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tsrrboia Gc.:riovri: Autorsky projekt Rochel Rosenboch je Specificky4 ro-

dovo orientovany projekt. Rachel Rosenbach je fiktivna postava, je to
va5e Zenske alter ego. Prezentujete ju ako femlnisticku vytvarnrcku, kto-

rej existenciu potvrdzujete vytvorenim ;ej profilu na funkcnej interne-

tovej umeleckej databaze (www.aftfacts.net). V jej mene ste vytvorili

niekol'ko diel a urobili ste s nou aj fiktvny rozhovor, ktory bol uverqneny
v iasopise Dcrf. Na prv! pohl'ad by sa mohlo zdal, Ze lde o modelovy
priklad rodovo citliveho autorskeho projektu, ktory reflektuje vztah me-
dzi muZskou a Zenskou identltou vo vSeobecnosti, ale aj medzi muZ-

skym a Zenskym elementom, ktory je v kaZdom z nas. Tato interpreta-

cia rodovo citliveho prGtupu vSak v istom momente zlyhava. V zavere

rozhovoru v Dorte nechate Rachel Rosenbachovu, fiktvnu feministicku

autorku, ktoru ste stvorili, zomriet. Je to vel'mi silny motry ktory skOr ako
na rodovo citlivy prstup k Zenam odkazu.je na typicky muZske stmtegie
ako je tuZba po moci spijand s ovladanim ineho. Myslim si,ie 1e legitim-
ne, ak sa v tejto suvislosti opytam, ci zrodenim a smrtou autorky, femi-
nistky, aj napriek tomu, Ze je to vaSe Zenske alter ego, nerie5ite viac vaSe

vlastne ego autora - umelca, neZ prejavujete senzitvnost voci Zenam?

Co ste sledovali lym,le ste Rachel Rosenbach stvorrli a nechali zomiiet?
Myslite si, Ze napriek mojim poznamkam mOZeme va5 projekt -rtat

v kontexte gendroveho umenia? Ak nie, ako inak by sme ho mali crtat?

Michal Murin: V roku 1998 som realizoval performanciu
Zdrovotni potfie, diety o cviieni performerrt v Brne a v Roxy
v Prahe. Rachel poslala len text, pretital som ho, a diviici,
hlavne teda diimy, sa dozvedeli, ake mii Rachel probl6my
s antikoncepciou, ake sri vedl'ajiie ricinky rdznych druhov an-
tikoncepcie. Bolo to prezentovan6 s liiskav'fm introvertnim
humorom. Hovorim o tom preto, lebo pri iitani poslednej
iastifiktivneho rozhovoru, uverejnen6ho v Dorte a reprodu-
kovan6ho v katal6gu a na vlistave, viis napadlo, ie projekt
zlyhal. Ale podl'a mia jedin6, v iom zlyhiiva je fakt, ie Ra-
chel RosenbachovS nemala menitruiiciu a nemohla otehot-
niet'. ruapisanim a uverejnenim faktov sa Rachel vytratila,

zaniklo jej ego, rozplynula sa. Akt jej smrtije chiipan'f tak,
Ze odhalenim jej identity preberiim spdtne zodpovednost za
jej existenciu a jej Zenskri skusenost' (vlastne je to moja sku-
senost', ak dovolite). Jei osoba ako takii, sa navZdy stelesni
vo mne. Krfm pred zverejnenim jej identity boli reakcie na
iu pozitivne, po zverejneni inform5cie, ie som to vlastne ja,
nechali Rachel zomriet' ini, pretoZe ich tiito postava prestala
re5lne zaujimat'. V dosledku odhalenia a skutoinosti, ie to
nie je iiadna Ameriianka, sa vytratil z5ujem, io je na Slo-
vensku pochopitelh6. Niektori sa na mia nahnevali, pretoie
predo mnou privel'mi vyzdvihli jej kvality, vysvetlbvali mi,
akii je Rachel v'fznamn;5 osobnost' v kontexte umenia, ako
dobre pi5e, a potom ostalizaskoteni. Podotrfkam, ie po zve
rejneni Rachelinho pribehu nebola jej tvorba podchytena,
nenastal Ziaden zvrfienrf ziiujem o jej tvorbu, Ziadny kura
tor neprejavil ziiujem o takto postavenlT problem rodov6hc
umenia, nepodujal sa realizovat' samostatnu v'fstavu kvdz,
mftvej Rachel Rosenbachovej a rovnako absentoval zdujen:
poiiadat' ma, ako jej tvorcu, o realiziiciu takejto vfstavy
TakZe neviem, kto ju vlastne viac ,,zabal', e,ja, alebo na5t'
prostredie. Ona asi iije d'alej podl'a mojich moinosti. Rachct
sa zmenila na opatrovatelku a predmetom jej zSujmu s.,
stal tvtilan Adamiiak. Jej meno je uvddzan6 na c6deikartr
a plagatoch, je uveden5 ako podporovatelka vistav (napr
Milana Adamiiaka v Tranzite, 2009), vystupuje na vernis:r
Zach (v Banskej Bystrici, 2OO9), iasti projektu Rachel Rosen
bach postupili do iiriieho viberu medzi diela nominovan,
na vlTstavu Gender Check vo Viedni, ale Zial'sa tam nedost.r
la.Jedn6ho dia sa Rachel Rosenbachovii dotkii aj malej mo
nografie. PoznSm velk6 mnoZstvo gendrovo orientovanyr lr

diel a myslim si, ie tento projekt je vskutku ojedinelyi. eo r o

rokoch existencie projektu som ho zverejnil (a t'fm pripr.r
vil vraidu autorky, pretoie som odhalil, ie som to vlastrr,.
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,.') a 1O rokov po jeho zverejneni nad'alej funguje. Fiktivny
rozhovor v Dorte musel mat' nejaku fabuliiciu a to, ako je
rr.rpisan'f, je sriiasfou projektu. Skutoinos{ Ze ste prijej ci-
t.rni upadli do reality a formulujete jednostrann6 z5very, mi
1rin55a dodatoinu satisfakciu. Ak by som Rachel skutotne
r,rbil, nepon0kol by som viim predsa zverejnenie tohto pro-

;r'l<tu a oZivenie Rachel na vaiej vistave, aj ked'si myslim,
rr. mdld byt' na v'fstave Inter-view 7. z rovnakeho ddvodu by
',om ju predsa neuv5dzal ako don5tora projektov tam, kde
;u uviest' m6iem, a trfm by som ju neustiile nepripominal.
t'rojekt vyvoliiva ai po takmer 2O rokoch od svojho vzniku
rrcust5ly ziiujem predovietkrfm mladej generdcie. tim viac
'..r dost5va do povedomia, tim viac tento projekt puta na
',cba pozornos( svojim nadhl'adom.

