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Anjeli Angels



Natahujuici sa anjel, Angel Reaching Out, 2012, akryl na platne, acrylic on canvas, 100 100 cm Ochutnavajtci anjel, Tasting Angel, 2012, akryl na platne, acrylic on canvas, 100 x100 cm




Anjeli porozumenia, Understanding Angels, 2008, akryl na platne, acrylic on canvas, 100 X100 cm Pomahajici si anjeli, Angels Helping One Another, 2013, akryl na platne, acrylic on canvas, 100 x100 cm




Prezradeny anjel, Revealed Angel, 2013, akryl na platne, acrylic on canvas, 190 x190 cm Sklamany anjel, Disappointed Angel, 2015, akryl na platne, acrylic on canvas, 190 x190 cm




Véhajtci anjel, Hesitating Angel, 2008, akryl na platne, acrylic on canvas, 190 x190 cm Ukryvajuici sa anjel, Hiding Angel, 2008, akryl na platne, acrylic on canvas, 190 x190 cm




Driemajuci anjel, Dozing Angel, 2008, akryl na platne, acrylic on canvas, 190 x190 cm Pocuvajuci anjel, Listening Angel, 2012, akryl na platne, acrylic on canvas, 100 x100 cm




Zviazani anjeli, Knotted Angels, 2015, akryl na platne, acrylic on canvas, 190 x 190 cm PoteSeni anjeli, Pleased Angels, 2015, akryl na platne, acrylic on canvas, 190 X190 cm




Strapec anjelov, Bunch of Angels, 2016, akryl na platne, acrylic on canvas, 190 x190 cm Anjel posielajuci spravu, Angel Sending A Message, 2016, akryl na platne, acrylic on canvas, 190 X190 cm
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Gabriel, 2008, akryl na platne, acrylic on canvas, 100 X100 cm Gabriel, 2008, akryl na platne, acrylic on canvas, 90x90 cm
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Anjeli?!... Katarina Bajcurova

Telo a jeho zobrazovanie tvori tstredny bod, ibeZnik programu
Doroty Sadovskej (1973), ktora sa uz dlh$ie pohybuje na in$pira-
tivnom rozhrani klasickej malby a fotografie. Kratko po svojom
debute uptitala netradi¢nym zobrazenim figlry vo vizbe na ino-
vativne a odvazne vyuzitie ikonografie svitych. Zadkladnym kom-
poziénym prvkom jej obrazov sa stala obnaZena ludska figtra,
stvarnena v prudkom perspektivnom nadhlade alebo v netradié-
nej pohybovej akcii a skratke, pricom autorka zacala démyselne
vyuzivat symboliku farieb, najmai Zltej a bielej, a pracovat s mo-
tivmi krestanskych atribaitov (cyklus Sviti, od roku 1995; Krdtky
telesny slovnik svitych, 1996—2000).

Hrdinami jedného =z jej poslednych maliarskych cyklov
(2008—2016) — ,malych pribehov o velkej laske” — sa sta-
li anjelské bytosti, ktoré stihla predstavit na viacerych vysta-
vach* a v réznych priestorovych konstelacidch. Stratégie, ktoré
v najnovsej sérii diel vyuZzila, st sice v hlavnych rysoch zname z jej
skorsej tvorby, ale presli znatelnym vyvojom. Zdkladnym kompo-
ziénym prvkom obrazu ostava ludska figtira stvarnend v perspek-
tivnom nadhlade, tentoraz s vyuZzitim symboliky belasej farebnos-
ti a umiestnend na monochrémnom (¢asto takmer bezfarebnom
alebo jemne ténovanom) pozadi; postavy levituji v nadpozem-
skom (?) priestore, vzna$aju sa akoby v beztiaZovom stave. Nie
st to vSak nebeské, duchovné a netelesné bytosti, prostrednici
medzi Bohom a ¢lovekom, tak ako o nich hovoria legendy a né-
boZenstva (apropo, rozmanitymi podobami nasich vyprosenych
ochrancov sme dnes marketingovo atakovani od suvenirov azZ po
televiziu). Ich vonkajie stvarnenie — reprezenticia je ind, nema-
jukridla a ak sa im prizrieme bliZsie, zistime, Ze st to vlastne nahi
muzi. Hoci autorka ich ,,muZstvo“ na obdiv nevystavuje, niektoré
vySportované teld mézu pdsobit aj latentne eroticky. M6zu nas
uhranat prenikavym pohladom ¢&i vyraznym gestom. Maliarka
ich poludstuje aj ndzvami: st tu anjeli porozumenia, velmi veseli
anjeli, zviazani anjeli, anjel chapavy i diskutujuici, driemajuci, va-
hajici, pocavajuci, ochutnavajici, Zobrajuci, nacahujutci sa atd.,
pricom svojou nebadanou ¢innostou poukazuju skér na okamihy
nasho Iudského — pozemského bytia.

Dorota Sadovska vSak opdt nezaprie provokativnu ¢rtu svojej
povahy, zmysel pre iréniu ¢i — slovami Jany Gerzovej? — ,aspekt
podvratnosti®. Kazdy anjel ma totiz svoj redlny predobraz medzi
smrtelnikmi, zvycajne jej priatelmi. Najlepsie to vystihla Lucie
Siklova, ked napisala: , Lidské postavy fungujf jako figuranti, obrazy

1 Velka laska, maly pribeh, Roman Fecik Gallery, Bratislava (2013),

a Slovensky institut, Praha (2014); retrospektivna vystava Nahotou tela
aj mysle, Nitrianska galéria, Nitra (2014); Galéria Chobot, Viederi (2015),
a pripravované vystava Suméni andélskych k¥idel, Muzeum uméni
Olomouc (2016—2017).

2 GERZOVA, Jana: Rozhovory o malbe. Bratislava: Slovart, 2009, s. 343.

Galéria Nedbalka Nedbalka Gallery

Angels?!... Katarina Bajcurova

The focal point of the artistic programme of Dorota Sadovska
(1973), who has been balancing on the inspiring borderline
of classical painting and photography, is the body and its
representation. Shortly after her debut exhibition she captured
attention by untraditional representation of the figure in
connection with innovative and bold use of iconography of the
saints. The basic element of her compositions became a naked
human figure shown from above in a steep foreshortening or
in untraditional motion. The artist also cleverly started to use
the symbolism of colours, in particular yellow and white, and
to employ motifs of Christian attributes (The Saints Cycle, since
1995; Concise Corporal Dictionary of the Saints, 1996—2000).

In one of her latest cycle of paintings (2008—2016) — “small
stories about great love,” which she has presented, in different
spatial constellations, in a number of exhibitions,* the artist
focuses on angels. She applies strategies well-known from her
previous works; however, they have undergone a noticeable
development. The basic composition element of the paintings
is still a human figure shown in a steep foreshortening, placed
against a monochromatic (often almost colourless or slightly
tinted) background. As the artist uses the symbolism of sky blue
colour, the figures seem to levitate in celestial (?) space. Yet they
are not celestial spiritual beings, intermediaries between God
and humans, as described in legends and religions (apropos,
today we are flooded by various marketed forms of our protectors,
from souvenirs to television). They are represented in a different
way: without wings, on closer inspection they turn out to be
naked men. Although the artist does not put their “masculinity”
on show, some well-built bodies may be latently erotic. They can
captivate viewers with their eyes or with expressive gestures.
The painter gives them a human character also through the
titles: there are the angels of understanding, very cheerful
angels, knotted angels, debating, snoozing, hesitating, listening,
tasting, begging, reaching out, etc. With their inconspicuous
activity they point rather to the moments of our human, earthly
existence.

Yet, Dorota Sadovska does not deny her provocativeness,
sense of irony, or, in the words of Jana GerZova,? the “aspect
of subversiveness”. Every angel has a real model among the
mortals, usually the artist’s friends. Lucie Siklova put it best
when she wrote: “Human figures function as models, pictures

1 “Velkdlaska, maly pribeh/Great Love, Small Story,” Roman Fecik
Gallery, Bratislava (2013) and Slovak Institute, Prague (2014); retrospective
exhibition “Nahotou tela aj mysle/The Naked Body and Mind,” Nitra
Gallery, Nitra (2014); Chobot Gallery, Vienna (2015), the exhibition under
preparation “Suméni andélskych k¥idel /Rustle of Angel Wings,” Museum
of Art, Olomouc (2016—2017).

2 GERZOVA, Jana: Rozhovory o malbe [Interviews on Painting].
Bratislava: Slovart, 2009, p. 343.

Galéria Nedbalka Nedbalka Gallery

funguji jako symboly pro intimni postoje, situace ¢i vztahy, a nabizeji
moznost dosazeni konkrétnich identit.”*> Hoci maliarke nejde pri-
marne o portréty, prave toto je jeden z drazdivych momentov jej
tvorivého programu postaveného na istej ambivalentnosti, na-
pati medzi myslienkou a formou. Metdda jeho vzniku je Specific-
kd, vyuZziva oko fotoaparatu a predchadza mu mnozstvo sktok
a variantov. Album fotografii jej ,modelov*” je akymsi autorskym
skicarom. Prave paradoxy prenosu obrazu videného cez fotoapa-
rat do rydzo maliarskych prostriedkov, na ¢o Sadovska vyuziva
predovSetkym hyperrealisticky spésob malby, pracu s farbou,
svetlom a tieriom, splyvavym rukopisom, perspektivou ¢i defor-
maciou proporcii v mene dosiahnutia iluzivnosti vyjavu, otvara
dal$iu znepokojujiicu dimenziu obrazovostijej diel. Ludské sa po-
kt$a konfrontovat s telesnym, konkrétne s iredlnym a idedlnym,
uchopitelné s neuchopitelnym, aby sa aspoil pribliZila k postih-
nutiu odvekej otazky o vztahu tela a ducha.

O Dorote Sadovskej je zname, Ze — ako sama povedala — ju
»zZaujima nielen malba, ale aj obraz“. A dodajme, Ze rovnako aj
jeho priestorovy kontext, instalacia (teda nie inStalovanie). Pra-
cuje s nim ako s fyzickym objektom: je to platno natiahnuté na
podrame, ¢o zvyCajne nema ani ram. Ako samonosna Struktara
dodrziavajica formu tradi¢ného zavesného obrazu sa otvara do
priestoru, cez rub aj lice sa tak nieco odkryva a skryva zaroveri.
Kazda vystava (od vystavy v Galérii Priestor v roku 1999) je pre-
to koncipovana ako ,site specific” v zavislosti nielen od miesta,
ale aj od zameru autorky, ktorej rozhodne nie je cudzia hravost.
Raz obrazy zavesi pod strop, vytapetuje nimi vystavnd miestnost,
vymedzi priestor v priestore, vytvori z nich kubus, hranol alebo
Jrotundu”, koridor ¢i naklonenu rovinu, inokedy zas vznikne la-
byrint s r6znymi vopred danymi i nahodnymi trajektériami pohy-
bu pre divaka. Naraba tak sicasne so zavesnym obrazom, s telom
na (v) obraze, ale tieZ s divikmi, ktorych vtahuje do nie celkom
zvycajnej telesnej akcie — podobne ako postavy na jej malbach
sa musia neraz naklanat, vykrtcat a vytacat hlavy. Dolezitym
prvkom priestorového uvaZzovania je Casto svetlo, nielen vnutor-
né, vyzarujuce z jej malieb, ale aj vonkajsie, fyzické, umelé osvet-
lenie, ktoré sa stava spolutvorcom atmosféry a vyznamotvornym
prvkom ,itania“ vystavy.

A kedZe kazdy novy projekt a jeho podoba sa najprv zrodia v hlave
autorky, nechajme sa i tentoraz prekvapit, ako sa prenesie do rea-
lu vystavného priestoru bratislavskej Galérie Nedbalka, aky Zivot
v ilom budu Zit jej Anjeli a sviti...

3 SIKLOVA, Lucie: Ntidzovy vchod. Bratislava:
Fotofo, 2009, s. 8.

Dorota Sadovska Anjeliasvdti Angelsand Saints

function like symbols to express intimate perspectives, situations
or relations, and make it possible to substitute the figures with
concrete identities.”> Though the artist does not focus primarily
on portraits, this is one of the tantalising moments of her creative
programme based on a certain ambivalence, a tension between
the idea and the form. Her working method is very specific, she
employsacameralensand every paintingis preceded by anumber
of tests and variants. The photo albums of her “models” can be
regarded as artist’'s sketchbook. Sadovska is transmitting the
image seen through the lens into purely painterly means using
hyper-realistic painting. To reach the illusory character of the
scene, she works with colour, light, shadow, smooth brushwork,
perspective or deformation of proportions. And it is the paradox
of this transmission that opens another disturbing dimension
of her works. She tries to confront the corporeal human body
with the unreal and the ideal, the tangible with the intangible,
to approach the encompassing of the age-old question about the
relation between body and soul.

Dorota Sadovska is known to have been “interested in both
painting and picture.” It should be added that her attention has
also been attracted by its spatial context, spatial installation.
She is working with the picture like with a physical object: it is
a canvas stretched over the sub-frame, which usually does not
have any frame. Like a self-supporting structure respecting the
form of a traditional picture, it opens to the space, revealing and
concealing something through both the front and the back. Every
exhibition (since the 1999 exhibition in the SPACE Gallery) is
therefore composed as a “site-specific,” depending on not only
the particular venue but also the intention of the artist who
does not lack playfulness. The paintings are hanging under the
ceiling, delineating the space in space, creating a cube, prism, or
“rotunda”, corridor or inclined plane, sometimes even a labyrinth
withvarious givenand chancetrajectories of movement. Theartist
is employing the classical picture, the body in the picture as well
as the viewers who must engage their bodies to see the pictures.
Like figures in the paintings they must lean forward /backward /to
the side or turn their heads. An important component of spatial
thinking is often the light, and not only the inner one radiating
from the paintings, but also the external, artificial lightning,
which becomes a co-creator of the atmosphere and significant
element of “reading” the exhibition.

Every new project is born in the artist’s head, so let's allow
ourselves the surprise of seeing it turned into reality in the
exhibition premises of the Nedbalka Gallery in Bratislava, and
what kind of life her Angels and Saints will live there...

3 SIKLOVA, Lucie: Ntidzovy vchod /Emergency Entrace. Bratislava:
Fotofo, 2009, p. 8.
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Dorotin anjel, ktory prave ochutniava Ivan Strpka

,Utastnik rozhovoru dycha do tvdre:
Co je tuvlastne pokrm?“
(Ivan Laudik)

Co mi odpovies, z videnia takmer povedomy fejs,
na ktory prave tak zarazene hladim pred sebou aj pred tebou?
Rozmysla, vaha $irou myslou, ktord je mimo nas dvoch?
Ma v sebe ¢osi ako zdrodok neviditeIného
pohlavia alebo nim samym nepoznanej
spomienky? Ma tvar a tista a nema jazyk
anirec? A dycha? Je to teraz? Kam mieri svojim pohybom
a ¢im je prave zasiahnuty tento neuchopitelny vzdusny element?
Co vlastne zachytava (registruje (¢o chce (rozlstit (
rozloZit — zloZit, rozpoznat a chladnokrvne odhalit?
Co to tak pozorne a takmer zarazene nestic a prikladajic
k svojim zovretym a nepoznanym tistam, lahucko ako po prvykrat
ochutnava na koncoch vlastnych prstov, na ktorych nevidime nic?

A na koho z nas, na koho z nasich priatelov ¢i nepriatelov -
s tou hladkou tvarou, bez veku aj bez vlasov a bez pohladu,
len s tzkou $karou medzi privretymi vieCkami, s inému tichu
nastavenym uchom — sa svojim sebazrkadlenim tak nendpadne
podoba : zamysleny po nahlom prebudeni predbiehajtc cas
nad neviditelnou horticou §alkou v rannom pokluse?
Je medzi mnou a vSetkym ale jeho sa ni¢ nedotkne?
Co ochutnava? Aké precitnutie? Neuréitt chut prebiidzajiiceho sa
dotyku? To nepoznané? Chut sveta? Zavan objavu?
Chut chuti — vlastna chut? Svaty jed pochybnosti
svojich prstov?
Véahanie? Iahkt drogu dna? Predpocit? MoZno chut sebou eSte
nikdy neprezitej blizkosti samej viditenosti? Aj svoju
néahle obnazend blizkost k nej? MoZnost
vkrocenia do priepasti medzi zjavenim a bezprostrednou
skiisenostou?
Hold blizkost — nepokoj prazdnej ruky a vSetko mozné
¢o je v nej? Na dotyk st od moznej skutocnosti, ktorou méze byt
jeho vlastna, v obraze viditelna pritomnost, do ktorej sa vynara
pred nami takmer z ni¢oho?
Vynara sa ¢i mizne? Znaci? Zjavuje Cosi, plny inej reci
mimo nasho ml¢ania aj snov?
A ochutnava len to, ¢o tak zavratne deli
chut lahkej tazby od lahkej chuti skazy
a lahka chut skazy od Iahkej spasy prazdnych slov?

Celé dni s napatim len hladim na ten vyjav

Galéria Nedbalka Nedbalka Gallery

Dorota’s Angel, Who's Just Tasting Ivan Strpka

“The partner in dialogue breathes in one’s face:
what’s here that'’s food?”
(Ivan Laucik)

How will you answer me, face almost familiar from seeing,
which I'm looking at, nonplussed, before me and before you?
Is he cogitating, weighing with a broad mind beyond us two?
Does he have in him
some germ of invisible sex or a memory unknown
to himself? Does he have face and mouth and not have a tongue
or speech? And does he breathe? Is that him now? Where is he
moving towards
and what impacts on this element so ungraspable and airy?
What is he catching (registering (what is he wishing (to solve (
to take apart — put together, distinguish and
coldbloodedly expose?
What is it, so carefully, almost bashfully, carried and proffered
to his pursed and unknown mouth, that oh-so-softly as if for
the very first time
he tastes at the ends of his fingers, on which we see
nothing at all?

