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Barbora Gerzovd: Autorsky projekt Rachel Rosenbach je speificky; ro-
dovo orientovany projekt. Rachel Rosenbach je fiktivna postava, je to
vase zenskeé alter ego. Prezentujete ju ako ferinistick vytvarnicku, kto-
rej existenciu potvrdzujete vytvorenim jej profilu na funkénej interne-
tovej umeleckej databdze (wwwartfacts.net). V jej mene ste vytvorili
niekolko diel a urobili ste s fou gj fiktivny rozhovor, ktory bol uverejneny
v Casopise Dart. Na prvy pohlad by sa mohlo zdat, 7e ide o modelovy
priklad rodovo citlivého autorského projektu, ktory reflektuje vztah me-
dzi muzskou a zenskou identitou vo vseobecnosti, ale aj medzi muz-
skym a zenskym elementom, ktory je v kazdom z nés. Tato interpretd-
cia rodovo citliveho pristupu vsak v istom momente zlyhava. V zavere
rozhovoru v Darte nechate Rachel Rosenbachowvy, fiktivnu feministicky
autorku, ktoru ste stvorili, zomriet. Je to velmi silny motiy, ktory skor ako
na rodovo citlivy pristup k zendm odkazuje na typicky muzské stratégie
ako je tizba po moci spdjand s oviddanim iného. Myslim si, ze je legitim-
ne, ak sa v tejto stvislosti opytam, ¢i zrodenim a smirtou autorky — femi-
nistky, aj napriek tomu, ze je to vase Zenské alter ego, neriesite viac vase
vlastné ego autora - umelca, nez prejavujete senzitivnost voci zendm?
Co ste sledovali tym, ze ste Rachel Rosenbach stvorili a nechali zomriet?
Myslite si, ze napriek mojim pozndmkam mozeme vas projekt citat
v kontexte gendrového umeniar Ak nie, ako inak by sme ho mali ¢itat?
Michal Murin: V roku 1998 som realizoval performanciu
Zdravotni potize, diéty a cviceni performerd v Brne a v Roxy
v Prahe. Rachel poslala len text, preéital som ho, a divaci,
hlavne teda damy, sa dozvedeli, aké ma Rachel problémy
s antikoncepciou, aké su vedlIajsie ucinky réznych druhov an-
tikoncepcie. Bolo to prezentované s laskavym introvertnym
humorom. Hovorim o tom preto, lebo pri ¢itani poslednej
Casti fiktivneho rozhovoru, uverejneného v Darte a reprodu-
kovaného v katalogu a na vystave, vas napadlo, Ze projekt
zlyhal. Ale podla mna jediné, v ¢om zlyhava je fakt, ie Ra-
chel Rosenbachova nemala menstruaciu a nemohla otehot-
niet. Napisanim a uverejnenim faktov sa Rachel vytratila,
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zaniklo jej ego, rozplynula sa. Akt jej smrti je chapany tak,
Ze odhalenim jej identity preberam spitne zodpovednost za
jej existenciu a jej Zensku skuasenost (vlastne je to moja sku-
senost, ak dovolite). Jej osoba ako taka, sa navidy stelesni
vo mne. Kym pred zverejnenim jej identity boli reakcie na
nu pozitivne, po zverejneni informacie, ze som to vlastne ja,
nechali Rachel zomriet ini, pretoze ich tato postava prestala
redlne zaujimat. V désledku odhalenia a skuto¢nosti, ie to
nie je Ziadna Ameri¢anka, sa vytratil zaujem, ¢o je na Slo-
vensku pochopitelné. Niektori sa na mia nahnevali, pretoie
predo mnou privelmi vyzdvihli jej kvality, vysvetlovali mi,
aka je Rachel vyznamna osobnost v kontexte umenia, ako
dobre pise, a potom ostali zaskoéeni. Podotykam, 7e po zve
rejneni Rachelinho pribehu nebola jej tvorba podchytena
nenastal Ziaden zvysSeny zaujem o jej tvorbu, ziadny kura
tor neprejavil zaujem o takto postaveny problém rodovéhc
umenia, nepodujal sa realizovat samostatnu vystavu kvaz
mitvej Rachel Rosenbachovej a rovnako absentoval zaujen
poziadat ma, ako jej tvorcu, o realizaciu takejto vystav
Takze neviem, kto ju vlastne viac ,zabil”, i ja, alebo nas:
prostredie. Ona asi Zije dalej podl'a mojich moinosti. Rach¢
sa zmenila na opatrovatelku a predmetom jej zaujmu s
stal Milan Adamciak. Jej meno je uvadzané na cédeckac
a plagatoch, je uvedena ako podporovatelka vystav (nap
Milana Adamciaka v Tranzite, 2009), vystupuje na vernis:
zach (v Banskej Bystrici, 2009), ¢asti projektu Rachel Rosei
bach postupili do sirsieho vyberu medzi diela nominovar
na vystavu Gender Check vo Viedni, ale zial sa tam nedost:
la. Jedného dna sa Rachel Rosenbachova do¢ka aj malej m
nografie. Poznam velké mnozstvo gendrovo orientovany:
diel a myslim si, Ze tento projekt je vskutku ojedinely. Po 1
rokoch existencie projektu som ho zverejnil (a tym prips
vil vraidu autorky, pretoze som odhalil, Ze som to vlast:



ja) a 10 rokov po jeho zverejneni nadalej funguje. Fiktivny
rozhovor v Darte musel mat nejaku fabulaciu a to, ako je
pisany, je sucastou projektu. Skutoénost, ie ste pri jej €i-

