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PRIRODA, SKRVAVENE ZUBY,
PAZURY

Na trhu pisti Supinavec. Chrania ho
nesmierne cenné Supiny, ktoré sa
pouzivaju ako liek na mnohé ludské
choroby, jeho méaso sa povazuje za
delikatesu. Na trhoch a bitunkoch,

v klietkach, za mrezami v Uzkych
ulickach sa intenzivny pach miesa
so zavyjanim a piskotom zajatych
zvierat. Vazia ich, posudzuju, otvara-
juim Celuste, zabijaju ich &i stahuju
z koze zaziva; su prirodnym zdrojom,
sucastou potravinového retazca.
Vo filme P.Staff*a Na Venusi, ktory
vznikol v roku 2019, zostava moment
prenosu smrtelného virusu zo zvie-
rata na ¢loveka neidentifikovany, no
zlovestne hmatatelny. Jeho pochod
imunitnymi systémami svetovej
populacie si pocas nasledujucich
troch rokov vyziada priblizne sedem
milidnov ludskych Zivotov.

Supinavci a dal3ie volne Zijice zvie-
rata unikaju zo znic¢enej pddy me-
gafariem a skryvaju sa na okrajoch
nekonecnych prasnych poli. P. Staff
vo filme ukazuje pokracujuce nasilie
a nadvladu; polhohospodarsky

a medicinsko-priemyselny komplex
meni ludi aj zvieratd na hormonal-
ny, reprodukény tovar: semeno,
maso, moc, koze a kozusiny. Zabery
sa mihotaju, deformuju, zvadzaju

v kriklavych plagatovych farbach

s rychlymi prestrihmi na rozstriekanu
krv, elektroSoky a este pulzujlice
organy. Je tu prenos, korozia, kyslé
dazde a radioaktivna poda; omra-
cujuci pocit prudu, v ktorom sa
voda a vzduch stavaju potencialne
smrtelné a jedovaté.

V samotnom organizme sa takéto
mechanizmy sebaznicenia zdaju

byt nemozné: ludské telo — vy-
medzené prisnymi hranicami - je
predstavované ako bojové pole, kde
su Utocnici a skodliviny okamzite
identifikované imunitnym systémom
a robustnou reakciou fagocytovych
T-buniek, az kym tomu tak zrazu

nie je. Pri autoimunitnom Utoku je
vzbura fagocytov rovnako nevysvet-
litelna ako zdrvujuca.

.Priroda, skrvavené zuby, pazdry” —
ikonicky vers z basne In Memoriam
britského basnika Alfreda Tennyso-
na — uvadza do ohniska pozornosti
nasilie zaniku, ktoré bolo mocnou
metaforou predstavy o preziti

v 19.storodi. Len niekol'ko rokov
pred Darwinovym dielom O pévode
druhov Tennyson pise, Ze priroda
natolko nedba na jednotlivy Zivot, Ze
z patdesiatich semien Casto vyrastie
len jedno.' Tennyson déva poeticky
ramec prevladajucim naladam po-
zitivistického statusu quo, v kto-

rom bola hnacou silou adaptacie
konkurencia a prirodzeny vyber bol
zakladnym zakonom Zivota a prirody.
Schopnost organizmu znicit a pora-
zit svojich ,vnutornych nepriatelov”
sa povazovala za nutnu podmienku
biologického Uspechu a tvorila
podlazie produkcie poznatkov

a kapitalistického vojnového tazenia
od 19. storodia dalej.2 Agresivna
vojna proti ,invaziam” mikrébov bola
bojovym pokrikom lekarskej mikro-
biologie a stale sa odraza v jazyku
sUcasnej vedy.? Virusy a baktérie
vystupuju ako univerzalny nepriatel
neludsky, virulentny, neviditelhy,
vSadepritomny.

Pomocou militarizovaného jazy-

ka imunoldgie sa biologicky Zivot
prenasa do pravno-politickych
definicii imunity. Jednotlivé bunky
sU povaZované za obcanoy, zatial
¢o telo je autondmnym vladcom,
ktory sa brani invaziam. Ako uviedol
vyznamny filozof vedy Elie Metchni-
koff na zaciatku 20. storocia, fago-
cytoza znamena hliadkovanie v tele
a zabezpecovanie poriadku v ramci
permanentného konfliktu. Podla
tohto velmi vplyvného myslenia ma
tento konflikt podobu poZierania na
vhutrobunkovej Urovni ako bojov-
nej obrany proti tomu, ¢o je cudzie.
Imunologicka obrana organizmu sa
vSak prejavuje aj prostrednictvom
skrys a infrastruktur — ako napriklad
~pancier raka, zuby stavovcov" -
ako prostriedok vlastnej ochrany

v neustalej vojne o preZitie.

Darwinov a Metchnikoffov militari-
zovany medicinsky jazyk si nachadza
cestu do fyzickych infrastruktur
si&asnosti. V dielach Simona Cho-
vana s hazvom to know you through
and through a no stopping them
now (2023) uputa pozornost pocit
zavadzania ochrannych opatreni.
Objekty, ktoré su skonstruované

z priemyselnych filtracnych systé-
mov, poukazuju na modernisticku
posadnutost hygienou a kontrolou
baktérii. Organicka hmota sa vylieva
cezich strbiny a dodava im taktilnu
pritazlivost, no zaroven jashe vypo-
veda o nesllade, upchani a dys-
funkcii. Ochranna infrastruktira je
narusena, kontaminaciu naznacuju
Ziarivo zlté kosti, pripominajice
tvary z organickej hmoty, cudzie

a zvodné zaroven.

Na niektorych miestach sa vsak
zopar ludom podari ukryt pred
nakazou. Takéto Ukryty sa buduji -
v metaforickom aj fyzickom zmysle
— prostrednictvom institucionalnej
a fyzickej infrastruktary rovnako ako
prostrednictvom pocitu afektivheho
opravnenia. Odmietanie sveto-
vych elit ziCastnit sa o¢kovacich

programov ide ruku v ruke s ich
Coraz vacsim vyhybanim sa spolog-
nému verejnému priestoru. Ukryty

v tomto zmysle tvoria infrastruktury,
v ktorych sa nakaza a vniknutie
eliminuju pomocou vy&lenenia: pro-
strednictvom sukromnych lietadiel
a helikoptér, ktoré premiestiuju
ultrabohatych medzi manhattansky-
mi mrakodrapmi a ultrabezpeénymi
miliardarskymi bunkrami, ale aj pro-
strednictvom zdravotného poistenia
bielej vyssej strednej vrstvy z pred-
mesti, kde sa niektori*é ucinne
vyhybaju ockovaniu argumentujuc,
e ho nepotrebuju.®

Biopolitiku definuje prijatie thana-
topolitickej paradigmy; skutocnost,
Ze sa urcité tela odclenili, vypoveda
o tom, kto smie Zit a za akych pod-
mienok.® Ako tvrdi teoreticka Maryam
Monalisa Gharavi: ,.... ludia na Zapa-
de su Ucinne imunizovani voci rozvo-
jovému svetu, vyclenujuce sa elity su
dalej imunizované voci zvysku politi-
ky tela na Zapade. To vyvolava u ludi,
ktori nevlastnia sukromné lietadl3,
citelnu Uzkost z rozpadu socialneho
statu a pomyselného spolocenstva,
ktoré upadé spolu s nim.” TuZba po
sebarealizacii, ktora pre mnohych

v zapadnej kultUre znamena zit co
mozno najslobodnejsie, Cize bez
povinnosti — vratane odmietania o¢-
kovania, sa ¢asto zamiena s ob&ian-
skymi pravami ¢loveka, bez ohladu
na skryté nasilie a nenavistné prejavy,
ktoré takéto ocakavania zahfiaju.

