naruby. Unikom nie je nejaky po&itadovo vytvoreny umely svet, inikom je predsta-
va, 7e sambZzeme vratit do nejakej pédvodnej prirody.

Clovek je dnes s prirodou u? tak hlboko spéty, a to v dobrom i zlom, Ze déva zmysel naozaj premyslat
o ¢loveku ako o prirodnom Zivle. Preto sa dnes hovori o antropocéne, ako o novom geologickom obdobi,
vktorom je élovek jednou zhlavnych formativnychsil. Naga planétaje dnes posiata tisickamiréznych ¢i-
diel,ktoré okamzite sytia vypoctové procesy napojené narozne burzy arézne sledovacie systémy, pod-
mienuju pohyb vzdusnej dopravy, lodi, konzum, spravu prirody, tazbu, predpoved pocasia. St tak hiboko
prepojeng, ze pokusy hladat akusi hranicu medzirealnou prirodou a abstrakciami uz naprosto zlyhavaju.

Priroda pre nasbolavzdy abstraktng;vzdy smejejrozumeliskrze otazky ako:Nacoje ném dobra, oz nej
moézeme ziskat, o ndm zjej strany hrozi. A naopak kultura bola vzdy nejakou modifikaciou prirody,vzdy ju
nejak transformovala. Kultura o sebe i priroda o sebe st skér akési pomyselné pdly. Fakticky sme vzdycky
obcovali len so zmesami prirody a kultdry. Medzi tymito pdélmi vzdy pulzoval kolobeh abstrakcie. Kedysi
to bolo tak, ze sme vysli do krajiny, a na zéklade né$ho poznania sme s tou krajinou manipulovali, ked sme
ju napriklad obhospodarovali. Priroda ndm vsak kladla odpor, takZe sme sa nej dozvedali dalsi veci, a na
zaklade tychto novych poznatkovsme do tejto krajiny dalej zasahovali. Tento kolobeh poznaniaa manipu-
lovania s prirodou, ktory mal rozsah niekolkych rokov az generacif, sa teraz vdaka kybernetizacii skracuje
na mikrosekundy. Aiked tento kolobeh mozno nikdy nebol taky linearny,ako sa némz odstupu méze zdat,
dnes u? je jeho komplexita neprehliadnutelnd; neda sa redukovat na jednoduché kauzality. Ludsky zdsah
do prirody je mélokedy,ak vébec, vyhradne skodlivy ¢ivyhradne blahodarny. Skratka tym skratenim slué-
ky kolobehu pred sebou vidime prirodu, ktord sa zavija sama do seba, reaguje sama na seba.

Priroda teda nikdy nebola taka ¢istd ako na fiu radiverime. A dnes navy$e nemozno prehliadat, ze nase
poznanie uZ nie je ani tak formou reprezentécie sveta,ale skér formoujeho kontroly. Ked'sa vratim k die-
lu Nathana Coleyho, to metafyzické gesto, ktoré akoby prevratilo povahu nejakého priestoru, dnes uz
mozno chdpat opacne. V situdcii, kedy svet vytvarame skér subjektivéciou, kedy ho utvarame viac na-
§fm rozumenim nez na$ou zru¢nostou, mozgom skér nez rukami, a ked sa riadi skér pravidlami fantazie
nezlogiky, tak dédva zmysel hovorit o tom, e véade st zézraky. Zazrak — podobne ako digitalne prostredie
—jenieto, o savzpierarozumu. Chcel by som vSak zdéraznit, ze nejde o prirovnanie. My dnes zézraky ro-
bime v plnom slova zmysle.Myslim,Ze nds k tomu opraviujd aj najstarsie podoby toho, &o sipod pojmom
magie prestavujeme, ¢i u? je to zidovskd mystika a kabala, v ktorej poznat to spréavne slovo vo vztahu
k nejakej hmote znamena nechat tuto hmotu obZivnut, alebo Logos u Stoikov, ktory stelesiuje jazyk
prirody. A to je presne to, ¢o uplatfiujeme v digitdlnom prostredi, ked nasim rozumenim, nasimi gestami
aslovami, aj ked'sa skryvaju za nejakym kliknutim, materidlne manipulujeme s nasim prostredim.
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Palo Fabus
Miracles, Wherever You Look: Abstract Nature

Theinitial point for this paperis our widely accepted use of the terms,such as digital landscape on the
one hand and the real landscape on the other hand as some kind of counterparts, as something thatis
incompatible or even hierarchized, i.e. the real countryside is considered to be something more realis-
tic than the digital space and contrarily, the digital space is considered to be something less valuable,
something imaginative, something thatis actually not completely real.

Scottish artist, Nathan Coley is the author of work titled “There will be no Miracles Here”. The subject
of this work is a legal action of the French king in the seventeenth century village of Modseine in Upper
Savoy. Modseine was a place of frequent occurrence of miracles. In response to these circumstanc-
es, the king had a notice displayed saying that on ruler’s order, there would be no miracle. This historic
episode symbolizes the conflict between the religious world and the secular world very perfectly. And
not only that. Itis also the conflict between rational approach to the world and the spiritual one. The
gesture of the sovereign is an attempt to enforce the legal space as something that is superior to any
relationship of God to space. Similarly,it can be said thatitis a haughty colonization of space, asif it was
reaching its metaphysical bottom. Saying that there shall be no miracles somewhere means the same
as if we wanted to command actuality to look in some specific way but not in any different way. Does
commanding reality to look in some specific way not sound absurd?

For a very long time, we have been accustomed to thinking that reality is something we discover, we
can find, something that we more or less learn about, and something that we more or less understand.
We do not dare to say that reality is not something that we could create. Not even in such a simplified
way. In short, we have considered reality to be something that is already available and we only use it,
whether in a good or in a bad way. Exactly this kind of our relationship to actuality is something that
prevents us from admitting that the opposite of the so-called real landscape and the so-called digital
space or cyberspaceis actually a counterfeit, which has been unsustainable for some time.

The argument | want to adhere to is actually bilateral. On the one hand, | want to demonstrate you
thatacyberspace, theInternet or digital environmentis something thatisinfiltrated into matter, that
itis something thatis not essentially separated from reality. In contrast to this, | also want to demon-
strate that the so-called real landscape has never existed without the influence of any abstraction.

Perhaps William Gibson formulated perhaps the most famous definition of cyberspace in his novel
titled Neuromancer: ,Consensual hallucinations experienced daily by billions of legitimate operators in
every nation (). A graphic representation of data abstracted from the banks of every computerin the
human system. Unthinkable complexity. Lines of light ranged in the non-space of the mind, clusters,
and constellation of data. ,Even here, we can see a certain contradiction: on the one hand, he mentions
a graphical representation, on the other hand, he mentions the non-space. And one can intuitively see
that all that can be graphically represented, must have some characteristic of spatiality, and simulta-
neously, all that has some characteristic of spaciality can be represented visually. However, lets have
alook at all our efforts to show the cyberspace, whether in movies or in mass media. Media content on
the Internet, whether printed, on television, or on the Internet itself, is usually depicted in the form of
images of various abstract, numerical structures which none of us have ever seen in our own eyes. We
simply do not see the Internet like this. Many times, there are different clusters of zeros and ones, and
when this theme fades, we will start using images of some people sitting at the computer, clicking, or
some cursors,or monitor shots, etc. We simply fail foreverin our effort to display the cyberspace. After
all,even the first online stores in the 1990s found very quickly that any attempt to reproduce a store on
the screen by displaying it in some visual form does not make any sense. What would be the reason for
some virtual rows of racks when the only thing | do care about during the transaction with aselleris the
list of products he offers, i.e.something completely nonespacial?

The fact is that we find it difficult to attach significance to the Internet as something realistic be-
cause of its non-spaciality. Therefore, it has always been perceived as an inferior reality, as something
fictitious,and sometimes even as a form of escapism.

We have learnt to ask whether something is true or untrue, to derive the reality of things from this,
and to ignore how things work, what kind of reality they form, how they affect us. In its complexity,
the Internet represents a certain stage of abstraction. It is a materially realized abstraction, which
does not inherently differ from the place | am located in together with the person | am having a tele-
phone conversation with. In character, it does not dif fer from what we call radio broadcasting or live TV
streaming. TheInternetis the same kind of ,place®If this type of abstraction begins tostack up,ifasuf-
ficiently complex assemblage is created (that is what the Internet really is), we start to assume that
anew entity is emerging in front us, as if it had its own scope of activity, an independent reality. It can
be compared to the way birds gather in their flocks. We see one, two, three birds flying in the sky, then
they start flocking together,and suddenly,we can speak about a flock. This is what the theory of chaos
calls the “emergence™ when a greater whole emerges from the harmony of its individual components.
Its quality is such that cannot be found in its individual components. The Internet and the combined



impression of separated reality, originates in the same manner. The reason why it does not make sense
to put cyberspace in opposition to the real landscape is that cyberspace has never been the answer to
the question “Where?” butitis asking “How?”

