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TEXT: LUCIA MIKLOSKOVA

BY LUCIA MIKLOSKOVA

NA PLATNE TELA,
NA POVRCHU KOZE

Dorota Sadovska uz v 90. rokoch vstupila na vytvarnu scénu a jasne
formulovala svoj autorsky program, ktory bol v tom ¢ase nanajvys
odvazny. Jednak zaujmom o klasické médium malby, ktoré sa v tom

¢ase nachadzalo v defenzivnom postaveni voci preferovanejsim
neokonceptudlnym pristupom a stratégiam. V druhom ohlade obsahovym
naplnenim diel, programovo zakotvenym v krestanskej tradicii. Sadovska
je intermedidlna autorka a jej vytvarny program sa formuje v intenciach
neokonceptualneho myslenia. Pri hlbSom mapovani jej tvorby si mézeme
vsimnut koncentrovanu previazanost a konzistentnost jej uvazovania,

pre ktoré sa stava typické skimanie (priznac¢nejsie by azda bolo povedat
ohmatéavanie) limitov telesnosti. Prebieha nielen na Grovni zobrazenia, ale
paralelne aj na urovni média. Sadovskej tvorbu tak mozno charakterizovat
ako pohybovanie sa na uzemi ,,medzi“, na hranici hybridnej ambiguity, na
Uzemi spojenia a prepojenia protichodnych entit (tela a antitela, forméacie
a deformacie, obraznosti malby a nielen malby). Zdmerom vystavného
projektu ZIVE SATY je mapovat liniu tvorby zamerant na tému odevu

a obliekania, ktorej korene siahaju k ranym umeleckym prejavom

a ambiciam autorky, a tym zaroven poukazat aj na nové suvislosti

v interpretacii jej diela.

BODY’S CANVAS,
SKIN SURFACE

Early in the 1990s Dorota Sadovska entered the fine arts scene and
articulated her own authorial program, which was indeed a courageous
enterprise. First of all, there was her interest in painting as a classic
medium, placing her in opposition to the more popular neo-conceptual
approaches and strategies of that time. Then again, there was the content
of her works, which was rooted in Christian tradition. And yet Sadovska is
an intermedia author and her visual arts program has been framed within

a neo-conceptual way of thinking. Looking more deeply into her work, we
notice a focused consistency in thought, which is typically characterised by
research (or to put it more precisely, exploring things with one’s own hands)
into the limits of corporeality. The work of this artist can be perceived

on the level of representation yet, in parallel, on the level of medium.
Sadovska’s work can thus be described as “in-between”, on the verge of
hybrid ambiguity, on the territory where opposing entities interconnect and
bond (body and anti-body, formation and deformation, imagery of painting
but something else besides). The VIVID DRESSES exhibition gives an
overview of artworks dealing with the topic of clothes and clothing, dating
back to the author’s early art pieces and ambitions, and thus giving space
for new associations in the interpretation of her work.



Itis not well known that Dorota Sadovska
graduated from the Secondary school of Applied
Arts in Bratislava' at the Department of Textile
(headed by K. Pichler), and subsequently applied
for the Department of Textile at the Academy

of Fine Arts and Design, where she soon moved
to Painting. Such is the author’s background
experience, where one can trace the foundations
of her spatial awareness and her architectonic and
structural approach to the work, typical features
of her style.

The exhibition focuses on the aforesaid theme
and shows works which were created since
the year 2000 until now. However, an overlap
of the selected theme can already be detected,
for example, in the well-known COLLAR FOR
MARTIN (1993), comprising a series of photos
of a young man with a pink ‘collar’. The author
remarks: “At that time Martin used to wear

a black polo neck sweater, and he seemed too
serious to me. Then | prepared around twenty
rectangles made of cardboard, painted in pink,
each different. And so | took photographs of
him wearing this jewellery’.” But the work

also included a public survey on the topic of
perception and the effect of the colour pink,
based on Dorota’s research into colours.

Another parallel can be observed in SLOUGH,
from the video made in 2003. The very name of
this work gives us access to an interpretation of
skin as something that can be taken off the body.
Katarina Rusnakova calls it a video-essay and
adds: “The work is essentially made of detailed
fragments of arms and legs and unspecified

male and female bodies, which intertwine and
create bodily configurations within a more

than hour-long interval of slowly passing time”
(Rusnakova, 2007, p.34-35)3. The title reminds us
of those natural processes whereby some species
regenerate their bodily surface by sloughing their
skin, “swapping it” for a new one. The parallel of
skin and clothing can also be found in the Slovak
spoken language, in idioms that mean “not to
behave properly*, “to abuse somebody”, “to hit
the roof”, “to throw a fit”, “to feel uncomfortable”
or “to be out of one’s element”.