And who among us, who of our friends or foes —
with that smooth face, ageless and hairless and gazeless,
with just a tight fissure between narrowed eyelids,
with ear attuned
to another silence — who does he, self-mirroring,
thus inconspicuously
resemble: in reverie after sudden waking, anticipating time
over an invisible scalding cup in the morning’s hurry?
He is between me and everything but will nothing touch him?
What is he tasting? Which sensation? The indefinite taste of
an awakening
touch? The unknown? World’s flavour? Whiff of discovery?
Taste of taste — his own taste? Holy poison of doubting his
fingers?
Hesitation? Mild drug from deep-down? Maybe the taste
he has still
never known of the closeness of visibility? And his own
suddenly bared closeness to her? The possibility of stepping
into the abyss between apparition and experiencing?
Naked closeness — the empty hand’s disquiet and all of
the possible
that is in her? To a mouth'’s touch from a possible reality,
which may be

Galéria Nedbalka Nedbalka Gallery

plny méjho ocakavania. Len o jeden dych

z druhej strany nacrtavajicej sa hranice

nezicastneného skiimania, bez puta

spanku aj vecnej nespavosti zmyslov, bez vztahov,

je tento modry zavan, tento jasne snimatelny

odtlacok vzduchu, tento anjel mozny takmer na dotyk

bezodné silné ¢ire zrkadlo, stichnuty jasot, v ktorom

sa m6zme néhle celkom prepadniit dovnitra ndsho spolo¢ného
sveta, doprostred kaZzdodennej hrézy radosti.

Iné Gsta, ind chut. A letmo ponoreny

do trvajticej pasce zrkadlenia, ktorou sme pre neho
my sami, len mimovolne, bez odporu aj uhybania
ochutnédva nezndmu zvodni moznost seba samého,
ktorou je pre nds vlastna telesnost na konci prstov
Co sa ticho priblizuji k istam.

Utastnik rozhovoru dycha do tvdre” v zrkadle
kazdej otazky. A kto sa pyta
»Co je tu vlastne pokrm?“

Dorota Sadovska Anjeliasvdti Angelsand Saints

his own, in the picture a visible presence, into which he surfaces

before us almost from nothing?

Surfaces or disappears? Inscribes? Reveals something, full
of another language

beyond our silence and dreams?

And tastes only that which so dizzyingly divides

the taste of mild desire from the mild taste of ruin

and the mild taste of ruin from the mild salvation
of empty words?

Whole days in tension I simply gaze at that scene

full of my expectation. Only one breath away

from the other side of the outlining boundary

of non-participant enquiry, unbound

by sleep and the ever-insomniac senses, relationless,

is this blue draught, this distinctly copyable

imprint of air, this angel possible almost to the touch,

plumbless powerful pure mirror, hushed jubilation, where

we can suddenly fall entirely within our common

world, amidst the everyday terror of joy.

Another mouth, another taste. And fleetingly plunged
into the permanent trap of mirroring, which we are

for him, quite involuntarily, not resisting nor evading,
he is tasting the unknown seductive chance of himself,
which is for us corporality at the end of the fingers
that silently approach the mouth.

“The partner in dialogue breathes in one’s face” in the mirror

of every question. And who is asking
“what’s here that’s food?”

25



Dorota Sadovska Anjeliasvdti Angelsand Saints

26

Anjel povedal Peter Repka

Tych
poslednych
par krokov
zvladnes$ i bosy

V zime
mrzko
len anjeli
potichu
sneZzia

Itym
ktorym je
na posmech
Anjel
zmieriiuje
pad

News of angels Peter Repka

These

last

few steps

you’ll manage even barefoot

In winter
dismally

only the angels
noiselessly
sSnow

Even for those
who think he’s
ajoke

the Angel
breaks

the fall

Galéria Nedbalka Nedbalka Gallery

Galéria Nedbalka Nedbalka Gallery

Anjel na ceste Peter Repka

Cesta bola zdlhav4, sedemsto kilometrov, vnukovi uz nudna
a otupna.

Akoby to nestacilo, zacpa.

Rozhodli sme sa pre obchadzku a ocitli sme sa v krajine bez

domov, bez vtakov, bez ludi, s birkou na dosah.

Odstavit auto na krajnici, mapu predsa mame. Ale ako nam

pomdze, ked nevieme kde sme?

V bezkrajine zastavil mlady motocyklista.

.Potrebujete pomoc? K dialnici?“

V prvej obci dolava, v druhej doprava, tam uvidite smerovky.
»Bol to anjel?* spytal sa Sestroc¢ny.

Bol.

Dorota Sadovska Anjeliasvdti Angelsand Saints

Angel on the Road Peter Repka

Thejourney was lengthy, seven hundred kilometres, the grandson
was finding it numbingly tedious.

Asifthat wasn't enough, a traffic jam.

We opted for a detour and found ourselves in a landscape without
houses, without birds, without people, with a storm within reach.
Out with the car to the hard shoulder: we had a map, after all. But
how would it help us when we didn't know where we were?

In the nonlandscape a young motorcyclist pulled up.

“Do you need help? To the highway?”

Left at the first village, right at the second, you'll see roadsigns there.
“Was that an angel?” the six-year-old asked.

It was.

27



Bledomodra cesta,

Pale Blue Path, 2008,
inStaldcia malieb,
installation of paintings,
Galéria M. A. Bazovského,
M. A. Bazovsky Gallery,
Trendin (SK)

Anjeli a Zvliekanie, Angels and Slough, 2011, in§talacia malieb a video, installation of paintings and video, Nulté roky,
Dom umenia, Zero Years, House of Art, Bratislava (SK)

Anjeli, Angels,

2013, priestorova
instaldcia (3 obrazy),
spatial installation

(3 paintings),
Nullerjahre, Das Freie
Museum Berlin (DE),
foto, photo: archive
of aica.sk
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Velka laska, maly pribeh, Great Love, Small Story, 2013, priestorova instalacia (10 obrazov), spatial installation (10 paintings),

Velka laska, maly pribeh, Great Love, Small Story, 2013, priestorova instalacia (10 obrazov),
spatial installation (10 paintings), Roman Fecik Gallery, Bratislava (SK) Galéria Slovenského instititu v Prahe, Slovak Institute Gallery, Prague (CZ)




Velka laska, maly
pribeh, Great Love,
Small Story, 2014,
priestorova inStalacia
(10 obrazov), spatial
installation (10
paintings), Nitrianska
galéria, Municipal
Gallery of Nitra,

Nitra (SK)

Velka laska, maly
pribeh, Great Love,
Small Story, 2015,
priestorova inStalacia
(4 obrazy), spatial
installation (4
paintings), Galéria
Chobot, Vieden,
Chobot Gallery,
Vienna (AT)



Anjeli, ,
2016, priestorova
in$talacia (8 obrazov),

, Galéria
Nedbalka,
, Bratislava (SK)
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Svati  Saints



Svdtd Agéta, Saint Agatha, 2006, akryl na platne, acrylic on canvas, 190 x 190 cm Svdtd Agéta, Saint Agatha, 2009—2016, akryl na platne, acrylic on canvas, 190 x190 cm



Svata Anna Samotretia, Saint Anne with Two Others, 2016, akryl na platne, acrylic on canvas, 190 x 190 cm Svaty Anton, Saint Anthony, 2014, akryl na platne, acrylic on canvas, 160 X140 cm



Svdtd Apoldnia, Saint Apollonia, 2014, akryl na platne, acrylic on canvas, 160 x 140 cm Svdtd Apoldnia, Saint Apollonia, 2009—2016, akryl na platne, acrylic on canvas, 190 x190 cm



—— .

Svdta Barbora, Saint Barbara, 2014, akryl na platne, acrylic on canvas, 100 x 100 cm Svata Cecilia, Saint Cecilia, 2009—2016, akryl na platne, acrylic on canvas, 190 X190 cm



Svdty Dionyz, Saint Denis, 2016, akryl na platne, acrylic on canvas, 190 x 190 cm Svaty Dionyz, Saint Denis, 2002, akryl na platne, acrylic on canvas, 100 x100 cm



Svaty FrantiSek z Assisi, Saint Francis of Assisi, 2016, akryl na platne, acrylic on canvas, 190 x190 cm Svdty Gregor, Saint Gregory, 2016, akryl na platne, acrylic on canvas, 190 X190 cm



Svdty Hieronym, Saint Jerome, 2016, akryl na platne, acrylic on canvas, 160 x 140 cm Svaty Jan Krstitel, Saint John the Baptist, 2014, akryl na platne, acrylic on canvas, 160 x140 cm




Svaty Jan Krstitel, Saint John the Baptist, 2009—2016, akryl na platne, acrylic on canvas, 190 x 190 cm Svaty Jan Nepomucky, Saint John of Nepomulk, 2002, akryl na platne, acrylic on canvas, 200 X200 ¢cm




Svdta Jana z Arku, Saint Joan of Arc, 2016, akryl na platne, acrylic on canvas, 190 x 190 cm Svéty Juraj, Saint George, 2009—2016, akryl na platne, acrylic on canvas, 190 x190 cm




Svata Katarina Sienskd, Saint Catherine of Siena, 2016, akryl na platne, acrylic on canvas, 190 x 190 cm Svata Klara z Assisi, Saint Clare of Assisi, 2016, akryl na platne, acrylic on canvas, 190 X190 cm




Svaty Kristof, Saint Christopher, 2016, akryl na platne, acrylic on canvas, 190 x190 cm Svata Lucia, Saint Lucy, 2004, akryl na platne, acrylic on canvas, 190 x190 cm




Svdtd Lucia, Saint Lucy, 2006, akryl na platne, acrylic on canvas, 190 x190 cm Svdtd Lucia, Saint Lucy, 2014, akryl na platne, acrylic on canvas, 160 x140 cm



Svata Lucia, Saint Lucy, 2009—2016, akryl na platne, acrylic on canvas, 190 X190 cm Svatd Margaréta, Saint Margaret, 2014, akryl na platne, acrylic on canvas, 190 x 190 cm



Madona, Madonna, 2000, akryl na platne, acrylic on canvas, 100 X100 cm Madona, Madonna, 2010, akryl na platne, acrylic on canvas, 100 X100 cm



Svatd Maria Magdaléna, Saint Mary Magdalene, 2014, akryl na platne, acrylic on canvas, 190 x 190 cm Svata Monika, Saint Monica, 2009—2016, akryl na platne, acrylic on canvas, 190 X190 cm



Svéty Peter, Saint Peter, 2016, akryl na platne, acrylic on canvas, 160 x140 cm Svdty Sebastidn, Saint Sebastian, 2016, akryl na platne, acrylic on canvas, 160 x140 cm




Svédty Sebastidn, Saint Sebastian, 2000, akryl na platne, acrylic on canvas, 100 X100 cm Svdty Sebastidn, Saint Sebastian, 2016, akryl na platne, acrylic on canvas, 170 x150 cm



Svity Stefan, Saint Stephen, 2014, akryl na platne, acrylic on canvas, 190 x190 cm Svata Terézia z Avily, Saint Teresa of Avila, 2016, akryl na platne, acrylic on canvas, 190 x190 cm



Svaty Tomas§ Akvinsky, Saint Thomas, 2014, akryl na platne, acrylic on canvas, 190 x190 cm Svata Veronika, Saint Veronica, 2006, akryl na platne, acrylic on canvas, 100 x 100 cm
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Par slov k cyklu svdtcov Zora Rusinova

Dorote Sadovskej v jej po¢etnom, dlho rozvijanom cykle obrazov
svatcov nejde o ilustrovanie ndboZenskych pribehov podla Zla-
tej legendy (Legenda aurea) ¢i réznych slovnikov a religiéznych
prametiov, hoci z nich ¢asto ¢erpa. Preto by sme marne hladali
doslovné pretlmocenie ikonografickych vzorcov zndmych z dejin
umenia. Klasické symboly spdjané s mucenim svitcov, ktoré ju
kedysi zaujali, zo svojej tvorby postupne vylucuje a ak ich pouzi-
va, st skor skryté alebo zaml¢ané. Najma v pripade niektorych va-
riantov pri opdtovnom vyobrazeni svdtca zretelne vidiet, Ze ¢oraz
viac redukuje narativnu zlozku pribehu na minimum. Atributy
kIicovych udalosti sa vytracaju v prospech expresivnych gest
avyrazu tvare. Niekedy sa autorka inSpiruje uz existujicim ume-
leckym stvarnenim, alebo si vybera len niektory doteraz nie velmi
znamy ¢i frekventovany detail zo Zivota svitca ¢i svdtice. Napriek
tomu akoby jej krestanska ikonografia umoziiovala ¢oraz viac te-
matizovat skor duchovné aspekty nahého tela nez jeho existen-
cidlne, biologické, rodové ¢i socidlne suvislosti. Pribehy svatcov
v jej podani tak oZivaju v univerzalnejsej rovine, stavaja sa skor
archetypmi ludského spravania. Pre Sadovsku to vSak nezname-
n4a, Ze by ako obete nasilnej smrti ¢i iiCastnici zazrakov nemohli
mat i svoje slabosti (¢asto nazna¢ené drobnou vyznamovou od-
chylkou ¢&i subverziou), ¢o ich priblizuje dne$nému ¢loveku. Na-
priek tomu ostavaji vynimoc¢nymi osobnostami prezentujucimi
nezlomnost charakteru, uslachtilost, obetavost a lasku k ludom ¢i
idealizovanymi garantmi inych pozitivnych hodnét. Bolest a mu-
Cenictvo su sice stale pritomné, ale st ¢oraz viac sublimované do
torzalneho uchopenia tela ako kultdrneho znaku. St vtelené do
velavravného gesta, vyrazu meditativnej uzavretosti ¢i extatické-
ho vytrZenia, alebo naopak, do priamo s divakmi komunikujtce-
ho pohladu.

Postavy cyklu st hieraticky komponované na stred obrazu a fa-
rebne ich zjednocuje monochrémna Ziariva zlta, ktord ich tela
zbavuje fyzickej tiaZe a transcenduje ich do spoloc¢nej asketic-
kej rovnorodosti. Vyznamovym centrom a zakladnym formal-
nym elementom tejto Specifickej ikonografie postav svdtcov
je vSak najmad oval hlavy, ktory je makko valérovo premodelo-
vany svetlom, a tvar, ktord nesie konkrétnu podobu. Sadovska
potlaca nielen telesnost svdtcov a svatic, ale aj ich vek. Svitice
su bez vlasov, ich teld napriek nahote pdsobia skor bezpohlav-
ne. Stieraju sa tak rodové rozdiely, ktoré vo svete duchovnych
fenoménov nie s podstatné. Vic¢sina je zachytend z pohladu
zhora, takZe vertikdly ich postav sa v strmej perspektivnej skrat-
ke vynaraju z prazdnej plochy obrazu. Perspektivnym skratkam
a komplikovanym pézam vSak autorka podrobuje aj figliry svat-
cov {i svdtic zachytenych z ¢elného pohladu, zvyrazilujic zviacsa
ohybné linie skréenych tiel ¢i naopak do priestoru intervenuju-
cich diagonadl a horizontal konc¢atin ako na starych manieristic-
kych ¢ibarokovych freskach. Z postav sa tak vyjavuji zvacsa len
urcité vyznamovo déleZité ¢asti, ktoré podporuji osnovu pribe-
hu alebo to, ¢o sa autorka rozhodla z neho vybrat a symbolicky
nam sprostredkovat.

Galéria Nedbalka Nedbalka Gallery

A Few Words on the Saints cycle Zora Rusinova

Dorota Sadovska has developed her extensive cycle of the saints
for many years. She has drawn inspiration from the Golden
Legend, various dictionaries and religious sources; however,
her aim has not been to illustrate the religious stories. It is
for this reason, therefore, that we would search in vain for
an interpretation of iconographic patterns known from the
history of art. Though originally she was captivated by classical
symbols linked with saints’ martyrdom, in her later works they
were only present in hidden or silent form. Especially in the
case of several variants of the picture, it is clearly visible that
she increasingly reduces the narrative aspect of the story to
the minimum possible extent. The attributes of crucial events
disappear, leaving space for expressive gestures and facial
expression. Sometimes the artist draws inspiration from the
existing works of art, or chooses a lesser-known detail from the
life of the saint. Yet the Christian iconography seems to enable
her to focus on spiritual aspects of a naked body rather than
on its existential, biological, gender or social connections. The
stories of the saints in her interpretation come to life on a more
universal level, becoming archetypes of human behaviour.
But for Sadovska this does not mean that as victims of violent
death or actors of miracles they cannot have weaknesses
(often implied in the form of subversion or a tiny deviation in
the meaning), which brings them closer to present-day man.
Nevertheless, they remain unique personalities representing
the steadfastness of character, nobleness, selflessness and love
for people, or idealised guarantors of other positive values. The
pain and martyrdom are still present; however, they are more
sublimated to fragmentary depiction of the body as a cultural
sign. They are embodied in a multivalent gesture, expression
of meditation or ecstasy, or contrastingly, in a look directly
communicating with viewers.

Figures in the cycle are hieratically placed in the centre of the
picture. The monochrome bright yellow deprives bodies of
gravity, transcending them into a common ascetic homogeneity.
But a central formal element of this specific iconography of
the saints is the oval of their head softly modelled by light,
and the face of a particular person. Sadovska suppresses not
only the corporeality of the saints but also their age. The
female saints are bald, and despite being naked, their bodies
look androgynous. In this way, the gender differences, which
are irrelevant in the world of spiritual phenomena, are wiped
away. Most saints are shown from above, so the verticals of
their figures emerge in steep foreshortening from the empty
surface. The foreshortening and complicated postures are also
applied to the figures of the saints shown from a frontal view.
Here the artist accentuates flexible lines of hunched bodies or
on the contrary, diagonals and horizontals of limbs intervening
in space like inmannerist and Baroque mural paintings. As
a result, the pictures mostly show only certain significant parts,
which support the plot of the story or the passages chosen by
the artist.

