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INTRO

IVAN CSUDAI

Na zaciatku tretieho tisicrocia sa na mape sucasného slovenského
umenia javila malba ako velmi sporadicky osidlené teritérium. Jed-
nak to vyplynulo z kondicie generacie devatdesiatych rokov ako aj
z daneho obecného zaujmu o toto medium. Michal Czinege patrf
ku generacnej skupine, ktora uz pocas studia, po roku 2000, vel-
mi intenzivne pracovala na formovani ,,obrazu” slovenskej malby.
K tomu vsak neoddelitelne patri generacny postoj a viera v mal-
bu - v ,0braz s novym obsahom". Toto oznacenie, ktoré odkazuje
na existenciu digitalnych médif a digitalnej reprodukcie, na repro-
dukovatelnost ako takt i na nové okolnosti, ktoré zacali urc¢ovat
a stale urcuju uchopenie a zaradenie malby od tych ¢ias. Toto dalej
suvisi s objavovanim novych vizualnych nastrojov, ktoré ovplyviuju
a urcuju poziciu malby. Aj napriek velmi diferencovanym vizu-
alnym prejavom sucasnikov postoj by mohol byt rozhodujicim
vychodiskom posuvajucim malbu na vytvarnej scéne stale blizsie
do centra zaujmu. Postupnym odkryvanim moznosti sa objavuju
mnohé varianty a tendencie, ktoré predstavuju niekedy aj Sikovny
Jnavrat ku klasike", no toto pripisujem skor netrpezlivosti niektorych
neskor zobudenych a ich vole stat vzdy vpredu a najradsej hore...
Akceptujuc vytvorenu situdciu u nas vsak radim Michala Czinegeho,
ktory sa vynikajucim spbsobom vysporiadal s touto genera¢nou
Ulohou, medzi pionierov novej malby po roku 2000.

V maliarskej tvorbe Michala Czinegeho nie je Startovacim me-
chanizmom len fascinacia, ale aj konzekventna dedukcia - smerom
k pouzivaniu média. Toto predpoklada spojenie istej existujuce)
emotivnej stopy s velmi jasnym racionalnym odkazom na stav
média v danom ¢asovom obdobi, na znalost a orientaciu v iom
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Painting appeared to be a very sparsely populated territory on the
map of contemporary Slovak art at the beginning of the third mil-
lennium. It was the result of the condition of the 90s generation,
as well as of the state of general interest in this medium. Michal
Czinege belongs to a generational group that already during their
studies, after 2000, started working very intensively on shaping
the “picture” of Slovak painting. This inherently includes the gen-
erational attitude and belief in painting - in “painting with new
content.” This phrase refers to the existence of digital media and
digital reproduction, reproducibility as such and new circumstances
that have continuously determined the grip and classification of
painting since those times. It also relates to the discovery of new
visual tools that influence and determine the position of painting.
Despite highly differentiated current visual expressions of con-
temporary artists, the attitude could be a crucial starting point for
shifting painting ever closer to the centre of the art scene’s interest.
By gradually revealing the options many variations and tendencies
appear that sometimes present a clever “return to the classics,” but
in my opinion this tendency can be attributed to the impatience
of some of the late awakened who always want to stand in the
frontand preferably above... Taking into account the situation here,
I consider Michal Czinege, who excellently deals with this genera-
tional task, to be one of the pioneers of new painting after 2000.
There is not only fascination with, but also consequential rea-
soning towards the use of media that act as the starting mecha-
nism in Michal Czinege's art. This presumes a connection between
an existing emotional trail and a very clear rational reference to the
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a na vyznam Ccitatelnosti v dobovom kontexte. Prostredie, v kto-
rom vytvara svoje malby, je niekde medzi inSpirdciou fotografic-
kym zaznamom a digitalnym generovanim obrazu, no aj ked' sa
vacsinou viaZe k realite, tato vazba nie je nikdy Uplne relevantna.
Niekedy znamena ,falosnu stopu”. Podla stavu a miery pouzivania
realnych zobrazovacich prvkov mivychadza, Ze ho z reality najviac
zaujima ,cas”. ESte Uplne na zaciatku jeho prace sa v jednej sérii
obrazov dotkol moznosti pouZivania video stills ako vyprazdnenych
schranok fiktivneho deja... Tento priklad dokazuje jeho distanc od
dejového rozpravania v prospech momentky, snapshotu. Napriek
jeho velkému zdujmu o médium fotografie ani ono nefiguruje
v popredi jeho vizii. Predpokladam, Ze pre Michala je dbleZitejsia
skor moznost vytvarania kluca ¢i Sifry pomocou fotografie. Hlasa,
Ze obraz je potrebné desifrovat a Ze takto ziskana informacia nabera
na pritazlivosti pri ¢itani. Avak desifrovana informacia méav malbe
autora skor obecny charakter, odkazujuci na sucasny stav média, na
jeho mozZnostia rezervy ale najma na subjektivnu variabilitu videnia
pomocou poskladaného obrazu z fragmentov rézneho pévodu.
Informacie o svojich témach pripdja rafinovanejsim spésobom,
v ur¢itom zdanlivom dramaturgickom plane. Rad pracuje v cykloch.
UmoZnuje mu to posuvat jeho zaber dopredu a vyuzivat G¢inok
graddcie. Sifry sa ale ¢asom menia a meni sa tak aj obraz - pribdaju
nové rieSenia, kvalitativne i zanrovo. NajistejsSie sa pohybuje na poli
velkého formatu no i kresbe v autorskej knihe dokaze dat monu-
mentalny charakter. Czinegeho vedomé naradbanie s kompoziciou
adramaturgiou obrazu sa spaja so sebaistym pouzivanim nastrojov
maliarskeho média. Tusi, Ze v tomto zlozitom a variabilnom médiu
u? neplati vertikalna hierarchia - pravidla tu cez seba prerastaju
a obraz tak neustale superi s obsahom.
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state of the medium in a given period of time, to the knowledge
of and orientation in it and to the importance of legibility in the
contemporary context. The environment, in which he creates his
paintings is somewhere between inspiration by the digital photo-
graphic record and a digital generation of an image, but although it
mostly relates to reality, this relationship is never entirely relevant.
Sometimes itis a “false clue.” Based on the state and extent of the
use of elements of representation, | suppose that “time” is the ele-
ment of reality that strikes him the most. Even at the very begin-
ning of his work he touched on the possibility of using video stills
as empty shells for a fictional plot in one series of paintings... This
example shows his distance from narration in favour of snapshots.
Despite his great interest in photography, it does not feature in
the forefront of his vision. I assume that for Michal, the possibility
of creating a key or code by the means of photography is more
important. He proclaims that it is necessary to decrypt the image,
and the information thus obtained becomes more attractive by
reading. However, the decrypted information is of a rather general
naturein his work; referring to the current state of the medium, its
possibilities and reserves, but mainly to the subjective variability
of seeing through a visual image constructed from fragments of
different origins. He has a cunning way of attaching information
to his themes in a presumably dramaturgical plan. He likes work-
ing in cycles. This approach allows him to move his scope forward
and enjoy the effect of gradation. The codes, however, change over
time and so do the images - new solutions emerge, in quality and
genre. He is the surest in the field of large format, but he is just as
well capable of giving monumental character to a drawing in an
artist's book. Czinege's conscious handling of the composition and
dramaturgy of the image is associated with his confident use of
the tools of painting. He senses that vertical hierarchy no longer
applies in this complex and variable medium - the rules overlap
and thus the image constantly competes with the content.



