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POSTBIGBANGSF

Stano Filko (1937 — 2015) patri ku generacii slovenskej neo-
avantgardy 60. rokov, do ktorej patria umelci zaoberajuci sa
performanciou zivota, ako Peter Barto$, Julius Koller alebo
Alex Mlynarcik. Prave s Mlynar¢ikom Filko spolupracoval

na projekte manifestu a readymade-eventu Happsoc. Ten
vznikol apropriaciou ¢asovo a priestorovo vymedzenej reality
mesta Bratislavy medzi socialistickymi oslavami sviatku prace
a ukoncenia druhej svetovej vojny (Happsoc I., Bratislava 2. - 8.
maj 1965; spolu so Zitou Kostrovou). Ako socialny happening
pokracoval v tretej sérii Filkovou Akciou Univerzal, v ramci
ktorej si prisvaoijil ,skuto¢nost* Ceskoslovenska s jeho zivotom,
minulostou a buducnostou v priestore a ¢ase (Happsoc lll.
Oltar sucasnosti, 1966). Nasledoval Happsoc IV. (1968-71)

v dimenziach celého vesmiru. Oproti vyskumu fyzického sveta
zacal v 70. rokoch s MiloSom Lakym, ktory inicioval proble-
matiku bieleho priestoru, rozpracovavat ideu transcendentna,
ktoré v ramci projektu a manifestu Biely priestor v bielom
priestore (1973-74, spolu s Janom Zavarskym) formulovali
ako ,Cistu emdciu”. Podobne ako happsoc, aj koncept biele-
ho priestoru sa stal pre Filka zivotnym projektom. Dalej ho
rozvijal individualne. Od pociatoénej materializacie bieleho
priestoru v 70. rokoch, smerom k jeho sublimacii v 90. rokoch
(okruh diel, ktoré ¢asto i spatne zaradil pod variovany nazov
,Biela — Ontoldgia — Transcendencia — Metafyzika").

V roku 1982 emigroval zo socialistického Ceskoslovenska
do Nemecka, kde bol v kontakte napr. s Josephom Beuysom.
Auto Skoda, na ktorom utiekol z krajiny, premaloval na bielo
a vystavil na dOCUMENTE v Kasseli kratko po svojom
prichode (BAJ-85-70). Neskér odisiel do New Yorku, kde
sa stretol i s celebritami, ako boli Andy Warhol alebo Keith
Haring. Hoci sa nikdy nenaucil po anglicky, vytvoril si vlastny
~novojazyk", ktory sa stal su¢astou jeho diel. Tento unikatny
internacionalny jazyk pouzival na komunikovanie svojej idey
sveta. Ako eklekticky mix rozliénych filozofickych ¢i vede-
ckych terminologii v iom kombinoval aj mnozstvo mysti-
ckych a ezoterickych zdrojov. V 80. rokoch tzv. amerického
obdobia sa venoval najma neoexpresivnej malbe. Po zmene
rezimu v roku 1989 sa vratil na Slovensko. Od roku 1991 Zil
v Bratislave a zaoberal sa rozpracovavanim svojho autonoé-
mneho ideologického systému, ktory nazyval psychofilo-
zoficky systém. V nom vysvetloval svoj holisticky koncept
sveta. Do postbigbang Casti svojho diela, v ktorej sa zaoberal
fyzickym ¢asopriestorom, zaradoval kozmologicku liniu svojej
tvorby, ktora sa vztahuje k happsocu od 60. rokov po sucas-
nost. Oproti tomu sa antebigbang ¢ast tykala sveta metafyzi-
ckého a zaclerioval sem diela suvisiace s bielym priestorom
od 70. rokov az do konca tvorby.

V roku 2005 zacal v rodnej dedine Velka Hradna pri
Trencine realizovat svoj monumentalny komplex Archa,
ktory mal absorbovat vSetky jeho diela na urovni archivu,
dielne, laboratoria a institutu. Priestory Archy budoval okolo
sedliackeho domu svojich starych rodi¢ov. Koncepcia
tzv. Gesamtkunstwerk-u s premyslenym umiestnenim vybra-
nych elementov (pyramid, v¢elich ulov a i.) mala definovat
Filkovu osobnu/Zivotnu a univerzalnu/kozmicku dialektiku.
Skoncentroval tu svoje rozsiahle oeuvre, vratane prac, ktoré
od polovice 60. rokov skladoval v ¢asovych vrstvach v ateliéri
na Snezienkovej ulici v Bratislave pod Kamzikom. Triedenie do
farebnych priestorov a ich ponatie v celkovej totalnej insta-
lacii s vertikalnym a horizontalnym ¢lenenim na pat dimenzii

a dvanast farieb (do tejto podoby sa systém vyvinul v nultych
rokoch) koreSpondovalo s charakterom jeho tvorby, v ktorej
kazdé jedno dielo je su¢astou jediného zivotného diela. V roku
2013 boli Filkove diela z Velkej Hradnej rodinou odvezené

a Projekt Archy zostal nerealizovany.

