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KORONOGRAF

“KORONOGRAF je teleskopické zariadenie uréené na
blokovanie priameho svetla z hviezdy tak, aby sa dali rozo-
znat blizke objekty — ktoré by inak zostali skryté v jasnom
Ziari hviezdy. Va¢sina koronografov je uréena na zobrazenie
korony Sinka, ale nova trieda koncepéne podobnych nastro-
jov (nazyvanych hviezdne koronografy, aby boli aj takto odli-
Sitelné od sIne¢nych koronografov) sa pouziva na vyhladava-
nie extrasolarnych planét a protoplanetarnych obalov okolo
blizkych hviezd.”!

Sedim v prvom rannom vlaku s jednym vagénom, je
5.42 hod. Uz 20 minut vlak prechadza malymi, ale husto
zalesnenymi kopcami, a buchoce tak nahlas, ze ostatni
cestujuci na seba musia kri¢at. Vo vagoéne je asi 60 miest,

z ktorych je jedna Stvrtina obsadenych — va¢Sinou muzmi
patdesiatnikmi — zda sa, Ze sa poznaju. Jeden z cestujucich
na dalSej stanici vystupuje a ja mam dost ¢asu na to, aby som
sledovala, ako potom odomyka dvere stanice, pravdepodobne
zacina pracovat. A zase sme spat medzi hustymi stromami,
ktoré ihlicnatymi konéekmi konarov pohladzaju vliak. O dalsie
Styri alebo pat stanic tych dvanast z nas, ktori sme este na
palube, zlezie na kolaje a ¢aka na dalsi spoj. Dvojvagonovy
vlak nas nerovnomerne rozdeli a zistim, Ze som ostala v trojici
s dalSimi pasaziermi. Tento zdvojeny vlak sa vracia tam, odkial
sme prave prisli — a to az dovtedy, kym sa kolaje na upati
kopca nerozdelia. Prekro¢ime Siroku trblietavu rieku. Treti
vlak smeruje do Banskej Bystrice, nastupim vo Zvolene bez
vacésiny ostatnych povodnych pasazierov — idu do Bratislavy.
Zvolenska stanica ma okna zagdinajluce sa vo vyske kolien
atiahnuce sa cez tri podlazia. Steny su oblozené bledozltymi
obkladac¢kami a medzi kazdym oknom je stlp kralovskej
modrej farby, ktory podopiera klenuty strop. Na podlahe su
dlazdice pripominajuce lesteny kameni. Predstavujem si, ako
stanicu cez den zaplavuje prirodzené svetlo. Je to nadherna
budova, ako tane¢na sala. Ale je prili§ skoro rano, sinko je
nizko a okna sa kupu v neprijemnom jase. Vnutro stanice sa,
naopak, zda neprirodzene tmavé, a az ked zdvihnem ruku, aby
som zakryla aspon ¢ast svetla, rozoznam detaily konstrukcie
budovy. DIhy rad kovovych stoli¢iek lemuje jedinu stenu bez
okien, opierky na ruky su oblozené plastom pripominajicim
chrém. Ako si prehadzujem batoh, aby som si sadla, puléver
sa mi skruti zachyteny do popruhov.

Vo vnutri Zelezni¢nej stanice je Sest alebo sedem malych,
prevazne prazdnych obchodov. Do budovy vyzerajlicej ako
jaskyna boli namontované dodato¢ne a velmi sa do nej
nehodia. Ich fasady maju lacné borovicové ramy, pokryté su
plastovym oblozenim, ktoré je imitaciou dreva, a diagonalne
rezané tapety nepresvedcivo napodobriuju zrkadlové dlaZzdice.
Opustené ,chatréoobchody* sa kréia vo svojej architektonicky
velkolepej hrobke osvetlenej prirodzenym svetlom. Strieborna
tapeta sa hanebne odlupuje, akoby pripustala, ze obchody
neboli Uspesné prave pre svoj vzhlad. Pred prazdnymi plasto-
vymi krabicami obchodov su dve takmer identické zahrady.
Tvori ich osem ocelovomodrych odpadkovych kontajnerov na
pozvaranych stojanoch zviazanych dohromady lanami, ¢im
vznikli dva Stvorce s velkostou 3 x 3 metre. Vo vnutri lanovych
bariér je zbierka desiatich az patnastich kaktusov v kvetina-
¢och roznej velkosti a farby. Niektoré z nich su vyssie ako
ja—vyzeraju velmi staré. Zaujimalo by ma, ¢i mali taku velkost,
ked'ich sem vysadili.

Vo vlakovom kupé sedim pri okne a zdielam stdl so Zenou,
ktora lusti krizovky. Ani raz nezdvihne hlavu, dokonca ani ked’
ju mladé diev&a poziada, aby si presunula tasku zo sedadla
vedla nej. Hlavu drzi sklonenu a useéne odpovie:

,Nie.®

Dievca je velmi chudé, na sedadle sa jej sedi pohodine,
ale napriek tomu vzdorovito dviha obodie. Zdvihnuté obocie
je adresované mne — no zbytoéne. Otodim sa a sledujem
neznamy vyhlad beziaci za oknom.

Bod, v ktorom sa v texte stretava umenie, pisanie a filozo-
fia, je hrozivou priepastou moznosti v tvorbe. Za¢ala som nad
nim premyslat ako nad okrajom Ciernej diery; jeho potencial
pohltit nesmierne rozmanité experimentalne spésoby pisania
ohrozuje jeho kategoricky stav nekone&nou hustotou Uplnej
tmy. Kazda jednotliva éast ¢oraz viac meni svoju vinova dizku
stavajuc sa sucastou celej kategorie. Zistila som, ze som
zamilovana do ¢asti — basne, eseje, prace — a prichytila som
sa, Zze sa snazim dondutit ju odhalit nie¢o vacsie, nieco celistvé.
Tieto ¢asti vSak ni¢ neprezradzaju. Namiesto toho vo svojej
tichej vzajomnej konzumacii utimuju, o ich prepaja. Mozno
sa pozeram na nespravnu ¢ast; na 15 % toho, ¢o je napisaneé,
zaSepkané, naémarané, zaznamenané. Ostatnych 85 %
vesmiru tvoria eSte ,neobjavené” astice. Je to akési hypote-
tické lepidlo, ktoré nas vsetkych drzi pohromade. Pozadovat
objavné pravdy od ¢asti (Castic) mbze byt na ukor toho, ze
nepozorujeme &o je, ale o spaja. Cim je tmava hmota, ak nie
funkciou bytia na ceste k praktikam, zvykom, kniham, stran-
kam, slovam?

