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Vystava TICHO A POHOJ je koncipovond ako
prva ucelend monograficka prezentéeia tvorby
Marka Blozo, jedneho z naojvgznamnejsich vy-
tvarnikov mladsej strednej generdcie, v priesto-
roch Nitrianskej golérie. Ide o autoro, Kory vstu-
pil na vgtvarnu scenu v prvej polovici 9O, rokov
20, storocia s autorsky vyprofilovangm umelec-
kym progromom realizovangm prostrednictvom
sirokého spektra medii, od kresby, grafiky, digi-
talnej tloce a fotografie cez malbu oz po objek-
ty a instaldcie. Blozova tvorba mdé dva chorok-
teristicke rysy. Prvgm je poetika paradoru, jeho
schopnost  vytvarat rézne dosurdné  situdcie,
v ktorgch spdja na prvy pohlod nespajitelne vi-
zudlne motivy. Tieto necokane situdcie, ktore
spochyonujy, alebo celkom prevracojy zouzi-
vane pravidld a pragmaticky logiku fungovonia
sveto, odzrkadluju autorovo nekonvenéné vide-
nie reality. To by sme na jednej strane mohli pri-
rovnavat k poetike surrealizmu alebo dadoizmu,
a] ked v pripade Bloza ide skor o schopnost
uchovat si bezprostrednost detskeho pohladu.,
Druhym specifickym rysom jeho tvorby je osobi-
t& autorska ikonografio, teda subor tem, motivov
a znakov, ktoré sU ¢asto odvodené od bandl
nych situacii kazdodennej reality (napr. motiv
Ziletky, cajovej salky, zicherky, rozzuvanej zuvac-
ky, Klucovej dierky, vyplozeneho jozyka), alebo
sa nejokym spdsobom vztahujy na autorove
detstvo (napr. rozpravkovd  postavicka Ferda
Mravco, motiv detskych vystrihovaciek alebo
elektrickgch vidcikoy, kolajnic, viaduktov) a jeho
vyprofilovany zdujem o architektdru o archeo-
logiu. Viacere cykly su inspirovane konkretnymi
architektonickymi pomiotkami reprezentujucimi
rozne historicke obdobia a odlisneé civilizécie
(8ikma veza v Pise, parizska Eiffelovka, goticka
kaplnka Sainte Chapelle, Cinsky mur, egyot-
skeé pyromidy a pod). S tymto suborom znakov

a obrazov autor pracuje kontinudlne od zaciot-
ku tvorby, alebo sa Kk nim opakovane, i s dlhsim
¢asovym odstupom, vracia a sprocuva ich v réz-
nych vgznamovych i medidlnych kontextoch.
Nopriek tomu, ze Marko Blozo studoval na
Hatedre malby Vysokej skoly vytvarngch ument
v Bratislave, prva etopa jeho tvorby bola tazisko-
VO sp0jend s tvorbou objektov a indtaldcil. Ten-
to zdujem, ktory spociatku malbu oko medium
skor vytlacal na okraj, zapadol do koncepcie
Otvoreneho ateliéry, kiory na Hatedre molby vie-
dol profesor Rudolf Sikora. Je dolezite zddraznit,
ze mnohe z jeho skolskych prac vytvorenych
v rokoch 1993 - 1998 su vyzretymi dielami, kto-
rych zrejma kvalita bola ocenend uz v cose ich
vzniku, V roku 1993 bola ¢cierncbielo malba akry-
lom, kde vyuzil predlzujuce sa tiene drobnych
zvieracich figurok na vytvorenie réznych geo-
metrickgch Utvaroy, reprodukovand na obdlke
¢asopisu Profil sucasneho vytvarneho umenia.
InStalacia Pomalz roku 1994, kde prvygkrat pouzil
zuvacku ako vytvarny materidl, bola opakovone
reprodukovonad v odoornych ¢asopisoch, alebo
zoradend do dolezitych vystav. Nakoniec, jeho
site specific instaldcia 3DA0, vytvorend v roku
1996 pre vystavu Interier verzus Esterier, bola ne-
skér zakupenad (respektive jej model) do zbierky
Slovenskej narodnej golérie a stala sa vychodis-
kom dalsich invencne rozpracovanygch motivov.
Tri prace z tohto otvoreneho cyklu - Druhad re-
novacia (1996 - 2007), Tretia renovacia a Postel
z roku 2007 - su v zbierke Nitrionskej galérie.
Hoci popierove modely znadmych architekto-
nickych pamiatok vytvorené na princioe paro-
doru dominovali este na somostatnej vystave
v Muzeu Vojtecha Lofflera v Kosicioch v roku
2004, uz v prvygch rokoch 21 storocia zazno-
mendvome v autorovom umeleckom progrome
vyroznejsi obrat k malbe. Dobre to dokumentuje



jeho ucast na dolezitych monotematickych vy-
stavach, ktore vseobecny obrot Kk mediu mal-
by dokumentovali o analyzovali (nopr. Prievan
v sucasnej slovenskej malbe Povazska galéria
umenia, Zilina, 2005; ObrazSHovo - Sucasnd
slovenska malba, UJonnieck Gallery, Brno, 2011;
Malba po malbe, Slovenska ndrodnd golério,
201).

Zaujimova je skutocnost, ze viocere cykly
s identickou tematikou sU paralelne realizova-
né ako malby alebo digitdlne tlace. V pripade
Marka Blaza nie su tieto dve media z hlodiska
rukopisu tokeé vzdiolene, ako sa na prvy pohlod
moze zdat. Ooe polohy jeho tvorby sa vyznacu-
ju jednoduchou plosnostou, kiora je vysledkom
pocitacom spracovane] predlohy, preto pdsobia
dojmom chladneho a neosobného rukopisu Na-
priek tomu, ze im dominuje vgrazna farebnost
o obsah, Kory je, paradoxne, postoveny No 0soo-
nej ikonografii. Sém outor prizndvo, ze malba pre
neho nie je prostriedkom exrpresivneho sebavy-
jodrenia. Svoje malovanie prirovnava K tkaniu go-
belinu, teda k istemu mechanickemu vyplhaniu
a vrstveniu forebnych ploch, Na druhej strone je
zaujimave, ze pri digitdlnych tlacioch nepouziva
ako podklad len papier, ale qj platno, kore je
bezprostredne spdjane prave s maloou.

Honcepcia aktudlnej vystovy je postavend
na vybere reprezentativnych diel, predovsetkym
digitalnej tlace a moalby, ktoré boli vytvorene
v poslednych desiatich rokoch. | ked' je toazisko
na pracach z posledného obdobio, do vystavy
sU zaradené qgj diela, ktoré odkazuju na autorovy
tvorbu z Q0. rokov minulého storocia. Vystava je
¢lenena do volnych tematickych okruhoy, kioré
odzrkadluju autorov vautorny svet o jeho kreo-
tivne myslenie a sucasne ukazuju vyvoj Speci-
ficke] autorskej poetiky, prostrednictvom Ktorej
sa Marko Blozo stol vyraznym soliterom v rdmci
svojich genera¢nych rovesnikov.

Uvodna cast vystavy je venovand prdcam,
kde sa objavuje casto frekventovany motiv vio-
ku a vlokovych kolajnic rozprocovany v réznych
kompozicidch kontinuitne od zaciatku Q0. ro-
kov. Prvé prace z otvorenej série Viaky vznikli uz
v roku 1993 pocas studia na Vysokej skole vytvar-
nych umeni. V tom ¢ase sa autor inspiroval spo-
mienkami na detstvo a vytvoril objekty pozosto-

vajuce z ready-mode, redlnych modelarskych
kolajnic o modelov lokomotiv, Ktoré umiestnil
na farebny temperovy podklad. Neskor, v roku
1996, vznikol prvy graficky cyklus. Na vystove
je tento temoaticky okruh zostupeny v dvoch me-
diach - v malbe (akryl na pldtne) a v digitdlne;
tlaci na platne. Spolocngm menovatelom tychto
obrazov je popieranie elementarnej logiky, kiord
narusa zouzivanu funkenost vect, kedy su napr.
kolajnice lomené v pravych uhloch (Vak cik-cak,
2007), jednotlive vagony viaku sU na seba rézne
novrstvené (Poschooovy viok |, 2007, Poscho-
dovy viak 2 2007, Duel, 2007), lokomotiva je vo
svojom strede ohnutd v ostrom uhle (Lokomotiva,
2012), alelo celd viakova trat opisuje tvor cestov-
neho kufra ako metofory samotneho cestovania
(Hufor 1A, 2012). Vyobrazenie vlaku sa objavuje
nielen oko samostatny motiv, ale o] ako sucast
vacsieho obrazového celku (Nocné  kuoanie
2008; Antitonic, 2007).

Viacere charokteristicke motivy autorovej tvor-
by suvisia s jeho dlhodobym zdujmom o archi-
tekturu. Odkazy na Ronkrétne historicke stavby
(nopr. veza v Pise, Eiffelovika v Parizi, gotickd kapln-
ka Sainte Chapelle), ale oj vtionU hru s coecnym
typom sakralnej stavby (kostol s vezou) ndjdeme
vo viocerych otvorengch cykloch. Proce s lako-
nickym nazvom Pisa 2 a Pisa 3 (2007) a diela
Bez nozvu (2007) a Magritte (2009) zastupuju
cyKlus, v Ktorom so autor opakovane vracio K vi-
zudlnemu motivu zndmej Sikmej veze postavene)
v talianskom meste Pisa. Naklonene] stavbe, Kto-
r& akoloy mala uz-uz spadnut, autor doddva sto-
bilitu vyoudovanim akehosi podporneho opev-
nenia (Pisa 2), pridrzi ju nopichnutim na zicherky,
viozi do sklengj flose do susedstva plechoviek
s Caompbellovou parodojkovou polievkou, Ktory
spopularizoval Andy Warhol (Bez ndzw), alebo
Z nej vyvori plast zenskeho telo s ookazom na
obraz Reného Magritta (Magritte).

INU podobu jeho zaujmu o historicky architek-
turu reprezentuje subor diel s motivom interieru
gotickej katedraly. Prvotny impulz vysiel z kon-
krétneho autorovho zdzitku, ktorgy ma spojeny
s navstevou goticke] kaplnky Sainte Chapelle
v Parizi v roku 1993, pricom prvé prace vznikli o rok
neskor pocas Studio v USA. Predlohou mu bola
fotografio, ktoru mechanicky, pomocou fotoko-



pirky (neskor pocitaca) opakovanym zvacsovo-
nim a zmensovanim spracoval tak, ze kompakt-
Ny obroz sa rozpodol do zaujimavych strukedr
hraniciocich s abstrakciou. Najskor pouzival Cier-
nobiele varidcie, od roku 2000 zacina pracovat
o s farbu. Cast prac svojim ndzvom odkozuje
priomo no pdvodnuy indpiraciu (Sainte Chopelle
I a 2 2010), inde, kde je rastrovonie vyraznejsie
a divak este stale dokaze identifikovat obrysy
klenieb a stien katedraly, vsak pouziva obecnej-
Sie nazvy (Hatedrala 2 2012, Interier |, 2013). Tam,
kde je vychodiskovy dbroz rozrastrovany oz na
hranicu obstrokcie, pouziva skor ndzvy osocio-
tivne (Zahraoa 2, 2012). Uplny rozklad pdvodného
obrazu, kedy vnimome len mnohoforebné rostre
a silueta kotedraly Uplne mizne, je v diele Gotika
z roku 2013, ktoreé vsak posobi velmi plasticky,
ako zivy orgonizmus. Uceleny subor s motivom
kotedrdl, prostrednictvom Ktorého demonstruje-
me autorovu schopnost invencne, v nekonec-
nych varidciach rozpracuvat ten sty vychodis-
kovy motiv, tvor pat diel vytvorenych v réznych
mediach (okrylova maloa o digitalna tlac na
pldétne). Nopriek tomu, Ze viaceré z prezentovo-
nych diel mézu na prvy pohlad vyvoldvat poro-
lely s princiomi impresionistickeho ¢i pointilis-
tickeho obrazu, pre autora ide skor o asocidciu
spojenu s farebnou vitrdzou gotickych okien.
Aby sme ukazali o Najvaesi register autorovych
umeleckych postupov, vystavend je aj praco,
kde je coraz katedraly prevrstveny ingm autoro-
vym oblubenym motivom, Ziletkou, a vytvara iba
pozadie ineého pribehu (Ooerg, 2012).

Specificku podkapitolu autorovho zaujmu
o architekturu ilustruje osobity tematicky blok,
ktory tvoria diela s ¢asto opakovangm motivom
kostolov, vezi, hradov i hradieb s cimburim, pre
ktore je typicke zmnozenie detailu alebo ind de-
formacio spochyonujuca ich realnu funkenost,
Ide o nojoocetnejsiu sekciu vystavy, ktord uka-
zUje roznorodost autorovych pristupoy, od spro-
covania somostatnéeho motivu hradu, hrodnych
vezi a opevnenio, kiorych detail varivje v jedno-
duchych az minimalistickych kompozicidch (dve
velkoformatove malby Vylet 1a Vylet 2 2009; Ci-
taokelo, 2009), az po proce, kde sa kostolne veze
zmenili na mechanické ramend Zeriavov (Styri
digitdlne tlace zo seéria Dejiny ostrovov, robotoy,

zvaracov, 2012). Drobnejsie sietotlace, na Korych
kombinuje hrodne opevnenia a kaplnky katedral
so starsimi symbolmi oko Ferdo Mravec, tanko-
vé flotily ¢i vlaciky (Neskoré oboobie, 2002; Re-
formao, 2002), poukazuju na asociativnost auto-
rovho myslenio a spontdnne retazenie NGEoooV,
ktorych vysledkom sU az surredlne pdsobiace
novovzniknuté vizudlne situdeie. Dobore to ilustru-
ju dbsurdne kresby, kde sa siluety kostolikov
hojdaju, sU ototeneé naruby, alebo su do seba
zokliesnene ako puzzle (Rodinny olbum, 2002
Sklony, 200)1). S podoonou poetikou pracuje q
v malbach Montezumao 2008) ¢i Huba (2003).
Do tohto tematickeho bloku je zaradeny oj okryl
Majok s hlbokou panoramou z roku 2007, ktore-
ho reprodukcia bola vyorand pre obdlku katolo-
qu, lebo dobre ilustruje autorov spdsob vystavby
obrozy, princip hravého skladania a spdjonia na
prvy pohlad nespojitelnych elementov.