Filkova produkcia bola obzvlast rozsiahla a dynamicka. Bola
zalozena na kumulativnom archivovani objektov a ich do-
kumentacii. Zahriala nielen inStalacie a prostredia, ale aj
obsiahly projektart, nazyvany i prospektart, planart Ci textart,
ktory bol teoretickou a dokumentaénou bazou jeho tvorby.
Najrdéznejsie textové diagramy v rozlicnych médiach z velkej
miery obsahuju &i uz najdené, alebo apropriovang, v ¢ase vzdy
nanovo komentované (t. j. aktualizované) a readjustované
papierové materialy. Kym v 60. a 70. rokoch i§lo najmé o rozne
typy tlacovin, v 90. rokoch boli ustalenejsim formatom A3 mi-
limetrové papiere a zvlast po roku 2005 xeroxové prekresby.
Neoavantgarda 60. rokov, ktora definovala svoj koncept ume-
nia vo vztahu k limitom tradi¢nych médii, pouzivala komplexnu
apropriaciu na prenos readymade-u z realneho Zivota do po-
myselného sveta umenia, v ktorom ho musela nanovo rekon-
textualizovat, k Comu sluzil prepracovany teoreticky systéem.
Filko do kazdej novej aktualizacie svojho prepracovaného teo-
retického systému vzdy spatne zaradil aj starSie prace. Takto
narabal i s dnes uz ikonickou kozmologickou ikonografiou,
ktoru v 60. a zaciatkom 70. rokov prevzal z propagandy letov
do vesmiru. Adekvatne k tomu pracoval aj s dokumentaciou
svojich neopakovatelnych prostredi, ktoru priebezne kompo-
noval do novych originalnych a lahko Siritelnych artefaktov
(zvlast kresieb, fotografii a tlaci). Tieto neobmedzene rozmno-
zoval, viacnasobne prerabal a vrstvil.

Filko mal vzdy ambiciu menit vystavnu prax. Jeho vyme-
dzenie sa vocéi tradicnym médiam malby a sochy viedlo k ich
rozsSireniu do inStalacie. Jeho prostredia v ludskej mierke
(5 x 3 m) sa postupne rozpinali do celych vystav, expandovali
do priestorov galérii... Jednotlivé viacpohladové objekty, ¢asto
velmi prekvapivo odvodené od formatu zavesného obrazu,
sa nakoniec stali suc¢astou jediného celozivotného diela.

Jeho psychofilozoficky systém vysvetluje vnutornu dynamiku
jedine¢nych prvkov - jednotlivych Filkovych diel, ktoré su jeho
sucastou. Kazda praca je naviac vybavena istou konkrétnou
predispoziciou, ktora umoznuje uréit jej zamyslané umiestne-
nie v ramci celku. Vo Filkovych dielach nie je ni¢ skryté.
Pokial pouzije farbu, izolacnu penu a ¢okolvek, tak aj s celou
plechovkou alebo obalom spreja. Hoci umiestni spojovaci
Sraub tak, aby udrel do o¢i, prevedenie, akokolvek Specificke,
nikdy nie je pointou. O tom vypoveda jeho nikdy nekonciace
prerabanie, umyselné ni¢enie a viditelne laxné zaobchadzanie
s vlastnymi dielami.

V ideologickom psychofilozofickom systéme maju svoje
miesto nielen readymade texty, ale aj neologizmy, ktoré ¢asto
vznikaju skladanim a kratenim uz existujucich slov. V sulade
so svojim zdanlivo hermetickym, skoro az alchymistickym
zaujatim si Filko vytvoril vlastny slovnik! Svoj systém dopinal
unikatnou ikonografiou s konkrétnou repeticiou prvkov, ako
su zrkadla, globusy, bomby, rebriky atd. KedZe konceptuali-
zoval ¢asovu dimenziu, v postbigbang Casti svojej tvorby sa
zaoberal existujucim fyzickym priestorom, ktory popisoval
vyrazmi ,Materializacia — Histéria — Racio — Ego*“, zatial ¢o

v Casti antebigbang skumal metafyzicky svet, tzn. paralelné
univerzum, ktoré je dosiahnutelné prostrednictvom 4. dimen-
zie cistého casu (,Pure Time") cez ,Senzualitu — Senzibilitu —
Emociu - Spiritualitu®. V tomto zmysle pouzival napriklad znak
kriZa, ktorého horizontalne rameno predstavuje racionalnu
uroven uchopovania sveta (IQ = ,Intelekt — Rozum®), zatial
¢o vertikalne rameno prechadza vSetkymi dimenziami, kde
siaha az k transcendentnu a je iracionalnym principom (CQ =
,Cit — Senzitivita“). Koncepty postbigbang a antebigbang sa
vSak nevztahuju vylu¢ne len ku vzniku sveta a transformacii
Zivota ¢i zivota po Zivote, su suvztazné i s vliastnymi Filkovymi
inkarnaciami, vratane jeho klinickych smrti.

