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O vystave
Vystava autorskej dvojice Richard Kitta a Martin Kudla pod ndzvom Sample Data je
stcastou dramaturgie Galérie umelcov Spi$a v cykle Dvojice: cielom je konfrontécia
tvorby vybranych umelcov, ktori sa dlhoro¢ne venujd tandemovej préaci, pripadne
v spoloénom pracovnom, ¢i sikromnom Zivote sa vyvoj ich diela vzajomne ovplyv-
nuje." Uvedeniu projektu predchadzala prva vina pandémie, pri druhej vine sa vyrazne
posunuli terminy realizécie - vystava tak bola prezentovana v termine 15. 7. 2020
-31.1.2021 vdaka podpore z verejnych zdrojov Fondu na podporu umenia.

Obaja autori st vyraznymi medidtormi mix-medidlneho umenia, vychadzajlcimi
z regiénu vychodného Slovenska - ich osobny vplyv a podiel na formovani vytvarne;,
nielen ,kosickej” scény, vyplyva aj z ich dlhoroénej pedagogickej ¢innosti na Fakulte
umeni Technickej univerzity v KoSiciach. V kurétorskej koncepcii Katariny Balinovej
je vystava prierezom tvorby s akcentom na ,digitalny vek” a $pecifické hranice, ktoré
vymedzuje sucasné umenie v dialégu s pocitacovymi realizdciami: multi-medialne
obrazy sa striedaju s technologickymi odkazmi v podobe projekcii, objektov, i inter-
aktivnych instalacii komunikujucich prostrednictvom réznych médii (panely, tablet,
pocitace a pod.). Vystava tak priblizila intermediéalne tendencie si¢asného umenia
a zéroven kriticko-objektivne poukéazala na ¢oraz vyssiu mieru digitalizacie v Zivote
a umeni.

Lucia Benicka - riaditelka Galérie umelcov Spisa

1 Prvy vystavny koncept Dvojice uviedol autorov Samuela Carnokého & Evu Carnoku (Tkacikov)
na vystave v termine 5. 12.2014 - 28. 2. 2015. V rdmci dramaturgie galérie ide o kontinuélny projekt,
ktory po $tarte v roku 2014 planuje dalsie konfrontacie siéasnych vytvarnikov zo Slovenska
i strednej Eurdpy.
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About the exhibition
The exhibition of the authors’ duo Richard Kitta and Martin Kudla entitled Sample
Data is a part of the dramaturgy of the Gallery of Spi$ Artists in the cycle Couples:
the aim is to confront the work of selected artists who have been working in tandem
for many years." The launch of the project was preceded by the first wave of the
pandemic, during the second wave the dates of implementation were significantly
postponed - the exhibition was presented in the period of July 15th, 2020 - January
31st, 2021 thanks the support from public resources of the Slovak Arts Council.
Both artists are prominent mediators of mix-media art, based in the region of
eastern Slovakia - their personal influence and contribution to the formation of the
artistic, not only “Kosice” scene, results from their many years of teaching at the
Faculty of Arts of the Technical University in Ko$ice. In curatorial concept of Katarina
Baliinova, the exhibition is a cross-section of work with an emphasis on the “digital
age” and specific boundaries that define contemporary art in dialogue with com-
puter realizations: multi-media images alternate with technological references in
the form of projections, objects or interactive installations communicating through
various media (panels, tablets, computers, etc.). The exhibition thus presented the
intermedia tendencies of contemporary art and at the same time critically and
objectively pointed out the ever-increasing degree of digitalization in life and art.

Lucia Benicka - director of the Gallery of Spi$ Artists

1 The first exhibition concept of Couples presented the artists Samuel Carnoky & Eva Carnoka
(Tkéacikova) at the exhibition in the period of 5th December, 2014 - 28th February, 2015. Within
the dramaturgy of the gallery, Couples is a continuous project: after its start in 2014 there are plans
for further confrontations of the contemporary artists from Slovakia and Central Europe.



Pohlad do expozicii vystavy Sample Data, Galéria umelcov Spisa, 2020 /
View of the exhibition Sample Data, Gallery of Spis Artists, 2020
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Sample Data

Umelci Richard Kitta a Martin Kudla vzdjomne ,kolaboruji” uz od ¢ias spoloénych
stadii na Fakulte Umeni na Technickej Univerzite v KoSiciach, kde momentéalne pdso-
bia ako pedagdgovia. Kym Martin Kudla inklinuje ku klasickym médiam, Richard Kitta
je od zaciatkov svojej tvorby multimedialny.

Prepojenie klasického média s digitadlnym je obojstranne prospesné. Obraz na
platne ziskava tekutost ¢asu, kym digitdlne média sa konfrontuju s fyzickostou malby.
Prave v tejto kombinécii vyvstavaju otazky o limitoch a moznostiach jednotlivych
médii, co umelci vo svojich instalacidch zdmerne zdéraziuju. Malba bola od zaciatku
20. storocia podrobovana ¢oraz doslednejsej analyze, ako po formalnej stranke, tak
aj v otazke délezitosti ¢i dovodu jej existencie. Koniec minulého storocia priniesol
deklarovand smrt malby, aby sme sa zanedlho stali svedkami jej zmftvychvstania.

Martin Kudla reviduje tento vyvoj, prechadza od figurdlnych kompozicii k zabstra-
hovanym obrazom farebnych vertikalnych a horizontélnych linii. Tie st zrkadlom
vnimania sveta cez digitdlne média a zaroven st odkazom na ciarové kédy komodit-
ného fetiSizmu. Popretie gesta navadza k hladaniu subtilnych momentov maliarskeho
procesu a v prepojeni s digitdlnymi médiami zaroven otvéra polemiku aury
umeleckého diela.

Richard Kitta kombinuje diferentné média, aby rekontextualizoval ich obsah.
Digitélna platforma je preriho selektivnou hrou vyznamov a protireceni, transformuje
a rekonfiguruje jednotlivé diela v kontinuélnych sériach. Je mu blizka préaca s kon-
ceptudlne podloZzenymi a pseudo-narativnymi vzorcami, ktoré sd v tomto pripade
previazané v intelektualno-ludickom dialégu s pracami Martina Kudlu.

Vystava Sample Data je odrazom blizkej, uz pritomnej buddcnosti. Fluidnost
¢asu, do ktorého sa da vstupit, alebo mozné variabilita fyzického a virtudlneho
priestoru - to su vyzvy, na ktoré umelci odpovedaju stéle novymi rieSeniami.
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The artists Richard Kitta and Martin Kudla have been “collaborating” with each other
since their student days at the Faculty of Arts at the Technical University in Kosice,
where they currently work as lecturers. While Martin Kudla’s work tends towards
traditional media, Richard Kitta has been focused on multimedia work from the very
beginning of his artistic career.

The connections between traditional and digital media are mutually beneficial.
Painting on canvas acquires the fluidity of time, while digital media confronts the
physicality of painting. The contrasts between the two approaches provoke questions
over the potential and the limitations of each type of media, and it is these dichoto-
mies which the artists examine and address in their installations. Since the beginning
of the 20th century, painting has been subject to an increasingly thorough analysis,
both in terms of its form and significance and in justifications for its continued existence.
The painting was declared dead at the end of the last century so that we could
witness its resurrection in the beginning of the new millenium.

Martin Kudla offers a revised perspective on these developments, moving from
figural compositions to constructed images of colored vertical and horizontal lines.
His works serve as a mirror of the perception of the world through digital media and
simultaneously make reference to the barcodes of commodity fetishism. The denial
of gesture leads to a search for the transitory subtleness of the painting process and,
in drawing a connection with digital media, also opens the question of the aura
of a work of art.

Richard Kitta combines different media in order to recontextualize their content.
He sees the digital platform as a selective game of meanings and contradictions,
transforming and reconfiguring individual elements thoughout his ongoing series
of works. He works in detail with conceptually based and pseudo-narrative patterns,
which in this case are intertwined in playful yet thoughtful dialogue with the works
of Martin Kudla.

The Sample Data exhibition is a reflection of an imminent, already present
future. The ability to enter into the fluidity of time or the potential variations of the
physical and virtual space - these are the challenges to which the artists are constantly
responding with their novel solutions.

[Katarina Balinova]
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R. Kitta: Pixel Storm 1.0; velkoformatova videoprojekcia, digitalna animécia, loop /
large-format projection, digital animation, loop; objekt / object; 700 x 300 x 120 cm;
technicka spolupraca / technical cooperation: M. Ivan, M. Kol¢ak (DIG); 2014 - 2018 (detail)

<

R. Kitta: Pixel Storm 4.0; velkoformatové videoprojekcia, digitdlna animécia, loop /

large-format projection, digital animation, loop; technicka spolupraca / technical cooperation: M. Kol&ak;
vystava Sample Data, Galéria umelcov Spisa / Sample Data exhibition, Gallery of Spi§ Artists; 2020



M. Kudla: Interlacing; akryl na platne / acrylic on canvas; 200 x 140 cm; 2018



M. Kudla: Interlacing; akryl na pléatne, plexisklo / acrylic on canvas, plexiglass; 100 x 300 cm; 2019
R. Kitta: Re-interlaced; rekomprimované video / re-compressed video, 01:15 min, loop; 2020
vystava Sample Data, Galéria umelcov Spisa / Sample Data exhibition, Gallery of Spi§ Artists; 2020



R. Kitta: QR Basho; 3D print objekty, interaktivne digitalne objekty, instruktaz /

3D print objects, interactive digital objects, instruction; 2019
vystava Sample Data, Galéria umelcov Spisa / Sample Data exhibition, Gallery of Spis Artists; 2020




DON’T
IMITATE

DON'T IMITATE ME
IT'S AS BORING
AS THE TWO HALVES OF A MELON.

POEM BY MATSUO BASHE
(£ B S i644)

CR BASHO PROJECT BY
RIS WOTTA, £ 20




M. Kudla: Whitescreen; akryl na platne / acrylic on canvas; 200 x 100 cm; videomapping; 2018
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M. Kudla: Timeline; akryl na platne / acrylic on canvas; 200 x 140 cm; 2018
vystava Sample Data, Galéria umelcov Spisa / Sample Data exhibition, Gallery of Spi§ Artists; 2020




R. Kitta: Krajina zle vychadzajdceho sInka / The Land of the Badly Rising Sun;
3D render, videoinstalacia, loop / 3D render, video installation, loop; 2019;
Park Camp VI, Trebisov (SK); 2019




R. Kitta: Longest Play (LP) Recycled; objekty, recyklovany akrylat, laser /
objects, recycled acrylate, laser; @ 39 cm, 2019 - 2020;
vystava Sample Data, Galéria umelcov Spida / Sample Data exhibition, Gallery of Spi$ Artists; 2020






Diela Richarda Kittu su ukédzkou interdisciplinarnych prienikov, ktorych zdmerom je
autorské kontemplacia nad moznostami subzanrov media artu, respektive zauzivanych
koncepcii v tejto umeleckej oblasti.

Autor sa dlhodobo zaoberé otdzkami tykajdcimi sa vztahu virtudlneho a redineho,
zaujima sa o relaciu medzi kultdrnym kédom prepisanym pocitacovou lingvistikou
a divakom (userom). V tomto kontexte sa umelec stava intermédiom vytvérajucim
rozli¢né prepojenia. Mézeme nadobudnut pocit, Ze sa strdcame v hyperpriestore,
no okrem imerzie vnimame aj vlastny fyzicky rozmer a stdvame sa tak konkrétnou
postavou v komplexnom pribehu umelca.

Internetova komunikécia definitivne ovplyvnila pévodny diskurz a semiotické
formy jednotlivych kultdr sveta. Pod vplyvom novych médii, technoldgii a komu-
nikacnych systémov sa nase interakcie neustale menia. Algoritmy ovplyviuju spbésob
komunikéacie a spdsob, akym umelec tvori. Objekty, ktoré vytvéara Kitta, st hravé,
Struktdrované a neraz subverzivne, ako je to v pripade diel, ktoré pozname z jeho
cyklu User Unfriendly (od roku 2014). Autor skiima, ako mdzu parcidlne a komplexné
informacie (a s nimi stvisiace emdécie), ktoré prechadzaju digitédlnou infrastruktirou,
posobit spatne na ludské zmysly a vnimanie. Filozof William Mitchell vo svojej préci
The Reconfigured Eye: Visual Truth in the Post-Photographic Era tvrdi, ze ,obrazy
v post-fotografickej ére nemdzu byt zaruéenou vizudlnou pravdou, dokonca to nie su
ani signifikanty so stabilnym vyznamom a hodnotou”.

Z tohto pohladu je umelecky zdber Richarda Kittu spojeny s budovanim vlast-
ného vizudlneho repertoaru technik. V rdmci koncepcie Sustainable Feelings pracuje
s dekédovanim derivacii pocitov a emécii, ktoré podliehajd novej abstraktnej modi-
fikacii a pocitatovému kédu, kde st Standardy videnia prednastavené mechanickymi
procesmi rozpoznavania a vizualneho samplingu. Nendpadné opozitum tvori autobi-
ograficky ladeny cyklus pod ndzvom Paper-cut objects (2019). Napriek tomu hovo-
rime o vizualite, ktord obsahuje jasny zdmer a ciele stanovené samotnym umelcom.

V kontinudlnom projekte QR Basho (od roku 2014) Kitta postva moznosti
architektdry sveta heterogénnych prvkov, ktoré ponukajd preview artistického vesmiru
umelca. Textdry, texty, $kala tvarov a farieb konjuguju, aby vytvorili objemovi kon-
trukciu virtuélnej existencie, ktord ma divak prostrednictvom digitélnej interakcie
odhalit. V aktudlnych dielach cyklu ako Don't Imitate, A Ball of Snow alebo Year’s End
(2019) sa semiotické vrstvy vzdjomne prekryvaju, aby divak/Citatel (user) mohol
pomocou dekédovania vytvarat novd kyber-entitu”. Vyznam je konstruovany aktivne,



vzdy v interakcii medzi divakom a umelcom resp. jeho dielom. Interaktivne ,trvalo
udrzatelné pocity” Richarda Kittu nas vtahuju do poetického sveta digitalnych
obrazov a predstavuju kyber-sémanticky horizont, ktory je v zkom spojeni' s réznymi
mdédmi percepcie. Na to, aby sme zistili, aké udrzatelné su nase pocity, musime
akceptovat, Ze sa sami stdvame sucastou tejto pokrocilej ,hry”. Ak sa to viak
rozhodneme urobit, otvori sa pred nami nové univerzum moznosti.