S tvorbou Q0. rokov Uzko suvisia dva objekty
s osobitym riesenim priestoru zo série 3DAD
(Tretio renovdcio, Postel 2007). Autor v nich
pracuje s trojrozmerngmi papierovymi model-
mi architektdr, Kore vo forme negativneho, cize
reverzneho odtlacku zosodzuje do plochy di-
gitalnych printov, obohacujuc ich o treti rozmer
- hibku. V pripade objektu Postel je vyuzity qj
rom jej realnej kovove] konstrukcie, do kto-
rej je print integrovany. Prva verzio série 3D4D
vzniklo v roku 1996 ako site specific instalacia
pre vystovu Interier verzus Exterier realizovonu
v opustenych industrialnych priestoroch tovarne
Cosmos v Bratislave, ktoru organizovolo Soro-
sovo centrum suc¢asneho umenia v Bratislave,
V tejto suvislosti je dolezite pripomenut, ze v cose
reolizacie diela bol Marko Blazo este Studentom
Vysokej skoly vtvarnych umeni o touto pracou
reagoval na zadonu temu tretej vgrocnej vystavy
- Interier verzus Exteriér, ktord malo podtitul Mo
hranici mozngch svetov. Uz v tomto ranom obdo-
bl so mu velmi invencngm spdsobom podarilo
vytvorit take vytvarné riesenie, Kore origindlnym
spbsobom reagovalo na vypisanu temu, donosti
netradicného vystovneho oriestoru o somotnu
problematiku iluzie priestoru. Tymito prvgmi ob-
jektmi = trojrozmernymi papierovymi - modelmi
architektur, ktore v negative zopustil priomo do
betdnovej podlohy a stien miestnosti, bol v roku



2000 zostupeny oj v katalogu reprezentativne;
vystavy 20 storocie, Koru usporiodola Sloven-
ska narodna galéria. Odkaz na pdvodne riesenie
sa objavuje aj v neskorsich variontoch tejto série
ako pozadie printov, ktoré imituje redlnu betono-
vU podlahu prvej instalacie.

V dalsom tematickom bloku su prezentovane
rozmerné akrylove malby o digitdlne tlace na
platne, ktore maju jedného spolocneho menova-
tela. Je nim princip postupnéeho vrstvenia rozlic-
nych, v skorsich dielach pouzitych motivov. Ten-
to skladobny princip je charakteristicky pre celu
Blazovu tvorbu, ale v pracach oko Taxi Marathon
(2008) spagja nielen jednotlive prvky, ale novy
celok je vytvoreny kompilovanim dvoch storsich
somostotnych obrozov. Novym prvkom sa stéva
oj rozbitie plochy obrazy, kiord je rozfdzovand
do malych obdznikov (P-CASSO-VIA a Fatamor-
gana, 2012), takze to, ¢o bolo konkretnym vyob-
rozenim, sa stdva oabstrakciou. Autora zaujimo-
ju predovsetkym moznosti formalnej premeny
obrazu - kompilovanie, akumulovanie, rozklad,
sprostredkovane pocitacom. Napriek tomu, ze
vysledny obraz pdsobi dojmom obstrokcie, nej-
de o vedomy zédmer autoro, oj ked v praci Svet
(2013) sa konkrétne vychodisko Uplne straco.

Podolonu formalnu hru, kord autoro neusta-
le foscinuje, uplotiuje aj v pracach 11 Ol Vajco
z roku 2012 o Do toho z roku 2013, V zlozito no-
vrstvenych kompoziciach je vo fragmentoch no-
kumulovond symbolika odkazujuca na starsie
prace tak, ze novy obraz evokuje svet uzavrety
sém do seba. Divak nemd Sancu odhalit logiky,
na zdklode ktorej sa vedla seba objavujy frag-
menty kostolov, vezi, tozkych mechanizmov, ci-
técii obrazov zo série Hokusai spolu s detskymi
papierovgmi vystrinovackami. O to vlastne ani
nejoe. Pritohuje ho samotnd chaoticka staviba
obrazu, labyrint ako symbol sveto, do ktoreho
Mo pristup len autor sam.

Velka cast umelcovho programu suvisi s vizu-
alnymi znakmi odvodenymi od predmetov Koz-
dodenného zivota, ktoré tvoria stabilnu sucast
autorovej ikonogrofie. Na vystave su v somostot-
nych blokoch prezentovone série s motivom
¢ajovej Salky a ziletky. Subor digitdlnych tlaci
na platne s Ustrednym motivom ¢ojovej salky
pochadza z rokov 2008 — 2009, Autorovi nejde

o odkoz na ¢ojovy obrad a ritudlne pitie coju, ale
o primarne zaujatie formou. Identicky typ salky
vytvoreny len obrysovou linkou je stabilny prvok
vsetkych kompozicii. Raz je déraz na jednodu-
chom pretinani horizontdlnych o vertikdlnych
linif tvorengch ¢ajovym vrecuskom (Caj 2009),
inokedy je c¢ojova sdlka zastupngm znakom
studne, do ktorej je ¢aojove vrecusko ponorené
(Studrna, 2008). Tuto autorovu schopnost vyuzit
nuansy asociativneho myslenio ilustruju dalsie
obrazy z tohto cyklu, ako napr. cojovad salka
v tvare cestovneho Kufra s odkazmi na tecucu
tekutinu, mena riek, cikajuci chlop¢ek namiesto
uska salky (Streony prud 2009), alebo vtipnad si-
tudcia vychadzojuca z mopy Zapadnych Tatier
evokujuca pitie ¢aju vo vysokej nadmorskej vys-
ke (Caj nad morom, 2008).

V Rontexte autorskej ikonografie ma specificke
postavenie Ziletka. Predstavuje pre neho osobity
vytvarng nostroj, je symbolom exakineho, racio-
nalneho sveto, ale o) zaujimavym tvarom, ktory
mu sluzi ako raster prekrgvojuci a znejasAujuci
konkrétny podklaod obrazu (Atantioo, 2010; Cez
okno, 2011, Do dvorg, 2011). Inde ju zasadzuje do
reprodukcie antickeho susosia Laokoon a meni
no hudobny nastroj (Gitara, 2011), spdja ju so
znokmi jing o jong (Bozk, 2011), s televiznou obro-
zovkou (TV flauta, 201), pripadne ju pouzije ako
skladacku na principe puzzle (PICH-NUCH, 2012),

7 posledného obdobia pochadzaju prace,
v Ktorgch Marko Blazo ¢astejsie vyuziva princip
citocie diel inych umelcov. Okrem autorov rone;
avantgardy, napr. Chirica alebo Magritta, opo-
kovane pracuje s odkazmi na dielo joponskéeho
moaliora o grofika Hatsushika Hokusaia (1760 -
1849), predovsetkym na obraz Velkd vina z jeho
najznamejsej grafickej série Pohlad na horu Fuji
Ako pocta tomuto umelcovi je vytvorend vel-
ka sériao molieb a digitdlnych tladi, v korych je
ustredny motiv valiocej so morskej viny rézne
transformovany. V autorovej kompozicii sa vina
meni na rez hlavkou kapusty (Hokusar 4, 2010),
alebo so na cbroze objovi motiv cojove] Salky
70 stardej série ¢ojov (Hokusoi 7 2010). Motiv
velkej viny je zakomponovany aj do inych olbo-
razov (Vina za plotom, 2012), alebo sa parafré-
7o dalsich detailov Hokusaiovych oorazov (hora
Fuji) necakane objavi v Uplne novom, dbsurdnom



kontexte (Hlavir, 2011, Masaz 1, Mascz 2 201),
V dvojici akrylovych malieb Chirico 1 a 2 (2010)
vychadza z obrazu Piazza dlalio, kiory Giorgio
de Chirico namaloval v roku 1913, a pouziva iden-
ticky princip citacie. Vyberd si zredukovonu ver-
ziu pdvodnej kompozicie, ktoru otakuje viastngm
moaliarskym zdsahom tak, ze ¢ast obrazu zamo-
luje o doplni motivom zeny, akehosi mechanic-
keho strojo. V sérii Gagarin vytvara necokang,
obsurdné stretnutio, ked napr. do interieru Hopln-
Ry Scrovegniovcov v Padove so slavnymi Giot-
tovgmi freskami necha vniknut kozmicku raketu
(Gagarin 2, 2010). Vdaka moznostiom pocitaca
so Mu manipuldciou s vychodiskovymi obrozmi
podarilo vytvorit scenu hrozive] opokalypsy. Na
obdobnom principe priviastnenia diela iného au-
toro pracuje oj v dalsich pocitocovych koldzach,
v ktorych kompiluje ocbrazy pochddzojuce z his-
toricky vzdialengch obdobi. TU istu reprodukciu
Leonardovej Poslednej vecere zasadzuje raz do
su¢asneho mestského prostredio, opustene;
schdtranej budovy (Posleona vecera |, Posled-
na vecera 2, 2012), inokedy do mestskeho do-
pravneho oprostriedku a vtip tejto transformacie
znasobi ndzvom diela (Posleony autobus, 2012),
V sérii Siolisko 1o 2 (2011) nepracuje s citdciami
diel inych autorov, ole na podobnom principe
pocitacove] montdze nechava priecelie paneld-
kov zarastot masou komeno.

Aktualna vystava nie je Blazovou premiérou
v Nitrionskej galérii. Jeho tvorba bolo zastupenad
vo viacerych tematickych vystavach, nopr. Jest
sa musi (2007), lluzia priestoru (2008), Od sadry
k zuvacke (2009). V zbierkach Nitrionskej galérie
je zastupeny sériou objektov 304D (Druha reno-
vacio, 1996 - 2007, Tretio renovacio, 2007, FPos-
tel 2007),



INTRODUCTION

The exhibition SILENCE AND PEACE is composed
0s a first monogrophic presentation of artuworks
by one of the most significant artists of younger
middle generation Marko Blazo in the premises
of the Nitra Gallery. It is the author who entered
the art scene in the first half of the QOties of 20
Century with his own ortistic progromme ac-
complished in a wide spectrum of media rang-
ing from drawing, grophic, digital print, photogra-
phy to painting, object and instollations. Blazo's
works are charocterised by two signature quali-
ties. The first is the poetics of poradox, his abil-
ity to create various dosurd situations, where he
links together at the first glonce incompatiole
visual motives. These unexrpected situations that
undermine or completely subvert accustomed
rules ond pragmatic logic of the world reflect
author’s unconventional vision of reality. On one
hand this approoch could be compared to the
poetics of Surrealism or Dadaism, even though
Blozo's attitude is more about on ability to pre-
serve the immediocy of a childs perception,
The second distinguishing feature of his work is
the special authoriol iconogrophy, ie. the sum
of topics, motives and signs that are often de-
rived from bonal situations of everyday reality
(eg. motives of razor, tea cup, safety pin, cheuwed
chewing gum, key holes, sticking out tongues)
or that in some way relate to the author’s child-
hood (for exomple the figure of a clever ant from
illustrated children's books: Ferdo Mravec, mo-
tive of children's cut-outs, or electric trains, rails,
viaducts) as well as to his speciolized interests
in architecture and orchaeology. Several cycles
are inspired by specific architectural sights rep-
resenting various historical periods and diverse
civilisations (the leaning Tower in Piso, Parision
Eiffel Tower, gothic Sainte Chapelle, Chinese
Woall, Egyption pyramids and so on). The author

have worked with the sum of signs and iMages
continually since the beginning of his art caoreer
or he hos returned to them recurrently, some-
times after longer time breaks and has devel-
oped them in multitude of meanings and Mmedia
contexts.

Even though Marko Blozo studied at the De-
partment of Painting at the Academy of Fine Arts
and Design in Bratislova, his works in the first
staoge of his art career were significantly linked
with the creation of objects and installations. His
interest in these media that firstly marginalized
painting suited the logic of the Open Studio lead
by professor Rudolf Sikora at the Department of
Painting. It is important to point out that o number
of his school works thot were created from 1993
to 1998 are moture works whose obvious qualk
ity would be appreciated olready at the time of
their origin. In 1993 the black and white acrylic
painting where he used prolonged shadows of
tiny animal figures to create various geometrical
shapes was reproduced on the cover of the Pro-
fil Magozine of Contemporory Art The installo-
tion /Memory from 1994 where he uses a cheus-
iNg gum as an artistic material wos repeatedly
reproduced in professional journals or included
in importont exhibitions. His site specific instal-
lation 3DAD creoted in 1996 for the exhibition
entitled Interior versus Exterior uos later bought
(respectively its model) and included in the col-
lections of the Slovok National Gallery ond be-
came the point of departure for other inventively
developed motives. Three works from the open
cycle, Second Renovation (1996 - 2007), Third
Renovation ond Bed from 2007 are in the collec-
tions of the Nitra Gallery.

Although paper models of fomous architec-
tural sights created on the paradox principle
still dominated his solo exhibition in the Vojtech



Loffler Museum in HoSice in 2004, in the first
years of the 21" Century the author’s artistic pro-
gramme turned more significontly to painting. As
a result he participated in important monothemat-
ic erhibitions thot the general turn to painting os
o medium documented and analysed (for exomple
Draught Museum of Art, Zilina, 2005, ObraSHov -
Contemporary Slovak Painting, Wannieck Gal
lery, Brno, 2011, Painting ofter Painting, Slovok No-
tional Gollery, Bratislava, 2011).

It is important to note that several cycles with
the identical topics are accomplished in parallel
versions os paintings or digital prints. In case of
Marko Blozo ond his signature these two me-
dia are not so distont as it con seem at the first
glonce. Both modes of his works are marked by
a simple flatness that is the result of the com-
puter developed model therefore they make an
impression of a cold and impersonal signature
in spite of the fact that they are dominated by
striking colours and content that is paradoxi-
cally built up on personal iconogrophy. The au-
thor himself admits that painting is for him not
a tool of erpressive self-reflection. He compares
his painting to weaving a tapestry, ie. to a kind
of mechanical filling in ond layering of colour-
ful spaces. On the other hand he does not use
only poper while making his digital prints but
also canvos that is interestingly enough erimar-
ily linked to painting.

