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O OBJEKTOCH AKO UDALOSTIACH

O 0«0«
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Otvorenie symfonie
Sandberg, Devinska Nova Ves

V8etky tieto kisky skaly hraji ako orchester.

Ano, toto miesto ma zvuk.

Maju skaly zvuk?

Ano, pre mna maju.

Aj pre mia. Zaujimavé. PreCo si obe myslime, ze maju zvuk?
Mala som taku skusenost, ked' som ich pozorovala zhora, a pomyslela
som si, ze raz tu hore museli byt; a to ma prinutilo premyslat o tejto nahlej
drame.

J Niekolko z nich padlo.

D Co je pre teba tym zvukom, ktory vidis?

J Co mi napadlo, je orchester, napriklad Beethovenova symfénia. V sym-
foniach su tieto silné momenty: tudududuuuu. Tento pohlad ukazuje pohyb,
ktory tu uz nie je, je to také explicitné, hotové umelecké dielo. Skaly st tu,
nehybu sa, ale citi§ pad. Maju $pecialne tvary, st zaoblené. Preco vyzeraju tak
organicky? Je to efekt posobenia vody?

D Pripadaju mi ako entity. Mozno ich formovalo rovnako more, ale neskor,
ked' bolo more pre¢, dazd' a vietor. A to, ked' sa rutili dolu. Zaujimavé je, ze sa
to muselo odohrat nahle, v sekunde, ale ich zvuk pre nas pretrvava.

J Nejaki vedci ti m6Zu povedat, o sa mohlo stat.

D Ano, mali by sme sa opytat, kam zmizla vSetka voda, alebo skor,

do ¢oho sa transformovala. Bolo tu more, no ¢o ostalo, st iba nejaké drobné
zvy$ky morského dna. Ako a kde bola dalej distribuovana vSetka ta hmota?

(Obr. 1)
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Rozhovor v ateliéri

D Vidim tieto objekty ako mensie mierky nie¢oho, ¢o jestvuje vo va¢Som
meradle ako Sandberg. Nie ako oddelené artefakty, ale ako oblasti hmoty.

J Co sa zacalo diat s tymto objektom? (Obr. 2)

D Zacal sa pod vlastnou vahou rucat. Vytvori hranu, ide dole.

J Tvoje objekty nie su fixné, menia sa v ¢ase. Maju v sebe napétie, ¢lovek

ma pocit, ze sa mozu kedykolvek zratit, praskndt, ze sa nie¢o zmeni. Preco ta
znova a znova pritahuje praca s praskovym materialom, ¢o na nom mas rada?
D Myslim si, ze to ma viacero dévodov. Mozno nahodou som urobila prvy
objekt, ked som brusila sadrovi formu a bruska sa zasekla. Vnutri bol sadrovy
prach, CiastoCky, ktoré tvorili objem, posobili ako pevny predmet. Paci sa
mi, Ze sa zda byt nemozné vytvorit nieCo také krehké, no napriek tomu sa to
moze stat, na kratky ¢asovy Usek, v zavislosti od viacerych premennych, nielen
odo mna. Nie€o, ¢o je na hranici existencie, takmer nie je, no napriek tejto
neurcitosti to jestvuje. Ako velmi podnetna sa mi javi myslienka, ze kazda
kombinacia ¢astic ma Specifickd zivotnost. V pripade mojich diel je to doba
trvania vystavy. Uvedomila som si, Ze sa to po vystave nevyhodi, ale prebuduje
na nieco iné, takze je to ako nedokoncena alebo nikdy dokoncena vec. Nieco,
¢o moze pokracovat samo alebo s mojou pomocou. Nevnimam sa ako Tvorkyna,
ktora je plne zodpovedna za to, ¢o sa deje. Paci sa mi pozicia byt v blizkosti
toho, ked' sa to deje, a mozno aj pozerat alebo pocuvat, o to odo mna
potrebuje.

3 Rozhovor Judit Angel
s Danou Tomeckovou

J Bez teba by to nebolo, neudialo by sa to. Ty rozhoduje$ o tom, aby to
vzniklo, no nasledne to uz ma vlastny zivot a ty sa o to iba staras.
D No zaroven pri tej starostlivosti tu vec vystavujem riziku v ramci jej

vlastnych limitov. SkiiSam, ako daleko mozem zajst, kolko znesie. Myslim si, Ze je
to v jednom momente starostlivost, citlivost voci nej, ako aj posuvanie jej hranic
— Co ma tiez udrziava v akcii, budovanie napatia. Iniciujem ho a paci sa mi
sledovat, ako sa moze dostat k tebe, k publiku. SU rozne formy napétia,
tenzie. Fyzicka, ktora je do objektu vtlacena doslova — tlakom tela, a potom
subjektivne citena tenzia. Tu nie je vidiet, ale telo ju citi. Myslim si, Ze pri
praskovom materiali ostavam tak dlho preto, lebo manifestuje tieto sily, ktorych
sa cezen mozem dotykat.

J Zatial sme ne$pecifikovali, aky druh prasku pouziva$. Vidim sadru, zem,
pigment, cukor...

D Kukuriény $krob, alginat (material pochadzajlci z morskych rias),
mramorovy prach...

J V3etky su praskovej konzistencie, maju v§ak Specifické vlastnosti.

Ako ich vnimas?

D Mam naozaj rada kontrast ich vlastnosti: na jednej strane su velmi

krehké, miliony nepatrnych malych CiastoCiek, ale ked' sa stladia, dokazu byt
velmi konzistentné.

J Vravela si, ze niektoré objekty mozu z okolia absorbovat vihkost a potom
Ciastoéne stuhnl. Co sa stane, ked' sa vlhkost zmeni?
D Ked' su stlacené do formy, napriek tomu, Ze sa javia ako kompaktné, su

stale porézne, takze su velmi zranitelné alebo otvorené vonkaj$im podmienkam.
Intenzivne reaguju. Vlhkost ich moze velmi spevnit, no pri roznych praskoch
moze rovnaka vlhkost znemoznit pracu s nimi rovnakym spdsobom. TakZe je to,
akoby ich kauzalita nebola linearna. Myslis si, ze ten proces poznas, no
zakazdym je nepredvidatelny. Aj po rokoch ta stale prekvapia nie¢im novym.