Richard Kitta's works are examples of interdisciplinary intersections in which the
artist aims to explore the potential of sub-genres of media art or on concepts which
may (or may not) be applied in this artistic field.

Kitta's artistic oeuvre is focused on an ongoing questioning of the relationship
between the virtual and the real; between the cultural code inscribed in computa-
tional linguistics and that of the user, the individual. This approach allows the artist to
become an inter-media presence, establishing connections charged with substance
in which the viewer can feel as if they are lost in hyperspace and experience a sense
of physical embodiment and immersion, of becoming an actual character in the
complex narrative world of the artist.

The introduction of internet communication into human discourse has influen-
ced semiotic forms throughout all of the cultures of the world. With the penetration
of new media and computer mediated communication systems, human interactions
are changing at a rapid pace. Computers and the internet influence the ways in
which we communicate and the ways in which we create. Kitta's works are structured
in a playful, almost subversive manner, an approach which is well known from his
cycle User Unfriendly (2014 - present). The artist shows us how information and emo-
tion can permeate the digital infrastructure and examines their impact on the human
condition. In his work The Reconfigured Eye: Visual Truth in the Post-Photographic
Era, the philosopher William Mitchell claims that “images in the post-photo-
graphic era can no longer be guaranteed as visual truth-or even as signifiers with
stable meaning and value”. In this regard, Richard Kitta’s artistic interests are con-
nected to building a new repertoire of visual techniques for decoding sensations
and emotions which have been displaced by a new abstract regime of computer
code. He examines the ways in which the standards of vision have been established
by mechanised processes of pattern recognition and visual sampling and which,



nonetheless, still carry within themselves the complete intention and purpose as set
by the artist. The inconspicuous nature of this opposition is particularly apparent in
his autobiographically tuned cycle Paper-Cut Objects (2019).

Through his long-term project QR Basho (2014 - present), Kitta further expands
the possibilities of an architecture for a new world, shaped by heterogeneous
elements that seem to offer us a glimpse into the artist’s interior creative universe.
Textures, texts and colors intertwine in order to create a volumetric construction of
a virtual existence that reveals itself only gradually. The semiotic layers and tech-
niques overlap, as if encouraging the viewer and the digital encoding to form a new
“cyberentity”. In his more recent works, such as Don't Imitate, A Ball of Snow or
Year's End (2019), meaning is actively constructed through a collaboration between
the viewer, the artist and the mediated work. In the inter-active works which are fea-
tured in Sustainable Feelings, Kitta invites us into a poetic world of digitally created
images that open the horizons for a cyber semantic which is intimately connected
to our own emotions and perceptions. In order to see how sustainable our feelings
are, we must accept the challenge and take part in this “game”. And once we do,
an entirely new world of possibilities will open up to us.

[Mirela Stoeac-VIaduti]






R. Kitta: QR Basho; 3D print objekty, interaktivne digitalne objekty, 3D render, animacia /
3D print objects, interactive digital objects, 3D render, animation; 2019






Vyvoj digitédlneho obrazu prindsa nové spdsoby vnimania. Umelecky objekt sicas-
nosti je multi-dimenzionalny, ¢o dokazuje rozsirovanie spektra pouzivanych technik
¢i technologickych postupov. Vietko je vystavené zloZitému procesu stratifikacie
a modelovaniu svetelnej a geometrickej jednoduchosti obrazov, ktoré si genero-
vané, manipulované a s ¢oraz menej priamym odkazom na bezprostrednd realitu.
V dielach Martina Kudlu vnimame préve tento konflikt a diverzifikdciu. Autor ana-
lyzuje abstraktné uvazovanie a technologicky zaklad analégovo-digitalnych obrazov
vlastnym jazykom a priblizuje ndm nové vzorce zobrazenia (cyklus Interlacing, 2018).
V jeho podani je mozné obraz ,trackovat”, pricom tu vzniké priestor na skiimanie
spdsobov percepcie vo viacerych rovinach. Vyjadrenie objemu, tak signifikantné pre
mediélny priestor, je ¢asto ponorom dovndtra, ktory charakterizuje napriklad
transparentnost obrazu. Transparentnost umoznuje pohyb vo véetkych smeroch,
prekradujic rézne vrstvy a substraty diela (White Screen, 2018), &im je obraz
definitivnou reprezentaciou.

Na druhej strane mdzeme hovorit o taktilnej dimenzii, ktord Kudla dosahuje
prostrednictvom detailu. Bi-dimenzionalny digitalny obraz je linedrnym grafom
a jeho elegantné prevedenie je zaloZzené na déraznej hre kontrastov, na systematic-
kom pouzivani farieb a jasne definovanych liniach, ktoré su svojim spésobom volu-
metrické. Obraz sleduje obraz, inokedy je zas derividtom slova ,matka” alebo ,otec”
(cyklus Barcodes, 2017) ako prvej konstruktivnej lingvistiky dietata, ktord ma viest
k poznaniu a pochopeniu sveta. Vidime kaleidoskopické a fragmentarne predstavy,
ktoré kopiruju spdsob, ako funguje ludskd pamat - a obraz je nepretrzite prekryvany
dal§im. Martin Kudla pracuje s ¢itatelnostou. Jeho diela st emocionalnymi metafora-
mi, ktoré poukazujd na to, ako technolégie dokazu formovat nase pocity a vnimanie.

The development of the digital image has brought us new means of perception.
The artistic object of the present is multidimensional, which proves the broadening
range of the spectrum of the technology or technological procedures employed in
its creation. Everything undergoes a complex process of stratification, a modeling

of the light and a geometric clarity of generated and manipulated images which

are less directly referent to the immediate reality. It is precisely these conflicts and
diversification that we can perceive in the works of Martin Kudla. The author analyzes
the abstract thinking and technological basis of the analog-digital image in his own



M. Kudla: Interlacing; velkoformatova videoprojekcia / large-format video projection; MAO public screen;
Biela Noc Kosice / White Night Kosice; 2019




language and introduces us to new patterns of display (Interlacing cycle, 2018).
In its presented work, it is possible to “track” the image, creating a space for explo-
ring the methods of perception on multiple levels. The expression of volume,
so significant in the media space, is often an inward immersion that characterizes,
among others, the transparency of an image. Transparency allows movement in all
directions, crossing various layers and substrates of the work (White Screen, 2018),
granting the image the quality of a definitive representation.

In another respect, we can also discuss the tactile dimensions that Kudla achieves
through his use of detail. The two-dimensional digital image is a linear graph, and
its elegant design is based on a strong play of contrasts, the systematic use of colors
and clearly defined lines that are, in some sense, volumetric. The image observes the
image; at other times it is a derivation of the words “mother” or “father” (Barcodes
cycle, 2017), hinting towards the first attempts of the child to construct language
and thereby lead to a greater knowledge and understanding of the world. We see
kaleidoscopic and fragmentary images that mimic the ways in which human memory
functions, with image after image constantly overlapping. Kudla works with read-
ability. His works are emotional metaphors that draw our attention to the ways in
which technology allows us to shape our feelings and perceptions.

[loana Terhes]
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Autorska dvojica Kitta - Kudla spolupracuje na svojich interdisciplindrnych projek-
toch uz niekolko rokov. Ich umelecké projekty vykazuju prvky zaujimavej symbidzy
prostrednictvom stierania hranic vo vnimani, prezentovani a divéckej recepcii
umeleckého diela, resp. umeleckej instalacie primarne zalozenej na problematike
analégového (v kontexte tradi¢ného zavesného obrazu) a digitdlneho obrazového
konstruktu.

Pre multimedialne portfélio umelca Richarda Kittu st charakteristické interdisci-
plindrne presahy v kontexte novych médii. Kitta sa dlhodobo venuje kombinaénym
moznostiam médii v intenciadch suc¢asného medidlneho umenia. V rdmci vystavy
Templates, kde koexistuje s dal$im autorom, sa véak podriadil koncepcii, ktora
viac-menej opusta polohu digitalnej interakcie, a to v prospech celku ¢i vysledného
environmentu. Niektoré z jeho diel, ako napr. Vacuum (2018) alebo Nails (2017),
maju vysostne subverzivny podtdn a nesu rukopis jeho intermedialneho dizajnu.

Iné post-videoartové dielo Interlaced (2018) je na prvy pohlad abstraktnym, no

v koncepte narativnym video-loopom, ktory je v priamej interakcii s dielom Martina
Kudlu Interlacing (2018). M6Zzeme povedat, Ze v tomto zmysle ide o spoluautorské
site-specific dielo. V obidvoch autorskych pristupoch je citelny princip defragmenta-
cie a ,doslovnej” komprimacie digitdlneho a analégového obrazu. Svoje miesto

na vystave ma aj objekt, ktory Richard Kitta prezentuje pod hlavickou umeleckej
skupiny DIG, ktoréd p&sobi v Kosiciach od roku 2009. Paradigm Square (2018) je typ
imerzivnej videoinstalacie, ktorej zakladny koncept vychadza z principov teciceho
digitdlneho média a virtualnej fluidnej matérie. Kartezidanske chapanie a zobrazo-
vanie digitélnej reality je spochybriované animéaciou, v ktorej je ortogonalny obraz
deformovany do sustredného bodu, aby bol opat vytvoreny. Dielo odkazuje

na $tandardizované digitalne prostredie, ktorého limity je dnes velmi tazké prekonat,
resp. uvedomovat si jeho normovanu exkluzivitu ako iba jednu z ,x" moznosti
uréenych pre vysledné zobrazenie. Vyrazné zmeny v divackej recepcii v dobe hybrid-
nych médii a digitalnych technoldgii odraza koncept postmedialnej estetiky, ktory
formuloval uz americky teoretik umenia Lev Manovich. Zakladnou doménou post-
medialnej estetiky je prave kultirna komunikacia s ohladom na divéka. Mechanicka
reprodukovatelnost a digitdlna prezentacia umenia v dobe elektronickych médii
vyzaduje nové kritéria. Digitdlne manipulovany obraz udéva nové hodnoty, ktoré
spodivaju v jeho okamzitej manipuldcii, transformécii a $ireni (William J. Mitchell,
1992). Uplatnenim takéhoto postupu sa vSak popiera ,kultovd hodnota jedine¢ného



objektu alebo vystavna hodnota umeleckého diela, na ktoré sa kladie déraz pri recep-
cii diel."! Rovnaké obavy vyslovuje nemecky filozof a kritik Walter Benjamin uz vo
svojej eseji Umelecké dielo v epoche svojej technickej reprodukovatelnosti z roku 1936.
Trochu odligny diskurz a s tym suvisiace paralely vnasa do sféry medialneho
umenia Martin Kudla. Je to typ umelca, ktory osciluje od autorského zvukového
undergroundu az po stcasnu malbu alebo intermedialny objekt. Jeho snahou
je popri priznanom maliarskom backgrounde rozsirit oblast medidlneho umenia
o dalSie moznosti, predovsetkym vyuzitim techniky videomappingu. Dielami, ktoré
maju charakter time-based a su v podstate koliziou abstraktne orientovanej malby
a videoprojekcie, autor zvyraznuje aktualnu situaciu v nielen ramci post-digitalne;
malby, ale aj sucasnej fotografie. Moc elektronickych médii vo vytvarnom umeni ma
nemaly vplyv na obdobny princip hybridizacie, tzv. miesania médii, ktord opisuje
napriklad rakusky umelec a teoretik Peter Weibel ako neukonceny proces. Podla
Weibela vedie proces miesania médii k novym umeleckym inovaciam, ktoré ,nevzni-
kaju z vnutra obrodou konkrétneho média,”? ale su syntézou vzdjomnych vplyvov
digitélnych a analégovych médii, ktoré v postmediélnej estetike tvoria tzv. staré
médié - malba, socha, kresba alebo grafika. Weibel svojou provokac¢nou tedriou
poukazuje na prinos novych médii nielen pre oblast novych technologickych a ter-
minologickych inovacii (interaktivita, virtualita, participacia, kédovanie a pod.), ale
prave v ,nakopnuti” ¢i vyprovokovani starych médii na zaklade inovativnych praktik
novych médii. Kudla v sérii diel Interlacing (2018) reviduje odkaz abstrakcie a tech-
nologické pozadie analégového ¢&i digitdlneho obrazu. Aditivne ,,efemérne” vrstvy
na maliarskych platnach predstavuju projekcie, ktorymi ich autor rozsiruje o kontrast-
né protiklady. Zaroven sa stavajui nevyhnutnym a délezitym elementom konceptu.
Zavesné dielo White Screen (2018) v zdmerne sterilnom dizajne obsahuje animacény
loop grafického prvku ,guideline” po minimalistickej rastrovanej ploche. Vznika

1 RUSNAKOVA, Katarina: Rozsirené spdsoby divackej recepcie digitalneho umenia, FVU, Akadémia
umeni v Banskej Bystrici, 2011, s. 22