In the video human bodies intertwine, blend and
change positions in slow motion. What appears
on the surface is their pure depersonalized and
anonymous corporeality, which is characterized

externally by the skin surface. From the beginning

Sadovska has been interested in exploring bodily
aspects through her work. Let us recall that the
body is always naked, stripped to the skin, and

fragmented, as if disembodied*.

Vo vseobecnosti je malo znamou informaciou,
7e Dorota Sadovska stredoskolské Studium
absolvovala na Strednej umeleckopriemyselnej
Skole v Bratislave' v oddeleni textilu (aj pod
vedenim K. Pichlera), a nasledne bola uspesne
prijatd na Vysoku Skolu vytvarnych umeni do
Ateliéru volnej textilnej tvorby, pricom po kratkom
obdobi prestupila do Ateliéru malby. V tejto
nacrtnutej skusenosti autorky mozno mapovat
zéklady jej priestorového citenia, a taktiez priam
architektonicko-konstrukcnej vystavby diel, ktora
je vyraznou crtou jej rukopisu.

Vystava sa v reflexii zmienenej témy sustreduje na
prace vznikajuce od obdobia takzvanych nultych
rokov az po sucasnost. Presahy k vybranej téme
vsak mozeme vidiet uz skor, napriklad v znamom
diele KOLARIK PRE MARTINA (1993), ktoré je sériou
niekolkych fotografii, portrétujicich mladého muza
—Martina, s ruzovym ,koldrikom‘. Autorka sa o diele
zmienuje nasledovne: ,,Martin vtedy nosieval Cierny
rolak a mne sa zdalo, Ze sa tvari az prilis seriozne.
Pripravila som asi dvadsat rozlicne pomalovanych
ruzovych obdiZnikov z tvidého papiera a s tymito
Sperkmi‘ som ho potom nafotografovala“?
Sucastou diela bola anketa ur¢ena verejnosti na
tému pbdsobenia a vnimania ruzovej farby, tykajica
sa Dorotinho vyskumu farieb.

InG paralelu mézeme pozorovat v diele
ZVLIEKANIE Z KOZE, vo videu z roku 2003.

Prave tento nazov je mostom k interpretacii

koze ako niecoho, co je mozné z tela zvliect.
Katarina Rusnakova dielo nazyva videoesejou

a k tomu dalej dodava: ,podstatu tvoria velké
detaily fragmentov ruk a noh a bliZsie neurcenych
muZskych a Zenskych tiel, ktoré sa navzajom
preplietaju a vytvaraju telesné konfigurécie vo viac
ako hodinovom intervale pomaly plyniuceho casu*
(Rusnakova, 2007, s. 34 — 35)3. Titul diela moze

tiez pripoment prirodné procesy vo faune, ked
niektoré Zivocisne druhy regeneruju svoj telesny
povrch zvliekanim starej koze a vymienanim za
novu. Tato paralela koZze a vichného oblecenia je
zjavna aj v beznej hovorovej reci prostrednictvom
mnohych frazém, ako , nevpratat sa do koze*,
LVvyskocit z koze*, ,zodrat (niekoho) z koze* Ci
hebyt vo svojej kozi“.

Cez seba prepletené ludske teld sa vo videu
miesia a prestupuju v spomalenych pohyboch
a to, ¢o vystupuje na povrch je ich Cista
odosobnena a anonymna telesnost, ktorej
vonkajsim znakom je kozny povrch. Zaujem

o telesné aspekty je v Sadovskej pracach
zrejmy uz od pociatku. Pripomenme, ze vzdy
sa jednalo o telo nahé, vyzlecené az na kozu
a fragmentarizované, akoby odtelesnené®.

! From 1987 to 1991.

2 LENDELOVA, Lucia. SADOVSKA, Dorota. 2005. Not a Trace of
Hesitancy or Defencelessness. With Dorota Sadovska over
a Glass of Holy Water. In. SADO VSKA, 2005, s. 80.