RADIKALIZACIE IMUNITY

Ako si teda inak predstavit také
mocné obrazy imunitnych sys-
témoy, ako su bezpecnostné sily

a telesna policia? Ked'sa vdaka au-
toimunitnému ochoreniu — podob-
ne ako na otravenej pode — proti
[udom obrati ich vlastna ochranna
sila, potencial predstavy vedenia
vojny az k vitazstvu — ,zabitia vnu-
tornej hrozby” - je sotva metaforou,
ktora by prispievala k uzdraveniu,
ako ukazuje Marina Hendrychova
vo svojom filme Lycaeon (2022).

V tomto ohlade nastoluje autoimu-
nita tie najdolezitejSie otazky. Ra-
dikalizacia imunity azZ do bodu, ked’
sa obrati proti tomu, ¢o imunizuje,
by nemala byt chapana len negativ-
ne — ako predzvest autoiminneho
ochorenia, ktoré doslova zabije
individualnu osobu. Imunitu by sme
podla talianskeho filozofa Roberta
Esposita skor mali chapat ako sp6-
sob, akym sa osoba méze otvorit
tomu, ¢o ju ohrozuje, a tak rozvolnit
puta, ktorymi ju zvazuje sebaochra-
na. lde o sposob, ako sa ochranit
pred priliSnou ochranou. V tomto
inom zmysle teda autoimunita dlaz-
di cestu prechodu od dekonstruk-
cie k afirmativnej biopolitike.

Podla Esposita nemoZno imunitu
oddelit od komunity. Communitas

a immunitas maju spolocny latinsky
koren v slove munos, ktoré znamena
ulohu, zavazok, povinnost, ale aj
opatovanie daru. Esposito vidi v slo-
ve munus dlh alebo zavazok, ktory
mame vodi inym, a v tomto zmysle
byt sucastou komunity predstavuje
do urcitej miery paradox. V sociopo-
litickom ponati boli podla rimskych
zakonov imunizované osoby oslobo-
dené od vsetkych zavazkov vodi ko-
munite, zatial ¢o tie (de)munizované
boli vylucené. Podla Esposita to, co
mame nutne spolocné, je nemoz-
nost realizovat komunitu, ktora je
plne imunizovana. Kontaminacia je
v tomto ohlade konstitutivna zale-
Zitost. Komunita a imunita by mali
byt nanovo chapané ako reciprocny
vztah; mat komunitu suvisi s roz-
dielnostou, zatial'¢o mat imunitu
znamena prijat kontaminaciu, nie
oslobodenie od zavazkov.

Pre umelca*kynu a dizajnéra*ku
Serinu Tarkhanian*a nadobudaju
takéto zavazky podobu rizika a d6-
very. V projekte Buricské dotyky:
proti komodifikacii vaginalnej

flory (2023) autor*ka vyuziva svoje
vlastné dysbiotické telo na to, aby
zacal™a uvazovat o feministickej
komunitnej zdravotnej starostlivosti
a vyvijal*a pre komunity nastroje na
zdielanie zdravej mikroflory s ludmi,
¢o maju dysbiotické autoimunitné
ochorenia, pomocou biotechno-
logickych poznatkov, ktoré su za
normalnych okolnosti utajované

a nepristupné. Takéto ponatie
reciprocity a cirkulacie zodpoveda
placentarnej politike Rosi Braidot-
ti, prostrednictvom ktorej Lucie
Rosenfeldova rekonstituuje lekarske
obrazy z knihy The Body Victorious
od Lennarta Nilssona z roku 1987 -
knihy, ktora spopularizovala fotore-
alistické militarizované zobrazenie
tela. VyuZzivajlic pojem optickej iluzie
u obrazov vytvorenych algoritmami,
ktoré si robia narok na presné zobra-
zenie infekcii, sa aparat pouzivany
pri reprezentacii tela javi ako kon-
stitutivny prvok, ktory treba brat do
Uvahy. Rosenfeldova aj Tarkhanian
tu odmietaju patriarchalny lekarsky
pohlad, ktory sa zameriava na Casti
tela, a zdraznuju vyznam nastrojov
a protokolov pouzivanych na udr-
Ziavanie vlastného gynekologického
zdravia ako kolektivneho feministic-
kého projektu.

V tejto suUvislosti je zaujimavé
zamysliet sa nad tym, ako sa tato
reciprocita vytvara a chape a o sa
stane, ked nastane vo vzajomnej in-
terakcii nerovnovaha. Napriklad po-
kial'ide o placentarnu politiku, mem-
brany medzi maternicou a plodom



sprostredkuvaju to, o feministicka
teoreticka Sophie Lewis provokativ-
ne oznadila ako ,paraziticky vztah"?
Parazit je silnou metaforou miesta
technologického, poetického,
biologického a sociadlnopolitického
rozbijania binarnosti vnitorného/
vonkajsieho, hostitela/navstevnika,
cudzieho/seba. Vo francuzstine je
parazit termin odvodeny od Sumu
alebo prerusenia prenosu informa-
cii; v diele Alicje Rogalskej Temné
vlakna (2021) poukazuje na vtelenu
podstatu systému, ako su interneto-
vé kable vystavené fyzickym zasa-
hom zbedacenych ludi zbierajucich
srot. Ako Lewis presvedcivo ukazuje,
[udsky plod ,parazituje” na tele
matky ovela viac nez iné cicavce.

Tu je metafora priamej reciprocity
medzi organizmami bezpredmetna

a vzhladom na ludské prezitie je
nutné si ju predstavit inak, ¢o sa aj
deje. Parazitovanie na systéme mdze
byt aktom nesuhlasu a extrakcie,

no nie nutne invaziou a Utokom. Na
rozdiel od konceptu krvavej prirody
je to sposob, ako doplnit, nahradit
nerovnovazne stavy v systémoch

a Sirsich ekoldgiach.

