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Obrazovka je to, co drzime nejcasteji v ruce, prvni, po
cem casto sahame ihned po probuzeni. Technologie a inti-
mita, dve tradicne protikladné oblasti, jsou dnes pevne propo-
jené a vzajemne jedna druhou transformovaly. Technologie
vstoupila hluboko do naseho soukromi. Stala se objektem
nasi pece a touhy, partnerem dialogu a kazdodenni oporou,
ale také nebezpeénym duvérnikem. Zaroven proménila
pojeti nasi intimity. Ta je dnes racionalnéjsi a mnohem
vice zalozena na hodnoceni a vykonu. Intimni prestalo byt
sdilenim, vzacnym momentem odhaleni skutecného ja
tem nejblizsim. Stalo se tim, co kazdy den ukazujeme, a to
| idem zcela neznamym.

Virtualni zkusenost je jako prvni zamilovanost plna
protikladu. Nekoneéno stimulu cirkulujicich v rychlém tempu
uvolnuje endorfiny, ale zaroven snizuje schopnost soustredeni,
zpusobuje unavu, uzkost i zachvaty paniky. Do slovniku se
dostala slova jako digitalni detox nebo dotykova deprivace.
Kym jsme, urcuje vyber zbozi, spise nez to, ke komu patrime.
Nase tela jsou zijici menou a meritkem uspechu je pocet
reakci, které zvladneme vyvolat. Rovni si zustavame pouze
v heustalem hladu po rozptyleni.

Pocity telesného odcizeni, nejasnost hranic vlast-
niho ja, jakasi ztrata vnitrku. Nadchazejici generace vyrostla
na obrazovkach bude krehcCi, ale zaroven chytrejsi nez kdy
predtim. Mozna jiz nebude znat uprimnost, ale ani nadra-
zenost ironie. Algoritmy snad rozbiji individualismus a nas-
toli vSeobecnou soudrznost. Kategorie pohlavi, narodnosti,
etnicity nebo sexualni orientace, které vsechny oddeluji,
se postupné rozplynou. Clovék najde znovu tésnou, téle-
snou vazbu k nasi planete.

Utopie, nebo temna budoucnost. Do mlznych vizi
blizkosti v post-digitalnim svete dava nahlednout devet
souc¢asnych umélcu. Pritahujici a zaroven odpuzujici, nejasny
a casto vnitrne dvojstranny. Takovy je leskly, tekuty svet bez
hloubky, ale i tradi¢nich protikladu a jednoduchych zavérdu.
Snad zvladneme, aby byl svetem alespon otevrenejsim.
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The thing we most often find ourselves holding is
the touchscreen—the first thing we often reach for right
after waking up. Technology and intimacy, two tradition-
ally antithetical areas, are nowadays interconnected, both
having transformed each other. In the everyday, technology
has infiltrated our privacy. It has become the object of our
devotion and desire, our interlocutor and crutch, but also
a dangerous confidant. At the same time, it has changed our
notion of what intimacy is. Today, intimacy is more rational
and based on evaluation and performance to a much greater
degree. The intimate has ceased to be an act of sharing;
a rare, revelatory moment of the real us to our closest loved
ones. Instead, it has become what we showcase on the
daily, even to strangers.

The virtual experience is like being in love for the
first time: full of contradictions. A plethora of endless stimuli
circulating at a fast pace releases endorphins, but also
reduces the ability to concentrate and causes fatigue, anx-
lety, and panic attacks. Words like digital detox or touch-
-starved have made it into the dictionary. Who we are is
dictated more by which products we choose than our social
circles. Our bodies have become a living currency and the
number of reactions we are able to produce the benchmark
of success. We are equal solely in our constant hunger for
distraction.

Feelings of bodily alienation, ambiguous boundaries
of one’s self, a loss of the inner self. The coming genera-
tion raised with touchscreens will be more fragile, but also
more intelligent than ever before. Perhaps it will no longer
know sincerity, but neither will it know the superiority of
irony. Algorithms will hopefully break down individualism
and instead establish a universal sense of togetherness.
Categories of gender, nationality, ethnicity, and sexual ori-
entation, which distinguish one from the other, will gradu-
ally dissolve. Humankind will rediscover an intimate, bodily
connection to our planet.