3 RUSNAKOVA, Katarina: Performative bodies and images.
In. SADO VSKA 2, 2007, p. 30.

Translator’s note: These Slovak idioms cannot be translated
using the word “skin“ also in English, so we opted for
translation of the meanings as well as mentioning English
idioms in order to avoid literal translation.

4 For example, body as kneaded mass, dematerialized body
from a series of saints, and so forth.

! Pocas rokov 1987 — 1991.

2 LENDELOVA, Lucia. SADOVSKA, Dorota. 2005. Ani stopy po
vahani a bezbrannosti. S Dorotou pri deci svéatenej vody.
In. SADO VSKA, 2005, s. 80.

3 RUSNAKOVA, Katarina: Performativne tela a obrazy.

In. SADO VSKA 2, 2007, s. 30.

4 Napriklad, telo ako hnietiva masa, dematerializované telo

v sérii svatcov a pod.

The paradox of the skin resides in the fact that it is
the surface — outer and inner, protective but also
projective, revealing as well as limiting. The body

is covered by it, even shrouded, protecting what is

inside. It is precisely this inner structure of the body
which is often neglected when thinking about
corporeality and instead the human bodily interior
is packed with meanings that are mostly spiritual.

The system of the inner organs is run by processes

which are more or less out of our control, and
when working normally they do not affect the
formation of individual identity. Skin, by contrast,
is regarded by the French psychoanalyst and
philosopher Didier Anzieu as a psycho-formative
bodily organ. Anzieu postulates the concept of
skin ego®, and regards skin as a filter between

KOLARIK PRE MARTINA I-lIl.,
1993, farebna fotografia
COLLAR FOR MARTIN I-l1.,
1993, color photograph

ZVLIEKANIE Z KOZE, 2003,
zabery z videa, DVD, 73 min.
SLOUGH, 2003, video stills,

DVD, 73 min.

“me” and “the world”. The video’s title SLOUGH is
indeed metaphorical. The notion of really flaying
(or shedding) human skin sounds drastic, even
brutal, and in general such a notion is taboo®.

The works presented at the exhibition underline
Sadovska’s interest in exploring corporeality. Not
only in the sense of bodily presence but also in
terms of researching the physicality of the medium
and its imagery in the context of intermedia
overlaps, where “the limits of the medium itself
are delineated by overcoming them”’. Sadovska’s
work is characterized by an inversive approach

to media — painting, video, object or happening.

Paradoxom koze je, ze je povrchom vonkajsim
ako aj vnutornym, ochrannym, ale aj
projektivnym, odhalujucim aj obmedzujucim. Telo
pokryva, zahaluje ho a chrani ¢o je v nom. Prave
vnutorna vystavba tela byva casto vytesnovana

z uvazovania o telesnosti a namiesto toho sa
ludsky interiér zapliia prevazne duchovnymi
vyznamami. Sustava vnutornych organov je
riadend procesmi, ktoré su viac-menej mimo
nasej kontroly a pri normalnom fungovani nemaju
dopad na formovanie identity jedinca. Naopak,

o koZi ako o psychicko-formativnom telesnom
organe uvazuje francizsky psychoanalytik

a filozof Didier Anzieu, ktory hovori o egu koze
(skin ego)® a kozu povazuje za filter medzi
~mnou“ a ,svetom*. Nazov videa ZVLIEKANIE

Z KOZE je skuto¢ne metaforicky. Predstava
redlneho zvliekania (¢i stahovania) ludskej koze
ma vyraz drastického az brutédlneho vyznenia

a vo vseobecnosti je to predstava tabuizovana®.

Prezentované diela na vystave opat potvrdzuju
Sadovskej zaujem o vyskum telesnosti. Nielen

v zmysle ludskej telesnej bytnosti, ale takisto
vyskumu telesnosti média a jeho obraznosti

v aspekte intermedidlnych presahov, ked
,hranice samotného média vymedzuje tym, Ze
ich prekracuje“’. Sadovskej tvorbu charakterizuje
inverzivny pristup k médiam — ¢i uz k malbe,
videu, objektu alebo happeningu. Autorka

5 Cf. HANDCOCK, Tarryn: Transgressing Boundaries:
Skin in the Construction of Bodily Interior. In. Interior:
A State of Becoming. 2012. p. 1 - 8. http://idea-edu.com/
wp-content/uploads,/2013,/05,/P28.pdf

© This refers to the female body in the first place. Cf. BENTHIEN,
Claudia: On the Cultural Border between Self and the World.
New York: Columbia University Press, 2004, p. 256.

