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AURORA KIRALY

Proiecte recente / New Projects



Aurora Kiraly alege pentru proiectele ei o frecventa unica de comunicare
cu lumea. Limbajul ca arta alterneaza cu retorica omogena a sistemului

de informare modern si intre aceste planuri apare un subtil transfer de
substanta. Intimitatea domestica a scrisului, eleganta formala a fotografiei

si o lumina speciald spun mereu o poveste buna. Straturi de emotie si
consultanta reitereaza viata adevarata.

Din lunga istorie a avangardei abstracte, Aurora Kiraly preia si leaga
inevitabil arta de cunoastere. Liniile care organizeaza opera sunt austere, dar
serene. Dimensiunea conceptuala este asociata cu istoria, speranta, trauma,
memoria, relatiile umane, gandurile unui copil, gradina, ultima zapada...

Un sens profund urmareste infuziile de limbaj si real-life si accepta codul
experimental pentru diverse necesitati cotidiene.

De-a lungul timpului, activitatea Aurorei Kiraly a sondat domeniul artei
contemporane din diverse perspective. In anii ‘90 si 2000, proiectele sale
au explorat capacitatea fotografiei de a inregistra cotidianul, combinand
concomitent fragmente autoreferentiale cu aspecte documentare ale

vietii de zi cu zi. Fotografiile sale alb-negru si color se concentreazi pe
detalii care in mod obisnuit trec neobservate, pe ,fixarea” unor momente
personale, in dorinta de a pastra aceste fragmente, de a le intelege si de a
reflecta asupra existentei.

Din 2007 preda la Departamentul Fotografie si Imagine Dinamica al
Universitatii Nationale de Arte din Bucuresti, experienta care a facut-o

sa isi reevalueze activitatea artistica si sa revina cu proiecte noi, mature si
profunde. Lucrérile sale actuale pun in discutie sursele la care apeleaza
artistul contemporan in alegerea tematicilor si modul cum se raporteaza la
contextul / istoria recenta / istoria artei. Influenta tendintelor internationale
si a pietei de arta asupra productiei artistice, creatia si practicile artistilor
care fsi ,ascultd” si asuma o ,voce” proprie sunt citeva dintre problematicile
care o preocupa in prezent.

Expozitii personale: 2017 - Geometrii construite: spatiu, timp, memorie,
Galeria Anca Poterasu, Bucuresti; 2016 - Reality check, Galeria Calina,
Timisoara; 2015 - Cut & Paste Histories, Alert studio, Bucuresti; 2003 -
Duet, Galeria din cetate, Targu Mures; 2000 - Arheologie feminina, Centrul
International pentru Arta Contemporand, Bucuresti; 2000 - Melancholia,
Centrul Cultural Sindan, Cluj; 2000 - Melancholia, Fotogaleria GAD,
Teatrul National 3/4, Bucuresti; 1999 - Untitled, Centrul International
pentru Arta Contemporana, Bucuresti.

Participari in expozitii de grup (selectie): 2017 - Viata - mod de
intrebuintare, Art Encounters, Bienala de Arta Contemporana, Timisoara si
Arad; 2016 - Fard pensule, Atelier 030202, Bucuresti; 2016 - Fostul viitor,

Arcub-Hanul Gabroveni, Bucuresti; 2016 - Istoria noastrd despre altii.

