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Stano Filko (1937 Velka Hradna — 2015 Brati-
slava) patri do generacie umelcov, ktora v polovici
60. rokov spdsobila v pomerne konzervativhom
kulturnom prostredi na Slovensku zasadny prevrat.
Prvykrat sa tu objavili umelci (okrem SF hlavne Alex
Mlynargik, Julius Koller, Peter Barto$, Jana Zelibska),
ktori jednoznaéne nadviazali na aktualne umelecké
smery vo svete a dokazali vytvorit ich originalne,
osobnostné verzie. Stano Filko napredoval v tomto
smere zvlast dorazne a zasiahol takmer do v$etkych
umeleckych odborov, ktoré vtedy vo svete vznikali —
environment, umenie priestorovej instalacie, land
(earth)-art, konceptualne umenie, umenie novych
médii (neskorsi video-art). Dobovych posudzova-
telov uz vtedy mylilo, Ze umelec postupoval akoby
vo viacerych smeroch naraz a do svojho diela vta-
hoval mimoriadne $iroky register tém a podnetov.

Z odstupu ¢asu v8ak bolo stéle viac zrejmé, ze na
rozdiel od mnohych svojich suputnikov vo svete sa
SF snazil predovsetkym vyjadrit komplexny, univerzalny
priestor, dynamicky, dostredivo a odstredivo pulzujuci
a pritom vyznamovo vrstveny, hierarchicky $trukturo-
vany. Sprvu bol tento priestor konkrétny a hmatatelny,
vytvarany pre ludi a obyvany ludmi, ¢oskoro v§ak
stale viac vyjadroval predstavy autora samotného.

Hovorieva sa, Ze umenie je odrazom ,duse* (mysle)
umelca, Ze umelec si vytvara vlastny svet, malokedy
sa v8ak stane, ze umelec sa do takej miery stotozni
s univerzom ako Stano Filko. Jeho bytost sa bez-
prostredne prelina s celkom existujuceho, Struktura
jeho vedomia ma byt ekvivalentna voci Strukture uni-
verza. Napriek rozmanitosti tém, ktorym sa SF priebehu
desatroci venoval, si nemozno nevsimnut, Ze mu boli
zvlast blizke tie najvSeobecnejsie a najabstraktnejsie.
Akoby si predsavzal, ze zviditelni, zhmotni, stvarni to,
¢o sa akejkolvek materializacii vzpiera — nekone¢ny
priestor a ¢as, nehmotné bytie, inteligibilny svet.
Pritom vS8etky osvojené témy, osobitne v 60. rokoch
taka popularna fudska expanzia do kozmu a takisto
rozne vedecké a pseudovedeckeé vypozicky sluzia len
ako nosi¢e na vyjadrenie autorskej vizie, vdaka ktorej
mame pochopit neviditelné leSenie alebo osnovu
sveta. Vznika tak paralelny, skor symbolicko-meta-
foricky model univerza, rovnako blizky aj vzdialeny
fyzike, astrofyzike, metafyzike &i patafyzike, ani nie tak
individualna mytologia ako personalna ontologia. AH

Stano Filko (1937 Velka Hradna — 2015 Bratislava)
is part of the generation of artists who caused an
upheaval in the relatively conservative cultural envi-
ronment of Slovakia in the mid-sixties. In addition to
SF, artists such as Alex Mlynarcik, Julius Koller, Peter
Barto$ and Jana Zelibskd appeared on the scene and
clearly followed the trends of the art schools around
the world and in the process successfully created
their original and personal versions. In this respect,
Filko made strong progress and entered almost all
of the artistic fields that were created at that time —
environment, spatial installation art, land (earth)-art,
conceptual art and new media art (later video-art). The
evaluators of his work in those days were confused
by the fact that it seemed that he had progressed in
several directions simultaneously while incorporating
an extremely wide register of themes and inspirations.
From the distance of time, it has become more and
more obvious that as opposed to many of his contem-
poraries in the world, SF tried to express a complex, uni-
versal space, that was dynamic, centripetally and centrif-
ugally pulsating, and featuring layers of meanings and
a hierarchic structure. At first, this space was concrete
and tangible, created for people and inhabited by them,
but soon it expressed the concepts of the artist himself.
People say that art is a reflection of the “soul”
(mind) of an artist, that an artist creates his own world;
however only rarely does an artist identify himself with
the universe to such an extent as Stano Filko. His
being directly overlaps with the whole of existence; the
structure of his conscious should be equivalent to the
structure of the universe. Despite the diversity of themes
on which SF worked in the course of decades, it is quite
obvious that the most general and abstract ones were
closest to his heart. It was as if he resolved to visualize,
materialize, depict that which resisted materialization —
endless space and time, immaterial existence, mundus
intelligibilis. And in fact, all of the adopted themes,
especially human expansion into space so popular in the
1960s, as well as various scientific and pseudoscientific
borrowings, served only as the media to express the
artist’s visions, thanks to which we should understand
an invisible scaffolding or world scheme. Thus a parallel
symbolic and metaphoric model of the universe is
created, equally close and removed from physics,
astrophysics, metaphysics and pataphysics, not so much
an individual mythology but a personal ontology. AH
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Vystava Poézia o priestore — kozme predstavuje
Filkovu tvorbu a myslenie v 60. a 70. rokoch 20. sto-
rocia, obohatenu o novsie diela, vrstvy autorskych
zasahov a spétné vyznamové usporiadanie. Nazov
s tromi pre SF klu¢ovymi slovami je odvodeny od
rovnomenného environmentu vystaveného na EXPO
1970 v japonskej Osake. Prave tam vyvrcholili jeho
dovtedajSie umelecké uspechy aj cestovatelské plany.
Slubna medzinarodna kariéra sa nadlho skongila
kvoli politickym a spolo¢enskym désledkom okupacie
Ceskoslovenska vojskami Varavskej zmluvy v roku
1968. Doma sa pred nim postupne zavreli takmer
v8etky dvere institucii a 70. roky stravil ako spiri-
tus movens neofi-cidlnej umeleckej scény. Aj vtedy
hladal aspon o nie¢o slobodnejsie prostredie — ces-
toval a vystavoval v Juhoslavii, Madarsku a v Polsku.
Tuto kapitolu zavrsil v roku 1981, ked v bielom aute
Skoda 120 emigroval na Zapad do Spolkovej repub-
liky Nemecko. O rok neskér ho vystavil ako svoju
vychodoeurdépsku fyzicku aj mentalnu ,batozinu” na
documenta 7 v Kasseli. V decembri 1982 prices-
toval do vysnivanej Ameriky a v New Yorku Zil az do
roku 1990, ked sa vratil na Slovensko. Stano Filko Zil
a neunavne tvoril v Bratislave az do 15. oktébra 2015.
Kym na zapad od Zeleznej opony prenikli progresivni
umelci generacie SF zavratne rychlo zaroveri do muzei
aj na trh, v socialistickom Ceskoslovensku po kratkom
a intenzivnom rozmachu v8etky tradiéné institicie ume-
nia zlyhali — galérie, zbierky, vydavatelstva, ¢asopisy,
muzed a dokonca aj akadémia a dejiny umenia ako
disciplina. Podobne ako niektori dal$i vychodoeuropski
umelci, Filko ich nahradil vlastnou instituciou, ktoru
vybudoval na svojej ,legende o umelcovi“. Vedome
sa fiou napojil na kanon dejin umenia, starostlivo
ju kultivoval, rozkryval a zase $ifroval. Stala sa jad-
rom jeho konceptualneho programu a komplexného
.psychofyilkozofického* symbolického systému idei,
farieb a tvarov (dalej Systém SF). Preto sa umelecky
pribeh SF vzpiera linearnemu uchopeniu. Ako jeho
tvorivy princip je skor kolazou a montazou, napiiajuc
myslienku spisovatela Ivana Kadle¢ika o autobiografii
ako fikcii, ktora ,ma mnoho verzii a to nielen mozne, ale

realne". Stana Filka tak moZno geograficky a ideovo
situovat medzi Vychod a Zapad, na mape umelcov
silnych osobnych legiend a podla charakteru tvorby
niekde medzi Josepha Beuysa a llju Kabakova.

Predstavit jeho tvorbu je naro¢na kuratorska uloha
pre razanciu, s akou ovplyvrioval a menil vystavnu
prax a najma preto, Ze sa uz poc¢as svojho zivota
stal intitdciou, vlastnym muzeom, ktoré zhmotnil od
roku 1975 v ateliéri na Snezienkove;j ulici v Brati-
slave a od roku 2005 ako Korab vo Velkej Hradne;.
Hoci obidva projekty skoncili ako ruiny utopickych
vizif, komplikovany navod zanechal v koncep-
toch, text-artoch a nespocetnych listoch $anénov
Archivu SF. Motivovala ho tuzba po sebarealizacii,
slobode a absolutnej autondmii tvorby, ktoru pre-
tavil do snahy nahradit nedokonéené utopie avant-
gard vlastnou osobnostou a novou naraciou, takou
charakteristickou pre neo-avantgardné umenie.

Viystava je koncipovana podla vybranych tém,
ktoré vychadzaju zaroveri z umeleckohistorického
vyskumu Filkovho diela, ale akceptuju aj autorské
spracovanie v prislusnych vybranych stadiach roz-
voja Systému SF. Ako samostatnu tému uvadza
problém Archivu SF ako rizomatického meta-diela,
ktory zachovava princip jeho myslenia v $pecific-
kom jazyku a konceptualnom chapani Sasu.

Uvodné dielo vystavy Dedko — babka po&tvaji
rédio (1965) obsahuje ambivalentny autobiogra-
ficky motiv SF. Pre jeho Zivu ,legendu o umelcovi“ je
detstvo v rodnom kraji so spomienkami na starych
rodi¢ov, najmé na dedka a jeho mystické nauky, na
véelarstvo a na klinické smrti v rokoch 1945 a 1952
ako prechodové ritualy na ceste k Fine Artu, ten
najhlbsi zdroj. Tematické okruhy st zostavené z autor-
skej symboliky troch zakladnych farieb raného Sys-
tému SF (Servena, modra, biela — neskér symboly
troch dimenzii 3.4.5.D spolu s Siernou farbou EGA)
a naznaduje sa aj pokrocily Systém SF v syntéze
jeho neskorej tvorby. Vystava je $trukturovana v Sies-
tich okruhoch: |. Poézia o priestore — kozme (iivod),
Il. Obydlie stcasnosti a skutocnosti, 1. Cervena —
Biologia 3.D, IV. Modra — Kozmoldgia 4.D, V. Biela —
Ontolégia 5.D a VI. EGO & Systém SF. LGS



Bez nazvu | Untitled. 1964

Koléz, ¢b fotografia | Collage, bw photograph,
492 x 297 cm. Sikromné zbierka | Private Collection



Dedko — babka po&uvaju radio | Grandpa —

Grandma Listen to the Radio. 1965

Asamblaz, najdené objekty, variabilné rozmery |

Assemblage, objet trouvé, dimensions variable

Zbierka Linea | Linea Collection. Foto | photo: Martin Maren¢in






Synchrénnost — Diachrénnost. Stano Filko v environmente
Univerzélne prostredie | Synchronicity — Diachronicity.
Stano Filko in the Universal Environment. 1968/1990

Cb fotografia, olejova farba | Bw photograph, oil paint,

12.3 x 22.3 cm. Zbierka Linea | Linea Collection



The exhibition Poetry on Space — Cosmos represents
Filko's work and thinking in the 1960s and 1970s,
extended by newer work, layers of artistic interven-
tions and the retroactive arrangement of meanings.
The title, which is comprised of three words which
were crucial for SF, was derived from the environment
of the same title that was exhibited at EXPO 1970 in
Osaka, Japan. This was where his artistic success and
traveling plans culminated. A promising international
career ended for a long period of time due to the
political and social consequences of the occupation of
Czechoslovakia by the Warsaw Pact armies in 1968.
Almost all of the doors of institutions were closed to
him and he spent the 1970s as the spiritus movens of
the unofficial art scene. Even then he was looking for
an environment which would be freer — he travelled
and exhibited in Yugoslavia, Hungary and Poland. He
completed this chapter in 1981 when he emigrated
to the Federative Republic of Germany in his white
Skoda 120. A year later, he exhibited it as his Eastern
European physical and mental *baggage” at docu-
menta 7 in Kassel. In December 1982, he travelled to
America, the land of his dreams, and lived in New York
until 1990, when he returned to Slovakia. Stano Filko
tirelessly worked in Bratislava until October 15, 2015.
While to the west of the Iron Curtain the progres-
sive artists of SF's generation quickly made their way
into museums as well as the market, after a short and
intensive boom, all of the traditional art institutions —
galleries, collections, publishing houses, magazines,
museums and even academies and art history as
a discipline — failed in socialist Czechoslovakia. Like few
other artists from Eastern Europe, Filko replaced them
with his own institution which he built on his “legend of
the artist” He consciously linked it to art history canon,
carefully cultivated it, decoded it and again re-coded
it. It became the heart of his conceptual program and
a comprehensive “psychophyilkosophical” symbolic
system of ideas, colors and forms (hereinafter referred
to as the “SF system”). Therefore, the art story of SF
resists linear comprehension. His creative approach
is rather a collage and montage, thus fulfilling the
thought of writer lvan Kadle¢ik about autobiography
as a fiction which “has many versions and not only
possibly, but realistically” Thus we can geographically
and ideologically situate Stano Filko between the East
and the West, somewhere between Joseph Beuys and

POETRY
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llya Kabakov on the map of artists of strong personal
legends according to the character of the work.
Presenting his work is a difficult curatorial task
due to the vigor by which he affected and changed
exhibition practice, and because of the fact that in his
lifetime he became an institution, his own museum
which he materialized since 1975 in the studio on
Snezienkova Street in Bratislava, and in 2005 as Ark
SF in his hometown of Velkd Hradna. Although both
projects ended as ruins of utopian visions, he left
complicated instructions in his concepts, text-arts and
endless items in the SF Archive files. He was moti-
vated by the desire for personal fulfillment, freedom
and absolute autonomy in creating, which he trans-
formed into an effort to replace unfinished utopias of
avant-gardes by his personality and by a new narration
which was so characteristic for neo-avant-garde art.
This exhibition is designed according to selected
themes based on the art-historical research of his work,
while taking into consideration his arrangements in the
relevant selected phases of SF System development.
The issues related to the SF Archive as a rhizomatic
meta-work which preserves the principles of this think-
ing in a specific language and conceptual perception
of time are presented here as an independent subject.
The introductory work of this exhibition Grandpa —
Grandma Listen to the Radio (1965) incorporates an
ambivalent autobiographical motif of SF. For his living
“legend of the artist," his childhood in his native region
filled with memories of grandparents, especially his
grandfather and his mystical sciences, bee keeping
and clinical deaths in 1945 and 1952 as transi-
tional rituals on the way to Fine Art, is the deepest
source. The themes are composed of the artist's
symbolism of three fundamental colors of the early
SF System (red, blue, white — later symbols of three
3.4.5. dimensions along with the black of EGO) while
the advanced SF System in the synthesis of his late
work is also indicated. This exhibition is structured in
six units: I: Poetry on Space — Cosmos (Introduction),
II: Dwelling of Contemporaneity and Reality, IlI: Red —
Biology 3.D, IV: Blue — Cosmology 4.D,V: White —
Ontology 5.D and VI: EGO & SF System. LGS
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Zaciatkom roku 1967 Stano Filko na svojej prvej
vyznamnej$ej samostatnej vystave v Prahe, nazva-
nej Obydlie 1966 sucasnosti skutoénosti predsta-
vil velky stibor objektov, ktorym dal meno Fetise,
neskor aj Oltare alebo Oltare sucasnosti. Vo vte-
dajsej Ceskoslovenskej spolo¢nosti, ktora zatial
len pozvolna smerovala k Prazskej jari, mohli tieto
diela vyznievat provokativne — porusovali totiz via-
ceré tabu. Tzv. socialistické umenie malo zavrhnut
nabozenské témy ako symbol prekonanej minulosti,
a takisto sa malo vyhybat erotike, ktoré sa povazo-
vali za neziaduci import z ,prehnitého” Zapadu.
Filkove Oltare boli tiez prvym markantnym vyjadre-
nim jeho kaleidoskopickej, multiaspektovej vizie sveta.
Vystrizky z tazko dostupnych erotickych ¢asopisov sa
striedali s reprodukciami gotickych plastik a malieb,
prevazne z obdobia ,krasneho slohu“. Madony
a svatci vedla pin-up girls a nalepenych ulomkov
zrkadiel — divak sa v nich odrazal a vidiac svoj obraz
sa chtiac-nechtiac stal suc¢astou tohto bizarného
sveta, ktory okrem iného konfrontoval aj dve historicky

vzdialené podoby krasy. Oltare boli ,0zdobené" aj inak:

drobné predmety, malé krize, klince, prazdne naboj-
nice (vo vtedajsich pomeroch tiez tazko dostupné)
paradoxne spoluvytvarali ich nebezpeény, najezeny
vyzor. Jednotlivé detaily boli krizom-krazom pospajané
drétmi, akousi druhotnou, civiliza¢nou pavucéinou.