Stano Filko rozoznaval niekolko svojich identit. V suvis-
losti so vSeobsiahlou ideou neprestajnej transformécie bytia
sa jeho klony vztahovali k rozliénym obdobiam jeho Zivota
a tvorby: Filko (1937-77) - Fylko (1978-87) — Phylko (1988-
97) - Phys (1998-2037). Hovoril o sebe aj ako o Trimini,
namiesto dualistického zverokruhového znamenia Blizenci/
Gemini. Uvadzal, ze sa narodil trikrat: 13. juna 1937, po trans-
fazii krvi 14. juna 1937 a znova 15. juna 1937, ako to malo byt
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chybne zaevidované v jeho prvych dokladoch. Inkarnoval sa
este dvakrat. Uvadzal, Ze prvu klinicka smrt prezil pocas pa-
senia krav po pade v kamenolome v roku 1945 a druhu v roku
1952 po zasahu elektrickym priadom a pade z rebrika v tovarni
na vojensku vyrobu. Mnohé prvky z jeho privatnej mytolégie
(rebriky, bomby, tunel do inej dimenzie atd.), ktoré sa vztahuju
k tymto udalostiam, sa stali su¢astou jeho ikonografie. Nielen
konkrétne objekty, ale napriklad i vybrané Cisla pouzival pre
ich skryté vyznamy. Komponoval ich v umeni a kdekolvek

v Zivote (datumy jeho znovuzrodeni napr. tvorili si¢ast jeho
telefénnych cisel). Zaujimal sa o numerologické koncepty,
zvlast o staroveku kozmologicku a kabalisticki numerologiu,
ktoré integroval do svojej tvorby. Rok narodenia 1937 zazna-
menaval ako datum vzniku svojich idei. Mnohé diela spatne
datoval, a nie vzdy (od 90. rokov uz len vynimoc¢ne) evidoval
¢asovy udaj ich materialnej produkcie alebo neskorsieho
prepracovania. Takéto datovanie nesledovalo vznik fyzického
artefaktu, ale zrod konceptu, pripadne datum jeho (napr.
vystavnej) revizie. Permanentnym prepracovavanim sa snazil
o blizsie Specifikovanie vyznamov svojich diel. V 90. rokoch
preto rekonceptualizoval svoj teoreticky systém a Strukturalne
ho prehibil smerom k totalite.

Zvlast dolezity je Filkov systém farieb (SF). Vytvoril ho nielen
na pozadi poznania systematizovaného vo fyzike (pozri
Newton), ale aj v kontexte tedrie farieb skimanej v umeni.
Klic¢ovou pointou je, ze systém farieb pouzival ako logicku
Struktaru v ramci svojho psychofilozofického systému, ktory
vertikalne ¢lenil na pét dimenzii v horizontalnom usporiadani
dvadsiatich farieb. Do tejto podoby systému dospel az vo svo-
jich poslednych rokoch, ked sa zaoberal najma metafyzickymi
otazkami. Medzitym systém presiel priebeznym Strukturova-
nim na sedem farieb v 90. rokoch a dvanast farieb v nultych
rokoch. PriGom zatial ¢o kazda horizontalne radena farba
siaha len po istu dimenziu a pretinajuce sa body vytvaraju
tzv. ¢akry ? kazda vyssia dimenzia obsahuje vSetko z predo-
Slych nizsich drovni. Priestorovym modelom takejto schémy
ie pyramida.

5. Dimenzia je ¢asovo neuréeny metafyzicko-ontologicky
priestor, kam radi 12. transparentnu farbu, ktora predstavuje
absolutno; 11. bielu farbu ako esenciu a 10. zlatu farbu ducha
(,Duch/Spirit*).

4. Dimenzia je spojenim 3D a 5D a definuje ju altruizmom.®
V protiklade k 5D, ktoru charakterizuje dokonala symetria,
tu ide o asymetricky ¢asopriestor posmrtného Zivota, repre-
zentovany 9. striebornou farbou ako vrcholom ducha (,Spirit
Univers"); 8. ruZovou farbou, ktora znaci falos, ale i lasku,

a 7. fialovou farbou, ktora je destinaciou klinickej smrti.

