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Marlena Kudlicka was born in Tomaszów Lubelski, Poland, in 1973. She lives and works in Berlin.

Kudlicka is particularly interested in the relationship between precision and error: her sculptures are made with 
a jeweler’s precision, but at the same time an error is factored into the process of their creation. This relationship 
leads to a balance—the main theme of her works —not only between, for example, numbers and the written 
word, or dimensions and color, but also the balance of weights. Kudlicka’s sculptures are based on statistical cal-
culations, which is why they seem to float on air, and why we doubt the force of gravity when looking at them, or 
walk around them on tiptoes.
Just as Katarzyna Kobro, the forerunner of Polish avant-garde art, Kudlicka also derives her sculptures from archi-
tecture. Kudlicka refers to the peripheral areas of architecture, as well as to the construction process. Language is 
also a key element in Kudlicka’s work; the title is always an integral part of her art. Friedrich Meschede writes that 
“Focusing on the title reveals a crucial core of Marlena Kudlicka’s work. She refers to concrete poetry, a term that 
can be ascribed to both literature and the fine arts, which transforms the flowing transitions between the medium 
of language, its visualization using letters as a pictorial form, and sounds as concepts of rhythm into a complex 
system. The rigid guidelines of grammar turn into a new order through a playful disregard of grammatical regular-
ity. The combinatorics of opposites, and elements that would not initially be thought of as going together, is the 
technique of collage used for concrete poetry. The vocabulary of construction creates the surprise.”



The measure of decision 
Imagine that we could quantify, with reasonable accuracy, the number of times that 
we’re forced to take decisions, any decision, throughout a day. Imagine that this mea-
surement could result in a graph in which we placed the decisions we’ve made on one 
side and our postponed decisions on the other. We can continue this speculative exer-
cise, by thinking that it would be possible to go back and revisit the decisions that were 
frozen in a magma of non-events. Would our lives be any better? Would we be healthier 
and wiser, being able to decide from actual experience rather than from agonizing 
expectations? Or would we once again opt for the wrong decision? If we look at history, 
how often does this scenario seem to have been repeated?
Let’s now think about the universe of creativity. A major part of the libertarian process 
of modernity seems to be precisely anchored in exploration of this magma of frozen 
decisions that when activated produce unexpected results. We merely need to consider 
one of the artistic expressions whose (de-)structuring is based precisely on this principle 
i.e. jazz. Improvisation - a vital concept in this musical genre - is the paradigmatic form of 
exploring (possibly) wrong decisions using a pattern that is (possibly) right.
It would be tedious to enumerate all the moments when the notion of failure was im-
posed as an ethical and aesthetic imperative in the creative positions of artistic move-
ments and individual artists of the modern age. Nowadays, multiple artists are pursuing 
this topic more or less consistently, sometimes with a sense of naivety that borders on 
cynicism or, at worst, ignorance: how many hundreds of works of the type „diagonal 
structure resting on the corner „ currently delight a market that is avidly seeking any 
rehash of arte povera, minimalism and the process art of the 1960s?
Marlena Kudlicka is fully aware of the risks she’s running. Moving in a creative territory 
that revisits the constructivist avant-gardes of the early 20th century, the typographic 
renewal of this period and the history of the invisibility of the female presence in the 
construction of the teleological and phallocentric narratives of yet unwritten art history, 
the artist is fully aware that the aesthetic opportunism of her specific condition (a wom-
an, inscribed within the specificity of Polish art, currently reinventing itself, who has been 
systematically exploring the idea of error for a decade) can ruin everything. Making hers 
a particularly arduous path to cross.
(...)

Miguel von Hafe Pérez

Elements of Peaceful Engagement, discrete 1,1%, 2019, 
powder coated steel, glass, 152 × 34 × 12 cm



option A, 2018, powder coated steel, glass, 200 × 380 × 115 cm



Elements of Peaceful Engagement. index V, 2017, powder coated steel, glass, 100 x 160 x 3 cm