Bucuresti - Un oras vazut prin patru lentile, in cadrul NAG#10, Scena?,
Bucuresti; 2016 - Brain Tatoo - A Map of Obsessions, Institutul Cultural
Roman, Lisabona; 2016 - Fete cu idei [Bdieti si picturil, Lateral Art Space -
Fabrica de pensule, Cluj; 2014 - WHAT ABOUT Y[OUR] MEMORY, Muzeul
National de Artda Contemporan, Bucuresti; 2013 - Eu, En, Ich Il - Mituri,
Victoria Art Center, Bucuresti; 2013 - Good Girls -~ Memory, Desire, Power,
Muzeul National de Arta Contemporana, Bucuresti; 2004 - Preview,
Kalinderu Medialab, Bucuresti; 2002 - RDV roumaine - l'espace En Cours,
Paris, Franta; 2001 - Woman'’s room / Woman’s view, Galeria Paromlin,
Zagreb, Croatia; 2001 - Foto Documente, Galeria Noud, Bucuresti; 2001 -
The Dream of My Life, National Art Gallery, Sofia, Bulgaria; 2000 - In Full
Dress, Brukenthal Museum, Sibiu, Romania; 1997 - The Shadow, Muzeul
Maghiar al Fotografiei, Kecskemet, Ungaria; 1996 - Una Finestra sull’Est,
Galeria San Filippo Neri, Torino, ltalia; 1996 - Project 2000 Contest, Palazzo
Bricherasio, Torino, Italia; 1996 - Experimentul in Arta Roméneasca dupa
1960, Galeria Artexpo, Bucuresti; 1995 - Festivalul Mediawave, Gyér,
Ungaria; 1994-1997 - Membri a grupului artistic 2D (cu Mirela Dauceanu);
1991 - cARTe, Muzeul Colectiilor de Arta, Bucuresti.

Atat in creatia sa artistica cat si in proiectele pe care le intreprinde ca
manager cultural sau curator, Aurora Kiraly este preocupata de cercetarea
fenomenului artistic contemporan si interesata sa contribuie la recuperarea
istoriei artei romanesti recente.

Oportunitatile institutionale limitate disponibile pe scena artistica
romaneasca la inceputul anilor 2000 au provocat-o si se implice in initierea
unei structuri de promovare a artei contemporane. in 2001 infiinteaza
Galeria Noua - spatiu expozitional axat pe fotografie si proiecte care
implica noile tehnologii -, care a avut o contributie majora pe scena de arta
romaneasca. In perioada 2001-2008 a organizat la Galeria Noua expozitii,
prezentari si conferinte cu artisti si invitati importanti din zona artei
contemporane romanesti si internationale.

Dupa incheierea programului expozitional, in 2008, Aurora Kiraly continua
sa realizeze proiecte in cadrul Asociatiei Galeria Noua. Din 2012 se implica

in proiecte educationale care promoveaza arta contemporana.

Liviana Dan



Aurora Kiraly chooses for her projects a unique frequency of
communication with the world. Language as art alternates with the
homogenous rhetoric of the modern information system and inbetween
these plans there is a subtle transfer of substance. The domestic intimacy of
writing, the formal elegance of photography and a special light always tell a
good story. Layers of emotion and consultancy reiterate real life.

From the long history of abstract avant-garde, Aurora Kiraly takes and
inevitably connects art with knowledge. The lines organising her work are
austere, yet serene. The conceptual dimension is associated with history,
hope, trauma, memory, human relationships, the thoughts of a child, the
garden, the last snow...

A profound sense follows the infusions of language and real-life and accepts
the experimental code for various daily necessities.

Throughout the years, the activity of Aurora Kiraly has surveyed the field

of contemporary art from various perspectives. During the 1990s and the
2000s, her projects explored the capacity of photography to record the
quotidian, by combining autoreferential fragments with documentary
aspects of day-to-day life. Her black and white photographs as well as

the ones in colour are focused on details that are usually overlooked,
“embedding” personal moments, for wanting to preserve these fragments, to
understand them and to reflect on her existence.

Since 2007 she has taught at the Department of Photography and Dynamic
Image, at the Bucharest National University of Arts, an experience that has
made her reevaluate her artistic activity and to return with new, mature and
profound projects. Her most recent works question the sources that an artist
may explore for choosing a subject and the modality through which the
said artist approaches context / recent history / art history. The influence
of international tendencies and of the art market on art production, the
works and the practices of artists who “listen to” and acknowledge their
own “voice” represent a few of the issues of interest for Aurora Kiraly at the
moment.

