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Michal Murin je znamy predovSetkym ako performer a intermedialny umelec. Viac nez dve dekady je kmenovym ¢lenom

zoskupeni Transmusic Comp. a Spolocnosti pre nekonvencnu hudbu. Zaroven je vSak i priekopnikam umenia novych medii

a dnes vedie dva ateliéry v Banskej Bystrici a v KoSiciach. Rozprava o svojej ranej tvorbe, historizacii umenia a berie nas

na detour slovenskou medialnou kultdrou 90. rokov.

TEXT —— DUSAN BAROK / TRANSILATED BY —— LUCIA UDVARDYODVA

DB: Akd rolu hrala a akd hrd histéria ume-
nia, divadla, hudby pre teba ako tvorcu?
Spominas si na moment, kedy si vo svojej
prdci zacal brat do dvahy to, ¢o bolo uro-
bené predtym? Aké mad pre teba miesto
histéria v umeleckom procese?

IYH V roku 1982 som zistil, ze véetko,
¢o robim a o ¢om premyslam, ma suvis
so sti¢asnym umenim. Myslim umenie po
Sestdesiatych rokoch. V normalizatnom
Ceskoslovensku som sa postupne pre-
pracovaval k informaciam o umeni v 60.
rokoch (Hudba dneska, Ladislav Kupkovi¢
a pod.] v hudobnom paviléne Univerzit-
nej kniznice. Potom som sa ohoznamaval
so sucasnou hudbou kazdy piatok u Petra
Machajdika (1984 — 1986). Od roku 1983

som cital casopisy (Jazz — bulletin sou-
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casneé hudby] a knihy (Télo, véc a skutec-
nost, Minimalizmus, Grafické partitdry)
vydavané Jazzovou sekciou. V tasopise
Jazz €. 25/1979, ktory sa ku mne dostal
v roku 1983 bal uverejneny text Johna Ca-
gea Buducnost hudby / Krédo, text o La
Monte Youngovi, alebo Uménivehdzido ulic
o experimentalnych a kanceptualnych diva-
delnych produkciach vo verejnom priesto-
re. Taketo kusé a nesurodé informacie,
¢tlanocky, poznamky pod Ciarou v knihach
0 burZzoaznom umeni mi davali istotu, Ze
myslim spravne a ze svet okolo mna je izo-
lavany. Prave taketo impulzy ma inSpirovali
k projektom pre vyuzitie verejneha priesto-
ru a k atypickému pobytu tela na verejnos-
ti, intervenujuceho do kazdodennej reali-
ty v projekte z rokov 1984 az 1986, ktory

bol na hranici divadelného napatia a ak-

cie. KedZe som hol ekonédm, ktorého zau-
jimalo stucasne umenie, vela som Studo-
val z neoficialnej literatdry — lebo som to
nerozliSoval. Neskor som mal bohatu ko-
reSpondenciu s muzeami, galéeriami, uni-
verzitami a redakciami tasopisov hlavne
v Amerike. Ako sucast samoedukaéného
projektu Break the Curtain som rozposlal
250 leteckych listov so Ziadostou o zasla-
nie akychkolvek materialov zo suc¢asného
umenia od riaditelov mizei aZ po vyznam-
ne osobnosti umenia. Uvediem len jeden
priklad, riaditel' Mizea moderného ume-
nia (MOMA] v New Yorku Kirk Varnedae,
ktoremu som v roku 1988 paoslal jedno
dielo — instrukciu k instalacii s nazvom
Feelings a podnazvom Dedicated to the
MOMA, mi v liste podakoval a prilozil ca-

sopisy o vytvarnom umeni. Neskor som
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Michal Murin is maostly known as a performer and intermedia artist. For over two decades he has been a core member of

the Transmusic Comp. and the Society for Non-conventional Music. Today he heads two new media departments in the art

academies in Banska Bystrica and KoSice. We talk about his early works, historization of media art, and he takes us on an

adventurous tour through the Slovak media culture of the 1990s.

DB: What role does history of art, thea-
tre and music have for you as a creator?
Can you recollect the moment when you
started to take into consideration what
was done befaore in your work? What im-
portance do you ascribe to history in ar-
tistic creation?

m In 1982 | realized that everything I'd
been doing and thinking about was con-
nected to contemporary art — the art that
followed the Sixties. While living in Czecho-
slovakia during its Normalization period,
| gradually started sourcing information
about 1960s art [Hudba dneska, Ladislav
Kupkovit et al] at the music department of
the University Library in Bratislava. Later
| would learn about contemporary music
each Friday from Peter Machajdik (1984 —
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1986]. I'd read Jazz — bulletin soucasné
hudby magazine (Jazz — Bulletin for Con-
temporary Music) and books like Télo, véc
a skutec¢naost; Minimalizmus; or Graficke
partitdry (Body, Object and Reality; Mini-
malism; Graphic Scores) published by the
Jazz Section since 1983. The issue Jazz
no. 25/1978, which | got hold of in 1983,
featured John Cage’s The Future of Music/
Credo, a text about La Monte Young and
an article entitled Uméni vchazi do ulic
(Art Enters the Streets] about experimen-
tal and conceptual theatre productionsin
public space. Such fragmentary and dis-
parate information, articles, footnotes in
books about bourgeois art assured me
that | was right and the world around me
was isolated. This inspired me to embark
on projects utilising public space, unusual

ways of displaying bodies in public and in-
tervening into everyday reality in a project
spanning from 1984 to 1986 which bor-
dered on theatrical suspense and action.
| was an economist by vocation, who was
interested in contemporary art. | studied
a lot of from unofficial literature since
| didn’t differentiate between the two. Later
I was engaged in extensive correspondence
with various museums, galleries, universi-
ties and magazines especially from Amer-
ica. As part of the self-education project
Break the Curtain | sent out 250 airmail
letters asking directors of modern muse-
ums and leading art personalities for any
information regarding contempaorary art.
Far instance, the director of the Museum of
Madern Art (MOMA] Kirk Varnedoe, whom
| sent one piece in 1988 — instructions



sa dozvedel, Ze podobnu cestu korespon-
dencneho vzdelavania absolvovali aj Milan
Adamciak a Robert Cyprich v 60. rokoch.
Spociatku som sa teda samaovzdelaval
a popritom som sa snazil neurobit vec,
ktora by baola identicka s tym, ¢o ¢itam, no

zaroven vplyv nedokazem vylucit.