A utopia or a grim future? Nine contemporary art-
Ists offer their insight into the murky visions of intimacy
in @ post-digital world. Simultaneously inviting and repel-
ling, ambiguous and often internally ambivalent. Such is
the shiny, fluid world without depth or traditional contra-
dictions and simple conclusions. Hopefully, we will at least
manage to make the world a more open place.
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VANA BASIC

Sochy lvany BasSi¢ ztélesnuji stav mezi rustem
a umiranim. V siti popruhu a protéz uchycena, do sebe
zatazena tela jsou v nejasnem stadiu, ktere by mohlo byt
umirajicim polo-zivotem, ale i rostoucim plodem pred
zrozenim. Basi¢ zamerne vyuziva materialy s odkazem
K pomijivosti nebo trvani. Tkane jsou odlite z vosku, ktery
muze opakované ménit svoje skupenstvi. Alabastrovy
prach jako memento mori zase odkazuje k plynuti casu
i doslovhému obraceni se v prach. Modré tédnovani muze
byt vnitrni reakci tepajiciho zivota, modrinou i modranim
odumrele tkane pripominajici mramorove zilkovani soch.
KuzZe je narusena, nékdy zatazenymi ranami a prasklinami,
vstupem prazdnoty do celistvosti. To je jeSté zduraznéno
neporusitelnou a aseptickou nerezovou oceli protez,
v ostrem protikladu k vlhkosti a poroznosti tkani. Sklenéena
nadrz pripomina jakysi dychaci pristroj a banky v nohach
opet nejasne odkazuji k hojeni nebo odumirani.

Celkovy vyraz neni morbidni, spise klidny, smireny
a ocekavajici. Basic ukazuje podobnost mezi kadaverem
a plodem, spinavost zivota spojeneho se smrti | zrozeni,
kterou se nase spolecnost snazi potlacit. Pripomina, ze
normalizovane telo ve vsech stupnich - od hygieny, kultu
mladi az po kategorizovani telesnych postizeni - je vlastne
odhmotnene a ze ve skutecnosti se nikdy zcela nevzdalime
ani jednomu z milniku - porodu a smrti, skrytych za zasténou.
Uvedomeni si, ze telo je jen kontejner pouhého zivota,
opravitelné, modifikovatelné, ze jeho casti jsou nahra-
ditelne protéezami, vede na jednu stranu k odcizeni tele-
snosti od naseho ja. Ale zjisteni, ze nase telo neni vzdy
zrcadlem idealizované duse, vSak muze byt i osvobozuijici.
Zdanliva prirozenost kategorii krasy a zdravi prestava byt
prirozenosti, kterou bychom meli byt definovani, a stava
se tvarnym materialem, akceptovatelnym a fungujicim
v mnoha ruznych podobach a stupnich.
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VANA BASIC

lvana Basic’s sculptures embody the stage between
growing and dying. In a web of straps and protheses,
bodies, drawn into each other, are suspended in an uncer-
tain state of being, possibly representing a dying pseu-
do-life or, inversely, a growing fetus before birth. Basic
deliberately makes use of materials which are somehow
linked to iImpermanence or duration. The body tissue is
cast from wax, which has the ability to oscillate repeat-
edly between different states of matter. In turn, alabaster
dust as a memento mori refers to the passage of time as
well as the literal (re)turning to dust. The blue hues can be
seen as an inner reaction of pulsating life; bruising, but
also dead tissue turning blue, reminiscent of the veining
on marble statues. The skin is damaged; sometimes with
healed wounds and gashes, emptiness entering the whole.
This is further accentuated by the indestructible, aseptic
stainless steel of the prostheses in stark contrast to the
moisthess and porosity of the body tissue. The glass tank
resembles a hospital ventilator of sorts, while the lab flasks
which are part of the legs again refer vaguely to the pro-
cess of healing or dying.

The overall expression is not morbid, but instead
rather peaceful, resigned, and expectant. Basic reveals
the similarities between a cadaver and a fetus, between
the squalidness of life associated with death and birth
that our society attempts to suppress. The artist reminds
us that the normalized body at all levels—from hygiene, to
the cult of youth, to the categorization of physical disabil-
ities—is In fact disembodied, and we never actually quite
escape either of the milestones of birth and death, hidden
behind a screen. On the one hand, the realization that the
body is nothing but a container of mere life—repairable,
modifiable, its parts replaceable with protheses—leads
to the alienation of corporeality from our self. However, it
can also be liberating to realize that our body is not always
a mirror of the idealized soul. The seeming naturalness
of the categories of beauty and health ceases to be what
should define us, instead becoming a malleable material,
acceptable and functioning in many different forms and
degrees.
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L OUISA GAGLIARD!