Galéria Nedbalka Nedbalka Gallery

Svdta Agata * okolo 225—1 okolo 250

Vo vytvarnom umenti ju spodobovali ako mladd krasnu Zenu. K jej
klasickym atribitom patrili odrezané prsia poloZené na miske ale-
bo muciace nastroje, napriklad néz, noznice, klieste. Sadovsku spa-
ja so sv. Agatou osobny detail — narodila sa v deti jej sviatku, 5. feb-
rudra, azda i preto ju malovala viackrat. Vzdy ide o pohlad zhora,
takZe telo Agaty je redukované len na detail hlavy, ramien a rak,
ktorymi si prikryva prsia. Svética sa diva mimo obraz, vyrovnana
so svojim osudom, niekedy sa dokonca zlahka povznesene usmie-
va. V jednom z variantov jej hornua ¢ast hrude prikryva otvorena
kniha, na ktorej bielom podklade sa ocitaji obe pologule pfs ako
oddelené Casti tela, akoby ich neziiastnene ukazovala divdkovi.

Svita Anna Samotretia 1. storocie

Pod ndzvom sv. Anna Samotretia sa v krestanskej ikonografii ro-
zumie spodobenie troch postav — sv. Anny, jej dcéry Panny Marie
a malého Krista. Vyjav sa spodoboval v socharstve i maliarstve uz
od stredoveku, k najznamej$im kompozicidm patri sv. Anna Sa-
motretia od Leonarda da Vinci. Trojjedinost zobrazenia krestan-
skej ikonografie autorka tentoraz pretavila do idylického obrazu
figurdlne ,zrasteného” uzavretého ovalu troch navzdjom prepo-
jenych tiel. Kompozi¢ny oval vymedzuji paZe starej matky, ktord
v ochrannom geste objima matku s dietatom. Scéna vyjadruje
prirodzent vnutorni komunikaciu $tastnej rodiny.

Svity Anton * 251—1 356

Pokus3enie sv. Antona sa stvarriovalo uz od stredoveku. Diabol sa
mu zjavuje v podobe jednej ¢i viacerych krasnych Zien. Spodobo-
valiich nahé alebo v honosnych rachach, ale vZdy tu nachddzame
aj drobny detail, ktory diabla prezradza, napriklad spod sukne
namiesto néh tr¢ia pazury alebo chvost. V Sadovskej variantoch
zobrazenia svitca ide evidentne o zachytenie gesta obrany pred
pokuSenim. Jeho vzduchom letiaca postava akoby prezradzala boj
s neviditelnou silou: vidime ho padat dolu, pricom si jednou ru-
kou zakryva o¢i, alebo — ako vo variante z roku 2014 — sa na jeho
telo divame z nadhladu v prikrej skratke, pricom sami sa ocitdime
v pozicii pokusitela.

Svita Apoldnia * 2. storo¢ie—t 249

Vo vytvarnom umeni ju stvarriovali ako mladu alebo stard Zenu,
niekedy s ranou na ustach, alebo ako jej trhaji zuby. Zuby patria
k jej zadkladnym atribtitom, drzi ich v rukach, pripadne st v klies-
tach poloZené na miske. Dal$imi atribtitmi st1 kladivo a dlato ako
muciace nastroje. Sadovska zachytila Apoléniu v dvoch varian-
toch s dérazom na hlavu a tvar — svatica si rukami drzi Gsta.

Svita Barbora * 3. storoie—t 306

Ku klasickym atributom Barbory patrila veza. Hoci ju pozname
vréznych obmenach, vzdy mala tri oknd, ktoré symbolizovali Naj-
svatej$iu Trojicu. Aj v jej pripade si Sadovska zvolila pohlad z vys-
ky, akoby sa jej postava vynarala z neur¢itej hibky a vidiet bolo
mozné len tvar s upretym pohladom a mikve gesto rik s tromi
vystretymi prstami.

Dorota Sadovska Anjeliasvdti Angelsand Saints

Saint Agatha *ca225—tca250

In fine art she is represented as a beautiful young woman. Her
classical attributes include breasts on a salver, or the instruments
of her torture: knife, pincers, or shears. Sadovskd is connected
with Saint Agatha through a personal detail: she was born on Saint
Agatha’s feast day of 5 February. Perhaps this is also the reason
why she painted this female saint more than once. Saint Agatha is
always shown from above, so the body is reduced only to a detail of
a head, shoulders and hands covering her breasts. Resigned to her
fate, sometimes even with a slight smile, she is looking out of the
picture. In one of the variants the saint’s chest is covered with an
open book, on whose white pages one can see her breasts.

Saint Anne with Two Others 1 century

In Christian iconography, the term Saint Anne with Two Others
refers to the representation of three figures: Saint Anne, her
daughter the Virgin Mary, and the infant Jesus. In painting and
sculpture the scene has been depicted since the Middle Ages, with
the most famous composition being probably The Virgin and
Child with Saint Anne by Leonardo da Vinci. Sadovska presents
an idyllic picture of three interconnected bodies. The oval
composition is outlined by the grandmother’s arms embracing
Virgin Mary and child. The scene conveys a natural internal
communication of a happy family.

Saint Anthony * 251—1 356

The temptation of Saint Anthony has been represented since
the middle ages. The devil appears to him as a gorgeous woman,
either naked or wearing a sumptuous dress, but always revealing
a tiny detail, which reveals his identity, for instance claws or a tail
sticking out from under the skirt. In Sadovska’s interpretation
there is an evident gesture of defence against temptation. The
saint’s flying figure seems to fight against invisible forces: he
is falling down to earth with a hand covering his eyes, or—like
in the 2014 variant, his body is shown from above in a steep
foreshortening, while the viewers find themselves in the role of
a tempter.

Saint Apollonia * 2" century—t 249

In fine art she is represented as a young or old woman, sometimes
with a wounded mouth, as her teeth were pulled out one by
one with pincers. Her distinguishing attribute is the teeth; she
is holding them in her hand, or in pincers put on a salver. Her
attributes also include instruments of her torture: hammer and
chisel. Sadovska depicted Apollonia in two variants, with the
emphasis put on a head and face—the female saint is covering
her mouth.

Saint Barbara * 3" century—t 306

Her distinguishing attribute is a tower with three windows
standing for the Holy Trinity. Sadovska has chosen the view from
above, so her figure seems to emerge from indefinite depth. One
can only see her face with staring eyes and hands showing three
fingers.
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Svita Cecilia * okolo 200—1 230

Tradiénym atribltom Cecilie st hudobné ndstroje, najma organ.
Na Sadovskej obraze Cecilia ako patrénka hudby a sluchu sedi
a ststredene naciva, a zaroveii akoby si rukami chranila usi pred
nezelanymi zvukmi.

Svity Dionyz 2.—3. storoCie

Stalym atribitom tohto svdtca bola odtatd hlava, ktord drzal v ru-
kéch, alebo ju mal spolu s mitrou poloZend na knihe. Sadovska
jeho postavu zosvetstila a pribliZila ju si¢asnému Zivotu. Jeho
bezhlavé telo, zobrazené opit v strmej priestorovej skratke zhora,
stvarnila vecne a bez patosu, dokonca s urcitou iréniou — hlavu si
pridfza na hrudi, pripadne ju nesie pod pazuchou ako loptu.

Svity FrantiSek z Assisi  * 1181/82—t 1226

Vo vytvarnom umeni ho spodobovali, ako sa modli, ¢asto so
stigmami. Sadovska oprostila jeho pribeh od stigiem a déraz po-
lozila na preduchovnent podstatu svitca, ktory sa tesi zo svojej
Cistej existencie. V oboch variantoch zvyraznila svdtcovu tvar
s pohladom upretym v iZase a o¢akavani dohora a s rukami vy-
stretymi v geste prijimania a radosti.

Svity Gregor *1181/82—t 1226

Sadovska tentoraz obisla svatcov atribiit a uprednostnila ta cast
legendy, ktord sa tyka autorstva gregorianskeho choralu. Tomu
prispoOsobila aj gesto, ktorym akoby naznacovala na jednej strane
nactvanie tonom spevu a na druhej strane aj dirigovanie.

Svity Hieronym * okolo 347—t 419/420

Svitca ¢asto malovali ako ucenca, ktory v cele ¢ita knihy. K jeho
zdkladnym atribuitom patril aj lev, lebo podla legendy mu vytia-
hol tf1i z laby, lev skrotol a z vda¢nosti s nim ostal Zit v klastore
ako domadce zviera. Sadovska vo svojom zobrazeni sv. Hieronyma
tento raz uprednostnila scénické zobrazenie sediacej figtiry s kni-
hou v ruke, ktora akoby divakov vyzyvala, aby poznavali a vzde-
lavali sa.

Svity Jan Krstitel' 1. storodie

Vo vytvarnom umeni ho najcastejSie stvarriovali ako mladého
muza s barankom na rukach. V tomto pripade sa autorka nein-
Spirovala samotnou legendou, ale slavnym obrazom Leonarda
da Vinci, zachytavajiucim sv. Jana Krstitela s tajomnym tsme-
vom Mony Lisy a ukazovakom pravej ruky smerujicim k nebu.
Toto vyrazné gesto symbolicky naznacujice jeho tlohu proroka
a zvestovatela Kristovho prichodu Sadovska uchopila ako univer-
zalne adresné gesto. Svdtec jednou rukou ukazuje na seba, dru-
hou mieri priamo na divaka, ¢im pripomina ideologické gesto
aktivistickej propagandy alebo reklamy.

Svity Jan Nepomucky * okolo 1345—1 1393

Vo vytvarnom umeni patril k jeho atribitom najmd prst na
ustach ako znak ml¢anlivosti a povinnosti zachovat spovedné ta-
jomstvo. Aj Dorota Sadovska vo svojom stvarneni pouZiva tento
jednoznaény ikonograficky atribut.

Galéria Nedbalka Nedbalka Gallery

Saint Cecilia * ca200—t 230

Traditional attributes of Saint Cecilia include musical instruments,
especially the organ. In Sadovska’s painting, Saint Cecilia as a patron
saint of music is sitting and listening carefully, while covering her
ears with her hands to protect them against unwanted sounds.

Saint Denis 2*—3" century

The constant attribute of Saint Denis is a decapitated head; he
is holding it in his hands or it is put on a book together with
a mitre. Sadovska secularised his figure and brought it closer
to current life. His headless body, shown from above in a steep
foreshortening, is depicted objectively, without any pathos, even
with a hint of irony: the saint is holding his head on his chest, or
carrying it under his arm like a ball.

Saint Francis of Assisi * 1181/82—1 1226
Infineartheisrepresented praying, often with stigmata. Sadovska
left out the stigmata, putting emphasis on the spiritual substance
of the saint enjoying his mere existence. In both variants she
highlighted saint’s eyes staring upward in astonishment and
expectation and the hands stretched in a gesture of acceptance
and joy.

Saint Gregory *1181/82—t 1226

Inthis case, Sadovskaleft out the saint’s distinguishing attribute and
gave preference to the part of the legend concerning the authorship
of Gregorian chant. The saint’s gesture can be interpreted as both
concentrated listening to the singing and conducting.

Saint Jerome * ca347—1 419/420

The saint is often represented in his cell, writing and reading. His
distinguishing attribute is a lion. A legend runs that one day, as
he sat within the gates of his monastery, a lion came limping in.
He took a thorn out of his wounded foot, and the lion stayed with
him. In her representation of Saint Jerome the artist preferred the
depiction of a sitting figure with a book in his hand, which seems
to invite viewers to learn new things and educate themselves.

Saint John the Baptist 1% century

In art he is mostly represented as a young man holding a lamb.
Instead of drawing inspiration from the legend, Sadovska was
inspired by a famous painting by Leonardo da Vinciin which Saint
John the Baptist is smiling in an enigmatic manner reminiscent
of Mona Lisa, holding a cross in his left hand while his right hand
points up toward heaven. Sadovskd conveyed this expressive
gesture, referring to his role as a prophet and messenger
proclaiming the arrival of the Messiah, Jesus Christ, as a universal
gesture. With one hand the saint is pointing at himself and with
the other directly at the viewer, resembling an ideological gesture
known from activist propaganda or advertisement.

Saint John Nepomuck *ca1345—1 1393

Infine art he is often represented holding a finger to his lips as the
sign of silence and protection of the secret of the confessional. In
her interpretation, Dorota Sadovska too uses this unambiguous
iconographic attribute.

Galéria Nedbalka Nedbalka Gallery

Svita Janaz Arku  * 1412—1 1431

Spodobovali ju ako mladii dievéinu, nezriedka v zbroji, k jej atri-
bttom patril najma me¢. Sadovska sa obmedzuje len na reduko-
vané zobrazenie mladej Zeny, ktord velavravnym gestom vystretej
paZe naznacuje, €o je potrebné urobit.

Svity Juraj 3. storodie (?)

Vo vytvarnom umeni ho zobrazovali ako bojovnika, k jeho atri-
btitom patrila zlomena kopija, ¢asto leZiaca pri jeho nohdch, ale-
bo me¢. V Sadovskej ispornom, atribitov zbavenom obrazovom
prerozpravani legendy sa sv. Juraj stava symbolickou postavou
univerzalneho bojovnika, ktory do pidste zatatou rukou a pria-
mym pohladom vyzyva k aktivnemu odporu.

Svita Katarina Sienska * 1347—t 1380 (13787)

Sadovska sviticu na rozdiel od svojich star$ich obrazov opat zo-
brazila bez atribatov — lalie a knihy — a obmedzila sa len na vy-
razné symbolické gesto na zemi sediacej, piSucej a ¢itajicej mla-
dej dievciny.

Svita Klara z Assisi  * 1194—1 1253

Sadovska tuto svdticu na rozdiel od pribehu zo Zlatej legendy (Le-
genda aurea) ¢asovo zaktualizovala prostrednictvom vyrazného
gesta. Vychddza z jej novSieho patrocinia, kedZe papez Pius XII
ju v roku 1958 vyhlasil za patrénku televizie. Jej oko, ktoré na nas
hladi z prstami vytvoreného Stvorcového okienka naznacujticeho
obrazovy ramik, z nej robi niekoho, kto pozna vyznam vizuadlnej
informacie a vyberu pohladu.

Svity KriStof 2.—3. storodie (?)

Byva zndzorriovany s dietatom na ramene a niektori si jeho
medailén ako patréna motoristov umiestiiuji do auta. Na Sa-
dovskej obraze je nesené dieta v hravej pozicii, jednou rukou drzi
svatca za ucho a druhou rukou sa natahuje dopredu.

Svita Lucia * 283 — 1304

Spodobovali ju s miskou, ¢astym atribtom boli o¢i. Sadovska ju
zobrazila viackrat, a to ako patronku svetla a vntitorného osviete-
nia, vedomosti. V jej vytvarnom stvarneni vSak presla viacerymi
premenami, od frontalnej symetrickej postavy s Gplne zakrytymi
oCami cez ich postupné odkryvanie aZ po asymetrické expresivne
vychylenie na stranu.

Svdta Margaréta *289—t 304

Zobrazovali ju s drakom a kriZom, ktorym sa pred nim ubranila.
Sadovska nas vo svojom zobrazeni umiestiiuje pred obraz tak,
aby sme zaujali miesto draka, s ktorym sv. Margaréta prave bo-
juje. Aktualizacia témy sa premieta do gesta zndmeho z kurzov
sebaobrany, ktoré znamena ,,STOP“.

Tehotna Madona 1. storolie

Tehotenstvo Panny Marie sa v klasickej ikonografii vyskytovalo
vynimocne — len v stredoveku — a malo symbolicky raz: na ode-
ve Panny Marie bol v oblasti hrude ¢i brucha namalovany oval,
v ktorom umelec zachytil drobnu postavicku este nenarodeného
Krista. Sadovska zachytila Madonu ako obycajnti Zenu, ktorej
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Saint Joan of Axrc * 1412—1 1431

In art she is represented as a young girl, often in armour. Her
distinguishable attribute is a sword. Sadovska depicted her as
a young woman with an outstretched arm pointing towards the
things that need to be done.

Saint George 3" century (?)

In fine art he is often represented as a knight. His distinguishable
attributes include a lance, often broken and lying by his feet, or
a sword. In Sadovska’s minimalistic interpretation of the legend,
free from any attributes, Saint George with a clenched fist, looking
directly at the viewer, becomes a symbolic figure of a universal
warrior calling for an active resistance.

Saint Catherine of Siena * 1347—1 1380 (13787)

In contrast to her older paintings, Sadovska depicted the female
saint without her attributes (a lily and a book), focusing only on
an expressive symbolical gesture of a young girl sitting on the
floor, reading and writing.

Saint Clara of Assisi * 1194—1 1253

Compared to the story in the Golden Legend, Sadovska brought
this saint up to date with a striking gesture. The artist was
inspired by the fact that in 1958, Pope Pius XII designated Saint
Clara as the patron saint of television. Her eye, looking at us
through a frame made of fingers, turns her into someone who
is fully aware of the importance of visual information and
selection of perspective.

Saint Christopher 2"—3" centuries (?)

He is represented carrying a child on his shoulders. Being
a patron saint of safe travel, people often place his locket in their
cars. In Sadovska’s painting he is carrying a playful child who is
holding on his ear with one hand, whilst reaching up the other.

Saint Lucy * 283—1t 304

Her distinguishing attribute is the eyes on a salver. Sadovska
depicted her several times as a patron saint of light and inner
enlightenment, knowledge. In her representation, however,
the female saint has undergone several transformations, from
a frontal symmetric figure with covered eyes, to an asymmetric
expressive turning away to the side.

