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JeneHa Kpusokanuh

MAJA CUMUR

OrnepHu cnyyajesun jeaHe aHTponomeTpuje

MonyT TpaaMLMOHANHUX IMKOBHUX AUCUMNANHA, C/IMKAPCTBA, CKYNNTYPE UK apxXUTEKTYpe, U rpadumka
je y cBOjoj uctopmjm og BpemeHa peHecaHce, NpeKko Basapujesux ctygmja, na cee fo 20.8eKa M HayKa
TeopeTndapa KnumenTa MpuHbepra — Kao nocneaunua gebate o pecnekTabuaHom AOCTOjaHCTBY

1 MPUOPUTETY CIMKAPCTBA Ha PayyH CKYANTYpe — Kao CBOj OCHOBHW KBaNIUTaTMB U CneuupuyHocT
npeysena MMMNepaTmMs O ONTUYKOM NPUMATY, TaYHUje O ,MUKTYPaHUM” BpeAHOCTMMA CBOT Meauja.
JenaH og, pasnora 3a Tako HewTo, Ayro je 6o Nnocneguua MULWL/bEHA 4a Ce jeAHO YMETHUYKO AeN0 He
MOXKe KOHOUIypmucaTh OTUCKMBabeM NPOCTe MaTepuje Uan ,emaHaumnje” eHor pedepeHTa, Beh camo
MCKa3nBakbeM HeKe KOHKpeTHe uaeje popme-HaLpTa, 4EMOHCTPALLMjOM TaKo3BaHoOr disegno-a.

Disegno ce, Kao CTPaTeLW KN KOHLUENT XYMaHWUCTa U FfeHEPUYKM KOHLENT JIMKOBHUX YMETHOCTU, Kao K
NUKTYpanHu aTpubyT jeaHor cosa mentale n eKCNy3MBHOT HOCMOLLA K/bYHHMX €CTETCKMX BPeAHOCTH
K/IaCMYHO ONpeaesbeHNX AUCLUMUMNIMHA, BPEMEHOM MEH A0, MPOLUMPUBAO WU, je, Ha MPOTMUB, Y
noTnyHocT1 abonmnpaH. Mpakca OTUCKMBaAbA, UHAMPEKTHO M rpaduykor meaumija, y 20. Beky, 4obuna je Ha
3Ha4ajy Ha payyH Heraumje CANKAPCKOT MIY3MOHM3MA UM ONTUYKOT NPMMATa Megmja, Kpo3 pasinymTe
reHese ,uaeje o OTUCKMBakbY", 04, KPUTMKE PETUHAHOT, Koje He 3abopaB/ba obaBesyjyhe carnegasarba
[ena Kao xantTnykor GeHomeHa, norneaa KOHTaKTOM; MPeKo OTUCKa Kao apxeTuna npovsseaeHor
HECBECHMM MOCTYNUMMa ayTopa, pe-MHTErpucakbem Tparosa UWYesNnxX UMBUAN3aLmja; 40 naeje oTucka
Kao O¥KMBJ/baBatbe TPArosa PUTYanHO-MarmjcKMX Uam NocTynaka BoheHnx aHTPONoNOLWKUM yBUAMMA

(M. OunwanH, 1. MNonok, W. KnajH, B. MaHe, . NeHoHe...).

KnacmyHa yMeTHOCT, aiu U UCKYCTBO CaBPEMEHE BUPTYE/IHE PeasHOCTH, [e[aHo U3 jeaHor cacBUM
APYror yrna, CTBOPUAM Cy KyAType Koje Ha Hajpasnnuntunje HaunHe epemepmsyjy deHomeHe oTUCKa