J Napriklad mramorovy prasok. Mam pocit, ze je uslachtilej§i alebo
sebavedomejsi. Ako reaguje na parametre okolia?
D Uz nema vlastnosti kamena; sprava sa ako ina entita. V porovnani

s inymi materialmi su jeho Ciastocky tazsie a maju tendenciu sa rozpadat pod
vlastnou vahou omnoho rychlejsie. Takze je trochu viac neurotickejsi, povedala
by som.

J Spominala si predtym, Ze objekty st ako udalosti, Ze trvaju urcity Cas.
Ba Co viac, nie je to iba o doCasnosti, ale o skutoCnosti, ze udalost sa stane.
Ako sa ,stane” tvoj objekt?

D Zakazdym, ked" ho budujem, je to zaciatok procesu, ktory ma vlastny
Zivot. ZaCne, pretoze som urobila nejaké rozhodnutia, ale to, ako bude reagovat
na prostredie, na ludi, ako reaguje publikum, napatie medzi nimi, a ako citi
pokusenie sa objektu dotknut — to vSetko ostava otvorené. A potom je tam cas,
ktory méze pracovat v jeho prospech alebo proti nemu. Vystaveny objekt je iba
vzorkou akejkolvek veci, ktora sa nachadza v nasom okoli, vedla nas, no jeho
¢as je omnoho krat$i.

J Objekt ako udalost, ako performance... UrCity Cas trva a potom zmizne.
Na dal$i raz sa zmeni na iny objekt. Sucastou tvojej tvorby je aj perfor-
mance; niekedy prepajas objekty, ktoré si vytvorila, s telesnymi interakciami

a celé prostredie vystavy sa stane instalaciou performance ako v Studiu mladych
umelcov v Budapesti. (Obr. 3)
D Bola som velmi zvedava na interakciu medzi praskovym materialom, pri
ktorom citim, ze ma performativny potencial, performermi a publikom. Myslien-
kou bolo pracovat s objektmi ako s trvajucimi udalostami v ramci skutoCnej
udalosti, eventu. Objekty boli ovplyvnené interakciou s performermi

a neskor s publikom; stratili svoje ostré hrany, pévodnt formu, pevnost. Rozsirili
sa do priestoru, aby boli v niekolkych ¢asovych blokoch postavené nanovo ako
nieco iné. Tato skiisenost ma priviedla k premyslaniu nad uroviami interakcie,
do akej miery uz prebieha bez fyzického dotyku. Ako je tam pritomna performa-
tivita materialu, bez dotyku.

J Ale ako?

D Je to o tom, ako sa spoji$ s objektom, ako nan pozries, aky druh emocie
v tebe spusta, do akého druhu napéatia ta privadza. Je to skor o pritazlivosti,
ktora je tiez, verim, istym druhom interakcie. P6sobi to na teba bez toho, aby si
sa dotykala. Prave tento ,takmer dotyk” moze trvat este dlhsie ako
skutoény dotyk. Oscilacia okolo objektu alebo bytie s nim, a ¢o to znamena, byt
s nie¢im, ako s tym byt, ked to potrebuje pozornost, ked' je to krehké, ale potom
to vyzerd, Ze aj nie je. Zamestna ta to.

J Prejdime k textu, pretoze ho Casto pouziva$ nezavisle ako umelecké dielo,
basen alebo scenar. Mas velmi fyzicky, telesny vztah k materialom,

ale priestor textu je abstraktny. Ako dochadza k prenosom?

D Podobne ako materialne diela st moje texty o krehkosti, do¢asnosti

a v poslednej dobe o nestalej, vratkej povahe reality. Snazim sa k textu pristu-
povat rovnakym spdsobom, ako pristupujem k fyzickym materialom. Hladam
napatie, ktoré by v texte mohlo fungovat, napriklad formou repeticie, budovanim
vrcholu a nasledne jeho rozburanim. Myslim si, Ze objekt a text

si mozu navzajom pomoct a stretnut sa s divakom tak, Ze spolu vytvoria
vztahovy trojuholnik.

J Niektoré z tvojich textov mozno povazovat za dialégy medzi tebou/
Citatelom a materialom, kym iné texty si vSeobecnejSimi Uvahami o zakonoch



Univerza. Rozoberaju existenciu nie¢oho, ¢o nie je vecou, ale existuje, energe-
ticky tok Univerza a materialov, ktoré mozno nazyva$ Niecim. Toto Nieco je
pritomné v tvojej praci s materialom, no v texte k tomu prehovara$ ako k osobe.
V tvojom poslednom texte sa NieCo stava personifikovanym uéastnikom rozhovoru.
D Hladala som spdsob, ako urobit Nieco hmatatelnejsim, aby som tomu
mohla klast otazky a ono by to aspon pocuvalo. Text bol od zaciatku o nad-
viazani kontaktu medzi Niec¢im a Tebou. Nieco — ¢o sa moze udiat samo

od seba, so svojou vlastnou intenzitou, zdrojom, smerom, rychlostou — a 7y —
ktory/a si NieCo citlivo vS§imne$ este skor, nez sa to udeje, alebo si to mozno
nikdy nev§imnes. Interakcia tychto dvoch aktérov méze viest k zapasu, kolizii,
zrazke, stretu, takmer stretnutiu alebo repulzivnej sile stretnutia, ktoré sa nikdy
neuskutoéni. Vidim NieCo ako material aj ako energiu, ktora ma nejaky
$pecificky smer alebo silu, a my to citime. Myslim si, Ze v tomto zmysle nie je
jasna hranica medzi hmotou a energiou, kedZe hmota tito energiu obsahuje.

J @o hovori veda?

D Ze hmota sa mdze zmenit na energiu a vice versa. Vetko je stale tu, aj
ked' sa zda, Ze to zmizlo. Bud'to jestvuje ako hmota, alebo ako svetlo, méze to
ist dokola. Preto ich vidim stat blizko seba. Normalne nevidime energiu, kedZe
nase zmysly maju limity, no mézeme ju vidiet cez matériu. Hmota/matéria
ma energiu, a preto moéze byt nejakym sposobom ¢inna. Novy materializmus
zdoraznuje myslienku, Ze pdsobenie veci spociva v skutocnosti, ze hmota ma
vlastné tendencie, volu, zamery, vnitorny Zzivot.

J Zaujima ta teoria Castic, ¢itad $tudie tykajuce sa nového materializmu.
Ktoré aspekty tychto tedrii, s ktorymi si sa stretla vo svojej umeleckej praci,

ta podnietili povedat: ,Ach ano, je to pravdal"?