Richard Gershon, ktory sa zaobera
vyskumom ziskanej imunotoleran-
cie, sa pyta, ¢o by sa stalo, keby
sme imunitu chapali ako hladanie
rovnovahy medzi réznymi zlozkami
systému: ako je to v tanci, orchestri,
hudbe. V ramci vystavy Priroda,
skrvavené zuby, pazury sa insti-
tucionalnym priestorom tranzitu
rozliehaju piesne, modlitby a zbory,
ktoré vypovedaju o niekedy koordi-
novanej a inokedy neusporiadanej

a synkopickej povahe systémoy,

v ktorych sa afektivne a stelesnené
infrastruktary prelinaju. Vychadzajuc
z crip $tudii® sa tu telo konstituuje
ako porézne, tvarne dotykom,
kontaminované institucionalnymi

a medikalizovanymi zasahmi, ale pre-
dovsetkym ako formované vymenou
a vztahmi odkazanosti na ludskych

a neludskych
aktérov: vo-
diacich psov,
baktérie, telesné
implantaty

a vacsie systémy
podpory Zivota.
Imunitné symfo-
nie znamenaju
cely orchester
hrajucich, ¢o
funguju ako
celok a vyvazuju
rézne zlozky
tohto systému.
Takéto ,rytmy
tela” alebo
+hudba Zivota”
sa objavuju,
mozno trochu
zvlastne, po
tom, ¢o nasilna
a militarizovana
predstava tela
urcovala takud
vyznamnu Cast
nasho uvazova-
nia o imunite. Tu
si vSak moze-
me predsta-

vit symfoniu

v zmysle Donny
Haraway, s hu-
bami a prvokmi
a nebeskymi
telesami, ale aj,
ako zdéraziuje
Mark Neocleous
citujuci Silviu
Federici, ako
spdsob opatov-
ného si privlast-
nenia nasich tiel,
ich vymanenie

z ludsko-cen-
trickych strojov
spojenych

s nasilim, vojno-
vou masinériou
a kapitalom.”
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NATURE RED IN TOOTH
AND CLAW

At the market, the pangolin squeaks.
Sheltered by its priceless scales,
which are used as a cure for nu-
merous human diseases, its meat is
considered a delicacy. At markets
and abattoirs, in cages, behind bars
in narrow alleyways, an intense smell
mixes with the howls and squeaks of
captured animals. They are weighed,
estimated, their jaws poked open,
slaughtered and skinned alive;

a natural resource, a part of the food
chain. In P. Staff’s film On Venus,
made in 2019, the moment of trans-
mission of the deadly virus from
animal to human is unidentified,

yet ominously palpable. Its march
through the immune systems of the
world’s populations for the next
three years will cost an estimated
seven million human lives.

Escaping the dilapidated soils of
megafarms, pangolins and other
wildlife hide at the edges of endless
dusty fields. What Staff’s film shows
is ongoing acts of violence and
domination, where the agricultural
and medical-industrial complex
turns both humans and animals to
hormonal, reproductive commodi-
ties: semen, meat, urine, skins and
furs. Images glitch, warp, seducing
in lurid poster colours with quick
cuts to splattered blood, electro-
shocks and still-pulsating organs.
There is transmission, corrosion,
acid rain and radioactive soils; an
overwhelming feeling of a flow
where water and air turn potentially
deadly and poisonous.

Within the organism itself, such
mechanisms of self-destruction
seem impossible: the human body
- defined by strict boundaries — is
imagined as a battlefield where
invaders and pollutants are prompt-
ly identified by the immune system
and T-cell phagocytes’ robust re-
sponse, until they suddenly don't. In
an autoimmune attack, the phago-
cyte's mutiny is as inexplicable as it
is shattering.

‘Nature, red in tooth and claw’ — the
iconic line from British poet Alfred
Tennyson's In Memoriam, — centres
the violence of extinction, which
stood as a potent metaphor of the
nineteenth-century imaginary of
survival. Only a few years before
Darwin's On the Origin of Species,
Tennyson writes: “Nature was, so
careless of the single life that of fifty
seeds / She often brings but one

to bear”. Tennyson gives poetic
framing to an articulation of the pre-
vailing sentiments of the positivist

status quo, where competition was
the driving force of adaptation and
natural selection was a fundamental
law of life and nature. The ability of
an organism to destroy and master
its ‘enemies within’ was deemed an
essentialist condition of biological
success, which underpinned knowl-
edge production and capitalist
warfare from the nineteenth cen-
tury onwards.? Aggressive warfare
against ‘invasions’ of germs was the
battle cry of medical microbiology,
and is still reflected in the language
of contemporary science.® Viruses
and bacteria pose as the universal
adversary: non-human, virulent,
invisible, ubiquitous.

With the help of immunology’s mi-
litarised language, biological life
transmits into juridico-political defi-
nitions of immunity. Individual cells
count as citizens while the body is
an autonomous sovereign resisting
invasions. As the prominent philos-
opher of science Elie Metchnikoff
argued at the beginning of the 20th
century, phagocytosis involves
patrolling the body and manag-

ing order as permanent conflict.
According to this highly influential
thinking, it takes the form of devour-
ing on an intracellular level, as a mili-
tant defence against what is foreign.
Yet, the organism's immunological
defence also manifests through its
shelters and infrastructures — such
as the ‘carapace of the crayfish, the
teeth of vertebrates™ — as a means of
protection of the self in its constant
war for survival.

Darwin and Metchnikoff's militarised
medical language finds its way into
the physical infrastructures of the
present. In Simon Chovan's to know
you through and through and no
stopping them now (2023) there

is a notable sense of protective
measures being taken. Objects
which are constructed from indus-
trial filtering systems refer to the
modernist obsessions with hygiene
and germ control. Organic matter
spills through their crevices, giving
it a tactile appeal while clearly
referring to discord, congestion and
dysfunction. Protective infrastruc-
ture is disrupted, contamination is
suggested by the porosity of dried
luffa and bone-like forms made of
organic matter, alien and seductive
at the same time.

In some places, though, some peo-
ple manage to shelter from trans-
missions. Such shelters are built - in
both the metaphorical and physical
sense — through institutional and
physical infrastructures as much as
by affective entitlement. The refusal



of the world’s elites to participate

in vaccination programmes comes
alongside their increasing avoid-
ance of shared public space.
Shelters, in this sense, forms an
infrastructure where contagion and
intrusion is eliminated by seclusion:
through private jets and helicop-
ters moving the ultra rich among
Manhattan skyscrapers and ultrasafe
billionaire bunkers, but also through
health insurance in white upper
middle class suburbs, effectively
shunning vaccinations as unneces-
sary for some of them.®

The acceptance of the thanatopo-
litical paradigm defines biopolitics;
the fact that certain bodies seceded
speaks about who is allowed to

live and under what conditions.®

As the theorist Maryam Monalisa
Gharavi argues: “those in the West
are effectively immunised from the
underdeveloped world, the seced-
ing elites are further immunised
against the rest of the West's body
politic. This has created a palpable
anxiety in those without private jets
about the dissolution of the welfare
state and the imagined community
that declines along with it.” The
desire for self-actualisation, which
for many in Western culture means
to live as freely as possible without
obligations — including the refusal of
vaccinations — is often confounded
with oné€’s civic rights, regardless of
implicit violence and hostilities that
such expectations encapsulate.

RADICALISATIONS OF IMMUNITY
How to then imagine such powerful
images of the immune systems as
securitarian forces and body-police
otherwise? If with an autoimmune
disease - like on poisoned land —
one's own formerly protective force
turns against the self, the imaginary
potential of staging a war for victory
- 'killing of internal threat’ — is, as
Marina Hendrychova shows in her
film Lycaeon (2022), hardly a met-
aphor contributing to healing. For
this, autoimmunity poses the most
important questions. The radical-
isation of immunity, to the point
that immunity is set against what it
immunised, should not be merely
understood negatively: the harbin-
ger of autoimmune diseases that
literally kill individuality. Rather, im-
munity should also be seen, accord-
ing to Italian philosopher Roberto
Esposito, as a way for the individual
to open up to what is threatening to
him or her in order to alleviate the
grip that one’'s own self-protection
has over the individual, a way of
protecting oneself from too much
protection. It is in this other sense
that autoimmunity prepares the

transition from deconstruction to
affirmative biopolitics.