Gagliardi sve obrazy maluje v pocCitacovem grafickém
programu. Vysledek nechava vytisknout na PVC a rucne
doplnuje aplikovanym gelovym naterem, v nekterych pripa-
dech i lakem na nehty. Typicky digitalni efekt prusvitnosti
a zrcadleni povrchu, plastické rozostrenosti pripomina-
jici kontury airbrush nebo sprejovych barev je v nametech
odrazen v napeti mezi banalnosti a dramatem. Domacke
sceny ziskavaji az filmovy nadech mista Cinu. Mlhave tajem-
stvi je dale rozvijeno v opakujicich se motivech prosvitani
a zakryvani a neustale zduraznovano pruhlednymi, lesk-
lymi povrchy.

Tajemstvi, drama, senzualita, pocity hmatovych
a chutovych pocitku jsou vSak zamérné vykonstruované
jazykem a mechanismy filmoveho strihu a psychologii
reklamy cilici na podvedome struktury naseho vnimani. Tak
jako v reklame Gagliardi Casto maluje ty casti naseho tela,
kde jsou nervova zakonceni, jako jsou rty nebo ruce. Plo-
chost jejich maleb, které vznikly na obrazovce, a zaroven
na obrazovkach tak dobre vypadaji, ukazuje, jak je tento
rys urcujici v nasem dnesnim vnimani sveta. Krasna iluze,
ktera si s vlastni prehnanosti pohrava a vystavuje ji na odiy,
jako po posteli az dekorativhe rozhazene tresne na obraze
Treats. Donekonecna nabuzujici intro, vytrzené sekvence
nikdy nenaplnene touhy, ale se zvlastni svebytnou estetickou
kvalitou melancholickeho bezcasi. Komercni mechanismy
neustalého konzumniho rustu porazit jednoduse nelze,
mozna je ale lze jejich vlastnimi zbranemi donekonecna
oddalovat. Smyslem obrazu Gagliardi je pravé to, Zze nemaji
zadne jadro, ke kteremu bychom se pres vsechny zapletky
dostali. Gagliardi uzavira prodej emoci do jeho vlastniho
kolotoCe nekonecneho preletavani po trpytivem povrchu.

_|_
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L OUISA GAGLIARD!

Gagliardi creates her artwork using graphic design
computer software. The resulting work is printed on PVC, to
which she further applies coats of gel, in some cases even
nail polish. The typically digital effect of translucency and
the mirroring of surfaces as well as the three-dimensional
blurring, resembling the contours made by an airbrush
or spray paint, are reflected in the tension between the
banal and the dramatic of the depicted subjects. Domestic
scenes take on an almost cinematic feel of a potential
crime scene. The vague mystery is further developed in
the recurring motifs of translucency and concealment and
constantly emphasized by transparent, glossy surfaces.

However, the mystery, the drama, the sensuality,
and the sensations of touch and taste are deliberately fab-
ricated by the language and mechanisms of the cinematic
cut and by the psychology of advertisements targeting the
subconscious structures of our awareness. As in adver-
tising, Gagliardi often paints those body parts which con-
tain nerve endings, such as the lips or hands. The flatness
of her paintings, which were created on a screen and at
the same time look so good on a screen, shows how this
Is a defining feature in our perception of the world today.
A beautiful illusion which parades and plays with its own
exaggeration, like the cherries scattered almost deco-
ratively across a bed in the artwork Treats. An endlessly
exciting intro, sequences of forever unfulfilled desire, yet
possessing a strange, distinctive aesthetic of melancholic
timelessness. It is impossible to easily defeat the commer-
cial mechanisms of constant consumerist growth, though
perhaps they can be endlessly delayed by means of their
own arsenal. The point of Gagliardi’'s artworks is precisely
that they have no substance which we could simply reach
by going through all the plots. Gagliardi encloses the sales
transaction of emotions into its own merry-go-round of
endless flightiness over the glittery surface.
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PAKUI HARDWARE

Prace Virtual Care pripomina nemochnicni sal bez
pacientu i doktoru. Nazev je narazkou k aktualnim diskusim
tykajicim se etiky zdravotnicke pece stale vice poskytovane
pocitaci nebo roboty, a to bez blizkeho kontaktu s paci-
entem, jen na zaklade vyhodnocovani dat. Zavesena cast
predstavujici jakysi vysetrujici nebo operujici stroj je vsak
oproti vetsine soucasnych zdravotnickych technologii,
studenych a bilych, teplejsi i barevne hrejiva. Upozornuje
zaroven na vnitrni protiklad v desighu soucasne medicinske
technologie, kterou bychom si asociovali spise s labora-
tori nez se slovem péce.

