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Profilova vystava Stefana Kubika (1941 - 2006) k nedozitym osemdesiatim
rokom je prierezom jeho tvorby s akcentom na sochu v dialégu s kresbami
a skicami. Autorova tvorba sa vyznacuje svojbytnym spésobom spracovania
materialu - dreva, ako aj majstrovskym ovladanim priestoru a tvaru. Tazisko
vystavy tvorili exponaty zo zbierky Galérie umelcov Spisa a diela z pozostalosti
autora, ktorych sucastou boli unikatne modeletta, sosky malych rozmerov
so skrytou monumentalitou.

Vystava, uvedena v Galérii umelcov SpiSa v ramci dramaturgického
cyklu Profily (10. 11. 2021 - 27. 3. 2022), bola nasledne reprizovana v Andrassyho
obrazarni Banickeho miizea v RoZiave (22. 6. - 28. 8. 2022). Projekt bol
realizovany vdaka podpore z verejnych zdrojov Fondu na podporu umenia.

The profile exhibition of Stefan Kubik (1941 - 2006) on the occasion of the
80 anniversary of his birth offers a cross-section of his work with a particular
emphasis on the dialogue of sculpture with drawings and sketches.

The artist’s oeuvre is characterized by an idiosyncratic method of working
with wood and a masterly control of space and form. The primary focus

of the exhibition is a series of drawings and sculptures from the late artist’s
estate which are complemented by works drawn from the collection

of the Gallery of Spis Artists. Also included in the exhibition are the unique
bozzettos, small-scale sculptures with a latent monumentality.

This exhibition, presented at the Gallery of Spis Artists (from 10. 11. 2021
till 27. 3. 2022) as a part of the dramaturgical Profiles cycle, was subsequently
shown at the Picture Gallery of Andrassy of the Mining Museum in RozZnhava
(from 22. 6. till 28. 8. 2022). The project has been supported using the public
funds provided by the Slovak Arts Council.

Mgr. Lucia Benicka
riaditelka Galérie umelcov Spisa /
director of the Gallery of Spi$ Artists




O vystave

Stefan Kubik sa etabloval na vytvarnej scéne v 70. rokoch 20. storodia,

kedy sa v umeni uplatrovala linia ,opatrného modernizmu” - ta nadobudla
prevahu pod tlakom normaliza¢nej cenzury po roku 1972, ked'bol vyvijany

tlak na umelecké myslenie autorov. V désledku toho sa umelci odvazne vzopreli
a kladli déraz na vyjadrenie existencialnych stavov jednotlivca. Kubik pri tvorbe
svojich socharskych predstav vyuzival ako material drevo, tvoril kompozicie

do interiérovych priestorov, ako i komorné sochy. Médium kresby sa pre neho
stalo od zaveru 80. rokov 20. storocia az po predcasny skon v roku 2006
natolko délezité, Ze prostrednictvom kresby prezival ,paralelny zivot” formou
obrazovych dennikov. S rovnakou energiou kreslil velkoformatové kresby

do skicarov, ktoré mézeme vnimat ako projekty buducich séch. Viaceré kresby
su definitivnym vyjadrenim umelcovych pocitov a predstav a neviazu

sa na funkciu pripravnej kresby ku soche.

Socharsky vyvin Stefana Kubika sa po roku 1990 uberal po ceste obohatenia
tvarovej morfoldgie sochy — neviazal sa uz na determinujuci tvar kmera stromu,
rozhodol sa volne komponovat aj montovat jednotlivé prvky skulptury, casto aj
s pouzitim Zelezného spajajiceho &lanku. Casto vyuzil tvar stély alebo ,kaplnky”,
pricom diskrétne poufZil aj znaky, ktoré navadzali na desifrovanie odkazu
sochy. Zvlastnostou umelcovho dedicstva, ktoré po sebe zanechal, je velké mnoz-
stvo maloformatovych komornych sosiek a sé¢ch v rozmedzi od 15 cm do 50 cm.
Presnostou materialovej zostavy a kompozi¢nym rieSenim domyslenym
az po najmensie detaily, ich mozno povazovat za bozzetta k budicim socham.
Zjednodusene povedané - bozzetta sa ndm javia ako ikonostasy nezndmeho
naboZenstva. Maju konstantnd kompozi¢nu skladbu: podnoz, taZiskovy znakovo-

-nepredmetny ,vyjav" a ukoncujuci ,nastavec”. Kubikové skulptiry st metaforami
casu a osudu, tematizuju zapas dobra so zlom, pobadaju divaka k otazkam
Zivota a smrti.

Mgr. Luba Belohradska
kurdtorka vystavy

o vystave /
about the exhibition




About the exhibition

Stefan Kubik established himself on the art scene in the seventies, a period
in which a line of “cautious modernism” was prevalent in art — a trend which came
to dominance from 1972 onwards under the pressure which normalization-era
censorship placed on the aesthetic concepts of artists. Nonetheless, artists
bravely resisted this pressure and placed a greater focus on expressions of the
existential condition of the individual. Kubik employed wood in his sculptural
works, creating compositions for interior spaces such as small-scale chamber
sculptures. From the late 1980s until his premature death in 2006, the medium
of drawing became increasingly important to Kubik, with the act of drawing
allowing the artist to live a “parallel life” in the form of pictorial diaries.
Kubik brought the same energy to the large-format drawings he made in sketch-
books which can be perceived as designs for future sculptural projects.
Many of these drawings are definitive expressions of the artist’s feelings and
concepts and are something more than mere preparatory sketches for sculptures.
Stefan Kubik's sculptural development in the years after 1990 came
through an enrichment of the sculptural morphology of form - he was no longer
tied to the determining form of tree roots, instead choosing to incorporate
and install individual sculptural features, often with the use of metal connecting
elements. He often employs the stele or “chapel-shrine” form, subtly integrat-
ing signs which can aid in deciphering the message of the sculpture. A particular
feature of the artistic inheritance which Kubik has left us is the wide range
of small-scale sculptures and statuettes, ranging in size from 15 cm to 50 cm.
The precision of the material form and the composition, even down to the finest
details, allows these works to be considered as bozzettos, or rough studies
for future sculpture. In simpler terms, the bozzettos appear to us as iconostases
of some unknown religion. They have a consistent compositional arrangement:
a plinth, a central sign-nonsubject “scene”, and a terminal “projection”.
Kubik’s sculptures are metaphors of time and fate; they thematize the struggle
between good and evil, evoking questions of life and death in the viewer.

Mgr. Luba Belohradska
exhibition curator




O autorovi / About the author

Stefan Kubik sa narodil 3. februara 1941 v Spiéskom Podhradi. V rokoch 1961 - 1964 &tu-
doval rezbarstvo na Strednej Skole umeleckého priemyslu v Bratislave, pod vedenim
prof. Ludwika Korkosa. V rokoch 1965 - 1971 Studoval na Vysokej skole vytvarnych umeni
v Bratislave, na oddeleni reliéfneho socharstva, pod vedenim prof. Rudolfa Pribisa. V rokoch
1971 - 2006 Zil a tvoril v Bratislave. Zaoberal sa komornou a monumentalnou tvorbou v archi-
tekture. Od zaciatku 90. rokov 20. storocia prenasa tazisko vytvarnych aktivit na kresbu.
Samostatne vystavoval od roku 1972. Zicastrioval sa na kolektivnych vystavach doma
i v zahranici. Jeho diela st zastUpené v zbierkach Slovenskej narodnej galérie v Bratislave,
Galérie umelcov Spisa v Spisskej Novej Vsi, Liptovskej galérie P. M. Bohuna v Liptovskom
Mikulasi a v sukromnych zbierkach doma i v zahranici. Zomrel 7. novembra 2006 v Bratislave.
Od vstupu na vytvarnu scénu v 70. rokoch 20. storodia si vytvoril osobitl asociativnu
a metaforickd rec séch. Vyvoj socharskej a kresbovej tvorby i samotny material dreva, s ktorym
pracoval cely Zivot, stvisia s rodnym SpiSom, kde sa neustale vracal. Prikladom su uz jeho
rané prace - torza, hlavy, dvojice, milenci. Pre Kubika je typicka vertikalita ako vyraz tuzby.
Jeho plastiky vzbudzuji dojem harmaénie. V sprievodnych kresbach, ktoré vytvaral, zazna-
menaval myslienkové pochody, konfrontaciu mystiky s realitou. Expresivita, ktord vo velko-
formatovych kresbach dosahoval, dokonale vystihla jeho vnutorné pocity a podciarkla
vyrazovost. Jeho umelecky zaber bol velmi rozsiahly, rad experimentoval s novymi technikami.

Stefan Kubik was born on February 3%, 1941 in Spiské Podhradie. From 1961 to 1964

he studied woodworking under prof. Ludwik Korkos at the Secondary School of Applied Arts
in Bratislava, and from 1965 to 1971 under prof. Rudolf Pribis$ at the Department of Relief
Sculpture in the Academy of Fine Arts in Bratislava. He lived and worked in Bratislava from
1971 to 2006. Kubik worked in small-scale sculptures and monumental works in archi-
tecture, but from the early 1990s, the main focus of his artistic activities shifted to drawing.
His work has been exhibited independently since 1972 and he also participated in collective
exhibitions both in Slovakia and abroad. His works are represented in the collections

of the Slovak National Gallery in Bratislava, the Gallery of Spi$ Artists in SpiSska Nova Ves,
the Liptov Gallery of P. M. Bohun in Liptovsky Mikulas and in private collections in Slovakia
and abroad. He died on November 7t", 2006 in Bratislava.