V dobovych rozhovoroch autor hovoril o napati
alebo kontraste medzi starou a novou mystikou,
medzi starym nabozenstvom a novym erotickym
fetiSizmom. Neskor zd6razioval spojenie Starého
a Nového zakona, aj preto, ze niektoré tzv. Cakacie

14

objekty — lavicku, stolicky a $aty so Specidlnym dezé-
nom — pokryvala splet znakov a textov, medzi ktorymi
vynikali hexagramy (Davidove hviezdy) a latinské krize.
Stano Filko nechcel iba predstavit subor vystavnych
artefaktov — svoje prazské Obydlie prvykrat konci-
poval ako skuto¢né prostredie, ktoré si navstevnici
vystavy nemali len pozriet, ale priamo zabyvat: ,Stale
som sa snazil zapojit divaka, najprv zakomponovanim
zrkadiel, ktoré mali rozsirit konkrétny opticky priestor,
no i divaka ako samostatného dotvaratela rozpra-
covaného diela.” Viaceré objekty boli interaktivne,
uréené pre dalSie poutzitie, napr. Sté/ pre anonymnu
grafiku, navstevnik sa pri instalacii Dedko a babka
pocuvaju radio mohol zastavit a zivé vysielanie
pocuvat spolu s tymito animistickymi, nostalgicko-
-rustikalnymi objektmi — ,fetiSmi“, alebo sa mohol
zapojit do Akcie s plynovou maskou. Na vzacnych
fotografiach Tibora Borského vidno, ako si autor sam
alebo jeho modelka (Akt s maskou) nasadzuju plynovu
masku, a tak pobyvaju v tomto ,obydli su¢asnosti.
Prazska vystava vzbudila zna¢ny ohlas nielen
doma, ale aj v zahranigi. Vplyvny teoretik a kritik
Pierre Restany oznagil S. Filka celkom vystizne ako
»pop-barokizujuceho sochara”, lenze samotny autor
sa nechcel uspokojit s tymto statusom. Velmi skoro
sa zbavil nostalgickych a archaickych rezidui vo svojej
tvorbe a svoju predstavu komplexného, univerzalneho
priestoru — obytného prostredia, oziveného ludskou
¢innostou, sformuloval celkom inym sp6sobom. AH



MENEE |
!-r:;'l:l 19&& o
Y L roky

Oltar sucasnosti Il. | Altar to Contemporaneity I1. 1965 — 1966

Asamblaz, kolaz, zlaty pigment, zrkadlo, drét, drevo |
Assemblage, collage, golden pigment, mirror, wire, wood,
185 x 200 x 6 cm. Zbierka PSIS | PSIS Collection



Z vystavy Obydlie 1966 skuto¢nosti sucasnosti | From the
exhibition Dwelling 1966 of Reality and Contemporaneity. 1967
Cb fotografia | Bw photograph, 30 x 41.1 cm

Sukromna zbierka | Private Collection



Early in 1967, Stano Filko had his first major solo
exhibition, mounted in Prague and titled Dwelling
1966 of Reality Contemporaneity. He presented

a large collections of objects he called Fetishes, or
later Altars or Altars to Contemporaneity. In the con-
text of contemporary Czechoslovak society (which
was just starting to head toward the Prague Spring),
these pieces resonated provocatively: they broke
multiple taboos of the era’s cultural policy. So-called
socialist art was meant to repudiate religious themes
as symbols of a past overcome, and ought like-
wise to have avoided erotica, which represented

an undesirable import from the “rotten” West.

Filko's Altars were also the first conspicuous
expression of his kaleidoscopic, multi-aspect world
vision. He interwove clippings from hard-to-come-by
erotic magazines with reproductions of Gothic sculp-
tures and paintings, mostly from the period of inter-
national gothic style. Madonnas and saints alongside
pin-up girls and pasted mirror shards: the spectator
thus saw his own reflected image, willy-nilly, become
part of this bizarre world, confronting among other
things two historically-separate versions of beauty.
The Altars were also “decorated” in another way: little
crosses, nails, and (also hard to come by then) empty
cartridge cases paradoxically came together to create
an appearance of danger and raised hackles. Individ-
ual details were bound together with criss-crossed
wires, in a kind of accidental web of civilization.

In the interviews of the day, the artist spoke of
tension or contrast between the mystical old and
new, between old religion and new erotic fetish-
ism. Later he emphasized the link between Old
and New Testaments, in that his so-called waiting

DWELLING
OF REALITY
CONTEMPORANEITY

objects — bench, chairs and clothes with a special
design — were awash with symbols and text, includ-
ing hexagrams (Stars of David) and Latin crosses.
Stano Filko was not endeavouring simply to pres-
ent a group of artefacts; rather he conceived his
Prague Dwelling as real environments that visitors
were meant not just to look at but to inhabit: ‘I was
always trying to involve the spectator, first by using
mirrors intended to expand a concrete optical space,
but involving the spectator as an independent fin-
isher of the work in process!” There were many
interactive objects for other uses, such as the Table
for the Anonymous Graphic Art; the visitor to the
installation Grandpa — Grandma Listen to the Radio
had the chance to linger and listen to live broadcasts
together with these animistic and nostalgic/rustic
object-*fetishes;” or to participate in the Action with
Gas Mask. Tibor Borsky's precious photographs show
the artist himself or a model (as in Nude with Mask)
putting on the gas mask, and inhabiting this “dwelling”
The Prague exhibition stimulated significant reac-
tions both at home and abroad. The influential theore-
tician and critic Pierre Restany quite aptly called Filko
a “pop-baroquicizing sculptor but the artist himself
was not interested in such status. He was soon to
disencumber himself of the nostalgic and archaic
residues in his work, and to formulate quite differently
his concept of a complex, universal space/habitable
environment, enlivened by human activity. AH
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Uprostred 60. rokov vystihol Filko vyznamové kulturne
spojenectvo religioznej oddanosti a vizualneho umenia,
ktoré sa prejavilo v medzinarodnych prudoch mladého
umenia spatého s pop-artom a novym realizmom.
Pierre Restany sa v tomto duchu vyznal roku 1967 na
obalke katalogu vystavy Superfund, kde po prvykrat
uverejnil svoj manifestac¢ny text Un panorama du
présent. Une philosophie du futur: ,Je to skuto¢na
Biblia méjho posolstva, moj Talmud a Kniha prorokov.”
Filko vyuzil v spolo¢enskych vedach a neo-mar-
xizme diskutované porovnavanie nabozenstva
a sexuality ako dvoch oblasti napojenych na najsilnejsie
instinkty ¢loveka, na rozmnoZzovaci a sebazachovny
pud, schopné motivovat ludi k orgiastickym preja-
vom a transcendentalnym zazitkom. Zddérazriuje to
okrem iného aj neskryvana preferencia zeny ako
svatice aj neviestky zaroven, typicka pre narcistic-
kého muza 60. rokov. Filkove diela z tohto cyklu tak
suzneju nielen s niektorymi autormi britského Popu
¢i s realizmom kalifornskych umelcov Brucea Con-
nera a Edwarda Kienholza, ale najmé s ,Lolou” ako
premennou figurantkou pre zenu-ideal Alexa Mlynar-
¢ika v jeho oltaroch a objektoch. Tie Filkove boli aj
reakciou na dobové zaujatie progresivnym informelom
a existencialistickou estetikou okruhu Konfrontéacii
v Prahe a Bratislave. Napriek tomu, Ze prazska scéna
uz poznala explozionalizmus Vladimira Boudnika,
aj fluxusové happeningy Milana Knizéka, ktorého
SF poznal, vyvolalo Filkovo eroticko-nébozen-
ské pop-baroko zna&ny odborny ohlas aj udiv.
Pracoval totiz s reflexiou seba samého ako umel-
ca-demiurga priamo v akcii, ¢o sa neskor stalo
pre neho typickym. V ranych kolazach a mono-
typiach na papieri niekedy namiesto zrkadiel
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pouzival zmnozené fotografie vlastnej tvare (Bez
ndzvu, 1964), vstupoval do vlastnych (a neskor
aj cudzich) diel pozovanim pre fotoaparat (Hra-
nie Sachu sam so sebou v Univerzalnom prostredi
v roku 1967, Stavanie Kozmu v roku 1968) a Zivym
ucginkovanim pre kameru — napriklad vo filme
HAPPSOC reziséra Kvetoslava Hecka (1996).
Napriek zjavnému ironickému potencialu, i$lo Filkovi
v Oltaroch sticasnosti aj o vizualne stretnutie dvoch
moznych ciest k relativizovaniu tradiénych hodnét
a mravnych navykov, miznutiu ,ja“ v neodolatelnom
zazitku a jeho stotozneniu s nie¢im vys$sim, kozmic-
kym, nadasovym a tajomnym. V objektoch a oltaroch
vyjadril svojské vnimanie ¢asu v prekryvajucich sa
vrstvach v kolazi fragmentov, zastupujucich rézne
kontexty. Cas sa stal Filkovou velkou konceptualnou
témou aj preto, Ze nikdy nebol ochotny podriadit sa
Chronovmu diktatu, ale snazil sa skor o Kairos, ¢as pri-
hodného okamihu. V neskorSom Systéme SF sa tieto
dve odlisné chapania ¢asu prejavuju ako Diachronnost
a Synchrénnost. V modeli Filkovho univerza piatich
dimenzii sa prave ¢as a prekonavanie jeho diktatu stali
dolezitym stavebnym prvkom. Z umeleckohistorického
hladiska v§ak vnimame Filkovu posadnutost ¢asom
aj ako prizna¢nu osobnu interpretaciu avantgard-
nych pretekov v neustalych stylovych a ideovych
inovaciach umeleckého sveta 20. storogia. LGS



In the midst of the sixties Filko put his finger on the
semantic cultural alliance of religious devotion and
visual art in the international streams of young art con-
nected with pop-art and new Realism. In 1967, Pierre
Restany made his confession in this spirit on the cover
of the Superlund exhibition catalogue, where for the first
time he publicized his manifestation text Un panorama
du présent. Une philosophie du futur: “It is the real Bible
of my message, my Talmud and Book of Prophets”
Filko used the comparison of religion and sexuality
discussed in social sciences and in neo-Marxism as two
areas linked to man’s strongest instincts, the reproduc-
tive and self — preservation instincts which are able to
motivate people to orgiastic expression and transcen-
dental experience. In addition to others, this is empha-
sized by an open preference for women as both saints
and whores, so typical for a narcissistic man of the six-
ties. Thus Filko’s works from this cycle are in harmony
not only with some artists of British pop-art or the real-
ism of California artists Bruce Conner and Edward Kien-
holz, but especially with Lola as a variable figure for the
ideal woman of Alex Mlynar¢ik in his altars and objects.
Those of Filko were a reaction to period interest by the
progressive Informel and the existential aesthetics of
the circle of Confrontations in Prague and Bratislava.
Despite the fact that the Prague scene was already
acquainted with the explosionism of Vladimir Boudnik
and the Fluxus happenings of Milan Knizak, whom SF
knew, Filko's erotic-religious pop-Baroque drew consid-
erable response and amazement from the expert public.
This was because he worked with the reflection of
himself as an artist-demiurge directly in action, which
later became typical for him. In his early collages and
monotypes on paper he sometimes used multiple pho-
tographs of his face instead of a mirror (Untitled, 1964),

COLLAGE
AND TIME

he entered in his own (and later even in other) works by
posing for the camera (Playing chess with myself in the
Universal Environment in 1967, Building of Cosmos in
1968) and live acting for the camera — for example in
the film HAPPSOC by director Kvetoslav Hecko (1996).
Despite its obvious ironic potential, in his Altars to
Contemporaneity Filko was also interested in the visual
encounter of two possible paths to relativizing tradi-
tional values and ethical customs, the disappearing of
“me" in an irresistible experience and its identification
with something higher, cosmic, timeless and mysteri-
ous. In his objects and altars he expressed a peculiar
perception of time in overlapping layers in collages of
fragments representing various contexts. Time became
a great conceptual theme for Filko also because of
the fact that he was never willing to succumb to the
dictate of Chronos, but he rather strived for Kairos, “the
right time” These two different perceptions of time are
manifested in a later SF System as Diachronicity and
Synchronicity. It was time and overcoming it, which
became a significant structural element in Filko's model
of the five dimensional universe. However, in terms of
art and history, we perceive Filko's obsession with time
as a characteristic interpretation of the avant-garde
race with permanent style and the ideological inno-
vations of the world of art in the 20" century. LGS



Obydlie 1966 skutocnosti stuéasnosti | Dwelling
1966 of Reality Contemporaneity. 1967

Cb fotografia | Bw photograph, 40 x 30.3 cm
Zbierka Linea | Linea Collection



Zo série Oltare stcasnosti I. | From the series
Altars to Contemporaneity I. 1965

Asamblaz, koldz, njdené objekty, zrkadlo, olejova farba,
kov, drevo | Assemblage, collage, objet trouvé, mirror, oil
paint, metal, wood, 161 x 83 x 256 cm. SNG, Bratislava



CERVENA
- BIOLOGIA
3.D



RED
- BIOLOGY
3.D



HAPPSOC

Prvy spolo¢ny projekt Alexa Mlynarcika a Stana Filka
HAPPSOC |. je uz véeobecne znamym medznikom
nielen v slovenskom umeni, ale povazuje sa za klu¢ové
dielo aj v umeni na vychod od Zeleznej opony. Obidvaja
umelci v tom ¢ase kongili tudium na vytvarnej aka-
démii v Bratislave, ktora rozhodne nebola naklonena
experimentalnym projektom. Stano Filko vtedy zadal
pracovat na svojich Oltaroch stcasnosti, A. Mlynar-
¢ik vytvaral podobne orientované diela — Relikvidre,
Epitafy, Posolstvé, casu. VykroGenie mimo estetiku
objektu bolo o to viac prekvapujuce. Mlynarcik sa
ale rok predtym prvykrat dostal do Pariza, priamo
kontaktoval Pierra Restanyho a tak mal informa-
cie o najnovsich trendoch v umeni z prvej ruky.
Obidvaja autoria pred 1. majom 1965 rozposlali
zvlastnu tlaGovinu, v ktorej pozyvaju k ucasti na
HAPPSOC (spotiatku este bez poradového &isla I.)
Bratislava 2. — 8. mdja 1965. Realizdcia mala prebie-
hat v diioch medzi 2. a 8. majom, pricom kazdy der
v danom mieste, Bratislave, predstavoval samostatnu
»skuto¢nost”. K pozvanke bola pripojena strojopisna pri-
loha, uvadzajuca ,objekty”, existujuce v Bratislave, zora-
dené podla zoznamu spocitané (Zeny, muzi, psy, byty,
balkény, sporaky, pracky atd., cintoriny a dokonca tuli-
pany), objekty existujuce len v jednom exemplari: ,cela
Bratislava“, Hrad, Dunaj a objekty nespoditané (kominy,
kina, obchody, nemocnice, radia, pisacie stroje atd.).
Adresati asi ¢asto nevedeli, ¢o si s tym maju pocat,
a ako sa ukazalo, nebolo to velmi jasné ani kritikom
a teoretikom umenia. Mozno aj preto zakratko nasle-
doval Manifest HAPPSOC (signovany aj umeleckou
kritickou Zitou Kostrovou), ktory v niektorych textovych
paragrafoch poskytol akési vysvetlenie. Stru¢ne zhrnuté,
HAPPSOC je akciou, nabadajucou k vnimaniu ,najde-
nej reality, vymedzenej v ase a priestore”, ktora ,pdsobi
silou svojich vztahov a napéti... Zverejnenie tejto
skuto&nosti ... navodzuje aktivitu uvedomenia si nes-
miernej Sirky existujucich skuto¢nosti“. HAPPSOC sice
nadvdzuje na ,cely rad pocinov happeningu*, na rozdiel
od nich ,je v8ak jeho vyrazom samotna nestylizovana
skuto¢nost”, ktora ,Sokuje svojou holou existenciou®.
Skratku HAPPSOC autori svojho ¢asu neobjasnili,
a tak byva desifrovana rézne, naj¢astejSie ako hap-
pen society (dejuca sa spolo¢nost), niekedy, zrejme
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aj s ohladom na text manifestu sa pouziva spojenie
société trouvée (najdena spolocnost), objavil sa aj
vyraz ,socialny happening“. Prednostou HAPPSOC |.
nie je to, ze ponuka isty vysek skuto¢nosti ako ume-
lecke dielo, ale to, Ze tento zvoleny vysek vnutorne
diferencuje a kontextualizuje. NajddlezitejSie je asi

to, ze HAPPSOC /. sa odohrava pocas siedmich dni
medzi dvoma $tatnymi sviatkami — 1. maj bol oslavo-
vany ako ,sviatok pracujucich” a 9. maja sa pripomi-
nalo vyrogie oslobodenia Ceskoslovenska Cervenou
armadou. Obidva sviato¢né dni sa za socializmu ,bez
ludskej tvare” slavili povinne: 1. maja ,pracujuci®
spolu s pocetnymi zastupmi $kolopovinnych deti
kracali v sprievode a hlasite pozdravovali funkcionarov
vladnucej komunistickej strany, ktori im blahosklonne
kyvali z ¢ervenych tribun; 9. maja sa konali vojenské
prehliadky ako demonstracia sily, alebo — v dobovom
zargone — odhodlania branit vydobytky socializmu.