1i upadli do reality a formulujete jednostranné zavery, mi

inasa dodatocnu satisfakciu. Ak by som Rachel skutocne

bil, neponukol by som vam predsa zverejnenie tohto pro-
itu a oZivenie Rachel na vasej vystave, aj ked' si myslim,
mala byt na vystave Inter-view 1. Z rovnakého dévodu by

»m ju predsa neuvadzal ako dondtora projektov tam, kde

uviest m6Zem, a tym by som ju neustale nepripominal.

ojekt vyvolava aj po takmer 20 rokoch od svojho vzniku

-ustaly zaujem predovsetkym mladej generacie. Cim viac
) dostava do povedomia, tym viac tento projekt puta na
:ba pozornost svojim nadhladom.

0Od 90. rokav 20. storocia sa popri pojmoch feminizmus a femi-
lické umenie zacal pouzivat pojem rodove (gendrové) umenie, pod
1y sa dd zahrut rovnako tvorba zien ako aj muzov, ktor reflektujti ro-
ve otdzky. V nasom prostredi sa s pojmom rodove umenie vacsinou

Jja specifickd tvorba muzov odzrkadlujica sexudlinu orientaciu (que-

). Nermohli by sme optiku rodu uplatnit aj vseobecnejsie, pri dielach

nelcov, ktorf pracuju s témami spojenymi s telesnostou, sexualitou,

ntitou, vztahmi, rodinou, alebo rodovymi stereotypmi? Vychadzam

skutocnosti, ze pokial Zena — autorka pracuje s identickymi témami, je
| lakto orientovana tvorba ¢asto interpretovand v kontexte feminizmu,
cloze ide o klucove problemy, ktoré reflektuje feministickd tedria.

. M.: Zacitujem z dennej tlace, ktorG mam prave teraz
red sebou na stole: ,Harvardsky psycholég Steven Pinker
1apisal knihu o tom, Ze vdaka vzdelaniu, Zurnalizmu, de-
episectvu, vede a feminizmu Zijeme v bezpec¢nom svete
1 podla vietkych moznych kritérii si Zeny menej agresivne
ohlavie.” Na inom mieste si pre¢itate, Ze muZi ida radi na
rtcovsku dovolenku, inde zasa, Ze bol prijaty zakon strie-
lavého rodi¢ovstva po rozvode manzelov. Ze sa ui nefaj-

¢i v kancelariach a budovach, ie fajciar/fajciarka uz nie je
dominantnou postavou v spolocnosti len na zaklade toho,
Ze fajci a Zie takato prezentacia ega je ui pasé a vyvolava
dsmev. Uz ani filmovy hrdina nefaj¢i. V Taliansku su tridsiat-
nici stdle doma v mamickinej kuchyni a taliansky parlament
zamysla zdanit ich vy3Sou sadzbou a my sa pytame, kde
sa podel tridsiatnik z Pasoliniho filmov. Nie je svet iny bez
ohl'adu na umenie? Toto sa musi odzrkadlit aj v umeni. Teda
Ze umelci tvoria nezdvisle od feministickych tedrii, ktoré uz
maju nové upgrady v postfeministickych stratégiach. v case,
kedy som robil diela, ktoré dnes mézieme zahfnat do ka-
tegorie rodového umenia, sa takto neinterpretovali - skér
cez prizmu psychoanalytickej teérie umenia (Freud, Lacan).
Ako 19-ro¢ny som sa obliekal do dedkovych Siat a chodil
som takto po horach na Slovensku (ako akcia), v roku 1993
som si obliekol svadobné saty - kroj svojej babky (po se-
demdesiatich rokoch od ich prvého poutzitia), a tymto som
sa, jej opat priblizil. Cast odevu som si obliekol obratene,
ako obrateny rod. Fotograficka akcia ma nazvov Sorry, Oma.
Koncom osemdesiatych rokov, este s experimentalnym su-
borom Balvan, sme riesili témy transformdcie sexuality, po-
lysexuality, zmeny rodovej prislusnosti, premeny muiského
spravania sa u muZa na zSenstilé ai Zenské spravanie sa,
a naopak, premenu Zenského spravania sa na vyrazne mas-
kulinne, netolerantné a agresivne - konkrétne na vernisazi
Luba Stacha v oktébri 1989. Dnes o feministickej a rodovej
problematike vieme z teoretickych textov a publikacii dost.
Existuja viak aj diela, ktoré by sme mohli zahrnat do rodo-
vého umenia hoci vznikli skér, ako boli u nas uverejnené
prvé teoretické texty o feminizme.