Saint Margaret * 289—1t 304

She is represented treading on a dragon, with the cross in her
hand. Sadovska places the viewer in front of the scene, in the
place of the dragon, which Saint Margaret is just fighting. The
updated theme has also been reflected in a gesture known from
self-defence courses, meaning “STOP".

Pregnant Virgin Mary 1% century

In classical iconography, the pregnancy of the Virgin Mary
occurs rather exceptionally and only in the medieval period.
The depiction is purely symbolical: on the Virgin's dress, over
the chest and stomach, one can see an oval in which the artist
depicted a tiny figure of the unborn Jesus. Sadovska shows the
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poZehnany stav moézeme len tusit vdaka rukam spocivajiicim na
bruchu. Déraz je tak poloZeny skor na tehotenstvo ako obdobie
trpezlivého o¢akavania nez na archetypalny symbol matky a die-
tata.

Maria Magdaléna 1. storodie

Z motivov zo Zivota Marie Magdalény si Sadovskd vybrala jej
neskorSie oplakdvanie predo$lého spdsobu Zivota. Otvorené
Gsta vykrivené prstom mozZu vzdialene pripominat zndme
provokativne sexudlne gesto z komerénych fotografii modeliek.
Korpulentnej postave Sadovskej Marie Magdalény dominuje aj
dalsi znak Zenstva — prsia. Zakryté o¢i anonymizuji zobrazend.

Svita Monika *331—1 387

Svdty Augustin v knihe Vyznania opisuje svoju matku Moniku
slovami ,¢istd, zbozna, rozvazna“. Pochddzala z krestanskej rodi-
ny v severnej Afrike a dlhé roky sa usilovala, aby jej muz aj deti Zili
krestanskym Zivotom. Sv. Augustin podlahol heréze, manichej-
skému bludu a ona modlitbou, ,pla¢om a vzdychanim* prosila
Boha o jeho obrétenie. Jej prosby boli vysly$ané, ked sa dal v jej
pritomnosti v Milane pokrstit sv. Ambrézovi. V Sadovskej stvar-
neni Monika ako schilena dievCenska postava stelesiiuje intro-
vertné gesto ocakdvania a prosby.

Svity Peter 1. storolie
Svaty Peter je zachyteny so svojim najznamej$im atribitom —
kIi¢om, ktorym veriacim symbolicky otvara nebeskt branu.

Svity Sebastian

Objavoval sa najmd v umeni talianskej renesancie — jeho stalym
atribitom bol §ip, respektive $ipy spaté s jeho mucenim. V Sadov-
skej strmom, manieristickd skratku evokujicom perspektivnom
zobrazeni zhora sa Sebastianovo telo s pozapichovanymi $ipmi
meni na emblematicky, ornament pripominajici znak, respekti-
ve bod s lacovito rozloZenymi liniami.

Svity Stefan 1. storotie

Vo vytvarnom umeni ¢asto spodobovali jeho mucenicku smrt —
ukameriovanie, najma ako kla¢i a modli sa, zatial ¢o katani do
neho hadZzu kamene. Sadovska zachytila sviatcovu podobu z pria-
meho pohladu, pricom jeho telo je symbolicky stocené do klbka
v obrannej pozicii.

Galéria Nedbalka Nedbalka Gallery

Virgin Mary as an ordinary woman whose delicate condition can
only be suspected through the hands put on the belly. Here the
emphasis is put on pregnancy as a period of patient expectation
rather than on an archetypal symbol of mother and child.

Mary Magdalene 1 century

With respect to the motifs from the life of Mary Magdalene,
Sadovska has chosen her repentance for her former way of life.
Fingers in a half-open mouth can remotely resemble a provocative
sexual gesture of models known from commercial advertising
photographs. The corpulent figure of Mary Magdalene is
dominated by another symbol of femininity—the breasts. With
the hand covering her eyes, the figure keeps her anonymity.

Saint Monica *331—1 387

In his Confessions, Saint Augustine describes his mother Monica
as “chaste, pious, and sober”. She came from a Christian family
in northern Africa, and she was most anxious to bring up her
husband and children in her faith. Saint Augustine, however,
was attracted to Manichaeism, a Christian heresy. His mother
was praying with tears for his conversion. Finally her prayers
were answered and Augustine received baptism at the hands of
Saint Ambrose in Milan. Sadovska depicted Saint Monica with an
introverted gesture of expectation and pleading.

Saint Peter 1% century
Saint Peter is represented with his best known attribute: the keys
of the kingdom of heaven.

Saint Sebastian Saint Sebastian was often represented mainly
in the art of the Italian Renaissance. His permanent attribute
is an arrow, or arrows linked with his martyrdom. Sadovska
depicted him from a radical bird’s eye view evoking a mannerist
foreshortening. The saint’s body, covered with arrows, turns into
an emblematic ornament suggesting a symbol, or a point with
radiating lines.

Saint Stephen 1% century

The martyrdom of Saint Stephen is a frequent subject in the
history of fine art. Most paintings show him kneeling in prayer,
while his executioners throw stones at him. Sadovska depicted
his face in full frontal view, while his body is symbolically curled
up in a ball.

Galéria Nedbalka Nedbalka Gallery

Svita Terézia z Avily * 1515—t 1582

Pomerne populdrnu postavu sv. Terézie z Avily Sadovska prevzala
zo slavneho barokového stisosia Lorenza Berniniho Extdza sv. Te-
rézie. Vyjav vSak zbavila patosu nabozZenského mystéria — bozsky
14¢ jej uz srdce neprebodava. V zredukovanom prepise scény,
vzdialenom barokovej dekorativnosti a vzneSenosti, hladime na
7Zenu s mierne zaklonenou hlavou, ktord, kla¢iac na kolendach,
s vystretou rukou preziva extazu v ofakdvani nie¢oho neznd-
meho.

Svity Tomas Akvinsky * okolo 1225—t 1274

V umeni ho zobrazovali s mnohymi atribtitmi, napriklad so Zia-
riacou hviezdou na prsiach, so slnkom, respektive drahokamom
ako znakmi osvietenia. V Sadovskej stvarneni je to predovietkym
osvieteny muz, ktory sa na divdka usmieva, akoby naznacoval, zZe
sa tesi z vedomosti, ale cudzia mu nie je ani radost zo Zivota.

Svita Veronika 1. storolie

Sadovskd pouZzila vo svojom stvarneni Veroniky jej stdly atri-
but — rtsku. Svdtica s pohladom upretym na divaka ju ukazuje,
akoby len ona sama poznala tajomstvo, ktoré tento biely kus latky
v jej rukach ukryva.
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Saint Theresa of Avila * 1515—1 1582

Sadovska adopted a popular figure of Saint Theresa of Avila
from a famous Baroque sculpture Ecstasy of Saint Theresa by
Lorenzo Bernini. But she removed the pathos of religious mystery
from the scene; here the saint’s heart is not pierced with the ray of
divine love. In a reduced description of the scene, removed from
Baroque decorativeness and grandeur, one can see a woman with
a head slightly tilted back who, kneeling down, experiences the
ecstasy of expecting something unknown.

Saint Thomas Aquinas * ca1225—t 1274

In art he is represented with many attributes, such as a shining
star on his breast, sun or a gem as the symbols of enlightenment.
Sadovskd depicted him as an enlightened man whose smile
seems to indicate that he takes pleasure in knowledge; however,
the zest for life is not alien to him either.

Saint Veronica 1% century

Sadovska depicted Saint Veronica with her permanent attribute,
which is a veil. The female saint looking at a viewer with staring
eyes shows the veil, as if she was the only one who knows the
mystery hidden in this white piece of cloth in her hands.
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Sviati Lucia Mikloskova

Cyklus ,svdtych” mbzeme v ramci tvorby Doroty Sadovskej (1973)
povaZzovat za emblematické dielo. Nie preto, Ze by svojimi kvalita-
mi vyrazne prevySovalo ostatné, neskor vytvorené prace, napri-
klad Parazity (od roku 1998), Korporality (od roku 1998), Portréty
(od roku 2000) a pod., ale preto, Ze ho pokojne méZeme oznadit
ako zastupné dielo v debate o malbe, jej ,navrate” a ,,znovuoZzive-
ni“ rezonujicej na domacej scéne v polovici devatdesiatych ro-
kov minulého storocia.

Sadovska sa témou martyrif zacala® zaoberat uz pocas studia na
Vysokej §kole vytvarnych umeni v Bratislave, ktoré absolvovala
v rokoch 1991—1997 (kon¢ila v ateliéri prof. R. Sikoru). Zavereé-
nou pracou jej bakalarskeho Stidia bola realizicia stropnej ma-
liarskej kompozicie Nebo v kaplnke klastora jezuitov v Bratislave.
Uz v tejto figurdlnej kompozicii je zrejmé viac nez nekonvenéné
portiatie religiézneho nametu situovaného priamo v sakralnom
priestore. Je prirodzené (aj ofakdvané), Ze Studenti a Studentky
sa pocas Studia uberaju réznymi klukatymi cestami, na zdklade
ktorych potom sledujeme ich autorsky vyvoj, hladanie osobného
rukopisu a smer uvazovania v danom médiu. Preto prekvapuje
nasadenie mladej autorky, lahkost (alebo skér ,tempo“) a suve-
rénnost jej snaZenia, ktoré (priam aZ priamociaro) vyustilo do na-
tolko koncep¢ného — formalne a obsahovo koherentného — a vo
svojom vyraze posobivého vysledku. Vyzerd to dokonca, akoby
mala vopred premysleny maliarsky experiment, pre ktory uz len
hladala adekvatne uchopenie v téme.

Dorota Sadovska vsttipila na umeleckd scénu s autorskym progra-
mom, ktory bol v tom ¢ase nanajvys odvazny. UZ len zaujem o kla-
sické médium malby vyvolaval u mnohych teoretikov a teoreticiek
umenia isté vzruSenie (¢i vyruSenie?). Ako uviddza Jana GerZova
v katalégu Stvrtej vyrocnej vystavy SCCA:, Dorota sa cielene, s plnym
vedomim mozZnych rizik rozhodla pre klasickii malbu a tento zdanlivy
konzervativizmus akoby eSte umocnila preferenciou tradi¢ného zdves-
ného obrazu, a predovsetkym koncentrdciou na figurdlnu malbu.“? Pre
malbu sa rozhodla v Case, ked jej mnohi teoretici skladali epilégy
a povazovali ju za neaktudlne médium, ktoré nie je schopné obstat
v konkurencii novej obraznosti digitalnych médii. Z dne$ného po-
hladu uZ vieme povedat, Ze koncom devatdesiatych rokov docha-
dza k zvlaStnemu obratu v ramci malby a jej postavenia na vizual-
nej scéne. Za jeden z faktorov jeho nastartovania mézeme oznacit
aj nastup novej generacie mladych umelcov, ktorad sa od predoslej
odliSovala tym, Ze svoje vysokoskolské Stidium absolvovala v
prostredi slobodnej kreativity s moZnostou priamej konfrontacie
s aktudlnym dianim na zahrani¢nych umeleckych scénach (nova
az ohromna dostupnost informacii — skrz literatiru, neskor inter-
net, absolvovanim zahrani¢nych staZi alebo prihlasovanim sa do
medzinarodnych sutazi).? Za tivod k rehabilitacii debaty o obraze
sticasnej malby teda mézeme povazovat usporiadanie niekolkych
vystav so zameranim na maliarske médium, ktoré boli predzvestou
obnoveného zaujmu o malbu, akcelerujiiceho v takzvanych nul-
tych rokoch.* Délezité je pre nds zmienit, ze Sadovska bola si¢astou
tohto diania, dokonca sa da povedat, Ze stala priamo v jeho centre.’

Galéria Nedbalka Nedbalka Gallery

The Saints Lucia Miklo3kova

Within the body of work of Dorota Sadovska (1973), the cycle of
“the saints” can be called an emblematic work. While its quality
may not be significantly higher than that of the works from
a later period, such as Parasites 1998, Corporeality 1998, Portraits
2000, etc., but because it can be easily considered representative
in the discussion about painting, its “comeback” and “revival”,
which resonating on the Slovak art scene in the mid-1990s.

Sadovska started dealing with the subject of martyrdom*
during her studies at the Academy of Fine Arts in Bratislava
(1991—1997). She graduated from the studio of Prof. R. Sikora.
For her bachelor’s thesis she executed a ceiling painting Heaven
in a chapel of the Jesuit monastery in Bratislava. In this figural
composition there is, to put it mildly, an unconventional
interpretation of the religious subject, situated directly in the
sacral space. Itis natural (and expected) that during their studies
students examine various fields and areas, based on which it
is later possible to trace their artistic development, search for
an individual style and the way of thinking in the particular
medium. For this reason the enthusiasm of a young artist, the
easiness (or rather “pace”) and assurance of her efforts, which
(almost straightforwardly) lead to such a conceptual, coherent
(in terms of form and content) and impressive result, is very
surprising. It almost seems as if she had preconceived a painterly
experiment and subsequently only searched for its adequate
interpretation.

Dorota Sadovskd entered the art scene with a very daring
artistic programme. Her interest in the classical medium of
painting provoked certain level of excitement, even disturbance
among the art theorists. As Jana Gerzova put it in the
catalogue to the Fourth Annual Exhibition of SCCA Slovakia:
“Dorota has purposefully, with full awareness of possible
risks, opted for a classical painting. She even enhanced this
seeming conservatism by choosing the traditional picture and
concentrating on figural painting.”? She chose this art form
at a time when many art theorists were writing its epilogues,
regarding it as an obsolete medium unable to rival the new
imagery of digital media. With the benefit of hindsight one
can say that towards the end of the 1990s the status of painting
on the art scene saw a strange turnaround. Among the crucial
factors was the emergence of a new generation of artists who,
unlike their predecessors, studied in the environment of free
creativity with the possibility of direct confrontation with the
international art scene (various sources of information, studies
abroad, international competitions).? The introduction to the
restoration of debate about the picture can be identified in a few
exhibitions focused on the medium of painting, which heralded
the renewed interest in painting, accelerating in the so-called
zero years.* Dorota Sadovska not only took an active part in
these events, but she even stood in the very centre.>

Galéria Nedbalka Nedbalka Gallery

Vy$sie uvedeny citat zndmej slovenskej teoreticky umenia uvadza
paradox, ked hovori o konzervativizme malby, ktory je pritomny,
ale len naoko. Uvazovaniu Doroty Sadovskej je vlastnd smelost,
¢i skor provokativnost, ktora jej dovoluje (alebo skor ju ntti) sta-
vat sa proti zauzivanym konvenciam, proti v§etkému, ¢o sa prave
Lnosi* ¢o sa smie, ¢o je dovolené. Ako sama hovori: ,,Programovo
nemdm rada, ked niekto tvrdi, Ze vument je v§etko mozné. Nasilu a nie-
kedy aZ samovraZedne skiiSam, ¢o mozné nie je. (...) Pri obhajobe pe-
dagdgovia pochopili, Ze je to provokdcia.“® Tato ¢rta sa do autorkinej
tvorby pretavuje ako vzbura, subverzivna ¢innost gradujtca veci
aznahranicu iinosnosti. V- malbe sa prejavuje v podobe prekraco-
vania jej vlastnych (tradiciou stanovenych) hranic a vymedzova-
nia novych moZnosti. Vyber média malby (ako tradi¢né médium,
ktorého dejiny sa datuji od pociatkov dejin umenia vobec), ako
aj témy a figurdlneho nametu mézZeme oznacit za konzervativnu
volbu. Co v8ak provokuje je (nové) uvazovanie o malbe, téme a jej
zobrazeni, teda vystavba obraznosti. Je to (iné) myslenie v (alebo
o) obraze.

I ked sa mozZe zdat, Ze Sadovska sa volbou klasického média situo-
vala do opozicie vodi inStalacii, videu ¢i inym takzvanym neokon-
ceptudlnym médidm, nie je to celkom tak. Cyklus svatcov, ktory
je vyustenim jej snaZenia, je zostaveny z malieb, no zdroveil pre-
stupuje ich tradi¢ny ram(ec). Uz $tudentské prace mladej autor-
ky naznadili inklindciu k takej malbe, ktorej fyzické kontary st
znejasnené, kontaminované, respektive KONFRONTOVANE vstu-
pom (do) inych ,realit“.” Prvé maliarske experimenty — zaloZené
na spajani malby a fotografie, ked je realita (mal'ba) formou fo-
tografického obrazu dokumentovana aj inscenovana (do nového
obrazového celku) zaroveii — st tsilim o POSUN, v ktorom mal-
ba prestava byt ,len“ malbou.® Medialna inklizia (inymi slovami
hybridizacia) je charakteristickou ¢rtou tvorby Doroty Sadovskej.
Malba je tu definovana cez permanentné stdvanie sa nie¢im inym?®
anadobuda performativny charakter.

Sadovska je intermedidlna umelkyria a aj s malbou pracuje ako
postmoderny brikolér. Siahne po nej vtedy, ked sa jej ,hodi" ako
najvhodnej$i nastroj na formulovanie myslienky. Malba je pre
iiu ,len” jednym z moznych jazykov vytvarného vyjadrenia. Na-
prie touto (inter)medidlnou slobodu autorka tzemia jedného
média nart$a vstupom jemu (pévodne) nie vlastnych prvkov.®
Takto aj malby svdtcov postiva na dal§iu tiroverl v momente, ked
im odnima klasickt formu zdvesného obrazu, oslobodzuje ich od
povrchu steny a sklada z nich priestorové instalacie. Zoskupe-
nim malieb do réznych celkov roz§iruje ich pévodny priestorovy
ramec takpovediac do fyzického priestoru divéka, ktory sa stava
integralnou sucastou diela. Predel medzi ,vonkajskom* a ,vnut-
rajSkom” malby zanik4, strdca sa v okolitom priestore.