Ctyfi stoly ve formé obracenych Petriho misek, ve
kterych jako by rostly tvary podobné lidskych organum
s arteriemi a jakymisi vytrusy, ktere jsou vedle skla, teplotne
formovaného PVC a silikonu, symbolicky utvoreny z chia
seminek, modni super potraviny. Zvnejsneni vnitrnich
télnich procesu, kterého jako bychom tu byli svédky, je
dalsi narazkou k predpovidane ere genetickych inter-
venci, brzdene v soucasnosti pouze z etickych, a vzhledem
k obrovskym komerénim tlakum a suverenité narodnich
statu, dlouhodobé tézko udrzitelnych pozic. Pakui Hardware
vsak podobne jako zanr sci-fi, ktery instalace pripomina,
nedavaji na otazku po temné nebo ruzové budoucnosti
jasnou odpoved. Nazev Pakui ostatne pochazi ze jmena
mytologicke hawajske postavy Pakuiho, ktery dokazal obeh-
nout pacificky ostrov sestkrat za den. Spojeni s ,hardware®,
terminem pouzivany pro materialni, tedy ne-programovou
cast pocitacu, je jasnou vizi smérem k tendencim presa-
hujicim telesne limity prave prostrednictvim technologii.
Prace dua Neringa Cerniauskaitéé a Ugniuse Gelgudy tak
vytvarné i materialové inovativnim zpusobem ilustruiji, jak
je a byla lidska telesnost vzdy urcovana spise politickymi
a komercnimi zajmy nez biologickou prirozenosti. Prestoze
dilo nema zadnou funkéni stranku, muze byt brano jako
urcity navrh nebo vize, a to vcetne inovativne pouzitych
materialu a jejich zpracovani.

_|_
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PAKUI HARDWARE

Virtual Care resembles a hospital ward without any
patients or doctors. The title of the artwork is an allusion
to the current debates concerning the ethics of medical
care that is increasingly provided by computers or robots,
l.e. without close contact with the patient, based only on
the evaluation of data. The suspended part, representing
some sort of examination or operating room equipment,
comes across as warmer with warm hues in contrast to
the cold and white medical technology used most often
today. It also draws attention to the inherent contradiction
In the design of contemporary medical technology, which
we would associate more with the laboratory rather than
with the concept of care.

Four tables consisting of petri dishes turned upside
down, in which human organ-like shapes with arteries and
some kind of spores appear to be growing, which are, in
addition to glass (thermally molded PVC and silicone), sym-
bolically made from chia seeds—a fashionable superfood.
The process of making inner bodily processes external
that we seem to be witnessing here is another allusion to
the predicted era of genetic interventions, hindered in the
present day only by ethical and—given enormous commer-
cial pressures and the sovereignty of nation states—in the
long term hardly sustainable positions. Like the genre of
science fiction which the installation evokes, Pakui Hard-
ware does not give a clear answer to the prediction of
either a dark or rose-tinted future. After all, Pakui comes
from the name of the mythological Hawaiian character
Pakui, who was capable of circling the Pacific island six
times per day. The fusion with “hardware”, a term used for
the material, i.e. non-software components of computers,
IS a clear vision leaning towards tendencies to transcend
physical limitations precisely by means of technology.
The work of the creative duo Neringa Cerniauskaitéé and
Ugnius Gelguda thus illustrates in an innovative way, both
artistically and materially, how human corporeality is and
has always been determined more so by political and com-
mercial interests rather than biological nature. Although
the artwork has no functional aspect, it can be regarded
as a proposal or vision of sorts, factoring in as well the
Innovative use of materials and their processing.
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L OLA GONZALEZ

Gonzales pracuje od zacatku své umelecke kariéry
se stejnou skupinou hercu, ji nejblizSich, pratel a rodiny,
které zapojuje i do stfihové a hudebni slozky svych filmu.
V prubéhu deseti let se s nimi z ruznych ohledu zabyva
moznostmi i limity kolektivu. Pratelstvi, na ktereém stoji
zpusob jeji prace i predstava komunity, kterou divakum ve
svych filmech prezentuje, neni pouze otazkou osobni, ale
metodou zasadné politickou. Gonzales nikdy neodpovida
jednoznachne, ale spise urcitymi naklony a bez idealizaci.
Komunity v jejich filmech se na neco intenzivne pripravuiji,
a to v€etné az jaksi hrozivych vycviku se zbranémi, jak je
tomu ostatneé ve Veridis quo. Gonzales nezastira, ze prave
komunita je schopna primet jednotlivce k akci, ale zaroven
| vytvorit kontext, ve kterém se bude chovat tak, jak by
se sam za beznych okolnosti nechoval. Ve stejnem filmu
se ostatne clenoveé skupiny uci oslepnout. Mozna proto,
ze zvuk hraje ve filmech Gonzales zasadni roli, se v nich
take skoro nikdy nemluvi. Absence jazyka a mluveneho
slova zaroven zduraznuje jazyk téla jednotlivych postav
a ponouka divaka dotazovat se po neviditelnych vztazich
a hapéetich v ramci komunit, které Gonzales zobrazuje.
V novejsich filmech, jako je Anouk & Lola, se postavy snazi
dorozumet, prestoze kazda hovori vlastnim, neexistujicim
jazykem.

