HE ICHYE CAMOTHICTb HA 3EMIJII,
AKA IUXAE PA3OM 3 TOBOIKO

3peLlToro, KOXXEeH € TUM, YNM
€ Noro 3emns i sike ii NOBITPA.

-epTpyna WranH

s {61 BU YIBUNIM COBI NEBHWUI NPOCTIp, LLO

6 MicTUB Lien 06pa3? 3anax, TemnepaTtypy,
TEKCTYpYy NOBEPXOHb, NOJIEN, 3BYKU UM Te,
AK Tino pyxaeTbcs B HboMY? | uu 3anuwmecs
6 LLer o6pa3 TUM CaMUM, IK6U BM MOBEPHY-
n1cs B Te caMe MicLle Yyepes neBHU Yac?

MpOCTIp, AKUM MU HACENAEMO, HIKOMM HE CTBOPIOETHCH BUKITIOY-
HO HaLLIOKO MOACHKOIO NPUCYTHICTIO. BiH Hece cnigv Toro, Wo
BiAOYBaNoOCH B HbOMY [10 HAC, | BOAHOYAC Y HBOMY TPUBAIOTb
BaraTo NpOLLECIB NMO3a HALLOI0 yBaroko. MaTepiany CTapitoT,
MOBEPXHI 3MIHIOKIOTLCSA, TifNla MPOXOAATL Yepes HMX, a iHLWi dop-
MW KUTTA CTBOPIOKOTE Y HUX CBOI BMACHI WNSAXW. KOXHa 3 LX
MPUCYTHOCTEN MagE CBIV BMaCHWM CNocio ByTTH, ane ixHi 3yCTpidi
MOCTYMOBO 3MIHIOKTE GOPMY CMifbHOMO MPOCTOPY.

= |eq «<He iCHye caMOTHOCTI Ha 3eMni, fika

AMXa€ pa3oM 3 T06010» 6a3yeTbcs came
Ha Lin inei. BoHo BiAxoaAuTb Bif pO3YMiHHS
NPOCTOPY SIK YOroCb, LLO NPpU3HAYEHE B
nepLly Yepry And noanHW, i 3BepTae CBOKO
yBary Ha 1oro MaTepianbHiCTb Ta Ha iHLWi
$HOPMM XUTTS, LLO HACENSOTb MOro pa3om
3 HaMmu. Lle He ines rapMOHINHOIO 3B'AA3-
Ky BCbOro 3 yciM. Pi3Hi Tina, opraHiamu

Ta MaTepianu 36epiratoTb CBOIO BNacHy
npupoAay, ane iXHs NPUCYTHICTb NOCTINHO
3ycTpivaeTbCs, 3anvwiae cnigu Ta 3aMiHIoe
YMOBM CMiflbHOro NPOCTOPY.

OOHWM i3 HaMNPOCTILLMX 0BPa3iB Takoro KOHTaKTY € CTIBOK. BiH
3'eHye [iBa MiCLA, ane o6 3'edHaTL X, BiH MOBUHEH MNPOHMK-
HYTV B MaTepiar i 3a/wnTi B HbOMy Crlifl. Vloro pesynsTyioda
(hbopMa BU3HAYAETLCH HE NULLIE PYXOM PYKW, & 1 MILIHICTIO, Ha-
TACOM YU MHYYKICTIO MaTepiany. Taka X B3aEMHICTb MPUCYTHSA | B
nepenadi peMICHUYMX HABUYOK MiXX MOKONIHHAMM. XKECT Ta PKX
36epiraeTbCs, MOBTOPIOOYNC, ane BOAHOYAC BiH AELLO 3Mi-
HIOETHCA 3 KOXHWUM HACTYMHVM BUKOHAHHAM. PEMECNO TakvM
YMHOM CTa€ GOPMOIO TINECHOI NaM'ATi Ta CBOEID PETYNAPHICTIO
Ta KOHLLEHTPALLIEIO HabNMXaETLCA [O PUTYany.

[OBTOPEHHS CTBOPIOE HE TiNbKW Nam'ATb, ane 1 GopMy.