M KOHTaKTa MK YaK BP0 epUKacHO Kpeunpajy ,,dobunjy sogmpa“. Y paay Maje Cumuh, ocum ca rope
NOMEHYTUM eCTETCKMM Npakcama 20-BeKOBHOT OTUCKMBakba, OAMrpaea ce U ,,cycpeT” ca KyaTypama
Koje Heryjy npakcy cneunduyHe MHTEpPaKLMje OTUCKA M KOHTAKTa, 04, NPeno3HAT/bUBOT PEeNUTUjCKoT
Hacneha — OTUCKMBaKbE CBETAUYKMX Tela Ha TKAHWMYHMM NMOKPOBMUMA U TpaaMLMja ex voto-a; Npeko
peBmamparba NO3HATMX aHTPOMOOLWKMX YBUAA — KPO3 NPaKCy M3narakba 0TMCaka NOCMPTHUX MacKu y
KabuHeTMMa PETKOCTU UK NPUKa3nBakbeM aHAaTOMCKMX 4€10Ba Tena y HayyHe CBPXe; Kao M NoKyLuaja
KpajHbe LeNNKATHOT YBEe3MBakba PA3INUYMTUX ECTETCKMX YNHOBA YMETHULLE Ca MHTUMHUM PUTYanuma
CBAKOAHEBULE — NOBE3NBakbe TPAANLIMOHANHE MKOHOTpaduje conyumjckor npounwhersa, TpaHcrpecuje
Tena y NaTky UK JbybaBHO] EKCTasmM ca NapanesnHo AyHoKo YKOpereHUM TMYHUM UCKYCTBOM U
ayTobuorpadpckMm 3anmcmuma.

OcoBMHY 0BOT pafa NpeacTaB/ba cneumonyHa ayTonopTpeTcKa KoHLenuumja, TauHuje Teno came
YMETHULE, NPOLECYNPAHO Y eTaNHUM OTUCKMBaMMa Tela Ha PasINuUTMM Nogaorama (emajnvpaHe
nop/iore, NnamyyHe TKaHULE, NAEKCUINAC, Nanup, APBO, CTAKA0 U KEPaMUUKe MA0YMLE), Y UAEHTUYHUM
XOPU3OHTAIHUM MONOXKAjMMa KOjU pe-UHTerpuLLly oBa UCKYCTBa paja Y PasninuunTum rpadpuykum
Meanjuma 1 puTyasie CBaKoAHEBULE KOjU HAcTOje Aa yCnocTaBe HOBY PaBHOTEXY ogHoca nsmehy
KOHLLeNTa 1 Npakce omucka, 0o0upa u KoHmakma. Pag, nog, Hasusom PedoeHO ce Kynana, npeacTas/ba



MOKAa NPBU reHepUYKM aKT OBE MHTPOCMEKLME Y YMjeM je CpeamLITy camo Teno ymeTHuue, bpyTanHa
mMaTepuja OTUCHyTa y peanHoj cpasmepu 1 Ha 1 (oTUCKMBatbe Tena ogurpasa ce y KynaTuicKoj Kaau,
CTaHa y KOMe YMETHULLA KMBM), Y MOKYLLAjy emnaThje U pe-uHTerpaLmje ca UwW4esnnm npucycTBom
ZyXa NPeTXoAHMX CTaHapa WM OHOTa LUTO CTyAMje KyATypHe aHTPonooruje Hasueajy dpatanHocTt
CycpeTa ca CBOjUM CONCTBEHUM [ BOjHUKOM UM CBOjUM HEM30CTaBHUM Jpyaum. o Kasusarby came
YMeTHMLLE Y OBOM paay OHa: Y psoj 8ep3uju cam nuye omeopeHuUx ycma omucHysaa mako 0a ce
0meop ycma noKsaonu ca 008000M, KaKO bux Hazsaacuaa 0a HU3 00800 He 00/103U CaMO mamepuja He2o
u dyx u ¥cusom, Kao u 0a 6ux ybedsousuje npeHesna ymucaxk 80symeHa pyre, Herno3Hame npasHuUHe y
Kojoj cee Hecmaje. Y Hamepu 0a Hazaacum acrieKm npoaa3HoCcmu, Npu Opy20mM omucky cam 3ay3ena
10/103(aj Koju Ha208€eWMABA NAMbY U CMPM, KOju aayoupa Ha (hemasnHu nosoxmaj Mpmeux y cmapum
2pobHuyama, anau b6e3 crnokoja, enase 3abaveHe y KpuKy ovaja. Tpehu omucak ce cacmoju u3 0sa
OMUCKa HACMAsa peno3uyuoHUParbemM mesd, ca asay3ujom Ha nocaedru mp3aj, nokywaj da ce
npesasuhe cmpm, npodyxu Husom.”

