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Hapexpa

Pagynosa ®pupa Kano: Moprper

Ha eAHO Teno

...Teno, exttiotiuuna totioepaguja, cepucka comaitio-
epaduja, roxanHa eceoepaguja. Jamxu, HOKIU, 8eHU,
8/1aKHa, ucilieeHy8ara, obpasu, cllipaHu, KOCKuU,
6puku, 6pasdu, koaxosu, epaa. /lenosuilie 00 wien0ilio
He ce KoMOuHUpaaili 60 eOHA eOUHCIIBeHA UeAUHA,
itiue He ce cpedcilisa Oa ce tiociliueHe uctiiailia, HUillY
ce HejauHu yeau. Cexoj den modxce oOHeHadexc da ja
o0b63eme ueauHaitia, da ce tipowupu o Hea, moxice 0a
tiociliaHe WOWANHOCT HA WenAolWlo — oceeH Upu
aticonyiiHoilio 008ojysarse u pasdeaysare [partage].
He tioctiou oHa wilio ce Hapexyea ieno. He tiocitiou
iieno.

Hawmecttio itioa, tiocttiojaill Wiptieausuilie u ciipacHu
uckaxcysara Ha MHo2YbpojHu tieaa. Pebpa, uepeiiu,
Kapauuu, upuiiayuu, WKkoAKu, oujamaHitiu, katiKu,
ileHU, M0B808U, UCKOUYBAara, UOAYMECEUHUHKU HA
HoKlullle, MUHepPanuU, KUCeAUHU, tiepja, MUCAU,
KaHUU, WKPUAYU, TI0AEH, AAKO0XO0A, pe308uU, b10K08,
ceuere, Habusawe, olliclipaHysarwe, 3asusatbe,
youpame, puerwe, pacuiiysare, Hallipyiysatse,
Ausaarve, usduwyesarse, octtiasars-e, ieverbe -

Nadezhda

Radulova Frida Kahlo: A Portrait

of a Body

...Corpus, an ectopic topography, serial somato-
graphy, local geography. Stains, nails, veins, hairs,
spurts, cheeks, sides, bones, wrinkles, creases, hips,
throats. The parts of the corpus do not combine into a
whole, are not a means to it or an ends of it. Each
part can suddenly take over the whole, can spread
over it, can become the totality of the body — but the
absolute separation and sharing out [partage]. There
is no such thing as the body. There is no body.

Instead, there are patient and fervent recitations of
numerous corpuses. Ribs, skulls, pelvises, irritations,
shells, diamonds, drops, foams, mosses, excavations,
fingernail moons, minerals, acids, feathers, thoughts,
claws, slates, pollens, liqueurs, slits, blocks, slicing,
squeezing, removing, bellowing, smashing, burrow-
ing, spoiling, piling up, sliding, exhaling, leaving,
flowing —
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lpoyuyBaHoTO TENO

[Tpoy4uyBaHOTO TeJIO € MHOTY MoziepeH npeamert. Toa e
TEJIO CO CBOja MCTOPHja, TE€JIO TPETHUPAHO U JIUCIIUILIIU-
HHUPAHO BO COTJIACHOCT €O MpaBmiiara Ha KimHukara, co
Pa3JINYHY TEXHUKH Ha JeCKPUIIUja, KIacupukaiuja,
IUCTpUOyIIHja U ekcrto3uIja. OBa TeI0 CEKOTalll € TOYHO
JIOIIUPAHO U U3MEPEHO, HUKOTAIl He € IPEKYMEPHO U
cekorai e GyHKIMOHAJIHO. Bujejku Toa e cekoramr
KOHKPETHO TOPaJiu CBOjaTa YHUKAaTHA MUCTOPHja, TOA €
HMCTOBPEMEHO U TIOKOPHO, TPUMEHJIMBO U MTOTYMHETO HA
OINIITHUTE MpaBUJa HA HayKaTa HJIU KOHTPOJHHUOT
ITUCKYPC.

[TpoydyBaHOTO TeJIO € elHO KpajHO MeTa(pOpUYHO TeJIo,
BO KOe CeKOj OpraH MMa yjora Ha CHUHer/ioxa Koja ro
IIpeTcTaByBa I€JI0TO U KOja HA OBOj HA4YWH ce OyHTYBa
IIPOTUB opraHu3MoT. OTTyKa, HapaTUBOT Ha NPOy4yBa-
HOTO TeJIO He € OIPEZieH O/ CTPaHa Ha OPTaHMU3MOT KaKO
CHUCTEM, TYKY OJi MHOTY Pa3JINYHU OJPENHUIIU, O]
nobyHerute xuneprpoduyHu opranu. HapatusBoT Ha
MIPOYYYBAHOTO TEJIO € HapyIleH U JOMHUHUPAH Of
(GurypaTuBHOTO LITO CEKOj MOEAUHEYEH OPTaH Tro
co3/1aBa.

TouHO Tyka 61 MOKeJI /]a 3aII0YHE OBOj TEKCT, U Ouzejku
Toa Ke Ouse TekcT 3a @puma Kaso u Hej3auHHUTE CITHKH,
TOj He MO2Ke /1a ja n30eTHe ITpe/I-UCTOPHjaTa Ha HEJ3MHUTE
BHU3YEJIHU TEKCTOBU, PETUCTPUPAHATA U PACKAXKYBaMhaTa
Ha HEJ3UHOTO TEeJI0, CAMOTO HEJ3UHO TEJIO BO KOHTEKCTOT
Ha KiimHukara.