D S kamaratom Atom Karakg¢im, ktory je fyzikom a kozmolégom, sme disku-
tovali o niekolkych témach tykajucich sa Castic. Ked's nim hovorim o niecom,

¢o zazivam, niekedy mi povie: ,Jaj, to uz vo vesmire existuje a je o tom tedrial”
Na ¢o prichadzam empiricky, skisenostou, on zasadzuje do teorie Castic,
napriklad. Ked' som pracovala s praskovymi objektmi, dostali sme sa

v nasich rozhovoroch do bodu, ako vnimame objekty s obmedzeniami, ktoré nase
zmysly majid. My si iba myslime, Ze tento stél konéi tu, lebo vidime hranu, ale
skuto¢na hrana stola nie je; v skuto¢nosti pokracuje ,za to", ¢o vidime. Je to iba
obmedzenie nasho zraku, ktoré spdsobuje, ze veci vnimame ako definované,
stanovené. Takze toto ,Ach, ano..." vyskoCilo ako spojenie toho, ako intuitivne
pracujem s materialmi a tym, ¢o hovori tedria Castic.

J Mohla by si menovat nejakych autorov, pracujucich v ramcoch nového
materializmu, myslitelov, ktorych premyslanie ti je blizke?
D Je ich par. Bruno Latour (okrem iného) hovori o objektoch ako aktantoch

— ktoré maju schopnost konat, nie su pasivne. Niekedy, aj ked' st ich vykon ¢i
energia prili§ slabé, alebo prili§ rychle na to, aby sa mohli nazvat vecami, maju
schopnost ovplyvnit vztahy, do ktorych su zaclenené. Zaujimalo by ma teda, ¢o
su. Veci, ktoré si takmer nevsimne§, ale potom si ich v§imnes. Dalej
myslienky o otvorenosti voéi svetu a naom spojeni s nim (David Abram). Majl
blizko k Gvaham Jane Bennet o ,vibrujlcej hmote": ako podporit udrzatelnejsie
a pozornejsie spojenie s hmotou a zivymi vecami. My ako [udia sme na rovnakej
Urovni, mame rovnaké energie a tendencie ako vSetka hmota.

J To ma privadza k inému aspektu tvojej prace. Tvoja prax je vyrazne
ekologicka; pouziva$ material, po vystave ho ulozi§ do tasky a ide$ domov.
Material je pripraveny na dal$ie pouzitie v inom kontexte alebo pribehu. Je to
ako performance. Dielo performativneho umelca ostava v scenari a vo fotodoku-
mentacii. Je to velmi aktualna umelecka prax, lebo nehromadi§ objekty,
ktoré by potrebovali $pecialne skladové priestory, nepridavas svetu takzvany
odpad. Skor Ci neskér mnoho umeleckych diel degraduje — znehodnoti sa.

D Ano, ale material ostava alebo moZe byt recyklovany; objekt pride znovu
s odliSnym ,telom”. Viem, Ze moje dielo nemo6ze byt ulozené v galerijnom
sklade a mozno v buducnosti bude fungovat bezo mna iba s nejakym tech-
nickym riderom, ale nateraz pocita s mojou pritomnostou a v tom zmysle je aj
osobnym. Nie je to iba o jeho realizacii, ale aj o porozumeni a starostlivosti,

o traveni ¢asu s nim.

J Myslim si, Ze z tvojej strany nejde o zrieknutie sa alebo rezignaciu, je to
sposob, akym tvori$. Ako umelkyna nema$ ambiciu ndtit material, aby ostal
nehybny a v pokoji, ako by si to chcela. Rozpoznava$ jeho individualitu, nechces
ho ovladat, a to je charakteristické pre dnesné feministické pozicie v umeni

a ekoldgii. Pyta sa ta obcas niekto, ¢i si vo svojom umeni feministka? Co si
mysli§ o svojom zenstve, ktoré sa prejavuje v tvojej tvorbe?

D Ano, identifikujem sa ako Zena a feministka. A som si vedoma, ze
to, ¢o ludia mézu mozno uz na prvy pohlad rozpoznat v mojej tvorbe, sa da
opisat predovsetkym ako Zenské — v zmysle nezné, krehké, jemné. Ale pre mna
je to iba jedna Cast celku. Verim, Ze nas utvaraju kontrasty; nie sme iba
jednostranni, a to nam dava komplexnost, dokonca paradoxy. Je to podobné
tomu, ako som opisala svoje materialy a aky potencial v nich vidim; moézu byt aj
velmi silné a prekvapivé vo svojej sile a nepoddajnosti a voli prekonat, zvladnut
nie€o. Je mi blizky pojem makkej sily, o je opozitom toho, o sa povazuje za
maskulinnu silu. Makka sila nie je orientovana na ciel, nie je rychla ani hlasna.
Je to aj o citlivosti voci individualnemu ¢asu samej so sebou, inych tiel, objektov,
vSetkého. Aj o praci s ¢asom a davani veciam ¢as na to, aby sa rozvijali, rastli,
rozkladali sa, rozpravali; nechat ich rezonovat.

b Rozhovor Judit Angel
s Danou Tomeckovou

J Makka sila moéze byt spojena s pomalym ¢asom alebo spomalenim.
Je to aj vytrvalost v neustalom prerabani objektu.
D Tato vytrvalost neznamena, ze ak budem tlacit, dihSie naliehat, stane sa

to, €o chcem; je to viac o tom, Zze ked' s tym ostanem, veci sa mézu udiat. Je to
aj o prijati. Ked' pouzivam formu k skon$truovaniu objektu, priblizne viem, ¢o
dokaze. Ale nikdy nedostanem to isté. Je to viac nacuvanie alebo rozpoznavanie
toho, ¢o uz material robi, je to kvalita, ktori musim prijat.

J Ako v tomto momente vnima$ smer, ktorym sa tvoja tvorba bude uberat
dalej?
D Zaujima ma, ako hmota jestvuje v roznych formach, ako su tieto formy

v rozli¢nych mierkach blizko jedna druhej. Ako nam moéze hora ponuknut nejaky
druh emdcii vztahujlcich sa k do¢asnosti alebo nestabilite inych foriem hmoty
vratane nas a nasich tiel. Aktualne pracujem s formami vlastnych telesnych
Casti, ktoré budu vytvarat rozsiahlejSiu krajinu hmoty, vchadzat a vychadzat zo
svojich tvarov, prelievat sa jedna do druhe;j. Ide o vytvaranie stabilnej —
nestabilne] situacie, akejsi krajiny, ktora spaja jednoduché materialy v ¢ase

a priestore spolunazivania. Mozno budem rozmyslat viac o tom, aké su udalosti,
ktoré vnimame ako nemenné veci, alebo ako pretrvat s nestabilnostou. Je dost
vyzva ustat nestabilitu, prijat premenlivost veci.

