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0 AUTOROVI

Milan Adamciak (*16. december 1946 - 116. ja-
nuar 2017) ukonéil konzervatérium v Ziline v odbore vio-
loncelo. Uvedomoval si svoje hracske kvality a inklinaciu
k muzikoldgii, a tak v roku 1968 zacal studovat hudobnu
vedu na Filozofickej fakulte UK v Bratislave. Pocas $tudia sa
zUcastnil vyhlasenej hladovky na pocest Jana Palacha vo
vestibule Univerzity Komenského v Bratislave spolu s dal-
simi 18 Studentmi. Bol spoluzakladatelom skladatelskej
skupiny DAD (1965), s Rébertom Cyprichom a Jozefom Re-
vallom zalozil hudobno-performacné zoskupenie Ensem-
ble Comp. (1967), s ktorym zorganizoval 1. vecer Novej
hudby (1969) v Ruzomberku, zicastnil sa Seminarov pre
Novu hudbu v Smoleniciach (1969, 1970) a realizoval hu-
dobny projekt Vodnd hudba (1970). Spolupraca s Alexom
Mlynér¢ikom ho uviedla na vytvarnu scénu, postupne par-
ticipoval na roznych akcidch a happeningoch.

Od roku 1972, este pocas Studia, pracoval v Ume-
novednom Ustave Slovenskej akadémie vied, kde pdsobil
do roku 1991 a venoval sa semiotike vztahu hudby a vy-
tvarného umenia. V roku 1974 ziskal dve Stipendid mesta
Darmstadt a DAAD zahriujuce Ucast na Medzinarodnych
letnych kurzoch pre Novi hudbu. Jeho profesionédlna mu-
zikologicka kariéra spocivala v desiatkach odbornych tex-
tov pre c¢asopisy a konferencie, vo vedeckej redakcii diela
Eugena Suchona Akordika od trojzvuku po dvandstzvuk
(1979), v praci pre Elektroakustické $tudio v Bratislave,
kde redakéne spracovaval portréty slovenskych skladate-
[ov. Sprevadzal Oliviera Messiaena na navsteve v Bratisla-
ve (1988) a zucastnil sa konferencie o Leosovi Janackovi
v Saint Louis (USA, 1988). Pedagogicky pésobil v Bratisla-
ve na Hudobnej fakulte VSMU (1977 - 1988), na katedre
hudobnej vedy FiF UK (1979 - 1988) a kratko aj na VSVU
(1991).

Vyznamny vplyv na Adamciakovu tvorbu mala
spolupraca s Juliusom Kollerom, ktory ho prizval k partici-
pacii na projekte fiktivnej Galérie Ganku a bol kurdtorom
jeho samostatnej vystavy (1985). Koller otvoril Adamcia-
kovi cestu na ikonicku vystavu objektov a instalacii Su-
terén (1989). V tom case uz existoval dokumentarny film
Samuela lvasku Sympdzium dria (1988) o Adamciakovom
nekonvencnom pristupe k hudbe, o jeho zaujme o netra-
di¢né a autorské zvukové objekty.

Adamciak bol pri zaloZeni prvého zdruzenia vy-
tvarnikov Gerulata a na Uvodnej vystave jeho ¢lenov uvie-
dol svoj subor Transmusic Comp. (1989). Spolu s Petrom
Machajdikom a Michalom Murinom zalozZili Spolo¢nost
pre nekonvenénud hudbu — SNEH (1990). Organizoval Fes-
tival intermediélnej tvorby — FIT v Bratislave (1991, 1992),
vystavu Interrooms pri prilezZitosti konferencie Vychod
- Zapad v Bardejovskych kupeloch a bol vicepreziden-
tom Eurépskeho kultdrneho klubu na Slovensku (1991 -
1992). Prispel k pozvaniu Johna Cagea na Slovensko a bol
kuratorom vystavy partitdr Johna Cagea v Slovenskej na-
rodnej galérii za jeho osobnej Gcasti (1992). V roku 1997
ziskal cenu Mimi a Leopolda Danihelsovcov za hudbu.

PrileZitostne pracoval v Slovenskej hudobnej asociacii, na
Klastorisku v Slovenskom raji, v redakcii ¢asopisu Dotyky
a v kniznici Ceského centra v Bratislave. Striedavo byval
v Bratislave, na Spisi a v Ruzomberku. V roku 2005 sa na-
trvalo prestahoval do obce Podhorie a od novembra 2010
az do svojej smrti byval v obci Banska Beld pri Banskej
Stiavnici.

Adamciakova tvorba a umelecka kariéra Uspesne
zacala v Sestdesiatych rokoch. Po neverejnej tvorbe v nor-
malizatnom obdobi v sedemdesiatych a osemdesiatych
rokoch sa zaujem o fiu objavoval v niekolkych periodickych
vinach. Prvou vinou bol zaciatok devatdesiatych rokov
spojeny so vznikom Spolo¢nosti pre nekonvenénd hudbu
a Transmusic Comp. az po Cageovu navstevu v Bratislave

v roku 1992. Druhd vina zaujmu vznikla po roku 2000, ked

realizoval samostatné vystavy v Nitre, Ziline a v Bratislave.
Tretia vina zadujmu prisla po uvedeni dokumentarneho
filmu Muzikoldg tvorca (2009) Arnolda Kojnoka. Nasledo-
vali samostatné vystavy v Galérii Linea (2009), v Galérii
Cypridna Majernika (2009), dve vystavy v tranzit.sk (2009,
2012), v Galérii Gandy (2012), v Design Factory v Bratisla-
ve, v Liptovskej galérii M. P. Bohuna v Liptovskom Mikula-
i (2012) a v Neue Sachsische Galerie v Chemnitzi (2012).
V poslednych dvoch dekadach Adamciak nechybal na
mnohych vyznamnych kolektivnych vystavach na Sloven-
sku aj v zahranici. Slovenska narodna galéria ho prezen-
tovala na vystavéch Sestdesiate (1995), Slovenské vizudine
umenie 1970 — 1985 (2002), Osemdesiate — Postmoderna
v slovenskom vytvarnom umeni 1985 - 1992 (2009), Ume-
nie akcie 1965 - 1989 (2001), Dejiny slovenského vytvarného
umenia - 20. storocie (2000) alebo Mapy — umelecka karto-
grafia v strede Europy 1960 - 2011 (2011).

Gradovanie zaujmu o jeho tvorbu podporovalo aj
postupne vydavané publikacie od roku 2011 do roku 2016
ako sucast Adamciakovej Stvorzvazkovej monografie pod
nazvom Archiv |-V zostavovatela Michala Murina. Ich dal-
Sia intenzivna dlhoro¢nd spolupraca bola prezentovana
na Eurépskom kongrese kultury vo Vroclave (2011), na festi-
vale Truth is Concrete v Grazi (2012) a na Prague Biennale 6
v Prahe (2013).

Intenzivne prezentovanda tvorba Milana Adam-
Ciaka, osobné stretnutia s nim, publikovanie knih, reali-
zovanie viacerych samostatnych vystav, ale aj Gcast na
festivale NIPAF - Nippon Performance Art Festival (2010,
2011) v japonskych mestach Tokyo, Osaka a Nagano, na
hudobnom festivale Pohoda (2014 - 2016), na reziden-
cii v 4D Gallery v Galante a na workshopoch Banskej St a
nice Contemporary v Banskej Stiavnici. V ostatnom ¢ase sa
dostaval do pozornosti mladych literdtov a autorov expe-
rimentélnej poézie, vzrastal zdujem o interpretaciu jeho
grafickych partitur najmladsou generaciou hudobnikov
z okolia suborov Veni Academy a Cluster Ensemble v Bra-
tislave a castejSie dostéval ponuky na spolo¢né vystavy
a spoluprace s mladymi vytvarnikmi. V tomto dynamicky
sa rozvijajucom obdobi ukoncila jeho tvorivu cestu nahla
smrt. Milan Adamciak zomrel dva mesiace pred otvorenim
svojej retrospektivnej vystavy v Slovenskej narodnej galé-
rii v Bratislave. (MM)
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ABOUT THE ARTIST

Milan Adamciak (16 December 1946 — 16 Janu-
ary 2017) finished conservatory in Zilina, in cello studies.
Aware of his limitations as a musician and inclination for
scholarly work, he took up musicology at the Faculty of
Arts of Comenius University in Bratislava in 1968. While
studying there, he joined 18 other students in a hunger
strike honouring Jan Palach in the university’s vestibule.
He co-founded the composer’s group DAD (1965); with
Rébert Cyprich and Jozef Revallo formed the music/per-
formance group Ensemble Comp. (1967), with whom
he organized the first Evening of the New Music (1969)
in Ruzomberok, participated in New music seminars in
Smolenice (1969, 1970) and realized the music project
Water Music (1970). Collaboration with Alex Mlynarcik
brought him onto the art scene, and he gradually became
involved in various actions and happenings.

From 1972, while still a student, he worked at the
Art-Historical Institute of the Slovak Academy of Science,
where he remained until 1991, concentrating on semi-
otics in the relationship of music and visual art. In 1974
he was awarded two stipends by the city of Darmstadt
and DAAD, which included participation at international
summer courses in New music. His profesional career in
musicology spanned dozens of expert texts for journals
and conferences, and editorial work for Eugen Suchor's
book Acordica (1979) and Bratislava’s Elektroakustické
studio’s portraits of Slovakia’s composers. He accompa-
nied Olivier Messiaen during his visit to Bratislava (1988),
and took part in a conference on Leo$ Janacek in St Louis
(USA, 1988). He taught in Bratislava at the Music Faculty
of the Academy of Performing Arts (1977-1988), the mu-
sicology department of Comenius University's Faculty of
Arts (1979 -1988) and briefly at the Academy of Fine Arts
(1991).

Adamciak’s work was greatly influenced by col-
laborating with Julius Koller, who invited him to partici-
pate in the fictitious Galéria Ganku project, and who cu-
rated his solo exhibition (1985). Koller opened the way for
Adamciak on the iconic exhibition of objects and instal-
lations, Suterén [Basement] (1989). Preceding this was the
Samuel lvaska documentary film Sympdzium dria [Sympo-
sium of the Day] (1988), about Adamc¢iak’s unconventional
approach to music, and his interest in non-traditional and
artistic sound objects.

Adamciak was involved in the initial founding of
the Gerulata artists’ collective, and at its first exhibition he
introduced his group Transmusic Comp. (1989). With Peter
Machajdik and Michal Murin he founded the Spolo¢nost
pre nekonvencnud hudbu — SNEH (1990). He organized the
Festival of Intermedia Work - FIT in Bratislava (1991, 1992)
and the Interrooms exhibition at the Vychod - Zapad con-
ference at Bardejovské kupele, and served as vice presi-
dent of the Eurdpsky kultarny klub na Slovensku (1991

- 1992). He played a part in inviting John Cage to Slova-
kia, and was curator of the Cage music exhibition at the
Slovak National Gallery, which enjoyed Cage’s participa-
tion in person (1992). In 1997 he received the Mimi and
Leopold Danihels prize for music. He worked occasionally
at Klastorisko in Slovensky raj, on the editorial staff of the
journal Dotyky, and in the Czech Centre library in Bratisla-
va. He lived by turns in Bratislava, Spi$ and in Ruzomber-
ok. In 2005 he moved permanently to Podhorie, and then
from November 2010 until his death lived in Banskd Bela
near Banskej Stiavnica.

Adamciak’s successfully began his oeuvre and artistic
career in the 1960s. During the “normalization”years in the
1970s and 80s he worked in private; soon afterwards he
began attracting interest, in several waves. The first came
in the early 1990s, with the launching of SNEH and Trans-
music Comp., and lasted through Cage’s visit to Bratisla-
va in 1992. The second wave came after 2000, with solo
exhibitions in Nitra, Zilina and Bratislava. The third wave
occurred after Arnold Kojnok’s documentary Muzikoldg
tvorca [Musicologist Creator] (2009). There followed solo
exhibitions at Galéria Linea (2009), Galéria Cypridna Ma-
jernika (2009), two at tranzit.sk (2009, 2012), Gandy Gal-
lery (2012), Design Factory in Bratislava, Liptovska galéria
P. M. Bohuna in Liptovsky Mikulds (2012) and Neue Sach-
sische Galerie in Chemnitz (2012). Over the last two dec-
ades, Adamciak was included in major group exhibitions
in Slovakia and abroad. The Slovak National Gallery pre-
sented his work as part of The Sixties (1995), Slovak Visual
Art 1970-1985 (2002), The Eighties — the Postmodern in Slo-
vak Visual Art 1985 — 1992 (2009), Action Art 1965 — 1989
(2001), The History of Slovak Visual Art — 20" century (2000)
and Maps - Art Cartography in the Centre of Europe 1960 -
2011 (2011).

Increasing interest in his work was also support-
ed by the graduated publication of Adamciak’s four-vol-
ume monograph, Archiv | - IV, compiled by Michal Murin.
More on their intensive cooperation over many years was
presented at the European Congress of Culture in Wroctaw
(2011), Truth is Concrete festival in Graz (2012) and Prague
Biennale 6 in Prague (2013).

The oeuvre of Milan Adamciak in its intensive
presentation includes personal meetings with him, pub-
lished books, and multiple solo exhibitions realized, as
well as participation at NIPAF - Nippon Performance Art
Festival (2010, 2011) in Tokyo, Osaka and Nagano, Japan,
at the Pohoda music festival (2014 - 2016), residency at
4D Gallery in Galanta, and workshops with Banska St a
nica Contemporary in Banska Stiavnica. In recent years he
has been of interest to young literary scholars and authors
of experimental poetry; and to the newest generation
of musicians associated with Veni Academy and Cluster
Ensemble in Bratislava regarding performing his graphic
scores. He often received invitations to group exhibitions
and collaborations with young artists. In this dynamical-
ly-developing period, his creative journey came to an end
with his sudden death. Milan Adamciak passed away two
months before the opening of his retrospective exhibition
at the Slovak National Gallery in Bratislava. (MM)
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Milan Adamciak: Tension

NIPAF - 17* Nippon International Performance Art
100 YEN Club, Osaka, 2010
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AKTY

Adamciakove myslienky, interpretécie, koncepty
¢i jeho osobné ucinkovanie v happeningoch a akénom
umeni pretkavaju dejiny neo-avantgardy na Slovensku
a tvorbu jeho protagonistov ako siet. Ako autenticka
Struktura autorského diela, neobmedzeného na jedného
tvorcu, jeho $irsi okruh a provenienciu, je Adamciakovym
nenahraditelnym prispevkom kulturnej scéne druhej po-
lovice 20. storocia na Slovensku. Svojim medzinarodnym,
medzizanrovym a medziodborovym pristupom, ktory
kombinoval prvky vedeckého vyskumu a aktivnej ume-
leckej ¢innosti, sa Adamciak stal délezitou postavou aj na
mape stredo- a vychodoeurépskeho umenia.

ACTS

Adamciak’s ideas, interpretations, concepts and
personal participation in happenings and action art are
interwoven with neo-avant-garde history in Slovakia, and
work by the network of its protagonists. In its authentic-
ity of structure, with contributions well beyond a single
artist, his oeuvre’s broad impact and provenance was an
irreplaceable asset to Slovakia’s cultural scene in the latter
half of the 20" century. His international, inter-genre and
inter-disciplinary approach combined elements of schol-
arly research and active artistic activity, making Adamciak
a major figure throughout the context of central and east-
ern European art.

Akty / Acts

Milan Adamciak: Solo per gran cassa 2. 1968;
Bez ndzvu / Untitled. 1968; Sizyfovské roboty .

/ Labours of Sisyphus I. 1965; Monoakcia 6

/ Monoevent 6. 1969

Strojopis, papier / Typing, papera 10 X 13.5cm
SNG (K 18477,K 18476, K 18460, K 18484),
ziskané v roku / acquired in 2008

[

1. vecer Novej hudby / First Evening of New Music.
RuZzomberok 1969

Milan Adamciak: Trojrozmernd partitura ¢. 3

/ Three-dimensional score No. 3. 1969

SNG (K 17644), ziskané v roku / acquired in 1999
Zlava / From the left: Robert Cyprich, Jozef Revallo
Foto / Photo: Lubomir Adamciak

HUDOBNE AKCIE A HAPPENINGY

V podani Milana Adamciaka sa v spolupraci s R6-
bertom Cyprichom dostala na slovensku neo-avantgard-
nu scénu forma akéného prejavu s vychodiskom v hudbe,
sinklinaciou k Novej hudbe a Fluxusu. Adamc¢iak zo zahra-
ni¢nych odbornych ¢asopisov skoro poznal a obdivoval
Johna Cagea, ktory 22. 4. 1964 vystupoval s Merce Cun-
ningham Dance Company v Prahe a néasledne aj v Ostra-
ve. Relaciu o Cageovi, kde zazneli jeho skladby, si vypocul
v rozhlasovom vysielani. V rokoch 1965 a 1966 vycestoval
na polsky medzinarodny festival Novej hudby Varsavskd
jesen, kde mal moznost zazit happeningy a experimen-
talnu hudbu v podani viacerych svetovych a domacich
umelcov. Aj tato in3piracia, ktora sa spojila s jeho vlastnou
orientaciou, prispela k formovaniu jeho celozivotného in-
termedidlneho programu. Koncom Sestdesiatych rokov
sa venoval fluxusovym instrukcidm, ktoré casto odkazo-
vali na Novu hudbu, v séridch karticiek Sizyfovské roboty
(1965-69); Monoakcie (1969); Amusica (1968).

V roku 1967 stretol v Ruzomberku, kde vyucoval
hru na violoncelo, huslistu Réberta Cypricha. Ich spolo¢-
né zaujmy vyustili do usporiadania /. vecera Novej hudby
v Dome osvety v Ruzomberku v roku 1969. Veceru pred-
chadzalo zalozenie skupiny Ensemble Comp. (Adamciak,

Hudobne
akcie

a happeningy

Cyprich, J. Revallo), vyformovanej z predchadzajiceho
pan (pro arte nova). Na I. vecere Novej hudby v Ruzom-
berku predviedli spolu ako Ensemble Comp. Adamciako-
vu trojrozmernu partitdru €. 3. na violoncele a husliach.
V roku 1969 vysiel v Mladej tvorbe manifest Ensemble
Comp. podpisany ,pan” (Svoje vlastné prace vtedy Adam-
¢iak podpisoval pseudonymom jama - ,Ja, Milan Adam-
¢iak”). V manifeste sa pise: ... dvadsiate storocie sa nam
prihovara malo zrozumitelnym jazykom, c¢lovek typu
homo sapiens podobne ako homo ludens nenachadza
svoje pravé miesto v dnednej spolo¢nosti... pasivita kon-
zumenta je vacsia ako aktivita tvorcu... akcieschopnost
konzumenta sa prejavuje az v happeningu. Jej miera je
dand autorovou schopnostou provokacie... spolupra-
ca tvorcu a konzumenta navodzuje atmosféru splyvania
oboch typov: homo ludens sa prejavi tym istym stupriom
aktivity ako homo sapiens...”” V tom istom ¢cisle Mladej
tvorby uverejnil Rébert Cyprich text k happeningu Cas
sinka (1969), ktory realizoval spolu s Eugenom Brikciom.
Kym Adamciak v happeningu, fluxuse a novych tenden-
ciach videl sucasnost aj budicnost umenia, Cyprich vy-
jadril obavu, ze ,happening ako posledny vykrik XX. storo-
cia v svojej magickej forme spolu s XX. storo¢im zahynul“?

1 pan: Ensemble Comp. In: Mladd tvorba, 14, 1969,
¢. 14,s.25-26.

2 CYPRICH, Robert: Vazend pani, vazeny pan. In:
Miladd tvorba, 14,1969, ¢. 14, s. 24.

Na 2. medzinarodnych semindroch pre Novu hud-
bu v Smoleniciach (1969) bol uvedeny projekt Ladislava
Kupkovica Ad libitum pre priestory a Ucastnikov podujatia,
ktorého sa Adamciak aktivne zucastnil. Pod Kupkovico-
vym vedenim participoval na interpretdcii povestnej Sym-
fonickej poémy pre 100 metronémov od Gyodrgya Ligetiho
za osobnej Ucasti skladatela. Spolu s J. Revallom realizo-
vali ale aj vlastné fluxusové pieces Hraj na husliach svojho
partnera (jama) a Nehraj (Revallo). Adamciak v rozhovore
s M. Murinom o grafickych partitdrach povedal:,Na tomto
ro¢niku bola v rdmci projektu QUAX Ensemble Petra Koti-
ka uvedend aj kompozicia reprezentanta Fluxu Bena Pat-
tersona - Paper Piece, na ktorej takisto participovalo pri-
tomné publikum. Pre mna bola ucast a spoluparticipacia
na tomto ro¢niku smolenickych seminarov pozoruhodnd
aj preto, Ze som mohol ako Student vysokej Skoly vystupit
vedla prominentnych reprezentantov vtedajsej sucasnej
hudby v pozicii partnera, ktorému sa otvérala perspektiva.
Na nasledujuci roc¢nik boli odporucené realizacie mojich
dvoch hudobno-priestorovych projektov (Sebastian Poem
a Dislokdcia Il.)