_|_
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L OLA GONZALEZ

Since the beginning of her artistic career, Gonzalez
has worked with the same group of actors—her closest
friends and family that she also involves in the editing and
scoring of her films. Over the course of ten years, she has
worked with them on exploring the possibilities and limits
of the collective from different perspectives. The friend-
ship that underpins her creative process as well as the
idea of community she presents to the audience in her
films is not merely a personal issue, but a method that
Is fundamentally political. Gonzalez never gives us any
unequivocal answers, but instead hints at things without
any idealization. The communities present in her films are
always intensely preparing for something; including, for
iInstance, almost sinister-looking weapons training, as is
the case in her film Veridis Quo. Gonzalez does not hide
the fact that it is precisely community itself which is not
only able to move individuals to action, but also to create
a context in which individuals will behave in a way they
would not normally on their own. In the aforementioned
film, for instance, the members of the group learn how to
lose their sight. And perhaps because sound plays a cru-
cial role in Gonzalez's films, there is almost never any
talking in them. At the same time, the absence of language
and the spoken word emphasizes the body language of
the individual characters and makes the viewer question
the unseen relationships and tensions present within the
communities that Gonzalez depicts. In newer films such
as Anouk & Lola, the characters try to understand each
other when speaking their own non-existing language.
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TENANT OF CULIURE

Zdanlive zmutovane obleceni Hendrickje Schimmel
je vysledkem pracneho rucniho rozparani vyrazenych, nikdy
nenosenych odévu a moédnich doplnku a nasledné stejné
pracneho rucniho sesivani do nove kolazovité podoby. V té
jako by umelkyne obracela obleceni naruby, ukazovala jeho
vnitrnosti nebo ménila jeho puvodni pouziti jako u pasku
do kalhot nebo uch kabelek nasitych na botach.

Rozesivani casto probiha v ramci verejnych work-
shopu, které Hendrickje organizuje a které jsou zaroven med-
itaci nad povahou soucasne mody. Modni trh roste v pos-
lednich letech zhruba o 6 procent rocnée. To je umoznéeno
jednak planovanym zastaravanim, kdy je obleCeni masovych
znacek navrhovano s urcitymi prvky nebo z takovych
materialu, aby jeho puvodni podoba nevydrzela urcity
pocet pracich cyklu. Stejnym mechanismem je ale i rychlé
stridani trendu, kdy k opotrebeni dochazi psychologicky,
z pohledu toho, kdo obleceni nosi. Velmi kratka zivot-
nost, rychla vyména nasich Satniku je zaroven umoznéna
levhou subdodavatelskou produkci v zemich s obecneé
nizkou prijmovou hladinou a zaroven neprilis vymahanou
zamestnavatelskou etikou, vcetne uzivani detske prace.
To vSechno vetsinou za marketingovou identitou daného
Kusu obleceni visiciho v cistém a prosvetlenem obchode
nevidime. Objekty Tenant of Culture jsou vizualni antro-
pologii trendu, archeologii produkce, ktera zamérné vyt-
vari zombie mezi zivotem a smrti, potencialne nositelnée
jen na pohled. V castech jejich tel jsou vepsany fragmenty
pfedchozich zivotnich pfibéhu.

_|_
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TENANT OF CULIURE

The seemingly mutated outfits of Hendrickje
Schimmel are the result of painstakingly unstitching dis-
carded, never-worn clothing and fashion accessories by
hand, which is then equally painstakingly stitched by hand
Into a new collage-like form. It is as if the artist were turning
the clothes inside out during this process, revealing its
viscera or changing its original use, as with belts or purse
handles sewn onto shoes.

The unstitching process often takes place during
public workshops organized by Hendrickje, which are in
themselves also a meditation on the nature of contempo-
rary fashion. The fashion market has been growing at a rate
of about six percent annually in the past recent years. This
IS made possible partly due to planned obsolescence,
where clothes by mass brands is designed using certain
elements or materials so that its original form does not
last more than a certain number of washing cycles. The
same mechanism is also represented by rapid shifts in
trends, where wear and tear occurs psychologically, from
the outfit wearer’s point of view. At the same time, the
very short lifespan and rapid turnover of our wardrobes
IS made possible by cheap subcontracted production Iin
countries with generally low income levels which do not
greatly enforce employer ethics, and thus for instance
Include the use of child labor. We do not usually register
any of this hidden underneath the marketing identity of
a given piece of clothing displayed in a clean and well-lit
shop. Tenant of Culture objects comprise a visual anthro-
pology of trends, an archaeology of production that delib-
erately creates zombies between life and death, poten-
tially only seemingly wearable. Fragments of previous life
stories are inscribed within the individual body parts.
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VIKTOR TIMOFEEV