The concept of a current exhibition is build up
on the selection of representative works mainly
digital prints and paintings that were created
in the last ten years. Even though it is focused
on the works from the last period the exhibition
also includes his representative works from the
nineties. The exhibition is divided into free topic
sections that reflect the author’s internal world
and his creative thinking and at the some time
refer to the development of a specific authoriol
poetics thot contributed to the fact that Marko
Blozo became a remarkaoble singulority within
the generation of his contemporaries.

The introductory part of the exrhibition show-
cases the works with recurrent motives of train
and rails developed in various compositions
continually from the beginning of the nineties.
The first works from the open series Trains

originated already in 1993 during his studies the
Academy of Fine Arts and Design. At that time
the author was inspired by his childhood memo-
ries and created objects including ready mades,
real modelling rails and models of steam en-
gines that he situated in the colourful tempera
background. Later in 1996 the first grophicol cy-
cle originated. The exhibition displays this topic
in two media - painting (acrylic on convas) and
digital print on canvas. The common denomino-
tor of these artworks is the denial of elemen-
tary logic that disturbs accustomed functions of
things, when for example roils are bent in the
right angles (Zig Zag Train, 2007), individual wog-
ons are layered randomly (Double Deck Train |,
2007 Double Dects Troin 2, 2007, Duel, 2007),
the steam engine is bend in the middle in the
acute angle (Steom €ngine, 2012) or the whole
train track delineates the shape of a suitcase as
a metophor of the travelling itself (Suitcase 1 A,
2012). The depiction of train appears not only
0s an independent motive but also as part of
a larger cycle (Night Bath, 2008; Antitanic, 2007).

Several chorocteristic motives of his work are
connected to his interest in architecture. The ref-
erences to specific historical buildings (such os
the tower in Piso, the Eiffel Tower in Paris, gothic
Sainte Chopelle) but also o witty play with the
general type of a sacred structure (@ church
with o spire) can be found in several open
cycles. Two works with loconic titles Pisa 2
Pisa 3 (2007) and other two Untitled (2007) and
Magritte (2009) represent the cycle where the
author repeatedly depicts the visuol motive of
a well-known tower built in the Itolion town Pisa.
A reclined structure that is as if dobout to collapse
is supported by some fortification (Pisa 2) and it
is held pinned up to a safety pin and inserted
in a glass bottle to join Campbell Tomoto Soup
cans popularized by Andy Warhol (Untitled) or
he makes it o cover of woman's body with the
reference to the painting of René Magritte (Mag-
ritte).

The collection of works with the motive of
gothic cathedral represents another form of his
interest in architecture. The first impulse comes
out of a specific experience that the outhor
had when he visited the gothic Sainte Chapell



in Paris in 1993, his first works with this topic
originated a year later while he studied in the
USA. The model for the artworks was a photo-
graph that was modified mechonically with the
help of a photocopy Mmachine (later computer)
when he enlarged it repeatedly ond diminished
to receive an image fragmented in interesting
structures on the verge of abstraction. He used
block and white abstraction first since 2000
he has started to work with colour. The part
of his works refers directly to the source of his
inspiration (Sainte Chapelle 1 and 2, 2010) else-
where where the raster is more pronounce, but
the spectator can still recognise the outlines of
arches and walls of the cathedral he uses more
general titles (Cathedral 2 2012; Interior | 2013).
In cases where the raster is reaching the level
of abstraction he uses rather associative titles
(Garden 2, 2012). The complete fragmentation of
the original photogroph when we perceive only
multicolour rasters and the silhouette of the co-
thedral disappears can be found in the artwork
Gothic from 2013, which however, makes on im-
pression of a living organism and is perceived
in a very realistic way. The compact section of
works with the motive of cathedral that enobles
us to demonstrate the author’s obility to develop
in endless variations the some original motive
inventively is composed of five works created in
various media (acrylic painting and digital print
on canvas). In spite of thot several presented
works con make parallels with the principles
of impressionist or pointillist painting at the first
glonce, for the author, however, it is more an os-
sociation connected with the colourful stained
gloss of gothic windows. In order to show the
widest register of author's methods the artwork
depicting the imoge of the cathedral painted
over with another of his favourite motives, a ro-
zor, ond creating only the background for an-
other story, is on a display (Opera, 2012).

The specific subchapter of the author’s inter-
est in architecture is illustrated by a special the-
matic section creoted by works with frequently
repeated motive of churches, spires, castles and
fortifications with spirelet, typical for the multipli-
cation of detail or other deformation undermin-
ing their real function. It is o section with the

biggest number of displayed works presenting
the variobility of authoriol opproaches from the
development of an individual motive of a cas-
tle, castle spires or fortification whose details
are varied in simple even minimalist composi-
tions (two large format paintings 7rio 1 and Trjo
2 2009; Citadel, 2009) to works where church
spires are changed into mechanical arms of
cranes (four digital prints from the series The His-
tory of Islands, Robots, Welders, 2012). Smaller
silk screens where he combines castle forti-
fications and chopels of cathedral with older
symbols such as Ferdo Mrovec, tank fleet or
trains (Late Period] 2002, Reform, 2002) show
the associative quality of the outhor's mind and
the spontaneity of associations that result in al-
most surreal visual situations. This is well illus-
trated by obsurd drawings where the sillhoutes
of churches swing, are turned upside down
or are telescope like o puzzle (Fomily Album,
2002; Tendencies, 2001). He works with a simi-
lar poetics also in painting like Montezuma
(2008) or Mushroom (2003). This section in-
cludes acrylic painting A Lighthouse with Deeo
Panorama from 2007 as well. It was selected
for the cover of the catalogue because it illus-
trates the outhor's way to build the painting on
the principle of playful composition and linking
of seemingly incompatible elements.

Two objects solving the space organisation
from the series 3DA4D (The Third Renovation, Bed
2007) are closely linked to his work from the
nineties. The author works with three D poper
models of architecture structures that in the
form of negative, ie. reversible imprint he situates
in the space of digital prints enriching them with
the third dimension - depth. In case of the ob-
ject Bedthe frame of its real construction is used
and the print is integrated in it. The first version of
the series 3DA4D originated in 1996 as a site spe-
cific installation for the exhibition /nterior vs, Ex-
terior occomplished in the abandoned industriol
premises of the foctory Cosmos in Bratislava
that was orgonised by Soros Centre of Contem-
porary Art in Bratislava, When working on this
artwork Marko Blozo wos still a student of the
Academy of Fine Arts ond Design and this art-
work was a response o the assigned topic of



the third annual exhibition — Interior vs, Exterior
with the subtitle At the Border of Possible LWorlds,
Alreody in this early period he succeeded in cre-
ating an inventive artistic solution that responded
to the topic, the givens of the premises and the
topic of space illusion in an original way. These
first objects — three dimensional poper models
of architecture structures that in a negative form
he worked into a concrete floor and walls of
the room were included in the catalogue of the
representative exhibition 20" Century that was
organized by the Slovak National Gallery, The
reference to the original solution can be found
in later varionts of this series as bockgrounds of
prints that imitate the real concrete floor of the
first instollation.

The next section presents large dimensional
acrylic paintings and digital prints on convas
that have one common denominator. It is the
principle of gradual layering of diverse motives
used in his later works. This compositional erin-
ciple is characteristic for the whole Blazo's work
but in the works such as Taxi Marathon (2008)
he puts together not only individuol elements but
the new whole is created compiling two earlier
independent paintings. The fragmentotion of the
surface of the painting is divided into small rect-
angles (P-CASSO-VIA and Fatoa Morgona, 2012)
becomes the crucial element so that what waos
the specific depiction becomes an abstraction.
The author is interested mainly in the possibili-
ties of the formal tronsformation of the artwork
- compiling, accumulation, fragmentation - ren-
dered by o computer. In spite of the fact that
the final artwork makes an impression of an ab-
straction it is not o conscious intention of the au-
thor even though in the artwork titled The World
(2013) the original point of departure disoppears
completely,

Similar formal game thot the author hos been
fascinated with is opplied olso in his works such
os I, Ol €gg from 2012 a Attaboy from 2013,
The new artwork evokes the self-contained
world through the intricately layered compo-
sition where the fraogments are looded by the
symbolic reference to his older works. There is
no possibility for a spectator to reveal the logic
related to fragments that juktapose imoges of

churches, spires, heavy machines, citations of
paintings from the Hokusai series together with
children’'s poper cut-outs. But that is not impor-
tont. The spectator is attracted by the chootic
structure of the ortwork itself, o labyrinth as o
symbol of the world where only the author him-
self has the access to.

His artistic programme is linked to visual signs
derived from the objects of everyday life that are
a part of author’s iconogrophy. The exhibition
in independent blocks presents series with the
motive of a tea cup and a razor. The collection
of digital prints on convas with the central mo-
tive of a tea cup comes from the years 2008
- 2009 Marko Blozo is not referring to the tea
ritual and ritual drinking of tea but he is primaor-
ily interested in the form. The identical type of
a cup created only by outer line is a stable ele-
ment of all compositions. In one case the simple
intersection of horizontal ond vertical lines cre-
ated by a tea bag is accentuated (7eq, 2009) in
another case the teacup is a representative sign
of a well where the teabag is immersed. (LWell
2008). It is the author's ability to use the nu-
ances of associotive thinking that is illustroted in
other artworks from this cycle such as a tea cup
in the form of a suitcase with the references to
dripping liquid, river nomes, a boy peeing instead
of a cup ear (Mainstream, 2009) or a funny situ-
otion derived from the maop of the Uest Tatras
evoking drinking of tea high above the sea level
(Tea above the Sea, 2008),

In the context of the authoriol iconography ro-
zor ploys on important role. It represents a spe-
ciol artistic tool that is the symbol of exact, ratio-
nal world but that also hos an interesting shape
that serves the author as a raster covering and
blurring the specific background of the artwork
(Atlontis, 2010; Through the Window, 2011; A Yard
Window, 201). Elseuwshere it is situated in the re-
production of the Ancient sculptures of Laokoon
and changes into a musical instrument (Guitor,
2011), he links it with the signs of Jing and Jang
(Hiss, 2011) with the TV monitor (7V Flute 2011) or
Qs a cose may be he uses it as a puzzle (PICH-
NUCH, 2012).

The most recent works are charocterized
by more frequent principle of citations from the



works of other artists. In addition to the authors
of early avont-gorde for exomple Chirico, Mag-
ritte he repeatedly works with the references to
the work of Jopanese painter and print maker
Hatsushiko Hokusai (1760 - 1849) especiolly the
picture The Great Wave from his most famous
graphic print series Views of Mount Fuji. The au-
thor created a large series of paintings ond digi-
tal prints with the central motive of a rolling sea
wave tronsformed in many ways as o homage
to the Joponese artist. The author tronsformed
the wave to o section of a cabbage (Hokusal 4
2010) or the older motive of o tea cup appears
in the artwork (Hokusai 7 2010). The motive of a
big wave is incorporated also into other paint-
ings (Wave Behind the fFence 2012) or the paro-
phrases of other details from Hokusai's paintings
(Mount FUj) unexrpectedly appear in a neu, do-
surd contexts (Piano, 2011; Massage |, Massage 2,
20M). The duo of his acrylic paintings Chirico 1
and 2 (2010) comes out of the painting Piazzo
dltalio thot Giorgio de Chirico painted in 1913 and
he uses the identical principle of citation. He se-
lects reduced version of an original composition
that he ottacks by his own intrusion so that the
part of the artwork is covered by paint and com-
plemented by a motive of o womaon as a me-
chanical mochine. He creates unexpected absurd
encounters in the series of Gagarin when for ex-
ample he lets a spaceship intrude into the interior
of Scrovegni chopel in Padua with fomous Giotto's
frescos (Gagarin 2 2010). Thanks to o computer
qualities he manipulates the source images and
creates the scene of o terrifying opocolypse. He
uses the similar principle of appropriation also in
other computer colloges where he compiles im-
ages from previous historically distant periods. He
situates the some reproduction of Leonardo's The
Last Syoper once iNto a contemporary uroan en-
vironment, into an abandoned dilopidated builo-
ing (The Last Suocer |, The Last Syoper 2 2012)
in another version he situated the apostles into
a vehicle of public transportation and under-
scores the funny situation with the title of the
work (The Last Bus, 2012). In the series Block of
Flats 1and 2(2011) he uses the similar principle of
o computer montage and the facade of the build-
ing is covered in 0 Mass of stone.

The current Blazo's exhibition is not the first
one in the Nitra Gollery. His works oppeared
in several exhibitions such as We have to Eat!
(2007), lllusion of Soace (2008), From Plaster to
Chewing Gum (2009). His works 304D (Second
renovation, 1996 — 2007, Third Renovation, 2007,
Bed 2007) are included in the collections of the
Nitra Gallery.



,oVOJU TVORBU BY SOIMI
PRIROVNAL H PRACI VYNALEZCU"

Marko Blazo v rozhovore s Kurdtorkou vystavy Barborou Gerzovou

Borbora Gerzovo: Pochdadzas z Hosic, kde si ab-
solvoval Strednu skolu umeleckeho priemyslu
(1987 - 1991). Tvoji rodicio Hatarina Tekelova-8lo-
zova o frantisek Blozo sU vytvarnici, absolventi
Vysokej skoly vgtvarngch umeni v Bratislave.
Obidvoja studovali na Oddeleni monumentalne;
malby a gobelinu u profesora Petra Matejku.
Do akej miery ta ovplyvnilo silne umelecke zo-
zemie, ktoré si mal v rodine? Uvazoval si o) o ingj
moznosti, inom odoore, alebo to bolo od zaciat-
ku vgtvarne umenie, ktore si cheel studovot?
Marko Blazo: Pamatam si jednu miestnost
v nasom byte, ktora je zapratana farebnygmi
vlnami. Mama s babkou na velkom réme az
po strop tkaju gobelin, to bol mamin ateliér.
V otcovom ateliéri modelujem hrady alebo ra-
kety a mimozemstanov... Ako dieta som chcel
byt architektom, archeolégom, paleontolégom,
reStauratorom. Hreslenie a malovanie som
pokladal za samozrejmost. Hoci som bol ne-
priebojng a malo som si veril, vdaka rodi¢om
a uznaniu okolia som uveril, Ze mam talent.
Preto som sa prihlasil na umelecku priemys-
lovku v Hosiciach.