. Od 90. rokov 20. storocia sa popri pojmoch feminizmus a femi-
Ircke umenie zaial pouZivat pojem rodove (gendrove) umenie, pod

1 )ri sa da zahrnut rovnako tvorba Zien ako aj muZor4 ktoriref lektuju ro-

rvc otazky V naSom prostredisa s pojmom rodove umenie vadSrnou

,'r]a Specificka tvorba muZov odzrkadl'ujuca sexualnu orientaciu (que-

) Nemohli by sme optiku rodu uplatnit aj vSeobecnejSie, pri dielach

rrrelcov ktori pracuju s temami spojenymi s telesnostou, sexualitou,
('ntitou, vztahmi, rodinou, alebo rodovymi stereotypmi? Vychadzam

r skutocnosti, Ze pokial'Zena - autorka pracuje s identickymi temami, je

t takto orientovana tvorba casto interpretovana v kontexte feminizmu,

r:toZe ide o kl'ucove problemy, ktore ref lektuje feministicka teoria.

1. M.: Zacitujem z dennej tlaie, ktoru m5m pr5ve teraz

lrred sebou na stole: ,,Harvardski psychol6g Steven Pinker
rrapisal knihu o tom, ie vd'aka vzdelaniu, Zurnalizmu, de-
lepisectvu, vede a feminizmu Zijeme v bezpeinom svete
,r podl'a v5etkich moZn'ich krit6rii sf ieny menej agresivne

lrohlavie." Na inom mieste si pretitate, ie muii idf radi na
otcovsku dovolenku, inde zasa, Ze bol pdjatrf z5kon strie-
dav6ho roditovstva po rozvode manZelov. Ze sa ui nefaj-

ti v kanceliiriiich a budov5ch, Ze taiiliar/faiiiarka ui nie je
dominantnou postavou v spolotnosti len na ziiklade toho,
ie faiii a ie takiito prezentacia ega je ui pas6 a vyvolSva
0smev. Ui ani filmov'f hrdina nefajti. V Taliansku sf tridsiat-
nici stiile doma v mamiikinej kuchyni a taliansky parlament
zamiSl'a zdanit' ich vy55ou sadzbou a my sa prftame, kde
sa podel tridsiatnik z Pasoliniho filmov. Nie je svet inrf bez
ohl'adu na umenie? Toto sa musi odzrkadlit' aj v umeni. Teda
Ze umelci tvoria nezSvisle od feministickich te6rii, ktor6 ui
maju nov6 upgrady v postfeministickich strat6giach. V iase,
kedy som robil diela, ktord dnes mdieme zahfiat' do ka-
teg6rie rodov6ho umenia, sa takto neinterpretovali - skdr
cez prizmu psychoanalytickej teorie umenia (Freud, Lacan).
Ako 19-roini som sa obliekal do dedkov'fch iiat a chodil
som takto po horiich na Slovensku (ako akcia), v roku 1993
som si obliekol svadobn6 iaty - kroj svojej babky (po se-
demdesiatich rokoch od ich prv6ho pouiitia), a timto som
sa, jej opiit' pribliZil. (ast' odevu som si obliekol obriitene,
ako obriiten'f rod. Fotografickii akcia m5 n5zvov Sorry, Omo.
Koncom osemdesiatych rokov, eite s experimentiilnym su-
borom Bolvon, sme rie5ili t6my transform5cie sexuality, po-
lysexuality/ zmeny rodovej prisluinosti, premeny muiskdho
spr5vania sa u muia na zienitil6 aZ Zenskd spr5vanie sa,
a naopak, premenu iensk6ho spr:ivania sa na virazne mas-
kulinne, netolerantnd a agresivne - konkr6tne na vernisdii
luba Stacha v oktobri 1989. Dnes o feministickej a rodovej
problematike vieme z teoretickfch textov a publikdcii dost'.
Existuju viak aj diela, ktor6 by sme mohli zahrnut' do rodo-
v6ho umenia hoci vznikli sk6r, ako boli u niis uverejnen6
prv6 teoretick6 texty o feminizme.
B. G.: V tvorbe muZov umelcov sa v sudasnosti ob;avujf vel'mi osobne

temy a to nielen telg telesnost, sexualita a identita, ale aj praca s pama-

tou rodiny, reflektovanie vztahu k matke a otcovi, vlastnemu rodicov-



stvu a dokonca empaticke vnimanie pozrcie Zien v spolo-nosti a rodine

a kriticke crtanie rodovych stereotypov Mohli by sme vac5iu citlivost na

tieto temy v tvorbe muZov umelcov dat do s[ivislostis existqfcim femi-
nistickym diskurzom? Alebo by sme mohli skOr povedat, Ze tieto temy
boli v tvorbe muTov autorov vZdy prirodzene prrtomne a femintsticka

teoria ich nqakym zasadnym spOsobom neovplyvnila?