Apokalypticke paralelni svety na kresbach Timo-
feeva predstavuji hordy do sebe zaklesnutych postav.
Bez konkrétnich rysu nebo pohlavi, ve fantastickych atlet-
ickych formacich nasleduji, nebo jsou naopak v konfliktu
s jejich okolim. To je jakousi materializovanou geometrickou
mrizkou, vetsinou plochou podlahou, nekdy architekturou
bludiste. Vzdy vsak do sebe postavy nasava, snad jako
obraz pekla.

Jakysi obecny strukturujici princip, zpusobujici
uzkost, kterou v kresbach zosobnuje mrizka, se ve video
iInstalaci, fiktivhi hre promita do jeji vnitrni logiky. Tikani
hodin prevraci na zaklade cyklickych i nahodnych mutaci
kazdou ze ctyr sekci u vsech 42 pismen abecedy az do
uplneé necitelnosti. Na metafore hry Timofeeva zajima hlavnée
pritomnost ruznych urovni logiky, které mohou byt pod-
mineny nahodnymi nebo jinymi podnety a nemusi nutne
odpovidat chovani hrace. Hra, ktera by z vlastni definice
mela mit jasna pravidla a logiku, se tak obraci v chaos
neustalé nejistoty. Ocekavatelnost ale predpokladame
| Vv hasem svete a zivote, ktery umeéle vytvoren neni a pribeh
a logiku postrada. Tato uzkost z chaosu, kterou zazivame
dnes, kdy svet, zda se, prestava mit zazitou predpovidatel-
nost, je ve svetech Timofeeva jakousi operativni normou.
Zaroven nas upozornuje, ze pravidelnost, kterou se nase
planeta, alespon v obdobi holocénu, tedy zhruba posled-
nich 12000 let vyznacCovala, je ve vesmiru pravdepodobne
spise vzacnosti.
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VIKTOR TIMOFEEV

The apocalyptic parallel worlds in Timofeev’s draw-
Ings are represented by hordes of characters locked into
each other. With no specific features or gender, they follow
In fantastic athletic formations or, on the contrary, are in
conflict with their surroundings. The artwork comprises
a kind of materialized geometric grid, mostly a flat floor,
sometimes having the architecture of a maze. In every
case, however, it always sucks in the characters, like an
image of hell.

A kind of general structuring principle that induces
anxiety, embodied by the grid in Timofeev's drawings, is
projected in the video installation, a fictional game, into
its internal logic. The ticking of the clock keeps flipping
each of the four sections for all 42 letters of the alphabet
based on cyclical and random mutations until they are ren-
dered completely illegible. What most interests Timofeev
about the metaphor of the game is the presence of dif-
ferent levels of logic, which may be made contingent on
random or other stimuli and do not necessarily correspond
to the player’s conduct. The game, which by its very defi-
nition should have clear rules and logic, thus turns into the
chaos of constant uncertainty. But we also come to expect
predictability in our world and life, which is not artificially
created and is devoid of a storyline and logic. This anx-
lety, stemming from the chaos we experience today when
the world seems to be losing its established predictability,
constitutes a kind of operative norm in Timofeev’s worlds.
At the same time, it alerts us to the fact that the regular-
ities which have characterized our planet, at least during
the Holocene, i.e. the past 12,000 years or so, are likely
more of a rarity in the known universe than anything else.

_|_

CZ «



CZJ

_I_

_I_

_|_

DARJA BAJAGIC

Fotografie pravdepodobné zavrazdeneé, pohreso-
vane 1/7-leté Brittanie Drexel. Tvar 27-leté Biancy Brust,
zavrazdeneé jejim kamaradem. Obliceje pornoherecek Kali
Michaels a Maddy O’Reilly. Ceska pornohvézda Dominno.