Solo shows: 2017 - Constructed Geometries: space, time, memory, Anca
Poterasu Gallery Bucharest; 2016 - Reality check, Calina Gallery, Timisoara;
2015 - Cut & Paste Histories, Alert studio, Bucharest; 2003 - Duet, Galeria
din cetate, Targu Mures; 2000 - Feminine Archeology, The International
Centre for Contemporary Art, Bucharest; 2000 - Melancholia, Sindan
Cultural Centre, Cluj; 2000 - Melancholia, Fotogaleria GAD, The National
Theatre 3/4, Bucharest; 1999 - Untitled, The International Centre for
Contemporary Art, Bucharest.

Selected group shows: 2017 - Life a User’s Manual , Art Encounters

Contemporary Arts Biennial, Timisoara and Arad; 2016 - Fara pensule,

Atelier 030202 Bucharest; 2016 - Ex Future, Arcub-Hanul Gabroveni,
Bucharest; 2016 - Our History about the Others. A City Seen through Four
Lenses — Bucharest, within NAG#10, Scena9, Bucharest; 2016 - Brain Tatoo
- A Map of Obsessions, The Romanian Cultural Institute Lisbon; 2016 -
Girls with Ideas [Boys and Paintings], Lateral ArtSpace - Paintbrush Factory,
Cluj; 2014 - WHAT ABOUT Y[OUR] MEMORY, The National Museum of
Contemporary Art, Bucharest; 2013 - Eu, En, Ich Il - Myths, Victoria Art
Center, Bucharest; Contemporary Art Ruhr, Essen, Germany (2014); 2004
- Good Girls - Memory, Desire, National Museum of Contemporary Art,
Bucharest; 2002 - Preview, Kalinderu Medialab, Bucharest; 2002 - RDV/
roumaine - l'espace En Cours, Paris, France; 2001 - Woman’s room /
Woman'’s view, Paromlin Gallery, Zagreb, Croatia; 2001 - Foto Documente,
Galeria Noua, Bucharest; 2001 - The Dream of My Life, National Art
Gallery, Sofia, Bulgaria; 2000 - In Full Dress, Brukenthal Museum, Sibiu,
Romania; 1997 - The Shadow, The Hungarian Photography Museum,
Kecskemet, Hungary; 1996 - Una Finestra sull’Est, San Filippo Neri Gallery,
Turin, ltaly; 1996 - Project 2000 Contest, Palazzo Bricherasio, Turin, Italy;
1996 - Experiment in Romanian Art since 1960, Artexpo Gallery, Bucharest;
1995 - Festivalul Mediawave, Gyér, Hungary; 1994-1997 - Part of the

artist group 2D (with Mirela Dauceanu); 1991 - cARTe, The Museum of Art
Collections, Bucharest.

Aurora Kiraly is interested in researching the contemporary artistic
phenomenon as an artist and as a cultural manager or a curator, in order to
contribute to the study and analysis of recent Romanian art history.

The limited institutional opportunities on the Romanian art scene at the
beginning of the 2000s have challenged her to get involved in initiating

a promoting structure for contemporary art. She founded Galeria Noua

in 2001 - an exhibition space centred around photography and new
technology projects - that greatly contributed to the development of the
Romanian art scene. Between 2001 and 2008 she organised at Galeria Noua
exhibitions, events and conferences with artists and important guests in the
field of contemporary Romanian and international art.

After discontinuing the exhibition programme of Galeria Noua in 2008,
Aurora Kiraly has continued to work on projects with Galeria Noua
Association. She has been involved in educational projects promoting

contemporary art since 2012.