Y cepuju pagosa nog Hasusom ok Hac cmpm He pacmasu, Kpeeemu v CHosu, pekpenpa

ce HeKo/IMKo dopmManHux obenerkuja bpaka, og 6pavHe poTorpadmje n bpayHe 3akneTse, 40
anonoreTKe cBakogHeBULUe jeaHor (/bybaBHOr) Napa, KpeBeTa Kao NPOCTOpa HUXOBE MHAMBUAYANHE

W NapTHepPCKe pasfinKe, pa3sMmeHe U NoTeHLMjaaHe aroHuje 360r HeUMHTerpucaHor corncmaedad y jeHom

0J4, HajaeNnnKaTHUjUX cacTaBa 3ajegHuULE MHAMBKAYA, a TO je 6payHa 3ajegHuua. MocebHo y cepujama
Kpesemu v CHo8U, NapTHEPCKM KUBOT MOMKE Ce Pa3yMeTu Kao HajbpyTanHuju oTucak 6e3 npeTxogHor
npobHor oTUCKa, KoHdUrypaLumja 6e3 nopekna u nepcrekTMBe, ca3faHa Ha ,,pasnnuKama 1 ognarakbmma’,
HaCTa/IMM Ha C/lyYajy MAEAIHOT NOKaNakba v U3MULAHba MAEHTUYHUX rpaduukmx maTpuua /
€MOLMOHaNHNX CTakba / IMHeapHuX cactasa. Luknycu Kpesemu, CHosu v [JoK Hac cmpm He pacmasu
A04Yapanu cy Ham, Ha jelaH cacBUM APYrayumju HauMH of TpMnTuxa PedosHo ce Kynasaa, 0BO UCKYCTBO
aTpodupaHe BU3YyeNHOCTU, AHTPOMONOLLIKY UrPpy KOHTAKTa U AUCTaHLE, Nornes KOHTakTom, mehynpocTop
npobyheHe u (He)pazmereHe YyNHOCTH, MPUYY O YACTOM U HEYUCTOM, MOTPAry O CONCTBY Kao O BPeMeHY
nytyjyher, nponaseher u HeogomaheHor, ann mor Heonosusor /lpy2oe2, Npu4y 0 anoTeo3un sbybasu un
YOBEYHOCTH.

CBa Tpu uMKayca HacTajana og 2002. roamMHe A0 AaHAC, MaKo NpeaoyeHn Kpo3 MKoHorpadpujy
WMHTUMHMX 3anuca U mecta daTanHe cUMeTpUje CONCTBa U kerosor Jpyzoe, Kpo3 noTpary o MAeHTUTETY
Ha MecTy HeroBor BULLIECTPYKOr NOPEKNa, jeqHOBpeMeHO nNpeacTaB/bajy peHoMeHe KOMMNEKCHe
couMjanHe UHTepaKLMje N KyAType y Kojoj ce joll o HOBOBEKOBHOT BpeMeHa A0 AaHac npenanhy
BM3Yye/IHM eIeMEeHTU CaMOT KOHTaKTa W acnekTa cTBapu, memopabununje npeamerta nsmehy penuksuje
W NOPTPETCKOr OTUCKA, CUMBOIMYHM FECTOBM KUBUX U TECTOBU MPEMUHYNX, KAo U benexerbe pasa
BPEMEHa Y Tpajatby }KMB/bEHOT HONA, Kesbe U JbybaBHe YerkHbe.



Maja Cumuh

alanmaja@gmail.com

PoheHa y Kuknnam 1975. roguHe. unaomupana Ha Mpadpuyukom
opaceky PakynTeTa IMKOBHUX ymeTHocTU y beorpaay 2002. roaumHe, a
maructpmpana 2005. Og 2013. roanHe Ha YMETHUYKUM OOKTOPCKMM
cTygnjama. CamoctanHu ymeTHUK og 2003. rogmHe. U3naxke og 2001.
rogvHe Ha npeko 120 rpynHUX U3NoK6u y 3eM/bU U MHOCTPAHCTBY.