Therefore, the idea of digitalism as something not necessarily referring to technology is noteworthy.
The thing we call “the digital environment” is not entirely a technical phenomenon. In fact, the most
exciting thing about the digital environment is all that is not directly related to technology. This is be-
cause the scope of computer’s activity has not finished when the computeris shut downsince it brings
ina certain network of expectations, habits into our everyday life, even if the computer is out of sight.
Many things originally connected to a specific place have been untied, unblocked spatially and tempo-
rally,as well as algebrized by the Internet. And it is not just the work of the Internet. It is alsoits impact
penetrating deeper and wider as well as the role of the media in our lives. In media studies, this process
is called mediatization,i.e.an increasingly thorough penetration of the media into all forms of our lives.

In media studies, we worked on the assumption for some time that the role of a spectator and a per-
former’srole (i.e. the one who performs in media) are nolonger soimpermanent as they used to be (Lon-
ghurst - Abercrombie 1998, Audiences: A Sociological Theory of Performance and Imagination). We con-
stantly play the role of spectators and performers. In addition, the current German media philosophy
speaks of the so-called cybernetization of all existential forms, which refers to the fact that we nolon-
ger have many professions or things that have not been subject to computer processing at least at one
stage of their development. This also applies to the mostintimate things like our feelings, which are the
subject to quantification, measurement,and computational processing as well. The world is accessible
tousasacertain abstraction. Therefore, the environment in which we live is not so much covered with
objective burdens (- we must always work physically in some way) as it is covered with subjective bur-
dens. This means that motionin this environmentis a motion thatis more subject to fantasy thanlogic.

Now, let us look into the relationship between the world and us from the other point of view, i.e. from
the perspective of nature or the so —real country perspective. The terms of natural world or nature are
sustainable unless we start studying them profoundly. In one chapter of the Robert Musil’s novel called
Ulrich, The Man Without Qualities, the main character of the novel and his cousin Diotima set out on
a hike in the countryside. When Diotima enthuses over intact nature, Ulrich’s starkly remarks thatitis
no nature at all,but the Lower Austrian Forest Fund. The nature that Diotima wanted to see is actually
awell-managed product of the forestry industry. It is more of a cellulose store than nature. This kind of
natureis profoundly dependent on utilitarian abstraction.

Is it now possible to think of untouched nature? Are all imaginations of such untouched nature not
a mere product of media content circulation? In fact, since the book came into existence, adventure
stories, books of travels, and later films have always taught us to dream of the untouchable nature
rather than our ownempirical experience. The same applies to our search for pictoriality in the country-
side when we climb to elevated places to admire the landscape of the fatherland®in the same manner
as once did the young followers of Ludovit Stdr. Our relationship to nature has always been conditioned
by abstractions, whether it be the ancient land surveying, from which geometry originated, and, even-
tually, mathematics, or technology of today, such as remote sensing, by which we map nature in plan-
etary dimension. As Martin Heidegger says in his Question Concerning Technology, “It is no longer the
hydroelectric plant that is built into the river, but it is a river that is redirected into the mouth of the
power plant.Inshort, the untouched nature exists only in the travel agency brochures.

Briefly said, nature used to fuel our desire for the unsullied truth, something we can always return to
in the moment of oversaturation with the human, artificial, or technological world. However, it was and
itis anillusion. Therefore, we understand the danger of escapism the other way round. It is not a com-
puter-created artificial world thatis escapism. It is our assumption that we can return to some kind of
original nature.

Today, man is so much bound to nature, both in a good and a bad way, that it really makes sense to
think of man as a natural phenomenon. This is the reason for our introducing the term “Anthropocene”
denoting a new geological period in which man is one of the major formatting forces. Today, our planet
is covered by thousands of different sensors instantly feeding computational processes connected
to different kinds of stock exchange and different tracking systems, controlling air traffic, ships, con-
sumption, nature management, mining, weather forecasting. They are so deeply interconnected that
allattempts to search for some boundary between the real nature and its abstractions are totally fail-
ing.

Nature has always been abstract for us. We have always understood it through questions, such as:
What is it good for? What can we get from it? How is it threatening us? Conversely, culture has always
been some kind of modification of nature. It has always been transforming it somehow. Culture initself
and nature in itself are more representations of some kind of imaginary poles. In fact, we have always
lived with the blends of nature and culture only. The abstraction cycle has always pulsated between
these poles. In the past, we just went out into the countryside, and, we manipulated it based on our
knowledge of it, for example,when we cultivated it. Nature resisted us, so we were learning more about
it, and, we continued intervening in it based on these new findings. This cycle of knowledge and ma-
nipulation of nature ranging from several years to generations is now reduced to microseconds owing

to cybernetics. Even though this cycle might never have been as linear as it may seem to us from the
distance,its complexity is unmissable now. It isimpossible to reduce it to simple causalities. Human in-
terventionin natureis rarely (if ever) purely destructive or beneficial. In short, with the cycle loop being
tightened, we can see nature thatis rolling upitself and reacting toitself.

Nature has never been so pure as we like to believe it to be. Moreover, nowadays, it cannot be over-
looked that our knowledge is no longer a form of representation of the world, but rather of its control.
Looking back at Nathan Coley‘s work, this metaphysical gesture, which seems to have turned the char-
acter of some space upside down,can now be seen to be the opposite.Inasituation where we create the
world by subjectivizing, when we form it by our understanding rather than by our skill, by brains rather
than with our hands, and when it is governed by fantasy rather than logic rules, it is reasonable to say
that there are miracles everywhere. A miracle — just like the digital environment - is something that
defies reason. However, | would like to emphasize that this is not a parallel. We are performing miracles
today in the full sense of the word. | think that even the oldest forms of what we call magic give us the
right to do so, whether it be the Jewish mysticism and the Kabbalah in which knowing the right word
relating to some mass means bringing this matter to life, or Stoics’ Logos embodying the language of
nature. And that's exactly what we are applying in the digital environment where we are manipulating
our environment materially by our understanding, gestures and words, no matter if they are behind
some mouse clicks.



Paul Chaney
Siete, krajina a uviaznutie v sieti

Konceptualizacia krajiny zrejme vznikla ako odmietnutie hroz priemyselnej revolicie romantikmi.Koncept
krajiny poméhal definovat protiklady medzi pastorélnou realitou pred obdobim antropocénu a post-antro-
pocénnou priemyselnou realitou.

V ¢om sa tieto dve reality odlisuju?

V pastoralnej realite pred antropocénom Zila vacsina ludiv rémci lokalizovanych vyrobnych systémov, kde
na celej ploche biosféry planéty vladli homeostatické podmienky. V priemyselnej realite antropocénu zacala
vécsina ludi Zit v globalizovanom vyrobnom sytéme, zintenzivnenom tazbou geologickych materiélov z pod-
povrchu planéty - Zelezo, uhlie, ropa, zemny plyn, atd, za mohutného vplyvu kapitalu.

Jednoduché estetické argumenty boli véase priemyselnej revollcie platné, ba mozno aj uzitocné. Sku-
to¢ne pastorélne a priemyselné prvky tak existovali bok po boku a preto bolo prihodné pouZit estetickd
argumentdciu na kritiku jedného voci druhému. Systémové rozdiely medzi nimi boli zhodné s rozdielmi vi-
zudlnymi. Avsak s rozvojom priemyselnych vyrobnych systémov sa zacala aj kolonizacia pastoralnych sys-
témov polnohospodarskej vyroby novymi, neviditelnymi technoldgiami. Nasa potrava sa pestuje pomocou
mineralnych hnojfy, tie sa taZia, syntetizuju a globalne predévaju. V polnohospodérskych oblastiach si udr-
Ziavanie vlastnej komplexnej biodiverzity zjednodusujeme mechanizovanymi zasahmi. Hmyz, rastliny, huby
regulujeme sytematickou aplikiciou chemickych zli¢enin. S bravéovym masom a obilim sa obchoduje na
globdlnom trhu. Z dzemia mimo mestskych aglomerécii, vidieckeho prostredia je dnes priemyselnd vyrobna
z6na. Ale na pohlad méze krajina eSte vzdy vyzerat prijemne a plné zelene.