M. M.: Dovelkej mierytu zohriiva svoju 0lohu aj modnost'temy
zaujem teoretikov byt na tejto vlne a usporiadaf tak6to vrfstavy,
a tym zviditelhovat'diela z atelirirov umelcov v intenci5ch tych-
to t6m. To podporuie aj umelcoy aby sa do takejto t6my puit'ali,
pretoie citia, ie tiito tdma je na vlne dia. Samozrejme, Ze vell
ku ulohu zohravaju m6dia, ktore, ako vidime, aj homosexuali-
tu pribliZili diviikovi ako neikodnu ziileZitost ktoru spoloinost'
akceptuje, teda aZ na D0howi pochod. Niektor6 moie proiek-
ty eite spred roka 1989 vyili z Freuda a polysexualita, rodovii
transformiicia boli pritomn6 uZ vo vystupeniach Bolvonu, v ui
spomenutom predstaveni na vernisiiii [uba Stacha na Fakulte
architektury (okt6ber 1989). V katalogu Festivolu intermedi-
olnej tvorby (1991) je na titulnej str5nke dokonca reprodukcia
z predstavenia Bolvonu-vzt'ah dvoch muZov. V multimedi6lnej
performancii New Slovok Rodicol Censo6Htf je prerod vodcu
a diktStora v ienu, vzt'ah dominantn6ho muZE ktonf ked'odhali
svoje vnritrq ukiiie svoje iensk6 striinky aj Zensku fyziogn6-
miu. Tiito performancia je z cyklu Meiiorov portrdt. Prizn5vam,
ie niektord moje neskoriie diela sri reakciou na pozitivnu dis-
kriminiiciu -teda zvrfhodiovanie t6my feminizmus a gender na
6kor infch t6m v r5mci umenia. Zatial'io umelci 6O. rokov ne-
mali zo svojho detstva ani fotografie, mladiie gener5cie majri
z detstva tiernobiele fotografie, nesk6r diapozitivy, farebn6 fo-
tografie, farebn6 8 mm filmy a dneinii generScia uZ mii detstvo
zadokumentovan6 na videiich. Existencia tohto faktu vplriva aj
na zber materi5lu a niisledne produkciu dielo rodine, iivotnom
priestore, genealogickom subiektivizme o spomienkach na det-

stvo a pribuznich a podobne. Ui od 6O. rokov mOieme odslcrl, ,

vat' diela umelcoy ktor6 vykazujrl znSmky rodu a zlflleli len n
tom, ako sa to odhodlame interpretovaf. Umenie ako kontal<r
a komunikiicie, ktore realizoval Mlynariik, alebo Adamtiakov
experimentalna po6zia, ktora je ovplyvnena lokSlnym foll<|, '

rom s rodinnou tradiciou vrfiiviek a iipiek jeho matky. Silne v.r,,

by na roditov a matku odknfva vo svoiej tvorbe aj Stano Fill<,'

Myslim si, ie umelcom je jedno, resp. malo by im byt' jedrr,

ako to hodnoti historia a te6ria umenia, pretoie umelec rc.rt,

zuje svoj program, ak teda nerieii probl6m kritiky umenia .rt.,

svoi umelecki v'fskum. Osobne by ma najviac zaujimala arr.,

I'fza, ako by sa vyvljala t6ma rodu na Slovensku, nebt' reahr,

finaninej podpory vrlistupov zo strany zahranitn'fch nad5cii, < rr ,

sa vlastne zaostruje na trito t6mu z d6vodu finanin6ho zabr
peienia proiektoy a to hlavne v 9O. rokoch.

Barbora GerZova: Tlre rrtist's project /?crche/ Rosenbcrcl-t t, ,

cifrc, qender orrerted prolect. Rachel Roscnltach is ..l fictivt, ;,
it rs your fenr,tle aller aqo. You presenl her rs I lerlilisl I

altist wlrosc existelce you collirnr by nteans of havLnc; r i

a prolile for lrer in a fLtnclional lnterlel arl dat,tbase (wwr,v,r

ncl). Undc.:r lrcr n.tnte you ltave cre,tla:d several worl<s ol ,

yoLr aso rrade a lictive rnterview with hc.r wltclt wrr5 f)t

in tlre: Dorl trJ!l.llrct. Al first sighl. il nriqht seenr to llc_,t r

,r nrocle.,l cxrrinplc of a qc.lder sensrlivc lrtist's pioject lntlr

llc:cts,r rr-.latictn belwce.,n lt,tlL: -nd fe:ltale idcnlrty il r;r,rtr i

.rlso betweer tlte nt,ile alci feltalc elentctlt wlticlt is il ,t

Howcverr, lhrs nlcr;trettatron of a q;ender se.nsitrve i[)[) o,ri

at a certait rftotni.:nt. ll Lhc cctnclusron of tlte rntc.rview i

you lc'l \4rs Racltel Rosenbacir, a f iclive: feltilist fent,tlc ,trl

crerled, d e. ll rs .l very slronq ltolrve wiich retlr..rs ratltcr

typical nrasculne slrltegres, lil<e: tlret di:sire for power col
witlr dorrirrrton over ,tnothcl person, tltan lo a qerrrl€:r :i
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{).rch to women. lthink in this connection it is legitirnate for me

r ,l< if through the birth and death of the authoress - a female
rrnist, despite the fact that she is your female alter ago, you do

r lcal more with your own ego as a male author artist than you
)rcss your sensitivity towards women? What was your intention

r r,: cieating Rachel Rosenbach and letting her die? Do you think

rt in spile of my remarks we can read your project in the context
,1r:nder art? lf not, in which other way should we read it?

Michal Murin: In 1998 I realized a performance Heolth Trou-
:iles, Diets And Exercises of Performers in Brno and at Roxy
,rr Prague. Rachel sent only her text, I read it and viewers,
rbove all ladies, learnt about the problems Rachel had with

t ontraceptives, what the side effects of various kinds of con-
traceptives were and it was presented with a kind introvert-
cd humor. I speak about this just because while reading the
last part of the fictive interview published in Dort and repro-
duced in the catalogue and at the exhibition, you came up
with the idea that the project failed. But in my opinion the
only way in which it fails is that Rachel Rosenbach did not
rnenstruate and that she could not get pregnant. Through
putting down the facts and publishing them Rachel disap-
peared, her ego got lost, she vanished. The act of her death
is understood in the following way: because her identity was
revealed, I take back responsibility for her existence and her
feminine experience (in fact, it is my experience if you will),
her personality as such gets personified in me forever. While
before her identity was published, reactions to her were
positive, after the fact that it was I had been published,
others let Rachel die because they ceased to be interested
in that person. Through the uncovering and, at the same
time, due to the fact that it was not any female American,
the interest in her disappeared, which is understandable in
Slovakia. Some grew angry at me because they praised her