B. G.: V tvorbe muzov umelcov sa v stcasnosti objavuju velmi osobné
témy a to nielen telo, telesnost, sexualita a identita, ale aj praca s pama-
fou rodiny, reflektovanie vztahu k matke a otcovi, viastnému rodicov-



stvu a dokonca empatické vnimanie pozicie Zien v spolocnosti a rodine
a kriticke ¢itanie rodovych stereotypov. Mohli by sme vacsiu citlivost na
tieto témy v tvorbe muzov umelcov dat do stvislosti s existujticim femi-
nistickym diskurzom? Alebo by sme mohli skor povedat, ze tieto témy
boli v tvorbe muzov autorov vzdy prirodzene pritormné a feministickd
tedria ich nijakym zasadnym sposobom neovplyvnila?

M. M.: Do velkej miery tu zohrava svoju Glohu aj médnost témy,
zaujem teoretikov byt na tejto vine a usporiadat takéto vystavy,
a tym zviditelfiovat diela z ateliérov umelcov v intenciach tych-
to tém. To podporuje aj umelcov, aby sa do takejto témy pustali,
pretoie citia, Ze tato téma je na vine dina. Samozrejme, ze vel-
ka dlohu zohravaju média, ktoré, ako vidime, aj homosexuali-
tu priblizili divakovi ako neskodnu zaleizitost, ktord spolo¢nost
akceptuje, teda az na Duhovy pochod. Niektoré moje projek-
ty este spred roka 1989 vysli z Freuda a polysexualita, rodova
transformacia boli pritomné uz vo vystapeniach Balvanu, v ui
spomenutom predstaveni na vernisazi Luba Stacha na Fakulte
architektury (oktober 1989). V katalogu Festivalu intermedi-
dlnej tvorby (1991) je na titulnej stranke dokonca reprodukcia
z predstavenia Balvanu - vztah dvoch muzov. V multimedidlnej
performancii New Slovak Radical CensorSHIT je prerod vodcu
a diktatora v Zenu, vztah dominantného muia, ktory ked' odhali
svoje vnutro, ukaze svoje Zenské stranky aj zensku fyziogno-
miu. Tato performancia je z cyklu Meciarov portrét. Priznavam,
e niektoré moje neskorsie diela su reakciou na pozitivnu dis-
kriminaciu - teda zvyhodiiovanie témy feminizmus a gender na
ukor inych tém v ramci umenia. Zatial ¢o umelci 60. rokov ne-
mali zo svojho detstva ani fotografie, mladsie generacie maja
z detstva ciernobiele fotografie, neskér diapozitivy, farebné fo-
tografie, farebné 8 mm filmy a dnesna generacia ui ma detstvo
zadokumentované na videach. Existencia tohto faktu vplyva aj
na zber materidlu a nasledne produkciu diel o rodine, Zivotnom
priestore, genealogickom subjektivizne o spomienkach na det-
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stvo a pribuznych a podobne. Uz od 60. rokov mézeme odsled

vat diela umelcov, ktoré vykazuji znamky rodu a zalezi len |
tom, ako sa to odhodlame interpretovat. Umenie ako kontal:

a komunikacie, ktoré realizoval Mlynarcik, alebo Adamciako

experimentdlna poézia, ktora je ovplyvnena lokalnym foll
rom s rodinnou tradiciou vysiviek a ¢ipiek jeho matky. Silné v
by na rodicov a matku odkryva vo svojej tvorbe aj Stano Fill«
Myslim si, Ze umelcom je jedno, resp. malo by im byt jedn
ako to hodnoti histéria a tedria umenia, pretoze umelec rea
zuje svoj program, ak teda neriesi problém kritiky umenia al
svoj umelecky vyskum. Osobne by ma najviac zaujimala an
lyza, ako by sa vyvijala téma rodu na Slovensku, nebyt realn
financnej podpory vystupov zo strany zahraniénych nadacii, ci
sa vlastne zaostruje na tato tému z dévodu finanéného zab:

pecenia projektoy, a to hlavne v 90. rokoch.