Elements of Peaceful Engagement, 2017

For Elements of Peaceful Engagement, sculpture as a node of communication that ac-
tively negotiates the processes of the sculptures’ coming-into-being and their relation 
to space, is extended further and becomes embedded in a discussion revolving around 
the protocols and strategic systems intrinsically connected to office and workspace stan-
dards and how these, in turn, come to inform and structure human decision-making 
processes. 
The approach the artist has to the workspace is intrinsically connected to “Modern Effi-
ciency Desk” by F.W. Taylor, who introduced the notion that having large open floorplans 
with desks facing supervisors influenced productivity. Perhaps it is a coincidence that 
Taylor began developing his theory in the steel industries, the same material chosen by 
Kudlicka, (together with glass), to bring his concept into the space of ŻAK | BRANICKA. 
From a technical standpoint, both glass and steel are materials that do not accommo-
date each other. Their cold inflexibility makes working with them an experimental chal-
lenge with extremes. Sometimes against any logic, the glass becomes the catalyst hold-
ing an entire steel structure on its feet. The artist uses these elements as counterpoints 
in sculpture and when turned into language, an essential element of Kudlicka’s artistic 
approach – they carry on a dialogue about strategy, as a high level plan to achieve goals 
under conditions of uncertainty.
Kudlicka continues her interest in the various parameters of language structures, among 
protocols, classifications, systems of methods, concepts revolving around norms, stan-
dards, and strategies. The workspace is approached as an architectural and design phe-
nomenon which sprouts the need for flexibility to work both individually and collectively 
on shapes of thoughts. These sets of rules and instruments explored as coping mecha-
nisms for structuring daily routines, offer insight into the concept of a workplace, whilst 
simultaneously influencing and informing an atmosphere in which physical and mental 
movements generate an interchange in the decision-making process. Notions like pro-
tocol, strategy, norm and standard play a fundamental role in the process of establishing 
a communication trajectory. However, Kudlicka does not employ her work to establish a 
new norm or standard for a workspace, but rather takes the subject matter of structuring 
principles to question how radically they influence the effectiveness of communication 
processes in a workspace environment.



Elements of Peaceful Engagement. phrase insert, 2017
powder coated steel, glass, 240 x 216 x 40 cm



Elements of Peaceful Engagement. phrase station/desk, 2017, powder coated steel, glass, 78 x 170 x 90 cm



Elements of Peaceful Engagement. index i0, 2017, powder coated steel, glass, 66 x 92 x 5 cm



sugar in the ashes. Official Capacity, 2017

Marlena Kudlicka’s work is based on the space she describes as the “container of counterpoints”. 
She sees it as an objective frame, such as a grid or a technical drawing. Enriched nonetheless by 
a formal artistic gesture, her perception takes on a subjective nature. The space around Kudlic-
ka’s sculpture thus becomes a place of mental processes – projection, communication, recep-
tion – and the so-called counterpoints that form space become the bases of the mechanisms 
of understanding and of action of the human being in space.
The universal language of mathematics used by the artist captures space in a perceptible form, 
showing the dynamics that occur between the work and the viewer. This process named by 
Robert Morris “the present tense of space” emphasizes the immediacy of its experience and the 
consciousness of its reception. sugar in the ashes. Official Capacity is understood as a strategy 
of decomposition of space to highlight fragile points, reinforcing its “here and now”. Due to its 
shape, sculpture indicates the dynamics of interpersonal communication expressed through 
language.
Through this ensemble - steel sculpture, small sculptural collages and glass wall piece - Kudlicka 
develops the concept of sculpture. Understood as the formalization of an emerging idea, it is 
the product of the collaboration of artist, craftsman, exhibition curator, but also of the institu-
tional context that accompanies the formation of a final project.
Marlena Kudlicka’s work is based on the space she describes as the “container of counterpoints”. 
She sees it as an objective frame, such as a grid or a technical drawing. Enriched nonetheless by 
a formal artistic gesture, her perception takes on a subjective nature. The space around Kudlic-
ka’s sculpture thus becomes a place of mental processes – projection, communication, recep-
tion – and the so-called counterpoints that form space become the bases of the mechanisms 
of understanding and of action of the human being in space.
The universal language of mathematics used by the artist captures space in a perceptible form, 
showing the dynamics that occur between the work and the viewer. This process named by 
Robert Morris “the present tense of space” emphasizes the immediacy of its experience and the 
consciousness of its reception. sugar in the ashes. Official Capacity is understood as a strategy 
of decomposition of space to highlight fragile points, reinforcing its “here and now”. Due to its 
shape, sculpture indicates the dynamics of interpersonal communication expressed through 
language.
Through this ensemble - steel sculpture, small sculptural collages and glass wall piece - Kudlicka 
develops the concept of sculpture. Understood as the formalization of an emerging idea, it is 
the product of the collaboration of artist, craftsman, exhibition curator, but also of the institu-
tional context that accompanies the formation of a final project.

sugar in the ashes. Official Capacity, 2017, powder coated steel, 230 x 150 x 55 cm



sugar in the ashes. Official Capacity oA oB oF, 2017, powder coated steel, glass, 42 x 34 x 3 cm (each)



f=different 3/1/1

f=different 3/1/1, stems from the image of an industrial paper cutter. Skel-
etal, linear, and to some extent graphic, the function-like, geometric sculp-
ture, made of powder coated steel and glass, spatially outlines a height-
width ratio that thematizes the notion of paper in terms of typology of 
formats. f=different 3/1/1 is a sculptural, self-referential drawing in space 
dealing with the preconditions of drawing as such.