BajagiC vedle sebe poklada obrazy temnych stranek
lidske reality, casto doplnene o vyrazne, skoro mysticke,
graficke symboly. Pornografie a vrazdy jsou ale spise sym-
bolickym prikladem fotografie vyprazdnene v prostredi
internetu, zbavené vSech obsahu a spojeni. Takovy obraz
presto nebo prave proto vyzaruje jakousi auru, i v tom,
Ze brani nasi snaze o jednoduche pochopeni a vyvolava
udiv. Bajagi¢ ukazuje, jak je nasili v ruznych podobach
spolecensky akceptovano. Z jejich kolazi vidime, jak je
obraz zeny v masmediich stereotypizovan. Oznacena za
zhyralou nebo nevinnou, Zzena ¢asto zustava v pasivni rol,
pouheho prijimajiciho objektu. Vytrzeni z kontextu, zbaveni
identity a ztraty moci nad vlastni podobou, proces, kterym
prochazi fotografie nebo spise.jpg soubory v prostredi
iInternetu, metaforicky odpovida nasili, kterym prochazi
tela zobrazenych zen ve skutecnosti. Presto se zda, ze
zustavaji hrdinkami a vyzaruji vnitfni silu. Podobnou jako
obrazy kfestanskych mucedniku.
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DARJA BAJAGIC

A photo of the missing, and presumably murdered,
seventeen-year-old Brittanie Drexel. The face of twen-
ty-seven-year-old Bianca Brust, murdered by her friend.
The faces of porn actors Kali Michaels and Maddy O’Reilly.
The Czech porn star Dominno.

BajagicC juxtaposes images of the darker aspects
of human reality, often complemented by striking, almost
mystical visual symbols. Pornography and murder, however,
are more a symbolic example of photography emptied and
stripped of all content and context in the environment of
the Internet. Despite or perhaps because of this, such an
Image exudes a certain aura in that it impedes our efforts
at simple understanding and induces awe. BajagiC shows
how violence in its various forms has become socially
acceptable. In her collages, we can see how the image
of women is stereotyped by mass media. Dichotomized
as either debauched or innocent, women are often made
to play the passive role of a mere receiving object. Being
taken out of context, being deprived of identity, and losing
control over one’s own image, a process that photographs
(or rather.jpg files) undergo on the Internet—this meta-
phorically corresponds to the violence which the bodies
of the depicted women are submitted to in real life. And
yet, they seem to remain heroines who manage to exude
an inner strength, not unlike icons of Christian martyrs.
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RACHEL MACLEAN

Filmy Rachel Maclean zobrazuji temnym a zaroven
komickym zpusobem jen o néco malo prehnanou verzi
sveta, ve kterem zijeme. Technika herce pred zelenym
pozadim, do ktereho jsou nasledne pomoci digitalnich
programu vlozZena ruzna fantazijni prostredi, Maclean
provazi jiz od dob studii. V pripadeé filmu Feed Me navic
hraje Maclean vsSechny postavy, vcetne digitalni multip-
likace sebe sama ve skupinovych zabéerech. lluze, prepinani
identit a prevliékani kostymu, prehnané liceni a prehnané
saturovane bonbonove umele barvy jsou take komentarem
ke svudné i znepokoijujici realité mezilidskych vztahu, roz-
vijejicich se pouze na platforme komercnich technologii.

Film je neustale prerusovanou horskou drahou
nahlych zmen atmosfery, barvy a emoci. Opakujici se motiv
bezmoci, ktery prameni z komodifikace stesti a dusevni
pohody, je nasledovan prehnane teatralizovanym prom-
louvanim jednotlivych postav primo do kamery, doplho-
vanym az pantomimickymi gesty. Vse provazi smajlikovsky
detske ujistovani o pozitivhich emocich, pokud tedy zrovna
postavy nepropukaji v neudrzitelny plac. Celkové vyzneni
je jako u toxického obsahu socialnich siti zaroven svudné
a odporné. Podobné jako kostymy Maclean, které jsou
vytfibenou kolazi existujicich produktu - od détskych bryn-
daku, Skolnich uniforem a gumovych rukavic -, je i scénar
a herectvi Maclean slepeninou reklamnich bonmotu, frag-
mentu komercnich sdéleni a politickych sloganu. Vysledek
nas podivhé mrazi pravé proto, zZe je urcitym zpusobem
duvérné znamy.
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RACHEL MACLEAN

In a dark yet comic way, Rachel Maclean’s films
portray only a slightly exaggerated version of the world we
live in. The filmmaking technique of the green screen, onto
which various fantasy environments are then projected
using digital software, has been a staple of Maclean'’s film-
ography ever since she was a student. In addition, in the
case of her film Feed Me, Maclean plays all the charac-
ters, including the digital multiplication of herself in group
shots. lllusoriness, the switching between identities, cos-
tume changes, the exaggerated make-up, and the over-
saturated, candy-like artificial colors can all also be seen
as a commentary on the seductive and disturbing reality
of interpersonal relationships developing only on the plat-
form of commercial technologies.

