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NECO Z DOROTKY SOMETHING FROM DOROTHY

Je svacvecer. Lysperni jezeleni Stala jsem pred Ukolem a ono pro tuto chvili jak mi na- ‘Twas brillig, and the slithey toves | faced up to the task and this particular how-to came to me

se virné vrtaceji v mokravé.
Vetchavi hadrousci jsou roztruchleni
a selvy systi tesknoskuhravé.

,Strez se, stfez se Tlachapouda, mily synu,
ma tlamu zubatou a ostry drap.

Ptak ZloSkrv uZ se tési na hostinu,
vzteklité ¢iha na té Pentlochnap.“

(Lewis Carroll, Tlachapoud?)

...hrédm sa, recyklujem, inovujem.?
(Dorota Sadovska)

Mam-li se zamyslet nad tvorbou Dorotky Sadovské, pred-

stavovanou ve fotograficky orientovaném vystavnim
projektu Emergency Entrance, neda mi neuvazovat
v podstaté retrospektivné v kontextu jeji dosavadni
tvorby. Jak ji shrnout v Case predpony multi-, kdyz tam
tak zfetelné patfi a zaroven i jaksi je mimo? Neni ono
v ni Néco z Alenky3 ?

konec vyplynulo z myslenkového vyletu, zacinajiciho
u predstavy Dorotciny peclivé ucesané pésinky. Vtaz-
ena do déje skoncila jsem nakonec pfiznacné u me-
tody prolinani v Gdivu. Obdivném.

Jedi koCky netopyry, nebo netopyri jedi kocky?*, pomysle-

la si Alenka. Rada zobrazuji redlnou irealnost, fekla
Dorotka.

Podobné jako Carrollova literarni majitelka p€Sinky Alenka

také skutecna Dorotka neustale méni pravidla. Zpra-
vidla 0 180°. Podle vlastniho sloganu zobrazovat real-
nou irrealitu spolu s onim alenkovskym neustalym
preklapénim o 180° se pohybuje mezi svéty tady a za
zrcadlem. Umim si predstavit Dorotku v téle Alenky.
Anebo Alenku v téle Dorotky?

Vsichni jsme ucinéni télem. Vtéleni. Sdilime télesnost,

a lidskeé télo a jeho fec jako jeden z vyjadrovacich pro-
stfedkU pres vSsechna zmateni dob, mysli i smysl( z0-
stavaji pomérné univerzalné srozumitelné. Reé téla,

1 Lewis Carroll, Alenka v kraji divii a za zrcadlem, s. 85, Praha 1985. NesmysIna (nonsensova) basen, v originale Jabberwocky,

recitovana v L. Caroll Alice’s Adventures in Wonderland

2 Dorota Sadovska v rozhovoru poskytnutém Andree Janotkové, zdroj: www.oZene.sk, biezen 2009
3 Néco z Alenky, surrealisticky film, 1988, namét Lewis Carroll, Jan Svankmajer, rezie Jan Svankmajer

4 Lewis Carroll, Alenka v kraji divt a za zrcadlem, Praha 1985

did gyre and gimble in thew wabe.
All mimsy were the borogoves,
and the mome raths outgrabe.

“Beware the Jabberwock, my son!

The jaws that bite, the claws that catch!
Beware the Jubjub bird, and shun

The frumious Bandersnatch!”

(L. Carroll, Jabberwocky?)

...I play, recycle, innovate.?
(Dorota Sadovska)

I have the task of appraising the work of Dorota Sadovska,

now being shown in an exhibition of the photography
project Emergency Entrance, and | find that | cannot
proceed without locating it in the context of her pre-
vious work. How to do so without using the prefix multi-
when it is so obviously applicable, and yet, at the same
time, it is somehow meta? Is there not Something from
Alice in it3?

from a train of thought which started out from contem-
plating the meticulously contrived parting in Dorota’s
hair. Once | got drawn into the process | finished up, as
so often happens, with the method of dissolving into
astonishment. Admiringly.

‘Do cats eat bats? Or do bats eat cats’?*, Alice thought.

I like to construct images of unreality, Dorota stated.

Just like Alice, Carroll’s literary wearer of a parting, the real

Dorota also continually changes the rules. Frequently,
through 180 degrees. According to her own precept, to
picture the real unreality by applying the Alician conti-
nuous projection by 180 degrees, she switches between
two worlds, the one that is present here and the one that
lies behind the looking-glass. Can | imagine Dorota in
the body of Alice? And Alice in the body of Dorota?

We are all flesh and blood. Corporal. We hold our physical-

ity in common, and the human body and its langua-
ge as one of our means of communication remain to

i Jabberwocky, a nonsense poem. The Complete Works of Lewis Carroll, Il. Through the Looking-Glass, p.140-141.

The Nonesuch Press London, 1939

2 Dorota Sadovska in an interview with Andrea Janotkova, source: www.oZene.sk, March 2009
3 Néco z Alenky/Something from Alice, a surrealist film, 1988, after Lewis Carroll, Jan Svankmajer, Director Jan Svankmajer
4 The Complete Works of Lewis Carroll, . Alice’s Adventures in Wonderland, p.17-18. The Nonesuch Press London, 1939



nebo tak zvana prace s télem, se nabizi nejen jako po-
vzdech (ach, ta prace s télem), ale i jako prostrednik
k poznavani sebe a druhych, ve smyslu terapeutickém
i vyznamech tento smysl pfesahujicich. Dorota Sadov-
ska se ve své tvorbé na télesnost, aktualni a zaroven
i pres neodmyslitelné ji provazejici pomijivost vécéné
téma zaméfila. Jde ,na to“ skrze symboliku, kulturu
a pocity téla. Jeji doménou je v prvni fadé myslenka,
obsah, téma a s nimi neodmyslitelné jejich sdéleni.
Skalu sd&lovacich prostfedkil nachazi predevim v pro-
storu vymezeném ramci vizualniho uménis. Lze o ni
uvaZovat jako o klasické a zaroven intermedialni umél-
kyni, jejiz tvorba se sbiha do tématického svorniku té-
lesnosti a jejiho nositele, lidského téla.

Na prelomu nového tisicileti mu vénovala cyklus Svétci,

ve kterém se poradala s otazkou svatosti vytvarnou
prislusejici, olejomalbou na platné. Jak se lidska bytost
v téle stane, respektive je ustanovena svatou? Dorot-
¢ini svétci jsou, co se techniky tyce, témér hyperrea-
listicky podani lidé z masa a kosti, a jejich hlavnim
atributem je pravé ono nam vsem spolecné télo. Na
prislusnost k nebi odkazuji nezli onémi tradi¢nimi sym-
boly ¢i rozliSovacimi znaky nadpfirozenou monochrom-
ni Zluti nebo Gistotou a kontemplativnimi vyznamy
modré.

TéElesnost se stala také tématem série tak zvanych odvra-

cenych portréti divek a Zen, které zprvu ve fotogra-

fiich a pak prevedeny do hyperrealistickych olejoma-
leb na velkém formatu vznikaly od roku 2000 po sou-
Casnost.

