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Daniel Adeosun as Claudio and
EleanorWorthington-Cox as Hero

SarahHemming

Like many a football match,Much Ado
About Nothing is a play of two contrast-
inghalves.At first, it’sall smoothmoves,
nimble footwork and some crafty team
manoeuvres to bring longtime sparring
partners Beatrice and Benedick to
admit their true feelings. And then —
bam! — serious foul play and themood
switches in an instant. So it makes
perfect sense for director Michael
Longhurst to set his new RSC produc-
tion in the high-octane world of
professional football.
Here, the audience take their seats to
the indistinct chants of an unseen
crowd, delirious following victory for
Messina FC. The men return, not from
battle, but from conquest on the pitch,
among themDon Pedro the teamman-
ager andClaudio theman of thematch,
having scored a crucial last-minute
goal. Giddy on glory, they roll out of the
stadium, visible at the back of Jon Bau-
sor’s set, and into amedia andmanage-
mentmaelstrom.Among the throngare
Peter Forbes’s affluent Leonato (here
theownerof the club), his sweet daugh-
ter Hero (Eleanor Worthington-Cox),
with whom Daniel Adeosun’s upright,
naive Claudio falls spectacularly in
love, and Freema Agyeman’s Beatrice,

a sharp-tongued sports commentator.
It’s a smart concept that pitches
Shakespeare’s bittersweet comedy into
a contemporary setting, where celebri-
ties enjoy glossy lifestyles but are
subject to instant online judgment.
Claudio’s professed devotion to Hero
andhishideouspublic rejectionbecome
even more extreme, with every move
livestreamed on countless cameras and
phones, and social media snapping up
the chance to shame Hero (abusive
comments are projected around the
auditorium). The images that fool
Claudio into thinking his sweetheart
unfaithfularedigitallyaltered.
Much of this makes sense, highlight-
ing how, four centuries on, there’s still a

Clockwise, frommain:
Klára Hosnedlová with her
new Berlin installation,
‘embrace’; performers
move through the show
prior to its opening;
images embedded in
the hanging fabric
Vitali Gelwich; Zdeněk Porcal

and unexpected projects”. But the col-
laboration also marks a turning point
for thestate-ownedmuseum.
Sam Bardaouil, co-director of Ham-
burgerBahnhof, sees thepartnership as
a necessary response to a shifting cul-
tural landscape. “New types of alliances
have to be forged thatmove beyond the
dichotomies of thepast: the private and
thepublic; thecommercial and thenon-
commercial,” he says. “For us, it was
important to give the space to a new
voice that is takingmonumental sculp-
tureandbringingadifferent twist to it.”
Hosnedlová isn’t the first artist to
bring an epic spin to textile, but she has
developed a unique interdisciplinary
approach that has thrust her into the
spotlight in recent years. In each of the
environments she creates, she embeds
hyperrealist embroideries depicting
magnified views of bodies, which she
bases on photographs or films of closed
performances undertaken at past exhi-
bitionsbeforetheyopentothepublic.
The imagery in embraceharksback to
her soloouting atBasel’sKunsthalle last
year, titled Growth. Performers wearing
etherealmeshgarmentsmovedthrough
the gallery, touching and altering the
works.Although these figures arenever
present during the actual exhibitions,
Hosnedlová believes the after-effects of
their presence enhance her installa-
tions. “I like the feeling that they were
just thereand then left,” she says. “They
leavemarks on the floor, the walls, and
piecesofclothes.”
Preservedascarefullystitchedportals
into the past, these private stagings
become delicate fragments that
together formthewidernarrativeof the

S trange forms have taken root
in Berlin’s Hamburger Bahn-
hof. In the contemporary art
museum’s vast hall, monu-
mental hanging “tapestries”

loom like a forest fromadistant planet.
Their organic, shaggy appearance falls
somewhere between mossy under-
growth and matted animal fur. Long
tendrils unfurl across the floor in near-
monstrous fashion.
Yetwhatmight seemalien to us is for
Berlin-basedCzechartistKláraHosned-
lová deeply familiar. In her sculptural
environments, Hosnedlová entwines
autobiographywith thebroaderhistory
of her homeland, mashing up architec-
ture and textiles into unwieldy land-
scapes thatmakeusquestionwhat time
period we’re in. These giant flax and
hemp structures, for instance, nod to
Bohemian craft traditions, which the
artist brings into stark contrastwith the
industrial setting of the museum — a
formertrainstation.
“The architecture is very masculine
and I wanted to work against that with
some very soft and fragile material,”
Hosnedlovásaysaswewalk throughthe
installation, titled embrace. She speaks
enthusiastically, eager to explain the
storiesbehind thearrayofmaterials she
uses. “These colourful details are
melted glass, which is a technique that
was always used during socialism,” she
says pointing atwhat look like extrater-
restrial ribs ensconced in archaic-look-
ing reliefs flanking her tapestries —
forms that appear both futuristic and
fossilised. “The glass comes from the
only factory in the Czech Republic still
usingthis technique.”
Hosnedlová has worked on a grand
scale since her student days at Prague’s
Academy of Fine Arts, and says she
always dreamt of bringing her colossal