DB: Sdm si o histdrii suc¢asného umenia

vela publikoval...

[MIA sutasné umenie som nikdy neroz-
deloval na hudohnég, divadelné a vytvarne.
Vzdy som ho chapal v integrujucej jedno-
te, vyvazenosti. A tak bolo potom zakani-
té, ze som v roku 1987 narazil na Milana
Adamciaka, ktory je podobny autor, i ked
orientovany viac na hudbu. V roku 1991
som uvazaoval urobit knihu o histarii ex-
perimentalneho divadla, aj kvoli tomu, ze
som bol takéhoto divadla sucastou, kon-
krétne pohyboveho, resp. minimalisticke-
ho telového divadla, ,body motion perfor-
mance group” Balvan. V tom istom ¢ase
som pod vplyvom japonského tanca Butg,
Piny Bausch, Trischy Brown, Roherta Wil-
sona a podohne chcel pripravit antolagiu
sucasneho tanca. Mal som bohatd litera-
turu, ktord mi zaslali z USA v ramci moj-
ho koreSpondentneho samovzdelavania
a taktiez z materialov a brozur vydavanych
ambasadou USAv Prahe v case normaliza-
cie. Dnes su uz tieto informacie sucastou
kultdry a o Pine Bausch sa kulturny clovek
dozvie v multikine z filmu Wima Wendersa,

ale vtedy, pred rokom 19897

0d roku 1991 som redaktorom ¢asopisu
Profil si¢asného vytvarného umenia, pisu-
cim o intermedialnych presahoch v ume-
ni, 0 vyuZivani pocitacovych technolégii

v umeni. Ked som pren zacal pracovat, po-
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01 Obalka listu od Hattingera. Hattinger's letter envelope / 1987.

stupne som sa venaval viac histarii, infor-
maciam, faktom o vytvarnom umeni. Pri-
pravil som napriklad monotematické cislo
venované umeniu performancie a akéne-
mu umeniu (1893]. V tom ¢ase sme zaca-
li v kazdom ¢isle uverejnovat slovnik slo-
venskych vytvarnikov a pojmov sticasného
umenia, ktory neskor vyvrcholil v znamom
slovniku (takze tiez historicka rekapitu-
lacia). Velky vyznam pre rekapitulovanie
malo teda obdobie po roku 19889, kedy baolo
nevyhnutne okamzite sa rozpomenut na
Sestdesiate roky a ukazat neoficialnu sce-
nu sedemdesiatych rokov, to sa napokan
stalo v dvoch velkych vystavach v SNG.
V neposlednom rade vydanie puhlikacie
Avalanches 1990 — 1995, ako rekapitula-
cie neskutocne plodného kratkeho ohdohia,
zahfna jednak informécie o nasich aktivi-
tach, ale ukazuje aj nase vychaodiska a his-
taricky background, v ktorom sme tvorili.

DB: V roku 1987 si na festivale Ars Elec-
tronica realizoval pacitacovd performan-
ce01. Mdzes priblizit okolnosti jej vzniku?

A Nebolo to na festivale, ale pre fes-
tival Ars Electronica som to realizoval na
Slovensku, ako poctu tomuto festivalu.
S festivalom Ars Electronica som sa prvy-
krat stretol v roku 1984 u Petra Machajdika,
ktory mal katalog z AE konferencie Sky Art.

V roku 1985 som videl Sinclair, zamest-
nal som sa ako programatar a po navrate
z vojenskej sluzby som urabil projekt, o kto-
rom je re¢. Do 01 vstupilo niekolko zdrojov.
UZ dva roky fungovala skupina Balvan, a tiez
som mal fyzickd vybavu, kedZe som pra-
coval v padniku, kde sme mali terminalovu
siet pre salove pocitace. Vrealiihlickove tla-
Ciarne, pipali terminaly, tak som premyslel
hudobno-pohybovd koempoziciu pre gene-
rator nahodnych ¢isel (0,1], teda [zvuk —
ticho), [pohyb — status] [X a medzera ako
reprezentant prazdna]. Hluk, pohyb, zvuk
na jednej strane — zastaveny pohyb, ticho
a prazdno na strane druhej. TakZze spus-
til som softvér, ihlickova tlaciaren sa bud
v tichu presunula, alebo vytlacila pismenao
X, zapipal terminal, alebo bolo ticho a ludia
pred obrazovkou sa pohli, alebo ostali stat.
KedZe som vedel, Ze takyto projekt nema
Sancu uspiet na Ars Electronica sutazne,
poslal som ho riaditelovi AE ako hommage
festivalu. Odpisal, ze by rad videl aj video,
ale mne listova komunikacia Uplne posta-
covala. NavySe mi pribalil aj dva katalagy
z festivalu. Zo softveru k tomuto projektu
som urobil remake v roku 2009, ktory ma

charakter Setrica obrazavky.

DB: Vytvoril si viacero prdc s videom, po-
cita€mi a internetom. Koncom 90. rokov si

napisal kriticky ¢ldnok Nové technoldgie



for an installation called Feelings (Dedi-
cated to the MOMA), thanked me in his
letter and included a few art magazines.
Subsequently | found out that a similar
mode of correspondence education was
also practiced hy Milan Adam¢iak and Rob-
ert Cyprich during the Sixties. Thus, initially
| educated myself and tried to avoid mak-
ing something that would be identical to
what | had been reading about but at the
same time, | cannot completely rule out

any influences.

DB: You have also written a lot about the

history of contemporary art...