Téma téla a jeho feci dal rozviji v Cerstvé otevieném cyklu

akrylovych kreseb na platné Drawing - Pin. Nazev je
hfickou slov, odkazujicich v prvnim planu ke kresleni
a k pripinacku, Spendliku, kterym se papir pfipina na
prkno, zaroven ale i k pichlaku. Zde se ocitame opét
LU toho“. Pfipominkou bolestného zazitku s pichlakem,
tim ostnem télesnosti, se v dlisledku anglikanismu
soucasné a zaroven cizi, odtazité pojmenovani pro-
hlubuje, bolestné pronika pod kizi a nabizi dalsi ro-
viny vykladu. Postmoderné neosobni a tak souc¢asny
vytvarny vyraz oblieju bez tvari s sebou presto nese
zvlastni druh intimity. Nejde tu o individuaini intimitu,
nabizi se zde jina, obecna, spolecna intimita téla,
obc¢as podtrzena nebo presnéji uzaviena emblema-
tickym umisténim do barvy ¢&i kruhu. Lidské postavy
funguji jako figuranti, obrazy funguiji jako symboly pro
intimni postoje, situace ¢i vztahy, a nabizeji moznost
dosazeni konkrétnich identit.

Archetyp, spiritualita, dGraz na télesné pocitky a nasledné

rozpusténi se v téle, které mize znamenat i poukaz
na rezignaci nad egem, predpokladaji vlastni téles-
ny prozitek, ktery, pokracuje v architektonickych pfi-
mérech priblizujicich stavbu Dorot¢ina dila, Ize vedle
onoho svorniku povazovat za jeden z jeho zakladnich
kamenu.

5 zatim jedinou vyjimkou je kdesi v pocatcich performance Martyrdom, 1992, ktera s nadsazkou zazitkem dobrovolného utrpeni
valeni v sudu - tubusu pIném pichlavych jehlicek na Zivo uvadi téma zazitku télesnosti do Dorot¢iny tvorby.

a large extent universally comprehensible, despite all
the confusions experienced across our different pe-
riods, minds and senses. Body language or so-called
work with the body does not just offer itself up as a re-
signed sigh (oh, bodywork!) but it can also serve as
a mediator through which we can learn about ourselves
and others within the therapeutic meaning of the word,
and also in ways that transcend that meaning. In her
work Dorota Sadovska focuses on physicality, a topic
which is currently fashionable and at the same time,
despite its ephemerality, eternal. She takes it on via
symbols, culture and feelings. Her primary domain is an
idea, its content, the topic, and of course the intrinsic
messages they convey. The means of communication
she uses stem from a wide range within the visual arts®.
As an artist, she may be viewed as classical as well as
multi-medial, one whose work combines the thematic
counterparts - physicality and the human body, the ve-
hicle of physicality.

At the turn of the millennium she devoted a cycle entitled

Svétci/Saints to this topic, in which she sought to resol-
ve the concept of holiness by using oil on canvas, the
most traditional classical painting technique appro-
priate to the theme. How does a human being located
within a body become or be canonised as a saint? So far
as technique is concerned, Dorota’s saints are almost
hyper-realistically actual people of flesh and blood, and
their chief attribute is what we all have in common: the
body. Their link to heaven is indicated not by using the
traditional symbols and distinguishing features but by
supernatural monochrome yellow or by the purity and
meditative associations of blue.

Physicality has also become the leitmotif of a series of so-

called concealed portraits of girls and women which,

first in photographs and then transposed into hyper-
realistic large-format oil paintings, have been created
from 2000 up to the present.

She further develops the theme of the body and its lang-

uage in a recently opened cycle of acrylic paintings on
canvas: Drawing - pin. Its title is a word-play referring
first to a drawing and to the pin which serves to attach
paper to a board and also to the spike of a thistle. Here
we are “at it” again. As a result of the use of English in
the title, currently so fashionable and at the same time
foreign, by evoking the memory of a painful experience
with a thistle, the spikiness of physicality, the strange-
ness of the title goes deeper and penetrates painfully
under the skin and accrues more connotations. The ex-
pression on faces with the faces being scarcely visible,
even invisible, impersonal in the Post-Modern manner
and at the same time so current, still manages to con-
vey an extraordinary kind of intimacy. The intimacy is
not projected onto the individual as such but onto the
common intimacy of a body sometimes underlined or,
to be more precise, enclosed emblematically in a co-
lour or a circle. Human figures function as models, pic-
tures function as symbols to express intimate per-
spectives, situations or relations and provide one with
the possibility of substituting the figures with concrete
identities.

Besides the counterparts of physicality and the human

body, the archetype, spirituality, the emphasis on the
physical senses and subsequent dissolution of the
body, which can also mean a surrendering of the ego,
anticipate her own physical experience. This, rendered
explicit in the architectural examples of the construct-
ion of Dorota’s work, can be regarded as yet another
building block of her work.

5 To date, the sole exception is a performance of Martyrdom, 1992, at the beginning of her career. It introduces the topic
of physicality into Dorota’s work, exaggerated by the experience of her voluntary physical suffering in a rolling barrel filled

with prickly pins.



Uhelnych kament obvykle byvé vic, a u Dorotky pFichazi na
fadu jako dalsi, neméné vyznamny - hra. Hraje si s na-
zvy, hraje si s adjustovanim klasickych obrazl i fo-
toobjekt( a vytvafi z nich instalace.

Zahrava si s klasikou, kdyz se jeji malba blizi dokonalosti
prepisu reality k fotografii. Hraje si s vyznamy i s trpé-
livosti, kdyZ se jeji video ocita na hranici stati¢nosti.
Zahrava si s fotkou, kdyZ jejim prostrednictvim cilené
presahuje hranice reality, tolik s timto médiem spojo-
vané.

NOUZOVY VCHOD

Malba Doroty Sadovské pres vSechny hry zfetelné napliiuje
predstavy o klasickém predstaviteli svého Zanru. O je-
jim fotografickém dile tak jednoznacné uvazovat ne-
Ize. Neni klasickou fotografkou a pfi posuzovani jejich
uméleckych vystupu, zaloZenych na fotografické tech-
nice, proto nepostacuji klasické fotografii prislusejici
hodnotici parametry. Fotografie pro ni sama o sobé
neni cilem, znamena skuteéné pouze prostrednika,
tedy ono médium. S fotografii si Dorotka hraje. Foto-
aparat pro ni neznamena ekvivalent stétce. Vychazeji
skrze néj sice autorské snimky, ale Dorotka s nimi
nezli jako s hotovym dilem zachazi jako s materialem,
stavaji se ji zastupné za barvu z tuby, kterou jindy ma-
luje obraz. ,Maluje“ fotkami.

Realna irealnost nebo irealna realnost?
Jisté Ize vytvorit kolem Doroty Sadovské virtualni mnozinu

umélcu, u kterych lIze najit rGzné spolecné momenty
formalni, tématické, ikonografické. MySlenkové se mo-
hou dotykat, prolinat, splyvat i protifecit si a vytvaret
tak dalSi podmnoziny. Nabizi se napfiklad James Rosen-
quist (popartova nadpfirozenost), Tom Wesselmann
(zvétSeni ad monstrum), Annie Sprinkle (,Balet prsi*“),
Carolee Schneemann ¢i Hannah Wilke (Zenské télo
v akci), Ana Mendieta (autoanalyza skrze télo)®, Dali-
bor Chatrny (znakova hra - Doteky, Ruka - zrcadlo, Ru-
ka - magnet), Irena Jlzova (svlékani z kize) a dalsi.