V roku 2016, pocas rezideéného pobytu v Prahe, som mala
neformalnu prezentaciu o Spekulativnej procesnej filozofii
Alfreda Northa Whiteheada, o tzv. filozofii organizmu, ktoru
popisal v praci Proces a realita: Esej o kozmoldgii a ktora pre-
paja umenie, filozofiu a pisanie. Zasnuc nad moznostami, ktoré
ponukal Whiteheadov systematicky filozoficky pristup = ume-
lecky vyskum, som divoko gestikulovala pred modrou stenou,
na ktoru som naskriabala akusi schéemu Whiteheadovej knihy.
Tuto knihu som éitala znova a znova, akoby bola skor poéziou
nez filozofiou. Vedela som, Ze sa neda zapisat do schémy, hoci
Elizabeth M. Kraussovej sa to celkom dobre podarilo.?2 Toto
je problém komplexnej, Uplnej, jednozlozkovej kozmoldgie;
systematické spdsoby disekcie, prezentacie alebo porovnania
spoliehajuce sa na akykolvek stupen jej redukovania alebo
zjednodus$ovania ju nikdy nedokazu uplne zachytit - je to ako
snazit sa nakreslit cely vesmir zvnutra, ako sa pozera von na
modru stenu. Whiteheadov systém - logicky, zorganizovany,
dokladny a synteticky kompletny — sa bude ¢itat vzdy lepsie
ako poézia. Bude vzdy lepsi ako nie€o, ¢o je vSetkym alebo
nic¢im z toho, ¢o som chcela vysvetlit mojim diagramom. Na
konci vzrus$enej, drazdivej a Sialene matucej prezentacie ku
mne prisiel jeden z kuratorov rezidené¢ného pobytu a odporugil
mi, aby som si pozrela dielo Stana Filka.

Stano Filko je najznamejsi svojou koncepciou systému
SF -z ¢isel a farieb vychadzajucej vizualnej kozmoldgie
zalozenej na jeho vlastnom konkrétnom type metafyzického
myslenia - suc¢astou ktorého je vyuzivanie systematizacie
najdenej kdekolvek inde - &i uz v Newtonovej teorii farieb
a svetla, alebo v diagramoch ¢akier pouzivanych pri prirodnej
liecbe. Mira Keratova, kuratorka Stredoslovenskej galérie,
nedavno ziskala do zbierky galérie vyznamnu sériu diel Stana
Filka na papieri. Tieto prace popisuju prvky systému SF vo
viac ako 700 jeho nekoneénych moznych reprezentaciach
a spadaju do samodefinovanej podkategodrie Filkovych pro-
jektovych prac (PROJECT ART). Keratova, ktora s umelcom

Souop
yeses
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spolupracovala dlhé roky na konci jeho Zivota, podrobne
pozna Filkov filozoficky systém. PiSe:

»Rozhodujucim bodom je fakt, Ze ho [systém SF] Filko
pouziva ako Strukturu. Jeho rozdelenim do 5 dimenzii vytvara
hrubu vertikalnu Strukturu. Kazda z nich je dalej horizontalne
Strukturovana do 20 farieb. AvSak kazda farba sa rozsiruje
len do urcitej dimenzie (vytvara ¢akry), zatial ¢o kazda vyssia
dimenzia obsahuje vSetko z nizSich. Priestorovyn modelom
takejto schémy by bola pyramida.”

Keratova prepdja farby s ich korelaénymi gislicami
a umiestnuje ich do piatich horeuvedenych dimenzii:

,D. D. je metafyzicko-ontologicky priestor.

12. TRANSPARENTNA (absolutno); 1. BIELA (podstata);

10. ZLATA (duch). 4. D podla Filka je posol definovany altruiz-
mom. Je to asymetricky ¢asopriestor Zivota po smrti v opozicii
k 5. D., ktory je dokonalou symetriou. 9. STRIEBORNA (vrchol
ducha); 8. RUZOVA (falo$ - Laska); 7. FIALOVA (ciel klinickej
smrti). 3. D. je na$ kozmos — vesmir. Filko ho spéja s egoiz-
mom. 6. CIERNA / indigova (ego - temna hmota); 5. MODRA
(kozmos — hmotna realita); 4. ZE!_ENA (socialno-politicka
realita — socialne utopie); 3. ZLTA (dualizmus - narodenie
hermafroditov - pociatok ludstva); 2. ORANZOVA (eros — sex);
1. CERVENA (biologia - Zena — magma).”

Vo Filkovom diele, konkrétne v systéme SF, som videla
vizualny a materialny kod, vdaka ktorému by mohla byt
schéma, ktorti som nakreslila na modru stenu, trochu hma-
tatelnejSia. Koronograf. Whiteheadova metafyzika zmie$ana
s Filkom; Spekulativne alebo axiomatické taneéné stopy.
Snahy oboch sa uz zvlastne snubili v ich jedineénych, sys-
tematickych pokusoch vyloZit jednozloZkova kozmologiu
vytvorenim suboru metafyzickych principov. To, ¢o Filko
oznacuje za ,nejaky konec&ny algoritmus” alebo ,singularnu
pravdu®, by sa mohlo lahko zamenit za Whiteheadovu ,naj-
vysSiu pravdu“.® Whitehead a Filko maju spoloény aj sulad
s0 svojimi osobitnymi geografickymi typmi modernistickych
spbsobov tvorby. Whiteheadova zapadna doktrina filozofi-
ckého modernizmu prevladala na zaciatku 20. storodia. Filko,
ktory pbésobil 40 rokov po Whiteheadovi, sa hlasil tak k zapad-
nej modernistickej myslienke, ako aj k typickému modernizmu
charakteristickému pre vychodnu Eurdpu (skimanému
umelcami pésobiacimi v byvalom Ceskoslovensku, Rumunsku,
Polsku, Bulharsku, Madarsku a byvalej NDR). Whitehead i Filko
boli vyhlaseni za alternativnych myslitelov proti imperialistic-
kym hrozbam zapadného modernizmu, za ¢o boli aj vysoko
vyzdvihovani.*

Jan Verwoert vo svojom texte Svet ako médium: O diele
Stana Filka nachadza podobnu radost v rozsiahlom Filkovom
diele, pricom systém SF opisuje ako sériu svetlolamov, per-
spektiv alebo empirickych zén. Kazda farebna zona vytvara
absolutny svet, ktory sa da vidiet v uritom svetle: social-
no-politicky, eroticky atd. Akoby kazda praca bola tou istou
pracou, no z iného uhla, videna cez iny filter. Kazdu ¢ast sveta,
kazdu jednu udalost a nekone¢né moznosti jeho vztahov je
mozné brat do Uvahy a kategorizovat v precizne sa meniacich
zbnach sveta a zonach, z ktorych je svet.® Verwoert uznava
vo Filkovych pracach idealisticku snahu o vytvorenie kom-
pletného metafyzického systému, ktory porovnava s hege-
lovskym megastrojom. Zaroven Filka povazuje za materialistu
a pragmatika, za niekoho, kto sa, podobne ako Wittgenstein,
snazi prekonat metafyziku tym, Zze podmieriuje rozlustenie
aspektov sveta priamou skusenostou so svetom. Verwoert
chape Filkovo dielo ,nie ako jeden stroj, ale skér ako topoldgiu
zretelne oddelenych, no zaroven prepojenych zon rozprestie-
rajucich sa pred nami“. ,,Zvazok sily megastrojov s kritickou
mudrostou rozvijajucich sa svetov empirickych zén/semio-
tickych poli/umeleckych platd®. Tento zvazok, ako naznacuje
Verwoert, umozriuje, aby boli vyjadrenia o totalite vo Filkovom
diele chapané ako taktické vyroky. Premyslanie o totalite ako
taktike je spojené s Verwoertom prostrednictvom diel Borisa
Groysa. Verwoert piSe, Ze ,v totalithom reZime vo vSeobe-
cnosti... bude Statny ideoldg vzdy ako prvy vyhlasovat totalitu
(ako nazor, prostriedok a spdsob nazerania na veci) a svoje
vedenie bude oddvodrovat tvrdenim, Zze len on sdm moéze
vyjadrovat Stat v jeho totalite." Tento narok na moc sa opiera
o potlac¢anie akychkolvek alternativnych vyrokov. Umelci
a intelektuali si mézu osvojit taktiku mimikier parodujuc hlas
ideologie; mézu uskutocriovat ,dialektiku vélenenia sil véle-
fovania s vyuzitim parddie a radikalizacie”. Toto moze podla
Groysa vytvorit priestor na rekultivaciu silnych funkcii ideolé-
gie, ktora ich ,oslobodzuje: vo forme umeleckej Spekulacie”®