POZNAMKY K MANIPULOVANE] PRITOMNOSTI,
ZNOVUZRODENE) MINULOSTI
A NEPREDVIDATELNE) BUDUCNOSTI

PETER MICHALOVIC

Na Uvod maly exkurz do dejin umenia, presnejsie do obdobia, ked'sa
objavila fotografia. Tento technicky vynalez nielenze umoznil vznik
nového druhu umenia, ale vo vytvarnom umenti, a predovsetkym
vmalbe, vyvolal velké zmeny. Vytvarnych realistov fotografia najprv
Sokovala, videli v nej takmer ,vraha” malby. Tento podozrievavy
postoj vyplynul z toho, Ze napriklad krajinu, ktor( nejaky maliar
maloval niekolko dnf v plenéri, dokazal nejaky amatérsky fotograf
zachytit na fotografii v okamihu, a navyse tak verne, Ze jej nemo-
hol nijaky variant realizmu konkurovat. Po prvotnom Soku realisti
predsa len zacali viest dialog s fotografiou a postupne si uvedomili,
7e fotografia nemusi byt pre maliara iba ¢ertovym tovarisom, ale
moze sa stat aj jeho dobrym pomocnikom. Fotograficky aparat
moze vynikajuco sluzit ako skicar, fotografia dokaze zachytit stav
krajiny v tom momente, ked'ju zac¢al maliar malovat. Snimka ako
taka totiz eliduje dosledky vpadu nepredvidatelnych udalosti, ako
napriklad zmeny pocasia ¢iintenzity svetla, o su pre realistického
maliara hotové katastrofy, lebo ked' tieto zmeny nastanu, musi sa
odvratit od videnej skuto¢nosti a zapojit do hry svoju pamat, ¢o
nesie v sebe velku davku rizika.

Pre inych, povedzme ne-realisticky orientovanych maliarov,
fotografia znamenala predovsetkym velku vyzvu. Nepovazovali ju
zanejakého vraha" malby, ale skor ako podnecovatela hladania no-
vych foriem malovania. Fotografia umoznila, presnejsie povedané
donutila maliarov prehodnotit od zakladu vztah k malbe a ndsledne

NOTES ON THE MANIPULATED PRESENT,
REBORN PAST,
AND UNFORSEEABLE FUTURE

PETER MICHALOVIC

As an introduction, let’s take a small excursion into art history,
precisely to the period when photography was first invented. This
technical invention not only allowed a new art form to appear, it
also provoked major changes in the visual arts, especially in paint-
ing. At first, realists were shocked by photography, regarding it
almost as the "murderer” of painting. This suspicious attitude re-
sulted from the fact that any amateur photographer could, in an
instant, capture animage it would take a landscape painter several
days to paint out in the open, and what is more, he could cap-
ture it so faithfully that no variant of realism could compete with
it. After the initial shock, realists nonetheless started a dialogue
with photography and gradually realized that photography does
not necessarily have to be only the Devil's but also the painter's
friend as well. The photographic apparatus may serve as a great
sketchpad, a photograph captures the state of a landscape at the
very moment the painter begins painting it. The photograph as
such eludes the consequences of unforeseeable events, such as
changing weather and light that present a true disaster for a real-
istic painter. When such changes occur, he must turn away from
the visible reality and get his memory involved in the game, thus
undertaking a major risk.

For other, let's say not realistically oriented painters, pho-
tography presented most importantly a great challenge. They
did not see it as a “murderer” of painting, but rather as an in-
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vztah malby k skutocnosti. Nastupom fotografie bolo totiz jasné,
ze uz nema velky zmysel pokracovat v programe ¢o najvernejsieho
zobrazovania sveta, Ze je neudrzatelné nutit farby a Ciary otrocky
sluzit vsemocnej reprezentéacii a Ze jednoducho prisiel ¢as opustit
principy a pravidla estetiky krdsneho. Jazyk alebo, ak chcete, pismo
malby sa vd'aka fotografii oslobodilo od tyranie napodobrnovania,
¢o znamena, ze maliari prestali tvorit obrazy - kdpie, zobrazuju-
ce skutocnost pod prisnym dozorom Modelu alebo Skuto¢nosti.
Tato zasadna zmena sa prejavila v orientacii na maliarsky vyskum
predpokladov a preverovania hranic samotného malovania, a tym
vlastne aj odkryvania hranic moznosti ludskej obrazotvornosti.
Podstatu tejto zmeny vystizne sformuloval filozof Jean-Francois
Lyotard. Maliari sa podla neho pokusali tvorit obrazy, ktoré dokazali
atakovat brany myslitelného. Jazykom malby a vébec vytvarného
umenia sa pokusalivyjadrit to, ¢o sa da mysliet, ale k comu sa neda
priradit konkrétna predstava, a preto to mozno vyjadrit len nepria-
mo, prostrednictvom narazok. Tym sa vlastne zacali zaujimavé hry
malby na zaklade inych principov a pravidiel, hry, ktorych patréonom
uz bola nova estetika vzneSeného.

Nastup digitalnych technolégii znamenal dalsi posun, ktory
je svojim sposobom tak trochu paradoxny. Na jednej strane digi-
talnu fotografiu spdja s klasickou analégovou to, Ze obidve vznik-
li pédsobenim objektov. Lenze pokial v prvom pripade dochadza
k priamemu posobeniu objektov na svetlocitlivd vrstvu filmu, tak
v druhom pripade je pdsobenie objektov sprostredkované, obraz
veci je transformovany numerickym kédom na pixely, ktoré su za-
kladnymi stavebnymi prvkami digitalnej fotografie. A prave pixe-
lizacia obrazu robi digitalnu fotografiu pritazlivou aj pre mnohych
sucasnych vytvarnych umelcov venujucich sa malbe.

Podobne ako realistickym maliarom, aj skupine maliarov di-
gitdlneho veku sluzi fotograficky aparat ako skicar. Lenze kym
v pripade realistickych maliarov iSlo o to, aby fotografia verne za-
chytila urcity vysek skutocnosti v tom momente, ked ho maliar
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stigator of the search for new forms in painting. Photography
allowed, or rather forced painters to completely review their re-
lationship to painting and subsequently the relationship between
painting and reality. With the coming of photography it became
clear that there is little meaning in continuing the search for
the most truthful depiction of the world and that it is further
unsustainable to force the colours and lines to slavishly serve
the omnipotent representation and that quite simply the time
has come to abandon the principles and rules of the aesthetics
of beauty. The language or, if you will, the writing of painting
became freed from the tyranny of imitation through photography,
which means that artists no longer created images - copies, de-
picting reality under the strict supervision of the Model or Reality.
This fundamental change was reflected in the orientation towards
painters' research of assumptions and verification of boundaries
of painting itself, indeed revealing the limits of possibilities of
human imagination. The essence of this change was succinctly
formulated by the philosopher Jean-Francois Lyotard. Based on
his work, painters tried to create images that could attack the
gates of the conceivable. Through the language of painting and
of thevisual arts in general, they were trying to express what one
can think, but what one cannot directly imagine, and what can
therefore only be expressed indirectly, through allusions. This
actually started interesting games on the basis of other principles
and rules, games the patron of which was the new aesthetic of
the sublime.

The arrival of digital technology marked a further shift, which
is somehow a bit paradoxical. On the one hand, digital photog-
raphy is connected with classical analogue photography as they
are both affected by the object. While in the latter case, however,
there is a direct impact of objects on photosensitive film layer,
in the first case the effect of objects is mediated, the image of
an object is transformed by numerical code to pixels, the basic



zacal zobrazovat na platne, v digitdlnom veku je digitalny obraz
urcitého vyseku skutocnosti ¢asto len medzistupriom, len jednou
fazou procesu, ktory obvykle pokracuje v pocitaci. Pomocou vybra-
ného grafického programu moéze maliar tento digitalny obraz Cistit,
menit jeho farebnt skalu, méZe ho dokonca jemne alebo radikalne
deformovat ¢i reformovat a spajat s inymi obrazmi. MoZnosti na-
sledného spracovania su obrovské, o mnohi maliari v su¢asnosti
intenzivne vyuzivaju.