For Esposito, immunity is insepara-
ble from community. Communitas
and immunitas share the same Latin
root in the word munos: task, obliga-
tion, duty, but also the sense of a gift
being returned. Esposito traces in
the term munus a debt or commit-
ment we have towards others and,
in this respect, to be a member of

a community contains a degree of
paradox. In sociopolitical terms the
immunised, according to Roman
law, were those who were free from
any obligations to the community
while the (de)munised are those
who are excluded. According to
Esposito, what we have in common
by necessity is the impossibility of
realising a community that is fully
immunised. Contamination is, in
this respect, a constitutive matter.
Community and immunity should be
re-imagined as a reciprocal relation;
to have a community refers to differ-
ence while to have immunity means
to accepting contamination, not an
exception from obligations.

For artist and designer Serina
Tarkhanian such obligations take

a form of risk and trust. In their
new project Insurgent Skinships:
Against the commodification of
vaginal floras (2023) they've used
their own dysbiotic body to start
thinking about feminist communi-
ty-based healthcare, developing
tools for communities to share
healthy microbiota with people
who have dysbiotic autoimmune
conditions, using what is normally
blackboxed biotechnological knowl-
edge. Such a notion of reciprocity
and circulation corresponds to
Rosi Braidotti's placental politics,
through which Lucie Rosenfeldova
reconstitutes the medical imagery
from The Body Victorious, Lennart
Nilsson's 1987 book that popu-
larised photorealistic militarised
representation of the body. Playing
on the notion of the optical illusion
of images made by algorithms that
make claims to accurate depiction
of the infections, the apparatus used
in representation of the body is
seen as constitutive, and should be
accounted for. Both Rosenfeldova
and Tarkhanian here reject the patri-
archal medical gaze which focuses
on body parts, and emphasise the
importance of tools and protocols
used to maintain one's own gy-
naecological health as a collective
feminist project.

In this respect, it is interesting to
think about how this reciprocity is
formed and understood, and what

happens when there is an unequal
balance in a mutual interaction. For
instance, when it comes to placen-
tal politics, membranes between
the womb and foetus facilitate
what the feminist theorist Sophie
Lewis has labelled provocatively

‘a parasitic relation’® The parasite

is a powerful metaphor as a site of
the technological, poetic, biologi-
cal and sociopolitical dismantling
of the binaries of internal/external,
host/visitor, foreign/self. In French,
parasite is a term derived from
noise or interruption of information
transmission; something that in
Alicja Rogalska's Dark Fibres (2021)
points to the embodied nature of
the system, such as internet cables
vulnerable to physical interventions
of impoverished scrap metal pick-
ers. As Lewis convincingly shows,
the human foetus ‘parasites’ on the
maternal body much more than any
other mammals. Here the metaphor
of direct reciprocity between organ-
isms is unhelpful, and in terms of hu-
man survival must be and has been
imagined differently. Parasitizing on
a system might be an act of discord
and extraction, but not necessarily
an invasion and attack. Contrary to
Nature, Red in Tooth and Claw, it

is a way of replenishing, replacing
imbalances in systems and wider
ecologies.

Richard Gershon, who researches
acquired immune tolerance, asked
what would happen if we under-
stood immunity as the balancing of
various components in a system: as
dance, orchestra, music. In Nature
Red in Tooth and Claw, songs,
prayers and choirs resound through
the institutional space of tranzit,
referring to the sometimes coor-
dinated and sometimes disorderly
and syncopated nature of systems,
where infrastructures are inter-
twined, affective and embodied.
Taking a cue from crip (disability)
studies, the body is here constitut-
ed as porous, malleable by touch,
contaminated by institutional and
medicalised interventions but most

1 By this line, Tennyson preceded by a few years the more commonly used term ‘the survival of the fittest’ which
was popularised after the publication Darwin's The Origin of Species in 1859. Tennyson, was in fact informed by
geological thinking, where fossil imprints testified to a wealth of deceased organisms. Catastrophism theory indi-
cated that short, sudden violent disasters were formative in the adaptation of species. See: Tearle, Oliver. ‘A Short
Analysis of Tennyson’s “Nature Red in Tooth and Claw” Poem’. Interesting Literature, 2016. https://interestinglitera-

importantly

as formed by
interchange
and relations

of dependence
with human and
non-human ac-
tors: dog guides,
bacteria, body
implants and
larger systems
of life support.
Immune sym-
phonies contain
an orchestra

of players who
work as an
ensemble, bal-
ancing various
components

of this system.
Such ‘rhythms
of the body’ or
‘music of life’
come across,
perhaps rath-
er oddly, after
the violent and
militarised idea
of the body has
defined so much
of our thinking
about immu-
nity. But here
we can imagine
the symphony
in Harawayian
terms, with
fungus and
protist and
celestial bodies,
yet also as Mark
Neocleous,
quoting Silvia
Federici, em-
phasises, as

a way of reap-
propriation of
our bodies from
human-cen-
tric machines
connected to
violence, war
machine and
capital.’

ture.com/2016/01/a-short-analysis-of-canto-Ivi-from-tennysons-in-memoriam/.

2 Alfred |.Tauber and Leon Chernyak, Metchnikoff and the Origins of Inmunology: From Metaphor to Theory, Ist

edition (New York, NY: Oxford University Press, 1991).

3 Mark Neocleous, The Politics of Inmunity: Security and the Policing of Bodies (London New York: Verso, 2022).59
4 Metchnikoff and P. Chalmers Mitchell, The Nature of Man; Studies in Optimistic Philosophy (Wentworth Press,

2016).

5 ‘Rich People Are Leading the Anti-Vaccine Movement — and Experts Have a Theory Why', Money, https://money.

com/anti-vaccine-rich-people/.

6 In most extreme forms, Nazism, in Roberto Esposito’s interpretation, represents the most virulent autoimmunitary
disease of modernity: the moment in which biological life enters directly into politics as its privileged object,
causing the transition from the immunitary preservation of individual life to the autoimmunitary killing of life and
destruction of immunitary devices in the name of preserving the life of a ‘race’ and a ‘people’. See: Roberto Esposi-

to, Inmunitas: The Protection and Negation of Life (Cambridge: Polity, 2011).

7 Maryam Monalisa Gharavi, ‘Preferential Immunity’, The New Inquiry, 13 August 2012, https://thenewinquiry.com/

blog/preferential-immunity/.