3. Dimenzia je ¢asopriestorovy rozsah fyzického sveta
(,Kozmo-Univerz"“), ktory Filko asociuje s egoizmom. Patri sem
6. cierna/indigo farba, reprezentujuca ego a ¢iernu hmotu;

5. modra farba, ktoréa predstavuje kozmos a materialnu realitu;
4. zelena farba, postihujuca socialno-politicku realitu i socialne
utopie; 3. Zlta farba, ktora sa vyznacuje dualizmom a Filko

ju spéja so zrodenim ,Hermafrodita“ a pociatkom ludstva;

2. oranZova farba, ktora znamena erotiku a sex, a 1. Cervena
farba predstavuje bioldgiu, ale aj Zenstvo a tzv. ,Magmu*.

Toto triedenie koreSponduje s vysSie uvedenou Filkovou
chronologiou tvorby, ktoru neustalym antedatovanim zdan-
livo métie, na Urovni idei ju vSak, naopak, spresriuje. Kym

postbigbang spada do rieSenia problémov 3. dimenzie

bytia — po vzniku a zaniku zZivota i sveta; antebigbang suvisi

s metafyzickym svetom, s ktorym je znamy svet 3. dimenzie
prepojeny prostrednictvom 4. dimenzie. Kym v 90. rokoch, po
eklektickej faze amerického obdobia v 80. rokoch, Filko svoju
tvorbu systematizoval, od zacdiatku nultych rokov sa sustredil
na problematiku 5. dimenzie — na popisovanie ,Esencie” sveta,
ktory este pred Velkym treskom nemal fyzicki podobu (¢o
nazyva ,Ni¢ v nicom“), do ktorého sa fyzicka podstata, ¢i uz
na spiritualnej alebo energetickej Urovni, dalej transformuje.

Filkov systém je vSeobsahujuci. Systém farieb, ktorym popi-
soval vesmirny poriadok, dalej Strukturoval znamymi systé-
mami poznania, filozofickymi systémami az po samotny logos.
Strukturalizécia ako analyticky méd zahriiovala akékolvek
mozné fenomeény, &i uz tie definované, alebo nanovo formulo-
vané autorom. PodStruktury mohli byt vytvarané kontinuélne,
az po dosiahnutie tej najmensej Castice. Podla tejto rovnice
bolo mozné vytvorit nekonecny linearny rad. Su¢asne v§ak
aj nekonciace sa mnozZstvo k sebe sa vztahujucich radov,
ktoré Filko vytvaral na rozli¢né témy a v ramcoch réznych
systémov vedenia, ktoré ho zaujimali.* V mnozstve svojich
popisov napriklad typicky pracoval s protikladmi. Bindrne
opozicie mu umoznovali rozvinut nasobiacu sa vnutornu
dialektiku (jednou z jeho obvyklych opozicii bol ,,Egoizmus*
vs. ,Altruizmus”). VSetky takzvané rady, ktoré utvaral, prebie-
hali paralelne. Napriklad farby zasahujuce konkrétne dimenzie
mohli reprezentovat alebo mohli byt i nahradené zakladnymi
Zivlami (ohen, voda, vzduch, zem), svetovymi stranami (vychod,
zapad, sever, juh), vinom pripade socialnymi témami a dalSimi
faktormi. Sledujuc takto postavenu Strukturu, Filko neustale
doplnal a obnovoval paralelné nekoneéné rady funkénymi
vzajomnymi vztahmi; komplexne sa prekryvajuce vrstvy tak
vytvarali rizom.

Stano Filko je ¢asto povazovany za utopistu. Sledoval
univerzalisticky model sveta za nasim znamym univerzom.
Neustale prehlboval paralelne prelinkované substruktary
svojho systému v snahe dospiet k akémusi finalnemu algo-
ritmu (,Singularnej Pravde® namiesto ,Pluralistickej Relativity*“,
kedZe ako neoavantgardista povazoval pluralizmus za
zavadzajuci), ktory by vysvetlil neustale transformacie zivota
v nekonecne. Vo svete, v ktorom kazda éiastocka je vSeobsa-
hujuca, hladal ,Absolitnu Objektivitu®“.

Mira Keratova

1 Medzi frekventované viacvyznamové skratky napriklad patri: SF = ,Systém
farieb — Stano Filko...“; EQ = ,Emadcia / Energia - Intelekt...“; SOIQ = ,Spirit

- Intelekt...“; EISQ = ,Emodcia — Réacio / Intelekt — Spirit...“, medzi inymi.

2 Viaceré vyrazy sa vyskytuju v niekolkych slovensko-anglickych mutaciach,

vid. napr. ,shakras".

3 4D je vo Filkovom chapani akymsi poslom, nazyva ho aj ,postarom*.