Sadovska pracuje s priestorom vyznamotvorne aj vo vnutornej
obrazovej ploche. Figliry svdtcov, ktoré st umiestnené v bezpri-
znakovom abstraktnom priestore, interpretuje z netypickej vtacej
perspektivy. Obraznostou malieb odkazuje k virtualite pocitaco-
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As mentioned above, in the artist’s painting conservatism
is present only pro forma. Dorota Sadovskd’s thinking is
characterised by courage or provocativeness, which allows
(or rather urges) her to kick against the conventions, against
everything that is “IN”, that is allowed. As she put it: “I really do
notlike the assertion thatin art everything is possible. Sometimes
itis like a art suicide, but I force myself to try what is impossible.
(...) During my thesis defence, my pedagogues understood that it
was a provocation.”® This trait is manifested in the artist’s work
as a revolt, subversive activity escalating things up to breaking
point. In painting it is evident in the form of transcending the
limits (set by the traditions) and defining new possibilities. The
selection of painting (as a traditional medium whose history
dates back to the beginning of art history itself), the theme and
the figural subject can be called conservative choices. What is
provoking is the (new) thinking about painting, theme, and its
representation, i.e. the construction of imagery. It is a (different)
thinking in (or about) the image.

Although it may seem that by choosing the classical medium
Sadovska opposed the installation, video, or so-called neo-
-conceptual media, this is not quite true. The cycle of the saints,
which je the final result of her efforts, comprises paintings and
at the same time goes beyond its traditional framework. Already
the student works of the young artist indicated an inclination
towards painting with physical contours, which are blurred,
contaminated, or CONFRONTED by entering other “realities.””
The first artistic experiments based on connecting painting
and photography, when the reality (painting) is documented
and staged (into a new picture) in the form of a photographic
image, represent an effort at a SHIFT, where the painting stops
being a “mere” painting.® Media inclusion (in other words,
hybridisation) is a key trait of Sadovskd's oeuvre. Here the
painting is defined by permanently becoming something else®
and receives the character of performance.

Sadovska is an intermedia artist. She is working with painting in
the manner of a postmodern “bricoleur”. She chooses painting
when it is most suitable to formulate her idea. For her, painting
is “only” one of many possible languages of art. The artist violates
the (inter)media freedom of the single medium by introducing
foreign elements.” She frees the paintings of the saints from wall
surfaces, combinestheminto spatialinstallations,and thus moves
them to another level. By creating different groups of paintings
she extends their original spatial framework to, so to speak, the
physical space of the viewer, who becomes an integral part of the
work. The dividing line between “exterior” and “interior” of the
painting vanishes, disappears in the surrounding space.

Sadovska employs space as a significant element also in the inner
picture surface. Placed in unmarked abstract space, the figures of
saints are depicted from an atypical bird's eye view. The imagery
of paintings refers to the virtual space of PC video games and
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vych videohier a digitdlnych médii. Ako vychodisko jej vzdy sluzi
fotografia. Ta tu (uZ) nie je identifikovatelnd vo svojej materiali-
te," ale je vpisana priamo vo vnutri malby, ako optika zaostrenia
na skutoc¢nost. Zora Rusinova o Sadovskej stratégii hovori: , Foto-
grafia jej slizi nielen ako samostatné médium vyjadrenia, ale optika
kinematografického zameriavania — vyber uhla, ramovanie vyseku,
fokus — predstavuje zvycajne vychodisko aj pre malbu. UmoZriuje jej
rieSit'vytvarné problémy sui generis, napriklad ststredenie sa na urci-
ty vysek priestoru, perspektivne skratky, nasvietenie, intenzitu tieriov
a farebnych polténov.“*

Interpretacia figliry zo strmého nadhladu deformuje jej telo do
zvlastnej perspektivnej skratky. Sadovska tento ,zaber” vyuziva
tak, Ze telesné zobrazenie svdtca redukuje na akysi telesny or-
nament.”® Rokmi autorka dospieva k ¢oraz va¢$iemu uvolneniu
sa od ikonografického programu vyzdvihujiceho obet na ceste
k svdtosti a postavy zacina oduSevilovat Zivotnostou, psycholo-
gizovat ich, a tym poludStovat. Protagonisti neskorsich obrazov
uZ nevypovedaju o tom, ako sa stali svitymi, ale naopak, ako boli
pozemskymi (teda hrie$nymi aj vahajicimi) bytostami. Ttto ten-
denciu v autorskom vyvoji naplno rozvija v cykle Anjeli*, ktory
vytvarnym rieSenim vychdadza z cyklu svdtcov.

Figurdlne prevedenie realizované v monochromatickej farebnej
§kale vizualne dematerializuje fyzicka podstatu bytia svdtca a po-
stva ju do metafyzickych rovin. Postavy na jednotlivych obrazoch
st vZdy nahé, vyzleené az na kozu. Ich nahota napliia dielo ne-
vinne intimnym vyznenim. Claudia Bentien sa zmietiuje, Ze neza-
krytd koZa nie je len erotickym povrchom, ale tieZ bezbrannym stavom
bytia v najzdkladnejej forme, a len ldska je v pozicii, ktord dovoluje
odhalit’sa.”> ObnaZenost postav vypoveda o tele ako o ludskej pod-
mienke, v ktorej je triumf ducha nad telom (doasnym a zranitel-
nym) odmeneny svitostou. Zaroveil ndm asociuje miesto, kde je
prirodzené byt nahym.

Na maximum redukované vytvarne rieSenie okolitého priestoro-
vého pola, vktorom je postava umiestnend, posiliiuje iltiziu hibky.
Ak tu na jednej strane stoji ,pozemské” a ,telesné” stvarnené
postavou martyra, na druhej strane je tu sticasne pritomny vy-
raz ,nadpozemského” a ,duchovného” budovany posunom (vo
forme abstrahovania) reality.’® Celkové mystické vyznenie pod-
poruje forma instalovania malieb, geometricky zhromazdenych,
visiacich zo stropu, akoby levitujtcich v priestore. Ilizia vnitor-
ného obrazového pola je tak dopovedana vonkajs$im fyzickym
okolim, ktoré jej pridava eSte plastickejsi vyraz a posiliiuje jej vir-
tudlny rozmer. Divak sa ako sti¢ast okolitého priestoru stava cen-
trdlnym elementom inStaldcie. NaruSenim klasickej inStala¢nej
schémy dielo divaka priamo vyzyva k dialégu, k urcitej aktivite,
v ktorej je nateny sa mu fyzicky prispdsobit (napriklad zaklonit
hlavu). Vnimanie netradi¢ne in§talovanych malieb na chvilu na-
risa recipientov vonkajsi svet, vytvarajuc psychologickt ilaziu
nadobudnutia odli$nej pozicie v priestore. Sadovska zmiefiuje:
«Pri obrazovych instaldcidch ma zaujimaji hranice mozZnosti sa-
motného obrazu: ked obraz prestdva byt sucastou steny a vychddza
do priestoru, spoluvytvdra ho nielen namalovanou priestorovou ild-
ziou, ale aj svojou samotnou hmotou. Byt odrazu doslovne v obraze,
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digital media. But her starting point is always a photograph. Here
it is not identifiable in its materiality® but is inscribed directly
inside painting. Zora Rusinova characterises Sadovskad’s strategy
as follows: “Photography for her is not only a separate medium
of expression. Rather, the optic of cinematoscopic targeting —
selection of the angle, framing of the section, focus — represents
her usual point of departure even in painting. It enables her to
solve artistic problems sui generis, for example concentration on
a certain section of space, foreshortening, lighting, intensity of
shadows, and colour halftones.”*?

The depiction of a figure from aradical bird’s eye view deforms the
body into a strange foreshortening. Sadovska uses this “shot” to
reduce the depiction of the saintinto akind ofabodily ornament.”
Over the years, the artist has gradually relaxed the iconographic
programme putting emphasis on the victim heading towards
sainthood, and started to psychologise and humanise the figures.
The protagonists of her later works do not represent thei journey
towards sainthood, rather on the contrary, they give evidence of
their earthly (sinful and hesitating) existence. This tendency in
the artist’'s development has been fully developed in the cycle
Angels %, which was based on the cycle of the saints.

Figural compositions in monochrome colours dematerialise
the physical substance of the saint’s existence, moving it to
metaphysical levels. The figures are always naked, their nakedness
imbuetheworkwithinnocentintimacy. Claudia Bentienwritesthat
uncovered skin is not only an erotic surface but also s defenceless
state of being in its most elemental form, and only love is in the
position to let itself be exposed.” The bareness of figures refers
to the body as a human condition in which the triumph of spirit
over the body (temporary and vulnerable) is rewarded by holiness.
It also evokes the place where it is natural to be naked.

The figure is placed in the surrounding space reduced to the
maximum possible extent, which enhances the illusion of depth. If
on one hand there is the “earthly” and the “corporeal” represented
by the figure of a martyr, on the other hand there is also the
expression of the “unearthly” and the “spiritual” constructed by
the shift (in the form of generalisation) of reality.’® The form of the
installation is also supported by the general mystical impression —
paintings are hanging from the ceiling, as if levitating in space.
The illusion of inner picture place is completed with the external
physical environment, which increases the impression of three-
-dimensionality and enhances the virtual dimension. A viewer
as a part of the surrounding space becomes a central element of
the installation. By violating the classical schema of installation,
the work directly invites the viewer to a dialogue, to certain
activity within which he/she is forced to adjust physically (for
instance, to lean backward). For a brief moment, the perception of
untraditionally installed paintings disturbs the recipient’s external
world by creating an illusion of changed position in space. As the
artist put it: “In picture installations I am interested in the limits of
possibilities of the picture itself: when a picture stops being a part of
the wall, and enters the space, it is co-created by not only a painted
spatial illusion but also by its own actual substance. Suddenly it
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obrazoch. Obraz v priestore sa stdva zranitelnej$im, krehkejsim. Sta-
(i prejst’ okolo a obrazy na nitiach sa za¢nu lahko chviet, dychat.“
Dielo nie je priamo zaloZené na fyzickej participacii divdka, no
isté interaktivne kvality, vlastné predovSetkym novym médidm,
viiom predsa len nachddzame. Sadovska dokonca uvazuje o tom,
Ze divdk sa v malbe inStalovanej priamo nad jeho hlavou méze
akoby ,zrkadlit“.

Cyklus svatych moézeme povaZovat za autorkin nanajvys razantny
vstup na domdcu, ako aj medzindrodnd umeleckt scénu. Prvy-
krat nim predostrela svoj umelecky program zaloZeny na otdz-
kach tela a r6znych aspektoch telesnosti, ktory rozvija dodnes.

Poznamky

1. Prvykrat uZvroku 1992 prostrednictvom performancie Martyrium
alebo Zlty valec. Pozri SADO VSKA 1, 2005, s. 2, 5. 78—79.

2. GERZOVA, Jana: 60/90. IV. vyroénd vystava SCCA Slovensko. Katalog
vystavy. Bratislava: SCCA, 1997, s. 50.

3. Dorota Sadovska v roku 1993 absolvovala staZ na Stétnej akadémii vy-
tvarnych umeni v Stuttgarte a na Gerrit Rietvald Academie v Amster-
dame, v nasledujicom roku na Univerzite pre cudzincov v Perugii.

V rokoch 1997—1999 §tudovala na Ecole Nationale des Beaux Arts

v Dijone, kde ziskala diplom DNSEP. Po¢as doktorandského 3tidia
(2001) na Vysokej $kole vytvarnych umeni v Bratislave absolvovala
Studijny pobyt na Kralovskej akadémii vytvarnych umeni v Bruseli.
Ako uviedla v rozhovore s Janou GerZovou: ,,V devitdesiatych rokoch,
eSte pocas Skoly som bola na Stipendijnom pobyte v nemeckom Stuttgarte
a myslim si, Ze tento pobyt bol dost ur¢ujuci. (...) Vybojovali sme si nie-
kolkodriové Stipendijné cesty do Karlsruhe, Mnichova a Berlina a spolu
sme sa zameriavali len na sti¢asné umenie. Sledovala som galerijny Zivot
a zdalo sa mi, Ze v tom ¢ase bolo nemecké umenie presytené abstrakciou.
To bol jeden z impulzov. Uvedomila som si, Ze tadial cesta nevedie, Ze je to
slepd uli¢ka.“ Bliz$ie pozri GERZOVA, Jana: Rozhovory o malbe. Pohlad
na slovenski malbu prostrednictvom ordlnej histérie. Bratislava: Slovart,
Vysoka 8kola vytvarnych umeni, 2009, s. 344.

4. Vystava Sest stéasnych slovenskych maliarov (kurator V. Beskid),
Mfuzeum Vojtecha Lofflera, KoSice, 1998 (zastiipeni autori: M. Bala-
zova, L. Csudai, B. Hostiflak, D. Sadovsk4, A. Szentpétery, R. Urbasek);
Kazdy o niefom inom (kuratorka Z. Rusinova), Slovenska narodna
galéria, Bratislava, 2000 (zastipeni autori: B. Hostiflak, D. Meluzin,
D. Sadovska). BliZsie pozri GERZOVA, Jana: Mal'ba v kontextoch,
kontexty malby (ivod do problematiky). In GERZOVA, Jana (ed.):
Malba v kontextoch/Kontexty malby. Zbornik z ¢esko-slovenského sympé-
zia venovaného problémom sticasnej malby. Bratislava: Slovart, Vysoka
$kola vytvarnych ument, 2013, s. 8—24.

5. Vyznam vstupu mladej autorky na umeleckt scénu spravne predpo-
kladala Zora Rusinova, ked sa rozhodla zaradit na velki vystavu De-
jiny slovenského vytvarného umenia — 20. storocie aj jej priestorovi
in§talaciu V Zltej krabici (1999) zostavent z piatich malieb. Z pévodne
zamyslanej podoby instalovania (ktord je uvedena aj v sprievodnej
publikacii k vystave) viak nakoniec zi§lo a na vystave bol pritomny
len obraz Svitd Lucia. Zaujimavostou je aj to, Ze o desat rokov neskor
bolo takmer identické dielo — priestorova obrazové instal4cia Zlty
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is literally in the picture, pictures. The picture in space becomes
more vulnerable, more fragile. One passes by and the pictures
hanging on threads start trembling, breathing.”” The work is not
directly based on the viewer’s participation, yet one can find there
some interactive qualities, mainly associated with the new media.
Sadovska even considers the possibility that the viewer may be
“reflected” in the painting hung above his head.

The cycle of the saints can be considered the artist’s resolute
entrance to the local and international art scene. That was when
she first presented her artistic programme based on the issues
of the body and various aspects of corporality, which she has
developed ever since.
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in Stuttgart and at the Gerrit Rietvald Academie in Amsterdam, and
the following year she continued her studies at the University for
Foreigner in Perugia. In the period 0f 1997—1999 she studied at the
Ecole Nationale des Beaux Arts in Dijon, where she received National
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10.

priestor — st¢astou vystavy Nulté roky — od Priestoru po Beskida,
Slovenské vytvarné umenie 1999 —2011 v Styroch kuratorskych po-
hladoch (koncepcia Juraj Carny, Gabriela Garlatyova, Richard Gregor,
Mira Sikorova-PutiSova), ktora reflektovala vizualne dianie v prvom
desatroci dvadsiateho prvého storocia.

GERZOVA, Jana: Rozhovory o malbe. Pohlad na slovenski malbu pros-
trednictvom ordlnej histérie. Bratislava: Slovart, Vysoka Skola vytvar-
nych umeni, 20009, s. 346.

Verejnosti menej zname prace ako Stvorlistok (1994), Panna (1994),
Tri muZské nohy (1994). BliZ$ie pozri ZIté nebo a iné /Yellow Heaven and
Others. Katalég vystavy. Texty: Maria Hlavajova, Ivan Jancar, Petra
Handkova, Alena Vrbanov4, Jifi Oli¢. Bratislava 1995. Autorka v nich
skiima jazyk malby a fotografie vo vztahu ku skuto¢nosti, pricom
priese¢nik medzi nimi buduje na vyraze ILUZIE. Konfrontaciou mal-
by a fotografie, dvoch odli$nych zapisov skutoc¢nosti, otvara otazku
povahy videnia. Zaroveri poukazuje na jedine¢nost koexistencie
oboch zapisov, pri ktorych je zbyto¢né uvazovat o konkurencii v zo-
brazeni reality. Kazda takdto snaha vidy poukazuje na ¢osi ,navyse®,
¢oje ,nepreloZitelné” a definuje podstatu daného jazyka. Dodajme
este, Ze ked hovorime o malbe, , ktord je konfrontovana“ inym mé-
diom, znamend to, Ze je zdroveii rovnako konfrontovana aj sama so
sebou. Spominané subverzivne uvaZovanie autorky sa tak prejavuje aj
ako hladanie odpovede na otazku ,co je to malba?*

Fotografie zobrazuju postavu, ktora drzi v rukdch mal'bu istého te-
lesného fragmentu. Telo na malbe je za hranicami jej ramu plynulo
dopovedané telom fyzickej postavy.

Stat na hranici znamend byt na prahu, na mieste, kde sa stretavaji dva
regiény a platia (nové) ,zmieSané“ pravidla. Sadovska uvazuje takto:
»Medzi' je ako tazky predmet balansujtici na svojom taZisku. Ani tak, ani
tak. Vzrusujice. ,Medzi‘ dokdZe byt'iritujiice, a zdroveri prehliadané prdve
pre svoju cielenti nezaradenost a nezaraditelnost. (...) To, o ma fascinuje, je
Cisté napdtie vychddzajiice prdve z toho ,medzi’ Balans medzi moZnostami.
Obraz, ktory sa stdva priestorovym objektom, malba, ktord sa pribliZuje k fo-
tografii, fotografia, ktord putuje po miestnosti ako instaldcia.” Pozri SEIDL,
Walter: 5 otazok pre Dorotu Sadovsk. In Flash Art. Czech & Slovak
Edition, ro€. I, &. 3—4, december 2006—februar 2007, s. 57.