2 Dostupné online na: https://estrategiasimagem.files.wordpress.com/2010/04/29170167-
-the-postmedia-condition-a-condicao-pos-midia-peter-weibel-1.pdf



tenzia, pri ktorej divak ocakava ,flattening” virtuadlneho a fyzického. Pojem ,médium”
v tradi¢nom vyzname dovoluje vnimat fyzické vliastnosti umeleckého diela a mozno-
sti jeho prezentécie. Etymologicka analyza nas odkazuje v dnesnom ponimani
a chapani na komunikaéné a informacné kanély v kultirnom kontexte. Tradi¢né es-
tetika vo svojej komplexnej$ej podobe zddraziuje koncept tradi¢ného (klasického)
média v komparécii s autorovym zédmerom, obsahom a formou umeleckého diela.
Tradi¢né médium nerozliSuje svoj vztah vodi recipientovi, snazi sa byt ndpomocné pri
elementarnom vnimani uréujucich estetickych kvalit konkrétneho umeleckého diela.
Lev Manovich v stadii Postmedialna estetika (2001) opisuje na béze novovzni-
kajacich umeleckych foriem a pluralitnych tendencii v umeni ohrozenie tradi¢ne;j
typoldgie médii. Tradi¢né média vdaka svojej typologickej obmedzenosti ustupuju
novym vytvarnym praktikdm a stratégiam. ,Kym tradic¢na typolégia médii je zalozend
na odli$nosti materidlov pouzitych v umeleckom diele, v novych formach umenia
sa mézu pouzivat rozdielne materidly v flubovolnych kombinaciach, alebo mézu
smerovat k dematerializacii umeleckého objektu, ako v pripade konceptualneho
umenia.”® S prichodom novatorskych prejavov do vytvarného umenia a ich ima-
teridlnou povahou sa zda byt druhové necistota médii a ich vzdjomna konfrontécia
nevyhnutnd, ,nehovoriac o tom, Ze dalSie mutacie pojmu médium reprezentuju
daldie nové technologické formy kultdry.”* Sirsia analyza pojmu médium vo vztahu
k umeleckému dielu tak vyvstava s prichodom uz spominanych novych foriem ume-
nia, a to nielen z hladiska hybridizacie stylovosti, ale tiez nastupom elektronickych
médii. Do 2. polovice 20. storocia bolo médium povazované za nevyhnutny fyzicky
komponent, ktory je sicastou umeleckého diela. Rosalind Kraussové vo svojej stadii
Video: Estetika narcizmu z roku 1976 uvadza priklad média vo vztahu k pohyblivému
obrazu, ktoré nie je vo fyzickom stave z dévodu ,zrkadlového odrazu absoldtnej
spéatnej vazby, ktory je procesom vylucenia objektu.”®

3 RUSNAKOVA, Katarina: Rozsirené sposoby divéackej recepcie digitdineho umenia, FVU, Akadémia
umeni v Banskej Bystrici, 2011, s. 21

4 lbid.

5 RUSNAKOVA, Katarina a kolektiv autorov: Zbornik prednasok o sic¢asnom vytvarnom umeni
so zameranim na mediédlne umenie, Nitrianska galéria, 2014,s. 16



U spominanej dvojice autorov je pritomna a evidentna konceptudlna hra s médiom
a jeho neustéla transformaécia. V nardbani s fragmentarnym aj vyslednym konceptom
ide o urditd ,prezieravost”, ktoréd v sebe nesie individualistické znaky. Vystavny format
pod nazvom Templates (Sablény) dokazuje, 7e obaja autori dokézu zaujat najmé
spbsobom, akym utvéraju priestor pre asociativnost a otvoreny ,kéd” v prikladnej
reprezentdcii pluralitného umenia, ktoré celkom vystizne definuje teoreti¢ka Jana
Gerzové: ,Pluralitnd podoba umenia druhej polovice dvadsiateho storocia sa
prejavuje v synkretizme a eklekticizme ako opozicii vo¢i modernistickej zanrovej

a druhovej &istote, v negécii individualizmu, originality a idey pokroku v umenf

a z nich vyplyvajucich praktik.”¢

R. Kitta: Interlaced; komprimované video / compressed video, 01:15 min, loop; 2018

6 GERZOVA, Jana, kolektiv autorov: Slovnik svetového a slovenského vytvarného umenia druhej
polovice 20. storodia, Kruh st¢asného umenia PROFIL, 1999, s. 217



The artistic team of Kitta - Kudla have been collaborating on their various interdisci-
plinary projects for many years. Their projects display elements of their interest in in-
tersections through their blurring of the boundaries of the perception, presentation
and audience reaction to art works or, more specifically, to art installations primarily
based on the construction of analogue (in the sense of the traditional hung image)
and digital images.

The multimedia portfolio of the artist Richard Kitta displays his characteristic
interdisciplinary interplay within the context of new media. Kitta has long been inter-
ested in the potential for intersections within the scope of contemporary media art,
but for the Templates exhibition, in which his work is displayed with those of other
artists, he followed a concept which more or less diverges from the field of digital
interaction, a step which is to the benefit of the entire or consequent environment.
Several of his works, such as Vacuum (2018) or Nails (2017), show a subtly subver-
sive undertone and bear the signature of his intermedial design. Another post-video
artwork, Interlaced (2018), appears at first as an abstract piece but is in fact a narra-
tive video-loop concept which is in direct interaction with the work Interlacing (2018)
by Martin Kudla. It is possible to argue that, in this sense, the piece is a co-created
site-specific artwork. In both artistic approaches we can discern the principle of
defragmentation and the “literal” compression of the digital and analogue images.
Another of Kitta's works which can be found in the exhibition is one which he pres-
ents under the banner of the art group at DIG where he has been based since 2009.
Paradigm Square (2018) is a type of immersive video installation whose core con-
cept lies in the principles of the flow of digital media and virtual fluid materials. The
Cartesian way of thinking and the depiction of digital reality is brought into question
through the animation in which the orthogonal image is deformed into a concentri-
cal point so that it can be created anew. The work points toward the standardised
digital environment which sets limits which are now almost impossible to overcome,
in particular the awareness of its normative exclusivity, offering one of only a fixed
number of consequent representations. The dramatic changes in viewers' reaction
to art in the age of hybrid media and digital technologies is reflected in the concept
of post-media aesthetics which was formulated by the American art theorist Lev
Manovich. The basic domain of post-media aesthetics lies precisely in cultural com-
munication with respect to the viewer. The mechanical reproducibility and digital
presentation in the era of electronic media require new types of criteria. The digitally



manipulated image declares new values which lie in its immediate manipulation,
transformation and dissemination (William J. Mitchell, 1992). The application of such
an approach, however, is in contradiction to the “cult value of individual objects or
the exhibition value of an artwork which resides primarily on the reception of the
work”.! Similar concerns were raised by the German philosopher and critic Walter
Benjamin in his 1936 essay The Work of Art in the Age of Mechanical Reproduction.
Martin Kudla offers a somewhat different discourse and related parallels to the field
of media art. Kudla is the type of artist who oscillates from the artistic musical un-
derground to contemporary painting or the intermedia object. In addition to his re-
spected background in painting, he aims to broaden the field of media art through
other possibilities, above all through the use of the technique of videomapping.
Through works which have a time-based character and which are, in essence, a colli-
sion between abstract-oriented painting and video projection, the artist addresses
the current situation not only in post-digital painting but also in contemporary
photography. The power of electric media in the visual arts exerts a not insignificant
influence on the related principle of hybridisation or media mixing which has been
described by, for example, the Austrian artist and theorist Peter Weibel as an un-
finished process. Weibel sees the process of media mixing as leading to new artistic
innovations which have “come to life not by virtue of itself, but through its referenc-
ing of other media”? as a synthesis of the mutual influence of digital and the forms
of analogue media now known as “old media” in terms of post-media aesthetics,
such as painting, sculpture, sketching or drawing. By means of this provocative
theory, Weibel draws attention to the contributions of new media not only to the
spheres of new technological and terminological innovation (such as, for example,
interactivity, virtuality, participation or coding), but especially in “kicking off” or
inspiring old media forms on the basis of innovative techniques of new media. In his
series of works titled Interlacing (2018), Kudla revises the message of abstraction
and the technological background of both the digital and analogue image. The
painter’s canvas is granted additional “ephemeral” layers by means of projections

1 RUSNAKOVA, Katarina: Rozsirené sposoby divéackej recepcie digitdlneho umenia [Advanced
Methods of Audience Reception of Digital Art], FVU, Akadémia umeni v Banskej Bystrici, 2011, 22.

2 Available online at: https://estrategiasimagem.files.wordpress.com/2010/04/29170167-
-the-postmedia-condition-a-condicao-pos-midia-peter-weibel-1.pdf.



which the artist further broadens through contrasting oppositions but which, none-
theless, remain an integral and crucial element of the concept. The hung work of
White Screen (2018) employs a deliberately sterile design which includes an animat-
ed loop of the graphical element “guideline” on a minimalistic bitmapped grid. This
approach creates a sense of tension through which the viewer can expect a “flatten-
ing” effect, both physically and virtually. The term “medium” in the traditional sense
allows us to perceive the physical properties of an artwork and the possibilities of

its presentation. An etymological analysis of the term is indicated in the modern day
understanding of communication and information channels within a cultural context.
Traditional aesthetics in its more complicated form emphasises the concept of tra-
ditional (or classic) media as related to the content, form and authorial intention of
an artwork. Traditional media cannot be separated from their relationships with their
recipients and attempt to aid the elementary perception of the defining aesthetical
qualities of a specific work of art.

In his study Post-media Aesthetics (2001), Lev Manovich describes the threat
posed to traditional typologies of media by newly emerging art forms and the plu-
ralistic tendencies in art. The typological limitations of traditional media are forcing
them to give way to newly developed techniques and strategies: “If the traditional
typology was based on difference in materials used in art practice, the new mediums
either allowed for the use of different materials in arbitrary combinations (installa-
tion), or, even worse, aimed to dematerialize the art object (conceptual art).”® With
the advent of innovative expressions in the visual arts and their immaterial nature,
the generic impurity of the media and their mutual confrontation seems unavoid-
able: "Another mutation in the concept of medium came about as new technological
forms of culture were gradually added to the old typology of artistic mediums.”

A broader analysis of the concept of the medium in relation to the artwork thus arises
through the appearance of the above-mentioned new art forms, not only from

the perspective of stylistic hybridisations but also through the advent of electronic
media. Until the second half of the 20th century, the medium had been seen as

3 RUSNAKOVA, Katarina: Rozéirené spdsoby divackej recepcie digitdlneho umenia [Advanced
Methods of Audience Reception of Digital Art], FVU, Akadémia umeni v Banskej Bystrici, 2011, 21.
4 lbid.



an essentially physical component of an artwork. However, in her 1976 study Video:
The Aesthetics of Narcissism, Rosalind Krauss presents the example of the moving
image as a medium which does not exist in a physical form, as its “mirror-reflexion
of absolute feedback is a process of bracketing out the object”®

In the work of the two artists under consideration here, we can see the clear
presence of a conceptual play on the idea of the medium and its constant transfor-
mation. Their handling of the fragmentary resulting concept evokes a certain
"foresight” which bears individualistic traces within itself. The exhibition format under
the heading of Templates indicates that the two artists primarily draw our interest
due to the way in which they create space for associativity and an open “code”
in their representation of pluralistic art, an approach which is quite aptly defined
by theorist Jana Gerzova: “The pluralistic form of art in the second half of the 20th
century manifests itself in its syncretism and eclecticism, in its opposition to mo-
dernistic genres and categorical purity, in its negation of modernism, its originality
and its idea of progress in art, and also through the influence of its techniques.”

[Miroslav Kleban]

5  RUSNAKOVA, Katarina, et al: Zbornik prednésok o si¢asnom vytvarnom umeni so zameranim
na medidlne umenie [Collected Lectures on Contemporary Visual Art Focusing on Media Art],
Nitrianska galéria, 2014, 16.

6 GERZOVA, Jana, et al: Slovnik svetového a slovenského vytvarného umenia druhej polovice
20. storocia [Dictionary of World and Slovak Visual Art of the Second Half of the 20th Century],
Kruh st¢asného umenia PROFIL, 1999, 217.



R. Kitta: Paradigm Square; objekt, recyklovany olej, 3D render, videomapping / object, recycled oil,
3D render, videomapping, 200 x 200 cm; technicka spolupraca / technical cooperation: M. Kol¢ak; 2018
vystava Templates / Templates exhibition; Galéria Alfa / Alpha Gallery (K13), Kosice (SK); 2018




M. Kudla: Interlacing No. 22; akryl na platne / acrylic on canvas; 90 x 80 cm; 2018



M. Kudla: Interlacing No. 23; akryl na pléatne / acrylic on canvas; 90 x 80 cm; 2018
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Dielo Self-Pages (,seba-strany”) multimedidlneho umelca Richarda Kittu, prezento-
vané v rdmci vystavného formatu Creative Playgrounds’, predstavuje model hypote-
tickej knihy vo virtudlnom prostredi. Chapter 3 je dalSou, tentokréat interaktivnou
ukazkou z tejto autorskej série.

Koncept diela vychadza z analyzy knihy ako hieratického funkéného objektu,
ktory mé podla slov autora ,obal, objem, Skrupinu, méa svoj obsah, odkaz, pamat ¢i
linedrnu struktaru”. Fluidny charakter pomyselnych strédn nardsa konvenciu ¢itania
zlava-doprava, predpoklada vsak aj akt pisania, ktory ho definoval, a ten je v tomto
pripade nelineérny.

Syntéza a rekonstrukcia virtuadlnej knihy v podobe animécie je jednym z poten-
cidlnych rieseni alebo jednym z x-tych algoritmov, ktory ju v danom momente definuje.
Predpokladané Gvodné a tirdzne strany, strany obsahujice grafémy v nezndmom
jazyku, strany obsahujlce obrazovy materidl a poznamkovy aparat alebo bezobsazné
strany - vakaty st z fluidného, blizsie nedefinovaného materialu. Prechod medozi stra-
nami sa straca, kniha je digitalne kontinuum, vyvstéva otézka ¢i je kniha schopna ¢itat
samu seba. Cast virtualnej hmoty (errata) miestami vyteka mimo stanoveny réamec,
ocité sa v iraciondlnom priestore (priestor priestoru) a je navzdy stratend. Kdesi vo
vnutri st vdak uchované informacie, ktoré neprenikaji na povrch, si posvatnym
neporusitelnym objemom déat. Analyza-syntéza-analyza je autorskou naréciou, pod-
poruje zdanlivi gradéaciu diela, virtuélne data definované na zaciatku su v tejto kom-
binatorickej hre premiesané, zleptané, stecené, ostava len neditate/né jadro. Hoci je
obsah knihy otvoreny (semioticky), je navzdy uzamknuty nielen pred Citatelmi, ale aj
jej autormi.