From his arrival on the art scene in the 1970s, Kubik created a distinctive associative
and metaphorical sculptural language. The development of his sculptural work and drawings
and the use of wood itself, a material with which he worked throughout his life, are closely
linked to his Spis birthplace, an area to which he returned constantly. Examples of this
can be found in his early work - torsos, heads, couples, lovers. Verticality is typical in Kubik's
work as an expression of desire. His sculptures evoke an impression of harmony. In his
accompanying drawings we can recognise thought processes, the confrontation of mysticism
with reality. The meaningfulness which he achieved in his large-scale drawings perfectly
captures his internal feelings and underlines his expressivity. The scope of his artistic work
was remarkably wide, and he enjoyed experimenting with new techniques.
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Kresba a drevena skulptara
- paralelné svety Stefana Kubika

Obluk Zivota sochara a kresliara Stefana Kubika sa klenie medzi dvoma datumami:
1941 - 2006. Autor je sucastou ,Rocnika 1941", prislusnici ktorého sa prihlasili

0 svoje miesto na slovenskej vytvarnej scéne rovnomennou vystavou v roku 1976
v Bratislave. Ich spolo¢ny generac¢ny debut sa uskutocnil v neprirodzene spris-
nenych podmienkach takzvanej angazovanej tvorby, ktora sa po roku 1970 stala
synonymom vytvarného Zivorenia pocas dvoch dekad ,normalizacnych” zasahov
do politického, spolocenského a umeleckého diania v nasej krajine (byvalé
Ceskoslovensko).

Individualne umelecké osudy jednotlivych prislusnikov tejto generacie vyda-

vaju svedectvo o dramatickom zapase, sistredenom na konstruovanie osobného
Lcentra securitatis”, vlastného umeleckého presvedcenia a vyznania, ktoré

v atmosfére vonkajSieho natlaku na umelecku slobodu jednotlivca malo podobu
individualnych scenarov s nesynchronizovanym priebehom akceleracii, vrcholoy,
prechodnych stagnécii, hibernovania, s vyustenim do definitivneho priznania
farby. Jediny prislusnik Roc¢nika 1941 stihol uskutocnit svoj individualny debut
pred rokom 1970, bol nim sochar Dusan Kralik. Spolu s rovesnikmi Dusanom
Poncakom a Stefanom Prokopom zavfiili $tadium socharstva na Vysokej $kole
vytvarnych umeni (VSVU) v roku 1967. Ich biologicky rovesnik Stefan Kubik

po neskorSom nastupe na Strednu $kolu umeleckého priemyslu (1960 - 1964),
spésobenom odbornou pripravou na aranzérske remeslo, navstevoval odbor
rezbarstva pod pedagogickym vedenim Ludwika Korko#a. Stidium socharstva

v ateliéri Rudolfa Pribia na VSVU absolvoval s ¢asovym posunom v roku 1971.

V polovici Siestej dekady 20. storocia, v ¢ase Kubikovho nastupu do ateliéru
reliéfneho socharstva, vyznamna cast odbornej vytvarno-teoretickej obce si
osvojila nazor stotozrujuci drevenu skulpturu s bazalnou predstavou rydzo slo-
venského socharskeho vytvoru. Tuto hodnotiacu optiku napomahala udoméacnit
sugestivna esejistika renomovaného prozaika Dominika Tatarku. Ten upriamil
pozornost na Kompankove drevené sochy, vertikalne komponované skulptury
so znakovym zazemim prvkov ludového stavitelstva. Prisudil im symbolickd rolu
penatov - ochrannych boZstiev domova, podla starorimskeho vzoru.

Mnohi autori v aktivnom veku ambiciézne siahli po dreve, aby si prostred-
nictvom neho zabezpecili poziciu v zdpase o sticasny socharsky prejav. Vtedajsia
mlada generacia zacala odvazne rozrusovat akademicky kanon modelovanej
sochy, aby ho nahradila nielen tradi¢nymi rezbarskymi postupmi. Odvazovali
sa rovnocenne vyuzit tesarske zasahy, vedno s montovanim, rovnako ich zaujimal
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dreveny odpad ako aj primarna surovina prirodnych samorastov, tvarovanie

a zranovanie drevenej matérie pésobenim plamena, ¢i komplikované, takmer
nelimitované tvarové zostavy dosiahnutelné pomocou elektrickej ru¢nej pily.
Mena Rudolfa Uhra, Vladimira Kompanka, Vladimira Métovského, Andreja
Rudavského, Jaroslava Kocisa, Alexandra llecka, ¢i Andreja Goliasa si zaslUzia
pripomienku protagonistov prvotného zapasu o podoby inovovanej drevenej
sochy. Svojim spdsobom pripravili terén pre Juraja Melisa a dalSich mladsich
nasledovnikov.

Terén drevenej skulptury bol relativne zaludneny a ocitol sa v centre pozor-
nosti hodnotitelov socharskeho diania.

Prvotnu Startovaciu Ciaru ku drevenej skulpture vytycoval Studentom bra-
tislavskej Strednej $koly umeleckého priemyslu (SSUP) pedagdg rezbarskeho
oddelenia Ludwik Korkos. Jeho komorna tvorba v dreve sa niesla v medziach

Lopatrného modernizmu®, s uprednostnenim folklérnych inspiracii. S korerimi,
siahajucimi do severoslovensko-polského pomedzia, mal organické vazby

na tamojsiu zivu rezbarsku tradiciu. V realizaciach pre architektonické interiéry
prepajal figuralne prvky s dekorativne rytmizovanou ornamentikou. Tato vytvarna
stratégia sa ¢asom stala Standardnym vyrazivom autorov vytvarnych rieSeni
objektov obcianskej vybavenosti. Dospela az na hranicu socharsko-rezbarskej
konfekcie, bez mozZnosti blizSej autorskej identifikacie.. Rovnakym standardom
pre socharov - rezbarov do dreva bola kompozi¢na konstanta vertikaly — kmena
stromu - stlpa, alebo masivnejéieho konara, do ktorej inkorporovali ludsku
postavu. Pri opakovanom vyuzivani uvedeného kompozi¢ného postupu bol
konecny vysledok socharovho Usilia zna¢ne stereotypny.

V priebehu siedmej a 6smej dekady sa Stefan Kubik viditelne napojil
na opisany vSeobecny trend socharstva v dreve, ktoré medzi¢asom ,zabudlo”
na vzrusujuce inovacie Sestdesiatych rokov, sprostredkované predstavitelmi
viacerych generacii. V normaliza¢nom prikazovani taktovka namiesto progresu
zmenila rytmy vyvinového pohybu na regres.

Dnes, ked nas od uvedenej historickej skisenosti vzdaluje niekolko dekad,
Uctujeme s dobou a jej historickymi aktérmi. Dopracivame sa ku konstato-
vaniu, Ze vnutorny hlas niektorych umelcov dokazal prehlusit povely tradnych
obeznikov, prehodil vyhybku v orientacii ich tvorby na terén zvnutornenia,
to vSetko v existencidlnom osameni slobodného povolania vytvarného umelca,
ohrani¢eného Styrmi stenami vlastného ateliéru. (A propos: Stefan Kubik
ziskal zodpovedajuci socharsky ateliér v roku 1986 v sustave inych socharskych
pracovni na Piestanskej ulici. Presklené priestory priestranného ateliéru dali
kridla jeho socharskemu mysleniu a posunuli ho k autonémnym umeleckym
vysledkom v kresbe aj soche.)
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Vyvstava pred nami neviditelna siet spojiv medzi prislusnikmi Ro¢nika 1941,
ked paradoxne rozbiehavé Zivotopisné pribehy vyustuju do Uzko spriaznenych
vypovedi. Dudan Poncak v Pre$ove, Stefan Prokop v Pezinku, rovnako ako od nich
o pat rokov mladsi Stefan Toth (inak Kubikov kongkolak v Pribidovom ateliéri),
preberaju na seba bremeno osudove;j tiaze jednotlivca a jeho existencialny zapas
sa pokusaju transponovat do média kresby a sochy.

Rok 1990 a obdobie bezprostredne nasledujice, neznadi len premenu
od totalitného modelu smerom k demokratickému usporiadaniu spoloénosti.
Nastolil aj mnoZstvo legislativnych zmien. Ich dopad na Zivotné podmienky
vytvarnych umelcov v slobodnom povolani bol zasadny: z kazdodennej praxe
vypadla tzv. Hlava 5, ktora zarucovala vytvarnikom od roku 1965 z celkového
rozpoctu stavby stabilny percentualny podiel na jej vytvarné dotvorenie. Tvorivé
aktivity vytvarnych umelcov sa odteraz mali pretransformovat do sukromnej
sféry, s orientaciou na milovnikov a zberatelov vytvarného umenia. Prerod bol
nahly, na oboch stranach pomyselnej arény (umelci verzus zberatelia) bol len
zlomok ,pripravenych” na nové podmienky.

Spolo&ensko-legislativna zmena neobiéla ani sochara Stefana Kubika.
Tvorivl energiu nasmeroval primarne na volnu tvorbu a na jej pédoryse vybu-
doval suvisly konstrukt osobnej autorskej mytolégie. Je pozoruhodné, Ze pre
hibkovt introspekciu, ponorenie sa do intimnych poléh vlastného vnitra sa mu
podarilo vypracovat vizualne presvedcivy vyrazovo-vyznamovy tvarovy
konstrukt, oprosteny od ornamentalnych okrés.

Fyzikalne vlastnosti matérie dreva, vizualne pojednanie jeho povrchovej
rukopisnej vrstvy, aj priestorovy rytmus kompozi¢nej skladby prehodnotil
do novych suvislosti, ktoré v predéasnom zavere tvorby dozreli do osobitého
odkazu. Sochar v prvom rade opusta zakladny objemovy modul drevenej
skulptury - kmern stromu a tvaroslovie sochy uvoliiuje do hranolovych tramov
aihlanov, ktoré montuje do priestoru casto aj s Ucastou Zelezného spajajuceho
prvku. Obla skulptura sa postupne transformuje na plocht stélu, ktora sa
prihovara divakovi bud hladkym alebo S$tiepanym povrchom, ¢i priznanym frag-
mentom prirodnej kory.