A tak v8eobecne zauZivany koncept krajiny u? nie je pouzitelny na identifikdciu modernej formy priemy-
selného vidieckeho prostredia. Krajinka je uvdznena v pasci svojho vlastného napojenia na ddvnu romanticku
predstavu o nej a je limitovana do podoby pokrivenej panordmy. V detailoch, pod povrchom tradi¢nej krajiny
sa skryvaju temné veci.

Pohlad pod povrch:

Teoretik Timothy Morton, vo svojich knihdch ‘Ekoldgia bez Prirody’ a ‘Ekologické myslenie’, rozlisuje a zéro-
veri odmieta konceptudlnu deliacu ¢iaru medzi ¢lovekom a prirodou. Tvrdi, Ze préve koncept prirody ni¢i nasu
schopnost mysliet nad rémec antropocentrickych kongtruktov.

Deliaca ¢iara medzi ¢lovekom a prirodou existuje len v mysli ¢loveka. Bez ohladu na stuper rozvoja techno-
16gif a ludského poznania, fyzické ludské telo stéle existuje v rdmci Zivotného prostredia. Kazdy jeden kidsok
ludského dychu je st¢astou planetérneho systému chemickej vymeny — u? len jednoduchym nadychom
a vydychom potvrdzujeme prepojenie jedného s druhym. Morton to pomentva pojmom ‘siet’ — medzidru-
hové, medziobjektova splet spoluviny a ndhodilosti, do ktorej je ¢lovek nevyhnutne zapleteny.

Taktiez zavadza koncept ‘temnej ekoldgie’, ktory sa zaoberd problematickym, implicitnym v neantropo-
centrickych konceptoch prirody — kde sme nutent prijat skuto¢nost, Ze ¢lovek sa neméze odpojit od hrozy
redlnych mechanizmov prirody.

Koncept ‘biologické nika’ — ako klu¢ovy rémec biologickych vied, sa vztahuje na spbsob, akym organizmus
zapada do ekologickej komunity, alebo ekosystému. Termin bol popularizovany v roku 1957 zoolégom G. Eve-
lynom Hutchinsonom a popisuje interakcie druhov s inymi ¢lenmi v rédmci vlastnej komunity z hladiska kon-
kurencie, koristenia, parazitizmu a symbidzy.

Pévodne bol tento pojem chapany ako nieco vyplyvajlce z procesov prirodzeného vyberu — nika tu pred-
stavuje vysledok evoltcie druhov v zavislosti na ich morfologicky, fyziologickud a behavioralnu adaptéciu na
prostredie.

V Hutchinsonovom systéme ‘zékladnt (fundamentalnu) niku’ Zivoéidnych druhov predstavuje eko-
priestor, ktory mozno obyvat, nemat pritom medzi inymi Zivo¢i$nymi druhmi konkurentov a pouZivat véetky
dostupné priaznivé podmienky v plnom rozsahu (biotické aj abiotické). ‘Realizovand nika’ je uz&f eko-priestor
obyvany Zivoc¢isnymi druhmi, ktoré Ziji pod konkurenénym tlakom zo strany inych, okolo Zjucich druhov.
Podla tejto analyzy, moZzno konstatovat, Ze ¢lovek uz prekonal vac¢sinu faktoroy, ktoré ho vymedzovali do
rémca realizovanej niky. Na rozdiel od toho, technologicky rozvoj mu priniesol schopnost sustredit véetky
mozné niky do jednej jedinej, globdlnej ludskej niky, v ktorej existuje bez obmedzeni a vytvorit tak ‘funda-
mentdélnu superniku’.

Projekt Fieldclub

V roku 2004 som kupil maly kisok zeme v Britanii. Vytvoril som tam PROJEKT FIELDCLUB - experiment,
v ktorom som sa pokusil zmapovat seba samého ako samostatnu ludsku jednotku existujicu v rdmci ko-
munity biologickych nik a si¢asne sa stat svedkom Zijucim v tesnej blizkosti kazdodennej reality tejto zlo-
Zitej siete. Aké by to bolo spolunaZivat v jednom krajinnom prostredi ¢isto len s inymi bytostami, nez su tie
ludské? Bolo by mozné vyélenit seba samého z ludskej fundamentélnej niky a znovu vstupit do prostredia
realizovanej niky?




Prvym krokom bol presny vypoéet, kolko $tvorcovych metrov krajinného Uzemia bude potrebné na vy-
pestovanie potravy a paliva z biomasy na uspokojenie zakladnych potrieb jedného ¢loveka. Zozbieral som
rozsiahle Udaje o malej farme, vratane dat o produkcii obilia, Zivoéignych produktoch a s tym suvisiacim kr-
mivom. Vytvoril som si jednoduchu aplikaciu, ktord mi pomohla vypoéitat findlny systém — Terénny Stroj
(FieldMachine).

Terénny Stroj od uZivatela vyzaduje, aby z lokdlne dostupnych potravinovych zdrojov vytvoril stravnu jed-
notku odporuéanu Svetovou Zdravotnickou Organizaciou — uZivatel'si zvoli potraviny, ktoré by chcel konzu-
movat a softvér pomocou referenénych udajov o vynosoch odhali, akd plochu bude &lovek potrebovat na
zabezpecenie zvolenej stravnej jednotky s patri¢nou nutri¢nou hodnotou. Potom si uZivatel uréi minimalnu
plochu uréent pre vyhrievané obydlie, kde softvér vyhodnoti a porovna s idajmi o energetickych stratach
u stavieb zo slamenych balikov (beZne povazovanych za energeticky Usporné stavby z rychlo, priamo na
mieste vypestovatelnych materidlov). Sof tvér potom pouZije Udaje o priemernej roénej teplote pre dany re-
gién na vypocet plochy pozemku potrebného na vypestovanie biopaliva, ktoré sa bude pouZivat na vykuro-
vanie obydlia. Terénny stroj nakresli jednoducht mapu, kde vyznaéi, ako bude pozemok proporéne rozdeleny
podla jednotlivych plodin. Takto poskytne uZivatelovi rychly vizuélny prehlad o efektivnom vyuZiti pozemku
aumozni mu vizualizéciu systému v redlnom krajinnom prostredi.

V priebehu $iestich rokov boli vystupy z Terénneho Stroja aplikované na vhodny dvojhektarovy pozemok
v juhozdpadnom kute Velkej Britdnie. Navrh pocital so zabezpecenim prostriedkov na preZitie celej populé-
cie Spojeného Kralovstva privyuZiti vlastnej lokality. Postupne sa ‘vylep$end’, trévnatd monokultirna oblast
zmenila v mald biodiverznd farmu so zeleninovymi zahradami, ovocnymi sadmi, vo vyrobriu obilia pre ludi, ale
aj ako krmivo pre hydinu, v trévnatu luku, akd ndjdeme v tradiénom hospodérstve na pasenie kbz, v miesto
na pestovanie stromov pre Ucely budiceho biopaliva.

Problematika zvierat:

Fieldclub bol umiestneny do prostredia Cornwallu na juhozépade Spojeného Krélovstva — regidnu ktory je
zndmy pre svoje vihké a teplé podnebie. Zije tam velka populacia slizniakov. Farméri v celom regiéne pouzi-
vaju na regulaciu tychto slizkych tvorov chemikaliu na baze aldehydu metylnatého. Po mnohych pokusoch
o rézne sposoby ekologického prevzatia kontroly nad izemim (nasilné premiestnenie, pivo, sol) som sa roz-
hodol, Ze mechanicky sp6sob bude tou najucinnej$ou metddou na zvladnutie slizniaka. Poslednym mojim
Ukonom pred uloZenim sa do postele a prvym rannym pred ranajkami bola pokojna prechadzka po zdhra-
déch s lampou v ruke a strihanie slimakov ostrymi noZnicami.

KedZe Fieldclub bol zamerany na vyskum redlnej ekonomiky niky, bol som zvedavy na fakty. Kolko slizniakov
bolo v zadhrade? Kolko potravy skonzumovali? Kolko slizniakov musf zomriet, aby jeden ¢lovek prezil?