J V porovnani s tym vyzera Sandberg na prvy pohlad ako monument
stability, miliony rokov stary, ale meni sa. Najde si Sandberg cestu na vystavu

v tranzite?

D Ano, v roznych podobach, v jeho emocionalite, vytrvalosti, v tom, Ze je
pripomienkou, poslednym mohykanom, ktory je stale v tichosti na svojom mieste.
Urdite tam je, preto ho nevidime. Vie$, ak je nie¢o (zdanlivo) navzdy, beries to
ako samozrejmost. Tato neviditelnost suvisi s nasim vnimanim. NieCo, o tam
jednoducho je a robi si svoje, zije si vlastnym zivotom, nie je zavislé od toho, ¢i
to vidime, alebo nie, to ku mne tiez prehovara. Nepotrebuje nas to; ide si to
svojim tempom. Jeho zmena je nezvratna, predsa vS8ak odolava ¢asu.

Dana Tomeckova (* 1986, Bratislava)
vy$tudovala Ateliér S+M+L_XL — Kov
a $perk na VSVU v Bratislave. Podas
$tdia absolvovala §tudijny pobyt na
Oslo National Academy of the Arts.

Performativny a interaktivny event

The End of Greatness s Vilmou Braun
vo FKSE v Budapesti (2022), Dana
Tomeckova a Peter Janosik kriuzia okolo
Sféry s Petrom Janosikom v Novej
Synagoge Zilina (2021), performativna
situacia Zivy Gradient v spolupraci

s Majou Stefan¢ikovou v Beastro

v Bratislave (2021), autorsky projekt so
Simonou Gottierovou a Martinou Ma-
siarovou 1+1+1+1=1 pre festival KIOSK
v Ziline (2020) a v Galérii Medium
(2019).

Venuje sa objektu a instalacii a tiez
Sperku. Vo svojej praci sa opakovane
vracia k téme docCasnosti — cez kreh-
kost a premenlivost veci. Fascinuje ju
nestabilny charakter reality, jej neucho-
pitelnost. Odpoveda na fu pomalostou
a vytrvalostou.

Jej ostatna individualna vystava

v Galérii Medium Poznamka k Docasnej
hmote Il. — Co vsetko musi byt

vo vzduchu, Ze ja si nieco myslim a ty
to povies (2023) volne nadviazala

na Poznamku I. (Beastro Bratislava,
2020).

Medzi jej nedavne skupinové vystavné
projekty patria Na kusy (2023)

a Miznuce telo (2021), oba v Slo-
venskej narodnej galérii v Schaubmaro-
vom mlyne v Pezinku.

V Uzkej spolupraci s dal$imi autormi

a autorkami vznikli tieto projekty:
Zucastnila sa umeleckych rezidencii
v Cité Internationale des arts, Pariz,
Francuzsko (2022), SNG Schaubmarov
mlyn, Pezinok (2021), FKSE Buda-
pest, Madarsko (2021), Open Studio
Sngg v Ziline (2020). V roku 2019
absolvovala pobyt na Salzburg Summer
Academy.

ON OBJECTS AS EVENTS
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Opening of Symphony
Sandberg, Devinska Nova Ves

J All these pieces of rock are playing like an orchestra.
D Yes, this place has a sound. (Fig. 1
J Do the rocks have sound?

D Yes, for me they do.

J For me too. Interesting. Why do we both think that they have a sound?
D | had this experience when | watched them from above, and | thought
they must have been up once, and it made me think of this sudden drama.

J Several of them fell.

D And for you, what is this sound you see?

J What came to my mind is an orchestra, a Beethoven symphony for
example. In symphonies there are these strong moments: tuduuduuuu. This view
is showing a movement which is not here anymore, it is so explicit, an artwork
completed. The rocks are here, they are not moving, but you feel the fall. They
have special shapes, they are rounded. Why do they look so organic? Is it the
effect of water?

D They look like entities to me. Maybe it is both the sea that formed them,
and then later the rain and wind, when the sea was gone. And the rolling.
Interesting that it must have happened suddenly, in a second, but its sound is
lasting for us.

J Some scientists can tell you what might have happened.

D Yes, we should ask where all that water vanished, or rather, what was it
transformed into. The sea was here but only some tiny leftovers of the sea
bottom have stayed. How and where was all this matter distributed?

Studio talk

D | see these objects as smaller scales of something that exists in a larger
scale, like Sandberg. Not as separate artefacts, but as areas of matter.

J What started to happen with this object? (Fig. 2)
D It started to collapse under its own weight. It creates a verge, it goes down.
J Your objects are not fixed, they change in time. They have a tension

inside, you have the feeling that at any time they can collapse, crack, that
something will change. Why are you attracted to working with powdery
material again and again, what do you love about it?

D | think there are several reasons.

Maybe by accident | made the first object when | was grinding a plaster
mould and the grinder got stuck. There was plaster dust inside, particles
creating a volume, acting like a solid object.

| love that it feels impossible to build something so fragile, but still, it
can happen, for a short period of time depending on several variables, not only
me. Something that is on the verge of existence, almost not here, but despite
this uncertainty, it exists. | got triggered by this idea that each combina-
tion of particles has a specific lifetime. In the case of my works it is the
duration of the exhibition. | realized that it is not going to be thrown away
afterwards, but rebuilt into something new, so it's like an unfinished or never
finished thing. Something that can continue on its own or with my help. But
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| don't see myself as the Maker who is fully responsible for what is going on.

| like the position of being next to it when it is happening and maybe seeing or
hearing what it needs from me.

J Without you it would not be, it would not happen. You decide about its
coming into being, but then it has its own life and you just take care of it.

D But at the same time, while caring for it, | put it at risk, within its own
limits. | test how far | can go, how much it can take. | think it is both caring,
being sensitive to it and pushing its own boundaries - that is also what keeps
me in the action, building the tension. | initiate it, and | like to see how it can
get to you. There are different forms of tension. The one that is physical,
that is imprinted into an object by literal pressure, and then a subjectively felt
tension. The one that is not visible, but a body can feel it. | think | keep staying
with powder for so long because it manifests these forces that | can touch

through it.