B. GV rokoch 1991 - 1998 si Studoval na Vyso-
kej skole vytvarnych umeni (VSVU) v Bratislave.
Fokulta umeni Technickej univerzity v Kosiciach
vzniklo oz v roku 1998, takze jednou z moznos-
ti bolo ist studovat do Bratislavy. Neuvazoval si
0 Studiu v Prahe? Hosice boli vzdy vioc nopojené
na Prohu. Neldkala ta tto olternativa?

M. B.: Na Prahu som sa vzdy pozeral s uctivgm
obdivom, ale na studium som sa prihlasil do
Bratislavy. Na Vysokej skole vytvarnych umeni
Studovali moji rodicia, hlasili sa tam moji spo-
luZiaci, na Skole bol uz vtedy moj bratranec
Cyril, s ktorym som si vzdy rozumel a ktorého
detsku a teenagersku tvorbu som obdivoval.
A predovsetkym, z Bratislavy bolo blizSie do-

mov do Hosic, €o mi viac vyhovovalo, pretoze
som mal zdravotné problémy.

B GV roku 1991 si zocal studovat na VSVU
v Bratislove, tvo] zivot sa na isty ¢as presunul
do hlavnéeho mesta. Ako si vnimaol rozdiel medzi
umeleckym prostredim doma v Hosicioch a bro-
tislavskym Rulturnym zivotom, ktory sa oo revolu-
cii stol 0z hektickym? Co ti této zmena priniesla?
M. B.: Mal som pocit, ze som prisiel do vacsie-
ho sveta. Potom este do vaésieho, ked'som odi-
Siel na studia do Francuzska a USA. MGj spo-
sob zivota sa radikalne zmenil. Snazil som sa
vyrovnat svojim spoluziakom. Moja bratislav-
ska enistencia a studia v zahraniéi sposobili,
Zze som si znova uvedomil svoje spolocenské
limity. Za¢al som hodnotit a prehodnocovat
zmeny, ktoré som zazil. Uvedomil som si, ze
pre moju pracu potrebujem viac pokoj ako hek-
tické dianie okolo seba.

B. G Na VSVU si studoval na Hotedre malby
v Otvorenom atelieri prof. Rudolfa Sikoru, Kto-
rg bol vgraznou osobnostou neoficidlne) sceny
a na skolu prisiel oz v roku 1990, rok pred tvo-
jim nastupom. Vyoral si si jeho ateliér cielene?
Poznal si jeho tvorbu, kord sa pred rokom 1989
prezentovala len na neoficialnych vystavach?
M. B.: Do Otvoreného ateliéru na Hatedre mal-
by som sa rozhodol prihlasit pri zapise do dal-
Sieho rocnika. Tvorbu profesora Rudolfa Siko-
ru som nepoznal, spoznal som ju az neskor,
pocas studia. Hritérig, podla ktorych som sa
rozhodoval, boli viaceré. Predovsetkgm som
chcel byt v ateliéri v historickej budove VSVU
na Hviezdoslavovom néamesti, v ateliéri, kde by
som mal ¢o najvaésiv volnost a dost priestoru
pre svoju pracu.

B. G Ake to bolo pracovat pod vedenim Rudol-
fo Sikoru? Bola pre tebo motivaciou jeho tvorba,
alebo pedagogicke vedenie? Na akom principe



fungoval jeho atelier? 18lo skor o stanovenie -
mitov, napriklad aj vzhladom na to, ze ateliér bol
sucastou Hatedry malby, alebo o ich prekraco-
vanie a totalnu volnost?

M. B.: Otvorenost, ktoru mal tento ateliér v na-
zve, som si cenil najviac. Od zac¢iatku som mo-
hol pracovat v akomkolvek médiu a pri tvorbe
som mal dostatoénu volnost. U profesora Sikoru
som si cenil toleranciu k mojej tvorbe a k moj-
mu sposobu studia. Postupne som ¢oraz menej
pracoval v skolskom ateliéri a viac na internat-
nej izbe. Castejsie som odchadzal domov do
Hosic, do svojho priestoru, kde sa mi vzdy ro-
bilo najlepsie. Na skole som pokladal za najdo-
lezitejSie prieskumy, moznost porovndévat svoju
tvorbu s ingmi Studentmi a prilezitost spoznat
vgborngch umelcov a pedagégov. Vladimira Po-
poviéa, Ladislava Carného, Dezidera Tétha, Da-
niela Fischera, pani Oriskovy, tvoju mamu (Janu
Gerzovu). Zo svojej vtedajSej tvorby si najviac
cenim prvu a druhu vlaéikovu instalaciu, cyklus
velkoplosngch kompozicii so zvieratkami, zu-
vackovu instaldciu Pamét prvu samostatnu vy-
stavu Rovnd sa (kurdtorky Sandra Husa a Petra
Handkova), Hodiny na minutovej néZke (realizo-
vané v Budapesti), billboard z vgstavy Bilboart
(kurétor Juraj Carng) a zabudované reverzné
doméeky z cyklu 3DA4D na vystave Interiér ver-
zus Enteriér v tovarni Cosmos v Bratislave.

B. G: Studoval si na Hatedre malby, ale prva eto-
pa tvojej tvorby bola, asport na zdklade toho, ¢o
si vystavoval, taziskovo spojend s tvorbou objek-
tov a instaldcil. Spomenme vystavu Interier ver-
zus Exterier (Cosmos a. s, Bratislava, 19096), kde si
prvykrat vystavil objekty zo série 304D, Objekty
dominovali o] na samostatnej vystave Melancho-
liov roku 1998 (Muzeum Vojtecha Lofflero, Hosice)
a edte aj na Cene Oskara Cepana v roku 2001,
Co ta priviedlo Kk tomuto typu tvorby?

M. B.: Erperimentoval som s grafikou a malbou,
sucasne som robil objekty a instaldcie. Pri ich
tvorbe bola hlavnou motivaciou moja detska
fascindcia starou architekturou, restauratorsky-
mi sondami do architektury a do obrazov s ich re-
novaciami, vykopévkami, archeologickymi vrstva-
mi.. InStaldcie a objekty vznikali z materialov,
ktoré sa zachovali z méjho detstva, vlaéiky, ko-
lajnicky, skladacky, vystrihovacky.., artefakty zo

zburanygch budoy, ale aj predmety z prostredia,
v ktorom som zil (kuchynska zaclona na priec-
kach rebrika, stara kuchynska vaha pod papie-
rovymi bendtskymi vezami, otocena stolicka
od piana pod papierovou Eiffelovkou). Za velmi
vydarené som pokladal reverzné stavby z pa-
pierovych stavebnic. Moje modely boli vaésinou
z papiera, jednoduché a naivné. Papier mi impo-
noval svojou krehkostou, s ingmi materialmi som
ani nevedel robit. Hrehké objekty si vSak vyza-
dovali opatrnd manipuléciu pri baleni, doprave
a instalovani. Pretoze absolvovali niekolko vy-
stav, zachovali sa len tie, ktoré sa zavéas do-
stali do sukromnych alebo galerijnych zbierok.
(Mozno.) Najviac svojich objektov som mal vy-
stavenjch na Cene Oskdra Cepana v Bratis-
lave. Uz dlhsiu dobu som objekty a instalé-
cie nerobil, ale réd by som sa K tejto tvorbe
vratil. Takouto prileZitostou mala byt moja sa-
mostatnad vystava v trnavskej synagége s ku-
ratorom Vladimirom Beskidom. Idedlne je robit
objekty a instalacie do konkrétneho a zaujimavé-
ho priestoru. Zial, po odvolani Vladimira Beskida,
riaditela trnavskej Galérie Jana Honiarka, sa moje
predstavy o tejto vystave rozplynuli.

B. G: V roku 1998 si ukondil studium na VSVU. ARY
bol koncept tvojej diplomovej prace?

M. B.: Studium na VSVU som konéil vo velmi
zlom zdravotnom stave. S odstupom ¢asu (u-
tujem, ze sa mi nepodarilo zavrsit ho vynika-
jucim vgtvarngm dielom.

B. G Vo svojej tvorbe pracujes so sirokym spek-
trom medii, od Kresby, grafiky, digitdlne] tlace
a fotografie cez malbu oz Kk dbjekiom a instolo-
ciam. Co pre teba znamend somotné medium,
v Ktorom pracujes? Je pre teba dolezitejsi vyoer
media, alebo ide skor o motiv a temu, kedy je
pouzite medium len prostriedkom? Co je nadro-
deng, pouzite medium, alebo motiv?

M. B.: Zédkladom pre moju tvorbu grafik, digi-
talnych tlaéi, obrazov, objektov qj instalacii je
kresba. Pre niektorych autorov je jednotlivé
vytvarné médium fenomén, snazia sa vyuzit
vSetky jeho Kkvality, komentuju, testuju hra-
nice jeho moznosti. Pre mfa je to nastroj na
jednoduché zobrazenie mojich napadov. Mé-
dium nevyuzivam naplno. Nadradena je forma.
Hrém sa s formou ako so stavebnicou. Hra,



ktoré ma motivuje uz od detstva, mechanicka
hra s napadmi, ¢o do seba zapada, ako v puz-
zle. Dielo vznika od formy k forme, vyznamy
nie sU obsahom diela, ale len jeho oblecenim.
Zmysel neviem dopredu, ale vzdy ma prekva-
pia vyznamy hotového diela.

B. G: Ake miesto Ma v tvojej tvorbe mallba? Co
pre teba znamenad malovat?

m. B.: Studoval som na Hatedre malby, ale
bola to viac grafika, objekty a instalacie, €im
som sa vtedy zaoberal. V si¢asnosti mi naj-
viac ¢asu zabera praca na poéita¢i a malba.
Praca na poéitaci je rgchla, v kratkom case
spracujem mnoho ndpadov, no malovanie,
resp. vymalovavanie, ako findlna fdza mojej
tvorby, trva velmi dlho. V sucasnosti nie je
moje malovanie spontdnne. Veci vytvorené
v pocitaci pouzivam ako predlohu alebo pod-
klad pre svoje obrazy. Moje malovanie sa po-
dobad na tkanie gobelinu. Vymalovavam pod-
la predlohy, a az ked nie som s vysledkom
spokojny, zaénem obraz korigovat, premalo-
vavat. To je velmi délezita féza tvorby méjho
obrazu a trva dovtedy, kym obraz definitivne
neopusti ateliér. H niektorgm obrazom sa vra-
ciam s celkom novymi ndpadmi a vrstvim na
nich premalby. Myslim si, ze médium malby
ma svoje Specifické kvality, ktoré sa ziadnym
ingm médiom nedaju dosiahnut.

B. G: Tvoj vgtvarny progrom je zalozeny na poe-
tike paradoxu a osobitej znakovosti. V celej tvo-
jej tvorbe sa objavuje mnozstvo opakujucich sa
motivov a tem (postavicka Ferda Mravea, bocio-
ny, jednorozce, tanky, vyplaozene jozyky, Klucove
dierky, veze atd). Cim sa indpirujes? Su to skor
spomienky na detstvo, alebo vychadzas z nejo-
kej konkrétnej situacie?

M. B.: Vytvarat paradory nie je mojim umys-
lom. Opakujuce sa motivy, ktoré spominas,
patria do ddavnejSieho obdobia mojej tvor-
by. Tym nechcem povedat, ze ich uz nikdy
nepouzijem. V mojom pocitaéovom archive
z posledného desatro¢ia mam tisicky novych
préc s novymi motivmi. Dalsi rozsiahly archiv
kreslengch ndpadov na papieroch A4 méam
v pocetnych portféliach. V tomto obdobi som
pracoval najintenzivnejSie. Zbaveny beznych
povinnosti, zaoberal som sa len vygtvarnou

tvorbou, bolo to depresivno-zlaté obdobie.
V zarodKku mojej in$pirdcie je detstvo, som zo-
starnuté dieta. Maly svet sa prepojil s velkym
svetom. Moje vygtvory maju vlastnu logikuy,
vzdy sa potesim, ked sa dopracujem k neja-
kému zmysluplnému vysledku - nabije ma to
novou energiou. Na druhej strane, som az cho-
robne posadnuty nachadzanim paralel medzi
mojimi aktualnymi vytvarngmi vygsledkami
a nasledngmi Konkrétnymi situaciami. Intui-
cia, néhoda a osud su témy, kKtorgmi sa chtiac
-nechtiac musim zaoberat.

B. G Od zaciatku tvorby pracujes tiez s motivom
vlaku a kolajnic. Nojskor si pouzival redlne mo-
deldrske kolajnice a modely lokomotiv, neskor
si tento motiv vyuzil v kresbach a pocitacovych
grofikach. Na prvy pohlod by sa mohlo zdat, 7ze
ide 0 spomienky na detstvo, ale na druhej stro-
ne, prave prostrednictvom tychto jednoduchych
prvkov sa ti podarilo vytvorit paradoxné situdcie
dovedené od absurdum. Co bolo prvotnygm im-
pulzom pre tento typ prac?

M. B.: Impulzom pre vlacikové instalacie boli
fragmenty zachovanych detskych hraciek v né-
hodne otvorenom Supliku. Holajni¢ky s vliaéikmi
okolo stroméeka su najstarSou hrac¢kou, Ktoru
si pamatam. Modely Zeleznic, vytvorené pre
dusu malého ¢Eloviecika a oko velkého dieta-
ta. PAaci sa mi graficka struktura pospdjanych
kolajnic¢iek. Vgsledné kolajistia mi pripominaju
obrovské zipsy v Kkrajine. Svoju prvu vlacikovu
inStalaciv som vytvoril v HosSiciach v prvom
roéniku na VSVU, druht na $kolskom priesku-
me v druhom roénikuy, tretia bola na vystave
Pocta sebe v Ziline v roku 2000. Este poéas
studia som na vystavu Rovna sa urobil cyklus
grafik a obrézkov s vla&ikmi a kolajnicami. Ci-
tal som vtedy Junga, inSpirujica bola pasaz
z jeho knihy Analytickd psychologia, kde opi-
suje sen svojho pacienta, ktorg vidi svoj vlak
vchadzat do ostrej zakruty. Z mojich prac s tou-
to tematikou pokladam tento cyklus za najorigi-
nalnejsi. Okrem pévodného impulzu boli aoj dal-
Sie okolnosti, ktoré ma pritahovali K tejto téme.
Moj dedko, Anton Tekel, bol v Slovenskom na-
rodnom povstani velitelom pancierového vlaku
Stefdnik. Potom vaésinu svojho Zivota pracoval
v zelezni¢nej doprave. A v Hosiciach byvame



pri Zelezni€nej stanici, €asto vnimam zvuky po-
stvanych vagoénov. Je to velmi prijemné, nieco
ako organova hudba...