I | have never distinguished between
music, theatre and art within the context
of contemporary art. | have always under-
stood it as an integrating whale, an equi-
librium. Thus, it was inevitable that | met
Milan Adamciak in 1987, who is a similar
author, only more focused on music. In
1991, | started to think about publishing
a book about the history of experimental
theatre partly because | was part of such
theatre — the “body motion performance
group” Balvan. Around the same time,
| became influenced hy the Japanese
dance style Buto, Pina Bausch, Trischa
Brown, Robert Wilson and others and
wanted to edit an anthology of contem-
porary dance. | had lot of sources, sent
from the US as part of my correspondence
self-education as well as materials and
brochures published by the US embassy
in Prague during Normalization. In 1991,
| started to write for the magazine Pro-
fil sicasnéha vytvarného umenia focus-
ing on intermedia overlaps in art and the
utilisation of computers in artistic pratice.
Subsequently, | increasingly gravitated to-
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wards histary, information or facts about
art. For instance, | worked on a thematic
issue centered around performance art
and action art (1993]. At that time, we be-
gun to publish a glossary of Slovak artists
and contemporary art terms in each is-
sue which culminated in a renowned glos-
sary. Mareaver it was the publishing of the
Avalanches 1990 — 1935 as a chraonicle
of an astonishingly fertile but short pe-
riod, which not only includes information
about our activities but also presents our
starting points and histarical background
in which we created.

DB: You did a computer performance 01
at the Ars Electronica festival in 1987. Can
you describe its origins?

YA It wasn't performed at the festival
itself but | created the work in Slovakia as
a tribute to Ars Electronica. | first learned
about the festival in 1984 from Peter

Machajdik who had a catalogue from Ars
Electronica’s Sky Art conference. A year
later, in 1985, | came across Sinclair and
got myself a job as a programmer. After
military service, | worked on the aforemen-
tioned project. Several sources stepped
in to collaborate on 01. The group Balvan
had been functioning for two years already
and | also had the physical set up at my
disposal since | warked in a company that
was equipped with a terminal network for
indoor computers. Spurred on by the whirr
of the stylus printers and beeps of the ter-
minals, | created a music and motion com-
position for a random number generator
(0,1) — (sound — silence], (mation — sta-
tus) (X and space representing the void].
Noise, mation, sound on one side — stalled
motion, silence and void on the other.
I launched the software, the printer either
moved in a silent fashion or printed the let-
ter X, the terminal beeped or stayed silent,
people either moved in front of the screen,
or remained still. Since | knew that such
a project had little chances at the Ars Elec-
tronica competition, | sent it as a hom-
mage to the festival director. He replied
that he would like to see a video of it, but
for me the mail communication sufficed.
He also included two festival catalogues.
In 2009, | recreated the software used for

this project as a screensaver.

DB: You are an author of several projects
which encompass video, computers and
internet. Towards the end of the Nineties,
you wrote a critical article entitled Nové
technologie v slovenskom umeni alebo
vyhodime sa z kola von [New technolo-
gies in Slovak art: undermining oursel-
ves] and subsequently edited a new me-
dia themed issue of Profil 4/2000. In the

EEEE



v slovenskom umeni alebo vyhodime sa
z kola von, o vzdpdti editoval tematickeé
¢islo Profilu 4/2000 o novych médidch.
Ako si naznacil uz v spomenutej eseji,
umenie novych médii na Slovensku v 90.
rokach baolo stdle panenskym tuzemim.
Mnohé prdce a iniciativy z tohto obdobia
ale zdroven stadle unikaju kunsthistoric-
kej pozornosti. Ktoré z nich povaZujes za
hodné dékladnejsej analyzy, resp. rekon-

textualizacie?

[IIA Pokusim sa teda priblizit udalosti,
ktore jedna druhu podmienovali a gene-
rovali rozSirujuci sa zaujem o nové media
na Slovensku a ich integrovanie do sloven-
skej tedrie umenia. Je potrebné si uvedo-
mit, Ze u nds existuje animozita, Ze do dejin
umenia sa vacsinou akceptuju iba aktivity
poriadané profesionalnou obcou, hoci uz
v Cechach ani Polsku sa to neberie do va-
hy. Ale pohovorme, ¢o vSetko je sucastou
vytvarneho umenia. Ak dokazeme vtiahnut
do vytvarneho umenia videoart a vlastne
ho zobrat audiovizudlnemu umeniu, kto-
ré ho v podstate ani nechce kvali bezpri-
behovosti a vizualnemu experimentu, ak
dokadZeme vtiahnut do vytvarného umenia
zvuk, pretoze dejiny hudby ho nechcu, ak
dokéZe vytvarné umenie vtiahnut do seha
experimentalnu, vizualnu a akustickd po-
eziu, leboju literati nechcu, tak dokazeme
vtiahnut do vytvarného umenia aj radioart,
ktore pouziva ako medium radiovysielac
a prijimac. Takze prave vytvarné umenie
vtahuje aktualne a sucasné aktivity do
svojej pozornaosti. Tak napriklad musime
mat v zornom uhle nasho vyskumu aj Ex-
perimentalne Studio Slovenskeha rozhlasu
a od roku 2000 jeho internetovy projekt
RadioArt.sk?, dokumentatnu databazu so-
und artu v kontexte.
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Ak by raz niekto tuto historiu spracovaval,
je potrebné uviest, ze okrem mojej osob-
nej korespondencie [od 1987) a Machaj-
dika (1985] s riaditelom AE v Linzi, bol Jo-
zef Jankovi€ na tyzdennom paobyte v Linzi
s jeho pocitacovou grafikou v roku 19889.
Cely text o pocitacovej grafike na Sloven-
sku od Martina Sperku bol uverejneny do-
kanca v tasopise Leonardo v MIT v USA
(Cast aj v Profile]. Koncom roka 1989 vysla
publikacia |. Bertoka a |. Janouska Paocita-
¢e aumeniev Slovenskom pedagogickom
nakladatelstve v Bratislave, ktord som uz
nekupil, pretoZe som uz bol inde, mal som