Z vybranych dvoch Adamciakovych zasadnych
hudobnych projektov s grafickymi partitirami sa nakoniec
realizovala na tretom ro¢niku smolenickych semindrov
v roku 1970 len Dislokdcia Il. v zostave dvoch hra¢ov damy
(Milan Adamciak a Peter Poldk) a 2 x 8 hudobnikov s pre-
nosnymi nastrojmi zo siuborov Hudba dneska, Bratislavské
dychové kvinteto, Ensemble Comp. a Studiovy orchester
Cs. rozhlasu v Bratislave. Sélistom ,damou” bol Viliam Far-
kas$ na husliach. Jan Backstuber z Experimentalneho stu-
dia Cs. rozhlasu zabezpetil vysielanie v radiu a Igor Dibak
s Pavlom Prochazkom néaro¢nu akciu koordinovali.

Kym projekt Dislokdcia I. bola postavena na prin-
cipe Sachovej hry, teda pocitala s tridsiatimi dvomi hudob-
nikmi s r6znymi ulohami, Dislokdcia Il. bola projekciou hry
déma a Dislokdciu lll. Adamc¢iak po skusenosti zo Smolenic
upravil pre dvoch hracov na tej istej poddorysovej partiture
s krokmi Sachovych jazdcov.*

Dna 14. marca 1970 usporiadal Ensemble Comp.
intermediélny happening v krytej plavarni internétu ,Ber-
nolak” v Bratislave s ndzvom Vodnd hudba - skladba pre tri
sldcikové ndstroje a xylofény. Zamer happeningu vyjadrili
v pozvanke: Taziskom je predovietkym spdsob interpre-
tacie a vyuzitie tvorcej potencie jednotlivych interpretov
v ramci grafického notového zdznamu. Zdmer skladby je

3 Milan Adamciak. In: Rozhovor Michala Murina s Mi-
lanom Adamciakom o grafickych partitarach, hudobnych
projektoch a muzikologickej tvorbe. In: MURIN, Michal
(ed.): Milan Adamciak Archiv Ill (NOTY). Notdcie a grafické
partitdry. Kosice : Dive Buki, 2013, s. 45.

4 ADAMCIAK, Milan: Notacie a v partitdry. In: MURIN,
Michal (ed.): Milan Adamciak Archiv Ill (NOTY). Notdcie
a grafické partitary. Kosice : Dive Buki, 2013, s. 77.
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predovsetkym pocta G. F. Handlovi. Vietky odlisnosti voci
povodnej skladbe treba chapat ako vyuzitie rozumovych
a technickych vymozenosti sticasnej doby. Skladba je in-
terpretovana nad i pod vodou a predpoklada spolupracu
publika. Po odohrani v hale bazéna sa interpreti ponoria aj
s nastrojmi na dno bazénu, kde v hre pokracuju. Publikum
sa modze volne pondrat za hra¢mi a hrat na xylofény ulo-
zené na dne bazénu.” Happening bol postaveny na trans-
formacii koncertnej situacie otvorenim ucasti publika.
Fluxusovy charakter udalosti s nepredvidatelnym dejom
dosiahli nielen zapojenim (aj) nekonvencnych hudobnych
nastrojov a zvukoyv, ale celkovou atmosférou a volbou pro-
stredia, plného bohatstva zvukovych a zmyslovych zazit-
kov. Divaci sa postupne zapdjali, zmiesali sa s hudobnik-
mi a stali sa tieZz uc¢astnikmi, tvorcami deja. Vodnd hudba
volne suvisi s Cageovymi skladbami Water Walk (1959)
a Water Music (1952), kde je hlavnym néstrojom xylofon.
Ensemble Comp. rozsirenou hudobnou varidciou pokra-
¢ovali v invencnych interpretciach majstrovskych diel,
konotujucich s Mlynar¢ikovym Manifestom interpretacie
(1970).

5 Ensemble Comp. (ADAMCIAK, Milan — CYPRICH,
Rébert — REVALLO, Jozef): Pozvanka na predvedenie Vod-
nej hudby - skladby pre tri sldcikové ndstroje a xylofény.
Bratislava : 1970 (strojopis).

MUSICAL EVENTS AND HAPPENINGS

In Adamciak’s hands and in cooperation with
Rébert Cyprich, Slovakia's neo-avant-garde saw an ac-
tion form based on music, inclining toward New music
and Fluxus. From international journals Adamciak soon
came to know and admire John Cage, who performed on
22 April 1964 with the Merce Cunningham Dance Compa-
ny in Prague and later in Ostrava. He heard a radio broad-
cast on Cage that played his compositions. In 1965 and
1966 he travelled to the international Polish festival of
New music, Warsaw Autumn, where he experienced hap-
penings and experimental music by many international
and local artists. This was further inspiration that, along
with his own inclination, helped form his life-long inter-
media program. In the late 1960s he worked with Fluxus
instructions, which often referred to New music, in a series
of cards for Labours of Sisyphus (1965-69); Monoactions
(1969); and Amusica (1968).

In 1967 in Ruzomberok, where he was teaching
cello, he met the violinist Rdébert Cyprich. Their shared
interests were to culminate in getting together for the
First Evening of New Music in Ruzomberok’s Dom osve-
ty in 1969. Before this event, the group Ensemble comp.
(Adamciak, Cyprich, J. Revallo) formed, out of the earlier
group pan (pro arte nova). As Ensemble comp. at I. vecere
Novej hudby in Ruzomberok they together performed
Adamciak’s three-dimensional partitiru ¢. 3. na violoncele
a husliach. In 1969 they published a manifesto in Mlada
tvorba magazine: Ensemble comp., signed “pan”. (At the
time, Adamciak signed his own work with the pseudonym

I. vecer Novej hudby / First Evening of New Music.
Ruzomberok 1969

Milan Adamciak: Trojrozmernd partitura ¢. 3

/ Three-dimensional score No. 3. 1969

SNG (K 17644), ziskané v roku / acquired in 1999
Na fotografii / The picture shows: Milan Adam¢iak
Foto / Photo: Lubomir Adamc¢iak

jama, for“ja, Milan Adamciak” [, Milan Adam¢iak”]. In the
manifesto they wrote: “... the twentieth century speaks
to us in a language hard to understand; often a person of
type homo sapiens or homo ludens cannot find the right
place in today’s society... the passivity of the consumer
is greater than the activity of the creator... only in a hap-
pening does the consumer show his facility for action,
which is determined by the artist’s ability to provoke...
cooperation between creator and consumer incites and
atmosphere uniting both types: homo ludens manifests
himself at the same level of activity as homo sapiens...”" In
the same issue of Mlada tvorba, Robert Cyprich published
a text on the happening Time of the Sun (1969), which he
realized with Eugen Brikcius. Whereas Adamciak saw in
happenings, Fluxus and new tendencies the present and
future of art, Cyprich expressed a concern that “the hap-
pening as the last cry of the 20™ century has in its magical
form died together with the 20" century”?

The 2" international Smolenice Seminars of New
music (1969) introduced a Ladislav Kupkovi¢ project,
Ad libitum for the event’s spaces and participants, and
Adamciak actively participated. Under Kupkovic's direc-
tion, he helped interpret the famed Poéme symphonique
for 100 metronomes by Gyorgy Ligeti, in the presence of
the composer. He also realized his own Fluxus pieces with

1 pan: Ensemble Comp. In: Mladd tvorba, 14, 1969,
vol. 14, pp. 25-26.
2 CYPRICH, Rébert: Vazena pani, vazeny pan. In:

Mladd tvorba, 14, 1969, vol. 14, p. 24.

Ensemble Comp. (Milan Adamciak, Rébert Cyprich,
Jozef Revallo): Vodnd hudba / Water Music.
Bratislava 1970

Foto / Photo: Juraj Barto$
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g

/ Musical
events

and happenings

J. Revallo Play Your Partner’s Violin (jama) and Don’t Play
(Revallo). In an interview with M. Murin on his graphic
sheet music, Adamciak said: “One of the pieces presented
this year as part of Petr Kotik's QUAX Ensemble was one
by the Fluxus representative Ben Patterson: Paper Piece,
which the present public participated in too. For me par-
ticipating and co-participating in this year’s Smolenice
seminars was memorable for the reason that right along-
side prominent contemporary music interpreters, which
the present public participated in too. For me participat-
ing and co-participating in this year’s Smolenice semi-
nars was memorable for the reason that right alongside
prominent contemporary music interpreters a university
student like me could perform as a partner, broadening
my perspective. The next year my two musical/spatial pro-
jects (Sebastian Poem and Dislocation Il) got suggested for
realization.”

Ultimately, of the two significant music projects
by Adamciak based on graphic sheet music, the 1970
third Smolenice Seminars of New Music realized only
Dislocation Il, with two checkers players (Milan Adamciak
and Peter Polak) and 2 x 8 musicians with portable instru-
ments from the groups Hudba dneska / [Music of Today],
Bratislavské dychové kvinteto / [Bratislava Brass Quintett],
Ensemble comp. and the Czechoslovak Radio studio or-
chestra in Bratislava. The solo “checker” was Viliam Farkas
on violin. Jan Backstuber of Czechoslovak Radio’s Exper-
imental Studio arranged for radio broadcast, and Igor
Dibdk and Pavol Prochazka coordinated the demanding
action.

Where Dislocation | was based on the principle
of a game of chess, planning on thirty-two musicians in
various roles, Dislocation Il was a projection of a game of
checkers. For Dislocation Ill, Adam¢iak adjusted the Smo-
lenice experience, with two players on the same floor plan
sheet music moving like chess knights.*

3 Milan Adamciak. In: Rozhovor Michala Murina
s Milanom Adamciakom o grafickych partiturach, hudob-
nych projektoch a muzikologickej tvorbe. In: MURIN, Mi-
chal (ed.): Milan Adamciak Archiv lll (NOTY). Notdcie a gra-
fické partitary. KoSice : Dive Buki, 2013, p. 45.

4 ADAMCIAK, Milan: Notéacie a partitary. In: MU-
RIN, Michal (ed.): Milan Adamc¢iak Archiv Ill. (NOTY). Notdcie
a grafické partitury. Kosice : Dive Buki, 2013, p. 77.

11 TP R

hpshsdo ilpgs pe -

i l: A1% ; HIHI

HLL“‘- s 20 S 4 1§

Bk = s &

RdUINRBRIRG
HHH
i |
r1=1¥ T
b -
<
i
g 4 -
: A\
% L
)
oy ‘
® P



On 14 March 1970 Ensemble comp. presented an
intermedia happening in the indoor pool of the residence
hall ,Bernolak” in Bratislava, titled Water Music - Composi-
tion for three String Instruments and Xylophones. The hap-
pening’s purpose was given in the invitation: “The centre
of gravity is above all a way of interpreting and using indi-
vidual interpreters’ creative potential within the framework
of the music’s notation. The composition’s main purpose is
homage to G. F. Handel. Any variation from the original com-
position should be understood as the use of the current age’s
rational and technical accomplishments. The composition is
interpreted both above and under water, and assumes au-
dience cooperation. After playing in the poolside hall, the
musicians submerge along with their instruments, and play
at pool’s bottom. The audience can choose to go under with
the players and play on xylophones down below.” The hap-
pening was conceived as the transformation of the con-
cert situation by opening it up for audience participation.
The event’s authors achieved a Fluxus character, with an

5 Ensemble comp. (ADAMCIAK, Milan — CYPRICH,
Rébert - REVALLO, Jozef): Pozvdnka na predvedenie
Vodnej hudby - skladby pre tri sldcikové ndstroje a xylofény.
Bratislava : 1970 (cyklostyl, no pagin.).

unpredictable action, both by including some unconven-
tional musical instruments and sounds, and through over-
all atmosphere and choice of venue, featuring a rich array
of sounds and sensory experiences. Gradually, the specta-
tors got involved, mingled with musicians and themselves
became participants and creators of the action. Water
Music can be loosely grouped with Cage’s compositions
Water Walk (1959) and Water Music (1952), whose main
instrument is the xylophone. Ensemble comp. continued
through expanded musical variation in interpreting piec-
es by the great masters, as noted in Mlynarcik's Manifesto
of Interpretation (1970).

Ensemble Comp.

(Milan Adamciak, Rébert Cyprich, Jozef Revallo):
Vodnd hudba / Water Music.

Bratislava 1970

Foto / Photo: Juraj Barto3

Ensemble Comp.

(Milan Adamciak, Robert Cyprich, Jozef Revallo):
Vodnd hudba / Water Music.

Bratislava 1970

Foto / Photo: Juraj Barto$

Milan Adamciak: Subjektivny cas I. - V.

/ Subjective Time |- V. 1974

Hudobny projekt / Sound project.

Pero, papier / Pen, paper, 24.3 X 20.9 cm
Sukromna zbierka / Private Collection, Bratislava
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Uéinkovanie
MA v akécnom umeni

UCINKOVANIE MA V AKCENOM UMENI

Adamciakovym prvym pozvanim na spolupracu
s Alexom Mlynar¢ikom bola participacia na jeho Dondcii
pre Sixieme Biennale v Parizi (1969). Ako sdm spomina,
o slovenskom aké¢nom kontexte vedel vtedy len z ¢asopi-
sov a zaujali ho najma Julius Koller, Alex Mlynarcik a Stano
Filko. Rozhodol sa napisat poslednym dvom list vo for-
me ,pseudotlaciv” ako ,experimentdlny dadatext” Mly-
narcik mu poslal informacie o svojich projektoch, najma
0 HAPPSOC a pozvanku na parizsku participaciu a ¢oskoro
aj na julovy happening Trenie do Vysokych Tatier. Adam-
¢iak sa Dondcie zuU¢astnil koldzovanou knihou z nét, vy-
strizkov, letdkov.® Pri skuto¢nom zoznameni obidvoch
umelcov zohrala vyznamnu rolu Mlynér¢ikova manzelka
Elena, muzikologi¢ka, ktord sa jeho akcii zucastriovala
a poznala Milana Adamciaka aj ako jedna z organizéto-
riek smolenickych seminarov Novej hudby. V oktobri 1969
Mlynarcik zorganizoval aj ,redlnu alegériu” (R. Matustik)
Bonjour Monsieur Courbet v Chatillone pri Parizi pre pro-
jekt Chatillon des Artes 69 ako plenérovy environment.
K spolupréci prizval aj Adamciaka a Cypricha, ktori viak

6 ADAMCIAK, Milan: Od Zivota k umeniu a spét.
(Re)kapitulacia. In: MURIN, Michal (ed.): Archiv IV. (AKTY).
Akcie, performancie, projekty, koncepty a vystavy. Kosice :
Dive Buki, 2016, s. 195.

9

napriek pozyvaciemu listu Raoula-Jeana Moulina vycesto-
vat z Ceskoslovenska nemohli.

Adamciakov vztah k prirode, najma k rodnej kraji-
ne Liptova, prestupuje celé jeho dielo. Ako emblematicka
postava violoncelistu hrajiceho krajine a nacuvajuceho
jej zvukom, jej hudbe, sa ¢asto objavuje v Adam¢iakovych
konceptoch a hudobnych projektoch. ,Kam azZ siaha tvo-
rivost? Svojho ¢asu som robil poctu FrantiSkovi z Assisi
a hral som hudbu pre vtadkov rano, okolo pol Stvrtej, zo
skalnej steny. Pocas tohto hrania mal ¢lovek pocit takého
blaha z toho, ako reagovala priroda na zvuky a pazvuky,
ktoré vznikali a drazdili ma opakovat tieto situacie..."” po-
vedal v roku 1992 v rozhovore pre populérny ¢asopis Mla-
dé rozlety. V prirode realizoval sukromné eventy a viackrat
participoval na kolektivnych happeningoch Alexa Mlynar-
¢ika a Jany Zelibskej v krajine.

Dna 19. jula 1969 zorganizoval Mlynarcik akciu
Trenie — ,Pocas trenia rybolov zakdzany” na VySnom Te-
rianskom plese v Tatrach. Tato akcia, ktorej vecnym obsa-
hom bolo pérenie fatrokardovych rybiciek, ich hadzanie
do vody a kimenie, mala stavbu happeningu a vsetci

7 Pravdepodobny zapal kridel. Milan Adamciak
v rozhovore s |. Zelinskou. In: Mladé rozlety, 6, 1992,
¢.32,s.6.
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(Ondrej Lishak, Alex a Elena Mlynarcikovci, Jana Zelibska
a teoretici Raoul-Jean Moulin a Zita Kostrova, aj Adamciak
s Cyprichom, ktori sa postarali o hudobnt produkciu) sa
zucastnovali volne koncipovaného scendra. Ako napisal
Pierre Restany, prvok nédhody zohral svoju rolu, ked' nie
bez povabu vyhravali hudobnici vo frakoch skuto¢nym ry-
bam, pretoze Mlynarcikova delegécia sa oneskorila.

V neo-avantgardnom umeni strednej a vychod-
nej Eurépy sa sneh uplatnil nielen ako premenlivd hmota,
spata s prirodzenymi dejmi a cyklami prirody, ale aj vyzna-
movo vdaka trépu detstva, belosti, nevinnosti, moznosti
novych zaciatkov, napriklad v tvorbe chorvatskej skupiny
OHO ¢i v Rusku v dielach Francisca Infanteho alebo v akci-
ach okruhu okolo Andreja Monastyrského v sedemdesia-
tych rokoch. Na Slovensku sa sneh okrem akcii Alexa Mly-
nar¢ika a Milana Adamciaka objavoval od 3estdesiatych
rokov aj v komornej akénej a konceptudlnej tvorbe V. Po-
povica, P. Bartosa, D. Tétha, M. Kerna a R. Sikoru. Peter Bar-
tos realizoval Rozptyl rastra v snehu v decembri 1969 a vte-
dy rozoslal aj oznam Cinnost snehu vo vzduchu a na zemi.
Sneh ako procesudlne médium par excellence a materia
pauperum, dostupna kazdému, vsak umoznil trojrozmer-
né ale pominutelné spritomnenie réznych idei a foriem
zo svetového avantgardného umenia a novych tendencii
a tak sa k nim tvorivo prihlasit.



V decembri roku 1969 Adamciak uskuto¢nil svoju
interpretaciu sochy zndmeho amerického umelca Geor-
gea Segala, ktoru nazval Dialég so Segalom. Ked' zaciat-
kom roka 1970 dostali spolu s Rébertom Cyprichom pinu
skrinu Selakovych platni, planovali ich rozlozit na zasne-
zenom kopci vedla ruzomberskej Kalvérie v rastrovanom
kruhu ako poctu Royovi Lichtensteinovi a vo $tvorci ako
poctu Kazimirovi Malevi¢ovi. Nakoniec sa ich myslienka
spojila so smerovanim Alexa Mlynarcika a Milosa Urbdas-
ka, ktori uz mali skoncipovany manifest Interpretdcie vo
vytvarnom umeni ako pripravu na |. festival snehu (1970).
Vyhlasili, Ze,,... interpretacia vo vytvarnom umeni je novou
tvorivou dimenziou®, ktora ,otvéra dalsie priestory ako
plodné vychodiskd z tzv. autentickych gest, ktorych sme
sa dosial Uzkostlivo pridizali”. Pripravovali ho vo Vysokych
Tatrach pri prilezitosti FIS — majstrovstiev sveta v lyZzovani
1970 v severskych disciplinach a festival ur¢il ,SNEH ako
vychodiskovy a formotvorny prvok pre realizaciu” Vetci
Styria spolu so Zitou Kostrovou diskutovali o planovanom
festivale, do ktorého prispeli svojimi dielami a akciami
Milan Adamciak, Robert Cyprich, Alex Mlynarcik a Milo$
Urbasek. Adamciak vytvoril Velku ladovd rybu ako volnu
interpretaciu diel Reného Magritta a Horiaci kruh ako in-
terpretéciu tvorby Otta Pieneho. Iste nie je ndhoda, Ze zo-
skupenie pre Sirenie a podporu Novej hudby, ktoré v roku
1990 zalozil Adamciak spolu s Petrom Machajdikom
a Michalom Murinom, dostalo nazov SNEH (Spolo¢nost
pre nekonvencnu hudbu). Na jeho obdlke pouzil Adam-
Ciak fotografiu ,najdenej partitury” Snehové hviezdicky
(1923/1983) - ruc¢ne vytkanej Cipky autorsky prispéso-

beného typu ,tenerifa” od fotografky Marie Zavadilovej
(mamy Kvéty Fulierovej). Indpirovana krystalmi snehu ich
vytvorila z bielych niti po¢as 300 dni v Zitkovej na morav-
skych Kopaniciach a po 60 rokoch vybranych 80 kusov
zosila ako raster k svojim 80. narodenindm. Adamciak na
nich obdivoval matematicky presné variacie motivu a ich
reprodukovanie bolo pre neho zaroven poctou tradi¢né-
mu [udovému umeniu a krajine.