creations to this cavernous space— the
erstwhile stage for several sprawling
works by Tomás Saraceno, Anne Imhof
and Katharina Grosse. That opportu-
nity came when she was awarded the
inaugural Chanel Commission, a three-
year partnership between the Chanel
Culture Fund and the museum that
aims to support an annual immersive
installation inthehall.
YanaPeel, global headof arts andcul-
ture at the fashion brand, describes the
initiative as the fund’s “most ambitious
partnership in Europe” and a continua-
tion of its aim to support “avant-garde

earthy interventions cast a post-apoca-
lyptic pall over the scene; the utopian
promise of communism transformed
intoavisionofanuncertainfuture.
“Brutalist architecture versus nature
is something that Klára uses poetically
to deal with this question of shifting
political structures,” says Bardaouil.
“There is architecture as a form of
ordering the world, which was very
muchpartof fascist andSoviet architec-
ture, but then there’s nature that comes
inandsubverts thatrigidityandlogic.”
Much like the place she grew up in,
Hosnedlová’s work lives in the border-
lands between nature and civilisation,
pastandpresent.Thesetensionsemerge
through precise contrasts: fine embroi-
derymeetscoldsteelandcastglass,craft
traditions collide with industrial proc-
esses. But it wasn’t always easy for the
artist tobesoboldwithhermaterials.
“When I was studying in Prague,
no one was working in textiles as it
was thought of more as applied art,”
says Hosnedlová. “I painted through
embroideries and fibres, but for the
teachers it wasn’t very acceptable.” She
recalls feeling pressured frommale stu-
dio heads to create large-scale canvases
— what they deemed as “good” paint-
ings. “Withembroidery Ididn’t feel that
pressure. It gavemea lotof freedomand
theprocesswasmoremeditative.”
Since then, Hosnedlová has only
grown more confident in her world-
building, tackling everything from
clothes and performances to furniture
andsculptures.
Now, for the first time, she is experi-
mentingwithsound,blendingMoravian
folk songs, church bells and verses in
Czech delivered by rapper Yzomandias
in a soundscape designed to further
enhance the installation’s temporally
ambiguous atmosphere. In Hosned-
lová’s words: “When you are here, you
are not sure if you are really in the past,
presentor future.”
With their dreamlike atemporality,
her environments form amirror of our
times —when not just history, but also
fashion, culture and architecture
appear caught in endless cycles of repe-
tition. “Sometimes it seems like we’re
repeating the past,” Hosnedlová says.
“However, I’m not trying to think too
muchabouthistory, but rather trying to
findanewlanguage.”
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strong streak ofmisogyny in public life
andhowrapidly that asserts itself in the
world of sport. Adeosun andWorthing-
ton-Cox convince as achingly inexperi-
enced young people caught up in a
worldthat ill-prepares themfor life.
The setting likewise supports those
who find themselves on the edges of all
the hoopla. NickBlood’s funny, likeable
Benedick deploys laddish banter as
armour. His relief, when he can aban-
don it, is palpable: he emerges, beaming
with delight from the onstage swim-
ming pool where he has dived to avoid
detection while eavesdropping on his
friends. Agyeman’s sharp put-downs
suggest Beatrice is a woman for whom
determined independence has become
abrittlehabit.
But there is an awkwardness to the
evening—a sense of straining for effect.
Inplaces, it’s as if the concept iswearing
the drama, rather than the other way
around. Characters get lost and someof
the comedy is over-emphatic, feeling
staged rather than a natural conse-
quence of the characters’ situations. In
football parlance, there are too many
heavy touches, with the result that you
notice the effort, rather than the result.
Meanwhile thatonstagepool, funas it is,
forces much of the action upstage, dis-
tancing the performances and making
audibilityanissue.
A great game plan, flashes of bril-
liance and some cracking perform-
ances. But this feels like one of those
matches where all the players work
hardyet theresultproveselusive.
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Anartist searching for anew language
KláraHosnedlováhas created
adisorienting, beguiling
worldwithher sculptural
installation inBerlin.
She talks toKristinaFoster

artist’s output.Hosnedlová has already
documented a performance at embrace,
which will yield imagery for her next
exhibition. “The thread of embroidery
is not only a physical thread but a tem-
poral thread where every time Klára
looks back on the work that she did
before,” says Bardaouil. These stitched
elements invite reflection on theknotty
concept of time: the entangled threads
of history, or the disparate memories

that, woven together, shape the overall
arcofour lives.
Hosnedlová herself grew up sur-
rounded by the weight of history. Born
in 1990, just before the fall of the Soviet
Union, shewas raised in ruralMoravia,
where the visual and socio-economic
traces of communism still remain.
“Where I am from, on the onehandyou
have beautiful nature, but on the other
hand there are also many factories
where someofmy familymembers still
workforvery littlemoney,”shesays.
This post-socialist terrain is reflected
throughout the installation: a floor laid
with grey concrete tiles, once standard
in Soviet-era buildings, stretches out in
a drab, utilitarian expanse. But its uni-
formity is disrupted by patches of soil
brought from the artist’s village and
what seemtobepuddles ofwater (actu-
ally transparent epoxy resin). These

‘When you are here,
you are not sure if you
are really in the past,
present or future’


