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Joanna Glinkowska

Skupinova vystava Jak mluvit s oblacniky se
zaméiuje na vodu v kontextu klimatickych
zmen. Ve slovanské mytologii predstavovaly
oblac¢niky (pl. ptanetnicy, en. weather demons)
bytosti zodpovédné za atmosférické jevy,
zejména dést a boure. V dnesni dobé, kdy se
meteorologické anomalie staly novou nor-
mou a klimaticka krize se projevuje v podob¢é
opakovanych povodni a sucha, lidé pocituji
stale vétsi potfebu ovladat prirodu. Spasu
vidime v technologiich a pokroku, v n€z veéri-
me stejné slepé, jako jsme kdysi véfili, Ze nad
pocasim maji kontrolu nadpfirozené bytosti.

Pocasi, které se projevuje nezavisle na
potfebach a rozmarech lidstva, bylo od pocat-
ku v€kili objektem zajmu naboZenstvi a ritua-
14. Vyjednavani s bohy a démony prostfednic-
tvim tancfi, zaklinadel a modliteb za slunce
nebo dést nakonec nahradily technologické
experimenty. Po staleti lidstvo zkoumalo
meze a moznosti ovliviiovani atmosférickych
podminek. Prikladem takovych pokusu je
d¢lo proti kroupam, jehoz pouziti saha az do
roku 1895. Strelba do mraki se pritom v Ev-
rop¢ praktikovala jiz ve 14. stoleti. Obdobné
pokusy vychazely z presvédcéeni, Ze pocasi 1ze
zmenit zvukem.

NadsSeni z moZnosti novych technologii
ovliviovat pocasi vedlo v 19. stoleti k masové
vyrob¢ takovych dé¢l a k cetnym védeckym
konferencim. K nejvét§imu soucasnému roz-

The How to Talk to the Weather Demons
collective exhibition focuses on water in
the context of climate change. In Slavic
mythology, weather demons (pl. pfanetnicy,
cz. oblacniky) were creatures responsible for
atmospheric phenomena—especially rainfall
and storms. In our day, when weather anom-
alies have become the new norm and the
climate crisis makes itself felt in consecutive
floods and droughts, people feel an increas-
ing urge to control nature. We see salvation
in technology and progress, believing in it
as blindly as we once believed supernatural
creatures had control over the weather.
Being independent of humanity’s needs
and whims, the weather has been the subject
of beliefs and rituals since the dawn of time.
Negotiating with gods and demons through
dances, spells, and prayers for the sun or rain
to appear was eventually replaced by techno-
logical experiments. For centuries, humanity
has explored the limits and capabilities of af-
fecting atmospheric conditions. An example
of such attempts is the hail cannon, whose
use goes back to 1895, though shooting into
the clouds was practiced in Europe as far
back as the 14th century, owing to a convic-
tion that sound changes the weather.
Excitement over the capabilities of tech-
nology to impact the weather led to the mass
production of cannons and numerous sci-



voji vyzkumu v oblasti vyvolavani desté po-
moci rozpraSovani mrakt dochézi predevSim
ve Spojenych arabskych emiratech a v Cing.
Tamg¢jsi totalitni vlady tyto postupy vyuzivaji
jako propagandu k ,zahanéni“ mrak béhem
projevia svych viided. Soukromé spolecnosti
kanony proti krupobiti zase prodavaji jako
nejlepsi zplisob ochrany urody nebo skleni-
kil - a to navzdory skutec¢nosti, Ze se jejich
ucinnost nikdy védecky neprokazala a vyvola-
vani srazek se osvédcilo pouze ve specialnich
laboratornich podminkach. Mnoho vyzkumu
na druhou stranu ukazalo, Ze skute¢n¢ velky
vliv na srazky (zejména ve vnitrozemi) maji
spiSe stovky kilometrt lesti a mokfadd, nikoli
specialni technologie, jejichz i¢innost zista-
va sporna.

Dnes uz nikdo nevéri v silu obla¢niku
nebo jinych nadpfirozenych bytosti. Nema-
me s ¢im vyjednavat, presto stale doufame
v zazrak a jsme presvédceni, Ze se ,vSechno
néjak vyresi“ Vystava si klade za cil upozornit
na propojenost jevi a pfipomenout, Ze kolo-
béh vody na Zemi je slozity systém a jakékoli
zasahy do n¢j vyvolavaji fetézec mnohdy
nepredvidatelnych dusledki. Autorstvo se
zabyva otazkami jako tani ledovci, pristup
k pitné vod¢, ovliviiovani pocasi a socialni
problémy (nerovnost, kriminalita, korupce),
které s vodou souviseji. Jejich dila presvéd-
¢ive ukazuji, Ze ke klimatické krizi nemu-
7Zeme pristupovat s odstupem a spoléhat se
vyhradné na technologicky pokrok, ktery nas
pted suchy a hurikadny snad jednou zachra-
ni. Ve skutec¢nosti totiZ musime zménit nas
extraktivni pristup ekonomického riistu za
kazdou cenu.

Celéa situace ma vsak i druhou stranu
mince: ne vse, co se pripisuje klimatické krizi,
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entific conferences in the 19th century. The
present surge in research on cloud seeding to
cause rain is conducted mainly in the United
Arab Emirates and China, used as propagan-
da by dictatorships to “chase away” clouds
during their leaders’ speeches and by private
companies selling these cannons as the best
way to protect crops or greenhouses. This

is in spite of the fact that the efficacy of hail
cannons has never been scientifically proven,
and cloud-seeding has been proven effective
only in special laboratory conditions. At the
same time, plenty of research has shown that
what really has a serious impact on precipita-
tion, particularly in the depths of continents,
is hundreds of kilometers of forests and wet-
lands, and not specialty technologies whose
efficacy remains disputed.

No one believes in the power of weath-
er demons or other supernatural creatures
anymore; there is nothing to negotiate with,
yet we keep counting on a miracle, convinced
that “things will just work out.” The exhibi-
tion aims to call attention to the weave of
phenomena, to recall that the circulation of
water on Earth is a complex system, and all
interference sets off a chain of often unpre-
dictable consequences. The artists raise such
issues as melting of the icebergs, access to
drinking water, weather modification, and
social issues that go hand-in-hand with wa-
ter: inequality, crime, and corruption. Their
works conclusively show that we cannot take
a “business as usual” attitude to the climate
crisis, counting exclusively on technological
progress to save us from the droughts and
hurricanes. In fact, we need to change our
extractivist approach, focused on economic
growth whatever the cost.

s ni prfimo souvisi. Klimatick4 katastrofa se
stala pohodInym alibi, zastérkou pro primysl
a podnikani, aby mohly pokracovat v ni¢eni
Zivotniho prostiedi. Skody zptisobené tézbou
surovin se pripisuji klimatickym zmeénam.
Napriklad nizka hladina vody v polské Visle
Uzce souvisi s masivnim odbérem pisku z ko-
ryta reky. Privalové povodné - jako ty z roku
2024, které zasahly Olomoucky kraj - jsou
zpusobeny kacenim lesii (zejména v horskych
oblastech) a rozsifenou betonovou ménii.
ZvySenou slanost fek zavinily dilni haldy
a n¢ktera jezera (napfiklad jezero Ostrowskie
u osady Przyjezierze v Polsku) vyschla jako
primy dtsledek nedaleké povrchové tézby.
Vystava Jak mluvit s oblac¢niky byla
poprvé predstavena pod polskym nazvem Jak
rozmawiaé z ptanetnikami ve dnech 13. 9. az
10. 11. 2024 v SIC! BWA Wroctaw. Soucasna vy-
stava je jejim druhym pokra¢ovanim s novy-
mi uméleckymi dily a ¢asovym i prostorovym
kontextem.