Zhotovil som si tri pristroje v podobe kineticko-socharskeho néstroja, ktoré mali za Ulohu zabijat slimaky
azarover presne pocitat mrtvoly. Na vykonanie Ulohy pouzival kazdy pristroj progresivne komplexnejsie me-
tédy. Cim dokonalej$i je dany pristroj vo vyuziti technoldgif, tym je uzivatel vzdialenejsi od aktu strojového
zabijania. Tato séria pracovnych Ukonov ukdzala, ako nés technoldgie vo zvySenej miere oddeluju od skutoé-
nych interakcil prebiehajucich na hraniciach fundamentaélnej ludskej superniky.

Jednym z najhojnejéich nehumannych obyvatelov Fieldclubu bol hrabo$ mokradovy (Microtus agrestis).
Toto malé zvieratko Zije v rozsiahlej sieti tunelovych systémov v spodnych vrstvach nekosenej travy. Kimi sa
vyhonkami travy a je v tom velmi rychly. Je hlavnym potravinovym zdrojom sovy pélenej (Tyto alba), pustov-
ky obecnej (Falco tinnunculus), mysiaka hérneho (Buteo buteo) a ligky obecnej (Vulpes vulpes). Tieto zviera-
té podnikali svoje kazdodenné lovecké vypravy na nas pozemok, aby ho ulovili. Pre ne toto miesto predstavo-
valo bohaty a unikdtny miestny zdroj, nakolko okolita farméarska péda mimo nasho Gzemia bola udrziavana
v prisnom reZime produkcie travy uréenej na krmivo pre kravy. Pre Zivot hrabo$a tam nebolo miesta.

Systém riadenia v lokalite umoznil, aby tu vyréstla diha tréva, pretoze som nechcel chovat kravy. Ale v dru-
hom roku som chcel vysadit stromy na vypestovanie zdroja energie bez pouZitia fosilnych paliv pre moje
vlastné vyuZitie.

Terénny Stroj ukazal, ze by som mal zasadit tritisic osemsto $estdesiat-jedna $tvorcovych metrov plochy
vibového porastu s kratkou rubnou dobou a zmie$aného nativneho listnatého lesa, aby mi poskytli uhliko-
vo-neutralne biopalivo. TakZe nevyuZité travnaté plochy by sa mali premenit na lesy a splnit tak poZiadavku,
aby véetky produkty na podporu preZitia ludského subjektu boli vypestované priamo na mieste. Po¢as zim-
ného obdobia sa do trévnatych oblasti vysadzali mladé stroméeky vypestované z miestnych semien. Ale za
niekolko tyZdov boli stromy mrtve — pretoZe hrabo$e mali iny népad.

Potas chladnejsich zimnych mesiacov, ked tréva uz nerastla, hrabo$e zufalo hladali jedlo. Mladé stromy
poskytovali hladnym hlodavcom dobrd potravu. Kazdy strom bol ohlodany aZ na troveri zeme so stopami po
drobnych zuboch, ktoré odhalovali ndsho pachatela. Hrabose sa moZno takto snaZili zachovat biotop v po-
dobe, aké najviac vyhovovala im samotnym - hlad sa tu spojil s fenotypovou tizbou zabrénit travnatym
plocham, aby sa z nich stali lesy. Takéto spréavanie urgite plati aj pre kralika.

Ak mali prezit stromy, bolo potrebné populéciu hrabo$a regulovat. Systém obhospodarovania luk sa v lo-
kalite zmenil z nezdsahového v strojovo riadeny: Odmietnutie hrabo$ovho lebensraumu, odstrénenie hrabo-
Sovej niky, narusenie hrabogej / sovej [ kanej / lis¢ej matrice. Drobné teli¢ka hlodavcov boli rituélne pochované
na $pecidlnom cintorine. Pamétnik postaveny malému Zivlikovi z bioty nagej lokality a zdznam o barbarskom
skutku, vykonanom v mene zeleného Zivota.

Ponautenia ziskané z realizovanej niky:
1. Krajina nie je nikdy neobsadena.

2. Polnohospodérska krajina je antropogénne vékuum v rédmci siete, nésilne obsadené otrockymi druhmi
podla nasho vyberu.

3. To prézdne miesto sa kazdoro&ne obnovuje mechanickym zasahom (orba). PretoZe priroda toto vakuum
nema rada, smrt neludskych Zivo&ichov je nevyhnutna. Vegénstvo to nevyriesi.

4.0ddelovanie miesta vyroby od miesta spotreby tuto hrozu skryva.
5. Pohlad na krajinu nés k prirode nenavrati.

6.My sme priroda.

7.Priroda je vo véeobecnosti desiva.




Paul Chaney
Webs, Landscape, and Enmeshment

The conceptualization of landscape arguably began as a rejection of the horrors of the industrial revolu-
tion by the romantics. The concept of landscape helped to define the oppositions between a pre-anthro-
pocenic pastoral reality,and a post-anthropocene industrial reality.

What distinguishes these two realities?

In the Pre-anthropocene pastoral reality, the majority of humans lived within localised systems of pro-
duction governed by the homeostatic conditions of the biosphere upon the surface of the planet. In the
industrial reality of the Anthropocene, the majority of humans began to live within a globalized system of
production augmented by the extraction of geological materials from underneath the surface of the plan-
et —iron,aluminium, coal, oil, gas etc,, under the increasing influenced of capital.

At the time of the industrial revolution simple aesthetic arguments were valid and perhaps useful. The
truly pastoral and the industrial existed side by side, therefore it was convenient to use aesthetic argu-
ments to critique one against the other. The systemic differences between them were synonymous with
the visual differences. But as industrial systems of production developed, the pastoral systems of agricul-
tural production rapidly became colonized by new and invisible technologies. Our food is grown by mineral
fertiliser; mined, synthesized, and traded globally. Inherent complex biodiversity in the agricultural zones
is simplified by machinic intervention. Insects, plants, and fungi are controlled by systemic application of
chemical compounds. Pork and grain futures are traded on the global markets. The non-urban rural space is
now an industrial zone of production. But as a viewed landscape it can still look pleasant and green.

Thus the accepted notion of landscape is not useful anymore for reading the modern form of industrial
rural environment. Landscape is trapped by its own attachment to a romantic notion of the past, and re-
stricted by the failure of the panoramic. Beneath the surface of the traditional landscape view dark things
are hidden in the details.

Seeing beneath the surface:

In his books ‘Ecology without Nature’ and ‘The Ecological Thought’ theorist Timothy Morton identifies
and refuses the conceptual separation between the human and nature. He argues that it is the concept of
nature itself that is damaging our ability to think beyond anthropocentric constructs.

The separation between the human and nature only exists in the mind of the human. No matter how
developed the sphere of technology and human cognition becomes, the physical human body still exists
within the biotic sphere. Each individual human breathis part of a planetary system of chemical exchange -
the simple act of inhalation and exhalation proves the enmeshment of one with the other. Morton identifies
what he calls ‘the mesh’ — an inter-species, inter-object web of complicity and contingency to which the
human is unavoidably connected.

He also introduces the concept of a ‘dark ecology’ which tackles a problematic implicit in non-anthropo-
centric concepts of nature — where we are forced to accept that the human cannot disconnect itself from
the horrors of nature’s true function.

The concept of the ‘biological niche’ - a key framework of the biological sciences - refers to the way in
which an organism fits into an ecological community or ecosystem. Popularized in 1957 by zoologist G. Ev-
elyn Hutchinson, it describes the interactions of a species with the other members of its community in
terms of competition, predation, parasitism, and mutualism. Traditionally the biological niche has been un-
derstood as resulting from processes of natural selection — a niche is therefore the evolutionary result of
a species’ contingent morphological, physiological, and behavioral adaptations to its surroundings.

In the Hutchinsonian niche system, the ‘fundamental niche’ of a species is that eco-space which it may
occupy with no competition from other species, using the full range of favorable conditions (biotic and abi-
otic) available toit. The ‘realized niche’ is that narrower eco-space occupied by a species under competitive
pressure from other surrounding species. Under this kind of analysis, the human could be said to have sur-
passed the majority of factors restricting him to his realizable niche. Instead he has the capacity, through
the development of the technology, to pull all possible niches into a global human niche without limits and
create a ‘fundamental super niche’.

The FIELDCLUB project

In 2004 | bought a small piece of land in the UK. Here | created FIELDCLUB - an experiment where | would
attempt to map myself as a single human component within a community of biological niches,and witness
the day to day realities of this complex mesh in close-up detail. How would it be to live with the non-human
others that occupy this landscape? Would it be possible to remove myself from the human fundamental
niche, and re-enter the conditions of a realized niche?