The film is a constantly interrupted rollercoaster of
sudden changes in ambiance, color, and emotions. The
recurring motif of helplessness, which stems from the
commodification of happiness and mental wellbeing, is
followed by overly theatrical speeches of the individual
characters talking directly to the camera, complemented
by almost pantomimic gestures. All this is accompanied
by emoji-level childlike reassurances of positive emo-
tions, unless the characters are in the middle of bursting
into tears. As with toxic social media content, the overall
tone is both seductive and repulsive. Like Maclean’s cos-
tumes, which are a refined collage of existing products—
from baby bibs and school uniforms to rubber gloves—the
script and acting is also a patchwork of advertising witti-
cisms, fragments of commercial messages, and political
slogans. The result is uncannily chilling, precisely because
it is in some ways so familiar.

_|_

CZ <



CZJ

_I_

_|_

DAIGA GRANTINA

Monumentalni socharske instalace Daigy Grantiny
evokuji prirodni svet. Je to mozna umely raj, bohatsi nez
skutecnhost. Grantina vytvari vlastni motivy, spis nez by
cokoliv napodobovala. Jeji slozite komponované prace,
vztahy mezi jejich jednotlivymi castmi, jejich vzajemné
rozvijeni a otevirani se, lze Cist | jako univerzalni meta-
foru touhy. Ne vsak nutné eroticke, ale touhy jako urcité
zivotni sily, ktera se tak, jako u kvétu ruze, propisuje do
vysledne formy. Z jejich instalaci pri prepinani pohledem
jednou neco rozeznavame, podruhée se nam to opet vytraci.
|dentita, povaha téchto objevujicich se prvku, které jako
by se vynorovaly a ztracely, které se jaksi rozplyvaji jeden
v druhy, je nejasna a tekuta. Takovy je poté i vztah celku
a jeho jednotlivych casti.

Touha je v autoréiné praci zpusobem nahledu na
svet, modem zobrazeni, ktery sleduje jineé nez vizualne
prostorové nebo pristroji méritelné vztahy. Dulezita v tomto
pohledu neni jednotliva vec a jeji vlastnosti, ale naopak
vztahy, které vystupuji do popredi a jakoby jednotlive body
mezi sebou zastinuji. Mozna podobne jako si predstavu-
jeme provazane ekosystemy | nhecentralizované infor-
machni site, napriklad internet. Predstava jednotlivce odd-
eleneho od jeho okoli a schopného svobodne jednat je
ostatne pomerne nova a rozhodnée neprovazi lidstvo od
jeho pocatku. Ostatné i algoritmy schopné predpovidat
tak dobre nase rozhodovani ukazuji, ze jsme mnohem
vice soucasti a vysledkem okolniho svéeta, nez si chceme
priznat. Oproti nekdy velmi agresivhimu prosazovani lidske
vule obyvaji instalace Grantiny prostor, ktery je jim urcen,
jaksi vabivym zpusobem. Podobné jako rostliny jej jakoby
prorustaji, a to i ve vztahu k jeho méritku a svételnosti.

_|_

EN >



EN

_I_

_|_

DAIGA GRANTINA

Daiga Grantina’s monumental sculptural installa-
tions evoke the natural world. It can be seen as an artificial
paradise, one that is richer than reality, for Grantina cre-
ates her own motifs rather than imitating anything existent.
Her intricately composed works, the intertextuality of their
Individual parts, and their mutual unfolding and opening
can also be read as a universal metaphor for desire—not
necessarily erotic, but rather desire as a certain life force
which, as in the case of a rose blossom, inscribes itself
into the final form. When we change our point of view, one
time we recognize something in the artist’s installations,
only for it to disappear again at a second glance. The iden-
tity and nature of these emerging elements, which seem
to appear only to disappear, which somehow merge into
one another, is unclear and fluid. Such, then, is also the
relationship of the whole to its individual parts.

In the artist’s work, desire becomes a way of looking
at the world; a mode of representation that depicts con-
nections other than those which are visually spatial or
measurable by devices. What becomes important is not
the individual thing and its properties, but rather the con-
nections that come to the forefront and seem to over-
shadow the individual parts. Perhaps it is similar to how
we imagine interconnected ecosystems and non-central-
Ized information networks, such as the Internet. After all,
the notion of an individual separated from their environ-
ment and able to act freely is still relatively new and has
certainly not been a defining part of humankind since its
beginnings. The fact that algorithms can predict our deci-
sions so well shows that we are much more a part and
result of the world around us than we care to admit. In
contrast to the sometimes highly aggressive assertion of
human will, Grantina’s installations manage to inhabit the
space they are meant to inhabit in an inviting way. Like
plants, they seem to grow through this space, even in rela-
tion to its scale and lighting.
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