7 PETRICEK, Miroslav: Mysleni obrazem. Priivodce souc¢asnym
filosofickym myslenim pro stfedné nepokrocilé.
Praha: Herrmann & synové, 2009, p. 8.

5 Blizsie vid. HANDCOCK, Tarryn: Transgressing Boundaries:
Skin in the Construction of Bodily Interior. In. Interior:
A State of Becoming. 2012. s. 1 - 8. http://idea-edu.com/
wp-content/uploads,/2013,/05,/P28.pdf

6 Toto sa tyka predovietkym zenského tela. Blizsie vid.
BENTHIEN, Claudia: On the Cultural Border between Self and
the World. New York: Columbia University Press, 2004, s. 256

7 PETRICEK, Miroslav: Mysleni obrazem. Priivodce soucasnym
filosofickym myslenim pro stfedné nepokrocilé.
Praha: Herrmann & synové, 2009, s. 8.



She likes to combine and overstep (mutate and
hybridise) media, as the exhibited works attest.
Since the year 2000, the anthropometric dimension
in the form of body-art has permeated her works.
These have been “made to human measure”® but
there are also works using ready-made pieces of
clothes®. Interestingly, many of these works are
presented in two invariants — mostly as an object
supplemented by staged photographs, which
illustrate and tell the rest of the author’s intention.

If skin is the first bodily surface, then clothing

is the second, but then again if we look at the
human being from the perspective of the latter,
the order changes. Here too, we keep returning
to the analogy between skin and clothing in its

'-.I MALBA NA MIERU ¢. 1, 2010
~ PAINTED TO MEASURE No.1, 2010

interaction with the individual — the wearer.

In the words of Quentin Bell, “it is as though the
fabric were indeed a natural extension of the
body” (1986, p. 19)", i.e. it is becoming his or her
“second skin”. Stella North, a theoretician doing
gender and cultural studies research, claims that
when speaking about the body we always refer
to the body with some clothes on, or even that
to speak about the body means to speak about
it through these clothes. Many of these ideas are
incorporated in the presented works and are
landmarks for one’s thinking on them.

The blurring of boundaries between skin and
clothing is obvious in HOMOGRAPHS (2010),

a series of paintings-installations. Different kinds
of clothes (trousers, shirt, cotton bag, etc.) were
used as canvases for portraits of their owners.
Here clothing and its properties (structure, colour
or pattern) merges with the skin of the person
portrayed. For interpretation of the work one may
shift the perspective to the role of the painting
itself, which has become a new clothing (or skin?)
in the context of the work. A similar intention also
characterises A PAINTING MADE TO MEASURE
(2010) and LIKE IN A PICTURE (2011).

s oblubou kombinuje a prestupuje (mutuje

a hybriduje) média, coho dékazom su aj
prezentované diela. Prave pocas obdobia
nultych rokov do jej tvorby ¢oraz viac prenika
antropometricky rozmer v podobe body-
artovo ladenych diel. Ide o realizacie ,,usité“
priamo na ludski mieru® alebo diela, v ktorych
su ako ready-made pouzité rozne kusy
oblecenia®. Zaujimavym prvkom je, ze mnohé
su neraz prezentované v dvoch invariantoch —
najcastejsie ako objekt doplneny inscenovanymi
fotografiami, ktoré dopovedaju a dokumentuju
autorkin zamer.

Ak je koza prvym telesnym povrchom, tym
druhym je oblecenie, ale, ak sa, naopak, budeme

AKO Z OBRAZKU, 2011
LIKE IN A PICTURE, 2011

HOMOGRAPH ¢. 13, 2010
HOMOGRAPH No.13, 2010

pozerat na Cloveka z perspektivy toho druhého,
ich poradie sa obracia. Aj tymto sa vraciame opéat
k analdgii medzi kozou a odevom v interakcii

s jedincom — nositelom™. Slovami Quentina

Bella ,saty cloveka sa stavaju prirodzenym
rozsirenim jeho kozZe a tela“ (1986, s. 19)'"", teda,
stavaju sa jeho ,,druhou kozou“. Stella North,
teoreticka zaoberajlca sa vyskumom gendrovych
a kulturnych studii tvrdi, Zze ked hovorime o tele,
myslime tym vzdy oblecené telo, respektive
hovorit o tele znamena hovorit vzdy skrz
oblecenie. Takto nacrtnuté myslienky ilustruju aj
viaceré na vystave prezentované prace a stavaju
sa smerodajnymi pre dalsie uvazovanie o nich.