CamocTasiHe U3noxbe

2016. NlnkosHa lanepwuja, KUB, beorpag

2013. Tanepwja MNpaduukm KonekTns, beorpag;
lanepuja S, KuknHaa

2008. lanepwja Npadpuukm konekTns, beorpas;

2005. JlnkosHM canoH loma KynaTtype, Yavak;
lanepuja ®NY, beorpag

2004. lfanepwuja Hopgujcka ceetnoct (Nordens Ljus—Galleri), CTokxonm,
LLBeacka
lanepuja 77, Hnw

2003. Tanepwja Mpaduukm KonekTns, beorpag;
lanepwuja Terra, KuknHga

Harpage un ctunenguje

2016. Tpeha Harpaga, 10. Ex Yu KOHKypc 3a rpadumky, beorpag,
OTKyn MuHucTapcTBa kKynType Penybimke Cpbuje
2015. Benuku nevart, Mpaduukm konektms, beorpag
[pyra Harpaaa, Il UHTepHaumoHanHu canoH rpaduke, Kpasweso
OTKyn MuHucTapcTBa KynType Penybivke Cpbuje
2014. KoHTpacT Harpaga, | UIHTepHauMoHanHu TpujeHane gurutanHe
rpaduke, Ppubyp, LLIBajuapcka
OTKyn MuHucTapcTBa kKynType Penybanke Cpbuje
2012. Harpaga MuHuctapctsa KynTtype Penybnuke Cpbuje,
Mana rpadwmka, lanepuja MNpadumykun KonekTus, beorpag,
2004. Harpaga MuHucTapctea KynType Penybavke Cpbuje,
Mana rpadwmka, fanepuja MNpadunukun KonektTms, beorpag,
2003. OTkyn ymeTHMYKMX gena CekpeTapujaTta 3a KynTypy
rpaga beorpaga
2002. Harpagaa 3a rpadmky hophe AHapejesnh KyH 3a 2001-2002.
roauHy
CtuneHaumja poHaa Kpamwesckor goma Kapahophesuha
2001. Harpaaga ®akynteTa IMKOBHUX YMETHOCTM 3a rpadmKy 3a
2000-2001. roguHy;
Tpeha Harpaga 3a ekc IMbpuc GpaHLyCKor KyNTYPHOT LeHTpa
y beorpagy

OpabpaHe rpynHe usnox6e

2016.
2015.

2014.

2014,
2012.

2009.

2007.

2006.

2005.

2005,

2004.

2003.

| Huwku canoH: 20/2, Fanepuja Cpbuja, Huw

INTERBIFEP, Ty3na, BUX

IIl mehyHapoaHu canoH rpaduke, Mpascka ranepuja, Kpasmeso
BujeHane caspemeHe rpaduke, Ferme ta boite — Shut up,

Tpoa Pusje, Keebek, KaHaga

BujeHane akBapena, CaBpemeHa ranepuja, 3perbaHuH

| MehyHapoaHu TpujeHane aurutanHe rpaduvke, lanepuja
KoHTpacrT, LBajuapcka

Il MehyHapogHu TpujeHane rpaduke, NasuboH Lsnjeta 3ysopuh,
Beorpag,

KmyyHa peu: rpaduka, Nanepuja Npaduukm konektus, beorpag,
2005, 2003. MehyHapoaHo 6ujeHane ymeTHOCTM MUHMjATYpe,
MogaepHa ranepuja, lopwu MunaHosal,

Oujanor, LleHTap 3a rpaduKy 1 BU3yesHa UCTPaXKUBakba
Akagemuja, beorpag,

CaBpemeHa rpaduyka npoaykumja y Cpbuju, OTucak BpemeHa,
AKagemuja TMKOBHUX ymeTHocTH, KcnaH, KuHa

Ipadumka 6e3 npuTUCKa M OTUCKA, Manepuja MpaduyKM KONEKTUB,
Beorpag,

Pa3nnuuntn acnektu ¢purypaumje, Samsung Raemian lanepuja,
Ceyn, Kopeja

IX MehyHapogHu bujeHane upTexa u rpaduke, Masters of Drawing
and Graphic Art, bep, Mahapcka

lpudoH, BujeHane rpadumykor amsajHa, lanepuja padpuukm
Konektus, beorpag

V MehyHapogHu bujeHane caspemeHe rpadpuke, Mysej nenux
YMeTHOCTH, Jlnjex, benrunja