There is a flip side to this situation as
well; not everything ascribed to the cli-
mate crisis is directly tied to it. The climate
catastrophe has become a convenient alibi,
a cover for industry and business to keep
on ravaging the environment. The damage
arising from exploitation of resources is
blamed on climate change. And so, for in-
stance, the low water level in the Vistula river
in Poland is closely connected to the mass
extraction of sand from the bed of the river,
flash floods—like the one from 2024 that
badly affected Olomouc region—are caused
by the clear-cutting of forests (especially in
mountain terrains) and the widespread con-
crete-mania, the increased salinity of rivers
comes from mining dumps, and some lakes
(such as Ostrowskie Lake near Przyjezierze,
Poland) dried up as a direct result of the
nearby surface mining.

The exhibition How to Talk to the
Weather Demons was first presented under
the Polish title Jak rozmawiaé z ptanetnikami
between 13/9 and 10/11/2024 at SIC! BWA
Wroctaw in Poland. The current show is its
second iteration with new artworks and new
time and spatial context.



Instalace zahrnuje video a ¢tyfi socharské
objekty, které zkoumaji historické i soucasné
predstavy o manipulaci s pocasim. V projektu
se protinaji védecky vyzkum, technologické
spekulace a produkce obrazt. Pracuje se

v ném jak s materialy generovanymi umélou
inteligenci, tak s ru¢né vytvarenymi prvKy.
Video Cloudmakers (2024) mé podobu na-
rativniho dila kombinujiciho dokumentarni
zabéry, obrazy generované umelou inteligenci
a synteticky hlas. Podobn¢ i socharské prace
Cloudmaker I-1V (2025) spojuji tfi obrazy
vytvorené pomoci ume¢lé inteligence s jednou
fotografii.

Vypraveéni nacrtava blizkou budouc-
nost, v niz je kontrola pocasi tematizovana
prostfednictvim odkazl na atmosférické
experimenty Wilhelma Reicha z poloviny
20. stoleti i na soucasny meteorologicky
vyzkum. Rakousky psychoanalytik Reich,
vynalezce tzv. ,cloudbusteru®, véfil, Ze toto za-
fizeni dokaze vyvolat dést uvolnénim zivotni
substance, kterou nazyval ,orgonova energie®.
Ve stejném obdobi se Spojenymi staty Sifila
vlna nad$eni spojena s moZznostmi ovliviio-
vani pocasi. Dalsi védec, Bernard Vonnegut,
americky atmosféricky fyzik pracujici pro
spole¢nost General Electric, zkoumal uéinky
jodidu stfibrného na reakce mezi ledovymi
krystaly a vodnimi kapkami s cilem modi-

The installation consists of a video and four
sculptural objects examining historical and
contemporary ideas of weather manipulation.
The project focuses on the intersection of
scientific research, technological specula-
tion, and image production, working with
both Al-generated and manually produced
materials. The video Cloudmakers (2024) is

a narrated piece combining recorded footage,
Al-generated imagery, and synthetic voice.
Similarly, the sculptural works Cloudmaker I-
IV (2025) mix three Al-generated images with
one photograph.

The narration outlines a near-future
scenario in which weather control is con-
sidered through references to Wilhelm
Reich’s mid-20th-century atmospheric
experiments and current meteorological
research. Reich, Austrian psychoanalyst and
the inventor of a “cloudbuster”, believed the
device could cause rain by unblocking a life
substance - an energy which he called “or-
gone”. This was at the same time when a wave
of enthusiasm related to weather modification
swept through the United States. Another
scientist, Bernard Vonnegut, an American
atmospheric physicist working for General
Electric, studied the effects of silver iodide on
the reaction between ice crystals and water
drops in order to modify precipitation. These

Asa Lee (Aleksandra Cieélewicz)

Cloudmakers (video se zvukem, 14 min, 2024)

Cloudmaker I-1V (keramika, pfenos obrazu na titanzinkovou desku, dievo, 2025)
Cloudmakers (video with sound, 14 min, 2024)

Cloudmaker I-1V (ceramic, image transfer on titanium zinc plate, wood, 2025)




fikovat srazky. Tyto experimenty s umelym
zasévanim mraka se staly inspiraci pro sci-fi
roman Kolibka jeho bratra Kurta Vonneguta,
jehoz hlavnim motivem je vyzkum zahadné
latky oznacované jako ,led typu devet® Umél-
kyn¢ analyzuje vazby mezi védou, zivotnim
prostfedim a vyvojem kultury, véetné malir-
stvi, literatury a hudby, a odkazuje naptiklad
k vyznamu Cervené barvy v malbach raného
14. stoleti, k historii vzniku romanu Franken-
stein Ci k inspira¢nim zdrojim hudby Kate
Bush.

Asa Lee se dale zabyva tim, jak nové tech-
nologie generovani obrazl ovliviiuji narativy
environmentalnich zasahi a oteviraji otazky
etickych dusledki manipulace s pfirodnimi
systémy. Propojenim faktického materialu
s fikéni konstrukci ziskava video podobu am-
bivalentniho paradokumentu, zatimco jeji so-
charské prace, tvofené titanzinkovou deskou
s pfenesenym obrazem zasazenou do ru¢né
modelovaného keramického ramu, evokuji jak
archaicke stroje, tak spekulativni zafizeni.

experiments with cloudseeding served as the
basis for Cat’s Cradle, a sci-fi novel by his
brother, Kurt Vonnegut, whose main motif is
researching on a mysterious substance code-
named “ice-nine”. The artist analyzes the ties
between science, the environment, and the
development of culture, including painting,
literature, and music looking at examples,
such as the meaning of the color red in the
early 14th century paintings, the history of
creating Frankenstein novel, or inspirations
behind Kate Bush‘s music.

Moreover, Asa Lee examines how new im-
age-generation technologies influence narra-
tives of environmental intervention and raises
questions around the ethical implications of
manipulating natural systems. By merging
factual material with fictional construction,
her video adopts an ambiguous paradocu-
mentary form, while her sculptural works,
consisting of a titanium zinc plate with an
image transfer, mounted within a hand-built
ceramic frame, recall both archaic machines
and speculative devices.