Je odividné, Ze zaujatie autora sa od zaciatku devatdesiatych rokov
20. storocia posuva od ,organickych” inSpiracii - napriklad Rast, 1992, ¢i Rast I,
1995 stale vyraznejsie k vytvarnému spracovaniu filozoficko-existencialnych
nametov. Tento inSpiracny prad skvele doklada rozsiahly cyklus hlay,
ktory umelec striedavo realizuje v médiu kresby aj sochy. Hlavy nie su definované
rodovo, ani konkrétnou fyziognémiou, ba ani fyzickym vekom. Su to ¢love-
censké hlavy, uzamknuté vo svojom utrpeni, casto ovencené atribUtmi tortury.
V tomto tematickom cykle sa sochar dotkol témy utrpenia a bolesti,
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ktorych stvarnenie znepokojovalo umelcov od neskorej antiky, romanskeho

a gotického umenia, baroka i expresionizmu. V suvislosti s genetickym zakotve-
nim Stefana Kubika v srdci historického spidského regiénu sa odvaZujeme
vyslovit hypotézu, Ze spdsobilost k duchovnému ponoru, meditacii, tvaham

o osudovosti ludského Udelu ma svoje korene v ranom detstve budiceho
umelca, vo vizualnych zaZitkoch zo sakralneho umenia, ¢i uz z pasiovych vyjavov
spisskych tabulovych oltarov, rovnako aj z historickych rezbarskych pamiatok
- krucifixov, ktoré putali obraznost budiceho vytvarného umelca.

Zraniované hlavy, podobne ako metafyzicky do seba ponorené, ziednodusené
archetypy hlav st umelcovym Uctovanim s historickou etapou spolocenského
vyvinu, kde konanie a myslenie jednotlivca bolo obmedzované diktaturou ideo-
|6gie, represiou, nemoznostou slobodnej volby Zivotného idealu.

Kubikova autorska vypoved'v médiu kresby a sochy od zaveru osemdesiatych
rokov aZ po predcasny skon (v roku 2006) vzbudzuje bazer nastojcivostou
tém, ktoré umelec riesil. Horuca stopa, ktord zanechal vo svojich kresbach
(pre kratkost vymeraného ¢asu ich fyzicky nestihol pretimodit do trojrozmernosti
drevenej skulptury), je dafou za tazko dosahovanu katarziu. Azda aj preto sa
ako vizualny refrén vnutornych evokacii sochara nastojcivo opakuje sizyfovska
figura osamelého jednotlivca, ktory zapasi so zdolanim tazkého bremena,
presahujuceho jeho redlne moznosti.

V umeleckej pozostalosti sochara nachadzame okolo stovky trojrozmernych
diel, ktorych velkost sa pohybuje v rozmedzi od 15 cm do 50 cm. Nefiguruju
pod individualnymi ndzvami, no spaja ich rovnaké zanietenie, aké sprevadza roz-
siahly kresbovy odkaz, zahirajuci velkoplo$né opusy, rovnako ako drobné
dennikové zaznamy, ktoré by sme mohli podmienecne vnimat ako obrazovy
scenar ku pripravovanému autobiografickému filmu. Mame pokusenie povazovat
toto kresbové dedicstvo za dokument paralelného Zivota, uzamknutého
do obrazovych dennickov.

Ked sme hladali spojiva medzi Kubikovymi drobnymi socharskymi vytvormi
aich predchodcami v dejinach socharstva, Uvaha nas viedla az k barokovym
socharom, rezbarom do dreva, ktori tymto spésobom prezentovali navrhy oltar-
nych architektur pre sakralne priestory: bozzetta ako mozné ikonostasy
znameho/neznameho naboZenstva. Tak ako v barokovych miniaturizovanych
navrhoch aj u Kubika zaujme preciznost socharskeho rukopisu, jemnost spraco-
vania, reSpekt ku tvarovej skladobnosti celku, ktory sa pohybuje v jednotiacej
schéme: podno? - taziskovy vyjav (hepredmetny) - ukoncujici nastavec. Drobné
dielka sprostredkuju pevnu predstavu o proporciach a farebnosti definitivneho
opusu, ¢im ziskavaju zavaznost modeletta, doslovného navrhu pre buduci
artefakt. Niektoré bozzetta modifikoval sochar do ,kaplniek”. Vedome usiloval
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o dematerializacny ucinok socharskej skladby prostrednictvom vertikalnych
kompozicii s etaZovitym usporiadanim jednotlivych plastickych prvkov.
Magicnost tychto vytvorov zabezpecuje vzdusny polobluk nehmotnej linie

(v bozzettach ju materializoval linkou drotenej ,svatoziary”, ktora oddeluje
socharsku kompoziciu od redlneho sveta). S podobnym Umyslom dotvaral ume-
lec aj nastavce svojich modelett, ked' ich ordmoval linearnym kruhom
svatoziary, do ktorej uzamkol vyznamovo taziskovy symbol.

Bohatstvo komornych opusov Stefana Kubika je komplementarne desifro-
vatelné ich paralelnym vnimanim s kresliarskym odkazom. Stalo sa umeleckym
testamentom originalnej autorskej triddy, ktora v jeho neopakovatelnej verzii
nadobuda formulaciu: BREMENO - CAS - OSUD. Skulpturalna kompozicia
Bremeno, 1990 (216 x 110 cm) / Venované Stefanovi Prokopovi - tak nadobtda
funkciu pomyselnej brany, ktorou sa vchadza do sveta unikatnych autorskych
existencialnych predstav sochara a kresliara.

Mgr. Luba Belohradska

Kuratorka vystavy, Mgr. Luba Belohradska sa narodila 17. novembra 1936 v Bratislave.
Vystudovala odbor dejin umenia na Filozofickej fakulte Univerzity Komenského v Bratislave
(1954 - 1959). V rokoch 1959 - 1964 bola redaktorkou vytvarnych publikacii vo Vydavatelstve
Slovenského fondu vytvarnych umeni. Od roku 1964 pracovala v Umenovednom Ustave
Slovenskej akadémie vied a v rokoch 1972 - 1975 prednasala dejiny umenia na Filozofickej
fakulte Univerzity Pavla Jozefa Saféarika v Preove, nasledne v rokoch 1979 - 1990 na Peda-
gogickej fakulte Univerzity Komenského v Trnave a Bratislave. V obdobi rokov 1990 - 2008
posobila na Katedre tedrie a dejin umenia na Vysokej Skole vytvarnych umeni v Bratislave.
V roku 1995 jej bola udelena Cena Martina Benku a v roku 2006 Cena Mariana Varossa.

Je autorkou mnohych vystav a odbornych textov zameranych najma na socharstvo a medai-
lérstvo 20. storocia. Publikuje monografie o socharoch, pozornost venovala aj Zenam

- umelkyniam. Od polovice 60. rokov 20. storocia presadzovala doleZitost pritomnosti
ideolégiou nezatazenej sochy vo verejnom priestore.
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Drawings and wooden sculptures
- the parallel worlds of Stefan Kubik

The life journey of the sculptor and artist Stefan Kubik falls between two dates

- 1941 and 2006. The artist was part of the “1941 Cohort”, the members of which
broke onto the Slovak art scene in an exhibition held in 1976 in Bratislava.

This generation of artists emerged under the unnaturally strict conditions of so-
called "engaged art”, an approach which became synonymous with the artistic
malaise resulting from the normalisation-era interventions into the political,
social and artistic life in Czechoslovakia between the early 1970s and late 1980s.

The individual artistic fates of each member of the 1941 Cohort provide
ample testimony of their dramatic struggles which focused on the construction
of their own “centrum securitatis” and of their own artistic convictions and be-
liefs, which, in an atmosphere in which external pressure was placed on individual
artistic freedom, took the form of individualistic artistic journeys filled with
unexpected peaks and troughs, temporary reversals, periods of hibernations,
and the eventual revelation of their true artistic spirit. Only one member
of the 1941 Cohort, Dusan Kralik, was able to stage his individual debut prior
to 1970. Along with his contemporaries, Dugan Poncak and Stefan Prokop, Kralik
graduated in sculpture from the Academy of Fine Arts and Design in Bratislava
(VSVU) in 1967.

Their contemporary Stefan Kubik had commenced his studies in wood-
carving under the guidance of Ludwik Korkos at the High School of Art Industry
(1960 - 1964) at a later date due to his earlier studies in design, and the
completion of his further education in sculpture at VSVU under Rudolf Pribi§
came somewhat later, in 1971.

As Kubik embarked upon his studies in relief sculpture in the mid-1960s,

a number of art theorists had begun to argue that wooden sculpture was

an intrinsically Slovak form of creativity. Foremost in this view were the convinc-
ing writings of the renowned author Dominik Tatarka, who drew particular
attention to the wooden statues of Vladimir Kompanek, whose vertically com-
posed sculptures rich in features derived from folk architecture had been
assigned the symbolic role taken by Penates of ancient Rome as the guardians
of the household.

Many ambitious working artists in this period had started working in wood
in order to gain a foothold in contemporary sculpture. However, the young
generation of artists instead chose to disrupt the academic canon of modelled
sculpture and replace it with more than mere traditional carving techniques.
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They bravely began to integrate recent innovations in carpentry such as assem-
bly techniques into their work and were increasingly interested in the material
properties of discarded wood or driftwood, warping or mutilating the material
with fire or creating an almost infinite variety of shapes with electric hand saws.
Artists such as Rudolf Uhra, Vladimir Kompanek, Vladimir Métovsky, Andrej
Rudavsky, Jaroslav Kocis, Alexander llecka or Andrej Golias played a key role in
these struggles for innovative forms of wooden sculpture, and their work paved
the way for later artists such as Juraj Meli$ and others.

The rapid evolutions in wooden sculpture in this period soon came to
the attention of art critics and reviewers.

The students of the High School of Art Industry in Bratislava received their
initiation into from the teacher of woodcarving Ludwik Korkos. His small-scale
wooden creations were within the bounds of “careful modernism”, displaying
a clear preference for folk motifs and inspirations. Korko$ had been raised
in the border region between Slovakia and Poland, and these roots granted him
a connection to the traditional woodworking styles which were still active
in the region. In his works for architectural interiors, Korkos integrated figural
features with decoratively rhythmic ornamentation, and this approach became
the favoured means of expression in the design of artworks for public spaces,
eventually leading to the appearance of generic wood sculptures devoid of
artistic individuality. A typical compositional concept for sculptors-woodcarvers
in this period was the use of the vertical line to symbolise a tree trunk, branch
or pillar into which a human figure was incorporated. This arrangement was
used so frequently that the final result of the artist’s effort often engendered
a somewhat stereotypical impression.

During the 1970s and 1980s, Stefan Kubik was also a notable participant
in this trend in wooden sculpture which had in the meantime largely “forgotten”
about the exciting innovations of the 1960s brought about by intermediaries
from various generations. The directives of the normalisation era changed
the rhythm of development from progression to regression.