Adamciak dostal v roku 1970 pozvanie zucastnit
sa dnes uz legendarnej intermediélnej plenérovej vystavy,
ktord bola pokracovanim podujatia Socha piestanskych
parkov od jej hlavného komisdra Lubora Karu. Ro¢nik
1970 dostal ndzov Polymuzicky priestor — Svetlo, objekt, so-
cha, hudba a priniesol mnohé taziskové realizacie sloven-
ského umenia novych tendencii. Adamciak participoval
v spolupraci s Jarmilou Cihankovou na tvorbe zvukového
environmentu Zltd v zelenom, ktory tvorila akumulcia
ozvucenych zZltych kovovych guli. Adam¢iakov podklado-
vy akusticky program znel aj z reproduktorov ulozenych
vzemi®

Na kopcoch a ldkach medzi Dolnymi a Hornymi
Ore$anmi v susedstve vtedy uz déverne zndmych Smole-
nic prispel Milan Adamciak hudobnou a zvukovou parti-

8 ADAMCIAK, Milan: Od Zivota k umeniu a spat.
(Re)kapitulacia. In: MURIN, Michal (ed.): Milan Adamciak
Archiv IV (AKTY). Akcie, performancie, projekty, koncepty
avystavy. Kosice : Dive Buki, 2016, s. 216-217.

Milan Adamciak: Pocta sv. Frantiskovi

/ Hommage to St. Francis. 2014

Ceruza, papier / Pencil, paper,

29.6x21cm

Sukromna zbierka / Private Collection, Bratislava

cipaciou k happeningu Jany Zelibskej Snubenie jari, ktory
sa konal 13. juna 1970. Témou slédvnosti boli zasnuby jari
s letom a Adamciak poziadal Gcastnikov, aby si priniesli
pistalky a volne reagovali na zvolent tému. Zazneli sklad-
by Faunovo popoludnie Clauda Debussyho, Jar a Leto z Vi-
valdiho Styroch ro¢nych obdobi a dal3ie skladby si¢asnych
skladatelov viazuce sa na jar a leto, ale aj improvizacie na
okarine (Milan Adamciak), zobcovej flaute (Marian Lucky)
a na flaute zahrala aj Zelibska. Alex Mlynar¢ik vybavil $por-
tové lietadlo z aeroklubu, Milo$ Urbasek vytvoril navadza-
ci textilny objekt, nad ktorym lietadlo niekolkokrat zakru-
zilo, kym zacalo zhadzovat stuhy. Luba Veleckd pripinala
Ucastnikom svadobnu myrtu. Ked Sportové lietadlo zacalo
zhadzovat stuhy, stromy aj ludia sa vyzdobovali stuhami
a pripojili sa aj obyvatelia z blizkych obci. Diev¢atd a zeny
plietli z lu¢nych kvetov vence, ktoré si kladli na hlavy. Po
skonceni akcie zostala krajina urcity ¢as dekorovana bie-
lymi stuhami — zasnubena. Adamciak vyliezol na strom so
svojou pistalou ako bézik Pan, ktorého si z gréckej myto-
l6gie zvolil za svoje alter ego aj v dalsich rokoch, pistala
syrinx sa stala neskér emblémom jeho fiktivnej society —
Panfilie. (Tuto situdciu pripomenul na plagate z vystupe-
nia na festivale NIPAF v japonskom Nagane v roku 2010.)
Hudobny a zvukovy rozmer Sndbenia jari podporil atmo-
sféru kolektivnej oslavy a hry, ktora podla Frantiska Smej-
kala vytrhavala Ucastnikov z put kazdodennych starosti
a otvarala pred nimi zdzracny priestor slobody, rados-
ti a plnosti bytia. V roku 1970 bola tuzba po slobodnom
priestore a jeho vzajomnom tvorivom zdielani motivaciou

viacerych rozsiahlejsich realizacii, nostalgicky pripomi-
najucich prave uzavreté dramatické Sestdesiate roky.

1. otvoreny ateliér v.dome Rudolfa Sikoru na Te-
helnej ulici ¢. 32 v Bratislave, ako spomenul v rozhovore
s M. Murinom v knihe Archiv VI. Akty, povazoval Adamciak
za prvu skuto¢nd manifestaciu environmentu, akéného
umenia, intermediality a medzigenera¢nej spoluprace na
Slovensku. Na pozvanie Rudolfa Sikoru participovali svo-
jimi dielami a akciami okrem Milana Adamciaka aj Peter
Bartos, Vaclav Cigler, Rébert Cyprich, Milan Dobes, Viliam
Jakubik, Vladimir Kordo$, Ivan Kfiz-Vyrubis, Otis Laubert,
Juraj Melis, Alexander Mlynar¢ik, Marian Mudroch, Rudolf
Sikora, Jana Shejbalova-Zelibska, Ivan Stépan, Dezider
Téth a Milos Urbasek.

Vo svojej spomienke na 1. otvoreny ateliér spo-
minal v roku 1976 Dezider Téth na Adamciaka a Cypricha
ako na dve vyrazné osobnosti, ktoré pochadzali z Ru-
zomberka a ,dodnes nedocenene zasiahli do aktivit este
pred otvorenym ateliérom” Na Adamciakovi vtedy oce-
nil okrem 3$pecializacie na hudobnu vedu ,leonardovsky
rozkoSatené zaujmy“?® Adamciakov prispevok bol najviac
fluxusovy — uskuto¢nil hudobnu performanciu zo Styroch
hudobnych improvizacii pomocou reprodukujicej tech-
niky v kombinacii s nahodnymi zvukmi, ktoré vytvorila
zmiesana zostava ,pan” a Ensemble Comp. (Adamciak -
violoncelo a bicie, Bohu$ Bubelka, Rébert Cyprich, Ma-
rian Lucky — bicie). Kdnon 5x1/4 vznikal naZivo ako piata
improvizacia zo zmesi styroch nahravok. Hoci z celkového
podujatia existuju fotografie, relikty a rozlicnd dokumen-
tacia, dokonca aj 6-minutovy filmovy zdznam, Adamcia-
kov hudobny piece nie je zachyteny.

Zimpulzu 1. otvoreného ateliéru Adamciak vyzval
kolegov na participaciu na ekologicko-etickej ,akcii-mno-
zine"® (Matustik) s ndzvom Gaudium et Pax (Radost a po-

9 TOTH, Dezider: Dom ¢islo tridsatdva (1976). In:
MUDROCH, Marian - TOTH, Dezider (eds.): 1. otvoreny ate-
liér — Bratislava 1970. Bratislava : SCSU, 2000, s. 138.

10 MATUSTIK, Radislav: ... predtym. Prekrocenie hra-
nic: 1964 - 1971. Zilina : Povazska galéria umenia, 1994,
s. 120.

koj), ktorej témou bol dar ¢i obetina. Na jeho podnet tak
vzniklo medzi Vianocami a Silvestrom 1970 viacero dnes
uz kanonickych konceptualnych diel. Rudolf Sikora reali-
zoval vo Zvolene a okoli land-art Z mesta von, ked smerom
od kraja sidliska do otvorenej krajiny sypal na deviatich
miestach ¢erveny pigment do $ablény tvaru sipky. Cierno-
bielu fotodokumentaciu nasledne pouzil ako podklad pre
grafiky formou ofsetovych tlaci. Dezider Toth uskutocnil
intervenciu Sneh na strome (1970) s napismi slova ,sneh”
bielou farbou v réznych jazykoch, Jana Zelibska pripravila
pre kolegov balicky s prekvapenim ako Vianoc¢ny dar, kto-
rym nadviazala na niekolko eventov s témou priatelstva,
obdaruvania a oc¢akavani, ktoré v roku 1970 realizovala
spolu s lvicou Ozébalovou. Hrajicim darom napriklad pre-
kvapili rezisérku Lubu Veleckd pratenym kosom, z ktoré-
ho na prekvapenie vietkych zdc¢astnenych vysiel Zivy dar
Milan Adamciak s huslami, a predviedol hudbu na Zelanie
a vlastnu improvizaciu. Mlynarcik s Cyprichom vydali na
Adamciakovu vyzvu plagat ,Zahrady rozjimania, pocta
10. vyrociu zalozenia Nového realizmu®, na ktorom stali
v pracovnych vestach na mestskej dlazbe v Bratislave s na-
pisom:,Pozyvame vas do ndsho ,otvoreného ateliéru”. Od
27. oktébra 1970 sa mbzete kazdy vecer o 21:30 dostavit
do technickych sluzieb mesta, Bazova 6, Bratislava, Ces-
koslovensko. Oddelenie ,zametania ulic” (50 Kés za noc
a osobu!). Sami sa nechali na jednu noc zamestnat ako
zametadi, kym v Mildne v tu istu noc prebiehala velkolepa
oslava pod taktovkou Pierra Restanyho. V obdobi Vianoc
trio Adamciak - Cyprich — Mlynarcik pri evente Gaudium
et Pax ozdobovalo stromcek v lese nad zasnezenym Ru-
zomberkom.

Adamciak sa aktivne zucastnil aj happeningu
Alexa Mlynarcika Keby vsetky vlaky sveta / Deri hier dia
27.juna 1971 v Zakamennom na Orave, nazyvaného nie-
kedy aj Deri radosti. Inspiraciou bola mald uzkokolajna
zeleznica na prepravu dreva, ktora viedla z Novej Bystri-
ce cez Zakamenné do Osc¢adnice a jej prevadzka mala byt
onedlho zrusena. Miestni [udia nazyvali vlacik podla mies-
ta v lese, ktorym prechadzal ,Gondkulak”. Mlynarcik sa roz-
hodol vyuzit tuto prilezitost a usporiadat rozluckovu jazdu
- slavnost. Ani tento happening nemal byt len stretnutim
umelcov, ale vyuzil aj pritomnost miestnych obyvatelov.

-

Mllan Adamciak: Dlalog so Segalom

b / Dialog with Segal. 1969

Sneh, ¢b. fotograﬁa /Snow object, BW photography,
b 2 TN 13x 18 cm
Sulkromna zbierka / Private collection




MAJSTROVSTVA SVETA V LYZOVANI 1970
VYSOKE TATRY — CESKOSLOVENSKO

|. FESTIVAL SNEHU

ARMAN @ BILL @ BOCCIONI @ BRUEGHEL » BRUSSE
BRUNING @ CHRISTO @ DIAS e DIETMANN
DELVAUX @ DOBES o DUCHAMP e GENOVES
KLEIN @ KOUNELLIS & LICHTENSTEIN ® MAGRITTE
MALEVIC @ DE MARIA @ MIRALDA ® MLYNARCIK
NAGASAWA e NITLAF @ OLDENBURG e PIENE
LA PIETRA ® RAYSSE » DE SAINT PHALLE
SANEJOUAND @ SEGAL e TOBAS e UECKER
URBASEK e DA VINCI @ WESSELMANN

INTERPRETACIA

ADAMCIAK @ CYPRICH @ MLYNARCIKe URBASEK

v

Posledny raz teda Gondkulak vypravili plne nalozeny pa-
saziermi a ozvlastneny autorskymi prispevkami, ako napi-
sal Pierre Restany:

.. vyparddeny, zmeneny na nepoznanie. So zla-
to-zeleno-ciernou lokomotivou - ,kinetizovanou” Milanom
DobeSom. S ruZovym jeddlenskym vozfiom, kde pripravili
menu Antoni Miralda a Dorothée Selz. S malym ,postovym
vozriom’, kde Rébert Cyprich umiestnil koSe so svojimi pos-
tovymi holubmi. S otvorenymi vozriami pre cestujucich ...

Vsetko to vyzdobili Alex, Ondrej Lishdk a dalsi verny priatel

Stefan Pldnka ... Medzi existujtice stanice sa pridali dalie
zastdvky. Boli to stanice jednotlivych prizvanych umelcov:
Adamciak - ,Adamciaci pri Chmure’; Cyprich - ,Cyprichova
Kykula’; ,Dobesov’, ,Dietmannovce’, ,Jakubici — Kordosi —

Alex Mlynarcik, Milos Urbasek, Milan Adamciak,

Rébert Cyprich: I. Festival snehu / I. Festival of Snow. 1970
Pozvanka / Invitation Card, 25 x 12.3 cm

GMB (F89)

"

Mudrosi% ,Miralda - Selzovd” ,Tobasov” ,,Urbdskova uvrat”
JZelibdcka” Na zastdvkach - staniciach sa obyvatelia miest-
nych lazov priddvali k cestujucim a Zili akciami umelcov. Tak
si mohli vypocut koncert Milana Adam¢iaka v povestnom
fraku, ¢i dostat, alebo pouZit zvitok kvietkovanej papierovej
stuhy - toaletného papiera od Jany Zelibskej. Zlatym klincom
jazdy bolo, ked'vlak presiel papierovymi kruhmi - tunelom
Milosa Urbdska (na sp6sob Murakamiho, Japonca zo skupi-
ny Gutai), alebo ked zastal, aby mohli tratou prejst ,Tobaso-
ve kravy” Jakubik a jeho priatelia Vladimir Kordos a Maridn
Mudroch vymysleli iny zdzrak — desiatky otvorenych flias
so slamkami, po hrdlo zakopanymi do zeme. Samozrejme,
plné vselijakych ndpojov - od bieleho vina po borovicku, no
aj Saraticu so spolahlivym ucinkom. Kazdy sa musel zmierit
s tym, ¢o sa mu uslo, ¢o nasiel. ,Deri radosti” sa skoncil nesko-
ro v noci ohriostrojom Leva Nussberga."'

Katal6g-skladacka bol doplneny albumom origi-
nalov z prispevkov umelcov. Adamciakov prispevok ma
podobu papierovej lokomotivy vystrihnutej z notového
zapisu. Na podklade udalosti vznikol aj film Dusana Hana-

1 RESTANY, Pierre — MLYNARCIK, Alex: Inde. Pariz :
Galéria Lara Vincy; 1994; Bratislava : Slovenska narodna
galéria, 1994, s. 121.

Milan Adamciak: Horiaci kruh.

Interpretdcia diela Otta Pieneho

Circle.nt tion.of i

ka Keby vsetky viaky..., ktory je véak samostatnou umelec-
kou vypovedou, nie dokumentaciou udalosti, i ked' jeho
vychodiskom bol happening v Zakamennom.

S Alexom Mlynar¢ikom Adamciak opét spolupra-
coval na projekte Pax et Gaudium Il. pre Matustikovu vysta-
vu Sen o muzeu (1991) v Povazskej galérii umenia v Ziline.
Spolu s Vierou Meckovou postavili na fasadu konstrukciu
z kovového ledenia, ktoré ju ,pretinalo” — rozdelilo ju na
dvoje vonku aj vo vnutri. Rez symbolizoval zmenu a von-
kajsia konstrukcia vyzyvala divdkov, aby na znamenie
vlastnej premeny zapalili votivhu sviecku, k ¢omu znela
Adamciakova elektroakustickd hudobna improvizicia.
Adamciak spolu s Alexom Mlynar¢ikom, Andrejom Bar-
¢ikom a Jozefom Doricom zorganizovali v uliciach Ziliny
aj environmentdalny hapenning ECCE HOMO (1991), ked
znecistili pesiu zonu medzi Zelezni¢nou stanicou a Povaz-
skou galériou umenia odpadom (stary papier, Srot, horia-
ce pneumatiky, ihli¢cnaté stromy). Adamciakov prispevok
znel z miestneho rozhlasu ako ohlusujuca kolaz hudby,
zvukov ¢virikajucich vtakov, pistaliek, fujary a utrzkov
slovenskych pesniciek preryvanych rachotom tkacskych
strojov z textilného zavodu.

MA’S ACTIVITY IN HAPPENING
AND PERFORMANCE

Adamciak’s first invitation to collaborate with
Alex Mlynar¢ik was to participate in his Donation at the
Paris Sixieme Biennale (1969). As he told it, he knew of Slo-
vakia’s action context only from journals, and it was Julius
Koller, Alex Mlynarcik and Stano Filko that interested him
most. He decided to write the latter two a letter in a“pseu-
do-form” as an “experimental dadatext” Mlynarcik sent
him information on his projects, particularly HAPPSOC,
and invited him to participate in Paris and soon in the
July Breeding happening in the High Tatra Mountains.
Adamciak’s Donation contribution was a collaged book
of music, clippings and flyers.® Mlynarcik's wife Elena, a
musicologist, played an important role in the two artists’
actual acquaintance as she participated in his actions, and
as an organizer of the Smolenice Seminars of New Music
she knew Adamciak. In October 1969 Mlynarcik organized
the “real allegory” (R. Matustik) Bonjour Monsieur Courbet
in Chatillon near Paris for a project at Chatillon des Ar-
tes 69 as an open-air environment. He invited Adam¢iak
and Cyprich to join, but despite an invitation letter from
Raoul-Jean Moulin they were not permitted to travel out-
side Czechoslovakia.

Adamciak’s relationship to nature, especially
around his birthplace in Liptov, runs throughout his work.
The emblematic figure of a cellist playing to the landscape
a taking in its sounds, its music, frequently appears in Ad-
amciak’s concepts and musical projects. “How far does
creativity reach? Once | made an homage to Francis of As-
sisi, playing music for birds around four in the morning on
a rocky cliff. While playing, you felt a sense of bliss from how
nature reacts to the sounds and the dissonance that came
out, and it stung me to repeat these situations...,” he stated
in 1992 in an interview for the popular magazine Mladé
rozlety. Outdoors, he would realize private events, and
more than once participated in collective happenings by
Alex Mlynar¢ik and Jana Zelibska.

On 19 July 1969 Mlynar¢ik organized his event
Breeding - “Fishing Prohibited During Breeding” by Vysné
Terianske pleso lake in the Tatra mountains. The action,
whose main content was the mating of plastic fish, throw-
ing them into the water and feeding them, had the struc-
ture of a happening, and everyone present (Ondrej Lishak,
Alex and Elena Mlynar¢ik, Jana Zelibska and the theore-
ticians Raoul-Jean Moulin and Zita Kostrova, along with
Adamciak and Cyprich, who produced the music) partic-
ipated in a loosely-conceived scenario. As Pierre Restany
was to write, the element of chance played a role, as did
glamour, as the musicians in full dress performed for actu-
al fish when the Mlynarcik delegation ran late.

6 ADAMCIAK, Milan: Od zivota k umeniu a spat.
(Re)kapitulacia. In: MURIN, Michal (ed.): Archiv IV (AKTY).
Akcie, performancie, projekty, koncepty a vystavy. Kosice :
Dive Buki, 2016, p. 195.

7 Pravdepodobny zéapal kridel. Milan Adamciak
v rozhovore s I. Zelinskou. In: Mladé rozlety, 6, 1992, vol.
32,p.6.
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BULLETIN SPOLOCNOSTI PRE NEKONVENCNG HUDBU

SNEH: Obédlka bulletinu

Spolo¢nosti pre nekonvenénu hudbu / Cover of the
bulletin of Society for Non-conventional Music. 1991
Reprodukcia diela / Reproduction of the work by
Maria Zavadilova: Snehové hviezdi¢ky / Snow Stars.
1923/1983

MA's activity
IN happening
and performance



In central and eastern European neo-avant-gar-
de art, snow is more than a changeable substance natu-
ral events and cycles - it is also endowed with meaning
thanks to tropes of childhood, whiteness, innocence, and
new beginnings, for example in work by the Croatian
group OHO, in Russia in work by Francisco Infante, and
in actions by those in Andrey Monastyrsky in the 1970s.
In Slovakia, snow was seen since the 1960s, in actions by
Alex Mlynar¢ik and Milan Adamc¢iak and in small-scale ac-
tion and conceptual art by V. Popovi¢, P. Bartos, D. Toth,
M. Kern and R. Sikora. In December 1969, Peter Barto3
realized Dispersion of Raster in Snow, also distributing an
announcement of Activity of Snow in the Air and on the
Ground. Snow was a process medium par excellence and
materia pauperum, available to everyone, which made
possible three-dimensional (if ephemeral) realization of
various ideas and forms of international avant-garde art
and new tendencies — and therefore identification with
these things.

In December 1969 Adamciak rendered his inter-
pretation of a well-known sculpture by the American
George Segal, which he called Dialogue with Segal. When
in early 1979 he and Roébert Cyprich came by a case full
of shellac records, which they planned to lay out on a
snowy hillside by the Ruzomberok Calvary, in a raster-ef-
fect circle in tribute to Roy Lichtenstein and in a square in

tribute to Kazimir Malevich. In the event their idea joined
up with the direction taken by Alex Mlynarc¢ik and Milo$
Urbasek, who had already conceived a manifesto: Inter-
pretation in Visual Art in preparation for the first festival
of snow (1970). They proclaimed that “.. interpretation in
visual art is a new creative dimension”, which “opens new
spaces as fruitful starting points of the so-called authentic
gestures to which we have thus far taken pains to cling”.
They prepared it in the High Tatras on the occasion of the
FIS Nordic skiing world championships in 1970, declaring
“SNOW as starting point and form element for realization”.
Together with Zita Kostrova, all four of them talked about
the planned festival, with its pieces and actions by Milan
Adamciak, Robert Cyprich, Alex Mlynarcik and Milos Ur-
basek. Adamciak created Great Ice Fish as a loose interpre-
tation of the work of René Magritte, and Burning Circle as
interpretive of Otto Piene. It was surely no accident that
Adamciak, Peter Machajdik and Michal Murin gave the en-
semble formed to propagate and foster New music, found-
ed in 1990, the name SNEH (Spolo¢nost pre nekonvencnu
hudbu - an acronym spelling out SNOW in Slovak, based
on the Slovak words for Society for Non-conventional Mu-
sic). For a cover, Adamciak used “found sheet music” Snow
Stars (1923/1983): handmade lace by the photographer
Marie Zavadilova (Kvéta Fulierovd’s mother) artistically to
“tenerifa” type. Her inspiration came from snow crystals,
and she made it of white thread over 300 days at Zitkova

Jana Zelibska: Snubenie jari / Betrothal of Spring.
Dolné Ore3any 1970

Happening, hudobna spolupraca / music cooperation
Milan Adamciak & Ensemble Comp.