CtpaHo, 6aucko, KyntypHu ueHTtap Cpbuje, Napus

2003. 3natHo nepo beorpaga, VI MehyHapoaHu bujeHane
nnyctpaumje, lanepuja Mporpec

Ipaduka paHac, LleHTap 3a Bu3yenHa uctpaxkmeara Kpyr, Hauak;
ConyH, lpuka

Penaumjcka nenota, Exposeptember, Skulpturens Hus, CTokxonm,
LiBeacka

La Collecte Internationale Two, LleHTap 3a rpaduky v BusyesnHa
MCTpaxkmBarba AKagemuja, beorpag,

| MehyHapoaHa FISAE nsnoxba CGD eknnbpuca, CUHKT Hu1Knac,
benruja

MNpenosHaTtn pykonuc, lNanepuja caBpemeHe ymetHoctH, LieHTap 3a
KynTypy MaH4yeso

MN3nox6a Ornepano bankaHa, fiuue — UaeHturtert, fanepuja
HapogHor my3eja, Kpa/beso

BankaHcka rpadmka, MaraumH B, ConyH, Mpuka

42. OkTobapcku canoH, fanepja Y/1IYC—a, beorpag
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Kpesem 4 Bed 4
2002, aurutanHa rpaduka 2002, digital print
2x63cmx100cm 2x63cmx100cm




PedosHo ce Kynana 1 She Bathed Regularly 1 PedosHo ce Kynana 2
2002, aurutanHa rpaduka 2002, digital print 2002, aurutanHa rpadumka
63 cm x 100 cm 63 cm x 100 cm 63 cm x 100 cm



She Bathed Regularly 2 PedosHo ce kynana 3 She Bathed Regularly 3
2002, digital print 2002, aurutanHa rpaduka 2002, digital print
63 cm x 100 cm 63 cm x 100 cm 63 cm x 100 cm



Omucak, nuye Imprint, Face
2004, purutanHa rpaduKa 2004, digital print
63 cm x 100 cm 63 cm x 100 cm



Maja Simic

alanmaja@gmail.com

Born in Kikinda (Serbia) in 1975. Degree in Printmaking (2002) and
Magistra of Arts Degree (2005) from the Faculty of Fine Arts in Belgrade.
PhD Candidate since 2013. Freelance artist since 2002.

Has exhibited internationally since 2001 at more than 120 group
exhibitions.

Solo Exhibitions

2016
2013

2008
2005

2004

2003

The Art Gallery, Cultural Centre of Belgrade
Graphic Collective Gallery, Belgrade

Gallery S, Kikinda, Serbia

Graphic Collective Gallery, Belgrade

Culture House, Cacak, Serbia

Faculty of Fine Arts Gallery, Belgrade, Serbia
Nordens Ljus—Galleri, Stockholm, Sweden
Gallery 77, Nis, Serbia

Graphic Collective Gallery, Belgrade, Serbia
Gallery Terra, Kikinda, Serbia

Awards and Grants

2016

2015

2014

2012

2004

2003
2002

2001

3rd Award, 10th Ex Yu Printmaking Competition, Belgrade, Serbia
Ministry of Culture Award

The Great Seal, Graphic Collective Gallery, Belgrade

2nd Award, Third International Printmaking Exhibition, Kraljevo,
Serbia;

Ministry of Culture Award

Contraste Award, 1st International Digital Printmaking Triennal,
Contraste Association Galerie, Fribourg, Suisse;

Ministry of Culture Award

Ministry of Culture Award, Small Print Exhibition, Graphic Collective
Gallery, Belgrade

Ministry of Culture Award, Small Print Exhibition, Graphic Collective
Gallery, Belgrade

City of Belgrade Art Council Award, Serbia

Printmaking Award Djordje Andrejevic Kun for 2001-2002;
Scholarship of the Royal House Karadjordjevic Fund