Do tejto velkej skupiny patri aj Michal Czinege. UZ pocas vyso-
koSkolského Studia ho zaujali moZnosti koexistencie digitalneho
obrazu a malby. Rad fotografuje ludi alebo rozne prostredia, jed-
notlivé zabery z uz vlastného archivu potom dalej graficky spraco-
vava v pocitadi. Ked'to takto povieme, je to sice pravda - holy fakt,
ktory sa neda popriet. Lenze rubom tejto pravdy je banalita. Ano,
banalita, pretozZe vyslovenim tejto pravdy sa vobec nevyjasiiuje
zmysel manipuldcie fotografii konkrétnych ludf alebo zaberov kra-
jiny, pricom tato manipulacia svoj zmysel ma. Dokonca ma prisny
zmysel, ale ten sa moze vyjavit az pripojenim kratkeho verbalneho
komentara.

Czinege nemanipuluje digitalne obrazy z dévodu nejakej samo-
Ucelnej estetizacie, nepokUsa sa obraz v digitalnej podobe , vylepsit”,
kym ho manipulovany prenesie na plochu platna, aby lepsie vyzeral
a lahsie sa zapacil divakovi. Dovolim si tvrdit, Ze taky pristup je
mu cudzi, pretoze s obrazmi manipuluje z celkom iného dévodu.
Vsimnime si, Ze z nich ,odobera” vietko, ¢o by sa mohlo stat pria-
mym alebo hoci aj nepriamym indexom urcitého historického ¢asu
a konkrétnej geografickej lokality. V3etko priznakové transformuje
na bezpriznakové, vd'aka comu sa singularne meni na univerzalne.
Ide mu o to, aby z obrazu konkrétneho ¢loveka vydestiloval obraz
Cloveka ako takého, alebo z obrazu konkrétnej krajiny obraz krajiny
ako takej. Ked'sa skonci etapa destilacie, zacina sa nova etapa, kto-
ri Czinege nazyva klonovanim. Napriek nepochybne vystiznému
vyjadreniu zameru, Specifického tvorivého procesu, ostanem pri

building blocks of digital photography. And it is the pixelization
of the image that makes digital photography attractive for many
contemporary painters.

Similarly to realistic painters, a group of painters of the digital
age also use the photographic apparatus as a sketchpad. But while
in the case of realistic painters the photograph was supposed to
accurately capture a certain section of reality at the precise mo-
ment when the artist began to depict it on canvas, in the digital
age, the digital image of a certain section of reality often provides
justanintermediate stage, only one phase of a process that usually
continues on the computer. The painter can clean the digital image
with selected graphic software, changeits colour range, he can even
slightly or radically deform or reform it and combine it with other
images. Possibilities of subsequent processing are enormous, and
many painters today use it intensively.

Michal Czinege also belongs to this large group. While still
at university, he was struck by the possibilities of the coexistence
of digital images and painting. He likes photographing people or
different environments, and then further digitally processing the
individual images from his own archive on the computer. If we put it
this way, itis certainly true - it is an unquestionable fact. However,
the flip side of it is banality. Yes, banality, because admitting this
truth does not at all clarify the specific meaning of the manipula-
tion of the photographs of people or landscapes, even though this
manipulation is not meaningless. It has quite a specific meaning
which, however, calls for a short verbal commentary.

Czinege does not manipulate the digital images for an aesthetic
end in itself. He does not attempt to “improve” the image in the
digital form before transferring the image onto the canvas in order
to make it look better and more appealing toits observer. | dare say
that such an approach is far from him, because he manipulates the
images for a completely different reason. Note that he “eliminates”
everything that could become a direct or even indirect index of
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pbvodnom oznaceni manipuldcia. Jednym z dévodov, preco kon-
zervativne zotrvavam pri tomto oznaceni, je, Ze Czinege s figlrou
¢loveka naraba podobne ako babkoherec s babkou. Podobne ako
babky aj jeho figliry maju pevné tvary a dané proporcie. Tie nemaoze
svojvolne porusit, pretoze by tym prestali byt ¢itatelné a nepodobali
by sa na figtiru ¢loveka. Pevné tvary vsak mdZu menit polohu svojich
Casti a zasluhou tvorcu to aj robia, pricom kazdd zmena ma svoj
dévod a vyznam. V pripade babkovej hry babkoherec menfi polohu
jednotlivych ¢astiv scénickom priestore preto, aby dokazali vyjadrit
nejaku ¢innost alebo emocionalny stav postavy, ktord stelesnuju.
Na Czinegeho obrazoch sa zmeny deju preto, aby figtry ludi mohli
vyjadrit jeho vlastné spomienky na ur¢ité situacie alebo deje z mi-
nulosti. To, ¢o bolo povedané na adresu figur ¢loveka, v principe
plati aj pre tvary, pripominajuce napriklad hory.

Akt manipuldcie je v Czinegeho tvorbe obrazov vlastne simu-
laciou procesu spominania - vysledkom su pritom obrazy-spo-
mienky. Co sa tyka spomienok, nikdy nie st jednoduchym oZivenim
minulosti v jej pdvodnej plnosti a pritomnosti. Nie su, hoci by sme
to niekedy velmi chceli, Zivou pritomnostou odloZenou do minu-
losti. Naopak, ako sa ludovo hovorf, spomienky blednt - z vlastnej
sklsenosti vieme, Ze si ¢asto pamatame len maly detail z toho,
¢o sme prezili. Czinegeho obrazy preto mozno interpretovat aj
tak, Ze figury ludf a tvary veci ¢i prirodnych Gtvarov sa nepokusa
pouZit na pribliZzenie svojich spomienck divakovi, nepatri medzi
tych umelcov, ¢o tvrdia, Ze vyjadruju svoje vnutro. Prostrednictvom
svojich obrazov len ndzorne priblizuje samotny proces spominania.
Spomienky su vlastne vnemy a myslienky, ktoré su spracované za-
budanim. To sa prejavuje ako erdzia a kordzia vnemov a myslienok.
Désledky erézie a kordzie Czinege naznacuje napriklad zamernym
vyuzivanim monochromatickosti, niekedy redukuje farebnost na
polaritu bielej a Ciernej. Inym osvedcenym postupom je odstranenie
postav z urcitého prostredia, napriklad z horskej krajiny. Divak sa
pozera na obraz divokej a majestatnej prirody, nezriedka stvarnenej
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a particular historical time or geographical location. He transforms
all thatis thematic into athematic, turning singular into universal.
He searches to distil an image of man as such from the image of
a particular person, or an image of a landscape as a whole from
a particular landscape. After the stage of distillation, a new phase,
which Czinege calls cloning, begins. Despite the undoubtedly concise
statement of intent in this specific creative process, | will stick to my
original term of manipulation. One of the reasons why I conservatively
stick to this term is that Czinege treats his figures similarly to how
a puppeteer treats his puppets. Like the puppets, his figures have
solid shapes and given proportions, which cannot be deliberately
changed, since they would no longer be readable and they would
not resemble the human figure. The positions of the parts of the
solid form may change and thanks to their creator they also do, each
change having its cause and significance. In a puppet theatre, the
puppeteer changes the positions of different parts on the stage in
order to be able to express an activity or an emotional state of the
characters that the puppets represent. In Czinege's paintings, the
changes occur in order for the human figures to express his own
memories of certain situations or events from the past. What was
discussed above regarding the human figures applies in principle
also to shapes, reminiscent of mountains for example.