J We haven't specified yet what kind of powder you are using. | see
gypsum, earth, pigments, sugar ...

D Corn starch, alginate (a material coming from seaweed), marble dust...

J They are all powder, but they have specific properties. How do you feel
about them?

D | really like the contrast of their qualities: on the one hand they are very

fragile, millions of tiny little particles, but when they are pressed, they can be
very consistent.

J You said some objects can absorb humidity from the surroundings and
then they partly solidify. What happens if the humidity is changing?
D When they are pressed into a form, even though they appear compact,

they are still porous, so they are very vulnerable or open to outside conditions.
They are very responsive. Humidity can make them very strong, but for different
powders, the same humidity can make it impossible to build them in the same
way. So it's like their causality is not linear. You think you know the process, but
then it is always unpredictable. Even after years have passed, they always
surprise you with something new.

J For example the marble powder. | have a feeling that it is more lofty or
more self-conscious. How does it react to the parameters of the surroundings?
D It does not have the qualities of the stone anymore, it acts like a different

entity. Its particles are heavier in comparison to others, and it has a tendency to
collapse much faster under its own weight. So it is a bit more neurotic, | would say.
J You mentioned earlier that objects are like events, that they last for
a certain time. Moreover, it is not only about temporality, but the fact that an
event happens. How does your object happen?
D Every time | build it, it is the start of a process which has its own life. It
starts because | made some decisions, but then it is left open how it reacts to
the environment, to people, how the audience reacts, the tension between them
and how they feel tempted to touch the object. And there is also time which can
work for or against it. An exhibited object is only a sample of whatever thing is
next to us in our surroundings, but its time is much shorter.
J Object as event, as performance ... They perform themselves for a cer-
tain time and then they disappear. Next time they will turn into another object.
Performance is also part of your work, and sometimes you connect
objects you create with bodily interactions, and the whole setting of the exhibi-
tion becomes an installation performance, like at the Studio of Young Artists in
Budapest. (Fig. 3)
D | was very curious about the interaction between the powdery material,
which | feel has performative potential, and the performers and the audience.
The idea was to work with objects as lasting events, within the frame of an
actual event. Objects were affected by interaction with the performers and
later with the audience, too, losing their sharp edges, original form, firmness.
They spread into space, to be built anew as something else, in several ses-
sions. This experience made me think about levels of interaction, to what
extent it is already going on without physical touch. How the performativity of the
material is there, without touch.
J But how?
D) It is about how you connect with an object, how you look at it, what sort
of emotion it triggers in you, what kind of tension it puts you into. It is more like
an attraction and that is also a sort of interaction, | believe. You are touched
without touching it. It is this almost touch that can last even longer than
a real touch. An oscillation around an object or being with an object, and what
it means to be with something, how to be with it when it needs attention, when it
is fragile, but then it looks like it is not. It keeps you occupied.
J Let's move on to text, because you often use it independently as an
artwork, a poem or a script. You have a very physical, bodily relation to materi-
als, but the space of a text is abstract. How do the transfers happen?
D) Similarly to material-based works my texts have been about fragility,
temporality, and more recently about the unstable, slippery character of reality.
| try to approach text in the same way as | am approaching physical materials.
I'm looking for a tension that can work in a text, for example by repetition, by
building a peak and then dropping it suddenly. | think both an object and
a text can help each other and meet the viewer - so together they form a trian-
gular relationship.



J Some of your texts can be viewed as dialogues between you / the reader
and the material, while other texts are more general reflections about laws of the
universe. They are discussing the existence of something which

is not a thing, but it is there, the energetic flow of the universe and materials,
which perhaps you call Something. This Something which is there when you work
with a material, while in the text you talk to it like to a person. In your latest text
you personify a Something which becomes an interlocutor.

D | was looking for a way to make Something more palpable, so | can ask
it questions and it would listen at least. The text was from the beginning about
Something and You getting in touch. Something - that can happen,

by itself, with its own intensity, source, direction, speed and You - who sensi-
tively notice Something, even before it happens, or may never notice it at all.
The interaction of these two actors can lead to a match, a collision, a clash, an
almost-meeting, or repulsive force of never-meeting. | see Something both
as a material and an energy that has some specific direction or force and we
feel it. | think there is not a clear boundary between matter and energy in this
sense, as matter contains this energy.

J What does science state?

D) That matter can turn into energy and vice versa. Everything is still here,
even if it seems it vanished. It either exists as matter, or as light, it can go in
circles. Therefore | see them standing close. We don't normally see energy as
we have limits to our senses, but we can see it through matter. Matter has
energy and that is why it can act in a certain way. New materialism reinforces
that the agency of things lies in the fact that matter has its own tendencies, will,
intentions, inner life.

J You are interested in particle theory, you read studies pertaining to new
materialism. Which aspects of these theories have you met in your work as an
artist prompting you to say,” Oh yes, it's true"?

D With my friend Ata Karakgl who is a physicist and cosmologist, we have
been discussing several topics relating to particles. When | am talking with him
about something | experience, he sometimes tells me that yeah, this already
exists in the universe, and there is a theory about it. What | find out empirically,
by experience, he grounds into particle theory, for example. When | was
already working with powdery objects, in our conversations we got to the point
of how we perceive objects with the limitations to our senses. We only think that
this table ends here, because we see an edge. But there is no real edge to it; in
fact it continues beyond what we see. It is just a limitation of our eyes that
causes us to perceive things as defined. So this ‘Oh yes!" link between how

| intuitively work with materials and what particle theory says popped up. How
matter containing particles exists in space and what are the soft and blurry
boundaries and proximities of objects and us in space.

J Could you name some new materialist authors, thinkers whose ideas you
feel close to ?
D) There are a few. Bruno Latour (among others) talks about objects

as actants - meaning that they have their own agency, they are not passive.
Sometimes, even if their performance or energy is too small or too fast to be
called things, they have the capacity to influence the relationships they are
embedded in. So, | wonder what they are. Things that you almost do not notice,
but then you do. Then ideas about openness to the world and our connec-
tion to it (David Abram). This stands close to Jane Bennet's thoughts in
“Vibrant Matter”; how to encourage more sustainable and attentive engage-
ments with matter and living things. We as humans are on the same level, we
have the same energies and tendencies as all matter.

