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Vystava tfi umélkynn Dorit Margreiter, Ines Doujak
a Katriny Daschner je nazvana podle knihy Djuny
Barnes Almanach pro ddmy, pojednavajici o lesbickém

krouzku v Parizi konce 20. let 19. stoleti, napsané
obskurnim jazykem plnym vtip a dvojsmysla.

Prace Dorit Margreiter, Ines Doujak a Katriny Daschner
se sice castecné dotykaji riznych forem lesbismu,
neni to vsak jejich hlavni téma. Kazda z nich svym
uméleckym pristupem tematizuje své vlastni otazky.
| kdyZ zpUsob jejich prace se velmi lisi, vSechny tfi
sdileji kriticky strukturalni pristup, kterym zpochybnuji
zavedené poradky, determinujici socialni, kulturni i
politické aspekty naseho Zivota.

Nazev ,Almanach pro damy” je zde pouZit ve velmi
Sirokém smyslu, v pojeti Monique Wittig, kdy lesbicka
laska je politickou kategorii a nemUze byt izolovana od
zenské identity. Francouzskd feministicka teoreticka
se cely svlj zivot zajimala o prekonavani genderu
a heterosexualni smlouvy.

Ve svych vétSinou dlouhodobych projektech umélkyné
Ines Doujak zkousi pravidla lidského chovani, ktera
jsou strukturadlnimi a prirozenymi prvky spolecnosti.
Vysledky jsou soustfedéné dila pojednavajici o rasismu
a (post)kolonialismu, obracejici se proti jakékoliv
formé hierarchického jednani nebo diskriminaci. Z
jednoznacné feministického Uhlu orientuje sva dila
na kritiku spole¢nosti. Doujak se zabyva explicitné
politickymi otdzkami, vyvojem predsudki a stereotyp
a vyzkumem obrazové politiky.

Pro soucasnou prezentaci umélkyné pokracovala
se souhrnnym dilem zabyvajicim se vypravénim
o (post)kolonialnich a genderovych aspektech,
setkava se s kolonialnim pohledem a genderovymi
stereotypy. Zajem Ines Doujak o valecné tance neni
pouze antropologicko-etnograficky, vice se zajima o
strukturalni nasili v ramci genocid a konflikty v rdmci
etnik. Tanec nymf spojuje pribéhy z fecké mytologie
s koloniadlnimi misty a pripomina stfedoveéky pribéh,
kde se Zeny branily pred vSete¢nymi muzi adernou
metodou, aby muze porazily a oponovaly mu, specialni
formou potupy, ktera je stale pouzivana v nékterych
Castech svéta. Tanec nymf se setkava s peruanskym
predkolonialnim tancem ,Las Shascshas” a ukazuje
zenské délnice zvané ,Brechlerinnen” (specialni
skupina autonomnich organizovanych venkovanek,
pracujicich v Alpéach). Dilo je doprovazeno basni
karibsko-americké spisovatelky, basnirky a aktivistky
Audre Lord: Zeny tance s medi v ruce, vyznadujici ¢as,
kdy byly vale¢nicemi...

A “Ladies Almanack*" builds the parenthesis for the
exhibition of the three artists at tranzitdisplay. The title
is borrowed from the famous book “Ladies AlImanack”
by Djuna Barnes about a predominantly lesbian circle
in Paris of the late 1920s, full of obscure language,
inside jokes and ambiguity.

The exhibited works by Dorit Margreiter, Ines Doujak
and Katrina Daschner deal partly with lesbianism in
different forms, but it is not the main focus of attention
in their works. Each of these artistic positions deals
with a specific theme, and while their art differs greatly,
they all share a structural approach, which critically
questions the orders determining social aspects of our
lives, our culture and politics.

The title “Ladies Almanack” is used here in a very
broad sense as in Monique Wittig’s understanding
that Lesbianism is a political category and cannot be
isolated from being a woman. The French feminist
theorist was interested her whole life in overcoming
gender and the heterosexual contract.

In her mostly long-term projects, the artist Ines Doujak
examines the rules of human behavior that are a
society’s structural and constitutional elements. The
results are concentrated works dealing with racism
and (post-)colonialism, works against any form of
hierarchical acts or discrimination. From a definitely
feministangle, she orients her works in criticism against
society. Doujak deals explicitly with political questions,
the development of prejudices and stereotypes, and
the investigation of picture policy.