B. G: Opakovane sa vracios k motivom architek-
tury, oko su kostoly, veze, hrady, hrodoy, pyromi-
dy. Casto pracujes qj s konkrétngmi Kulturnymi
pamiatkami, akymi sU veza v Pise ¢i Eiffelovka,
Co ta fascinuje na architekture? Preco ju tak
Casto vo svojej tvorbe pouzivas?

M. B.: Pokladém sa za insitného architekta.
OKkrem vytvarania vlastnej insitnej architek-
tiry rad prerabam a vylepsSujem znéme ar-
chitektonické pamiatky. Mesté a starobylé
stavby mém radsej ako prirodu. Styri steny,
podlaha a strop je ulita, korytnaéi pancier pre
telo i dusu. Architektura nas chrani, vymedzu-
je nas priestor, je Uto¢iskom pred nepriaznivy-
mi zivlami. Staré budovy, kostoly, veze, hrad-
by, mosty a z nich vytvorené mesta vnimam
ako zivé organizmy, Ktoré poznaju nasu bolest
a radost, nase sklamania a tuzby...

B. G: Podobne vo svojej tvorbe opakovane pouzi-
vas o] mnohe vizudlne znoky, Koré vychadzaoju
z kazdodennej banality, napr. Ziletkao, cojova sak-
ka.. Co bolo impulzom pre vyber prave tychto
motivov? Zaujimaju ta oko vizudlne objekty, ale-
bo ich pouzivas ako symboly?

M. B.: Predmety, ktoré spominas, su len frag-
mentom rozmanitych a ré6znorodych motivov,
ktoré pouzivam. Ziletky a $élky, v mnohgch
variantoch, boli na chvilu nositelmi médjho
programu. V procese tvorby zbieram rézne in-
Spirdcie. Napady sa mi vetvia réznymi smer-
mi, k svojim motivom sa vraciam, snazim sa
ich posunut do inej kvality. Témy sa opakuju
v ingch formach, vytvéraju nové situacie. Moje
ziletky maju zmenené tvary, ziskali ich pri hre
s formami, pri vzniku mojich diel. Ziletka, to
bol moj nastroj uz na zdkladnej skole. Sustav-
ne som ziletkou opravoval svoje pisané texty
v zoSitoch, lebo som sa stale mylil. Tiez som
s fiou rezal, Skrabal, vyskrabaval fotografie,
negativy, kolaze. Na strednej Skole som si vy-
myslel vyskrabavaciu techniku, Ziletkou som
Skrabal do kladivkového papiera, ktory som
predtym polial tuSom a oplachol vodou.

B. GV serii SDAD na aktudlnej vystave je pritom-
Ny objekt, v kiorom okrem riesenia problemoatiky

priestoru procujes aj s osobnymi spomienkami,
Postel, z ktorej objekt pozostdvo, je z vasej do-
macnosti. Digitdlna tla¢ schodisko, do ktorého
je architektura zasadend, je fotografiou schodis-
ka domu, v Ktorom byval tvoj stary otec. Do akej
miery je pre teba dolezite pouzitie veci spojenych
s 0sobnou Mytologiou, rodinnou historiou? Vyuzil
si podobny osobny eristup o) pri ingch pracoch?
M. B.: Vo svojej tvorbe nevychddzam z Kon-
krétnych situdacii a ani sa nesnazim vkladat do
svojich diel vlastnu rodinnu histériu. Skér ako
spomienky ma inSpiruju predmety, ktoré su vi-
zudlne atraktivne, zapadaju do seba, daju sa
spolu ,,zmontovat™. InSpiraciou objektu Postel
z cyklu 3D/A4D bola mozno Gormleyho leZiaca
postava s hlavou v doméeku. lluzivne pohlady
do h[bl-{g, snivanie, poschodia, velky domcek
— maly doméek, zub Easu. Predstava spanku,
schodisko Kklesajuce v priestore. Postel, psy-
chiatricka lie€ebfa, namiesto podusky prepad-
lisko, zarovefh masazny stol z Piestan, kde sa
hlava zastréila do akéhosi otvoru. Hlava — malé
prepadlisko, pohlavie — velkd Sachta. V mojom
diele nachddzam vyznamy az ked je hotové.
Jednotlivé prvky dosadzujem do rovnice, ktora
sa v koneénom dosledku javi logicky usporia-
dana a vytvara harmoéniuv kompaktného celku.
B. GV roku 1994 si vytvoril instaldeiu Pomad
v ktorej si pouzil zuva¢ku ako primarny vytvarny
material. Co bolo impulzom pre tito pracu? AKo
sWvisl tento netypicky materidl s ndzvom prace
Pomat?

M. B.: Detskd spomienka s pubertalnou pri-
chutou erotiky. Ruzova Zuvacéka Pedro a fa-
rebné zuvacky z Tuzexu, to je fenomén mojho
detstva. Zuvat, nafukoval zuvaéku, natahovat
ju, omotat okolo prsta... Témou Zuvaciek som
sa zacal zaoberal poc¢as studia v Dijone. As-
faltové chodniky starobylého mesta boli ako
vesmir z rozsliapanych zuvaéiek. Tu vznikli
moje prvé zuvackové obrazy, mal som ich na
vystave Piati v Galérii umeni v Dijone. O pol
roka som tuto tému rozpracoval uz v Bratisla-
ve. Profesor Sikora mi na prieskum poskytol
svoj kabinet. Vytvoril som akygsi kabinet ku-
riozit. Maly priestor pitevne alebo muciarne,
alebo odhaleného libida. Na stenach krehké,
elastické blany s proporciami éloveka, pri-



Spendlené na notoricky znamych Leonardo-
vych vitruvianskygch kruhoch a stvorcoch. Clo-
vek - Zuvaéka vydrzi vela aj ked strati chut,
lebo je nestravitelny, ale poddajny. Splfa Kri-
téria vlastnych proporcii, natiahnuty do pred-
pisanych foriem, do proporcii spoloénosti
a zivotnych roli. Na stenach bola este zaskle-
na skrinka so zuvac¢kovygmi bublinami a ob-
razky s rozsliapnutymi Zuvac¢kami. Na podla-
he obrateny stoél, ktory odhaloval svoje skryté
miesta polepené rozzuvanymi zuvackami.
Slastna spomienka, neskor Zivotna skusenost,
predstava znasilnenej pamate - rozzuvany,
rozdrveny. Htosi hlada kazy na spomienkach,
dokazuje mi svoje predstavy. Mozno som mal
zostat pri pévodnom nazve Dolce Vita.

B. G Vo svojich pracach vytvaras dosurdne, pa-
rodorne situdcie, spadjas nespojitelne a pre di-
vaka vytvaras nove, viipneé a hravé kontextudlne
&itanie. Co ta na tom najvioc bavi? Proces vytva-
ranio, odhalovanie vlastného vnutorného sveta
a tvojho spdsobu videnia, alebo chees provoko-
vat, vytrhnut udi z konvencneho videnio sveta?
M. B.: Chcem, aby boli moje diela zaujimavé.
Pracujem, tvorim ako viem, je to jeding sp6-
sob, ako sa mdézem realizovat. Nespdjam vy-
znamy, ale formy, mozno preto niekedy vzni-
kaju paradoxrné situacie. Viac ako provokovat
tuzim byt prijimany a prijaty. Svoju torbu by
som prirovnal k praci vyndlezcu. Niekedy su
sice moje vysledky rozporuplné, ale potom
to kompenzuju diela vizudlne pritazlivé, Ktoré
na mna pdsobia svojou harmoéniou. DUfam, Ze
takto su vnimané aj niektorymi divakmi.

B G: V sucasnosti sa viac venujes male a di-
gitdlnej tlaci. Nopriek tomuy, ze ide o dve velmi
rozdielne meédid, v tvojom pripode maoju obidva
vysledne typy ocbrazu velmi podobny rukopis,
tokze na prvy pohlad nie je hned zrejme, ¢i ide
o malbuy, alebo digitdlnu tlac. Vyplgva tato bliz-
kost z procesu vzniku obrazy, ktorého skladbu si
predpripravujes v pocitaci?

M. B.: Moje malby suU obycajne pokrac¢ovanim
mojich digitalnych grafik. Vgstup z poéitac¢a
pokladam za hotové dielo, realizujem ho digi-
talnou tlac¢ou na papier alebo platno. Niektoré
tieto tlacée sa potom stanu predlohou alebo
podkladom pre malbu. Hazdé médium, kazdy

materiél ma iné prednosti. Som presvedceny,
ze malbou, vo vaésine pripadov, dosahujem
vyssiu kvalitu svojich diel. Vstup digitalneho
média do tradi¢nej malby pokladéam za velmi
vzitocny.

B. G Ing tyo malby alebo digitdlnej tlace pouzi-
vas pri cykle s motivom katedrdl. Tieto prace na
z&klade rézneho stupfia rozrastrovania predlo-
hy pdsobia na prvy dojem oko impresionisticky
alebo pointilisticky obraz. AkY je proces vzniku
tychto diel? Hedze ide o konkrétne stavby, pred-
poklodam, ze pracujes podla fotografie. Do akej
miery vyuzivas pocitac?

M. B.: Proces vzniku mojich obrazov s motivom
katedradlje dlhodoby. Poc¢as méjho studia vo Fran-
cuzsku som mal fascinujuci zazitok z parizskej
Sainte Chapelle. Tymto motivom som sa zacéal
zaoberat o rok neskér, na studiv v USA. Vycha-
dzal som z fotografii, ktoré som rézne rastroval.
V skole som pracoval s fotokopirkou, rastre som
ziskaval zvaésovanim a zmensovanim predlo-
hy. Ziskanu strukturu som po milimetroch opra-
voval perom, bielym korektorom a kolézovanim.
Ziskal som jemnu rovnomernu Strukturu, Ktora
na prvy pohlad pripominala iernobiele televiz-
ne zrnenie. V o€iach divaka sa potom spajala
do vnutorného priestoru kaplnky. Po ndvrate
z Ameriky som pokracoval v rozvijani motivu.
Zacal som erperimentoval's touto jemnou Struk-
turou, pouzil som z nej fragmenty na svoje ob-
razy. Vtedy som ju uz spracovaval na pocitaéi.
V roku 1996 som podla nej namaloval rozmerny
obraz, ale stdle to bolo len o ciernej a bielej.
V roku 2000 som niekolko wxerorovych va-
riant vyfarbil farebngmi firkami. Vgsledky boli
posobivé, ale neplanoval som ich realizovat
na velkych formatoch, neveril som, ze si pora-
dim s ich ndroénym prevedenim. Rodi¢ia ma
presvedcili, aby som sa o to pokusil. Vgsled-
ny efekt mojich rozmerngch obrazov Sainte
Chapelle 1 a 2 pokladém za velmi dobry, roz-
hodol som sa pokracovat v tejto linii. Experi-
mentujem s dalSimi Struktdrami, novy priestor
sa mi otvara pri malovani a premalovdévani.
Co sa tgka prirovnania k pointilistickému ob-
razu, pointilisticky obraz tvorili malé fareb-
né body na bielom plétne. Farebné skvrny na
mojich obrazoch pésobia svojim samotnym



tvarom, s charakteristickym tvaroslovim vytvo-
rengm vo fotokopirke. SU uchopené v tenke;j
Ciernej kresbe, vznika Kontrast medzi ciernou
grafickou struktirou a maliarskymi $kvrnami.
V tgchto mojich obrazoch nachéddzam skér pri-
buznost s niektorgmi chréamovygmi vitrazami
alebo farebnymi detskymi omalovankami. Ale
mas pravdu, na prvy pohlad mézu posobit ako
uvadzas.

B. G. Hatedrdla je vyrazny orchitektonicky druh
typicky pre stredovek. Je pre teba dolezity vy-
ber konkretnej katedraly, alebo ti ide skor o vse-
obecny typ architektury, kory ta oslovuje?

M. B.: Starv architekturu, zvlast gotické kated-
raly, som obdivoval od Utleho detstva. Dom
sv. Alzbety v Kosiciach som kreslil. Ako dieta
som mal moznost vidiet gotické katedralne
chrémy, okrem Hosic qj v Presove, Bardejove,
Levoéi, Trnave, Bratislave, Brne, Prahe. Detské
zazitky su neprekonatelné. Dnes sa mi pri vy-
tvarani obrazov s motivmi katedrél vynaraju
jednotlivé chramy, ale teraz vytvaram variécie
chréamovych interiérov, vybudované z vitrazi.
B. GV poslednom obdobi sa ¢oraz vioc venujes
citaciam. Privlastiujes si nopr. diela autorov ranej
avantgardy, oko napr. Chirico, Magritte, ale oj re-
nesancnych osobnosti, ako nopr. Leonardo da
Vinci, ARY ke pouzivas pri vgbere citovanych
autorov? Ake moznosti ti otvorilo tato strategia?
M. B.: Za vznik niektorych svojich najlepsich
ndpadov vdaéim ndhode. Neporiadok v mojej
izbe alebo ateliéri je semeniStom podnetov
pre moju tvorbu. Najmé knihy ndhodne otvo-
rené, monografie umelcov, dejiny umenia,
encyklopédie, reprodukcie oblubengch auto-
rov. Na ndhodny podnet sa zaénu nabaloval
myslienky, predstavy, spomienky na konkrét-
ne obrazy. Pri tvorbe potom vyberam z tejto
chaotickej hromady to, €¢o sa mi najviac hodi,
a niekedy to vlozim do zaujimavej reproduk-
cie. Alebo do zhluku napadov pridam citaciu
svojho oblubeného autora alebo viacerych
autorov. Vzdy ma potesi, ked citacia dobre za-
padne do kompozicie a pdsobi ako neoddeli-
telné sucast mojho diela.