4 Napr. evolu¢na bioldgia, sexuologia, kybernetika, astronomia, posmrtny
Zivot, umenie, etika a iné.

HYDROZOA

je nazov pre prastarée zivocichy polypovce, medzi ktoré sa
zaraduju napriklad niektoré takzvané biologicky nesmrtelné
druhy meduz. Je to aj nazov formatu permanentnej expozicie
Stana Filka v Stredoslovenskej galérii, ktorého neohranicené
trvanie a premenliva povaha je vyjadrena delenim programu
na ¢asti (jednotlivé doGasné vystavy, autorské projekty,
intervencie a i.). Program bol verejnosti spristupneny tvodnou
Castou v novembri 2017.

SSG vlastni rozsiahlu zbierku Filkovych diel archivnej
a projektovej povahy. Trvala expozicia S. Filka HYDROZOA
v$ak nie je koncipovana tradi¢ne ako uzavreta a ukonéena
expozicia autora, resp. zbierky, ktora by bola dlhodobo vysta-
vena v konkrétnej finalnej podobe, ale ma premenlivi povahu
podla meniaceho sa programu. Projekt je realizovany pozva-
nymi autormi, ktori individualne reaguju na Filkovu tvorbu,
komponuju ju do novej inStalacie, prostredia, jednotlivého
diela, resp. vytvaraju autondmne autorské projekty. Prvotnou
ideou je rozsirovat poznanie o Filkovom diele cez zaangazo-
vanie su¢asnych umelcov alebo teoretikov, ktori nad nim budu
badat, aktualizovat ho v novych suvislostiach a predstavovat
ho verejnosti v neGakanych podobach. Jednotlivé pokracova-
nia sa budu lisit nielen konceptualne, ale aj vizualne, vzdy na
inej urovni komunikujuc s Filkovym dielom.

Sirsi koncept expozicie je zasadeny do kontextu institu-
cionalnej kritiky, ktora od 60. rokov 20. storocia kriticky ko-
mentuje ideoldgie a mocenskeé Struktury ovplyviujuce cirku-
laciu umenia, politiku vystav a diskusii o umeni prebiehajucich
na institucionalnej Urovni. Verejné zbierkotvorné institucie su
dnes ¢astym miestom korunovécie umelcov ako komerénych
celebrit ¢i hviezd, obvykle v ramci formatov retrospektivnych
vystav. Muzea a galérie su uz len zriedkavo experimentalnymi
platformami, stavaju sa skor miestami luxusnych dizajnovych
produkcii s dobre Strukturovanym verejnym programom;
Casto takpovediac vyhladzuju velké provokativnhe myslienky
predkladaného umenia tak, aby obstali v strednom prude,
nezostavali prili$ konfrontaéné a boli lahko metabolizovatelné,
najmé cielovou strednou vrstvou. Umeleckeé institucie a ve-
rejné zbierky su ¢asto naviazané na poziadavky umeleckého
trhu, konzumné mechanizmy, investi¢né stratégie a su zasia-
hnuté celkovou komodifikaciou a monetarizaciou sveta i ume-
nia. Tieto okolnosti ovplyvnuju nielen umelecku produkciu, ale
aj jej reprezentaciu. Vo volani po reformacii, resp. regeneracii
umeleckych institucii a prehodnoteni politicko-ekonomickych
aspektov ich fungovania, ponika SSG ikonoklasticky format
stalej expozicie Stana Filka HYDROZOA, zamerany nie na
marketingovu hodnotu diela Stana Filka, ale naopak, na rozsi-
rovanie poznania o nom a redukciu roly umeleckého objektu.
Program kuratorskych a autorskych vystav je komponovany
v spolupraci s pozvanymi hostami.
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Uvodna expozicia HYDROZOA vo foyer Bethlénovho domu
v Stredoslovenskej galérii v trvani od 28. novembra 2017 do
11. februara 2018 / Introductory exposition HYDROZOA in
the foyer of Bethlen’s House in Central Slovakian Gallery in
duration from November 28, 2017 to February 11, 2018
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ANTEBIGBANGSF

Stano Filko (1937 —2015) belongs to the generation of the
Slovak neo-avant-garde of the 1960s, which includes perfor-
mers such as Peter Bartos, Julius Koller or Alex Mlynarcik. It
was Mlynarcik that Filko had been working with on the mani-
festo and the readymade-event Happsoc. It was created by
appropriating the time and space-defined reality of the city of
Bratislava during socialism between celebrating the May Day
and the end of the Second World War (Happsoc I, Bratislava,
May 2 - 8, 1965, together with Zita Kostrova). It continued as
a social happening in the third series titled Action Universalin
which he appropriated the "reality" of Czechoslovakia with his
life, past and future in space and time (Happsoc Il Altar of the
Present, 1966). It was followed by Happsoc IV. (1968-71) in the
dimensions of the whole universe. Contrary to research of the
physical world, in the 1970s he began to work with Milo$ Laky,
who initiated the issue of white space, to develop the idea of
transcendence. Within the framework of the project and mani-
festo White Space in White Space (1973-74, together with Jan
Zavarsky) they formulated this idea as “pure emotion”. Similar
to happsoc the concept of white space became Filko’s lifelong
project. He further developed it individually. From the initial
materialization of the white space in the 1970s, towards its
sublimation in the 1990’s (see the circle of works which he
often re-assigned under the variable name White — Ontology -
Transcendence — Metaphysics).