V Stredoslovenskej galérii v Banskej Bystrici sa streta-
vam s Mirou Keratovou. Nad Filkovymi projektovymi pracami
(PROJECT ART) spamaéti predstavi suhrn systému SF, zatial
¢o odborne preklada kopy anotovanych a antidatovanych
vykresov, ktoré boli roztriedené do velkych farebnych zlozZiek.
Ma natolko vzité opakujice sa koncepty v obrazoch, ze je
tazké nezamienat si jej hlas s Filkovym rukopisom. Ked' sa
teraz, o niekolko mesiacov neskér, pozeram na reprodukcie
tychto obrazov, stale pri pohlade na Filkovo $pecifické pismo
pocujem Miru. Nedokazem si spomenut na jej preklady, vyba-
vujem si len drobné zvyky, ktoré prinasa poznanie; zmrastené
obocie pri Specifickom regionalnom historicko-politickom
vyhlaseni; takmer nepostrehnutelny iusmev tykajlci sa potla-
¢ania komeréného predaja; trpezlivy entuziazmus pri zlozitosti
katalogizacie prac, ktoré su nedatované, rozobraté a znova
pouzité umelcom na iny ucel. Je to prave kurator, koho ulohou
je teraz rekonfigurovat a znovu ohranicit Filkov Istivy narativ.
Vysvetluje jeho klinické smrti, jeho klony, ,newspeak®, ktory
vytvoril namiesto toho, aby sa naucil po anglicky, ked' zil v New
Yorku. Jej anekdoty su zafarbené systémom SF; predstave-
nim vlastnej skisenosti s umelcom a jeho dielami ho inter-
pretuje viacdimenzionalne - prostrednictvom jeho osobnych
anekdot — cez kritickejSie vysvetlenia teoretickych spletitosti
jeho postupov. Nezaujima sa o0 muzeologicku chronologiu
a zacina tak, ako by to mozno spravil sam Filko — Spiralovitym
pohybom smerom von.

Mira sa raz stretla s Filkom v jeho ateliéri, kde Studovala
sériu prac na papieri uréenych na nadchadzajucu vystavu.
Filko ¢asto vytvaral viacero variacii toho istého obrazku/
/myslienky/diagramu pomocou farebného kopirovacieho
stroja. Praca, na ktoru sa pozerala, vyuzivala reprodukciu
farebnej, mozno geologickej mapy alebo mapy predpovede
pocasia. Filko zmenil pévodny farebny klu¢ originalu obrazku,
pricom malé Stvoréeky oznacil CGiernym perom popisujuc svoj
vlastny systém farieb. Zvy$ok obrazku vybielil. Pracu opakoval
znovu a znovu, s malymi rozdielmi. Mira sa pozerala na kresby
s umyslom vybrat si tu ,najlepsiu” pracu na vystavu. Obrazok,
ktory si zvolila, ukazala Filkovi, aby vyjadrila svoj zaujem on.
Filko si vzal pracu, ktoru si vybrala, a na jej zdesenie ju zhuzval
do malej gulocky. Po dramatickej prestavke Filko kresbu znova
rozprestrel, opatrne ju vyhladil chrbtom ruky a vratil jej ju.
Smeje sa, ked rozprava pribeh o tomto provokativnom pred-
staveni, a so zjavnym obdivom dodava, Ze ta ,praca vyzerala
este lepsie”.

Whitehead vo svojej presnej a expanzivnej schéme, ktora
sa zacina filozofickym zhromaZdovanim a neskoér prechadza
systematizdciou,” ,nahradza klasicku ontoldgiu substancie
predpokladom zakladnych procesnych jednotiek”. Zakladna
myslienka procesnej ontoldgie chape stavanie sa (neko-
necéné a subjektivne) ako predpoklad bytia. Neustale vznika-
nie vSetkého je zalozené na principe novosti a nachadza sa
v konkrétnych skusenostiach. Kreativita je vytvaranie novosti
chapanej prostrednictvom filozofickej abstrakcie. Je to pra-
poévodny filozoficky koncept. Ako zakladny koncept, cez ktory
prichadzaju do stavu bytia vSetky ostatné, je to aj najvseobec-
nejsia a najpresnejsia predstava. Kreativita je podmienkou
toho, aby sa ,mnohi stali jednym, ktoré sa potom zvysi
o jedného", je to prostredie, v ktorom sa vytvara vSeobecné
a $pecifické a v ktorom tieto dalej nie¢o vytvaraju.2 Kreativita
zony estetickej skusenosti. Je to neustaly, samostatne sa
riadiaci a tvoriaci proces, pomocou ktorého niec¢o (vSetko)
smeruje k svojmu dokonéeniu, od svojho pociatku po stav
jednoty. Vo Whiteheadovej metafyzike smerovania k dalSiemu

staniu sa nie¢im je dokoncenie vznikom, a zatial ¢o systém
musi byt chapany ako uplny, aby sa zabranilo rozdvojujucim
tendenciam (ktoré Whitehead jednozna¢ne odmieta) v jeho
neustalej novej produkcii, totalita moze byt len synteticka.

V tejto zdielanej metodoldgii — vytvorenie synteticky
uplnej schémy, ktora je vzdy iniciovana totalizujicim gestom
poziadavky na vytvorenie singularnej pravdy — nachadzam
podmanivu provokaciu. Gesto je filozofické v tom zmysle, ze
sa zaobera len abstrakciami. Zagina, otvara, robi skoky; ale vo
svojom zvyku popisovat vSeobecny stav je jeho manifestaciou
opatovné ustanovenie prostrednictvom konkrétnych skuse-
nosti. Singularne, zufalo sa snaziace smerovat ku vSeobec-
nému, je vysvetlitelné len v singularnom. Metodologické
gesto vyhlasuju Whitehead a Filko prostrednictvom textov
svojich prislusnych kozmologii ako nevyhnutny synteticky
koncept pri odhalovani nekone¢ne novej produkcie myslenia,
sveta a seba. Inkluzivita sa mobilizuje ako abstraktna funk-
cia pri tvorbe novych vedomosti prostrednictvom toho, ¢o
Whitehead nazval vnutorné vztahy a ¢o Filko oznaéoval zdru-
Zenia— Associations. Obidva kreativne pokusy vytvaraju pod-
mienky pre Spekulativhu abstrakciu a spoliehaju sa na riu ako
na nastroj na premyslanie o moznostiach dalsich zo vsetkych
skusenosti. Whitehead a Filko predstavuju myslitelov, ktorych
metafyzika prekonfiguruje velku ¢ast zakladov metafyziky.