Liviana Dan



© losif Kiraly

REGULI DE ARGINT PENTRU
JURNALELE FARA NUME

Liviana Dan: Politica discursului tdu dezvolta o tematica estetica
avénd infuzii de limbaj si ,real life" si un sens profund al intimitatii.
Aurora Kirdly, este o provocare enorma pentru mine sa incerc sa
inteleg opera ta prin grila experientelor tale personale. Intre cele
doud segmente de activitate publica / mijlocul anilor '90 pana
in anul 2002 si prezenta ta pe scena de artd dupd anul 2012 /
exista zece ani aproape privati. Dar contextul si continutul au
modelat structuri cu tine, cu viata, fard sa tina cont intotdeauna
de pozitionarea ta. In acesti zece ani a existat Galeria Noud, s-a
dezvoltat grupul 2D / Aurora Dediu (Kirély) si Mirela Dduceanu
/, s-a ndscut fiul tdu, Anton, a inceput o camaraderie a ta cu

feminismul..., poate introduci cateva puncte de referintd...

Auvrora Kiraly: Activitatea mea artistica se imparte, intr-adevar, in
doua perioade: prima, dupa terminarea facultatii, de la mijlocul
anilor '90 pana in anul 2002 si cea de-a doua, inceputa in 2012. Tn
rastimpul acesta, am continuat sa fac fotografii, am coordonat un
spatiu de proiecte din Bucuresti numit Galeria Noua (2001-2008),
am nascut un baiat (in 2006) si am inceput sa predau la Universitatea
Nationala de Arte Bucuresti (in 2007).

Acesti zece ani sunt extrem de importanti, chiar daca nu sunt
reflectati in proiecte artistice, pentru ca au contribuit enorm la
maturizarea mea pe toate planurile.

Energia de acum are sursa in colaboririle pe care le-am avut

la Galeria Nou3, in discutiile pe care le-am purtat cu diferiti

artisti si curatori, in decantarea informatiei despre scena de arta
contemporand romaneasca si internationald - lucru de care m-am
apropiat altfel atunci cand am inceput s3-mi pregatesc cursurile
pentru studentii de la departamentul Fotografie si Imagine Dinamica
-, in propriile proiecte de inceput - la care revin din alte perspective
- si, nu in ultimul rand, in experientele din viata personala.

Proiectul Galeria Noua mi-a oferit ocazia sa experimentez mai
multe perspective: cea a curatorului, a organizatorului, a galeristului;
constientizez cata munca este in pregatirea unei expozitii sau a

unui eveniment. De aceea, abordez cu responsabilitate contributia

mea din cadrul expozitiilor la care sunt invitata sa particip si
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uneori reflectez asupra acestor aspecte prin lucrari care integreaza
comentarii despre provocarile cu care m-am confruntat in munca
de curator pe scena artistica locala - ca de exemplu, in seria Tales
from a Topographic Skin (2013). Desi in aceasta etapa incerc sa
imi pastrez cat mai mult timp pentru a lucra in atelier, organizez si

coordonez in continuare proiecte artistice, culturale si educationale

2D, Acétdri, 1996, actiune / action

care mi se par necesare si relevante in contextul actual.

Interesul pentru feminism s-a dezvoltat in timp. Am inteles ca
modul in care privesc lucrurile, experientele pe care le traiesc
intr-un context social, politic, economic specific (mai ales in cazul
schimbarilor rapide ce au avut loc in perioada post-1989) sunt
marturii importante pentru statutul femeii-creator/artist.

Au contat in acest sens si lecturile, intalnirile sau discutiile despre
(in)vizibilitatea artistelor in istoria artei si in arta contemporana si
importanta recuperarii ideilor si creatiei lor, a cercetarii contributiei
acestor figuri la istoria artei. Cateva dintre curatoarele, artistele,
teoreticienele sau activistele cu care am avut un schimb de idei si
care m-au influentat pe aceste teme sunt: Magda Carneci, Bojana
Peji¢, Laura Grinberg, Mihaela Miroiu, Marilena Preda-Sanc, Roxana
Trestioreanu s.a.