The act of manipulation in the creation of Czinege's paintings
is actually a simulation of the process of reminiscing, resulting
in paintings/memories. As for memories, they are never simply
reviving the past in its original fullness and presence. They are
not, though we might sometimes really want them to be, a lively
presence placed in the past. On the contrary, as they say, memories
fade - we all have the experience of remembering only a small de-
tail of what we lived through. Czinege's paintings can therefore be
interpreted with regard to the fact that he does not use the figures
of people and shapes of objects in an attempt to bring his memo-
ries closer to the viewer; he is not one of those artists who claim



ako znak - diagram, a Co je zaujimavé, v tychto obrazoch nie su
identifikovatelné nijaké stopy ¢loveka. Ale v inom obraze méze
byt pouzity obraz prirody ako pozadie vyzdvihujlice figliru ¢loveka
v popredi. Vztah medzi pozadim a figurou v popredi je evidentne
neproporcény, pricom tato disproporcia ma svoj vyznamovy korelat:
figira cloveka preto dominantne zaujima cely priestor v popredi,
lebo len tak m&Ze obrazne vyjadrit postavenie ¢loveka v prirode ako
,koruny tvorstva” Na inom obraze divdk zase vidi figuru ¢loveka
zobrazenu tak, Ze pripomina c¢loveka, na ktorého niekto nahodne
zamieril svetlo baterky. Vidime jeho obrysy vystupovat z tmy, po-
zndvame v nom cloveka, ale to je v3etko.

UZ bolo povedané, Ze Czinege rad manipuluje a rad sa hra
s digitalnymi obrazmi ludi alebo krajiny, zdmerne ich vyuZiva na
vyjadrenie nie¢oho, ¢o im bolo Uplne cudzie. Bola re¢ o spomien-
kach, treba vak zdéraznit, Ze spomienky v tomto pripade nemozno
davat do suvisu s nevedomymi procesmi ludskej psychiky, netreba
anilen skusat ich ¢itanie kddom freudovskej psychoanalyzy. Dévod,
pre¢o treba zavrhnUt psychoanalytické , ¢itanie” obsahov myslienok,
je jednoduchy. Ovela dbleZitejSie neZ obsah ¢i matéria je forma
zrodend trpezlivym procesom stupnovitej manipulacie pévodnych
obrazov Skuto¢nosti. Ide vlastne o to, ako uvolnit obrazy zo zajatia
reality a urobit z nich subor ikonickych znakov, ur¢enych na mode-
lovanie, napriklad, sveta pamati.

Jednotlivé priklady zastupuju Sirokd variabilitu spracovania di-
gitalneho obrazu. Zaiste je doleZité uviest konkrétne priklady, avsak
ovela déleZitejsie je si uvedomit, ¢o reprezentuje tato variabilita. Ci
sa za nou v konec¢nom dosledku neskryva nieco, ¢o transverzalne
prechddza vSetkymi obrazmi a ¢o vytvara osobity Styl Czinegeho
malby. Som presvedceny, ze dno, a tym spolo¢nym zakladom by
mohla byt intelektualizacia malby. Czinegeho obrazy v prvom plane
nikdy neponukali kvantd estetickej slasti, ale vZdy nutili divaka pre-
myslat. Nutia ho spajat jednotlivé znaky, hladat vyznam farebnych
ploch a to vsetko skladat do zmysluplného celku. NUtili ho pytat

to express their inner world. In his paintings, he merely enlightens
the process of reminiscing. Memories are actually perceptions and
ideas processed by forgetting. This fact manifests itself as an ero-
sion and corrosion of perceptions and ideas. Czinege indicates the
consequences of this erosion and corrosion through intentional
use of monochromatic colours, sometimes reducing the colour
scheme to the polarity of black and white. Another proven proce-
dure is to remove characters from a particular environment, such
as a mountain landscape. The viewer looks at the picture of a wild
and majestic landscape, often depicted as a symbol - a diagram;
an interesting element is that no trace of human action is identifi-
able in the pictures. However, in a different painting the image of
nature can be used as a background highlighting the figure in the
foreground. The relationship between the background and the
figure in the foreground is clearly disproportionate, this dispropor-
tion having its semantic correlate: a figure dominantly occupies the
entire foreground, because only thus it can metaphorically express
the position of manin nature as the “crown of creation.” In another
painting, the viewer sees a figure depicted so that it reminds us of
someone on whom a flashlight has been accidentally pointed. We
see the outlines coming out of the darkness, we recognize that it
is a person, but that's all.

It has been said that Czinege likes to manipulate and play with
the digitalimages of people or landscapes, using them deliberately
to express something that was originally completely alien to them.
We have discussed memories. However, it should be noted that
memories in this case do not relate to the unconscious processes
of the human psyche, we should not even try to read their code
through Freudian psychoanalysis. The reason why we should reject
the psychoanalytic “reading” of these ideas is simple. Far more
important than the content or the matter is the form created by
the patient process of gradual manipulation of the original pic-
ture of Reality. It is about the possibility of releasing the paintings
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sa, aky vyznam ma ono rozostrovanie, preco tvorca znejasnil figury,
preco sa uchylil ku kombinacii ostrych a jasne ¢itatelnych figur
s tvarmi, ¢o sa daju len tazko a niekedy za cenu sprievodného pochy-
bovania pomenovat. Jednoducho povedané, Michal Czinege svojimi
obrazmi obhajuje intuitivne myslenie, alebo - slovami Miroslava
Petficka — myslenie obrazom. To myslenie, ktoré stoji k svetu naj-
blizsie, a preto nikdy nemdze byt marginalizované ¢i dokonca Uplne
substituované diskurzivnym myslenim. Okrem iného aj preto, lebo
eSte stale verime tomu, ¢o vidime a videnie ndm dava na znamost,
Ze tento svet sa nam meni doslova pred ocami, Ze v3etko, ¢o nase
vedomie zaznamenalo medzi jednym a druhym okamihom, je len
docasny, sakramentsky docasny stav sveta. A tito docasnost nam
pripominaju maliari tym, Ze sa ju pokusili uchovat pre budtcnost.
Pochopitelne k tomu prispievaju aj obrazy - spomienky Michala
Czinegeho, tie obrazy, ktoré boli z pritomnosti schopné vybrat to,
¢o mohlo posluzit na zvecnenie minulého, a tym vlastne posky-
tol obrazové svedectvo buducim divdkom o tom, ako sa sucasny
vytvarny umelec vyrovnal s nezadrzatelnym plynutim c¢asu a ne-
ustalou premenou vizualnej kultury.
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from the captivity of reality and turning them into a set of iconic
signs, designed for modelling the world of memory for example.
Individual examples represent the wide variability of digital
image processing. Certainly it is important to give some concrete
examples, but it is more important to understand what is repre-
sented by this variability. It could be that it conceals something that
transversally passes through all the paintings, creating the unique
style of Czinege's painting. | believe that there is such an element
and that the common basis of his work is the intellectualization of
painting. Czinege's paintings have never offered oodles of aesthetic
pleasure in the first plan, but they have always forced the viewer
to think. They force the viewer to combine various characters, to
search for meaning of the coloured areas and compose all the
elementsinto a meaningful whole. He is forced to question the sig-
nificance of the blur, wonder why the creator obscured the figures,
why he decided to use a combination of sharp and clearly visible
figures with shapes, which are difficult to make out, sometimes
leaving the viewer in doubt. Simply put, Michal Czinege defends
intuitive thinking in his paintings, or - in the words of Miroslav
Petficek - thinking through image. That kind of thinking, which
stands closest to the world, and therefore can never be marginal-
ized or even totally substituted by discursive thinking. Inter alia,
because we still believe in what we see and our sight shows us
that this world is literally changing in front of our eyes, and that
everything that we consciously note between one moment and the
next is only temporary, a damn temporary condition of the world.
And painters remind us of this temporality by trying to preserve it
for the future. Obviously the paintings contribute to it too - Michal
Czinege's memories, those images, capable of extracting from the
present all that could serve the immortalization of the past, and
thus actually providing future viewers with visual evidence of how
a contemporary visual artist coped with the relentless passage of
time and the unceasing transformation of the visual culture.