(Milan Adamciak na strome / on a tree)

Foto / Photo: Milos Vanc¢o

Zbierka Linea / Linea Collection

in the Moravian Kopanice region; 60 years later she se-
lected 80 pieces to sew into a raster for her 80 birthday.
Adamciak marvelled at the motif's mathematically precise
variations, and in reproducing it he was honouring tradi-
tional Slovak folk art and landscapes.

In 1970 Adamciak was invited to participate in
what has become a legendary open-air intermedia exhib-
it, a continuation of the Sculpture of PieStany Parks event
by its main curator Lubor Kéra. 1970 was dedicated to
Polymusic Space - Light, Object, Sculpture, Music; it was to
feature many pivotal realizations of new-tendency art in
Slovakia. Adam¢iak collaborated with Jarmila Cihdnkova
on the sound environment Yellow in Green, comprising an
accumulation of wired yellow metal spheres. Adamciak’s
underlay of acoustic sound also came up through speak-
ers embedded in the ground.®

Over hillocks and meadows between Dolné
and Horné Ore3any, near the town of Smolenice, which
he had grown to know well, Milan Adamciak participat-
ed with sound and music to the Jana Zelibska happening

8 ADAMCIAK, Milan: Od Zivota k umeniu a spét.
(Re)kapitulacia. In: MURIN, Michal (ed.): Archiv IV (AKTY).
Akcie, performancie, projekty, koncepty a vystavy. KoSice :
Dive Buki, 2016, pp. 216-217.

Jana Zelibska: Snubenie jari / Betrothal of Spring.
Dolné Oresany 1970

Happening, hudobna spolupraca / music cooperation
Milan Adamciak & Ensemble Comp.

Zlava / From the left: Marian Lucky, Viktor Vavro,
Vojtech Samec, Milan Adamciak (okarina / ocarina)
Foto / Photo: Milos Vanc¢o

Zbierka Linea / Linea Collection

Betrothal of Spring, which took place on 13 July 1970. The
celebration’s theme was the betrothal of spring to sum-
mer, Adamciak asked participants to bring their own whis-
tles so as to respond at will in keeping with the theme.
Claude Debussy’s Afternoon of a Faun, Spring and Summer
from Vivaldi's Four Seasons, and other contemporary music
pieces related to spring and summer were played, along
with improvisations on ocarina (Milan Adamc¢iak), record-
er (Marian Lucky) and Zelibska on flute. Alex Mlynarcik
arranged for a small plane from a flying club, and Milo3
Urbdsek created a homing object in textile, around which
the plane made several turns while throwing out stream-
ers. Luba Veleckd pinned wedding headdresses on partic-
ipants. When the plane dropped its ribbons, trees as well
as people wore decorations, with nearby local villagers
joining in. The girls and women wove flower chains in
head-wreaths. Even after the action the landscape bore
the decorative white betrothal ribbons for a time. Adam-
¢iak climbed a tree with his penny whistle, like the satyr
Pan; he would return in years to come to this as his An-
cient Greek alter ego, with the syrinx flute becoming the
emblem of his fictive society Panfilia. (He referred to this in
a poster from his performance at the NIPAF festival in Na-
gano, Japan in 2010.) The musical and acoustic aspect of
Betrothal of Spring fostered the atmosphere of collective
celebration and play, which in Frantidek Smejkal’s descrip-
tion pulled participants from the bonds of daily cares and
opened up a magic space of freedom, joy and the fullness
of being. In 1970, such a longing for free space, and shar-
ing it, was to be the motivation behind many extensive
realizations that nostalgically recalled the dramatic 1960s
that had just concluded.

Adamciak considered the 7% Open Studio at the
home of Rudolf Sikora on Tehelna 32 in Bratislava, as he
recalled in an interview with M. Murin in the book Archiv
VI. Akty, to be the first true manifestation of environment,
action art, intermediality and inter-generational collabo-
ration in Slovakia. At Sikora’s invitation, in addition to Ad-
amciak, Peter Bartos, Vaclav Cigler, Rébert Cyprich, Milan
Dobes, Viliam Jakubik, Vladimir Kordos, lvan Kfiz-Vyrubis,
Otis Laubert, Juraj Melis, Alexander Mlynarcik, Marian
Mudroch, Rudolf Sikora, Jana Shejbalova-Zelibska, Ivan
Stépén, Dezider Téth and Milo3 Urbések all joined in.

In his recollections of the 15t Open Studio in 1976,
Dezider Téth remembered Adamciak and Cyprich as two
personalities from Ruzomberok that stood out, and “even
today are not recognized for their impact on activities
even before the open studio”. He appreciated Adamciak’s
musicology expertise, and “scope of interests multifacet-
ed like Leonardo’s”? Adamciak’s was the most Fluxus con-
tribution: he gave a musical performance of four impro-
visations with the aid of recording technology in combi-
nation with random sounds from the mixed group of “pan”
and Ensemble comp. (Adamciak on cello and drums, Bo-
hus Bubelka, Rébert Cyprich and Marian Lucky on drums).
Canon 5x1/4 was invented live as a fifth improvisation
from the mix of recordings of the first four. Although there
are photographs, relics and various other documentation
of the whole event, and even 6 minutes of film, Adam-
¢iak’s musical piece was not captured.

Impelled by the 7t Open Studio, Adamciak called
on his colleagues to participate in an ecological/ethical
“action-ensemble”® (Matustik) titled Gaudium et Pax (Joy
and Peace), with the theme of giving or sacrificing. At his
instigation, between Christmas and New Years 1970 a
number of now-canonic conceptual art works came to be.
Rudolf Sikora realized in and around Zvolen the land-art
Out of Town, where he moved from the edge of a housing
estate to open countryside, pouring red pigment through
a star template on nine spots. He later used black and
white photo-documentation as a basis for offset prints.
Dezider Téth performed the Snow on a Tree intervention
(1970), painting “snow” on a tree in many languages.
Jana Zelibska prepared packages for her colleagues as a
Christmas Presents, on which she built several events with
themes of friendship, gift-giving and expectations, real-

9 TOTH, Dezider: Dom ¢&islo tridsatdva (1976). In:
MUDROCH, Marian - TOTH, Dezider (eds.): 1. otvoreny ate-
liér — Bratislava 1970. Bratislava : SCSU, 2000, p. 138.

10 MATUSTIK, Radislav: ... predtym. Prekrocenie hra-
nic: 1964 — 1971. Zilina : Povazska galéria umenia, 1994,
p. 120.
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Milan Adamciak: Hniezdo — Muzikolég na strome

/ Nest — Musicologist on a Tree, 2010.

NIPAF - 17" Nippon International Performance Art
Festival, Spring Seminar, Nagano, Japonsko

Akcia / Event

Foto / Photo: NIPAF Archive
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ized in 1970 with Ivica Ozabalova. For instance, she sur-
prised the director Luba Velecka with Playing Gift, a woven
basket from which a live Milan Adamc¢iak and his violin
surprise suddenly emerged, taking requests and impro-
vising anew. Adamciak’s challenge inspired Mlynarcik and
Cyprich to make the poster “Garden of Contemplation,
homage to the 10" Anniversary of Nouveux Réalisme”,
featuring them in work vests on Bratislava paving stones,
with the inscription: “You are invited to our ‘open studio’
Starting 27 October 1970 you can come by any evening
at 9:30, at city services on Bazova 6, Bratislava, Czechoslo-
vakia, Department of ‘street sweeping’ (50 crowns per per-
son per night!)”. They signed up to clean themselves one
night — the same night Pierre Restany organized a grand
celebration. During Christmas, at their Gaudium et Pax
event the trio Adamciak/Cyprich/Mlynarcik decked a tree
in the forest above snow-covered Ruzomberok.

Adamciak actively participated in the Alex
Mlynar¢ik happening If All the Trains in the World... / Day
of Games on 27 June 1971 at Zdkamenné in Orava, also
sometimes called Day of Joy. The inspiration came from
a narrow-gauge logging rail line, running from Nova By-
strica through Zakamenné to O3cadnica, scheduled for
closure. Local people named the train “Gondkulak” after
a place it passed through in the forest. Mlynar¢ik decid-
ed to turn this into a farewell ride/commemoration. The
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Milan Adamciak: Pozvénka na hudobny projekt
Kdnon 5x1/4 v ramci 1. otvoreného ateliéru

/ Invitation Card for a musical project Canon 5x1/4
in the framework of the 7st Open Studio. 1970
Strojopis, papier / Typing, paper,

15.2%16.9cm

Sukromna zbierka / Private Collection, Bratislava

happening was not intended just as an artists’ encoun-
ter, but made the most of locals’ presence. So for the last
time, Gondkulak carried a full train of passengers, with es-
tranging elements provided by artists, as Pierre Restany
described:

... all dressed up, to the point of being unrecogniza-
ble. Alocomotive in gold and green and red - “kineticized” by
Milan Dobes. A pink dining car, its menu by Antoni Miralda
and Dorothée Selz. A little postal car, where Rébert Cyprich
set up baskets with his homing pigeons. Open-air carriages
for passengers... All decorated by Alex, Ondrej Lishdk and
another faithful friend, Stefan Pldnka... More stops were
added between existing stations. These belonged to invited
artists: for Adamciak — "Adamciaci pri Chmure’, for Cyprich
- “Cyprichova Kykula’; “Dobesov’; “Dietmannovce’; “Jakubi-
ci — Kordosi — Mudrosi” “Miralda — Selzovad”, “Tobasov”, “Ur-
bdskova tvrat’, and “Zelibdcka”. At these station/stops those
who lived in these remote places joined the passengers, living
the actions of the artists. Thus they might hear a concert by
Milan Adamciak in his legendary frock coat, and receive or
use a roll of flowered paper ribbon/toilet paper from Jana
Zelibskd. The journey’s climax was the train’s traversing a pa-
per tunnel by Milos Urbdsek (in the mode of Murakami, the
Japanese of the Gutai group), or stopping so “Tobas’ cows”
could cross the track. Jakubik and his friends Vladimir Kordos
and Maridn Mudroch dreamed up another wonder: dozens

Milan Adamciak: Vyzva pri prilezitosti 10. vyrocia

1. otvoreného ateliéru / Instruction at the occasion of the
1st Open Studio. 1980

Hudobny projekt / Sound project, Fixka, papier / Felt-tip
pen, paper, 20.9 X 29.5 cm

Sukromna zbierka / Private Collection, Bratislava
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Alex Mlynarcik: Deri hier. Keby vsetky viaky sveta...

/ Day of Games. If All the Trains in the World... 1971

Milan Adamciak: Zastavka / Station Adamciaci pri Chmdre.
MA vpravo vpredu / on the right in the front

Ciernobiela fotografia / BW photography, 40 x 50 cm
SNG (IM 208), ziskané v roku / acquired in 2010

Foto / Photo: Milos Vanco
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Alex Mlynarcik: Cestovny listok / Train Ticket. 1971
Milan Adamciak: Zastavka / Station Adamciaci pri Chmdre.
Multiple tla¢, papier / Printing, paper, 11.3 X 5.8 cm

Milan Adamciak: Lokomotiva / The Tank Engine. 1971
Multiple, tla¢, papier / Printing, paper, 10.5 X 13.3 cm

of opened bottles buried to the neck with straws sticking up.
These naturally contained various drinks, from white wine to
Juniper brandy as well as Saratica with all its excretory con-
sequences; and everyone had to accept what they missed,
what they found. The “Day of Joy” ended late at night with
fireworks by Lev Nussberg.'’

The catalogue/scrap-book was supplemented by
an album of originals from the artists’ pieces. Adamciak'’s
was a paper locomotive of notebook paper. The event
also served as the basis for the Dusan Hanék film If All the
Trains...; this is a stand-alone artistic expression rather
than documentary on the event, though its starting point
was the happening at Zakamenné.

Adamciak again collaborated with Alex Mlynarcik
on the project Pax et Gaudium Il for Matustik’s exhibition
Sen o muzeu [Dream on a Museum] (1991) at the Museum
of Art in Zilina. Together with Viera Meckova they put up
steel scaffolding over the facade, “bisecting” it: dividing
it both inside and out. This division symbolized change,
and the construction outdoors challenged spectators to
light a votive candle signifying their own change, with Ad-

11 RESTANY, Pierre — MLYNARCIK, Alex: Inde. Pariz
: Galéria Lara Vincy; 1994; Bratislava : Slovenskd narodna
galéria, 1994, p. 121.

amciak’s electro-acoustic music improvisation in the back-
ground. Adamciak, Mlynarcik, Andrej Bar¢ik and Jozef
Dorica organized in Zilina's streets the environmental
happening ECCE HOMO (1991); they littered the pedes-
trian zone between the train station and the Museum
of Art with refuse (old paper, scrap metal, burning tires,
evergreen trees). Adamcdiak’s part sounded through loud-
speakers, a deafening collage of music, chirping birds,
whistles, fujaras and bits of Slovak songs broken up with
the racket of the textile factory’s power looms.
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PANFILIA A ERBOVE LISTINY

Adamciakova Panfilia (Panphilia) bola projektom
fiktivnej society, ktora vznikla z jeho zaujmu o patafyziku.
Panfilia ako projekt vlastného kralovstva pre neho zname-
nala ,radost a lasku ku vselicomu, takmer ku vsetkému.
Predpona pan- v gréctine vyjadruje zhruba to, ¢o v sloven-
¢ine predpona vse-“. Pre neho bola navyse spojena s ter-
minom,pan” (pro arte nova, za nové umenie) a s antickym
bohom Panom, reprezentantom neviazanosti, slobody
a vztahu k prirode. Péttrubicovu Panovu flautu syrinx po-
uzival ako erbovy symbol Panfilie. Zrodila sa v roku 1972,
ked Adamciak poslal novomanzelom na Mlynar¢ikovom
happeningu Evina svadba ako dar svoju prvu erbovu lis-
tinu — armdles, ktorou ich podla vlastnych slov,povysil do
(imaginarneho panfilskeho patafyzického) slachtického
stavu” Tento pocin konotoval s buducim projektom Mly-
narcikovej fiktivnej krajiny Argilie, ktora tiez vznikla v tom-
to obdobi. Erbové listiny, v ktorych mohol uplatnit svoj
zaujem o heraldiku, symboliku, sfragistiku a iluminované
rukopisy, zacal postupne tvorit pre doélezitych fudi ako
dary (rodina Ferencovd, Marta a Jozef Foldesovci, Jozef
Malovec, Ruzena Bacigalova, Vladimir Bokes, Vitazoslav
Kubicka, Richard Rybari¢, Kvéta Fulierovd, Ladislav Bur-
las, Erik a Alenka Adamciakovci). V rdmci Panfilie vznikla
aj mail-artova komunikdacia a Specialne koncepty a ob-
jekty vychddzajlce z obraznosti panfilskej posty, ktorymi
Adamciak udrziaval pisomnu komunikaciu. Od roku 1979
pracoval na projekte Panfilskeho kalenddra, ktory mal byt
Lpriruckou pre panfilsku pospolitost” ako ,prehlad povin-
nosti, prav, pracovnych prilezitosti i pokynov na pripravu

Panfilia

sviatkov”. Nedokonceny projekt rozli¢nych konceptov mal
suvislost aj s Adamciakovym vztahom k etnoldgii a folklo-
ristike, k ritudlom, zvykom a obycajom rodnej krajiny.'
(LGS)

12 ADAMCIAK, Milan: Od zivota k umeniu a spét.
(Re)kapitulacia. In: MURIN, Michal (ed.): Milan Adamciak
Archiv IV (AKTY). Akcie, performancie, projekty, koncepty
avystavy. Kosice : Dive Buki, 2016, s. 223-233.

PANPHILIA AND COATS OF ARMS

Adamciak’s Panphilia (Panfilia) was a fictitious
society project, arising from his interest in ‘pataphysics.
Panphilia was a project of his own kingdom, which for
him meant “joy and love for things in general, almost for
everything. The ancient Greek prefix pan- is an indication

of all-". He moreover associated it with the acronym “pan”

(pro arte nova, i.e. in favour of new art) and Pan, the an-
cient god of indulgence, liberty and the wild. Adamciak
used a five-pipe syrinx pan flute as the heraldic symbol
for Panphilia. This originated in 1972, when Adamciak
sent the newlyweds at Mlynarcik’s happening Eva’'s Wed-
ding his first coat of arms as a gift: a grant of arms, in its
words elevating them “to (imaginary panphilic pataphys-
ical) nobility”. This impulse was important because of the
character of Mlynarcik’s project of the fictitious coun-
try of Argillia, which also came about in this period. He
started creating coats of arms, in which he could utilize
his interests in heraldry, symbols, sphragistics and illu-

a erbove listiny

2anpnilia

and coats of arms

Alex Mlynarcik: Evina svadba

/ Eva’s Wedding. Zilina 1972

Ciernobiela fotografia / BW photography, 40 x 50 cm
Milan Adamciak: Erbovd listina, dar novomanzelom,
na stole pred Pierrom Restanym / Coat of Arms, gift for
the newlyweds, on the table in front of Pierre Restany
SNG (IM 206), ziskané v roku / acquired in 2010

Foto / Photo: Milo3 Vanco

mined manuscripts, for prominent individuals as gifts (for
the Ferenc family, Marta and Jozef Foldes, Jozef Malovec,
Ruzena Bacigélova, Vladimir Bokes, Vitazoslav Kubicka,
Richard Rybari¢, Kvéta Fulierova, Ladislav Burlas, and Erik
and Alenka Adamciak). As part of Panphilia, there was also
mail-art communication and special concepts and objects
drawing on the pictorial aspect of Panphilia post; Adamci-
ak used these in written communication. Starting in 1979
he worked on a Calendar of Panphilia project, intended as
a“manual for the Panphilia community” as a “summary of
rights, responsibilities, work opportunities and rules for
getting festivals ready”. There was a connection between
this unfinished project and Adamciak’s sense for ethno-
logy and folklore, and for his homeland’s rituals, customs
and manners.”? (LGS)

12 ADAMCIAK, Milan: Od Zivota k umeniu a spét.
(Re)kapitulacia. In: MURIN, Michal (ed.): Milan Adamciak
Archiv IV (AKTY). Akcie, performancie, projekty, koncepty
a vystavy. Kosice : Dive Buki, 2016, pp. 223-233.
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Milan Adamciak: Erbovd listina pre Kvétu Fulierovu
/ Coat of Arms for Kvéta Fulierovd. 1982

Tus, tempera, ru¢ny papier / Indian ink, tempera,
vat paper, 61.5x45.5 X 24 cm

Sukromna zbierka / Private Collection, Bratislava



NETRADICNA NOTACIA, HUDOBNA GRAFIKA

Notacny systém vynasiel Guido z Arezza okolo
roku 1000 a sdm o sebe bol z dneSného pohladu vizualne
pritazlivy. Pokusy o dalSie zvytvarnenie kodifikovaného
eurépskeho notac¢ného systému nachadzame uz oko-
lo roku 1400 a v historickom vyvoji sa s nim stretdvame
kontinudlne, niekedy ich vnimame ako manieristické. Pre
hudbu 20. storodia sa standardny a tradi¢ny systém nota-
cie hudobnych parametrov (vy3ka, dizka, intenzita ténu,
melodika, harménia, metrum, tempo, agogika, rytmus)
stal prekazkou tam, kde bolo treba zaznamenat iné kvali-
ty zvukotvorného diania (proces vznikania zvukov, gesto,
akciu, priestor, svetlo, farbu, sonoristiku, pohyb). Uz skla-
datelia medzivojnovej avantgardy obcasne prichadzali
s netradi¢nymi partitdrami a na tie nadviazal povojnovy
vyvoj ,novej” notacie. Vznikali grafické partitiry a hudob-
né grafiky pre konkrétnu, tzv. Novu novu hudbu a neskér
elektroakustické kompozicie. Pre vytvéranie intermedial-
nych projektov medzi hudbou, tancom, filmom, svetlom
a performanciou alebo koncertom vznikali intermedidlne
partitdry. Dal3ou kapitolou su partitdry reci a pisma v po-
dobe optofonickych basni od futuristov, dadaistov ¢i fran-
cuzskych lettristov, ktoré do dnednych dni pretrvali napr.
vo forme multimedidlnych vokélnych performancii. Po-
slednou skupinou su metapartitary, kvazipartitury a pseu-
dopartitury — zdznamy diania procesov, udalosti, gesta,
pohybu, ale aj citacie zakladnych charakteristik tradic-
nych a experimentalnych partitdr. Iné netradi¢né partita-
ry vznikaju zdsahmi vytvarnikov do tradi¢nej partitury,
resp. notovej osnovy ako jej symbolu. Pod pojmom hu-
dobnd grafika mame tiez na mysli vizudlne zéznamy ne-
ocakavajuce zvukovu realizaciu, ktoré sa manifestuju pria-
mo divakovi (Citatelovi) bez kltuca na desifrovanie svojich
grafém a ktoré pocitaju s bezprostrednym hudobnym za-
zitkom z vizudlneho vnemu na béze synestetickych poci-
tov (hudba na citanie, konceptualna hudba).