Looking back on these developments several decades later with the bene-
fit of hindsight, we find ourselves in a position from which we can judge the
eraand its participants. From such a perspective, we can see that the inner voice
of some artists allowed them to drown out the official directives, reorienting
their works in line with their own interior world and the existential solitude

17




of the independent artist within the four walls of their own studio. (Note: Stefan
Kubik obtained a proper sculpture studio in 1986 within a complex of other
sculpture studios on PieStanska Street in Bratislava. The glass walls of this spa-
cious studio allowed his artistic thought to take flight and propelled him towards
the creation of his own individualistic art in drawings and also sculptures.)

The invisible web of connections between the members of the 1941 Cohort
is striking, particularly at the seemingly paradoxical points at which their widely
differing life stories intersect. Dudan Poncak in Predov, Stefan Prokop
in Pezinok, and Stefan Toth (five years younger than Kubik, but his classmate
in Pribi§’s course) assume the heavy burden of an individual's fate and attempt
to capture their existential struggle in their drawings and sculptures.

The period immediately following the end of the previous regime in 1989
not only reflected the change from totalitarianism to democracy; it also
brought about a wide range of legislative amendments which had a substantial
impact on the living conditions of freelance artists. The 1965 program known
as Chapter Five which had decreed that construction projects should allot a fixed
percentage of their budgets to artworks was abolished, a direct blow to many
artists who were now expected to cater to the private sector and private
art collectors. This was an abrupt change for both artists and collectors alike,
and few were prepared to adapt to the challenges of the new conditions.

Kubik himself was not unaffected by these social and legislative changes.
He primarily channelled his creative energies into untrammelled individual
creativity, establishing a coherent construct of individual artistic mythology.

It is remarkable that this deep introspection, delving into the most intimate
depths of his inner self resulted in a visually convincing body of work of remark-
able expressive richness and meaning, entirely free of ornamental embellishments.

Stefan Kubik cast the physical characteristics of wood, the visual narrative
of its surface and the spatial rhythm of its composition into new contexts which
have, since the regrettably premature end of his career, matured into a distinc-
tive message. First and foremost, the sculptor abandoned the primary module
of wooden sculpture, the tree trunk, and liberated the shapes of his sculptures
into prismatic beams and pyramids which he often inserted into space
by adding connecting metal components. Round sculptures were gradually
transformed into flat steles which communicated to the viewer through
their alternating surfaces, either rough or smooth, or through exposed fragments
of natural tree bark.

From the early 1990s onwards, Kubik's focus shifted from “organic” inspira-
tions, such as Growth, 1992 and Growth Il., 1995, towards purer artistic
approaches to philosophical and existentialist motifs. This flow of inspiration
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is particularly well exemplified by an extensive set of heads which the artist por-
trayed in both drawings and sculptures. The heads are less defined by gender,
physiognomy or age than by a universal suffering; they appear locked inside
their suffering and are often crowned by attributes of torture. In this thematic
cycle, the artist touched upon the issues of suffering and pain, the portrayal

of which has been a disruptive force throughout the history of art, from late
antiquity, Romanesque and Gothic art, Baroque art to expressionism. Stefan
Kubik’s roots in the historical Spis region allow us to assume that his tendency
towards spiritual reflections, meditations and thoughts about human fate had
its origins in the artist’s early childhood and his contact with religious art, either
carved artefacts such as crucifixes or the various depictions of the Passion

of Christ found in the churches of the Spis region.

Mutilated heads, as if metaphysically sunk within their own selves, and sim-
plified archetypes of heads are the artist’s reckoning with a specific historic
stage of social development in which the actions and thoughts of an individual
were restricted by an ideological and repressive dictatorship and the denial
of freedom of choice.

Kubik's drawings and sculptures from the late 1980s until his premature
death in 2006 are particularly admirable for the sense of urgency which the
artist brings to his depictions of the motifs. The fire that burns in his drawings
(given the shortage of time, it was physically impossible for him to turn them
into three dimensional wooden sculptures) is the price he paid for his troubled
search for catharsis. Perhaps this is why the Sisyphean figure of an individual
struggling with a heavy burden which far exceeds his actual capabilities
is a powerful visual testimony of the inner emotions of the sculptor.

The artistic inheritance of the sculptor also includes hundreds of three
dimensional works, the sizes of which vary from 15 to 50 cm. They are not indi-
vidually titled but are connected through their evocations of the same passion
that is characteristic for his extensive collection of drawings, ranging from
large-scale works to small-scale diary sketches, which can perhaps be seen as
storyboards for an autobiographical movie. It is tempting to see this collection
of drawings as a record of a parallel life transcribed into his sketched diaries.

In searching for links between Kubik’s miniature sculptures and their prede-
cessors in the history of sculpture, we find ourselves among Baroque sculptors;
woodcarvers who, in the same manner, produced bozzettos, models for
proposed altarpieces. Kubik's bozzettos stand as potential iconostases of some
religion, either known or unknown. As in the miniature Baroque models,

Kubik's works draw our attention through the precision of the sculptor’s approach,
the finesse of the technique used, his respect for the form of the whole that
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follows a specific structure: a plinth, a central pillar (deliberately lacking any
object of scene), and an attachment at the top. These miniature artworks
translate a fixed concept concerning the proportions and colours of the future
work, thereby acquiring the purposefulnes of a modeletto, a literal proposal
for a future artefact. Kubik also modified some of his bozzettos “chapels”.

He consciously strove for a dematerialising effect in the sculptural composition
through the use of a vertical composition that orders its respective features

in a storeyed arrangement. The magic of these features is brought about by
an ethereal semi-circle of an intangible line (an effect produced in the bozzettos
through wired "halos” that separate the sculptural composition from the world
which surrounds them). With a similar intention he completed extensions

of his modellettos by framing them with linear circles of halos, into which central
symbols filled with meaning are fixed.

The richness of these works by Stefan Kubik is complemented by the possi-
bility of deciphering their meaning through a parallel examination of his drawings.
These too stand as part of the triad of the artist’s testament - BURDEN - TIME

- FATE. The sculptural composition Burden, 1990 (216 x 110 cm) / Dedicated
to Stefan Prokop, therefore gains the role of an imaginary gate which grants
us access to the world of the artist’s unique existentialist imagination,
as is memorably depicted in his sculptures and drawings.

Mgr. Luba Belohradska










Rast Il. / Growth Il.; 1992; drevo / wood; v. / h. 50 cm;
zo suikromnej zbierky rodiny Kubikovej / from the private collection of Kubik family
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Skulptura / Sculpture; 2004; drevo / wood; v. / h. 100 cm;
zo stkromnej zbierky rodiny Kubikovej / from the private collection of Kubik family
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Z instalacie vystavy v Galérii umelcov Spisa /
From the exhibition installation at the Gallery of Spi$ Artists

>
Modeletta / Bozzettos; 1999 - 2006; drevo, kov, drét, kamer / wood, metal, wire, stone;
v./ h.15 - 50 cm; zo stkromnej zbierky rodiny Kubikovej / from the private collection of Kubik family
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Kyvadlo / Pendulum; 1995; drevo, Zelezo / wood, iron; v. / h. 107 cm;
zo sukromnej zbierky rodiny Kubikovej / from the private collection of Kubik family




Z instalacie vystavy v Galérii umelcov Spisa /
From the exhibition installation at the Gallery of Spis Artists

>

Hlava / Head; 1992; drevo / wood; v. / h. 63 cm;
zo stkromnej zbierky rodiny Kubikovej / from the private collection of Kubik family
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Bez nazvu / Untitled; 1994; drevo, latovka, Spagat / wood, coreboard, twine; v. / h. 97 cm;
zo sukromnej zbierky rodiny Kubikovej / from the private collection of Kubik family
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V objati kresby...

Kresba sa pre Stefana Kubika stala neoddelitelnou stcastou tvorby, tym najade-
kvatnejsim vyjadrenim vlastnych pocitov. Je déveryhodnym argumentom jeho
umeleckej nezavislosti. Paralelne sa rozvijala so socharskym dielom. Kresleniu

sa venoval takmer kazdodenne, o com svedcia dochované skicare od 70. rokov
20. storocia, velkorozmerné i miniaturne kresby, prostrednictvom ktorych
mdbzeme sledovat nielen zaujmové okruhy sochara, sporadické navraty k niekto-
rym témam v rozSirenom registri technik — od ceruzy a pera k Stetcu a pastelu,
ale aj kontinuitu socharskej tvorby. Médium kresby po cely ¢as, ktory mu

bol dopriaty na Zivotnej puti, sa stalo konstantou jeho umeleckej tvorby, seba-
reflexiou, teritériom slobodného vyjadrenia myslienok.

Pocas studia na Strednej Skole umeleckého priemyslu v Bratislave, v rezbar-
skom oddeleni u profesora Ludwika Korkosa, ziskal nielen dobré zaklady
remesla, ale ucil sa drevu aj porozumiet. Pocas Studia na Vysokej skole vytvarnych
umeni v Bratislave, v oddeleni reliéfneho socharstva u profesora Rudolfa Pribisa,
prehlboval svoj zaujem o realizaciu v dreve, ktoré mu bolo blizSie v realizovani
predstav ako v modelovani, a venoval sa kresleniu podobne ako viaceri Studenti

- DuSan Poncak, lvan Budinsky, Stefan Téth a dalii.

Kmern stromu sa mu stal Zivym organizmom - pamatou, tajomstvom, Zivou
spomienkou na detstvo v SpiSskom Podhradi, ked' drevo bolo univerzalnym
materialom pre naplianie Zivotnych potrieb, a v neposlednej miere rastol jeho
obdiv ku gotike a bohatej tradicii umenia Spisa.

V 70. rokoch 20. storocia zaznamenaval v skicaroch a vo velkorozmernych
kresbach studie séch a reliéfov v dreve, ich asociativnu a metaforicku reé.
Charakteristicka je vertikala, linia sledujuca rast pevného tvaru a objemu. Vypuk-
liny a perforované plochy vytvaraju zaujimavé konfiguracie a napatie - autonémny
svet in§pirovany prirodou, hudbou a dekorativnou ornamentikou. Vyber
z kresieb prezentoval na komornych vystavach v Klube vytvarnikov a architektov
(1972) a v Onkologickom Ustave (1979). Studie k socham sa stali vychodiskom
k velkorozmernym kresbam v Uzkych vertikalnych pasoch - napriklad Hudba,
1979 (ceruza), ktorou sa ingpiroval pri realizacii monumentalnej skulptury
v tom istom roku na Medzinarodnom socharskom sympdziu v dreve v Morava-
noch nad Vahom. Vyber z ,pasovych” kresieb ceruzou (1978 - 1980) prezentoval
na prvej samostatnej vystave v Galérii Cypriana Majernika (1980).

