Jan Kralovi¢

The Stroll as a Community
and Artistic Activity.

Strolls as a form of meeting
and artistic communication
in Bratislava’s unofficial
scene in the 1970s



The Stroll as a Community and Artistic Activity

Jéan Kralovi¢

118
119

Can we Speak of Bratislava Conceptualism? — that is the theme
of this colloquium. The title lays a responsibility on partici-
pants to formulate an answer which would either confirm
or refute the thesis, based on arguments put forward.
Naturally, that is an ambitious and demanding task. By way
of introduction I will make a general statement. We can
speak of “Bratislava conceptualism” in this sense: there was
a spectrum of diverse artists with their own artistic program-
mes, often with different schooling, concepts and thinking,
who met together and shared and discussed their own artistic
resources and their subjectively profiled artistic language.
In communication and discussions there was a natural ex-
change of thoughts, which in combination, in the normalised
atmosphere of socialist Czechoslovakia, took shape also
in themes responding to mental or intellectual constriction,
social pressure and censorship. Consequently, it is possible
to find common thematic circles or attitudes among those
artists who were creating their works, projects and actions
in Bratislava’s unofficial scene in the 1970s. I regard that as
natural and spontaneous, and I think an entire dissociation,
works of an absolutely separate character performed in iso-
lation, would have been impossible. If there was something
that the socialist regime empowered, quite definitely it was
the attempt by alternatively or non-normatively minded
people, authors and artists,to “build” communities and find
people “of their own blood group”.

The title of the colloquium refers to a topographic limi-
tation: a city and a certain formal approach to the artwork,
which need not be communicated directly by a material



artefact but instead accentuates the message, the idea

of the work. That is often formulated by means of a textual
inscription, a project schedule or sketch, or an ephemeral
temporal-spatial action. I would paraphrase the well-known
statement by the American art theorist Lucy R. Lippard:
“Conceptual art, for me, means work in which the idea is
paramount and the material form is secondary, lightweight,
ephemeral, cheap, unpretentious and/or ‘dematerialized’.”)
(Lippard: Six years of dematerialisation of the Art objects from
1966 to 1972, 1973:7)

I understand Conceptual art as artistic production which
accentuates not its own form and material qualities but the
idea and the meaning. It is not confined within the limits
secured by the medium, and it constantly attacks the very
genre articulation of artistic production. The conceptual
work serves towards restructuring thought, not towards
producing artefacts. It places its recipients in a position
where their perception (experience, interpretive habits)
is rendered doubtful. In Conceptual art the stress is placed
on the course of an event, the meaning of a gesture or action,
but the place and spatial context of the work’s realisation also
gains in significance. The mechanism of technical images
(photographs, plans, maps), concise written notes, drawings,
sketches, is used to compile a record. This mechanism tends
to replace the artefact with a projective or linguistic form.

Tomas Straus, Slovak historian and theoretician of art,
in his essay Conceptual art as analysis of medium and model
of reality (1978 — 1979) (Slovak original in: Slovensky variant
moderny. The Slovak Variant of Modernism, Bratislava:
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Pallas 1992) derives the origin of Conceptual art in Slovakia
from 4 different variants/starting-points: painterly, sculptural,
architectonic and scholarly. He seeks to derive the inclination
towards projective or dematerialised expression in the work
from the basis of the medium or from a disposition towards
scholarly, experimental and effect-focused models. In my
own paper I have tried to connect artistic activities, or more
precisely actions, to the motif of everyday, ordinary activity:
walks or strolls in the city’s territory. I was interested in how
an ordinary stroll can be a stimulus to examination of the
urban and public space, how it can be an inspiration towards
creation of a unique event, an opportunity for contact,
confrontation or response to social relationships.

The French historian and philosopher Michel de Certeau
(Linvention du quotidien (1980), Engl. tr. The Practice of Every-
day Life; and more precisely in his essay Walking in the City)
thematises the everyday activity of walking as a cognitive
and communicative act, emphasising the analogical
relationship to speech. Walking in de Certeau’s text is
understood as the form of a significant process, a “trace”
written in the spatial field and revealing the intertextuality
of the urban “body”. de Certeau points to the relationship
in which walking is to the system of the city as language
(langue) is to utterance (parole). Walking is an individualising
instrument marking and subjectivising the urbanistic,
universal schema of the city.

A second inspirational premise for the theme of the
lecture is the possible analogical relation of walking and
thinking. That is present in the ancient Greek Aristotelian



peripatetic tradition of discussing and teaching while walk-
ing, and it can also be abstracted. Walking has an analogical
relation to critical thinking, since the first step always means
abandoning a stable position and exposing oneself to un-
certainty, instability. The Czech philosopher Miroslav Petticek
in his book Mysleni obrazem (Thinking with the Image, 2009)
writes: “Walking is at every moment a complex seeking
of an equilibrium point in movement, which, however, always
confronts a new situation, new circumstances, new obstacles.
One cannot say beforehand where that point lies which will
give us assurance for a further step, because the “rules”
of walking are always determined by the situation, which is
changing. Walking (...) is a process in process.” (p. 30).
Naturally, walking also has the utilitarian purpose of trans-
location from place to place, or it is a relaxing, recreational
activity. It interests me as a process which is based on action
and the capacity for stimuli to be visually arranged. Further-
more, walking is a process of contact, replete with potential
for social interaction: the possibility of meeting someone.