katalogy z Ars Electranica. Na festivale FIT

mal Wolfgang Winkler o AE prezentéciu, na
ktorej sa zucastnilo len Sest divakov, pri-
tom FIT bolo najexpanzivnejSie poduja-
tie tohao Casu, v trvani jedného tyzdna na
mnaohych miestach v Bratislave, od SNG,
kaviarni az po odsvateny kostal Klarisky.
Na festivale San Francisco Performance
Art (1991] sa v Bratislave predstavil Chico
MacMurtrie® hned tyzden po svojej vitaz-
nej prezentacii a ziskani ocenenia na AE
za svoje interaktivne pneumaticke roboty.
Informacie o akcii priniesol Kulturny zivot,
Profil, ale vznikol aj 10-mindtovy doku-
ment STV, ktary som reziroval. Umenie no-
vych technoldgii bolo s deSpektom vysuva-
ne z vytvarného umenia, pretoze koncepty
pre tieto média boli technologicky narocné
a uvazavanie umelcov na to nebolo adap-
tované. To hovari cela vytvarna obec, ktora
presla tradicnou pripravou v postsacialis-
tickych krajinach, bolo to prilis technicke
a demonstrativne, taZzkopadne a malo kon-
ceptualne. Podobne je to aj s japonskym
umenim novych technolagii, chyba im sku-
senost s nemeckym tvrdym konceptom,
aj ked v poslednej dobe su japonské inte-
raktivne umenia menej infantilne. Iny pri-
klad: pamatém sa, Ze ked Michael Bielicky
prezentoval na AE projekt Exodus s navi-
gacnym systémom GPS v izraelskej pusti,
bol povazovany za malo umelecky, a ked
dnes vidime mladych umelcov robiacich
projekty s GPS v podstate uz ako popkul-
turu, tak to zrazu v umeni evidujeme. Tesi
ma zmena v systéme uvazovania, netesi

ma zabudnutie na prvolezcaov.

DB: V polovici 90. rokov sa tiez konali fes-
tivaly Bee Camp a Sound Off.

YA Este v roku 1988 som si dopisoval
s doktorandom na MIT menom Christo-



essay you implied that new media art in
Slovakia at the end of 90s was still an
unchartered territory. Several works and
initiatives from this period, however, still
slip the attention of art historians. Which
of these do you consider to be worthy of
a more detailed analysis or a recontex-
tualisation?

m Let me explain the events that impli-
cated each other and generated a grow-
ing interest in new media in Slovakia and
their integration in Slovak art theory. It is
necessary to realize there is a prevailing
animosity here towards this subject and
mostly endeavours organised by profes-
sional groups are admitted into history
of art, even though in the Czech Repub-
lic and Poland it is different. But let’s talk
about what is part of art in general. If we
manage to incorporate video art into art
and in a way seize it from audiovisual art
which actually doesn’t even want it for its
lack of narrative and visual experiment;
if we incorporate sound into art because
history of music shuns it, if visual art ab-
sorbs experimental, visual and acoustic
poetry because it is not wanted by the lit-
erary circles we will be able to integrate
radio art, which relies on a radio transmit-
ter and reciever as its medium, into fine
art too. It is fine art that absorbs current
happeningsinto its scope of interest. Thus
our research needs to focus on the Ex-
perimental Studio of the Slovak Radio for
instance, and since 2000 also its online
project RadioArt.sk!, a documentation da-
tabase of sound art in a context.

If this history was ever to be researched,
it has to be added that apart from
my correspondence (from 1987] and
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Machajdik’s (1985]) with the Ars Electron-
ica director, it was also Jozef Jankovic
who was on a week’s trip to Linz with his

computer graphics in 1989. The com-

various locations in Bratislava from the
National Gallery to cafes to the desacral-
ized church Klarisky. Chico MacMurtrig?

performed at the San Francisco Perfor-
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plete text about computer graphics in
Slovakia, written by Martin Sperka, was
published in the Leonardo magazine
by the MIT [parts of it also appeared in
Profil). At the end of 1989, I. Bertok’s
and I. Janousek’s publication Pocitace
a umenie (Computers and Art] came
out in the Slovak Pedagogical Publish-
ing House in Bratislava which | didn’t buy
since | was somewhere else and already
possessed the Ars Electronica cata-
logues. Wolfgang Winkler had a presenta-
tion about AE at the Festival of Intermedia
Creativity (FIT) with only six people in the
audience even though FIT was the most
expansive event of its kind at that time

with a duration of a week spread around

mance Art Festival (1991] in Bratislava
a week after he triumphed at the AE with
his interactive pneumatic robots. The
event was reported by Kultdrny Zivot, Pro-
fil and Slovak TV in a ten-minute docu-
mentary that | directed. New media art
was derogataorily taken out of the con-
text of fine art since concepts proved
to be technologically difficult for these
types of media and the thinking of art-
ists wasn’t suited for it. This has been re-
iterated by the whole artistic community,
rooted in the art tradition of postsacial-
ist countries. It was deemed too techni-

cal and demonstrative, cumbersome and



pher Jenney, ktorého diela mi len potvrdili,
7e som na dobrej ceste v skimani navych
technoldgii v umeni. Rohil interaktivne
zvukove a performacneé instalacie vo ve-
rejnom priestore. Mal som materialy aj od
Ota Pieneho, riaditela Center for Advan-
ced Visual Studies na MIT v USA2. Komu

05 Celozivotny — triStvrtezivotny performance.

som to tu na Slovensku mohol ukéazat? Len
Machajdikovi, ostatni to neakceptovali, ze
su to len take americke show. Vyuzival ta-
necnikov, laserové snimace, a takisto Slo
o0 jedno z prvych diel so samplingom. Tato
technoldgia sa do Europy nesmela do-
vazat a jej prvé pouzitie mame v sloven-
skom umeni o tri mesiace od uvedenia na
trh v Eurépe v roku 1991, kedy Juraj Durig
a Milos Boda urohili interaktivny ohjekt na
sympoziu v Schrattenbergu v Rakusku. Tu
sme sa tiez zUcastnili aj piratskeho radio-
artového projektu vysielaného amatérskou
vysielatkou s dosahom 30 km. Samozrej-

me netreba zabudnut na televizny videoart
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Durida a Bodu, ktory je v kataldgu Elektro-
nicke umenie 80. rokav, vydanom v Kanade
v ramci konferencie ISEA. Aj tato Durio-
va orientacia viedla k dvom rocnikam Bee
Camp (1895, 1996), ktore do seba integro-
vali niekolko podobnych stbeznych aktivit

na roznych miestach, co mozeme prirov-

Lifelong performance / concept / 1988.