Vymazanie hranice medzi pokozkou a odevom
je zjavné v diele HOMOGRAPH (2010), v sérii
malieb-instalacii. R6zne kusy oblecenia
(nohavice, kosela, platenna taska a iné) posluzili
ako platno pre portréty majitelov, od ktorych
boli ziskané. Odev a jeho vlastnosti (Struktura,
farba ¢i vzor) tu takpovediac splyvaju s pokozkou
zobrazeného c¢loveka. Perspektivu interpretacie
diela mozno obratit aj k pozicii samotnej malby,
ktora sa v kontexte diela sama stava akymsi
odevom (¢i pokozkou?). Pribuzné myslienka

8 For the technical accomplishment of certain works the
author cooperated closely with fashion designers (Like in
a Picture (2011) — with Lenka Srdfiova, A Painting Made to
Measure (2010) — with Maria Stranekova, Vivid dresses (2013)
— with Michaela Luptékova).

9 Hornet’s Nests (2002), Homographs (2010), Nests (2013).

10 Clothing adopts some of the properties of skin: it is an outer
surface, and it is protective, projective, and revealing as well
as limiting.

11 NORTH, Stella: The Surfacing of the Self: The Clothing-Ego.
In: CAVANAGH, Sheila L. (ed.). FAILLER, Angela (ed.) a HURST,
Rachel Alpha Johnston (ed.): Skin, Culture and Psycho-
analysis. United Kingdom: Palgrave Macmillan, 2013, s. 64.

8 Autorka na technickej realizacii niektorych diel tizko
spolupracovala s modnymi navrharkami (Ako z obrézku
(2011) - spolupraca s Lenkou Srfiovou, Malba na mieru
(2010) — spolupraca s Mariou Stranekovou, Zivé saty (2013) —
spolupraca s Michaelou [ uptakovou).

9 Osie hniezda (2002), Homograph (2010), Hniezda (2013).

10 Oblecenie na seba prebera mnohé vlastnosti koze,

je rovnako plochou vonkajsou, ochrannou, projektivnou,
odhalujicou ako aj obmedzujtcou.

1T NORTH, Stella: The Surfacing of the Self: The Clothing-Ego.

In: CAVANAGH, Sheila L. (ed.). FAILLER, Angela (ed.) a HURST,
Rachel Alpha Johnston (ed.): Skin, Culture and Psycho-
analysis. United Kingdom: Palgrave Macmillan, 2013, s. 64.

The motif of clothing portraying its holder can
also be traced in another work made earlier. It
is called HORNET’S NESTS (2002) — a happening
performed in the context of the Sculpture and
Object event in Bratislava'. The result and relic
of the event was a soft sculpture piece made of
clothes. The event, preserved only in the form
of photographs, was followed by another piece
called NESTS (2013). Clothes laid on the ground
in the shape of “Hornet’s Nests” represent traces
(indices) left by their holder. On the level of
iconic representation, the author is concerning
herself with stereotypes of social habits which
stand for various social roles. The absent body
is thus substituted by the clothes portraying

its wearer.

OSIE HNIEZDA (Domaca), [
happening 26. juna 2002, 7
Bratislava

HORNET’S NESTS
(House-wife),

happening on June 26, 2002,
Bratislava, Slovakia

Finally, let’s take a look at VIVID DRESSES, from
which the exhibition borrows its title. In this case,
a biological surface in vegetable form becomes
clothing material. On the ground we see items

of clothing (dresses, skirts, scarf and beret) made
of grass carpets. As the material is organic and
alive, by its nature it is processual. Living plants,
in constant change, are a testament to time that
has passed. The added value of clothing is its
functionality: the separate pieces can be sewed
together ingeniously with a zip fastening. That
these clothes are actually wearable is illustrated
by a series of posed photographs where they are
portrayed. Two opposing meanings are illustrated
within the structure of the clothes. The grass
seeds stand for nature as the spontaneous and
fertile power of earth. Clothes, on the other hand,
represent an element of culture, and the need

to cultivate as well as cover up and mask the
naked body. While the grass seeds are a universal
symbol of life, segments of grass in the shape of
clothes represent the human need to differentiate
one’s own living space. The biological character
of Vivid dresses opens up a parallel between
human and botanical epidermis, and blades of
grass remind us of hairs growing through the skin
surface. The grass can also be seen as a poetic
metaphor for earth’s “skin”.

je vlastna tiez dielam MALBA NA MIERU (2010)
a AKO Z OBRAZKU (2011).