I think it is important also to point to a second “limitation”
in the title of the colloquium. That is the space, or the city
of Bratislava. In the territory of Slovakia the Bratislava art
scene is naturally the largest and most numerous, since the
only university with an artistic orientation was located there.
Also important is the character of the city itself, which radical-
ly changed during the period of socialism (1950s — 80s).
At that time there was a stricter demarcation of the socio-
economic and productive functions of town and country.
Socialist urbanism attempted to deal with the problem
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of social differences between the regions, as well as between
the city and the country. This was undertaken by building
typical urban residential structures in the countryside (precast
apartment houses, housing estates), along with the centralisa-
tion of industrial manufacture in cities and the building
of standard types of apartment units. The city became a system
of suburban residential conglomerates and industrial
complexes surrounding an original centre. The number
of inhabitants was raised radically and often artificially.
While at the beginning of the 1970s Bratislava had 285,581
inhabitants (data from 1971), towards the end their number
had risen rapidly to 381,186 (data from 1980). The appear-
ance and urbanism of the city, which in the new form of the
suburban settlements corresponded more with an idea
of unification, changed dramatically. As the ethnologist Peter
Salner has pointed out: “Many of those who were responsible
for Bratislava’s development had not grown up there: this fact
also was negatively apparent. They did not have respect for
the city’s (mainly non-Slovak and non-proletarian) history.”
(SALNER, P.: Premeny Bratislavy 1939 — 1993. (Transform-
ations of Bratislava 1939 — 1993.) Bratislava: Veda 1998,
p. 64). In a relatively short time Bratislava became an arti-
ficially created “big city” without a deeper socio-cultural
background, and not only activists but also artists in their
works responded to these realities and to a non-ecological
politics of devastation.

It is time to say that the core or axis of this paper will be
the conceptually-tending actions of Lubomir Duréek, who
addressed the space of the city in many works which were



either realised or are extant in projects or plans. Duréek was
born in Bratislava, but during his childhood his parents moved
to KoSice. He returned to Bratislava for secondary schooling
and afterwards continued at the Academy of Fine Arts in the
department of landscape and figural painting. In his varied
work Bratislava, and the response to public space, plays an
important role.

On July 19, 1972, during his daily stroll, Duréek recorded
all the people running in the broader central area, where
movement took place along an everyday route delimited
by residence and workplace. He transferred a photo-collage
of this event (Evidence — 85 events in Bratislava) to a map
of Bratislava, with a precise time record of the individual runs.
The random though not unusual situation on the street
became a subject for personal research, imprecise and un-
scholarly and subordinated only to the artist’s subjective
preferences: to his movement within a city determined
by residence and his sensitive tracking of the surroundings.
At the same time, one can understand Duréek’s mode of follow-
ing and recording (non-)ordinary movement as his “specta-

2o

tor’s” participation in a performance whose stage is the actual
street. The public space is a social-contact setting, where
various relational and situational activities change into a play
of “roles”which we as its participants take upon ourselves.

In the Actions of Street Theatre Week in 1979 (whose
participants also included non-artists and theatre people
from the amateur groups Pegasnik, Labyrint, Faust) a number
of projects were realised which were focused on activating

people on the street. Lubomir Duréek, who created
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a number of projects for the event, was one of its notable
participants. His libretto for a planned action Please, turn me
right side up, please! remained unrealised. The motif was four
figures packed in boxes, whose outer walls were painted the
colour of human skin, while inside they were wallpapered
with newspapers. Thus “confined” they had to walk around
the pedestrian zone, depending on passers-by for help with
orientation. Urban amenities (benches, trees, fountains,
posters etc) were conceived as obstacles which it was necessary
to avoid. Implicit in the scheme are a number of the defin-
ing symptoms of the time: mass media manipulation, loss
and incapacity of orientation, dehumanisation, inescapability
of interhuman contact as the determining factor in commun-
ication. In a more concentrated analysis of the libretto we can
distinguish a tension between the mimicry of the colour

of human skin (which symbolises human presence) and the
medially “defiled” inner side, which presents a group of texts
and technical images as representatives of the conceptual
world on which the pedestrian is dependent. Duréek works
with the motif of disinformation and fiction. The items

of information which the pedestrian is looking at do not
describe or interpret the surrounding world, rather they
conceal and deform it.






E Lubomir Duréek: July 19, 1972. (Evidence of 85 events in Bratislava) /

127 19. jul 1972. (Evidencia 85 eventov v Bratislave). 1972



Lubomir Duréek: PLEASE, TURN ME IN THE RIGHT DIRECTION, PLEASE. /
PROSIM, OBRATTE MA SPRAVNYM SMEROM, PROSIM. 1979



E Lubomir Duréek: Horizontal and vertical movement. ( Transfiguration) /

129 Horizontdlny a vertikdlny pohyb. (Transfigurdcia). 1979






130
131 Lubomir Duréek: Stroll / Vychddzka. 1980 — 1982



In the private street event Horizontal and Vertical Move-
ment — Transfiguration (1979), Lubomir Duréek sets
an obstacle for himself. Standing on his own hands (palms
turned to the pavement), he attempts to rise and walk in the
busy street. The position of “powerlessness” is a metaphor
of the position of the individual in society, for whom the
greatest obstacle is the incapacity to adapt his ideas. Inability
is a guarantee of limited freedom in the context of the central-
ly directed “social body”. The artist exhibits himself, his own
body, in this event. The “architecture” of the body, made up
of individual functions, creates a dynamic synthesis of possible
experiences: a corporal schema. Corporal structure is one link
in the chain of the world; it is a reason for engagement in the
world. Duréek’s position and his attempt to straighten up is
a symbolic gesture referring to the society’s habitus. What
I mean by habitus (using the term as characterised by Pierre
Bourdieu) is a system of dispositions which are a product
of society and of the position of the artistic field, and which
find in this position an occasion for their realisation.

In 1980 — 1982 Duréek’s first film appeared: Vychddzka
(Walk), whose theme was that same motif of walking.
The film captures its author walking the streets of Bratislava,
appropriating and experiencing a space that he knows inti-
mately. Duréek’s Walk uses the method of fragmentarisation
of the street shots, of the anti-subject film; there is disturban-
ce of logical continuity. The frequent motif of walking
through a passage refers to transition through the “bowels”
of the city. At the end there is a scene where the artist finds
himself on the other bank of the Danube, in Petrzalka.
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The passage which he had previously entered is thus a symbol

of time-space abbreviation. A shot of the flowing Danube,

of its current, refers to the film’s initial scene, which conveys

the “flow” and bustle of the street. The conclusion is thus

a reference to the quest for analogy between natural and

social phenomena, between landscape and social structure.
As part of Street Theatre Week the activist, ecologist,

photographer and non-professional artist Jan Budaj carried

out his action Prehradenie (Weir) in collaboration with

a circle of young people, artists and theatre people, later

called The Temporary Society for Intensive Experience (DSIP).