NON-TRADITIONAL NOTATION,
MUSICAL GRAPHIC PRINTS

The system of notation that Guido of Arezzo
invented around the year 1100, is in and of itself visual-
ly attractive today. We find further efforts at creating a
notational system in Europe around 1400, and continu-
ally afterwards, some of them seeming manneristic. For
20th-century music the standard and traditional notation
system for musical parameters (pitch, beats, dynamics,
melody, harmony, metre, tempo, tempo change, rhythm)
has become a barrier, as it became necessary to note
other qualities of actions that produce sound (process
of sound production, gesture, action, space, light, colour,
sonoristics, movement). Already between the world wars,
avant-garde composers occasionally brought out non-tra-
ditional sheet music, and the post-war development of

“new” notation drew on these. Graphic music scores and
musical graphic prints were produced, specifically for
so-called New music and later for electro-acoustic com-
positions. There were intermedia scores, for projects that
fell in between disciplines of music, dance, film, lighting,
performance or concerts. Another category is notation
for speech and writing in the form of optophonic poems
by futurists, Dadaists and French lettrists, which continue
even today in such forms as multimedia vocal perform-
ances. A final category consists of scores of mega-, quasi-
and pseudo-music: chronicling the occurrence of process-
es, events, gesture and movement as well as citation of
basic characteristics of both traditional and experimental
music. Other non-traditional forms come about through
visual artists’interventions in traditional sheet music, or in
tablatures that symbolize them. The term musical graph-
ics also refers to visual representations that anticipate no
realization in sound, manifesting themselves to specta-
tors (or readers) with no mechanisms for decoding their
graphemes, relying on a musical experience coming di-
rectly from visual perception based on synesthesia (music
for reading, conceptual music).

Netradicna
notacia, hudobna
grafika / Non-
raditional
notation, musical
graphic prints
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mICrocosmo d’ ' uno musico /

mikroasames ledneho wuakanTa

Milan Adamciak: Microcosmo per d’ uno musico

/ Mikrokozmos jedného muzikanta / One Musician’s
Microcosmos. 1979

Autorska tla¢ / Author’s copy (pévodne tus, papier
/ originally indian ink, paper), 29.5 X 42 cm
Sukromna zbierka / Private Collection, Praha

Polystylon (Ad honorem Anestis Logothetis).
Pre sldcikovy orchester a bicie / For string orchestra
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and percussions. 1966
Tus, papier / Indian ink, paper, 29.5 x 43 cm
Sukromna zbierka / Private Collection
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NOTACIE A GRAFICKE PARTITURY
V TVORBE MA

Intermedidlny umelec Milan Adamciak je naj-
vyznamnejsim predstavitelom hudobnych grafik na
Slovensku a nepretrzite sa tejto forme venoval viac ako
patdesiat rokov. Za toto obdobie vytvoril stovky partitur
vo finalnej verzii a ovela viac skic, nacrtkov, poznamok
a podkladov pre ne. Obdobie rokov 1964/65 bolo pre
Adamciaka zlomom. V tom case sa zacal venovat trom
intermedidlnym tendencidm paralelne. Realizoval prvé
privatne intermedidlne, protokonceptualne instrukcie
k akustickym eventom a hudobnym akcidam. Zacal vytva-
rat prvé prace konkrétnej, experimentalnej, resp. vizualnej
poézie. Ako violoncelista so zaujmom o hudobné avant-
gardy a hudbu 20. storocia sa zacal venovat hudobnym
projektom, netradi¢nej notécii a konceptu v hudbe.

Adamciak vnimal obmedzenost tradi¢ného no-
tového zapisu pre svoje vnimanie hudby a poznajuc exis-
tujuce tendencie novej notécie zacal vytvérat svoje prvé
partitdry. InSpiroval sa kresbami Vasilija Kandinského,
Georgesa Braqua, kontudrami a tvarmi. Ako formu si zvo-
lil jednolistové hudobné grafiky, ktoré realizoval v kresbe,
grafoch, koldzach, objektoch, asamblazach, kumulaciach
a pod. Spolu s mladsim kolegom Rébertom Cyprichom
realizoval viacero umeleckych projektov s intermedial-
nym presahom réznych umeleckych Zanrov. V roku 1969
zorganizovali v Ruzomberku I. vecer Novej hudby (Partitu-
ry a projekty), kde v rdmci Ensemble Comp. zaznela jeho
skladba Sexteto a premiérovo bola uvedena Trojrozmernd
partitdra ¢. 3. Na Medzindrodnych seminaroch pre Novu

Notacie a
partitary

v roku 2012. Definoval partitury, ktoré si interpreti posu-
vaju a otacaju (rotabilné), a partitury, v ktorych zachycuje
kontury krajiny, oblakov, tiefiov na skalnych bralach, ale aj
Statnych hranic a ostrovov (konttrové). Dalej uvadza ram-
cové, blokové, pasmové, modelové ¢i systémové partitary.
V sérii Hudobné listy a Listy z albumu vytvoril interpretacie,
pocty a venovania r6znym jemu blizkym vytvarnym umel-
com a autorom grafickych partitur. Obzvlast zaujimavymi
su partitury pre hudobno-priestorové projekty, instru-
mentélne divadlo, partitury pre elektroakustické kompo-
zicie a hudbu pre magnetofénovy pas, pédorysové parti-
tury, ndstenné partitdry, instalované partitury, objektové
partitury, trojrozmerné partitiry, koldzové partitury, kres-
lené partitary, velké mnozstvo skic partitur a postskriptiv-
ne, teda dodatocne az po realizécii, zapisané partitury.

Adamciak svoje hudobné grafiky prezentoval za
posledné tri desatrocia na viacerych samostatnych a ko-
lektivnych vystavach. V devatdesiatych rokoch realizoval
na zaklade jeho partitar a instrukcii subor Transmusic
Comp. mnohé hudobné projekty a eventy. Po roku 2011
vznikd zaujem o interpretaciu Adamciakovych hudobnych
grafik aj u hudobnikov a dirigentov a dochadza k nastudo-
vaniu jeho partitur v podani interpretacnych hudobnych
suborov sucasnej hudby v Bratislave, Linzi a VarSave. Pod-
statnd ¢ast Adamciakovych hudobnych projektov a kom-
pletna typoldgia bola uverejnena v roku 2013 v publikacii
Archiv lll (NOTY) notdcie a grafické partitury. (MM)

graficke
/ Notation

and graphic sheet

MUSIC

hudbu v Smoleniciach v roku 1970 sa hrala jeho skladba
Dislokdcie Il. Suc¢asne ako nonkonformny hudobnik a autor
hudobnych projektov a eventov bol prizyvany na poduja-
tia a akcie vytvarnej scény ako Festival snehu, Polymuzicky
priestor — Socha, objekt, svetlo, hudba, Snubenie jari, 1. otvo-
reny ateliér a pod.

V roku 1970 mal Adamciak samostatnu vystavu
(Visual Music) svojich netradi¢nych partitar vo V-klube
v Bratislave. V centre jeho pozornosti boli hudobné cha-
rakteristiky (Struktury, rytmus a plochy) a ich vzajomné
vztahy. Zaujimala ho otdzka prostredia (Vodnd hudba, tex-
tova partitira - instrukcia, 1970), inStrukcie na koncertné
realizécie (Tentatori — Pokusitelia, partitura pre hudobné
divadlo, 1969), v ktorych ozvlasthoval koncerty véaznej
hudby, ale aj intermedialne presahy a syntézy hudby s tea-
tralizovanou akciou (Hommage a Rimbaud - Balet pre pdt
tanecnych a pdt spevdckych dvojic, 1969). V sedemdesia-
tych az devatdesiatych rokoch Adamciak neunavne pra-
coval na svojich vizudlnych partiturach, realizoval mnoz-
stvo partitdr a skic. Ako muzikoldég a violoncelista svoje
vizudlne hudobné projekty pripravoval s potencidlom ich
akustického prevedenia formou koncertu alebo zvukovej
performancie.

Mnozstvo partitdr, ktoré vytvoril, ho v polovici
sedemdesiatych rokoch viedlo k prvej systematizacii a ty-
pologizacii partitur, ktoré redefinoval a doplnil v rokoch
1993 - 1995. Findlnu autorsku typoldgiu skoncipoval

NOTATION AND GRAPHIC SHEET MUSIC
IN THE WORK OF MA

The intermedia artist Milan Adamciak is the most
significant originator of musical graphic prints in Slovakia,
and worked continuously in this form for over fifty years.
He made hundreds of scores in final versions, and many
more sketches, drafts, notes and other documentation for
them. 1964-65 marked a turning point for Adamciak, when
he began working in three intermedia lines in parallel. He
created his first intermedia proto-conceptual instructions
for acoustic events and music actions. He started making
his initial concrete, experimental, and visual poems. As a
cellist interested in 20™-century and avant-garde music,
he went to work on music projects, non-traditional nota-
tion and concept music.

Adamciak saw limitations in traditional note
schemes for his perception of music. Knowing of new
trends in notation, he set about creating his own sheet
music. He took inspiration from drawings by Wassily Kan-
dinsky and Georges Braque, and from contour and shape
drawings. The form he chose was the one-page graphic
print, which he realized using drawings, graphs, collages,
objects, assemblages, accumulations and the like. He and
his younger colleague Rébert Cyprich realized numer-
ous artistic projects, with intermedia intervention in var-
ious genres. In Ruzomberok in 1969 they organized First
Evening of New Music (Scores and Projects), where Ensem-

ble Comp. presented his piece Sexteto and Three-Dimen-
sional Score No.3 premiered. At international New music
seminars in Smolenice in 1970 his composition Disloca-
tions Il was performed. As a non-conformist musician and
originator of music projects and events, he was also invit-
ed to such art scene actions as Festival of Snow, Polymusic
Space - Light, Object, Sculpture, Music, Betrothal of Spring,
15t Open Studio and more.

In 1970 Adamciak presented a solo exhibition
(Visual Music) of his non-traditional sheet music at Brati-
slava’s V-klub. At the centre of his focus were musical char-
acteristics (structure, rhythm and surface) and how they
interacted. He became interested in issues of environment
(Water Music, textual sheet music and instructions, 1970),
instructions for concerts (Tentatori — Tentators, music for
music theatre, 1969) that estranged classical music con-
certs, and intermedia interventions and synthesis of mu-
sic and theatrical action (Hommage a Rimbaud - Ballet for
5 dancing and 5 singing couples, 1969). From the 1970s to
the 1990s Adamciak worked tirelessly on his visual sheet
music, realizing a great number of scores and sketches. As
a musicologist and cellist, he prepared visual music pro-
jects with the potential of acoustically presenting them in
concert or as sound performance.

Many of the music scores he made led him to
his first systematization and typology of sheet music in
the mid-1970s, which he redefined and supplemented in
1993-1995. He conceived his last artistic typology in 2012,
defining sheet music to be passed along and rotated dur-
ing playing, and music capturing contours of landscapes,

Pentagramma per 5 strumentalisti

/ Pre 5 hrd¢ov na drevené dychové ndstroje
/ For 5 woodwind instrument players. 1971

Tus, papier / Indian ink, paper, 30 x 42 cm
Sukromna zbierka / Private Collection

clouds, and shadows on stony cliffs and state borders and
islands. He also notes frame, block, zone, model or system
sheet music. In his series Music Sheets and Albumbldtter
(Album Sheets) he made interpretations, homages and
dedications to various kindred artists and music graphic
composers. Of particular interest are scores for music/
spatial projects, instrumental theatre, electro-acoustic
compositions and music for recording tape, ground plans,
walls, installations, objects and three dimensions, and in
collage, drawing, sketches and post-script (i.e. post-reali-
zation) writings.

Over the last three decades, Adamciak presented
his musical graphic prints at many solo and group exhi-
bitions. In the 1990s the group Transmusic Comp. per-
formed a number of musical projects and events based
on his scores and instructions. Since 2011 there has arisen
interest among musicians and conductors in interpreting
Adamciak’s musical graphic prints, which are being stud-
ied in execution by interpretational contemporary music
ensembles in Bratislava, Linz and Warsaw. A major portion
of Adamciak’s musical projects and complete typology
was published in 2013 in the book Archive Ill (NOTY) nota-
tions and graphic scores. (MM)

Milan Adamciak: Stratend partitira / Lost score. 1990
Koldz, kombinovana technika, papier

/ Collage, mixed media, paper, 82 x 120 cm
Sukromna zbierka / Private Collection, Brno

pentagramma
per 5 strumanialisti




Milan Adamciak: Flux Music Il. 2000

Priestorova partitura / Space score.
Magnetofénové pasy s nahravkami, karton

/ Recording tapes, cardboard, dimensions variable
Zbierka Linea / Linea Collection

Foto / Photo: Martin Marencin

transMUSIC

transMUSIC

Nemyslim si, Ze hudobné ndstroje su jedinym pro-
striedkom, ako robit muziku. (MA)

Do kategérie intermedidlneho umenia, ktoré pre-
paja vytvarné a hudobné umenie, patri aj umenie zvuku
(sound art). Tento pojem sa sformoval koncom osemde-
siatych rokov ako integrujuci pojem pre zvukové instala-
cie a objekty, akustické projekty, akustické performancie
a pod. Nadviazal na histériu nekonformného pristupu
k hudbe v modernom umeni, zapocatu ru¢ne ovlddanymi
mechanickymi krabicovymi nastrojmi s rezonatormi - hlu-
kofénmi Luigiho Russola a jeho futuristickym manifestom
Umenie hluku. V medzivojnovom umeni to boli prevazne
umelecké vyskumy v nemeckom Bauhause, neskor v Black
Mountain College a hnutie Fluxus v USA. V patdesiatych
rokoch sa do zdujmu skladatelov dostavaju konkrétne
zvuky predmetov, mesta i prirody. Uz od polovice Sestde-
siatych rokov umelci vytvaraju také objekty, plastiky, pro-
stredia a instalacie, ktorych neoddelitelnou zlozkou je aj
zvuk. Umelecké dielo je tak zdrojom konkrétneho zvuku,
ktory divak interaktivne vytvara, inokedy dielo len odka-
zuje na akukolvek akusticki hodnotu alebo predstavu o
zvuku. Niekedy su to sochérske prace, ktoré divaka pozy-
vaju na rozozvucanie, niekedy su to priestorové instalacie
s reprodukovanym prednahratym zvukom, niekedy do
popredia vynikd zvukova hodnota najdeného predmetu
alebo doma vyrobeného autorského experimentalneho
zvukového nastroja. Zvukové objekty nie su urc¢ené vyluc-
ne na koncertné a performativne pouzitie, ale vzhladom
na vizuélne kvality su prezentované aj ako vytvarné ob-
jekty. Experimentéalne zvukové nastroje pre svoje odlisné
a neobvyklé akustické charakteristiky sa pouzivali na vy-
tvaranie hudobnych diel tzv. Novej hudby, v elektroakus-
tickych kompoziciach, ale aj v industridlnej alternativnej
hudbe. Tvorcovia tejto hudby sa z akademickych centier
vdaka digitdlnym technolégiam prestvaju do domacke-
ho prostredia. Dnes, ked sa ndm hromadi civiliza¢ny od-
pad, je tu tendencia recyklovat a dizajnérske moznosti
a ,kutilské” zru¢nosti su trendy a cool, dochadza k popu-
larizacii vytvarania nekonvencénych hudobnych nastrojov
a spolu s tym aj k ziskavaniu novych akustickych zaZitkov.

transMUSIC

I don't believe musical instruments are the only way
to make music. (MA)

Sound art is another category of intermedia art,
linking visual and musical arts. The term originated in the
1980s, integrating sound installations and objects, acoustic
projects, acoustic performances and similar work. It grew
from the history of modern art’s non-conformist approach
to music, starting with the intonarumori - hand-operated
mechanical boxes with resonators — of Luigi Russolo and
his futurist manifesto The Art of Noises. Between the world
wars most such work was done in research at the German
Bauhaus, and later at Black Mountain College and by the
Fluxus movement in the USA. Specific sounds of objects,
city or nature became interesting to composers in the
1950s. From the mid-1960s, artists were creating objects,
sculptures, environments and installations with integral
sound components. Thus an art work could be a source
of a specific sound that the spectator produced in interac-
tion, or something that simply pointed to some acoustic
value or concept of sound. Some sculptures invited spec-
tators to use them to create sound, others were spatial
installations with pre-recorded reproduced sounds, and
sometimes the sound value of a found object or artist’s
homemade experimental sound instrument came to the
forefront. Sound objects are not the exclusive domain of
concerts and performances, rather they are presented as
art because of their visual qualities. Experimental sound
machines were used for their different and uncommon
acoustic characteristics, to create so-called New music
pieces, electro-acoustic compositions, or industrial alter-
native music. Digital technologies enable makers of this
music to shift from academic centres to the home. In these
days of increasing piles of civilization’s waste matter, there
is a fashion of recycling including trendy and cool clever
design objects, and a popularization of creating uncon-
ventional musical instruments - resulting in new acoustic
experiences.

i
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Milan Adamciak: Paternoster. 1976

Hudobny projekt / Sound project. Fixka, papier
/ Felt-tip pen, paper, 21 x 29.5 cm

Sukromna zbierka / Private Collection, Praha

Vlystupenie / Appearance of Transmusic Comp.
Sviatok hudby / Music-day, Podhubie - Podhudbie
akcia / event

Bratislava, 21. 6. 1990



ZVUKOVE OBJEKTY A INSTALACIE A AKUSTICKE
PERFORMANCIE V TVORBE MA

V hudobnych grafikdch autora sa uz koncom
Sestdesiatych rokov objavuju instrukcie pre interpretov
na teatralizované ¢i intermedidlne a netradi¢né pouzi-
vanie tradi¢nych hudobnych nastrojov alebo na netra-
di¢né ucinkovanie klasického interpreta. Su to fluxusové
instrukcie k eventom z cyklu Amusica, hudobno-tane¢né
kompozicie pre suc¢asnu hudbu a st¢asny tanec (Diamond
Dance), pre balet a spev (Hommage a A. Rimbaud), vyuZi-
tie stolovych spolocenskych hier ako ramca pre vystupe-
nie interpreta. Pri projekte Dislokdcie Il dvaja aktéri hraju
déamu a hudobnici s nastrojmi sa podla toho pohybuju
na 3achovnici, hraju, alebo su vyhadzovani. Neskér toto
netradi¢né pouzitie klasickych nastrojov doplia vyrobou
netradi¢nych néstrojov, v ktorych neténové zvukové javy,
teda akykolvek zvuk, Sum, pleskot, treskot, Suchot, strn-
got moéze byt pouzity ako hudobny (Sebastian poem). Pri
tvorbe hudobnych eventov pracoval aj s ndjdenymi, resp.
vSimnutymi si beznymi zvukmi, ktoré zvyznamnil perfor-
manciou alebo kompoziciou. Jednym z takych prikladov
je predpis pre 15 ludi na scéne, ktori meltd maso, kazdy
inak, kazdy do mlynceka vhadzuje iné prisady a r6zne
mnozstvo na zvyraznenie ¢vachtavo-mlaskavych zvukov.