PUTM TEKCTUMBHOIO TKALLTBA YK BULLIMBKM XPECTUKOM MOXHA
PO3Mi3HaTU B PI3HOMY MacLUTabi B NaByTWHHI, NO4INI Kpuna um
OpHaMeHTI apxiTekTypu. OaHaK L NOAIBHOCTI HE FMPYHTYIOTLCH
BMKIIIOYHO Ha Bi3yarbHil CriopiAHeHOCTI. Ix 06'eaHye crocie
CTBOPEHHSA QOPMM LLNAXOM NMOBTOPEHHS, HallapyBaHHdA Ta
PO3TallyBaHHS OKPEMMX YaCTUH Y Binblly CTRYKTYPY. neTbcs
He MpOo MOLLYK YHIBEPCANbHOrO NOPALKY, AKM 61 MOACHNMB iX
YCi, @ PO 3BEPHEHHSA YBaru Ha NoB'A3aHi MPUHLLMMN OpraHi3a-
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Lii. OpraHiyHa reoMeTpia TyT 4O3BOMAE HaM CrocTepiraT, 9k
MOAIGHI NOTIYHI CTPYKTYPY MPOSBAAOTLCS B MIOACHKMX XECTaX,
APXITEKTYPI Ta XXMBOMY CBITi, BOAHOYAC KOXHa 3 LIMX CUCTEM
3aNMWAETHCA YHIKaNbHOIO.

Came B LIbOMY MICLL MEXa MIXX TVIM, LLLO MW Ha3MBaEMO NPUPO-
L010, | TVM, LLIO M1 BBXAEMO MICTOM, MOCNabMOETLCA. XUTTS
MPOAOBXYETLCA Ha MOBEPXHAX By AiBENb, Y IXHIX LWiNMHax Ta B
MiCLIAX, AKi MV 3a3BK1HaN HE MOMIYaEMO. [0nyH, NaByK, COHEYKO,
HOrOXBICTKA, Kynbbaba UM KpOommBa NMoCTaloTh TYT HE 9K CUMBO-
NV fanekoi Npupoau, a Ak MeLLIKaHLL OAHOrO 1 TOro X cepefo-
BULLIA. [XHE ICHYBAHHSA He 3aNeXMTb Bifl HALOT yBaru, NpoTe ixHs
MPUCYTHICTb BMNMMBAE Ha NPOCTIP, AKWA MV PO3LINAEMO.

CaMe 3 LLiel 0aHO4aCHOI MPUCYTHOCTI BUPOCTAaE LWMPLLE PO3Y-
MiHHSA CNiNbHOTK. BOHO He 060B'A3KOBO Ma€ MPyHTYBaTUCS Ha
CriMbHIM IOEHTUYHOCTI UM CBISOMOMY PilleHHI HanexaTu oaHe
OHOMY, & MOXE BUHMKATV MPOCTO Yepes CrifibHe BUKOPUCTaHHA
0OHOr0 NPOCTOPY. Take CniBiCHYBaHHS He 0008 A3KOBO MaE By TH
FaPMOHIMHM — IHOMBIAYanbHI NOTPEOU MOXYTb 3yCTPIMATUCS,
nepeTMHaTVCA i HaBiTb KOHMNIKTYBATK. TOMY CNinbHOTa TYT
MOCTaE pafLue 9K CroCio ICHYBaHHSA NMOPYY Ta PAa30M 3 IHLWMM.

KOHKpeTHMM MiCLLeM, [ie 3yCTPIHaoTLCA Lii LapK, € CamMa C1Ha-
rora. BoHa He € HenTpanbHUM GOHOM A9 BUCTaBKW, 8 BXOONTb
[0 HEl CBOEIO apXITEKTYPOIO, MaTepianbHICTIO Ta nam'aTTio. Ii
MOBEPXHI HECYTb C/iAv Yacy Ta NnonepeaHLOro BUKOPUCTaHHS,
TOLI Ak MacLUTab Ta OpHaMEeHTarbHe Noain BNIvBaloTh Ha Te,
AK TINO PyXaETLCA B HilA, | AK MM CMPUUMAEMO NPOCTIP. TOMy
nam'dTb TYT HE NOB'A3aHa NiiLwe 3i CBIAOMMM CrnoragoM. BoHa
36€epiraeTbCA Y 3aCBOEHOMY XECTI, Y 3MIHEHIN MOBEPXHI Ta'y
BaraTtopas3oBOMy BUKOPUCTaHHI MICLLS, | 3 KOXHMM HACTYMHUM
KOHTaKTOM BOHa HabyBa€ [elLLO iHLIOT POPMM.