The first step was to calculate precisely how many square meters of land were required to grow food
and biomass fuel for the basic needs of a single human. | collected extensive crop yield data for small-scale
farming, including data for grain production, animal products and associated animal fodder. | designed
asimple software application to help calculate the final system — the FieldMachine.

FieldMachine asks the user to construct a World-Health-Organization-recommended diet from lo-
cally available foods - the user chooses the foods he/she would like to eat and the software reveals how
much land the chosen diet will occupy by cross-referencing yield data with nutritional value. The user then
chooses a minimum area for heated accommaodation, which the software cross references with heat loss
efficiency calculations for straw bale house construction (commonly accepted as an energy efficient
construction method using materials that can be rapidly grown on-site). The software then uses annual
average temperature data for the region to calculate how much land is needed to grow bio-fuel crops for
heating the accommodation. Then FieldMachine draws a simple map to show how the land is proportionally
divided between the different crops. This gives the user a quick visual report of land use efficiencies, and
enables the user to begin visualizing the system in a real landscape.

Over a period of six years a design output from FieldMachine was applied to a suitable two-hectare site
in the southwest corner of the UK. The design accounted for the survival of the whole UK population from
withinits own land mass. Slowly the improved’3 monoculture grassland site transformed into a small scale
bio-diverse farm, with vegetable gardens, fruit orchards, cereal production for human consumption and
feeding chickens, grass meadow in traditional management for goat fodder, and tree planting for future
bio-fuel.

Animal problematics:

FIELDCLUB was located in Cornwall in the South West of the UK — a region known for its wet and warm
climate. Thereis a large population of slugs. Farmers across the region use Metaldehyde chemicals for con-
trolling these slimy animals. After many experiments with different kinds of eco control (forced relocation,
beer, salt) | decided the most efficient method to control the slug was to take a mechanical approach. Last
thing at night before bed, and first thing in the morning before breakfast | would take a quiet walk around
the gardens with a lamp and cut the slugs using a sharp pair of scissors.

Because FIELDCLUB was an investigation into the realities of niche economics | needed to know the facts.
Just how many slugs were there in the garden? How much food did they eat? How many slugs need to die
to allow one human to live?

| made three works in the form of kinetic sculpture/tools designed to kill slugs and simultaneously count
death in an efficient manner. Each device uses progressively more complex methods to perform the task.
As each device became more accomplished in its use of technology, the user becomes more distant from
thekilling action of the device. This series of works show how technology increasingly separates us from the
real interactions taking place on the boundaries of the fundamental human super niche.

One of the most abundant non-human inhabitants of the FIELDCLUB site was the Field Vole (Microtus
agrestis). This small animal lives in extensive networks of tunnels and though the base layers of uncut long
grass. The Field Vole feeds on grass shoots and is a very fast breeder. He is a main source of food for the Barn
Owl (Tyto alba), Kestrel (Falco tinnunculus), Buzzard (Buteo buteo),and Fox (Vulpes vulpes). These other an-
imals made daily hunting trips onto the site to eat him. For these animals, the site represented a rich and
locally unique resource, because the surrounding farmland outside of the site is under a strict regime of
grass production for cows. There is no living room for the Field Vole.

The system of management at the site allowed for the grass to grow long because | didn’t want to
keep cows. But in the second year | wanted to plant trees to grow a source of energy for my use free from
fossil fuels.

FieldMachine showed | should plant three thousand eight hundred and sixty-one square meters of short
rotation willow coppice and mixed native broadleaf woodland to provide carbon-neutral biofuel. So the un-
used grassland should be converted to woodland, meeting the requirement that all products for the sup-
port of the human subject must be grown within the site itself. Over the winter period, young trees grown
from locally-collected seed were planted into the grassland areas. But within several weeks the trees were
dead —because the Voles had other ideas.

During colder winter months when the grass was no longer growing, Voles were searching desperately for
food. The young trees provided a good meal for hungry rodents. Each tree was cut of f at ground level, with
tiny teeth marks revealing the criminal. In some way, the Voles may have been acting to preserve the habitat
in the form best for them — hunger combines with a phenotypic desire to stop the grassland becoming
forest. This behavior is certainly also true of the Rabbit.

If the trees were to survive the Voles would have to be controlled. The grassland management system
at the site changed from non-intervention to control by machine: Denial of vole lebensraum, removal of
the Vole’s niche, disruption of the Vole/Owl/Hawk/Fox matrix. The tiny rodent corpses were ritually buried
in a special vole graveyard. A memorial to a small element of the site’s biota, and a record of a barbaric act
undertaken in the name of green living.



Lessons learnt from within the realized niche:
1. Alandscape is never unoccupied.

2.The agricultural landscape is an anthropogenic void within the mesh, forcibly occupied with slave species
of our choice.

3.The void is annually re-established by mechanical intervention (ploughing). Because nature abhors
avacuum, no-human death is unavoidable. Veganism doesn’t resolve this.

4. The separation between the site of production and the site of consumption conceals this horror.
S.Viewing a landscape does not reconnect us to nature.
6. We are nature.

7.Natureis generally horrible.

Prvy plenér

V internetovom obraze Zemplina vyrazne vystupuje jedna postavicka, Sir. Mikula$ Vareha. Byvaly policajt,
podnikatel's mnoZstvom firiem, rekordny darovy podvodnik a vézen. Celé jeho podnikanie je pretkané bi-
zarnym budovanim kultu osobnosti. Tato osobnd mytoldgia v kombinacii s jeho trestnym stihanim bola velmi
atraktivna ¢i uz pre média, bulvar, alebo aj priaznivcov bizaru. Jeden z propagétorov varehovského internetové-
ho bizéru Samuel Szabd, nas previedol najvyraznejsimi pttnickymi zastavkami.

V Slovenskom Novom Meste sa smerom na madarskU hranicu vyhrazne pozera socha Cyrila a Metoda, na
fu sa zase vyhrazne pozerd billboard Mikuldsa Varehu v boxerskom a maltézskorytierskom odeve Ziada vykup-
né od tatu, z ddvodu chétrania jeho majetku kvoli pobytu vo vazbe. Dalsia zastavka, benzinova pumpa Agent
007 ¢aka na navrat Varehu spolu s jeho limuzinou, a stréznikom, ktory nédm ochotne spristupriuje kanceldriu
benzinky, sltiziacu ako svatostanok s Varehom pred trodou, pred lodou, pred vrtulnikom, a malbami Varehu
pred sudmi s vinom. Po obede sme sa presunuli k dedine Velaty, k troskdm ZOO, obrovskej drevenej ohrady,
ovencenej desiatkami polovnickych pozorovacich veZzi. Boli sme naplnenti zvlastnymi pocitmi - iréniou a laskou
k zlo¢incovi, ktory si pomocou ukradnutych penazi zrealizoval vlastny svet, a Ze my sme névstevnikmi rozpa-
dévajliceho sa svetového unikatu. Zarovern sme citili vycitky voci cielom plenéru, sila tvorby Mikuldsa Varehu
prebila vsetky snahy o nasu tvorbu.

Cely druhy der sme taktiez stravili v krajine Mikuldsa Varehu, ale v dosahu zéstrciek a internetu ubytovne,
a rozhodli sme sa, ze nasim internetovym vystupom bude zaplnenie socidlnych sieti véetkym varehovskym,
cely deri sme publikovali véetky nade dokumentécie, obohatené o rézne fotokoldZe, meme a podobne. Mikuld$
Vareha by si zas|UzZil byt minimalne Chuckom Norrisom slovenského internetu, a cheeli sme tomu napoméct.

V zemi sira Mikulasa Varehu

Skupina odhodlanych umelky® a umelcov vystupuje z auta. Pripravent robit performance, happeningy, inter-
vencie, véetko. PIné batohy vytvarnych a novomedidlnych potrieb.

Ked tu zrazu narazia na komplexnost diela Mikuld$a Varehu.

Chces robit intervencie, ale Mikulas Vareha kopal najvaésiu vinnu pivnicu na svete.
Chces robit landarty, ale Mikulé$ Vareha si len tak vybagroval rybnik.

Chces robit sociélne umenie, ale Mikuld$ Vareha rozdaval sluzobné kravy.

Chces reagovat: na média, ale Mikulés Vareha spamoval spréavy rozdavanim jablk.