V sedemdesiatych rokoch sa zaujima o etnic-
ké a hlavne mimoeurdpske hudobné nastroje, ktoré mu
posluzili na inspiraciu, rovnako ako kreativita su¢asného
[udového folkléru, ked' si hudobnici vyrabali nastroje z ci-
viliza¢ného odpadu. Adamciak kumuloval bezné domace
predmety, hromadil polotovary a vytvéral kolekcie, v kto-
rych hladal neobvykly zvuk. Vychddzal z bezne dostup-
nych predmetov z domacnosti vratane nepotrebnych
predmetov. Na svoje nastroje pouzival namiesto strin
ocelové lanka a silén, pre bicie nastroje to boli vrchnaky
z piva a malinovky, krajace na vaji¢ka, zavaraninové vie¢-
ka, zvukové detské hracky, sady klincov a kovovych ple-
tacich ihlic ako zvonceky, konzervy ako kravské zvonce,
vrchndky z konzerv alebo $pachtle ako cinely, varechy ako
pleskace ¢i kastanety, odrezky zo sklenenych tabul alebo
hokejok ako xylofén, rézne druhy pilnikov ako zvukové
rapkace a pod. Jeho zvukovy instrumentar ¢asovo vznika
koncom osemdesiatych rokov a ma socialno-ekonomicky
odkaz, v popredi vynikd estetika zabudnutého materia-
lu. Nejde o vyrobu vizudlne atraktivneho nastroja, ktory
by sa zvukom priblizoval k tradi¢nému ndastroju, ale skor
o nieco nové s netradi¢nym zvukom. Vychadza z myslien-
ky, Ze umenie nie je privilegované, ale ze ho mdze robit
kazdy z ¢cohokolvek. Adamciak, ako syn debnara, mal za-
kladné skusenosti prace s materidlom a svoje nastroje , ku-
tilsky” manualne zostrojoval sam. Zvukové nastroje pou-
zival ako zdroje neopocuvaného a neidentifikovatelného
zvuku, ktoré v Elektroakustickom $tudiu Ceskoslovenské-
ho rozhlasu pouzival na tvorbu hudobného doprovodu
pre rozhlasové hry alebo neskdér na samostatné elektro-
akustické kompozicie (Capricco).

Zvukove objekty,
instalacie a akustické
performancie

Prvé verejné prezentovanie jeho zvukovych zdro-
jov, objektov a instalacii sa uskuto¢nilo pri nahravani filmu
Sympézium dria (1988) reziséra Samuela lvasku, nasledne
na legendarnej vystave Suterén (1989), na ktoru vzapati
nadviazali prvé koncerty na vernisazach, ¢o viedlo k zalo-
zeniu suboru Transmusic Comp. Prvy koncert siboru sa
konal v oktébri 1989 v Rusovciach, druhy v Dome umenia
v Bratislave na vernisazi vystavy rakiskeho umenia Quer-
durch, kde Adamciak ukazal svoj zvukovy park v plnej 3ir-
ke. Nasledovalo niekolko desiatok koncertov a subor ob-
Casne vystupoval do roku 2016. V poslednych rokoch Mi-
lan Adamciak prezentoval svoje akustické performancie
na roznych festivaloch, z ktorych obzvlast vynikaju jeho
dve cesty do Japonska (2010, 2011). Vystava prezentuje aj
zdznamy jeho sélo vystupeni.

V expozicii méa divdak moznost vidiet niekolko zvu-
kovych predmetov, nastrojovy aparat siboru Transmusic
Comp. aj nedavno zhotovenych strunovych nastrojov
(Koto, Thomba Marina). Princip leSenia ako nastroja pouzil
Adamciak niekolkokrat a Specidlne pre tuto vystavu zho-
tovil technicky nakres nastroja. Nastroje provokuju k doty-
ku a kazdy divak si moze overit ich akusticku charakteristi-
ku palickami alebo manualnou manipuldciou. Obmedze-
ny zvukovy potencidl nastrojov obohacuje na verejnych
predstavenia teatralita a hudobno-divadelné gesta. Ovela
vacsi zazitok z takto prevedenej hudby ma ¢lovek, ktory ju
prave robi, ako jej posluchac. Lenze ak posluchac je zaro-
ven aj divakom, aj interpretom, zazitok sa znasobuje. Viac
hracov a ich individualny pristup k vytvéraniu akustické-
ho zazitku podnecuje aj vzajomné pocuvanie interpretov,
a tak vznika kolektivne improviza¢ne hudobno-divadelné
predstavenie. (MM)

Milan Adamciak: Table Life Koto. Osaka 2010
Performance, spolupraca s Gcastnikmi festivalu

/ Cooperation with the participators at the festival
NIPAF - 17% Nippon International Performance
Art Festival

Foto / Photo: NIPAF Archive

Suflikovd citara & 3 / Drawer Sitar No. 3. 1991
Rezanie, lepenie, skrutkovanie, struny, drevo, kov
/ Cutting, glueing screws, strings, wood, metal,
11 x32%x45cm

SNG (P 2731), ziskané v roku / acquired in 2013
Foto / Photo: Martin Deko

SOUND OBJECTS, INSTALLATIONS AND
ACOUSTIC PERFORMANCES IN THE WORK OF MA

By the end of the 1960s, some of the artist’s
graphic music prints featured instructions for players,
regarding the theatricized or intermedial and non-tra-
ditional use of traditional musical instruments, or the
non-traditional interpretation of a classical performance.
These include fluxus-like instructions for events from the
Amusica cycle, music/dance compositions for contem-
porary music and dance (Diamondance), for ballet and
singing (Hommage a A. Rimbaud), and using table games
as a framework for performing. In Dislocations Il two ac-
tors play checkers as musicians with instruments move
appropriately on a checkerboard, play, or are eliminated.
Later he was to supplement these non-traditional uses of
classical instruments by producing non-traditional instru-
ments; their atonal sounds, of any imaginable noise, hum,
bang, crash, rustle, or jingle can all be employed as music
(Sebastian poem). In creating his musical events, he also
worked in common found or discovered sounds, endow-
ing them with significance in performances and composi-
tions. One such example is the direction to 15 people on
a stage all grinding meat, each one differently, each one
inserting different ingredients and quantities in the grind-
er, to underline the squashing/masticating sounds.

Inthe 1970s he become interested in ethnic musi-
cal instruments, mainly non-European. These and the cre-
ativity of modern folklore served to inspire his production
of instruments from civilization’s waste material. Accumu-
lating everyday household items and semi-finished good,
he built collections with which to seek unusual sounds. He
used objects easily accessible at home, including excess
material. He used steel wire and fishing line for stringed
instruments, and for percussion beer and soft drink bot-
tlecaps, egg slicers, jar lids, children’s noisemakers, and
sets of nails and metal knitting needles as bells, tins as
cow bells, tin tops or putty scrapers cymbals, dippers as
castanets, carvings from glass plate and hockey sticks for
a xylophone, a range of files as ratchets, and so on. His full
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collection is from the end of the 1980s, and can be seen
as a reference to socio-economic conditions, with the
aesthetic of forgotten material standing out. Rather than
building visually attractive instruments producing sounds
that resemble traditional versions, the purpose was to
create something new with unusual sounds. His idea was
that art is not for the privileged, but rather that anyone
can make it from anything. Adamciak, the son of a wood-
worker, had basic experience working with such material,
and cleverly assembled his instruments himself. He played
them to make unknown and unidentifiable sounds, using
them in Czechoslovak Radio’s Electro-acoustic Studio to
compose background music for radio plays, or later for
stand-alone electro-acoustic compositions (Capriccio).

The first public presentation of his sound instru-
ments, objects and installations took place when filming
Symposium of the Day (1988) by the director Samuel Ivas-
ka; the next was at the legendary exhibition Basement
(1989), followed by his first concerts at gallery openings,
leading in turn to the founding of the ensemble Transmu-
sic Comp. Their first concert took place in 1989 in Rusovce,
and the second at Bratislava’s Dom umenia for the open-
ing of the Austrian art exhibit Querdurch, where Adam-
¢iak showed the full range of his acoustic stockpile. Doz-

ens of concerts were to follow, and the ensemble contin-
ued to play occasionally until 2016. Over the last years,
Milan Adamciak presented his acoustic performances at
a number of festivals, among which two trips to Japan
(2010, 2011) stand out particularly. Our exhibit features
recordings of his solo performances.

This exhibit gives spectators the opportunity to
see several sound objects and machines of the ensemble
Transmusic Comp., and some recently-made string instru-
ments (Ma Koto, Tromba Marina). Adamciak used the prin-
ciple of scaffolding as instrument several times, and spe-
cially for this exhibition he made a technical drawing for
an instrument. They call out to be touched, and spectators
may try out their acoustic characteristics using sticks or
manual manipulation. The instruments’ limited potential
for producing sounds is enriched in public performance
by theatricality and music/theatre gesture. With such mu-
sic, the person making music has a much greater experi-
ence than the listener - but if the listener is also spectator
and player the experience intensifies. When a number of
players come together, each with an individual approach
to building an acoustic experience, it encourages mutu-
al listening, leading in turn to collective improvisation in
music/theatrical performance. (MM)

/ Sound objects,
INstallations and
acoustic performances
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Transmusic Comp.: Gestickd partitura

/ Gestic Music Score. 1980 — 1992

Kolaz, tus, fixka, ceruza, papier / Collage, indian ink,
Felt-tip pen, pencil, paper, 70 X 50 cm

Sukromna zbierka / Private Collection, Bratislava

Uéinkovanie MA
vo filme / MA’s
appearances in films

UCINKOVANIE MA VO FILME

Ako intermedialny umelec sa nebranil ré6znym
formam svojej umeleckej vypovede a bol otvoreny tvo-
rivym spolupradcam. Nevyhol sa tak ani filmarskemu re-
meslu, dokonca ani herectvu. Osobné kontakty ale aj
Adamciakova neobvykld napaditost a nekonvencnost
bola atraktivna i pre filmovych tvorcov, a tak mame te-
raz k dispozicii mnozstvo videozdznamov, kde je jednym
z aktérov. UZ v roku 1979 vytvoril pre Ceskoslovensku te-
leviziu sériu autorskych animovanych filmov pod nazvom
Zdzracné palicky v rézii Milana Horvatovica. Bol to cyklus
siedmich kratkych rozpravok s ndzvami Siniecko sa kruti,
Prihoda v pralese, Nezbednik, V cirkuse, Zatulany zajacik, Vy-
let, Medzi chrobdcikmi, kde okrem vytvarného riesenia bol
Adamciak aj autorom nametu a scendra. Tieto rozpravky
boli Uspedne vysielané v byvalom ZSSR, Bulharsku, Izraeli,
Kanade, Japonsku a v dalsich statoch.

O Adamciakovi vnikli kratkometrazne dokumen-
ty zaznamendvajuce jeho iny neobvykly, nekonvencny
pristup k hudbe a zvukom. Rezisér Samuel Ivaska v roku
1988 pripravil dokument Sympdzium dria, v ktorom pred-
stavil Adamciaka ako tvorcu nekonvenénych hudobnych
nastrojov. V dokumente ucinkuju protagonisti, z ktorych
sa neskor stali zakladajuci ¢lenovia Adamdciakom inicio-
vanej skupiny Transmusic Comp. (1989). O tomto subo-
re improvizovanej hudby, o Adamciakovych nastrojoch,
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o realizécii jeho partitur, eventov, hudobnych instrukcif,
o hudobnom divadle vznikli tri dokumenty v produkcii
Slovenskej televizie. Pre televizny zéznam do relacie Um-
dno, Ume-nie (rézia Jozef Kaiser, 1990) vznikla séria hudob-
nych eventov a koncert improvizovanej hudby v podani
Transmusic Comp. Dal$im televiznym dokumentom je
koncert Podhubie — Podhudbie (1990) realizovany v pod-
chode na Hodzovom namesti v Bratislave a samostatny
televizny program v studiu STV Transmedia (rézia Jozef
Novan, 1991). Existuje aj niekolko zdznamov koncertov
Transmusic Comp., napr. v Rusovciach na otvoreni vystavy
Gerulata (1989), koncert na otvoreni vystavy Querdurch
suc¢asného rakuskeho maliarstva (ORF, 1990) a mnoho
zaznamov znovu obnoveného Transmusic Comp. Revival
po roku 2011.

Adamciak sa ukdazal aj ako protagonista a herec
epizédnych roli. Uz polovici osemdesiatych rokov bol na-
hodne osloveny Jurajom Johanidesom pre interview do
studentského filmu, ktory robil spolu so Stefanom Sem-
janom. Neskoér ho Semjan angazoval do filmu Na krdsnom
modrom Dunaji (1994) a objavil sa aj vo filme Jaroslava Ri-
haka Albert Albert (1994).

Od roku 2005 Arnold Kojnok z Fakulty vytvar-
nych umeni v Banskej Bystrici, z iniciativy svojho pedagé-
ga Michala Murina, dlhodobo pracoval na videoprojekte
o Milanovi Adamciakovi. Druhd verzia videodokumentu
s nazvom Opak je pravdou (2007) vytvorila zaklad pre do-
kumentarny film Muzikoldg tvorca, ktory Kojnok nasledne
dokonéil na katedre Dokumentarnej tvorby VSMU v ate-
liéri Dusana Handka. Film mal svoju premiéru v Slovenskej
narodnej galérii (2008) a dostalo sa mu desiatky repriz
v Slovenskej televizii.

Rakusky rezisér Michael Mastrototaro a produ-
centka Sabine Maier realizovali na Podhori pri Banskej
Stiavnici experimentélny film Banska (2008), v ktorom
jedinym hercom bol Milan Adamciak. Tento Ciernobiely
16 mm film bol premietany na viacerych festivaloch alter-
nativneho filmu a videoartu v Eurépe a Amerike.

Vznik hudobného projektu GENUG (Dost, 2009)
na zaklade objednavky Alberta Caprioliho z Ex Novo En-
semble a festivalu Gustav Mahler MusikWochen v dedinke
Dobbiaco-Toblach zaznamenal v rovhomennom video-
dokumente Michal Murin. Dokument vzniku a realizécie
oratéria zachytdva prerozpravanie kompozicie dirigen-
tovi a ¢lenom suboru, zdznam jedinej skusky a premiéru
skladby podla Adamciakovej verbalnej partitury, ktora po-
zostdvala z piatich rozli¢cnych a vzdjomne spatych kusov
pre siedmich inStrumentalistov a naratora. Text bol voleny
nahodne podla spisu Physiologus z 15. storocia od Joachi-
ma Ringelnatza a podla anonymnych fudovych poviedok.

Milan Adamciak sa zucastnil festivalu Nippon
Performance Art Festival (2010) v Japonsku a zaznamy
jeho sélovych hudobnych vystupeni vysli na DVD, ktoré
vzniklo pri prilezZitosti jeho druhej navstevy tohto festi-
valu (2011). V poslednych rokoch na socidlnych sietach
vyrazne pribuda pocet videozaznamov Adamciakovych
performancii, ktoré su bohatym zdrojom informacii o jeho
poetike a osobnosti. (MM)

MA’S APPEARANCES IN FILMS

As an intermedia artist, Milan Adamciak was al-
ways open to a variety of artistic forms and to creative
collaboration. This included the craft of filmmaking, even
including acting. His personal contacts, along with his
exceptional resourceful and unconventional approach,
attracted filmmakers, and so we now have many videos
featuring him as an actor. In 1979 for Czechoslovak Tele-
vision he created Zdzracné palicky, a series of animated
children’s films about magical sticks, directed by Milan
Horvatovic. This was a cycle of seven short episodes, titled
Siniecko sa kruti, Prihoda v pralese, Nezbednik, V cirkuse, Za-
talany zajacik, Vylet, Medzi chrobdcikmi, for which Adam-
Ciak created the art as well as the story and screenplay.
The series ran successfully in the former USSR, Bulgaria,
Israel, Canada, Japan and other countries.

Short documentaries were made about Adam-
¢iak, chronicling his unusual, unconventional approach
to music and sound. In 1988 the director Samuel Ivaska
prepared the documentary Symposium of the Day, pre-
senting Adamciak as the maker of unconventional musi-
cal instruments. It features individuals who later became
founding members of the music ensemble that Adam-
Ciak initiated, Transmusic Comp. (1989). Then three Slovak
Television documentaries were made about this improvi-

sational music group, on Adamciak’s instruments, the re-
alization of his musical scores, events, music instructions
and music theatre. The television program Um-dno, Ume-
nie (directed by Jozef Kaiser, 1990) captured a series of
musical events and an improvised concert by Transmusic
Comp. Other television documentaries recorded the con-
cert Podhubie — Podhudbie (1990) in Bratislava‘s HodZovo
namestie pedestrian underpass in Bratislava, and Trans-
media (directed by Jozef Novan, 1991) a stand-alone pro-
gram in the STV studio. There are also several recordings
of Transmusic Comp. concerts, including in Rusovce for
the opening of the Gerulata exhibition (1989), a concert
at the opening of the Querdurch show of contemporary
Austrian paintings (ORF, 1990) and many recordings of the
reformed Transmusic Comp. Revival after 2011.

Adamciak also appeared on film as a protagonist
and episodic actor. As early as the mid 1980s, he was ran-
domly selected for a student film interview by Juraj Jo-
hanides, who was cooperating with Stefan Semjan. Later
Semjan used him in the film Na krdsnom modrom Dunaji
[On the Beautiful Blue Danube] (1994), and Adamciak was
also in the Jaroslav Rihak film Albert Albert (1994).

In 2005 Arnold Kojnok, of the Faculty of Fine Arts
in Banska Bystrica, at the initiative of his teacher Michal
Murin, started work on a video project about Milan Ad-
amciak. The second version of the video-documentary
Opak je pravdou [The Truth is Quite the Opposite] (2007)
served as the basis for the documentary film Muzikologist
Creator, which Kojnok later completed in Dusan Hanak’s
studio of the documentary department at the Academy
of Performing Arts (VSMU). It premiered at the Slovak Na-
tional Gallery (2008) and has had dozens of screenings on
Slovak Television.

The Austrian director Michael Mastrototaro and
producer Sabine Maier made the experimental film Ban-
ska (2008) in Podhorie near Banska Stiavnica, with Mi-
lan Adamciak as the only actor. A number of alternative
film and videoart festivals in Europe and America have
screened this 16 mm black-and-white film.

The music project GENUG (2009) came about on
commission by Alberto Caprioli of the Ex Novo Ensemble
and the Gustav Mahler MusikWochen festival in the vil-
lage of Dobbiaco-Toblach, as chronicled in Michal Murin's
video-documentary of the same name. The documen-
tary on the oratorio’s origin and realization captures the
recounting of the composition to the conductor and mu-
sicians, along with the only rehearsal and premiere of the
piece, which was based on Adamciak’s verbal sheet music,
consisting of five varied and inter-connected pieces for
seven instrumentalists and a narrator. The lyrics were cho-
sen at random by Joachim Ringelnatz from the text of the
15%-century Physiologus and from anonymous folk tales.

Adamciak participated at the Nippon Perform-
ance Art Festival (2010) in Japan. Recordings of his solo
musical performance came out on a DVD, made during his
second appearance at this festival (2011). There has been
a marked increase on social media of video recordings of
his perfomances in recent years - a rich source of informa-
tion on his poetics and his personality. (MM)



MA + (J +K)

Adamciak si s dvojicou,J + K” vybudoval dlhoro¢-
né a hlboké priatelstvo, ktoré vychadzalo zo spolo¢nych
zaujmov, priblizne od roku 1975. S Kvétou Fulierovou ho
spdjala laska k hudbe, skutoc¢nost, ze obaja hravali v sla-
¢ikovom kvartete a zblizovala ich aj snaha prepdjat hud-
bu s vytvarnym umenim. Jej grafickd tvorba korelovala
s jej dovernym precitovanim hudby, ktora ako huslistka
interpretovala v kresbe a farbe. Adamciak jej ako komisar
otvaral niekolko samostatnych vystav, venoval jej erbovu
listinu (1982), pataphonovu platriu a niekolko grafickych
partitdr. Jedna z nich zaznela viackrat v podani violon-
Celistov v premiére pod vedenim Jozefa Podhoranského.
Hudba pre K (1980) bola myslend ako volny duet pre vio-
loncelo a husle. Kvéta Fulierova sa postarala aj o fotodoku-
mentdaciu mnohych jeho vystipeni a spolo¢nych aktivit.

Juliusa Kollera spoznal najskor prostrednictvom
umeleckych akcii koncom 3Sestdesiatych rokov, ich pro-
fesionalny vztah sa prehibil najma v spolo¢nom zaujme
o konceptualne umenie ale aj o informacie — obaja odobe-
rali Casopisy Vesmir a Letectvi a kozmonautika. Ako spomi-
nal Adamciak, ... on preto, aby sa priblizil k vesmirnym ci-
vilizacidm, ja preto, aby som spoznal hranice [udskych sna-
Zeni po odputani sa od zemskej pritazlivosti.”'* Koller (ako
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Michal (ed.): Milan Adam¢iak Archiv IV (AKTY). Akcie, per-
formancie, projekty, koncepty a vystavy. Kosice : Dive Buki,
2016, s. 53.
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lektor) pozval Adamciaka na dve Sympdzia amatérskych
vytvarnikov v Modre (1978) a na Klastorisku v Slovenskom
raji (1979), kde vytvoril aj partitiry-malby, na niekolko
chodeckych a hudobnych akcii (Prechddzka pre péit zmys-
lov, 1979). Koller venoval v osemdesiatych rokoch viace-
ro diel Adamciakovi a Adamciak mnohé svoje partitury,
koncepty, interpretacie dedikoval Kollerovi a jeho kon-
ceptom. S kolektivom kolegov spolupracovali na projek-
toch Galéria Ganku (od 1981), Flux Gallery, Nova vaznost
(1990). Kvéta Fulierova so svojimi grafikami a Julius Koller
Pravym krikom ufonauta Ucinkovali aj vo filme Sympdzium
dria Samuela Ivasku v roku 1988.V roku 1989 sa Adamciak
rozhodol, Ze ,Julo Koller so svojou koncepciou fiktivnosti
si zasluzi stat sa faktickym kralom Panfilie"."* Vyrobil Koru-
novacné klenoty Panfilie ako akustické objekty — Zezlo bolo
vonkajskovym hrkadlom, zemegula ako hrkalka a kralov-
skd koruna z mosadzného plechu, réznych plieskov, tub
zo zubnej pasty a sladeného mlieka Pikao. Na Korunovdcii,
ktora sa konala v roku 1989 v byte Kollerovcov na Kudla-
kovej 5 v bratislavskej Dubravke, sa zUcastnili aj Kvéta Fu-
lierovd, Zlatica Adamciakova, Igor Gazdik, Dagmar Gazdi-
kova, Rudolf Sikora a Lubomir Dur¢ek. Okrem umenia sa
priatelstvo medzi Kvétou Fulierovou, Juliusom Kollerom
a Milanom a Zlaticou Adamciakovcami rozvijalo aj rodin-
ne pri castych vzajomnych stretnutiach.