Whiteheadove myslienky boli vzdy za hranicou metafyziky,
no nie v zmysle jej opustenia, ale v jej zasadnom znovuskon-
cipovani ako otvoreného a omylného usilia formulovat (per
impossible) univerzalne vysvetlenie skisenosti.®

Vizualna manifestacia synteticky kompletnej kozmologie je
pravdepodobne najzretelnejsia vo Filkovom PROJECT ARTe
a TEXT ARTe. Diagramové kresby vyuzivaju vertikalne a para-
lelné Ciary alebo geometrické tvary na vymedzenie r6znych
farebne oznac¢enych kategorii, ktoré zodpovedaju vyrokovym
asociaciam prejavujucim sa v délezitych udalostiach v Zivote
umelca - toto je systém SF. Napriklad Cislo 7 zodpoveda fialo-
vému objektu, ktory koreSponduje s pisanym slovnym spo-
jenim ,klinicka smrt“ — jednou z troch klinickych smrti, ktoré
zazil Filko. Farby a text sluzia ako odkaz na jedine¢nu skuse-
nost, ¢o zaroven vytvara priestor na vytvorenie vSeobecnej
kategodrie, konceptu alebo procesu v ramci systému. Toto
odraza zaklady vyvoja Whiteheadovej filozofie — ktora je vzdy
zakotvena v skusenosti a vzdy sa k nej vracia - filozofickej
cesty do abstrakcie, ktord Whitehead prirovnava k vzletu a pri-
statiu lietadla. Kategorie, popisané oddelene prostrednictvom
farby, tvaru, anotacie a niekedy prostrednictvom textového
popisu zazitku, ale naj¢astejsSie kombinaciou vSetkych vyme-
novanych spdsobov, su ako koncepty diskrétne a funkéné
len v ramci SirSej filozofickej schémy. To znamen4, ze su len
abstrakciami prvkov konkrétnej skusenosti a nikdy nemézu
byt uplne abstrahované zo systému SF, pre ktory a ktorym
su vytvorené. V dvojrozmernych Filkovych dielach su vztahy
medzi tymito polodiskrétnymi a permeabilnymi kategoriami
reprezentované prekryvom a krizovanim viacerych riadkov
alebo tvarov, farebne oznacéenych ¢asti alebo zbierok koncep-
tov, ako aj prostrednictvom textovej anotacie a jazykovej hry.

Spekulativna filozofia méa svoje korene v abdukénej logike,
pri¢om pridanie iného konceptu podporuje vytvaranie kon-
trastu tam, kde predtym nebol. Do popredia sa tak dostava
kreativne vytvaranie novotvarov, prostrednictvom ¢oho sa
kazda udalost stane dostupnou pre vnimanie. Hovorime o Spe-
kulativnom skoku. Ten je vSak aktivny a vyzaduje si, aby sme
ho spravili. Vo Filkovych dielach najdeme fyzicku stopu skoku
medzi filozofickymi konceptami v prenikavych dodatoénych
silach spajajucich linii, zoznamov suvisiacich alebo nesuvisia-
cich terminov a datumov, vymyslenych terminov a opakova-
nych udalosti. Linie navzajom otvaraju farebné useky a tvary,
spajaju a lamu fragmenty textu. Linie pésobia vo Filkovych
kresbach ako doplnkové pojmy v operaciach vytvarania
novych vztahov a hierarchii myslenia. Jeho neologizmy maju
rovnaku funkciu; kategodrie su vzajomne prepojené a myslienky
sa navzajom spajaju. Singularne textove vyrazy sa vrsia jeden
na druhy a vytvaraju chimérické vyroky. Vymedzené koncepty
sU oddelené a vzapati sa navzajom opéatovne otvaraju v inych
formaciach. Lamanie alebo spajanie gest do linie — graficky,
ako aj z pohladu textu — meni hierarchie a blizkost. Vztahy sa
pohybuju v oboch smeroch pozdiz linie, tam a spéat, od poro-
zumenia k nedorozumeniu. Kazdy prvok prinasa Ciastocné
vedomosti o ostatnych, s ktorymi sa stretol. Tieto gestéa sa
zosilnia, ked' sa diela opat objavia v odliSnych konfiguraciach
vo vystavnych priestoroch, katalégoch, skladoch a paméti.

Je to &itanie a opatovné citanie (ako poézia) sluciek a Spi-
ral diela Proces a realita: Esej o kozmoldgii. Na zaciatku knihy
Whitehead predstavuje Spekulativnu filozofiu ako zaklad, na
ktorom stavia svoju komplexnu schému, filozofiu organizmu.
Tej predchadza 15 stran Obsahu. Ked som videla Filkovu
Transcendentalnu meditaciu — TEXT ART z roku 1980; offset,
21 x 30 (alebo rozlozeny plagat 42 x 60), nemohla som si
nespomenut na Whiteheadov obsah. Transcendentalna medi-
tacia je leskly letak napodobnuijuci dizajn tradi¢neho slovnika -
stlpce, zvyraznené &asti textu, ¢itatelné thladné pismo - je to
slovnik pojmov, ako napriklad transcendentno, kreativita, inte-
ligencia, mentalita atd. Slova sa opakuju v Styroch jazykoch:

v slovencine, nem¢ine, francuzstine a angli¢tine. Slovniku
predchadza kratky prihovor, ktory je samostatnym zoznamom
a prehlasuje Transcendentalnu meditaciu za nie¢o

»Za hranicou doktriny, za hranicou reality, antikozmicku,
za hranicou kozmického, superzmyselnd... éisto abstraktnu,
nepozorovatelnu, planovanu, neplanovand... myslitelnu,
nepredstavitelnu... tichy, ¢istd, nerozpoznatelnu, rozpozna-
telnu, existujucu pred skusenostou.”

Vo vynatku z obsahu Whiteheadovej prace sa na strane
XX pise:

~Kapitola IV. Organizmy a zivotné prostredie...

I. Reakcia zivotného prostredia na skuto¢né prile-
zitosti; tesnost a Sirka, zavislost na spolo¢nostiach, prvok
poriadku; chaos, trivialita, usporiadanost, hibka; trivialita,
neurditost, tesnost, Sirka; nekompatibilita, kontrast; trivialita,
nadmerna diferenciacia; neurcitost, nadmerna identifikacia
chaosu, nepresnost, tesnost, Sirka.”