V kresleni si doZicil ¢as osamote, kde dozrievali jeho vizie, impulzom ktorych
bol ponor do vlastného vnutra a neustale hladanie adekvatneho vyjadrenia.
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Vo volnych Selakovych kresbach artikuluje reflexie o existencii ¢loveka vo vztahu
k svetu, poézii a hudbe.

V roku 1986 sa stahuje zo stiesneného priestoru na Michalskej ulici do ate-
liéru na Piestansku. Zabyval ho drevenymi kmermi stromov rozmanitych tvarov
a rozmerov, ktoré sa stali inSpiraciou a modelom v kresbach s novou invenciou.
V tom case nastala v Studiach k socham a reliéfom premena v tvaroslovi.
Postupne opusta Stylizovany tvar a detail odvodeny z prirodného sveta (strom,
kvet) alebo z ornamentu v tudiach a kresbach, k reliéfom a socham (1975 - 1985)
v komornej i interiérovej monumentalnej tvorbe. V linearnej kresbe kmena,
evokujuceho torzo, takmer jednym tahom zobrazuje Cisty tvar a objem s akcen-
tom na vertikalu (ako napriklad v kresbach séch ceruzou, 1986), ku ktorému
sa sporadicky vracal, vyvolavajuc v iom nové predstavy (skicar, 1989). Zazname-
nava ho v expresivnom vyjadreni v zhustenej fakture, ktora privolala farbu
z naliehavosti vnutornych pocitov, napriklad vo finalnej kresbe Bremeno, 1989
(pero, tug, pastelka). Stala sa impulzom k realizacii sochy Bremeno, 1990
(drevo), ktord venoval in memoriam svojmu priatelovi, socharovi Stefanovi
Prokopovi.

Vo volnych expresivnych tusovych kresbach vznikaji kompozicie
s ndmetom hlavy. Motiv hlavy je frekventovany v malbe, soche a kresbe po celé
20. storocie nielen ako objekt portrétovania, ale ako zobrazenie v tych
najrozmanitejsich podobach. Priklady najdeme v Sirokom obluku dejin umenia
20. storocia - od dadaizmu, surrealizmu, cez eurépsky informalny prejav i v slo-
venskom maliarstve a socharstve 60. rokov 20. storocia. Hlava ako metafora
v neustalej premene zostava preriho svojim mechanizmom zahadou a nevycer-
patelnym zdrojom predstav. V skicari (1988, pero, tus) sa $tudie hlav menia
v chvatnom rukopise - leziaca hlava, v Uvahach k reliéfom a socham v podobe
znaku. O rok neskdr motiv hlavy premietne do série hlav ludského utrpenia
- so zaviazanymi Ustami, previazanymi o¢ami v Srafovanej sieti Ciar. V kompozi-
ciach zasa kresli hlavy ako symboly [udského osudu v oddelenych priestoroch
hustymi liniami, i ako monument bolesti v kontraste Ciernych hustych pre-
pletajucich sa linii a bielej plochy papiera. K nim mézeme priradit kresbu Hlavy,
1989, v expresivnom vyraze. Tvar, iba tusend, ponorena do impulzivnych bicuju-
cich linii, z ktorych drobné ostrovceky vysielaju signaly svetla.

Médium kresby sa mu v 90. rokoch 20. storocia stalo bytostnou potrebou,
systematickou pracou a doménou v jeho tvorbe. Do popredia vystupujd zauj-
mové okruhy tém - Dialég s ¢lovekom, Clovek a ¢as. V prvej z nich zobrazuje
¢loveka ako neidentifikovatelnt bytost, obnazeného, od chrbta, s pretiahnutymi
koncatinami. Uz to nie je ta ludska bytost, o ktorej napisal Merleau-Ponty:

.- je zrkadlom ega - teda Ja uprostred veci, Ja s tvdrou, chrbtom, minulostou,
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budtcnostou.” Podoba sa ,¢ihajucim tvorom zamurovanych vlastnou samotou...”
(3. Johanides). Figuralny motiv zobrazuje so sochou, reliéfom alebo s kolosom
(polovicou vydlabaného kmera stromu), ¢i s prastarou drevinou s povrchom
tych najuzasnejsich Struktdr a s tajomnymi otvormi, ktoré kresli ako monumenty
v najrozmanitejSich podobach. V zdznamoch a kresbach nam predvadza
figuralny motiv ako kladiacu postavu vybiehajucu z reliéfu (s motivom kruhu
- symbolu ve¢nosti a nemennosti), ako kracajucu postavu po imaginarnych
schodoch k monumentu v interiéri i exteriéri s ndznakom magickej krajiny,

ako adorujuceho cloveka v nesmiernej pokore, i ako sucasného Sizyfa, tahajuceho
bremena. Cloveka metamorfuje v réznych podobach ako archetyp ludského
osudu, ktory je etickym posolstvom ludskej spolupatri¢nosti. Pouziva Siroky
register vytvarnych prostriedkov - ceruzu, pero, tus, mastny pastel, pastelku,
Stetec, sépiu a akvarel. Vyuziva perspektivnu skratku a deformaciu. Ten isty
motiv kresli vo viacerych pohladoch v expresivnom vyjadreni.

Pozoruhodné st kresby mastnym pastelom (1994) v netradi¢nom prevedeni.
Do podkladovej plochy frotaze vyryva kresbu, niektoré c¢asti odhmotnuje
Skrabanim. P16sky podkladovej plochy pésobia ako pomlcky v hudbe. Tymto
tvorivym procesom vznika vizualny dojem reliéfu. Zobrazuje v nich sochy,
ale aj imaginativny svet s bohatou symbolikou a inotajom.

Na Dialég s ¢lovekom nadvazuje Dialdg, 1993 (ceruza, 1 - 14) - kresbové
Uvahy v expresivnom rukopise o svete vecnosti, v ktorom havran symbolizuje
strdzcu v pripUtanosti k sarkofagu.

Téma Clovek a ¢as signalizuje dynamiku v nezvratnosti plyntceho &asu.

V kresbach - asamblazach soch a reliéfov (skicare 1993, 1994, ceruza) do popre-
dia vystupuje kruh - cifernik sine¢nych hodin s kovovymi svorkami, ktoré

v realizovanych pracach vyuzival uz skér, napriklad v reliéfe Clovek a ¢as, 1986

a neskor v skulpturach - Vykrik, 1991; Uvaznena, 1994; Kyvadlo, 1995 a iné.

Tému hlavy premieta v sérii anonymnych hlav - asamblaZach (skicare
1994, 3tudie a kresby ceruzou, perom). Brutalitu nasilia na ¢loveku zobrazuje
atribdtmi - svorkami, lanom, ostnatym drétom. Pripominaju Orwellove
obrazy o zneuZivani moci a manipulacii ¢loveka.

Po kresbach utrpenia akoby nastal vydych (skicare 1996, ceruza). Magické
kresby ticha zobrazuje na podkladovej ploche skicara vo dvojiciach Stvorcoy,
ktoré listovanim vytvaraju akysi album. Ceruza mu postaci na zobrazenie imagi-
narneho sveta z hlbin duge. Co zobrazuje? Véetko to, o com premysla. Myslienky
formuluje Uspornejsie ako esenciu pocitov v bravirnom vedeni ciary, ktora
je pritlakom ceruzy réznou intenzitou v neustélej premene. Vedie dialdg s pries-
torom. Ozvlastruje ho ,modelovanim’, v striedani sytejsich a bledsich odtieriov
ceruzy tak, ze pdsobia ako valéry v malbe. Tym istym spdsobom vytvara
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atmosféru a iluziu. V autondmnych obrazoch kresieb sa prelinaju dva svety
- realny a imaginarny so symbolmi kruhu a ponukaju priestor pre meditaciu.
Guléckovym perom kresli konstrukcie oblukov s korpusom so zdvihnutymi
rukami, v dalSich kresbach uprednostriuje horizontalne ¢lenenie priestoru
na vkladanie miniatdr — dlomkov dreva, zobrazenych niekolkymi Ciarami (1999
- 2000). Drevené ulomky neuveritelnych tvarov mu privolavali nové asociacie,
ktoré ho in3pirovali v ivahach o objektoch. Do drevenych ramov, ocareny
tvarom a Strukturou ulomkoyv, kresli objekty, ktorych kreativne rieSenia podne-
cuju fantaziu. V tomto obdobi do popredia vstupuju dvojice vztahov — rozum
a cit, vSednost a tajomnost. Je to $tastné obdobie v dialégu kresieb so sochou
a reliéfom, v ktorych sa prejavuje personifikacia s emotivnym zazitkom.
Vo volnych kresbach - Gvahach o ¢loveku je citelny hlbsi ponor do vlastného
vnutra, pozorne nacuva jeho hlasu a seizmograficky zaznamenava jeho ozveny
z navrstvenych myslienok vo vedomi a podvedomi ako stopu pamati.
Myslienky - extrakt pocitov formuluje do vztahov - vonkaj$ej podoby vnutra
medzi plyndcim ¢asom a vecnostou v kategdriach vzniku, trvania a zaniku.
V zavere¢nom obdobi (2000 - 2006) plynule nadvazuje na kresby z minu-
|ého decénia, rozsiruje zaujmové okruhy, strieda vytvarné techniky i format
- od velkej plochy smeruje k miniatdrnym kresbam so skrytou monumentalitou.
Kresli na pasy kartonov, kde v malych okienkach zobrazuje svoj svet drevenych
s6ch a reliéfov v novych koncepciach. Kresli na akvarelovom a ru¢nom papieri.
Navraty ku kresbam alebo sochadm su auto citaciou v novom zobrazeni.
Luba Belohradska blizSie osvetluje tuto problematiku v kresbe: ,Tento postup
pretvorenia, prepracovania, viastného redlne existujliceho trojrozmerného
sochdrskeho diela na kresbu, pripadne sériu kresieb, ¢i malbu povaZujeme za
novu kategériu sochdrskej kresby: remake - kresbu.” (Pritomnost slovenskej
socharskej kresby z aspektu jej Ucasti na tvorivom procese. Zbornik referatov
zo seminara Kresba ako sucast tvorivého procesu, Kresba ako samostatny
umelecky prejav. Bratislava, VSVU, 1995).
V navratoch k zaujmovym tematickym okruhom sa CastejSie obracia
k ¢loveku - premieta ho v psychickom rozpoloZeni - pokorného, nepokojného,
ale nie rezignovaného.
V perovych kresbach spolu s farbou otvara nové témy na hranici Zivota
a smrti, v ktorych spritomriuje duchovny rozmer so skrytou monumentalitou.
Rozsiruje tematické okruhy - Svet zla, 2000 - 2002 (séria kresieb) s motivom
vertikalnej postavy, medzi dvoma hemisférami. V expresivnom rukopise
sa &iary zhlukuju do &iernych pléch s vyZarujicou energiou. Srafovania okolo
postavy umocriuju vertikalu a sicasne vytvaraju kontrast a napatie s jemnymi
vybiehajucimi a prelinajucimi sa liniami v polkruhoch. Ten isty motiv kresli
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v neustalej premene - od expresivneho vyjadrenia k istej plynulej linii, sledujicej
cisty tvar vo vztahu k priestoru. Zaujmové okruhy obohacuje o $piralu - symbol
nekonecného pohybu, ktory pocitovo spaja nebo so zemou. V kresbach
Zacliatok konca, 2002 - 2006 (ceruza, pero, tus, pastelka) sa premietaju minima-
listické sochy ako v okienkach filmu. Vytvaraju svojbytny pribeh v dialégu