Dielo Self-Pages / Chapter 3 Richarda Kittu je efektivnou reprezentaciou hierar-
chickych funkcii knihy, preklenujic priestor od klasického pasivneho &itania po
sucasné aktivne komunikacéné kanaly. Autor tak obstal v umeleckom vyjadreni problé-
mov nasej doby filozofickym spésobom, zaroven ponuka svojsky pohlad na mediélne
umenie sucasnosti, ktoré v spojeni s interdisciplinarnym diskurzom sdm mixuje,
pri¢om vytvara formalne a funkéné invarianty, resp. origindlne umelecké relikty.

1 Creative Playgrounds je medzindrodny vystavny a konfere¢ny format so zameranim na interdiscipli-
naritu v umeni a prieniky réznych, nielen umeleckych oblasti, ktoré Richard Kitta realizuje v rdmci
platformy MAO od roku 2014.



The work Self-Pages by the multimedia artist Richard Kitta which is displayed in the
Creative Playgrounds’ exhibition format presents the model of a hypothetical
book in a virtual environment. Chapter 3 is another sample from this series of works,
this time with an interactive element.

The concept of the work is derived from the analysis of the book as a hierar-
chical functional object which, as the artist describes, has “a cover, a volume, a shell,
and its own content, message, memory or linear structure”. The fluid nature of its
imaginary pages disrupt the convention of reading from left to right, yet it also
presupposes the act of writing by which the object is defined, albeit in a non-linear
manner.

The synthesis and reconstruction of the virtual book in animated form is only
one potential solution or one of a countless number of algorithms by which the ob-
ject can be defined at any given moment. The assumed title page and table of con-
tents, the pages with lettering in unknown languages, pages with illustrations and
footnotes or even blank pages; everything is formed from a fluid, barely discernable
material. The transition from one page to another goes astray; the book is a digital
continuum, and it remains open to question whether the book is even capable of
reading itself. Parts of the virtual material (the errata) drift out beyond the framework
of the book, finding itself in an irrational space (or the space of the space), and is
forever lost. Somewhere deep below the surface, however, never interacting with
the surface, information is stored, a sacrosanct and untouched volume of data.

The artist's narrative is one of analysis-synthesis-analysis, supported by the apparent
gradation of the work; the virtual data as defined at the outset of this play of combi-
nation is blended, patched and boiled down until we are left with nothing more than
an unreadable core. Although the content of the book is open (or semiotic), it will
remain forever closed off not only to the reader, but even to its own author.

1 Creative Playgrounds is an international exhibition and conference format focused on interdisci-
plinary approaches to art and their intersections with other fields, both artistic and non-artistic,
which Richard Kitta first developed through the MAO platform in 2014.



Richard Kitta's Self-Pages / Chapter 3 is an effective representation of the hierar-
chical function of the book, spanning the gap between the traditional passive act of
reading to the more active communication channels of the present day. The artist
thus takes a philosophical stance on our modern day issues through his artistic ex-
pression, simultaneously offering us his own perspective on contemporary media art
which he in turn combines with an interdisciplinary discourse to create a formal and
functional invariant: more specifically, a unique artistic remnant.

[Denise Herz]
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R. Kitta: Self-Pages (Chapter 3); interaktivne video, velkoforméatova videoprojekcia /

interactive video, large-format video projection; 2019 - 2020
Creative Playgrounds #4; Kunsthalle - Hala umenia / Kunsthalle - Hall of Art, KoSice (SK); 2020






O priestorovo-expandovanej malbe Crop
Tato kratka Gvaha je vysledkom rozhovoru s umelcom Martinom Kudlom, ArtD.
Cielom je zmena perspektivy a rozsirenie vyznamu stc¢asného umenia.

Martin Kudla je absolventom doktorandského $tudia v Ateliéri kritickej analyzy
obrazu na Akadémii umeni v Banskej Bystrici. Zaujima ho aktuélnost nasej doby,
(de)konstruktivne', v rozli¢nych znakovych (vizudInych, matematickych & informaénych)
systémoch neustéle sa meniace procesy, ako aj ich kreativne, intra-aktivne?
¢i mediélne (re)prezentécie.

Prave Casovost nasej doby, skuto¢nost, odohravajlca sa tu a teraz, vyvolana napr.
zvolenou technikou malby, ¢&i jej umiestnenim v priestore galérie, je spoluvytvératelom,
ko-producentom umeleckého diela, obrazu, ktory prestava byt ,len” obrazom. Stava
sa skutocnostou a zarovern (su)Castou ovela vacsej reality existujicej v komplexe
vztahov.

Pre pochopenie nasledujucich riadkov je potrebné objasnit vztah medzi skutoc¢-
nostou a realitou. Realita sa vymyka akejkolvek forme ohraniéenia. Je podstatnou
vlastnostou javov, fenoménov, existujucich bez ohladu na ludskd predstavivost.

V nasom pripade: malovanim obrazov ¢i pisanim textov vznikd umelecké dielo
zobrazujuce prezitd skutoénost. Cely tento proces malovania ¢i pisania je redukciou
daleko komplexnejsej reality.

1 Vzmysle Jacquesa Derridu odhaluje proces dekonstrukcie nové vyznamy. V tomto texte ide
o rozirenie vyznamov umeleckého diela.

2 Intra-akcia je neologizmom americkej teoretickej fyzi¢ky Karen Barad a ,predstavuje vzadjomnu
kombinaciu agentivnych hmot. To znamen3, Ze na rozdiel od zvycajnej ,interakcie’, ktora predpo-
klada, Ze existuju samostatné jednotlivé agencie, ktoré predchadzajd ich vzajomnému pésobeniu,
pojem ,intra-akcia’ znamena, Ze rézne agencie ich vzajomnému pdsobeniu nepredchédzajy,
ale skor jeho prostrednictvom vznikaju. Je dolezité poznamenat, ze ,rozdielne’ agencie sa odlisuju
iba v relativnom, nie absolGtnom zmysle, ¢o znamena, Ze hmoty sa odli$uji iba vo vztahu k ich
vzajomnej ,intra-akcii’ [a] neexistuju ako jednotlivé elementy.” Origindl: “The neologism ‘intra-action’
signifies the mutual constitution of entangled agencies. That is, in contrast to the usual ‘interaction’
which assumes that there are separate individual agencies that precede their interaction, the notion
of intra-action recognizes that distinct agencies do not precede, but rather emerge through, their
intra-action. It is important to note that the ‘distinct’ agencies are only distinct in a relational,
not an absolute, sense, that is, agencies are only distinct in relation to their mutual entanglement;
they don't exist as individual elements.” Barad, Karen: Meeting The Universe Halfway. Quantum
Physics and the Entanglement of Matter and Meaning. Durham & London: Duke University
Press 2007, s. 33



Slovami autora: ,Tvorba post-analogévého obrazu, ktory je odlic¢eny od autor-
ského gesta, predpokladd, Ze niekde v inej realite existuje jeho samotny original [...]
a aj ked sme v jeho pritomnosti, vidime len vernu képiu toho, ¢o chceme vidiet. |[...]
Realitu [skutoénost], ktoréa nie je realitou.”®

Koncepcia priestorovo-expandovanej malby s ndzvom Crop (2018), prezento-
vana na vystave Templates v galérii Alfa (Kulturpark Kosice, 2018)*, odkryva vizualne
zamyslenie sa nad Sifrovacimi softvérmi & algoritmami kryptografickych technik.®

Kudla konkretizuje: ,in$pirovali ma krypto-kltée novych decentralizovanych
mien, ktoré pracuju na baze blockchainu a postupného Sifrovania. A s do nase;j
reality zasadené tak, ako samotny obraz do reality galérie."

Situécia vo vystavnom priestore vyzerala nasledovne: pathranova, ton v téne
v prevazne cervenych odtienoch vytvorena malba (140 x 200 x 60 x 120 x 110 cm)
nevisela na stene. Lahko naklonend, spodnou hranou dotykajica sa podlahy, bola
umiestnend v otvorenom priestore, kde ju prostrednictvom neustéle vznikajucich
intra-akcii, rozsirenych o necentralizované skutocnosti, bolo mozné vnimat komplexne.
Vyjadrené maliarskym jazykom: vystavend malba vrha tier a zarover komunikuje
s dalsimi objektmi, pricom kazdy z nich reaguje so vzduchom, meniacimi sa svetel-
nymi podmienkam ¢i divdkmi. Procesom vzniku jedného z druhého, druhého
spojenim tretieho a prvého alebo mozno $tvrtého, vznika nové skutoénost.

Autor dopliia: ,Rozsirenie malby do priestoru je tuzbou po vacsej imerzivite
a pohlcujucom zazitku. Je tieZ porusenim Uzusu, Ze obraz ma visiet na stene galérie.
Obraz tak sém o sebe nepotrebuje galériu, iba divéka."”

Exkurs: Priestorové rozsirenie umeleckého diela rozvija myslienku existencie
dalsich dimenzii. Velmi zjednodusene aplikovanou ,stringovou teériou”: pozrieme
sa na malbu/objekt Martina Kudlu a pokdsime sa zistit, z ¢oho je vyrobena/-y.

Od ramov, platna, farieb cez vnitornu struktdru a nasa predstavivost konéi pri

3 Rozhovor s Martinom Kudlom, 21.01. 2021

https://www.k13.sk/udalosti/riso-kitta-martin-kudla-templates-vystava/ (25. 01. 2021)

5 Na prelome 70-tych rokov 20. stor. priniesli krypto- ¢&i iné Sifrovacie systémy podstatnu paradig
matickl zmenu prejavujicu sa o. i. aj v technologicko-dizajnovych aspektoch. Pozri: Diffie, Whitfield;
Hellman, Martin E.: New Directions in Cryptography. In: IFEE Transactions on information Theory,
Vol. IT-22, No. 6, November 1976, https://ee.stanford.edu/~hellman/publications/24.pdf (04. 02. 2021)

6 Rozhovor s Martinom Kudlom, 21.01. 2021

7 Ibid.

~



atémoch. Tu zadina ,stringova teéria”, ktora tvrdi, ze hlboko, niekde vo vnutri tychto
Castic, je aj nie¢o iné. To ,iné" je ,tanecné energetické vldkno"”, pripominajlce vibru-
jucu nit, ktoréd produkuje Castice vytvarajlice nas svet. Matériu a prirodné sily mozno
zhrndt terminom ,vibrujucich stran” Silu tychto ,strin” zatial nie je mozné vyjadrit
fyzikalnym jazykom. Potrebujeme matematiku. Ak sa v§ak pozrieme na matematické
vzorce stringovej tedrie, zistime, Ze funguju iba vo vesmire s desiatimi priestorovymi
a jednou ¢asovou dimenziou. To nas privadza spéat k pévodnej myslienke Kaluzy

a Kleina, Ze svet mé viac rozmerov, ako vnimame.® Kym veda najde rieSenie, mbze

v nasej Uvahe platit: matéria je realita s aktivnou schopnostou konat (agency) a nie
je iba nositelkou myslienok, informécii a vyznamov. Nadvazujic na tradiciu post-
humanizmu a baradovského agentivneho realizmu je ,intra-aktivnym stdvanim sa”
("intra-active becoming”)?, v ktorom sa jej vnimanie interdisciplindrnym pristupom
neustale meni, vyvija, (re)konfiguruje a redefinuje.

Zmenou perspektivy vyustujicej do - za kazdych okolnosti meniacich sa
- kontextuélnych posunov, sa maliarske pldtno meni vo viacdimenzionalny objekt,
ktory vytvara situaciu v priestore. Ta je sucastou materidlnej konfigurécie sveta;
na uréity moment sa stdva nasou novou prezitou skutoénostou a zaroven je ¢astou
ovela vacsej reality.

V zmysle Derridovej dekonstrukcie, ktora otvara moznosti (re)akcii v novo-
vzniknutych situéciach, odkryva ich vyznamy, spochybriuje ich, transformuje a posutva
novo-vytvoreny systém do dalSich vyznamovych rovin, mozno v objekte/malbe
Crop vnimat jeho aktivnu agency a uvazovat tak nielen dekonstruktivne, ale aj
performativno-posthumanisticky. Produktivita performativity je chapané ,v rozsirenom
zmysle slova ako forma produkcie - v snahe vytlaéit samozrejmy odpor medzi
ekonomickym a socidlnym.”1° Jej potencidl spociva v schopnosti neohranicovat,
neo(b)/vy/medzovat ¢okolvek, ¢o mbze byt rozmanité. Performativita matérie
(s)pdsobi zmenu v rdmci situdcie, prinesie nové zamyslenia sa, posunie limity a vyznamy
sUvisiace s prezitymi udalostami, rozsiri a transformuje pévodnu koncepciu spdso-
bom, ktory ju postiva mimo rdmec tradi¢nej koncepcie zalozenej na zauzivanom
ludskom chéapani a vytvori dalSiu novd, int realitu.

8 Pozri napr. https://www.weltderphysik.de/gebiet/teilchen/bausteine/jenseits-des-standardmodells/
stringtheorie/ (04. 02. 2021)
9 Barad, Karen: Meeting The Universe Halfway, s. 170



Realita, (spolu)vytvorenad malbou Crop je vzdy spété s inakostou. Nie je to len
technika airbrushu a kombinécia skladby RGB farieb v digitalnom svete, ¢i jej neob-
medzené vrstvenie, je to pochopenie umeleckého diela, deklarujiceho vyraz svojej
doby. Dielo zobrazuje nielen krypto-technologické suvislosti, odrazajice nase eko-
nomické, socialno-politické dejiny, ale predovietkym kontextualne doplia a rozsiru-
je hranice myslenia o dalSie mozné Urovne. Spojenie matérie a jej otvorenych,
nezavislych a neustéle vznikajucich x-vyznamovych moznosti je v maliarskom experi-
mente Crop, slovami Karen Barad: , [...] ovela viac ako metafora, najmensie zmeny
a reusporiadania v konfiguracidch atémov obsahuju potenciél prepojeni réznych
moznosti priestoru, ekonomiky a predstavivosti a mézu v blizkej buddcnosti iniciovat
retazovu reakciu, ktord sa rozpriadi a exploduje mnozstvo novych technolégii a mo-
censkych reorganizacii.”"

