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Nazev vystavy a jeji hlavni myslenkova osa je védomou referenci

na esej Astridy Neimanis Bodies of Water'. Polemika o vodé, kterou
nase téla sdili s celoplanetarnim kolob&éhem, byla nutnou verbalizaci
uvédoméni, Ze jsme pfimou soucasti okolnich ekosystémd, se kterymi
tedy i ze zcela ziStnych dlvodd musime sympatizovat a pecovat

o né. lll: Bodies of Dust navazuji na tento zplsob mysleni a tematizuji
zrcadleni lidského téla a prozivani v geologickych materialech

a déjich. Vystava je tfeti kapitolou volné série skupinovych projektd,
u kterych Sarka Koudelova kombinuje své role umélkyné a kuratorky
a hleda tak nové zpUlsoby spoluprace v globalnim prostfedi umélecké
scény. lll: Bodies of Dust si, stejné jako predchozi dvé kapitoly? klade
za cil stat se vrstevnatym a inkluzivnim komunikacnim nastrojem,
ktery umoznuje zkoumat téma z rdznych pozic vSech zuc¢astnénych,
pficemz cilem je spole¢ny proZzitek a fyzickeé i mySlenkové propojeni
vSech dél v jedno prostfedi — Ci télo.

Metafora lidského téla jako prachu, hliny nebo pisku je ve své
biblicnosti stara jako nase kulturni védomi. Pfesto se zd3, ze je nutné
tuto fyzickou sounalezitost s veSkerou hmotou na Zemi aktualizovat.
Citime potfebu ji nové formulovat a skrze spolecny prozitek posunout
spoleCenské uvazovani o lidském téle a vlivech, které jsou zapsané
ve véem, co do né&j pfichazi, vstfebava se, krystalizuje, metamorfuje
a stava se jeho syntetickou soucdsti. Spektrum barevnych odstin
socharské hliny se prekryva se Skalou barev lidské klzZe i vnitfnich
organ(. Dokud hlina nevyschne, ma velmi proménnou az fluidni
formu. Naopak pfi neopatrném zachazeni nebo pfilis rychlé zméné
teplot puka, bez vody ma vrasky, praska, prachnivi a rozpada se

na prach. Stejné jako nase zranitelna téla je pfimo zavisla na poméru
jednotlivych chemickych prvk( a na obsahu vody. Stejné jako

nase tlejici a znovu se rodici téla je soucasti vesSkeré pozemske,
respektive vesmirné hmoty.

1 Neimanis Astrida, Bodies of Water:
Posthuman Feminist Phenomenology,
Bloomsbury Publishing Plc, 2017

2 I: Too Close To Far, Pram, Praha, 2020
all: NéZna / The Meek One, 2021,
Karlin studios, Praha, 2021



Diky vzdusnym proudm nékdy dychame
pisek ze Sahary i hvézdny prach.

Ten je mozneé chapat jako vSeprostupujici
magicky element, ktery podle pan-
spermickeé teorie pfinesl zivot na nasi
planetu v podobé spor mikroorganismd,
putujicich pomoci pevnych mikrocastic
kosmickym prostorem.

Uvédoméni, ze zZiva i neziva hmota

na Zemiiv kosmu je sdilena, je vyzvou
k empatii s mimosystémovymi identitami
a s tély nelidskymi. Prostor galerie, vysta-
vény z hlinénych cihel, proto vnimame
jako sobé rovny organismus — télo, které
sdilime s pfichozimi divaky a které

je zaroven nase. Podobné jako jsou téla
matky a ditéte navzdy propojena
obousmérné migrovanymi bunkami,

jsou soucasti galerijniho téla nase dila,
povySena na organy, nebo naopak
zatézuji zivotni funkce coby ledvinové

¢i Zlu€nikové kameny.

S hlinénym télem galerie je snadné se
ztotoZnit — stejné jako my, ma pater.

Ta je osou celého télesného prostoru,
dovoluje mu se vzpfimit i se stocCit

a spocinout. Na ni se upinaji svaly, ona
urCuje rytmus rozmisténi ostatnich casti,
za coz jim poskytuje oporu a chrani

je. V bezpecném prostoru pod zebry
dochazi k miseni prachu.