s liniou a farbou.

V rozsiahlej kresbovej tvorbe Stefana Kubika sa ustalili tri linie jeho sme-
rovania: prva v koncepciach séch a reliéfov, druha smeruje k dvaham o cloveku,
jeho existencii a vztahu k svetu, aZ k imaginarnemu priestoru vecnosti.

Tretia linia predstavuje vedomé a podvedomé navraty k uz vytvorenym pracam
v kresbe, soche, reliéfe v remake - kresbach.

Kresba sa stala jeho svetom, slobodnym priestorom, v ktorom ni¢

nepredstieral...

PhDr. Klara Kubikova
histori¢ka umenia

PhDr. Klara Kubikova sa narodila 6. augusta 1944 v Piestanoch. Po maturite v Bratislave
Studovala v rokoch 1961 - 1965 na Pedagogickom instittte v Trnave, odbor slovensky
jazyk - dejepis. Externe Studovala na Filozofickej fakulte Univerzity Komenského v Bratislave
vedu o vytvarnom umeni. V rokoch 1976 - 1986 pracovala v Slovenskom fonde vytvarnych
umeni v oddeleni tedrie a dokumentacie a v rokoch 1986 - 2006 v Slovenskej narodnej
galérii, najprv v rokoch 1986 - 1987 v oddeleni Uzitkového umenia a od roku 1987 v oddeleni
maliarstva 20. storocia. V roku 1986 ziskala doktorat z dejin umenia na Filozofickej fakulte
Univerzity Komenského v Bratislave. V roku 1999 jej bola udelena Cena Martina Benku

a v roku 2004 Cena Mariana Varossa za celozivotn umenovednu ¢innost. Bola dlhoro¢nou
podpredsednickou Asociacie teoretikov, kritikov a historikov vytvarného umenia a ¢lenkou
Rady Fondu vytvarnych umeni. Pedagogicky pésobila na Stkromnej Skole dizajnu

v Bratislave. Zomrela 1. augusta 2021 v Bratislave.

Klara Kubikova bola autorkou viacerych publikacii o umelcoch tvoriacich v 20. storodi.
Systematicky sa venovala vystavnej prezentacii umelcov pésobiacich na slovenskej vyt-
varnej scéne. Domace vytvarné umenie chapala ako stucast moderného stredoeurépskeho
a eurépskeho umeleckého diania. Vytvarné umenie, divadlo, literaturu, architektaru, film,
fotografiu a umelecké remesla vnimala v Sirokych kultirnych stradniciach.
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In the embrace of drawing...

Drawing became an integral part of Stefan Kubik’s artistic work and the artist
saw the medium as the most suitable means of expressing his own feelings.
His drawings stand as strong evidence of his artistic independence as an artist
and developed in parallel with his sculptural work. As is shown by his
sketchbooks preserved from the 1970s onwards, Kubik drew almost daily, both
large-scale and miniature drawings, and these sketches allow us to observe
not only the sculptor’s areas of interest, such as his momentary reflections
on specific themes in a wide array of techniques including pencil, brushwork and
pastels, but also the continuity of his sculptural work. Drawing remained

a constant throughout his life and his work, a means of self-reflection, and a realm
that allowed him to express his thoughts freely.

During his studies in woodcarving under Professor Ludwik Korko$
at the High School of Art in Bratislava, in the carving class of, Kubik learned
the foundations of his craft but also learned how to understand wood
as a material. While studying relief sculpture under Professor Rudolf Pribis
at the Academy of Fine Arts and Design in Bratislava, this understanding deep-
ened further and wood became a material which came closer to encapsulat-
ing his ideas than modelling. However, as with some of his classmates, including
Dugan Pon¢ak, Ivan Budinsky and Stefan Téth, Kubik also placed a considerable
focus on drawing.

Kubik perceived a tree trunk as a living organism - a memory, a mystery
and a living connection to his childhood in SpiSské Podhradie, where wood
served as the universal material for fulfilling so many of life's needs. It was here
too that his admiration for gothic art and the rich artistic tradition of the Spis
region developed.

His sketchbooks and large-scale drawings from the 1970s feature sketches
of wooden sculptures and reliefs, capturing their associative and metaphysical
dimensions. They are characterised by verticality, a line that echoes the growth
of solid shapes and volumes. Protrusions and perforated spaces create interest-
ing configurations and tensions - an autonomous world inspired by nature,
music and decorative ornamentation. A selection of these drawings were dis-
played during exhibitions at the Club of Artists and Architects (1972) and
the Oncological Institute (1979). Sketches of sculptures became starting points
for large-scale drawings in narrow vertical strips such as Music, 1979 (pencil),
which inspired him while creating a monumental sculpture in the same year
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at the International Sculpture Symposium in Moravany nad Vahom. A selection
of these strip pencil drawings (1978 - 1980) were also exhibited during his first
solo exhibition at the Cyprian Majernik Gallery (1980).

Kubik enjoyed the solitary aspect of the act of drawing, a process in which
visions inspired by looking within himself and a constant search for richer
means of expression could mature. In free flowing drawings in shellac, he articu-
lated his reflections on human existence and their connections to the wider
world, poetry, and music.

In 1986, he moved from his cramped space on Michalska Street to a new
studio on Piestanska Street. He filled the new space with tree trunks of various
shapes and sizes, which became inspirations and models for his new approach
to drawings. In this period, his drawings of sculptures and reliefs underwent
considerable changes in form. He gradually abandoned the use of stylised shapes
and details derived from the natural world such as trees and flowers or orna-
mentation in his drawings of reliefs and chamber sculptures (1975 - 1985).

For example, in pencil drawings of sculptures (1986) which he revisited on occa-
sion and which led to new concepts (sketchbook, 1989), a linear drawing

of a tree trunk traced in a single stroke, evoking the form of a torso, displays

a purity of shape and volume with emphasis on the vertical. This new approach
was reflected in an expressive rendering and execution which brought out
colour from the urgency of inner feelings, as can be seen in the final drawing
Burden, 1989 (pen, ink, crayon). This particular sketch served as the basis

of a sculpture of the same name Burden, 1990 (wood), which he dedicated

in memoriam to his friend, the sculptor Stefan Prokop.

Compositions with heads featured heavily in the artist’s free flowing,
expressive ink drawings. The human head was a frequent subject in 20t cen-
tury art, depicted in a variety of forms in paintings, sculptures, and drawings.
The motif was explored in major movements of the period including Dadaism
and Surrealism, but also in more informal European art forms, such as Slovak
painting and sculpture of the 1960s. Kubik perceived the head as a metaphor
for the constancy of change, and the motif served as a source of mystery and
an inexhaustible source of ideas throughout his life. In a sketchbook from 1988
(pen, ink), his drawings of heads undergo a series of rapid transformations

- areclining head, reflected in reliefs and sculptures in the form of a sign. A year
later, the motif had been modified into a series of heads portraying human
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suffering - gagged or blindfolded with a net of hatched lines. In other compo-
sitions, he depicted heads as symbols of fate separated by dense lines and also
as a monument to pain in the contrast of dense black, intertwined lines and
the white background of the paper, for example in the expressive drawing
entitled Head, 1989. The unassuming face is submerged into impulsive, crashing
lines, from which tiny islands send out signals of light.