Alenkovska snova mazdra Dorotku posouva smérem mezi

tvdrce, blizké surrealismu, nebo jesté presnéji irrea-
lismu”. Ten také povaZzuje sny za néco podstatného,
ale oproti programovému surrealismu mu jde o umé-
lecké zpUsoby vyjadfeni a pfisuzuje oproti nevédomi
¢i podvédomi vyzdvihovanému surrealismem podstat-
nou roli védomi (irrealista ve snu nachazi inspiraci, ale
nikdy by jej nepopisoval pfimo). Vyznamova a zaroven
poeticka hra se slovy v nazvech a s obrazovymi sek-
vencemi instalaci zase odkazuje k poetismu, ktery na-
Sel vyraz v obrazovych basnich. Pro poeti¢no, hravost
a na rozdil od postmoderniho odosobnéni nutny pred-
poklad vlastniho proZiti, provazejici tvorbu, bych spri-
znila Dorotku pravé s jednim konkrétnim jménem. Hra
se slovy, s dekonstrukci a naslednou rekonstrukci,
multiplikace, deformace, stupnovani, a rytmus Dorot-
¢inych variaci na kolaz, rolazi, montazi nebo snad

P

~multiaplikazi“ vedou k Jifimu Kolarovi.

6 Zora Rusinova, V zajati abecedy tela, s. 60 a s. 68, SADO 2, Bratislava 2007, www.sadovska.sk
7 K tomu Sféra snu, Analogon, Casopis Geskych a slovenskych surrealisti, &. 32, Praha 2001
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There are usually more keystones and what, in Dorota’s

case, is equally important, a play. She makes play with
titles, with adjusting classical pictures and also came-
ra lenses and transforming them into installations.

She plays with the classical oeuvre, when her painting al-

most attains the perfection of the transcription of real-
ity achieved in photographs. She plays with meanings
and with one’s patience when her video approaches
the verge of motionlessness. She plays with a photo-
graph; she uses the photograph, the medium so closely
linked with reality, deliberately to overstep the bound-
aries of reality.

EMERGENCY ENTRANCE

Despite all its inherent games, the painting of Dorota

Sadovska clearly conforms to the image of classical
representatives of this genre. However, her photo-
graphic works are nowhere near so unambiguous. She
is not a classical photographer and so the parameters
associated with the evaluation of classical photogra-
phy are inappropriate to serve in appraising her pho-
tography-based artistic works. As it is not her target,
the photograph, in fact, serves merely as a mediator,
the medium in which she works. Dorota plays with
a photograph. The camera, to her, is not the equiva-
lent of a brush. It may be that the camera takes the
author’s pictures, but Dorota treats them just as
a material, not a completed work; they act merely as
substitutes for the paint squeezed out of the tube that
she uses in painting her pictures. She “paints” with
photographs.

Real unreality or unreal reality?
It is undoubtedly possible to surround Dorota Sadovska

with a virtual coterie of artists who have various formal,
topical and iconographic features in common. Within
their concepts, they may touch, overlap, unite and also
conflict and thus create further sub-circles. James
Rosenquist (Pop-Art supernature), Tom Wesselmann
(maghnification ad monstrum), Annie Sprinkle (“Ballet
of Breasts”), Carolee Schneemann or Hannah Wilke
(a woman’s body in action), Ana Mendieta (auto-analys-
is by way of the body)®, Dalibor Chatrny (play with feat-
ures - Doteky/Touches, Ruka-zrcadlo/Hand-Mirror,
Ruka-magnet/Hand-Magnet), Irena Jizova (shedd-
ing the skin) and others can all serve as examples.

The Alice-like dream-coating projects Dorota towards those

artists close to Surrealism or, more precisely, to Irreal-
ism”. The latter style also regards dreams as essential
but, unlike the programmed Surrealism, it features
artistic modes of expression and, unlike Surrealism
which emphasises the role of the unconscious and
the sub-conscious, Irrealism ascribes the fundamental
role to the conscious (an irrealist perceives a dream as
a source of inspiration but he or she would never de-
scribe it directly). The poetic play with words and their
meaning in the titles and with sequences of pictures
bears a relation to the poetism which is reflected in pic-
torial poems. As regards her poetry, the playfulness and
the personal experience, which is an essential pre-re-
quisite, as opposed to the Post-Modern impersonalisa-
tion, | would associate Dorota with just one name. The
play on words, the deconstruction and subsequent re-
construction, the multiplication, deformation, gradation,
and rhythm of Dorota’s variations on collages, rollages,
montages or perhaps “multi-applicages” lead us to Jifi
Kolar.

6 Zora Rusinova, In the Grip of Body Language, p.60 and p.68, SADO 2, Bratislava 2007
7 Sféra snu/The Sphere of a Dream, Analogon. A Journal of Czech and Slovak Surrealists, No.32, Prague 2001



Poezie

Jsem obraz pro sluch

A hudba pro oCi

Ztraceny raj kdy vraceji se ptaci
V hledani na dluh trdluji.

Jsem usta beze rti

A ruka bez prsti

Popelka s prazdnym oriSkem

Zrozenim nezadouci casem zabrumlam si
Jsem Ziva mrtva voda

(JiFi Kolar)

Je to navysost Cestné spolecenstvi, a na rozdil od nespo-

cetnych kolarovskych epigonl si v ném Dorotka stoji
zcela za sebe, opét upominajici Alenku, prekvapivé
svébytnou holCicku v naskrobenych Sateckach, bilych
punéochéach a Snérovacich botkach.

Jifi KolaF, basnik i vytvarnik, zbavoval slova a obrazy pu-
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vodnich vyznami a na zékladé destrukéni a nasledné
konstrukéni hry znovu vybudovaval nové vyznamy.
Variace, respektive metody kolaze dostavaly pfimo od
néj nové nazvy - muchlaz, prolaz, konfrontaz, chiazmaz,
raportaz®... Jako obrazovy material pouzival repro-
dukce klasickych dél déjin uméni, v souvislosti s Do-
rotkou se vybavi tfeba Boticelliho Zrozeni Venuse nebo
slavna BoZena Némcova z Hellichovy olejomalby. Vy-
uzil jejich ikoniCnosti a vyznamovych posund, zaloZe-

8 Vice v Jifi KolaF, Slovnik metod, Gallery, Praha 1999

nych na vizualnich principech, kdyz v rolazich a pro-
lazZich vytvarel jakysi tfeti prostor, kde se soucasnost
a minulost prolina v univerzalnim bezc¢asi a anticipoval
tak postmoderni postupy.

Dorotka Sadovska si material pro svoji metodu pripravuje

sama. Pofizuje vlastni fotografie, vybira z nich vyrezy.
Symetrické kompozice, pfipominajici mandaly, vSak ne-
sklada, jak by se dalo predpokladat, pomoci pocita-
Cového programu, ale za pomoci nizek a lepidla. Foto-
grafuje sebe, své télo, jeho ¢asti, které aktivné defor-
muje. Pokud je v objektivu fotoaparatu nékdo druhy,
objekt svého zajmu o tuto deformaci pozada. V sou-
¢asném uménovédném slovniku se zabydlilo slovo ma-
nipulace a od néj slova odvozena a tento pfistup by
mohl byt klasifikovan jako dobové manipulativni. Slovo
manipulace jako by vSak latentné obsahovalo cosi
jako skryté pohravani si. Dorotka je ale jako Alenka pfi-
mocara. Tedy nez manipulativni, tak direktivni, jako ta
nelstupna Alenka, je tou, ktera vyzyvavé a nelstupné,
nékde az na hranici opovazlivosti sdili, ke které se déj
vztahuje, kterd jej rozhybava, a ktera do néj vtahuje.