Ked autori HAPPSOC /. upriamili pozornost na
v8edné dni, kazdodenné ,skuto¢nosti“ Bratislavy medzi
tymito dvoma povinnymi sviatkami, akoby chceli nazna-
¢it, Zze existuje moznost vymanit sa z politického zovretia
a venovat sa naplno beznému Zivotu a uzito¢nym
aktivitam, napr. $portu a cestovaniu, ako o tom svedcia
prevzaté spravodajské fotografie, ktoré autori neskor
pripojili ako sprievodnu dokumentaciu k HAPPSOC |.
Medzi fotografiami sa vynimaju dve inverzné negativne
snimky z plaze — ludia, prechadzajuci sa po plazi, mifaju
velké napisy HAPPSOC, vysliapané v piesku. Stano
Filko ich neskor nazval HAPPSOC — LAND ART.

Pri vnimani ,nesmiernej irky existujucich suvislosti“
si uvedomime, Ze objekty v zozname HAPPSOC I. st
zoradené podla systému pripominajuceho $tatisticky
vykaz. Najprv sa uvadzaju pocty ludi, rozdelenych podla
pohlavia, potom domace zvierata a za nimi spotrebné
predmety. Lenze doprostred zoznamu sa vklini nesys-
témovy prvok, nieGo ocividné, €o nie je treba spocita-
vat — 1 Hrad, 1 Dunaj a 1 Bratislava ako celok. Cela
jedna ,skuto¢nost” Bratislavy sa tak zamie$a medzi
jej Gasti. Takisto nie je jasné, preco niektoré obdobné
objekty (divadla) sa daju spocitat a iné (kin) nie. Tieto
Statistické sucty skor predstavovali ,chybu v systéme*
a prezradzali tak skryty parodicky umysel autorov.

Dodnes sa vedu spory o tom, kto je skuto¢nym
iniciatorom projektu HAPPSOC . Historici umenia



The first project on which Alex Mlynéréik and
Stano Filko collaborated was HAPPSOC . This
became a well-known milestone, both in Slovakia
and throughout lands east of the Iron Curtain. Both
artists had by then completed their studies at the art
academy in Bratislava, a place quite decidedly dis-
inclined to experimental projects. Filko had already
begun work on his Altars to Contemporaneity, while
Mlynéarcik had been creating pieces with a similar
orientation: Reliquaries, Epitaphs, Messages of Time.
Their forays beyond the aesthetic of an object were
thus all the more unexpected. Mlynarcik, though,
had found his was to Paris the year before, com-
ing into direct contact with Pierre Restany, and
learning first-hand about the newest art trends.
Leading up to 1 May 1965, the two artists sent out
an odd printed invitation to participate in HAPPSOC
(initially known without the numeral I) Bratislava 2-8
May 1965. It was intended to happen over the days
between 2 and 8 May, with every day in the town
of Bratislava representing an independent “event”
A typewritten enclosure went with the invitation, listing
“objects” existing in Bratislava in order of populations
counted (women, men, dogs, apartment flats, balco-
nies, cookers, washing machines and so on, ceme-
teries, and even tulips), as well as objects existing in
only one exemplar (“all of Bratislava,’ the Castle, the
Danube) and objects uncounted (chimneys, cinemas,
shops, hospitals, radios, typewriters, and so forth).
Many recipients probably did not know what to
make of it, and it emerged that it was unclear to art
critics and theoreticians too. Maybe this was why the
HAPPSOC Manifesto (also signed by Zita Kostrova)
came out soon after, providing a kind of explanation in
a few paragraphs. To summarize, HAPPSOC was an
action calling for the perception of “found reality, limited
by time and space” that “acts through the power of its
relations and its tension... In publishing this reality...
the activity of realizing the boundless span of existing
coherences is brought about” Although HAPPSOC
draws on “a whole range of happenings;” in contrast
“it takes its expression from unconventional reality
itself which “shocks through its bare existence!
Briefly, the artists never explained the abbreviation
HAPPSOC at the time and so it is variously deciphered,
most often as happen society, and sometimes (in an
apparent reference to the manifesto text) as société
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HAPPSOC

trouvée (found society), with some use of the expres-
sion “social happening”” The merit of HAPPSOC /is
not in its offering a slice of reality as a work of art,

but rather that this particular slice internally differ-
entiates and contextualizes. The most important fact
is probably that HAPPSOC [ took place over seven
days between two state holidays: 1 May was cele-
brated as “the workers’ holiday” and on 9 May the Red
Army’s liberation of Czechoslovakia was commemo-
rated. Both holidays marked mandatory celebrations
under socialism “without a human face:” On 1 May,
the “workers” along with numerous troops of school
children marched in parades, loudly hailing the ruling
Communist Party functionaries, who benevolently
waved from their red tribunals; 9 May featured military
reviews, as demonstration of might, or — in that era’s
jargon — devotion to protecting socialism’s conquests.

In drawing attention to the ordinary days, the Brati-
slava’s everyday “realities” in between the two obligatory
celebrations, the HAPPSOC |/ artists seemed to indicate
the possibility of freeing oneself from the politicians’
grip and giving oneself over to everyday life and useful
activities, such as sport or travel; bearing witness to
this are the appropriated news photographs that the
artists later attached as documentation for HAPPSOC |.
Standouts among these photographs are two inverse
negatives of a beach — people walking the beach
pass large HAPPSOC lettering tramped into the sand.
Stano Filko later called it HAPPSOC — LAND ART.

In perceiving the “boundless span of existing coher-
ences, we realize that the HAPPSOC / objects listed
are arranged systematically, recalling a statistical report.
First the head counts of people are given, categorized
by gender, then pets, and last consumer items. However,
a non-systematic item then breaks into the list, some-
thing that plainly need not be counted: 1 Castle, 1 Dan-
ube and 1 Bratislava as a whole. Thus the entire “reality”
of Bratislava gets lost among its parts. It is likewise
unclear as to why comparable objects are countable
(such as theatres) while others (cinemas) are not.

Even now there are disputes over who truly initi-
ated HAPPSOC /. Art historians attribute the initiative
to whichever of the two artists they happen to be
studying. The Slovak art theoretician Tomas Strauss
maintains that Filko “lacks the specific hallmarks



prisudzuju iniciativu prave tomu z dvojice autorov,
ktorym sa prave zaoberaju. Podla slovenského teo-
retika umenia Tomaga Straussa Filkovi ,chybaju &rty
paradoxnej poézie konkrétna, vyznacujuce napriklad
Mlynar&ikovo myslenie®, lenze Oltdre sticasnosti a iné
diela S. Filka skor svedéia o opaku. Svojim spdsobom
v8ak Hapssoc /. nie je typickym dielom ani jedného

z nich — v skuto¢nosti je to este synkretické, proto-
konceptualne dielo, je skor paralelou k idea happe-
ningom (pojem pochadza od Allana Kaprowa), ktoré
vytvarali niektori umelci z hnutia Fluxus, ako na to
nedavno upozornila Andrea Euringer-Batorova. Na

rozdiel od nich ma v8ak ozajstny ,socialisticky obsah*.

Stano Filko a a Alex Mlynar¢ik na zaver roku 1965
spolu este vytvorili HAPPSOC [I. — 7 dni stvorenia.
Pozvanka — skladacka obsahovala instrukcie pre
pouzivatela na dni medzi 1. sviatkom viano¢nym
a Silvestrom. Podla nich mal stravit kazdy den ¢oraz
viac ¢asu na bliz8ie neuréenej stanici. HAPPSOC Il
ob&anom vtedajsieho Ceskoslovenska pripominal
tiez malo dostupné pozitky, napr. neobmedzené
cestovanie. Zvlast provokativne mohla vyzniet prile-
pena vstupenka do parizskeho striptizového klubu.
Sviecka, uréena na deri pred bujarymi oslavami, mohla
byt sumarizaciou zazitkov uplynulého roka, ale aj
mementom, spomienkou na zivych a mrtvych.  AH

HAPPSOC land art. 1965

Cb fotografia | Bw photograph, 18 x 24 cm
Stredoslovenska galéria | Central
Slovakian Gallery, Banské Bystrica



of paradoxical poetry, which define for example
Mlynér¢ik’s thinking," but Altars to Contemporaneity and
other of Filko's pieces suggest the opposite. However,
in its way HAPPSOC [ is not typical of either of them:
it is actually a syncretic, proto-conceptual piece, more
of a parallel to idea happenings (the latter term is
Allan Kaprow's) by several Fluxus movement artists, as
Andrea Euringer-Batorové has recently written. In con-
trast to these, however, it has a real “socialistic content!
At the end of 1965, Stano Filko and Alex Mlynarcik
also created HAPPSOC Il = 7 Days of Creation.
The folded invitation to this event contained users’
instructions for the days between the 1 day of

Christmas and New Year's Eve, according to which
users were supposed to spend an increasing amount
of time at an unspecified station. HAPPSOC Il also
reminded the people of Czechoslovakia of the lim-
ited access to pleasures such as unrestricted travel.
The attached ticket from a striptease bar in Paris
could create an extremely provocative impression.

A candle designated for the day before wanton
celebrations could be a summarization of the expe-
riences from the past year, but also a memento,

a remembrance of the living and the dead. AH
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Stano Filko & Alex Mlynaréik: HAPPSOC /. 1965

Pozvanka, ofsetova tlag, strojopis, papier | Invitation card, offset printing,
typing, paper, 14 x 13.7 cm; 156 x 30 cm. Zbierka Linea | Linea Collection



Stano Filko & Alex Mlynar¢ik: HAPPSOC |.
dokumentacia | documentation. 1965

Cb fotografia | Bw photograph, 18 x 21 cm
Sukromna zbierka | Private Collection



OLTAR SUCASNOSTI - HAPPSOC IIl. OLTAR SUCASNOSTI

HAPPSOC Ill. Oltar sucasnosti. Akcie univerzél skutoéno |
Altar to Contemporaneity. Actions Universality Realness. 1966

Objekt, akvarel, synteticky hodvéb, zrkadlo, ofsetova a kartograficka tlac,
papier | Object, watercolour, synthetic silk, mirror, offset and cartography
printing, paper, 23.7 x 57.5 cm; 40 x 60 cm. GMB, Bratislava

FILKDOD ST AND

Roku 1966 a dalSie roky Vs
pozyvam k icasti na

AKCIE UNIVERZAL

SKUTOCNO

Priestor:

DZEMIE ESSR - CESKOSLOVENSKO

Skutoénosti:

a, Tivet, situicia, vztahy, atmasféra v CSSR.

b, V neobmedzenom ase budicom | minulam,

¢, Iivotné pocity: subjektivne | spolafné.

d, Miestoa tas individudlny, na hociktorom malom £ viéSom priestore

¢, [udia, mestd, dediny, prirada, 2vierati, technika, veda, Sport,
roéné obdobla, umenie, [iteratirs, hudba, budicnest...



- HAPPSOC Il OLTAR SUCASNOSTI - HAPPSOC Il OLTAR

®

En 1966 et dans les années suivantes je Vous
invite @ vouloir bien participier au

ACTION UNIVERSELLE

REALITE
Lieu:
Territoire de la CSSR (Tehécoslovaquie)

FAITS:
3, Vie, situation, rapports, almesphére en CSSR.
b, Dans lg temp futur et passé illimite.
¢, Sentiments vécus: subjectifs el saciaux.
o Lieu ¢! temps individual, eu quelcongue petite ou grande place.
e, Hommes, villes, villages, nature, amimaux, technique, science,
sport, saisoas, arl fiterature, musique, future . ..




UNIVERZALNE
PROSTREDIE

Univerzalne prostredie ako prvé Filkovo dielo
naplno stelesnuje jeho predstavu o environmente —
prostredi ako ,kompletnom konzekventnom celku
zZitia“. Autor prostredie chape nie ako ,kuriozitu“,
ale ako ,zivu realitu”, ¢akajucu na ,zivé akcie" nav-
Stevnika, ktory sa sam stava ,zivou sochou". Zdo-
raznuje, ze ,medzi navstevnikom a prostredim nema
vzniknut Ziadna fyzicka ani dusevna medzera“.
Oproti predchadzajucemu sustredeniu objektov
v danom priestore si autor tentoraz priestor ohrani-
Suje sam. Univerzalne prostredie ako aj nasledujuca
Poézia o priestore — kozme maju jasne vymedzenu
pravouhlt formu. Nie je to v8ak uzavrety priestor,
pretoze od vonkajska je oddeleny iba dvoma radmi
priesvitnych zavesov na ramovej konstrukcii. Zavesy
pokryvaju obrysy zenskych aktov, zname uz z cyklu
Mapy sveta so Zenskymi figtirami, ,antirukodielne
namalované®, teda nastriekané podla $ablony. Na inych
su obrysy rakiet a velkych kotucov, v tomto kontexte
zrejme symbolizujucich vesmirne telesa. Vo vnutri
bolo pévodne rozmiestnenych niekolko predmetov —
nemecky kritik umenia Jurgen Weichardt ich vnimal ako
»prirodzené detaily" nového druhu — napriklad radio,
diaprojektory. V8imol si, ze hodnota tychto ,realnych
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detailov" dostava symbolicku funkciu: zemsky glébus
zastupuje svet, hviezdny glébus kozmos, 8achova hra
myslenie a boj, nafukovaci matrac odpoginok, zrkadlo
.Sebapoznanie, ktorému vlastne sluzi celé dielo”.

Na zadnu plochu prostredia sa premietali ,,sym-
boly a tuzby ludstva®, ako ich nazval autor, teda
obrazy kozmu, luxusnych aut, v naSom prostredi
prakticky nedostupnych, ale tiez uz znamych pin-up
girls. Navstevnik sa nepohyboval iba na zrkadlove;j
podlahe, ale dostaval sa aj medzi reflexné plochy
zvislo usporiadanych zvézkov zrkadiel. Autor pocita
s tym, Ze obraz divaka sa opticky zmnohonasobi, ¢im
»vznika dojem nekonec&nosti priestoru®. Navstevnik,
opét ako ,ziva socha” sa tak ocita v akomsi fluidnom
prostredi, plnom reflexov, odleskov, prchavych, efe-
mérnych obrazov, realnych aj nehmotnych podnetov.