nat o par rokov neskér k mladsiemu pro-
jektu Multiplace. Uz len samaotny program
hovori o nevyhnutnosti brat tieto dve ak-
cie Uplne vazne, aj ked nefunguju v deje-
pise vytvarneho umenia, pretoze festival
je intermedialny a svajim sp6sobom an-
ticipuje dnesné multizanrove a novome-
diove festivaly a warkshopy. Spolu s inymi
intermedialnymi festivalmi ako boli Tran-
sart communication (1988], Konvergen-
cie (1990], FIT (1991), Sound OFF (1995

— 2001) a pod. Spolognost pre nekanvent-

nu hudbu (SNEH] podporila aj Ucast Vale-
ra Miku na festivale AE v sekcii poCitacova
hudba v roku 1994, a pri tej prilezitosti by
som rad spomenul aj ispechy slovenskych
skladatelov Duri$a, Machajdika, Piateka
na sutaznom festivale pocitacovej hudhy
v talianskom Varése. Juraj Duris sa po nie-
kolkych vitazstvach napokan stal dlhoroé-

nym clenom poroty.

DB: V rovhakom case vznikol videoZur-

ndl Barla.

I8 Format videozurnalu Slovensko
v 80. rokoch takmer ohisiel, aj ked v un-
dergroundovych casoch sluzil aj ako alter-
nativne spravodajstvo, no pritom je velmi
délezitym fenoménom, ked' si uvedomi-
me dnesny aktivizmus v umeni. KedZe uz
existovali kamery a dali sa prehravat ka-
zety, existovala moznost mnozenia video-
zdznamu. Zatial ¢o to v Madarsku fungova-
lo vynikajlco a galéria Artpool v Budapesti
je majitelom dékazov, na Slovensku to
boli hlavne madarske vplyvy, ktoré dovalili
vzniknut tomuto formatu pred rokom 1989
a tesne po nom. O festivale v Novych Zam-
koch vysli dve kazety, jedna v edicii v Parizi
adruhavKanade. UZ v roku 1988 vsak robili
tlenovia Studia erté v Budapesti prezenta-
cie. Na tieto aktivity nadviazal Peter Ranai
a Miro Nicz v projekte Barla o S rokov ne-
skor (1995 —1997]). Nemame zmapavane,
ake videoperformancie sa udiali na festiva-
le v Novych Zamkach, aké tam boli prezen-
tovane videoinstalacie, internetove a radio-
artové projekty. Pre dejiny tohto umenia to
je potrebné zosumarizovat, pretozZe potom
sa vykresli, prec¢o niektori umelci uz nero-
bili nejaké diela a niektori ich zacali robit
s oneskorenim a kunsthistorickou podpo-

rou, a este su aj oznaceni za prvolezcov.



not conceptual enough. This is similar to
Japanese new media art devoid of the ex-
perience with German hardcore concept.
Even though lately Japanese interac-
tive arts have appeared to be less infan-
tile. Another example: | remember when
Michael Bielicky presented the project
Exodus incorporating a GPS navigation
system in an Israeli desert at AE, it was
considered to be of little artistic merit but
when we consider young artists working
on GPS projects as part of popular cul-
ture nowadays, it is suddenly part of art.
| am pleased by the shift in thinking but
disappointed about the disregard for the
pioneers.

DB: In the mid-90s there were also Bee
Camp and Sound Off festivals taking place.

M Back in 1988 | was in touch with the
post-graduate MIT student Christopher
Jenney whaose warks only reinforced that
| was on the right track in exploring new
technologies in art. He was creating in-
teractive sound and performance instal-
lations in public spaces. | had some re-
sources from Otto Piene, the director of
the Center for Advanced Visual Studies at
the MIT3. Whom could | only show this in
Slavakia®? Only to Machajdik, all the others
dismissed it as same American show. He
used dancers, laser scanners and it was
also one of the first instances of sam-
pling in this context. This technology was
banned from being imported into Europe
and its firstuse in Slovak art was recorded
three month after its European launch in
1991 when Juraj Duri$ and Milo$ Boda cre-
ated an interactive object at a symposium
in Schrattenberg in Austria. Here we also

participated at a pirate radio art project
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which was broadcast through a home-
made transmitter with a 30 km range.

We shouldn’t omit Duri$’ and Boda’s
TV video art included in the catalogue
Electranic Art of the 1980s published in
Canada as part of the ISEA conference.
Durig’ orientation led to two years of the
Bee Camp (1995, 1996]) which merged
several similar and simultaneous events at
various places which could be some years
later compared with the younger project
Multiplace. It is impaortant to take these
two events seriously if only for the pro-
gramme even though they do not work in
the history of fine arts because it was an

intermedia festival which in a way antici-

pated today’s multigenre and new media
festivals and warkshaops. Alongside other
intermedia festivals like Transart commu-
nication (1988], Kanvergencie (1990], FIT
(1991), Sound Off (1995 — 2001) and so
forth, the Society for Unconventional Mu-
sic (SNEH] also supported the participa-
tion of Valér Miko at Ars Electronica in the
computer music section in 1994. | would
alsa like to point out the accomplishments
of Slovak composers like Duri, Machajdik
and Piacek at the festival of computer mu-
sic in Varése in Italy. Juraj Duri$ became
a longstanding member of the jury after
winning the competition several times.