Nase performativno-posthumanistické zamyslenie sa nie je len o samotnej
agency matérie. Je to jej aktivna ,intra-akcia” s umelcom, divakmi a celkovou
neprestajne sa meniacou situéaciou, ktora vytvara novu skutoc¢nost otvarajicu nové
moznosti vnimania nasej reality.

10 Origindl: ,in an expanded sense of its own as a form of production in an effort to dislodge
the taken-for-granted opposition between the economic and the social.” Pozri Barad komentar
k Mirande Joseph. In: Ibid., s. 451

11 Origindl: [...] much more than a metaphor, that the tiniest changes, rearrangements in the configu-
rations of atoms, hold the literal potential to tunnel across different scales of space, economy,
and imagination, that they may initiate a chain reaction in the not-too-distant future that will fan out
and explode into a host of new technologies and reorganizations of power.” Ibid., s. 362



M. Kudla: Crop; akryl na platne / acrylic on canvas; 200 x 140 x 110 x 120 x 60 cm; 2018
vystava Sample Data, Galéria umelcov Spisa / Sample Data exhibition, Gallery of Spi§ Artists; 2020




On the Space-Expanding Painting Crop

This brief article is the result of an interview conducted with Martin Kudla ArtD which
aims to change the perspective and expand the meaning of contemporary art.
Martin Kudla is a graduate of the doctoral program at the Studio of Critical Image
Analysis at the Academy of Arts in Banska Bystrica. His interests lie in the contempo-
raneity of our age, both constructively and deconstructively’, in various sign systems
(visual, mathematical or informational) undergoing processes of constant change
and also their creative, intra-active? or mediated (re)presentation.

It is precisely the temporality of our age, the actuality played out in the here
and now, evoked, for example, by his chosen technique of the painting or its place-
ment in the gallery space, which is the co-creator, co-producer of the work of art, the
image, which is no longer a “mere” painting. It becomes instead a matter of actuality
and, at the same time, a part (possibly an integral element) of a far greater reality
existing in within a complex of relationships.

In order to reach a fuller understanding of the following considerations, it is
essential to clarify the relationship between actuality and reality. Reality goes beyond
any form of boundary. It takes on the essential quality of an event, a phenomenon,
existing with no regard for the human imagination. To touch upon our example,
through the painting of an image or the writing of a text, a work of art emerges
which depicts an actuality which is already obsolete. The entire process of painting
or writing is, in essence, a reduction of an infinitely more complex reality.

In the words of the artist, “the creation of a post-analogue image which is de-
tached from the authorial intention presupposes the fact that its original exists also

1 According to Jacques Derrida, the process of deconstruction opens up and reveals new meanings.
In this work, this is taken to mean the expansion of meaning in a work of art.

2 As defined by the American theoretical physicist Karen Barad: “The neologism ‘intra-action’ signifies
the mutual constitution of entangled agencies. That is, in contrast to the usual ‘interaction’ which
assumes that there are separate individual agencies that precede their interaction, the notion
of intra-action recognizes that distinct agencies do not precede, but rather emerge through, their
intra-action. It is important to note that the ‘distinct’ agencies are only distinct in a relational, not an
absolute, sense, that is, agencies are only distinct in relation to their mutual entanglement; they
don't exist as individual elements.” Barad, Karen: Meeting the Universe Halfway. Quantum Physics
and the Entanglement of Matter and Meaning. Durham & London: Duke University Press 2007, 33.



in some other reality... and were we to find ourselves in the presence of such a work,
we would see only a faithful copy of that which we want to see. [...] A reality [or an
actuality] which is not, in fact, reality.”

The concept of the space-expanding painting Crop (2018), which was displayed
at the Templates exhibition held in the Alfa Gallery (Kulturpark Kosice, 2018), pre-
sents a visual reflection on encoding software and algorithmic encryption techniques.®

As Kudla explains, “I was inspired by the cryptographic keys of modern decen-
tralised currencies which operate on the basis of blockchains and sequential en-
cryption. They are embedded into our reality in much the same way as an individual
painting is embedded into the reality of the gallery.”

The arrangement in the gallery is as follows: the pentagonal (140 x 200 x 60 x
120 x 110 cm) painting in overlapping tones of shades of red is not hung on the
wall. Gently inclined and with its lower edges touching the floor, it is positioned in an
open space which allowed its full complexity to be revealed, with intra-actions de-
veloping freely and constantly, expanding into decentralised actualities. Expressed
in painterly terminology: the exhibited work casts its shadow over the other works
yet also communicates them, with each of these responding with the shifting air, the
changing light conditions or through the viewers themselves. Through a process of
creation of one with the other, of the other combining with a third and the first or
even with a fourth, a new reality gradually emerges.

The artist adds: “The expansion of the painting into the space is a yearning for
a deeper immersiveness and an absorbing experience. It is also a violation of the
convention that a painting should hang on the gallery wall. The painting in and of
itself has no need for the gallery, it requires only the viewer."’

3 Martin Kudla. Personal interview. 21.01. 2021.

4 Available online at: https://www.k13.sk/udalosti/riso-kitta-martin-kudla-templates-vystava/
(accessed on 25.01.2021).

5 The emergence of encryption technology and other encoding systems at the turn of the 1970s
brought about a paradigm shift which was apparent in, among others, technological design aspects.
See Diffie, Whitfield; Hellman, Martin E.: New Directions in Cryptography. In: IFEE Transactions
on information Theory, Vol. IT-22, No. 6, November 1976, https://ee.stanford.edu/~hellman/publica-
tions/24.pdf (accessed on 04. 02. 2021).

6 Martin Kudla. Personal interview. 21. 01. 2021.

7 Ibid.



A brief digression: the spatial expansion of the artwork develops the idea of
the existence of alternative dimensions. As a greatly simplified application of “string
theory”, we can examine Kudla’s work and attempt to determine exactly what it is
made from. Moving from the frame, the canvas and further into its internal structure,
our imagination reaches the atomic level. And it is here that string theory begins,
the belief that there is some other force residing deep within these particles. This
“something else”, this “other”, are “dancing filaments of energy”, reminiscent of
a vibrating string, which produce the particles that constitute our world. This matter
and natural forces can be summarised as “vibrating strings”, but the power of these
strings cannot be put into the language of physics; instead, mathematics is need-
ed. Yet when we examine the mathematical formulae of string theory, we find that
they can only function in a universe within ten dimensions of space and only one
of time. This brings us back to the original Kaluza-Klein theory which states that the
universe has many more dimensions than we ourselves can perceive.® Until science
finds a solution to this conundrum, the following consideration might be sufficient
for our purposes: matter is not just the bearer of ideas, information and meaning
but is instead a reality with the active ability to act (agency). Following on from the
post-humanist tradition and Barad's agent-realism, an “intra-active becoming”? arises
in which perception is constantly changing, evolving, (re)configuring and redefining
itself through interdisciplinary approaches.

Through shifts in perspective resulting in ever-changing contextual transitions,
the painting canvas is transformed into a multi-dimensional object that creates its
own presence in the space. It forms part of the material configuration of the world;
at any given moment, it becomes our newly obsolete actuality and, at the same time,
part of a far greater reality.

Within the sense of Derrida’s concept of deconstruction which opens up the
possibilities of action and reaction in newly-developing situations, meaning is
revealed and called into question; the newly-developed system is transformed and
transferred into other layers of meaning, and we can perhaps perceive an active
agency within the object/painting Crop and thereby consider it not only deconstruc-

8 See, for example, https://www.weltderphysik.de/gebiet/teilchen/bausteine/jenseits-des-standard
modells/stringtheorie/ (accessed on 04.02.2021).
9 Barad, Karen: Meeting the Universe Halfway, 170.



tively but also through a performative-posthumanistic approach. The productivity of
performativity is understood “in an expanded sense of its own as a form of produc-
tion in an effort to dislodge the taken-for-granted opposition between the economic
and the social."™ Its potential lies in its ability to eliminate limitations, to neither

limit nor delimit anything whatsoever in all its diversity. The performativity of matter
both resides within and brings about changes in a given situation; it brings about
new ways of thinking, shifts the boundaries and limitations connected to preceding
events, expands and transforms original concepts of methodology which it propels
beyond the framework of traditional concepts based on shared human understand-
ing and creates a further, other reality.

The reality which is (co)created by the painting Crop is always connected with
otherness. It is not merely a technical exercise in the use of airbrushing and of com-
position based on the combination of primary colours in the digital world and its
seemingly unlimited layering; it is an understanding of the work of art as a declared
expression of its time. The work not only depicts the crypto-technological context
in which our economic and socio-political history is reflected, but above all it offers
a contextual expansion and enrichment of the borders of thinking on other potential
levels. Crop is an experiment in painting which demonstrates the intricate connec-
tion of the material and its open, independent and constantly emerging possibilities
of infinite meaning which, in the words of Karen Barad, is “much more than a meta-
phor, that the tiniest changes, rearrangements in the configurations of atoms, hold
the literal potential to tunnel across different scales of space, economy, and imagina-
tion, that they may initiate a chain reaction in the not-too-distant future that will fan
out and explode into a host of new technologies and reorganizations of power."

Our performative-post-humanistic reflections are not only about the agency of
the material itself. It is an active “intra-action” between the artist, the viewer and the
totality of the ever-changing situation, creating a new actuality which opens novel
possibilities for the perception of our reality.

[Zuzana Krizalkovi¢ova]

10 See Barad's comments on Miranda Joseph. In: Ibid., 451.
11 lbid., 362






Multimedialny forméat vystavy Digital Memories (2017, Pol'sko) predstavuje autorskd
kompiléciu diel Martina Kudlu a Richarda Kittu. Napriek tomu, ze ide o vzajomne
odlidnych autorov, ich tvorba sa prelina v reflexii a hladani podstaty vizualneho
jazyka &i v experimentovani s jeho moznostami, a to réznymi autorskymi pristupmi.

Martin Kudla upozoriuje na zmenu paradigmy (paradigm shift) ako maliar
s nepopieratelnymi znalostami vytvarnych technik. Tie vyuziva najmé v rdmci svojich
monochromatickych materializovanych odkazov, ktorymi sa odvolava na stcasny
umelecky kontext. Jeho digitédlna pamét obsahuje mnozstvo Urovni - od narativnej
cez abstraktnu az po vysostne geometrickd. Vo svojich préacach sa zameriava na
precepciu digitdlneho sveta alebo otazky jeho ,presného citenia” percipientom.
Sme schopni zachytit iluziu skutoénej ilzie virtudlnosti, dokonca mézeme hovorit
o tzv. ,analégovom photoshope”. Vyuziva ikonografiu poditaovych ikon a prostred-
nictvom nich naznacuje mozny archeologicky vyskum, ktory sleduje digitalne stopy
civilizacie. Ako hovori autor, ,je velmi pravdepodobné, Ze v dalsich tisicrociach,
budd nase maliarske zdznamy detekované a dekédované obyvatelmi Marsu.”

Inak Strukturovanu poziciu z pohladu témy digitédlnej paméte zaujima multi-
medialny umelec Richard Kitta. Jeho formalny prejav sa miestami javi ako ironicky,
no v jadre konceptu nardzame na snahu o nadosobny presah s zdérazom na proces
abstrakcie. V pripade vystavy Digital Memories m&zeme hovorit o jeho vizualnej
(multimedialnej) poézii, prostrednictvom ktorej konverguje hned k dalsim umelec-
kym zanrom. V cykle QR Basho transformuje textové pole haiku do priestorovych
QR kédov a poditatom generované grafika slizi aj ako dokumentacia pre tvorbu
fyzickych 3D objektov a fragmentov. V sérii diel Visual Translations (Vizuélne preklady)
pracuje so $pecialnou technikou image-tweeningu, ¢im takpovediac spochybriuje
otazku ,statickosti a koneénosti” obrazu v globalizovanom hyperpriestore. Richard
Kitta vyuZiva svoj minimalisticky pohlad aj pri zamerani sa na marginélne znaky
samotného jazyka, ktoré su casto rozhodujtce pre vyslednd sémantiku jeho diel.



generativna grafika, 2D print, $kélovatelné /
generative graphics, 2D print, scalable; 2017

R. Kitta: cyklus / cycle QR Basho;
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R. Kitta: Imbibition; generativna grafika, digitalny interfejs /

generative graphics, digital interface; 2019



The multimedia exhibition format of Digital Memories presents a compliation of the
works of two contemporary Slovak artists - Martin Kudla and Richard Kitta. Although
the two artists are markedly different from each other, their work intersects in their
reflection and search for the essence of visual language or in their experimentation
with its potential, albeit using different artistic approaches.

Martin Kudla stands out as a paradigm shift; he is a painter with an undeniable
expertise in knowledge of art techniques who primarily employs these skills in his
monochromatic materialized missives through which he makes reference to the
contemporary artistic context. His digital memory contains multiple layers - from
the narrative to the abstract, or even to the sublimely geometric. In his art works, he
focuses on the perception of the digital world or the issue of its “precise feeling”
by the viewer. We may be able to sense the illusion of the actual illusion of virtuality
and also, conversely, the idea of a so-called “analogue Photoshop”. Kudla uses the
iconography of computer icons and through them indicates a possible archaeologi-
cal research that would seek out the digital traces of civilization. As the artist himself
notes, “it is very likely that in the next millennium, our painterly observations will
be detected and decoded by the inhabitants of Mars.”