14 ADAMCIAK, Milan: Od Zivota k umeniu a spat.
(Re)kapitulacia. In: MURIN, Michal (ed.): Milan Adamciak
Archiv IV (AKTY). Akcie, performancie, projekty, koncepty
avystavy. Kosice : Dive Buki, 2016, s. 262.

Korunovdcia Juliusa Kollera za krdla Panfilie, na balkéne

/ Coronation of Julius Koller King of Panphilia on the
balcony, Kudlakova 5, Bratislava. 1989

Zlava / From the left: Monika Zapalacova, Igor Gazdik,
Rudolf Sikora, Dagmar Gazdikov4, Milan Adamciak,
Zlatica Adamciakova, Lubomir Durcek, Julius Koller
Ciernobiela fotografia / BW photography, 12.4 x 18.2 cm
Foto a archiv / Photo and archive: Kvéta Fulierova

MA + (J + K)

Adamciak built a deep and long-lasting friend-
ship with the duo of “J + K’, starting around 1975. Kvéta
Fulierova and he shared a love of music and playing to-
gether in a string quartet, and they also came together
in efforts to combine music and visual art. Her visual
art work corresponded to her intimate sense for mu-
sic, which she as a violinist interpreted in drawings and
colour. Adamciak as her curator opened several of her
solo exhibitions, bestowed on her a coat of arms (1982),
a Pataphon record and several graphic scores. One of
these was heard several times as interpreted by cel-
list under the direction of Jozef Podhoransky. Music for
K (1980) was intended as a free duet for violin and cello.
Kvéta Fulierova was also responsible for the photo-doc-
umentation of his performances and group activities.

Adamciak first got to know Julius Koller through
late 1960s art actions. Their professional relationship grew
deeper because of their shared interest in conceptual art
and in information: both subscribed to the space maga-
zines Vesmir and Letectvi a kozmonautika. As Adamciak
recalled, “.. for him it was to get closer to civilizations in
outer space, for me it was to learn the limits of humans’en-
deavour after freeing themselves from the earth’s pull."'®
Koller (as a teacher) invited Adamciak to two amateur art-
ist symposia, in Modra (1978) and in Klastorisko in Slov-
ensky raj (1979), where he made sheet music paintings
and walking and musical actions (Walk for 5 Senses, 1979).
In the 1980s Koller dedicated several pieces to Adam-
¢iak, and Adamciak returned the favour to Koller and to
his concepts on many of his own scores, concepts and
interpretations. They collaborated with a group of others
on projects of Galéria Ganku (from 1981), Flux Gallery, and
Nova vaznost (1990). In 1988 Fulierova and Koller both
worked on the Samuel Ivaska film Symposium of the Day,
she with her graphics and he with Genuine Shout of the
UFOnaut. In 1989 Adamciak decided that “With his con-
ception of fictiveness, Julo Koller deserves to be made the
actual king of Panphilia“'* He produced Coronation Jewels
of Panphilia as acoustic objects — the scepter was a surface
shaker, the orb was a round shaker, and the royal crown
was of brass plate, various foil bits, and tubes of toothpaste
and Pikao condensed milk. Participants at the Corona-
tion, which took place in 1989 in the Kollers' flat at Kudla-
kova 5 in Dubravka in Bratislava included Kvéta Fulierova,
Zlatica Adamciakova, Igor Gazdik, Dagmar Gazdikova, Ru-
dolf Sikora, and Lubomir Duréek. Beyond art, family friend-
ships developed among Kvéta Fulierova, Julius Koller, and
Milan and Zlatica Adamciak, as they got together often.
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Stretnutie ku Galérii Ganku / Ganek Gallery Meeting,
Kudlakova 5, Bratislava. 1981

Zlava / From the left: Milan Adamciak, Igor Gazdik,
Pavol Breier, Julius Koller, Peter Meluzin

Ciernobiela fotografia / BW photography, 9 x 13 cm
Foto a archiv / Photo and archive: Kvéta Fulierova
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Milan Adamciak: Autorskd kartotéka

/ Artist’s Card Catalogue. Nedatované / Undated
Zasuvka, Skatulky od cigariet, papier, pero, ceruza
/ Drawer, cigarette boxes, paper, pen, pencil,
51.6x52x10cm

Sukromna zbierka / Private Collection, Bratislava
Foto / Photo: Michal Murin

Archiv

a kartoteky
/ Archives and cara
catalogues

ARCHiV A KARTOTEKY

Adamciak nezavisle ,semioticky” nadviazal na
medzinarodné hnutie Fluxus prave vdaka svojmu vzde-
laniu. Adamciak sa stal bytostnym intermedialistom pre
svoj zaujem a vieru vo vietky oblasti kultdry a vedy. Nie
nahodou sa vo svojej vedeckej praci venoval Strukturaliz-
mu, zaujimal sa vsak aj o jemu blizke myslienky Marshalla
Mc Luhana a tedriu informacie Maxa Benseho, s mnohymi
svetovymi umelcami aj z hnutia Fluxus (napriklad s Dic-
kom Hugginsom), ale aj so skladatelmi a s filozofmi pravi-
delne kore$pondoval. Prepojeniu médii u neho vzdy pred-
chadzalo spajanie idei. Ako sdm povedal: ,Zaujimalo ma
vediet mnoho o niecom a nie¢o o mnohom. Bolo to proti
vtedajsej koncepcii, Ze prezit mézu len Specialisti (teda ti,
ktori vedeli mnoho o nie¢om) na rozdiel od takzvanych
polyhistorov ¢i interdisciplindrne a intermedialne oriento-
vanych vievedov. Ja som chcel patrit tam aj tam.""

Popri praci v Umenovednom ustave Slovenskej
akadémie vied cerpal Adamciak v intelektudlnom Zzivote
a v tvorbe z rozlicnych podnetov. Roky si viedol poctivé
zaznamy, reder3e, vystrizky a pozndmky k témam, ktoré
ho zaujimali a inSpirovali. Do svojho archivu a kniznice
po desatrocia zakladal skimania, venované svojej prvej
domovskej oblasti hudby a muzikolégie, skladatelom,
partitiram, Johnovi Cageovi, hudobnym nastrojom a ich
dejindm, Novej hudbe, tiez vytvarnému umeniu, najma
medzivojnovym avantgardam, ale aj Specifickym problé-
mom vo filozofii, v literature, kulturolégii, religionistike,
mytoldgii, etnoldgii, heraldike, jazyku, kaligrafii, znako-
vom pisme, a tak dalej. Do kartoték z ndjdenych krabiciek
po cely cas trpezlivo vkladal vlastné originalne projekty
a koncepty: ,Moja kartotéka bola arzendlom, katalégom
¢i inventarom toho, ¢o ma zaujima, ¢o sa ma tyka a ¢o sa
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da s tym robit, vratane toho, ¢o sa s tym uz niekedy neja-
ko udialo. Mélokto mohol predpokladat, Ze jednotlivé list-
ky som ponimal ako samozrejmé party adamciackej zivej
partitdry. Boli a su to party orchestra Adamciakovej pute,
ktoré mozno vystavovat, hrat, ¢itat, spievat ¢i realizovat
akymkolvek spésobom. Simultanne alebo sukcesivne (na-
raz alebo postupne) podfa ndhodnych alebo zdmernych
pokynov ¢i konceptov.”'®

Kartotéky vsetkych druhov sluzili Adamciakovi
ako ulozisko ndpadov, konceptov a projektov, archiv ako
vedlajsi produkt zbierania idei z r6znych zdrojov. Nevzni-
kali samoucelne, ale s vyhladom na moznosti buduiceho
vyuzitia, ¢i uz inSpiracné, vzdeldvacie alebo praktické.
Okrem fluxusovych instrukcii a poznamok k partitiram
a nastrojom najdeme v nich napriklad aj zéznamy pre
hudobné projekty a land-artové koncepty zo sedemde-
siatych a osemdesiatych rokov. Bolo priznacné, Ze svoju
kartotéku prezrel napriklad pred prvym zverejnenim zvu-
kovych objektov na vystave Suterén v Bratislave 1. mdja
1989 (kurator Radislav Matustik), ktord po par dnoch po
otvoreni zavreli z politickych dévodov. Dlhodobo zazna-
menavané projekty roztriedil a urobil ich typolégiu. Zno-
va prestudoval atlasy hudobnych ndstrojov, vystrizky zo
$pecializovanych casopisov a oboznamil sa s klasifikaciou
zvukov a ich zdrojov. Néasledne vy¢lenil z kartotéky ,fak-
tické od fiktivnych, redlne od potencialnych, znejice od
tazko rozohratelnych”. Na Suteréne tak po prvykrat zverej-
nil realizované akustické environmenty, ktoré boli ur¢ené
na interakciu s divakmi. Uz po par dnoch z vystavy zdhad-
ne zmizol zvukovy objekt Valaska s bicyklovymi zvoncek-
mi. Prvky néstrojov a hudobné projekty sa objavovali na
kartotecnych listkoch ukladanych v ndjdenych krabickach
(od ¢aju ¢i cigariet), ale aj v jeho kresbach, partiturach
a konceptudlnych ,vzorkovnikoch” uz od konca 3estde-
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Buki, 2016, s. 46.

s PDVOIIKONGCIEIRIPT pre nadoby a linie

siatych rokov, napriklad aj v jeho legendarnej Sebastian
Poem (1969). Po Suteréne Adamciak Ucinkoval na niekol-
kych vernisazach kolegov (Viktor Hulik, V. Popovig¢, J. Me-
i) performanciou na originalnych zvukovych nastrojoch.
Vystupenia zoskupenia pre Novu hudbu protoTransmusic
Comp. sa pravidelne konali od roku 1988. Na jeseri 1989
Adamciak skompletizoval inStrumentar pre zoskupe-
nie Transmusic Comp., ktoré prvykrat verejne vystupilo
15. oktobra 1989 na vystave Gerulata. Adamciak na prvy
koncert TMC spominal aj v rozhovore s jednym zo zakla-
dajucich ¢lenov zoskupenia a autorom jeho Stvorzvézko-
vej monografie Michalom Murinom: ,To prisiel za mnou
Ladislav Agnes Snopko s tehlou a kladivom, s tym, Ze ide
o rimsku tehlu, ktoru vykopali na Gerulate. Prezradil mi, ze
v Rusovciach budu zakladat slobodné zdruzenie vytvar-
nych umelcov Gerulata a Ze by chcel, aby som tehlu alebo
nie¢o podobné pouzil na ich vernisazi. Rozhodol som sa
nasadit instrumentdr, ktory sa da vyhrabat zo zeme (lito-
fény a podobne), spolu s ndradim pouzivanym archeol6g-
mi (lopaty, motyky, kladiv4, ryle...). Hned sme sa dohodli,
ze vystupim s vlastnym suborom nazvanym Transmusic
Comp., ktory sme este v ten isty den obtelefonovali"”
(LGS)

17 ADAMCIAK, Milan: Od Zivota k umeniu a spat.
(Re)kapitulacia. In: MURIN, Michal (ed.): Milan Adamciak
Archiv IV (AKTY). Akcie, performancie, projekty, koncepty
avystavy. Kosice : Dive Buki, 2016, s. 277.
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ARCHIVES AND CARD CATALOGUES

It was thanks to his education that Adamciak
made his own way to “semiotic” connections with the
international Fluxus movement. He became a serious
intermedialist because of his interest and belief in all as-
pects of culture and science. It was no coincidence that
his scholarly work centered on structuralism, but he also
became interested in ideas he found compatible from
Marshall McLuhan, and Max Bense’s information theo-
ry; he regularly corresponded with international Fluxus
movement artists (such as Dick Huggins), and with com-
posers and philosophers. He always considers connec-
tions in ideas before connecting artistic media. As he said
himself: “l wanted to learn a lot about something and also
something about a lot of things. This went against how
people were thinking then, that only specialists survive
(meaning those that knew a lot about something), not
so-called polymaths or interdisciplinary or intermedi-
al generalists. | wanted to be at home in both places!'

In addition to his work at the Slovak Academy
of Science’s Art-Historical Institute, Adamciak drew on
a range of stimuli in his intellectual and creative life. For
years he kept painstaking notations, research lists, clip-
pings and comments on what interested and inspired
him. Over decades he maintained an archives and library
of research, on his first domestic subject area of music and
musicology, composers, scores, John Cage, musical instru-
ments and their histories, New music; on visual art, par-
ticularly the inter-war avant-garde; and on special issues
in philosophy, literature, culturology, religions, mytholo-
gy, ethnology, heraldry, language, calligraphy, logograms,
and so on. The whole time he was patiently storing his
original project plans and concepts in a card catalogue

15 MURIN, Michal - ADAMCIAK, Milan: O akciach,
konceptoch, projektoch, vystavach a Zivote. In: MURIN,
Michal (ed.): Milan Adamciak Archiv IV (AKTY). Akcie, per-
formancie, projekty, koncepty a vystavy. Kosice : Dive Buki,
2016, p. 45.

Dvojkoncert pre nddoby a linie. Pre publikum a rézne
ndstroje / Double Concerto for Vessels and Lines.

For audience and various instruments. 1986

Tus, papier / Indian ink, paper

Sukromna zbierka / Private Collection, Bratislava

Milan Adamciak: Projekty pre vystavu Suterén

/ Projects for the exhibition Basement. 1988
Fixka, ceruza, papier / Felt-tip pen, pencil, paper,
a24x335cm

Sukromna zbierka / Private Collection, Bratislava

kept in found boxes: “My card catalogue was an arsenal
or inventory of everything that interested me, had some-
thing to do with me and could be worked with, including
what had already happened somehow. Not many knew
that | saw the individual pages in it as obvious parts in
Adamciak’s living score. These were and are orchestral
parts of Adamciak'’s journey, that can be exhibited, played,
sung or realized in any way whatsoever: simultaneously
or successively (at one time or in sequence) according to
chance or intentional direction or concepts.”'®

All manner of card catalogues served Adamciak
as a warehouse of ideas, concepts and project plans, an
archive as a by-product of his collecting ideas from a vari-
ety of sources. The goal was not to create catalogues, but
rather to set ideas aside for future use, whether as inspira-
tional, educational or practical. In them we find, in addi-
tion to Fluxus instructions and notes on music scores and
instruments, plans for musical projects and land-art con-

16 MURIN, Michal - ADAMCIAK, Milan: O akciach,
konceptoch, projektoch, vystavach a zivote. In: MURIN,
Michal (ed.): Milan Adamciak Archiv IV (AKTY). Akcie, per-
formancie, projekty, koncepty a vystavy. Kosice : Dive Buki,
2016, p. 46.
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cepts from the 1970s and 80s. Characteristically, he looked
to his card catalogue for example before the first public
showing of his sound objects in the Basement exhibition
in Bratislava on 1 May 1989 (curator: Radislav Matustik); it
was closed after a few days for political reasons. He devel-
oped categories and typologies for project plans, which
he chronicled over long periods. He made repeated study
of atlases of musical instruments, clippings from special-
ized journals and the classification of sounds and their
sources. He further separated “factual from fictitious, ac-
tual from potential, melodious from harder to play out”
Basement marked the first time he showed his acoustic en-
vironments, designed for audience interaction. After the
first days, the sound object Hatchet with Bicycle Bells dis-
appeared from the exhibition. Parts of the instruments and
music projects appeared on catalogue cards he stored in
found boxes (for tea and cigarettes), as well as in his draw-
ings, sheet music and conceptual “samplers” starting late
in the 1960s, as in his legendary Sebastian Poem (1969).
After the Basement exhibits Adamciak appeared at sever-
al colleagues’ openings (Viktor Hulik, V. Popovic, J. Melis),
performing on his original sound instruments. There were
regular New music performances by the protoTransmusic
comp. group from 1988. In fall 1989 Adamciak completed
his suite of instruments for Transmusic comp., which first

performed on 15 October 1989 at the Gerulata exhibition.
For the first TMC concert, as Adamciak recalled in con-
versation with Michal Murin, another founding member
of the group: “Ladislav Agnes Snopko came to me with a
brick and a hammer, telling me it was an ancient Roman
brick they dug up at Gerulata. He let on that in Rusovce
they were forming the Gerulata free artists’ association
and wanted me to use this brick or something like it at
the opening. | decided to use instruments that might be
dug from the earth (lithophones and similar things), in
combination with archaeologists’ tools (shovels, hoes,
hammers, picks...). We agreed straight away that | would
perform with my group, called Transmusic comp., who we
telephoned that same day.""”

17 ADAMCIAK, Milan: Od Zivota k umeniu a spat.
(Re)kapitulacia. In: MURIN, Michal (ed.): Milan Adamciak
Archiv IV (AKTY). Akcie, performancie, projekty, koncepty
a vystavy. Kosice : Dive Buki, 2016, p. 277.



NEKONVENCNA POEZIA

V istom okamihu dejin zacala byt klasickd - ko-
difikovand forma poézie niektorym autorom pritzka,
a preto ju zacali roznymi spésobmi obohacovat. Vrh kociek
Stéphana Mallarmého, Noény rybi spev Christiana Morgen-
sterna, Oslobodené slovad Filippa Tommasa Marinettiho,
simultanne basne dadaistov, basne ruskych futuristov, ak-
tivity Gertrudy Steinovej a mnohych dalsich autorov - to
je len zaciatok bohatej a viac ako storo¢nej historie expe-
rimentu v modernej svetovej poézii. Pocas tohto storocia
hovorime o réznych druhoch poézie v jej interdisciplinar-
nych a intermedidlnych varidcidch. Fénicka poézia, poé-
zia hovoreného slova (spoken word poetry), verbofénie
a akustickd poézia sa tykaju hlasu a performativity textu
v auditivnej rovine. Konkrétna poézia, kineticka, haptic-
ka poézia, fotopoézia, videopoézia, ak¢na performativna,
konceptualna, multimedialna, teletextova a TV poézia
pracuju s vizualitou diel. Implementovanie matematiky do

poézie zas prinasa serialnu, permutaénu alebo stochastic-
kd (randomovu) poéziu. Vyuzivanie pocitacov a novych
médii v poézii prindsa pocitacovu poéziu, elektronicki
poéziu (e-poetry), digitdlnu, kyberneticku, generativnu,
algoritmicku poéziu, softvérovu poéziu, interaktivnu poé-
ziu, ASCII - art poéziu, net.poetry (netovu poéziu), kédovu
poéziu, QR-poéziu, holopoéziu, hypertextovd, infostetic-
ku poéziu a pod. StreSnym nazvom by sme mohli pome-
novat tieto druhy ako experimentalna alebo nekonven-
¢na poézia.

UNCONVENTIONAL POETRY

At a certain point, the classical/codified form of
poetry came to feel too narrow to some authors, leading
them to expand the form in a variety of ways. A Throw of
the Dice by Stéphane Mallarmé, Fish’s Night Song by Chris-
tian Morgenstern, Words-in-Freedom by Filippo Tommaso

Nekonvencna poézia
Unconventional poetry
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Milan Adamc¢iak: Z cyklu / From the cycle Fragmenty
mojich svetov B lll. / Fragments of My World B Ill. 1968
Peciatkova tlacg, papier / Stamp print, paper, 21 X 20 cm
SGB (G 9018)

Marinetti, the Dadaists’ simultaneous poems, the Russian
futurists, activity by Gertrude Stein and many others - this
was just the beginning of the history, now rich and over a
century old, of international experimentation in modern
poetry. During this century we can speak of many types of
poems in all their interdisciplinary and intermedia varia-
tions. Phonic, spoken-word, verbophonia and acoustic po-
etry relate to the voice and performative text at the audi-
tory level. Concrete, kinetic, haptic, photo-, video-, action
performance, conceptual, multi-media, teletext and tele-
vision poetry all work with a piece’s visual aspect. Bringing
in mathematics, on the other hand, results in a serial, per-
mutational or stochastic (random) poetry. Computers and
new media have brought us computer, e-poetry, digital,
cybernetic, generative, algorithmic, software, interactive,
ASCII - art, net.poetry, code, QR-, holo-, hypertext, and in-
fosthetic poems, and so on. The phrase experimental or
unconventional poetry serves to embrace all these types.