DB: Barla video journal was published
around that time.

mThe video journal format almost by-
passed Slovakia in the 80s even though
it also served as alternative news source
during the underground times. Video jour-
nal is a medium of utmost importance if
we think about today’s activism in the arts.
Since cameras were availahle and tapes
could be played it was possible to make
copies of the video footage. While in Hun-
gary this worked — the Artpoal gallery in
Budapest possesses the proofs of this —
in Slovakia it were largely the Hungarian
influences that encouraged this format
prior to 1989 and shortly afterwards. Two
tapes were released about the festival in
Nové Zamky — one in Paris and the other
in Canada. Nevertheless, the members of
Studio erté in Budapest organised presen-
tations back in 1988. This was followed up
by Peter Ronai and Miro Nicz in their pro-
ject Barla five years later (1995 — 1997].
There is no information about the video

performances in Nové Zamky nor about
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Martin Sperka organizoval vystavy pogi-
tacovej grafiky a e-mail artu ako aktu-
alizovany derivat mail-artu a fax-artu.
V roku 1994 vyslo samostatne cislo Profi-
lu venovane mail-artu a networkingu ako
konceptu mail-artistav, ktory neskér pre-
Siel do potitacového prostredia formou
net.artu. Od roku 1995 mame v Profile in-
formacie o web arte, neskor hali k dispozicii
sietové projekty ako Syndicate v podani V2
v Rotterdame, v ktorom som bol evidovany
od zaciatku. Vo V2 sme v roku 1999 mali
s Jozefom Cseresom performancie, a aj
vystavu s Johnom Roseom. V roku 2000
sme tieZ prezentovali nase intermedialne
aktivity na podujati Media Model v Muc-
sarnoku, kde vystupil aj Joszef Juhasz
a Peter Ranai a ktory organizaoval Miklas
Peternak z C3. V tom roku vznika aj Kas-
sak Center for Intermedia Activity (K2IC)
v Novych Zamkach.

Myslim, Ze do nasho vypoctu moZeme za-
radit aj jednu zo slepych uli¢iek novych
medii, CD-ROMy. Bolo by dobré odsledo-
vat prvé umelecké projekty pre CD-ROMy.
V roku 1997 vznika CD-ROM kataldg Tran-
sArt Communication 1995 1996, ja som
pripravil CD-ROM kataldg o vystave Piano
Hotelv Samorine. Pre internetovy ¢asopis
Inzine aich CR-ROM Dimension 5 som pri-
pravil multimedialnu prezentaciu 15 rokov
festivalu Ars Electronica, ktora vysla len
vo fragmentoch na internete. V roku 2000
vySiel CD-ROM Digital Dedele v K2IC, v No-
vych Zamkoch a aktivity tohto zdruzenia
tiez stoja za zmienku. Podobne ako edi¢na
¢innost Jozefa Cseresa pod nickom HEy-
eRMEarS, s ktorym sme v roku 2003 uro-
hili Uspesné audio a CD-ROM na jednom
disku Warhaoles spolu s japanskymi noise
hudobnikmi Otomo Yosihide a Sachiko M,
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07 Lists popisom a konceptom diela zaslany na Ars Electronicu. Letter describing the work sent

to Ars Electronica / 1987.

a tinskym DJ Maom, ktory sa Uspesne pre-
daval hlavne v Japonsku a na Taiwane.

Ale aj institucionalne prostredie venovalo
novym mediam a videoinStalaciam pozor-
nost. Spomenme napriklad vyro€nu vysta-
vu SCCA Labyrinty (1993] v Trnave alebo
neskor samostatné vystavy Petra Rdnaia,
Jany Zelibskej, Petra Meluzina a inych umel-
cov a vystava Video vidim — Svajéiarske
videoumenie v Pavazskej galérii umenia
v kuratorstve Katariny Rusnékovej. Podla
mna zcohralo v roku 1996 vyznamnu ulo-

hu usporiadanie rozsiahlej vystavy no-

vych médii Butterfly Effect v Mlicsarnoku,
ktorého iniciatorom holo C3 v Budapes-
ti, ktoré vzniklo transformaciou tamojsie-
ho SCCA (Soraos Center for Contemporary
Art) v spolupréci s telekomunikaénou
spolocnostou. Bratislavske SCCA tak vi-
diac naskok Budapesti presunulo zaujem
na koncept a neokoncept, coho dékazom
je aj vyro¢na vystava 60/90 v roku 1997,
ktora spaja umelcov devatdesiatych rokov
s umelcami Sestdesiatych rokov v tande-
movych spolupracach, ktorych efekt sa
ukaze o niekolko rokov neskar.



the video installations presented, internet
or radio art projects. For the purposes of
the history of this art it is crucial that we
review this because it will reveal why some
artists ceased producing certain types of
works and why others started to do them
later with the support of art history and
why they were championed as pioneers.

Martin Sperka used to organise exhibitions
of computers graphics and email art as
an updated version of mail art and fax art.

In 1994, a special issue of Profil was pub-
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lished dedicated to mail art and netwarking
as a concept championed by mail-artists
which later shifted into the computer en-
vironment as net.art. Since 1995 we have
featured web art in Profil. Later network
projects such as Syndicate courtesy of V2
in Rotterdam, where I've been registered
from the early on, were availahble. | per-
formed at the V2 in 1999 alongside Jozef
Cseres and exhihited with John Raose. In
2000 we also presented our intermedia
activities at the Media Model event in Mlic-
sarnok alongside Joszef Juhasz and Pe-
ter Ranai which was arganised hy Miklas
Peternak from C3. In the same year, the
Kassak Center for Intermedia Activity
(K2IC] was launched in Nové Zamky.

| think that we can also include ane of
new media’s cul de sac’s — the CD-ROM
— here. It would be of value to explore the
first artistic projects based around the
CD-ROMs. A CD-ROM catalogue entitled
TransArt Communication 1995 1996 ap-
peared in 1997, and | myself produced
a CD-ROM catalogue for the exhihition
Piano Hotel in Samorin. | also prepared
amultimedia presentation 15 Years of Ars
Electronica, published in fragments online,
for the internet magazine Inzine and its
Dimension 5 CD-ROM. In 2000, a Digital
Dedele CD-ROM was published by K2IC in
Nove Zamky — the undertakings of this as-
saciation are also warth mentioning, same
as Jozef Cseres’ publishing ventures under
his nom de plume HEyeRMEarS with whom
| collaborated on a well-received audio and
CD ROM (one disc) bearing the name War-
holes in 2003 alongside Japanese noise
musicians Otomo Yosihide and Sachiko M
and the Chinese DJ Mao, which sold well

in Japan and Taiwan.