Korporality
Corporalities znamena v anglictiné télesnost, a dalo by se

s ni tedy po anglicku ,suchoparné“ vystacit. V prepise
korporality postmoderni makarénstina kloubi latin-
sky zaklad s anglickou koncovkou, a slovo Ize vykladat
jako prvni pad mnozZného ¢isla. PocCty jak v rozpoci-
tadle, jedna - dvé - tfi. Korporality jako doprovodné

Poetry

| am a picture to be heard

And the music to be seen

The lost paradise when the birds fly back
Seeking, they waltz about on tick

I am a mouth without lips

And a hand without fingers
Cinderella with an empty nutshell
Born undesired in time | murmur
I am the dead water of life

(Jifi Kolar)

It is a wholly honourable association and, in contrast with

numerous Kolarovian epigones, Dorota is herself,
Alice-like, a surprisingly individual little girl in a starch-
ed dress, white stockings and lace-up shoes.

Jifi Kolar, a poet and painter, deprived words and pictur-

es of their original meaning: he assigned them new
meanings in a game of deconstruction in order to fol-
low it up with a game of construction. He invented new
names for variants, or, respectively, methods of col-
lages: message, prolage, confrontage, chiasmage, rap-
portage®... He used reproductions of classical works
from the history of art as pictorial material. For exam-
ple, Boticelli’s Birth of Venus or the famous oil paint-
ing Bozena Némcova by Hellich come to mind in as-
sociation with Dorota. In his rollages and prolages, he
made use of the iconic features and the shifts in
meaning of these works based on visual principles to
create a kind of third dimension in which the present
and the past overlapped in universal timelessness and
thus he anticipated the methods to be used later in
Post-Modern art.

Dorota Sadovska herself prepares the materials for the ap-

plications of her technique. She takes pictures of her-
self and selects cuts from these photographs.
However, she does not create her symmetrical, man-
dala-like compositions, as might be assumed, with the
help of a computer program but by using scissors and
paste. She takes photographs of herself, her body
and its parts, which she then intentionally distorts. If
someone else appears in the object lens, she asks
their permission to distort their picture. The word ma-
nipulation and its derivatives have recently been
adopted into the current artistic vocabulary and this
approach could be classified as manipulative in its pe-
riod. The word manipulation, however, carries within it
something like a concealed game. But Dorota is as
straightforward as Alice. Rather than manipulative,
she is direct like Alice, persistent like Alice, she is the
one who provocatively and stubbornly, sometimes
almost cheekily, sends out the message, to whom the
story relates, who launches the story into motion and
who attracts others into the story.

Corporalities
The word Corporalities in English means “of the human

body” and therefore it should be sufficient in a “dry”
English way. In transcription, Corporalities in the Post-
Modern Dog-Latin combines the Latin base with an
English ending and the word can be explained as
a noun in nominative plural form. Counting as in chil-
dren’s counting rhymes: one - two - three. Corporali-
ties as roadsigns to the language of the body. A body-
play with two actors. Push out breasts, squeeze them
hard and, one-two, up-and-down, away-and-together-
they laugh, make faces, inspect, stare, come closer
and move apart...which of us women has not - at least
once - secretly played naked in front of the mirror?

& More in Jifi KolaF, Slovnik metod/Dictionary of Methods, Gallery, Prague 1999
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tabule k znakové télesné feci. Télohra s dvéma aktéry.
Vypnout prsa, pofadné zmacknout, a raz - dva - naho-
ru - dolu, od sebe - k sobé - sméji se, Sklebi se, prohli-
Zeji, civi, schazeji se, rozchazeji... ktera jste si alespon
jednou tajné pred zrcadlem svlecena také nezahrala?

Paraziti

Dorotéini Paraziti, sloZzeni z vystfihanych fotografii jejich
rukou na principu kaleidoskopovych obrazcli vypadaji
jako néjaci podivni korySi na pomezi nez Zivo- nezivo-
Cichu, pohybuji se po sténach rychlymi krabimi pohyby
jako utata ruka zvana ,véc“, podivny sluha z ¢erné ko-
medie o rodiné Addamsovych®. Tvoii linky, ornamenty
a svévolné se usazuji, kde se jim zrovna zalibi.

,UZasnouct&jsi a (iZasnoucnéjsil zvolala Alenka (byla tak
prekvapena, Ze na okamzik zapomnéla spravné ces-
ky); ,ted' se vytahuji jako nejvétsi dalekohled, ktery kdo
kdy vidél! Sbohem, nohy!“ (Nebot kdyZ se podivala
dolti na své nohy, zdaly se ji skoro unikat z dohledu,
tak se ji vzdalovaly od hlavy.) ,0 mé ubohé nohy, kdo-
pak vam ted’ bude natahovat puncochy a obouvat bo-
ty, drahouskové? Ja uz jisté nebudu moci! Budu od vas
prilis daleko, abych se o vas mohla starat; tak si to bu-
dete musit zaridit, jak nejlépe dovedete. - Ale musim
na né byt hodna...“*°

Zpravy / Masaze
Vlastnima rukama deformuje ,0Semetné“ ¢asti svého téla,
ovSemZe ne nenavratné, hnéte je a tvaruje jako tésto,

a predpoklada a povzbuzuje, Ze nejen ona mlze mit
tuhle privatni zkusenost zkouseni a zakouseni sily
vlastniho Speku a vytahané kuze, tfeba po porodu
potomka. A Ze navzdory okolnimu diktatu norem krasy
je tam ted ten zastipec na misté.

Do nekone¢na se mdze tahnout vina, vychazejici z pupiku,
a kozni zahyb, zmnoZené na sebe navazujici, vizualné
zpfitomnuje mysSlenkové, vyznamové a bytostné s nim
spojenou, a¢ davno jiz ve své matérii zmizelou, pupeé-
ni $nlru. Obraz, instalace, nebo basen?

Usmév

KoCka bez Sklebu, to uzZ jsem vidéla kolikrat, pomyslila si
Alenka, ale skleb bez koCky! Néco tak zvlastniho jsem
Jjakziv nevidéla.**

Dést
Tuk -
tuk - tuk
tuk - tuk - tuk
tuk - tuk - tuk - tuk . tuk

Prsi.

Dést prsta.

Sprska dotyka.

Neda mi pokoj.

Mné se to nezda tak falické*?, padaji dolu.
Néco tak zvliastniho jsem jaktéZiv nevidéla.

° The Addams Family, 1991, reZie Barry Sonnenfeld, scénar Charles Addams

10 | ewis Carroll, Alenka v kraji divi a za zrcadlem, s. 15, Praha 1996

11 Lewis Carroll, Alenka v kraji divii a za zrcadlem, s. 42, Praha 1996

12 K tomu v e-mailové korespondenci D.S. - L.S. 14. 7. 2009 Dorota Sadovska: ,....su to moje vystrihnute prsty (posobi to trocha

kontroverzne falicky, vsak?)“
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Parasites

Dorota’s Parasites composed of cuts from photographs of
her hands and feet on the principle of kaleidoscopic
pictures look like strange crustaceans on the cusp of
being non-animal, rather than live animals, which
move over the surface of the wall in a rapid, crab-like
manner, resembling a disembodied hand named the
“Thing”, an odd servant from a black comedy about
the Addams family®. They create lines, decorations
and settle freely ad libidem.