J This also reminds me of another aspect of your work. Your practice

is very ecological; you use material, then put it in a bag after an exhibition and
go home. The material is ready for another enactment in another context or
story. It is like a performance. The work of a performance artist remains

in script and photo-documentation. It is a very timely artistic practice
because you are not accumulating objects which need a special storage facility,
you are not adding so-called waste to the world. Sooner or later many artworks
will degrade.

D Yes, but the material stays or can be recycled, the object will come again
with a different "body". | know my work cannot be put in a gallery's
storage and maybe in the future it can work with some technical rider without
me, but for now it counts on my presence, and in that way it is also personal. It
is not only about executing it, but understanding and taking care, spending
time with it.

J | think it is not a renouncement or resignation on your part, but it is the
way you work. As an artist you don't have the ambition to force a material to
stay still as you want it. You recognize its individuality, you don't want to control
it and this is characteristic of today’s feminist positions in art and ecology. Have
you ever been asked if you are a feminist in your art? What do you think about
your womanhood as manifested in your work?

D Yes, | identify as feminine, and a feminist. And | am aware that
what people might recognize in my work can be described first of all as
feminine, meaning gentle, fragile, subtle. But for me, this is just one part of it.

| believe we are built from contrasts, we are not only one sided, and this gives
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us complexity, even paradoxes. This is similar to how | have described my
materials, and what potential | see in them; they can also be very strong and
surprising in their strength and rigidity, and willingness to overcome, to manage.
What | feel close to is the notion of soft power, which is the opposite of what is
considered masculine power. Soft power which is not goal oriented, fast, loud. It
is also about being sensitive to the individual time of myself, other bodies,
objects, everything. Working with time and giving things time to be developed,
grow, decay, speak, and let them resonate.

J Soft power can be connected to slow time or slowing down. It is also
perseverance in the continuous remaking of the object.
D This perseverance does not mean that if | press, insist longer, then what

| want will happen, but it is more that if | stay with it, then things can happen. It
is also about acceptance. When | use forms to construct an object,

| approximately know what they can do. But | never get the same thing. It is
more listening to or recognizing what the material is already doing, it is a quali-
ty | need to accept.

J How do you see at this point, in what direction your works will go?

D | am interested in how matter exists in different forms, how these forms
in various scales are so close to each other. How a mountain can offer us some
sort of emotions related to temporality or stability/instability of other forms of
matter, including us and our bodies. At the moment | am working with forms with
my own bodily parts, which will create a broader landscape of matter, coming in
and out of their shapes, melting into one another. Creating a stable

- unstable situation, a sort of a landscape that connects simple materials in

a time and space of coexistence. Maybe to meditate on what are the events that
we see as fixed things, how to stay with the unstable. It is quite a challenge to
stand instability, embrace the fluidity of things.

J Compared to this, at first sight Sandberg looks like a monument of
stability, millions of years old, but it is changing. Will Sandberg make its way
into the exhibition in tranzit?

D Yes, in different forms, in its emotionality, perseverance, in being

a reminder, the last mohican that is still quietly there. It is there for sure so that
is why we don't see it. You know, if something is there (seemingly) until forever,
you take it for granted. This invisibility goes with our perception. Something that
is just there and it's doing its own thing, living its own life, not being dependent
on whether we see it or not, that also speaks to me. It does not need us,
it goes on at its own pace. Its change is irresistible, but still, it is resisting time.
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KAZDE POZOROVANIE
JE INTERAKCIOU
Ata Karakgl

Vo fyzike je pevnost jednym
zo zakladnych stavov hmoty,
ktory je charakterizovany
Strukturalnou tuhostou,
stabilnym tvarom a kladenim
odporu, ked nan pdsobi sila.
Tieto charakteristiky zavisia
na miere nasej interakcie

s objektom. Zemsky plast

je napriklad vrstvou pevnej
horniny medzi vonkajSim
jadrom a zemskou korou,
napriek tomu sa sprava ako
viskdzna tekutina na geolo-
gickej Casovej osi. V skutoc-
nosti vSetky materialy
stracaju na subatomarnej
Urovni svoje ostro definované
formy a Struktiry.

V nasej kazdodennej skuse-
nosti, ked sa dotkneme
povrchu, citime tlak, spdso-
beny interakciou medzi
vonkaj$imi elektronmi povr-
chu a elektronmi v koncekoch
prstov. V skutocnosti nikdy
nie sme v kontakte s objekt-
mi, ktorych sa dotykame.
Medzi elektronmi je mikrosko-
picka medzera, v ktorej je
tato interakcia, sprostredko-
vana elektromagnetickym
polom, dostatocne silna, aby
sme pocitili dotyk. Tato
interakcia vSak nie je obme-
dzena vzdialenostou, na
ktor dotyk citime. V skuto-
¢nosti sa rozprestiera

v celom vesmire a s rasticou
vzdialenostou slabne.

V istom zmysle sa zakazdym
dotykame kazdého atomu vo
vesmire, aj ked' to necitime.

Mame pocit, ze ovplyviiujeme
predmety, ktorych sa
dotykame, no kauzalita ma
hlbsie dosledky. Pri¢ina

v jednom ¢asovom bode ma
dosledok v neskorsSich
casovych bodoch. Zakony
fyziky s symetrické v Case;
rovnaka pri¢ina v akomkolvek
c¢asovom bode ma rovnaky
dosledok. Tu v§ak pri¢ina nie
je to, ¢o jedna strana
aktivne robi s vecou, ale skor
to, ako na seba dve strany
symetricky posobia. Interak-
cia je pri¢inou buducich
stavov oboch stran. Ked'
nieco pritlacis o sypku
sadru, zanecha tam odtlacok.
Ak vSak rovnaky predmet
pritlaci$ rovnakou silou

o kovovl ty¢, mozes ho
namiesto vytvorenia odtlacku
poskodit. Pritladenie pred-
metu tu vSak nie je pricinou.
Rovnako ako nie je dosled-
kom, ze sa prasok odtlaci
alebo predmet poskodi. To
sU emergentné, teda
spontanne a nespojité javy,
ktoré pozorujeme v nasom
kazdodennom prezivani,

to jest na ,klasickej" Urovni.
Ked' nejakym predmetom
silou pOsobi§ na material,
tvoje Castice interaguju

s Casticami predmetu a tie
zase interaguju s Casticami
materialu. Tieto interakcie
opat spdsobuju retaz
interakcii v Strukture objektov
(ty, objekt, sadra, kov) a to,
ako sa objekty spolocne
spravaju, zavisi od uspori-
adania Castic v ich
vnutornych Struktarach.