[IpukazHaTa Ha TEJIOTO 3a KOe 300pyBaMe 3al0YHyBa BO
1925 roinHa, KOTa OCyMHAEeCETTOAUIIIHATA CTYAEeHTKA Ha
menuinHa, ®puma Kaso, ce 3;106m1a co y:KacHU OBPEIT
BO aBTOOyCKa Hecpeka. OMCOT Ha eleH CBEOK Ha
Hecpekara ja siorupa @puza Ha yoiumaTa co CKpIieH 'poeT

The Body Expertized

The body expertized is a very modern object. It is a body
with a history, a body managed and disciplined by the
rules of the Clinique, by different techniques of descrip-
tion, classification, distribution and exposition. It is a body
always located and measured, never excessive, ever
functionalized. Being always concrete because of its
unique history, at the same time it is docile, applicable,
submissive to the general rules of the science or the con-
trolling discourse.

The body expertized is an ultimately metaphoric body
where each organ plays the role of a synecdoche repre-
senting the whole and in this way revolting against the
organism. Hence, the narrative of the body expertized is
not focalized by the expert system of the organism; rather
it is narrated by many different focalizers, by revolting
hypertrophied organs. The narrative of the body expert-
ized is breached and prevailed by the figurative that each
separate organ creates.

This is the very point where this text could possibly start
because, inasmuch as it would be a text about Frida Kahlo
and her paintings, it cannot avoid the pre-history of her
visual texts, the records and accounts of her body, her body
itself in the context of the Clinique.

The narrative of the body we are speaking about becomes
possible in 1925 when the eighteen year-old medical stu-
dent Frida Kahlo suffered terrible injuries as a result of a
bus accident. An eye-witness account locates Frida on the
road with her spine fractured, her pelvis crushed, pierced
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U cCMavyKaHa KapJuiia, co MpoboeHn MaTKa U BaruHa co
MeTaJTHA IIUIIKA, CO PACKUHATa 00JIeKa U CO TOJIO TeJIO
HCIPCKAHO CO 3JIaT€H IpPaB IITO I'O HOCEJ HEKO] Of
maTHUIUTE BO aBTOOycoT. Ilo HecpekaTta ®puaa 6mia
MO/IJIO’KEeHA Ha TPUECeTHHA onepanuu; Omia Bp3aHa 3a
KpeBET IOZI0JIT0 BpeMe; UMaJjia MoBeke IOMETHYBama U
MEUIIMHCKYA UHAUIUPAaHU ab0pPTyCcH; HAKPaTKO, Taa
O6msa 3apobeHa o/ IMCKYyPCOT Ha COIICTBEHOTO TeJIO, Oe3
OIJIeZ Ha TOa JIajIu ce 00uayBasia 1a ja n3berne Ooskara,
WJIH /12 ja 0003KyBa KaKO J1a € YMETHUYKU MTPeIMeET.

Yurte moBakHa BO OBOj UMCTO KJIMHUYKHU CIIy4adj, €
3acTpalryBavkara cimka Ha @puanHoTO ,,HEMOKHO TeJI0
3a4yyBaHa BO OIIMCOT Ha CBEJIOKOT. beiHO 1 omipesimeTeHO,
OBa YHHUIITEHO TEJIO TJIeZJaHO OJ AVICTAHIIA JINYEJIO Ha
Ou3apeH yMeTHHYKU ODOjeKT, HA PEYHCU HEOPTaHCKA
MaTepuja, Kajie IMITO TEJECHUTE TETHOCTU Ce MeIIayie CO
BEIIITAYKHUOT 3JIaTE€H IIPAaB, a [1eJIaTa IITeTa O1jia OpraHu-
3VMpaHa OKOJIy MeTaJIHATA IIIUIIKA, KOja OZleTHAII CTaHaJIa
I[eHTap Ha €HO Jle-IIEHTPUYHO, WJIN €KC-IIEHTPUYHO
Testo. Bo Taa cMmciia, OBOj OIIKC CO371aBa CJIMKA HA TEJIO
CO HEjaCHH TPAaHUIU KOU IO eJIMMUHUPAAT KOHTPACTOT
BHATPENIHOCT-HA/IBOPEITHOCT, WJIN OapeM ro mpaBar
HeBakeH. TOYHO mopazu TOA IITO OBA IPETCTaBYyBa
IIOBTOPHO OTKPHBaIbe Ha Tesio O6e3 rpaHullH, Koe ,Teue”
U Ce CJIEBA CO CBOjaTa OKOJIMHA, TOA HE MOJKe Jla Ouzie caMmo
TeJIO- ’KPTBA. YIIITe MOBeKe, IOPaJii IOTOpe HaOpOeHUTE
KapaKTEPUCTUKH, UCKA30T HA CBEJIOKOT 3a ®puAMHOTO
TEJIO BOOIIIIITO He IIPETCTaByBa OMUC Ha Tesio. BepojaTHo,
oBa Oelre OCHOBHHOT IpPeAU3BUK co K0j Ppuna ce
COOYyBallle CHOT CBOj KUBOT IO HeCpekaTa — KaKo 71a TO
HCIIPABH U IPOMEHHM TOj IIPUKA3, KAKO J1a TO IIPECO3IA/IE
HEJ3UHOTO He-TeJI0 BO HEIIITO PENPE3eHTaTUBHO, KAKO /1a
ce 60pu TPOTHUB HapPaTUBHUTE MEXaHU3MHU KOU Iapa-
JIOKCAJTHO TO IIPETCTaByBaa HEJ3MHOTO TEJIO0 KAKO HEIIITO
HEHCKaKJINBO, HEBO3MOXKHO /14 Ce OIHIIE CO 300POBH. ..

.../ Taa mouHa J1a cjuka.

through the womb and vagina by a metal rod, with her
clothes torn off and her naked body showered with gold
pigment which a passenger on the bus had been carrying.
After this accident Frida passed through about thirty op-
erations; she was confined to bed for a long time; she suf-
fered a lot of miscarriages and medical abortions. In short,
she was in many different ways arrested by her own body
discourse, no matter if she was trying to escape the pain
or to become infatuated with it as an art object.