For the current presentation, the artist continued with a
bodyofworkdealingwith narratives of (post-)colonialism
and gender aspects; she intermingles the colonialist gaze
and gender stereotypes. Ines Doujak is interested in war
dances not only from an anthropological/ethnographic
standpoint, but also in terms of the structural violence of
genocides and conflicts in ethnicities. The dance of the
nymphs connects stories from Greek mythology with
colonialist places, and is reminiscent of a medieval story
where women defended themselves from inquisitive
men using a striking method: causing the man to fall
down on his back and then walking over him, a special
form of indignity that is still practiced in some parts of
the world. The dance of the nymphs comes together
with the Peruvian precolonial dance “Las Shascshas”
and shows female workers called “The Brechlerinnen”
(a special group of autonomous organized woman
peasants, who worked in the Alps). The work is
accompanied by a poem by the Caribbean-American
writer, poet and activist Audre Lord: The women dance
with swords in their hands to mark the time when they
Were warriors...



Nymfy: Menestho, nymfa hustého desté, tanci v aréné pro kohouti
zapasy ve Vill acabamba v Peru; Kallirhoe, nymfa vydatného
desté, tanci na ostrové Taquile na jezere Titicaca v Peru; Phaino,
nymfa prudkého desté, tanci v Salar de Oyuni v Bolivii; Okyrhoe,
nymfa kratké prehanky, tanci pred vézenim San Pedro v La Pazu
v Bolivii; Eudora, nymfa blahodarnych sprsek, tanci v kostele
Senor de Torrechayoc v Urubambé v Peru; Amphiro, nymfa
zaplavuijici prehanky, tanci ulicemi La Pazu v Bolivii; Admete, nymfa
nepoddajného lijaku, tan¢i pred Domem demokracie v La Pazu
v Bolivii.

Slovo ,nymfa” ma identifikovat sexualné pred¢asné
vyspélou divku. Tento termin se proslavil v romanu
Lolita, ktery nas privadi k dilu Katriny Daschner. Ta
presvédcivé reinterpretuje pribéh Lolity, zalozeny
jak na romanu Vladimira Nabokova z roku 1955,
tak i na filmu Stanleyho Kubricka. Jeji prevypravéni
prebira formu instalace, sekvence Sesti pokojQ,
kde se prehravaji rizné medialni formaty. Na rozdil od
jejich predchozich fotografickych dél a performanci, ve
kterych hrala vzdy Daschner jednu nebo vice hlavnich
roli, pro tuto instalaci vyuZivd herecek. Stejné jako
viechna jeji dila se i toto zamé&Fuje na performativni
prizkum transformaci a transgresi v genderovych
atributech, na heteronormativitu a sexualizované
nasili, stejné jako na formy vyjadreni lesbické sexuality
a touhy.

Na rozdil od romanu a filmu je ve verzi Katriny
Daschner prib&h vypravén z pohledu Lolity. Tento
posun je uz oznamen v titulu, kde je na Lolitu
odkazovano jako na Dolores. Katriné Daschner se dari
pomoci ,Dolores” ,vytvorit umélecky a konceptuélné
UspéSnou reprezentaci a sebezobrazeni lesbické
sexuality, umistujici tuto sexualitu ne jako mensinovy
fenomén ve spolecnosti a v psychice, ale spiSe jako
nezavisly a svébytny pfistup” (Yvonne Doderer).
Dorit Margreiter se ve svém dile pfevazné zajima o
to, jak se film a televize vztahuji k architektonickym a
socialnim pojetim prostoru. Filmovainstalacevytvorena
pro MUMOK je zamérena na pozdné modernisticky
rodinny ddm, navrZzeny americkym architektem
Johnem Lautnerem, ktery slouzil jako ,misto zla” v
rad€ hollywoodskych filmech. Margreiter pristupuje k
této ,postavené no¢ni muare” malé zapadacké rodiny
ze stfedni tfidy z rGznych Ghld. Zpochybnuje konvence
kinematografické reprezentace, zatimco predpoklada
neocekavané zplsoby vyuZiti a interakci v rdmci domu.
Zaméruje se na tradi¢ni vnitini a vnéjsi odlisnosti,
stejné jako na aspekty genderove specifickych konotaci
prostoru a vyznamu. Nazev jejiho filmu nardzi na
fyzicky existujici misto, na adrese 10104 Angelo View
Drive, umisténé v kopcich ¢néjicich nad Los Angeles.