Dilo Sluice vzniklo jako komentar k vystavbé
rezidencnich bytovych komplext v oblasti Port
Praski ve Varsav¢, ktera byla vybudovana na
nékdejsich varSavskych mokradech. Agnieszka
Mastalerz a Michat Szaranowicz se puvodné
zam¢frili na promény socialni a urbanistické
struktury mésta v diisledku novych developer-
skych projektti. V upravené podob¢, priprave-
né pro vystavu v Pragovka Gallery, vSak dilo
ziskava novy vyznam. Otevira téma dvou roz-
dilnych zplisob, jak lidé pristupuji k fekam:
jako k objektim ekonomického vyuziti a jako
k prostorim harmonického souziti s prirodou.
Kli¢ovym prvkem developerské investice je
vodni jez - nezbytna podminka pro vystavbu
sidlisté, ale zaroven zasadni zasah do fi¢niho
ekosystému.

Jez byl vybudovan v roce 2019, tedy rok
po dokondéeni dila Mastalerz a Szaranowic-
ze. O osudu feky jako spole¢ného statku zde
rozhodoval predevsim Kkapital. Investorem
bytového komplexu je Zygmunt Solorz-Zak,
jeden z nejbohatSich Polak, majitel televizni
stanice Polsat a uhelné spole¢nosti ZE PAK,
ktera se dlouhodob¢ podili na tzv. green-
washingovych aktivitach, mimo jiné na akci
nazvané Earth Festival. Dilo vybizi k zamysSle-
ni nad nasim vztahem k fekdm a pfipomina,
Ze feky nejsou omezeny pouze na sva koryta,
ale tvori celé ekosystémy, v nichz hraji kli¢o-
vou roli zaplavova tizemi.

Sluice came about as a commentary on the
construction of apartment housing estates
in Port Praski in Warsaw built on the old
Warsaw swampland. Initially, Agnieszka
Mastalerz and Michatl Szaranowicz turned
their attention to changes in the social urban
fabric with the new housing investments. In
an altered set-up, prepared for the exhibi-
tion at the Pragovka Gallery, the work gains
new significance. It pertains to two ways
people use rivers: for business exploitation
and harmonious coexistence with nature.

A key element of the investment is the water
sluice—a condition necessary for building

a housing estate, and also a major disruption
to the river’s ecosystem.

The sluice was created in 2019, a year
after Mastalerz and Szaranowicz’s work was
finished. Capital was the decisive argument
for the fate of the common good, that is the
river. The investor in the housing estate is
Zygmunt Solorz-Zak, one of the wealthiest
Poles, owner of Polsat TV station and the ZE
PAK coal company, which has been for years
running such greenwashing campaigns as
the event called the Earth Festival. The work
urges us to think of our relation to rivers. It
reminds us that rivers are not confined to
their riverbeds; they are whole ecosystems, in
which floodlands play a key role.

Aghieszka Mastalerz & Michat Szaranowicz

Sluice (videoinstalace, zvuk, lastury ustfic, 2018)

Sluice (video installation, sound, oyster mussels, 2018)




Dominantni narativ, zejména ze strany
zastancul vnitrozemské plavby, prosazuje udr-
zZovani opevnénych biehll jako ochranu pred
povodnémi. Ve skute¢nosti vSak miize bezpeci
- jak pfed povodnémi, tak pfed suchem -
spocivat pravé v opaku, tedy v navraceni
prostoru rekam, aby se mohly samy regulovat.
Tento pristup prinasi fadu dalSich prinost.
Mokrady, raselinisté a luzni lesy vznikajici
v okoli rozlivl fek nejsou pouze ochrannymi
prvky, ale také pohlcuji oxid uhlicity, funguji
jako uzemi s vysokou reten¢ni schopnosti
a poskytuji utocisté ohroZzenym druhtm,
napriklad nékterym ptakim. Chovaji se jako
prirozené vodni zasobarny - ,houby*, které
zadrzuji vodu v piid€ a brani jejimu rychlému
odtoku do mofi a oceant. Upfednostiiovani
kratkodobych, ekonomicky vyhodnych investic
pred environmentalnimi prfinosy pak vede
k rozhodnutim, jako je vyuziti mokfadd pro
vystavbu, pfestoze by mohly slouzit jako pfiro-
zeny a bezplatny ochranny systém.

Instalace Sluice ovSem nabizi i optimistic-
kou rovinu. Lastury ustfic 1ze spojit s dalSim
fenoménem feky Visly. Jen nékolik kilometri
od bytového komplexu, na téze rece, lidé ,,spo-
lupracuji” se zvifaty. Pitna voda ve VarSavé
prochazi pied vstupem do vodovodni sité pres
fi¢ni mlZe s pevnymi schrankami. Tito mlzi,
podobné jako jiné lasturové organismy, jsou
velmi citlivi na zmény sloZeni vody. Jakmile
zaznamenaji znecisténi, uzaviraji své schran-
ky, aby se ochranili. Tento mechanismus je
vyuzivan jako bioindika¢ni systém - diky
mlz(m vime, Ze je voda v odbérném misté
dostateén¢ Cista.

The dominant narrative, especially
from those lobbying for inland sailing, is for
maintaining the embankments to protect
against floods. Meanwhile, just the reverse
is true; safety (in terms of both floods and
droughts) might come from giving rivers
space to self-regulate. There are many more
advantages. Swamplands, peat bogs, and
riparian forests created around flooded rivers
are not just safety features; they also absorb
carbon dioxide; they are terrains of high
retention and homes for endangered species,
such as some birds. They work like natural
water storehouses, “sponges” holding water in
the soil, keeping it from pouring into the seas
and oceans. Valuing the short-term, lucrative
investments above the environmental advan-
tages leads to decisions, such as using the
swamplands as a construction site, while they
could have been the natural and free protec-
tion system.

However, the installation Sluice can also
have an optimistic aspect: the oyster shells
could be associated with another Vistula
phenomenon. Just a few kilometers from
the housing estate, on the same river, people
“cooperate” with animals. Drinking water in
Warsaw gets to the taps after passing through
thick-shelled river mussels. Like other shell-
fish, these mussels are sensitive to changes
in the make-up of water. When they sense
impurities, they close their shells to pro-
tect themselves. This mechanism is used as
a bioindicator system; thanks to the mussels,
we know the water in the intake is sufficiently
clean.
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Fractured Reflections je interaktivni audiovi-
zualni instalace, ktera zkouma vztahy mezi
prirodnimi jevy - poc¢asim, pohybem vody

- a technologiemi pfenosu informaci. Ustfed-
nim prvkem instalace je nadrz vytvorena ze
star¢ satelitni paraboly naplnéné vodou. Dilo
v realném Case sbira data, sleduje meteorolo-
gické udaje (zmény teploty, dést, vitr), signaly
souvisejici s tokem fek i pohyb navstévnikl

v galerijnim prostoru. Na zakladé téchto dat
systém generuje jemné zvuky a vibrace ve
vodé, které vytvareji proménlivé obrazce na
jeji hladiné. Publikum se stava spoluautorem
dila a svymi rozhodnutimi ovliviiuje jeho
podobu. Vysledek je dynamicky a nikdy se
neopakuje.