What is more important in this pure clinical case is the
petrified image of Frida’s “failed” body that is preserved
in the eyewitness account. Both abject and objectified, this
destroyed body was seen from a distance as a bizarre art
item, as an almost non-organic matter where the bodily
fluids were fused with the artificial gold pigment and all
the damage was organized around the metal rod, which
suddenly became the centre of a de-centric, why not ex-
centric body. In this sense, this account creates an image
of a body with blurred boundaries that eliminate the op-
position interior-exterior or, at least, make it insignifi-
cant. Precisely because this is a re-invention of a body
without limits, which “lasts” and fuses into its environ-
ment, it cannot be just a body victimized. Furthermore,
because of all characteristics enumerated above, the eye-
witness account of Frida’s body is not a representation of
a body at all. Probably, this was the basic task that Frida
was facing all her life after the accident — how to correct
and change the account, how to re-invent her non-body
as something representable, how to struggle against the
mechanisms of narration that were paradoxically speak-
ing her body out as ineffable, as not portrayable in words...

...And she started painting.
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MopTpeTnpaHoTo Teno

Crpyktypara Ha aBTomoptpetrute Ha ®puza Kamio e
IIpeMHOTY Oorara ¥ IycTa 3a /Jia MOXe JIa ce CMEeCTH BO
I[BpCTaTa paMKa Ha Koj 6miio ymeTHUYkH nepuoz. Kora
0u ce HaNpaBUJI OOW/T 32 HEj3UH MPeECEK, OU ce OTKpUJIe
Pa3JIMYHU CJIOEBU 32 MHTEPIPeTanyja: MEKCHKaHCKATa
Hapo/IHA YMETHOCT U HAWMBHOTO CJIMKAPCTBO, KATOJINY-
KaTa TpaJunuja, 0cobeH0 NUKOHOIpadCKUTe OMUCH Ha
Ma4yeHHUIITBOTO U XPUCTOBOTO CTPA/IaHUE, eJIEMEHTH O]
IIOITYJIAPHUOT O6APOK, ZIeTATHUTE IPUKA3H O/ YIeOHUIITE
10 aHATOMU], IEKOPATUBUCTHYKUTE U HAZ[PETHCTUYKI
O/IJTUKY BIHUIIAHU BO JUCKYPCOT Ha TPOTECKHOTO U
KapHeBasJIcKOoTO. HO, MOKHOTO HCTpakyBame Ha OBHE
TeH/IEeHINU 01 ce cBesio Ha Oe3:KUBOTHA M CTEPUJIHA
WHTEepIpeTanuja, JOKOJKY THe ce HaMeTHAT KaKo
MHTepHAJIU3UPaHU (pparMeHTH, HCKOPUCTEHU KaKO
(yHKIIUHM HA TEJIOTO, ,,IPBOOUTHO® CKPIIIEHO U WHBAJIH-
nusupano. CrienudukaTa Ha OBHE MMOPTPETH € TOA IITO
Haj/171a00KUOT CJI0j O/t HUBHATA MAJIMMIICECTHA CTPYKTYPa
HE € apXeTUIIOT HA 3/[PAaBO U XapMOHUYHO TEJIO, TYKY
IeJIOCHA AucTop3uja u HecnocobHocT. Kora 6u ce
COTOJIVJIE TIOBPIIMHCKUTE CJI0EBU OF] O0JIEKH U IIBETOBH,
on OyjHU Tesa W JiesieaBU Apariepun, OM ce COOUmse co
SIycrenuja“ o7 GOCHIN U PYUHH, OF] PAHH U PACLeNH, O/
n3maueHn HabueHu Mmeca... Copen Kejt Yensoj (Kate
Chedgzoy), aBronoprperure Ha Kano ,MOBTOPHO TO
HCIHUIIYBAaaT TPOTECKHOTO, CO IIeJI Taa /ia TO CBPTH
BHUMAaHHETO KOH cebecH, HA HAYMH KOj BCYIIHOCT ja
3TOJIEMUJI HEJ3MHATA KOHTPOJIA BP3 COIICTBEHHOT JKUBOT
U YMETHOCT.“? Jac mak, Ou peKJia JieKa CTpaTerTuuTe Ha
TPaBECTHja U U3JIOXKYBaKE Ce IMPEKJIOYBAAT BO €JIeH He
TOJIKY ITOJIUTHYKY eKCIUTUITUTEH T'eCT, IIPH IIITO I[eJITa He
€ KOHTPOJIA HaJ[ IPETCTaBaTa, TYKy ONTUMH3UPAEe Ha
TEeJIOTO, T.€ U3MHUCJIYyBabe Ha YTOIHCKO TeJI0 0e3 TOYETOK
u 0e3 Kpaj, HEKaJie TOMery KUBOTOT U CMPTTA; TEJO

The Body Portrayed

The texture of Frida Kahlo’s self-portraits is too rich and
dense to be put in the rigid framework of any artistic pe-
riod. If one could find any sense in its dissection, many
various layers might be revealed and exposed to inter-
pretations: the Mexican folk art and naive painting, the
Catholic tradition, especially iconographic depictions of
martyrdom and the Passion, the elements of the popular
Baroque, the detailed imagery from anatomical textbooks,
the decorativist and surrealist features inscribed in the
discourse of the grotesque and the carnival. But the pos-
sible exploration of all these trends stays an arid and sterile
interpretation if one could impose them as internalized
fragments, utilized as functions of a body, “primordially”
broken and disabled. The specificity of these portraits is
that the lowest layer of their palimpsest structure is not
the archetype of the healthy and harmonious body but
the total distortion and failure. If one denudes the upper
layers of dresses and flowers, of blossoming flesh and
swaying draperies, one could face a “wasteland” of fossils
and ruins, of wounds and chasms, of tortured squeezed
flesh... According to Kate Chedgzoy, Kahlo’s self-portraits
“re-inscribe the grotesque in order to make a spectacle of
herself in ways which actually enhanced her control over
her art and life.”? T would argue that the travestying and
the exhibiting strategies overlap in a less politically ex-
plicit gesture where the goal is not the control over the
representation, but the optimization of the body, i.e. the
invention of a utopian body without a beginning and with-
out an end, in-between life and death, transitional, medi-
ating, demoniac and in this sense — excessively erotic.