qualities too much in my hearing, they were explaining to
me to what extent Rachel was a significant person in the
context of art, they were praising the way she wrote, and
now they were taken by surprise. I emphasize that after the
publication of Rachel's story her production was not placed
on record, there was no increased interest in her produc-
tion, no curator showed any interest in an issue of gender
art presented in this way, was not interested in realizing an
independent exhibition of the quasidead Rachel Rosenbach
and, at the same time, there was no interest in asking me as
a creator of Rachel to present such an exhibition. 5o I do not
know who "killed" Rachel more - if I or our environment.
She probably lives on, within my limits. Rachel turned into
a caretaker and Milan Adamiiak became a subject of her in-
terest. Her name is mentioned on CDs, posters, she is listed
as a sponsor of exhibitions (e.9. Milan Adamiiak's in Tran-
zit, 2009), she takes part in exhibition openings (in Banska
Bystrica, 2OO9), parts of the Rachel Rosenbach project were
in the broader nomination for Gender Check exhibition in
Vienna but, unfortunately, she did not make it there. One
day Rachel Rosenbach will have her own small monograph.
I know a large number of gender oriented works and I think
this project is really unique. After 1O years of existence of
the project I published it (and thus prepared the murder of
the authoress because I revealed that it was me) and tO
years after its publication it still works. A fictive interview in
Dorf had to have some fabrication and the way it is written
is part of the project. The fact that you fell into reality while
reading it and you formulate one sided conclusions brings
me additionalsatisfaction. Had I really killed Rachel, I would
not have offered you publishing this project and Rachel's
revival at your exhibition, even though I think she should
have been at the exhibition called lnter-view t For that
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same reasott, I would not have mentioned her as a spon-
sor of projects in which I can mention her, and thus I would
not keep lsminding viewers of her. The project, almost 20
years since its origin, keeps raising interest, especially in the
young generation. The more awareness it gets the more at-
tention 11 tsceives thanks to its detached view.

B. G.: Since the 1990s a lerm gender art has been used, along witl'r

the terms lsfninism and feminist art. ln this term we can include

work of 561[r women and men who reflect gender questions. In

our enviTon'1€lt, a specific work of men that reflects sexual ori

entation (qlaer) is mostly connected to gender art. Could not we
apply the optics of gender also mote generally to works of artists

who work with the themes related to corporeality, sexuality, identi-

ty, relations, f omily ot qender stereotypes? I come out from the fact

that if a woflan - female artist works with identrcal themes, her

thus orient"6 work is often interpreted in the context of feminism

because these are key problems reflected in the feminist theory.

M. M.: I will quote from the daily press, which I have in
front of me on the desk right nory "a Harvard psycholo-
gist Steven Pinker wrote a book on the fact that thanks to
education, lournalism, historiography, science and feminism
we live ;n u safe world and in accordance with all possible

criteria, woJnan are the less aggressive sex." ln another
place you Will read that men like to be on maternity leave,
somewhern else that a law has been adopted that will al-
low alternating parenthood after divorce. That smokers are
no longer 3llou7s6 to smoke in offices and buildings, that
a male/ferlale smoker is no longer a dominant person in
society only based on the fact that he or she smokes and
that such a Presentation of the ego is pass+5 and calls for
a smile. n film hero does not smoke any longer either. tn

Italy, thirty year olds are still at home in their mom's kit-
chen and the ltalian parliament plans to ask them for higher

taxes and we keep asking where the thirty year old from
Pasolini's movies went. ls not the world different, regard-
less art? This must get reflected in art as wetl. Thus, that
artists create independently of feminist theories which al-
ready have new upgrades in post-feminist strategies. At the
time when I was creating the works that we can include
into the category of gender art these days, they were not
interpreted in such a way - rather through the prism of the
psychoanalytical theory of art (Freud, Lacan). As a 19 year
old I used to dress in my grandfather's clothes and I walked
the mountains dressed like that (as a spectacle) in Slovakia,
in 1993 I put on a wedding gown - a folk costume belong-
ing to my grandma (70 years after their first use), which
brought her closer to me again. I put one part of the cos-
tume the other way round, like an opposite gender, it was
the photo event called Sorry, Omo. By the end of the 19gOs,
still with the experimental group called Bolvon we were
solving the themes of transformation of sexuality, poly-sex-
uality, change of sex, transformation of masculine behavior
in man into womanish or even womanly and, the other way
round, the transformation of womanly behavior to a distinc-
tively masculine non-tolerant and aggressive behavior - in
particular, at lubo Stacho's exhibition opening in October
1989. These days, we know a lot about the feminist and
gender issues from theoretical texts and publications. How-
evet there are also works of art we could include into gen-
der art that were emerging even before the first theoreticar
texts on feminism had been published in our country.
B. G.: Very personal themes appear in the work ol rnale arti.,l
these days. These are not only the body, corporeality, sexuality,rr
identily but also the work with family memory, reflecting reratrr.r

ship to one's mother and fathe; the author's own parenthood ,rr

even emphalic perception of the position of women in society,rr

{
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rmily and critical ieading of gender stereotypes. Could we put the

lreater sensitivity to these themes in the work of male artists into
r connection with the existing feminist discourse? Or could we
,rther say that these themes have always been naturally present

r the work ol male artists and the feminist theory has not influ-
,rnced them in any significant way?

M. M.: Here, to a certain extent a major role is played also
by the trendiness of the theme, the interest of the theo-
reticians in being on this wave and organizing such exhibi-
tions and thus making works from artists'ateliers visible in
the intentions of these themes. That encourages also the
artists to engage in such a theme because they feel that
the theme is on the wave of the day. Of course, a big role
is played by media, which, as we can see, present to the
viewer even homosexuality as something harmless that
is accepted by the society, except for the Roinbow Morch.
Some of my projects produced before 1989 came from
Freud and poly-sexuality, transformation of sexes, were
present even in the Bolvon performances, the already men-
tioned performance at [ubo Stacho's exhibition opening at
the Faculty of Architecture (October 1989), in the catalogue
of Festivol of lntermedio Production,1991) there is even a
reproduction of the Balvan performance on the front page
- relationship of two men. ln a multimedia performance
New Slovok Rodicol CensorSHlf there is a transformation
of a leader and dictator into a woman, a relation between
a dominant man who when he disclosed his inner being
shows his womanly sides and female physiognomy. This
performance is from the cycle Meeior's Portroit. I confess
that some of my later works are a reaction to the posi-
tive discrimination - namely, favoritism shown towards the
theme of feminism and gender at the expense of other
themes within art. While the artists of the 1960s did not