In 1982 he emigrated from socialist Czechoslovakia to
Germany where he was in contact, among others, with Joseph
Beuys. He painted the Skoda car he used to flee the country
white and exhibited it at JOCUMENTA in Kassel shortly after
his arrival (BAJ-85-70). Later, he left for New York where he
met celebrities like Andy Warhol and Keith Haring. Although
he has never learned English, he developed his own language
which became part of his works. He used this unigque inter-
national language to communicate his idea of the world. As
an eclectic mix of various philosophical or scientific termino-
logies, he combined in it a number of mystical and esoteric
sources. In the 1980s, of the so-called American period he
mainly devoted his time to neo-expressive painting. After the
regime change in 1989 he returned to Slovakia. Since 1991 he
lived in Bratislava and was involved in the elaboration of his au-
tonomous ideological system, which he called the psychophilo-
sophical system. Here he explained his holistic concept of the
world. In the postbigbang part of his work, in which he dealt
with physical time and space, he included the cosmological
line of his work, which is related to happsoc from the 1960s
to the present. Antebigbang part of it on the other hand deals
with the metaphysical world and he included here works re-
lated to white space from the 1970s to the present.

In 2005 he started his monumental complex Ark in his na-
tive village of Velka Hradna near Trencin, which was to absorb
all his works at a level of an archive, workshop, laboratory and
an institute. He built the premises of the Ark around a coun-
try house of his grand parents. The concept of so-called
Gesamtkunstwerk with the thoughtful location of selected
elements (pyramids, bee hives, etc.) was to define Filko's per-
sonal/life and universal/cosmic dialectics. He concentrated
here his extensive work, including works that he had stored in
the time layers in his studio at Snezienkova Street in Bratislava
under the Kamzik hill since the 1960s. Classification into color
spaces and their concepts in overall total installation with

vertical and horizontal division into 5 dimensions and 12 colors
(the system developed into this form in the 2000’s) corre-
sponded to the character of Filko’s work where each work

is part of a single life work. In 2013 Filko’s works were taken
away from Velka Hradna by his family and the project Ark was
left unfinished.

Filko's production was particularly extensive and dynamic.

It was based on cumulative archiving of objects and their
documentation. It included not only installations and envi-
ronments but also a comprehensive projectart, also called
prospectart, planart or textart, which was the theoretical and
documentary basis for his works. Various text diagrams in
various media mostly contain either found or appropriated
paper material which always comes with new commentary (it
is updated) and is readjusted. While in the 1960s and 1970s
they were mostly printed media, in the 1990’s the A3 millime-
ter papers were a more stable format, and especially after
2005 xerographic re-drawings. The Neo-avantgarde of the
1960s, which defined its concept of art in relation to the limits
of traditional media, used a complex appropriation for the
transfer of a readymade from real life to the imaginative world
of art in which it had to be re-contextualized. A sophisticated
theoretical system served this purpose. Filko always included
older works in every new update of his theoretical system.
This is how he touched the iconic, cosmological iconography,
which he took from space propaganda in the 1960s and early
1970s. Adequately, he also worked with documentation of his
unrepeatable environments, which he continually composed
into new, original and easily spreadable artifacts (especially
drawings, photographs and prints). These he unlimitedly multi-
plied, re-did and layered.

Filko always had the ambition to change the exhibition
practice. His refusal of traditional media of painting and
sculpture led to their expansion into installation. His first
environments in human scale —in standardized dimensions
of 5 x 3 m—gradually grew into entire exhibitions, expanded
into galleries... until all individual multi-view objects, often
very surprisingly derived from the hanging painting format,
were eventually integrated into his only lifelong work. His
psychophilosophical system explains the inner dynamics of
the unique elements / Filko's individual works that are part of
it. Each work is additionally equipped with a specific predis-
position that allows to detect its intended location within the
whole. There is nothing hidden in Filko’s works. When he uses
paint, insulating foam or a similar thing he uses it with the
whole can or spray container. Although he places a coupling
bolt so that it instantly strikes the eye, the execution, no mat-
ter how specific, is never the exclusive idea. This is evidenced
by his never-ending reworking, deliberate destruction and
visibly lax treatment of his own works.