Hmlista a nejasna realita
objektov sa neobmedzuje iba
na elektromagnetické inter-
akcie. Podla kvantovej teorie
pola je kazda Castica
lokalnou excitaciou pola,
ktoré je pritomné vSade vo

vesmire. Rovnako ako fotony
(Castice svetla) st kvantami
elektromagnetickeho pola, su
elektrony kvantami ,elek-
tronového pola“. Navyse tieto
Castice nemaju jednoznacné
stavy, preto je pojem pevno-
sti eSte nejasnejsi/klzkejsi.
V kvantovej fyzike je
nemozné priradit hodnoty
vsetkym fyzikalnym veli¢inam
naraz; kvantovy objekt nema
definitivne vlastnosti — az
pokial nie je pozorovany.

Neurcitost vlastnosti Castic
je modelovana ako ,super-
pozicia” vSetkych moznosti.
V priklade dvojstrbinového
experimentu prechadza
Castica vSetkymi moznymi
drahami a kazda moznost sa
vyvija deterministicky. V mo-
mente pozorovania sa vSetky
moznosti nahodne ,zosunu”
do jediného vysledku, a tento
zosuv/kolaps je spontanny

a nepredvidatelny.  (Obr. 4)

Zakladna matuca/klzka
povaha kvantovych javov ma
znepokojujuce dosledky pre
naSe kazdodenné sklsenosti
na klasickej Urovni, ¢oho
prikladom je slavny myslien-
kovy experiment znamy ako
Schrodingerova macka.
Predstavme si macku v Skatu-
li s flaSou jedovatého plynu,
ktory sa spusta kvantovym
rozpadom radioaktivnej
Castice. Kym Skatulu neotvo-
rime a nesledujeme ju,
systém je v superpozicii
dvoch pripadov: 1. ¢astica
sa rozpadla, jed sa uvolnil,
takze macka je mrtva;

a 2. Castica sa neroz-
padla a macka je stale
nazive. Tym padom, pokial
neotvorime Skatulu, je macka
v prekryti oboch situacii —
ziva a mrtva zaroven. Ako je
v8ak potom mozné, ze taku

superpoziciu nikdy nezazije-
me?

Mozné vysvetlenie tohto javu
pochadza z hypotézy
~-mnohych svetov”, ktora sa
opiera o zakladnu vlastnost
kvantovych systémov — ,pre-
viazanost”. Ked' Castice
interaguju, vytvaraju vzajom-
né vztahy, ktoré znemoznuju
ich samostatny popis. Ich
stavy sa preplett, a ked' ich
budeme pozorovat, ich
vysledky budu zavisiet od
seba navzajom, bez ohladu
na to, ako daleko su od
seba vzdialené. V istom
zmysle sU nelokalne prepo-
jené. Kazdé pozorovanie je
interakciou. Ked' pozorujeme,
stavame sa prepletenymi so
systémom. KedZze aj my, aj
systém zdielame rovnaké
prostredie (ktoré s nami po
cely ¢as interaguje), sme
prepleteni aj s nim. Pri tomto
vyklade ku kolapsu nikdy
nepride. Ked' otvorime
Skatulu, superpozicia mrtve-
ho a zivého sa s nami
prepletie a my sa staneme
superpoziciou vidiac macku
zivu Ci vidiac macku mrtvu.
A kedze prepletené je aj
naSe prostredie, obe nase
verzie ziju v réznych vetvach
multiverza. Co pozorujeme,
je len ta vetva, kde je macka
ziva a vidime ju zivd, alebo
druha vetva, kde je macka
mrtva a vidime ju mrtvu. No
v skutoCnosti sa toto vsSetko
deje sucasne. Celkovy stav
vesmiru sa neustale deter-
ministicky vyvija a rozvetvuje
sa zakazdym, ked' pride

k interakcii.

Vsetky moznosti sa deju
sucasne v ¢ase, v roznych
vetvach vesmiru. VSetky
Castice sU spojené s kvan-
tovymi polami, ktoré prenika-

ju celym vesmirom. Tieto
polia Ziju jedno nad druhym
a neustale sa navzajom
ovplyvnuju, formujlac akusi
siet vzajomného prepojenia.
Ked' pozorujeme jednu

z Castic z prepleteného paru,
stav jej partnera sa okamzite
zruti do zodpovedajtceho
definitivneho stavu podla
prveho z paru bez ohladu na
to, ako daleko su od seba.

NavySe, ak by sme sa
rozhodli vykonat pozorovanie
inym spdsobom, prepleteny
partner by sa zrdtil do
prislu$ného iného stavu.
NaSa volba uskuto¢nit pozo-
rovanie konkrétnym spdso-
bom v istom zmysle okamzite
ovplyvnuje stav partnera,
bez ohladu na to, ako daleko
je. Otazka, Co by sa stalo,
keby sme sa rozhodli urobit
iné pozorovanie, ma dopady
na kauzalitu. Nase volby

a ¢iny nie su nezavislé od
nasej minulosti. Aby sme
mohli vykonat pozorovanie
inym sposobom, nez akym
sme ho uz urobili, musela by
sa zmenit cela historia
vesmiru, nasledujuc retazec
pri¢innosti naspat az k sa-
motnému big-bangu. To ma
privadza k napatiu v Tvojej

Obr. &

textovej praci medzi Tebou,
ktora chtiac/nechtiac robis/
nerobi$ Nieco a Niec¢im
dejucim sa/nedejicim sa/
takmer sa dejucim. Podla
mojho nazoru vychadza tato
separacia z nasich ob-
medzenych vedomosti

o celistvosti vesmiru. Ty

a NieCo ste sUCastou tej istej
reality. Tvoje ¢iny nesposo-
bia, ze sa NieCo stane.