have even any photographs from their childhood, later
generations do have black-and-white photographs from
their childhood, later slides, colored photographs, colored
8 mm films and the contemporary generation already has

their childhood documented on videos. The existence of
this fact has an impact also on the material collected and,
subsequently, on the production of works dealing with
family, life space, genealogical subjectivism, memories
of childhood and relatives and the like. Already since the
1960s we can observe works of artists that show marks of
gender. lt only depends on our way of interpretation- Art
as contacts and communication the way Mlyniiriik realized
it, or Adamiiak's experimental poetry which is influenced
by his local folklore including a family tradition of embroi-
dery and laces his mother used to make. Even Stano Filko
in his production will confirm strong relations to his par-

ents and his mother. I think it is all the same to the artists,
or it should be all the same to them how the history and
the theory of art assess it because an artist realizes his or
her program, if he or she does not deal with the problem
of art criticism as his or her art resear6ft. I would personally
be most interested in an analysis that would describe how
the theme of gender would have developed in Slovakia
without a real financial support on part of foreign founda-
tions, the thing that brings attention to this issue due to
the financial support these projects enioy, especially in the
1 99Os.
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Michal Murin: Ako by si charak-
terizovala svoje pdsobenie
na Slovensku?

Rachel Rosenbach: Do Eu16py

som priila hlavne z impulzov
feministicky orientovanlich
autoriek. Vo v,i'clrodnej Eu-

r6pe neexistovalo tiadne t !-
raznd fenrinistick6 hnutie
v umerri, a tak niektord na-

eldcie poskytli hlavne tinant-
nd moznosti na jeho ,,umel6
tornlovanie". Ani po dlhoroi-
ncm produkovani vystupov
{knihy, dasopisy alebo ,,1,sta-

r1') $ir$ia verejnost' ttlto ume-
io i'rrplarrlovarrri problenrati.
ku neprijal.r. Podl'a mdjho
skronrn6ho ndzcru autorky
sice vrrimajr'r veci iensk,v, te-
da feminne, ale rozhorine
nie ieministicky (isi ai na

Annu Daudikorr(r) a to je do-
s{ podstatnY ror-diel. Na tonr-
tr: posto.ji sonl vlastne posta-
vila svoj pobvt ktorn n.i
riiahiila cirabd znalos{ slove-
ndiny, pretoie nroja babiii<a
odtial'to emigrovala.
M. M.l Znamenii itr teda, ie

si sa nesnaiila vojst'
clo f er'inistick,i.clr

itruktur a do ich
rnedialnych pre-

zentScii?

R. R.: Presne

tak. N6Sla sofi
si spdsob vy-
jadrovania a ko-

munikdcie s timto
prostredim lak, aby
sonr nikoho svojirni

ndzormi nezraiiova-
la, maskul{rrne som nevstu-
povala do m6dif, neexpo-
novala sonr sa a v tom je
moja ienskost'- V mojich die-
lach je isiii introvertn6 zama-

tovost, iemn,i p6vab hunroru,
krehkosf v,fpovede. Myslim,
ie ako priklad posl0ii prepa-
rovanie klavfra perfektne
ustlanfmi perinani na vysta-

ve Piano l{otel. Chcela som,
aby typicky ienskd prdca, a la
ju m6m nesmierne rada, ako
je ustielanie postele, bola
v kombindcii s iednou z naj-
viidiich postdv urnenia ?0.

storodia. John Cage v tridsia-
tych rokoch velini prirodzene
rryplnil struny klavira, aby zis-

kal bici ndstroj. Jeho inter
preti ui p6vab preparovania

nahradili smrtelhoil viiino-
s{ou a ja som preparovaninr
perinanri tonru vr6tila rteino-
sl hebkost, nrikkost, presne
r,, duchu Cageovlrc {isnrevu.
A lrJ neltnvul iln o aIusticLcj
I'vaiite objekttr. Ale na Jrurhej

strarre si nryslinr, ie tento
otljekt vdbec nepotrebuje
verbalnu interpretdciu. Ob-

dobne ako husle z perrrika,
ktore sorn rrrobila prc festr'
val Sfring ftrem 4p v Ber-
lirre, ktore sa sice nevydraiili,
ale nakorriec sa v prijertrnej
atrrros{6re na denri6re zjedli.

M. M.: Robii r6zrrorod6 projekty
a dokonca pouiiva5 v tvorbe
pseudonym. Pozndme ho?

R. R.: Pou;ivanr jedin,i pseudo-
nym, Michal Murin..Ale mr\a
by na opl;ltku zaujimaio, ako

si priSiel ty k svojrru pseudo-
nymu Rachel Rosenbach?

M. M.: V istej vel'mi Specifickej
skupine mojich performance
ui viac ako l2 rokov expo-
nujem otdzky neurditosti po-
hlavia. Ci to bolo v perfor-
mance na vernisaiii Luba
Stacha (1989), v teatralizo-
vanom perfornrance Alde
c***'llf so skupinou Bal-
van, v asexudlnom herma-
froditovi v Tanci hypothan'lrc
(1991), v nepohlavnlich ba-
rokovfch anjeloch, demas-
kr-riinizovanlrch postavdch
intrritivnej individudlnej rusti.

kal;ty (1993 - 95) a podob-
ne. Myslirrr, ie v rnojich per-

formance p6sobim skOr ,,

xu6lrre, nemi to byt s rl

alebo znsnrieinenie iedrr'
z pdlov. Je to dan6 aj tir, r

,,pribeh" md oivoren\j
niec, zdmerne absentuli
inta, rryvrcholenie.

R" R.: Vo svojich perfornr,r
iasto pouiivai fenrinir
orientovan* nariiciu, crp,

jei iensk,imi iatanti. gr,,'

vaS 2enskd gestd.