Prave v tomto obdobi vznikalo vo svete mnoho
rozliéne koncipovanych environmentov a priestoro-
vych instalacii. Filkovo Univerzélne prostredie patrilo
medzi najviac vystavované diela tohto druhu, azda
aj preto, Ze sa od ostatnych odliSovalo pomerne
zlozitou, ale jasne, hierarchicky stanovenou priesto-
rovou Struktdrou a myslienkovou koncepciou. Vzniklo
dielo viacvrstvové, viacplanové, avsak stale trans-
parentné a priechodné zo v8etkych stran, a takisto
prenikajuce, vyzarujuce smerom navonok. Univer-
zalne prostredie nepredvadza iba ,konzekventny
celok zitia“, ale prvykrat stelesruje Filkovu schop-
nost — zmysluplne rozélenit a zaroveri poludstit tak
abstraktnu tému, akou je nekoneény priestor. AH



Universal Environment was Filko's first piece fully to
embody his idea of environment as a “complete and
thorough unit of living” The artists sees environment not
as “curiosity,’ but rather as a “living reality,” waiting for the
“living action” of the visitor, who himself becomes a “liv-
ing sculpture!’ Filko stressed that “there not be any phys-
ical or intellectual gap between environment and visitor”
In contrast to the previous method of concentrat-
ing objects in a given space, here the artist limited
the space himself. Universal Environment and the
subsequent Poetry on Space — Cosmos both have
a clearly-defined right-angle form. Yet it is not enclosed
space, for just two rows of framed transparent screens
separate it from the outside. The screens cover the
kind of female nude outlines we know from the Maps
of the World with Female Figures cycle, in “anti-hand-
made painting,’ i.e. sprayed through templates. Other
screens feature rocket outlines and large circles, in
this context apparently symbolizing heavenly bodies.
Inside, several items were initially situated, which the
German art critic Jurgen Weichardt saw as a new
type of “natural details:” for example the radio, the
slide projector. He noted that the value of these “real
details” takes on a symbolic function: a globe rep-
resents the world, a star globe the cosmos, a chess
match thinking and conflict, an inflatable mattress
rest, and a mirror “a self-knowledge that in fact the
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whole work serves!” The back wall showed projec-
tions of the “symbols and desires of mankind," as the
artist called them: pictures of the cosmos, of luxury
cars virtually unavailable in this country, and of pin-up
girls. The visitor not only moved on a mirror floor, but
could get between two hanging mirrored surfaces.
The artist counted on optically multiplying the visitor's
image, giving “an impression of infinite space”” The
visitor, again a “living sculpture,’ thus finds himself in
a fluid environment of reflexes, reflections, fleeting and
ephemeral images, and real and non-material impulses.
Internationally, at just this time many a variously-
conceived environments and spatial installations were
coming into being. Filko’s Universal Environment was
among the most frequently exhibited; this may have
been because it set itself apart with a fairly complicated
but also clear hierarchical spatial structure and con-
ception. The piece is multi-layered, multi-planed — yet
transparent and accessible from all sides, and also
penetrating and radiating outwards. Universal Environ-
ment not only presents a “thorough unit of living,” but
also for the first time embodies Filko's key ability: to
segment meaningfully, and simultaneously to human-
ize a theme as abstract as limitless space. AH



Univerzélne prostredie | Universal Environment. 1966 — 1967

Fotografia z vystavy | Photo from the exhibition Cinétisme,
Spectacle, Environnement, Maison de la Culture, Grenoble, 1968

Environment, novodurova konstrukcia, sietovina striekana
pistolou cez $ablénu, zrkadld, projekcia, Sachovy stol |
Plastic construction, mesh with stencils, mirrors, chess table,
projection, 300 x 400 x 400 cm. SNG, Bratislava



Diaprojekcia vo vnutri environmentu Univerzalne
prostredie (detail) | Slide-projection in the environment
Universal Environment (Detail). 1967 — 1968



CERVENA

Filkove Oltare sticasnosti vyuzivali estetiku nostal-
gie, poukazujucu este na minulost a mali afinitu skor
k europskemu pop-artu 50. a 60. rokov v dielach
Britov Petra Blaka, Pauline Botyovej ale aj parizskych
novych realistov, partnerov Jeana Tinguelyho a Niki de
Saint-Phalle. Od roku 1967 sa Filko vyrazovo posu-
nul k chladnej$iemu jazyku masmeédii, technickych
vykresov, projektov a aktualnej vizualnej kultury, na
rozhrani pop-artu a konceptualneho umenia. ,Stre-
dovek" z poval starych rodi¢ov nahradila pritomnost
a kazdodennost — kult plastu, médy a lasky, podobne
ako napriklad aj u Jany Zelibskej. Vo vztahu k téme
biologie a Zivotnej energie je najméa pre obdo-
bie 60. rokov nezanedbatelna okolnost, Ze Filkova
partnerka a od roku 1964 manzelka Maria s nim
spolupracovala pocas celej dekady ako manazérka,
redaktorka, prekladatelka a dokonca aj modelka.

V dielach z tohto obdobia sa téma lasky k zene
a sexualny motiv vyskytuje Casto (Ldska — erotika.
1966) aj vo freudovskom protiklade Eréta a Thanata
(Lé2ko ldsky &i Izba lasky, 1966). Filko véak intuitivne
spajal lasku, erotiku a Zzensky princip so zemou, bio-
l6giou a Eervenou farbou symbolizujucou v mnohych
kulturnych tradiciach krv a plodnost. Podobne ako
u symbolistov prelomu 19. a 20. storocia, bol Filkov
vztah k Zene ambivalentny (podla vlastnych slov a2
zdsadne protireéivy), bud plny naklonnosti a obdivu
alebo strachu a tuzby ovladat. Temnej predstave
zeny ako dominantnej matriarchy, samice a muzovu
rozhodnost ohrozujticej Seherezady, dal neskér
vytvarny vyraz v malbach a objektoch ,divokého*
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amerického obdobia od roku 1983. V Systéme SF
zaujal prave tento aspekt zenského principu znaény
priestor a spatne preznadil aj starsie diela, napriklad
rané kolaZe a monotypie (séria Zivot, 1962 —1963)
&i Mapy sveta so Zenskymi figirami (1966 —1967).
Pre Filka bola ¢ervena aj symbolom celého vni-
matelného trojrozmerného priestoru, teritéria zivota,
ktoru radil do 3.D: ,biologie — epikurey, v ktorej je
eros — Cervena Gakra — transcendencia tela, jeho
spravania“, ale aj ,etika — obcianstvo troch dimenzii
sveta“ (okolo 1990). Do 3.D patria po&etné pokra-
¢ovania konceptu HAPPSOC !II. — Akcie univerzal
(1966), upozoriiujiiceho na ,skutodno* CSSR, ktoré
rozsiril najskor na daleky Vychod do japonskej Osaky
(1970), neskor po celej zemeguli. Na zabratie tzemia
rodnej krajiny okupaciou v auguste 1968 upozornil
environmentom Katedrala humanizmu (1968) na
medzinarodnom bienale Danuvius 68 v Dome umenia
v Bratislave. Aj k tejto téme sa mnohokrat vratil,
dokonca si na 10. vyrocie v udalosti 1968 zmenil
v roku 1978 prvykrat svoje meno na FYLKO. Domov
vo Velkej Hradnej ako zemsky ,matersky” pevny bod
si uctil uz v roku 1968 v sérii Moje rodisko v subore
Asocicie. V potvrdzovani identity s rodnou krajinou
pokracoval v neskor$ej tvorbe prihlasenim sa k Mora-
vianskej Venusi, ktorej objav v roku 1937 v autorskej
legende spojil s vlastnym rokom narodenia a so
vznikom postmoderny. Je priznacné, ze sa v zavere
kariéry do Velkej Hradnej vratil, aby tam od roku 2005
planoval velkolepy Korab SF — vlastny ateliér a Zivé
muzeum podla Systému SF. Skoda, e sa uz zachoval
len vo fragmentoch, projektoch a konceptoch. LGS



Filko's Altars to Contemporaneity uses the aesthetics
of nostalgia, constantly referring to the past and had
an affinity to the European pop-art of the 1950s and
1960s of Brits Peter Blake, Pauline Boty, as well as
new realists from Paris, Jean Tinguely and Niki de
Saint-Phalle. In 1967, Filko markedly shifted towards
the colder language of mass media, technical draw-
ings, designs and current visual culture, on the border
between pop-art and conceptual art. “The Middle Ages”
of “old junk” from grandparents’ attics was replaced
by the present and everydayness — the cult of plastic
material, fashion and love, similar to Jana Zelibska.
In relation to the theme of biology and life energy
there was a significant circumstance, especially in
the sixites, when Maria, Filko's partner and from 1964
wife, cooperated with him throughout the decade
as his manager, editor, translator and even model.
The theme of the love of women and sexual motifs
occur frequently in his works from this period (Love —
Erotica, 1966) and even in the Freudian opposition
of Eros and Thanatos (Bed of Love or Room of Love,
1966). However Filko intuitively combined love, erotica
and the female principle with the earth, biology and
the color red which symbolizes blood and fertility in
many cultural traditions. Like the symbolists at the
end of the 19" century and the beginning of the 20™
century, Filko's relations with women were ambiva-
lent (in his own words even principally contradictory),
either full of affection and admiration or fear and
the desire to control. In paintings and objects of the
“wild” America period from 1983 he provided a dark
representation of woman as a dominant matriarch,
female and Scheherazade threatening man'’s deci-
siveness and artistic expression. This aspect of the

37

RED

female principle occupied considerable space in the
SF System; he even re-marked his early collages and
monotype prints (the series Life, 1962 — 1963) and
Maps of the World with Female Figures (1966 — 1967).
For Filko, red was also a symbol of the entire
perceivable three dimensional space, the theory of life
which he classified in 3.D: “biology — epicure, in which
Eros — red chakra —is a transcendence of the body,
its behavior,” as well as “ethics — citizenship of the
world's three dimensions” (around 1990). 3.D includes
numerous continuations of the HAPPSOC /Il — Actions
Universality Realness (1966) concept, pointing out the
real Czechoslovak Socialist Republic, which he dis-
seminated at first in Osaka, Japan (1970), and later all
over the globe. He called attention to the occupation of
his native country in August 1968 in his environment
Cathedral of Humanism (1968) at the international
biennial Danuvius 68 in the Art Center in Bratislava
and frequently returned to this theme. In 1978, on the
occasion of the 10" anniversary of the invasion and
occupation, he even modified his name to FYLKO.
He honored his home in the town of Velka Hradna
as an earthly and firm maternal point in 1968 in the
series My Birthplace and in the set of works Associa-
tions. He continued to declare his affinity to his native
country in his later work by identifying with the Moravian
Venus, the discovery of which in 1937 he combined
in his legend with his own year of birth and the origin
of post-Modernism. It is typical that he returned to his
hometown at the end of his career so he could plan
a grandiose Ark SF — his own studio and live museum
according to the SF System from 2005. It is a pity that
only fragments, projects and concepts remain. LGS



Stano Filko na svojej samostatnej vystave | at his solo show
in the Ursula Wendtorf Galerie, Oldenburg. 1969

Farebny diapozitiv | Colour slide. Archiv SF, SNG | SF Archive, SNG, Bratislava
Diela zo sérii Graficky list (1966), Realita (1967), Mapy sveta (1966 — 1967)

a Nafukovacie podusky so Zenskymi figirami (1966) | Works from

the series Graphic Sheet (1966), Reality (1967) Maps of the World

(1966 - 1967) and Inflatable Cushions with Female Figures (1966)
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Asocidcie XXX — Moje rodisko | Associations XXX —
My Birthplace. 1968. Z albumu Asocidcie | From
the album Associations. 1967 — 1970

Serigrafia, papier | Serigraph, paper, 50 x 70 cm. SNG, Bratislava
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Moje rodisko | My Birthplace. 1968 / okolo | C. 1980

Cb fotografia, olejové farba | Bw photograph, oil paint,
21 x 15.6 cm. Zbierka Linea | Linea Collection
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Digitélna tlag, pero, fix, bieloba, papier, 2 ks |
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- KOZMOLOGIA
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BLUE
- KOZMOLOGIA
4.D



SKRYTE
LESENIE SVETA

Viaceré diela Stana Filka, ktoré vznikali v druhej
polovici 60. rokov, nie su ani nac¢rtmi k environmentom
typu Univerzélneho prostredia a nepatria ani medzi
tie, v ktorych predstavil tému prenikania do kozmu iba
¢irym zoradenim alebo montazou prevzatych textovych
a obrazovych dokumentov. Akoby v nich chcel autor
predstavit neviditelnt osnovu abstrakiného priestoru,
neskor aj ¢asopriestoru. Svoju vlastnu predstavu

o skrytom ,leSeni sveta”“ ale znazorfioval novou vizual-
nou syntaxou, v ktorej vyuzival rozne znakové systémy.
Prekreslené nau¢né schémy a diagramy najcastej-

$ie kombinoval s fotoreprodukciami z ¢asopisov.

Svoje prace ¢asto nazyval Pomnikmi alebo
Sochami, ale su to sochy a pomniky daleko presa-
hujuce obvyklu predstavu o tychto zanroch. Mnohé
z nich su navrhnuté tak, aby sa dali realizovat,
ale ich navrhované rozmery a mierka to — aspon
v Sase svojho vzniku — vyluGovali. V skuto€nosti
to boli skor projekty fiktivnych, futurologickych
priestorovych konstrukcii, ktoré mali podnietit
divaka k uvazovaniu o celkovom stave sveta.

Na samom zadiatku zrejme boli projekty, ktoré vznikli
akousi redukciou pravouhlej rAmovej konstrukcie
prvych environmentov, redukciou na podstatu — réznym
spdsobom ¢&lenia prazdny, abstraktny priestor (Modré
vertikaly v priestore, Modré rebriky v priestore, Modra
kongtrukcia v priestore, 1966 —1967). Predstavuju
akusi skryt osnovu priestoru, v ktorej ludia bludia, alebo
sa len ponevieraju ako v zrkadlovom labyrinte. Ale v pro-
jekte Architrdv — brany sa uz v zarodku objavuje neskorsi
autorov utkvely motiv — prienik, presah do inej dimenzie.

Niektoré z tychto projektov vyuzivali princip
prelnutia dvoch odlisnych znakovych alebo vizual-
nych sustav. Zakladom Pomnikov sinecnej sustavy
(1968 —1969) bola plogna schéma sine¢nej sustavy,
sustredné kruhy obeznych drah planét so stredobo-
dom — Sinkom, ktorti autor premietol na fotograficky
zaber redlneho prostredia. Niektoré by naozaj mohli
ozivit prostredie nasich miest, ktoré nedavno poznacil
»pomnikovy mor*, mnozstvo soch v $tyle socialistic-
kého realizmu. Na inych v8ak pravidelné sustredné
kruznice obiehajucich planét uz nemaju byt stu¢astou
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architektonickych navrhov, ale ako obrazce z ingj
dimenzie ¢asopriestoru, akasi filkovska Laputa, sa
vznasaju nad zabermi rozsiahlych urbanistickych celkov.
V navrhoch Pomnikov suc¢asného priestoru
a Pomnikov su&asnej civilizacie (1968 — 1969) autor
vyuziva schému zemského globusu, ktory narastie az
do gigantickych rozmerov. V niektorych pripadoch
tadto odhmotnena zemegula obsahovala tvarovo
kontrastnu, takisto nehmotnu kocku, akysi stredobod,
vyznamové jadro, niekedy s &itacim pultom pre otvo-
renu (posvatnu?) knihu. Nehmotna mriezka sveta, ktora
prekryva nepatrnd ludsku pritomnost, vyvolava podobny
ucinok ako schémy obeznych drah vesmirnych telies
zo subezne vznikajucich Pomnikov sinecnej ststavy.
Geometricky zjednodu$ené obrysy rakiet sa stali
zakladnym prvkom projektov Séch dvadsiateho
storo&ia (1968). Nastroje na ovladnutie kozmického
priestoru autor umiestnil — podobne ako v pripade
Pomnikov slneénej ststavy — na pozadi fotografic-
kych zaberov z redlnych prostredi. Tieto znaky rakiet
variabilnych tvarov a formatov su ¢asto radené vedla
seba alebo za sebou, a tak vznika celok, ktory by
naozaj mohol fungovat ako stsoSie ¢i galéria objektov
zvlastneho druhu, nie¢o ako sochy z Velkono¢ného
ostrova, moai industridlnej civilizacie. Vyznievaju v§ak
dvojzmyselne — zjednodusené, hranaté obrysy rakiet
su nakreslené tak, ze v zavislosti od kontextu mézu
predstavovat kozmické lode, ale aj okridlené strely.
Na konci tohto radu stoja diela zo série Asocidcie
1.-V., ktoré uz patria do okruhu novo vznikajuceho
Filkovho plén projekt artu (1968 —1970). Jedno
z nich, neskér premenované na Asocidciu XVII., je
podla polského historika umenia Piotra Piotrowského
»najvyrecnej$im a najv8eobecnejsim nacrtom Filko-
vej kozmologickej koncepcie”. Autor vytvara diag-
ram, v ktorom kladie medzi ¢loveka a mrazivy vesmir
sprostredkujucu vrstvu Zeme, akési zmakdujuce,
Zivotodarné vézivo, pozostavajluce zo zakladnych
Zivlov — vody, vzduchu, zeme a ohnia. Filkov obraz
univerza ma uz ¢isto konceptualnu podobu, pracuje len
s pojmami a Gislicami, zaroven je v8ak obrazom sveta,
ktorému by rozumeli aj predsokratovski filozofi... AH



HAPPSOC |V. Vesmirne cestovanie | Travel in Space. 1967

Ofsetova tlag, papier | Offset printing, paper,
30.5 x 21 cm. SNG, Bratislava
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Modré konstrukcia v priestore — environment | Blue
Construction in Space — environment. 1966 — 1967
Fix, kolaz, papier | Felt-tip pen, collage, paper, 30 x 42 cm
Sukromna zbierka | Private Collection
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Many of Stano Filko's pieces from the later sixties are
neither sketches environments like Universal Envi-
ronment, nor do they figure among those in which

he presented as penetrating to the cosmos just by
arranging or combining appropriated texts and pic-
torial documents. It seems the artist wished to pres-
ent an invisible schema of abstract space, and later
space-time as well. Yet he did indicate his concept
of a hidden “scaffolding for the world” through a new
visual syntax, and in this concept applied various
systems of symbols. Most often, he would combine
copies of instructional outlines and diagrams with
photographic reproductions from magazines.