Voda zde funguje jako aktivni médium,
misto, kde se protinaji meteorologicka, hydro-
logické a technologicka data s lidskymi gesty.
Fractured Reflections usiluje o odhaleni toho,
jak se zdanlivé vzdalené a nezavislé jevy a roz-
hodnuti - globalni, lokalni i osobni - propojuji
do komplexniho, nékdy nepfedvidatelného
celku. Dilo vybizi k ivaham o vzajemné prova-
zanosti ¢lovéka, prirody a technologie v kon-
textu klimatu a Zivotniho prostfedi. Kombina-
ci dat z riznych zdroji se pohybuje na hrané
mezi kontrolovatelnym a neoc¢ekavanym, mezi
vzajemnou zavislosti a odpovédnosti. Jako
divaci nedokazeme urcit, ktery faktor vyvolal

Anna Klimczak & Sefa Sagir

Fractured Reflection is an interactive au-
dio-visual installation exploring the relation-
ships between natural phenomena—weather,
water movement, and information transmis-
sion technologies. The central element of

the installation is a basin made from an old
satellite dish filled with water. The installation
collects data in real time. It monitors mete-
orological data (temperature changes, rain,
wind), signals related to water flows of a rivers
and the movements of the audience in the
gallery space. Based on this data, the system
generates subtle sounds and vibrations in the
water, resulting in shifting surface patterns.
The audience become co-authors, influencing
the outcome with their decisions. The result is
dynamic and can never be repeated.

Water in the installation is an active me-
dium, a site where meteorological, hydrologi-
cal, or technological data and human gestures
intersect. Fractured Reflections aims to reveal
how many seemingly distant and independ-
ent phenomena and decisions (global, local,
personal) intertwine into a complex, some-
times unpredictable whole. It urges us to think
about the interdependence of humans, nature,
and technology in the context of climate and
environment. By combining data from various
sources, it balances between the controllable
and the unexpected, the interdependence and

Fractured Reflections (interaktivni objekt, kombinovand technika: satelitni parabola
a pocitacéoveé pracovisté, bodové osvétleni, voda, 2025)
Fractured Reflections (interactive object, mixed media: satelite dish and computer

workstation, spot lighting, water, 2025)




konkrétni zlom Ci zvuk - byl to nas vlastni
pohyb, zména pocasi, nebo predem navrzeny
ramec autor(i? Co vlastn¢ sledujeme a do jaké
miry mame situaci pod kontrolou? Ackoli se
data mohou jevit jako neutralni binarni kdd,
jsou ve vysledku formovana lidskou volbou.
Uz samotné rozhodnuti, které zdroje zahrnout
a které vyloucit, urcuje finalni podobu dila.
Kromeé vizualni pfitaZlivosti a radosti
z interakce dilo upozoriiuje na technologii
jako na jednu z urcujicich sil soucasné-
ho svéta - silu, ktera vyZaduje pozornost
a kritickou debatu, aniz by byla nekriticky
precenovana. Varuje pred nastrahami uva-
Zovani v opozicich, kdy se proti sobé& stavi
techno-pesimismus a techno-optimismus.
Tento zplisob premysleni nabizi volbu mezi
dvéma stejné nerealnymi extrémy - idylickou
predstavou navratu prirody do pavodniho
stavu nebo nekritickou virou v silu technolo-
gického pokroku, napfiklad v moznost zastavit
klimatickou zménu vyhradné prostfednictvim
environmentalniho inZenyrstvi.

responsibility. As the audience, we can’t tell
which factor triggered a fracture or a sound:
was it our own movement, a change in the
weather, or artists’ pre-designed framework?
What is it that we see and to what extent are
we in charge? While data may appear to be
neutral binary code, it is ultimately shaped

by human choice. Here, the very decision to
include or exclude specific sources defines the
work’s final form.

Beyond the visual allure and the joy of
interaction, the piece highlights technology
as a defining force in our world; one that
demands recognition and debate, though
its power should not be overstated. There is
a common trap of thinking in oppositions,
pitting techno-pessimism against techno-op-
timism. It creates a choice between two
equally unrealistic extremes: the idyllic dream
of restoring nature to its original state, or an
unquestioning belief in the power of progress,
such as stopping climate change only by envi-
ronmental engineering.
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Voda v pfirod€ neustale cirkuluje v hydrolo-
gickém cyklu. Jeji celkové mnoZstvi na Zemi
zUstava stejné, avsak obnova sladké pitné
vody zavisi na atmosférickych podminkéach.
Designérska skupina Centrala pripravila hru
vénovanou meteorologickym jeviim. Néko-
lik desitek karet obsahuje meteorologické
fotografie, nazvy, popisy a symboly. N¢které

z téchto jevil jsou dobie znamé, jiné ovSem

v disledku klimatické zmény zanikly nebo se
promeénily oblasti jejich vyskytu. Spolu s nimi
mizi i slova, ktera je popisovala. Vyhynuti
druhu - nebo v tomto pripadé zanik meteo-
rologického jevu - je nékdy oznacovano jako
»dvojita krize vyhynuti® tj. kdyZ zmizi jak
fenomén, tak i slovo jej oznacujici a cely sou-
bor souvisejicich vyznamd, znalosti a tradic.
Tato hra znovu ozivuje mizejici synoptické
jevy, nebo alespon osvézuje paméet na pojmy,
jimiZ byly oznacovany. V instrukcich autofi
pracuji s pojmem ,ocean vzduchu®, ktery pro
oznaceni zemské atmosféry pouzil Alexander
von Humboldt. Tento ocean je tvofen vodou
ve vSech jejich skupenstvich a jeho proudéni
je znazornéno synoptickymi jevy zachycenymi
na kartach.

Jste zvani si s nami zahrat. MazZete si vzit
vSechny jeji prvky a vytvorit vlastni synoptic-
kou mapu pripinanim Spendlikt do textilie.
Navod ke hre naleznete na prvni karté v sadé.

Water circulates in a hydrologic cycle. There
is always the same amount on Earth, but the
renewal of fresh drinking water depends on
atmospheric conditions. The Centrala design
group has prepared a game about weather
phenomena. The several dozen cards have
meteorological photographs, names, descrip-
tions, and symbols. Some are well known, but
others, owing to climate change, are gone, or
the regions of their occurrence have changed.
The words used to describe them have van-
ished as well. The extinction of a species (or,
in this case, the disappearance of weather
phenomena) is sometimes called a double
extinction crisis—the species vanishes, and
with it, the word and a whole range of con-
nected connotations, a stock of knowledge
and traditions. This game recovers vanishing
synoptic phenomena, or at least restores
memory of words used to describe them. In
the instructions, Centrala use the concept of
“ocean of air” coined by Alexander von Hum-
bolt to describe the Earth’s atmosphere. This
ocean is made of water in all its states, and its
course is shown by the synoptic phenomena
on the cards.