f=different 3/1/1, 2016, powder coated steel, glass, 250 x 225 x 30 cm



f=different 9/9, 2016, powder coated steel, glass, 210 x 300 x 10 cm



f=different ffx, 2016, powder coated steel, glass,  40 x 65 x 3 cm



unprotected 0
The work of Kudlicka follows the tradition of constructivist art. Her sculptures, born in 
the mechanics of language, are deeply connected with the construction process. In 
fact, it is the whole process of the development of shape that captivates the artist’s 
interest. She explores the intrinsic relationship between error and its derivatives (un-
certainty, doubt...) and determines how present they are in the sculpture that is to be 
made. For the series ‘unprotected 0’, she then created what she calls “recipes”. These 
recipes work as an index of what the sculpture is – much more than mere shape, it 
is the result of a causality of all the ingredients that it entails. All the knowledge, the 
doubt, the hesitation, the precision and the errors that are involved in the process of 
creating a work, (% of errors, % of uncertainty, % of doubt, % angles, % of shapes...). 
Any measurement is subject to uncertainty and a measured value is only complete if 
it is accompanied by a statement of its associated uncertainty. This statement is cru-
cial for the understanding of Kudlicka’s ‘unprotected 0’ series, which focuses primarily 
on the uncertainty measurement. Composed of large free-standing sculptures made 
of powder coated black iron and glass with corresponding collages and a group 
of smaller scale sculptures, this series speaks about calibration, angles and counter-
weights. The smaller sculptures are quite peculiar: the metal is delicately bent into 
different shapes, (lines, dots, letters or numbers). They enclose a language which can 
only be understood between the engineer and the technicians, and this language is 
a mirror of the object itself: something that is not only creating itself, but also shap-
ing the whole space around it, steadily taking over.
As for the large objects, they are displayed as if they were a part of an imaginary fac-
tory setting. “Machines” that are not manufacturing, but are themselves the result of a 
process of creation by the artist. Standing in silence, they appeal to our thinking and 
to our understanding of what they really are: a perfect moment of balance where no 
assumptions can be made. Errors force us to go back to zero, to start over and to try 
to reach this balance by either adding or subtracting elements.

unprotected 0 fig. 3, 2015 
powder coated steel, glass, 262 x 58 x 36 cm. and collage  28,5 x 37 cm



unprotected 0, fig 1, 2015, powder coated steel, glass, paper, 280 x 130 x 26 cm



unprotected 0, fig. 2, 2015, powder coated steel, glass, paper, 280 x 130 x 26 cm.



Lecture as a contour of A. The beginning of shape, 2015, powder coated steel, 231 x 356 x 40 cm



unprotected 0 fig. 4, 2016, powder coated steel, glass, 150 x 750 x 10 cm



shape hypothesis test 1X, 2016, powder coated steel, 48 x 41 x 3 cm



shape hypothesis test Y, 2015, powder coated steel, 36 x 38,5 x 3 cm



shape hypothesis test f, 2016, powder coated steel, 28 x 63 x 5 cm. 



a divided dot 
Each edition expands the project into increasingly complex 
sculptural and language structures.
In the ‘a divided dot’ series, Kudlicka constructs her architectural 
forms using punctuation, letters, numbers, and words by arrang-
ing them into diagrams, algorithms, sculptures, and installations. 
Geometric and linguistic grammar of the space is strictly defined 
by numbers, letters and words that oscillate between precision 
and error. The letters and words are used to describe the space, 
while the numbers are used to measure it. An equally important 
function is played by the titles of the works, which Kudlicka treats 
as language sculptures.

The notions that were essential to maintain the continuity of the 
project were the chronology of the exhibitions and the issues 
that were presented in them:

Dot   •
Word   on.e
Sentence ‘a divided dot’
Folder   ‘a divided dot.folder’
Review  ‘a divided dot.review’

 from the smallest font, a dot to the text, review

A dot, the font, as the elementary printing unit, appears through-
out the ‘a divided dot’ series. The ‘Protocol of errors on.e’ is a 
project which opens Kudlicka’s sequence of works. A dot in the 
word on.e functions as a mistake; at the same time this word has 
become the foundation for creating the freestanding iron con-
structions and a group of sculptural collages.