For these pieces, he would often use Monument
or Sculpture in the title, but these are sculptures and
monuments that go far beyond the usual concep-
tion of these genres. Many of them are designed
for realization, but the suggested dimensions and
scale — at least at the time — made this impossible.
They were actually fictive project designs, futuro-
logical spatial constructions intended to push the
viewer to contemplate the world’s overall condition.

At first these were apparently project designs that
came about through a reduction of the first right-

angled framed environments: reduction to the essence.

In various ways they segment empty, abstract space
(as in Verticals in Space, Blue Ladders in Space, Blue
Construction in Space, 1966 — 1967). They give

a sense of space that is somehow hidden, where
people either meander or simply drift about as in

a mirror maze. In the project for Architrave — Gates,
however, from the inception one of the artist's later
and obsessional motifs appeared: that of pene-
tration, of conjunction, with another dimension.

Some of these project designs employed the
principle of conjuction two divergent symbolic or visual
systems. The basis of Monuments of the Solar System
(1968 — 1969) was a flat scheme of our solar sys-
tem, concentric circles of planet orbits with the sun at
centre, which the artist projected onto a photograph
of a real environment. Some of these might truly be
realized to enliven our city environments, which were
shortly before troubled by a “plague of monuments;’

a proliferation of socialist realism statuary. Other regular

concentric orbital circles, however, are intended not as
part of architectural designs, but rather as images from
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a different space-time dimension, a Filko-esque Laputa,
floating over photographs of extensive urban units.

In his designs for Monuments of Contemporary
Space and Monuments of Contemporary Civiliza-
tion (1968 — 1969), the artist used the schema of
a globe, growing to gigantic proportions. In some
versions this dematerialized globe subsumed the
contrasting shape of a cube, likewise dematerialized,
which becomes a centre, a semantic core, sometimes
including a rostrum for an open (holy?) book. The
dematerialized cross-hatching of the world, overlaying
a trivial human presence, creates an effect similar to
the scheme of heavenly bodies’ orbitals, as seen in the
same period's Monuments of the Solar System series.

Geometrically-simplified rocket outlines were a basic
element of the designs for Sculpture of the Twentieth
Century (1968). The artist placed these tools to control
cosmic space — as he did in the Monuments of the
Solar System — on the background of photographs
of real environments. These rocket symbols, in vari-
ous shapes and formats, often stand adjacent or in
line. Thus a whole is created that might truly function
as a group of statues or gallery of strange objects,
something like the Easter Island sculptures, a moai
of industrial civilization. Yet they resonate with double
meanings: the reductionist, angular rocket contours
are drawn such that they might represent, depending
on context, either space ships or winged projectiles.

The last of these pieces come from the series
Associations I-V, cycles which form part of his new-
ly-conceived plan project art (1968 — 1970). One of
them, later renamed Association XVII, is according
to the Polish art historian Piotr Piotrowski “the most
eloquent and all-embracing rendition of Filko’s cos-
mologic conception.’ The artist created a diagram with
the bridging layer of the Earth between humans and
freezing outer space, with its softening, life-giving
binding of classical elements: water, air, earth and fire.
Filko's image of the universe has a purely conceptual
appearance, working only in concepts and numer-
als, but is likewise an image of the world that even
pre-Socratic philosophers would understand... AH



DO VESMIRU

Transparenty o kozme (1967) oznamuju dolezité
datumy tzv. vesmirnych pretekov medzi Sovietskym
zvazom a USA. Dria 12. 4.1961 obletel rusky kozmo-
naut Jurij Gagarin po prvykrat planétu Zem, len o 23
dni neskoér, 5. 5.1961 ho nasledoval Ameri¢an Alan

B. Shepard v rakete Freedom 7 Mercury. Dria 11. 8.
1962 zacal niekolkodriové oblety okolo Zeme sovietsky
kozmonaut Andrijan Nikolajev; 15. 12. 1965 sa v tzv.
prvom kozmickom ,rendezvous" spektakularne priblizili
k sebe stroje Gemini VI. a Gemini VII. na vzdialenost
30 cm. Den 24. 4. 1967 vosiel do dejin kozmonautiky
prvym velkym nestastim, ked pri navrate do zemske;j
atmosféry havaroval Sojuz 1 a na jeho palube zahynul
Vladimir Komarov. Rusku Valentinu Tere$kovovu, ktora
vzlietla do vesmiru 16. juna 1963 ako prva Zena na
svete a necelé tri dni stravila na orbite Zeme v module
Vostok 6, Filko vo vyznamnych datumoch neuvadza.
Hoci ju zadlenil medzi sovietskych kozmonautov na
fotografickych podkladoch pre graficke listy zo suboru
Asocigcie (Realita Kozmu — A a B, 1968 — 1969), jej
uspech v ,suboji titanov" samostatne nepozdvihol.

Po medzinarodnom uvedeni na Sixieme Biennale de
Paris v roku 1969 ma na vystave slovenskd premiéru
aj legendarne dielo — environment (prostredie) Kozmos
(1967 — 1968), ktoré sa v roku 2014 podarilo najst
a kompletne zrestaurovat v Zbierke Linea v spolupraci
so SNG. Povodny stan ma formu pneumatického domu
s dvoma vchodmi v tvare lomenych oblukov, zvonku
je bezpriznakovo zeleny, zvnutra reflexny a strieborny,
6o ma spolu s efektmi prudenia vzduchu z masivneho
ventilatora a zrkadlovou podlahou evokovat skusenost
z pobytu v kozme. V recenzii bienale Pierre Restany
Filkov environment vyzdvihol spomedzi inych prac
ako ,dynamicky priestor*, ktory (v duchu 60. rokov)
»prijemne vyzdvihuje minisukne a dlhé vlasy". Aj
diapozitivy, ktoré sa premietali na vnutornych stranach
environmentu, ,pripominajuce rézne technické $tadia
medzihviezdneho dobrodruzstva“ vystizne opisal ako
.naladové”. Filkovym zamerom nebolo podat pod-
robnu spravu o Uspechoch vesmirneho programu
svetovych velmoci, ale emocionalne vtiahnut divaka do
deja. Audiovizualny program vo vnutri tvoreny vysie-
lanim rozhlasu v radiu a premietanim obrazkov dobre
ilustruju Filkovu intuitivnu tvorivd metédu, s ktorou
zostavil rozsiahly subor Asocidcie (1967 — 1970).
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Vyuziva kolaz a vrstvenie, podobne ako v Oltaroch
stéasnosti (1964 — 1966), teraz véak uz v odhmotne-
nej podobe. Najdené informacie a obrazy su¢asného
sveta kombinuje podla vlastnej syntaxe na spolo¢nej
platforme. Pre Filka je ddlezita atmosféra a ucinok,
ktory potrebuje dosiahnut — v ich zaujme obrazky
.kradne" a zdiela spésobom, ktory nam pripomina
aktualne fungovanie socialnych sieti. Pritakava dobo-
vému povzbudeniu Jeana-Luca Godarda: ,,... nejde
o to, odkial veci beriete, ale kam ich davate"“.
Uzavreté prostredie komponované do exteriéru
podla autora ako ,3/4 gula“ stznelo s dobovymi
rychlo ,rastucimi* architektonickymi systémami, ktoré
sa medzinarodne preslavili na EXPO 1967 v Mon-
tréale — najma Geodetickym démom Buckminstra
Fullera. Neskor na fotografiach a v poznamkach Filko
zdorazioval akciu Stavania Kozmu ako performanciu
pre fotoaparat a nazov diela rozsiril v Systéme SF na
Kozmos-Vesmir — 4. dimenziu — viac ¢asov — Astro-
kozmologinémiu. V roku 1969, ked ho Filko instaloval
v Parizi, obsahovalo aj najnovéi uspech v dobyvani
kozmu — naplnenie davneho sna bluznivcov aj roman-
tikov, ale aj vedcov a politikov. Pristatie americke;j
posadky Apolla 11 na Mesiaci 20. jula 1969 naplnilo
verejny slub amerického prezidenta J. F. Kennne-
dyho z 25. maja 1961 zvladnut tento najdolezitejsi
krok vo vyskume vesmiru do konca desatro¢ia ako
odpoved na prvenstvo Jurija Gagarina. Na vystave
Polymuzicky priestor (kurator L. Kara) v roku 1970
vytvoril Filko okrem dalSich troch land artovych diel aj
Let kozmonautov na Mesiac a spét ako realizovany
plan-projekt art. Intervenoval do verejného priestran-
stva v piestanskom socharskom parku muzskym
hlasom, ktory na vybranom a ozna¢enom mieste
hlasil postup celého letu Apolla 11 v Styroch sveto-
vych jazykoch. Filko si tak dovolil prekryt socialisticku
realitu CSSR s nastupuijticou normalizaciou spra-
vou o uspechu americkych astronautov a vysielanim
z amplidnov si uzurpovat vlastny slobodny priestor.
Pre Stana Filka a jeho generaciu, odchovanu nielen
na ,vesmirnych pretekoch“ USA a ZSSR a novych
vedeckych objavoch, ale najmé na viziach Julesa Verna



Cosmos Banners (1967) announces important dates
of the space race between the Soviet Union and
the USA. On April 12, 1961, Yuri Gagarin, the Soviet
cosmonaut, was the first man to orbit the Earth; and
only 23 days later, on May 5, 1961, he was followed by
the American, Alan B. Shepard in the Mercury space-
craft Freedom 7. Soviet cosmonaut Andriyan Nikolayev
began his several day orbits of the Earth on August 11,
1962. The Gemini VI and Gemini VIl spacecraft came
within 30 centimeters of each other on December
15, 1965 and thus had the first cosmic rendezvous.
April 24, 1967 was the date of the first great accident
in spaceflight when the Soyuz 1 crashed upon re-enter-
ing the Earth’s atmosphere and Vladimir Komarov died
on board. Filko's significant dates did not include the
Russian Valentina Tereshkova, who on June 16, 1963
became the first woman in space and spent three days
orbiting the Earth. Although he included her among
Soviet cosmonauts in the photographic materials for
the graphic sheets from the set Associations (Reality
of Cosmos — A and B, 1968 — 1969), he did not call
attention to her success in the “clash of the Titans"
The environment Cosmos (1967 — 1968), had its
Slovak premiére after its international presentation
at Sixieme Biennale de Paris in 1969. This legendary
work was found in 2014 and completely restored in
the Linea Collection in cooperation with the SNG. The
original tent is in the shape of a pneumatic dome with
two entrances in the form of pointed arches, a neutral
green on the outside, silver and reflective on the inside,
which along with the air flow effect from a massive
ventilator and mirror floor, should evoke the experience
of being in outer space. In the biennial review, Pierre
Restany noted Filko’s environment from among the
other works as a “dynamic space” which (in the spirit
of the sixties) “pleasantly lifts up short skirts and long
hair’ He aptly described the slides projected on the
inner walls of the environment “reminiscent of various
technical phases of interstellar adventure” as “moody!
Delivering a detailed report of the successes of space
programs of the world powers was not Filko’s intention.
He wanted to involve the spectators emotionally in the
action. The audio-visual program inside composed of
radio broadcasts and projecting images illustrate Filko’s
intuitive creative method which he used to compose
the extensive set entitled Associations (1967 — 1970).
He used collage and layering similar to that in his Altars
to Contemporaneity (1964 — 1966), but this time in
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an almost dematerialized form. He combined found
information and images of the contemporary world
on a common platform according to his own syntax.
Atmosphere and effect were important for Filko —in
their interest he steals and shares in a way which
reminds us of the current operations of social net-
works. He agreed with the period encouragement
from Jean-Luc Godard: “... it is not important where
you take things from but where you take them to”

The closed environment designed for the exterior
according to the artist as a “3/4 ball” was in harmony
with the fast growing architectural systems of the
period which gained international fame at EXPO 1967
in Montréal — Buckminster Fuller's Geodesic Dome in
particular. Later on in photographs and in notes, Filko
emphasized the event entitled Building of the Cosmos
as a performance for camera and he extended its title in
the SF System to Cosmos — Universe — 4" Dimension —
More Times — Astrocosmologinomy). In 1969, when
Filko installed it in Paris, it featured the latest success
in conquering outer space — fulfilling the ancient dream
of dreamers and romantics, as well as those of scien-
tists and politicians. The landing of the American crew
of Apollo 11 on the Moon on July 20, 1969 fulfilled the
public promise of American President John F. Kennedy
of May 25, 1961 - to master this most important step
in the research of the outer space by the end of decade
in response to the primacy of Yuri Gagarin. At the
exhibition Poly-Muse Space, curator L. Kéra) in 1970,
in addition to three other land art works, Filko created
Flight of Astronauts to the moon and back as a plan-proj-
ect art. He invaded the public space in the Park of
Sculptures in the town of Piestany with a p.a. broadcast
of the progress of the entire flight of Apollo 11 in four
languages. Thus Filko dared to cover over the real-
ity of the Czechoslovak Socialist Republic's nascent
Normalization with information about the success of
the American astronauts and to usurp his own free
space by transmission from public address speakers.

Space success and faith in progress after the event
in August 1968 in Czechoslovakia had a strange taste
of a better future for Stano Filko and his generation



a Konstantina E. Ciolkovského, mali kozmické uspechy
a viera v pokrok po udalostiach v auguste 1968 v Ces-
koslovensku zvlastnu prichut nadeje na lepsiu budtc-
nost. Ideu vesmirneho priestoru ako priemetne tuzby
po slobode a nezavislosti, ktora sa stala takou typickou
témou slovenského konceptualizmu, najdeme v lokal-
nej kulture aj v obdobi moderny. Okrem vytvarného
umenia a poézie tiez v legendarnej postave jedného zo
zakladatelov prvej Ceskoslovenskej republiky Milana
Rastislava Stefanika, pévodnym povolanim astronéma,
ktory napisal: ,Pohledni k hviezdam, ked ta o sviera

a merat bude$ meritkom dobrym®. Pre Filkov osobny
,pantesn* bol Stefanik vyznamny ako rodak, myslitel

a otec naroda a od emigracie v 80. rokoch sa v jeho
dielach a v Archive SF objavoval pravidelne. LGS

Poézia o priestore — kozme | Poetry on Space — Cosmos. 1967

Fotografia z vystavy Objavenie harménie. Stcasné trendy | Photo from
the exhibition Discovery of Harmony. Contemporary Trends, EXPO
Museum of Fine Art. Osaka EXPO 1970. Vpravo vpredu | On the right
in the front: Yoshimura Masunobu: Roh. Vonku a vnditri | Corner. Qut-in.
1968 | Cb fotografia | Bw photograph. Foto | photo: Jif Finda, CTK



which grew up not only on the space race and new
scientific inventions, but on the visions of Jules Verne
and Konstantin E. Tsiolkovsky. We can find the idea of
cosmic space as a projection of the desire for freedom
and independence, which became such a typical theme
of Slovak conceptual art, also in local modern culture.
In addition to visual art and poetry, it is in the legendary
figure of one of the founders of the first Czechoslovak
Republic, Milan Rastislav Stefanik, originally an astron-
omer, who wrote: “When something is troubling you,
look up at the stars and you will gain the right perspec-
tive” In Filko's personal “pantheon” Stefanik was an
important Slovak, a thinker and the father of the nation,
and he regularly appeared in his works and in the

SF Archives after his emigration in the 1980s. LGS
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SKUTOCNE
A MYSLENE MIESTA

Filkove prostredia — environmenty (Obydlie 66 sku-
to¢nosti sicasnosti, 1967; Univerzalne prostredie,
1967; Poézia o priestore — kozme, 1967; Kozmos,
1967 —1968) vysli z roz&ireného pola sochy smerom
do priestoru a zivej interakcie s divakom. Boli zosta-
vené ako objektivna, univerzalna sprava, model sveta
(&i vesmiru), ktory vznikol akumulaciou kazdoden-
nych ,zastupnych” objektov. V medzinarodnom
kontexte dospel Filko velmi skoro od environmentu
ako novej podoby socharskeho objektu k instalacii
ako trojrozmernému dielu konceptualneho umenia.
Na rozdiel od prostredi, ktoré maju ako stavebnice
pevnu strukturu prvkov, instalacie uz maju premen-
liva struktaru. Modré vertikaly v priestore (1967),
Biely priestor v bielom priestore (1973 — 1974, spolu
M. Lakym a J. Zavarskym), Ldska k ontolégii (1982)
su uz subjektivnou spravou, konceptom, a divak ich
moze vnimat len s vedomim, ze vstupuje do autorovej
zhmotnenej vnutornej predstavy ¢i obrazu mysle.