9
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MMPEOIHO, MOCPEAHO, IEMOHCKO, U BO Taa CMUCJIA,
3HAYUTETHO €POTCKO.

ITopazmu Toa, 6u ce cioxmia co Jlopa Mansu (Laura
Mulvey) koja 36opyBa 3a Tpu rJIaBHM HAaYMHU Ha
aBTOIIOpPTpeTHpame Bo ciukuTe Ha Opuga Kano: omre-
TEHO TeJI0, MACKUPAHO U OPHAMEHTHUPAHO TEJIO U TEJIO
HCIIPEIUIETEHO U 3aIJIETKAHO CO pacTeHuja.3

Kora 36opyBame 3a IPBUOT HAUWH Ha IPETCTaBYBakhe HA
OINIITETEHOTO TEJIO, T MMaMe IIPEJIBUJ CJIUKUTE ,, BOJTHU-
nata Xenpu ®opza“ oz 1932 rogiuHa U ,,CKPIIEHUOT CTOIO
o711 1944 roauHa. ,bosHunara Xeupu ®opa” ornepupa co
MIPUKa3u 0] yuebHUIuTe 1Mo aHaromuja. IIpukakysa
T0JI0, XOCITUTAJIM3UPAHO JKEHCKO TEJI0, YHHUIITO OOJTHU
opranu u (eryc ce U3J0KEHU HAJABOP O] HETO KAKO
cumbosi. MaiBu rJena

I would thus agree with Laura Mulvey who discusses three
main modes of self-portraiture in Frida Kahlo’s paintings:
the body damaged, the body masked and ornamented, and
the body twined and enmeshed with plants.3

When commenting the first mode of representing the body
damaged, we could take into account the paintings “Henry
Ford Hospital”, 1932 and “The Broken Column”, 1944.
“Henry Ford Hospital” plays with the images from the
anatomy textbooks. A naked, hospitalized female body
which sick organs and foetus extrude from it as emblems.
Mulvey sees this “iconic vocabulary™ as both expressing

and masking the reality of

Ha OBOj ,MKOHCKHU BOKa-
Oysap“ u Kako Ha U3pas
U KakKO Ha MackKa Ha
peasiHOCTa HA TEJIOTO.
Ymre moBeke, Taa ro
MOBp3yBa OBOj THUII Ha
CJIMKHM CO MKOHOrpadu-
jaTta mITo To MpUKa)KyBa
pacnHaTuoT XPHUCTOC
OIIKPY>KEH CO CUMOOJTHHU
nmpegMeTH BO €JHA
ajieropuja Ha CIaceHU-
eTo.5 Kako TakBo, oIlre-
TEHOTO TeJIO € Tesao be3
opraHu3saM, OpHU IITO
MMOeUHEYHUTE OPTaHU,
U3pas3uTo MeTapoprUIHO
ja IEKOHCTPyHpaar cexoja
cocrojOa Ha 3arvIaleHu-
OT U UJUOCUHKPETHUYEH

e s

Frida Kahlo, Henry Ford Hospital, 1932, Oil on metal, 90 x 70 cm, Collection
Dolores Olmedo Foundation, Mexico City

the body. Furthermore,
she refers this kind of
painting to the iconogra-
phy presenting the cruci-
fied Christ, surrounded
by emblematic objects in
an allegory of redemp-
tion.5 As such, the body
damaged is a body with-
out an organism where
the separate organs, set
through big metaphoric
leaps, deconstruct any
condition of an intimi-
dated and idiosyncratic
narrative of the body. In
this sense, “The Broken
Column” is a less morbid
and more ambiguous
work. An ostensibly beau-

T99 ]
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HapaTuB Ha TeJa0To. Bo oBaa
cmucia ,,CKpIIEHHOT CTo0“
e MOMaJKy MOpPOUIHO U
MO BOCMUCJIEHO ZeJio.
Hasugym mpekpacHa >keHa
MMa CKpIIEH aHTUYKHU CTOJI0
HamecTo 'pOetr. OBue ABa
MaJUMIICECTHHU CJIoja ce
MIOBP3aHU €JIeH CO JIPYT CO
IIOMOIII Ha TUIICEH KOPCET.
Ho, ussneryBa geka KOpCeToT
e camo OykBaJyiHa ,Bpcka“
nmomery JiBaTa CTPYKTYPHU
eJleMeHTHU Ha MeTtadopara.
HcroBpemeHO, MHOTYOPOjHU
KJIMHIU Tro npoboayBaar
I[EJIOTO TeJI0O Ha JKEeHaTa,
NPUIOBPCTYBajKu TO Ha
CKpuIeHHnoT ctosb. Mau, co
Ipyru 300poBH, CIMKAaTa

tiful woman has a broken an-
cient column in the place of
her spine. These two palimp-
sest layers are attached to
each other with the help of a
plaster corset. But the corset
turns out to be only the lit-
eral “copula” between the two
structural elements of the
metaphor. At the same time
numerous nails pierce the
whole woman’s body, pin-
ning it down to the broken
column. Or to put it in other
words, the painting presents
a crucifixion scene where the
element of the complete de-
struction (the broken col-
umn) happens to be the very
condition that supports the