Tieto dva dokumenty sa z hladiska svojho vzhladu prili§
neliSia — podobna volba pisma, farby papiera. Kazdy je
obsiahnuty v Zivotnom diele a obsahuje zZivotné dielo. Oba sa
Citaju ako poézia, ako usmernenia, stopy, pokyny, protireCenia,
provokacie, navrhy. PrinaSaju napady, ktoré patria rovnako ich
autorovi ako nikomu - prilis Specifické, prili§ véeobecné, rov-
nako zmysluplné ako Cierna diera. Tvoria zoznam Specifickych
konceptov, ktorych definicie su dané vzajomnou blizkostou. Su
slovami rozsirujlicimi ich pévodny zamer, rozprestierajucimi sa
do takych dialav, ze sa stavaju nie¢im inym vzdy, ked sa Citaju,
opakuju, znovuobjavuju alebo pokréia do malej guldécky a opat
roztvoria. Tisice drobnych spajajucich zahybov ako linii ozna-
¢ujucich starodavne suhvezdia na hviezdnej mape.

Méj rany vyskum prace Stana Filka sa stretol s viac
ako jednym zdvihnutym oboé&im. Ako mézem ja ako nie-
kto, kto nehovori po slovensky, pochopit slovné hracky,
nespravne napisané slova a neologizmy, ktoré, ako sama
tvrdim, st vyznamnymi prvkami vizualnej lingvistickej praxe
umelca? Pravdou je, Ze to nedokazem. 15 % sa ich stratilo
v preklade - tych 15 % su hviezdy, planéty, objaveny vesmir.
Nedokazem pochopit ani ¢ast toho, ¢o napisal Stano Filko
vo svojom rodnom jazyku; neviem, ¢i preklady do angli¢tiny,
francuzstiny alebo nemdiny triafaju do ¢ierneho, ¢i obsahuju
dvojzmysly, alebo sa smeju na slovnych hrackach. Som vzdy
mimo ,.insajderskych vtipov“. Vopred pospajané body; zapo-
zicané kody farieb, klebety zo sveta umenia; Verwoertove
Spekulacie a Mirine pribehy. Mam pocit, Ze sa brodim poéziou,
ktora je len obsahom a ni¢im inym. Na 85 % tapem v tme.
Neustale narazam do modrej steny. Nepovzbudzuje ma to, aby
som $pekulovala o Filkovom podpichovani. Nie! Nuti ma $pe-
kulovat. Kazdy pohlad je pre mra skokom, padom, neznamym
pohladom, ktory mi unika. Som stale len na ceste k niecomu.

Sarah Jones

CORONAGRAPH

“A CORONAGRAPH is a telescopic attachment de-
signed to block out the direct light from a star so that
nearby objects — which otherwise would be hidden in the
stars bright glare — can be resolved. Most coronagraphs
are intended to view the corona of the Sun, but a new class
of conceptually similar instruments (called stellar corona-
graphs to distinguish them from solar coronagraphs) are
being used to find extrasolar planets and circumstellar
disks around nearby stars.”

| am on the first train, a single carriage, at 5:42am. The
train cuts through the small, densely forested mountains
for 20 minutes or so, thumping loudly enough that the other
passengers softly yell at one another. There are maybe
60 seats in the single carriage and one quarter of them are
taken, mostly by men in their 50s who seem to know one
another. One of the passengers gets off at the next station
and | have enough time to watch him unlock the station
door, presumably to start work. Then we're back in the thick
trees whose spindly branch tips stroke the train. Four or five
stations later, the twelve of us who are still aboard, climb
down on to the tracks to await the connection. The two-car-
riage train divides us unevenly and | find I'm one of only three.
This doubled train, doubles back on where we'’ve just come
from before the tracks split at the base of a hill. We cross a
wide shining river. The third train goes to Banska Bystrica,

I board in Zvolen without most of the others - they are going
to Bratislava. Zvolen station has windows that reach three
stories into the air from knee height. The walls are tiled in a
pale yellow and between each window is a royal blue pillar
that opens on to the vaulted ceiling. The floor is tiled but with
the look of polished stone. | imagine the station flooded with
natural light later in the day. It's a magnificent building, like a
ballroom. But it’s too early in the morning and the sun is low,
washing the windows with an uncomfortable glare. The inside
of the station seems unnaturally dark in contrast and it's only
when | raise my hand to block some of the light that | can see
the details of the station’s construction. A long row of metal
chairs lines the only windowless wall, the arm rests have
been cladded with chrome-look-plastic. My jumper twists at
my waist, caught up in the straps as | swing my backpack
around to my front to sit down.

Inside the train station are six or seven small shops that
are mostly empty. They have been badly retrofitted into
the cavernous building. Their fagades are made of cheap
pine framing, covered with plastic wood-look-paneling, and
diagonally cut contact adhesive that unconvincingly mimics
mirror tiles. The abandoned shack-shops cower in their na-
turally-lit, architecturally resplendent tomb. The silver contact
peels shamefully as if to admit that it was on account of their
appearance that they had failed to house successful trade.
In front of the empty plastic box-shops are two near identi-
cal gardens. Eight blue-steel rubbish bins on welded stands
have been roped together, forming two three-by-three metre
squares. Inside of the rope barriers are a collection of ten to
fifteen cactuses in pots of various scale and colour. Some of
them are taller than me - they look very old and it's unclear if
they were all the same size when they were planted here.

On the train, | sit in a compartment, against the window,
sharing a table with a woman doing crossword puzzles. She
never looks up, even when a young girl asks her to move her
bag from the seat next to her. She kept her head down and
replied curtly,

“Nie.”

The girl is very thin and she sits comfortably in the seat
anyway, defiantly raising her eyebrows. The eyebrow raise is
wasted on me. I'm facing backwards and the unfamiliar view
out the window races away from me.

The juncture at which art, writing, and philosophy meet in
text, is a formidable chasm of possibility in creative produc-
tion. | have come to think of it as the event horizon of a black
hole; it’s potential to consume a voluminous diversity of ex-
perimental writing practices, endangers its categorical status
to the infinite density of complete and total darkness. Each
single part, more and more redshifted as it becomes part of
the whole category. | find myself enamoured by the part—the
poem, the essay, the work—and | find myself demanding it
to reveal something greater, something whole. But these
parts don’t give anything away. Rather, they mute, in their
silent consumption of one another, what it is that binds them
together. Perhaps I'm looking at the wrong part; that 15% that
is written, whispered, scrawled, recorded. The other 85% of
the universe is as-yet “undiscovered” particles. Some hypo-
thetical glue that keeps us all together. Demanding revelatory
truths from part(icle)s comes at the expense of observing
not what is, but in fact what binds. What is dark matter if not
the function of being on the way towards practices, habits,
books, pages, words?

In 2016 at a research residency in Prague, | gave an
informal presentation on the speculative, process-based
philosophy of Alfred North Whitehead’s, philosophy of
organism as it is developed in “Process and Reality: An
Essay on Cosmology,” and that juncture at which art, phi-
losophy and writing meet. Gushing at the possibilities that
Whitehead'’s systematic, philosophical approach offered
= artistic research, | gesticulated wildly in front of a blue wall,
on which | had scrawled a kind of diagrammatic break down
of Whitehead'’s book. It is a book that | have read and re-read
as if it were poetry rather than philosophy. A book that | knew
could not be broken down diagrammatically, though Elizabeth
M. Krauss does a pretty good job of it.2 This is the trouble
with the complex, total, one substance cosmology; syste-
matic modes of dissection, presentation or comparison that
rely on any degree of reduction or simplification can never
quite capture it; it would be like trying to draw the universe, in
its entirety, from the inside as if looking outwards, on a blue
wall. Whiteheads system —logical, organised, thorough and
synthetically complete — will always be better read as poetry.
Will always be better as something that is all or none of the
things that | wanted my diagram to explain. At the end of the
exited, exasperated and wildly confused presentation, | was
approached by one of the residency’s curators who recom-
mended | take a look at the work of Stano Filko.