The multimedia artist Richard Kitta offers a differently structured approach
to the issue of digital memory. His formal expression might appear somewhat ironic,
but at the core of the concept we can discern the effort to transcend the individual
through an emphasis on the process of abstraction. In the case of the Digital Memo-
ries exhibition, we can discern Kitta's visual (multimedia) poetry which allows him to
can converge directly into other artistic genres. In the case of the exhibition cycle,
we can talk about the author's visual poetry, which in its essence converges im-
mediately to other artistic genres. In the QR Basho cycle, the haiku text field is trans-
formed into spatial QR codes, and computer-generated graphics also serve as
a futuristic plan for the creation of physical 3D objects or fragments. In a series of
works titled Visual Translations, he works with the special technique of image-
-inbetweening which calls into question the concept of the “static and finite” nature
of the image in a globalized hyperspace. Kitta also uses his own minimalist approach
to focus on the marginal features of language itself which often play a decisive role
in the resulting semantics of his artworks.

[Kaja Renkas]






M. Kudla: Brush; akryl na papieri / acrylic on paper; 10 x 12 cm; 2017

M. Kudla: Mama/Tata / Mum/Dad (Digital memories); akryl na papieri / acrylic on paper; 93 x 75 cm; 2017






(De)materializovana pamat umelca

Festival Ars Electronica (AE) v roku 2013 otvoril t¢ému ,hladania dokonalej paméate”
pod ndzvom Total Recall.! Prestizne férum predstavilo v tejto suvislosti réznorodé
interpretacie, plany a vizie budicnosti: aké pamatové technolégie budi v nasej bu-
ducnosti dominovat? Podari sa ndm niekedy prehodnotit obrovské mnozstvo
informacif, ktoré generujeme? Co na to umeld inteligencia? Festival AE priniesol viac
otazok, ako odpovedi. Odzneli projekty zamerané na perzistenciu digitédlneho dedi¢-
stva civilizacie, ale aj jednoznacné kognitivne postrehy: mozog ¢loveka uz nie je
absoldtnym UloZiskom - je interfejsom medzi jeho nositelom a okolitym prostredim
a jeho ,RAM" pamétou. Ludska spomienka je konstrukciou, ktord sa v centre paméti
opakovane v redlnom case regeneruje.?

Nasledujuci text je konciznou sondou do vybranych projektov a diel multi-
medidlneho umelca Richarda Kittu, pre ktoré je charakteristické nardbanie s pojma-
mi ako idea, informaécia, déta, alebo skimanie typickych relécii - médium, tracking,
replay &i transformacia - v zmysle ich variovania a koncepéného riesenia, a to na
pozadi jeho utopickej ,sustainable memory” (,trvalo udrzatelnej paméte”).

Pre proces tvorby Richarda Kittu je typické neustéla rekonfiguracia parametrov diela
a znacna (vedomg, striktnd) otvorenost vyslednych konceptov.

Zakladny variant diela Self-Pages (2018) predstavuje model hypotetickej knihy
vo virtudlnom prostredi. Dielo, ktoré vzniklo v autorskej dvoijici Richard Kitta a Michal
Murin, bolo premiérovo uvedené v Seoul Museum of Art - SeMA v rdmci Seoul
Mediacity Biennale 20183, neskér na vystave MASS vol. 5 v MMUAW v Medzilabor-
ciach.* Koncept diela vychadza z analyzy knihy ako vrstveného funkéného objektu
plného historickych sedimentov vyznamov. Fluidny charakter diela podporuje
nelineadrnost, ktoré je viditelna najma pri manipuldcii Citatela (divaka) s jeho

1 Eds. Leopoldseder H., Schépf Ch., Stocker G.: Ars Electronica 2013. Total Recall. The Evolution of
Memory. Nemecko: Hatje Cantz Verlag, 2013. 384 str., ISBN 978-3-7757-3630-5.
https://www.hatjecantz.de/ars-electronica-2013-5661-1.html.

2 http://digicult.it/news/ars-electronica-2013-total-recall-the-evolution-of-memory/ (7. 12. 2020).
Etymoldgia pojmu ,record” (,zéznam") vychadza z latinskych slov ,re” (spét) a ,cor” (srdce, vedomie).
https://www.oed.com/viewdictionaryentry/Entry/159867.

3 https://monoskop.org/Exhibition_Library

4 https://www.muzeumaw.sk/clanok/vernisaz-vystavy-mass-media-art-slovak-scene-2019-vol-5



interaktivnou verziou. Pamét ako fenomén sa v tomto pripade nachadza v rezime jej
redlneho zobrazenia - akykolvek pohyb a zmena je zaznamenana a stava sa sucastou
individualnej aj kolektivnej minulosti.

Podobny princip vyuziva Kitta aj v diele Longest Play (LP), ktorého typologické
varianty produkuje v réznych sériach od roku 2017 a kontinualne (vo forme ideo-
vého prototypu) uz vyse desatrocie.’ V rdmci vystavného siboru Sample Data autor
prezentoval dielo vo forme digitalnej 2D/3D animécie (loop ako ,nekonecéno”), ktora
je abstraktnou vizualizaciou fragmentov zvukovych a obrazovych digitalnych stép.
Zvukovy nosic je dekomponovany, digitalizovany a podrobeny analyze, je doplneny
o obrazové stopy, ktoré Kitta mixuje a vizualizuje do opat ,prehravatelnej” podoby.
Takto deklarovana koncepcia je prienikom media artu, konceptualneho dizajnu
a sound dizajnu.® Autor fiou priamo odkazuje na jeho série vrstvenych, semi-
-transparentnych, manipulovanych ¢i deformovanych LP platni, ktoré majd virtualnu
alebo fyzickd podobu, resp. st interaktivnym umeleckym néstrojom alebo stcastou
jeho proto-performancii a instruktazi. Treba podotknit, Ze rozsirena digitdlna verzia
diela Longest Play (LP) mala svoju premiéru vo verejnom priestore, a to prostred-
nictvom velkoformatovej interaktivnej projekcie (platforma MAO / Media Art Office,
K13 - Kasarne Kulturpark) v Kosiciach v roku 2018.

Koncept ,najdlhsie” hrajucej platne nie je iba formalnou hrou s retro-materiadlom.
Za kazdym vnimatelnym zdsahom vidime suistred(e)ny zdujem autora o redefiniciu
¢i rekontext pamatového média. Napr. autorsku sériu Longest Play (LP) / Recycled
tvoria fyzické objekty - LP platne z recyklovaného akrylatu. Vrstvenim jednotlivych
segmentov chcel Kitta upriamit pozornost na Sirsi problém digitdlneho spracovania
dét a ich ndslednou materializaciou poukézat na moznost re-archivécie informacii,

5  Pozri: Slovensky filmovy Ustav - Filmova ro¢enka 2006 - 2010. Richard Kitta: Natu-re-cord.
33rd International Film Festival on the Environment and Natural and Cultural Heritage EKOFILM,
Ceské Budgjovice, Cesky Krumlov (CZ), str. 434.
http://www.sfu.sk/uploads/ckeditor/attachments/115/Filmova_rocenka_2006_-_2010.pdf

6 Pozndmka: ,Pamat” - fenomén, ktory je umeniu vlastny a ktory je od ,nepaméti” jeho priamou
suéastou. Z pozicie medidlneho umenia ide o velmi podnetni tému, ktorou sa dnes zaoberd mnoho
umelcov resp. je integralnou stcastou aktuédlneho umeleckého vyskumu a réznorodych interdis
ciplinédrnych projektov. Pozri: Amanda Ghassaei - 3D Printed Record (2012).
https://amandaghassaei.com/projects/3D_printed_record/ (7. 12. 2020)



pri¢com som sa nevyhyba ekologickému podtextu. ,Hravost” alebo ,hratelnost” je
mozné vnimat aj doslovne, efemérny svet multimédii a fyzicka realita sa ocitaju opat
v produktivnej synergii.

Retrogradny pohlad na virtualne sociokultirne schémy ponuka najnovsie dielo
By Heart (Naspamét, 2020). Richard Kitta zvolil kvazi narativnu stratégiu a aj v pro-
jekte asociovanej vystavy Survival Kit (2020) vychédza z predpokladaného scenéra,
ktory je mozné vnimat fragmentarne v ndznakoch alebo ako samostatne uvazovany
(a zdmerne neukondeny) produkt. Styri zvukové velkoforméatové objekty série
By Heart st podla slov autora ,odvaznou metalifikaciou internetu” a subverzivnym
prikladom zamerne komplikovanej az nemoznej archivacie akejkolvek informécie,
ktora by prekracovala nielen ekonomicky, ale najma civilizacny ¢asovy horizont.
Inymi slovami, autor pracuje s ideou ,Ciernej skrinky” a jeho snahou je poukéazat na
neuchopitelnost dimenzie Casu a reality. Inak povedané, zamysla sa nad otéznou
buducnostou gigantickych, stéle narastajicich rezidenénych objemov digitélnych
dét.” Kvantd multimedialnych informécii st x-ndsobné zélohované, ale z pohladu
predpokladanej archeoldgie budicnosti je otazka ich pripadnej ,fosilizacie” zrejme
irelevantna.t Tato ,pochybnost” je autorovi vlastna a je imanentné aj v jeho dalsich
pracach.

Na prvy pohlad ide mozno o ironickd az absurdnd predstavu autora, ktory
uvazuje nad moznostami zaznamu a limitmi ludskej a civiliza¢nej pamate. Antikordzne
boxy? obsahuju digitdlne printy framov z investigativnych videi dostupnych na inter-
nete, ktoré boli neskdr z réznych dévodov odstranené - od udalostiz 11. septembra
2001 cez teasery o ostrovoch globalneho oteplovania az po Banksyho lod's migrant-
mi ¢ misiu NASA s fokusom na planétu Mars. Doslovni materializéciu obsahu autor

7 Hilbert M., Lépez P.: The World's Technological Capacity to Store, Communicate, and Compute
Information. Science, 332(6025) 2011, str. 60-65.2

8 Celkovy objem digitalnych dat, ktory nasa civilizdcia momentélne archivuje, je odhadovany
na 2,7 zettabytov. Tento archiv uz nie je prakticky mozné v celom jeho rozsahu naklonovat (napr.
do printovej podoby). http://digicult.it/news/ars-electronica-2013-total-recall-the-evolution-of-
-memory/ (7.12.2020)

9 Pozndmka: indexaciou diel s pouzitim angl. homonyma ,case” (v prekl. ,udalost”, alebo ,obal”) autor
zvyraziuje nielen konkrétnu udalost v ¢ase, ale potvrdzuje aj samotny vyznam autorského objektu
ako obalu, (ktory je prazdny) a materializuje (zve¢iiuje) napokon iba samotny hypertextovy odkaz.



spochybriuje postprodukovanymi zvukovymi stopami (dekompoziciou pévodného
videomateriélu), ktoré su pre sistredeného divéka viac-menej desifrovatelné.

Je pravdepodobné, Ze touto skratkou naznacuje svoj mozny ,plan Uniku z tohto sveta”.
Kazdopadne je v takomto akte pritomnéa a podstatnd najmé& osobné paméat ¢loveka,
ktora je schopna archivovat napriklad systémové chyby infosféry. Otazka znie, akym
sposobom a dokedy.

R. Kitta: Longest play / LP; velkoformatova interaktivna videoprojekcia / large-format interactive video projection;
MAO public screen; Biela Noc Kosice / White Night Kosice; 2019



The (de)materialised memory of the artist

In 2013 the Ars Electronica Festival raised the issue of “the search for perfect memory’
under the title Total Recall.” Within this framework, the prestigious forum presented
a wide range of interpretations, plans and visions of the future: what types of me-
mory technology will dominate our future? Will we ever be able to reevaluate the vast
amounts of information that we produce? What role will artificial intelligence play in
this respect? The Ars Electronica Festival raised many more questions than answers.
This was reflected in projects focusing on the persistence of the digital heritage of

4

civilization but also expressly on cognitive perception: the human brain is no longer
a perfect repository - it is an interface between its user, its surroundings and its own
"RAM” memory. Human recall is a construction which is continually being recreated
in real time within the memory core.?

The following commentary is a concise survey of a selection of projects and
works by the multimedia artist Richard Kitta, works which are characterized by the
exploration of concepts such as the idea, information and data and his experimen-
tation with variations and conceptual approaches to typical relationships such
as the medium, tracking, replay or transformation, all of which emerge against the
backdrop of his utopian concept of “sustainable memory”. Kitta's creative process is
marked by the constant reconfiguration of the parameters of the artwork and
a considered (conscious and strict) openness to the resulting concepts.

The basic variant of the work Self-Pages (2018) is a model of a hypothetical
book within a digital environment. The artwork, which was developed through a col-
laboration between Richard Kitta and Michal Murin, was first displayed at the
Seoul Museum of Art as part of the Seoul Mediacity Biennale 2018% and was later
exhibited at the Mass Vol. 5 exhibition at the Andy Warhol Museum of Modern Art in
Medzilaborce.* The concept of the work arose from the analysis of the book as
a multi-layered functional object filled with historical sediments of meaning.

1 Leopoldseder H., Schépf Ch., Stocker G. (Eds): Ars Electronica 2013. Total Recall. The Evolution of
Memory. Nemecko: Hatje Cantz Verlag, 2013. 384 str., ISBN 978-3-7757-3630-5.
https://www.hatjecantz.de/ars-electronica-2013-5661-1.html.

2 http://digicult.it/news/ars-electronica-2013-total-recall-the-evolution-of-memory/ (7. 12. 2020). The
etymology of the word “record” comes from the Latin “re” (back) and “cor” (heart or consciousness).

3 https://monoskop.org/Exhibition_Library

4 https://www.muzeumaw.sk/clanok/vernisaz-vystavy-mass-media-art-slovak-scene-2019-vol-5.



The fluid nature of the work supports its non-linearity, and this is particularly apparent
through the manipulation of the reader (viewer) in its interactive version. The work
explores memory as a phenomenon through its realtime display - the slightest
movement or change is recorded and becomes an element of an individual and
collective past.