8 Sophie Lewis, Full Surrogacy Now: Feminism Against Family (London; New York: Verso, 2019).

9 Neocleous, The Politics of Imnmunity. 40-41



SERINA TARKHANIAN
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Serina Tarkhanian Ubiphuw
[Pwppuwujwi je autor*ka kanad-
sko-arménskeho povodu, ktory*a
pracuje na poli dizajnu, vyskumu

a pisania. Vo svojich dielach skima
aktualne otazky suvisiace so starost-
livostou a socialnymi podmienkami
pre zdravie a pohodu. Tarkhanian
spaja biomedicinu, keramiku,
sklarstvo a performativhe umenie
do zazZitkov zameranych na telo

s cielom prispiet k rovnosti v oblasti
mikrobialneho zdravia a ludsko-pla-
netarneho zdravia. V sucasnosti

si robi doktorat na Arkitektur-og
designhagskolen v nérskom Osle

a je drzitelom*kou doktorandské-
ho ocenenia kanadskej rady pre
vyskum v oblasti spolocenskych

a humanitnych vied. Titul Master

of Arts v odbore socialneho dizaj-
nu ziskal*a na Design Academy
Eindhoven. Ich diela boli nedavno
vystavené na architektonickom bie-
nale v Benatkach, na Dutch Design
Week, Salone del Mobile Milano,
Norwegian BioArt Arena a Art in The
Open. Dielo prezentované na tejto
vystave sa realizuje vdaka podpore
Canadian Council for the Arts.

Buri¢ské dotyky: proti komodifikacii
vaginalnej flory

V novom diele vytvorenom Special-
ne pre tuto vystavu vyuziva Serina
Tarkhanian vzorky vlastnych zdra-
vych vaginalnych tekutin zozbiera-
nych pocas menstruacie na terapiu
transplantacie mikrobiomu, ktora

je v sucasnosti dostupna len vo
vysoko kontrolovanych a antiseptic-
kych biomedicinskych zariadeniach.
Pomocou feministicke]j praxe bio-
hackingu sa uzavreté a nepristupné
biomedicinske poznanie stava spo-
loénym vlastnictvom a Tarkhanian
ho vyuziva ako funkénu zdravotnu
starostlivost o seba. V nadvaznosti
na postupy vyvinuté v ramci velkého
projektu Microbial Bathhouse je
protokol navrhnuty ako komunitna
metodika na pouZivanie zdravej
mikroflory pri vaginalnej dysbidze.
Vzdorujuc privatizacii vedomosti
farmaceutickymi spoloénostami
slizi toto dielo ako nastroj kolektiv-
neho poznania pre [udi s dysbidézou
a ukazuje cesty k nastoleniu ekolo-
gickej rovnovahy v oblasti zdravot-
nej starostlivosti v buddcnosti.

Serina Tarkhanian, Pédne pary, 2022,
autor fotografie: Jeff Eagar

Serina Tarkhanian, Spoloéné liecenie:
institucionalna reforma starostlivosti s, 2020,
autor fotografie: Ronald Smits

SERINA TARKHANIAN
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Serina Tarkhanian UGphtuw
[Pwppuwujw is a Canadian-Ar-
menian designer, researcher and
writer whose work explores contem-
porary issues around care and social
conditions of health and well-be-
ing. Tarkhanian's work combines
biomedicine, ceramics, glasswork
and performance into body-centric
experiences, with the intention of
contributing to microbial health
equity and human-planetary health.
They are a PhD Fellow at Arkitek-
tur-og designhagskolen i Oslo,
Norway, and a Social Sciences and
Humanities Research Council of
Canada Doctoral Award recipient.
They hold a Master of Arts in Social
Design from the Design Academy
Eindhoven. Their work has recent-

ly been showcased at the Venice
Architecture Biennale, Dutch Design
Week, Salone del Mobile Milano,
Norwegian BioArt Arena and Art

in The Open. The work they are
presenting in this exhibition is gen-
erously supported by the Canadian
Council for the Arts.

Insurgent Skinships: Against the
commodification of vaginal floras
Using samples of their own healthy
vaginal fluids collected over the
time of period, in this new work
developed specifically for this
exhibition, Serina Tarkhanian adopts
the microbiome transplant therapy,
currently available in highly con-
trolled and aseptic environments

of biomedicine, as a functional
healthcare for themselves. By using
feminist practices of biohacking,
blackboxed biomedical knowledge
is reversed as commons. Following
techniques developed in her major
project Microbial Bathhouse, the
protocol is designed as a commu-
nity-based methodology to using
healthy microbiota when suffering

a vaginal dysbiosis. Defying privati-
sation of knowledge by pharmaceu-
tical companies it serves as a tool
to collective knowledge for people
with dysbiotic issues, showing ways
to an ecological rebalancing of
healthcare in the future.

Serina Tarkhanian, Soil Steams, 2022,
Photo by Jeff-Eagar

Serina Tarkhanian, Co-Healing:
an institutional reform for caring with, 2020,
Photo by Ronald-Smits




SIMON CHOVAN

Simon Chovan absolvoval Vysok(
skolu vytvarnych umeni v Bratislave
v roku 2019. Zucastnil sa zahranicnej
staZe v belgickom Gente na KASK
School of Arts a v sicasnosti
studuje na Sandberg Instituut

v Amsterdame. Jeho tvorba sa
vyznacuje vyraznou materialitou,
Casto Cerpa z prirodnych zdrojov,
ako je hlina a véeli vosk, ktoré

vS§ak kombinuje s technologickymi
materialmi a povrchmi. Chovanove
sochy su silne evokativne a pracuju
s imitaciou ludskych, organickych
alebo technologickych struktur

a so stratou rozliSenia medzi
prirodnym a umelym. Jeho tvorba
Cerpa z produktového dizajnu,
popkultury, materialovej narativity,
ako aj zo zasahov do infrastruktury
a architektury vystavnych
priestorov, pricom rozohrava dalSiu
rovinu spochybiovania toho, o je
umelé a ¢o povodné. Medzi jeho
posledné samostatné vystavy patria
Wings in motion v Nitrianskej galérii
(2021) a Transit Cell Song (2022,
spolu s Evou Huséarovou) v Sopa
Gallery v Kosiciach alebo The New
Wounded / duo vystava s Laurou
Gozlan, Holeovicka Sachta v Prahe
(2023) alebo Spora @ Cani, San
Foca, Taliansko (2022).

to know you through and through
(poznat'ta skrz-naskrz) & no stop-
ping them now (teraz ich nemozno
zastavit)

V sérii novych socharskych diel
vytvorenych pre tuto vystavu sa
Simon Chovan ingpiruje infradtruk-
turou verejnych priestorov spojenou
s modernistickymi predstavami

o hygiene a ni¢eni baktérii, ako su
ventilatory a filtre vzduchu, systémy
na filtraciu vody a odtoky. Organické
bioformy, sucha lufa, vosk

a alergény, ako napriklad okvetné
listky, obyvaju strbiny a Siria sa z nich
dalej, rozlievaju sa do opornych
systémov vystavného priestoru.

Ich textury, vloZzené do ocele, sadry
a umelej hmoty socharskych foriem,
odkazuju na to, ako rozpoznavame
ludskeé telo, a toto vnimanie skreslu-
ju. Priepustnost kosti a Casti pristro-
jov sa snubi v nelahkom spojeni;
antropomorfické suciastky vykazuju
poddajnost a krehkost organickej
hmoty, no najsilnejsie imunitné
reakcie na virusy a baktérie sa rodia
v kostnej dreni.