Barbora Gerzova: The artist's project Rachel Rosenbach is
cific, gender oriented project. Rachel Rosenbach is a fictiv
it is your female alter ago. You present her as a feminist

artist whose existence you confirm by means of having «
a profile for herin a functional Internet art database (ww:
net). Under her name you have created several works of
you also made a fictive interview with her which was pul
in the Dart magazine. At first sight it might seem to be a «
a model example of a gender sensitive artist’s project wh
flects a relation between male and female identity in gei
also between the male and female element which is in al
However, this interpretation of a gender sensitive app

at a certain moment. In the conclusion of the interview
you let Mrs. Rachel Rosenbach, a fictive feminist female a
created, die. It is a very strong motive which refers rather
typical masculine strategies, like the desire for power con
with domination over another person, than to a gender



oach to women. | think in this connection it is legitimate for me
k if through the birth and death of the authoress - a female
inist, despite the fact that she is your female alter ago, you do
leal more with your own ego as a male author - artist than you
ress your sensitivity towards women? What was your intention
lle creating Rachel Rosenbach and letting her die? Do you think
Lin spite of my remarks we can read your project in the context
jender art? If not, in which other way should we read it?
Michal Murin: In 1998 I realized a performance Health Trou-
les, Diets And Exercises of Performers in Brno and at Roxy
1 Prague. Rachel sent only her text, | read it and viewers,
bove all ladies, learnt about the problems Rachel had with
ontraceptives, what the side effects of various kinds of con-
raceptives were and it was presented with a kind introvert-
:d humor. | speak about this just because while reading the
ast part of the fictive interview published in Dart and repro-
luced 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
menstruate 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, | 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 | 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. | 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 quasi dead Rachel Rosenbach
and, at the same time, there was no interest in asking me as
a creator of Rachel to present such an exhibition. So 1 do not
know who “killed” Rachel more - if | or our environment.
She probably lives on, within my limits. Rachel turned into
a caretaker and Milan Adamciak became a subject of her in-
terest. Her name is mentioned on CDs, posters, she is listed
as a sponsor of exhibitions (e.g. Milan Adamciak’s in Tran-
zit, 2009), she takes part in exhibition openings (in Banska
Bystrica, 2009), 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.
1 know a large number of gender oriented works and I think
this project is really unique. After 10 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 10
years after its publication it still works. A fictive interview in
Dart 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 additional satisfaction. Had I really killed Rachel, | 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 Inter-view I. For that




tema:

same reason, | would not have mentioned her as a spon-
sor of projects in which I can mention her, and thus | would
not keep reminding 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 it receives thanks to its detached view.

B. G.: Since the 1990s a term gender art has been used, along with
the terms feminism and feminist art. In this term we can include
work of both Wwomen and men who reflect gender questions. In
our environment, a specific work of men that reflects sexual ori-
entation (queer) is mostly connected to gender art. Could not we
apply the optics of gender also more generally to works of artists
who work with the themes related to corporeality, sexuality, identi-
ty, relations, family or gender stereotypes? I come out from the fact
that if a wornan — female artist works with identical themes, her
thus oriented Work is often interpreted in the context of feminism
because these are key problems reflected in the feminist theory.
M. M.: 1 will Qquote from the daily press, which I have in
front of me on the desk right now, “a Harvard psycholo-
gist Steven Pinker wrote a book on the fact that thanks to
education, journalism, historiography, science and feminism
we live in a safe world and in accordance with all possible
criteria, women are the less aggressive sex.” In another
place you will read that men like to be on maternity leave,
somewhere €lse that a law has been adopted that will al-
low alternating parenthood after divorce. That smokers are
no longer allowed to smoke in offices and buildings, that
a male/female 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 passé and calls for
a smile. A film hero does not smoke any longer either. In
Italy, thirty year olds are still at home in their mom’s kit-
chen and the Italian parliament plans to ask them for higher
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taxes and we keep asking where the thirty year old from
Pasolini’s movies went. Is not the world different, regard-
less art? This must get reflected in art as well. 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 | 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. | put one part of the cos-
tume the other way round, like an opposite gender, it was
the photo event called Sorry, Oma. By the end of the 1980s,
still with the experimental group called Balvan 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-
ever, there are also works of art we could include into gen
der art that were emerging even before the first theoretical
texts on feminism had been published in our country.

B. G.: Very personal themes appear in the work of male artis!
these days. These are not only the body, corporeality, sexuality a
identity but also the work with family memory, reflecting relatio
ship to one’s mother and father, the author’s own parenthood ai
even emphatic perception of the position of women in society ai



imily and critical reading of gender stereotypes. Could we put the
jreater sensitivity to these themes in the work of male artists into
1 connection with the existing feminist discourse? Or could we
ither say that these themes have always been naturally present
the work of male artists and the feminist theory has not influ-
nced 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 Rainbow March.
some of my projects produced before 1989 came from
Freud and poly-sexuality, transformation of sexes, were
present even in the Balvan performances, the already men-
tioned performance at Lubo Stacho’s exhibition opening at
the Faculty of Architecture (October 1989), in the catalogue
of Festival of Intermedia Production, 1991) there is even a
reproduction of the Balvan performance on the front page
- relationship of two men. In a multimedia performance
New Slovak Radical CensorSHIT 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 Meciar’s Portrait. | 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. It only depends on our way of interpretation. Art
as contacts and communication the way Mlynarcik realized
it, or Adamc¢iak’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 research. | 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 enjoy, especially in the
1990s.
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Rachel Rosenbach
idskym Zivo-

Michal Murin: Ako by si charak-
terizovala svoje pdsobenie
na Slovensku?