To neznamena, ze nemas
Ziadnu schopnost konat.
Tvoje Ciny ta dostavaju na
cestu, kde sa Ty a Nieco
stretavate na spojnici
kauzalneho toku vesmiru.
Tento bod spojenia nezavisi
iba od Teba, zavisi od
spletitej siete kauzalnych
retazcov vesmiru ako celku.
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EVERY OBSERVATION IS
AN INTERACTION
Ata Karakgl

In physics, solid is one of the
fundamental states of matter,
characterized by structural ri-
gidity, having a stable shape,
and resistance when a force
is applied to. These charac-
teristics, however, depend on
the scales on which we are
interacting with the object.
Earth's mantle, for example,
is a layer of solid rock be-
tween the outer core and the
crust of the Earth. However,
it behaves like a viscous fluid
on geological time scales. In
fact, on subatomic scales all
materials lose their sharply
defined forms and structures.

In our daily experiences,
when we touch a surface,
we feel the pressure caused
by the interaction between
the outer electrons of the
surface and the electrons
in our fingertips. We are, in
fact, never in contact with

Fig. &

i
—— . T
—  _..A

T~

== )

— 1

t

the objects we are touching.
There is a microscopic gap
between the electrons where
this interaction, mediated

by the electromagnetic field,
becomes strong enough that
we can feel the sensation of
touching. This interaction,
however, is not limited by

the distance at which we feel
the touch. In fact, it extends
throughout the entire uni-
verse, getting weaker with in-
creased distance. In a sense,
we are always touching every
atom in the universe, even
though we don't feel it.

We feel like we are causing
the objects we're touching to
be affected, but causality has
deeper implications. A cause
at one time point has an ef-
fect at later time points. The
laws of physics are symmetric
in time; the same cause at
any time point has the same
effect. But here, because
cause is not what one party
is actively doing to a thing,
it's rather how two parties are
interacting symmetrically with
each other. The interaction is
the cause of the future states
of both parts. If you press an
object onto plaster powder,

it makes an imprint on the

powder. However, if you press
the same object onto a bar
of metal with the same force,
the object might get damaged
instead of making an imprint.
But here, pressing the object
is not the cause. Likewise, the
powder getting imprinted, or
the object getting damaged
are not the effects. These are
emergent phenomena that we
observe in our daily experi-
ences, i.e., at the “classical”
level. When you apply a force
on a material with an object,
your particles interact with
the particles in the object
and they in turn interact with
the particles in the materi-
al. These interactions again
cause a chain of interactions
in the structure of the objects
(you, object, plaster or metal)
and how the objects behave
collectively depends on the
configuration of particles in
their internal structures.

The fuzzy reality of objects is
not limited to the electromag-
netic interactions. According
to quantum field theory, every
particle is a local excitation
of a field that is present
everywhere in the universe.
Just like photons (particles
of light) are quanta of the
electromagnetic field, the
electrons are the quanta of
the “electron field".

Moreover, these particles do
not have definite states, mak-
ing the concept of solidness
even fuzzier/more slippery.
In quantum physics, it is
impossible to assign values
to all physical quantities at
once; a quantum object does
not have definite properties
until it is observed.

The non-definiteness of the
properties of particles is

modelled as the “superpo-
sition” of all possibilities. In
the example of the double
-slit experiment, a particle
follows all possible paths and
each possibility evolves de-
terministically. At the moment
of observation, all possibil-
ities randomly collapse into
a single outcome, and the
collapse is spontaneous and
unpredictable. (Fig. &)

The fundamental fuzzy/
slippery nature of quantum
phenomena has unsettling
implications for our everyday
experiences at the classi-

cal level, exemplified by the
famous thought experiment
known as “Schrodinger’s
Cat'. Consider a cat in a box
with a bottle of poison gas
triggered by the quantum de-
cay of a radioactive particle.
Until we open the box and
observe it, the system is in

a superposition of two cases:
instead of ; 1. the particle
is decayed and the poison is
released, so the cat is dead,
and 2. the particle has
not decayed and the cat is
still alive. Therefore, until we
open the box, the cat is in

a superposition of both being
alive and dead at the same
time. But then, how come we
never experience such a su-
perposition?

A possible explanation for
this comes from the “ma-
ny-worlds” hypothesis which
relies on the fundamental
property of quantum sys-
tems; “entanglement”. When
particles interact, they form
correlations which make it
impossible to describe them
separately. Their states
become entangled and if we
make observations on them,
their results will depend on

each other, no matter how
far they are separated. They
are, in a sense, non-locally
connected. Every observation
is an interaction. When we
make an observation, we be-
come entangled with a sys-
tem. Since both the system
and us live in the same envi-
ronment (which is interacting
with us all the time) we are
also entangled with the en-
vironment. In this interpreta-
tion, collapse never happens.
When we open the box, the
superposition of dead and
alive entangles with us and
we become a superposition
of seeing the cat alive and
seeing the cat dead. And
since our environment is also
entangled, the two versions of
us live in different branches
of the multiverse. What we
observe is only the branch
where the cat is alive and

we see it alive, or the other
branch where the cat is dead
and we see it dead. But in
fact all branches are happen-
ing simultaneously. The total
state of the universe keeps
evolving deterministically, and
keeps branching out every
time an interaction happens.
All possibilities happen at
the same time in different
branches of the universe.

All particles are associated
with the quantum fields that
permeate through the entire
universe. These fields live

on top of each other and
constantly interact, forming

a sort of network of entangle-
ment. When we make an ob-
servation on one of the par-
ticles from an entangled pair,
the state of its entangled
partner instantaneously col-
lapses into the corresponding
definite state, no matter how
far apart they are. Moreover,

if we had chosen to make the
observation in a different way,
the entangled partner would
have collapsed into a different
state. Our choice of making
the observation in a specific
way, in a sense, instanta-
neously affects the state of
the entangled partner, no
matter how far it is.

The question of what would
have happened if we had
chosen to make a different
observation has implications
for causality. Our choices
and actions are not inde-
pendent from our pasts. To
be able to have made the
observation in a different
way than we have already
done, following the chain of
causality all the way back

to the Big Bang, the entire
history of the Universe must
be changed. In that sense,
the cause and effect depends
on the state of the Universe.
This brings me to the tension
in your text work between
You wanting / notwanting /
doing / not doing something
and Something happening /
not happening / almosthap-
pening. In my opinion, this
separation comes from our
limited knowledge about the
entirety of the Universe. You
and Something are parts of
the same reality. Your actions
do not cause Something

to happen. This does not
mean you don't have any
agency. Your action puts

you on a path such that You
and Something meet at the
conjunction of the causal flow
of the Universe. This con-
junction point does not only
depend on You, it depends
on the intricate network of
causal chains of the Universe
as a whole.