Motiv odevu portrétujiceho svojho nositela sa
objavuje aj v inom diele skorsieho datovania. Ide
o OSIE HNIEZDA (2002), happening uskuto¢neny
pocas podujatia Socha a objekt v Bratislave™.
Vysledkom a zaroven reliktom akcie bola makka
plastika zo Siat. Autorka na tuto realizaciu,

dnes zachovanu len v podobe fotografického
zdznamu, nadviazala dielom HNIEZDA (2013).
Saty na zemi ulozené do tvaru ,,osich hniezd“
figuruju ako stopy (indexy) zanechané po ich
majitelovi. V ikonickej rovine diel pracuje prave
so stereotypmi socidlnych habitov, ktoré su
zastupnymi znakmi roznych spoloc¢enskych roli.

Nepritomné telo tak supluje odev portrétujuci
svojho nositela.

Na zéver sa pristavme pri diele ZIVE SATY, ktoré
vystave prepozicalo svoj titul. V tomto pripade
sa odevnym materialom stava biologicky povrch
rastlinného charakteru. Na zemi rozprestreté Casti
oblecenia (Saty, sukne, 3al a baret) su vytvorené
z trdvnatych kobercov. Ide o zivy material, preto
je jeho prirodzenou vlastnostou procesualnost.
Zivé rastliny svojou neustalou premenou
zaznamenavaju uplynuty c¢as. Pridanou
hodnotou siat je ich funkénost — jednotlivé

diely je mozné spojit v svoch domyselnym
zipsovym zapinanim. Realnu nositelnost odevu
ilustruje séria inscenovanych fotografii, ktoré ich
zobrazuju na tele autorky. V konstrukcii odevu
zo Zivého materidlu sa navzajom prepajaju dva
kontrastné vyznamy. Semena travy zastupuju
prirodu, zivelnu a plodivu silu zeme. Naproti
tomu odev reprezentuje prvok kultury, a teda
potrebu kultivovat, ako aj zahalovat a maskovat
nahé telo. Kym semena travy su univerzalnym
symbolom Zivota, travnaté vyrezy v tvare odevu
znazornuju ludsku potrebu diferencovat zivotny
priestor. Biologicky charakter Zivych siat otvéra
paralelu fudske;j aj rastlinnej epidermis a jemné
travnaté stebla pripominaju chipky prerastajlice

12 The event took place on June 26, 2002, at different public
spaces in the centre of Bratislava, and also in The City
Gallery of Bratislava.

12 Akcia prebiehala 26. juna 2002 na réznych miestach
verejného priestoru v centre Bratislavy a tiez priamo
v Galérii mesta Bratislavy.



This active engagement with animate natural
material is a new, unexpected shift in the author’s
work. She herself admits that the concept had
been on her mind a long time previously and she
has always had an ambition to achieve it. The
exhibition offers a goof opportunity for doing so.
Detailed research into Sadovska’s work shows

a connection with WILD GIRLS INSTALLATION
(1990) from her secondary school period®,

in which three classmates conducted their first
artistic experiments in the countryside. At that
time Dorota created a land-art installation using
nylon stockings and surrounding natural material.
Symbolically speaking, this was a renunciation

of wearing clothes made of the aforementioned
material.

" 3 Ll e

DIVOZENSKA INSTALACIA ¢. 1 a 6. 2, 1990,

povrchom pokozky. Trava moze byt tiez vnimana
ako poetickd metafora ,,pokozky“ zeme.

Praca so Zivym prirodnym materialom je

v autorkinej tvorbe novym javom a necakanym
posunom. Sama priznava, ze koncept diela

mala uz dlho ulozeny v pamati s ambiciou

jeho naplnenia a vystava bola preto vhodnou
prilezitostou. Pri dokladnom mapovani Sadovskej
tvorby sa odkryva suvislost s realizaciou
DIVOZIENSKEJ INSTALACIE 7 roku 1990,

teda z obdobia stredoskolského studia, ked tri
spoluziacky zo ,,Supky“® uskutocnovali svoje prvé
umelecké experimenty v prirode. Dorota vtedy
za pomoci nylonovych siloniek a okolitych zivych
prirodnych materidlov vytvorila landartovu

mske puncochy na stromoch, rozli¢na velkost.