Rachel Rosenbach: Do Eurdpy

som prisla hlavne z impulzov

feministicky orientovanych
autoriek. Vo vychodnej Eu-
répe neexistovalo Ziadne vy-
razné feministické hnutie

v umeni, a tak niektoré na-

décie poskytli hlavne financ-

né moznosti na jeho ,umelé
formovanie”. Ani po dlhoro¢-
nom produkovani vystupov

(knihy, Zasopisy alebo vysta-

vy) 3irdia verejnost tito ume-

lo implantovant problemati-
ku neprijala. Podla mdjho
skromného nézoru autorky
sice vnimaju veci zensky, te-
da feminne, ale rozhodne
nie feministicky (asi

Annu Daudikovt) a to je do-

st podstatny rozdiel. Na tom

to postoji som vlastne posta-

vila svoj pobyt, ktory mi

ulahtila chaba znalost slove-

néiny, pretoze moja babitka
odtialto emigrovala.

M. M.: Znamena to teda, Ze

si sa nesnatila vojst

do feministickych
Struktar a do ich
medidlnych pre-
zentacii?
R. R.: Presne
tak. Nadla som
si sposob vy-
jadrovania a ko-
munikécie s tymto
prostredim tak, aby
som nikoho svojimi
nazormi nezrafiova-
la, maskulinne som nevstu-
povala do médii, neexpo-
novala som sa a v tom je
moja zenskost. V mojich die-
lach je istd introvertna zama-
tovost, jemny pévab humoru,
krehkost vypovede. Myslim,
#e ako priklad posluzi prepa-
rovanie klavira perfektne
ustlanymi perinami na vysta-
ve Piano Hotel. Chcela som,
aby typicky Zenska préca, a ja
ju mam nesmierne rada, ako
je ustielanie postele, bola

v kombindcii s jednou z naj-

vddsich postdv umenia 20.

storodia. John Cage v tridsia-

tych rokoch velmi prirodzene
vyplnil struny klavira, aby zis-
kal bici ndstroj. Jeho inter-
preti uz pévab preparovania

k TE ”H Nie som len Zena

a

nahradili smrtelnou véino-
stou a ja som preparovanim
perinami tomu vrétila nezno-
st, hebkost, mékkost, presne
v duchu Cageovho Gsmevu.
A to nehovorim o akustickej
kvalite objektu. Ale na druhej
strane si myslim, Ze tento
objekt vébec nepotrebuje
verbélnu interpretaciu. Ob-
dobne ako husle z pernika,
ktoré som urobila pre festi
val String them up v Ber-
line, ktoré sa sice nevydrazili,
ale nakoniec sa v prijemne;j
atmosfére na derniére zjedli.
M. M.: Robi3 réznorodé projekty
a dokonca poutivas v tvorbe
pseudonym. Poznédme ho?
R. R.: Pouzivam jediny pseudo-
nym, Michal Murin. Ale mia
by na oplatku zaujimalo, ako
si pridiel ty k svojmu pseudo-
nymu Rachel Rosenbach?
M. M.: V istej velmi 3pecifickej
skupine mojich performance
uz viac ako 12 rokov expo-
nujem otadzky neurcitosti po-
hlavia. Ci to bolo v perfor-
mance na vernisZi Luba
Stacha (1989), v teatralizo-
vanom performance Alde
chomdt so skupinou Bal-
van, v asexudlnom herma-
froditovi v Tanci hypochondra
(1991), v nepohlavnych ba-
rokovych anjeloch, demas-
kulinizovanych  postavach
intuitivnej individuélnej rusti-
kality (1993 - 95) a podob-
ne. Myslim, Ze v mojich per-

formance pdsobim skor ¢
xudlne, nema to byt si
alebo zosmiednenie jedn(
z pélov. Je to dané aj tyn
Lpribeh” mé otvoreny
niec, zdmerne absentuje
inta, vyvrcholenie.

R. R.: Vo svojich performar

tasto poutivad feminir
orientovanti naréciu, op
jed zenskymi Satami, pe
vas Zenské gestd.