A motionless body lying on the street was not merely a sign of

provocative and asocial behaviour but also contained

a dimension where the emotional situation of man in norma-

lised society was materialised. The narrow lane connecting

April 4 Square (now Main Square) with Primatial Square

was blocked by the group of prone participants in the action,

which corresponded to the confrontational aim of DSIP.

As Jan Budaj remarks, what was at issue was “a change

of consciousness in the individual, a cleansing and a new

acquisition of a lost reality through the medium of an intensi-

fied event.” (BUDAJ, J. (ed.): Info DSIP. Bratislava, 1981.

Samizdat, unpag.) Weir was not just an unnoticed probe

into society. A group of people lying on the pavement was

definitely not “ordinary reality” in socialist society. It was

also something unwanted, as shown by the intervention

of State Security, who had been called by outraged citizens.

Perhaps a more forceful intervention was inhibited by the

fact that leaflets were scattered on the pavement with a text



saying, “you have participated in one of the situations of Street
Theatre Week”. The immobility or passivity of the artist evokes
the reaction of the other whom such an activity “affects”.
He is forced to adapt his body to the body of the other. It is
precisely in this “dual situation”, the I — you relationship,
that the concept of the action is based. In halting or stepping
across, one is obliged to change one’s accustomed “course”,
to disturb the stereotypes and the “recognised” mode
of movement and, in a transferred sense, also of thinking.
The project of Vychddzkovych bdsni (Walking Poems)
(1973), by the Bratislava artist Dezider Téth was inspired
by his involuntary “Prague” residence during compulsory
military service. It is a conceptualisation of reality in the form
of a visual metaphor. The route of the walk which Téth used
to perform during his compulsory military service in Prague
is registered by a cutting from a map in the shape of the course
traversed. Miniature plans sellotaped to cardboard boxes
create a graphically visualised pendant to the conscript’s little
book of his walks. The project is closely akin to graphic scores
and visual poetry, and equally to the destatic poetry
of Jiti Kolat’s Instructions for Use or the Poems for Mobile
Recitation by Ladislav Novak. Metaphorisation of reality
occurs secondarily, by the realisation of the cutting,
which causally contextualises the walk by recording it
in the schema of the map. The map serves as a reciprocal
image used for mediation of a specific experience and
conscious localisation of a territory which had become
a momentarily free space for the artist in a period
of military drill and discipline.



E Jan Budaj and / a Temporary Society of Intense Experience / Do¢asnd spolo¢nost
135 intenzivneho preZzivania: Stoppage / Prehradenie. 1979






136
137 Dezider T6th: The stroll Poems / Vychddzkové bdsne. 1973



Along with the individual actions, events and physical
interventions in the urban space, I think it is important also
to mention activities which were at the outer edge of artistic
ambitions and were just as much connected with normal,
human, friendly meeting as with creative activities and
conversations about art. In 1977 — 1978 the Bratislava artist
Peter Bartos organised regular Saturday Spring and autumn
walks for friends and like-minded artists, as distinctive cultural
activities with a determinate route and a discussion theme
connected with questions of conceptual art. Of the participants
one may mention Lubomir Duréek, Peter Thurza, Vladimir
Havrilla, Nada Jarkovskd, Rébert Cyprich, Zuzana Bartosova
and Stanislav Filko. According to one of those who regularly
went on these walks, Lubomir Duréek, they had a certain
organisational structure: before the walk there was a meeting
in U Albrechta, a cafe at Cerveny kriz, most often between
2 and 4 p.m. Afterwards the walk went through Horsky park,
directed by Peter Barto$, with discussions on projects and
on the ecological or eco-social potential of the locality. The
walks often had an educational (e.g. on September 25, 1977
Bartos invited those participating to the Umelecka beseda
for an exhibition of doves), cognitive (Bartos spoke about
the Koch Sanatorium and the adjacent garden, October 16,
1977) or friendly character (visit by Stano Filko at SneZien-
kova, October 2, 1977). On most occasions the walk ended
with some of the participants going for a drink.

On August 4 and 7, 1978 two walks by the lakes at Rusovce
took place. This suburban Bratislava locality, at that time still
an independent village with gravel lakes, became an arena



E Spring and Autemn Strolls / Jarné a Jesenné prechddzky. 28. 9. 1977

139 Spring and Autemn Strolls / Jarné a Jesenné prechddzky. Undated / datum neuvedeny






ﬂ Rusovce, Multigenerational Gathering at the Lake /

141 Rusovce, viacgeneracné stretnutie pri jazere. 4. 8. 1978



for small events and games. At the first meeting the main
artistic artefact was a stone. Interspersed texts or humorously
inclined games alternated with a visit to Gerulata, a Roman
archaeological site. At the second meeting a plastic bag
became the theme of an interpretive material game. Others
who participated, apart from the artists mentioned above,
were Vladimir Havrilla, Juraj Mihalik, Ladislav Snopko,
and on the second occasion also Stano Filko.

Lubomir Duréek used to end his regular Saturday stroll
in the centre of town with lunch at the restaurant in the Hotel
Palace (known as Palacka) on the corner of Obchodna
and Postova Streets. In 1978 Peter Thurzo also came along.
Gradually the artists began to bring their friends and
acquaintances also. The meeting place was shifted from
Albrecht to the Palacka. Lubomir Duréek recalls that from
the inception of these meetings a pattern of regular weekly
meetings evolved without a clear programme or protocol.
Naturally, the discussions mostly concerned art. After a few
weeks Peter Bartos came up with the idea of creating a series
of artistic cards. He shoved an empty, transparent cardholder
into Duréek’s hand, telling him to fill it up gradually. He him-
self put in two photocopied drawings. The greatest number
of cards was created by Lubomir Duré¢ek and Vladimir Havrilla,
with other artists contributing also (Peter Bartos, Rébert
Polansky, Robert Cyprich, Peter Thurzo, Jan Budaj etc.).