Faculty of Fine Arts Award for Printmaking for 2000-2001;

3rd Prize at the International Competition for the French Cultural
Centre in Belgrade Ex Libris

Selected Group Exhibitions

2016
2015

2014

2014,
2012

2009

2007

2006

2005

2005,

2004

2003

1st Nis Salon 20/2, Gallery Serbia, Nis, Serbia

International Biennial of Drawing and Printmaking, INTERBIFEP,
International Portrait Gallery, Tuzla, Bosnia and Herzegovina

3rd International Printmaking Salon, Association of Fine and
Applied Artists, Kraljevo, Serbia

International Biennial of Contemporary Printmaking, Ferme ta boite
— Shut up, Trois-Rivieres, Quebec, Canada

Aquarelle Biennial, Contemporary Art Gallery, Zrenjanin, Serbia
1st International Triennial of Digital Prints, Gallery Contrast,
Switzerland

2nd International Printmaking Triennial, Cvijeta Zuzoric, Belgrade
Key Word: Printmaking, Graphic Collective Gallery, Belgrade

2005, 2003 International Biennial of Miniature Art, Contemporary
Art Gallery, Gornji Milanovac, Serbia

Dialogue, Centre for Printmaking and Visual Research, International
Printmaking Project

Contemporary Serbian Printmaking, Academy of Fine Arts, Xi‘an,
China

Printmaking without Pressure, Graphic Collective Gallery, Belgrade
Different Aspects of Figuration, Samsung Raemian Gallery, Seoul,
South Korea

9th International Biennial of Drawing and Printmaking, Masters of
Drawing and Printmaking Art, Gyor, Hungary

The Gryphon, Graphic Design Biennial Exhibition, Graphic Collective
Gallery, Belgrade

5th International Biennial of Printmaking, Le Musée des Beaux—Arts
BAL, Liege, Belgium

Foreign, Known, Serbian Cultural Centre, Paris, France

2003. Golden Pen of Belgrade, 6th International Biennial of
Illustration, Progress Gallery, Belgrade

Contemporary Printmaking, Centre Circle, Kraljevo, Serbia;
Thessaloniki, Greece

Relation Beauty, Exposeptember, Skulpturens Hus, Stockholm,
Sweden

La Collecte International Two, Centre for Printmaking and Visual
Research, International Printmaking Project

1st International Exhibition FISAE CGD Ex Libris, National Museum,
Sinkt Niklaas, Belgium

Graphology, Contemporary Art Gallery, Pancevo, Sebia

Mirror of the Balkans, Face — Identity, National Museum Gallery,
Kraljevo, Serbia

Balkan Printmaking, Warehouse B, Thessaloniki, Greece

42nd October Salon, ULUS Gallery, Belgrade



Jelena Krivokapic

MAIJA SIMIC

Experimental Cases of an Anthropometry

As have traditional fine arts disciplines like painting, sculpture and architecture, so has printmaking in its
history from the Renaissance, via Vasari’s studies up to the 20 century and the views of the theoretician
Clement Greenberg - as a result of the debate on the respectable dignity and the priority of painting
over sculpture — adopted, as its basic quality and specificity, the imperative of the optic primacy, more
specifically the “pictorial” values of its media. One of the reasons for that has long been the result

of a view that a work of art cannot be configured by impressing a simple matter or “emanation” of

its referent but only by expressing a concrete idea, demonstrated by its form or sketch, the so-called
disegno.

Disegno, as a strategic concept of the humanists and a generic concept of fine arts, a pictorial attribute
of a cosa mentale and exclusive bearer of the key aesthetic values of the classical disciplines, has
changed over time, expanded or has, on the contrary, been completely abolished. The practice of
imprinting, indirectly also a practice of a printmaking media, gains on importance in the 20 century on
the negation of the painterly illusionism or the optic primacy of the media, through the different geneses
of the “idea of imprinting”, starting with the critic of the retinal, identifying perception of a work of art
as a haptic phenomena, a gaze by contact; via print as an archetype produced by the unconscious acts of
the artists, reintegrating traces of vanished civilizations; up to the idea of an imprinting that revives the
ritual magic traces or processes directed by anthropological insights (M. Duchamp, J. Pollock, Y. Klein, G.
Pane, G. Penone ...)