In the 1990s, drawing became an existential necessity for Kubik, a systema-
tic field in his wider work and creative activities. Dialogues with the human
figure and the relationship between humanity and time gradually became a pre-
occupation in his work. In explorations of the former, he displayed the human
as an unrecognisable creature, naked with elongated limbs, turning his back
to the viewer. We have moved here far beyond Maurice Merleau-Ponty’s descrip-
tion of the human being: “.. a mirror image, that means in the middle of things,
an “I” with a face, a back, a past, a future”. Kubik’s depictions are more remi-
niscent of Jan Johanides’ conception of mankind as “lurking creatures walled

uln

in by their own solitude”. The figural motif reveals the most interesting kinds
of structures and mysterious openings depicted in sculptures, reliefs, or even
a "colossus” (half of a hollowed out tree trunk) or on the surface of an ancient
piece of wood, which he draws as monuments in the most varied forms. In his
journals and drawings, he shows the figural motif as a kneeling person escaping
from a relief, with a circular motif - the symbol of eternity and constancy, or as
a figure walking on an imaginary staircase towards a monumental situation in either
an interior or exterior which carries the sense of a magical landscape, or as a man
in the act of adoration depicted with an overwhelming humility, and also
as a modern-day Sisyphus eternally struggling with his boulder. The human figure
is metamorphosized in various forms as the archetype of fate, the ethical mes-
sage of human belonging. A wide array of artistic tools was used in these works
- pencil, pen, ink, oil pastel, crayon, brushwork, sepia, and watercolours
- and perspective shortcuts and deformations were also employed. The same
motif was drawn from various perspectives but always in an expressive manner.
Particularly noteworthy are a series of unusually executed drawings
in oil pastels (1994). Kubik employed the technique of frottage, rubbing into
the surface of the drawings, often distorting the image with scratchmarks.
The empty spaces on the surface are reminiscent of caesurae in music. This cre-
ative process gives the finished works the visual appearance of a relief, depicting
sculptures and the imaginary world with its rich symbolism and allegory.
Dialogue with Humankind was followed by Dialogue, 1993 (pencil, 1 - 14)
- a group of reflective, expressive drawings about the realm of eternity, in which
the raven is a symbol of protection from the inevitability of the grave.
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Z instalacie vystavy v Galérii umelcov Spisa /
From the exhibition installation at the Gallery of Spi$ Artists

The motif of “"humanity and time” indicates the dynamics of the irreversible
nature of time. The circle is dominated by related drawings - assemblages
of sculptures and reliefs (sketchbooks from 1993 and 1994, pencil), including
a sundial with metal clamps which he had used before, for example in the
Humanity and Time relief, 1986 and in his later sculptures such as Scream, 1991;
Imprisoned, 1994; Pendulum, 1995 and others.

The motif of the head was also addressed in a series of anonymous heads

- assemblages (sketchbooks from 1994, drafts and drawings in pencil and pen).
The brutality of violence perpetrated by man upon man was demonstrated
with objects such as clamps, ropes and barbed wire, making reference to Orwell’s
discussion about the abuse of power and the manipulation of mankind.

Kubik's preoccupation with the motif of suffering was subsequently followed
by a breath of fresh air, a great exhalation (sketchbooks, 1996, pencil). Magical
drawings of silence are shown against the backdrop of the sketchbook in pairs
of squares in which the act of browsing creates the impression of an album.

Is the pencil sufficient to showcase an imaginary world from the depths of his
soul? What can it encompass? In fact, it can encompass whatever Kubik imagin-
ed. His thoughts were formulated more economically as the essence of feelings
captured by lines and the use of varying levels of pressure on the pencil
create the impression of constant flux. Kubik is engaging the space in a dialogue,
granting it a unique character by deploying the technique of “modelling”
- alternating darker and lighter shades of pencil that gives the drawing an aspect
similar to tonal values found in paintings, simultaneously adding atmosphere
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and illusion. Two different worlds intersect in these independent drawings
- the real world clashes with an imaginary one in which circular symbols provide
space for mediation.

Using a ballpoint pen, Kubik drew arc-like forms featuring bodies with
elevated arms, while in other drawings he preferred a horizontal division of space
into which miniatures are inserted - pieces of wood, depicted in a few lines
(1999 - 2000). Remarkably shaped pieces of wood introduced new associations
which inspired his reflections about objects in general. Enchanted by the shapes
and structures of these pieces of wood, he drew objects within wooden frames,
a creative approach which stimulated his imagination. Pairings of emotions come
to the fore in this period - wisdom and empathy, normalcy and mystery. The as-
sociations form a happy period in the dialogue between sculpture and relief,
in which individuality and emotive experiences can develop. In his free drawings

- Kubik’s reflections on humanity - we can sense a deeper delving into his inner
self, in which he listens carefully to his own voice and creates seismographic
records in which the stratigraphy of his conscious and subconscious thoughts
echoes as memory footprints. He turns his thoughts, essentially extracts from
his feelings, into formal relationships; the external form of the internal space
between the passage of time and eternity, such as creation, being, and extinction.

In his final period (2000 - 2006), Kubik made a smooth transition from
his drawings of the previous decade, widening their motifs and alternating tech-
niques and formats - from large-scale canvases to miniature drawings with
a hidden monumentality. He drew on strips of cardboard, depicting from
his world of new conceptions of wooden sculptures and reliefs in little window
scenes. He also drew on watercolour paper and hand-made paper. These re-
turns to drawings or sculptures are a novel form of self-referencing. Luba
Belohradska has explained this approach to drawing in more detail: “We consider
this process of transformation, of reworking his own actually existing three-

-dimensional sculptures into drawings, or alternatively into a series of drawings
or paintings, to be a new category of sculpture drawings: remaking-drawings”
(Creative approaches to contemporary Slovak sculpture drawings, Drawings
as an independent art form. Bratislava, V§VU, 1995).

In his returns to the motifs that had long interested him, humanity featured
more and more often, projected in its mental state - modest, restless, but
never resigned.

In his drawings featuring penwork in combination with colour, Kubik
ventures into new topics that straddle the dividing line between life and death,
presenting a spiritual dimension with a latent monumentality. He broadens
the scope of his motifs in The World of Evil (a series of drawings, 2000 - 2002)
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which show a vertical figure trapped between two hemispheres. Drawn in an ex-
pressive hand, lines are clumped together into black spaces with radiating energy.
The hatching around the figure reinforces the vertical line and simultaneously
creates a sense of contrast and tension with soft, emanating and intersecting
lines formed in semi-circles. The same motif is drawn in a constant process of
metamorphosis - from expressive expression to a smooth line, echoing its pu-
rity of shape in the surrounding space. Motifs are further enriched by the use of
a spiral - a symbol of perpetual movement which he emotionally connects
to the ground. Drawings such as The Beginning of the End (2002 - 2006, pencil,
pen, ink, pastel) project minimalist sculptures akin to the frames of a film reel.
They create their own narrative in a dialogue with line and colour.

The extensive collection of drawings by Stefan Kubik three clear lines
of development can be discerned: firstly, in the concepts of sculptures and reliefs;
secondly, in his reflections on humankind, its existence and how it relates
to the world around it, including the imaginary space of eternity; thirdly, in his
conscious and subconscious returns to his earlier drawings, sculptures, and reliefs
in remaking - drawings.

Drawings became Kubik’s own world, a free space in which he never
had to pretend or dissemble about anything...

PhDr. Klara Kubikova
art historian
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Kresby / Drawings; 2000 - 2006; pero, tus, pastelka, ru¢ny papier / pen, ink, crayon, handmade paper

Z in$talacie vystavy v Galérii umelcov Spisa /
From the exhibition installation at the Gallery of Spi$ Artists
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Zlava / From the left:
Drama / Dramall, lIl, Il.; 1971; Selak, kartén / shellac, cardboard; 87 x 30,5 cm (1., 111.); 87 x 61 cm (I1.);
zo suikromnej zbierky rodiny Kubikovej / from the private collection of Kubik family
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Kompozicia / Composition; 1994; pastel, kartén / pastel, cardboard; 29,5 x 21 cm;
zo sukromnej zbierky rodiny Kubikovej / from the private collection of Kubik family

>
Vizia / Vision; 1993; pero, tus, pastelka, karton / pen, ink, crayon, cardboard; 80 x 60 cm;
zo suikromnej zbierky rodiny Kubikovej / from the private collection of Kubik family
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Kompozicia I. / Composition |.; 1992; Zelak, Stetec, pero, tus, karton / shellac, brush, pen, ink, carboard;
88 x 63 cm; zo sukromnej zbierky rodiny Kubikovej / from the private collection of Kubik family
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Kompozicia / Composition; 1992; Selak, $tetec, pero, tus, kartdn / shellac, brush, pen, ink, cardboard;
88 x 63 cm; zo sukromnej zbierky rodiny Kubikovej / from the private collection of Kubik family
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Destrukcia / Destruction; 1991; ceruza, karton / pencil, cardboard; 88 x 62,5 cm;
zo sukromnej zbierky rodiny Kubikovej / from the private collection of Kubik family

>

Kyvadlo / Pendulum; 1991; ceruza, kartéon / pencil, cardboard; 88 x 63 cm;
zo suikromnej zbierky rodiny Kubikovej / from the private collection of Kubik family
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Sen / Dream; 1991, ceruza, kartén / pencil, cardboard; 88 x 62,5 cm;
sukromna zbierka rodiny Kubikovej / private collection of Kubik family

>
Vykrik / Scream; 1991; ceruza, kartén / pencil, cardboard; 88 x 62,5 cm;
sukromna zbierka rodiny Kubikovej / private collection of Kubik family

56







Collection




Metafory dreva /
Stefan Kubik v zbierke galérie

Dvadsatpét diel v zbierkovom fonde Galérie umelcov Spisa je prierezom umelco-
vej tvorby z obdobia rokov 1977 - 2006. Diela su charakteristické prevazne
svojou mohutnostou a monumentalitou. Viaceré uputaju spdsobom spracova-
nia dreva, jeho Stiepanim a ponechanim kéry (Bremeno, 1990; Kmer, 2000;
Stéla, 2004) - prave tieto atributy su prizna¢né pre skulptury umelca. Drevo
povazoval za Zivy materidl, ktory tvaroval postupnym uberanim hmoty. Typickym
znakom je vertikalita diel, ako vyrazovy prostriedok tuzby a osobnostného rastu
(Vertikala I., 2005/2006; Vertikala Il, 2002; Rast I. - lll, 1994). V ranom $tadiu
tvorby sa pre autora stalo primarnym materialom drevo, neskér zacal vyuzivat
i Zelezo, droty a kameni (Uvaznena, 2003; Zatisie, 2003).

Kazdé autorovo dielo je metaforou na isté obdobie Zivota, reakciou na dobu,
v ktorej zil. Opakovany motiv hlavy (Hlava, 1997; Hlava Il., 1999) je symbolom
premeny, torza zas jednoduchosti a energie (Torzo, 1990), ktord cerpame
z prirody a prirodnych materialov. Typické su pre neho i ndboZenské motivy,
kde zobrazil nadpozemské bytosti (Spisska Madona, 1992; Anjel, 2004, Oltarik,
2000). Svojim spracovanim i symbolikou je vynimoc¢né dielo Bremeno, 1990,
ktoré je vyjadrenim tarchy ludského osudu.!