ik iy

MPUKaXKyBa CIleHa Ha pac-
meTue, Kajie eJIEMEHTOT Ha
KOMIJIETHA JIECTPYKIHja
(ckpmeHHOT €TOJIO) € TOYHO TOa IITO I'O MOTHHpPA
MOPTPETUPAHOTO TeJIO. 3aT0A, OLITETEHOTO TEJIO CE
IIPEKJIOIYBA CO TEJIOTO CO HajroyieMa cuMobosnka, Tesoro-
KaKoO-IIpKBa... b1 MOKeso 1a ce KaxKke ieKka HAYWHOT Ha
KOj € IpUKakaHO OIITETEHOTO TEeJIO Haora M3Je3 BO
WHKAICYJINPAkhEeTO BO 3HAM U cuMbostn. Mogudukanuja
Ha OBOj CJIy4aj MOXKE /Ia ce BUM BO BTOPUOT HAYWH HA
MIOpTPETHpAae HA TEJOTO KAaKO MAaCKMPAHO M OpHa-
MEHTHPAHO TeJio. 11 ,ABTOIIOPTPET cO Fep/iaH Of] TPHE U
KOJTMOpU® 071 1940 ToAUHA U ,,PaHETHOT eyleH” o011 1946
roauHa 6u MokeJie ja buat aemndprupaHu Kako BEP3UH
Ha ,,CKpIIIeHnoT CTOJIO . ,,ABTOIIOPTPET CO... “ TO HCTAK-
HyBa CUMOOJIOT Ha JKPTBYBAIETO, 'ePAAHOT O] TPHE, KOj
He € caMoO JIEKOPaTHUBEH eJIEMEHT, TYKy U YKaKyBa Ha

Frida Kahlo, Two Fridas, 1939, Oil on canvas, 173 x 173
cm, Museo de Arto Moderno, Mexico City

body depicted. Therefore, the
damaged body of ruins over-
laps with the body of the
highest symbolizations, the Body-as-Church.... It could
be said that the mode of presenting this damaged body
finds an exit by being encapsulated in emblems and sym-
bols. A modification of this case can be observed in the
second way of depicting the body as masked and orna-
mented. Both “Self Portrait With Thorn Necklace and
Humming Bird”, 1940 and “The Wounded Deer”, 1946
could be decoded as versions of “The Broken Column”.
The “Self Portrait with...” emphasizes the symbol of the
sacrifice, the thorn necklace, which not only serves as a
decorative element, but implies the transparency of the
mask where the thorns resemble veins and arteries. “The
Wounded Deer” replaces the nails from “the Broken Col-
umn” with arrows piercing the deer’s body, crowned with
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TPAHCIAaPEHTHOCTA HAa MacKaTa, MPHU IITO TPHETO
HAJIMKyBaaT Ha BeHHU u aprepun. Bo ,Panermor enen”,
KJIUHITUATE 071 ,, CKPIIIEHUOT CTOJIO“ CE 3aMEHETH CO CTPEJTH
KOU ro mpoboyBaaT TeJIOTO Ha eJIEHOT, KOj MMa IJlaBa Ha
’)keHa. BeymHocT, MeTadopaTra 3a PAaHETHOT €JIEH €
rmoszajMeHa o7 MeKkcukaHcKaTa 1moesuja:

AKO BUMII PAaHET eJIeH

ITo maguna yosy aa 6p3a

IToronex, na 6apa B KIazieHel] CTyZeH

3a 6osikaTa cBoja MUD,

U xefeH fja ce HypHe B GUCTpU BOAH,

He Bo cBOjOT MUp, TYKy BO 60JIKaTa TOj Ha MeHe JIMJH.°

[Ipexy BakBaTa aHMMAaJHCTHYKA TPABECTHja TEJIOTO
CTaHyBa COZp>KaTesI Ha 3HAIU ¥ MAaCKUPAETO € chaTeHO
KaKo e7IeH BH/I 3aIlHC, BO KOj epeKTUTe 071 MOBpeiaTa u
CTpalamkbeTO Ce MCKAKAHU HEraTHBHO BO OOJIMK Ha
metadopa. Ha 0BOj HauWH, TEJIOTO Ce MPEMECTYBA BO
nuktorpadckuotr perucrep. TakBu nukrorpadcku
edeKTHu ce BUIJIMBU, UCTO TaKa, BO TPETUOT HAUUH Ha
NIpeTcTaByBamkbe — TEJIO

a woman’s head. In fact, the metaphor of the wounded
deer is borrowed from the Mexican poetry:

If thou seest the wounded stag

That hastens down the mountain-side
Seeking, stricken, in icy stream

Ease for its hurt,

And thirsting plunges in the crystal waters,
Not in ease, in pain it mirrors me.5

Through this animalistic travesty the body becomes a con-
tainer of signs and the masquerade is read as a kind of
inscription, where the effects of the injury and suffering
are written negatively as a metaphor. In this way, body is
transferred from the register of imagery to that of pictog-
raphy. Such pictographic effects are also visible in the third
mode of representation — the body twined and enmeshed

with plants. “My Nurse

HCIIPETJIETEHO U 3aTLIEeT-
KaHO co pacreHwuja. ,Mo-
jaTa MeIHIIMHCAKa cec-
Tpa | jac“ oz 1937 Toau-
Ha, ,J/IBeTe @pumu” ox
1939 roguHa, ,,Kopema“
0]l 1943 roauHa u ,be3
Hazex"“ o 1954 rogu-
Ha... /IBOjCTBOTO BO aBTO-
noprtperure Ha Ppuzga ro
OTKPHBA TEJIOTO U KaKO
3aTBOPEHO, T.€. CAMOJI0-
BOJIHO, U KaKO HU3MecC-
TeHo. be3 orsen paau

and I”, 1937, “The Two
Fridas”, 1939, “Roots”,
1943 and “Without
Hope”, 1954.... The dou-
bled self-portraits of
Frida reveal the body as
both closed, i.e. self-suf-
ficient, and displaced. No
matter if the Double is
played by the Nurse, the
Other Frida or the dead
Frida — it always depicts
the body as born from it-
self, as its own source of