From the examples given it is clear that the stroll became
a stimulus for various forms of experiencing the city environ-
ment, for observation of selected phenomena (Duréek:
Evidence, 1972), for willingness to help (unrealised: Duréek:
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Cards from “Palacka” - Series of Art Cards, card of I. Duréek / Karty z “Palacky” -
séria umeleckych kariet, karta L. Duréeka; Cards from “Palacka” — Series of Art Cards.
(Cards from left: L. Duréek, J. Budaj, P. Bartos.) / Karty z “Palacky” — séria umeleckych
kariet. (Karty zlava: L. Duréeka, J. Budaja, P. Bartosa.)



Please turn..., 1979), perception of one’s own body as a social
sign (Durdek: Transfiguration, 1979) or contrariwise: the
action tended towards the motif of a halting of motion and
thought (Budaj: Weir, 1979). We also encounter a visualised
record, the “walking mapbook” which appropriates,
subjectivises, the city space (Toth: Walking Poems, 1973). The
link with the element of the everyday is important,

and not just in the processual meaning but also in appearing
on the public ground of the city, coming out of the atelier
space. In this signification it seems to me that an important
source of the actions referred to is the motivation of social
interaction, of the situation of contact — of an action founded
on proximate and situational relationships. The urban space
is a “stage” on which one can daily follow etudes and
situations, permanent performance acts. In Erwin Goffman’s
book The Presentation of Self in Everyday Life (1956) he states
that the behaviour of a person in public space is conditioned
by the awareness that he is seen. It is always a certain form
of performance. Gofffman considers perception as a form

of contact and sharing, and he regards the control of the
given perception simultaneously as control of contact,

and regulation of what is presented is a demarcation and
regulation of interhuman contact (p. 66) The attempt

to intensify the possibility of communication and exchange
of opinions is a striking feature of the actions and activities
of the conceptually orientated artists of the 1970s, whether
in the sense of intervening in the city and activating the
uninvolved, unprepared “spectator” (the ordinary pedestrian),
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or in the form of spontaneous outings and walks, which apart
from interhuman contact also included a dimension of creative
art and discussion.

As was pointed out in the introduction, this need was
conditioned by the character of the art scene in Bratislava
(which was not very numerous), by a generational affinity
and common starting points in secondary school and univer-
sity, and also by the ideological influence of the regime:
the nomenklatura with its restrictive politics, the panoptical
supervision, which was still more powerful in public space.
Bratislava is/was a city whose broad central area can be
walked round. I understand the stroll as a motif and starting
point for actions and for meeting, but also as a metaphor:
appropriation, transformation and situational remoulding
of the space in which I live. The theme of the stroll is more
a loose framework. For the purposes of this paper I have
chosen only works “framed” in the context of the process
of walking. In what is said here I cannot and do not want
to commit myself terminologically to the much more
widely-branching and structured term of “Bratislava
conceptualism”.

Jdn Kralovi¢
Researcher, Research Center, Academy of Fine Arts and Design,
Bratislava



Jan Kralovi¢

Prechadzka ako komunitna
a umelecka aktivita.
Prechadzka ako moznost
stretavania sa a umeleckej
komunikacie v okruhu
bratislavskej neoficidlnej
scény 70. rokov
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Nametom kolokvia je otdzka: Je mozné hovorit o Bratislav-
skom konceptualizme? Nazov kladie na uc¢astnikov narok
sformulovat odpoved, ktord by tézu potvrdila alebo vyvratila
na zdklade predloZenych argumentov. To je prirodzene
naroc¢na a ambiciézna tloha. Na tivod vyslovim vSeobecné
tvrdenie. O ,bratislavskom konceptualizme* je mozné hovorit
v tomto zmysle: spektrum ré6znorodych autorov s vlastnym
vytvarnym programom, ¢asto odliSnym skolenim, koncepciou
a myslenim sa vzdjomne stretava, zdiela vlastné vytvarné
prostriedky a subjektivne profilovany umelecky jazyk a disku-
tuje o nich. V komunikacii a diskusiach dochadza k prirodze-
nej vymene myslienok, ktord sa v spojeni s normaliza¢nou
atmosférou socialistického Ceskoslovenska profiluje aj
v témach reagujucich na mentdlnu ¢i intelektudlnu obme-
dzenost, spolocensky utlak, cenzuru. Z toho vyplyva moznost
nachddzania spolo¢nych tematickych okruhov alebo postupov
u autorov realizujucich svoje diela, projekty a akcie v ramci
neoficialnej scény 70. rokov v Bratislave. To povazujem
za prirodzené, spontanne, a tiplnu nesuvislost, absoltutne
separdtne posobenie a charakter prac za nemozné. Ak socia-
listicky rezim nieco umoctioval, bola to rozhodne snaha
alternativne ¢i nenormativne mysliacich Iudi, autorov,
umelcov o ,,budovanie” spolocenstiev, o nachadzanie udi
,rovnakej krvnej skupiny“.

Nazov kolokvia hovori o topografickom obmedzeni —
o meste a o istom formalnom pristupe k umeleckému dielu,
ktoré nemusi byt komunikované priamym hmotnym arte-
faktom, ale akcentuje skor posolstvo, ideu diela. T4 je ¢asto
formulovana prostrednictvom textového zapisu, projekto-