Dielo Ekologicky problém, 1988 je spojenim agresivity neopracovaného
dreva s Cistymi, pravidelnymi liniami opracovaného dreva. Kubik upozornuje
na problém plytvania tymto materidlom, zaroven poukazuje na krasu surového
stromu, ktory spracovanim ¢i recyklaciou méze viest k vzniku umeleckého diela.

Stefan Kubik pochadzal zo Spisa a jeho histéria ho nenechala lahostajnym:
podobne ako mnohi dalsi umelci z regiénu nadviazal na bohatu goticku
minulost, dékazom ¢oho su diela Spisska Madona, 1992, ako i monumentalna
skulptura Duch, 2004, pri vzniku ktorej cerpal inSpiraciu v gotickej architekture.
Dielo Duch sa stalo neoddelitelnou stucastou stalej expozicie Terra Gothica,
ktorad bola v galérii uvedena v roku 2012.

Mgr. Maria Sablova
historicka Galérie umelcov Spisa

1 PACEKOVA, Kamila. 2017. Jubilanti 2015 - 2016. Spiéska Nova Ves : Galéria umelcov Spia, 2017.
s. 106. ISBN 978-80-89081-54-7.
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Metaphors of wood /
Stefan Kubik in the Gallery's collection

Z instalacie vystavy v Galérii umelcov Spisa /
From the exhibition installation at the Gallery of Spi$ Artists

www.webumenia.sk
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The twenty-five works in the collection of the Gallery are a cross-section
of the artist’'s work from the period between 1977 and 2006. The works are
largely characterised by a sense of intensity and monumentality and draw
our attention through the way in which the wood is worked. The material
is split, and traces of tree bark remain (Burden, 1990; Root, 2000; Stele, 2004),
details which are also a distinctive feature of the artist’s sculptures. Kubik
considered wood to be a living material which he shaped through the gradual
removal of its mass. A typical motif of his works is verticality as a means
of expressing yearning and personal growth (Vertical I, 2005/2006; Vertical Il.,
2002; Growth I. - Ill,, 2004). Wood was Kubik’s preferred medium in the
early stages of his artistic career, but he later introduced other materials into
his work such as metal, wire and stone (Imprisoned, 2003; Still Life, 2003).
Each of Kubik’s works is a metaphor of a specific period of his life, of the era
in which he lived. The repeated motif of the head (Head, 1997; Head Il., 1999)
is a symbol of transformation, while that of the torso (Torso, 1990) expresses
simplicity and the energy which we draw from nature and natural materials.
Religious themes are also typical of Kubik’s work in which he depicts celestial
figures (Spi8 Madonna, 1992; Angel, 2004, Altarpiece, 2000). The finishing
and symbolism of the remarkable work Burden, 1990, is an expression
of the affliction of the human condition.
The work Ecological Problem, 1988, is a contrast between the aggressivity
of the unfinished sections of the wood and the purity and regular form
of the worked areas. Kubik uses the wood here to draw attention to the issue
of waste, yet he also emphasises the beauty of the raw material of the tree
which can be transformed into a work of art by being reworked or recycled.
Stefan Kubik was born and bred in the Spi& region, and its history left
a deep impression on him. As with many other artists from the region, he built
upon the traditions of its rich Gothic past, as is clearly evident in his Spi$
Madonna, 1992, and also his monumental sculpture The Ghost, 2004, which draw
inspiration from Gothic architecture. The work The Ghost is an integral part
of the Gallery’s permanent exhibition Terra Gothica which was first presented
at the Gallery in 2012.

Mgr. Maria Sablova
historian of the Gallery of Spis Artists

1 PACEKOVA, Kamila. 2017. Jubilanti 2015 - 2016. Spiéska Nova Ves : Galéria umelcov Spia, 2017.
p. 106. ISBN 978-80-89081-54-7.
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Vlavo / On the left: Vertikala Il. / Vertical Il.; 2002;
drevo / wood; v. / h. 207 cm; P 1803

Vpravo / On the right: Vertikala I. / Vertical I.;
2005 - 2006; drevo / wood; v. / h. 260 cm; P 1791




Ekologicky problém / Ecological Problem; 1988; drevo / wood; v. / h. 135 cm; P 1813
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Hlava / Head; 1997; drevo / wood;
v./ h.166 cm; P 1805

>
Vlavo / On the left: Koryto I. / Trough I.; 1979; drevo / wood; v. / h. 225 cm; P 1806
Vpravo / On the right: Koryto II. / Trough Il.; 1979; drevo / wood; v. / h. 225 cm; P 1807
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Vlavo / On the left: Stéla / Stela; 2004; drevo / wood; v. / h. 190 cm; P 1812
Vpravo / On the right: Spisska Madona / Spi§ Madonna; 1992; drevo / wood; v. / h. 190 cm; P 1797
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Duch / The Ghost; 2004, drevo, kamen, Zelezo / wood, stone, iron; v. / h. 234 cm; P 1792
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Zatisie / Still Life; 2003; drevo, Zelezo, kamer / wood, iron, stone; v. / h. 55 cm; P 1811
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Z instalacie vystavy v Galérii umelcov Spisa /
From the exhibition installation at the Gallery of Spis Artists
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Bremeno / The Burden; 1990; drevo / wood; v. / h. 216 cm; P 1796

V pozadi / In the background:
Bremeno / The Burden; 1989; pero, tus, kartdn / pen, ink, cardboard; 42 x 30 cm;
zo sukromnej zbierky rodiny Kubikovej / from the private collection of Kubik family
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Bremeno Stefana Kubika

Dielo Bremeno, ktoré bolo Galériou umelcov Spisa ziskané darom v roku 2011,
vzniklo v umelcovom ateliéri v roku 1990 ako pocta Stefanovi Prokopovi.
Drevena plastika vykazuje Crty typické pre tvorbu autora v danom obdobi
- minimalizované zasahy do Struktury a tvaru dreva a expresivny vyraz, ktory nesie
hlboké humanne posolstvo.

Vysledna kompozicia v tvare T kriza! je zlucenim ciastocne opracovaného
kmena stromu odkazujicemu k torzu ludskej figury? a bremena pozostavajuceho
z horizontalne umiestneného hranola s dvoma nepravidelnymi kruhmi prie¢neho
rezu. Existencialna naliehavost diela je dana tak ,surovostou” materialu, ako
aj naplnenostou formy nadc¢asovym odkazom. Skulptura pripomina muceného
Krista, ktory je obrazom ludského osudu: ,Kazdy si nesie svoj kriz" Videné
i nevidené letokruhy dreva su redlnou stopou ¢asu rastu stromu a zaroven ¢asu
dejin civilizacie pretkanych utrpenim, ale aj nadejou.

Motiv bremena sa v Kubikovej tvorbe objavuje opakovane, pricom najma
v kresbach mozno ¢itat odkazy k antickej mytoldgii. Ludsky osud je nie nepodobny
osudu hrdinu Sizyfa, ktory kazdy deri za trest kotula balvan na vrchol hory,
aby sa ten tesne pred cielom skotulal spat. Tazko mozno lepsie vyjadrit zakernost,
¢i lahostajnost bohov a marnost Usilia ¢loveka. Ako akceptovat dany stav bytia
vo svete? Albert Camus (1913 - 1960), filozof a jeden z hlavnych predstavitelov
existencializmu, hovori: ,Clovek si musi predstavit Sizyfa stastného.”

Mgr. art. Katarina Baltiinova, ArtD.
kuratorka Galérie umelcov Spisa

1 T kriz suvisi s pismenom Tau, ktory sa spomina v biblickej knihe proroka Ezechiela ako ochranny
znak Boha: ,Prejdi stredom mesta, stredom Jeruzalema, a ozna¢ znamenim (tau) na ¢ele muzov,
ktori vzdychaju a stenaju nad vietkymi ohavnostami, ktoré sa v fiom pachaju.” (Ez 9,4)

2 Pozritie? dielo Stefan Kubik, Torzo, 1990, zo zbierky Galérie umelcov Spisa, P 1800,
https://www.webumenia.sk/dielo/SVK:GUS.P_1800 (23. 03. 2022)

3 Albert Camus, The Myth of Sisyphus: Penguin Great Ideas, London, Penguin, 2005
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Burden by Stefan Kubik

The work Burden, which was donated to the Gallery of Spi$ Artists in 2011,
was created in the artist’s studio in 1990 as a tribute to Stefan Prokop.
The wooden sculpture features many of the attributes which were typical
of Kubik’s work in this period - minimal interventions into the structure
and form of the wood and an expressive impression which bears a deeply
humane message.

The resulting T-cross composition! is composed from the combination
of a partially finished tree root which suggests the form of a human torso?
and its burden - two irregular cross-sectional circles of wood placed upon
a horizonal wooden block. The existential urgency of the work derives from
the “rawness” of the material and the timelessness of the message which
it contains. The sculpture is reminiscent of the motif of the tortured Christ
which is itself a depiction of human fate: “We all have our cross to bear” The tree
rings, both seen and unseen, are authentic traces of the tree's growth over
the years but also of the epochs of civilisation which are interwoven with suffer-
ing but also with hope.

The motif of the burden appears frequently in Kubik’'s work, especially
in his drawings where they can be read as allusions to classical mythology. Human
destiny is not entirely dissimilar to the fate endured by the hero Sisyphus
who was condemned to roll a boulder to the peak of a mountain every day, only
to see it roll down the hill just before he reaches the summit. It is difficult
to imagine a more apt expression of the cruelty and indifference of the gods
or the futility of mankind'’s efforts. Yet how can we come to accept this state
of affairs in the world? As Albert Camus, the philosopher and one of the main
figures of existentialism, wrote: “One must imagine Sisyphus happy.™

Mgr. art. Katarina Balinova, ArtD.
curator of the Gallery of Spis Artists

1 The T-cross is connected to the letter Tau which is mentioned by the prophet Ezekial as a mark
of God: “Go throughout the city of Jerusalem and put a mark [i.e., Tau] on the foreheads
of those who grieve and lament over all the detestable things that are done in it". Ezekial 9:4

2 See also Kubik’s 1990 work titled Torzo in the collection of the Gallery of Spis Artists, P 1800,
https://www.webumenia.sk/dielo/SVK:GUS.P_1800 (23. 03. 2022).

3 Albert Camus, The Myth of Sisyphus: Penguin Great Ideas, London, Penguin, 2005
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