M. M.; Opakujenr, ,,rrojr' rr
(v performance) nie sLi 1,,

diou, uie sil transv€slil,
nie su sexu6lne. Nin'ri n,

tv6rarl,,posoistvo", nii
def inr.rjem, nerobinr ',,

nevediem vojnu nredzi
hlaviami. Sk0r by sonr p, ,

dal, ie kreujem poterrr
pre individudlne interpr,:l
nd vychodisk6. Napril.
v roku 1997 som v sprier,
Jona Rosea robil akcir

!lt6 nahsvice /ep$,e c;i :

-.le tr-.rbi kde v5etky rel.'.

ty vrdtane kytice chryzani
vajeindho l<oriaku a nr,

odevu boli 21t6. Akcia ry
la vel'kti diskusiu a diva'
vestigativne zistovali r

sexudlnu arlent6ciu. AI,

Senie ie pre mfia mo:rl(,
noduch€ a moino zloi
najlepiie sil ienslti ,

v il\kh nohaviciach.
$polu: Smieclr.
M. M.: Alebo ,", psrforn.r

il5iol".{iir/,"1 r,,\ir!t.i ' -:i.
{i.4L1il'cfl\lll i]riil ar,' .

\ Tf lln ilis:an' r*n i*rrn



.7fioo v No\ ich Z6mkoch
,-t95). V istej interpretaenei
rii performance sa z robust-
rho mula stdva ,,zvodn6
l(oketn6" Zena a performan-
r v jemnfch gestdch, uipo-
:dntch skratkdch bez velke.i
,per/' vyiadruje dvojp6lovo-
v jednom, Ze aj ten ,,naj-

;ii6i" mui ml v sebe nieto
errsk6 a naopak. Trans-
,:rz6lne surfuiem po transe-
r raiite, pol)sexualite, obojpo-
riavnosti, respektive bezpo-

R. n.: Chce5 povedat :e tich
performance je viac?

M. ftl.: Len v skratke. ZAver
performance Zemn€ divodlo
(1992), Sondc da Stovdkcvej
du$e v postave ,,sexudlneho
devianta" ako obojpohlavnli
hybrid oscituj0ci medzi tat-
kom Ubu a matkou Ubulou
(l 993), f.tAomunikdtio ega-
de8ru (1994), Lo.und.r l55O

{1998}, Model loe Murce
(2000), alebo posledn6 ako
interpret6cie mitov stredo-

/'!r -Je s/Skrd neyn-
r,'), v ktorom re-

rr aktu5lnu politiku
tVidslarcv portr9t).

.rl som hc v prestt:nej
/latno Oko v Novom
ra festivale aktn6ho

Malomut v Ostrave
fronsdrt Comtnunl-

hiavnosti, ale aj po sub-erotic-
ktch sign6loch. Nastolen€
ot6zky nerieSim, expresivne
a ultimativne nekomentujem,
didakticky nepopisujem. Ku'
lantne a neurtito ich nazna-
tujem, veSiam ich ,,do rzdu-
chu" a chcem, aby sa vzn65ali.

americkfch lndi6nov podla
Levi Straussa v rdmci projek-
tu LENCOW & HEAiRMEYES.
Ale to e3te nie je nplnf vfpo-
aet.

R, R.: Raz si povedal, ie keby
som neex;stovala, musel by
si ma vymyslief. Ako si to
myslel?

M. M,: To som povedal Cse-
resovi. Spolu sme sa na tom
dobre bavili. S Tebou neboii
probl4my ako s realnymi
ienskymi autorkami, ani
osobne, ale hlavne ani inte-
lektudlne. Vykreoval son'l
z teba postavu, a to, Ue ta
Cseres ozna{il za ,,najzauji-
mavejSu slovenskrj autorku"
(nehovorime tu o ndzore
in'ich, to preboha nie), je uZ

riplne mimo mria. Aj to je
moino d6vod, preio {a uZ

v sebe neunesiem.
R. R.: Ako to myslis?

M. M,: Casto sme vystavovali
spolu a objekty, ktor6 sorn
pripravil pod tvojim menom,
boli lepiie ako tie, ktore som
prezentoval pod svojim me-

nom. Pri novr/ch prezentd-
ci6ch ma zviizovala moja his-
t6ria performera a zvukovo
orientovan6ho tvorcu (so-
und artistu). Znenazda.jky
a svieio si priSla ty, nik nepo-
znal tvoje veci. Uviedol som
{a, zrealizoval som pod
tvojlm menom niekolko ob-
jektov, inStaldcii, textov
predn6Sok a samozrejme
mienkowornlich manipuldcii.
Po istej odozve {a r.ytvarnici
a teoretici (nehovorim ai tak

iii* sorr lerrt-"" TE[1H dnf,t

o Slovensku) chceli spoznat
a ja som {a musel obdas,,ne-
cha{ odletiet' do N.Yi' Dostala
si dokonca ponuku na samo-
statn{ vystavu a nedalo sa to
zabezpetit bez tuojej pritom-
nosti. Mailovd komunik6cia
nepostatovala, chceli {a vi-
dief. Nakoniec sa to neusku-
totnilo, Dnes som sa rozho-
dol odkryf tvoj p6vod.
Navyle osem rokov tvorby
pre teba bolo dost, tuoja
dhl$ia profildcia ul momen-
t6lne nie je v mojich du3ev-
nich, tasor{ch, ale aj finant-
nlch molnostiach. N€mdm
ias za teba mysliet.

R.R.: Lenle io ja teraz?
M, M.: Ako autorka, tetaz zo-

mrie3. Ako hovori Foucault
v texte Ou'est ce ou'un aLr-

tearl ...2a rod Cit1te{a s&

tt'tusi plotit smr{ou autora.
Siubujem viak, ie ti vyddm
katal6g a ui dnes viem, ie
takto sa vrdtig.

n. R.: Aspoir Ie si mi dal zau.ji-

mavd meno.
M" M,i Je pravda, 2e tvoje meno

sa ujalo na prvf raz. Pre psy-

choanalyticky orientovanlich
ditatelov prezrad(m, ie to bo-
la kombiniicia mien r4iznam-

nej americkej performerky
a feministickej aktivistky Ra-

chel Rosenthal, nemeckej
vide oumelkyne Uiriky Ro-
senbach, mojej prezfvky
Murin{schwarcz)stein a celd
energiu tomu doddvala, psy-

chologickcu terminol69iou
a s nadhl'adom povedan6,
moja projekcia a zhmotne-
nie animy vo mne do mena
a virtu6lnej postavy Rachel-
Bez tv6re.