You are invited to play the game. You can
take all the elements and create your own syn-
optic map by attaching pins to the textile. The
instruction is on the first page of the cards set.

Centrala (Matgorzata Kuciewicz & Simone De lacobis)

Synoptic Game (Spendliky, bavinény sdcek se spendliky, sada karet)

Spoluprdce: Zofka Kofta

Synoptic Game (pins, cotton pouch with pins, a set of cards)

Collaboration: Zofka Kofta




Dilo Sary Rodowicz-Slusarczyk ma podobu
pilife modelovaného z divadelni opony. Z jeho
nitra se ozyva potlesk, jako by dav za oponou
odménoval nékoho (nebo néco) bourlivym
aplausem. Jakmile vSak divak vstoupi dovnitf,
zUstava sam se sebou - a se zvukem pada-
jiciho desté. Pouzitim tézké Cervené opony
umeélkyné odd€luje jeden prostor od druhé-
ho, podobn¢ jako v divadle opona vymezuje
hranici mezi kaZdodennim svétem a fantazii,
mezi vSednim a magickym. Zde se ovSem za
oponou nenachazi jeviste, ale intimni prostor,
utociste.

Instalace vytvari napéti mezi dvéma
podobnymi zvuky, které ale nesou odlisné
vyznamy. Konfrontace imaginace a zkuSenos-
ti, uméni a prirody, lidského a nelidského byla
obzvlast patrna v kontextu pousté, marocké
Sahary, kde m¢lo dilo Rainapplause v roce
2023 premiéru. Svym humornym, poetickym
a utopickym gestem umélkyné upozornuje
na to, co chybi a po ¢em touzime. V pousti se
tak radikalné vyjevuje absence vody i publika.
Z perspektivy ekosystému, v némz jsou srazky
vzacnou udalosti, se globalni vodni krize jevi
jesté naléhavéjsi. Presto vSak pokracuji inves-
tice do infrastruktury s vysokou spotfebou
vody. Jednim z hlavnich environmentalnich
problému soucasnosti je nadmérna spotieba
vody potfebna k chlazeni datovych center,

Sara Rodowicz-Slusarczyk

Sara Rodowicz-Slusarczyk’s work takes on

the form of a pillar modeled from a theater
curtain. From within it comes the sound of
applause, as if a crowd behind the curtain was
rewarding someone (or something) with an
ovation. Once inside, however, the viewer is
alone with themselves and with the sound of
falling rain. By using a heavy, red curtain, the
artist separates one space from the other. Just
like in the theater, the curtain draws a line
between everyday world and fantasy, the mun-
dane and the magical. Except here, it is not
the scene that is behind the curtain, instead, it
is an intimate place, a hideaway.

The installation creates tension between
two similar sounds which, nevertheless, carry
different meanings. The juxtaposition of
imagination and experience, art and nature,
human and non-human, was particularly
noticeable in the context of a desert, the Mo-
roccan Sahara, where Rainapplause premiered
in 2023. In this humorous, poetic, and utopian
gesture, the artist drew attention to what is
missing and what we long for. In the desert,
both the water and the audience appear
radically absent. From the perspective of the
ecosystem where precipitation is a rare event,
the global water crisis is magnified. Yet, invest-
ments in water-consuming infrastructure per-
sist. One of the main environmental concerns

Rainapplause (objekt s interaktivni zvukovou instalaci, 2023)
Rainapplause (object with interactive sound installation, 2023) 31



napfiklad téch, ktera pohanéji velke jazykové
modely, jako je ChatGPT. ,Datova centra se
stala superuzivateli sladké vody v dobé&, kdy
se globalné ocekava, zZe poptavka po sladké
vod¢ prevysi nabidku o 40 % do konce tohoto
desetileti,* uvadi zprava Navigating AI's Thirst
in a Water-Scarce World, kterou v roce 2025
publikovala organizace NatureFinance.
Myslenka spojit dva podobné zvuky, jez
vyvolavaji rozdilné vyznamy, vychazi z au-
torciny zkuSenosti a praxe psychoanalyzy.
V lacanovské tradici ma signifikant (zvukovy
obraz nebo slovo) prednost pred signifikdtem
(vyznamem). Analytik proto vénuje zvlastni
pozornost zvukim, rytmtm a slovnim hfic-
kam. Instalace si pohrava s rozliSenim mezi
vnitfnim a vnéjsim, ale také s mnohoznac¢nou
povahou zvuku, kterd umoznuje, aby se vyzna-
my posouvaly a rozpadaly.
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of our time is the excessive water consump-
tion required for cooling data centers, such
as those powering LLMs like ChatGPT. “Data
centers have become super-users of fresh wa-
ter at a time when, globally, demand for fresh
water is expected to outstrip supply by 40%
by the end of the decade,” states the report
Navigating AI’s Thirst in a Water-Scarce World
published in 2025 by NatureFinance.

The idea behind Rodowicz-Slu-
sarczyk’s work to combine two similar sounds
which bring up different meanings comes
from her experience and practice of psy-
choanalysis. In the Lacanian tradition, the
signifier (the sound-image or word) is given
priority over the signified (the meaning).
Therefore, the analyst pays special attention
to the sounds, rhythms, and wordplay. The
installation plays on the distinction between
the internal and the external, but also on the
equivocal nature of sound, allowing for mean-
ings to shift and crumble.




Alicja Patanowska poprvé predstavila bi-
lou keramickou fontanu na vystavé v BWA
Wroctaw, nasledné instalovala tfi takové sochy
v Bruselu béhem polského predsednictvi Rady
Evropské unie v roce 2025. Instalace odkazo-
vala ke komplexnosti klimatické katastrofy na
prikladu kolobéhu vody. Povrch celé fontany
byl pokryt drobnymi figurkami, které znazor-
novaly sit vztaht jen obtizné oddélitelnych od
sebe. Patanowska tim poukazovala na zasadni
roli vody v mnoha oblastech Zivota a zaroven
na skutecnost, Ze tyto potfeby a zajmy jsou
Casto vzajemné neslucitelné. Socha zaroven
upozornovala na lesy jako na prirozené ,,fon-
tany“ hydrologického cyklu. Stromy nasavaji
vodu z pudy kofeny a prostfednictvim transpi-
race ji uvoliuji ve forme vodni pary skrze listy.
Nad lesy se mohou vytvaret tzv. ,nebeské reky*“
- proudy vlhkosti, v nichZ vznikaji oblaka,
ktera transportuji vodu do vzdalenosti mnoha
kilometra a nasledné ji uvolnuji v podobé
desté. Ubytek srazek je pfitom piimo spojen
s mizenim tropickych lest, které narusuje
hydrologicky cyklus.