‘Curiouser and curiouser!’ cried Alice (she was so much
surprised, that for the moment she quite forgot how
to speak good English); ‘now I’'m opening out like the
largest telescope that ever was! Good-bye, feet!’ (for
when she looked down at her feet, they seemed to be
almost out of sight, they were getting so far off). ‘Oh,
my poor little feet, | wonder who will put on your shoes
and stockings for you now, dears? I’'m sure | sha’'n’t
be able! | shall be a great deal too far off to trouble
myself about you: you must manage the best way you
can - but | must be kind to them,’ ...*°

Messages / Massages

She deforms, of course not irreversibly, “the sensitive parts
of her body” with her own hands, she kneads and
shapes them like pastry, assumes and encourages
others that she is not the only one who can have an in-
timate experience of examining and experiencing the
thickness of her own fat and flabby skin, for example,

after giving birth. And that, despite the dictates of
fashion, this fold here is exactly where it should be.

You can draw a woollen thread endlessly out of a belly but-
ton. And the multiplication of the folds of skin makes
the umbilical cord connected with it via thoughts,
meaning and existence visually present, although the
substance of the cord has long since disappeared.
A picture, an installation or a poem?

Smile

‘Welll I've often seen a cat without a grin,” thought Alice;
‘but a grin without a cat! It's the most curious thing
| ever saw in my lifel’**

Rain
Tap -
tap - tap
tap - tap - tap
tap - tap - tap - tap . pitter-patter

It is raining.

A rain of fingers.

A shower of touches.

Keeps me restless.

It does not seem to be so phallict?,

they are dropping.

It’s the most curious thing | ever saw in my life.

° The Addams Family, Director Barry Sonnenfeld, Scriptwriter Charles Addams, 1991
10 The Complete Works of Lewis Carroll, I. Alice’s Adventures in Wonderland, p.23. The Nonesuch Press London, 1939
11 The Complete Works of Lewis Carroll, I. Alice’s Adventures in Wonderland, p.67. The Nonesuch Press London, 1939
12 From an e-mail D.S. - L.S., July 14, 2009, Dorota Sadovska: “...it is my cut-out finger (looks a little bit controversial:

phallic, isn’t it?)”
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DAZD, 2009, instalacia &. 1, C-print, 19. roénik Mesiaca fotografie, Dom umenia, Bratislava, 2009 H
RAIN, 2009, installation No.1, C-prints, 19th Month of Photography, House of Arts, Bratislava, Slovakia, 2009




DAZD, 2009, detail, indtalacia ¢. 2, C-print, rozlicna velkost, jednotlivé ¢asti 5-10 cm x 1,5-4 cm

RAIN, 2009, detail, installation No.2, C-prints, dimension variable, each part 5-10 cm x 1,5-4 cm



brusiska MI1ICHAL HABA./]

za kaZdou prvorodic¢kou som kracal pod koZenym vieckom bulvu susil kym
nevytiahnu z tricka brucho )} brucho uhlo )} brucho stuhlo )} brucho ma zastihlo
nepripraveného ) ) nanocsomsaukryl ) pod paplén |) lenbruchonie |} sbruchom
na mna nechodte )} marne ta lapdm za koZu )} zaZiva z koZe stahujem )) brucho
nepusti ) brucho drZi )} nezostalo ani stopy po mne |} in uterus

odniesli vietko okrem koZe )} v pdvodnej tme stena dycha | ) novymi stahmi opotre-
bovanych loZisk |} a ty sa potiS v Sachtdch koZe ) zavalena tichom predvcerajska
o brucho ruka kreSe do tmy )} tuZbu po krvi o nezhasina ) ) nepytaj sa na pocit
len koZu v prstoch zvieraj | ) masovy nabytok ¢aka )| ruky ako klieSte ) prikladas
k bruchu tej druhej

bludite vo vlastnej koZi ) koZe v ktorych ste sa zamotali |) koZe do ktorych ste sa

chytili )) Coraz pevnejsie putd nosis na bruchu )} brucho brucho nie )} bruchom

prosim nie )} mlcite netusiac pre€o vraviet )} ked usta uml¢ané vykrikom )} vsak

zo vetkych stran zvukomalebne )} pretlmoci do iného brucha | ) putec koZe €oskoro
hlbokou brazdou dviha utroby

brucho roztvorené do neba ) nudzovy vchod do €loveka ) ) plné priehrstia teba
kypré ule brucha )) hlaitakyto pdd moZe povzniest ) dotknem sa ta a ty povies
brucho ) ktoré si eSte nikomu nepovedala )} bezodna a ticha je ulava brucha
holymi rukami vyraZam za tebou )| kriZom cez brucho plné kozZnych previsov )} nikde
nekonciacich a nikde nezacinajucich )) bruchorodiciek
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v mechanickom tanci korpusov koZe )} korpulentnych mésovych babik )) v nekone¢-
nych zahyboch jediného tela )} masového hrobu )) ked do teba opét a opét vrdZa
telo | ) jeto koZa brucha )) a Cilen koZka - dve ¢o nemoZno vziat spat )) dvihajice
sa obrysy krajiny ) ktorou sisastala )| stavby z brucha pocatej )) vSetky kurence
z hypermarketu )| tvoja moj odkaz zrkadlu

ovisa gamba brucha ) kusy teba o ddvno nespozndvas ) surové maso ktorym
niesi }) anakoncilenruka )) spomienka na hmat ) v ktorej spoznavam dalSie
nebotycné telo || koZou mi podéavas kuisok seba | ) telo strhnuté spat do brucha
nepredam svoju koZu lacno )} nepreddmsa ) ) nepreddm sa nie ) na noc som sa ukryl
do brucha )) drZimliniu }) odpor narastd |} z plného

brucha vykrikujem pravdu o pokréenom bruchu pravdu o prvom druhom
a tretom bruchu ) dajsamisvete )} brucho sem brucho tam |} brucho kréf nosom

brucho robi ramena ) ) brucho berie nohy na plecia ) brucho si ide o€i vyocit
brucho sa usmieva od ucha k uchu )} brucho si sadd na zadok )} brucho berie osud
do vlastnych ruk )} brucho ziva ostoSest )} brucho a ty €ie si?

mamino!

21



paunches MICHAL HABA,]

I strode after every first-time mother || dried my eyeballs under leather eyelids | | till
they pulled the belly from the T-shirt | | the belly swirled | | the belly stiffened || the
belly caught me unawares I hid for the night under the quilt minus just
belly || don’t come to me with abelly || invain I grab at your skin | I'll flay you alive

the belly won't give way || belly holds fast || no trace of me has remained | in
the uterus

they carried off everything save the skin || in the original dark the wall is breathing
through new contractions of the worn-out matrix /| and you sweat in the shafts
of skin | engulfed in the quiet of the day before yesterday |/ hand chisels against
belly in the dark | an unquenching craving for blood || don’t ask about the feeling
just keep rumpling the skin in your fingers || the fleshy furniture waits | while
you lay hands like tongs || on the other’s belly

you roam in your own skin | skins where you got entangled | skins where you got

caught you carry ever stronger fetters on your belly belly belly no belly

please no | you clam up not knowing why to speak /| when the mouth hushed by

acry | though with sound-painting from all sides || translates it to another belly
and soon through a deep furrow | the skin raises the entrails