Chce$ pracovat s osobnou mytoldgiou, ale Mikulads Vareha vydaval kalendére s fotkami seba ako drzi vypesto-
vané ovocie a dal sa titulovat titulom Sir. od fejkovej madarskej spolo¢nosti.

Chces robit sochy, ale Mikuld$ Vareha ma ovesanu benzinku hlavami krivolako vypchatych pStrosov.
Chces$ reagovat na architektdru, ale Mikulads Vareha vytvoril stuprovité, zikkuratovité bazény, aby sa nemusela
kopat jama so stavebnym povolenim.

Chce$ robit performance, ale Mikuld$ Vareha vykupoval lykoZrity v cene zlata a daval ich Zrat
svojim pStrosom.

Chces$ urobit velké gesto, ale Mikul$ Vareha priletel na plavajici heliport.
Chces robit kresby a texty, ale Mikuld$ Vareha pisal z vazenia vlastnoruené spisy o svojej nevine.

Jediné ¢o sme dokézali urobit je rozpustit svoje umelecké egé do sluZieb velebenia Zivota a diela Mikuldga Va-
rehu. Na rybniku, v troskéch Vareha beach, sme sa nalodili na plévajuci heliport a na Jeho oslavu sme preplévali
jazierko skrz naskrz a spievali pesnicky rozvijajlce Jeho ikonografiu pStrosov, drevostavieb a lykozritov.

Pocas plavby sme hladali zmysel nagej ¢innosti, a jediné ukotvenie sme mali v podobe Filipa, ktory posobi ako
rybdr a krajinkar, a tak zostal na brehu malovat panordmy rybnika a tym ospraved|fioval nadu bezbreht plavbu.
Ale potom sa to stalo.

Po nasom vylodeni'sa jedna miestna rybarska rodinka nalodila na nas plavajlci heliport a zopakovala nasu plav-
bu! Neverilisme vlastnym oc¢iam. Dokonca aj ich dedo nechal ryby rybami a skocil do vody a dopléaval za nimi. Po
vylodeni spolo¢ne precupitali po ceste k ném a kupili si krajinku od Filipa za 3 Eura.

Viete, vela sme si z krajiny Mikuldsa Varehu vzali a bali sme sa, Ze ni¢ neopatujeme, ale zalozili sme ritudl plavby
na heliporte, a tym sme potvrdili zmysel nasej existencie.
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First Plein Air

One characterappearsin the Zemplin web image, Sir. Nicholas Vareha. An ex-police of ficer,a business-
man owning a lot of companies, a record-breaking tax fraudster and a prisoner. His entire business is
interlaced with the bizarre building of his personality cult. This personal mythology combined with his
prosecution was very attractive for the media, tabloid newspapers, or even the sympathizers with his
Internet Bizarre. Samuel Szabd, one of the propagators of Vareha's Internet Bizarre showed us round
the most striking pilgrimage stations.

In Slovenské Nové Mesto, a sculpture of Cyril and Method is looking in a threatening way at the Hun-
garian border and the billboard of Mikula$ Vareha dressed in a boxer and maltesian knight costume is
looking at the sculpture in the same way asking for a ransom from the state due to the devastation of
his property as a result of his imprisonment. In another station, 007 Agent is waiting for Vareha to re-
turn. Theagenthasalimousine and a guard who willingly makes us available to the gas station serving as
atabernaclewith Varehain front of crops,in front of a boat and helicopter, in front of paintings of Vare-
haandwine barrels. After lunch,we moved to thevillage of Velaty, to explore the ruins of the Z00,a huge
wooden fence with dozens of hunting observation towers. We were filled with strange feelings - irony
and love for the criminal who had created his own world with stolen money and also because we were
visitors to the disintegrating world’s unique specimen. Simultaneously, we felt sorry for the purpose of
this plain air event since the power Mikuld$ Vareha’s works surpassed all our efforts to do anything else.

We also spent the whole second day in the land of Mikul&$ Vareha, but within the reach of plugs and
the Internet at the hostel so we decided that our on-line output will fill the social networks with all
content on Vareha. We published all our documentation, enriched with various photo collages, memes,
etc. all day. Mikuld$ Vareha would have deserved to be at least a Slovak Internet’s Chuck Nor
wanted to help.

In the World of Sir Mikulas Vareha

Agroup of determined artists get out of the car ready for performance, happenings, interventions, ev-
erything. They have full backpacks of art and new media equipment and tools.

Then they suddenly come across the complexity of Mikuld$ Vareha’s work.
You want to make interventions, but Mikulds Vareha’s dug out the world‘s largest wine cellar.
Youwant to make a land art, but Mikulés$ Vareha'’s just dug out a pond.

You want to do some social art, but Mikuld$ Vareha is giving away company cows just for fun.

You want to respond to the media, but Mikul&$ Vareha has spammed TV news by distributing apples for
free.

You want to work with personal mythology, but Mikula$ Vareha has published calendars with photos of
himself holding a fruit and having people from a fictitious Hungarian society address him as Sir

You want to make sculptures, but Mikulas Vareha has a petrol station decorated with heads of crippled
ostriches.

You want to respond to architecture, but Mikulds Vareha has created ziggurat pools with successively
receding stories so that no building permit for digging a hole is needed.

You want to make a performance, but Mikuld$ Vareha has bought bark beetles at the price of gold and
fed his ostriches with them.

You want to make a big gesture, but Mikuld$ Vareha landed on a floating heliport.

You want to make drawings and texts, but Mikuld$ Vareha has written manuscript of his innocence in
prison.

Allwe could do was to dissolve our artistic egos and serve to glorify the life and work of Mikuld$ Vareha.
On the pond, in the ruins of Vareha Beach, we embarked on the floating heliport, and in celebration of
His majesty we swam through the lake and sang songs that developed his iconography of ostriches,
woodwork and bark beetles.




During our voyage we were looking for a sense of our activity and the only anchor we found was Philip
whoacted asa fisherman andlandscape painter,so he stayed on the bank to paint the pond’s panorama
and justified our endless voyage. But then it happened.

Onourdisembarkment,alocal fishing family embarked on our floating heliport and repeated our cruise!
We could not believe our own eyes. Even their grandfather left the fish be, jumped into the water and
swam to join them. After their disembarking, they pattered along the road towards us and then they
boughtalandscape from Philip for 3 Euros.

You know, the world of Mikula$ Vareha meant a lot to us and we were afraid of not being able to re-
ciprocate anything. Still, we have established the heliport cruise ritual and thus we confirmed the
purpose of our existence.

Slovenské Nové Mesto
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Druhy plenér

Najvacsie vojenské pasmo v Ceskoslovensku, rozliehajlice sa medzi Levotou, Kezmarkom a Starou L'ubov-
tou, bolo zalozené v roku 1952. Styri dediny: Blazov, Dvorce, Lubické kupele a Ruskinovce, boli kvli tomu vy-
mazané z mapy a ich obyvatelia nie celkom dobrovolne vystahovani. V roku 2011 vojenské pasmo definitivne
zaniklo. Okrem toho sa d& zinternetu dozvediet o peknych cyklotrasach vyuZivajucich siet vojenskych ciest,
pozriet si protesty rodédkov zrugenych dedin, &i urban explorations nad$encov skiimajucich vojenské pozo-
statky. MéZete narazit aj na myty o Mesaénej jaskyni, jednej z najznémejéich zdhad Slovenska, opradenou
réznymi konspirdciami.

Pre porovnanie internetovych faktov s realitou sme oslovili rodaka pana Martina Pitondka. Stretli sme sa
na luke, Uzemi byvalych Ruskinoviec, kde stojf len kostolik postaveny po Neznej revollicii, za U¢elom streta-
vania sa pévodnych obyvatelov obce, a porozpravali sme sa o traumatickej histdrii, ale aj nemilej sti¢asnosti,
ked' sa napriek zruseniu vojenského pasma stéle vlecie majetkové vyrovnanie. Napriek véetkému negativ-
nemu bolo mozné obdivovat nedinavnd energiu rodakov, byt po tolkych rokoch stéle spaty s touto krajinou.
S tym boli spojené ich niektoré ritudly, napriklad viano¢né omse alebo vikendové stretnutia sa akoby na cha-
lupe, ale bez chalupy, na holej Itke.

Potom sme v rédmci dvoch dni preskimali zvy$ok vojenského pasma, vojenské budovy aj nadherné lesy,
v kontraste s obrovskymi plochami holorubov spésobenych necitlivou tazbou Vojenskych lesov. Mesaénu
jaskyru sme nenasli.