M3 intereseaza, de exemplu, sa analizez situatii pe care le-am
experimentat sau moduri in care functionez ca partenera intr-un
cuplu de artisti in care ambii soti vor si-si implineasca aspiratiile
artistice si profesionale - lucru care presupune o negociere
continua, astfel incat amandoi sa ne putem finaliza proiectele;

dar si ca mama de baiat intr-o tara cu o viziune traditionala si
conservatoare asupra familiei, ceea ce face ca de multe ori baietii
sa fie serviti de mame, surori si de bunici mult timp dupa ce sunt
apti sa se imbrace si sd se hraneasca singuri, atitudine pe care incerc
sa o diminuez cat pot prin implicarea si responsabilizarea fiului

meu legata de treburile zilnice, in raport cu varsta lui, bineinteles.

Reflectez asupra acestor situatii in contextul societatii romanesti si

al efectelor pe care aceste tipuri de comportamente le au in cadrul
familiilor/relatiilor. Uneori integrez aceste materiale/situatii in cadrul
unor proiecte. Nu intotdeauna aceste comentarii artistice sunt
evidente, ci uneori pot fi mai subtile, regasite intr-o ,tesaturd” cu mai

multe straturi.

L. D.: Sunt 10 ani in care este greu sa separi arta de viata ta. Liniile
care organizeazd arta ta si viata ta sunt cuprinse intre ,gender
fluidity” si ,hashtags of today”, fara sa oferi adevdrul intreg despre
un subiect. Intre confesiune si vizualitate exista o serie de artiste
ale timpului nostru preferate de tine. Apropierea strategica de
feminism ca simptom de auto-reprezentare te aduce in zona
Claude Cahun / inger, papusa japonezd, vampa, model, soldat,

in consistenta misterioasa abordata de Francesca Woodman siin
descendenta articulatd a lui Sherrie Levine. Este un index metaforic
de personalitate ori este, de fapt, ideea de a deconstrui relatia

ARTIST, propria lui viata / ARTA?

= 1;?- %l
S

w

Claude Cahun revizitata /
Claude Cahun revisited
2012

._1"\., acrilic pe panza, instalatie /

f J acrylic on canvas, installation

: 120 cm x 150cm
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A. K.: Am descoperit fotografiile lui Claude Cahun si referintele
teoretice despre opera sa in diverse carti de fotografie, la sfarsitul
anilor '90. Tn anii '90-2000 eram interesati de autoportret, acesta
fiind un mod de a m3 analiza, de a intelege cum mai raportez la
diverse contexte, situatii, locuri pe unde trec, oameni pe care ii
intalnesc. Creatia ei s-a potrivit perfect cu cautarile mele legate

de identitate, astfel cd am inceput sa ,vanez” alte informatii despre
fotografiile si textele sale literare.

Revizitand istoria artei moderne si contemporane, am realizat ci
sursele mele de inspiratie si indrumare sunt in mare parte artiste.
Este o selectie personala, bazata pe lucrari in care ma regasesc si cu
care rezonez. Pe langa opera acestor artiste, ma intereseaza legatura

dintre viata si arta si cum se reflecta una in cealalta.

11
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Acesta este punctul de pornire de la care am inceput Herdines_
After... Titlul citeaza seria de monologuri literare scrise de Claude
Cahun, unde protagonistele intruchipeaza diverse mituri feminine.
M-am oprit initial la zece artiste/lucrari, pentru a constitui aceasta
selectie intr-un ToplO personal, ilustrand obsesia de ierarhizare si
de apreciere in topuri (cea mai bogata, cea mai frumoasa, cea mai
tanara etc.), specifice societatii contemporane. Am reprezentat
aceste lucrari sub forma unor mici schite pictate pe file de notebook
si dispuse pe tocatoare de lemn. Timpul petrecut la aceasta serie nu
a constat doar in alegerea autoarelor, lucrarilor, ci am analizat opera
lor in ansamblu, am ascultat interviuri, am incercat sa identific modul
in care ma raportez la creatia lor, pentru a-mi recompune un fel de
genealogie artistica.