R. R.: No sex?

llil. M,r No sex. Oniy text.

Rachel Rosenbach - jeden druh6mu
dvoj(a / Rachel Rosenbach - One ls

a Twin to the Other, 2OO1,2011,
digit6lna tla( / digital print, 10O x 70 cm1lI lZa'ia' l-2 / 2r'o1 lf



Batbcla GerZov.i: Signot1ryje va5 dlhodoby autorsky projekt, kto-
ty realizujete od roku 1999 v rOznych medialnych podobach od
kresby, grafiky, paftitury cez objekty a inStalacie aZpo projekt digi-
talnejarchitekt0ry Muzeum suCosneho umenio v signoture (2003)
a v roku 2009 dokonca 3D virtualnej reality muzea. pri interpretacii
jednotlivych prac tohto projektu sa casto zdOraznujI dva aspekty.

Jeden suvisiso signat[rrou ako symbolom, ak ho citame v zloZitom
kontexte filozofie )azyka (Ludwig Wittgenstein, .Jacques Derida)
a idey smrti autora (Roland Barthes, Michel Foucault). Druhy s[-
vlsi s historiou samotnej signatury, ktora odkazuje na va5 rodinny
kontext, pretoZe vychodiskom celeho projektu je podpis vaSho
prediasne zosnuleho otca (1981), ktory ste si privlastnili a pre-
transformovali ho do vlastnej autorskej signatury. Na vystave sme
sa zamerali prave na tento aspekt cyklu a prezentujeme genezu
va5ho podpisu od originalnej signat[ry v55ho otca z roku 1971
cez va5 podpis z rokov 1985 a i998, kedy sa jeho forma vykryS-
talizovala do dneSnej podoby. pre gendrov[r interpretaciu tychto
prac je kl'[cova postava otca. Skutoinost, Ze ste si privlastnili jeho
podpis, by sme mohli citat ako isty spOsob vyrovnavania sa s jeho
predcasnou smrtou. Ked' zomrel, mali ste len osemnast rokov.
V tomto kontexte sa zda loqicke, Ze vam mohlo ist o symbolicke
vyjadrenie kontinuity. Nakoniec sam o tom piSete: ,je to mOj pod-
pis - mo;a signatura, ktora ma uZ viac ako 50 rokov, pretoZe som
ju zdedil - prevzal, privlastnil od svojho otca."r Na druhej strane
samotny akt privlastnenia nemusi byt spajany len s pozitivnou
ptedstavou syna ako pokracovatela rodu, ktory nieeo zdedil a pre-
vzal, ale a] s opacnymi asociaciami, ak zdlrazn(me akt privlastnia,
zmocnenia sa nrecoho, co patrilo inej osobe a bolo spolene s jej
identitou. Napriek tomu, Ze neskOr; koncom 90. rokov, ziskal pro-
jekt Srgnclury umelecku autonomiu, mohli by sme vd'aka autobio-
grafickym crtam a odkazu na historiu vaSej rodiny o nom uvaZovat
aj v kontexte gendroveho umenia? Bola by pre vas interpretacia
cez rodovu optiku relevantna? StotoZnujete sa s iou?

Michal Murin: Trochu som zaskoienrf negativnou interprt,
tiiciou, akf ste vtiahli. Pri anot5ci5ch projektu Signotur y

uvSdzam tuto rodinnu gendzu signatury dokonca 3 genc
riicie dozadu a pouZil som tzv. kunsthistorickd slovo prr
vlastnenie - apropriScia, pretoie sa pohybujeme v tomrr
odbore. Samozrejme, v beZnom iivot by som skdr povt.
dal ,,napodobnenie podpisu ako pocta, meditiicia, poz;r
stavenie sa." lste v5m neu5lo, ie moje meno je totoinr
s menom m6jho otca, takZe to ch6pem skOr ako odovzda
nie mena a n5sledne moje dodatoin6 vyslovenie sfhlasr
pouiitim jeho podpisu v rokoch 1981 - 1997 prileiitostn,
a hlavne po roku 2OOO ui natrvalo. Mne ost6vaju len fakt1,
a tie opiit' uvediem. Ako kaid6mu, aj mne otec podpisov.ri
iiacku kniiku a vel'mi sa mi pdtil jeho podpis. Nedok5z.rt
som ho napodobnit', sfalSovat', ale pisaval a skriSal sofft sr

ho. Pamiit5m sa, ako sme sa o jeho podpise rozpr5vali, al<r,

mi vysvetlbval, ktorii iast' to znamend a preio vedie linl<rr
prSve tak, ako ju vedie. Tiei ma upozornil na podpis svojho
otca, ktori pouiival podobn6 gesto. To sa mi vrylo do pa
mdti, ostalo mi to tam tak, ako mipo iom ostalidokumen
ty a piir nim signovan'1ich knih, kde svoj podpis pouiil ako
ex libris. Prvikriit som pouZiljeho podpis ityri roky po jeho
smrti na jeden dokument, ktonf som v tom iase povaio
val za doleiitrf, kvdli ktor6mu som na prvikrat neuspel n.r

Stiitniciach. Bol to manifest mojej tvorby - ktonfm som u/
v roku 1985 definoval svoju umelecku stratdgiu - odtial' jc
teda aj podpis prezentovan'f na vistave v Nitre. Vtedy sonr
to bral ako spomienku na neho, v podstate mi po otcovr
nezostalo nii, len ten podpis - a tak som to bral ako rea
lizovanie modlitby za neho, vzdanie ucty zakaidfm, kerl'
som ten podpis pouiil. Pouiitie jeho podpisu by som cha
pal sk6r ako rituiil prechodu do dospelosti. Ovel'a viac sonr
ten podpis zatal pouiivat' ai vtedy, ked'som musel tas



tejiie podpisovat' ,,uradn6 listiny" ako zamestnanec istei
banky a riaditel'dnes uZ neexistuiricej Gal6rie Slovenskei
sporitel'ne. Ten podpis sa mi modifikoval, ked?e ho dnes
pouZivam iastejiie. M6j podpis nie ie k6piou otcovho pod-

pisu, tak ako otcov podpis nebol k6piou podpisu jeho otca,
v ktorom nachSdzam tiei podobn6 ziikladn6 gesto. Ak ste
pozorne titali desiatky str5n, ktor6 som o tomto proiekte
uverejnil, uriite v5m neuilo, ie gendrovu a rodovri proble-
matiku tam m6iete odsledovaf, explicitne iu ai uvadzam.
MOZem povedat', Ze rovnako ako ma oiarila otcova signa-
tfra, dostali ma k umeniu s vel'kou pravdepodobnos{ou aj
jeho olejomalby, ktor6 som vidaval v pivnici.