belly gaping open to the skies emergency entrance to the human being | full
fistful of you | soft hives of the belly | lo! even such a fall can uplift | | I will touch
you and you'll say || belly | which you've never yet said to anyone | bottomless
and quiet is the belly’s relief || I set off after you with bare hands || across a belly
full of skin outcrops || of nowhere ending and beginning | | belly-mothers-to-be
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in the mechanical dance of skin corpuses | of corpulent fleshy dolls || in endless
folds of the single body || of a mass grave || when a body time and again bangs into
you | it’s the belly skin | or maybe jacket - two that can’t be taken back || rising
contours of a landscape | | to which you have been turned || of a building conceived
from the belly || all the chickens from the hypermarket || your message and mine
to the mirror

the belly’s lip is drooping | | pieces of you that you long since fail to recognize | raw

flesh which you are not | and in the end just a hand | recollection of a touch

which [ recognize as another sky-scraping body || with skin you give me a piece of

yourself || body withdrawn back into the belly |/ [won't sell my skin cheap || Iwon'’t

sell myself |} nolwon't sell myself || for the night I hid in the belly || I'hold the line
resistance grows || from a full

belly I cry out || the truth about a crumpled belly | the truth about the first sec-

ond and third belly |/ what aboutit! /| belly here belly there | belly wrinkles its

nose | belly shrugs shoulders || belly takes to its heels || the belly’s eye balls are

popping || the belly’s smile splits its face from ear to ear || the belly sits on its bot-

tom | the belly takes its fate in its hands || the belly yawns nineteen to the dozen
and you belly whose are you?

Mummy’s!

23



24

ODKAZY ZRKADLU ¢. 1, 2007, C-print, hlinik, 4 ¢asti, cca 45 x 145 cm
MESSAGES TO THE MIRROR No.1, 2007, C-prints on aluminium, 4 parts, approx. 45 x 145 cm
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ODKAZY ZRKADLU ¢. 2, 2007, C-print, hlinik, 11 ¢asti, cca 55 x 330 cm
MESSAGES TO THE MIRROR No.2, 2007, C-prints on aluminium, 11 parts, approx. 55 x 330 cm

26 27



28

ODKAZY ZRKADLU ¢. 4, 2007, C-print, hlinik, 3 &asti, cca 75 x 45 cm
MESSAGES TO THE MIRROR No.4, 2007, C-prints on aluminium, 3 parts, approx. 75 x 45 cm

ODKAZY ZRKADLU ¢. 5, 2007, C-print, hlinik, 2 &asti, cca 65 x 75 cm
MESSAGES TO THE MIRROR No.5, 2007, C-prints on aluminium, 2 parts, approx. 65 x 75 cm
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ODKAZY ZRKADLU ¢. 6, 2009, C-print, hlinik, 7 ¢asti, cca 50 x 255 cm
MESSAGES TO THE MIRROR No.6, 2009, C-prints on aluminium, 7 parts, approx. 50 x 255 cm
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ODKAZY ZRKADLU ¢. 7, 2009, C-print, hlinik, 12 ¢asti, cca 230 x 330 cm
MESSAGES TO THE MIRROR No.7, 2009, C-prints on aluminium, 12 parts, approx. 230 x 330 cm

33



ODKAZY ZRKADLU ¢&. 8, 2009, C-print, hlinik, 4 ¢asti, cca 150 x 50 cm
MESSAGES TO THE MIRROR No.8, 2009, C-prints on aluminium, 4 parts, approx. 150 x 50 cm
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SKINNING ¢. 1 (Dark Side of the Moon No.1), 2005, C-print, hlinik, 50 x 40 cm
SKINNING No.1 (Dark Side of the Moon No.1), 2005, C-print on aluminium, 50 x 40 cm

SKINNING ¢. 2 (Dark Side of the Moon No.2), 2005, C-print, hlinik, 50 x 40 cm
SKINNING No.2 (Dark Side of the Moon No.2), 2005, C-print on aluminium, 50 x 40 cm
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SKINNING ¢. 3 (Korzet ¢. 1), 2007, C-print, hlinik, 50 x 40 cm
SKINNING No.3 (Corset No.1), 2007, C-print on aluminium, 50 x 40 cm

SKINNING ¢. 4 (Korzet ¢. 2), 2007, C-print, hlinik, 50 x 40 cm
SKINNING No.4 (Corset No.2), 2007, C-print on aluminium, 50 x 40 cm
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SKINNING €. 5 (Torzo €. 1), 2007, C-print, hlinik, 50 x 40 cm SKINNING €. 6 (Torzo €. 2), 2007, C-print, hlinik, 50 x 40 cm
SKINNING No.5 (Torso No.1), 2007, C-print on aluminium, 50 x 40 cm SKINNING No.6 (Torso No.2), 2007, C-print on aluminium, 50 x 40 cm
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USMEV, 2009, C-print, hlinik, 40 x 60 cm HARFA, 2009, C-print, hlinik, 40 x 60 cm
SMILE, 2009, C-print on aluminium, 40 x 60 cm HARP, 2009, C-print on aluminium, 40 x 60 cm
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KRIZ, 2009, C-print, hlinik, 40 x 60 cm
CROSS, 2009, C-print on aluminium, 40 x 60 cm

SKINNING €. 10, 2007, C-print, hlinik, 40 x 40 cm
SKINNING No.10, 2007, C-print on aluminium, 40 x 40 cm




pl’SiSké M I1CHAL HABA./

prsia zachranili svet: | | snivalo sami }{ Ze bol som pritom || plny nadeje | { zmetal
som z pfs prach || zatial €o dozrievali || v tichych vitrinach || na polickach
vsklade || vsienislavy || vraji | { vkniZniciach || ajvarchivoch || v galériach
pod trickami || si-podom || bez podprsenky ! kto nosil ich a kedy | ! kam vietor
ich zavial || a preco na nich nedrZi sa sneh ;{ nech }{ snivalo sa mi:

prsia zachrdnili svet |{ bola si pri tom || panenskej krvi a kozieho mlieka || by sa
v tebe nedorezal || vSak tajomnym spdsobom || servirovala si prsia na pockanie
nech || nechodime tak daleko || dala sisvetu prsia | | a svet ti prsia str¢il do ruk

a ruky prsia Skrtili || a prsia rukdm nerozumeli || snivalo sa mi || Ze bol som
pritom ;1 stary chren alebo mlada pipka || uZ si nespominam
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prsia ako prsia ;| na pestovanej hrudi ;| posuchy ;| plné || krvi ;| mlieka
smotany | | bryndze || agatového medu | | slivkového dZemu ;| jahodovej peny
kakaa || kokainu ;| sneZienok ;| mravcich kralovien ;| gumenych medvedikov
akusticko-tepelnej vaty || prsia ako prsia || snivalo sa mi || v detskej izbe
na ulici ;| vtelocvi¢ni | { vbare ;| vtovarfiach ;| na Stadiénoch

v ucebnici || vtrave ;| na plaZi /| i nawebe ;| prsia || stiskané || miesené
hnetené || mliaZdené ;| dvihajuce ;| nedvizné ;| krkolomné ;| rukolapné

snivalo sa mi: || prsia zachranili svet || povedala si: |{ pozri prsia || a dvihla si
ruky || anarobila z pfs obludy | | spytal somsa: | { toje to monstrum || ktoré som

miloval? | | povedalasi: ;| snivalosati ;| Ze prsia zachranili svet ; | zobudil som sa