Neologisms that often arise by joining and shortening existing
words, just like readymade texts, have their place in the ideo-
logical psychophilosophical system. In line with his seemingly
hermetic, almost alchemist-like engagement, Filko created his
own vocabulary.! He complemented his system by unique ico-
nography with a specific repetition of features, such as mir-
rors, globes, bombs, ladders, etc. As he conceptualized the
temporal dimension, in postbigbang part of his work he dealt
with the existing physical space, which he described with

the expressions “Materialization — History — Reason — Ego”,
while in the antebigbang he studied the metaphysical world,
so called parallel universe that which is reachable by the 4th
dimension of pure time through “Sensuality — Sensibility —
Emotion — Spirituality.” In this sense, he used, for example, the
sign of the cross whose horizontal shoulder represents the
rational level of grasping the world (IQ = “Intellect — Reason,
whereas the vertical shoulder passes through all dimensions,
where it touches the transcendence and it is an irrational
principle (CQ = “Feeling — Sensitivity”). However, the post-
bigbang and antebigbang concepts do not only relate to the
creation of the world and the transformation of life or life
after life, they are correlated with Filko’s own incarnations,
including his clinical deaths.

Stano Filko recognized several identities of himself. In
connection with the all-embracing idea of constant transfor-
mation of being, his clones related to various periods of his
life and work: FILKO (1937-77) — FYLKO (1978-87) — PHYLKO
(1988 — 97) — PHYS (1998 — 2037). He also spoke of himself as

of Trimini, instead of a dualistic Zodiac sign Gemini. He stated
that he was born three times: on June 13, 1937, after a blood
transfusion on June 14, 1937, and again on June 15, 1937, as it
was to be erroneously recorded in his first documents. He was
incarnated two more times. He stated that he survived his first
clinical death while tending to cows after a fall in a quarry in
1945 and the second one in 1952 after an electric shock and

a fall from a ladder in a factory for military production. Many
elements of his private mythology (ladders, bombs, tunnel to
another dimension, etc.) that relate to these events became
part of his iconography. He used objects and also selected
numbers for their hidden meanings. He incorporated them
into art and anywhere in life (his rebirth dates were part of
his telephone numbers). He was interested in numerological
concepts, especially ancient cosmological and Kabbalistic nu-
merology, which he integrated into his work. He recorded 1937,
the year of his birth, as the date of creation of his ideas. Many
of the works were backdated and he did not always (from
the 90’s only exceptionally) record the time of their material
production or later redesign. Such dating did not follow the
creation of a physical artifact, but the birth of the concept or
the date of its (e.g., exhibition) revision. Through continuous re-
working, he sought to specify the meaning of his works. In the
1990s, he therefore reconceptualized his theoretical system
and structurally deepened it towards totalitarianism.

Filko’s color system (SF) is of particular importance. He did
not only create it based on the systematized physics (see
Newton), but also in the context of the theory of colors studied
in the arts. The key point is that he used the color system
as a logical structure within his psychophilosophical system,
which he vertically divided into 5 dimensions in a horizontal
arrangement of 20 colors. He came to this form of the system
only in his last years, when he dealt in particular with meta-
physical questions. In the meantime, the system had under-
gone a continuous structuring into 7 colors in the 1990s and 12
colors in the 2000s. While each horizontally placed color ex-
tends only to a certain dimension, and the intersecting points
form so-called chakras,? each higher dimension contains
everything from the previous lower levels. The spatial model of
such a scheme is a pyramid.

5th Dimension is a time-indefinite metaphysical-ontological
space where he includes: 12. transparent color, which repre-
sents the absolute; 11. white color as an essence; 10. golden
color of the spirit (“Soul/Spirit”).

4th Dimension is a combination of 3D and 5D and is
defined by altruism.® In contrast to 5D, which is characterized
by perfect symmetry, this is an asymmetric spacetime of the
post-mortem life, represented by 9. silver color as the pinna-
cle of the spirit (“Spirit Univers®); 8. pink color, which signifies
falseness but also love; 7. purple color, which is the destination
of clinical death.

3rd Dimension is the spacetime range of the physical world
(“Kozmo-Univerz”), which Filko associates with egoism. This
includes: 6. black/indigo color, representing ego and black
matter; 5. blue color, which represents cosmos and material
reality; 4. green color, affecting socio-political reality and social
utopias; 3. yellow color, which is characterized by dualism and
Filko connects it with the birth of “Hermaphrodite” and the be-
ginning of humanity; 2. orange color, which stands for erotica

and sex; 1. red color represents biology, but also femininity and
so-called “Magma”.

This classification corresponds to Filko’'s aforementioned
work chronology, which becomes seemingly confusing by
his constant antedating, but on the level of ideas he makes it
more precise. While postbigbang falls into the solution of the
problems of the 3rd dimension of existence - after the origin
and end of life and the world; antebigbang is related to the
metaphysical world with which the world of the 3rd dimension
is linked through the 4th dimension. While in the 1990s, after
the eclectic phase of the American period of the 1980s Filko
systematized his work, from the beginning of the 2000s he
focused on the issue of the 5th dimension - describing the
“Essence” of the world that had no physical form before the
Big Bang (which he calls “Nothing in nothing”) into which the
physical nature, whether on the spiritual or energy level, is
further transformed.