M. M.: Opakujem, ,moje ¢

(v performance) nie st p
diou, nie su transvestit
nie st sexudlne. Nimi n
tvaram ,posolstvo”
definujem, nerobim
nevediem vojnu medzi
hlaviami. Skér by som pc
dal, ze kreujem poten
pre individuélne interpret
né vychodiskd. Napril
v roku 1997 som v spriev
Jona Rosea robil akc
2Ité nohavice lepsie al
ské prsia?, kde v3etky rek
ty vratane kytice chryzan
vajeéného konaku a m
odevu boli zIté. Akcia vy
la velku diskusiu a diva
vestigativne zistovali 1
sexudlnu orientéciu. Al
$enie je pre miia moinc
noduché a moino zloz
najlepsie su Zenské

v Zltych nohaviciach.

ni¢

Spolu: Smiech.




| - Je SiSkia nevin-

), v ktorom re-

1 aktudlnu  politiku
Mdsiarov ~ portrét).

il som ho v prestiZznej
/latno Oko v Novom
na festivale akéného
Malamut v Ostrave
Transart Communi-

hlavnosti, ale aj po sub-erotic-
kych signéloch. Nastolené
otazky neriedim, expresivne
a ultimativne nekomentujem,
didakticky nepopisujem. Ku-
lantne a neurcito ich nazna-
Eujem, vesiam ich ,do vzdu-
chu” a chcem, aby sa vzna3ali.

ition v Nowych Zémkoch
995). V istej interpretainej
i performance sa z robust-
ho muZa stéva ,zvodnd
koketn&” Zena a performan-
> v jemnych gestach, vypo-
dnych skratkach bez velkej
pery” vyjadruje dvojpélovo-
v jednom, Ze aj ten ,naj-
i¢3i" mui méa v sebe nieco
:nské a naopak. Trans-
:rzéIne surfujem po transe-
ualite, polysexualite, obojpo-
lavnosti, respektive bezpo-

R. R.: Chce$ povedat, Ze tych

M.

performance je viac?

M.: Len v skratke. Zaver
performance Zemné divadlo
(1992), Sonda do Slovdkovej
duse v postave ,sexuédineho
devianta” ako obojpohlavny
hybrid oscilujici medzi tat-
kom Ubu a matkou Ubulou
(1993), Exkomunikdcia ego-
deistu (1994), Locunar LSSD
(1998), Model Zoe Muroe
(2000), alebo posledné ako
interpretacie mytov stredo-

americkych Indidnov podia
Levi Straussa v rdmci projek-
tu LENGOW & HE@'/RMEY®S.
Ale to este nie je Gplny vypo-
Cet.

R. R.: Raz si povedal, Ze keby

som neexistovala, musel by
si ma vymysliet. Ako si to
myslel?

M.: To som povedal Cse-
resovi. Spolu sme sa na tom
dobre bavili. S Tebou neboli
problémy ako s realnymi
Zenskymi autorkami, ani
osobne, ale hlavne ani inte-
lektudlne. Vykreoval som
z teba postavy, a to, ze Ta
Cseres oznadil za ,najzauji-
mavej3u slovensku autorku”
(nehovorime tu o nazore
inych, to preboha nie), je uz
uplne mimo mila. Aj to je
moino ddvod, preto fa uz
v sebe neunesiem.

R. R.: Ako to myslis?

M.

M.: Casto sme vystavovali
spolu a objekty, ktoré som
pripravil pod tvojim menom,
boli lepsie ako tie, ktoré som
prezentoval pod svojim me-

nom. Pri novych prezenta-
cidch ma zvazovala moja his-
téria performera a zvukovo
orientovaného tvorcu (so-
und artistu). Znenazdajky
a svieZo si pridla ty, nik nepo-
znal tvoje veci. Uviedol som
ta, zrealizoval som pod
tvojim menom niekolko ob-
jektov, in3taldcii, textov,
prednésok a samozrejme
mienkotvornych manipuléci.
Po istej odozve fa vytvarnici
a teoretici (nehovorim aZ tak

o Slovensku) chceli spoznat
a ja som ta musel ob&as ,ne-
chat odletiet do N.Y" Dostala
si dokonca ponuku na samo-
statnl vystavu a nedalo sa to
zabezpetit bez tvojej pritom-
nosti. Mailovd komunikécia
nepostacovala, chceli ta vi-
diet. Nakoniec sa to neusku-
to¢nilo. Dnes som sa rozho-
dol odkryt tvoj pévod.
Navy3e osem rokov tvorby
pre teba bolo dost, tvoja
daldia profildcia uz momen-
télne nie je v mojich dusev-
nych, Easovych, ale aj finan¢-
nych moznostiach. Nemam
tas za teba mysliet.

R.R.: LenZe ¢o ja teraz?
M. M.: Ako autorka, teraz zo-

mries. Ako hovori Foucault
v texte Qu'est ce qu'un au-
teur? ...za zrod Citatela sd
musi platit smrtou  autora.
Slubujem v3ak, 7e ti vydam
katalég a uz dnes viem, Ze
takto sa vratis.

R. R.: Aspofi Ze si mi dal zauji-

mavé meno.

M. M.: Je pravda, Ze tvoje meno

sa ujalo na prvy raz. Pre psy-
choanalyticky orientovanych
Citatelov prezradim, Ze to bo-
la kombinécia mien vyznam-
nej americkej performerky
a feministickej aktivistky Ra-
chel Rosenthal, nemeckej
videoumelkyne Ulriky Ro-
senbach, mojej prezyvky
Murin(schwarcz)stein a celt
energiu tomu dodavala, psy-
chologickou terminolégiou
a s nadhladom povedané,
moja projekcia a zhmotne-
nie animy vo mne do mena
a virtudlnej postavy Rachel.
Bez tvére.