Kitta employed a similar principle in the work Longest Play (LP), and he has
gone on to produce various series of typological variants of this conceptual proto-
type since 2017.% Within the framework of the collective exhibition Sample Data,
the artist presented the work in the format of a looping digital 2D/3D animation of
abstract visualisations of sound fragments and depictions of digital traces. The audio
medium is broken down, digitalized and analyzed in detail, supplemented by video
fragments which Kitta mixes and visualizes in order to return it to a “playable” form.
This declarative concept is an intersection between media art, conceptual design
and sound design®, through which the artist refers directly to his series of layered,
semi-transparent, manipulated or deformed LP records in virtual or physical form;
they are instruments of interactive art or part of its proto-performance or a hand-
book. It should be noted here that the expanded digital version of the Longest Play
(LP) work premiered in a public space in a large-scale interactive projection at the
MAO / Media Art Office, K13 - Kasarne Kulturpark in KoSice in 2018.

However, the concept of the “longest” playing record is not just a formalistic
play on a “retro” material. Behind each thoughtful intervention we can discern the
artist’s refined focus on the redefinition and recontextualization of the memory stor-
age medium. For example, the Longest Play (LP) / Recycled cycle is formed from LP
records produced from recycled acrylic material. Kitta uses the layering of individual

5 See: Slovensky filmovy Ustav - Filmova roc¢enka 2006 - 2010 [Slovak Film Institute - Film Almanac
2006-2010]. Richard Kitta: Natu-re-cord. 33rd International Film Festival on the Environment and
Natural and Cultural Heritage EKOFILM, Ceské Budé&jovice, Cesky Krumlov (Czechia), pg. 434.

6 Author’s note: “Memory” is a phenomenon which has been an integral component of art from time
“immemorial”. In terms of media art it is an extremely stimulating topic which is currently the focus of
many artists, particularly through its crucial role in contemporary artistic research and in a wide
variety of interdisciplinary projects. See: Amanda Ghassaei - 3D Printed Record (2012).
https://amandaghassaei.com/projects/3D_printed_record/ (accessed on 7. 12. 2020).



segments of the discs to draw our attention to the wider problem of the digital pro-
cessing of data and, through its subsequent materialisation, points out the potential
for the re-archiving of information, an approach which also evokes an ecological
subtext. “Playfulness” or “playability” can also be perceived literally; the ephemeral
world of multimedia can be reconciled with physical reality, with both phenomena
rediscovering a productive synergy within themselves.

Kitta's most recent work, By Heart (2020), offers a retrospective look at virtual
socio-cultural schemes. The artist adopts a quasi-narrative strategy and, together
with the project of the associated Survival Kit exhibition, the work is based on a hy-
pothetical scenario which can be perceived fragmentarily through allusions or as
a separately considered product which has intentionally been left uncompleted.
The four large-scale sound objects in the By Heart series are, in the artist's own words,
“"a bold metallisation of the internet” and a subversive example of a purposefully
complicated, even unrealisable archiving of all types of information which would
exceed not only “economic” limitations but, above all, our civilizational time horizon.
In other words, the artist is playing with the concept of a “black box”, and his inten-
tion is to show us the impossibility of conceiving the true dimensions of time and
reality. Or, alternatively, he is exploring the future issue of the gigantic residual quan-
tity of digital data which continues to grow at an exponential rate.” This vast amount
of multimedia information is stored and backed up in numerous formats, but from
the perspective of a potential archaeology of the future the question is whether this
"fossilization” of data would not likely be rendered entirely irrelevant.® This gentle
“scepticism” is characteristic of Kitta and it permeates much of his work.

7 Hilbert M., Lépez P.: The World's Technological Capacity to Store, Communicate, and Compute
Information. Science, 332(6025) 2011, pgs. 60-65.

8 The total volume of digital data that our civilization has archived to date is estimated at 2.7
zettabytes. This archive can no longer be transferred in its entirety into another format such as,
for example, the printed form. See: http://digicult.it/news/ars-electronica-2013-total-recall-
-the-evolution-of-memory/ (accessed on 12. 7. 2020).



At first appearance, the work may seem to be an ironic or even absurdist
concept on the part of the artist, a meditation on the possibilities of recording and
the limitations of human and civilizational memory. The work consists of a series of
corrosion-resistant cases’ containing digital prints of frames of investigative videos
which had been available on the internet, but which were then removed for various
reasons - scenes from the September 11 attacks or clips from films about islands
affected by global warming, Banksy's migrant rescue ship or NASA missions to Mars.
The artists casts doubt on the materialisation of the content itself through the use of
post-production soundtracks (the decomposition of the original video recordings)
which more discerning viewers are left to decode as best they can. It is, indeed,
likely that these clips suggest a potential “escape plan from this world”. In any case,
the personal memories of the individual are ever-present and essential in such
an act, and only this can record, for example, the systematic errors in the infosphere.
It remains open to question, however, how this can be stored and for how long.

[Michal Murin]

9 Author’s note: by indexing the work using the English word “case”, the artist exploits the double
meaning of the word, emphasising the case as a specific event in time, but also confirming the
precise meaning of the artistic object as a case in the sense of a container which is empty, but which
ultimately only materialises (and perpetuates) the hypertext link itself.



R. Kitta: Self pages 1.0; prototyp, 3D render, $kalovatelné / prototype, 3D render, scalable;

"'.L"I‘L':I *ls0y {
- I .<_hl--\.\ | - \ I_.I
LY T 9 \ S |
-‘%'{3"1':‘- * P T \}_I Pl g = 1:.' - _-‘1.-"- -
1 e DN raves
TI4 £ iy P
‘:)?r] ]., io'. A ; /o7 1"\,1—;{%

5 .H...‘\’ED‘OI : QfLJ :
2 ) 4
:mr P -TM © i\ & m%t?&\ﬂ

L\
y -
Gs'at 'P? b5 ¢ ~f‘mm oy

AMO &t \ ]"“\% B0 R

R. Kitta: Self pages 1.0; prototyp, 2D render / prototype, 2D render; 2018







R. Kitta: By Heart (4 Different Cases); zvukové objekty, UV print, plech /
sound objects, UV print, metal; 120 x 35 cm; 2020
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Diela Richarda Kittu st ukdzkou interdisciplinarnych presahov, ktorych zdmerom

je provokacia ku kontemplécii nad moznostami médii a umeleckych subzanrov

¢i (ne)zauzivanych umeleckych konceptov. Venuje sa tvorbe interaktivnych objektov
a dizajnu digitalnych environmentov, pricom niektoré z jeho prac maju vysostne
subverzivny podtén. Praca Pre labilné povahy (od r. 2014) predstavuje sériu interak-
tivnych objektov (stoliciek) uspdsobenych pre ,stabilizovaného divéka so zmyslom
pre absurditu”. Dielo Fork-o-phone (2018) nadvézuje na predosl|é Uspechy projektu
User Unfriendly (od r. 2014). Ide o zvukovy objekt, ktory pozostava z mechanizmu
gramofoénu, vidlicky a rotujiceho prazdneho taniera. V rdmci spominaného projektu
autor vytvoril viacero interaktivnych objektov a art konceptov.

Diela zo série Sustainable Feelings obsahuju umelecké projekty, ktorych
priese¢nikom je v prvom rade autondémny autorsky zamer. Otvorené pole moznosti,
ako je to v pripade série audio-hack objektov Loops (2018 - 2019), ponuka viacero
vyznamovych rovin - od formalnej recyklacie a tinkeringu az po obsahové ¢iideové
Jskraty” podporené hravym rukopisom autora. V diele Liquid Archive (2019) umelec
naradba s konceptom paméte a ,udrzatelnosti” ¢asu a histérie a prechadza od auto-
biografickych motivov k civilizacnym. V tekutych archivoch, resp. Speciélne uprave-
nych nddobach nachdadzame najdené objekty, ktoré majd charakter drobnych
kinetickych a zvukovych (vodotesnych) instalacil.

Kitta ponudka svojsky pohlad na medidlne umenie sicasnosti, ktoré v spojeni
s interdisciplinarnym diskurzom sdm mixuje a vytvara formalne a funkéné invarianty,
resp. originélne umelecké relikty. Specifickou oblastou zaujmu umelca je vizuélna
poézia. Slovo sa stava fluidnou entitou aby ponorilo divdka do moznosti viacvrstvo-
vych interpretécii (Breathings, 2014; Self-Pages, 2018). V cykle QR Basho (2018)
transformuje haiku basne na priestorové QR kédy, pri¢om podéitacom generovana
grafika pdsobi ako architektonické fragmenty proto-mestskych utopickych planov.



O autorovi

Richard Kitta (1979) je multimediédlny umelec, kultirny aktivista a vysokoskolsky
pedagdg. Stoji za lokalnymi a dlhodobymi umeleckymi projektmi ako DIG gallery,
ENTER, MAO alebo Kotolna. Jeho Gcast s platformou DIG v prestiznom medzinarod-
nom projekte EDASN (2014 - 2017) s lidrom Ars Electronica, Linz (AT) prispela

k zisku titulu KoSice UNESCO - Creative City of Media Arts v roku 2017.V rokoch
2004 - 2010 studoval na Fakulte umeni TU v KoSiciach v Ateliéri novych médii

pod vedenim doc. Anny Tretter (DE). V roku 2011 absolvoval doktorandské stadium
na Akadémii umeni v Banskej Bystrici v Ateliéri Digitdlne média pod vedenim

prof. Michala Murina. Autor hravym spésobom pracuje okrem iného s témou digital-
nej pamate, spochybnujic otazku univerzélnosti obrazov v globalizovanom svete.
Zije a tvori v Kosiciach.

[Katarina Baltnova]

Knight Industries Two Thousand.

Suprafenestra (z lat.) je ozdobny prvok barokovej, rokokovej a neoklasickej architektry.
Chiralita oznacuje asymetriu priestorového rozlozenia objektu (napr. molekuly).

Haiku (jap. BE4) je Zaner japonskej poézie pozostavajlci tradiéne zo 17 slabik.

Digitélna synapsia (digitalne spojenie).

Ludsky mozog obsahuje priblizne 86 milidrd neurénov navzdjom prepojenych asi 100 bilionmi
synapsii. Informacie prudia a transformuju sa cez tieto rozsiahle prepojené siete v zlozitych

a nepredvidatelnych vzorcoch, ktoré vytvéraja mysel.

7 Al - Artificial Intelligence (umeld inteligencia) je simulovanim inteligentného rie$enia strojom,
resp. zdanlivou, nepravou inteligenciou napodobenou vlastnostami poéitacovych programov.
Pozri: intelektika.

o~ WN =
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~Ren|[ Jesencia”

Kitta ako multifunkéna mysel. Ako Kitt', ako A-B, D-C (Digital Consciousness), ako
pohlad na Zivot. OspravedIiite ma, charakteristiky si ako sendvic - &im viac vrstiev,
tym su chutnejsie. Mix a neustéla transforméacia médii je v tomto pripade typicka:
pixeloidy vystrelujd z ,utopizovaného” videa do priestoru, znudeny pohyblivy obraz
rotuje okolo klinca na stene, stierac vytrhnuty z kontextu stiera nase viny a za tym
vSetkym sa zrkadli digitdlne nekonecno. Nie kazdy méa nadhlad zniest a vidiet veci
zhora, z tretej odbocky vpravo. Vlavo? Pre bezného znalca umenia je to urcity prob-
|ém, pre zainteresovaného divéka prekvapivo neurcity. Datové toky energif

(DIG gallery, Kotolria, Enter, Dive Buki, MAO...) maju v nasich konéinach svoje
vynimoc¢né postavenie. V poriadku, nekoneéno ukéze.

Kitta ako DOM. Volna architektira bez barokove] suprafenestry? stoji na pevnych
Jrenesencidlnych” zakladoch. Obc&as sa DOM presunie skrz ¢iernu dieru o nie-
kolko nano-kilometrov ¢i o zopar mikro-nano-kvantovych Castic dalej. Ale chiralita®
DOM-u mé svoju pamat a nikdy nezabida. DOM dovoluje inym posuvat priecky,
dokonca zamykat sa v izbach, slovach, pojmoch - najma tym talentovanym, ktori
.nevedia”, ¢o je umenie. Tolerantny DOM s adoptivnymi sklonmi zaznamenava digi-
tdlnu poéziu v databézach vedomia. Interakcia je povolend, haiku* sa materializuje,
je v8etkym a zarover ni¢im. Je zapisané v kdde alebo odliate v beténe, je 3D
modelom a ve¢nym objektom - predmetom. Lebo haiku sa ani tak nedita, ako Zije.

Kitta ako DS® 10'8. Zivot uploaduje mysel a vedomie pouzivatela do synaptic-
kych spojeni®. Digitalna transformaécia je v umeni pomerne mlada disciplina.

Pre mnohych je to maximalne concept art ¢i game art, este stéle si malokto ,spome-
nie” na generative art, o Al ani nehovoriac’. Analégové a digitélne vo vzdjomnej
interakcii. Mozno prave pohlad na paralelné svety umenia poméze objektivne
nasnimat tieto nuansy. Dal$im priekupnikom su dvere otvorené: staéi iba odvaha

a viera v experiment. Jednoduché?

[Martin Kudla]
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RICHARD KITTA

The works of Richard Kitta present interdisciplinary intersections which aim to pro-
voke the viewer to contemplate the possibilities of media and artistic sub-genres or
overused (or underused) artistic concepts. He focuses on the creation of interactive
objects and on the design of digital environments, with much of his work displaying
a sublimely subversive undertone. The work For Unstable Natures (from 2014) pre-
sents a series of interactive objects (chairs) which have been adapted for “the stabi-
lised viewer with a sense of the absurd”. The work Fork-o-phone (2018) builds on the
earlier success of the User Unfriendly project (from 2014). This sound object consists
of the mechanism of a gramophone, a fork and a rotating empty plate. Within the
framework of this project, the artist also created a wider range of interactive objects
and conceptual artworks.