Soucasny umélecky zasah spociva
v kompletnim pokryti povrchu fontany cernou
pryskyfici, v disledku ¢ehoz se figuralni moti-
vy stavaji mén¢ Citelnymi a rozostfenymi. Tato
proména neni pouhym formalnim gestem.
Zatimco pavodni objekt odkazoval k ivaham

Alicja Patanowska

We Are The Weather — Black Fountain

Alicja Patanowska has first shown a white
ceramic fountain at the exhibition in BWA
Wroclaw, then she displayed three such sculp-
tures in Brussels during Polish Presidency of
the Council of the European Union in 2025.
The installation referred to the complexity of
the climate catastrophe through the example
of water circulation. The entire fountain was
covered with small figurines depicting a net-
work of relationships, which is hard to break
apart. Patanowska then showed how essential
water is in so many spheres of life, and that
these needs and interests are often mutually
exclusive. At the same time, the sculpture
drew attention to forests being natural foun-
tains for the hydrologic cycle. Trees suck water
from the ground with their roots and release it
as steam through their leaves in the transpi-
ration process. “Sky rivers” can form over
forests—streams of moisture in which clouds
form and transport water many kilometers
on, releasing it as rain. The disappearance of
precipitation is directly tied to the leveling of
tropical forests, which disrupts the hydrologic
cycle.

The current artistic intervention consists
of completely covering the surface of the
fountain with black resin, so that the figures
become less legible, blurred. This change is
not merely a formal gesture. While the original

(socha, hling, bil& glazura, ¢ernd pryskyfice, 2025-2026)

We Are The Weather — Black Fountain

(sculpture, clay, white glaze, black resin, 2025-2026) 35



o zdrojich, které jako spole¢nost spotfebo-
vavame, nyni se stava prostredkem reflexe
opakujicich se vzorct globalni klimatické
politiky, v nichZ deklarace spoluprace a obav
o planetu pfrili§ ¢asto ustupuji udrzovani statu
quo. Cerny povrch funguje jako vizualni ekvi-
valent stavu ,business as usual®, v némz jsou
umélecké, vzdélavaci a spolecenské aktivity
neutralizovany dominantnimi politickymi

a ekonomickymi silami formujicimi mezi-
narodni vyjednavani. Tato metamorféza ma
zé4rovenl osobni rozmér. Cerna vrstva vyjadiuje
narustajici pocit bezmoci a strachu umélkyné
tvari v tvar globalnim z&4jmim, které u¢inne
blokuji skute¢nou zménu. Jedné se o emocio-
nalni zaznam, svédectvi frustrace, jeZ nariista
ve chvili, kdy se opakovana gesta neproménuji
v realnou ¢innost. Umeélkyné tak konfrontuje
skute¢nost, Ze individualni jednéni nemuze
nahradit syst¢émovou odpovédnost.

object referred to reflections on the resourc-
€S We consume as a society, it now becomes

a vehicle for reflection on the repetitiveness
of global climate policy patterns, in which
declarations of cooperation and concern for
the planet give way too often to maintaining
the status quo. The black coating becomes
avisual equivalent of the state of “business as
usual”, in which artistic, educational, and so-
cial activities are neutralized by the dominant
political and economic forces shaping inter-
national negotiations. This metamorphosis
also has a personal dimension. The black layer
is an expression of the artist’s growing sense
of powerlessness and fear in the face of domi-
nant global interests that effectively block real
change. It is an emotional record, a testimony
to the frustration that grows when successive
gestures fail to translate into agency. The
artist confronts the fact that individual agency
cannot replace systemic responsibility.

The installation was in its original form first presented by the Adam
Mickiewicz Institute during the Foreign Cultural Programme
of the Polish Presidency of the Council of the EU in 2025.
Instalace byla ve své plivodni podobé& poprvé predstavena
Institutem Adama Mickiewicze v ramci Zahrani¢niho kulturniho

36 programu polského predsednictvi Rady Evropské unie v roce 2025.




Instalace je tvofena sklenénym objektem
naplnénym vodou. Jeji forma odkazuje k mi-
kve - ritualni lazni uzivané v Zidovskeé kultute
a tradici k ocisté. Voda by méla pochazet

z prirodniho zdroje (napf. z desté) a osoba
Ucastnici se ritudlu se do ni méa ponofit celym
télem. Dilo upozoriiuje na skute¢nost, zZe vodu
nepotiebujeme pouze k preziti, ale Ze hraje
zéasadni roli v mnoha nabozenskych (i sekular-
nich) ritualech. O vod¢ hovori také posvatné
texty. ,Jalmud obsahuje vice nez sto odkazi
na dést a jedna z nejznaméjsich modliteb,
Sema Jisra‘el, uvadi, Ze nedostatek srazek je
trestem za nedodrzovani Bozich prikazani,”
piSe Szymon Opryszek ve své knize Water:
The Story of an Abduction. Skute¢nost, Ze voda
je dlilezitou soucasti nabozenskych rituala,

se odrazi i ve statistikach jeji spotieby, které

v Izraeli pravidelné kulminuji kazdy patek.

V kontextu probihajiciho izraelsko-pales-
tinského konfliktu nabyva voda dalsi dimenze
- stava se klicovym faktorem vedeni valek.

O Jeruzalému lze hovoftit skrze jeho vodni
historii. Ta zahrnuje starovéky pramen a nadrz
Siloe, které zajiStovaly mirové souziti kiesta-
nt, muslimd a Zid{, dale rekonstrukei hydrau-
lické sit¢ a zmény toku feky Jordan, vyuzivani
vody jako prostredku sabotaze, centralni
spravu vodnich zdrojl statni spolec¢nosti Me-
korot, zakaz vystavby novych vodnich zafizeni

Kornelia Dzikowska-Demirska

This installation is made of a glass ob-

ject filled with water. The form alludes to

a mikvah—a pool or bathhouse used in Jewish
culture and tradition for ritual cleansing. The
water should come from a natural source

(e.g. rain), and the person participating in the
ritual is meant to immerse their entire body
in it. This work calls our attention to the fact
that we need water not only to survive, but it
is an important factor in many religious (and
secular) rituals. The holy books also speak

of water. “The Talmud has over one hundred
references to rain, and the most famous of
prayers, Shema Yisrael, says a lack of rain-

fall is a punishment for failing to observe

the lord’s commandments,” writes Szymon
Opryszek in his book Water: The Story of an
Abduction. The fact that water is an important
part of religious rituals is visible in the usage
charts, which spike every Friday in Israel.