B G. Opakovane pracujes s odkazmi na dielo
joponskeho moaliara o grofika Katsushika Ho-
kusaia, ktory zil na prelome 18, o 19 storocia. Ako

si sa k nemu dostal? Preco sa K tomuto autorovi
neustale vracias, ¢o ta na jeho tvorbe oritahuje?
M. B.: Stale hladam podnety a napady pre
svoju tvorbu. Moje detské ndvstevy vygstav
a galérii trvali dlho. Teraz ich prebehnem po-
merne rychlo, pozerém ich vygberovo, aj tu
binujem podnet z vystavy s mojimi predsta-
vami, mojimi starsimi dielami. Stalicou me-
dzi predlohami, ktoré sa ¢asto zamiesa do
mojich Kkombindcii, je Hokusaiova Vina. Toto
dielo pozném odmali¢ka, original som videl
pred 6smimi rokmi v Parizi na vystave japon-
skej grafiky. Hedy som sa fiou za¢al zaoberalt
si spominam len neuréito. UZ som si ju tak
osvojil, Zze sa mi zd4, akoby som s fiou paco-
val od nepamati. Prvé moje diela z hokusaiov-
ského cyKlu boli Hokusai 1 a Hokusai 2, Vina
s rozrezanou kapustou a Vlna so Ziletkou. Dve
zaujimavé grafické formy, Ktoré som spojil
s Hokusaiovou Vlnou. Najprv som z nich vytla-
¢il digitalne printy, neskoér som vytvoril velko-
plosné akrylové malby. Toto su pilotné diela
z pocetného cyklu, ku ktorym sa vraciam, pre-
toZe patria kK mojim najhodnotnejSim. Vraciam
sa Kk nim, pretoZze ma tesi rozvijat a prekondvat
svoje najlepsie vysledky. S odstupom casu
v nich nachadzam nové vyznamy a suvislosti.
Hokusai 1 — struktira kapusty, dokonaly pri-
rodny Utvar, prepojenie vSetkého so vsetkgm?
Vsetko sa zlieva do bludného kruhu, vir, laby-
rint civilizacie aj vlastnych bludov, rez moz-
gu, ironicky komentér k zivotu. Alebo z mor-
skej peny vyrasta hlub, z neho listy labyrintu,
a vzapati sa Klati spat do mora.

Hokusai 2 — kym kapusta — labyrint je Zivel-
nost, Ziletka je protipdl, ikona rozumného ale-
bo rozumového sveta. Ziletka veci oddeluje,
vymedzuje, deli, Skatulkuje, kategorizuje javy
a pojmy. Nastroj eraktného vyskumu, hygieny.
Ziletka na Hokusaiovej Vine, burka s vypnu-
tym zvukom.

B C: V poslednom olodobi si sa zacal venovat
tvorbe koldzi, v ktorych vrstvis geograficky a g
historicky velmi odlisne situdcie, kedy napr. zo-
sadzujes reprodukciu Leonordovej Posledne ve-
Cere do su¢asneho mestskeho prostredio. ARY
novy rozmer ti pouzitie koldze prindsa?



M. B.: Holaze som robil uz ako dieta a ¢asto som
sa K nim vracal. Su to volné spojenia, nahodné
aj konstruované, vlastnych aqj cudzich predstav
a obrazov. V sucasnosti robim Kkolaze €asto. Na
svojich prechadzkach stdle fotografujem a fo-
tografiou sa nechavam inSpirovat. Fotografujem
to, ¢o ma zaujme, alebo cielene, ¢o potrebujem
do svojej predstavy o budicom diele. Hoci ro-
bim rézne druhy kolazi, teraz su to najma kola-
ze fotografické, kombinované s kresbami, poci-
tac¢ovou grafikou, niekedy aj s pouzitim citacie,
ako spominand Poslednad vecera.

B. G: V pracach 11, O] o Vgjco vytvaras zlozite
kompozicie, v ktorych sa prekrgvoju rdzne for-
malne a vyznamove vrstwy, koe je nakumulovo-
na symbolika odkozujuca na tvoje starsie prace.
Objovuju sa v nich fragmenty vezi, stavieb, taz-
kych mechanizmov, ale gj citdcio Hokusaia ale-
bo plasticke vystrinovacky, Na prvy pohlod sa
zda, oko keby islo o akesi archeologicke sondy
do vlastnej minulosti. S akym zamerom vznikali
tieto obrazy?

M. B.: Uzavieram sa do svojho sveta, prehodno-
cujem a vraciam sa Kk pouzitym motivom. Ale
nechcem byt archeolégom vlastného zivota.
Znova, je to formalna hra. Aktualny zmysel sa
meni kazdgm okamzikom. Forma - hrac¢ka pri
hre meni vyznamy. Strihdm, kolazujem, vytva-
ram nové suvislosti. Hra asocidcii. Asociacie
davaju ndzvy. Ak mam ndézov, zaéne sa dielo
Kk nemu viazat. Je to podobné ako v evolué-
nom vyvoji — jednotlivé druhy nepoznali svoje
latinské ndzvy a ani dnesni ludia nepoznaju
nazvy, ktoré im da buducnost.

B. G Na podobnom orincipe su vytvorene o
kompozicie s ndzvami Taxi Marathon, P-CAS-
SO-VIA a Fatamorgdna. V tgchto printoch je na-
vyse plocha obrazu rozfdzovand do malych obo-
dznikov (hajma P-CASSO-VIA a Fatomorgona),
tokze to, ¢o bolo konkretnym vyobrozenim, sa
stévo dostrakciou. Zaujimoju ta predovsetkym
moznosti formalnej premeny obrozu - kompilo-
vanie, akumulovanie, rozklad -, sprostredkované
pocitacom, teda prechod od konkrétneho K ab-
strakinemu?

M. B.: TeSi ma spajat moje kompozicie, miesat
ich navzdjom, pridavat dalsie vrstvy. Suhla-
sim s tebou, zaujimaju ma moznosti formalnej
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premeny obrazu. TUzim, aby vznikol pdsobivy
obraz, ktory by bol vizudlnou pastvou pre oéi
divaka. Jeho dodatoéne ndjdeny zmysel je pre
mfa druhorady. Prvorady je vznik pekného,
farebného obrazu. Obycajne je v fiom trocha
Konceptu, trocha popartu, trocha minimaliz-
mu, vela maxrimalizmu atd. Chcem, aby bol
obraz silnejsi ako impulzy, ktoré viedli k jeho
vzniku. Obraz Taxi Marathon vznikol spojenim
dvoch mojich kompozicii, ktoré som predtgm
dlho vytvéral a opakovane menil. Prva vyus-
tila do méjho najvacésieho obrazu Follow Me,
druhd, s doméekmi a siedmimi kruhmi, bola
podkladom pre cyklus rozmernych obrazov.
Podobne vznikali aj PI-CASSO-VIA a Fatamor-
gana. Pri nich som pokracoval pridavanim
dalsich vrstiev, rozbitych na velké mnozstvo
fragmentov. S abstrakciou to nemaéam celkom
jasné, myslim si, ze s Aou nepracujem.

B. G: Ako vnimas v Konterte tvojej tvorby diva-
ka? Myslis si, ze vtip a irdnio, s korymi pracujes,
poMahaju o] nepoucenemu divakovi porozumiet
tvojim procom?

M. B.. Nerozumiem svetu, ktory ma obklo-
puje. Nie som vtipnyg ani ironicky. Chcel by
som nadsSeného divdaka, ale radsej prijmem
odmietnutie ako predstierané uznanie. Co-
raz viac mam pocit, ze porozumenie mézem
ngjst len u malej skupiny ludi so zaujmom
o umenie, s vyhranengm vygtvarngm a kultur-
nym poznanim. Namyslam si... ze okolo mna
este stdle trva prajnéd skolska atmosféra. Pri
tvorbe mam slastné pocity a predstavujem si,
ze podobné pocity budu mat ludia, ktori budu
prijimat moje umenie. TeSim sa, ako ukdzem
spriaznenym dusiam, €o robim. Ak pridu na
moju vystavu. AK nepridu, este stdle mam
dvoch chadpajiucich divakov, otca a mamu.
Chcel by som, aby sa moje diela zachovali
a mali v buducnosti nezatazenych a vnima-
vych divakov.

B. G Akwadlnu vgstovy, Ktoru  prezentujeme
v Nitrianskej galérii, si nazval Ticho a pokoj, Diho
si zvazoval aj iné moznosti. Preco si sa priklonil
prave k tomuto ndzvu?

M. B.: Nie je to len ndzov, ale aj moje zelanie.



| WJOULD COMPARE MY ARTWORH
TO THE WORK OF AN INVENTOR?

Marko Blazo in an interview with curator of the exhibition Barbora Gerzovd

Barbora Gerzova: You come from Hosice where
you finished the Secondary School of Applied
Arts (1987 - 1991). Your parents, Hatarina Tekelova-
Blozova o Frantisek Blazo, are artists, the gradu-
ates of Academy of Fine Arts and Design. They
both studied at the Department of Monumental
Painting and Topestry lead by Professor Peter
Matejko. To what extend did the strong artistic
background you had in your fomily offect you?
Did you consider another possibility, a different
specialization or since the very beginning you
had wanted to study fine orts?

Marko Blazo: | remember a room in our flat
packed up to the ceiling with colourful wool.
My mother and grandmother are weaving
a tapestry on a big frame, it was my mother’s
studio. In my father’s studio | build castles, or
rackets and aliens... As a child | wanted to
be an architect, archaeologist, palaeontolo-
gist, a preserver. Drawing and painting were
so commonplace to me. Although | was not
very assertive and self-confident thanks to
my parents and people who were around me
| believed | am talented. Therefore | applied
for the Secondary School of Applied Arts in
Hosice.

B. G: From 1991 to 1998 you studied at the Acad-
emy of Fine Arts and Design in Bratislova. The
Foculty of Arts at Technical University in Hosice
wos founded only in 1998 therefore one of the
possibilities waos to go and study in Bratislava.
Did you consider the studies in Prague? Hosice
wos more linked to Prague. DId you consider
also this alternative?

M. B.: | have always looked up to Prague with
respect but | applied to study in Bratislava.
My parents had studied at the Academy of
Fine Arts and Design in Bratislava, my class-
mates were also considering this option, my
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cousin Cyril had already been a student at the
Academy, and | have always been getting on
well with him, | admired his works from his
childhood and teenage years. And moreover,
Bratislava was closer to Hosice, it was more
convenient, | had health problems then.

B. G: In 1991 you started to study at the Academy
of Fine Arts and Design in Bratislava, your life
moved for a certain time to the copital city, How
did you perceive the difference between the ar-
tistic environment ot home in Hosice, and cul-
tural life in Bratislova that ofter the velvet revolu-
tion become even hectic? What did the change
bring to you?

M. B.: | thought | came to a bigger world. Then
even into a bigger one when | went to study in
France and the United States. My way of life
changed radically. | tried to catch up with my
colleagues at the Academy. My Bratislava life
and the studies abroad caused that | again re-
alised my social limitations. | started to assess
and reevaluate changes | had lived through.
| realised that my work requires more qui-
etude, rather than the hectic life around me.
B. G. At the Academy of Fine Arts and Design
you studied at the Department of Painting in the
Open Studio lead by Professor Rudolf Sikora
who waos o remarkable personality of the unoffi-
ciol art scene and he hod come to the Academy
only in 1990 the year before you started to study
there. Did you choose his studio purposely? Did
you know his work that before 1989 wos pre-
sented only at unofficial exhibitions?

M. B.: | decided to sign up for the Open Studio
at the Department of Painting when | contin-
ved in my studies. | did not know the works by
Professor Rudolf Sikora, | became acquainted
with them only later, during my studies. Cri-
teria according to which | made my decision



were various. First of all | wanted to be in the
studio in the historical building of the Acad-
emy of Fine Arts and Design in Hviezdoslavovo
Square, in the studio where | could be freer
and had enough space for my work.

B. G: How was it to work under the guidance of
Rudolf Sikora? Was his work motivating for you
or was it his pedagogical leodershig? How did
his studio work? UJas it more obout setting the
limits, for erample regarding the focus of the de-
partment as o department of paiNting, or Was it
about crossing the limits and ultimate freedom?
M. B.: | appreciated the openness that the stu-
dio had in its name the most. Since the begin-
ning | could work in any media and | was suf-
ficiently free to create. | appreciated tolerance
that Professor Sikora expressed regarding my
work and the way of my study. Gradually
I worked in the academy studio less and less
and more in my room in the halls of residence.
I more often left for HoSice, | retreated into my
private space that was the best for my work.
I considered the most important part of my
class work the term exramination exhibition
(the exhibition of all works by the students
of a particular year), which was the possi-
bility to compare my works with other stu-
dents and the opportunity to know excellent
artists and pedagogues: Vladimir Popovic,
Ladislav Corng, Dezider Téth, Daniel Fischer,
Mrs. OriSkova, your mother (Jana Gerzova).
Regarding my works from that time | appreci-
ate the first and second train installation the
most, the cycle of large scale compositions
with animals, chewing gum installation Mem-
ory, the first solo exrhibition Equals to (cura-
tors Sandra Husé and Petra Handkova), Clock
on a Minute Leg (accomplished in Budapest),
the billboard from the exhibition Bilboart (cu-
rator Juraj Carny ) and inlaid reversible little
houses from the cycle 3D/4D at the exhibition
Interior vs. Exterior in the Cosmos Factory in
Bratislava.

B. G: You studied at the Department of Painting
but the first stage of your work was, at leost on
the basis of what you hod exhibited, focused
on the creation of object and installations. We
can mention for exkample the exhibition Interior
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Vs, Exterior, Cosmos, a.s, Bratislavo, 1996, where
you exhibited the cbjects from the 3DA4D series
for the first time. The objects dominated also the
independent exhibition Meloncholy in 1998 (Mu-
seum of Vojtech Loffler, Hosice) and also at the
Oskar Cepan Award in 2001, Uhat brought you
to this type of work?

M. B.: | erperimented with prints and paint-
ing, at the same time | worked on objects and
installations. During their creation the main
motivation was my childhood fascination
with old architecture, conservation probes
into architecture and into painting with their
renovations, excavations, archaeological lay-
ers... Installation and objects were created
from materials that were preserved from
my childhood such as trains, rails, puzzles,
cut-outs..., artefacts from old buildings but
also the objects from the environment where
I lived (a kitchen curtain on the ladder, an old
kitchen scale under the paper Venetian tow-
ers, a reversed piano chair under the paper
Eiffel Tower). | thought reversible construc-
tions from paper building blocks were very
good. My models were mostly made of pa-
per, simple and naive. Paper was attractive
for me because it was light weight, | could
not work with other materials. Fragile objects,
however, required careful manipulation when
wrapped, or transported and during installa-
tions. They were exrhibited several times and
only those that became parts of collections
in private galleries and museums were pre-
served. (Maybe.) | presented most of them at
the Oskér Cepan Award in Bratislava. | have
not worked on objects and installations for
a longer time, however, | would like to return
to this type of work. An opportunity could have
been my solo exhibition in Trnava Synagogue
curated by Vladimir Beskid. It is ideal to make
objects and installations for a specific and in-
teresting space. Unfortunately, when Vladimir
Beskid, director of the Trnava Gallery of Jan
Honiarek, was removed from his office the
idea of the erhibition disappeared.