Mikrochimérismus

Od pocatku teéhotenstvi dochazi mezi tély matky a ditéte k pfenosu
bunék. Jejich mnozstvi zejména v matcing téle postupné nardsta,
aby po porodu ditéte doslo k fizené bunécné smrti vétsiny z nich.
Cast téchto ,cizich® bunék ale z(istava v matéiné téle trvale a je
mozné je nalézt v krvi i v libovolnych tkanich. Z védeckeého hlediska
tento jev neni UpIné objasnén, presto se nabizi teorie, ze kromé
eliminovani imunitni reakce téla matky na plod, bunky obou tél
spolupracuji na vytvoreni idealniho prostredi pro télo plodu a pozdgji
mohou vysvétlovat matefskou schopnost na dalku vycitit, kdy je
jejich dité v nebezpeci, nemocné ¢i naopak stastné. Tato teprve
nedavna zjisténi zaroven nabouravaji jistotu tzv. zapadni spole¢nosti
o unikatnosti identity a sebeurceni, nebo v pfipadé matek synl

i 0 jednoznacnosti a stalosti pohlavi. Sou¢asné tato perspektiva
zostfuje pohled na v8echno, co do nasich tél nevyhnutelné i poten-
cialné pronika. Kromé predstav o kosmickém prachu a sounalezitosti,
si v navaznosti na esej Lenky Veselé Chemicky antropocén’ uvé-
domujeme probihajici biochemickou proménu nas samotnych i vSech
nelidskych druhl a identit na této planeté, kde nelze najit oblast

bez vlivu pramysloveé vyrabénych chemickych latek. Ty ovliviuji
metabolismy a reprodukéni schopnosti vSech organism, véetné
vztahl mezi nimi. Soucasné tento smér mysleni nabourava tradicni
predstavu o tom, co je ,pfirodni“, ,Cisté* neboli zdrave pro télo,

a co ,syntetické”, tudiz Skodlivé, a vyzyva k dekolonizaci pojm(,
zneuzivanych marketingem.

1 Veseld, Lenka, Flash Art 2023/02 [online]:
Chemicky antropocén. Dostupné:
https://flashart.cz/ 2023/02/02/chemicky-antropocen/



Microchimerism

From the beginning of pregnancy, there is a transfer of cells
between the bodies of the mother and the child. The number of
these cells, especially in the mother’s body, gradually increases
until after the birth, when most of them undergo controlled cell
death. However, some of these “alien” cells remain permanently
in the mother’s body and can be found in her blood as well as

in various tissues. Scientifically, this phenomenon is not yet fully
understood, but one theory suggests that in addition to prevent-
ing the mother’s immune system from attacking the fetus, the

cells of both bodies cooperate to create an ideal environment

for the fetus development. Later on, this could explain a mother’s
intuitive ability to sense when her child is in danger, sick, or, on
the contrary, happy. These relatively recent findings also chal-
lenge the certainty held by so-called Western society regarding
the uniqueness of identity and self-determination — or, in the case
of mothers of sons, even the fixedness and unambiguity of gen-
der. At the same time, this perspective sharpens our awareness

of all that inevitably or potentially enters our bodies. In addition

to notions of cosmic dust and interconnectedness, and following
Lenka Veseld’s essay Chemical Anthropocene’, we become aware
of the ongoing biochemical transformation of ourselves and all
non-human species and identities on this planet, where there is no
place untouched by the influence of industrially produced chem-
icals. These chemicals affect the metabolisms and reproductive
abilities of all organisms, as well as the relationships between them.
This way of thinking also disrupts the traditional notion of what is
“natural,” “pure” or healthy for the body, and what is “synthetic”
and thus harmful, and it calls for the decolonization of such terms,
which have been misused by marketing.

1 Vesela, Lenka, Flash Art 2023/02 [online]:
Chemical anthropocene. Available:
https://flashart.cz/2023/02/02/chemicky-antropocen/



The exhibition title and its central conceptual axis are a conscious
reference to Astrida Neimanis’ essay Bodies of Water'. Her dis-
course on the water our bodies share with the planet’s larger cycles
served as a necessary articulation of the realization that we are
directly part of surrounding ecosystems — which, even for self-
interested reasons, we must empathize with and care for. lll: Bodies
of Dust follows this line of thinking, thematizing the mirroring of the
human body and experience in geological materials and processes.
The exhibition is the third chapter in an open series of group
projects in which Sarka Koudelova combines her roles as artist and
curator, seeking new forms of collaboration within the global art
scene. Like the previous two chapters’, lll: Bodies of Dust aims to
become a layered and inclusive communicative tool that allows

the subject to be explored from different perspectives of all partici-
pants, with the goal of shared experience and a physical as well as
conceptual merging of all artworks into one environment — or body.