Simon Chovan, Chirélny filter, objekt, 2022

SIMON CHOVAN

Simon Chovan graduated from the
Academy of Fine Arts in Bratislava
in 2019, took part in an internship at
the KASK School of Arts in Ghent,
Belgium and is currently studying
at the Sandberg Instituut in Am-
sterdam. His work is characterised
by its distinctive materiality, often
drawing on natural resources such
as clay or beeswax, but combining
them with technological materials
and surfaces. Chovan's sculptures
are strongly evocative and work with
the imitation of human, organic and
technological structures and the
loss of the dissociation between the
natural and the artificial. His work
draws on product design, pop cul-
ture and material narratives, as well
as interventions in the infrastruc-
ture and architecture of exhibition
spaces, playing out another level
of questioning of what is artificial
and what is original. His recent solo
exhibitions include Wings in Motion
at Nitrianska galéria (2021), Transit
Cell Song (2022, together with Eva
Husérova) at the Sopa Gallery in
Kosice, The New Wounded with
Laura Gozlan, Hole$ovicka Sachta,
Prague (2023) and Spora @ Cani,
San Foca, Italy (2022).

to know you through and through
& no stopping them now

In the series of new sculptural works
made for this exhibition, Simon
Chovan draws on infrastructures

of public spaces, such as air fans
and filters, water filtering systems
and gutters associated with mod-
ernist notions of hygiene and germ
elimination. Organic bioforms, soils,
dried luffa and allergens such as
petals populate and expand from
their crevices, spilling into the
support systems of the exhibition
space. Inserted in the steel, plaster
and plastics of sculptural forms,
their textures also refer and distort
our recognition of the human body.
Porosity of the bone and parts of
devices are brought together in an
uneasy association; anthropomor-
phic parts show a malleability and
fragility of organic matter, yet it is
the marrow where the most potent
immunitary responses to viruses and
germs are born.

Simon Chovan, Chiral Filter, object, 2022



MARINA HENDRYCHOVA

Marina Hendrychova je audiovizual-
na umelkyha, ktora vo svojej tvorbe
pracuje s 3D prostredim, animaciou
a zvukom. Zameriava sa na vztahy
medzi prirodou, zvieratami a tech-
nolégiami. Skima témy identity, tela
a spirituality v kontexte virtualnych
svetov a folkloru. Je absolventkou
Centra audiovizualnich studii na
FAMU. Jej diela boli vybrané na PAF
Other Visions 2022 a vystavené

v Galerii XY v Olomouci. Zucastnila
sa mnohych premietani a filmovych
festivalov, ako napriklad Festival
dokumentarnych filmov Jihlava

a dalsich.

Lycaeon

Lycaeon Cerpa zo skusenosti seba-
odcudzenia a inakosti, ktoré prinasa
Zivot s autoimunitnym ochorenim.
S vyuzitim narativnych tropov fan-
tastiky, mystéria a psychedélie, sa
Ustredna postava vikolaka stretava
so svojou hostitelkou — cestovatel-
kou, ktora sa vydava na cestu, aby
porazila svoje vnutorné monstra.

V tejto schéme je ambivalencia
vystavana tak, aby spochybnila pre-
misu zapadnej mediciny: pokial'ide
o autoimunitné ochorenia, lieGenie
je uzko spojené s nevyhnutnostou
spoluZitia s vnatornou hrozbou

a s prijatim, nie odstranenim.

Marina Hendrychova, Lycaeon, snimka z videa, 2022

MARINA HENDRYCHOVA

Marina Hendrychova is an audiovis-
ual artist working with 3D environ-
ments, animation and sound. She fo-
cuses on the relationships between
nature, animals and technology and
explores themes of identity, body
and spirituality in the context of
virtual worlds and folklore. She is

a graduate of the Centre for Audio-
visual Studies at FAMU, Prague. Her
work was selected for PAF Other
Visions 2022 and exhibited in the
Galerie XY in Olomouc. She has par-
ticipated in numerous screenings
and film festivals such as Jihlava
Documentary Festival.

Lycaeon

Lycaeon draws on the experience of
self-alienation and otherness that
come with living with an auto-im-
mune illness. Using narrative tropes
of fantasy fiction, mystery and
psychedelics, the central figure of
the werewolf meets its host: a fe-
male traveler who is on a journey to
extinguish its own inner monsters. In
this schema, ambivalence is con-
structed to contest the premise of
Western medicine: when it comes to
autoimmune conditions, the cure is
intertwined with the necessity of co-
habiting with an internal threat, and
acceptance instead of elimination.

Marina Hendrychova, Lycaeon, video still, 2022

ALICJA ROGALSKA

Alicja Rogalska je umelkyna pocha-
dzajuca z Polska, ktora Zije a pracuje
v Berline a Londyne. Jej umelecka
prax zaloZena na vyskume sa zame-
riava na socialne struktdry a politic-
ky podtext kazdodennosti. Pracuje
najma v Specifickych kontextoch,
vytvara situacie, performancie, videa
a instalacie v spolupraci s dalSimi
[udimi s cielom spolocne hladat
emancipacné myslienky pre buduc-
nost. Svoje diela nedavno predsta-
vila na Bienale Jogja (Yogyakarta,
2023), 22. Biennial Sesc Videobrasil
(Sao Paulo, 2023), v Narodnej
galérii umenia (Vilnius, 2023),
Scherben, Berlin Art Prize (2022,
vitazka), Manifesta 14 (Pristina,
2022), Temporary Gallery (Kolin nad
Rynom, 2021-22), Kunsthalle Wien
(Vieden, 2020-21), Art Encounters
Biennale (Temesvar, 2019), Tokyo
Photographic Art Museum (2019),
Muzeum moderného umenia
(Varsava, 2019). Rogalska bola sti-
pendistkou programu DAAD Artists-
in-Berlin (2020-21) a okrem iného sa
zUcastnila rezidenénych pobytov na
festivale City of Women (Lublana,
2019), Stuart Hall Library (Londyn,
2019), Paradise AIR (Matsudo, 2018),
Museums Quartier (Vieden, 2018)

a IASPIS (Stokholm, 2017).

Temné vlakna

Dielo Temné vldkna skima para-
zita — postavu neporiadku v ram-

ci poriadku — prostrednictvom
pribehu Hayastan Shakarian, starsej
negramotnej zeny z dediny Armazi
nedaleko gruzinskeho mesta
Mccheta. v roku 2011 pri hladani
kovového Srotu na predaj Shakarian
udajne prestrihla internetovy kabel
spajajuci Gruzinsko a Arménsko.
Rogalskej silné texty inspirované
stredovekymi pieshami gruzinskych
rolnikov o vzbure proti feudalnym
panom pripominaju ponatie komuni-
ty ako dlhu. Pojem parazita, spievany
ponad obrazy tamojSej montaze
optickych kablovych systémov, je
sprostredkovany ako vtelené, po-
etické, biologické a technologické
skreslenie, definované chudobou

a ekonomickym vykoristovanim.

Realizované na objednavku Arts Territory pre vysta-

vu Myth, sticast festivalu Artisterium, Thilisi (piesen),
natocené vo Fraunhofer Institute for Applied Optics
and Precision Engineering |OF a podporené v ramci
programu DAAD Artists-in-Berlin (video).