B. G: In 1998 you finished your studies ot the
Academy of Fine Arts and Design. What waos the
concept of your diploma work?



M. B.: | finished the studies at the Academy in
a poor health condition. Looking back | regret
I could not finish my studies with an excellent
artwork.

B. G. You work with o wide spectrum of me-
dia ranging from drowings, prints, digital erint,
photogrophy to painting and objects and instal-
lations. What does medium you use mean for
you? Is the selection of a particular medium
more important for you or are you more inter-
ested in o motive and a topic when the medium
is only a carrier of these? What is superior: the
used medium or o motive?

M. B.: The basis for my graphic works, digi-
tal prints, paintings, objects and also instal-
lations was drawing. For some authors the
particular art medium is a phenomenon. They
try to use all its qualities, comment on, and
test the limits of its possibilities. For me it is
only a tool to carry on simple presentation of
my ideas. | do not use the medium fully. The
form is more important. | play with the form
like with a set of building blocks. The game
that has motivated me since my childhood,
a mechanical game with some ideas, what
matches what like in a puzzle. The work is
created from a form to form, the meanings are
not the contents of the artwork but only its
attire. | do not know the meaning in advance
but | am always surprised by the meanings of
a finished work.

B. G Whoat is the place of painting in your work?
What does it mean for you to paint?

M. B.: | studied at the Department of Painting,
but it was more prints, objects and installa-
tions what | was preoccupied with then. At
present | spend most of the time working
on a computer and painting. The work with
computer is quick, in a short period of time
I work with a lot of ideas, but painting, or as
a case may be illuminating as a final stage of
my work can take a long time. At present my
painting is not spontaneous. | use the things
created on a computer as a model or a back-
ground for my paintings. My painting reminds
me of weaving a tapestry. | illuminate accord-
ing to the background and only when | am
not satisfied with the result | start to revise
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the painting, to paint over. It is a very impor-
tant stage of creation and it lasts until the
painting does not leave the studio eventually.
I come back to certain works with totally new
ideas and | put layers on them and repaint.
I think that the medium of painting has spe-
cific qualities that cannot be achieved through
any other medium.

B. G: Your artistic progromme is bosed on the
poetics of paradox and specific iconogrophy.
There are many recurrent motives and themes in
your works (a figure of Ferdo Mravec [a charoc-
ter from children’s books], storks, unicorns, tanks,
protruded tongues, key holes, towers ..). UJhat is
the source of your inspiration? Are these rather
memories from your childhood or do you drow
the experience from some specific situation’?

M. B.: It is not my intention to create paradox-
es. Recurrent motives that you mention belong
to the previous period of my work. But | do not
want to say that | am not going to use them
anymore. In my computer archive from the
latest decade | have thousands of new works
with new motives. | have another extensive
archive of drawing ideas on paper size A4 in
a number of portfolios. | worked on them most
intensively recently. Barren of everyday du-
ties | was immersed only in painting, it was
a depressive — golden period. The origin of
my inspiration rests in my childhood, | am an
aged child. The small world fused into the big
world. My works do not have their own logic,
I am always glad when | come to a certain
meaningful result - it imbues me with new
energy. On the other hand, | am almost sickly
obsessed with finding parallels between my
current art results and their consequent spe-
cific situations. Intuition, coincidence and fate
are the topics that | need to deal with willy-
nilly.

B. G: Since you storted your career you work
with the motive of train and train rails, First you
used real modelling rails and train models, later
you used the motive in drowings and computer
prints. At the first glance it might seem that you
focus on childhood memories, on the other hand
eractly by creating these simple elements you
started paradoxical situations leading ad dosur-



dum. What was the initial impulse for this tyoe
of work?

M. B.: The impulse for train installations were
the fragments of preserved children’s toys in
an accidentally open drawer. The rails with
trains around a Christmas tree are the oldest
toy that | can remember. The train models cre-
ated for the soul of a little young man and the
eye of a big child. | like the graphical struc-
ture of connected rails. They remind me of big
zippers located in a landscape. | created my
first train installation in HoSice when | was
a freshman at the Academy of Fine Arts and
Design, the second during the term examina-
tion exrhibition when | was a sophomore, the
third was made for the exhibition Homage to
Myselfin Zilina, in 2000. Still during my study
I did the cycle of prints and images with
trains and rails for the exrhibition Equals to.
| was reading Jung, then the passage from
his book Analytical Psychology was inspiring
for me. He describes there the dream of one
of his patients who sees his train coming into
a sharp curve. | consider this cycle the most
original of my works. In addition to the origi-
nal impulse there were also other circum-
stances that attracted me to this topic. My
grandfather, Anton Tekel, was the leader of
the armoured train called Stefdnik in the Slo-
vak National Uprising. Then he worked most
his life with the railways. And in HoSice we
live near the train station, | often perceive the
sounds of shifted wagons. It is a very pleas-
ant sound, something like organ music...

B. G: The motives from architecture, such as
churches, towers, castles, fortification, pyromids
are recurrent in your work. You also often work
with specific cultural sights such as the Tower
of Pisa, or the Eiffel Tower. What fascinates you
in architecture? UJhy do you use these elements
so often in your works?

M. B.: | consider myself a naive architect.
In addition to creating my own naive archi-
tecture | like to modify and improve famous
architectural sights. | like cities and ancient
structures better than nature. Four walls,
a floor and ceiling is a shell, a turtle’s shield
for the body and soul. Architecture protects us,
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delineates our space, it is the refuge against
unfavourable natural elements. | perceive
old buildings, churches, towers, fortifications,
bridges and the cities created from them to be
animated organisms that know our pain and
joy, our disappointments and desires...

B. G: You also use recurrently a number of visual
signs that are rooted in everyday banality, eg.
o rozor, a teo cup.. What was the impulse to
select these motives specifically? Are you inter-
ested in them as visual objects or do you use
them as symbols?

M. B.: The objects you mention are only frag-
ments of various and diverse motives | use.
Razors and teacups in a number of variants
were a carrier of my programme for a while.
In the process of my creation | gather vari-
ous inspirations. My ideas fork in multiple di-
rections, | come back to my motives, | try to
shift them into another quality. Themes recur
in other forms, create new situations. My ra-
zors have changed forms, they acquired them
during the game with forms | play, during the
moment of origination of my works. The ra-
zor was my tool already at the elementary
school. | corrected my written texts in my
notebooks constantly because | always made
mistakes. | also cut with razors, | used them
to scratch out photos, negatives, to make col-
lages. At the secondary school | invented the
scratch out technique, | scratched the Bristol
board with a razor after | had poured ink on it
and washed it out.

B. G. There is an object as a part of the SDAD se-
ries presented at the current exhibition. You work
here with personal memories in addition to solv-
ing the problem of space. A bed that is the cb-
ject comes from your household. The digital print
of stairs, where the architecture is situated in, is
a photograph of the stairs in the house where
your grandfather lived. To what extend the em-
ployment of things linked to your personal my-
thology, and fomily history is important to you?
Have you used similar personal opproach also
in other works?

M. B.: My work is not rooted in specific situ-
ations and | also do not try to insert my own
family history in my works. Rather than by



memories | am more inspired by objects that
are visually attractive, they fit into one anoth-
er, they can be assembled “together”. Gorm-
ley’s lying body with his head in a little house
could be the inspiration for the object Bed
from the cycle 3D/4D. Illusory views into the
depth, dreaming, floors, a big house - small
house, ravages of time. The idea of sleep, the
stairs descending in space. A bed, a psychiat-
ric clinic, a secret hatch instead of a pillow, at
the same time a massage table from Piestany
spa where a head was inserted into some
slot. The head — a small secret hatch, a sex —
a big shaft. | find meanings in my works when
they are finished. | insert individual elements
into an equation that eventually appears to be
logically ordered and creates the harmony of
a compact whole.

B. G: In 1994 you created the instollation /Memory
where you used a chewing gum as a Erimary
visual material. What was the impulse for this
work? Houw is this untypical materiol connected
with the title of the work Memory?

M. B.: A child’s memory with a teenage taste
of erotic. A pink chewing gum Pedro and co-
lourful chewing gums from Tuzex, these are
phenomena from my childhood. To cheuw, to
blow the chewing gum, to draw it, to wrap
it around one’s finger... | started to deal with
the topic of chewing gums during my studies
in Dijon. The asphalt pavement of the ancient
city was like the universe of squelched chew-
ing gums. My first chewing gum paintings
originated here, | presented them at the exhi-
bition Five in the Arts Gallery in Dijon. A half
year later | developed the topic in Bratislava.
Professor Sikora offered me his office for the
term eramination exhibition. | created a Kind
of cabinet of curiosities. A small space of
a dissecting room, or a tortured chamber, or
revealed libido. The walls covered with frag-
ile, elastic membranes with the proportions
of a man, pinned on notoriously known Leon-
ardo’s Vitruvian circles and squares. A man
— chewing gum can endure a lot even when
s/he turns tasteless because s/he is indigest-
ible but flexible. S/he meets the criteria of their
own proportions, stretched into prescribed
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forms, into proportions of society and life
roles. There was also a glass box on the wall
with chewing gum bubbles and images of
squelched chewing gums. There was a table
turned upside down that revealed its hidden
places with chewing gums stuck onto them.
A pleasurable memory, later a life exrperi-
ence, the vision of a raped memory - chewed
up, crushed. Somebody looks for flaws in his
memories, proves his/her visions. | might have
stuck with the original name for the installa-
tion Dolce Vita.

B. G You create absurg, paradoxical situations,
you connect incommensurable ond you create
new, witty and ployful contextual situations for
the spectators. UJhat do you like most about it?
The process of creation, revelation of our own
internal world and your way of perception or do
you waont to provoke, to disturb people in a con-
ventional vision of the world?

M. B.: 1 want my works to be interesting. | work,
| create as | can, and it is the only way how
I can accomplish myself. | do not put together
meanings, but forms, it is maybe because of
this that paradoxical situations arise. More
than to provoke, | desire to be accepted and
| would compare my artwork to the work of an
inventor. Sometimes my results are contradic-
tory, but then this is compensated by works
visually attractive that impress me with their
harmony. | hope that they are perceived like
this also by the spectators.

B. G: At present you spent more time painting
and doing digital prints. Even though these are
two different medias in your case the both types
of artworks have a very similar signature so that
at the first gloce it is not immediately obvious
whether it is a painting or digital print. Does this
closeness result from the origination of an art-
work preprepared in a comouter?

M. B.: My paintings are usually the continua-
tion of my digital prints. | consider the comput-
er output to be a final product, | accomplish it
by digital print on paper, or canvas. Some of
those prints become a model or background
to the painting. Each medium, each material
has certain merits. | am persuaded that by
painting, mostly, | achieve a higher quality of



my works. | think the intrusion of digital me-
dium in the traditional painting is very useful.
B. G: You use another type of painting or digi-
tal print in the cycle with the motive of cothe-
drol. Becouse of various degrees of raster in the
model the first impression these works make
is that they look like impressionist or pointillist
paintings. UJhat is the process of origination of
these works? Because you make a presentation
of specific buildings | assume you work accord-
ing to a photogroph. To what extent do you use
o computer?

M. B.: My paintings with the motive of cathe-
drals come into existence in a long process.
During my studies in France | had a fascinat-
ing exrperience in Sainte-Chapelle in Paris.
| started to be preoccupied with the motive
a year later when | studied in the United States.
| started with photographs | gave them various
rasters. | worked with a photocopy machine
at the Academy, | achieved rasters by en-
larging and decreasing the size of the model.
I corrected the acquired structure millimetre
by millimetre with a pen, white corrector and
collage. The structure | acquired was homo-
geneous and at the first glance it reminded
me of black and white TV pixels. Then in the
perspective of a viewer it evolved into the in-
ternal space of a cathedral. When | returned
from the United States | continued to develop
the motive. | started to experiment with this
delicate structure, | used fragments from it in
my paintings. At that point | started to develop
it in a computer. In 1996 | painted a large scale
canvas according to it but it was still about
black and white colours. In 2000 | coloured
some photocopy variants by colourful mark-
ers. The results were impressive but | did not
plan to do large scale formats | did not believe
I could handle such a difficult procedure. My
parents persuaded me and | tried it. | think the
final effect of my large scale paintings Sainte-
Chapelle 1 and 2is quite impressive, | decided
I would continue in it. | erperiment with other
structures, the new possibilities open when
I paint and repaint. As for the pointillist paint-
ing. The traditional pointillist painting was
created by colourful points on a white can-
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vas. The colourful stains in my artworks make
an effect by the form itself and the specific
structure created in the photocopy machine.
They are rendered in a thin black drawing, the
black graphic structure and pictorial smears
are contrasted. | see them rather similar to
some eramples of stained glass in cathedrals
or children’s drawing books. Yes, but you are
right, at the first glance it can be as you de-
scribed it.

B. G: Cathedral is a striking architecturol type,
typical for the Medievol Ages. Is a choice of o
specific cathedrol importont for you or are you
more interested in a general type of architecture
that speaks to you?

M. B.: | have admired the old architecture
since | was a child. | drew the St. Elisabeth
Cathedral in HoSice and also cathedrals in
Presov, Bardejov, Levo¢a, Trnava, Bratislava,
Brno, Prague. Nothing surmounts the child’s
experience. When | create paintings with mo-
tives of cathedrals the specific cathedrals
come to my mind, however, today | create the
variations of cathedral interiors built up from
stained glass.

B. G: Recently you have been more and more in-
terested in citations. You appropriate for example
works of the authors of early avont-garoe such
as Chirico, Mogritte but also Renacissance per-
sonalities such as Leonardo da Vinci. How do you
decide who you oppropriate? UJhat are the possi-
bilities that the new strategy has opened for you?
M. B.: Some of my best ideas appeared as
a coincidence. My messy room or my stu-
dio are a seed plot of impulses for my work.
These are mainly books, randomly opened,
monographs about artists, art history books,
encyclopaedias, reproductions of favourite
authors. A random impulse triggers ideas,
visions, memories of specific images. While
creating | pick up from this chaotic pile the
things that suit my interest the best and some-
times | insert them in an interesting reproduc-
tion. Or into a cluster of ideas | add a citation
from my favourite author, or several authors.
I am always pleased when the citation mat-
ches the composition and appears to be an
integral part of my artwork.