Utilizarea citatului a devenit, de la Sherrie Levine incoace, o
practica des folositd in conceptualizarea unor situatii specifice lumii
contemporane. Pozitionarea sa fata de maestri a facut ca numele

ei sa intervina firesc in ecuatia acestui proiect. Seria de fotografii
dupa Walker Evans, Edward Weston, Alexander Rodchenko este

o emblemai a postmodernismului, iar prin alegerea unor maestri
recunoscuti din zona fotografiei, aceasta este si o modalitate de a

confrunta autoritatea patriarhald in domeniul artistic.

L. D.: Multe dintre lucrarile tale sunt centrate pe ideea identitatii/
identitatea cercetatd si nu definitd, pe politica senzuala a
fotografiei, dar si pe o nevoie de intelegere a abstractului. Analitic
si reflexiv, intimitatea se bazeazd pe reguli ale geometriei. NEGRU/
ALB si umbre GRI. Eva Hesse, Ann Hamilton ori Martha Wilson,
Kiki Smith. Spatiul intim si spatiul ultra-public. Poti imagina un

parcurs?

A. K.: Chiar daca seria Herdines cuprindea initial o selectie de 10
artiste/lucrari, am realizat ca interesul meu este in progress, ca
redescopar si explorez continuu ceea ce vad in jurul meu si in carti.
De aceea, am hotarat sa continui sa arhivez acest tip de ,replici”, iar
cand expun seria sa fac de fiecare data o selectie noua.

Ma intereseaza sa merg pe firul istoriei artei si sa ma apropii de
niste artiste care au capacitatea de a face anumite idei/concepte
abstracte tangibile si foarte personale, urmaresc modul cum

isi asuma libertatea artistica creatoare precum: Claude Cahun,
Francesca Woodman, Eva Hesse, Lygia Clark, Martha Wilson, Cindy
Sherman, Ann Hamilton, Kiki Smith, Sophie Calle. Am numit doar

Héroines, 2015

Dupé Sonia Delaunay_Couverture
de Berceau / After Sonia Delaunay._
Couverture de Berceau, 1911

acrilic pe hartie, montate pe
tocitoare de lemn / acrylic on paper,
mounted on wooden cutting boards
24 x35cm
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cateva, ele sunt mult mai multe, din diferite generatii.
Am urmarit la Claude Cahun inregistrarea fotografica a framantarilor

pe tema identitatii, dar si faptul ca aceste cautari sunt incepute

Héroines, 2013

Dupa Kiki Smith /

After Kiki Smith_Ginzer, 2000

acrilic pe hartie, montate pe
tocitoare de lemn / acrylic on paper,
mounted on wooden cutting boards
24 x 35 cm
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din adolescentd, devenind din ce in ce mai sofisticate, complexe,
simbolice (chiar dacd cu mijloace scenografice si tehnice minimale),
modul cum interpreteaza rolurile, cum se infatiseaza cu diverse
masti, cum se ,joaca” cu dubla ipostaza de autoare a imaginii si

de obiect al privirii; la Ann Hamilton, documentarea temeinica

(de exemplu, in cazul instalatiilor care investigheaza istoria),
rafinamentul conceptual, dar si neastamparul si lejeritatea cu care
traduce aceste concepte in lucrari, preocuparea pentru tactilitate;

la Francesca Woodman, performativitatea si efemerul situatiilor

- pur si simplu tulburatoare, radiografii de momente unice la care
avem acces si noi, ca privitori ai fotografiilor, un fel de a fi cu totul
in imagine si in acelasi timp in productia imaginii -, aspect care ma
intereseaza foarte mult. Alte exemple ar fi reprezentate de: Sophie
Calle, unde m-a interesat cum vulnerabilitatea este transformata in
putere iar ritualul devine strategie artistica, sau Cindy Sherman si
seria sa Untitled film stills 1977-1980) si rolul cheie pe care |-a jucat
in istoria fotografiei.