ROZHOVOR

VLADIMIRA BESKIDA A MICHALA CZINEGEHO

Michal, si absolventom ateliéru malby profesora Csudaia na
bratislavskej VSVU, ktory prirodzene spaja malbu s digitalnymi
technoldgiami. Co teba osobne laka na tomto spojeni malby
a technickych obrazov?

Najviac ma laka spajanie vizualnych prvkov digitalnych technologii
v podobe digitalneho rastru - Sumu s maliarskymi prvkami ako
je napriklad tah Stetca, alebo vlastnosti maliarskych materialov.
Vnimam to ako prirodzené reagovanie na sucasny svet okolo nas.
Bolo by to zvldstne, keby by sa vyvoj novych technologif neprejavil
i v sucasnej malbe, ked' su tak silne zastUpené v nasom Zivote.
V neposlednom rade tu hra rolu i skuto¢nost, Ze patrim ku genera-
cii odchovanej televiznou obrazovkou a cyberpunkovymi filmami.

Do akej miery je pre teba zaujimavé aj tzv. iné videnie? Videnie
cez technicky pristroj, cez aparat. Jednoducho ina ,ostrost" po-
hladu, nemozZnost dosiahnutia dokonalého obrazu? Povedzme
deformacia, neditatelnost alebo rozostrenie.

Videnie cez technicke pristroje vnimam ako odkryvanie réznych
vrstiev a dimenzii toho, ¢o vidime vlastnymi ocami, ako formu
mapovania sveta, ktory nas obklopuje. Vela ludi mi hovori, Ze moje
malby im pripominaju obrazy z termoviznych kamier. Zvlastne,
nikdy to nebol moj zamer a vzniklo to skér podvedome a samo-

INTERVIEW

VLADIMIR BESKID AND MICHAL CZINEGE

Michal, you graduated from the Studio of Painting, in the class
of Professor Ivan Csudai at the Bratislava Academy of Fine Arts
and Design, and you naturally combine painting with digital
technologies. What attracts you personally to this combination
of painting and technical images?

I am especially attracted to combining visual elements of digital
technology in the form of digital raster - visual noise with elements
of painting such as brush strokes, or with the qualities of painting
materials. | see this as a natural response to the contemporary
world around us. It would be strange if the development of new
technologies was not reflected in contemporary painting, since
it is so strongly represented in our lives. The fact that | belong to
a generation that was brought up with the TV screen and cyberpunk
movies definitely plays a role in it too.

To what extent are you interested in the so-called different vi-
sion? Seeing through a technical device, through an apparatus?
Is it simply a different “sharpness” of vision, the impossibility
of making a perfect picture? Let us say a deformation, illeg-
ibility or blur.

For me, looking through technical devices means uncovering vari-
ous layers and dimensions of what we see with our own eyes, as
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zrejme pouZzitim pocitaca, digitalizovaného obrazu ako predlohy
k malbam. Rozostrenost, necitatelnost ¢i nemoznost dokonalého
obrazu je miblizka - ked odloZim svoje okuliare tieZ vidim vsetko
rozostrené, pride mito teda prirodzené.

Ale v istom momente, pouzivas fotografie skor ako istu for-
mu pamate alebo archivu, z ktorych vyberas prvky do svojich
obrazov. Su to fotografie zo starych rodinnych albumov a ¢o
je zvlastne, zameriava$ sa na ndhodné figlry v pozadi obrazu
a nie na tie, ktoré su v popredi, pripadne pdzuju. Ide tu viac
o obratenu optiku, privatny vyskum, i vySetrovanie, isty druh
takej az detektivnej prace? Pripomina to Antonioniho Zvdcse-
ninu, myslim napr. na sériu obrazov Miesto cinu.

Predmetom skumania fotografie sa pre mna stali fotografie ako
zanechané stopy. Najprv som ich skimal formou zvacSovania po-
mocou fotokopii. V roku 2002 som urobil malby podla fotogra-
fil televiznej obrazovky, presnejsie priestoru, ktory je za hercami
(akoby cez ich rameno). V roku 2003 som urobil sériu kresieb chu-
maca prachu cez mikroskop. Ten mi pomohol pohybovat sa po
jeho povrchu, ako po nejakej planéte. Podobny pohyb po povrchu,
ale fotografie mi umoznil pocitac, najprv pomocou naskenovania
(digitalizacie) analdgovych fotografii - to bolo predtym ako som
mal digitalny fotoaparat. Takémuto skiimaniu som podrobil i svoje
kresby, ¢asopisy, vsetko ¢o som mohol dat do digitalnej formy.
Preto ma vzdy zaujimalo skor to, ¢o je na pozadi fotografii, aby
som odkryval tajomstva. Tato detektivna praca je vlastne hladanim
podkladov, predléh a prvkov k mojim malbam.

Od obsahu diel by sme mohli prejst aj k formalnej stranke tvojej
prace. Casto experimentuje$ s formou aj prevedenim, mam na
mysli pouZitie inych materialov, &i skor transparentnych podkla-
dov: jednak stavbarskej sietoviny - spomeniem priestorovu rea-
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a form of mapping the world that surrounds us. A lot of people tell
me that my paintings remind them of images from thermovision
cameras. Curiously, it was never my intention and it came rather
instinctively through the use of the computer and digitalized im-
ages as models for my paintings. | am fond of defocusing, illegibility
or impossibility of a perfect image - when | take off my glasses
I also see everything blurred, so it seems natural to me.

But at some point, you use photographs rather as a form of
memory or archive, from which you select elements for your
paintings. These are photos from old family albums and what is
unusual is that you focus on random figures in the background
and not on those in the foreground, or on those posing. Is it
more about the reversed optics, private research, or investi-
gation, or some kind of detective work to a certain extent? It
reminds me of Antonioni’s Blow-up. What comes to my mind,
for example, is your Crime Scene series of paintings.

The photographs as traces that were left behind became the subject
of my interest in photography. | first explored them by enlarg-
ing them through photocopying. In 2002, | made paintings based
on photographs of the TV screen, or more precisely on the space,
which is behind the actors (as if over their shoulders). In 2003,
I made a series of drawings of a clump of dust under a microscope.
It helped me to move over its surface like over a planet. My com-
puter helped me to make a similar movement over the surface of a
photograph, first through scanning (digitization) of analogue pho-
tographs - this was before | had a digital camera. | also subjected
my drawings, magazines and everything | could convert into digital
form, to such scrutiny. Therefore, | was always more interested in
what is in the background of the photos, in revealing secrets. This
detective work actually represents a search for the foundations,
models, and elements of my paintings.



lizaciu Double Scapes v trnavskej synagoge - alebo priesvitnych
gifénov. Co ta zaujima na tom inom podkladovom materiale,
¢im ta tak pritahuje?