Kvoli rozsiahlosti Uzemia a plnosti zazitkov sme na samotnd umelecku tvorbu vyhradili jedno poobedie.
V Uzemi vojenského pasma nebol internetovy ani mobilny signal, preto sme vymysleli ind stratégiu prezen-
tovania umeleckych vysledkowv: tyzden po vylete sme kazdy der vyhradili jednému autorovi, ktory na svojom
facebookovom Ucte svoje dielo vystavil,a vetci ostatni U¢astnici plenéru ho podporili zdielanim.

Pri predchadzajucom plenéri sme véetku publika¢nu energiu sustredili pod facebookovt stranku Status
krajinara, ¢o sposobilo, Ze sme vystupovali ako jeden ¢lovek chrliaci kvantum informécil. Nase aktivity véak
videli nainternete len ludia, ktorf odoberaliinforméacie tejto stranky. Dejinnou zvldtnostou bol fakt, Ze v tej
dobe skugal Facebook na slovenskych uzivateloch novy spbsob zobrazovania informdcii, vytvorenim sekcie
Prieskumnik. Prispevky facebookovych strénok sa oddelili od prispevkov uZivatelov, ¢o spésobilo to, Ze obsah
Ziadnej strénky (ani strénky Status krajindra) nikto nesledoval. V roku 2018 sa po staznostiach uzivatelov
facebookové rozhranie vréatilo do starych kolaji. Znie to ako nepodstatny detail, na fiom sme v&ak zistili, ako
velmi st nade internetové umelecké aktivity zavislé od rozmaru spolo¢nosti ovlddajlcej podstatnu ast in-
ternetovej komunikacie.

Byvalé vojenské pasmo Javorina

Katarina Bajkayova sa cely ¢as rozpravala s obyvatelmi zrusenej dediny, spievali jej pesnitky, ukazovali jej
fotky a kroniku. Po névrate domov sa rozhodla urobit velké internetové gesto. Zrusila si svoj osobny Ucet na
facebooku, sama seba z neho nésilne vystahovala. Facebook pri ruseni Gi¢ tu citovo vydiera, a tak mu napisala
dévody odchodu:, .. som spoznala byvalych obyvatelov obce Ruskinovce, kde sa pravidelne stretévaju. Po-
pisovali skisenost zo straty ich domova a detailne opisovali tento priestor, tak ako si ho uchovali v pamati.
To sa stalo podnetom, pre¢o definitivne opu$tam Domoy, Rodinu, Priatelov a Upozornenia socidlnej siete. Na
jednej straneide o pokus zdielat skusenost byvalych obyvatelov obci a kladenie si otézky, &i je mozné hovorit
0 0sobnej pamati virtudlneho priestoru. Na druhej strane ma zaujima dopad odchodu zo sikromného pro-
filu na realitu a sila potreby po jeho obnoven(

Peter Cako péli polystyrénové napodobeniny zbrani na opekatkovom ohniku,a potom sina tom opeka kloba-
su, otézkou zostéva ¢o s klobdsami urobi karcinogénnost zbran.

Viera Zubalova je najinternetovej$ia z nds. Vychutnéava si plytkost a hibku internetu. Vo vojenskom pasme si
nasla plytku jamu a v nej prehlbovala mystiku a mytolégiu ducha Mesacnej jaskyne.

Video/performance Ingrid Kepkovej zachytéva tri Zeny reprezentujlce trietapy tejto krajiny: vidiecku, vojen-
sku, pamatnicku. Nakoniec polozi otdznik smerom k ndm, pobehujicim plenéristom.

Viktdria Lengyelové zozbierala drobné mementd civilizacie uprostred krajiny, a drobné postavicky ludi pre-
plietajuce sa medzi nimi.

Po zru$enej dedine v holej krajine zostali len drobné prirodné stopy, napriklad obecna lipa uprostred luky,
alebo zjazvené vrby pridedinskom potoku. Ich jazvy a rany a tuzbu po vylieceni zvyraznila Zuzana Macejékova
symbolickym zositim.

Matus Lanyi obalil svoje auto nepriedu$nou féliou a vyzyval Lazara, aby z neho vysiel.
Erik Sikora zistil, Ze taZivost pritomnych tém v krajine ulah¢uje v8adepritomny koncentrat krasy jesen-

nych oranzovych smrekovcov. V rémci instruktézneho videa vynachéadza fintu pre lepsie poetické turis-
tické fotografie.

Second Plein Air

Situated between Levoca, Kezmarok and Stara Lubovnia, the largest military zone in Czechoslovakia was
founded in 1952. The inhabitants of four villages, BlaZov, Dvorce, Lubi¢ské Kupele and Ruskinovce were not
displaced entirely voluntarily due to their erasure from the map. In 2011, the military zone disappeared com-
pletely. In addition, you can learn from the internet about nice cycling routes using the network of former
military roads, see the protests of the natives of the disappeared villages, or the urban explorations of en-
thusiasts exploring the military remains. You can also stumble upon myths about the Moon Cave, one of the
most famous mysteries of Slovakia fabled with many conspiracies.

To compare the Internet facts with reality, we contacted Mr. Martin Pitonak, the local native. We met in
the meadow, in the territory of the former Ruskinovce. Now, there is only a church built after the Velvet
Revolution to serve as a meeting point of the natives of the village, and we talked about its traumatic his-
tory, but also about the unfortunate present when, despite the abolition of the military zone, there is still
an issue with property settlement. Against all odds, it was possible to admire the tireless energy of the
natives, who are stillin contact with this countryside even after many years. Some of their rituals have been
associated with it, such as Christmas masses, or weekend gatherings as if held in a house, but they were
held outdoors,in the meadow.

Then we explored the rest of the military zone within two days, the military buildings and the beautiful
forests in contrast to the huge clear-cut areas caused by the insensitive timber harvesting of the Military
Forests. We did not succeed to find the moon cave.

We reserved a single afternoon for the artistic creation itself due to the vastness of the territory and the
fullness of the experiences. There was no Internet or mobile signal in the territory of the military zone so we
made up another strategy of presenting the artistic results: A week after the trip, we reserved every day
for one author who exhibited his work on his Facebook account and all the other participants in the plain air
supported him by sharing the images.

During the previous plain air event, all of our publishing energy was focused on the Facebook page titled
Landscapist’s status, which made us act as one man brainstorming the quantum of information. However,
only subscribers to this website could see our activities on the Internet. At that time, there was a historical
peculiarity that Facebook was testing a new way of displaying information for Slovak users by creating the
Explorer section. Posts from Facebook pages were separated from users® posts, which meant that nobody
saw the content of any webpage (nor the Landscapist’s status page). In 2018, after users’ complaints, the
Facebookinterface returned toits old track. It sounds like an insignificant detail, but we have found out how
much our online artistic activities depend on the whims of the company controlling the remarkable part of
Internet communication.

Former Military Zone Javorina

For all that time, Katarina Bajkayova was talking to the inhabitants of the disappeared village. They were
singing songs to her, showed her photos and chronicles. After returning home, she decided to do a great
web gesture. She cancelled her personal Facebook account, to forcefully displace herself from it. Facebook
blackmails emotionally during account cancellation and so she wrote the reasons for her leaving:,..| met the
former residents of the village of Ruskinovce in the place where they regularly meet. They shared the expe-
rience of losing their homes and gave me their detailed description of this place as they retained it in their
memmory. This has prompted me to definitively leave Home, Family, Friends, and Social Network Alerts. On
the one hand, it is an attempt to share the experience of former inhabitants of villages and ask whether it is
possible to talk about the personal memory of a virtual space. On the other hand, I'm interested in the im-
pact of leaving a private social network profile on reality and the intensity of the need for it to be restored.

Peter Cako burns polystyrene imitations of weapons in a barbecue fire and then he roasts his sausage there.
The question is how carcinogenicity of these weapons is going to affect the sausages.

Viera Zubalovd is the most Internet-friendly person of us. She is enjoying the shallowness and depth of the
Internet. In the military zone, she found a shallow hole and deepened the mysticism and mythology of the
spirit of the Moon Cave.

Video | Performance by Ingrid Kepkové captures three women representing the three stages of this land-
scape: rural, military, survivor. Finally, she points her question mark to us, the plain air event participants
running about.

Viktéria Lengyelova collects small mementos of the civilization in the middle of the country,and tiny figures
of people intertwined between them.