R. R.: No sex?
M. M.: No sex. Only text.

Hie som len Zena TE HH dﬂr’t 4/ 2c00, 1-2 / 200l Rk

Rachel Rosenbach - jeden druhému
dvojca / Rachel Rosenbach - One Is

a Twin to the Other, 2001, 2011,
digitalna tlac¢ / digital print, 100 x 70 cm




MiCHAL MURIN

Barbora Gerzova: Signatury je vas dihodoby autorsky projekt, kto-
ry realizujete od roku 1999 v réznych medidlnych podobach od
kresby, grafiky, partitury cez objekty a instaldcie az po projekt digi-
talnej architektury Mdzeum sdcasného umenia v signature (2003)
a v roku 2009 dokonca 3D virtudlnej reality muzea. Pri interpretacii
jednotlivych prac tohto projektu sa ¢asto zdoraznuju dva aspekty.
Jeden suvisf so signaturou ako symbolom, ak ho ¢itame v zlozitom
kontexte filozofie jazyka (Ludwig Wittgenstein, Jacques Derrida)
a idey smrti autora (Roland Barthes, Michel Foucault). Druhy su-
visi s histériou samotnej signatury, ktord odkazuje na vas rodinny
kontext, pretoze vychodiskom celého projektu je podpis vasho
predcasne zosnulého otca (1981), ktory ste si priviastnili a pre-
transformovali ho do vlastnej autorskej signatury. Na vystave sme
sa zamerali prave na tento aspekt cyklu a prezentujerne genézu
vasho podpisu od originalnej signatury vasho otca z roku 1971
cez vas podpis z rokov 1985 a 1998, kedy sa jeho forma vykrys-
talizovala do dnesnej podoby. Pre gendrovi interpretaciu tychto
prac je klicova postava otca. Skutocnost, ze ste si priviastnili jeho
podpis, by sme mohli ¢itat ako isty sposob vyrovnavania sa s jeho
predcasnou smrtou. Ked zomrel, mali ste len osemnast rokov.
V tomto kontexte sa zd4 logické, ze vam mohlo ist o symbolické
vyjadrenie kontinuity. Nakoniec sém o tom pisete: ,Je to moj pod-
pis = moja signatura, ktord ma uz viac ako 50 rokov, pretoze som
ju zdedil - prevzal, privlastnil od svojho otca.”’ Na druhej strane
samotny akt priviastnenia nemusi byt spajany len s pozitivnou
predstavou syna ako pokracovatela rodu, ktory nieco zdedil a pre-
vzal, ale aj s opacnymi asocidciami, ak zdoraznime akt priviastnia,
zmocnenia sa niecoho, ¢o patrilo inej osobe a bolo spojené s jej
identitou. Napriek tomu, ze neskor, koncom 90. rokoy, ziskal pro-
jekt Signatdry umelecku autonémiu, mohli by sme vdaka autobio-
grafickym ¢rtdm a odkazu na histériu vasej rodiny o Aom uvazovat
3j v kontexte gendrového umenia? Bola by pre vds interpretacia
cez rodovu optiku relevantna? Stotozriujete sa s nou?

Michal Murin: Trochu som zaskoéeny negativnou interpr«
taciou, aka ste vtiahli. Pri anotaciach projektu Signatur
uvadzam tato rodinnd genézu signatary dokonca 3 genx«
racie dozadu a pouizil som tzv. kunsthistorické slovo pi
vlastnenie - apropridcia, pretoie sa pohybujeme v tomt
odbore. Samozrejme, v beinom Zivot by som skér pov«
dal ,,napodobnenie podpisu ako pocta, meditacia, poz:
stavenie sa.” Iste vdm neuslo, Ze moje meno je totoin
s menom mojho otca, takie to chapem skér ako odovzd:
nie mena a nasledne moje dodatocné vyslovenie sihlas
pouZitim jeho podpisu v rokoch 1981 - 1997 prileZitostn
a hlavne po roku 2000 uz natrvalo. Mne ostavaju len fakt
a tie opat uvediem. Ako kaidému, aj mne otec podpisov:
zZiacku knizku a velmi sa mi pacil jeho podpis. Nedokaz:
som ho napodobnit, sfalsovat, ale pisaval a skasal som