Stavbarsku sietovinu som prvykrat pouzil v roku 2005 na vysta-
ve Vecne hladny v bratislavskom Tranzite. V obidvoch pripadoch
som namaloval krajinu, pricom predlohami boli fotografie krajiny.
V pocitaci som menil obraz dennej krajiny na no¢nu pomocou in-
vertovania farieb. V pripade realizacie v Trnave vznikla este jedna
vrstva, malba ako prekrytie no¢ného a denného obrazu tej istej
krajiny. K sietovine som sa dostal jednoducho, kedZe otec robil
v stavebnej firme. Casto som za nim chodil na stavby, a véimol
som si vlastnosti tej siete - stracanie a objavovanie sa veci za fiou,
podla toho ako sa ¢lovek pohybuje. To mi vzdialene pripomenulo
i pohybovanie sa po nocnej krajine s baterkou, kedy vidime vzdy
len urcitu osvetlenu ¢ast pred nami. Sifény som zacal pouZivat
z potreby preniest skisenost z kresieb na pauzak do malby. Hladal
som material, ktory by mal pribuzné vlastnosti pauzaku, ale mohol
by som nari pouzit akrylové farby. Sifény mi umoznili dosiahnut typ
vrstvenia obrazu, ktory na klasickom platne nie je mozny.

Ked'hovorime o experimentovani alebo o pouziti inej neklasickej
formy zavesného obrazu, vytvaras aj iné, napriklad lichobez-
nikové formy obrazov alebo vyrezavas figury takmer v mierke
jedna k jednej, kedy im pozadie tvori v podstate cela stena. Pri-
pomina to vystrihnutie alebo vybratie niektorej figry priamo
z obrazu. Preco tento spdsob prace?

Nad vyrezavanymi figirami som zacal uvazovat v momente, ked'
vznikali obrazy zo série Amnézia. Figura sa z malieb Uplne vytratila
a bolo mi Uto zbavit sa ich. Figuralne predlohy si archivujem ich
ukladanim na plochy vedla seba, st vyrezané zo svojich pévodnych
zdrojov, len v tvare svojej siluety. Spdsobom ich ukladania na jed-

We could move from the content of your paintings to the for-
mal aspect of your work. You often experiment with form and
realization, | mean the use of other materials, and transparent
surfaces in particular: construction mesh - | will mention the
spatialinstallation Double Scapes at the Trnava synagogue - or
translucent chiffons. What interests you about the different
background material, why do you find it so attractive?

I first used building mesh in 2005 at the Forever Hungry exhibition at
the Tranzit gallery in Bratislava. In both cases | painted landscapes
based on photographs of the landscape. | changed theimage of a day-
time landscape into a night landscape in the computer by invert-
ing colours. In the case of the piece in Trnava one more layer was
created, a painting as an overlapping of the night and daytime
image of the same landscape. The idea to use mesh came to me
because my father worked for a construction company. | often
visited him at the construction sites and | noticed the character-
istics of the mesh - the appearing and disappearing of objects
behind it, depending on how one moves. It reminded me remotely
of movement in a nighttime landscape with a flashlight, when you
only see the area, which is illuminated in front of you. | started
using chiffons out of need to transfer the experience of draw-
ing on tracing-paper into painting. I was looking for a material
that would have characteristics similar to tracing-paper, on which
I could use acrylic paint. Chiffons enabled me to achieve a type of
layering of an image impossible on classic canvas.

When we speak about experimenting or the use of other non-
classic forms of hanging pictures, you also make trapezoidal
shapes of paintings or you cut figures close to life size, when the
background is basically formed by the whole wall. It reminds
me of cut-outs or taking a figure directly out of the painting.
Why this manner of work?
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notlivé plochy vedla seba mivZdy pripominali samolepky z detstva.
Chcel som aby, tak ako samolepky, ktoré mézeme kdekolvek na-
lepit, mohli i tvarované malby figtr osidlit priestor, do ktorého ich
zavesim. Redlny priestor by nahradil ten malovany.

ESte sa vratim k Sifébnom a podkladom. Je tam jeden z d6-
leZzitych momentov, ktory mézeme vidiet v tvojej poslednej
tvorbe - vrstvenie. Vznikaju velké krajiny v niekolkych planoch,
povedal by som, Ze su to také mlcanlivé vrstvené krajinomalby.
Co je u teba hlavnym dévodom preferovania krajin v posled-
nom obdobi?

Ako som uZ spomenul, v urcitych intervaloch sa figura z mojich
obrazov straca a znova objavuje. SU obdobia, kedy sa zaoberam
skor priestorom, do ktorého ich umiestiiujem. Je pravda, Ze v nie-
ktorych sériach obrazov sa zaoberam otazkou: Akd podobu by mala
mat krajinomalba ako klasicky zaner v sicasnej malbe? Urcite to
ovplyvnili aj leta stravené vo Finsku v poslednych rokoch, kde je
krajina ovela blizSie k ludom a v inej mierke ako u nas. V spomi-
nanych krajinach aplikujem hlavne momentimprovizacie, ktory je
Uzko spojeny s kresbou. Zaujimam sa o moment spomienky, rychlo
prenesenej formou kresby, malby na plochu platna. Tuto sériu
krajin som pomenoval ako Amnézia. V momente, ked' stojim pred
prazdnou plochou platna, snazim sa rozpamatat na urcity detail,
situaciu. Zamerne hovorim detail, pretoZe v tej chvili nemyslim na
celok, ale na fragmenty, ktoré ukladam k sebe. Malovanie sa pre
mna stalo formou rozpamatavania na urcity priestor, krajinu, ale
nemusi to byt vZdy iba spomienka na redlnu krajinu, realny zazi-
tok, moéze to byt spomienka na inG malbu krajiny, alebo digitalny
obraz z internetu. Chapem to ako skladanie mozaiky priestoru na
zaklade vizualnych stép takychto obrazov v mojej pamati. Samo-
zrejme pred zacatim obrazu je urcita predstava kompozicie, ktord
je neskor upravovana.
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| started thinking about the cut-out figures at the time of creat-
ing the paintings from the Amnesia series. The figures completely
disappeared from the paintings and | was sorry to get rid of them
completely. I archive the figural templates and store them on sur-
faces beside each other. They are cut out from their original sources,
in the shape of their silhouettes. They have always reminded me
of stickers from my childhood due to the manner of storing them
on individual surfaces next to each other. | wanted the shaped
paintings of figures to colonize the space in which | hang them;
similarly to the stickers you can stick anywhere. Real space would
replace the painted one.

I will return to the chiffons and the background surfaces. There
is one important moment, which can be seen in your recent
works - the layering. Large landscapes are created in a number
of planes; | would say silent layered landscapes. What is the
main reason you prefer landscapes lately?

As | mentioned earlier, the figure disappears and reappears in my
paintings at certain intervals. There are periods when | work more
with the space in which | place them. It is true that in some series
of paintings, | deal with the question: What form should land-
scape painting as a classical genre have in contemporary paint-
ing? | was certainly influenced by the summers spent in Finland in
recent years. The country there is much closer to the people and
on a different scale than here. In the mentioned landscapes | use
mainly the moment of improvisation, which is closely connected
with drawing. I am interested in the moment when the memory is
quickly being transferred onto a surface of a painting. | entitled this
series of landscapes Amnesia. The moment I'm standing in front
of an empty canvas surface, | try to recall a certain detail or situa-
tion. I deliberately speak about detail, because at that moment, |
do not think of the whole, but of the fragments | will place next to



Mnohi mladi autori, aj slovenski, pracuji v malbe s digitalnymi
technolégiami. Nakoniec spomeniem len nasu poslednu spolu-
pracu: vystavu Ind krajina / Land(e)scape, ktort sme pripravili
Myslim, Ze prave vy dvaja mozete predstavovat dva krajné poly
v tomto procese. Kym Erika zaujima plnofarebné mestské pro-
stredie s prepalenou farebnostou a ista kritickost ku globalne-
mu a komerc¢nému svetu, ty naopak preferujes introvertnejsie
krajinarske polohy, stiSené vo vyraze aj vo farebnosti dokonca
az na hranicu ¢ierno-bielych obrazov. Prijal by si oznadenie za
introverta a zobrazovatela psychickych podob krajiny, alebo do-
konca za ,lapaca svetla” (ked’ pouZzijem nazov tvojho obrazu)?