vého rozvrhu ¢i kresby alebo efemérnou ¢asopriestorovou
akciou. Budem citovat zndmy vyrok americkej teoreticky
umenia Lucy R. Lippard: , Konceptudlne umenie pre miia
predstavuje dielo, v ktorom je prvoradd myslienka a materidl-
na forma je sekundarna, nevyznamnad, efemérna, nenarocna,
prosta a/alebo dematerializovana.” (“Conceptual art, for me,
means work in which the idea is paramount and the material
form is secondary, lightweight, ephemeral, cheap, unpreten-
tious and/or ‘dematerialized’.”) (Lippard: Six years of demate-
rialisation of the Art objects from 1966 to 1972, 1973:7)
Konceptudlnemu umeniu rozumiem ako umeleckej produk-
cii, ktord neakcentuje vlastni formu a materidlové kvality,
ale ideu a vyznam. Nevymedzuje sa v limitoch medialneho
ukotvenia, ale neustdle atakuje samotné zanrové ¢lenenie
umeleckej tvorby. Konceptualne dielo neslizi na produkciu
artefaktov, ale na restrukturalizaciu myslenia. Svojho prijemcu
stavia do polohy, v ktorej je jeho vnimanie (skisenost, inter-
pretacné navyky) spochybnené. V konceptudlnom ument je
akcent kladeny na priebeh udalosti, zmysel gesta alebo akcie,
ale na vyzname ziskava i miesto a priestorovy kontext realiza-
zacie. Na zaznam sa vyuziva mechanizmus technickych
obrazov (fotografie, plany, mapy), stru¢né pisomné zdznamy,
nakresy, alebo skice. Tento mechanizmus smeruje k nahra-
deniu artefaktu projektivnou alebo lingvistickou formou.
Tomas Strauss, slovensky historik a teoretik umenia,
v eseji: Konceptudlne umenie ako analyza média a model
skutocnosti (1978 — 1979) (In: Slovensky variant moderny.
Bratislava: Pallas, 1992) odvodzuje vznik konceptudlneho
umenia na Slovensku zo 4 r6znych varidcii — vychodisk:
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maliarskej, socharskej, architektonickej a vedeckej. Snazi sa
vyvodit inklindciu k projektovému ¢i dematerializacnému
vyrazu diela z medidlneho zdkladu alebo z priklonu k vedec-
kym, experimentalnym a efektnym modelom. V pripade
mojho prispevku som sa snazil napojit umelecké aktivity
alebo presnejsie — akcie — na motiv kazdodennej, beZnej ¢in-
nosti: chodze alebo prechddzky izemim mesta. Zaujimalo
ma, ako méZe byt beznd prechddzka podnetom na skiimanie
mestského a verejného priestoru, ako sa moéze stat inSpiraciou
pre vytvorenie jedinecnej udalosti, prileZitosti ku kontaktu,
konfrontdcii alebo reakcii na spolocenské pomery.

V knihe franctizskeho historika a filozofa Michela de
Certeau: L‘invention du quotidien (1980) (v angl. The Practice
of Everyday Life), presnejsie v eseji Walking in the City (Pre-
chddzka mestom) tematizuje kazdodennu aktivitu chodze
ako pozndavacieho a komunika¢ného aktu, v zdérazneni
analogického vztahu k reci. Chodza je v Certeauovom texte
chédpana ako forma signifikantného procesu, ,,stopa“ zapi-
sand v priestorovom poli a odkryvajuca intertextualitu
urbanneho ,tela“. Certeau poukazuje na vztah, v ktorom
sa ma chodza k systému mesta tak ako jazyk (langue)

k prehovoru (parole). Chodza je individualiza¢nym
nastrojom oznacujucim a subjektivizujicim urbanistickd,
univerzalnu osnovu mesta.

Druhym inSpirativnym vychodiskom pre volbu témy
predndsky je mozny analogicky vztah chodze a myslenia.
Ten je pritomny nielen v starogréckej aristotelovskej
peripatetickej tradicii, diskusii a vyucbe pri prechadzke,
ale je mozné ho abstrahovat. Ch6dza ma analogicky vztah



ku kritickému mysleniu, kedZe prvy krok znamena vzdy opus-
tenie stabilnej pozicie a vystavenie sa neistote, nestabilite.
Cesky filozof Miroslav Petti¢ek vo svojej knihe Mysleni obra-
zem (2009) pise: ,,Chddza je v kazdom okamihu zlozZitym hla-
danim rovnovazneho bodu v pohybe, ktory ale Celi stale novej
situdcii, novym okolnostiam, novym prekdzkam. NemoZno
vopred povedat, kde lezi ten bod, ktory nam da istotu dalSieho
kroku, pretoze ,pravidld‘ chddze urcuje situdcia, ktord sa
meni. Chdédza (...) je proces v procese” (s. 30). Prirodzene,
chddza m4 aj utilitdrny tcel presunu z miesta na miesto alebo
je oddychovou, rekreac¢nou aktivitou. Zaujima ma ako proces,
ktory je zaloZeny na akcii a vizudlnej skladobnosti podnetov.
Navyse je prechadzka procesom kontaktnym, naplnenym
potencidlom socidlnej interakcie, moznostou niekoho stretnut.
Povazujem za dolezité poukazat aj na druhé ,,obmedzenie*
obsiahnuté v ndzve kolokvia. Tym je priestor, respektive
mesto Bratislava. Bratislavskd umelecka scéna je, prirodzene,
v rdmci uzemia Slovenska, najzivsia a najpocetnejsia, kedze
tu bola lokalizovana jedina vysoka Skola vytvarného zame-
rania. DoleZity je aj charakter samotného mesta, ktoré sa
v obdobi socializmu (50. — 80. rokov) radikalne menilo.
V tomto case doslo k striktnejSiemu vymedzeniu socidlno-
ekonomickych a vyrobnych funkcii mesta a vidieka. Socia-
listicky urbanizmus sa snazil vysporiadat s problémom
socialnych rozdielov medzi regiénmi, ako aj medzi mestom
a vidiekom. Realizovalo sa to vybudovanim typicky mestskych
sidelnych Struktur na vidieku (panelové domy, sidliska),
rovnako ako centralizdciou priemyselnej vyroby v mestdch,
spojenou s typizaciou bytovych jednotiek. Mesto sa stavalo
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sustavou suburbannych sidelnych konglomeratov a priemy-
selnych komplexov obklopujticich pévodné centrum.
Radikalne a ¢asto umelo sa zvysil pocet obyvatelov mesta.
Kym na zaciatku 70. rokov mala Bratislava 285 581 obyva-
telov (idaj z roku 1971), ku koncu ich pocet rapidne narastol
na 381 186 (tidaj z roku 1980). Vyrazne sa menil vyzor
a urbanizmus mesta, ktory v novej podobe primestskych
sidlisk va¢smi koreSpondoval s ideou unifikacie. Ako upozor-
nil etnoldg Peter Salner: ,,Zaporne sa prejavil tiez fakt,
ze mnohi z tych, ktori zodpovedali za rozvoj Bratislavy, v nej
nevyrastli. Nemali preto uctu k jej (prevazne neslovenskym
a neproletdrskym) dejindm. (SALNER, P.: Premeny Bratislavy
1939 - 1993. Bratislava: Veda, 1998, s. 64). Z Bratislavy sa
v pomerne kratkom case stalo umelo vytvorené , velkomesto“
bez hlbsieho kulttirno-spolocenského zazemia a na tieto sku-
to¢nosti, rovnako ako na devasta¢nu a neekologicku politiku,
reagovali nielen aktivisti, ale aj umelci vo svojej tvorbe.
Prizndvam, Ze jadrom ¢i taziskovou osou prispevku budu
akcie konceptudlne zameraného umelca Lubomira Duréeka,
ktory viacerymi realizovanymi i v projektoch ¢i koncepcidch
uchovanymi dielami pracoval s mestskym priestorom. Duréek
sa narodil v Bratislave, no v detstve sa rodicia prestahovali
do Kosic. Do Bratislavy sa vracia na stredoskolské studia
a potom pokrac¢uje na VSVU na oddeleni krajinarskeho
a figurdlneho maliarstva. V jeho r6znorodej tvorbe zohrava
Bratislava, reakcia na verejny priestor, délezitt tlohu.
19. jula 1972, pocas kazdodennej prechadzky, zazname-
naval Duréek vietkych beZiacich Iud{ v okruhu $ir$ieho
centra, kde sa pohyboval v suvislosti s kazdodennou trasou.