In the context of the ongoing Israe-
li-Palestinian conflict, water takes on another
dimension—it is a key factor in waging wars.
We can speak of Jerusalem through its water
history. Then, we should recall the ancient
source and pool of Siloam, which ensured
peace between Christians, Muslims, and Jews,
and the reconstruction of a hydraulic network
and change in the flow of the Jordan River;
the use of water as a means of sabotage; the

Contribution and Negative (kalené sklo, silikonové lepidlo, 2016—-2026)
Contribution and Negative (tempered glass, silicone glue, 2016—-2026) 39



pro Palestince bez povoleni izraelské armady
od 60. let 20. stoleti - tedy vodni apartheid.

V Cervenci 2023 izraelSti vojaci znicili studny
a zavlazovaci systémy v Hebronu na Zapadnim
brehu, ¢imz pripravili vice nez milion Pales-
tinct o pristup k pitné vod¢. V poslednich

péti letech izraelské ozbrojené sily a osadnici
zautocili na palestinské vodni zdroje vice nez
250krat, pricemz bylo zni¢eno 90 % vodni
infrastruktury v PAsmu Gazy. Pedro Arrojo-A-
gudo, zvlastni zpravodaj OSN pro lidska prava
na bezpecnou pitnou vodu a sanitaci, k tomu
uvedl, Ze ,takové praktiky v Gaze, ale i vjinych
ozbrojenych konfliktech, naptiklad v Sudanu,
(...) predstavuji diilezitou soucast genocidni
strategie®.

Voda je pri¢inou i nastrojem valek odne-
paméti. Pravdépodobné jiz prvni konflikty, ve-
dené pred tisici lety, vypukly kviili nerovhému
pristupu k vod¢. Rozsahlé mokrady v Polesi
a Smolenska brana, ktera k nim poskytovala
pristup, hraly klicovou roli v mnoha valkach,
vcetne polsko-bolSevického konfliktu v roce
1919. Béhem druhé svétove valky nacisté vyu-
zivali metaforu bahna a moc¢ali k dehumani-
zaci lidi. Za valky ve Vietnamu americti piloti
v ramci operace Popeye uméle zasévali oblaka,
aby prodlouzili monzunové obdobi. V soucas-
nosti patfi mezi obranné strategie Ukrajiny
proti ruské invazi odpalovani pfehrad na fe-
kach, zatimco Rusko pouziva podobné taktiky
k preruseni dodavek vody a oslabeni ukrajin-
skych sil. Pfehled historickych i probihajicich
konfliktd spojenych s vodou systematicky
eviduje organizace Pacific Institute.
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central management of water by the national
Mekorot waterworks; the prohibition since
the 1960s on Palestinians building new water
installations without the Israeli army’s per-
mission; a water apartheid. In July 2023,
Israeli soldiers destroyed wells and irrigation
systems in Hebron on the West bank, leaving
over a million Palestinians without access to
clean water. In the last five years, Israeli armed
forces and settlers have attacked Palestinian
water sources more than 250 times, leaving
90% of water facilities in Gaza Strip destroyed.
Pedro Arrojo-Agudo, the UN special rappor-
teur on the human rights to safe drinking
water and sanitation, said that “such practices
in Gaza, but also in other armed conflicts
such as Sudan (...) are an important part of

a genocidal strategy”.

Water has been a cause and a means of
waging wars since the dawn of time. Probably
the world’s first conflicts, fought thousands
of years ago, broke out because of unequal
access to water. The great wetlands in Pole-
sia and the Smolensk Gate, that gave access
to them, were key elements in many wars,
including the Polish-Bolshevik conflict in 1919.
During World War II, the Nazis used the met-
aphor of mud and swampland to dehumanize
people. During the Vietnam War, under the
code name Operation Popeye, American
pilots seeded clouds to extend the monsoon
season. At present, one of Ukraine’s ways of
defending itself against the Russian invasion
is blowing up dams on the rivers, while Russia
does the same to cut water supplies and
impede Ukrainian forces. A list of historical
and ongoing conflicts on water is kept by the
Pacific Institute.




Objekty riiznych vlastnosti jsou zapleteny do
draténé struktury, kterou umelkyné ruéné
vytvarovala do podoby hurikanu. N¢které
pochézeji z ateliéru a byly sebrany ze zemé
avpleteny do dratd, jiné predstavuji pfedméty
zakoupené na blesim trhu (napfiklad mini-
aturni dron zachyceny v horni ¢asti objektu)
nebo nalezené ve sbérné kovd. Na podlaze,
pod pohyblivym objektem, stoji ¢ajova krabic-
ka s vyfezanymi okénky - maly domek, nad
nimz se vznasi hurikan.

Stale Castéjsi a nahlé atmosférické jevy,
jako jsou hurikany nebo povodné, zplisobuji
obrovské skody a maji na svédomi mnoho
lidskych zivoti. Ve své instalaci umélkyné
ukazuje nejen nepomer mezi lidskym me-
ritkem a méfitkem planetarnich jevi, ale
zachycuje také napéti mezi strachem a fasci-
naci né¢im nespoutanym a vét§im, nez jsme
my sami. Hurikan je leskly, barevny a krasny.
Vyvolava v nas obdiv i navzdory tomu, Ze vime,
jak smrtici maze byt.

GeoinZenyrstvi se mnohokrat pokusilo
zKkrotit silu hurikant, at uz pomoci vpravo-
vani aerosolt, napfiklad jodidu stfibrného,
do stratosféry pres zesveétlovani morskych
oblakil az po michani teplejsi povrchové vody
s chladngjsi hlubinnou vodou s cilem ochladit
povrch oceanu. Zadny z téchto postupt nebyl
prokazan jako ucinny. Pfesto se zejména po

Marta Krzesélak

Objects of various characteristics are tangled
in a wire structure, hand-formed by the artist
in the shape of a hurricane. Some are studio
scraps picked up from the ground and woven
into the wires; others are objects bought at

a flea market (such as a mini drone caught in
the upper section) or found in a scrapyard. On
the floor, beneath the moving object, sits a tea
box with windows cut into it—a small house
with a hurricane hovering above it.

Increasingly frequent, sudden atmos-
pheric phenomena, like hurricanes or floods,
are causing enormous damage and numerous
deaths. In her installation, the artist not only
shows the disproportion between the human
scale and the scale of planetary phenomena
but also captures the tension between fear
and fascination with something untamed and
greater than ourselves. The hurricane is shiny,
colorful, and beautiful; it evokes feelings of
admiration despite the fact that we know how
deadly it can be.