Even the institutionalized environment
showed interest in new media and video
installations. SCCA’s annual exhibition
Labyrinty (Labyrinths, 1993] in Trnava or
the solo exhihitions of Peter Ranai, Jana
Zelibska, Peter Meluzin and other artists as
well as the exhibition Video vidim — Svaj-
ciarske videoumenie (I See Video — Swiss
Video Art] curated by Katarina Rusnako-
va at the Povazska Gallery of Art should
be mentioned here. The large-scale new
media exhibition Butterfly Effect (1996)
in MUcsarnok initiated by C3 in Budapest
played a major role. C3 was established in
the wake of the transformation of SCCA
(Soros Center for Cantemparary Art] in
cooperation with a telecommunications
company. Spurred on by Budapest’s lead,
the Bratislava branch of SCCA shifted
its focus on concept and neoconcept as
demonstrated by the annual exhibition
60/90 in 1997 which interconnected the
artists of the 90s with those active in the
60s through mutual collaborations whose
outcome will be evident in future.

Not to forget, a large-scale multimedia
performance Left Hand of the Universe
held in a Synagogue in Samorin took place
simultaneously in Perth, Colorado Springs
and Slovakia. We were thinking of doing
live online broadcasts but at that time [No-
vember 1897] this was not possible even
via the Slovak Radio.

Apart from the video performances that
| had been doing | would also like to men-
tion a seminar which we organised with
Jozef Cseres under the auspices of SNEH
and Department of Aesthetics at the Philo-
sophical Faculty in Bratislava under the

name New Media and Technaologies in

—[>]x]o]



Netreba tieZ zabudnut na velkarozmernd
multimedialnu performanciu Left Hand of
the Universe v Synagdge v Samorine, kto-
ra sa odohravala sucasne v australskom
Perthe, v Colorado Springs v USA a u nas.
Uvazovali sme robit Zive prenosy cez inter-
netove pripojenie, ale v tej dobe (november
1997] sa nedali zabezpecit ani prostred-
nictvom Slovenskeho rozhlasu.

Popri videoperformanciach, ktoré som ro-
hil, eSte pripomeniem seminar, ktory sme
s Jozefom Cseresom pripravili pod hla-
vickou SNEH-u a Katedry estetiky FFUK
v Bratislave pod nazvom Nové medid
a technoldgie v sicasnom umenia hudbe
(1999). Toto vSetko potom vyustilo do pri-
pravy samaostatneho Cisla casopisu Profil
4/2000 venovaneho novym mediam, kto-
ry, aka si myslim, priSiel v pravy cas a odo-
vzdal som Zezlo novej generacii prichadza-
jucej po roku 2000. Osohne som potom
inicioval internetovy databazovy projekt
@rtzoom, ktory sa ale napokon nerozbehaol,
pretoZe som dal prednost projektu Radio-
Art.sk (2000]. Od roku 2004 som sa pre-
dovSetkym sustredil na uvedenie tychto

foriem umenia do $kol, kde posobim.

DB: Pouzivanie terminov suvisiacich
s medidlnym a digitdlnym umenim je po-
merne volné a premenlivé, a jasne suvisi
s neustdlym vyvojom v tejto oblasti. Ako
vnimas mieru, v ktorej sa jednotlivé termi-
ny zaviedli do umeleckej praxe? A ako ich
reflektuje sucasnd slovenskd kunsthis-
toria?

[T Ak sa chce niekto vyjadrovat o his-
torii medialneho umenia, mal by si prejst
tasopis Profil v rokoch 1991 — 1996, nie

len po roku 1999, ked sme ho znovuoh-
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1 http://www.radioart.sk
2 http://amorphicrobotworks.org/works/

8 http://web.mit.edu/newsoffice/1993/piene-0908.htm|

novili po takmer Stvorro¢nej pauze. Uvidel
by krasnu historiu pouzivania terminov od
~pocitacového umenia“, cez mnou pouziva-
ny termin ,nové technoldgie v umeni®, za-
vedenie terminu ,multimédia”“, ktory som
ja nepouzival, aZ po ,nové média“ po roku
1999. Po roku 2004 som potom zacal pou-
Zivat termin ,digitadlne média“. Samostat-
nu poziciu ma termin ,intermeédia”, ktory
dnes integruje takmer vSetko, v case, kedy
sa socharstvo pohlo k intermédiam, cez

instalacie, objekty, intervencie, a podohne.

Do znatnej miery mam pocit a teraz si to
uvedomujem zretelnejsie, Ze svoju ulohu
zbrzdenia informaovanosti kultdrnej a vy-
tvarnej obce o novych meédiach zohral aj
Slovnik pojmav svetoveho a slavenskehao
vytvarneho umenia 2. polavice 20. sto-
rocia (1999), ktary vySiel nakladom 4000
kusov a predaval sa plnych 10 rokov Stu-
dentom a pedagogom na Slovensku. Ne-
pochybne sa zvysila Uroven informacii
0 sucasnom umeni. AvSak neobsahuje
hesla ako intermédia, net.art, web art, in-
teraktivne inStalacie a dalsie aktualne for-
my umenia novych medii. V tom Case bolo
argumentom, ze na Slovensku take ume-
nie nik nerohi, ale o dva roky neskér bola
situacia ina. V slovniku nie je ani slovne
spojenie nové media, lebo sa u nas este
bezne nepouzivalo. Prvé pouzitie tohto
nazvu evidujem v nazve nasej konferencie
s J. Cseresom [1999] a potom vehement-
nejSia artikulacia prichadza s monotema-
tickym Cislom Profil 4/2000, kde moézeme
vycitit terminologickd progresivitu niekto-

rych autorov (a inych prave naopak].