drZala si prsia v rukdch || nietonie st ony ;| rozplakal somsa | | ale boli to ony
len miesto ;| zrkadla || odrdZalisalen || vovlastnej nahote || tu mate tu mate
prsiska jedny!
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l(l’lOCl(El’S M I1CHAL HABA./

breasts saved the world ' [ dreamt ' | [ was there | | full of hope ' | I brushed dust

off breasts ' = while they were ripening ' | in quiet showcases ' | on shelves || in

the storeroom ' | in the hall of fame ' | in Eden ' inlibraries ' | and in archives

in galleries | | under T-shirts | | withani-pod ' | braless | | who wore them and when
where has the wind blown them | | and why won’t the snow on them last ' | let be,

no matter ' | I dreamt:

breasts saved the world | | you were there | | virgin blood and goat milk || were not
to be carved from you | | yet mysteriously | | you served your breasts to the queues

so be it | | we don’t go that far | | you gave your breasts to the world ' | and the
world shoved breasts in your hands | | and the hands choked the breasts | | and the
breasts misunderstood the hands | | I dreamt || I was there || old radish or young
chick ' | Now I no longer recall
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breasts like breasts ' | on a well-groomed bosom | | rusks | | replete | | with blood
milk | cream || sheep cheese || acacia honey @ plum jam ' | with strawberry
foam || cacao || cocaine ' | snowdrops ' | with ant queens || with rubber Teddy
bears | | with acoustic-thermal cotton | | breasts like breasts ' | I dreamt || in the
nursery | the street ' | thegym ' thebar ' infactories || in stadiums

in the study || in the grass | | on the beach ' ' and on the web too || breasts

pressed ' | fondled || kneaded ' | squeezed || crushed || swelling | rigid ' | reck-

less | | palpable ' Idreamt: | breasts saved the world || you said: ' | look breasts
and raised your arms | | and made your breasts monsters | | Iasked: | | Is that the

monster | I'veloved? | yousaid: | | you've dreamt | | that breasts saved the world
I woke up

she was holding her breasts in her hands ' | no theyre not the ones | I burst
into tears | | but those were the ones | | only they were reflected ' | not in a mirror

but only || in their own nakedness || serves you right, serves you right ' | you
knockers!
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KORPORALITY ¢&. 1, 2003, farebna fotografia, hlinik, 100 x 100 cm KORPORALITY ¢&. 4, 2003, farebna fotografia, hlinik, 100 x 100 cm
CORPORALITIES No.1, 2003, colour photograph on aluminium, 100 x 100 cm CORPORALITIES No.4, 2003, colour photograph on aluminium, 100 x 100 cm
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KORPORALITY ¢&. 5, 2003, farebna fotografia, hlinik, 100 x 100 cm KORPORALITY ¢&. 6, 2003, farebna fotografia, hlinik, 100 x 100 cm
CORPORALITIES No.5, 2003, colour photograph on aluminium, 100 x 100 cm CORPORALITIES No.6, 2003, colour photograph on aluminium, 100 x 100 cm

52 53



KORPORALITY ¢. 7, 2003, farebna fotografia, hlinik, 100 x 100 cm KORPORALITY ¢&. 8, 2003, farebna fotografia, hlinik, 100 x 100 cm
CORPORALITIES No.7, 2003, colour photograph on aluminium, 100 x 100 cm CORPORALITIES No.8, 2003, colour photograph on aluminium, 100 x 100 cm
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KORPORALITY ¢. 11, 2003, farebna fotografia, hlinik, 100 x 100 cm KORPORALITY ¢. 13, 2003, farebna fotografia, hlinik, 100 x 100 cm
CORPORALITIES No.11, 2003, colour photograph on aluminium, 100 x 100 cm CORPORALITIES No.13, 2003, colour photograph on aluminium, 100 x 100 cm
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KORPORALITY ¢. 17, 2003, farebna fotografia, hlinik, 100 x 100 cm KORPORALITY ¢. 18, 2003, farebna fotografia, hlinik, 100 x 100 cm
CORPORALITIES No.17, 2003, colour photograph on aluminium, 100 x 100 cm CORPORALITIES No.18, 2003, colour photograph on aluminium, 100 x 100 cm
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KORPORALITY €. 1 - 20, 2003, farebna fotografia, hlinik, 100 x 100 cm
CORPORALITIES No0.1-20, 2003, colour photograph on aluminium, 100 x 100 cm

61



pl’StiSké M I1CHAL HABA./

rozutekali sa na vsetky strany __ kto ich pozbera ~— kto pred nimi utecie __ kam
sa schovat ~ rozutekali sa na vsetky steny __ rozliezli sa po vsetkych kiitoch
vrhaju sa na deti i starcov __ tuZia po kociku a hrkalkach = po neZnych hrdlach
a pevnej zemi __ po preliezackach a chrbticiach ~ po neZnej §iji a vlhkej jaskynke
po kldvesnici a kandrikovi  po prsterioch a ndusniciach

tuZia po plaZach a po stehnach ~— po krvi a mése __ tuZia po Comsi velkom " tuZia
po Comsi pevnom __ po Comsi €o moZno zniCit  roztrhat __ zaSkrtit — dohryzt
rozdriapat — zadlavit __rozSklbat — milovat __ vrhaju sa po teldch ~ po blondinkach
a brunetkach __ po €ernochoch a belochoch = po kuratoroch a galeristoch __ po
umelcoch sa vrhaju  po umelcoch

skacu __ mnoZia sa a kopuluju — mutuju a ¢thaju __ rozutekali sa na vsetky strany
rozliezli sa po vietkych stendch __ nepochopitelny prstoklad ~ vrhajti sa do o&i
vrhaju sa po krku — vrhaju sa pod nohy __ nikam pred nimi neutecie§ — zovru hrdlo
a nepustia __ vyliipnu oko a nevratia ~ odnesu na nohdch __ ponesu na rukach
rozutekali sa na vSetky strany __ ¢thajui drkocu

62

Celustami prstov ~ prehryznu tepnu __ radSej zatvorit o¢i ~— schovat o€i do dlan{
auZtamaju  okozoberll _anevratia anevratiasa _ chodte s panom Bohom
rozutekali sa na vSetky strany ~ rozliezli sa po vSetkych stendch __ masSkary
ja vdm dam __ po stenach lozit ~ po Iudoch skdkat _ galérie plienit ~ na to by

vas bolo __ maskary jedny  po umelcoch sa vrhaju

s umelcami sa spustaju ~ po stendch a po parketédch __ po vecierkoch a po vernisaZach
umelcom idu po krku __ umelcom lezti na nervy — prichadzaju umelci __ uZ ajlezu
von zo skrySe __ von z depozitdra  von z katalégu __ von do galérie  na steny

sa Stverajul __ po stendch lozia ~ zo stien sa vrhaju __ za tri¢ko skocia — po stehnach

lozia __dozadkuvlezi auZidu__auZ

idu™ uZsitomeli _uZsiidusvoje  ni¢ich nezastavi _nikich nezastavi  nasteny!
nasteny! nastrdZ! __ naplaZ! nasteny! _ na steny!
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feelers M ICHAL HABA/]

they’ve scattered in all directions _ who'll collect them ~— who’ll escape them
where to hide  they scurried to every wall _ scampered to every nook and cranny

lunged at children and old men __ they yearn for a pram and rattles  for tender
necks and firm ground __ for climbing frames and spines ~ for a tender nape and
a damp honey-cave __ for keyboard and canary  for rings and earrings