Fotokolaz tejto udalosti (Evidencia — 85 eventov v Bratislave)
preniesol do mapy Bratislavy aj s presnym ¢asovym rozpisom
jednotlivych behov. Ndhodn4, i ked nie neobvykld situdcia
na ulici, sa stala predmetom sikromného vyskumu, ktory bol
vo svojej neexaktnosti, nevedeckosti, podriadeny iba autoro-
vym subjektivnym preferencidm — jeho pohybu v ramci mesta
urceného bydliskom a vnimavému sledovaniu okolia. Zaroven
je mozné Duréekov spdsob sledovania a zaznamenavania
(ne)obvyklého pohybu chépat ako jeho ,,divacku“ ticast
na predstaveni, ktorého javiskom je samotnd ulica. Verejny
priestor je socidlno-kontaktnym prostredim, v ktorom sa
rozne vztahové a situa¢né aktivity menia na hru ,,roli,
ktoré na seba, ako jeho ucastnici, berieme.

V rdmci akcie TyZdert poulicného divadla v roku 1979
(na ktorom sa podielali i neumelci a divadelnici z amatér-
skych stiborov Pegasnik, Labyrint, Faust) sa realizovalo viace-
ro projektov, ktoré sa charakterovo zameriavali na aktivizaciu
ludi na ulici. Vyrazne na udalosti participoval Lubomir
Duréek, ktory pre fiu vytvoril viacero projektov. Nerealizované
zostalo libreto k pldnovanej akcii Prosim, obrdtte ma sprdvnym
smerom, prosim! Motivom boli Styri postavy zabalené v Skatu-
liach, ktorych vonkajsie steny boli namalované farbou ludskej
pokozky a vntitorné vytapetované novinami. Takto ,,obme-
dzené“ sa mali pohybovat po pesej zéne, odkdzané na pomoc
v orientdcii od okoloidicich. Mestské rekvizity (lavicky, stro-
my, fontany, putace a i.) st chapané ako prekazky, ktorym je
potrebné sa vyhnut. Navod v sebe implikuje niekolko urcu-
jucich dobovych priznakov: masovi medidlnu manipuldciu,
stratu a neschopnost orientdcie, dehumanizaciu, nevyhnut-
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nost medzilfudského kontaktu ako urcujuceho faktoru komu-
nikdcie. V ststredenejsej analyze libreta mézeme rozpoznat
napétie medzi mimikry farby ludskej pokozky (ktora symbo-
lizuje ludsku pritomnost) a medidlne ,,znecistenou* vnu-
tornou stranou, ktora prinasa sibor textov a technickych
obrazov ako reprezentantov pojmového sveta, na ktory je
chodec odkézany. Duréek pracuje s motivom dezinformacie
a fikcie. Informdcie, na ktoré chodec hladi, okolity svet nepo-
pisuju ani neinterpretuju, ale zakryvaji ho a deformuju.

V stkromnom pouli¢nom evente Horizontdlny a vertikdl-
ny pohyb — Transfigurdcia (1979) kladie Lubomir Duréek
prekazku sam sebe. Stojac na vlastnych rukach (otocenych
dlaniami k chodniku) sa snazi uprostred rusnej ulice vstat
a vykrocit. Poloha ,,nemohtucnosti“ je metaforou pozicie
jedinca v spoloc¢nosti, pre ktorého je najvacsou prekazkou
neschopnost ideového asimilovania sa. Neschopnost je
zabezpecenim limitovanej slobody v rdmci centrdlne
riadeného ,socidlneho tela“. Autor v evente vystavuje sam
seba, svoje vlastné telo. ,,Architekttra“ tela, zostavend
z jednotlivych funkcii, vytvara dynamicku syntézu moznych
skusenosti — telesnd schému. Telesnd Struktura je jednym
ohnivkom retaze sveta, je dovodom angazovanosti vo svete.
Duréekova poloha a snaha o narovnanie je symbolickym
gestom odkazujicim na spolo¢ensky habitus. Habitus chapem
(vo vyzname, v akom ho charakterizoval Pierre Bourdieu)
ako systém dispozicii, ktoré si produktom spolo¢nosti
a pozicie umeleckého pola, a ktoré nachadzaju v tejto
pozicii prilezitost na svoje uskutocnenie.