Dnesvieme, Ze neuviest tieto pojmy v slov-
niku bola skoda. Tento segment umenia sa

tak rozvija, ze ak by boli vznikli, na nich by

sme najviac videli vplyv ¢asu, a dnes by boli
usmevne a prilis dobove. No aspon by tam
boli a Studenti by sa im nemahli vyhnut,
stali by sa sucastou vSeobecnej informa-
cie. Takto nam na viac ako 10 rokov z jedi-
neho slovnika vypadli terminy délezite pre
nové média. Viac ich zohladnil Milo$ Stofko
vo svaojom slovniku Od abstrakcie po zive
umenie (2007), kde dokonca uvadza aj ra-
dioart. Slovnik pajmav novych/multi/digi-
tal/trans/ médii a aktualnych technoldgii
pouzivanych v umeleckej produkcii by pro-
spel situacii, od roku 2007 ho avizuju kole-
govia z Prahy. Musime sa asi zatial uspo-
kojit sinformaciou, Ze v roku 2011 pripravil
Slovensky rozhlas seriu prvych 30 hesiel
pre relaciu Slovnik vytvarného umenia,
kde sa kolega Stofko venuje modernému
umeniu a ja intermédiam, sound artu, mul-
timediam, performanciam, net.artu a weh
artu, novym a digitalnym médiam a podob-
ne. Tento program sa bude dopifat o dalsie
15-mindtove edukacne ladené prispevky.

Délezitu ulohu v sprostredkovani informacii
urcite zohralo aj 10 rocnikov casopisu 3/4
revue. Z publikacii, ktoré zaplfiaju prazd-
ne miesta, su prinosom autorske publika-
cie Katariny Rusnakovej Histdria a tedria
medidlneho umenia na Slovensku [2006]
a RozSirené spdsoby divdckej recepcie di-
gitalneho umenia (2011]. Vznikli aj dve an-
tologie textov v redakenej priprave Katariny
Rusnakovej V toku pohyblivych obrazov. An-
toldgia textov o elektronickom a digitdinom
umeni v kantexte vizudlnej kultury (2005]
a mna s Jozefom Cseresom Od analdgo-
vého k digitdinemu. Nové pohlady na nové
umenia v audiovizudlnom veku (2010).

Poznamka: PInu verziu rozhovoru najdete

na strankach http://www.monoskap.org.



Contemporary Art and Music (1999]. All
this culminated in preparations of a spe-
cial issue of Profil 4/2000 focused on new
media, which in my opinion, was timely
and passed the baton to a new genera-
tion which emerged after 2000. | then initi-
ated the online database project @rtzoom,
which eventually didn’t materialize, since
| pursued the RadioArt.sk (2000) project
instead. As of 2004 | have been mastly fo-
cused on introducing these art forms in

the schools where | work.

DB: Using terms intrinsic to media and
digital artis fairly free and variable and is
obviously related to the ongoing develop-
ment in this field. What is your view of the
extent to which the particular terms have
been adopted by the artistic practices?
How does the current Slovak histary of art
reflect upon them?

[IMH If we were to speak about the history
of media art, we should revisit the maga-
zine Profil (especially in the period 1991
— 1996] not only after 1999 when it was re-
discovered after an almost four year hiatus
in order to witness the magnificient history
of the use of the terms from “computer
art” to the term I used “new technologies
in art”, the introduction of the term “mul-
timedia” — which | didn’t use — to “new
media” applied after 1999. | started to
apply the term “digital media” after 2004.
The notion “intermedia” has a special place
as an all-encompassing term — sculpting
has shifted to intermedia, installations, oh-

jects, interventions, and so forth.

I've increasingly felt, even mare so naow,
that the Slovnik pojmaov svetového a slo-

venskeho vytvarného umenia 2. polovice
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20. storocia (Glossary of International
and Slovak Art of the Second Half of the
20th Century, 1999] played a role in stall-
ing the awareness of cultural and artistic
communities in Slovakia about new media.
It was published in a print-run of 4,000
copies and sold for ten years to students
and teachers. It is without a doubt that it
increased the awareness about contem-
porary art but it didn’t include terms such
asintermedia, net.art, web art, interactive
installations and other current forms of
new media art. It was argued that at the
time nobaody did this kind of art in Slova-
kia anyway. This, nevertheless, changed
two years later. The glossary didn’t even
include the term “new media” because
it was not widely used in Slovakia then.
| have come across the first utilisation of
this notion in the title of the conference
that | organised with Jozef Cseresin 1999.
A mare pronounced articulation arrived
with the thematic issue of Profil 4/2000
that displayed the terminological progress
of some authors (and the opposite is true

with other authars].

Today we know that it was a pity not to have
included these terms in the glossary. This
part of art is evalving in such a way that
have they developed, it would have been
a great test of time — they would seem
rather ridiculous and dated now. But they
would have been included there at least
and students would have to acknowledge
them, they would become part of the gen-
eral information. Many terms crucial for
new media were excluded for more than
10 years from the only such glossary
available. This has been partly rectified
by Milo§ Stofko’s glossary Od abstrakcie
po zive umenie (From Abstraction to Live

Art, 2007] which even mentions radio art.
A glossary of new/multi/digital/trans/me-
dia and latest technologies used in artistic
production could improve the status quo
and has been announced since 2007 by
the Prague caolleagues. For now, it has to
suffice that in 2011 the Slovak Radio pro-
duced a series of the first 30 entries for
its Slovnik vytvarného umenia show (Art
Glossary) that has Mr Stofko focusing on
modern art and me on intermedia, sound
art, multimedia, performance art, net.art,
web.art, new and digital media, etc. Further
15-minute long educational features will
complement this programme.

The ten issues of the 3/4 revue magazine
also played animportant role in spreading
the awareness. Among the publications
that fill in the void are: Katarina Rusnako-
va's Histdria a tedria medidlneho umenia
na Slavensku (History and Theaory of Me-
dia Art in Slovakia, 2006]) and RozSirené
sp6soby divdckej recepcie digitdineho
umenia (Expanded Forms of Audience
Reception of Digital Art, 2011]; two an-
thologies edited by Katarina Rusnakova
Vtoku pohyblivych obrazav. Antoldgia tex-
tov o elektronickom a digitdlnom umeni
v kontexte vizudlnej kultdry (Maoving Pic-
tures Flux. An Anthology of Writing about
Electronic and Digital Art in the Context
of Visual Culture, 2005] and Michal Murin
and Jozef Cseres Od analégoveho k digi-
talnemu. Nové pohlady na noveé umenia
v audiovizudlnom veku (From Analogue
to Digital: New Views on New Media in an
Audiovisual Era, 2010].

Note: The full version of the interview can
be found on the Monoskop website:

http://www.monoskaop.org.
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