ABOJHHUKOT TO Hrpa

Frida Kahlo, Roots (Raices), 1943, Oil on sheet metal, 30 x 50 cm,
Collection of Marilyn 0. Lubetkin

existence. The same idea
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MeJuIUHCKaTa cecTpa, pyrara ®puga uiau MprBaTta
®puga — cexoramr ce IOPTPETHUPA TEJIOTO KAKO POAEHO
camMoTo oj cebe cH, Kako COICTBEH HU3BOD Ha
ersucrennyja. Vcrara uzeja e mpumeHera u Bo ,,Kopema“
Kajie IITO ce 3abesie’KyBa COBPIIEHO TeJIO-PU30M: OF
PacKpBaBEHOTO CpIle Ha KaTOJHYKaTa TPajHUIuja
M3JIeTyBaaT MHOTYOPOjHY TeHKU (DUTAHKU U TPAHKH U CEe
pasnucryBaart. [IoBp3aHu €JIHO cO IPYTO IIPEKyY pacTeHuja,
MJIEKO WJIU KPB, TejlaTa BO moprperure HAa Dpuma
H“3pasyBaaT OOWIHA, TPOTECKHA IIJIO/THOCT Kajle parameTo
U CMPTTa, 3aYHYBaHETO, OpeMEHNTE U POVIHU TeJIa Ce
CpeTHyBaar BO OeCKpaeH Mpoliec Ha PEIUKINPAhE.

OOWIHO KOpHUCTEJKHU IO MKOHCKUOT BOKaOysiap, Haria-
CYBajKu ja ¢purypaTuBHATA CTPYKTypa Ha CBOUTE CJIMKH,
Opupa Kaso ro 3rosmemMmyBa KamamyaTeTOT HA TEJA0TO, BO
W3BEIITaNTE IPBEHCTBEHO MPETCTABEHO KAaKO U3MaveHO
Y pactapyeHo. YIITe MoBeKe, Taa ro IOPTPeTHpa TOa TeJI0
He KaK0 KOHTPOJIMPAHO O/ TOTAJTHOCTA HA OPraHU3MOT,
TYKYy KaKO CO3/IaBaHO Of] BHATPEIIHU CHJIH, O IIOBEKe-
KpaTHU MOU(POHNYHH ,,cpefiON“ Ha ITOBEKe BHATPEITHU
Tesa.

Tenoto 6e3 opraHu

Bo cBouTe mocsieHY ro/IUHY, 10 MHOTYOPOjHH OTlepariiuu
U TeJIECHU CTpajiaka, Opuna Kaso 3amouna s1a ru cianka
COIICTBEHUTE TUIICEHU KOPCETH Kou Oea mormopa Ha
HEj3WHUOT OIIITETEH "POET e TNOT 3KUBOT. CprieBUHATa HA
BaKBaTa MPAKTHUKA € BO KOPCETOT, HA KOJIIITO MOXKE /1 Ce
BHU/IAT BKPCTEHU CPI U YeKaH IMMapajieJIHO CO CJIWKA Ha
HepozeH detyc. Pororpadujara Ha Koja Pprga ro HoCH
KOPCETOT HUCKJIYYUTEJTHO HAJIMKyBa HA MMPUKA30T OJ
TparnvyHaTa Hecpeka Koja U ce CJIyImia BO MJIaJIOCTa.
CorcrBeHaTa UAMOCHHKPETUYHA BU3H])A, ,[IATOHCKOTO
TeJIO®, POJIEHO BO IIEIITEPA, CEKOTAIll TJIEaHO OJIBHATPE
¥ BO TEMHUIIA, 3aTBOP U I'pob HA AyIIaTa, OBJIEe € MOIIIHE

is implied in “Roots” where one could face the perfect
rhizomatic body: from the bleeding heart of the Catholic
tradition a lot of slender tendrils and branches go out and
blossom into leaves. Attached to each other by plants, milk
or blood, the bodies in Frida’s portraits turn out to be a
place of excessive, grotesque fertility where birth and
death, conceiving, pregnant and begetting bodies meet in
an endless process of recycling.

Operating on a large scale with the iconic vocabulary, pre-
emphasizing the figurative structure of her paintings,
Frida Kahlo enhances the capacity of a body, primarily
represented in the accounts as ravished and disseminated.
Moreover, she depicts this body not controlled by a total-
izing organism, but as created by internal intensities, by
multiple polyphonic “encounters” of many internal bod-
ies.

The Body without Organs

In her last years, after numerous medical operations and
bodily sufferings, Frida Kahlo started painting her own
plaster corsets which had been supporting her disinte-
grated spine all her life. The crux of this practice turns
out to be a corset, on which one could see crossed ham-
mer and sickle juxtaposed with an image of an unborn
foetus. The photo of Frida herself wearing this corset dras-
tically refers to the account of the tragic accident in her
early years. The private idiosyncratic vision, the “platonic
body”, born in a cave, seen always from inside and in dark-
ness, prison and tomb of the soul, here is excessively ex-
ternalized, exposed not only to the instance of the gaze,
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€KCTePHAIM3UPAHO, U3JI0KEHO HE CAaMO Ha IOTJIEAH, TYKY
U Ha IPETOITyBabe CO OKOJIMHATA. BHATPENTHUOT HHTEH-
3uTeT Ha OOJIKATa e MpeTcTaBeH Ha noppunHaTa. Cemnax,
MOBPIINHATA, T.€. KOXKAaTa HE € IPUPOAHA IPAaHUIA HA
TEJIOTO, TYKYy BEIITAYKH CO37]aJieHa rpaHuna. Boommrro,
HACJINKAHOTO TEJIO CH UTPa CO MOBPIIMHUTE, HO TOYHO
IIOpaJX TOA IITO CH UTPA CO HUB, TOA ja €ITMMUHUPA
dyHKIMjaTa HA KOja OMJIO MOBPIINHA, ,,...BHATPEITHOCTA
camara cebecu cu ITpuIera Ha Tyr'o TeJIOo, Ha IpeMeT IIITO
Tpeba 71a ce UCTPaXKyBa OHA/IBOP, KAKO CEI[UPAHO OKO,
I KaKO XaTyIIMHUPAHOTO TeJI0 Ha enmdusara.’ iy,
IIOMHAKY Ka’KaHO, KOHTPACTOT BHATPEIIHOCT-HA/BOPEIII-
HOCT He e TI0BeKe OllepaTUBHA JUCTAHIIA KOja (PyHKITHO-
HHUpPa HU3 0/IBOjyBambe, TYKy COCT0j0a Ha 3aMeHyBambe U
HU3MeCTYBambe, MOJKHOCT 32 JIO’KIBYBAHH€ HA IIPEHOCOT, HA
MmeTadopara.