V tejto suvislosti sa cituje Rosalind Krauss, ktora hovori ,,0 vymiznut{
tradi¢nych foriem umenia viazanych na $pecifické médium a o vynoreni sa
expandovaného pola, ktoré indikovalo moment prechodu v dejindch ume-
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(1999), consisting of five paintings, in the exhibition “History of
Slovak Fine Art — 20" Century”. Finally, however, the exhibition only
presented the painting Saint Lucy. It is interesting that ten years later
an almost identical work — spatial installation Yellow Space — was
part of the exhibition “Zero Years — from Space to Beskid, Slovak
Fine Art 1999 — 2011 as Seen by Four Curators” (concept: Juraj Carny,
Gabriela Garlatyova, Richard Gregor, Mira Sikorova-PutiSova), which
reflected visual art in the first decade of the twenty-first century.

. GERZOVA, Jana: Rozhovory o malbe. Pohlad na slovenskii malbu

prostrednictvom oralnej histérie [Interviews on Painting. View of
Slovak Painting Through Oral History]. Bratislava: Slovart, Vysoka
$kola vytvarnych umeni, 2009, p. 346.

Lesser-known works like Quatrefoil (1994), The Virgin (1994), Three
Men Legs (1994). For more details see ZIté nebo a iné / Yellow Heaven
and Others. Exhibition catalogue. Texts by Maria Hlavajova, Ivan
Jancar, Petra Handkova, Alena Vrbanova, Jifi Oli¢. Bratislava 1995.
Here the artist examines the language of painting and photography
in relation to reality, with the intersection being built on the term
“ILLUSIONS". Confronting painting and photography, two different
recordings of reality, she raises the question concerning the character
of perception. She also points out the unique coexistence of the two
recordings of reality, in which context it is useless to think about
competition in representing reality. Every such effort always points
out something “extra,” which is impossible to translate and which
defines the essence of the given language. When speaking about
painting, “which is confronted” by another medium, it means that

at the same time it is confronted by itself. The artist’s subversive
thinking is manifesting itself as searching the answer to the question
“what is painting.”

. The photographs show a figure holding in his/her hands painting

of abody fragment. Outside the frame, the body in the painting is
fluently completed with the body of the real person.

. Standing on the borderline means standing on the threshold, at the

meeting place of the two regions, where (new) “mixed” rules are in
force. Sadovska thinks: “‘Between’ is like a heavy object balancing

on its centre of gravity. Neither this way nor that way. Exciting.
‘Between’ can be irritating and overlooked at the same time, due to its
desired unintegration or impossibility of being integrated. (...) What
truly fascinates me is the pure tension coming out of that ‘between’.
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nia, posun k ,postmedidlinej situdcii’.“ Blizsie pozri RUSINOVA, Zora:
Malba a mégia slov. In GERZOVA, Jana (ed.): Malba v postmedidlnom
veku. Zbornik medzindrodného sympézia. Bratislava: Slovart, Vysoka
$kola vytvarnych ument, 2012, s. 27.

V ranych pracach st hranice medzi médiami eSte jasne rozpoznatel-
né. Vieme, kde kon¢i malba a kde za¢ina fotografia.

RUSINOVA, Zora: Medzi malbou a fotografiou. In SADO VSKA,
2005, s. 59.

Tato ornamentalna ¢rta sa dalej rozvija prostrednictvom diel, kde st
figary svdtcov interpretované uz len v podobe akychsi , negativnych
odtlackov” — prazdnych, farebne odliSenych pléch (Krdtky slovnik
svitych, 2002), osamostatnenych telesnych fragmentov, ktoré sa
spdjaju s mufenim a smrtou svitca (Krdtky telesny slovnik svdtych,
1996—2000), alebo za pomoci linedrnej kresby kopirujicej vonkajsie
obrysy tela svdtca (Obrazova intaldcia s UV svetlom, 2000, Galerie
Véclava Spély, Praha).

Prvé, takmer neviditelné obrazy z cyklu Anjeli boli verejnosti prvykrat
predstavené v roku 2002 vo forme priestorovej inStalacie 4 anjeli

v Nitrianskej galérii. Pozri SADO VSKA, 2005, s. 57.

BENTHIEN, Claudia: Skin. On the cultural border between elf and world.
New York: Columbia University Press, 2004, s. 99. Nahotu déva do
stvislosti s uvedomenim si pocitu hanby. Telesnti hanbu vnima ako
kultarny akt, v ktorom sa stavame Iludmi (odkaz na prvotny hriech).
Sadovskej posun méZeme doslova nazvat vytvarnou redukciou, ked
okolité konkrétne prostredie eliminuje a telo svitca vypliia mono-
chrémnou farebnou $kalou.

SEIDL, Walter: 5 otazok pre Dorotu Sadovsku. In Flash Art.

Czech & Slovak Edition, ro€. I, ¢. 3—4, december 2006 —februar
2007, s. 57.
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The balance between options. A picture becoming a space object,

a painting approaching a photograph, a photograph wandering
through a room as an installation.” See SEIDL, Walter: 5 otazok pre
Dorotu Sadovsk [Five Questions for Dorota Sadovska]. In Flash Art.
Czech & Slovak Edition, Vol. I, No. 3—4, December 2006 —February
2007, p. 57.

In this connection Rosalind Krauss is being cited who speaks about
“the disappearance of the traditional arts as medium-specific and the
emergence of an expanded field that indicated a transitional period in
the history of art. It is at this moment that the ‘post-medium condition’
emerges.” For more details see RUSINOVA, Zora: Malba a magia

slov [Painting and Magic of Words]. In GERZOVA, Jana (ed.): Malba

v postmedidlnom veku. Zbornik medzindrodného symposia [Painting
in the PostMedia Age. Proceedings of International Symposium].
Bratislava: Slovart, Vysoké Skola vytvarnych umenti, 2012, p. 27.

In early works the borders between the media are clearly
distinguishable. It is evident where the painting ends and
photography starts.

RUSINOVA, Zora: Medzi mal'bou a fotografiou [Between Painting and
Photography]. In SADO VSKA, 2005, p. 59.

The ornamental feature has been further developed through works
in which the figures of the saints are interpreted only in the form

of a kind of “negative imprints“ — empty surfaces distinguished

by colour (Concise Dictionary of the Saints, 2002) or independent
body fragments relating to the saint’s martyrdom and death (Concise
Corporal Dictionary of the Saints, 1996—2000).

The first, almost invisible paintings from The Angels cycle were first
presented to the public in 2002 in the form of spatial installation

“4 Angles” at the Nitra Gallery. See SADO VSKA, 2005, s. 57.
BENTHIEN, Claudia: Skin. On the cultural border between self and
world. New York: Columbia University Press, 2004, p. 99. She connects
nakedness with the feeling of shame. For her, body shame is a cultural
act in which we become people (reference to the Original Sin).

The artist’s shift can be literally called to as the painterly reduction,
the surrounding is eliminated and the saint’s body is filled with
monochrome colour range.

SEIDL, Walter: 5 otazok pre Dorotu Sadovsku [Five Questions for
Dorota Sadovska]. In Flash Art. Czech & Slovak Edition, Vol. I,

No. 3—4, December 2006 — February 2007, p. 57.
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Sviitci tohto sveta Jarmila Bencova

Je duse lidskd
Tak jako voda:

Z nebe se sndsi
K nebi se zvedd
A znovu dolt
Zas musi k zemi
Vécnou zmenou.

J. W. Goethe

Moderny ¢lovek pocituje istd nevélu k prejavom posvdtného
a tazko sa zmieruje so skuto¢nostou, ze moézu jestvovat Iudia,
pre ktorych sa posvdtné prejavuje napriklad v kametioch alebo
stromoch. Tato hierofania ukazuje nahradzanie predmetnosti
konceptudlnym posvdatnom.' Posvitné v sicasnosti ziskalo naj-
rdznejsie konotacie — v zmysle popierania alebo hladania alter-
nativnej viery ¢ijej ndhradky, ¢o sa prejavuje aj v obraznosti. Ako
to mdze byt s obrazom, ktory ukazuje posvitné a chce poukazat
na svet, ktory duchovnost straca, alebo ju uz uplne stratil? Ak
v minulosti teologicko-prakticky obraz biblickych dejov ¢i svdtca
mal najmd nducno-poznéavaciu a nazornu funkciu, teologicko-
-ontologické? aspekty obrazov oddavna spocivali v tlohe vizu-
alnej reprezentdcie pozitivnej sakrality ako fenoménu, a nie jej
predmetnosti. Sakralita sa odddvna mohla vnimat v zmysle zja-
venia ako BoZia pritomnost na tomto svete a jej podstata sa ne-
menila ani v dlhych dejinach vztahov k obrazom vratane obrazov
moderného umenia.

Je teda mozné v podobnych intencidch uvaZovat aj o spodobeni
svdtcov a svatic v rozsiahlom cykle Doroty Sadovskej? Jej predsta-
vy svdtych odmietaji takmer vZdy nadzorna konkretizaciu veci —
atribitov, nepotrebuju ani zobrazenie ich ucelenej telesnosti,
nechca ¢imkolvek rusit koncentrované premyslanie o ich lud-
skosti, prikladnom poslani, duchovnych nabojoch, mucenictve
a smrti. Tieto obrazy abstrahujd, zovSeobecriuji a sémantizuji
sakralnost ako nejaky princip ¢i jav, ktory torza tiel svitcov ako
nejaké zivé busty sprostredkovavaju. Tak hotovy obraz svdtcov-
ho tela, ako aj samotny maliarsky akt jeho stvorenia by v3ak asi
mohli aSpirovat na posvdtnost ako v Case stredoveku a baroka,
pretoZe Sadovskej Usilie o takmer teozofické skiimanie svatosti
na tomto svete a svetskosti v Zivote svitych je aktivita, ktora vtedy
idnes prisltichala zasvitenym. Nie je preto divu, Ze jej prace ziska-
li privilégium prezentdcie v sakralnych priestoroch a Ze pocetné
expozicie jej anjelov a svatcov na Slovensku i v zahranic¢i upuatali
pozornost svojou mystickou expresivitou.

Viaceré vyklady? autorkinho premyslania o svdtcoch, ktoré pre-
§lo nazorovym a od roku 1995 aj maliarskym vyvojom, ukazuju,
ako brilantne prekondva ikonografické nastrahy, ktoré vlastne
obchddza absenciou zauzivanych atribdtov, a nejasné historické
¢asové horizonty spodobovania svdtych sa usiluje spojit akousi
subtilnou aktualiza¢nou ,slu¢kou” cez konceptualizovanie sym-
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Saints in this World Jarmila Bencova

The soul of man
Resembles water:
From heaven it comes,
To heaven it soars.
And then again

To earth descends,
Changing ever.

J. W. Goethe

A modern human experiences certain uneasiness before many
manifestations of the sacred. He finds it difficult to accept the
fact that, for many human beings, the sacred can be manifested
in stones or trees, for example. This hierophany shows the
substitution of materiality for conceptual sacredness.! Today, the
sacred has obtained various connotations — in the sense of denial
or search for an alternative belief, or the substitute for belief, which
is also visible in imagery. How is it with the picture that shows the
sacred and wants to point to a world which is losing spirituality,
or has already lost it completely? In the past, the aim of visual
representation of Biblical scenes or the saints was to educate
and illustrate, while the theological and ontological® aspects of
paintings have consisted in its role of visual representation of
positive sacredness as a phenomenon. From time immemorial,
the sacred could have been perceived as the Divine presence in
this world, and its essence has not changed even in a long history
of relating to images, including modern art paintings.

Is it therefore possible to think in similar intentions about the
representation of saints in the extensive cycle of Dorota Sadovska?
Herideasofthesaintsalmostalwaysrefuseillustrativespecification
of things — attributes; they do not require the depiction of the
entire body; they do not want to interrupt concentrated thinking
about their humanity, exemplary mission, martyrdom and
death. Her paintings generalise and semanticise the sacred like
a principle or a phenomenon. It is conveyed through the torsos of
saints’ bodies that look like living busts. Yet, the final painting as
well as the very process of creation might aspire to the sacred as
in the times of Middle Ages or Baroque, because the artist’s effort
at almost theosophical examination of holiness in this world
and earthliness in the life of the saints is an activity which has
always belonged to the initiated. It is no surprise, therefore, that
her works were privileged to be presented in sacral premises and
many expositions of her angels and saints in Slovakia and abroad
attracted attention by their mystical expressiveness.

Many interpretations® of the artist’s reflections on saints, which
have undergone a considerable development since 1995, show
how brilliantly she overcomes the iconographic pitfalls. She
actually avoid classical attributes, trying to interconnect the
unclear historical time horizons of the representation of saints
through a subtle updating “loop”, using conceptualised symbolic
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bolickych prvkov (napr. farby) a ich prepojenie s realistickymi
prvkami (perspektiva, gestika, portrét).

Stredoveké sakralne dielo, akym bol obraz svétca, plnilo funkciu
predmetu, ktory sltzil ako sticast schranky na relikvie, pripadne
aj ako samotnd schranka. Na rozdiel od novovekych obrazov sice
jestvoval v priestore, a teda bol prirodzenou sti¢astou tohto sve-
ta, ale priestor sveta nenapodobiioval zobrazovanim. Z hladiska
¢asu sa vyznacoval tym, Ze nezobrazoval konkrétny okamih Zivo-
ta, a tak jeho existencia v ¢ase nebola iba pripomienkou minu-
losti, ale opakovane aktudlnou pritomnostou.* Originalny postoj
k zobrazovaniu svitcov v dejinach umenia priniesol barok, ktory
sprostredkovaval zjavenie, a teda mal redlny vztah ku skutoc-
nosti: zazrak a zjavenie boli beZznou stucastou sveta, kedZe ludské
bytie splyvalo s pomyselnym zdanim. Samotné zjavenie a zazrak
ma Specificky vztah ku skuto¢nosti, ktord je ¢loveku vlastna. Ako
hovori Romano Guardini: ,Prichddza zo slobody BoZej, ale vtahuje
do svojich suvislosti ludské skutocnosti a ddva tak vzniknut krestan-
skym Zivotnym Struktiram...”> Barokovy obraz je koncipovany na
redlnom spodobeni priestoru i figuracii, je plny vitalnych pohy-
bovych gest, hier so svetlom, exaltovanych tiel a tvari s citovym
zaujatim, spdsobujucich tak nadzmyslovi transcendentalitu,
ako aj zmyslovt zdZitkovost. Barok pritom nezvyraziuje sak-
ralnu vertikalitu ako v gotike, ale umiestriuje Iudskt existenciu
a zazitkovost ,,akoby“ na ttto os, na ktorej bozské sa stava zaro-
veinl ludskym a Iudské je zbozstené. Odtial viera v posmrtny Zi-
vot, tematizdcia askézy, relikvii, ve¢nosti a prikladnost svdtcov
a svdtic. MoZno v obidvoch historickych rovinach by bolo mozné
najst aj zdroje podobizni svitcov a anjelov Doroty Sadovskej, ¢i
uz v kompozicii prdzdnych abstrahujtcich pléch pozadi, ktoré
vzdy skryvaju tajomstva a dalSie skryté obraznosti, alebo vlozZe-
nim vertikdlneho, redlneho centrického tela s pohybom hlavy
aruk do volného priestoru, ktory definitivne obsadzuje. Gestiku
tela a rak ¢itame ako hluchonemi posunkovu rec a tajuplné za-
zraky spodobenych svdtcov sa preto eSte umociiuju zvukom ti-
cha, ale aj nasim hendikepom v dorozumievani. Prazdno a v iiom
priestorové ikonografické gesto v Sadovskej obrazoch tak nesie
ovela hlbsie vyznamy ako len tie viditelné, ktoré jej sprostredko-
vala histéria!

Svetské formy a posvdtné obsahy

Na poslednej vystave futuristickej skupiny 0,10 v Petrohrade
zavesil Kazimir Malevi¢ svoj obraz Cierny $tvorec (1915) do rohu
miestnosti ako ikonu — pre veriacich je to najvyznamnejsie
miesto. U maliara avantgardy to vypovedd o sile vyznamovych
tradicii, ktoré uctieval a ktoré takto zaclenil do stiCasnosti. Aj
Dorota Sadovska sa rozhodla umiestnit obrazy neklasickym zdy-
namizovanym spésobom. Predpokladala, Ze prinajmenSom od
pociatkov moderny prestal mat vesmir ¢i nebo a zem svoje hore
a dole a nejaké nadpozemské ¢i pozemné alebo podzemné vrstve-
nie patri vylu¢ne osobnému ndazoru a uhlu pohladu. To sa tyka
aj dlhoro¢ného nezaujmu o moderné vytvarné Specifikovanie
vrstiev a Struktir vztahu profanity a sakrality. Jej obrazy svdtcov
preto akoby ,spadli z neba“ i so svojim usilim zmierit a napra-
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elements (e.g. colours) and their connection with the realistic
ones (perspective, gestures, portraits).