ho. Pama&tam sa, ako sme sa o jeho podpise rozpravali, ak
mi vysvetloval, ktora ¢ast ¢o znamena a preco vedie link
prave tak, ako ju vedie. Tiez ma upozornil na podpis svojh:
otca, ktory pouzival podobné gesto. To sa mi vrylo do p:
mati, ostalo mi to tam tak, ako mi po nom ostali dokumer
ty a par nim signovanych knih, kde svoj podpis pouiil ak
ex libris. Prvykrat som poutzil jeho podpis styri roky po jeh
smrti na jeden dokument, ktory som v tom ¢ase povaic
val za délezity, kvoli ktorému som na prvykrat neuspel n
Statniciach. Bol to manifest mojej tvorby - ktorym som u
v roku 1985 definoval svoju umelecka stratégiu - odtial j
teda aj podpis prezentovany na vystave v Nitre. Vtedy soi
to bral ako spomienku na neho, v podstate mi po otco\
nezostalo ni¢, len ten podpis - a tak som to bral ako re:
lizovanie modlitby za neho, vzdanie ucty zakaidym, ke«
som ten podpis poutzil. PouZzitie jeho podpisu by som cha
pal skor ako ritudl prechodu do dospelosti. Ovela viac sor
ten podpis zacal pouzivat az vtedy, ked som musel ¢as



tejsie podpisovat ,aradné listiny” ako zamestnanec istej
banky a riaditel dnes uz neexistujucej Galérie Slovenskej
sporitelne. Ten podpis sa mi modifikoval, kedZe ho dnes
pouiZivam éastejSie. Moj podpis nie je képiou otcovho pod-
pisu, tak ako otcov podpis nebol képiou podpisu jeho otca,
v ktorom nachadzam tiez podobné zakladné gesto. Ak ste
pozorne ¢&itali desiatky stran, ktoré som o tomto projekte
uverejnil, uréite vam neuslo, ze gendrovu a rodovu proble-
matiku tam méiete odsledovat, explicitne ju aj uvadzam.
Méiem povedat, ie rovnako ako ma ocarila otcova signa-
tura, dostali ma k umeniu s velkou pravdepodobnostou aj
jeho olejomalby, ktoré som vidaval v pivnici.

Murin, Michal: SIGNATURE LABORATORY, rukopis umelcovho textu.

sarbora Gerzova: Signatures is your long time artist's project
hich you have been realizing since 1999 in various media forms
)m drawing, graphic, scores via installations to the digital archi-
clure project Museum of contemporary art in signature (2003)
nd in 2009 even through 3D virtual reality of a museum. During
iterpretation of the individual works in this project two aspects
 often emphasized. One is related to the signature as to a sym-
if we read it in the complex context of the philosophy of
inguage (Ludwig Wittgenstein, Jacques Derrida) and the idea of
ath of the author (Roland Barthes, Michel Foucault). The other
ne is related to the history of the signature itself, which refers
) your family context because the base of the whole project is
signature of your father, who died prematurely (1981), which
u appropriated and transformed into your own authorial signa-
e. At the exhibition we focus on this aspect of the cycle and we
esent the genesis of your signature from the original signature
[ your father from 1971 through your signature from 1985 and
98, when its form crystallized into the present form. The key
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point for gender interpretation of these works is the figure of the
father. The fact that you have appropriated his signature we could
read as a certain way of coping with his premature death because
when he died you were only eighteen years old. In this context
it seems logical that you might have wanted to express continu-
ity in a symbolic way. After all, you yourself write the following
about it, “Itis my signature that is more than 50 years old because
I inherited it - adopted it, appropriated it from my father”. On the
other hand, the act of appropriateness itself does not need to be
related only to a positive notion of a son as a successor in lineage
who inherited and adopted something, but also with opposite as-
sociations if we stress the act of appropriateness, getting hold of
something that belonged to another person and was connected
with the identity of that person. Despite the fact that later, by the
end of the 1990s, the Signatures project acquired its artistic au-
tonomy, autobiographical features and a reference to the history
of your family could entitle us to think about it also in the context
of gender art. Would an interpretation through the gender optics
be relevant for you? Would you identify with it?

Michal Murin: 1 am a little bit taken by surprise with the
negative interpretation you came up with. When writing
annotations to the project Signatures | 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 | 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 | 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 1997 occasionally and after 2000
permanently. I am left only with facts and these I will bring




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, | 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 1 defined my artistic strategy, already in 1985
- thus, from there also the signature exhibited at the ex-
hibition in Nitra is. At that time, 1 took it as a memory of
him. In fact, | 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 | used it. The use of his signature | would
rather understand as a transitional ritual of my own transi-
tion into adulthood. More frequently, | began using that
signature only when 1 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. | have modified that signature be-
cause | 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. If you have read the tens of pages,
which1have written about this project, attentively, you have
noticed you could follow the gender issue there. I speak
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about it explicitly as well. I can say that in the same wa
my father’s signature enchanted me, 1 was likewise, wit!
high probability, brought to art by his oil paintings whicl
1 used to admire in the beerhouse.

"Murin, Michal: SIGNATURE LABORATORY, artist's manuscript tex
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Podpis Michala Murina, méjho otca z roku 1971 a moje podpisy z rokov 1985 a 1998 / Michal Murin’s Signature, My Father’s
ignature from 1971 and My Signatures from 1985 and 1998, digitalna tlac / digital print, 100 x 140 cm
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