Zaoberam sa skor otazkami spajania roznych spésobov vnimania
nasho sveta a komentare v mojich obrazoch st skor univerzalnej-
Sie, neZ konkrétne postoje ku komercnému ¢i urbannemu svetu.
V obrazoch spéjam svoju predstavivost, pamét a synteticky priestor,
akym je virtualna realita ponukanad digitalnymitechnologiami. Ob-
razy by mali byt oknami do mojho sveta a Glohou namalovanych
postav na obrazoch je sprevadzanie. Zaroven osidluju namalovanu
krajinu, ale hlavne sa stavaju mojimi prieskumnikmi, ochrancami
- cez nich sa do tejto krajiny dostavam i ja. Niekedy je tazké rozpo-
znat, ¢i zndzornuju muza, zenu, ¢i vobec ludsku figlru ako taku.
Samozrejme v kazdom obraze maju int vypovednt schopnost. Je
pre mna velmi doleZité, Ze postavy nie s vymyslené, ale vznikaju
na zaklade technického obrazu urcitého priestoru a Ze maju nejaky
vzdialeny vztah k realite. Pod stopou technického obrazu myslim

napriklad digitalny raster, Sum. Vnimam ho ako DNA mojich hr-
dinov na obraze.

Trochu laicka otazka: prec¢o potom ta neustala potreba praco-
vat s digitalnymi technolégiami, ale v zavere¢nej podobe ich
prenasat do maliarskeho jazyka?

each other. Painting has become a form of reminiscing of a space,
landscape, but it does not necessarily have to be just the memory
of a real landscape, real experience. It can be the memory of an-
other landscape painting, or of a digital image from the Internet.
lunderstand it as putting together a spatial mosaic, based on visual
traces of such images in my mind. Before starting the painting,
thereis of course a certain idea of composition, which is later edited.

Many young painters, Slovaks as well, work with digital tech-
nologies in painting. | will mention only our latest collaboration:
the exhibition Ind krajina / Land(e)scape, which we prepared at
with Erik Sille. I think that the two of you possibly represent
the two extreme poles in this process. While Erik is interested
in the colorful urban environment with its burnt colour range
and in certain criticism of the global and commercial world, you,
on the other hand, prefer more introvert landscape positions,
toned down in expression and color range to nearly black and
white pictures. Would you accept the notion of being an intro-
vert and depicter of the psychological aspects of the landscape,
or eventually “a light catcher”(using the title of your painting)?

| focus more on the issues of joining diverse modes of perception
of our world. The messages in my paintings are universal rather
than showing specific attitudes towards the commercial and urban
world. In my paintings, | combine my imagination, memory and
synthetic space, such as virtual reality offered by digital technolo-
gies. The paintings are like windows into my world and the role of
the painted figures in the pictures is to be the guides. They inhabit
the painted country, but most importantly they are becoming ex-
plorers, guardians - | reach this country through them as well. Itis
sometimes difficult to recognize if they depict a man or a woman, or
a universal human figure. Obviously, they play a different narrative
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Treba zdéraznit, Ze pouzitie digitalnych technoldgii tvori len cast
prace pri vytvarani obrazu, rozhodne ti mensiu cast. To hlavné sa
odohrava na ploche platna. Hlavne v poslednom obdobi sa improvi-
zacia stala dbleZitou zloZkou vyslednej malby. Improvizaciu spajam
s pouZzitim tool boxu, pricom pod skrinkou s naradim si predsta-
vujem premieSanie maliarskeho naradia s tym, ktoré pochadza zo
skusenosti s digitalnymi technoldgiami - nim upravujem, prekry-
vam, resp. vymazavam jednotlivé detaily obrazu. Malovany obraz
ziskava nové kvality v spojeni s vizudlom digitalnych technoldgif
a digitalnej koldZe, zaroven medium malby dava obrazom vlast-
nosti, ktoré si mozné len v tomto spojeni. Tym vznika unikatne
spojenie, ktoré sa neda ni¢im inym nahradit.

Je pre teba dolezity samotny proces vzniku malby, praca s ma-
liarskou hmotou?

Proces vzniku malby je pre mna velmi déleZity, lebo urcuje jej vy-
slednu podobu. Po¢as malovania objavujem vela vztahov a vecina
ploche platna, o ktorych by som inak neuvazoval.

Mozem povedat, ze obrazy vytvaram postupnym generovanim.
PouZivam viacej typov povrchov ako pastu, leskly povrch, rozostre-
né plochy v kombindcii s ostrou hranou. To mi pomaha rozsirovat
a obohacovat vztahy prvkov na obraze a tak neustale vyvijat - ge-
nerovat obraz dopredu.

Vystavu ktoru pripravujes u nas v Trnave predstavuje zaver tvo-
jej doktorandskej prace. Bude mat nazov Musi tam nieco byt.
Mohol by siv kratkosti charakterizovat tento vystavny projekt?

Musi tam nieco byt je nazov pripravovanej vystavy, praktickej ¢asti
dizertacnej prace, ale i série obrazov, ktord uzatvara doktorandsky
vyskum. V tejto sérif obrazov sa spaja spdsob tvorenia obrazu zo sé-
rie Amnézia s figuraciou predoslych obdobi. Nazov Musi tam nieco
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role in each painting. Itis very important to me that the characters
are not fictional, but that they arise from the technical image of a
certain space and have a distant relationship to reality. By the trail
of a technical image | mean, for example, digital raster or noise.
I see it as the DNA of my heroes in the paintings.

This is sort of a lay question: Why this unceasing need to work
with the digital technologies, when in the final form, they are
transferred into the language of painting?

It should be stressed that using digital technologies represents
only one part int the process of creating an image, definitely the
smaller one. The main story happens on the canvas. Especially re-
cently, improvisation has become an important feature of the final
painting. Improvisation accompanied by the use of a tool box, and
I imagine the toolbox as mixing painting tools with the tools de-
rived from the experience with digital technologies - which | use to
modify, layer, or erase individual painting details. The painted pic-
ture in conjunction with the visual digital technologies and digital
collage thus acquires new qualities, while the medium of painting
provides the image with features that are solely achieved by this
connection. Thisis how a unique fusion is created, one that cannot
be substituted by other means.

Is the process of creating a painting as such, the work with
painting matter important to you?

The process of creating a painting is really important to me, as it
determines the final form. During painting, | discover many rela-
tionships and things on the canvas that | would not think about
otherwise.

I can say | generate my paintings step by step. | use several types of
surfaces such as paste, glossy surface and blurred areas, in combi-



byt by mal odzrkadlovat moj proces skiimania vztahu tradi¢ného
média malby a digitalnych technoldgii. Zaroven pripomina sposob,
akym hladam svojich hrdinov pomocou pocitaca. Odraza aj sposob
rozpamatavania sa na priestory a krajinu formou malovania. Mal
by naznacovat, Ze si¢asna malba stale absorbuje nové podnety
prichadzajuce v Case a tym je stale relevantnym mediom vnimania
a zaznamenavania sveta okolo nas.