Na rozhrani skutoéného a mysleného priestoru sa
nachadzaju aj Filkove kresby z 2. polovice 60. rokoyv,
uverejnené v jeho autorskej publikacii, vydanej
v Spolku architektov Slovenska. Mnohé su medzizan-
rom architektury a vizualneho umenia, vyuzivajuce
moznosti technického vykresu v prospech pokracuju-
cich uvah o priestorovych vztahoch hmét a reflexii a ich
odhmotneni (Vertikaly v priestore, 1966 — 1967, Modré
rebriky, 1966 —1967). Filko totiz uvazuje dialekticky
nielen o realnych sochach a pamatnikoch vo verejnom
priestore (ktorym sa sam ako vytvarnik venoval), ale
aj o futuristickej prospektivnej architekture a novej
soche — novom monumente ako ich alternative.

V programe Plan projekt artu zaradil vizualizacie, ktoré
by sme v8ak mohli povaZzovat skor za anti-monumenty.
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V tejto Casti tvorby je Filko skor racionalnym homo
imago — umelcom ako dobrym dizajnérom, podla
definicie Richarda Hamiltona z legendarnej vystavy
This is Tomorrow (Toto je zajtrajSok, 1956), ktorou sa
v Europe zacalo presadzovat su¢asné umenie. Zaroven
v§ak naplnil skorsiu viziu svojho vyznamného pred-
chodcu — symbolistu, maliara vesmiru a ,prorockej*
postavy na8ej moderny Antona Jasuscha: ,Doteraz
nikto nepostavil sochu zajtrajsku, iba samej minulosti.
Pritom Zijeme vlastne v zajtrajsku a pre zajtrajsok."

V objekte — environmente Dychanie. Oslava
vzduchu (1970) sa dobovym synergetickym prin-
cipom Buckminstera Fullera akoby spojili Filkove
tvorivé pristupy z celej dekady a zarover predznadili
jeho buduce smerovanie: Zivotna energia a telo (3.D),
vesmir a jeho pulzovanie (4.D) a naznatenie nového
rozmeru duchovného rozvoja (5.D). Suvisia s nim aj
kresby zo sérii Kozmos A, B, C, D (1971 —1972)
vytvorené tuSom a perforaciou na modrom a bielom
ruénom papieri. Rytmus dychania ako elementarny
zaznam vlastnej existencie v univerze, je v nich vyjad-
reny prirodzenym opakovanim tmavnutia a blednutia
farby na $tetci a ¢i trpezlivého prebodavania nosica
dvoma slovami: Kozmos a Filko. Sustredné kruzenie,
odvodené od drah planét i drazok platni tvori man-
daly ako jungovské ,formacie, transformécie, ve¢né
znovuzrodenia mysle“, ktoré kladu do stredu vesmiru
umelca samotného. Zvuk vlastného hlasu je tiez
prostriedkom potvrdenia a obnovenia svojho bytia
a jeho zaznamu. Autor zanechal svoje stopy vo vesmire
aj na gramofonovych platniach z rokov 1971 — 1972
v slovach ,Kozmos*, ,Filko" ,Futur®, ,Atom*,

.Real" a ¢islach odpogitavania (Startu?). LGS



Filko's environments (Dwelling 66 of the Reality Con-
temporaneity, 1967; Universal Environment, 1967; Poetry
on Space — Cosmos, 1967; Cosmos, 1967 — 1968)
started out on the extended field of sculpture towards
space and live interaction with the spectator. They were
constructed as an objective, universal report, a model of
the world (or universe) put together by the accumulation
of everyday substitute objects. Even on an international
scale Filko quickly shifted from the environment as
a new form of sculpture object to installation as a three
dimensional work of conceptual art. As opposed to envi-
ronments which like constructs have a firm structure
of elements, the structure of installations is variable.
(Blue Verticals in Space, 1967; White Space in White
Space, 1973 - 1974, together with Milo§ Laky and Jan
Zavarsky; Love to Ontology, 1982) comprise a subjective
report, a concept, and the spectator can perceive them
only by being aware of the fact that he/she is entering
the artist's materialized inner vision or image of mind.
Filko's drawings from the second half of the 1960s,
publicized in his book published by the Slovak Archi-
tects Association, are situated on the boundary of
realistic and virtual space. Many represent the inter-
genre of architecture and visual art which uses the
possibilities of technical drawing for the benefit of
continuing deliberations about spatial relations of mat-
ters and reflections and their dematerialization (Verticals
in Space, 1966 - 1967; Blue Ladders, 1966 — 1967).
Because Filko dialectically deliberates about real
sculptures and monuments in public spaces (which
he was also creating as an artist) as well as prospec-
tive futuristic architecture and new sculpture — new
monument as their alternative. In his Plan Project Art
he included visualizations which could be considered
as rather anti-monuments. In this part of his work Filko
is more of a rational homo imago — an artist rather
than good designer, according to Richard Hamilton’s
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VIRTUAL PLACES

definition from the legendary exhibition This is Tomor-
row, 1956, through which contemporary art began to
win recognition in Europe. At the same time, he fulfilled
the vision of his predecessor — Anton Jasusch, a sym-
bolist, a painter of the universe and the “prophet” of our
Modernism: “So far nobody has built a sculpture for the
future, only for the past. But we live in and for tomorrow.”
Iltis as if Filko's creative approaches from the entire
decade came together in the object — environment
Breathing. Celebration of Air (1970) with the period
synergetic principle of Buckminster Fuller while also
heralding his future direction: life energy and body (3.D),
universe and its pulsing (4.D) and an indication of a new
dimension in spiritual development (5.D). The drawings
from the series Kozmos A, B, C, D (Cosmos A, B, C, D)
(1971 - 1972) created by Indian ink and perforations
on blue and white handmade paper are also related
to this. The rhythm of breathing as an elementary
recording of existence in the universe is expressed in
them by the natural repetition of the darkening and
fading of paint on the brush and the patient perforating
of the medium by two words: Cosmos and Filko. The
centered circulation derived from the orbits of plan-
ets and record grooves creates mandalas similar to
Jungian “formations, transformations, eternal rebirth of
the mind, which place the artist himself in the center
of the universe. The sound of one’s own voice is also
a means for confirming and restoring and recording
one's own existence. The artist also left his traces
in the universe on vinyl records from 1971 — 1972
in the words “Kozmos," “Filko” “Futar “Atom," “Real”
and the count-down digits (for launching?). LGS
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Zo série Pomniky sudasného priestoru. Plan — projekt art (Priestor —
kozmos — rakety) | From the series Monuments of Contemporary
Space. Plan Project Art (Space — Cosmos — Rockets).1967 — 1968
Kolaz, ceruza, pero, fix, papier | Collage, pencil, pen, felt-tip

pen, paper, 33 x 45 cm. Zbierka Linea | Linea Collection
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Zo série Pomniky sti¢asného priestoru. Plan — projekt art.

(Ego v priestore) | From the series Monuments of Contemporary
Space. Plan Project Art. (Ego in Space). 1967 — 1968

Koléz, ceruza, pero, fix, papier | Collage, pencil, pen, felt-tip

pen, paper, 32 x 44 cm. Zbierka Linea | Linea Collection



Zo série Pomniky sucasnej civilizécie. Plén — projekt art |
From the series Monuments of Contemporary
Civilization. Plan — Project Art. 1968 — 1969

Pero, fix, papier | Pen, felt-tip pen on paper, 9.6 x 12.56 cm
Archiv SF, SNG | SF Archive, SNG, Bratislava



Kozmos | Cosmos. 1967 - 1968

Environment, nafukovaci stan, kovova konstrukcia ,Raketa,” zrkadl,
diaprojekcia, zvuk | Inflatable tent, ,Rocket‘ metal construction,
mirrors, slide-projection, sound, 350 x 450 x 700 cm

Zbierka Linea | Linea Collection. Foto | photo: Milos Van&o



Diaprojekcia vo vnutri environmentu Kozmos (detail) | Slide-projection
in the environment Cosmos (Detail). 1967 — 1969
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Stavanie Kozmu | Building of Cosmos
REINSTALACIAQ. 1968 / okolo | C. 2000

Pero, ¢b fotografia | Pen, bw photograph, 18.2 x 24 cm
Zbierka Linea | Linea Collection



Zo série Socha dvadsiateho storocia I.-11l. Rakety —

bomby — erotika | From the series Sculpture of the Twentieth
Century I-1ll. Rockets — Bombs — Erotic. 1968 — 1969

Cb fotografia | Bw photograph, 30.3 x 39.8 cm; 25.3 x 36.8 cm;
30.3 x 40 cm. Zbierka Linea | Linea Collection




Socha dvadsiateho storo&ia — Vrais levi's | Sculpture

of the Twentieth Century — Genuine Levis. 1968

Fix, najdena tlac, papier | Felt-tip pen, found printed material,
paper, 29.8 x 23.5 cm. Zbierka Linea | Linea Collection



Zo série Socha dvadsiateho storocia V. | From the series
Sculpture of the Twentieth Century IV. 1968 —1969

Fix, pero, ndjdena tla¢, papier | Felt-tip pen, pen, found printed
material, paper, 25.7 x 18 cm. Zbierka Linea | Linea Collection
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Stano Filko s Transparentmi o kozme (1967) na streche svojho
ateliéru Snezienkova | Stano Filko with Cosmos Banners (1967)
on the roof of his Studio SneZienkova. Bratislava. 1996

Zabery z filmovania | Shots from the filming of HAPPSOC
(1996, rézia | director Kvetoslav Heéko)

Farebna fotografia, montaz | Colour photograph, montage,
29 x 21 cm. Archiv SF, SNG | SF Archive, SNG, Bratislava



Zo série Let kozmonautov na Mesiac po etapach a ich navrat
na Zem | From the series Flight of Cosmonauts to the Moon in
Stages and Their Return to the Earth. 1970 / okolo | C. 1995

Kolaz, montaz, najdena tla¢, ofset, papier | Collage, montage,

found printed material, offset printing, paper, 26 x 16 cm
Archiv SF, SNG | SF Archive, SNG, Bratislava



Realita Kozmu — A | Reality of Cosmos — A. 1969. Z albumu
Asociécie | From the album Associations. 1967 — 1970

Ofsetova tlac, papier | Offset printing on
paper, 70 x 50 cm. SNG, Bratislava



Asociécie V. | Associations V. 1968. Z albumu Asocidcie
From the album Associations. 1967 —1970

Ofsetova tlag, papier | Offset printing on
paper, 50 x 70 cm. SNG, Bratislava
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Zo série Pomniky sinecnej sustavy. Plan — projekt art.
(SlIne&né sustava vo farbéach &akier) | From the series
Monuments of the Solar System. Plan Project Art (Solar
System in Chakras* Colours). 1968 —1969

Kolaz, ceruza, pero, fix, papier | Collage, pencil, pen, felt-tip
pen, paper, 27.5 x 42 cm. Zbierka Linea | Linea Collection



Zo série Pomniky slneénej sdstavy. Plan — projekt art | From the series
Monuments of the Solar System. Plan Project Art. 1968 — 1969

Pero, fix, najdena tlag, papier | Pen, felt-tip pen, found printed material,
paper, 9.5 x 11.8 cm. Archiv SF, SNG | SF Archive, SNG, Bratislava
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Cosmos. Asocigcie XVII'| Associations XVII. 1970. Z albumu
Asociécie | From the album Associations. 1967 — 1970

Plast, tla¢ | Plastic, printing, multiple, 54.2 x 54.2 cm. SNG, Bratislava
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V tvorbe Stana Filka takmer od pociatku subezne
existovali dve protismerné tendencie. Autor na jednej
strane vstrebaval podnety z reality v ¢o najsirsej
miere a nejako sa ich snazil usporiadat (odrazaju

to predovsetkym jeho projekty HAPSSOC I.-1V.),

na druhej strane akoby to vSetko chcel potladit,

v istych okamihoch aj vy¢istit, vymazat — podobne
ako sa vymazavaju data na harddisku. Na rozdiel od
uz existujucich verzii, ¢i uz vyprazdnenia vystavného
priestoru (Yves Klein) alebo vymazavania ¢&i vybielenia
artefaktu (Robert Rauschenberg), siaha po prevza-
tej minimalnej forme — stadi mu prazdny list papiera,
dokonca zacleneny do triptychu — Vébec nic I.-111.
(1967). Podobne skryto parodicky vyznieva aj nacrt
drevenej skrinky s otacajucim sa tanierom v praci
Ni¢& na to&itom elektrickom podstavci (1967).

O niekolko rokov neskoér Stano Filko spojil tému
vymazavania so zabielenim, ¢o v jeho ponimani
neznamenalo to isté. Spolu s trochu mlads$imi kole-
gami MiloSom Lakym a Janom Zavarskym vytvo-
ril koncept Bieleho priestoru v bielom priestore
(1973 — 1974), ktory s nimi realizoval vo variabilnych
priestorovych instalaciach. Autori vydali aj Manifest
(biely nehmotny priestor v ¢istom bielom neko-
neénom priestore). V texte manifestu ako svoju
metodu uréuju ,Cistu senzibilitu®, a pomocou nej
»2vytvarmuju nekoneénu prazdnotu” a vytvaraju ,biely
nehmotny priestor v bielom nekone¢nom priestore".

Autori chceli zviditelnit vzajomny vztah dvoch ¢&iro
abstraktnych uréeni priestoru: nehmotnosti a neko-
necna. Pokusali sa novym spdsobom riesit to, o
mnohi pred nimi — ako znazornit neznazornitelné, ako
zhmotnit nehmotné. Museli vytvorit spésob, ktorym
previedli ,Cisty priestor®, ,nekone&né prazdno* ¢i
dokonca napétie medzi dvoma ,bielymi priestormi*
do predmetného sveta. Biela farba vlastne zastu-
povala bezfarebnost, vdaka tejto farbe — nefarbe
mohli znazornit dost tazko predstavitelny vztah dvoch
podéb prazdna, dvoch abstraktnych priestorov.

Pokusili sa urobit ,prvy krok do sveta &istej senzi-
bility", pricom ,&isté umenie” malo byt umenim tejto
senzibility. Pojem &istého umenia bol v prikrom rozpore
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s politickym systémom, v ktorom umenie malo zmysel
iba vtedy, ked ,sluzilo ludu®, teda vyjadrovalo zaujmy
vladnucej robotnickej triedy na ¢ele s komunistic-
kou stranou. Autori sa v8ak nedali odradit, naopak
este stupriovali svoje purifikaéné Usilie, postupne

sa snazili zbavit akejkolvek materialnosti, materialnej
stopy v umeleckom diele. Po umeni &istej senzibility
nasledovalo ,Gisté senzitivne umenie“, ktoré malo byt
druhym stuprfiom Bieleho priestoru v bielom priestore.
Predstavili ho v manifeste Senzitivita (1975 — 1976),
ktory bol ich poslednym spolo¢nym dielom, pre-

toZze Milo$ Laky v roku 1975 pred&asne zomrel.