Ve svém filmu zpocatku Dorit Margreiter aplikuje
dokumentarni strategie. V kombinaci s Lautnerovou
filmovou architekturou, kterda se zda nerealna a
odtrzena od zakonU fyziky, konfrontuje tuto strategii

Nymphs: Menestho, nymph of the heavy rain, dances in a rooster-
fight arena in Villacabamba, Peru; Kallirhoe, nymph of the fruitful
rain, dances on lIsle of Taquile, Lake Titicaca, Peru; Phaino, nymph
of the fulminating showers, dances over the Salar de Oyuni, Bolivia;
Okyrhoe, nymph of the brief shower, dances in front of San Pedro
Prison in La Paz, Bolivia; Eudora, nymph of beneficial rain showers,
dances in the Church Senor de Torrechayoc in Urubamba, Peru;
Amphiro, nymph of the overwhelming rain shower, dances through
the streets of La Paz, Bolivia; Admete, nymph of the unruly rainstorm,
dances in front of the House of Democracy in La Paz, Bolivia.

The word “nymphet” is used to identify a sexually
precocious girl. This term was made famous in the
novel “Lolita,” which leads us to Katrina Daschner’s
work. She compellingly reinterprets the story of Lolita,
based both on Vladimir Nabokov's 1955 novel and
Stanley Kubrick's film. Her retelling takes the form
of an installation, a sequence of six rooms in which
various media formats come into play. In contrast with
her previous photographic and performative works,
in which Daschner herself always played one or more
main roles, she uses actresses for this work, which
was produced in early 2005 in Mexico. This project,
like all of her works, focuses on a performance-based
exploration of transformations and transgressions
in gender attributions, on heteronormativity and
sexualized violence, as well as on forms of expression
of lesbian sexuality and desire.

Unlike in the novel and the film, the narrative point of
view is shifted to Lolita herself in Daschner’s version
of the story. This shift is already announced by the
title, where Lolita is referred to as Dolores. Katrina
Daschner manages with “Dolores” to “create an
artistically and conceptually successful representation
and self-portrayal of lesbian sexuality, situating this
sexuality not as a minority phenomenon in society
and in the psyche, but rather as an independent and
pioneering avenue.” (Yvonne Doderer).
Inherartisticwork, Dorit Margreiteris mainly interested
in how film and television relate to architectural and
social notions of space. The filminstallation she created
for the MUMOK centers on a late-modernist single-
family home designed by American architect John
Lautner which served as a ‘place of evil' in numerous
Hollywood movies. Margreiter approaches this ‘built
nightmare’ of a small Western middle-class family
from various angles. She questions the conventions
of cinematographic representation while suggesting
unexpected ways of utilizing, and interacting within,
the building. Margreiter addresses traditional internal
and external differentiations, as well as aspects of
gender-specific connotations of space and meaning.
The title of her film installation alludes to the physically
existing place, the address 10104 Angelo View Drive,
located in the hills overlooking Los Angeles.



s jeji fiktivni bazi. S jedinou vyjimkou jsou vSechny
jeji zdbéry natoceny statickou kamerou. Zatimco
toto muze zvysit objektivitu a neutralitu, nelogické
sakty” predstavované architekturou - sklenéné zdi
automaticky a zahadné se otvirajici a zavirajici, voda,
ktera zacina téct po a za sklen€nou sténou, aby nahle
prestala, televizor vystupujici z pevného bloku betonu
- ¢ini instalaci méné vérohodnou. Kratké filmové
sekvence narazejici na performance homosexudlni
umélecké skupiny ,Toxic Titties” v Lautnerové budové
podkopavaji rozdil mezi dokumentaci a fikci.
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In her movie Dorit Margreiter initially applies
documentary strategies. In combination with Lautner’s
film architecture, which seems unreal and detached
from any laws of physics, she confronts these strategies
with her fictional bases. With one exception, all of
her takes are recorded with a static camera. While
this may enhance objectivity and neutrality, illogical
‘acts’ performed by the architecture - glass walls
and covers opening and closing automatically and
mysteriously, water that begins to flow on or behind
glass surfaces only to stop suddenly, or a television set
advancing from a solid block of concrete - render the
installation less credible. Short film sequences hinting
at performances of the queer artists group ‘Toxic
Titties” in Lautner’s building undermine the distinction
between documentation and fiction.
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