Alicja Rogalska, Temné vlakna, snimka z videa, 2021

ALICJA ROGALSKA

Alicja Rogalska is a Polish-born
artist living and working in Berlin
and London. Her practice is re-
search-led and focuses on social
structures and the political subtext
of the everyday. She mostly works in
specific contexts, making situations,
performances, videos and instal-
lations in collaboration with other
people to collectively search for
emancipatory ideas for the future.
She recently presented her work at
Jogja Biennale (Yogyakarta, 2023),
22nd Biennial Sesc_Videobrasil (Séo
Paulo, 2023), National Gallery of Art
(Vilnius, 2023), Scherben, Berlin Art
Prize (2022, winner), Manifesta 14
(Prishtina, 2022), Temporary Gallery
(Cologne, 2021-22), Kunsthalle Wien
(Vienna, 2020-21), Art Encounters
Biennale (Timisoara, 2019), Tokyo
Photographic Art Museum (2019)
and Museum of Modern Art
(Warsaw, 2019). Rogalska was a fel-
low of the DAAD Artists-in-Berlin
program (2020-21) and took part

in residencies at City of Women
Festival (Ljubljana, 2019), Stuart Hall
Library (London, 2019), Paradise
AIR (Matsudo, 2018), Museums
Quartier (Vienna, 2018) and IASPIS
(Stockholm, 2017), amongst others.

Dark Fibres

In Dark Fibres, the parasite — a figure
of disorder within order — is exam-
ined through the story of Hayastan
Shakarian, an elderly, illiterate wom-
an from the village of Armazi near
Mtskheta, Georgia. In 2011 Shakarin
allegedly cut the internet cable
connecting Georgia and Armenia
whilst looking for scrap metal to sell.
Recalling the notion of community
as debt, Rogalska's powerful lyrics
are inspired by medieval Georgian
peasants’ songs about rebellion
against feudal masters. Sung over
images of there-assembling of the
optical cable systems, the notion of
parasite is relayed as an embodied,
poetic, biological and technological
distortion, defined by poverty and
economic exploitation.

Commissioned by Arts Territory for the exhibition
Myth, part of Artisterium Festival, Thilisi (song),
filmed at Fraunhofer Institute for Applied Optics
and Precision Engineering |OF and supported by
the DAAD Artists-in-Berlin program (video).

Alicja Rogalska, Dark Fibers, video still, 2021

I'mjust a poor old woman



LUCIE ROSENFELDOVA

Lucie Rosenfeldova (*1986) je vy-
tvarnicka a pedagogicka. Vo svojej
tvorbe sa venuje najma experimen-
talnemu dokumentarnemu filmu,
ktory vychadza z jej umelecko-vy-
skumnej praxe. Prostrednictvom
svojich filmov sa dotyka meniaceho
sa vztahu medzi reprezentaciou

a telom. Vo svojom sicasnom
vyskume sa zameriava nha vtelenu
pamat a moznosti jej vedeckého

a umeleckého zobrazenia. Jej prace
boli prezentované medzinarodné-
mu a domacemu publiku v ramci
viacerych filmovych projekcii a vy-
stavnych projektov. Je drzitelkou
hlavnej ceny prehliadky Jiné vize

- PAF Olomouc (2016). Studovala
na Vysokej skole umeleckoprie-
myselnej v Prahe v ateliéri malby
Jifiho Cernického, potom v ateliéri
socharstva Dominika Langa a Edith
Jerabkovej. Pocas studia bola &len-
kou skupiny Ateliér bez vediceho.

Fake it till you make it (Predstieraj
to, kym sa ti to nepodari)
Prostrednictvom pojmu transkor-
porality formulovaného teoretickou
Rosi Braidotti Lucie Rosenfeldova
vo svojich novych fotografiach
kriticky skima imunologické repre-
zentéacie zenského tela. Zameriava
sa na placentarnu politiku a rozvija
premisu kolaborativhej autoimunity:
baktérie pritomné vo vaginalnych

a cervikalnych tekutinach ponukaju
model spoluhostitelstva a udrza-
telhosti namiesto militarizovaného
ponatia tela a seba. Autorku zauji-
maju najma vizualizacie morfologic-
kej diagnozy, Casto prepisovanej ako
invazia a utok. Fotorealizmus Speku-
lativnych, pocitatom generovanych
obrazov tu skima ako opticku iluziu,
ale aj ako strategické odmietnutie
fixnej reprezentacie tela.

Lucie Rosenfeldova, Oh, My Own?,
digitélna tlag, Plato, 2019

.

LUCIE ROSENFELDOVA

Lucie Rosenfeldova (*1986) is an
artist and teacher based in Prague.
In her practice, she primarily works
with documentary formats and
artistic research. Through her films,
she engages with questions that
concern dynamics between rep-
resentation and the human body.
Her recent research concerns
embodied memory, exploring its
potential for scientific and artistic
representation. Her work has been
presented in the Czech Republic
and internationally in a number of
film screenings and exhibition pro-
jects. She was the winner of Other
Visions — PAF Olomouc in 2016.
She studied at the Academy of Arts,
Architecture & Design in Prague
(UMPRUM), initially in the painting
studio of Jifi Cernicky and later in
the sculpture studio of Dominik
Lang and Edith Jefabkova. Through-
out her studies, she was a member
of the Studio without Master.

Fake it until you make it!

Using Rosi Bradotti’s notion of
transcorporeality, Rosenfeldo-

va's new photographic works Fake
it until you make it! (2023) critically
explore immunological representa-
tions of the female body. Focusing
on placental politics, she develops
the premise of collaborative au-
to-immunity: bacteria inhabiting
vaginal and cervical fluids offer

a model of co-hosting and sustaina-
bility instead of militarised concep-
tion of the body and self. In particu-
lar, she is interested in visualisations
of a morphological diagnosis, often
transcribed as invasion and attack.
The photorealism of speculative,
computer generated images is here
examined both as an optical illusion
but also as a strategic rejection of

a fixed representation of the body.

Lucie Rosenfeldova, Oh, My Own?,
digital print, Plato, 2019

P.STAFF

P.Staff (* 1987) Zije a pracuje

v Los Angeles, USA a v Londyne.
Prostrednictvom videoinstala-

cii, soch a poézie studuje dejiny,
technologie, kapitalizmus a zakon

a skima sposoby, akymi tieto sily
tvaruju a definuju nase fyzické

a socialne svety. Medzi ich solové
vystavy patria: Commonwealth and
Council, Los Angeles (2023, 2018);
LUMA, Arles (2021) a Institute of
Contemporary Art, Shanghai (2020).
Ich diela boli vystavené okrem inych
miest aj v Kunsthalle Zurich (2023),
Serpentine Galleries v Londyne
(2019); Irish Museum of Modern

Art v Dubline (2019); Dundee
Contemporary Arts v Skétsku (2019);
the Museum of Contemporary Art

v Los Angeles (2017); New Museum
of Contemporary Art v New Yorku
(2017); Contemporary Art Gallery

vo Vancouveri (2016); v Chisenhale
Gallery v Londyne (2015); v Tate
Liverpool v Anglicku (2014) a v Tate
Modern v Londyne (2012).