The medieval sacral work, like the picture of the saint, fulfilled
the function of an object serving as a part of a reliquary, or as the
reliquary itself. Unlike modern paintings, it existed in space, which
made it a natural part of this world; however, it did not represent
the space of this world. In terms of time it was characterised by the
fact that it did not depict specific moments from life, and thus its
existence in time was not only a reminder of the past but also its
repeated contemporary presence.* The Baroque brought about an
original approach towards the depiction of saints in the history
of art. Depicting the revelations, Baroque works of art had a real
relation to fact: miracle and revelation were an ordinary part of
the world, as the human existence blended in with illusions. The
revelations and miracles have a specific relation to reality. As
Romano Guardiniputit: “Coming from the Divine freedom, it draws
human realities into its context, bringing Christian structures of

g

life into being...”* The Baroque painting is characterised by realistic
representation of space and figures, it is filled with vital gestures,
and plays with light, exalted bodies and faces causing both
supersensible transcendence and sensual experience. In contrast
to Gothic art, Baroque does not put emphasis on sacral verticality,
but seemingly places the human existence and experience on
the axis on which the sacred becomes human and the human is
sacralised. Hence the belief in life after death, and the focus on
subjects such as asceticism, relics, eternity, and exemplarity of the
saints. Perhaps on both historic levels it would be possible to find
sources of Sadovskd’s portraits of the saints and angels, whether
in the composition of empty surfaces of the background, which
always hide some secrets and other hidden imagery, or in the
insertion of the vertical, realistic body into an empty space, which
is fully occupied by figure's head and gestures. The viewers read
the gestures in the same way as the deaf-mute people read sign
language. As a result, the mysterious miracles of the saints are
enhanced by the sound of silence as well as by our handicap in
communication. The emptiness and spatial iconographic gesture
in Sadovskd’s paintings carry much deeper meanings than the
visible images she got from history!

Profane forms and sacred contents

IntheLastexhibition of Futurist Painting 0.10 in Sankt Petersburg,
Kazimir Malevich placed his Black Square (1915) high up on the
wall across the corner of the room, like an icon — for believers
this is the most important place. With an avant-garde painter it
is indicative of the strength of tradition, which he respected and
transferred to the present. Dorota Sadovska too decided to place
her pictures in an untraditional, dynamic manner. She assumed
that at least with the emergence of modern art the universe, or
the heaven and earth, haslost its up and down, and any unearthly,
earthly or underground layering pertained solely to personal
opinion and the angle of view. This is also true of a long-standing
lack of interest in modern artistic specification of layers and
structures of the relation between the profane and the sacred. Her
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vit zabudnuté hodnotové kvality realneho a duchovného Zivota
(i smrti).

Jej origindlnym postojom k problému je architektonizacia hoto-
vych obrazov, vystavba novych (aj edukaénych: Slovniky svitcov),
a zaroveil az laboratérne skiimavych , obraznych i obrazovych”
priestorov. Priestorové usporiadanie totiZ koncipuje v konstruk-
tivnom zmysle — vymedzuje platnami steny a stropy, hierarchi-
zuje platna, riesi ,stavbu v stavbe” ako kaplnku Porciunkula ne-
daleko Assisialebo Svity dom Panny Marie (Casa santa) v Lorete
a buduje ju skldpanim ¢i naklafianim nezardmovanych platien.®
Efemérna stavba ,stanu” ¢i,baldachynu” z nich vytvara sakralny
interiér ako pribytok svdtcov v duchu ,Domu BoZieho na Zemi“.
Evokuje steny a klenbové systémy ako v historickej architektu-
re, ¢im s kazdou dalSou expoziciou netvori len novy ,spacidlny
obraz*, ale aj novy ,sakralny priestor” ako samostatné aktudl-
ne dielo. InStalacie pritom ziskavaji pohybovy, ¢asopriestorovy
aspekt ako pri liturgii, kedZe nutia percipienta, aby sa oto¢il,
predklonil, zaklonil, klakol si. V barokovom mystickom duchu
tak mozZno dedukovat, Ze pohyby a GiZas percipienta si priamo
umerné hybnosti a gestike postav svatych na obrazoch, ¢im je
dielo komplexné. Pritom programové zapojenie zadnych stran
platien do instaldcii i zachovanie presvitajucich Strbin medzi
nimi katapultuje z celej priestorovej hry spat do obrazov dalsiu
silu, pretoZe v potemnenom priestore z nich nevyZaruje len svie-
tiva bielo-Zlt4 farebnost, ale aj duchovny obsah témy ludskych
pribehov svitcov.

Sadovska nazera na teld svitcov zhora nadol (alebo naopak)
v prudkej perspektivnej skratke. Telo vSak stiipa alebo klesa v sa-
motnom strede prazdna a tato mysticka udalost je akoby odobra-
ta zo symbolizdcie obrazu nasho sveta, ktory lezi vidy v strede.
Clovek tradi¢nych spoloénosti mohol Zit iba v priestore, ktory
bol ,otvoreny” smerom nahor, kde bolo mozné symbolické spo-
jenie s transcendentnym svetom.” Toto ,otvorenie nahor” jasne
artikuluje figtira svdtca, ale vyznamne tomu pomdha aj neohra-
nifeny biely priestor pozadia. Poukazuje na nicotu a prazdno,
z ktorého sa svdtec vynara. Jozef Kroutvor v jednej eseji pise:
»1€la se ndhle objevila v plné plasticnosti, fyzi¢nosti, pohyby se maxi-
mdlné zvyraznily: nejsou omezovdny dekoraci, t.j. zbyteCnymi vécmi,
a hlavné nejsou omezovdny sice neviditelnou, ale v nasi konvenci Ze-
leznou siti klasickych soutadnic. Vybilend mistnost — prdzdno — je
oteviend ted volné imaginaci pohybu a vyrazu. Pocitujeme podivnou
zdvrat svobody. Zdd se, Ze skutec¢nost je vytvdrena v jiném ¢ase... Clo-
vék byl prazdnem omezen, ¢lovék byl prazdnem ohroZovdn, ¢lovek mél
z prdzdna strach. Jediné nadpfirozené sily, biih, zapliuji toto prdazdno,
tuto vécnost, toto nekonec¢no. NdboZenstvi a pokora tvorby je antine-
urézou na neurézu prdzdna.”® Tu je nutné pripomenut aj parale-
lu literdrneho prazdna (Italo Calvino a medzery v texte, pribehy
prazdna vyvolavajice tizkost a pod.), ktoré rovnako ako obraz
potrebuje nejaké znaky, bez ktorych vlastne nejestvuje (Kazimir
Malevi¢). Michal Ajvaz argumentuje nedielne sirucenstvo také-
hoto prazdna a znakov ich spolo¢nym pribehom.® Vznikd asoci-
acia ikonograficky identifikovatelnych Sadovskej svdatcov® s ich
problémovou religiozitou a zivotnymi osudmi, vynarajicimi sa
ako prizraky z prazdna a nicoty.
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paintings of the saints therefore seem to “fall from the heaven”
together with their effort to reform the forgotten values of the
material and spiritual life (and death).

The artist's original approach towards the problem can be
considered the architectonisation of complete paintings, the
composition of new ones (including the educational ones:
Dictionary of the Saints), and the creation of “imaginary and
visual” spaces. She delineates the walls and ceilings with
paintings, hierarchises the canvases, creates a “building in
a building” like the Porziuncola chapel near Assisi or Casa
Santa in Loreto by tilting or reclining unframed canvases.® The
ephemeral construction of a “tent” or a “baldachin” turns them
into a sacral interior, as the house of the saints, in the manner of
the “House of God on Earth”. Evoking walls and vaulting systems
of historical buildings, every new exposition crates not only
a new “spatial picture” but also a new “sacral space” as a separate
work. The installations receive a time-spatial aspect as in the
liturgy, as they force the percipient to turn round, lean forward,
lean backwards, or kneel down. In the manner of Baroque
mysticism one can deduce that the percipient’s movements and
astonishment are directly proportional to the dynamics and
gestures of figures of the saints. The systematic incorporation
of rear sides of canvases into installations brings an added force
back into the paintings. In the dark room they radiate not only
bright white and yellow colour but also the spiritual content of
the subject of the saint’s human stories.

Sadovska shows the bodies of the saints from above (or from
below) in a steep foreshortening. But the body ascends or descends
in the very centre of the emptiness, and this mystic event seems
to be taken from the symbolisation of the picture of our world,
which is always situated at the centre. The man of traditional
societies could only live in a space opening upward, where the
communication with the other world, the transcendental world,
was ritually possible.” The opening upward is clearly articulated
by the figure of the saint, however, it is also supported by the
unlimited white space of the background, which points out the
nothingness and emptiness from which the saint emerges. As Jozef
Kroutvor wrote in one of his essays: ,The bodies suddenly appeared
in full tree-dimensionality, the moves were accentuated to the
maximum possible extent: they are limited neither by decoration,
i.e. by useless things, nor by the invisible, yet strong network of
classical coordinates. The white room — emptiness is open to
a free imagination of move and expression. One feels a strange
dizziness of freedom. As it seems the reality is created in a different
time... Man was limited by the emptiness, man was threatened by
emptiness, man was afraid of emptiness. This void, this infinity
can only be filled with supernatural forces, with the God. Religion
and humility of creation are the only antidotes to the neurosis of
emptiness.”® Here the parallel with literary emptiness should be
mentioned (Italo Calvino and gaps in texts, the stories about the
emptiness provoking anxiety, etc.), which, just like painting, needs
some signs to exist (Kasimir Malevich). There is also evident the
association between Sadovskd's saints® emerging like ghosts from
the emptiness and nothingness and their lives and destinies.*
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LSvdtec sa vynara z prazdna“ — v logike obrazov je ibeznik figu-
racii niekde v neur¢itom mieste (alebo nikde?). Obrazné videnie
sa tu premenilo na priestorové vztahové vnimanie. Pritom z hla-
diska vyrazu a formy nie je ani tak udivujica prudkd perspektiva
obrazu, ale Struktara jeho priestoru, ked na Zem a pozemskost
upomina iba realizmus figir a azda na$ (neopodstatneny) logic-
ky tisudok. Svidtci vSak na zemsku gravitaciu nereflektuju, takze
napriklad vertikdlne postaveny obraz nazerany z pozicie stoja-
ceho ¢loveka déva predstavu horizontdlne levitujicej bytosti;
zaveseny horizontdlne a nazerany z podhladu zobrazuje figiru
letiacu zhora nadol — z nadzemskych vysin. InStalacia porusuje
jednoznacnost perspektivy obrazov, zvlast ked je mozné s nimi
manipulovat, ale umozZziiuje pritom zdvdzné prepojenia me-
dzi obrazom a percipientom (je donuteny sa pozerat!). Labilita
kompozicii obrazov aj provizérnost inStalacii mézu aj stresovat
¢i miast, podobne ako labyrint. K neurcitosti a labilite samot-
nych tiel svitcov v prazdne, rovnako ako k ich auratickosti vy-
razne prispieva z1t4 farba a jej odtiene. UZ viackrat sa prave farba
Sadovskej obrazov stala hlavnym zdrojom interpretacii celého
cyklu.»

Aj spdsob zavesenia obrazu napovie, ako nazerat na pohyby tiel
svatcov — ¢i levituju, plavaji, vystupuji smerom k ndm, alebo
od nas zostupuju. Ak je autorkinym zdmerom kompozi¢na ver-
tikalita tiel, ktora odkazuje na znamu archetypalnu symboliku
kola ¢i piliera (rebrika) spdjajuceho Zem a kozmos — nebo —
a podopierajiceho svet, dimenziu, z ktorej vzi§la symbolika
Laxis mundi, sa musi strazit, lebo keby sa zlomila, nastane ka-
tastrofa a koniec sveta. Vnimanie obrazu tiel po horizontdle tiez
mieri ku konecnosti, ked asociuje pozemskost, hmotnost a smr-
telnost. Ak sa Dorota Sadovska rozhodla menit pozicie obrazov
vo svojich variabilnych inStalacidch, potom skutocne vytvara dve
interpretacné roviny svojho diela. Na jednej strane obrazne ,,po-
nuka“ spojit svetskost s posvatnostou a profanne s posvitnym
a upozornit na metafyziku a vyznam tohto vztahu (napriklad,
Ze ,zmysel sveta leZi mimo neho*?), na druhej strane cez moznt
nejednoznacnost pozicii svatcov ukazuje na pomylenie a chao-
tickost pozemského sveta(?), z ktorého predsa len existuje tinik.
A Ze pri tejto konverzii zarovei ilustruje klticové etymologické
zdzemie pojmov ,svet, svetsky“ verzus ,svatost, svaty“ a ich vza-
jomnu jazykovi, no najmd vyznamovu odvodenost®, len dokla-
da neobycajnost narativnej imagindcie maliarky. V tomto zmysle
pre Dorotu Sadovsk, ale aj pre tento text plati, Ze ,co 1ze ukazat,
o tom nelze vypovidat“+.
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“The saint emerges from the emptiness” — in the logic of pictures,
the vanishing point of figuration is situated somewhere in
indefinite space (or nowhere?). Here visual perception has turned
into spatial perception of relations. In terms of expression and
form, it is not the steep perspective that is so surprising. It is the
structure of the space, where the Earth and earthliness is suggested
only by the realism of figures and perhaps our (groundless) logical
judgement. The saints, however, do not reflect gravity, so the
vertically placed painting seen from a position of a standing man
looks like a horizontally levitating creature; the horizontally hung
picture seen from below shows a figure flying from above, from
the heights. The installation violates the clarity of perspective of
the paintings, while allowing for binding connections between the
picture and the percipient (he/she is forced tolook!). The instability
of compositions and the temporariness of installations may be
confusing and stressing, just like the labyrinth. The uncertainty
and instability of saints’ bodies in the void, and their auraticity, is
significantly increased by yellow and its shades. Not for the first
time, it is the colour of artist’s paintings that has become the main
source for interpretations of the entire cycle.®

The way of hanging the picture, too, indicates how to look upon
the movements of saints’ bodies; whether they are levitating,
swimming, ascending, or descending. If the artist’s aim is to create
a compositional verticality of bodies referring to the well-known
archetypal symbolism of the pillar (ladder) connecting the Heaven
and Earth and supporting the world, the dimension from which
the symbolism of “axis mundi”has emerged must be guarded, as
if it breaks down the end of the world will come. The perception
of the painting along the horizontal leads to finitude, with the
associations mundaness, materiality, and mortality. If Dorota
Sadovskadecidestochangethepositionsofpaintingsinhervariable
installations, she actually creates two levels of interpretation of her
works. On one hand, she, figuratively speaking, “offers” to connect
the earthliness and the sacredness, the profane and the sacred, and
point out the metaphysics and the meaning of this relation (for
instance, “the meaning of the world does not lie in it but outside
it"), on the other hand, through a possible ambiguity of positions
of saints she points out the confusion of the earthly world (?) from
which there is, nevertheless, escape. The fact that this conversion
also illustrates the key etymological background of the terms
“world, worldly” versus “sacredness, sacred” and their derivatives?,
only proves the exceptionality of the artist’s narrative imagination.
In this respect, one can say about Dorota Sadovska and this text:
“What can be shown cannot be said.”
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Slovensko. Kataldg vystavy. Bratislava: SCCA Slovensko, 1997, s.
50—51; RUSINOVA, Zora: Od zlyhania utépie k veku simulakra.

In RUSINOVA, Zora (ed.): Dejiny slovenského vytvarného umenia.

20. storoCie. Bratislava: Slovenskd narodna galéria, 2000, s. 39—60;
JABLONSKA, Beata: Malba v postmodernej situacii. In RUSINOVA,
Zora (ed.): Dejiny slovenského vytvarného umenia. 20. storo¢ie.
Bratislava: Slovenskd narodna galéria, 2000, s. 104.

HLAVACKOVA, Hana: Zobrazen{ posvatného. Dva aspekty
stfedovékého obrazu. In Posvdtny obraz a zobrazeni posvdtného: Sbornik
z kolokvia pofddaného Ceskou kiestanskou akademii a Ustavem filozofie
a religionistiky Filozofické fakulty Univerzity Karlovy 16. dubna 1994.
Praha: Ceska kiestanska akademie, 1995, s. 86, 88—89.

GUARDINI, Romano: Konec novovéku. Pokus o orientaci. Praha:
Vysehrad, 1992, s. 8on.

. Jednotlivé nezardmované §tvorcové obrazy z cyklu svdtcov sa drzia

rozmerov 190 x 190 c¢cm alebo 100 x100 cm a iba vynimocne st
pouZité v priestorovych instalacidch iné rozmery.

ELIADE, Mircea: Posvdtné a profdnni. Praha: Ceska kiestanska
akademie, 1994, s. 32.

. Identifikuje prazdno, ktoré nepozna nebezpelné rohy... (podla filmu

Knack). KROUTVOR, Josef: Nulova zku§enost. In Vytvarné uméni,
1970, €. 2, 5. 75—76.

. AJVAZ, Michal: Pfibéh znaki a prazdna. Brno: Druhé mésto, 2006,

s.158—160. Pozri: 9. kap. Andélé z Duina. Mizeni skutec¢nosti

a obnovena pritomnost.

Dorota Sadovska cyklus obrazov svitcov konfrontuje s literdrnymi
predlohami a interpretdciami, ktoré nachadza, okrem iného,

v klasickych religiéznych, teologickych ¢i lexikalnych publikacidch

a ikonografickych korpusoch, napriklad VORAGINE, Jakub de:
Legenda aurea. Praha: VySehrad, 1998; FRAZER, James George: Zlatd
ratolest. Praha: Mlada fronta, 1994; RUSINA, Ivan — ZERVAN, Marian:
Zivoty svitych. Ikonografia. Bratislava: Pallas, 1992; RUSINA, Ivan (ed.):
Svdtciv strednej Eurdpe. Die Heilige in Zentraleuropa. Katalég vystavy.
Bratislava: Slovenskd narodna galéria a Ministerstvo kultiry SR,
1993.