B. G: You repeatedly work with references to the
works of Jopanese painter and print maker Hot-
sushika Hokusai who lived ot the turn of 18" and
19" centuries. UJhy him? Why do you return to
this author again and again, why do his works
attract you?

M. B.: | look for the impulses and ideas con-
stantly. When | was a child my visits to ex-
hibitions and galleries were long. Today
I go through them rather quickly, | am very
selective, also there | look for the inspiration
mainly and immediately combine the impulse
from the exhibition with my imagination, my
previous works. Hokusai’s Wave has a fired
position among the pretexts | refer to. | have
known it since | was a child, | saw the original
eight years ago in Paris at the exhibition of
Japanese prints. | do not know exractly when
| started to deal with it artistically. | have ap-
propriated it so much that it seems to me as
if | have worked with it forever. My first works
from the Hokusai cycle were Hokusai 1 and
Hokusai 2, Wave with a Cut Cabbage and
Wave with a Razor. Two interesting graphi-
cal forms that | have connected with Hoku-
sai’'s Wave. First | printed digital prints, later
| created large scale acrylic paintings. These
are pilot works of a cycle with numerous oth-
er works and | come back to them because
I value them the most. | come back to them
because | like to develop and overcome my
best results. Looking back after some time
| find new meanings and connections.
Hokusai 1 - the structure of a cabbage,
a perfect natural form, everything is linked
to everything. Everything is fused in a vicious
circle, swirl, labyrinth of civilization but also
the labyrinth of one’s own delusions, a brain
section, an ironic commentary on life. Or out
of the sea foam grows the cabbage stem, out
of it the labyrinthine leaves and the very next
moment it rolls back into the sea.

Hokusai 2 — while the cabbage - a labyrinth
signifies spontaneity, a razor is a counter-
point, the icon of a sensible or rational world.
The razor separates, delineates, divides, clas-
sifies, categorizes phenomena and concepts.
It is a tool of eract research and hygiene. The
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razor on Hokusai’s Wave — a storm with dis-
connected sound.

B. G: Recently you have started with colloges.
You make layers of situations that geogrophical-
ly ond historically differ. For exomple when you
place the reproduction of Leonardo's The Last
Syopeer into the contemporary urbon environ-
ment. What new dimension does it offer to you?
M. B.: | made collages as a child already and
| used to come back to them. They are free
connections, random and also constructed vi-
sions that are mine and someone else’s and
images that are mine and others. At present
| often make collages. When | walk | always
take pictures and | let myself to be inspired by
photography. | photograph things that catch
my eye or | focus on something that | need
for my vision about a prospect work of art. Al-
though | make various kinds of collages now
these are mainly photographic collages, com-
bined with drawings, computer prints, some-
times also using a citation like the above
mentioned The Last Supper.

B. G: In your works 7, O] and €gg you create
complicated compositions where various loyers
of form and meaning come into ploy, where the
symbolics referring to your earlier works is ac-
cumulated. The fragments of tousers, construc-
tions, heavy mechanisms but also the Hokusai
citotion or 3D cut-outs, At the first glonce it seems
that these are some archoeologicol immersions
into your own past. UJhat was the intention be-
hind these artuorks?

M. B.: | enclose myself into my world, | reas-
sess and come back to unused motives. But
I do not want to be an archaeologist of my
own life. Again, it is a formal game. The mean-
ing changes with every moment. The form -
a toy changes meanings during the game.
I cut, make collages, | create new connec-
tions. The play of associations. The associa-
tions give meanings. If | have a name, then
the art work is going to be connected with it.
It is the same like in the process of evolution
— particular species did not know their Latin
names and neither present people know the
names that are going to be attributed to them
in the future.



B. G. The similar principle works for the com-
positions entitled Tax/ Marathon, PFCASSO-VIA
and Fata Morgona. The space of the artuwork
in these orints is divided into smoll rectangles
(mainly P-CASSO-VIA and fata Morgona) so
that everything that was o specific presento-
tion becomes an dbstraction. Are you interested
mostly in the possibilities of the formal transfor-
mation of the art work - compilation, accumulo-
tion, fragmentation —rendered by a computer, ie.
the conversion from the specific to the obstroct?
M. B.: | like to connect my compositions, to
blend them together, to add other layers.
| agree with you | am interested in the pos-
sibilities of formal transformation of the art-
work. | desire for the impressive artwork the
one that would be a visual feast for the eyes
of the spectator. The meaning found addition-
ally is secondary for me. The first thing is the
origin of a nice, colourful artwork. There is
usually a little bit of concept, a bit of pop-art,
a little bit of minimalism, a lot of maximalism
and so on. | want the artwork to be stronger
than the impulses that lead to its origin. The
artwork Taxi Marathon started as a fusion of
two of my compositions that | had created
a long time before and repeatedly changed.
The former ended up as my biggest painting
Follow Me, the latter one, the composition
with little houses and seven circles, served as
a background for the cycle of large scale
paintings. It is similar with PI-CASSO-VIA and
Fata Morgana. Here | continued by adding oth-
er layers, fragmented to a lot of pieces. | am
not sure about the abstraction, | do not think
I work with it.

B. G. What is the role of a viewer in the percep-
tion of your works? Do you think that the wit and
irony you work with help to understand your
works also by on unlearned spectotor?

M. B.: | do not understand the world that sur-
rounds me. | am not funny, nor am | ironic.
I would like the viewer of my paintings to be
enthusiastic but | prefer rejection to pretended
recognition. | am more and more aware that
I can find understanding only with a small
group of people who are interested in art,
with a crystallised art and culture knowledge.
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I like to pretend to myself... that there is still
a favourable university atmosphere around
me. | have pleasurable feelings when | cre-
ate and | imagine that people who are going
to perceive my art will have similar feelings.
I am looking forward to showing my soul
mates what | do. How they come to my exhibi-
tion. If they do not come | still have two under-
standing viewers, my father and my mother.
| would like my works to be preserved and
in the future looked at by unprejudiced and
perceptive viewers.

B. G. You entitled your exhibition which is on dis-
ploy right now in the Nitra Gallery Sitence and
Peace, You hod been considering also other op-
tions for a long time. Uhy did you decide for this
title?

M. B.: It is not only the name, it is also my wish.



OBRAZOVA CAST / REPRODUCTIONS



POSCHODOVY VLAK 1/ A DOUBLE-DECH TRAIN | DUEL / A DUEL
2007, digitélna tla¢ na platne / digital print on canvas 2007, digitélna tla¢ na platne / digital print on canvas
70 ¥ 50 cm 70 ¥ 50 cm

30



POSCHODOVY VLAH 2 / A DOUBLE-DECH TRAIN 2 VLAK CIK-CAK / A ZIG-ZAG TRAIN
2007, digitélna tla¢ na platne / digital print on canvas 2007, digitélna tla¢ na platne / digital print on canvas
70 ¥ 50 cm 70 ¥ 50 cm
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RUFOR 1A
2003, digitalna tla¢ na platne
50 %k 85cm
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NOCNE RUPANIE

2008, akryl na plétne

150 8 200 cm



ANTITANIC
2008, digitalna tla¢ na platne
90 %120 cm

LOKOMOTIVA
2012, digitélna tla¢ na papieri A. V.
52180 cm



PISA 3
2007, digitalna tla¢ na platne / digital print on canvas
60 %90 cm

PISA 2
2007, digitélna tla¢ na platne / digital print on canvas
100 % 140 cm
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BEZ NAZVU
2007, akryl na platne
180 K 140 cm, sUkromna zbierka



MAGRITTE

2009, akryl na platne / acrylic on canvas
180 & 135 cm, sukromna zbierka / private collection



GOTIKA / GOTHIC

platne / combined technique on canvas

chnika na
200 % 135 cm

4 te

2013, kombinovan
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ZAHRADA 2 / A GARDEN 2
2012, digitalna tla¢ na platne / digital print on canvas
100 % 140 cm

OPERA
2012, digitdlna tla¢ na platne / digital print on canvas
90 ® 135 cm
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INTERIER 1/ INTERIOR 1

2013, akryl na platne / acrylic on canvas

145 % 120 cm
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HATEDRALA 2/ A CATHEDRAL 2
2012, akryl na plétne / acrylic on canvas
145 ® 200 cm, sukromna zbierka / private collection
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VYLET 2/ TRIP 2
2009, akryl na platne / acrylic on canvas
200 & 200 cm



CCCCCCCC
2009, digitalna tla¢ na platne



NESHORE OBDOBIE
2002, sietotla¢ na papieri 3/20
70 100 cm

REFORMA
2002, sietotla¢ na papieri 3/20
70 x 100 cm



SHLoNY RODINNY ALBUM
2001, sietotla¢ na papieri 3/20 2002, sietotla¢ na papieri 2/20
100 8 70 cm 100 8 70 cm



BUDA 2/
2010, digitélna tla¢ na platne
60 % 80 cm



DEJINY OSTROVOV, ROBOTOV, ZVARACOV 1 DEJINY OSTROVOV, ROBOTOV, ZVARACOV 2

/ THE HISTORY OF ISLANDS, ROBOTS, WELDERS 1 / THE HISTORY OF ISLANDS, ROBOTS, WELDERS 2
2012, digitdlna tla¢ na platne / digital print on canvas 2012, digitdlna tla¢ na platne / digital print on canvas
40 % 40 cm 40 ® 40 cm

DEJINY OSTROVOV, ROBOTOV, ZVARACOV 3 DEJINY OSTROVOV, ROBOTOV, ZVARACOV 4
/ THE HISTORY OF ISLANDS, ROBOTS, WELDERS 3 / THE HISTORY OF ISLANDS, ROBOTS, WELDERS 4
2012, digitdlna tla¢ na platne / digital print on canvas 2012, digitdlna tla¢ na platne / digital print on canvas
40 % 40 cm 40 ® 40 cm
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HUBA
2003, akryl na plétne
150 ¥ 150 cm



MONTEZUMA
2008, akryl na plétne
150 ¥ 150 cm



MAJAK S HLBOKOU PANORAMOU
2007, akryl na platne
140 % 140 cm



Z CYHLU 3D/4D, TRETIA RENOVACIA / FROM THE CYCLE 3D/4D, THE THIRD RENOVATION
2007, kombinovana technika / combined technique
93 ® 121 ® 34 cm, zo zbierky Nitrianskej galérie / from the collections of the Nitra Gallery

Z CYHLU 3D/4D, POSTEL / FROM THE CYCLE 3D/4D, BED
2007, kombinovana technika / combined technique
75 ® 190 » 88 cm, zo zbierky Nitrianskej galérie / from the collections of the Nitra Gallery

52



TARI MARATHON

2008, akryl na plétne
135 ® 200 cm, sukromna zbierka



PI-CASSO-VIA
2012, digitélna tla¢ na platne
135 8 200 cm
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FATAMORGANA

2012, digitélna tla¢ na platne

140 8 200 cm



SVET
2013, digitélna tla¢ na plétne
100 % 140 cm



HOSTOLNA
2012, digitélna tla¢ na platne
100 % 140 cm



SN % §$

O
2012, digitélna tla¢ na platne
100 %110 cm



11
2012, digitélna tla¢ na platne
100 %110 cm



VAJCO

2012, digitélna tla¢ na

platne

120 k90 cm



DO TOHO / ATTABOY
2013, digitalna tla¢ na plétne / digital print on canvas
90 ® 135 cm
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STREDNY PRUD
20089, digitalna tla¢ na platne
100 8 120 cm



caJ
20009, akryl na platne
150 % 150 cm



STUDNA
2008, digitalna tla¢ na platne
85 %120 cm
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CAJ NAD MOROM 1/ TEA ABOVE THE SEA |
2008, digitalna tla¢ na plétne / digital print on canvas
85 8120 cm
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BOZH
2011, digitalna tla¢ na platne
90 x 90 cm

T 0

TV FLAUTA
2011, digitélna tla¢ na platne
60 K 60 cm



PICH-NUCH
2012, digitdlna tla¢ na platne
601890 cm

ATLANTIDA
2010, digitdlna tla¢ na papieri 110
51 k80 cm



GITARA
2011, digitélna tla¢ na platne
60 8 60 cm



CEZ OHNO / THROUGH THE WINDOW
2011, digitalna tla¢ na papieri / digital print on paper, A. V.
80 ®53cm

DO DVORA / A YARD WINDOW
2011, digitélna tla¢ na platne / digital print on canvas
90 8135 cm
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CHIRICO 1
2010, akryl na plétne
140 % 140 cm



CHIRICO 2
2010, akryl na plétne
140 1 140 cm



MASAZ 1
2011, digitalna tla¢ na papieri A. V.
56 K 80 cm

MASAZ 2
2011, digitalna tla¢ na papieri A. V.
56 K 80 cm



HLAVIR
2011, digitalna tla¢ na papieri A.V.
56 x 80 cm

VLNA ZA PLOTOM
2012, digitélna tla¢ na platne
100 x 145 cm
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HORUSAI 4
2010, digitélna tla¢ na papieri / digital print on paper, 3/10
60190 cm
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HORUSAI 7
2010, digitalna tla¢ na papieri / digital print on paper, 2/10
60190 cm
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GAGARIN 2
2010, digitalna tla¢ na platne / digital print on canvas
60 ¥ 90 cm

GAGARIN 3
2010, digitalna tla¢ na platne / digital print on canvas
60 8 90 cm
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POSLEDNY AUTOBUS
2012, digitdlna tla¢ na platne
60 x 85 cm

POSLEDNA VECERA |
2012, digitélna tla¢ na platne
60 8 90 cm

POSLEDNA VECERA 2
2012, digitélna tla¢ na platne
60 8 90 cm



SIDUISHO 1/ HOUSING ESTATE |
2011, digitalna tla¢ na papieri / digital print on paper, A. V.
51 8 80 cm

SIDUSKO 2 / HOUSING ESTATE 2
2011, digitalna tla¢ na papieri / digital print on paper, A. V.
51 8 80 cm
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