Filko's system is all-embracing. The system of colors, which
he used to describe the space order, was further structured
by familiar systems of knowledge, philosophical systems, all
the way to the logos. Structuralization as an analytical mode
involved any possible phenomena, whether defined or newly
formulated by the author. Substructures could be formed con-
tinually until the smallest particles were achieved. According
to this equation, it was possible to create an endless linear
sequence and at the same time, however, endless number of
related sequences that Filko created on various topics and
within the frameworks of the different systems of knowledge
he was interested in.# In a number of his descriptions, for
example, he typically worked with opposites. The binary oppo-
sitions allowed him to develop a multiple inner dialectic (one
of his usual oppositions was “Egoism” versus “Altruism”). All
the so-called sequences which he was creating were running
in parallel. For example, colors affecting specific dimensions
could represent or be replaced by basic elements (fire, water,
air, earth), cardinal points (east, west, north, south), or in other
cases by social issues and other factors. In line with this
structure Filko constantly added and renewed parallel endless
sequences through functional relationships; the complex over-
lapping layers thus formed a rhizome.

Stano Filko is often considered a utopian. He followed
a universalistic model of the world behind our known uni-
verse. He constantly deepened the parallel interconnected
substructures of his system striving to reach such a final algo-
rithm (“Singular Truth” instead of “Pluralistic Relativity”, as he,
being a neo-avant-garde artist, considered pluralism mislead-
ing) which would explain the constant transformation of life in
infinity. In a world in which every particle is all-embracing he
sought “Absolute Objectivity.”

Mira Keratova

1 Most frequently used ambiguous acronyms and abbreviations include:
SF = ,Systém farieb (Color system) - Stano Filko...“; EQ = ,Emotion /
Energy —Intellect ..“; SOIQ = ,Spirit — Intellect ...“; EISQ = ,Emotion
—Reason / Intellect — Spirit...“ among others.

2 Various expressions occur in several Slovak-English translations, see.
e.g. ,Shakras".

3 4Dis in Filko’s understanding a messenger, he also refers to it as a the
Lpostman®.

4 For example Evolutionary Biology, Cybernetics, Astronomy, Afterlife, Art,
Ethics, etc.

HYDROZOA

is the name of ancient animals of phylum Cnidaria (Coelen-
terata), including some so-called biologically immortal species
of jellyfish. It is also the name of a permanent exhibition
format of Stano Filko in the Central Slovakian Gallery; its unli-
mited duration and variable nature is expressed by dividing
the programme in different parts (individual temporary exhi-
bitions, author’s projects, interventions, etc.). The programme
opened to public in its opening part in November 2017.

The Central Slovakian Gallery owns an extensive collec-
tion of Filko’s archival and project works. However, the per-
manent exhibition of Stano Filko HYDROZOA has not been
conceived traditionally as a closed and completed exhibition
of an author or a collection that would have been exhibited
in a particular final form for a long time; its nature is vari-
able and reflects the changing programme. The project has
been realized by invited authors, who themselves respond to
Filko’s work, composing it into a new installation, environment,
individual work or they create autonomous author’s projects.
The primary idea is to increase knowledge of Filko’s work
through engagement of contemporary artists or academics
who will explore it, update it in new contexts, and present it to
the public in unexpected forms. The sequels will vary not only
conceptually, but also visually, communicating with the work
of Filko on an ever changing level.

The broader concept of the exhibition has been set in the
context of institutional critique, which, since the 1960s, has
critically commented on ideologies and power structures in-
fluencing circulation of art, exhibition policies and art debates
on an institutional level. Nowadays, public collection institu-
tions are a frequent coronation site of artists as commercial
celebrities or stars, usually within retrospective exhibitions.
Museums and galleries are rarely seen as experi-
mental platforms, they are becoming places of luxury design
productions with a well-structured public program; they often
smooth out the great provocative ideas of the art to be in
line with the mainstream, to not remain too confrontational,
and to be easily digestible especially by the targeted middle
class. Art institutions and public collections are often linked to
art market requirements, consumer mechanisms, investment
strategies, and are affected by the overall commodification
and monetisation of the world and art. These circumstances
not only influence art production, but also its representation.
In the call for a reform or regeneration of art institutions and
review of political and economic aspects of their functioning,
the Central Slovakian Gallery offers the iconoclastic format of
permanent exhibition HYDROZOA, focusing not on the mar-
keting value of the work of Stano Filko, but on increasing the
knowledge of it and reducing the role of the object of art. The
programme of curatorial and author’s exhibitions is composed
in cooperation with invited guests.
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