,JHAK 3a CAMHOT cebe 1 caMOOUTHOCT Ha 3HAKOT: TAKBa €
ZiBojHaTa popMysia Ha TEJIOTO BO CHUTE CBOU COCTOjOU, BO
cute cBoM MOXKHOCTH.“® Bo Taa cmucia, [ypu u paHuTe,
JIy3HUTE, PACKIHYBambhaTa Ha TEJIOTO CE IIOBEKE 3aTBOPAha
OTKOJIKY OTBOPH U BJIe30BH. llako HaBUyM HaJ[BOPEIIIHA,
paHaTa mpeTcTaByBa 3HaK KOj ce amcopOupa caMHuOT
cebecH; Taa ro 03HAYYBA TEJIOTO, TAPA/IOKCATTHO IPU/IOHE-
CYBajKU Toa Jja ce MyJITHUIUIMLVPA U UCUe3HyBa. PanuTe
KaKO 3HAIIU ja TIOTBP/IyBaaT €30TepUYHATA HEIIPOSHPHOCT
Ha TEJIOTO, KOEIITO IITOM CE PACWIEHYBA, IIPECTAHYBA /14
rmocrou. Bo 0BOj KOMIIUITMPAH IPOIEC MOXKE J]a Cce
3abeJIesKu IBOJHOTO JIBMIKEHE HA CyOIuManuja u siecyo-
JIUManyja, mpy MITO UHTEH3UTETOT HA NCYE3HYBAKETO U
COEIMHYBAKETO 'O PEEPOTU3HPA EPO3UBHUOT IUCKYPC HA
6oskaTa. 3a BpeMe Ha OBa JJBOjHO JIBUKEHHE, OPTAHU3MOT
KaKoO ITOBEKeKpaTHa CTPYKTypa Of OpTaHU He (PYHKI[UO-
HUPA, ¥ OPTaHOT — ,3HAK 32 CAMHOT cebe 1 CaMOOUTHOCT
Ha 3HAKOT" — U3JI0KEeH KaKO CUMOOJI, Tpe3eHTHPAH KaKO
KPajHO crIocO0EH MJIH ITOBP3aH CO HEKOj NU3BOP, HABJIETYBA
BO cocT0j0a Ha BeKe CIIy4YEeHO IIITO CeKOTalll IPO0JIKYBa.

but also to a fusion with the environment. The internal
intensity of the pain is depicted on the surface. This sur-
face however, is not the natural bodily border, i.e. the skin,
but a fabricated border, artificiality. In general, the body
painted plays with the surfaces, but precisely because of
this playing, it eliminates the function of any surface. “...
[T]he inside appears to itself as a foreign body, as an ob-
ject to be examined from the outside, as a dissected eye,
or as the hallucinated body of the pineal gland.” Or in
other words, the opposition inside-outside is no longer
an operative distance which functions through separation,
but the very condition of replacement and displacement,
the very possibility of living out the transference, the meta-
phor.

“Sign of itself and being-itself of the sign: such is the
double formula of the body in all its states, in all its possi-
bilities.”® In this sense, even the wounds, the scars, the
chasms of the body serve more as enclosures, rather than
openings and entries. Although seemingly an external-
ized pain, the wound is a sign reabsorbed into itself; it
signifies the body while paradoxically making it multiply
and disappear. The wounds as signs reconfirm the eso-
teric opacity of a body, which meanwhile disseminates,
no longer exists. In this complicated process one could
witness a double movement of sublimation and de-subli-
mation where the intensity of the disappearance into fu-
sion re-eroticizes the eroding discourse of the pain. Dur-
ing this double movement the organism as a multiple or-
ganization of organs fails, and the organ — “sign of itself
and being-itself of the sign” — exposed as an emblem, pre-
sented as extremely resourceful or connected to a source,
enters into a state of already-always to be continued....
“The organ changes when it crosses a threshold, when it
changes gradient.” Deleuze and Guattari describe such
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»,OPraHoOT ce MeHyBa Kora ro mpe4eKkopyBa IparorT, Kora
ja menyBa nosunujara.”® Jlenes (Deleuze) u T'atapu
(Guattari) ru onumryBaaT BaKBUTE OPTaHCKU €KCIIEpPHU-
MEHTHU KaKO ,TeJI0O Ha UHTEPHU HOMajau“ u ,Teyio 6e3
opraau”. OBa e cocTroj6a Ha KOHTUHYUPAH IPOTECT HA
TEJIOTO IIPOTHUB OPTAaHUTE, HAa TEJIOTO IIPOTUB OPTaHU3MOT
U Ha OpraHUTe NPOTUB opraHu3MmoT. Ho oBa He e
Xa0TUYHOTO BpayHOBO JBHIKEHE BO BHATPEITHOCTA HA
TesioTo. HampoTuB, oBa € HU3a Ha ITOCTAIIKUA YHja IeJT €
TTOCTUTHYBake Ha 33/I0BOJICTBO — ,,e/THHCTBEHNOT HAUUH
JIyfeTo ' 71a ce TpOHajaT cebecH’ BO IIPOIIECOT Ha JKeIbaTa
ITO T 003€eMa; 3a70BOJICTBATA, AYPU U HAjBEIITAYKUTE,
Ce peTepUTOpHUjaTn3aIum.