V rokoch 1980 — 1982 vznikol prvy Duréekov film —
Vychddzka, ktory tematizoval prave motiv chédze. Film
zachytava autora kracajiceho bratislavskymi ulicami,
osvojovanie a zazivanie priestoru, ktory déverne pozna.
Duréekova Vychddzka vyuziva metédu fragmentarizacie
zaberov ulice, anti-sujetového filmu, nartsanie logickej
kontinuity. Casty motiv chddze pasazou odkazuje na prechod
yutrobami“ mesta. Film kon¢i scénou, pri ktorej sa autor
ocitne na druhej strane Dunaja, v Petrzalke. Pasaz, do ktorej
predtym vsttpil, je tak symbolom casopriestorovej skratky.
Zaber na te¢uci Dunaj, jeho prud, odkazuje na pociato¢nu
scénu filmu, ktord spritomniuje ,,tok“ a ruch ulice. Zaver filmu
je tak odkazom na hladanie analdgie medzi prirodnymi a spo-
lo¢enskymi javmi, medzi krajinou a socidlnou Strukttrou.

V ramci podujatia Tyzden pouli¢ného divadla realizoval
aktivista, ekoldg, fotograf a neprofesiondlny vytvarnik Jan
Budaj akciu Prehradenie v spolupraci s okruhom mladych
ludi, vytvarnikov, divadelnikov, neskor nazvanych ako
Docasnd spolo¢nost intenzivneho prezivania. Nehybné telo
leZiace na ulici bolo znakom nielen provokativneho a asocidl-
neho spravania, ale obsahovalo aj rozmer zvecnenia pocitovej
situdcie ¢loveka v normalizovanej spolo¢nosti. Zahatanie
uzkej ulicky prepdjajuicej Nam. 4. aprila (dnes Hlavné)

s Primacidlnym ndmestim skupinou leZiacich ucastnikov
akcie korespondovalo s konfronta¢nym zamerom DSIP. Islo,
ako poznamendva Jan Budaj, o ,,zmenu vedomia u individua,
oCistenie a znovuziskanie stratenej skuto¢nosti, prostrednic-
tvom zintenzivnenej udalosti“. (BUDAJ, J. (ed.): Info DSIP.
Bratislava, 1981. Samizdat, nepag.) V pripade Prehradenia
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neslo o nebadany prienik do skuto¢nosti. Skupina leziacich
ludi na chodniku nebola v socialistickej spolo¢nosti rozhodne
,beznou realitou“. NavySe bola momentom neziaducim,

ako dokdzal zdsah Verejnej bezpecnosti, ktoru privolali
pobureni obcania. Razantnejsiemu zakroku snad zabranil
fakt, Zze chodcom boli rozdavané listocky z textom: ,,Zti¢ast-
nili ste sa jednej zo situdcii tyzdna aktivity divadla na ulici“.
Nemohucnost ¢i pasivita umelca vyvoldva reakciu druhého,
ktorého sa takéto konanie ,dotyka“. Je niteny prisposobit
svoje telo telu druhého. Prave na tejto ,,dvojsitudcii, vztahu
ja—ty, je zalozeny koncept akcie. V zastaveni alebo pre-
kroceni je nutné zmenit svoje zauzivané ,,drahy*, narusit
stereotypny a ,,osvedceny“ sposob pohybu, ale v prenesenom
vyzname aj myslenia.

Projekt Vychddzkovych bdsni (1973) bratislavského
vytvarnika Dezidera Tétha je podnieteny ,,prazskym*“
nedobrovolnym pobytom na povinnej vojenskej sluzbe.

Je konceptualizdciou skutocnosti v podobe vizudlnej
metafory. Cesta prechadzky, ktort Toth realizoval pocas
svojej povinnej vojenskej sluzby v Prahe, je zaznamenand
vystrizkom z mapy v tvare prejdenej drahy. Planiky vlepo-
vané na kartény tvoria graficky vizualizovany pendant
vojenskej vychadzkovej knizky. Projekt ma blizko ku grafic-
kym partituram, vizudlnej poézii, rovnako ako k destatickej
poézii Ndvodu k upotiebeni Jitiho Kolare ¢i Bdsnim pro pohy-
bovou recitaci Ladislava Novéka. Metaforizacia skuto¢nosti
nastava sekundarne, realizdciou vystrizku, ktory kauzalne
kontextualizuje prechddzku v tom, Ze ju zaznamendva

v schéme mapy. Mapa slizi ako recipro¢ny obraz pouzivany



na sprostredkovanie konkrétneho zazitku a vedomaui lokaliza-
ciu teritéria, ktoré sa pre autora stalo chvilkovym slobodnym
priestorom v obdobi vojenského drilu a discipliny.

Za dolezité spomenut povazujem okrem individudlnych
akcii, eventov, telesnych intervencii do mestského priestoru
aj aktivity, ktoré su na hranici umeleckych ambicii, suvisia
rovnako s normalnym, fudskym, priatel'skym stretdvanim,
ako aj s tvorivymi aktivitami a rozhovormi o umeni. V rokoch
1977 — 1978 organizoval bratislavsky vytvarnik Peter Bartos
pre priatelov a ndzorovo blizkych umelcov pravidelné sobot-
najsie jarné a jesenné prechddzky ako osobité kulturne aktivity
s uréenou trasou a diskusnou témou viazucou sa k problema-
tike konceptudlneho umenia. Z ic¢astnikov mozno spomenuf
Lubomira Duréeka, Petra Thurzu, Vladimira Havrillu, Nadu
Jarkovsku, Roberta Cypricha, Zuzanu BartoSovu alebo
Stanislava Filka. Podla jedného z pravidelnych ucastnikov
prechadzok Lubomira Duréeka mali istd organiza¢nti
Strukturu: prechddzke predchadzalo stretnutie v kaviarni
na Cervenom kri%i — U Albrechta, najéastejsie medzi
14:00 — 16:00. Nasledovala prechddzka Horskym parkom
v rézii Petra Bartosa, diskusie o projektoch, o ekologickom
¢i eko-socidlnom potencidli lokality. Prechddzky mali ¢asto
aj naucny (napr. 25. 9. 1977 Bartos pozyva ucastnikov
prechddzky do Umeleckej besedy na vystavu holubov),
poznavaci (Bartos$ hovori o Kochovom sanatériu a prilahlej
zdhrade, 16. 10. 1977) ¢i priatelsky charakter (navsteva
Stana Filka na Snezienkovej, 2. 10. 1977). Prechadzka
najcastejsie konci na posedeni u niektorého
zo zucastnenych.
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4. a 7. augusta 1978 sa uskutocnili dve prechddzky
na Rusovecké jazerd. Primestska bratislavska lokalita, toho
Casu este samostatna dedina so Strkovymi jazerami, sa stala
dejiskom drobnych eventov a hier. Pri prvom stretnuti sa stal
hlavnym vytvarnym artefaktom kamer. Textové intervencie
alebo humorne ladené hry strieda ndvsteva rimskeho archeo-
logického néleziska, Gerulaty. Pri druhom stretnuti sa
ndmetom interpreta¢nej materidlovej hry stalo mikroténové
vrecko. Stretnuti sa zucastnili okrem spomenutych autorov aj
Vladimir Havrilla, Juraj Mihalik, Ladislav Snopko a druhého
z nich aj Stano Filko.