Na Venusi

V diele Na Vlenusi sa P. Staff zaobera
nekropolitikou a institucionalnym
nasilim, v ramci ktorého sa , pre-
Zitie najschopnejsieho” ukazuje

cez neustale ambientné nasilie

na zvieratach. Prostrednictvom
mechanizmov nekontrolovatelného
vykoristovania medicinsko-pol-
nohospodarskym komplexom sa
virusova a bakteridlna nakaza Siri

v obrazoch ostrych, znepokojivych
farieb. Na obrazovke sa vznasa
nepoznatelna giganticka oranzova
planéta, prudké vetry a tekutiny miz-
nu skor, nez dopadnu na zem v stave
nezZivota a takmer smrti: kvir spdsob
bytia. Sprisahanie basne, praskania
zvukov a modlitby sa vymedzuje na
jej povrchu a tvori vlastné orchestre,
vyprazdnené od prirody, ale samy
vstupujlce do nového Zivota.

P. Staff, Na Venusi, snimka z videa, 2019

P.STAFF

P Staff (*1987) lives and works in

Los Angeles, USA and London,
UK.Through video installation,
sculpture and poetry, Staff's work
explores history, technology, capi-
talism and the law, examining how
these forces shape and define our
physical and social worlds. Solo
exhibitions include: Commonwealth
and Council, Los Angeles (2023,
2018); LUMA, Arles (2021) and Insti-
tute of Contemporary Art, Shanghai
(2020). Their work has been exhib-
ited at Kunsthalle Zurich (2023),
Serpentine Galleries, London (2019);
Irish Museum of Modern Art, Dublin
(2019); Dundee Contemporary Arts,
Scotland (2019); the Museum of
Contemporary Art, Los Angeles
(2017); New Museum of Contempo-
rary Art, New York (2017); Contem-
porary Art Gallery, Vancouver (2016);
Chisenhale Gallery, London (2015);
Tate Liverpool, England (2014) and
Tate Modern, London (2012), among
others.

On Venus

P.Staff's On Vlenus concerns nec-
ropolitics and institutional violence,
where the ‘survival of the fittest' is
shown through continuous ambient
violence towards animals. Through
mechanisms of an uncontrollable
exploitation of the medicine-agri-
cultural complex, viral and bacterial
contagion spill out with images of
lurid, unsettling colours. A gigantic,
orange planet hovers on the screen,
unknowable, with strong winds and
fluids disappearing before they hit
the ground in a state of non-life and
near-death: a queer way of being.

A collusion of poem, a crackle of
sounds and prayer is set against its
surfaces, forming its own orches-
tras, emptied of nature yet entering
a new life on its own.

P. Staff, On Veenus, video still, 2019




HANA JANECKOVA je kuratorka,
vyskumnicka a autorka, ktora sa
zaobera politikou tela, ekoldgiou,
feminizmom a kolaborativnym
kuratorstvom v oblasti aktudlneho
a sucasného umenia. Je odbornou
asistentkou programu sucasného
umenia na Akadémii vytvarnych
umeni v Prahe. V rokoch 2021-22
ziskala Fulbright-Masarykovo sti-
pendium na Institute for Research
on Women (IRW) a CWAH,
Rutgers University a Brooklyn
Museum. Donedavna bola &lenkou
kuratorského kolektivu Display
Sdruzeni pro vyzkum a kolektivni
praxi v Prahe (spolu so Zbyrnkom
Baladranom, Lukasom Likavéanom
a Zuzanou Jakalovou, 2018 —2023),
kde kuratorovala niekolko kriticky
ocenovanych vyskumnych pro-
jektov. Za poslednych desat rokov
kuratorsky pripravila mnoZstvo
medzinarodnych vystav a podujati
a iniciovala nové texty, publikacie,
sucasny pohyblivy obraz a perfor-
mancie. V sucasnosti dokoncuje jej
prvu monografickd knihu Feminist
Alliances and Politics of the Body.

Medzi jej nedavne kuratorské

a vyskumné projekty patria: Télo

a performativni strategie v soucas-
ném uméni (financovany Univerzitou
Karlovou, 2018 —2021); Multilogues
on the Now (Display, Praha, British
Council, 2017 -2021); Na cesté

k cerné vypovédi, (s Languid

Hands, UK, 2020-21) a Zen* — Riize

— Pisen — Kost (2021), oba Display,
Praha. Medzi jej nedavne projekty
patri vystava vo forme publikacie
Multilogues on the Now: o Zlazach,
membranach a dutinach, kapitola
.Cripping Curating” v Radicalizing
Care (Academy of Art, Vieden, 2021),
Dotek zvifete (ArtMap 2021, ed.),
Diagndza, Artalk Revue (2018, ed.)

a dalSie. Pravidelne prispieva do via-
cerych medzinarodnych casopisov
a odbornych periodik.

Podujatia

Sucastou otvorenia je Uvodna
prednaska dizajnérky a teoreticky
Seriny Tarkhanian UGphtuw
Fwppuwujwy. V januéri a vo
februari sa budd konat prednasky
a diskusia o karanténe, politike
imunity a biosolidarite teoreticky
Sophie Lewis a Marka Neocleousa
a kuratorky Zuzany Jakalovej a jej
hosti*tiek, a tiez komentované
prehliadky s kuratorkou Hanou
Janeckovou.

HANA JANECKOVA is a curator,
researcher and writer working on
the politics of the body, ecology,
feminism and collaborative curating
in recent and contemporary art.

She is the Curator of the Czech
Pavilion of the Venice Biennale
2024. Since 2023 she has been
Assistant Professor of Contempo-
rary Art at the Academy of Fine Arts,
Prague. For 2021-22, she was a Ful-
bright-Masaryk Scholar at the Insti-
tute for Research on Women (IRW)
and CWAH, Rutgers University and
Brooklyn Museum. Until recently she
was the member of the curatorial
collective at Display Association

for Research and Collective Prac-
tice, Prague ( 2018-2023) where she
curated several critically acclaimed
research projects. Over the past ten
years she has curated a large num-
ber of international exhibitions and
live events and commissioned new
writing, publications, contemporary
moving image and performance. Her
first book Feminist Alliances and the
Politics of the Body is forthcoming.

Her recent curatorial and research
projects include: The Body and
Performative Strategies in Con-
temporary Art (funded by Charles
University, 2018-2021); Multilogues
on the Now (Display, Prague, British
Council, 2017-2021); Towards a Black
Testimony, (with Languid Hands, UK,
2020-21) and Wom*n-Rose-Song-
Bone (2021), both Display, Prague.
Recent selected publications
include the publication as exhibition
Multilogues on the Now: On Glands,
Membranes and Cavities, a chapter
‘Cripping Curating’, in Radicalizing
Care (Academy of Art, Vienna, 2021),
Animal Touch (ArtMap 2021, ed.)

and Diagnosis, Artalk Revue (2018,
ed.) and regular contributions to

a number of international magazines
and journals.

Events

As part of the opening, the ex-
hibition will feature an inaugural
lecture by designer and theo-

rist Serina Tarkhanian UGphuw
(Fwnpuwujwi. It will be followed
by lectures and discussion about
quarantine, biosolidarity and
politics of immunity with theorists
Sophie Lewis, Mark Neocleous and
curator Zuzana Jakalova and her
guests in Jan and Feb 2024 as well
as exhibition tours with curator
Hana Janeckova.