BeymiHoCT, TOJIKYBajKHU T'M MOPTPETHUTE HA TEJIOTO HA
®pupa Kaso, oBa e MeTa-HapaTUBOT IIITO MOXKE Ja ce
cosnazne. YKenbata mrto ja 6errie 063es1a Oerire eieH TOPUB
3a CoeUHYBame Ha JXKUBOTOT U CMPTTA, IPHU IITO
HEj3MHOTO IIPOYUYyBaHO TeJIO He Oelre mOBeKe KOMep-
nujajieH YMETHUYKU IpeAMeT, CMayKaH Ha MaTOT U
HCIIPCKAH CO 3J1aTeH IpaB. Hus cBouTe cimku Taa ompe
710 pe-TEPUTOPUjATTU3UPAHOTO TEJIO, KOEIITO He Oerre
¢dparmeHTHpPaHO W mapIHUjaTHO, U CO CAMOTO TOA
HEMOKHO, TYKy €/IHO MHOXKECTBO OJi 0CJIOD0/IeHU U
MHTEH3UBUPAHU OPraHU, KOUIITO HA HEOOWUYEH HAUWH
IpepacHaa BO PAaCTeHH]ja, JKUBOTHH, BEIIITAYKH TETHOCTU
u npeametu. ,[IpukaszHara“ Ha cekoj opraH Oemre
BU3yeJIN3UpPAHa U COAPIKaHa BO aMmbsieM, cuMOO0JI, 3HaK,
nukrorpaMm. Kako pesysraTt Ha Toa, ce coOOUyBame CO
MOPTPET Ha TEJIO IITO T'0 COYMHYBAAT PEAUIA TEKOBHU
MaJId ,,[IPUKa3HH .

~Opra"ure ce pacupezeyBaar Ha ,, Tesaoto 6e3 opranu®,
HO THE Ce pacmpezeayBaaT HE3aBUCHO o7 popmaTa HA
OpraHu3MoT; (pOopMUTE CTAaHYBaaT 3aBUCHU, & OPTAHUTE
IOBeKe He ce HUIITO APYrO OCBEH MHTEH3UTETU KOU Ce
co3/1aBaaT, TEKOBH, MPAroBu U mo3unuu.“! Haasop ox

organic experimentations as “a body of internal nomadies”
or “a body without organs”. This is a state of a permanent
rebellion of the body against the organs, the body against
the organism and the organs against the organism. But
this is not the chaotic Brownian motion inside the recep-
tacle of the body. On the contrary, this is a set of practices
whose goal is a production of a pleasure — “the only way
for persons “to find themselves” in the process of desire
that exceeds them; pleasures, even the most artificial, are
reterritorializations.”°

In fact, this is the meta-narrative which one could con-
struct while reading Frida Kahlo’s portraits of her body.
The desire that exceeded her was a drive towards a fusion
of life and death where her body expertized was no longer
a commoditized art object, smashed on the road and splat-
tered with a golden pigment. Through her paintings she
found an approach to a re-territorialized body, which was
not fragmented and partial, thus powerless, but a multi-
plicity of liberated intensified organs, which strangely
developed themselves into plants, animals, artificial liq-
uids and objects. The “story” of each organ was visualized
and encapsulated in an emblem, in a symbol, in a sign, in
a pictogram. As a result, one could face a portrait of a
body, comprising a bunch of small “stories” in process.

“The organs distribute themselves on the "Body Without
Organs”, but they distribute themselves independently of
the form of the organism; forms become contingent, or-
gans are no longer anything more than intensities that
are produced, flows, thresholds and gradients.” Beyond
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TPAaHUIIUTE HA IPOYIYBAHOTO TEJIO M MOPTPETHPAHOTO
TeJIO, TeJIOTO Oe3 OpraHu mpuJiera Ha CTPYKTypa IITO
MOXKe J]a TO IpeJia’ke U MOApPHE CEKOj BU3YeJIEeH TEKCT.
Taka, ce mokaka Jieka HOpPTPETOT Ha TeJIOTO O6e3 OpraHu e
CTPYKTypa IITO TO MH(UIHPA IIOTJIEI0T, OKYIIUPAJKHU TO
CO CBOUTE MeTAaCTa3WyHU KOHIHU. Bo ciayuajor HaA
apronoprpetrute Ha Ppuza Kano, napunupamero Ha
IIOTJIEIOT M3IJIe/Ia IeKa € BOBeJ KOH OBaa pa3jindyHa
CTPYKTypa Ha cybjekTuBHOCTa. HaBieryBajku BO Hea,
HCKa3WTe Ha CBEJIOKOT Ce YHMHH JleKa Ce TOTATHO HepeJie-
BaHTHU. BpameHo Bo cimkuTe Ha Opujia, OHA LITO JIEKU
Ha yJIUIIaTa MOJKe /1a UCITUIIA HeYHja KPB U /1A Ce BIJIETKA
Mery HeUnU Kopema. OBa e KpajoT Ha KOHIIENTyaJHATa
YMETHOCT U IOYETOK HA PU30MATCKUTE HOMA/ICKU CpeZiOuU.
Bunejku, kora Tesi0To 6€3 OpraHy He Mporiara, T0a Hy>KHO
CTaHyBa UCKJIYYUTETHO YCIEITHO.

ITpeBox ox anrucky jasuk: Harama CtojaHoBcka
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the body expertized and the body portrayed, the body
without organs seems to be a structure that deceives and
subverts any visual text. Thus, the portrait of the body
without organs turns out to be a structure that infects the
gaze, occupying it with its metastatic threads. In the case
of Frida Kahlo’s self-portraits the infection of the gaze
seems to be a prelude to this different structure of subjec-
tivity. Entering it, one could see the eyewitness accounts
as totally irrelevant. Framed by Frida’s painting, what lies
on the road could suck one’s blood and entangle one’s
roots. This is the end of conceptual art and the beginning
of the rhizomatic nomadic encounters. For when the body
without organs does not fail, it necessarily becomes ex-
tremely successful.
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