What has remained after the abolished village in the bare country, were only small natural traces, such as the
local lime tree in the middle of the meadow, or scarred willows near the village stream. Zuzana Macejékova
highlighted their scars and wounds and the desire for cure by putting symbolic stitches.



Matus Lanyi wrapped his car in the plastic foil impervious to air and called Lazarus to come out of it.

Erik Sikora finds out that the burdensome character of the present subjects in the countryside is eased by
high density of the omnipresent beauty of the autumn orange larches. As a part of his instructional video,
he makes a trick for creating better poetic hiker photos.
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Zuzana Macejakova, Rany miesta
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Treti plenér

Miesto pretkané histériou najvacse] tazby zeleznej rudy v Ceskoslovensku, momentalne uz len's ma-
lou aktivitou tazby barytu. V Rudhanoch vystupite z autobusu a miestni vam ukézu cestu bud'k histo-
rickym $télnam, alebo sa opytaju ¢i cheete vidiet kde vznikol Tukabel, a nasmeruju Vés k osade presla-
venej najvirdlnej$im videom s rémskou tematikou. Po ceste stretnete obrovské lane ¢akajice v snehu
pred bytovkou, ¢i im niekto nie¢o da. MéZete sa porozpravat aj s typickymi dedinskymi postavickami
smerujucimido krémy, tito véak nie st Uplne typicki, maju v rukdve ovela silnejsie historky ako kdekolvek
inde, rozpravaju koho kedy zavalilo, a kolko zlata, striebra ¢i ortuti maju doma na poli¢ke. Po presune do
Pora¢a mbZete zistit nepisant rivalitu medzi Rudrianami a Pord¢om, obidve dediny maju pocit, Ze ich
banska histéria je silnej$ia ako té druhd. Pordéu sa navyse érté svetlejsia budicnost, vdaka turisticky
navstevovanej Porac¢skej doline. Zavidelisme miestnym, ze my vidime iba malé dedinky s ob&asnymidie-
rami do zeme, pamétnicivSak Ziju s pocitom pritomnosti obrovskych sieti chodieb pod nimi.

KedZe sme na mieste zaZili intenzivny program prieskumov banskych budov, dediny a stretévania sa
s banikmi,vysledky nadej préace sme opét prezentovaliaZ po ndvrate domov.V tomto pripade sme chceli
byt ovela osobnejéi a intenzivnej$i, preto sme vytvorili ekvivalent skutoénej verniséze — mesindZzerovd
vernisaz (snad prvu na svete). Pred vernisézou dostal kazdy, kto prejavil zdujem, pozvanie do uzavretej
chatovacej skupiny, kde doslo k prezentacii diel formou textov, videf &i fotografii. Internetovd vernisaz
dokonca niesla podobné znaky ako skuto¢nd vernisaz, napriklad kvéli Zivej diskusii i¢astnikov a $trnga-
niu virtualnych pohéarov krasne zanikala samotnd prezentéacia diel.

Rudnany alebo Pora¢

Prvy den patril obci Rudiany. Brodenie sa bordelom v opustenych budovéch v okoli taznej veze achty
Mier. Matds Lényi vyuZil v tvorbe svoju dobrotu, zacal upratovat v opustenych budovéach a zacleriovat
neporiadok do organizovanych celkov, pédorysov ¢&i zékladnych schém. Hladanie zékladnych vzorcov
uprostred chaosu po skonéeni t&elu. Nikola Cizmérova a Dalibor Jancura pracovaliv opustenych halach
s najdenymi kéblami,z ktorych tvarovali mapy banickych stéIni. Fotky doplnali digitalnymizadsahmi, ¢im
doslok prepojeniu banickeja hra¢skej nostalgie. Denisa Slavkovskd bola Zivou kronikou a zachytévala pri-
beh plenéru, ¢i unikdtne banicke pribehy Laciho a jeho kamaréta po ceste do kré¢my. Na mesindzerovej
vernisazi publikovala video tazby ochutenej ¢astijogurtu, reagujice na fakty, ktoré sme sa dozvedeli od
sprevédzajiceho banského inZiniera Jana Durgu. Napriklad e do tunelov bani by sa mala hlugina vracat
spéat, na ¢o sa potas komunizmu kaslalo. Adam Slezak vytvoril fiktivny dokument o hladani $pecialnej
horlavej horniny, vdaka ktorej mu srdce zahorelo ldskou k Pordcu. Pokracoval v linii hrdého a sutazivého
lokélpatriotizmu obyvatelov Poréc¢uversus obyvatelovRudnian. Pord¢sku stranusivybraliaj Ingrid Kep-
kové a Vierka Zubalové, ktoré v hotelovom prostredi Pordéparku personifikovali tému facebookového
Prieskumnika a Explorer Feedu, ¢o v ¢asoch po zruseni Prieskumnika znie nepodstatne, ale pocas roka
2017 todefinovalo takmer celkovi ndladu na slovenskominternete. Erik Sikora reagoval na Laciho banic-
ke historky so $pecifickym rozpravacskym slangom, ked rézne tragické a hrozné historky zakonéil: ,Jak
sarobilo v bani? Fajne bolo, ceplo.”



Third Pleinair

Aplaceinterwowen with the history of the largest scale of iron ore mining in Czechoslovakia, at pres-
ent, only with little activity of barite mining. You get off the bus in Rudnany and the locals will show
you the way either to the historic adits or they ask you if you want to see where ,Tukabel® originated
and point you to the settlement famous for the most viral Romani subject video. On the way, you will
encounter huge does waitingin the snowin front of a block of flat until someone gives them something.
You can also talk to typical village figures heading to the pub. However, they are not so characteristic.
They have much stronger stories up their sleeves than anywhere else. They will tell you who was bur-
ried and when, and how much gold, silver or mercury they have at home on the shelf. When you get to
Poré&¢ you can find an unwritten rivalry between Rudnany and Poraé. Both villages feel that their mining
history is stronger than the other. Besides, Pora¢ will see brighter prospects thanks to the Porac¢ska
valley,whichis popular with tourists and hikers. We envied the locals that we only see small villages with
occasional holes in the earth, but these contemporary witnesses live with awareness of the presence
of huge networks of corridors beneath them.

Since we experience an intensive program of exploration of mining buildings, of the village, and en-
counters with miner on the spot, we presented the results of our work after our returning home. In
this case,we wanted to be much more personal and more intense so we created the equivalent of a real
versnissage — a messinger vernissage (perhaps the first in the world). Prior to the opening, anyone in-
terestedreceivedaninvitation toaclosed chat groupwhere works were presented in the form of texts,
videos, or photographs. This Internet opening even had similar features to the actual vernissage, for
example, due to lively discussion of participants and clinking virtual glasses, the presentation of the
works was beautifully disappearing.

Rudpany or Poraé

On the first day we were dealing with the village of Rudriany. We waded through the garbage in the
abandoned buildings around the headframe. Matu$ Lényi used his goodness in his work and started
cleaning in the abandoned buildings and incorporating the garbage in organized units, ground plans or
basic schemes, i.e. search for basic patterns in the middle of chaos after the end of the purpose. Nikola
Cizmarové and Dalibor Jancura worked in deserted halls with found cables to form maps of mining gal-
leries. The complemented the photos by digital hits, thus interconnecting miners’and gambler nostal-
gia. Denisa Slavkovskd was a living chronicle. She captured the story of the plain air,as well as the unique
miner stories of Laciand his friend on their way to the pub. At the messinger vernissage, she published
her video of mining of the flavored part of yogurt, which reflected the facts we learned from our host,
Jan Durga, the mining engineer. For example that the slag should be carried back to the mine tunnels
but they didn’t care about it during Communism. Adam Slezék created a fictitious documentary about
thesearch foraspecial flamable rock, which made his heart burn with love for Pora¢. He went on dealing
with the line of proud and competitive local patriotism of the inhabitants of Pora¢ versus the inhabi-
tants of Rudfiany. Ingrid Kepkovd and Vierka Zubalové who personified the subject of Facebook Explore
and Explorer Feed in the hotel environment of Porad¢park, which sounds insignificant in the time after
theending of the Explore Feed, though it defined almost the overall atmosphere on the Slovak Internet
in 2017. Erik Sikora reflected Laci‘s miner stories with a specific narrative slang finishing various tragic
and horror stories with words: ,What was the work in the mine like? Perfectly hot.*
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Rudnany slebe Porkt

Matuds$ Lanyi a jeho dielo pocas mesindzerovej vernisaze
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