Geoengineering involves numerous
attempts to tame the force of hurricanes, from
injecting aerosols like silver iodide into the
stratosphere to brightening marine clouds or
mixing warmer surface water with colder deep
water to cool the ocean’s surface. None of
them have been proven to be effective. Never-
theless, especially after 2024—a record-break-

Hurricane (kinetickd socha, drdt, plast, papir, 2021)
Hurricane (kinetic sculpture, wire, plastic, paper, 2021)




roce 2024, kdy v Atlantském oceanu vznikl
rekordni pocet hurikanu, zacaly na internetu
vlada zdmeérné vyvolava hurikany pomoci
uprav pocasi. V reakci na to spustila Federalni
agentura pro krizové fizeni Spojenych stati
americkych webové stranky Hurricane Rumor
Response, jejichz cilem je vyvracet nepravdivé
informace o geoinZenyrstvi. Ve skutecnosti je
diivod, pro¢ se hurikany stavaji ni¢ivéjsimi,
mnohem mén¢ ,,strhujici“ nez tajné vladni
programy. Pri¢ina zkratka spociva ve zvySeni
teploty oceand, ktery dodava bourim vice
energie a vlhkosti, coZ vede k siln&j$im vétrim
a vydatng&jSim srazkam.
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ing year for Atlantic Ocean hurricanes—more
and more conspiracy theories have spread
online claiming that the government is using
weather modification to deliberately cause
hurricanes. In response, the U.S. Federal
Emergency Management Agency launched

a website, Hurricane Rumor Response, to
debunk false information regarding geoengi-
neering. In fact, the reason why hurricanes are
becoming more destructive is less “exciting”
than secret government programs: it is simply
the rise in ocean temperatures fueling storms
with increased energy and moisture, resulting
in stronger winds and heavier rainfall.




Ledovce a horsky snih patfi k hlavnim zdro-
jam pitné vody. Presto ledovce taji a mizi.
Svycarsky ledovec Pizol i islandsky Okjokull
se dokonce dockaly svého ,pohibu“ Odhaduje
se, ze béhem sedmdesati let zmizi osmdesat
procent svétovych ledovctl. ZvySovani hladin
mofia oceant, uvoliiovani metanu, rast
teplot, ztrata prirozenych biotopt zivo¢ichii

- to jsou jen nékteré z dsledkt degradace
permafrostu. Presto se k prirodé stale cho-
vame jako ke zdroji, ktery lze bez omezeni
drancovat. V roce 1949 priSel oceanograf John
Isaacs s mySlenkou odtahnout ledovec z Aljas-
ky do Kalifornie, aby se vyresil problém sucha.
V roce 2018, kdy hladina vody v Kapském M¢s-
té kriticky klesla a hrozil tzv. Day Zero (nulty
den), se uvazovalo o prepravé fragmentu
ledovce z Antarktidy. Dtsledky téchto kroka
jsou vSak zalostné a z dlouhodobého hlediska
krizi spiSe prohlubuji.

Téma tani ledovct a dalSich antropogen-
nich promén krajiny je v tvorbé Diany Lelonek
pritomné jiz fadu let. Pfed realizaci svych dél
vzdy provadi dikladny vyzkum, aby porozu-
meéla naléhavym problémtm a dokazala je
zachytit prostfednictvim uméni. Fotografie
zobrazuje ledovec Rhone ve Svycarskych
Alpach ovinuty textilii. Bila 1atka, ktera odrazi
sluneéni paprsky, méla zpomalit jeho tani.
Hlavnim motivem tohoto opatfeni vSak nebyla

Diana Lelonek

Glacier du Rhéne (fotografie, tisk na papire, 2019)

Glaciers and mountain snow are the main
sources of drinking water. Yet, the glaciers

are melting, vanishing. Switzerland’s Pizol
and Iceland’s Okjokull even had funerals. It is
estimated that in seventy years, eighty percent
of the world’s glaciers will be gone. The rising
sea and ocean levels, release of methane gas,
rise in temperatures, loss of natural animal
habitats—these are only some consequences
of the degradation of permafrost. Neverthe-
less, we still treat nature as a resource to be
endlessly plundered. In 1949, the oceanog-
rapher John Isaacs came up with the idea of
hauling an iceberg from Alaska to California.
This was meant to solve the drought prob-
lem. In 2018, when the water levels dropped
critically in Cape Town and Day Zero was said
to be approaching, there was talk of shipping
a fragment of a glacier from Antarctica. Mean-
while, the effects of these actions are lamenta-
ble and, in the long term, they exacerbate the
crisis.

The topic of melting glaciers and other
anthropogenic changes in the landscape has
been present in this artist’s work for several
years. Diana Lelonek always does in-depth
study before making her works, to get a firm
grasp of the pressing issues and capture them
in the form of her art. The photograph shows
the Rhone Glacier in the Swiss Alps cov-
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ochrana zivotniho prostredi, ale snaha zacho-
vat prijmy z turismu. Dokud ledovce existuji,
turisté jsou ochotni platit za to, aby je vidéli.
Postupem ¢asu se ovSem ukazalo, Ze pouzi-
vani velkoformatovych textilii k zpomalovani
tani ledovell ma negativni dopady. Latka

se znecistuje a postupné ztraci schopnost
odrazet svétlo, mezi textilii a ledem se zvySuje
teplota, a predevsim se polyesterova vliakna

z rozpadajiciho materialu misi s tajici vodou
pfimo u pramene feky, ¢imz znecistuji cely tok
Rhony obrovskym mnozstvim mikroplastd.

S ohledem na finan¢ni naro¢nost a skodlivé
diisledky zakryvani ledovct geotextiliemi se
nabizi otazka, zda by nebylo smysluplnéjsi
investovat tyto miliony do komplexnich feSeni
sniZujicich emise sklenikovych plynda, které
jsou hlavni pfi¢inou tani ledovcu.

Instalace fotografie pracuje s konceptem
meéritka, kdyZ monumentalni fenomén zobra-
zuje v podobé malé pohlednicové fotografie.
Odkazuje tim k tomu, co Timothy Morton
oznacuje jako ,hyperobjekty“ — objekty, které
nelze plné uchopit, protoZe jsou utvareny
mnoha vzajemnymi vztahy a presahuji lidské
prostorové i ¢asové vnimani. Radi se mezi né
mimo jini klima, globalni oteplovani nebo
pandemie COVID-19.
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ered in swaths of material. The white fabric,
reflecting the sun’s rays, was meant to impede
its melting. The main aim of this undertak-
ing did not come, however, from concern for
the environment; it was about maintaining
income from tourism. So long as glaciers exist,
tourists will pay to look at them. Over time,
using large-format fabrics to slow the melting
of glaciers generated negative effects. The
fabric gets dirty and is less and less effective at
reflecting the light, the temperature increas-
es between fabric and ice and, worst of all,
the polyester fibers from the disintegrating
material mix with the melting water at the
very source of the river, polluting the entire
Rhoéne with vast quantities of microplastics.
Considering the financial cost and ill effects
of covering glaciers with geotextiles, it begs
the question if it would not be better to spend
these millions on complex solutions to reduce
greenhouse gas emissions—the main cause of
the glaciers melting.

The display of the photograph plays
with the concept of scale, showing a massive
phenomena in a mini postcard size. It refers
to what Timothy Morton called “hyperobjects”
- objects impossible to grasp, because they
are formed by multiple relations and exceed
human spatiotemporal cognition, e.g. climate,
global warming, COVID-19.
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