Stano Filko dalej pokracoval sdm a v roku 1977
prisiel s konceptom Emdcia. Cista emécia. Biely
priestor v bielom priestore (1977). V manifeste, ktory
oznaduje ako text-art (prvykrat tu zverejnil tento pojem),
objasiiuje, ze ,&ista emocia je treti stupen Bieleho
priestoru v bielom priestore — ¢istého umenia — nefyzi-
kalneho umenia — absolutneho umenia — nadéasového
umenia...". Novovznikajuce Filkove text-arty na rozdiel
od predchadzajucich manifestov charakterizuje akasi
extaza jazyka, Stiepenie existujucich slov a vytvaranie
slovnych novotvarov. Preto ,Cista emocia” ako ekviva-
lent ,Cistého umenia“ méze byt ,necasova” aj ,nad-
Gasova“, ,nesubjektivna®, ,nadsubjektivna“ aj ,nadob-
jektivna“, dokonca ,nadabsolutna“. Nestandardnym
naduzivanim predpon, naj¢astejsie ne-, anti-, nad —
autor neustale zdoéraznuje svoje pnutie dostat sa nie-
kam pre¢, nieckam mimo, do iného nez trojrozmerného,
fyzického priestoru. Dalej prekonava hmotn tiaz sveta
a umenia tym, Ze stéle viac zatazuje samotnu Strukturu
jazyka, moznosti jazykového prehovoru — prejavuje
sa to v dalSich text-artoch, publikovanych v tlagi —
Transcendencia (1978), Transcendentalna meditacia
(1980), aj sirenych prostrednictvom rozmnozenin
(Biela fenomenolégia — biele umenie, okolo 1980).

Stano Filko si ¢oraz viac uvedomuje, Zze moze tvorit
vo viacerych subeznych smeroch, nevyhyba sa uz
artefaktom, a tak vac¢sinu text-artov sprevadzaju realne
existujuce diela. Text-art Transcendencia méa napriklad
svoj vizualny variant, rozsiahly cyklus zlatotonova-
nych ciernobielych fotografii, dokumentujucich vyjavy



In Stano Filko's work, almost from the first there
coexisted two contradictory tendencies. On the one
hand the artist absorbed impulses from reality to
the broadest possible extent, and tried somehow to
configure them (as reflected primarily in his projects
HAPSSOC I-IV); on the other he seemed to want to
repress everything, sometimes even to cleanse and
erase: as data are erased from a hard-disk. In con-
trast to existing versions of emptying exhibition space
(Yves Klein), or erasing or whiting-out of artefact
(Robert Rauschenberg), Filko suffices with a minimal
form, a blank piece of paper, folded into a triptych:
Nothing at All, I-lf (1967). A similar hidden parody
is in his sketch of a wooden box with a revolving
base, Nothing on a Revolving Electric Base (1967).
When a few years later he connected the theme of
erasing with whitening, he did not see it as the same
thing. With his slightly younger colleagues Milo$ Laky
and Jén Zavarsky, he created the concept for White
Space in White Space (1973 — 1974), and realized it
in variable spatial installations. The artists also put out
a Manifesto (White Unmaterialized Space in Pure White
Infinite Space). In this latter text, they identify their
method as “pure sensibility, by which they “we make
creative art out of infinite emptiness” and generate
“white, unmaterialized space within white, infinite space.
Here the artists hope to make visible the mutual
relationship between two purely abstract definitions of
space: immateriality and endlessness. They endeav-
oured to use a new means of resolving what many
before had attempted: render the unrenderable, to
materialize the non-material. They could but create
a system of symbols to bring to the world “pure space;
“infinite emptiness,” and even the tension between two
“white spaces.” The white colour was in fact repre-
senting colourlessness, thanks to which this colour/
non-colour might convey the inimitable relationship
between two forms of emptiness, two abstract spaces.
Their aim was to take “the first step into the world
of pure sensibility,” with “pure art” being the art of this
sensibility. The concept of pure art was at odds with
the political system, in which art was meaningful only
where it “served the people” and expressed the interest
of the ruling working class, with the Communist Party at
its head. However, the artists were not to be deterred,
intensifying their purification effort; they gradually came
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to rid themselves completely of any materialness, any
trace of the material in the work of art. After the art of
pure sensibility, there emerged “purely sensitive art
intended as the second level of White Space in White
Space. They introduced this in the manifesto Sensitivity
(1975 — 1976), which was to be their last common work
as Milo§ Laky unexpectedly passed away in 1975.
Stano Filko proceeded alone, and in 1977 brought
out the concept Emotion. Pure Emotion. White Space in
White Space (1977). In this manifesto, which he called
text-art (the first public use of this term), he clarifies
that “pure emotion is the third level in White Space in
White Space — pure art — nonphysical art — absolute
art — timeless art...” In contrast to his earlier manifestos,
the text-art that came out at this time characterizes
an ecstasy of language, the fission of existing words
and creation of new words. Thus “pure emotion” as
equivalent to “pure art” can be “untimely” and “super-
timely,’ “non-subjective” and “super-subjective” as well
as “super-objective,’ even “super-absolute.’ In this
non-standard presumption of prefixes, most often “non-;’
“‘anti-" and “super-, the artist constantly emphasizes his
drive to get somewhere else, somewhere outside, to
a place other than three-dimensional, physical space.
He also makes to supersede the material force of the
world and of art, by ever more loading the very struc-
ture of language and possibilities of verbal discourse.
This comes through in his further text-art pieces,
published in Transcendence (1978) and Meditation
Transcendental (1980), and also distributed in copy form
White Phenomenology — White Art (around 1980).
More and more, Stano Filko was realizing that he
could create in multiple directions at the same time.
He was no longer avoiding artefacts, and so most
of his actual pieces now accompanied text-art. For
instance the text-art Transcendence exists in a visual
variation, an extensive cycle of gold-toned black and
white photographs documenting daily life, in which
the artist whited out his own figure. He thus comes
across as a ghost whose likeness the camera failed



z bezného Zivota, v ktorych autor zabielil vlastnu
postavu. Na fotografiach tak pdsobil ako duch, ktorého
podobu fotoaparat nezachyti. Stal sa nehmotnym
prizrakom uprostred kazdodennosti. Na inych fotogra-
fiach zabielil alebo dokonca vystrihol vlastnu ¢i cudzie
hlavy; zostalo po nich prazdno alebo malevi¢ovsky
biely $tvorec — miesto prieniku do inej dimenzie.

Na konci 70. rokov S. Filko roz¢lenil svoju doterajsiu
tvorbu na tri zatial blizsie neuréené druhy (umelec-
keho) ,bytia“. Do tretieho, najvyssieho zaradil aj Biely
priestor v bielom priestore a diela, ktoré sa z neho
odvijali. Tento druh alebo stuperi svojho umeleckého
bytia v 80. rokoch nazve bielou ontolégiou. AH

Koncept — Vébec ni& | Concept — Nothing at All. 1967. Z albumu
Asociécie. From the album Associations. 1967 — 1970

Ofsetova tlag, papier | Offset printing on
paper, 50 x 70 cm. SNG, Bratislava



to capture; he becomes a dematerialized apparition
amidst the everyday. In other such photographs he
whited or cut out his own head or another’s; all that
remained was emptiness, or Malevich's white square:
the site of penetrating to another dimension.

In the late seventies, Filko divided his work hitherto
into three otherwise unspecified types of (artistic) “exis-
tence! He put White Space in White Space, and other
pieces that developed from it, in the third and highest
category. To this type or level of his artistic existence
in the eighties he gave the title white ontology. AH

Stano Filko — Milo$ Laky — Jan Zavarsky: Biely priestor

v bielom priestore | White Space in White Space. 1974
Cb fotografia | Bw photograph, 10 x 15 cm. Archiv SF, SNG |
SF Archive, SNG, Bratislava. Fotografia z Domu

uméni | Photo from the House of Art, Brno



5. HAPPSOC
A ARCHIV SF

V Oltaroch sidasnosti (1965 — 1966) Filko po
prvykrat formuloval zéklad velkej témy, ktora ho
vzru$ovala po cely zivot: hladanie novej spirituality,
v ktorej je nabozenstvom dneska umenie — Fine Art.
V roku 1967 to bola podla jeho vlastnych slov ,syn-
téza starej a novej mystiky (naboZenstva a erotiky)".
Filkov zapadny zidovsko-krestansky zaklad ustupil
popovému ,zrodu dneska“ v rozmachu materialnych
pozitkov a hedonizmu 60. rokov, dobyvania kozmického
priestoru a vedeckych objavov ako religie sui generis.
V roku 1970 ziskal v Japonsku okrem stretnutia s tech-
nicky vysoko rozvinutou civilizaciou aj zivu skisenost so
spiritualitou Vychodu — prave tam doslo k jeho prvému
stretnutiu s budhizmom a $intoizmom, s pojmom prazd-
noty ako nekone¢nom a priestorom pre nové vznikanie.
Ideou ,ni¢oho" sa zaoberal uz skor v konceptualnom
,zapadnom* kartezianskom duchu (Koncept —Vébec
ni¢; Ni¢ na tocitom elektrickom podstavci, obidve
1967). Zrejuci autor si po navrate domov pripomenul
svoje Kristove roky a postavil si konceptualny Pomnik
33. narodeniném — Mojim (1970). Odpovede na novu
duchovnost do¢asne nachadzal v spolo¢nych projek-
toch s kolegami Juliusom Kollerom, Rudolfom Sikorom,
Petrom Barto§om, MiloSom Lakym, Janom Zavarskym
a s teoretikom Tomagom Strausom (Cas /.-//., Biely
priestor v bielom priestore, 1973). Zaroven sa obratil
k su¢asnej fenomenologickej filozofii, reflektujuce;j
napatie medzi zapadnym a vychodnym myslenim.
.Je to to, ¢o je medzi mnou a zivotom. To, ¢o sa neda
objektivne nahmatat, ale prezit, byt, byt, byt...* napisal
v text-arte Biela fenomenoldgia. K proto-Systému SF
z troch farieb dospel koncom 70. rokov a v text-arte
List priatelom ich uvadza takto: ,3. Biela — absolutna
duchovnost (neskér Biela ontolégia), 2. Modra —
kozmologia, 1. Cervena — biologia.“ Zarovei v fiom
pise: ,Biele absolutno sa uplne oslobodzuje v umeni
senzibility a senzitivity, ktoré najviac zodpoveda
vnutornému duchovnému tvorivému principu.”
Instalaciou Ldska k ontoldgii na kasselskych
documenta 7 (1982) Filko uz naznacil prekrogenie
.bieleho obdobia“ smerom k expresivnej malbe a novej
farebnej symbolike s akrami ako ,energetickymi
centrami tela a ducha ¢loveka“. Podla autorovych
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zéznamov v archive a text-artoch, zacal jeho dyna-
micky holisticky Systém SF vznikat od roku 1985.
Filko sa v nom od filozofie opét vracia k religiozite
aj prehodnotenim novych idei a impulzov New Age,
kozmizmu, scientizmu a vedy aj pseudovedy. Komplex
idei, s ¢akrami ako energetickymi centrami tela a ducha
¢loveka usporiadanych podla troch dimenzii (3. 4. 5.D).
Tie zodpovedaju pévodne;j trojici a preberaju aj jej
farebnu symboliku. V poslednej ¢asti Filkovej tvorby
tak najvyssia biela 5. dimenzia, ktora obsahuje véetky
nizSie dimenzie, ponima aj pévodny zidovsko-kres-
tansky spiritualny zaklad: ,BIELA = 5. dimenzia —
Posmrtnost /absolutna — nebo/ biela ¢akra — tran-
scendencia = 7. akra — nedela = epistemologicka
ontologia, metafyzika, veéné svetlo, absolutne
nadc¢asovy spirit — Cistota, neposkvrnenost, panen-
skost, nevinnost, spravodlivost, objektivnost, vitazstvo
ducha — spiritu, svetlo — mier, spektrum farieb, striebro,
extaza — premeny — velkolepost nadhery vnutorne;
etiky absolutne nad&asovej skutognosti“. (okolo 2010)
Okolo roku 1995 vytvoril Filko koncept — pozvanku
HAPPSOC 5, ktora tvarovo vychadza z podoby
mandaly a kriza. Zakladnou formou je v§ak CD disk
(nie nahodou pripominajici gramoplatne z rokov
1971 — 1972) ako aktualne zaznamové (aj ,neko-
ne¢né*) médium s otvorom uprostred. Prave perfo-
raciou uprostred oznac¢oval Filko vstup 5.D. V kon-
cepte HAPPSOC 5. Pozvéanke do reinkarnacie
prekrogil hranice poznatelhého sveta a privlastnil
si ri§u posmrtnosti, nad€¢asovosti, nadzmyslovosti.
HAPPSOC 5 je mostom k 5.D aj k dedi¢stvu
otcov: ,WHITEAOOQ + STAREHO - NOVEHO
ZAKONA - VSADE VAS VSETKYCH POZYVAME
NA - DO REINKARNACIAQ - ZNOVUZRODENIA.“
Filkov 8pecificky jazyk, spajajuci rozne slova
a pojmy vo zvlastnej retaziacej skladbe, je dal§im
dolezitym stavebnym prvkom Systému SF. Najma
od 90. rokov k nemu neodmyslitelne patri aj autor-
sky komentar ako autonémna performancia pred
kamerou, ktora $amansky ,ozZivuje” jeho diela.
Archiv SF ako Filkovo autonémne umeleckeé
dielo zagal vznikat priblizne od roku 1990 ako kolaz
miscelanea — roznych vystrizkov, textov, obrazkov,



In his Altars to Contemporaneity (1965 — 1966) Filko for-
mulated for the first time the foundation of a great theme
which thrilled him all his life: the search for a new spiritu-
ality in which present day art — Fine Art — is the religion.
In 1967, it was “the synthesis of old and new mysticism
(religion and erotica)! Filko's western Judeo-Christian
basis made its way to the pop “birth of today” in the
boom of material pleasures and hedonism of the 1960s,
conquering outer space and scientific inventions as sui
generis religions. In 1970 in Japan he came face to face
with the spirituality of the east while also encountering

a technically developed civilization. This is where he was
introduced to Buddhism and Shintoism, the notion of
emptiness as infinity and a space for new creation. How-
ever, he had already worked with the idea of “nothing”

in the conceptual “Western” Cartesian spirit (Concept -
Nothing at All, Nothing on a Revolving Electric Base,

both in 1967). After returning home, the maturing artist
marked his celebration of achieving Christ's age by
building a conceptual monument (Monument for the 33
Birthday — Mine, 1970). He temporarily found answers

to new spirituality in joint projects with his colleagues
Julius Koller, Rudolf Sikora, Peter Bartos, Milo$ Laky,
Jén Zavarsky and theoretician Tomas Straus (Time /-/ll),
White Space in White Space, 1973). He also turned to
contemporary phenomenological philosophy reflecting
the tension between Western and Eastern thinking. “It

is what is between me and life. That which cannot be
objectively touched, but lived, exist, exist, exist...” he
wrote in the text-art White Phenomenology. He reached
the proto-SF System of three colors by the end of

the 1970s and presented them in the text-art Letter to
Friends as follows: “3. White — absolute spirituality (later
White Ontology), 2. Blue — Cosmology, 1. Red — Biology!
He also writes here: “The white absolute is fully liberated
in the art of sensibility and sensitivity which corresponds
the most to the inner spiritual creative principle!

In his installation Love for Ontology at documenta 7
in Kassel (1982), he indicated a shift beyond the “white
period” towards expressive painting and new color
symbolism with chakras as the “energy centers of the
human body and spirit” According to his records in the
archive and text-arts, in 1985 he began to create his
dynamic holistic SF System, in which he returns from
philosophy to religiosity, also through a re-evaluation
of new ideas and impulses of the New Age, cosmism,
scientism and science and pseudoscience. The complex
of ideas, with chakras as the energy centers of the body
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5. HAPPSOC AND
SF ARCHIVE

and spirit arranged according to the three dimensions
(3. 4.5D) corresponds to the original trio and also
assumes its color symbolism. Thus, in the final part of
Filko's work, the supreme white 5™ dimension, which
contains all lower dimensions, also incorporates the
original Judeo-Christian spiritual foundation: “WHITE =
5™ dimension — Posthumousness /absolute — heaven/
white chakra — transcendence = 7' chakra — Sun-

day = epistemological ontology, metaphysics, eternal
light, absolutely timeless spirit — purity, pristineness,
virginity, innocence, justice, objectivity, victory of spirit,
light — peace, the spectrum of colors, silver, ecstasy —
transformations — magnificence of the splendor of inner
ethics of absolutely timeless reality” (around 2010)

Around 1995, Filko created the HAPPSOC 5
concept — invitation, which in its form is based on the
mandala and the cross. However, its basic form is a CD
(it is no accident that it is reminiscent of vinyl records
from 1971 and 1972) as a current recording (as well
as “endless”) medium with an opening in the center.