Farba tela redukovana na Zlty monochrém ma mnohé asocidcie,
po¢nic chorobnostou (v antike sa napriklad spaja so zl¢ou, podla

Galéria Nedbalka Nedbalka Gallery

akademie, 1993; Posvdtny obraz a zobrazeni posvdtného: Shornik

z kolokvia pofddaného Ceskou kfestanskou akademii a Ustavem filozofie
a religionistiky Filozofické fakulty Univerzity Karlovy 16. dubna 1994 [The
Sacred Image and the Representation of the Sacred : proceedings of
the colloquium organised on 16 April 1994 by the Czech Christian
Academy and the Institute for Philosophy and Religious Studies,
Faculty of Arts, Charles University]. Praha: Ceské kfestanska
akademie, 1995.

See Bohdan Hostinidk. Dan Meluzin. Dorota Sadovskd. Kazdy o niecom
inom. Exhibition catalogue. Texts by Zora Rusinova. Bratislava:
Slovenska narodna galéria, 2000, unpaged; GERZOVA, Jana:
“Reformované obrazy Doroty Sadovskej” [Reformed Paintings of
Dorota Sadovska]. In 60/90. IV. vyro¢nd vystava SCCA Slovensko
[60/90. IV Annual Exhibition of SCCA Slovakia]. Exhibition catalogue.
Bratislava: SCCA Slovensko, 1997, pp. 50—51; RUSINOVA, Zora: “Od
zlyhania ut6pie k veku simulacra” [From the Failure of Utopia to the
Age of Simulacrum)]. In RUSINOVA, Zora (ed.): Dejiny slovenského
vytvarného umenia. 20. storo¢ie [History of Slovak Fine Art: 20
Century]. Bratislava: Slovenska ndrodna galéria, 2000, pp. 39—60;
JABLONSKA, Beata: “Malba v postmodernej situdcii” [Painting in
Postmodern Situation]. In RUSINOVA, Zora (ed.): Dejiny slovenského
vytvarného umenia. 20. storo¢ie [History of Slovak Fine Art: 20®
Century]. Bratislava: Slovenska ndrodna galéria, 2000, p. 104.

. HLAVACKOVA, Hana: “Zobrazeni posvatného. Dva aspekty

stfedovékého obrazu” [Representation of the Sacred. Two Aspects

of Medieval Image]. In Posvdtny obraz a zobrazeni posvdtného: Sbornik
z kolokvia pofddaného Ceskou kfestanskou akademii a Ustavem filozofie
a religionistiky Filozofické fakulty Univerzity Karlovy 16. dubna 1994 [The
Sacred Image and the Representation of the Sacred: proceedings of
the colloquium organised on 16 April 1994 by the Czech Christian
Academy and the Institute for Philosophy and Religious Studies,
Faculty of Arts, Charles University]. Praha: Cesk4 k¥estanské
akademie, 1995, pp. 86, 88—89.

. GUARDINI, Romano: Konec novovéku. Pokus o orientaci [The End of the

Modern World]. Praha: Vy$ehrad, 1992, p. 8on.

. The individual unframed square paintings from the Saints cycle

keep to the dimensions 190 x190 cm or 100 x100 cm; different
dimensions are used only exceptionally, in spatial installations.
ELIADE, Mircea: Posvdtné a profanni [The Sacred and the Profane].
Praha: Ceské kiestanska akademie, 1994, p. 32.

. KROUTVOR, Josef: “Nulova zkuSenost“ [Zero Experience]. In Vytvarné

uméni, 1970, no. 2, pp. 75—76.

Galéria Nedbalka Nedbalka Gallery

12.

13.

14.

ucenia o $tyroch zakladnych ludskych typoch charakterizuje
cholerika). Ako metaforicka farba méze predstavovat ,lahko
iritabilnd intuiciu, tuSenie, predvidanie, v ktorom tkvie zvlastna,
prenikavd a osvetlujiica slnecna sila“. Neredlna farba tela podporuje
jeho mystiku a moznii transcendentnost, fluidéznost, ma blizko

k fluorescenénej (vystraznej) farbe upozoriiujiicej na nebezpecenstvo.

V jasnych odtierioch je ddvnou historickou simuldciou svetla
(slne¢ného, hviezdneho) a zlata (ako uslachtilého kovu, ktorého
farebnost nepatri do farebného registra a ma historicky vylu¢ne
symbolickd hodnotu, napriklad u starych Aztékov ako ,vykal
bohov*, ,vylué¢ok boha Slnka“). V ortodoxnom krestanstve je Zlta
symbolom nebeského svetla a dokonalosti. J. W. Goethe vo svojom
spise Smyslové mordini ti¢inek barev (Hranice: Fabula, 2004, s. 37—39)
hovori o Cistej Zltej ako o chuilostivej farbe najvyssej Cistoty, jasu,
prijemnosti a Gitechy, plnej sily, uslachtilosti, cti a slasti, ale akakolvek
primes spdsobuje jej degradaciu na farbu hanby, $karedosti

a nevolnosti.

WUCHTERL, Kurt — HUBNER, Adolf: Wittgenstein. Praha: Votobia,
1995, s. 63.

Ako o tom hovoria vzdjomné jazykové modifikacie pojmov.

Pojem ,,svaty“ s jazykovymi ekvivalentmi svatosti, svdtenia,
vysvetlovania, slavenia, slavnosti, sviatku atd. konotuje s pojmom
Lsvet” s ekvivalentmi svetackost, zosvet$tenie, zrodenie, osvetlenie,
osvietenie a pod. Obidva pojmy majt v jazykovom a vyznamovom
zdklade spolo¢né ,svetlo®, ,jas“, sviteny — svetelny, svieca a pod.
Porovnaj REJZEK, Jiti: Cesky etymologicky slovnik. Cesky Té3in: Leda,
2001, s. 617—618.

WUCHTERL, Kurt — HUBNER, Adolf: Wittgenstein. Praha: Votobia,

1995, 8. 57n.

9.

10.

11.

12.

13.

Dorota Sadovska Anjeliasvdti Angelsand Saints

Dorota Sadovska confronts the cycle of saints with texts in classical
religious and theological books, dictionaries and iconographic
corpuses, such as VORAGINE, Jakub de: Legenda aurea. Praha:
Vysehrad, 1998; FRAZER, James George: Zlatd ratolest' [The Golden
Bough]. Praha: Mlada fronta, 1994; RUSINA, Ivan — ZERVAN,
Marian: Zivoty svitych. Ikonografia [Lives of the Saints. Iconography].
Bratislava: Pallas, 1992; RUSINA, Ivan (ed.): Svdtci v strednej Eurdpe.
Die Heilige in Zentraleuropa [The Saints in Central Europe]. Exhibition
catalogue. Bratislava: Slovenska narodna galéria a Ministerstvo
kulttry SR, 1993.

AJVAZ, Michal: Pfibéh znaki a prazdna. Brno: Druhé mésto, 2006,

p. 158—160.

The colour of the body reduced to yellow monochrome has

many associations, including sickness (in ancient Greece and
Rome, for instance, yellow was associated with gall, which, in
accordance with the teaching on four temperaments, is typical of

a choleric temperament). As a metaphorical colour, yellow can
represent “easily irritable intuition, gut feeling, foresight in which
lies a special, penetrating and illuminating solar power.” The
unrealistic colour of the body supports its mysticism and potential
transcendence, it is close to a fluorescent (warning) colour indicating
danger. In bright shades, yellow is an ancient historical simulation
of light (solar, stellar) and gold (as a noble metal whose colour is
not included in the colour range, having solely a symbolic value;
Aztecs, for instance, called gold “the excrement of the Gods”, or
“the excrement of sun”). In the Orthodox Church yellow symbolises
heavenly light and perfection. In his essay The Moral Effect of Colours
(Hranice: Fabula, 2004, pp. 37—39), Goethe describes yellow in its
highest purity as the colour always carrying with it the nature of
brightness and having a serene, gay, mildly exciting character. If
mixed with other colours, however, it is degraded to the colour of
shame, ugliness and sickness.

WUCHTERL, Kurt — HUBNER, Adolf: Wittgenstein. Praha: Votobia,
1995, p. 63.

As indicated by linguistic modifications of terms. The term “sacred”
with the equivalents sacredness, sanctification, explanation,
celebration, feast, etc. is associated with the tern “world“ and its
equivalents worldliness, secularisation, birth, lighting, enlightening,
etc. Compare REJZEK, Jiti: Cesky etymologicky slovnik [Czech
Etymological Dictionary]. Cesky Téin: Leda, 2001, pp. 617—618.

14.WUCHTERL, Kurt — HUBNER, Adolf: Wittgenstein. Praha: Votobia,

1995, p. 571.
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6 svdtych, 6 saints, 1999,
nastropna instalacia

(6 obrazov), ceiling
installation (6 paintings),
GalériaJ. Koniarka,

J. Koniarik Gallery,
Trnava (SK)

Deus ex machina, 1999, ndstropnd instalacia (6 obrazov), ceiling
installation (6 paintings), Consortium/l'Usine, Dijon (FR)




Svdtd Lucia, Svdty Sebastian, Saint

Lucy, Saint Sebastian, 1999, tetovanie,
tattoo, Slovak Art For Free, Pavilon
Slovenskej a Ceskej republiky, 48. Bienle
v Bendtkach, Pavilion of Slovak and Czech
Republic, 48th Venice Biennale (IT)




V zltej krabici, In a Yellow Box, 1999,
instaldcia (49 obrazov), installation
(49 paintings), Galéria Priestor, Space
Gallery, Bratislava (SK)




1 _1-. mf‘,"lﬁ b

Bez kridel, Wingless, 1999, priestorova
instaldcia (49 obrazov), spatial installation
(49 paintings), Povazska galéria umenia,
Museum of Art, Zilina (SK)



Dimenzia S, Dimension S, 2000, priestorova in$talacia obrazov, spatial installation of paintings, Svédti natvrdo, Hard-Boiled Saints, 2000, priestorova instaldcia (21 obrazov), spatial installation
Miuizeum Vojtecha Lofflera, V. Loffler Museum, KoSice (SK) (21 paintings), Moravska galerie, Moravian Gallery, Brno (CZ)



Kratky telesny slovnik
svatych,

2000, priestorova

in$talacia (20 obrazov),

, Galéria
Véclava Spaly, Praha,

(Cz)

Peter, Hubert, Jozef,
Jana, Sebastian, Jan,
Tereza,

,2000,
instalacia 7 obrazov,
UV svetlo,

7

Galéria Vaclava Spaly,
Praha,

(Cz)



Na prechadzke,

2000, instalacia
120 obrazov,
UV svetlo,

Vychodoslovenska
galéria,

Kosice (SK)

i
i
g

i e S A

Ako piesku, ako
hviezd,

, 2000,
instalacia 120 obrazov,
UV svetlo,

, Moravska
galerie,
, Brno (CZ)



Sviti,
2001, priestorova
instalacia (5 obrazov,
5 fotografii,
2 papiere A4),

vystava,
New Connection,
Galéria mesta
Bratislavy,

(SK)

CELECLL

Sviti, ,2001, New
Connection,

, WTC, New York
(USA)

Svati, ,2001, 28. salén
mladych, ,
Zagreb Fair Building, (HR)



71td dugal., Vellow
Soull., 2002, priestorova
inStalacia obrazov, spatial
installation of paintings,
South Tipperary Arts
Centre, Clonmel (IE)




Zltd duga IL., Vellow Soul I1.,
2002, priestorova instalacia
obrazov, spatial installation of
paintings, Belltable Arts Centre,
Limerick (IE)




i T

Zlty priestor, , 2011,
priestorova in§talacia (7 obrazov),

cca 220 x 220 x 430 cm, Povazska galéria
umenia, , Zilina (SK)



g

, Tur¢ianska galéria,



Rotunda, 2016, priestorova instaldcia (12 obrazov), spatial installation (12 paintings), Galéria Nedbalka, Nedbalka Gallery, Bratislava (SK)







Dorota Sadovskd Anjeli a svati

1 2
6 7
11

1 Nacahujuci sa anjel,

12

, 2012, akryl na platne,

,100x100 cm

2 Ochutnévajuici anjel,

,100x100 cm

3 Anjeli porozumenia,

, 2012, akryl na platne,

,2008, akryl na platne,

,100x100 cm

4 Pomdhajuci si anjeli,
na platne,

5 Prezradeny anjel,
,190x190 cm

6 Sklamany anjel,
,190x190 cm

7 Vahajuci anjel,
,190x190 cm

124

, 2013, akryl
,100 X100 cm
, 2013, akryl na platne,
, 2015, akryl na platne,

,2008, akryl na platne,

10

11

12

13

14

13

Ukryvajuci sa anjel,
,190x190 cm
Driemajtci anjel,
,190x190 cm
Pocuavajuci anjel,
,100x100 cm
Zviazani anjeli,
,190x190 cm
PoteSeni anjeli,
,190x190 cm
Strapec anjelov,
,190x190 cm
Anjel posielajuci spravu,
na platne,

Galéria Nedbalka
5 15
10 20
14 25

,2008, akryl na platne,
,2008, akryl na platne,
, 2012, akryl na platne,
, 2015, akryl na platne,
, 2015, akryl na platne,
, 2016, akryl na platne,

, 2016, akryl
,190%x190 cm

Galéria Nedbalka

16

21

26

15 Gabriel, 2008, akryl na platne,
16 Gabriel, 2008, akryl na platne,

17 Svata Agata,
190 X190 cm
18 Svata Agata,
,190x190 cm
19 Svitd Anna Samotretia,
na platne,
20 Svity Anton,
160 %140 cm
21 Svata Apoldnia,
,160%x140 cm
22 Svata Apoldnia,
,190x190 cm

17

22

27

,100x100 cm
,90%x90 cm
,2006, akryl na platne,
,2009—2016, akryl na platne,
,2016, akryl
,190%x190 cm
, 2014, akryl na platne,

, 2014, akryl na platne,

,2009—2016, akryl na platne,

Dorota Sadovskd  Anjeli a svati

18 19
23 24
28

23 Svitd Barbora,
100%100 cm
24 Svata Cecilia,
,190x190 cm
25 Svity Dionyz,
190 %190 cm
26 Svity Dionyz,
100x100 cm
27 Svaty FrantiSek z Assisi,
,190 X190 cm
, 2016, akryl na platne,

, 2014, akryl na platne,
,2009—2016, akryl na platne,
, 2016, akryl na platne,

,2002, akryl na platne,

28 Svity Gregor,
190 x190 cm

i

, 2016, akryl na platne,
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29 Svaty Hieronym, Saint Jerome, 2016, akryl na platne, acrylic
on canvas,160x140 cm
30 Svidty Jan Krstitel, Saint John the Baptist, 2014, akryl na platne, acrylic
on canvas,160x140 cm
31 Svaty Jan Krstitel, Saint John the Baptist, 2009—2016, akryl
na platne, acrylic on canvas, 190 x190 cm
32 Svity Jan Nepomucky, Saint John of Nepomuk, 2002, akryl na platne,
acrylic on canvas, 200 x200 ¢cm
33 Svdtd Jana z Arcu, Saint Joan of Arc, 2016, akryl na platne, acrylic
on canvas, 190 X190 cm
34 Svity Juraj, Saint George, 2009—2016, akryl na platne, acrylic
on canvas, 190 X190 cm
35 Svdtd Katarina Sienska, Saint Catherine of Siena, 2016, akryl
na platne, acrylic on canvas, 190 x190 cm

Galéria Nedbalka Nedbalka Gallery

36 Svdtad Klara z Assisi, Saint Clare of Assisi, 2016, akryl na platne,
acrylic on canvas, 190 x190 cm

37 Svity Kristof, Saint Christopher, 2016, akryl na platne, acrylic
on canvas, 190 X190 cm

38 Svitd Lucia, Saint Lucy, 2004, akryl na platne, acrylic on canvas,
190 X190 cm

39 Svdtd Lucia, Saint Lucy, 2006, akryl na platne, acrylic on canvas,
190 X190 cm

40 Svatd Lucia, Saint Lucy, 2014, akryl na platne, acrylic on canvas,
160x140 cm

41 Svatd Lucia, Saint Lucy, 2009—2016, akryl na platne, acrylic
on canvas, 190 x190 cm

42 Svatd Margaréta, Saint Margaret, 2014, akryl na platne, acrylic
on canvas, 190 x190 cm

Galéria Nedbalka Nedbalka Gallery

43 Madona, Madonna, 2000, akryl na platne, acrylic on canvas,
100 x100 cm

44 Madona, Madonna, 2010, akryl na platne, acrylic on canvas,
100 x100 cm

45 Svatd Maria Magdaléna, Saint Mary Magdalene, 2014, akryl na platne,
acrylic on canvas, 190 x190 cm

46 Svatd Monika, Saint Monica, 2009—2016, akryl na platne, acrylic
on canvas, 190 X190 cm

47 Svdty Peter, Saint Peter, 2016, akryl na platne, acrylic on canvas,
160 x140 cm

48 Svity Sebastidn, Saint Sebastian, 2016, akryl na platne, acrylic
on canvas,160x140 cm

49 Svity Sebastidn, Saint Sebastian, 2000, akryl na platne, acrylic
on canvas, 100 X100 cm

Dorota Sadovska ~ Anjeliasviti Angelsand Saints

50 Svdty Sebastidn, Saint Sebastian, 2016, akryl na platne, acrylic
on canvas, 170 X150 cm

51 Svdty Stefan, Saint Stephen, 2014, akryl na platne, acrylic on canvas,
190 X190 cm

52 Svdtd Terézia z Avily, Saint Teresa of Avila, 2016, akryl na platne,
acrylic on canvas, 190 x190 cm

53 Svaty Toma§ Akvinsky, Saint Thomas, 2014, akryl na platne, acrylic
on canvas, 190 X190 cm

54 Svatd Veronika, Saint Veronica, 2006, akryl na platne, acrylic
on canvas, 100 X100 cm
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