they long for beaches and thighs ~ for blood and meat __ they crave for something
huge  something solid _ something that can be destroyed  torn in tatters
strangled  bitten  ripped apart  trampled _ pulled to shreds  loved  they
pounce on bodies  blondes and brunettes _ negroes and whites  curators and
gallery-staff  they lash out at artists

they jump upon artists __ they multiply and copulate  mutate and lurk __ they have
dispersed to all sides  crawled over all the walls __ an incomprehensible fingering

they hurl themselves on the eyes __ clasp the neck — throw themselves at people’s
feet _ there’s no escape from them ~ they squeeze the throat and won't let go
gouge out an eye that they won'’t restore  take it off on their legs  carry it round
their hands  they‘ve dispersed on all sides __ they lurk — they jabber
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with fingerjaws — they bite through an artery  better close your eyes  hide
them in your hands __ and look they’'ve got you  they carry off the eye  and
will not return it and will not return __ go  with God __ they’ve scattered in all
directions ~ crawled on all the walls __ poses — TI'll give you what for __ to crawl
on walls  leap upon people  ransack galleries  you'd be able for that _ you
posers!  they pounce on artists

they let go with artists ~ on walls and parquets __ at evening functions and gallery
openings  they go for artists’ necks __ they get on artists nerves  artists arrive
they come crawling — out of the bolt-hole _ depository — catalogue  out into the
gallery  theyscalewalls crawlonwalls  glide off walls __hop under a T-shirt
crawl on walls __ creep up the bottom — and off they go _ and

off theygo  wagging their tongues  on their pet topic  nothing will halt them

no one will stop them  to the walls! __ to the walls!  on guard! to the beach!
to the walls! __ to the walls!
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PARAZITY, 1998, instalacia tonovanych Ciernobielych fotografii, modré svetlo, Galéria Interface, Dijon, Francizsko, 1998
PARASITES, 1998, installation of b&w toned photographs with blue light, Interface Gallery, Dijon, France, 1998

PARAZITY, 1998, instalacia ténovanych &iernobielych fotografii, modré svetlo, Galéria Vaclava Spalu, Praha, Ceska republika, 1998
PARASITES, 1998, installation of b&w toned photographs with blue light, Vaclav Spéla Gallery, Prague, Czech Republic, 1998
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PARAZITY, 2002, instalacia farebnych fotografii, Galerie Caesar, Olomouc, Ceska republika, 2007
PARASITES, 2002, installation of colour photographs, Caesar Gallery, Olomouc Museum of Art, Czech Republic, 2007

PARAZITY, 2002, instalacia farebnych fotografii, Slovenska narodna galéria Bratislava, Slovensko, 2007
PARASITES, 2002, installation of colour photographs, Slovak National Gallery, Bratislava, Slovakia, 2007
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PARAZITY, 2002, instalacia farebnych fotografii, Museum uméni Olomouc, Ceska republika, 2002
PARASITES, 2002, installation of colour photographs, Olomouc Museum of Art, Czech Republic, 2002

PARAZITY, 2002, instalacia farebnych fotografii, Museum Sammilung Friedrichshof, RakUlsko, 2002
PARASITES, 2002, installation of colour photographs, Museum Sammlung Friedrichshof, Austria, 2002
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PARAZIT ¢. 1, 2009, C-print, spojené dva rovnaké diely, cca 21.5 x 17 cm
PARASITE No.1, 2009, C-print, two identical parts in one, approx. 21.5 x 17 cm

PARAZIT ¢&. 2, 2009, C-print, spojené dva rovnaké diely, cca 25 x 28 cm
PARASITE No.2, 2009, C-print, two identical parts in one, approx. 25 x 28 cm
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PARAZIT ¢&. 3, 2009, C-print, spojené dva rovnaké diely, cca 31 x 19 cm
PARASITE No.3, 2009, C-print, two identical parts in one, approx. 31 x 19 cm

PARAZIT ¢. 4, 2009, C-print, spojené dva rovnaké diely, cca 31.5 x 26 cm
PARASITE No.4, 2009, C-print, two identical parts in one, approx. 31.5 x 26 cm
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PARAZIT ¢. 5, 2009, C-print, spojené dva rovnaké diely, cca 27 x 19 cm
PARASITE No.5, 2009, C-print, two identical parts in one, approx. 27 x 19 cm

PARAZIT €. 6, 2009, C-print, spojené dva rovnaké diely, cca 29 x 18 cm
PARASITE No.6, 2009, C-print, two identical parts in one, approx. 29 x 18 cm
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PARAZIT €. 7,2009, C-print, spojené dva rovnaké diely, cca 27.5 x 20.5 cm
PARASITE No.7, 2009, C-print, two identical parts in one, approx. 27.5 x 20.5 cm

PARAZIT ¢. 8, 2009, C-print, spojené dva rovnaké diely, cca 26 x 19 cm
PARASITE No.8, 2009, C-print, two identical parts in one, approx. 26 x 19 cm
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PARAZIT €. 9, 2009, C-print, spojené dva rovnaké diely, cca 26.5 x 17.5 cm
PARASITE No.9, 2009, C-print, two identical parts in one, approx. 26.5 x 17.5 cm

PARAZIT ¢. 10, 2009, C-print, spojené dva rovnakeé diely, cca 24.5 x 23 cm
PARASITE No.10, 2009, C-print, two identical parts in one, approx. 24.5 x 23 cm

81



82

WITTGENSTEINOV REBRIK, 2009, detail, instalacia, C-print, rozli¢na velkost
WITTGENSTEIN'S LADDER, 2009, detail, installation, C-prints, dimension variable
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WITTGENSTEINOV REBRIK, 2009, instalacia, C-print, rozli¢na velkost
WITTGENSTEIN'S LADDER, 2009, installation, C-prints, dimension variable
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BEZ NAZVU (Ruky), 2001, zébery z videa, DVD, 10 min.
UNTITLED (Hands), 2001, video stills, DVD, 10 min.
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MUSIM BYT LEPSIA, 2001, zabery z videa, videokresba vlasom, DVD, 13 min.
I MUST BE BETTER, 2001, video stills, video-drawing with hairs, DVD, 13 min.
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COCOONS, 2003, zébery z videa, DVD, 15 min., hudba Martin Burlas
COCOONS, 2003, video stills, DVD, 15 min., music by Martin Burlas
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ZVLIEKANIE Z KOZE, 2003, zabery z videa, DVD, 73 min., hudba Martin Burlas
SLOUGH, 2003, video stills, DVD, 73 min., music by Martin Burlas
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ABOUT D.S.

She plays with the classical oeuvre, when
her painting almost attains the perfection
of the transcription of reality achieved
in photographs. She plays with meanings
and with one’s patience when her video
approaches the verge of motionlessness.
She plays with a photograph; she uses
the photograph, the medium so closely
linked with reality, deliberately to overstep
the boundaries of reality.

Zahrava si s klasikou, kdyZ se jeji malba blizi
dokonalosti prepisu reality k fotografii.
Hraje si s vyznamy i s trpélivosti, kdyZ se jeji
video ocitd na hranici statiénosti. Zahrava si
s fotkou, kdyzZ jejim prostfednictvim cilené

presahuje hranice reality, tolik s timto
médiem spojované. )
LUCIE SIKLOVA
ISBN 978-80-85739-51-0 '
91788085/1739510 '