Stano Filko is best known for his conception of the
SF system —a number and colour-coded visual cosmology
based on his own particular brand of metaphysical thought
— part of which is the sequestering of systematisation from
any-old-where; whether from Newton’s theory of colour and
light to tchakra diagrams used in naturopathy. Mira Keratova,
curator of the Central Slovakian Gallery, recently acquired a
substantial series of Filko's works on paper for the museum’s
collection. These works detail elements of the SF Systemin
over 700 of its infinite possible representations and fall in to
the self-defined subcategory of Filko’s Project Art. Keratova,
having worked closely with the artist for many years towards
the end of his life, has a detailed knowledge of Filko’'s SF
system. She writes,

“The crucial point is that Filko is using it [the SF system]
as a structure. By dividing it into 5 dimensions he creates the
rough vertical structure. Each one is furthermore horizon-
tally structured into 20 colors. However, each color extends
just to a particular dimension (creating chakras), while each
higher dimension contains everything from the lower ones.
The spatial model of such a schema would be a pyramid.”

Keratova summarises the colours with their correlating
numerals and places them within the five dimensions men-
tioned above,

“5. D. is a metaphysical-ontological space.

12. TRANSPARENT (Absolute); 11. WHITE (Essence);

10. GOLD (Spirit). 4.D. according to Filko is the Messenger
defined by altruism. It is an asymmetric Space-Time of the
Afterlife in opposition to 5.D., which is a perfect symmetry.
9. SILVER (Peak of the Spirit); 8. PINK (Falseness - Love);

7. VIOLET (Destination of Clinical Death). 3. D. is our
Cosmos-Universe. Filko associates it with Egoism. 6. BLACK
/ indigo (Ego - Dark Matter); 5. BLUE (Cosmos - Material
Reality); 4. GREEN (Social-political reality — Social Utopias); 3.
YELLOW (Dualism - Birth of the Hermaphrodite — Beginning
of Humankind); 2. ORANGE (Eros - Sex); 1. RED (Biology

- Female — Magma).”

In Filko’s work, specifically this SF System, | saw the
possibility of a visual and material code that might make that
diagram that | had drawn on the blue wall a little bit more tan-
gible. A coronagraph. Whitehead’s metaphysics remixed with
Filko’s; some speculative or axiomatic dance track. The two
already seemed awkwardly married in their unique, syste-
matic attempts to outlay a one-substance cosmology through
developing a set of metaphysical principles. What Filko refers
to as ‘some final algorithm’ or ‘Singular Truth,® could easily
be mistaken for Whitehead'’s ‘ultimate truth.” Whitehead and
Filko also share an alignment with their particular geographic
brands of Modernist modes of production. Whitehead'’s
Western doctrine of philosophical modernism was prevalent
throughout the early 20th century. Filko, working 40 years
after Whitehead, ascribed to Western modernist thought as
well as the distinctive modernisms typical of Eastern Europe
(explored by artists working in former Czechoslovakia,
Romania, Poland, Bulgaria, Hungary and the former GDR). At
times, both Whitehead and Filko have been heralded as alter-
native thinkers to the imperialist perils of Western modern-
ism, for which they were also celebrated for championing.4

Jan Verwoert, in his text World as Medium: On the Work
of Stano Filko, finds a similar joy in Filko’s vast oeuvre, de-
scribing the SF system as a series of prisms, perspectives, or
experiential zones. Each coloured zone is itself the creation
of a total world viewed in a certain light; socio-political, erotic,
etc. As if each work, was the same work, from another angle,
through a different filter. Every part of the world, each and
every event and its infinite possible relations can be ac-
counted for and categorised in the precisely shifting zones,
within the world, and of which the world is made.5 Verwoert
recognises in Filko’s work the idealistic pursuit of the creation
of the complete metaphysical system, which he compares to
a Hegelian megamachine. Simultaneously he finds Filko to
be a materialist and a pragmatist, someone, who more like
Wittgenstein, is looking to overcome metaphysics by under-
girding any deciphering of aspects of the world via direct ex-
perience of the world. Verwoert comes to understand Filko’s
oeuvre as “less like a single machine, and more like a topolo-
gy of distinct yet interconnected zones spread out before
us.” A “marriage” of the “force of megamachines to a critical
wisdom of unfolding worlds of experiential zones /semiotic
fields / artistic plateau.” This marriage, Verwoert goes on to
suggest, allows claims of totality in Filko’s work to be under-
stood as tactical claims. Total thinking as tactic, is related by
Verwoert through the writing of Boris Groys. Verwoert writes
that, “In a totalitarian regime in general... the state ideologue
will always be first to lay claim to totality (as a point of view,
medium and mode of address) and justify his leadership
with the assertion that he alone can articulate the state in
its totality.” This claim to power relies on the suppression of
any alternative claims. Artists and intellectuals can adopt the
tactic of mimicry, parodying the voice of ideology; thereby
performing the “dialectics of subsuming the forces of sub-
sumption, by means of parody and radicalisation.” Which
according to Groys, can make space for a reclamation of the
powerful functions of ideology, which “frees them up: in the
form of an artistic speculation.”®

| am meeting Mira Keratova at the Central Slovakian
Gallery in Banska Bystrica. Over a mass of Filko's Project
Art she relays a summary of the SF system by heart, whilst
expertly translating piles of annotated, and anti-dated,
drawings that have been sorted into large colour coded
folios. She is so familiar with the recurrent concepts in the
images that it becomes hard not to relate her voice with
Filko’s handwriting. When | look at the reproductions of those
images now, months later, | still hear Mira when | see Filko’s
distinct lettering. | can’t remember the translations she gave,
only the micro habits that familiarity breeds; a furrowed brow
over a region specific historical-political statement; an almost
imperceptible smile at the subversion of a commercial sale;

a patient enthusiasm at the complexity of cataloguing works
that are undated, dismantled and repurposed by the artist. It
is the curator that reconfigures and re-confines Filko’s wily
narrative now. She explains his clinical deaths, his clones, the
“newspeak” he developed instead of learning English when
living in New York. Her anecdotes are coloured by the SF sys-
tem, she renders the artists multi-dimensionally as she relays
her own experience of the artist and his works - through his
personal anecdotes — through more critical explanations of
the theoretical intricacies of his practice. She is unconcerned
with museological chronology, and starts as Filko might have,
in the middle, spiralling outwards.