Classical art as well as the experience of present-day virtual reality, from a completely different points

of view, have produced cultures that in the most diverse ways make ephemeral the phenomenon of

the print and contact or even very effectively create “the phobia of the touch”. Apart from the above
mentioned aesthetic practices of 20-century imprinting, we see in Maja Simi¢’s work an “encounter”
with cultures and religions that cultivate the practices of a specific interaction between the print and the
contact. From the recognizable religious legacy of printing the image of the saints’ bodies on the textile
shrouds or the production of traditional ex-votos, over the revision of common anthropological insights
- through the practice of exhibiting death masks in curiosity cabinets or showcasing anatomical parts of
the body for scientific purposes — these traditions are all delicately linked to the various aesthetic acts of
the artist and the intimate rituals of her daily life. The traditional iconography of solutionary purification,
transgression of the suffering body or body in the ecstasy of love simultaneously are all being closely
related to the artist’s personal experience and her autobiographical “body-writings”.

The core of this work is constructed around a specific concept of a self-portrait, more specifically the
body of the artist, processed in serial printing on various surfaces (enamel surfaces, (cotton cloth,
Plexiglas, paper, wood, glass and ceramic tiles) in identical horizontal positions that reintegrate the
different experiences of working in different printmaking media and the ritual daily life that seek to
establish a new balanced relation between the concept and the practice of the (im)print, touch and
contact.



The piece entitled She Bathed Regularly maybe presents the first generic act of this kind of introspection
in whose center is the artist’s body, brutal material printed in life size proportion of 1 to 1 (the imprinting
of the body took place in the bathtub of the flat the artist lives in) in an attempt of empathy and
reintegration with the vanished presence of the spirit of the previous tenants or what the studies of
cultural anthropology call fatal encounter with one’s virtual twin or the obligatory Other. The artist

said about this work: “In the first version | imprinted the face with my open mouth positioned in such a
way that the opening of the mouth covered the opening of the drainpipe, thus | was able to stress that

it was not only the matter that goes down the drainpipe but also breath and life, as well as to more
convincingly convey the impression of the volume of the hole, an unknown void in which everything
disappears. Intending to stress the aspect of transience, in the second print | positioned myself in such a
way as to indicate suffering and death, to allude to the fetal position of the dead in ancient graves, but
without serenity, with the head thrown back in a scream of despair. The third print is made up of two
prints of the body turning, alluding to the last convulsion, an attempt to overcome death, prolong life”.

In a series of pieces entitled Till Death Do Us Part , Beds and Dreams several formal of features of
marriage are recreated, starting from the wedding photo and the wedding vows, to the apologetics of
daily life of intimate companions, the bed as the space of their individual and partner diversity, exchange
and potential agony due to the unintegrated Self in one of the most delicate unions of individuals — that
being the marriage union. Especially in the series of prints Beds and Dreams, life with a partner can

be seen as the most brutal imprint, the one without a printing proof, a configuration with no origin or
perspective, constructed on “differences and delays”, that evolved on the incidents of a full match and a
slipping of identical printmaking matrices /emotional states/linear configurations. The cycles Till Death
Do Us Part, Beds and Dreams have evoked in a completely different way then the triptych She Bathed
Regularly; the experience of an atrophic visuality, the anthropological game of contact and distance, gaze
by contact, the interspace of an awakened and (not) exchanged sensuality, the story of the pure and
unclean, the search for the Self as a time of the vagrant, transient and undomesticated but her/his very
own irrevocable Other, the story of the apotheosis of love and humanity.

All three cycles that have been in the making since 2002 although presented through the iconography
of intimate records and places of fatal symmetry of the Self and its Other, through a search for identity
at the place of its manifold origin, simultaneously present phenomena of complex social interaction and
a culture where from the time of the Modern Age up till the present entwine the visual elements of the
raw imprint and the aspects of things, memorabilia as objects between reliquary and portrait imprint,
symbolic gestures of the living and gestures of the dead as well as the factual time measuring within
one’s internal duration of pain experience, desire and longing for love.
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