KpaiHa TyT, 3peLuToto, He € 06pa3oM, L0 PO3ropTaETLCH
repea Hamu, a nPoCTOPOM, Y AKOMY XUTTH TPMBAE HaBiTb No3a
MeXamu HaLLol yBaru. Moro GopMyIoTh PiaHi hopmMm iCHyBaHHS,
LLIO 3YCTPIYaloTbCH, 3a/MLLIaI0Tb CriAn Ta B3AEMHO 3MIHIOIOTb
YMOBMW CBOI O iCHYBaHHS. JTloAvHa € OHIEIO 3 HIX — YACTUHOIO
CBITY, AKW MOCTINHO BIAOYBAETLCA HABITb 63 Hel.

PEBEKKA OIMPABIT

s Kawa MNoTporou - cnoBaubKo-yKpaiHCbKa MiXkanc-

uunniHapHa XyaoXHu1US, sika npatitoe B bpatucnasi
Ta OcTpasi, BUNycKHULSA Kadbeapu iHTepMmepia
AkapneMii o6pa3oTBOpUMX MUCTELTB Y BpaTucnasi,
sIKa NpaLLtoe B TaKUX XKaHpaXx, ik neppopmMaHc, Tek-
CTWUMbHI TEXHIKKW, NapTUCUMNAaTUBHE MUCTELLTBO Ta
iHWi iHTepMegiHi popmu. [i po6oTH cnmpaloTbes Ha
$onbKNopHi Ta puTyanbHi TpaauLii LieHTpanbHoi Ta
CxiaHoi €Bponu Ta AocniaXyTb TiNECHICTb, CRifb-
HOTY, 3B'S130K 3 NPUPO/OIO0 Ta NOMNITUYHUI NOTEHLian
puTyany yepes peMiHiCTUUHY Ta coLianbHO-KPUTUY-
HY NepcreKTuey.
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NEEXISTUJE OSAMELOST V KRAJINE,
KTORA DYCHA SPOLU STEBOU

Kazdy je napokon taky, aka je
jeho krajina a aky je jej vzduch.

— Gertrude Steinova

mmmmmm Ak by si si mal*a predstavit konkrétny ale o pozornost voci pribuznym principom organizacie. Or-

THERE IS NO SOLITUDE IN A LAND-
SCAPE THAT BREATHES WITH YOU

After all, anybody is as their
land and air is.

— Gertrude Stein

= |f you were to imagine a particular space, aim, then, is not to search for a universal order capable of

priestor, ¢o vSetko by tato predstava obsa-
hovala? Vénu, teplotu, Strukturu povrchov,
ludi, zvuky &i spésob, akym sa v iom pohy-
buje telo? A zostal by tento obraz rovnaky,
keby si sa na to isté miesto vratil*a po dlh-
Som Case?

Priestor, ktory obyvame, nikdy nevznika iba nasou
pritomnostou. Nesie stopy toho, ¢o sa v fiom odohralo
pred nami, a zaroven v fom pokracuje mnoZstvo proce-
sov mimo nasej pozornosti. Materialy starnu, povrchy sa
menia, teld nimi prechadzaju a iné formy Zivota si v nich
vytvaraju vlastné cesty. Kazda z tychto pritomnosti ma
svoj spOsob existencie, no ich stretnutia postupne menia
podobu spolo&ného priestoru.

=ssmmm Neexistuje osamelost v krajine, ktora dycha
spolu s tebou vychadza prave z tejto pred-
stavy. Odklana sa od chapania priestoru ako
nie¢oho, ¢o je uréené predovsetkym ¢loveku,
aobracia pozornost k jeho materialite aj k dal-
§im formam Zivota, ktoré ho spolu s nami oby-
vaju. Nejde pritom o predstavu harmonického
prepojenia v§etkého so vSetkym. Rozdielne
tela, organizmy a materialy si zachovavaju
vlastnu povahu, no ich pritomnosti sa ne-
ustale stretavaju, zanechavaju stopy a menia
podmienky spoloéného priestoru.