The metaphor of the human body as dust, clay, or sand is in its
own biblicality as old as our cultural consciousness itself. Still,

it seems necessary to update this physical interconnectedness
with all matter on Earth. We feel the need to reformulate it and,
through shared experience, shift the societal understanding of the
human body and the influences inscribed into everything that
enters it, is absorbed, crystallizes, metamorphoses, and becomes
its synthetic component. The colour range of tones in ceramic
clay overlaps with the palette of human skin and internal organs.
Until it dries, clay has a highly variable, almost fluid form. But when
handled carelessly or exposed to rapid temperature changes,

it cracks; without water it wrinkles, bursts, decomposes, and turns
to dust. Just like our vulnerable bodies, it is directly dependent

on the ratio of chemical elements and water content.

1 Neimanis Astrida, Bodies of Water: Posthuman Feminist
Phenomenology, Bloomsbury Publishing Plc, 2017

2 I: Too Close To Far, Pram, Praha, 2020 and II: NéZna /
The Meek One, 2021, Karlin studios, Praha, 2021



Just like our decaying and constantly
reborn bodies it is part of all earthly —
or rather cosmic — matter. Carried by
air currents, we sometimes breathe in
Saharan sand or stardust — which can
be understood here as an all-pervasive
magical element that, according to

the panspermia theory, brought life to
our planet in the form of microbial
spores traveling on solid micro-particles
through cosmic space.

The realization that living and non-living matter on
Earth and in the cosmos is shared invites empathy with
extra-systemic identities and non-human bodies.
The gallery space, built from clay bricks, is therefore
perceived as an equal organism — a body we share
with incoming viewers, a body that is also our own.
Just as the bodies of mother and child are forever
linked by bidirectionally migrated cells, our artworks
become parts of the gallery’s body — elevated to the
status of organs, or conversely, they burden its vital
functions, like kidney stones or gallstones.

It is easy to identify with the clay body
of the gallery — it has a spine, just like
us. The spine forms the axis of the
entire bodily space; it allows it to stand
upright, to bend, and to rest. Muscles
are attached to it; it determines the
rhythm of the arrangement of other
parts, supporting and protecting them.
In the safe space beneath the ribs,

the dust mingles.



Nalezisté

Sbirame kaminky, pisek i hlinu a tento druh sbératelstvi nevede
klasicky mineralogicky zajem nebo touha se obohatit na drahych
kamenech. Touzime si zapamatovat misto a to, co jsme tam videli,
mysleli, citili. Kdyz se umeélec*kyné rozhodne ve své praci pouzit
kamen, hlinu nebo pigment, velmi Casto si intuitivne vybere suroviny
z nalezisté, ke kteremu ma citovy vztah. Vzorek sebere z t€la Zeme,
aby z n€j na Cas vytvoril*a soucast téla jineho.



Site of Discovery

We collect pebbles, sand, and soil, and this kind of collecting isn’t
driven by a classical mineralogical interest or a desire to profit from
precious stones. We long to remember a place — and what we saw,
thought, and felt there. When an artist decides to use stone, clay,

or pigment in their work, they very often intuitively choose materials
from a site to which they have an emotional connection. The sample
is collected from the body of the Earth to become, for a time, part
of another body.



“Sarka Koudelova, Alive Capsules 2, 2024—2025, polystyren,
beton, pfirodni pigmenty, malba na bambusovém dreve,
Jindris¢iny keramické kapky, Anettina krystalizovana kost,
Dasin uhelny prach, (detail)

Sarka Koudelova, Alive Capsules 2, 2024—2025, polystyren,
concrete, natural pigments, painting on bamboo wood,
Jindfiska’s ceramic drops, Anetta’s crystallized bone,
Dagmar’s coal dust, (detail)