Mira once met Filko in his studio, she was looking at a
series of works on paper for an upcoming exhibition. Filko
often produced multiple variations on a single image / idea
/ diagram, using a colour photocopier. The particular work
she was looking at was an intervention on a reproduction
that featured a colour-scale, perhaps a geological map or
an image of a weather pattern. Filko had re-appropriated the
original image’s colour key, annotating the small squares with
black biro, to describe his own colour based system. He had
whitewashed the rest of the image. The work was repeated
over and over, with only slight variations. Mira was looking
over the drawings with the intention of choosing the “best”
work for exhibition. She made her choice and held the print
out to Filko to indicate her interest in it. Filko took the work
that she had selected and to her horror, scrunched it into a
tiny ball. After a dramatic pause, Filko unscrunched the draw-
ing, opening it out again, he smoothed it carefully with the
back of his hand and gave it back to her. She laughs as she
tells the story of this provocative performance and adds, with
unmistakable admiration, that “the work looked even better.”

In his precise and expansive schema that begins with
philosophical assemblage, then moves through systematiza-
tion,” Whitehead, “replaces the classical substance ontology
by the assumption of elementary process units.” The core
tenet of process ontology sees becoming (infinitely and
subjectively) as foregrounding being. The constant becoming
of everything is established through the principle of novelty,
and located in concrete experience. Creativity is the produc-
tion of novelty, understood via philosophical abstraction. It is
the ultimate philosophical concept. As the ultimate concept,
through which all others come in to being, it is the most
general and specific notion. Creativity is the condition for the
“many becoming one, that is then increased by one,” it is the
milieu in which the general and the specific are produced
and produce.8 Creativity describes the coming into being of
an increasing, whole, and interconnected zone of aesthetic
experience. It is the constant, self-governing and generative
process by which something (everything) tends towards
its completion, that from which it begins, in an inclination
towards unity. Completion is creation, in the tending-towards
further becoming in Whitehead’s metaphysics, and whilst the
system must be thought total to avoid bi-furcating tendencies
(which Whitehead firmly rejects) in its constant novel produc-
tion, totality is only ever synthetic.

It is this shared methodology — the creation of a synthe-
tically total schema that is only ever initiated by the total-
ising gesture of the claim to the production of the singular
truth— that | find a captivating provocation. The gesture is
philosophical in the sense that it deals only in abstractions.

It begins, opens, leaps; but in its wont to describe a general
condition, its manifestation sees it re-establish itself via
concrete experience. The singular, straining desperately

HYDROZOA

toward the general, is only ever explicable in the singular.
The methodological gesture is enacted by Whitehead and
Filko through the textual development of their respective
cosmologies as a necessary synthetic concept in exposing
the infinitely novel production of thought, world, and self.
All-inclusiveness is mobilized as an abstract function in the
production of new knowledges via what Whitehead called
internal relations, and what Filko referred to as Associations.
Both creative ventures create the conditions for, and rely

on, speculative abstraction as a tool for thinking through the
possibilities of what else of all of experience. Whitehead and
Filko emerge as thinkers whose metaphysics reconfigure
much of the base of metaphysics.

Whitehead’s thought was always beyond metaphysics, not
in the sense of abandoning it, but in fundamentally reconceiv-
ing of it as an open-ended and fallible effort to formulate (per
impossible) a universal account of experience?®.

The visual manifestation of the synthetically complete
cosmology is perhaps most obvious in Filko’s Project Art and
Text Art. Diagrammatic drawings make use of vertical and
parallel lines or geometric shapes to delineate distinct colour
coded categories that correspond to propositional associa-
tions manifest in significant events in the artist’s life; this is
the SF system. For example, the number 7, corresponds to
a violet object, which corresponds to the written phrase,
Klinicka smrt (meaning clinical death) —one of the three
clinical deaths that Filko experienced. Colours and text act
as referents to a singular experience, which makes way for
the production of a general category, concept or process,
within the system. This echoes the basis of the development
of Whitehead’s philosophy —that is always grounded in,
and returning to, experience — a philosophical journey into
abstraction that Whitehead likens to the take-off and landing
of a plane. Categories, whilst described separately through
colour, shape, annotation and sometimes the textual account
of an experience, but most commonly through a combination
of all, are only discreet and functional as concepts within
the broader philosophical schema. That is, they are only
abstractions of elements of concrete experience and they
can never be wholly abstracted from the SF system for and
by which they are created. In Filko’s two-dimensional works,
the relations between these semi-discreet and permeable
categories are represented by the overlaying, and intersec-
tion, of multiple lines or shapes, colour coded sections or
collections of concepts; as well as through textual annotation
and language play.

Speculative philosophy has its roots in abductive logic,
wherein the addition of another concept, stimulates the
production of a contrast where it was not originally available.
This foregrounds the creative production of novelty through
which any event becomes available to perception. This is the
speculative leap. It is active and demands taking. In Filko’s
works, the action of the leap between philosophical concepts
finds its physical trace in the penetrative, additional forces
of connecting lines, lists of related or unrelated terms and
dates, invented terms and repeated events. Lines open the
coloured sections and shapes on to one another, lines con-
nect and break text fragments. Lines, in Filko’s drawings, act
as additive terms in operations of creating new relations and
hierarchies for thought. His neologisms perform the same
function; categories are cross-referenced and ideas fall into
one another. Singular textual signifiers are collapsed in to one
another breeding chimeric propositions. Delineated con-
cepts, are separated, only to be reopened onto one another
in different formations. Breaking or connecting gestures in
line — both graphic and textual —alter hierarchies and proxi-
mities. Relations move in both directions along the form of
the line, back and forth, from understanding to misunder-
standing. Each element comes to contain partial knowledge
of the others that it has crossed. These gestures are ampli-
fied when the works reappear in different configurations in
exhibition spaces, catalogues, storerooms and memory.

It's the reading and re-reading (as poetry) the looping and
spiralling, of Process and Reality: An Essay in Cosmology.

At the beginning of the book, Whitehead expertly lays
speculatively philosophy as the ground on which he will
build his complex schema, the philosophy of organism. It

is preceded by 15 pages of Contents. When | saw Filko’s
Transcendentalna meditacia— TEXT ART (Transcendental
meditation — Text Art) from 1980; offset, 21x30 (or unfolded
poster 42x60), | couldn’t help but recall Whitehead'’s table
of contents. Transcendentalna meditacia is a glossy leaflet
that mimics the design of a traditional dictionary — columns,
bolded sections of type, a readable font with a neat serif —
it's a glossary of terms, including: transcendence, creativity,
intelligence, mentality etc. The words are repeated in four
languages: Slovak, German, French and English. There is a
short spiel preceding the glossary list which is a list of its
own, it proclaims Meditation Transcendental as;

“beyond the doctrine, beyond reality, anticosmic, beyond
the cosmic, super-sensuous... purely abstract, unobservable,
planned, unplanned... conceivable, inconceivable... silent, pure,
unrecognizable, recognizable, existing before the experience.”

An excerpt from Whitehead’s Contents, page xx, reads;

“Chapter IV. Organisms and Environment...

|. Reaction of Environment on Actual Occasions;
Narrowness and width, Dependent on Societies, Orderly
Element; Chaos, Triviality, Orderliness, Depth; Triviality,
Vagueness, Narrowness, Width; Incompatibility, Contrast;
Triviality, Excess of Differentiation; Vagueness, Excess of
Identification of Chaos, Vagueness, Narrowness, Width.”