Jednym z najjednoduchsich obrazov takéhoto kontaktu

je steh. Spaja dve miesta, no aby ich spojil, musi mate-
ridlom preniknut a zanechat v hom stopu. Jeho vyslednu
podobu neuréuje iba pohyb ruky, ale aj pevnost, napétie i
poddajnost materidlu. Rovnaka vzajomnost je pritomna aj
v odovzdavani remeselnych zruénosti medzi generaciami.
Gesto pretrvava tym, Ze sa opakuje, no kazdym dal§im
vykonanim sa zarovefi mierne meni. Remeslo sa tak stava
formou telesnej paméti a svojou pravidelnostou a sUstre-
denostou sa priblizuje ritualu.

Opakovanie pritom nevytvara iba pamét, ale aj formu.
Rytmus textilnej vazby ¢&i krizového stehu mozno v inom
meradle rozpoznat v pavuéine, ¢leneni kridla alebo v orna-
mente architektury. Tieto podobnosti v§ak nie sU zaloZzené
iba na vizualnej pribuznosti. Spaja ich spdsob, akym forma
vznika opakovanim, vrstvenim a usporaduvanim jednot-
livych ¢asti do vacsej Struktury. Nejde teda o hladanie
univerzalneho poriadku, ktory by ich v8etky vysvetloval,
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ganicka geometria tu umozniuje sledovat, ako sa podobné
logiky Struktury objavuju v ludskom geste, architekture

aj Zivom svete, pricom kazdy z tychto systémov zostava
svojbytny. Prave v tomto bode sa oslabuje hranica me-
dzi tym, ¢o oznacujeme za prirodu, a tym, ¢o povazujeme
za mesto. Zivot pokraduje na povrchoch budov, v ich §tr-
binach aj na miestach, ktoré beZne prehliadame. Holub,
pavuk, lienka, chvostoskok, pupava ¢i Zihlava tu nevystu-
puju ako symboly vzdialenej prirody, ale ako obyvatelia
toho istého prostredia. Ich existencia sa neodvija od nase;j
pozornosti, napriek tomu svojou pritomnostou ovplyviiuju
priestor, ktory zdielame.

Prave z tejto sUbeZnej pritomnosti vyrasta aj SirSie
chapanie komunity. Ta nemusi byt zaloZzena na spolo¢-
nej identite ani na vedomom rozhodnuti patrit k sebe,
ale méze vzniknut jednoducho zo zdielania rovnakého
priestoru. Takéto spoluzitie nemusi byt harmonické —
jednotlivé potreby sa mozu stretavat, prekryvat aj dostat
do konfliktu. Komunita sa tu preto ukazuje skér ako sp6-
sob existencie vedla inych a spolu s nimi.

Konkrétnym miestom, v ktorom sa tieto vrstvy stretavaju,
je samotna Synagoga. Nie je neutralnou kulisou vystavy,
ale vstupuje do nej svojou architekturou, materialitou

a pamaétou. Jej povrchy nesu stopy ¢asu a predchadzaju-
ceho pouzivania, zatial o mierka a ornamentalne ¢lene-
nie ovplyviiuju spésob, akym sa v nej telo pohybuje a ako
priestor vnimame. Pamat sa tu preto neviaZe iba na ve-
domé spominanie. Pretrvava v nau¢enom geste, v po-
zmenenom povrchu aj v opakovanom pouzivani miesta

a pri kazdom dalSom kontakte ziskava trochu inU podobu.

Krajina tu napokon nie je obrazom rozprestierajucim sa
pred nami, ale priestorom, v ktorom Zivot pokracuje aj
mimo nasej pozornosti. Tvoria ju rozdielne formy existen-
cie, ktoré sa stretavaju, zanechavaju stopy a navzajom
menia podmienky svojho trvania. Clovek je jednou z nich
- sUCastou sveta, ktory sa neustale deje aj bez neho.

REBECCA OPRAVIL

mmmmmmm Kasha Potrohosh je slovensko-ukrajinska interdisci-

plinarna umelkyna posobiaca v Bratislave a Ostrave,
absolventka Katedry intermédii VSVU v Bratislave,
ktora pracuje naprie¢ performanciou, textilnymi tech-
nikami, participativhym umenim a dalSimi intermedi-
alnymi formami. Vo svojej tvorbe vychadza z folkloru
aritualnych tradicii strednej a vychodnej Europy

a cez feministick a socialno-kriticku perspektivu
skuma telesnost, komunitu, vztah k prirode a politicky
potencial ritualu.

what would that image contain? Its scent,
temperature, the texture of its surfaces, the
people within it, its sounds, or the way the
body moves through it? And would this image
remain the same if you returned to the same
place after along time?