WILD GIRLS INSTALLATION Nos.1 and 2, 1990, women's tights on trees, dimension variable.

Here we may be reminded of work done by

the Polish artist Teresa Murak™ in the 1970s.
Characteristically Murak made use of natural
organic material (mostly seeds, cress, soil), which
reflects the connection of the human being and
nature, literally filling it with a sacred spiritual
meaning. Both artists are connected by their
relation to the botanic surface, such as a garden,
which is essentially a female symbol. In case of
Sadovska, having regard to her previous work, we
may also find some associations with Christian
iconography .

What | have written here is intended to highlight
the fact that Sadovska’s fields of interest never
stand purely on their own, with no continuity
with her previous work. This also applies to the
motif of clothing, which this exhibition is focused
on, and which seems to mark a new chapter

in her work following her “Saints period”. As

| observed in my introductory comments, the
mark of Dorota Sadovska’s qualities as an artist is
her self-assured consistency of artistic expression.
This allows us to explore her work from different
perspectives and keep on discovering interesting
new associations.

13 The classmates were Lubica Sajkalova-Vanovi¢ova and Anna
Blonska-Jurcova.
141t was Mira Sikorova-Putisova who drew attention to this

interesting connection.

15 Cf. Hortus Conclusus — “The Enclosed Garden”. ROYT, JAN:
Slovnik biblické ikonografie. Praha: Karolinium, 2006, p. 193,
p. 235.

instalaciu, ktori symbolicky ponala ako zrieknutie
sa nosenia odevu vyrobeného z tohto materialu.

Dielo nam méze pripomentt prace polskej
autorky Teresy Murak' vytvorené v 70. rokoch
minulého storocia. Jej tvorbu charakterizuje
praca s prirodnym organickym materialom
(najcastejsie st to semend, Zerucha, zem), ¢im
reflektuje spojenie ¢loveka a prirody, ktoré napliia
priam posvatnym spiritualnym vyznamom.

V pripade prac oboch autoriek sa vynara suvislost
s rastlinnym povrchom, ako zadhrady, esencialne
zenskym symbolom. V pripade Sadovskej by sme
dokonca mohli, s ohladom k jej ostatnej tvorbe,
nachadzat suvislosti s krestanskou ikonografiou'.

Zamerom vyssSie zmienenych skutocnosti bolo
poukdzat na to, ze ziadna zo sfér Sadovskej
zaujmu nestoji osamelo stranou, mimo previazania
s predchadzajicou tvorbou. Toto sa tyka aj motivu
odevu, na ktory sa sustredila vystava a ktory sa

po ,etape svatcov“ zda byt novou kapitolou v jej
tvorbe. Ako uz bolo v Uvode povedané, to ¢o
potvrdzuje autorské kvality Doroty Sadovskej je
prave jej sebavedoma konzistentnost umeleckého
prejavu. Prave toto umoznuje preskimavat
Sadovskej tvorbu réznymi smermi a neustale v nej
objavovat nové zaujimavé suvislosti.

13 Tymito spoluziackami boli Lubica Sajkalova-Vanovi¢ova
a Anna Blonska-Jurcova.

14 Na tuto zaujimavu pribuznost (v rozhovore) upozornila Mira
Sikorova-Putisova.

15 Blizsie vid. Hortus Conclusus — ,uzaviena zahrada“. ROYT,
JAN: Slovnik biblické ikonografie. Praha: Karolinium, 2006,
s. 193, s. 235.
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ZIVE SATY, 2013, 3aty, semena travy, fotografie na hliniku; intalacia v Turcianskej galérii v Martine 2013
VIVID DRESSES, 2013, dress, grass seed, photo on aluminum; installation in Turiec Gallery, Martin, Slovakia 2013



HNIEZDA (Maturantka, Hlavna komisarka), 2013, pouzivané Saty a obuv, rozliéna velkost HNIEZDA (Atraktivna dochodkyna, Mala baletka), 2013, pouzivané Saty a obuy, rozliéna velkost
NESTS (School Graduate, Chief Commissar), 2013, used clothes and shoes, dimension variable NESTS (Attractive Pensioner, Little Ballerina), 2013, used clothes and shoes, dimension variable




HNIEZDA, 2013, pohlad do instalacie, Turcianska galéria v Martine 2013
NESTS, 2013, installation view, Turiec Gallery, Martin, Slovakia 2013
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