The appearance of these two documents is not so differ-
ent —the font choice, the colour of the paper stock. Each is
contained in, and contains, a life’s work. Both read as poetry,
as directions, clues, instructions, contradictions, provoca-
tions, suggestions. They are evocative of ideas that belong
both to their author and to no-one — too specific, too general,
as meaning-full as that subsumptive black hole. They are
lists of specific concepts, whose definitions are given over
their proximity to one another. They are words, in extension
of their original intent, stretching so far beyond themselves
that they are becoming other things every time they are read,
repeated, reinvented, read, or crushed into a tiny ball and
opened out again. Thousands of tiny connective creases like
lines tracing ancient constellations on star maps.

My early research in to the work of Stano Filko has been
met with more than one raised eyebrow. As a non-Slovak
speaker how can | possibly understand the puns, misspell-
ings and neologisms, that | myself claim, are significant
elements of the artist’s visual linguistic practice? The truth
is, | can’'t. 15% is lost in translation — the 15% that is the stars,
the planets, the discovered universe. | cannot understand
even a part of what Stano Filko wrote in his native tongue;
know whether or not the translations into English, French or
German hit the mark, revel in their double entendre, or laugh
at the puns. | am always outside of the inside joke. | have the
second-hand static of connecting lines; the borrowed colour
codes, art world gossip; Verwoert’s speculation and Mira’s
stories. | have the feeling of wading through the poetry that
is only the table of contents and nothing more. | have 85%
darkness. | constantly hit that blue wall. | am not encouraged
to speculate on Filko’s incitation. Nie! | am forced to specu-
late. Every look, is for me a leap, a fall, an unfamiliar view
that races away from me. | am only ever always on the way
towards something.

Sarah Jones

Stredoslovenska galéria v Banskej Bystrici vlastni rozsiahlu
zbierku diel archivnej a projektovej povahy umelca Stana
Filka. Format trvalej expozicie z tejto zbierky HYDROZOA ma
premenlivi povahu podla meniaceho sa programu, ktory v ga-
lérii realizuju pozvani autori v reakcii na Filkovu tvorbu, ktoru
komponuju do novej inStalacie, prostredia, jednotlivého diela,
alebo vytvaraju autonomne umelecké projekty. Program bol
verejnosti spristupneny uvodnou ¢astou v novembri 2017.

Stano Filko (1937 —2015) je slovensky neoavantgardny umelec
generacie 60. rokov, znamy najma tvorbou totalnych instalacii
a prostredi. Medzi jeho najznamejsie projekty patria ready-
made eventy Happsoc od 60. rokov (na prvom z nich spolu-
pracoval s A. Mlynarc¢ikom a Z. Kostrovou) a transcendentalne
prostredie Biely priestor v bielom priestore od 70. rokov (p6-
vodne s M. Lakym a J. Zavarskym). SSG ziskala v roku 2015
do svojej zbierky rozsiahlu akviziciu viac nez 700 Filkovych
diel. Ide o zbierku mensich objektov a diel na papieri, ktora

ma povahu umeleckého archivu s badatelskym potencialom.
Obsahuje autonémne diela, ako aj dokumentacie Filkovych
vystavnych projektov a mnohych uz neexistujucich alebo
priebezne prepracovavanych priestorovych diel &i diel vysve-
tlujucich vyvoj jeho unikatneho ideologického systému farieb,
ktory vytvoril na vysvetlenie svojho holistického konceptu
sveta. Retrospektivna vystava S. Filka z tejto zbierky sa konala
v SSG v roku 2017.

Sarah Jones (n. 1982) je umelkyria, spisovatelka a kuratorka.

Zije v Tasmanii/AUS. V sucasnosti je na doktorandskom
Studiu na University of New South Wales School of Art and
Design. V roku 2017 sa zuc¢astnila rezidenéného pobytu v
BANSKEJ ST A NICI v Banskej Stiavnici, pocas ktorého sa
venovala vyskumu diel Stana Filka a Filkovych diel zo zbierky
Stredoslovenskej galérie v ramcoch filozofie a tedrie umenia.
Vo svojej praci skuma text ako médium, cez ktoré sa usku-
tocénuje kriticka teoria, ktora sa stava materialom umeleckej
praxe. V tomto kontexte redefinuje publikaciu ako zosobnenu
udalost ¢i stelesneny event (embodied event). Typicky pou-
Ziva narativ prvej osoby, ¢i uz v pisanej alebo performovanej
podobe. Od roku 2011 spolupracovala s Pip O'Brien na tvorbe
instalacii zalozenych na texte, videu a autorskych publikaci-
ach. Zaoberaju sa vztahom medzi umelcom, dielom a diva-
kom, pric¢om narabaju s pamatou, sentimentalitou a osobnym
rozpravanim, v ktorom ma text performativnu ulohu — usku-
tocénuje komunikaciu medzi divakom a obsahom.
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The Central Slovakian Gallery in Banska Bystrica owns an ex-
tensive collection of works of the archival and project charac-
ter of the artist Stano Filko. The permanent exhibition created
from this collection titled HYDROZOA has a varied format in
accordance with the changing schedule that the gallery im-
plements based on the invited artists’ response toward Filko’s
work. They compose it into a new installation, environment,
individual work, or they create autonomous art projects. The
introductory part of the schedule was made available to the
public in November 2017.

Stano Filko (1937—-2015) is a Slovak neo-avant-garde artist
of the 1960s, known mainly for the creation of total instal-
lations and environments. His best-known projects include
the readymade events Happsoc from the 1960s (on the first
one co-operated with A. Mlynarc¢ik and Z. Kostrova) and the
transcendental environment White Space in the White Space
from the 1970s (originally with M. Laky and J. Zavarsky). In
2015, the Central Slovakian Gallery acquired into its collection
an extensive acquisition of more than 700 Filko’s works. This
is a collection of smaller objects and works on paper, which
has a nature of an artistic archive with a research potential.

It contains autonomous works as well as documentation

of Filko’s exhibition projects and many now non-existent or
continuously reworked spatial works or works explaining the
development of his unique ideological color system that he
created to explain his holistic concept of the world. A retro-
spective exhibition of Filko with the works from this collection
was held in the Central Slovakian Gallery in 2017.

Sarah Jones, (b. 1982) is an artist, writer and curator based

in Tasmania. She is a current PhD candidate at the University
of New South Wales School of Art and Design. In 2017, she
took part in a residential stay in BANSKA ST A NICA, Banska
Stiavnica, where she spent her research on the works of
Stano Filko and Filko's works from the collection of the
Central Slovakian Gallery in the frameworks of philosophy
and art theory. Through first person narrative, both written
and performed, her practice explores text as a medium
through which critical theory performs as the material of
practice. Wherein publishing can be redefined through the
embodied event. Since 2011 Sarah has worked collaboratively
with Pip O'Brien producing text based installations, video
works and artists’ publications. Examining relationships be-
tween artists, artworks, and audiences; Jones’ and O’Brien’s
works deal with memory, sentimentality, and personal narra-
tive in which text performs a fraught communication between
viewer and content.
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