TRNAVA, DECEMBER 2010

nation with sharp edges. That helps me to expand and enrich the
relationships between the individual elements on the picture and
thus constantly develop - generate the image further.

The exhibition you are preparing in our gallery in Trnava is the
final step of your doctoral thesis. It will be entitled There Must
Be Something There. Could you briefly characterize this exhibi-
tion project?

There Must Be Something There is the title of the exhibition, which
represents the practical part of my dissertation thesis and also
a series of paintings which closes my doctoral research. This series
combines the method of creating an image used in the Amnesia
series with the figuration from previous periods of my work. The
title There Must Be Something There should reflect on the process
of examining the relationship between traditional painting and
digital technologies. It also refers to the way | look for my heroes
on the computer. It reflects the way of recalling the spaces and
landscapes through painting. It should indicate that contemporary
painting is continuously absorbing new ideas coming in time and

therefore it remains a relevant medium of recording and perceiving

the world around us.

TRNAVA, DECEMBER 2010
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MUSI TAM NIECO BYT
AKRYL NA PLATNE
THERE MUST BE
SOMETHING THERE
ACRYLIC ON CANVAS
180X200 CM ©° 2007
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ZA KRIKOM

AKRYL NA PLATNE
BEHIND THE BUSH
ACRYLIC ON CANVAS
190X240 CM ©° 2007
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MIESTO CINU 1

AKRYL NA PLATNE
CRIME SCENE 1
ACRYLIC ON CANVAS
140X160 CM ©° 2007



MIESTO CINU 1

AKRYL NA PLATNE

CRIME SCENE 1
ACRYLIC ON CANVAS
140X160 CM ©° 2007
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DOUBLESCAPES
(POHLAD NA INSTALACIU)
SYNAGOGA — CENTRUM
SUCASNEHO UMENIA

V TRNAVE, SLOVENSKO
AKRYL NA SIETI
DOUBLESCAPES
(INSTALLATION VIEW)
SYNAGOGUE — CENTRE
OF CONTEMPORARY ART
IN TRNAVA, SLOVAKIA
ACRYLIC ON NET

4X13 & 3,2X21 M o2 2007

BREH DUNAJA
DANUBE RIVERSIDE

MICHAL CZINEGE
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BEZ NAZVU

SIETOTLAC A SPRE)

NA SIFONE

UNTITLED

SILK-SCREEN AND SPRAY
ON CHIFFON

50X5 0 CM ©° 2010

MEDZI

AKRYL NA SIFONE
BETWEEN

ACRYLIC ON CHIFFON
130X170 CM ©° 2006
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KOPEC
AKRYL NA SIFONE
HILL

ACRYLIC ON CHIFFON

120X140 CM ©° 2008




THE CLOUD

AKRYL NA SIFONE
THE CLOUD

ACRYLIC ON CHIFFON
140X170 CM ©° 2008

IBA ZLATO

AKRYL A SPRE) NA SIFONE

JUST GOLD
ACRYLIC AND SPRAY ON CHIFFON

20X20 CM ©° 2010

TAZKE OBLAKY
AKRYL NA SIFONE
HEAVY CLOUDS
ACRYLIC ON CHIFFON
120X140 CM ©° 2010
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Thare tjust

Be
Somaming

Tngre

THERE MUST BE SOMETHING THERE

AUTORSKA KNIHA
ARTIST'S BOOK
21X25 CM ©° 2009
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DEEPER IN GRASS

AUTORSKA KNIHA
ARTIST'S BOOK
21X24,5 CM ©° 2009
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KILIMANJARO
AUTORSKA KNIHA
KILIMANJARO
ARTIST'S BOOK
25X25 CM ©° 2010

N
KILIMANJARO

(POHLAD NA INSTALACIU)
KRESBA NA STENU, KRESBA

NA PAPIERI, KRESBA NA PAPIERI
KASIROVANOM NA PLATNE,
AUTORSKE KNIHY A SKICARE,
POLICKA © 2010

KILIMANJARO

(INSTALLATION VIEW)
DRAWING ON WALL, DRAWING
ON PAPER, DRAWING ON PAPER
MOUNTED ON CANVAS, ARTIST'S
BOOKS AND SKETCHBOOKS,
SHELF ©° 2010

MICHAL CZINEGE
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SUOMI 1
AUTORSKA KNIHA
ARTIST'S BOOK

10,5X14 CM ©° 2010

SUOMI 2
AUTORSKA KNIHA
ARTIST'S BOOK
10,5X12,5 CM ©° 2010

BEZ NAZVU

AUTORSKA KNIHA

UNTITLED
ARTIST'S BOOK
20,5X20,5 CM o2 2010
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MUSIME UTIECT
AKRYL NA PLATNE
WE MUST RUN
ACRYLIC ON CANVAS
190X230 CM ©° 2009
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ROKLINA
AKRYL NA PLATNE
RAVINE

ACRYLIC ON CANVAS
190X230 CM ©° 2009



BEZ NAZVU

AKRYL A SPREJ NA PAPIERI
KASIROVANY NA PLATNE
UNTITLED

ACRYLIC AND SPRAY ON
PAPER MOUNTED ON CANVAS
40X40 CM % 2009

BEZ NAzVU

AKRYL NA PLATNE
UNTITLED

ACRYLIC ON CANVAS

50X50 CM ©° 2009

N
OD SUMRAKU DO USVITU

AKRYL NA STENE

FROM DUSK TILL DAWN
ACRYLIC ON WALL

3X5 M ©° 2010 — -

TRIP 2

AKRYL A SPRE) NA PLATNE
TRIP 2

ACRYLIC AND SPRAY ON CANVAS
50X50 CM ©° 2009
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CEZ HORU 3 TOTO NIE JE KONIEC

AKRYL NA PLATNE AKRYL NA PLATNE
ACROSS THE MOUNTAINS 3 THIS IS NOT THE END

ACRYLIC ON CANVAS ACRYLIC ON CANVAS

190X230 CM ©° 2010 190X230 CM 2 2009
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EMILIE
AKRYL NA TVAROVANOM PLATNE

EMILIE
ACRYLIC ON SHAPED CANVAS

2008
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ZA KRIKOM 2

AKRYL NA PLATNE
BEHIND THE BUSH 2
ACRYLIC ON CANVAS
240X280 CM % 2010
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OCHRANCA
AKRYL NA PLATNE
GUARD
ACRYLIC ON CANVAS
230X190 CM ©° 2009
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WHATEVER IT WAS,
IT'S GONE

AKRYL NA PLATNE
ACRYLIC ON CANVAS

280X240 CM ©° 20M

<
V JASKYNI 2

AKRYL NA PLATNE
IN THE CAVE 2
ACRYLIC ON CANVAS
240X280 CM ©° 2009



TRIP 1
AKRYL NA PLATNE
TRIP 1

ACRYLIC ON CANVAS
50X50 CM ©© 2009

CEZ HORU 2
AKRYL NA PLATNE

ACROSS THE MOUNTAINS 2
ACRYLIC ON CANVAS
240X280 CM ©° 2009

EMILIE A PRIATELIA 6
SIETOTLAC A SPREJ NA PAPIERI
EMILIE AND FRIENDS 6
SILK-SCREEN AND SPRAY ON
PAPER MOUNTED ON CANVAS
20X20 CM ©° 2010
ZLTY
SIETOTLAC A SPREJ NA PAPIERI
YELLOW
SILK-SCREEN AND SPRAY ON
PAPER MOUNTED ON CANVAS
30X30 CM ©° 2009/10
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LAPAC SVETLA

AKRYL NA PLATNE
LIGHT CATCHER
ACRYLIC ON CANVAS

140 CM ©° 2010
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