It was the perforation in the center through which
Filko indicated the entry of 5.D. In the HAPPSOC 5.
(Invitation to Reincarnation) concept he went beyond
the limits of the cognizable world and appropriated the
realm of posthumousness, timelessness, suprasen-
suality. HAPPSOC b5 is the bridge to 5.D and to the
heritage of the fathers: “WHITEAOOQ + OLD — NEW
TESTAMENT - WE INVITE ALL OF YOU EVERY-
WHERE TO - IN REINCARNATIONQ - REBIRTH!

Filko's specific language combining various
words and notions in a strange chain composi-
tion is another important structural element of the
SF System. Especially in the 1990s it was also
accompanied by the artist's commentary as an
autonomous performance before the camera which
brings to life his works in a shamanistic way.

The SF Archive, as Filko’s autonomous artwork,
began to appear around 1990 as a collage miscel-
anea - of various clippings, texts, pictures, works
on paper and objects. He created them and clas-
sified them in the dynamic structure of thoughts
and color symbolism according to the SF System.

The SF Archive enabled him to freely work with the



diel na papieri a objektov. Autor ich tvoril a trie-
dil v dynamickej myslienkovej $trukture a farebnej
symbolike podla Systému SF. Archiv SF mu umoz-
nil uplne volne narabat s veli¢inou ¢asu a vyuzit
doslova kazdy podklad, akykolvek format a material
na umelecké stvarnenie. V Bielej — Ontoldgii 5.D
predstavujeme ukazku dvoch vybranych originalnych
archivnych $anonov, ktoré autor tejto téme venoval.
Aj tato sonda do autorskej alchymie potvrdzuje
aktualnost Filkovej tvorby. Jeho mimoriadne roz-
siahle a heterogénne dielo je excelentnym prikladom
nového zmyslu pre autenticitu si¢asného umenia
v epoche reprodukovatelnosti a virtualne;j reality.
NevyZzaruje len z aury originalu, rukopisu a $tylu
jednotlivych artefaktov, ale najmé zo samotnej povahy
a $truktury umeleckého programu ako celku. LGS
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quantity of time and to use every document, format
and material for artistic depiction. In White — Ontology
5.D we present an example of two original archive
folders which Filko dedicated to this theme.

This probe into the artist's alchemy also confirms
the topicality of his work. His extremely extensive
and heterogeneous work is an excellent example of
a new sense of authenticity of contemporary art in the
époque of reproducibility and virtual reality. It does not
radiate only from the aura of the original and the style
of individual artifacts but above all from the nature and
structure of the art program itself as a whole. LGS

Emécia | Emotion. 1976

Cb fotografia | Bw photograph, 15 x 10 cm
Archiv SF, SNG | SF Archive, SNG, Bratislava



Zo série Transcendencia I. 1970/1978 | From the

series Transcendence I. 1970/1978. 1978

Cb fotografia, zlaty pigment, bieloba | Bw photograph, golden
pigment, white paint, 18 x 24 cm. Zbierka Linea | Linea Collection



Zo serie Transcendencia (Rogier van der Weyden:
Snimanie z kriZza). From the series Transcendence (Rogier
van der Weyden: Deposition from the Cross). 1978

Cb fotografia, zlaty pigment, bieloba | Bw photograph, golden pigment,
white paint, 18 x 24 cm. Stikromn4 zbierka | Private Collection



Zo série Kruhy | From the series Circles. 1971

Perforacia, papier | Perforation, paper, 45 x 62.5 cm
Zbierka Linea | Linea Collection
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HAPPSOC 5.D. Okolo | C. 2000

Pero, fix, xeroxova tla¢, perforécia, papier | Pen,
felt-tip pen, xerox printing, perforation, paper,
41 x 29,5 cm. Zbierka Linea | Linea Collection
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KONCEPTUALNY
AUTOPORTRET

Vztahovanie sa k vlastnému egu u Stana Filka nie je len
prejavom sebastrednosti, vlastnej mnohym umelcom,
ale postupne sa stava ubeznikom celej jeho tvorby.

V priebehu desatro¢i svojim umenim zaroven vytvara
svojsky autoreferenény systém, tzn. jeho autorské
EGO sa stava sucastou nim vybudovanej paralelnej
wontologickej* §truktury univerza. Jeho ,subjektivny
kozmologicky systém" musime vnimat ,ako svojim
spbsobom autoportrét umelca“ (Tomas Pospiszyl).

V 60. rokoch to este nebolo také zrejmé, Stano
Filko bol skor znamy ako ,$pecialista na sociologicky
environment* (Pierre Restany), jeho autorska identita
ostavala v pozadi. Iba niektoré diela, napr. séria kolazi
Bez ndzvu (1964), naznadovali buduce smerovanie.
Autor v nich prehodnotil, dokonca poprel predcha-
dzajuce informelové $tadium svojej tvorby. Na starsie
diela nepravidelne rozmiestnil svoje fotografie na
preukaz a parodicky ich pripevnil prostrednictvom
stravnych listkov do $tudentskej menzy. Napriek
tomu ostali jedinymi pevnymi bodmi, akymisi ostrovmi
sebauvedomenia v tejto chaotickej Strukture.

Na konci 60. rokov, zaroven s tym, ako sa jeho
tvorba Goraz viac konceptualizuje, sa stale dosled-
nejSie zaobera vlastnou autorskou identitou. Jeho
meno, autorska signatura sa prave v tomto obdobi
stala samostatnou témou, novou podobou kon-
ceptudlneho autoportrétu. Ako obrovska signatura
sa objavuje na nastennej mape sveta, v duchu
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postmodernej apropriacie pokryva plagaty s repro-
dukciami diel inych su¢asnych umelcov, alebo
sa objavuje ako giganticka konstrukcia z pismen
v redlnom priestore. Na obalke autorskej publikacie
Stano Filko umiestiuje svoje meno vo vnutri narysu
priestorovej konstrukcie, ktora ma tvar pyramidy.
Pyramida a s fiou suvisiaci ,bozsky" trojuholnik sa
postupne stava jednym zo symbolov, do ktorych pre-
mietne obraz vlastnej identity. Dokladom toho je aj kon-
ceptualna kresba-diagram, ktort poslal v roku 1971,
teda v Gase, ked sa uz vystav v zahrani¢i nemohol
zUGastrovat osobne, do Buenos Aires na vystavu Arte
de sistemas. Na jeden list papiera usporiadal do moza-
ikovej Struktury desiatky kresieb, navrhov a fotografii
vlastného diela, ktoré zredukoval na miniaturne nadrty,
kresbové znacky — logotypy. Logotypy obsahuju nie iba
autorské, ale prevzaté informativne motivy, napriklad
panoramu Bratislavy s hradom, mestsky erb a pod.
Tento informaény zmétok zjednocuje prave pevny
ramec, vytvoreny autorom — zatial len napoly instink-
tivne nacrtnuta pyramida. V priebehu rokov, ked sa
autorské EGO jasnejSie vymedzi, dostava aj pyramida
v novej verzii tohto nadértu pevnejsie kontury. Tie pred-
stavuju zaroven tri cesty, prudy alebo energie vo Filko-
vej tvorbe — &ervenu, modru a bielu, pricom ,&ierne”
EGO sa stava ich spolo¢énym menovatelom. AH



Relating to his own ego is for Stano Filko more than
the expression of self-orientation typical of many artist;
indeed it was to become the vanishing point for his
whole oeuvre. Over decades of creating art, he was
simultaneously building an auto-referential system: his
artistic EGO became part of the “ontological” structure
of the parallel universe he was constructing. We must
perceive Filko's “subjective cosmological system...
as as a kind of artist's self-portrait” (Tomas Pospiszyl).
In the sixties, this was not yet apparent. Stano Filko
was still known more as a “specialist in the sociological
environment” (Pierre Restany), and his artistic iden-
tity remained in the background. Only a few pieces,
as in the collage series Untitled (1964), hinted at
the direction to come; in them the artist reassessed
or even disavowed the earlier Informel phase of his
work. Over his older work, he spread his own photo-
graphs from an identification card irregularly, ironi-
cally attaching them using student dining hall meal
tickets. Even so, they became the only fixed points,
islands of self-awareness within a chaotic structure.
At the end of the sixties, as his work was becom-
ing increasingly conceptual, he more and more thor-
oughly focused on his artistic identity. His own name
and artist's signature became a theme in itself, a new
form of conceptual self-portrait. It appears as a huge
signature on a wall map of the world, covers posters
of other contemporary artists’ reproductions in keep-
ing with post-modern appropriation, and comes out as
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CONCEPTUAL
SELF-PORTRAIT

a gigantic construction of letters in real space. On the
cover of his publication, the artist places his name
within the design of a spatial pyramidical construction.

The pyramid, and the associated “divine” triangle,
was becoming one of the symbols into which he used
to project his identity. One documentation of this is
his conceptual drawing/diagram sent to the Arte de
sistemas exhibition in Buenos Aires in 1971, a period
when he could no longer participate personally in
foreign exhibitions. On one piece of paper he put
dozens of drawings, designs and photographs, reduced
to miniature sketches and drawn logotypes, placing
them in square or pyramidical formats and laying them
out into a mosaic structure, all creating a larger-format
square. The logotypes feature not just the artist's motifs
but also informative appropriations, such as Bratisla-
va's skyline with castle, coat of arms, and the like.

The fixed frame the author created unites the
confusion of information: a pyramid, still only half-
sketched instinctively. Over the years, as the artist's
EGO grew more defined, a newer version rendered
this pyramid in firmer contours. These also repre-
sent the three directions, streams or energies in
Filko's work: red, blue and white, with the “black”

EGO becoming the common denominator. AH



1960-69 EGO FILKO = CIERNA = BIELA = MODRA =
CERVENA | 1960-69 EGO-FILKO = BLACK =

WHITE = BLUE = RED. Okolo | C. 1980

Objekt, kombinovana technika, 100 diapozitivov |

Object, mixed media, 100 slides, 21 x 27 x 6 cm
Zbierka SF, SNG | Collection SF, SNG, Bratislava
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SYSTEM SF

Pre Systém SF mal od zagiatku ustrednu délezitost
motiv seba-obnovovania, reinkarnacie, ktory sa prejavil
predovsetkym zmenami vlastného mena (Filko-Fylko-
Phylko-Phys). Podla Jindficha Chalupeckého je zmena
mena pre umelca Sastym symbolom znovuzrodenia,
opustenia starého sveta a novej bytosti vytvorenej
iniciaciou. V jednom z rozhovorov Stano Filko povedal,
ze EGO stoji nad vsetkym ,ako cierna optimisticka
egoenergia“ (1994). Opat musime poditat s napé-
tim protikladov — podla legendy aj suvislosti s jeho
narodenim v znameni blizencov — GEMINI. EGO pre
neho moze byt ,absolutna plnost Zivota — viera v sam
seba, odvaha, vedomost, vedomie, diferencovanost,
tajomstvo, poriadok — Struktura vSetkého tu na zemi
v 8. dimenzii* ale aj ,ni¢ota, omyly, noc, smutok,
upadok do temnét, strata odvahy* (okolo 2000).
Neustala seba-reflexia je vysostne neo-avant-
gardnou ¢&rtou Filkovho celoZivotného konceptual-
neho programu. Jej najvyraznejSimi prejavmi bola
praca s vlastnou podobiziou, biografiou a foto-
grafiou (instalacia EGO. Filko 1937-77 — Fylko
1978-87 — Phylko 1988, okolo 1995), strojopisom
alebo rukou pisany text-art ako ,verbalne maliar-
stvo* (instalacia Jeden zo sto text-artov, okolo
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1995) a podpis — signatura na vybranych sto die-
lach inych umelcov rozélenenych podla farebnej
symboliky (1960-69 EGO FILKO = CIERNA =
BIELA = MODRA = CERVENA, okolo 1980).
Tymto gestom si Filko privlastriuje medzinarodny
umelecky svet a podriaduje ho vlastnym zakonom.
Systém SF sa rozvijal v stvislosti s vlastnym zivotom
autora, so spoloc¢ensko-politickym dianim a boha-
tostou podnetov z umenia, filozofie, vizualnej kultury,
vedy a techniky, nabozenstiev a z duchovnych nauk,
ktoré reflektoval. V spojeni s jeho obsesivnou tvorivos-
tou, unikatnou imaginaciou a schopnostou vytvarne
podat aj abstraktné myslienky vzniklo neopakovatelné
komplexné dielo. Systém SF ilustruje ukazka prepra-
covavania motivu pyramidy od fotografie z roku 1967
na zahrade vo Velkej Hradnej a zabielenie vlastnej
tvare — transcendenciu v roku 1978, cez obalku svojej
publikacie z roku 1970, kryptoautoportrét cez ras-
ter vlastnych myslienok a diel z roku 1971, prekryty
neskorsou EGO vrstvou az po ukazky z neskorsej
dynamickej esteticko-filozofickej tvorby. LGS



The motif of self-renovation, reincarnation which
was manifested especially in the changes to his own
name (Filko-Fylko-Phylko-Phys) was centrally sig-
nificant for the SF System from the very beginning.
According to Jindfich Chalupecky, for an artist, the
change of name is frequently a symbol of re-birth,
the abandonment of the old world and the creation of
a new being through initiation. In an interview, Filko
said that EGO stood above everything “as a black
optimistic egoenergy” (1994). We again must reckon
with the tension of contradictions — as legend says,
also in relation to the fact that he was born under the
sign of GEMINI. For him, EGO can be “the absolute
fullness of life — faith in oneself, courage, knowledge,
consciousness, differentiation, mystery, order — the
structure of everything here on Earth in the 3« dimen-
sion” as well as “nothingness, mistakes, night, sorrow,
falling into darkness, loss of courage” (around 2000).
Permanent self-reflection is an eminently neo-avant-
garde feature of Filko's lifelong conceptual program.
Its most instinctive expressions include his work on
his own portrait, biography and photography (the
installation EGO. Filko 1937-77 — Fylko 1978-87 -
Phylko 1988, around 1995), typed or handwritten
text-art as “verbal painting” (the installation One of
a Hundred Text-arts, around 1995) and signatures
on one hundred works of other artists broken down
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according to color (1960-69 EGO FILKO = BLACK =
WHITE = BLUE = RED, around 1980). Through
this gesture Filko appropriates the international
artistic world and subordinates it to his own law.

SF System was developing in relation to the artist's
own life, in relation to social-political events and the
abundance of inspirations from art, philosophy, visual
culture, science and technology, religion and spiritual
sciences which it reflected. An inimitably complex
work was created by combining his obsessive cre-
ativity, unique imagination and ability to artistically
deliver abstract thoughts. The SF System is illustrated
by re-adapting the motif of the pyramid starting with
a photograph from 1967 in the family’s yard in the
town of Velka Hradn& and the whiting out of his own
face — transcendence in 1978, through the cover of
his publication of 1970, a crypto-self-portrait through
a raster of his own thoughts and works of 1971, cov-
ered over by a later EGO layer, up to later examples of
more dynamic aesthetic and philosophical work. LGS
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Stano Filko: Arte de Sistemas — EGO. 1971 / okolo | C. 1980

List z katalégu | Page from the catalogue Arte de Sistemas (Ed. Jorge
Glusberg, CAYC 1971). Serigrafia, fix, papier | Serigraph, felt-tip
pen, paper, 21.5 x 155 cm. Zbierka Linea | Linea Collection
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Zo série Transcendencia 1967/1978. From the
series Transcendence 1967/1978. 1978

Cb fotografia, bieloba | Bw photograph, white paint,
172 x 21.7 cm. Zbierka Linea | Linea Collection

»TAMe FYLKQ - 1878

Trancendencia. 5.DIMENZIA ABSOLUT — AQ - Nadc&asovost —
HAPPSOC 5 | Trancendence. 5.DIMENSION ABSOLUT -
AQ - Uptime - HAPPSOC 5. 1967/1978 / okolo | C. 2000

Pero, fix, xeroxova tla¢, perforacia, papier | Pen,
felt-tip pen, xerox printing, perforation, paper,
21 x 29.7 cm. Zbierka Linea | Linea Collection



Pyramida — EGOQ — v rozmere Cheopsovej pyramidy | Pyramid —
EGOQ - in Dimension of the Pyramid of Cheops. Okolo | C. 1995
Pero, bieloba, papier | Pen, white paint, paper,

297 x 42 cm. Zbierka Linea | Linea Collection
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5.D UNIVERZSF Pyramida Il. | 5.0 UNIVERZSF
Pyramid 1. Okolo | C. 2000

Pero, fix, digitalna tlac, papier | Pen, felt-tip pen, digital
printing, paper, 30.5 x 46 cm. SNG, Bratislava
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