The works in the Sustainable Feelings series consist of a group of artistic projects
all of which primarily intersect in their focus on the autonomy of artistic intention.
The open field of possibilities in works such as the series of audio-hack objects titled
Loops (2018 - 2019) suggests multiple levels of meaning - from the recycling of
and tinkering with form to “shortcuts” in both concept and content, all of which are
underlined with the artist's signature playfulness. In the work Liquid Archive (2019),
the artist examines the concept of memory and the “sustainability” of time and
history, transitioning from autobiographical motifs to the civilisational. In these liquid
archives, more specifically a series of specially adapted containers, we can come
across found objects which take the form of small kinetic and sound (waterproof)
installations.

Kitta offers his own perspective on contemporary media art which blends itself
in combination with interdisciplinary discourse and generates invariants in form and
function; in essence, original artistic remnants. Visual poetry is especially important
in Kitta's work. The word becomes a fluid entity which can immerse the viewer into
the potential of multiple layers of interpretations (Breathings, 2014; Self-Pages, 2018).

In the QR Basho cycle (2018), haiku poems are transformed into spatial QR codes
through which computer-generated graphics take on the effect of architectural
fragments of proto-urban utopian plans.



About the artist

Richard Kitta (1979) is a multimedia artist, cultural activist and university lecturer.

He is man behind the well-established “glocal” art projects of the DIG Gallery,
ENTER, MAO and Kotolria. His participation with the DIG platform in the prestigious
EDASN international project with Ars Electronica, Linz (Austria) from 2014 to 2017
contributed to Kosice being named the UNESCO - Creative City of Media Arts in
2017. From 2004 - 2010, he studied at the Studio of New Media at the Faculty of
Arts in the Technical University of KoSice under doc. Anna Tretter (Germany). In 2011
he completed his doctoral studies at the Studio of Digital Media at the Academy of
Arts in Banska Bystrica under prof. Michal Murin. The artist takes a playful approach
to such topics as digital memory and questions the issue of the universality of the
image in a globalised world. He lives and works in KoSice.

[Katarina Baltinova]

—_

Knight Industries Two Thousand.

A pediment (or suprafenestra in Latin) is a decorative feature of Baroque, Rococo and Neoclassical
architecture.

Chirality refers to the asymmetrical spatial arrangement of an object (for example, a molecule).
The haiku (jap. #E) is a Japanese poetic form that consists traditionally of 17 syllables.

Digital synapsis (digital connection).

The human brain contains approximately 86 billion neurons connected by around 100 trillion
synapses. Information flows and transforms itself through this vast interconnected network

in complex and unpredictable patterns which form the human mind.

7 Al (artificial intelligence) is a simulation of intelligent problem solving by means of a machine; more
specifically, through a contrived fake intelligence mimicked by a computer program.

See also: the intellect.

N

o~ bW



8

"Renais| ]Jsense”

Kitta as a multifunctional mind. As Kitt', as A-B, D-C (Digital Consciousness), as a per-
spective on life. You'll have to indulge me here; characteristics are like a sandwich

- the more layers it has, the better it tastes. The mixing and endless transformation
of media is typical for this particular case: pixels shoot out of a “utopianised” video
into the exhibition space, a listless moving image rotates around a nail in the wall,

a windscreen wiper yanked out of its context wipes away our guilt; and all of this is
reflected digitally into infinity. Not all of us have to endure the overview and watch
from above this third stop from the right. Or is it from the left? For the average art
connoisseur, this is a concrete problem; for the interested viewer, a curious ambi-
guity. His data bursts of pure energy (DIG gallery, Kotolna, Enter, Dive Buki, MAO...)
have their own special space here in our corner of the universe. Don't worry, they
too will shine on into infinity.

Kitta as HOUSE. A free-form architecture without Baroque pediments? standing
on firm "Renais-sense” foundations. From time to time, this HOUSE passes briefly
through a black hole, finding itself either several nano-kilometres or a few micro-
-nano-quantum particles away. But the chirality® of the HOUSE has its own memory
and it never forgets. The HOUSE allows others to rearrange the partitions, even to
lock themselves away in its rooms, words, impressions - especially those talented
ones who “"have no idea” what art is. A tolerant HOUSE with an adoptive bent which
records its digital poetry in the databases of consciousness. Interaction is allowed,

a haiku* materialises which is at once both everything and nothing. It is written in
code or poured in concrete; itis a 3D model and an eternal object-subject. Because
a haiku is lived rather than merely read.

Kitta as DS® 10'8. Life uploads the mind and the consciousness of the user to
the synaptic network.® Digital transformation is a relatively new discipline in art.

For many it is the ultimate concept art or game art, for fewer still it is “reminiscent”
of generative art; don't even dare to mention Al.7 Analogue and digital in mutual
interaction. Maybe just looking at the parallel worlds of art will help us to pick up on
these nuances objectively. The doors are open for the next dealer in stolen goods:
all that is required is courage and faith in experimentation. Simple, no?

[Martin Kudla]



M. Kudla: Rubbish Ideas (Visual Borders); site-specific objekty / site-specific objects;
HALA - Sympdzium stéasného umenia / HALA - Symposium of Contemporary Art, Trenéin; 2016



Martin Kudla je klasicky maliar s neklasickym pristupom k malbe, ktory rovinu obrazu
prekonava multimedialnymi a intermedidlnymi presahmi v tvorbe.

Vo svojich ranych dielach pracuje so zdznamom autobiografickej performancie,
¢im reflektuje uzavrety svet obchodu s umenim. Cez symbolickld postavu biznismena
v elegantnom obleku, ktoréd predstavuje vieobecne platny charakter, autor zobrazuje
samého seba v pdzach hladania vyznamu maliarskeho gesta (2007 - 2008). Neskor
ho téma vlastnej identity privadza k rekonstrukcii rodinnej genealdgie cez genetické
vzorce bunkovych struktar (Self naration, 2009 - 2010).

Napriek vyborne zvladnutym figurdlnym kompozicidam in§pirovanym osobnym
pribehom napojenym na spolocensko-politickd situaciu (Silent Lords, Flag), ho
vyskum vytvarnych moznosti doviedol k abstrakcii. Najprv je to zabstrahovana krajina
Post Landscape (2012) videna robotickym okom digitélnej pritomnosti, neskér sa
vonkajsi svet Uplne straca v geometrickych plochach symbolickych farieb politickych
Gzemi (Visual borders, 2015 - 2016) a horizontalnych ¢&i vertikélnych ¢iarach
déatového kodu (Interlacing, 2017 - 2018). Na prvy pohlad jednoduchy raster ponuka
moznosti ponorenia sa do novej syntetizovanej reality, pricom prelinanie sytych
farebnych vrstiev s lazirami otvara plochu do zndsobenych dimenzii itania.

V poslednych rokoch sa intenzivnym polom vyskumu autora stéva vztah malby
k priestoru a otazka, ako sa vymanit z definicie zdvesného obrazu. Platno
rozsiruje o digitalnu projekciu, alebo ho premieria na trojdimenzionalny objekt,
ktory sebavedome ovlada okolie.



O autorovi

Martin Kudla (1983) je absolventom doktorandského s$tidia na Akadémii umenia

v Banskej Bystrici, Ateliér kritickej analyzy obrazu, pod vedenim doc. Stefana Balazsa
(2015 -2018). V rokoch 2003 - 2009 studoval na Fakulte umeni na Technickej
univerzite v Kosiciach, v Ateliéri si¢asného obrazu u doc. Adama Szentpéteryho.

Ma za sebou viacero samostatnych aj kolektivnych vystav doma i v zahraniéi (Madar-
sko, Pol'sko, Francuzsko, Japonsko a USA). Pravidelne sa ztcastriuje domacich

aj zahranié¢nych sympézii, za svoju tvorbu ziskal ocenenie Ars Longa Vita Brevis 2019.
Je aktivnym ¢lenom kosického umeleckého zoskupenia DIG a participuje na vystavnej
¢innosti viacerych galérii na Slovensku (DIG gallery, Kotolha, Mdzeum moderného
umenia Andyho Warhola v Medzilaborciach, Sari$ské galéria v Presove).

Zije a tvori v PreSove.

[Katarina Baltnova]
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Neoromanticky kyborg

Malba ako médium, zavesny relikt buduicnosti, vratane povrchovej (a ideovej) patiny,
ktord je mozné kedykolvek obnovit. Martin Kudla je umelec, ktory sa nevyhyba inter-
medidlnemu pristupu, prave naopak: restauruje realitu, (de)vizualizuje ju efektnym

a efektivnym spdsobom, pricom sa snazi reSpektovat oko divéka. Teda aspon

naoko. Citanie jeho obrazov (zlava doprava?) sa zd4 byt jednoduchou zéleZitostou

- za predpokladu, ze dobrovolne zotrvame v prvom plane, alebo este nevieme,

ako a kam upriamit nasu pozornost. Okom vsak vieme predpokladat zamer autora,
jeho formélnu a linedrne komponovand hru, ktoré sa postupne obracia ,proti” nam.
Obraz obsahuje presne definovany pocet elementov, hoci nakoniec nie je podstatny.
Je to iba frame nespoditatelnej skutoénosti. Je to ukazka koncept dizajnu, ktory
nema iny Ucel, nez byt presvedcivou odraznou plochou? Tiez. [de o geometrické
uchopenie odkazu na ortogonalny svet ¢i ekonomicky ,softvér”, ktory sa stal inte-
gralnou sucastou nasej existencie? Neoromanticky kyborg, ktory v nas driemal tisice
rokov... Naplnenie, esteticky profit a vyprédzdnenie. Radostny pocit zo samotného
procesu tvorby, deklamacia pozicie umelca ako objavitela, usporiadanie, digitalny
poriadok v analégovom prevedeni. Kédy kultdrneho kontextu &i fyzické pixely,

ktoré Kudla prenésa na platno, aby sa dopracoval k meta-informelu rozsirenému

o poeticku a racionalne neuchopitelnu viziu. Malba ostdva médiom. Kudlov obraz
je zavesnym nosi¢om informacii, univerzalnym a sériovym, ale vzdy autentickym
prototypom neustélej autorskej defragmentécie. Obraz, o ktorom predbezne snivaju
vsetci stUpenci umenia umelej inteligencie.

[Richard Kitta]
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MARTIN KUDLA

Martin Kudla is a traditional painter with a non-traditional approach to the painted
image, who overlays the surface of the painting with intersections of multimedia
and intermedia creativity.

In his early works, he focused on recordings of autobiographical performances
which reflected the secretive world of the art business. Through the symbolic
figure of the elegantly besuited businessman, a universally accepted character,
the artist depicted himself in poses of the search for the meaning of the painterly
gesture (2007 - 2008). He later switched to the theme of his own identity and the
reconstruction of his family’'s genealogy through genetic samples of cell structures
(Self Narration, 2009 - 2010).

Despite his mastery of figural composition in works inspired by his personal
background and its connections with the socio-political situation (Silent Lords, Flag),
his research into creative potential drew him towards abstractionism. This first ap-
peared in the abstracted landscape of Post Landscape (2012), seen through the ro-
botic eye of a digital presence, but the external world later vanished entirely into the
geometric fields of the symbolic colours of political territories (Visual Borders, 2015
- 2016) and the horizontal or vertical lines of data code (Interlacing, 2017 - 2018).
At first glance, the simple raster graphics offer the potential for immersion into
a newly synthesised reality, while the interweaving layers of rich colour open up the
canvas to multiple dimensions of readings.

In recent years, Kudla has become deeply involved in research into the relation-
ship of the painting with the gallery space and the issue of how to liberate ourselves
from the definition of the displayed image. He expands the canvas through digital
projections or transmogrifies it into a three dimensional object which can confidently
assert itself into its surroundings.



About the artist

Martin Kudla (1983) studied at the Studio of the Contemporary Image in the Faculty
of Art at the Technical University of KoSice under doc. Adam Szentpétery from 2003
to 2009. From 2015 to 2018, he completed his doctoral studies at the Studio of
Critical Image Analysis at the Academy of Arts in Banska Bystrica under doc. Stefan
Balazs. His work has been displayed at many individual and collective exhibitions
both in Slovakia and abroad, for example in Hungary, Poland, France, Japan and
the USA. He regularly participates in national and international symposia and was
awarded the Ars Longa Vita Brevis Prize in 2019. He is an active member of the
Kosice-based art collective DIG and is involved in exhibition activities in numerous
galleries around Slovakia, such as the DIG Gallery, Kotolra, the Andy Warhol
Museum of Modern Art in Medzilaborce and the Sari$ Gallery in Presov.

He lives and works in Presov.

[Katarina Baltinova]
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Neoromantic cyborg

Painting as a medium, a suspended remnant of the future, carrying a superficial
(conceptual) patina which can be renewed at any time. Martin Kudla is an artist

who is not afraid to embrace intermedial approaches; in fact, the very opposite:

he restores reality, (de)visualising it in effect and effectively, always striving to respect
the eye of the viewer. Or, at least, so it appears at first glance. To read his paintings
(from left to right?) might seem a straightforward affair - provided that we choose

to restrict ourselves to the first level, yet we are always unsure of where or how to
direct our attention. Our eye, however, allows us to assume the intention of the artist,
his formal and linear compositional play which gradually turns “against” us.

The image contains a precisely defined number of elements, but ultimately this is

of no real significance. It is merely a frame for infinitesimal realities. Is it a demonstra-
tion of a design concept that has no other purpose than to be a convincingly reflec-
tive surface? Yes, this too. Is it also a geometric conception of the reference to the
orthogonal world or an economical “software” which has become an integral part of
our existence? A neoromantic cyborg which has slumbered among us for thousands
of years... Fulfillment, aesthetic profit and release. The feeling of joy in the creative
process itself, the assertion of the role of the artist as explorer, alignments, digital
order in an analogue format. Codes of cultural contexts or physical pixels which
Kudla transmits to the canvas in an effort to achieve a meta-informalism, expanded
into a poetic vision which is unattainable through reason alone. The painting remains
a medium through media. Kudla’s work is a suspended information cache; both
universal and serial, but always an authentic representation of the artist’s ongoing
defragmentation. An image of which all disciples of the the art of artificial intelligence
can dream in anticipation.

[Richard Kitta]
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