Milan Adamciak: Z cyklu / From the cycle
Grenzenspiel . 1968

Pero, strojopis, papier / Pen, typing, paper, 15x 21 cm
SNG (K 18523), ziskané v roku / acquired in 2008
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EXPERIMENTALNA A KONKRETNA POEZIA MA

Prvopociatky experimentdlnej poézie v tvorbe
Milana Adamciaka sa objavuju v rokoch 1963 - 1965. Vo
svojich textoch si vS§ima narecia (Slovica Slavoca), furman-
ské a krémové banality (Slovica Slivovatica), detské hry (Zo-
budzanky, zrdtanky, opisanky), mestsky folklor (Vyvoldvky,
Vyvo- a vivoldvanky), texty v starych casopisoch (Recla-
mariae), dedinské tradicie (Nariekadld, preriekadld, vyrie-
kadld), ale aj latinsku literatdru (Lateraria Latina) alebo
exotické slovniky (Polyglotarium). Lunoslavia a hudobny
cyklus piesni Krwawé somnety venuje P. O. Hviezdoslavo-
vi. Tieto a dalSie texty sa viak dochovali len ¢iastocne, ale
predznamenali dalsi rozvoj jeho tvorby v nasledujicich
rokoch.

Do roku 1967 Adamciak svoje texty povazoval
za sukromné hry s jazykom, so slovom, s pismom a pi-
sanim, ktoré chapal skor ako prostriedok skimania. Po
obozndmeni sa s vtedajSimi medzinarodnymi trendmi
na poli konkrétnej a experimentélnej poézie sa intenziv-
nejdie sustreduje na vytvaranie cyklov. Vytvara rozsiahle
narativne texty (Litdnie, Pribehy) a venuje sa konkrétnej
poézii (Konsteldcie) a mikrodrdmam s prvkami absurdné-
ho divadla (Dramdlety). Pri komponovani textu sa necha-
va indpirovat domackym prostredim a texty komponuje
tak, ze uplatiuje vzory vysivok, zaclon, doma tkanych
kobercov a inych odpozorovanych [udovych ornamentov.
Véima si Strukturu dradnych tla¢iv a administrativneho
jazyka (Tlacivd). Pracuje s vizualitou grafickej Upravy ca-
sopisov (Strdnky z casopisu). Neakceptuje formatovanie
papierovej stranky, ndhodne preusporadidva fragmenty
textov a navyse piSe mnohojazyc¢ne, pouziva slovencinu,
¢estinu, nemcinu, francizstinu a angli¢tinu, ¢im dokonale
text zneditateltuje (Patexty). VSima si plynutie casu, ¢aka-
nie aj samotné tikanie hodin (Time poems).V ndhodne vy-
branych bashach vymazéva slovd a nahradza ich znakmi
(Selektivne texty). Inokedy v celom texte nahradza binar-
nym kédom samohlasky a spoluhlasky (Bipoemy) alebo
pismend bdasne preusporiadava a znovuzoraduje (Nume-
rické texty). Pouziva peciatky (Typoemy) alebo kresbu na
typografické rieSenie textu (Skripturdlne poémy, Letrizmy).
Vytvara repetitivne Struktury z kumuldcii pisma pisacieho
stroja (Typorastre). Vizualizuje zlozité zivotné situdcie tak,
ze vytvara kombinacie linii, z ktorych kazda predstavuje
jeden ludsky Zivot (Liniengedichte). V diagramoch kombi-
nuje kresbu a text, kde linia predstavuje intenzitu, napa-
tie a plynutie ¢asu medzi verbalne definovanymi dvoma
polaritami ako Zivot a smrt, napatie a uvolnenie a pod.
(Intenciogramy, Invenciogramy). Jeho pozornosti neunikla
ani matematika (Matematické texty, Permutdcie).

V roku 1969 prvykrat zverejiiuje svoju experi-
mentdlnu poéziu v casopise Mlada tvorba a o rok neskoér
publikuje text o vztahu fénickej poézie a hudby. V tomto
obdobi vytvoril zo svojich textov manualne vyrobené zo-
sity formou autorskej knihy, Texty I, Texty I, Konsteldcie |,
Bipoemy, Numerické texty, Preparované texty I, Zpévy Lau-
tréamontovy (preparované texty). Neprajna doba v rokoch
1972 - 1989 odsunula tuto cast jeho tvorby do Uzadia. Od
polovice devatdesiatych rokov dochddza k obcasnému
zverejneniu jeho experimentélnej poézie v literdrnych
¢asopisoch a na vystavach. Boom zaujmu o jeho experi-
mentéalnu poéziu nastal v ostatnom obdobi piatich rokov,
ked pribudalo mnozstvo prezenta¢nych moznosti a sa-
mostatnych vystav. Podstatnd cast Adamciakovej poézie
vysla v roku 2011 v publikacii Archiv I (EXPO) experimentdl-
na poézia 1964 - 1972 a v roku 2016 v publikacii Archiv Il
(KOPO) konkrétna poézia 1964 — 1972. Obe publikacie sa
nachadzaju na nahliadnutie v priestoroch vystavy. (MM)

Milan Adamciak: Zo série Poézia fikcie lll. / From
the series Poetry of Fiction lll. 1970

Tus, papier / Indian ink, paper, 30.5 X 21 cm
SNG (K 18487), ziskané v roku / acquired in 2008

Experimentalna

a konkrétna poézia
- xperimental
and concrete poetry
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EXPERIMENTAL AND CONCRETE POETRY
IN THE WORK OF MA

The origins of experimental poetry by Milan
Adamciak emerged in 1963-1965. He takes into account
dialect (Slovica Slavoca), the banality of the saloon (Slovi-
ca Slivovatica), children’s play (Zobudzanky, zrdtanky, o-
pisanky), town folklore (Vyvoldvky, Vyvo- a vivoldvanky),
old magazine texts (Reclamariae), and village traditions
(Nariekadld, preriekadld, vyriekadld), along with Latin liter-
ature (Lateraria Latina) and exotic vocabulary (Polyglotari-
um). He dedicated Lunoslavia and the song cycle Krwawé
somnety to the poet P.O. Hviezdoslav. These and more of
his writings had limited circulation, but foreshadowed the
work soon to follow.

Until 1967 Adamciak regarded his writings as
private play with language, words, writing — chiefly a way
to explore. As he became aware of contemporary inter-
national trends in concrete and experimental poetry, he
focused more intently on creating cycles. He wrote exten-
sive narrative texts (Litanies, Stories) and concrete poetry
(Constellations) and micro-drama with absurdist theatre
elements (Dramdlety). As he wrote he took inspiration
from the local environment, composing texts using pat-
terns from embroidery, drapery, home-woven carpets and
other folk ornamentation he observed. He noticed the
structure of bureaucratic forms and administrative lan-
guage (Forms). He worked with the visuality of magazine’s
graphic style (Pages from a Magazine). Passing by stand-
ard paper formats, he employed random rearrangement
of text fragments. He also wrote in multiple languages,
using Slovak, Czech, German, French and English, mak-
ing the text unreadable (Patexts). He made use of passing
time, waiting and actual clock ticking (Time poems). In ran-
domly selected poems, he would erase words and replace
them with symbols (Selective texts). In other poems, he
would throughout substitute binary code for vowels and
consonants (Bipoems), or poetically mix and rearrange let-
ters (Numeric texts). He used rubber stamps (Typoems) and
drawings as part of a text’s typography (Scriptural poems,
Lettrisms). He created repetitive structures from a type-
writer’s accumulated letters (Typorasters), and visualize
complicated life situations so as to produce a combination
of lines, each representing a single human life (Liniengedi-
chte). He combined drawings and text in diagrams, with
a line representing intensity, tension and the passage of
time among two verbally-defined polarities, such as life
and death, tension and loosening and the like. (Intentio-
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grams, Inventiograms). Mathematics, too, interested him
(Mathematic texts, Permutations).

1969 saw the first publication of his experimental
poetry, in Mlada tvorba magazine, and the following year
he published a text on the relationship between phonic
poetry and music. In the same period, he made artist’s
books of his manually-created notebooks Texts I, Texts I,
Constellations |, Bipoems, Numeric texts, Prepared texts |,
Zpévy Lautréamontovy. The hostile period of 1972 - 1989
pushed this part of his work into the background. From
the mid-1990s his experimental poetry came occasionally
to the public’s attention in literary journals and art exhi-
bitions. The last five years or so have seen a boom of in-
terest in his experimental poetry, with a multiplication of
presentation opportunities and solo exhibitions. A major
portion of Adamciak’s poetry was published in 2011 in Ar-
chive | (EXPO) experimental poetry 1964 — 1972 and 2016 in
Archive Il (KOPO) concrete poetry 1964 — 1972. (MM)

Milan Adamciak: Z cyklu Typoornamenty

/ From the cycle Typoornaments. 1969

Strojopis, papier / Typing, paper, 21 X 20 cm
Sukromna zbierka / Private Collection, Bratislava

Milan Adamc¢iak: Prednéaska o Johnovi Cageovi

v byte u Adam¢iakovcov

/ Lecture about John Cage in the apartment

of Adamciak family, Bratislava. 1983

Zlava / From the left: Rudolf Sikora, Dezider Toth,

Peter Meluzin, Juraj Meli3, Ilgor Gazdik, Julius Koller,

Milan Adamciak
Foto / Photo: Kvéta Fulierova
Archiv / Archive Milan Adamciak

John Cage and Europe. Perugia 1992

Milan Adamciak pri interpretacii Music Walk,
pre 3 klaviry a 12 radioprijimacov,

v pozadi Laura Kuhn a autor skladby John Cage
/ Milan Adam¢iak performing Music Walk

for 3 pianos and 12 radio sets,

Laura Kuhn and John Cage at the background
Foto / Photo: Quaderni Perugini di Musica
Contemporanea, Perugia

Sukromna zbierka / Private Collection, Praha
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MA & JC

Tvorba a Zivot Milana Adamciaka su popretkava-
né dielom a osobou amerického skladatela sucasnej hud-
by Johna Cagea. S jeho tvorbou sa mlady Adamciak ako
Student po prvykrat obozndmil pri prilezitosti Cageovej
navstevy v Prahe v roku 1964 prostrednictvom rozhovoru,
ktory vysielal Ceskoslovensky rozhlas. Ovplyvneny tymto
zazitkom vytvoril dielo Wiirfelspiel (Variationen I') — par-
titiru pre akénd hudbu pre Siestich instrumentalistov
s hracimi kockami, ktord venoval Cageovi. Pri Studovani
orientalistickej literatury narazil na knihu I-ting, prekreslil
tabulku hexagramov so zdmerom vytvorit partitdru First
Page for John Cage (1967). Pocas normalizacie pokracoval
v zaujme o tvorbu Johna Cagea v intenciach moznosti,
hoci boli aj vynimky. Ked' sa zucastnil prazdninovych kur-
zov Novej hudby v Darmstadte (1974), stretol sa s Cageo-
vym ziakom Christianom Wolffom. V roku 1983 usporiadal
bytovu prednasku venovanu Johnovi Cageovi, na ktorej
sa zucastnili priatelia vytvarnici Julius Koller, Rudolf Sikora,
Juraj Melis, Peter Meluzin, Igor Gazdik a Dezider Téth.

Ako Adamciak tvrdieval, do roku 1992 tvorbu
Johna Cagea poznal len minimalne.Vyznamny zlom nastal
v roku 1992. Hudobné informac¢né stredisko v Bratislave

a festival Vecery novej hudby planovali pozvat Johna Ca-
gea do Bratislavy. K intenzivnej faxovej komunikacii pri
prileZitosti pozvania prispel aj Adamciak. V tom case sa
v Prahe konalo medzinarodné podujatie JOHN CAGE -
PRAHA '92 v Madarskom kultiurnom stredisku. Tam sa
po svojej prednaske Adamciak rozhodol prenechat svoj
termin na autorsku vystavu v ramci projektu Sondy v Slo-
venskej narodnej galérii vystave partitir Johna Cagea.
Vystavu John Cage — Partitiry v hekticky kratkom case
s katalogom kuratorsky pripravil a pocas vernisaze znela
Adamciakova skladba 70x8 for John Cage pre 8 kazetovych
magnetofdnov. Pri prileZitosti osobnej Ucasti Johna Cagea
v Bratislave bola v Galérii Gerulata aj autorskd vystava Mi-
lana Adamciaka Notdcie pozostavajuca len z partitur a hu-
dobnych projektov.

Z Bratislavy sa John Cage presunul na festival je-
ho tvorby John Cage e I'Europa v Perugii a vzapati Adam-
¢iak dostal pozvanie na interpretaciu Cageovej kompozi-
cie Music Walk na tomto festivale. Interpretacné poznamky
aintervencie do tejto partitury, ako aj do partitury Suite for
Toy Piano, s Cageovym suhlasom, na zaklade ktorej vznikli
partitury Toy Toy Toy | — X for J. C. (1992), su popri fotodo-
kumenticii z koncertu dokazom kratkej, ale intenzivnej
osobnej spoluprace Adamciaka s Johnom Cageom tesne
pred jeho smrtou v auguste 1992.




Pre Adamciaka intenzivny cageovsky rok 1992 za-
visil posmrtnou poctou tejto vyznamnej osobnosti, insta-
ldciou Hommage a Cage, ktora pozostavala z vtacej klietky
(po anglicky cage) natretej ciernou farbou a z jej odtlac-
ku na velkoformétovej partiture, na ktorej boli ndhodne
porozhadzované nacierno zafarbené marhulové kostky.
Na partiture sa nachadzaju aj kdpie dvoch faxov s mezo-
stichmi, ktoré John Cage zaslal na Slovensko, v jednom
dokonca spomenul meno Milana Adamciaka. Ako inter-
pret Cageovych Cartridge Music a Branches sa Adamciak
este ukdzal po boku Hugha Daviesa na Veceroch Novej
hudby v Bratislave (1994).

Presli takmer dve desatrocia, ked realizoval v po-
radi Siestu poctu Cageovi pre vystavu v 4D Gallery v Ga-
lante (2011), dve Lineattry ako ndhodné chemické a fy-
zické operacie na térovom papieri. Tieto diela boli pre-
zentované v rdmci putovnej vystavy Membra Disjecta for
John Cage, pévodne pripravenej pre MuseumsQuartier vo
Viedni (2012), reinstalované v DOX - Centrum soucasné-
ho uméni v Prahe, v Galerii vytvarného uméni v Ostrave
a v Domé uméni v Ostrave (2012). Subor novych diel pre-
zentoval na vystave Something for Cage v Design Factory
v Bratislave (2012). Pocty Cageovi sa priamo tykali diela
Hexagramidda, ktora je variantom partitary First page for
J.Cage (1967),dieloInC-InA-InG-InE, Fonopdd, Flux Mu-
sic lll a dva triptychy nastennych partitar 2 ¢asti pre 4 nd-
stroje, resp. 4 skupiny ndstrojov a 2 casti pre 3 ndstroje, resp.
3 skupiny ndstrojov, ktoré su interpretaciou tvorby dvoch
Cageovych Ziakov, americkych skladatelov Earla Browna
a Mortona Feldmana. Cageovskému principu ndhody sa
venoval v kazetovych instaldciach Aleaiacta est, Gliss Glass
a Medita(c)tion a v interpretacidch spolocenskych hier
v dielach Amikado a Goroodky (Pigame). Tato vystava bola
realizovana pri prilezitosti stého vyrocia narodenia a dvad-
siateho vyrocia umrtia Johna Cagea. V medzindrodnom
kontexte Adamciakov zaujem a reflexiu tvorby vyznam-
ného amerického skladatela dokumentovala vystava The
Freedom of Sound. John Cage Behind the Iron Curtain, ktora
sa uskutocnila v Ludwig Museum — Museum of Contem-
porary Art v Budapesti (2013). (MM)

MA & JC

The work and life of Milan Adamciak are interwo-
ven with the oeuvre and personality of the American con-
temporary music composer John Cage. As a student the
young Adamciak first learned of him during Cage’s visit to
Prague in 1964 by way of an interview on Czechoslovak
Radio. This experience led Adamciak to create the piece
Wiirfelspiel (Variationen 1) — action music for six instru-
mentalists with dice, dedicated to Cage. While studying
the literature of Asia he came in contact with the book of
I-ching, and drew a table of hexagrams with the aim of cre-
ating sheet music for First Page for John Cage (1967). In the

Milan Adamciak pri prejave na otvoreni vystavy
Partitury Johna Cagea v SNG za Ucasti autora

/ having speech at the opening of the exhibition
Scores by John Cage with the personal presence
of the artist. Bratislava 1992

Foto / Photo: Archiv vytvarného umenia

/ Archive of visual art, SNG

normalization years his interest in Cage’s work continued
under more restricted circumstances, though there were
some happy exceptions. During summer courses in New
music at Darmstadt (1974), he met Cage’s student Chris-
tian Wolff. In the mid-1980s he presented a home lecture
on Cage, attended by his friends, the artists Julius Koller,
Rudolf Sikora, Juraj Melis, Peter Meluzin, Igor Gazdik and
Dezider Téth.

Adamciak always maintained that until 1992 he
did not know John Cage; that year marked a break-
through. Bratislava’s Hudobné informacné stredisko and
Evenings of New Music festival planned to invite Cage to
Bratislava. Adamciak was among those involved in the in-
tensive faxed invitation communications. An international
event, JOHN CAGE - PRAHA 92, was then taking place in
Prague’s Hungarian Cultural Centre. After his talk there,
Adamciak decided to give up his slot for a solo exhibition,
part of the Probes project at the Slovak National Gallery, in
favour of an exhibit of John Cage sheet music. Adamciak
had but little time to prepare and curate this show, John
Cage - Scores; at its opening, Adamciak’s composition
10 x 8 for John Cage for 8 cassette tape players played.
With Cage’s participation in person in Bratislava, Galéria
Gerulata hosted Adamciak’s exhibition Notations, com-
prising nothing but musical scores and projects.

Milan Adamciak hra na nastroj Tromba marina,
pred nim néstroj Ma Koto / Milan Adamciak
playing on Tromba marina instrument,

the Ma Koto instrument is in the front of him.
Vernisaz vystavy / Opening of the exhibition
Milan Adamciak 65, 4D Gallery, Galanta 2010
Sukromna zbierka / Private Collection

Foto / Photo: Miroslav Simek
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From Bratislava Cage travelled to the festival John
Cage e I'Europa in Perugia, and soon afterwards Adamciak
was invited to interpret Cage’s composition Music Walk at
the same festival. Thus there is ample evidence - in inter-
pretative notes and interventions in this sheet music and
with Cage’s consent in that of Suite for Toy Piano, based
on which Toy Toy Toy | - X for J. C. (1992) was composed, in
addition to photos of the concert - of brief but intensive
collaboration between Cage and Adamciak shortly before
Cage’s death in August 1992.

Adamciak’s intense year of Cage culminated in a
posthumous tribute to this major personage, with the in-
stallation Hommage a Cage, comprising bird cages paint-
ed black, and its imprint creating a large-format music
staff, on which blackened apricot pits were strewn at ran-
dom. This sheet music also features copies of the two fax-
es with mesostics that Cage sent to Slovakia, one of them
mentioning Adamciak by name. Adamciak would later
appear alongside Hugh Davies, interpreting Cage’s Car-
tridge Music and Branches at Bratislava’s Evenings of New
Music (1994).

Almost two decades later he realized his sixth
tribute to Cage for the 4D Gallery in Galanta (2011): two
Lineatures as chance chemical and physical operations on

roofing paper. These pieces were presented in the trav-
elling exhibit Membra Disjecta for John Cage, originally
prepared for Vienna's MuseumsQuartier (2012), and rein-
stalled in DOX - Centre for Contemporary Art in Prague,
Galerie vytvarného uméni in Ostrava, and Dim uméni
in Ostrava (2012). He presented a suite of new pieces at
the Something for Cage exhibit at Design Factory in Bra-
tislava (2012). Direct tributes to Cage were in the pieces
Hexagramidda, a variation of the music for First page for
J.Cage (1967), the piece InC-InA-InG-InE, Fonopdd, Flux
Music Ill and two triptychs of sheet music wall hangings
2 parts for 4 instruments or 4 groups of instruments a 2 parts
for 3 instruments or 3 groups, which represent an interpre-
tation of pieces by two of Cage’s students, the American
composers Earle Brown and Morton Feldman. He devoted
the case installations Alea iacta est, Gliss Glass a Medita(c)
tion, and interpretations of games in the pieces Amikado
and Goroodky (Pigame), to Cage’s principle of chance. This
exhibition was realized on the occasion of the anniver-
saries of one hundred years of Cage’s birth and twenty
years of his death. Internationally, the exhibit The Freedom
of Sound. John Cage Behind the Iron Curtain, organized at
the Ludwig Museum - Museum of Contemporary Art in
Budapest (2013), documents Adamciak’s interest in and
reflections on the work of this highly significant American
composer. (MM)
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