Pravidelnu sobotnu prechddzku po centre mesta kond¢il
Lubomir Duréek na obede v re$taurécii Hotela Palace — tzv.
Palacke na rohu Obchodnej a PoStovej ulice. V roku 1978
sa priddva aj Peter Thurzo. Postupne zacali autori vodit
aj svojich zndmych a kamardtov. Stretdvanie sa presunulo
od Albrechta do Palacky. Fubomir Duréek na poéiatky
stretdvania spomina, Ze postupne sa zo sobotného obeda
stalo pravidelné, kazdotyzdenné stretavanie bez jasného
programu ¢i protokolu. Diskusie sa prirodzene vé¢sinou
tykali umenia. O niekol'ko tyzdilov priSiel Peter Barto$
s ndpadom vytvorit sériu umeleckych kariet. Vtisol Duréekovi
do ruky prazdny, priehfadny obal na karty s tym, aby sa
postupne zaplnil. S&m do nej vlozil dve xeroxované kresby.
Najviac kariet vytvoril Lubomir Duréek a Vladimir Havrilla
a prispeli aj dalsi autori (Peter Bartos, Rébert Polansky,
Robert Cyprich, Peter Thurzo, Jan Budaj ai.).



Na uvedenych prikladoch vidno, Ze prechadzka sa stala
podnetom pre rdzne formy zazivania prostredia mesta,
pre pozorovanie vybranych javov (Duréek: Evidencia, 1972),
ochotu poméct (nerealizované: Duréek: Prosim, obrdtte...,
1979), vnimanie vlastného tela ako spolo¢enského znaku —
socidlneho tela (Durcek: Transfigurdcia, 1979), alebo naopak;
akcia smerovala k motivu zastavenia — pohybového i myslien-
kového (Budaj: Prehradenie, 1979). Stretdvame sa aj s vizuali-
zovanym zaznamom, s ,,vychadzkovou mapovou knizkou®,
ktorad si priestor mesta prisvojuje, subjektivizuje (Téth:
Vychddzkové bdsne, 1973). Dolezité je napojenie na prvok
kazdodennosti a to nielen v procesudlnom vyzname, ale aj
vsttiipenim na verejnu, mestskd podu, vystipenim z priestoru
ateliéru. V tomto vyzname sa mi vidi, Ze délezitym zdrojom
spomenutych akcif je motivacia socidlnej interakcie, situdcie
kontaktu. Akcie zaloZenej na proxemickych a situa¢nych
vztahoch. Priestor mesta je ,javiskom“, na ktorom mozno
denne sledovat etudy a situacie, permanentné performativne
akty. Sociolog Erwing Goffman v knihe The Presentation
of Self in Everyday Life (1956) (v Ces. preklade: Vsichni hrajeme
divadlo, 1999) uvadza, Ze spravanie ¢loveka vo verejnom
priestore je podmienené vedomostou, Ze je videny. Je vidy
istou formou predstavenia. Vnimanie povazuje za formu
kontaktu a zdielania, kontrolu daného vnimania sticasne
za kontrolu kontaktu a regulaciu predvadzaného za ohranice-
nie a reguldciu medziludského kontaktu. Snaha zintenzivnit
moznost komunikécie a nazorovej vymeny je vyrazna v akciach
a aktivitdch konceptudlne zameranych umelcov v 70. rokoch.
Ci uz v zmysle vstipenia do mesta a aktiviz4cie nezaintere-
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sovaného, nepripraveného , divaka“ (bezného chodca).
Alebo vo forme spontannych ¢i organizovanych stretnuti,
spolo¢nych vyletov a prechadzok, ktoré okrem medzilfudského
kontaktu zahfniali a umelecko-tvorivy a diskusny rozmer.
Ako bolo spomenuté na uvod, tato potreba je podmienena
charakterom umeleckej scény v Bratislave, ktord nie je tak
pocetna, charakterom generac¢nej pribuznosti a spolo¢ného
vychodiska v strednych ¢i vysokych Skoléch, ale aj ideologic-
kého vplyvu rezimu — nomenklatirnej a restriktivnej politiky,
panoptikdlneho dozoru, ktory sa vo verejnom priestore eSte
umociioval. Bratislava je a bola mestom, ktorého $irsie cent-
rum mozno obsiahnut peSou chodzou. Prechddzku chdpem
ako motiv a vychodisko k akcidm a stretavaniu, ale aj ako
metaforu — osvojovania, transformovania a situa¢ného pre-
tvarania priestoru, v ktorom Zijeme. Témou prispevku boli
iba vybrané préce ,rdmované“ kontextom procesu chodze.
V mnohom rozvetvenejsi pojem ,bratislavsky konceptualiz-
mus“ svojim prispevkom nechcem terminologicky fixovat.

Jdn Kralovi¢
Vyskumny pracovnik Centra vyskumu Vysokej skoly vytvarnych
ument v Bratislave