The space we inhabit is never shaped by our presence alone.
It carries traces of what took place there before us, while
countless processes continue to unfold beyond the reach of
our attention. Materials age, surfaces change, bodies pass
through them, and other forms of life forge their own paths
within them. Each of these presences has its own mode of
existence, yet their encounters gradually alter the form of
the space they share.

mmmmmm There Is No Solitude in a Landscape That

Breathes with You emerges from precise-

ly this understanding. It moves away from
conceiving of space as something intended
primarily for human beings and instead turns
towards its materiality, as well as towards the
other forms of life that inhabit it alongside us.
This does not imply a vision of harmonious
interconnectedness in which everythingis
seamlessly linked to everything else. Different
bodies, organisms, and materials retain their
own distinct qualities, yet their presences
continually meet, leave traces, and transform
the conditions of the space they share.

One of the simplest images of such contact is a stitch. It
connects two points, yet in order to join them, it must pen-
etrate the material and leave a trace within it. Its final form
is determined not only by the movement of the hand, but
also by the material’s strength, tension, and pliability. The
same reciprocity is present in the transmission of craft skills
between generations. A gesture persists by being repeated,
while at the same time changing slightly with each new en-
actment. Craft thus becomes a form of embodied memory
and, through its regularity and focused attention, approach-
es the nature of ritual.

Repetition, however, produces not only memory but also
form. The rhythm of a textile weave or cross-stitch can,
at another scale, be recognised in a spider’s web, the
segmentation of a wing, or the ornamentation of archi-
tecture. These similarities are not based solely on visual
resemblance. What connects them is the way in which
form emerges through repetition, layering, and the organ-
isation of individual elements into a larger structure. The
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explaining them all, but to attend to related principles of
organisation. Organic geometry makes it possible to trace
how similar structural logics emerge in human gesture,
architecture, and the living world, while each of these sys-
tems remains distinct in its own right.

It is at this point that the boundary between what we call
nature and what we regard as the city begins to dissolve.
Life continues across the surfaces of buildings, within their
crevices, and in places we habitually overlook. The pigeon,
spider, ladybird, springtail, dandelion, or nettle do not ap-
pear here as symbols of a distant nature, but as inhabitants
of the same environment. Their existence does not depend
on our attention, yet through their presence they shape the
space we share.

It is from this simultaneous presence that a broader under-
standing of community also emerges. Community need not
be founded on a shared identity, nor on a conscious decision
to belong together; it may arise simply through the sharing
of the same space. Such coexistence need not be harmo-
nious—individual needs may meet, overlap, or come into
conflict. Community therefore appears here less as a state
of agreement than as a way of existing beside and together
with others.

The Synagogue itself is the specific site in which these lay-
ers converge. It is not a neutral backdrop for the exhibition,
but enters into it through its architecture, materiality, and
memory. Its surfaces bear the traces of time and previous
use, while its scale and ornamental articulation influence the
way the body moves within it and how the space is per-
ceived. Memory here is therefore not confined to conscious
recollection. It persists in a learned gesture, an altered
surface, and the repeated use of a place, assuming a slightly
different form with every renewed encounter.

Ultimately, landscape here is not an image extending before
us, but a space in which life continues beyond our atten-
tion. It is constituted by different forms of existence that
encounter one another, leave traces, and mutually alter the
conditions of their persistence. The human being is one
among them—a part of a world that continues to unfold,
with or without us.

REBECCA OPRAVIL

s Kasha Potrohosh is a Slovak-Ukrainian interdisciplinary

artist based in Bratislava and Ostrava. A graduate of
the Department of Intermedia at the Academy of Fine
Arts and Design in Bratislava, she works across perfor-
mance, textile techniques, participatory art, and other
intermedia forms. Drawing on the folklore and ritual
traditions of Central and Eastern Europe, her practice
explores embodiment, community, relationships with
nature, and the political potential of ritual through fem-
inist and socially critical perspectives.