a divided dot, review No. 014/2, 2015, powder coated steel, pencil, 148 x 110 x 3,3 cm





a divided dot.review, exhibition view at Glassbox, Paris 2014



a divided dot’ diagram of the title for a spatial arrangement, 2014, printout on paper, 21 x 29,7 cm



the weight of 8
“the weight of 8” is a description of the relationship between space 
and language. The artist says that “letters and words serve to describe a 
space, while numbers do the same for its measurements. Words are not, 
however, capable of precisely expressing something, as they constitute 
a subjective evaluation, yet numbers code precision. I join both forms in 
a new language.”
The first component of the weight of 8 is an installation constructed of 
metal letters and numbers. It looks like a piece of DIN A4 paper that has 
been proportionally enlarged to fit the height of the display space, but, 
due to a coding error, all of the characters have been garbled, creating 
an abstract visual composition. The second component is a hanging 
sculpture that was created based on the exact measurements of the di-
mensions of the gallery. It is a kind of abstract ‘algorithm’ that visualizes 
mathematical operations, without describing them with characters or 
numbers. The sculpture is made of metal elements of varying thickness 
and is based on the principle of counterpoint: the weight of some ele-
ments is distributed to the exterior with the help of other elements. The 
steel object that connects the first two components has two meanings. 
The first comes from mathematics (statistical calculations), as the object 
has the shape of an enlarged I-beam, the load bearing construction el-
ement that was introduced into architecture by Mies van der Rohe. The 
second meaning comes from language: the cross section of the object is 
simply a large letter “I” and it carries specific semantic meanings: in Polish 
it means “and”; in English “I”; and it is the Roman numeral 1.
All of the pieces of the installation are based on the relationship between 
letters, numbers, and punctuation, as well as matter and its weight. Ev-
erything is important here, including the thickness and type of materials, 
and the finish. Even the color is derived from mathematical calculations. 
So, what does the “eight” in the title weigh (estimated visually), and what 
is its color? In order to calculate them, it is enough to read the title-equa-
tion out loud: the letter “w” is present in the first word, but not the sec-
ond. A proportion of 50% black to white gives us the gray. 

the weight of 8, 2013, powder coated steel, 240 x 138 x 20 cm



the weight of 8, 2013, powder coated steel, dimensions variable



the weight of 8, 2013, powder coated steel, dimensions variable



Focus, Sculpture, 2012, enameled steel, glass, 155 x 88 x 50 cm.

made of iron and celluloid
Iron and celluloid are materials that could not be less alike, yet in similar ways 
they both shaped the face of the Industrial Revolution and thus social and cul-
tural developments to this day. Thanks to new technological possibilities in the 
late nineteenth century, iron was soon being used to build bridges, ships and 
locomotives, along with spectacular works of architecture such as the Eiffel Tow-
er, and later for space technology as well. Assigned to the planet Mars by the 
alchemists, iron is still associated with the representation of power today. 
Celluloid, a plastic, was developed in the late 1880s and used to mass-produce 
cheap imitations of luxury items formerly made from natural materials such as 
ivory and mother-of-pearl. The celluloid film that soon followed laid the founda-
tions for photographic film as we know it today. 
If we consider that nitrate-based film stock, which was used well into the 1950s, 
is highly flammable, as is ultrafine, highly purified powdered iron, then both 
substances are explosive in the truest sense of the word. As symbols of power, 
renewal and future-oriented thinking, both materials have long served the pro-
paganda purposes of various political systems. 
In the series “made of iron and celluloid”, these two contrasting materials also 
stand for the juxtaposition of two very distinct artistic positions. Anne Fäser 
writes that “Kudlicka approaches these materials from different perspectives, 
questioning their social and cultural meanings and thereby bringing their own 
personal artistic languages into dialogue. With their fragile construction, Kudlic-
ka’s steel objects challenge the general idea of iron as a symbol of power. Ab-
stract objects, their shapes reminiscent of the letters in the word ‘celluloid’, form 
independent structures in space. Kudlicka employs the opposition between 
iron’s physical presence and the use of words as ephemeral material to confront 
the phenomenon of iron with, as it were, invisible forces.”



Wide Angle, Sculpture, 2012, powder coated steel, glass, 222 x 180 x 140 cm.



Film Roll, Sculpture, 2012, powder coated steel, 103 x 93 x 6 cm. Close Up , Sculpural Collage, 2012, powder coated steel, glass, 26 x 24 x 17 cm



Selected exhibition views



the weight of 8,  exhibition view at ARCOmadrid 2019



Elements of Peaceful Engagement., 2017 Exhibition view at ŻAK | BRANICKA



sugar in the ashes. Official Capacity, 2017 Exhibition view at La BF 15, Lyon, France



Quality Control and Standard Verification, 2016 Exhibition view at MWW, Wrocław, Poland



2016 exhibition view at Revolver galeria, Lima, Peru  



a divided dot, exhibition view at AT gallery, Poznan 2015



Protocol of errors on.e, 2014. Exhibition view at ARCOmadrid  



I lost a minute but gained a day, 2012. Exhibition view at CGAC Santiago de Compostela, Spain, wall size 1200 x 310 cm



Numbers minus letters, 2012. Exhibition view at CGAC Santiago de Compostela, Spain.



one more than 10, 2010. Exhibition view at Invisible Dog, New York.
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