Murin, Michal: SIGNATURE LABORAIORI rukopis umelcovho textu.

t;rbora GerZova: Srgnolures is your long tttne atttst's ptoject

'lrrclr you have been realLzrng since 1999 in various media fotms

onr drawing, qiaplric, scotes via instal al.ions to l.he diqrtal arctri-

'r lure prolect Museunt of corttettpororY ort trt srgnolurc (2003)

td in 2OO9 even throuqh 3D virtual reality of a rnuseunr. Duttng

rlr:rpretation of tlre indivrdual works in lhts prolect two aspects

rl often errph.-lsized. One is related lo tlre siqnature as to a synr

rrl, rf we recrd rt in the cornplex context of the philosoplry of

lrqu.!le (Ludwiq Wittge nstein, JacqLtes Derrrda) and tlre idea of

,',tlh of the ,rutlror (Roland Battlres, Michel Foucaull) The other

,lc is relaled to lhe history of tlre stgnature rtself, whtch tefets

rr/our far'nily context because lhe b.-lse of ttre whole project is

,,iqn,-tture of your lal.her, who died ptematutely (1981), wlr clr

)l -p[)roprtatecl ald tr;,tnslotnre-'.] into yctut owll aulhorial siqna

r e. At lhc.: exlribition we focus otr lhrs aspecl of tlle cycle aircl we:

lscnl the qcnests of your siqtratute ftom tlre orrqlnal signatute

I yoLrr father fronr .1971 throuqlr your slqrr.llute ftottl 1985 and

)()8, wher its lornr cryslallrzed into tlre present lornr. Tlre key

point for qendet inletprelal.iott of these wotl<s is the fiqure of tlre

father. lhe facl lhat you have appropriated his signatute we could

read,:s.r cetldin way of coping witlr lris prettralute dealh because

when tre died you wete only eiglrteen years old. lrr lhis context

it seenrs loqic.:l lhat you rnrqht lrave wanted to express conttnu-

ity in a syrnbolic way. After all, yott yourself write tlre followinq

about it, "lt is my signatire that ts rTrore tlratr 50 years old becalse

lrnlreriled it adopted il, approprialed il ltottr tlry lathet"r. On lhe

olher lrand, the act of appropt atetress itself cJoes trol need to be

related only to a posttive nottotl ola sotrJs J succcssut itr lirreaqe

wlro inhetited and adopted sonrel.hinq, but also wil.h oppostte as

sociatrons if we stress the act of appropti,:teness, qettinq bold of

sonrething that belonqed to anothet person and was cclrnected

with the idenlil.y of tlral petsorr Despite lhe facl l.hat later, by the

end of the 1990s, the Signolures ptolect acquired ils artistic au-

lonorny, autobioqraphical leatures and a teletetrce lo tlre hrstory

of your famrly could entitle us to think about rt also in the context

of qender art. Would an tntetprelaliotr througlr the gender optics

Lre ic'levant for you? Would you identify wtth iti
Michal Murin: I am a little bit taken by surprise with the
negative interpretation you came up with. When writing
annotations to the proiecl Signotures I describe this fam-
ily genesis of the signature even 3 generations backwards

and I used the so-called art historian's word appropriate-
ness - appropriation because we are operating in this field.
of course, in everyday life I would call it rather "imitation
of a signature as an honor, meditation, pausing to contem-
plate". I am sure you have noticed my name is identical
with the name of my father, so I understand it rather as

him passing a name on to me and later my subsequent ex-
pression of approval by means of using his signature in the
period between 1981 and t 997 occasionally and after 2OOO

permanently. I am left only with facts and these I will bring
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up again. As to everybody, even to me my father signed my
pupil's booklet and I liked his signature a lot. I was not able
to imitate it, counterfeit it, but I used to write it, trying.
I remember the two of us talking about his signature when
he was explaining to me which part meant what and why
he led the line the way he led it. He also drew my atten-
tion to the signature of his father who used a similar mo-
tion. That got engraved into my memory, it stayed there
in the same way documents and a few books signed by
him, when he used his signature as Ex libris, were left to
me. For the first time, I used his signature four years after
his death to sign one document that I considered impor-
tant at that time, due to which I did not pass my state ex-
ams at the first attempt - it was a manifesto of my work
- in which I defined my artistic strategy, already in 1985
- thus, from there also the signature exhibited at the ex-
hibition in Nitra is. At that time, I took it as a memory of
him. tn fact, I was not left with anything that would be-
long to my father, only with the signature - and so I took
it as a realization of a prayer for him, paying homage to
him every time I used it. The use of his signature I would
rather understand as a transitional ritual of my own transi-
tion into adulthood. More frequently, I began using that
signature only when I had to sign "official documents"
more often as an employee of a certain bank and a man-
ager of these days already non-existent Gallery of the
Slovak Savings Bank. I have modified that signature be-
cause I use it more often these days. My signature is not
a copy of my father's signature in the same way his was
not a copy of his father's signature, in which I can also find
a similar basic motion. lf you have read the tens of pages,
which I have written about this project, attentively, you have
noticed you could follow the gender issue there. I speak

about it explicitly as well. I can say that in the same way
my father's signature enchanted me, I was likewise, with
high probability, brought to art by his oil paintings whiclr,
I used to admire in the beerhouse.

lMurin, Mrchal: SIGNATURE LABORATORI artist's manusclpt texl

I
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I'odpis Michala Murina, mojho otca z roku 1971 a moie podpisy z rokov 1985 a 1998 / Michal Murin's Signature, My Father's

,ignature from 1971 and My Signatures from 1985 and 1994 digit5lna tlaa / digital Print, 100 x 140 cm
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