Tenacitatea, munca depusa intr-un proiect, curiozitatea de a incerca
lucruri noi sunt calitati pe care mi le educ si prin aceasta privire spre
trecut.

Tmi place sa ascult, sa privesc, sa inteleg ce si cum lucreaza alti
artisti, nu numai vizuali, ci si scriitori, muzicieni, dansatori. Sunt
interesata sa vad cum gandesc, cum evolueazi, ce i influenteaza.
Pentru mine este un proces de invatare tradus in pasi care ma duc la
urmatoarele proiecte personale. Seria de lucrari Héroines, inceputa
in 2013, porneste exact de la acest interes. Ascultand alti artisti/
artiste, intrebarile si raspunsurile lor se adauga in straturi, alimentand

preocupirile mele. Aprofundez ideile care ma intereseaz, pentru a
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construi mai departe.

Citatul de mai jos mi se pare un apel la ,descatusare” pentru tinerii
artisti, in care am regasit multe din ideile care ma ghideaza in aceasta
etapd, precum: istoria artei ca sursa de inspiratie, preluarea tuturor
Limpulsurilor” creative din sferele vietii cotidiene - social, politic,
economic, cultural, personal - si prelucrarea artistica a acestora.
Astfel, lucruri pe care le vad, aud, traiesc, produc niste click-uriin
mintea mea, care se conecteaza cu lecturi, amintiri, situatii, locuri,
senzatii. Simt o mare eliberare din acest punct de vedere si cred

ca datorita modificarilor aduse de tehnologie putem procesa ideile

intr-un mod diferit, ca niciodata pana acum.

Nothing is original. Steal from anywhere that resonates with
inspiration or fuels your imagination. Devour old films, new films,
music, books, paintings, photographs, poems, dreams, random
conversations, architecture, bridges, street signs, trees, clouds,
bodies of water, light and shadows. Select only things to steal from
that speak directly to your soul. If you do this, your work (and
theft) will be authentic. Authenticity is invaluable; originality is
nonexistent. And don’t bother concealing your thievery - celebrate
it if you feel like it. In any case, always remember what Jean-Luc
Godard said: “It’s not where you take things from - it’s where you

take them to”.

Jim Jarmusch, ,Jim Jarmusch’s 5 Golden Rules (or non-rules) of

Moviemaking”, MovieMaker Magazine, 22 ianuarie 2004

L. D.: Fotografia poate muta toate urmele realitatii. Intr-un discurs
informativ este organicd, geometricd, are forme rectangulare,
structuri ordonate, poate ldsa o impresie tridimensionald. Este o
continud resursd. Cum te-a influentat istoria fotografiei?

Imi amintesc cateva rénduri scrise de Francesca Woodman ,then
at one point | did not need to translate the notes, they went
directly to my hands...” Luminoasda uneori, delicata alteori prin
fragilitatea fotografiei, imaginea devine o constructie structurald.

Cum ai ajuns la imaginea / obiect?

A. K.: Fotografia ocupa un rol central in proiectele mele,
dintotdeauna. Interesul meu porneste de la istoria fotografiei pana
la rolul pe care fotografia il joaca in arta contemporana, de la

aspecte legate de formarea si inregistrarea imaginii, la perspectivele

Héroines,

2015

Dupd Francesca Woodman, ,de

la un punct nu mai am nevoie sa
transcriu notitele; acestea imi trec
direct in mana” / After Francesca
Woodman, “then at one point | did
not need to translate the notes; they
went directly to my hands”, 1976
acrilic pe hartie, montate pe
tocatoare de lemn / acrylic on paper,
mounted on wooden cutting boards
24 x 35 cm

Melancholia_Bucuresti /
Bucharest

2000

fotografie alb-negru /
b/w photography

18 x 24 cm

teoretice si conceptuale ale mediului fotografic, de la impactul pe
care tehnologia |-a avut asupra acestui mediu in ultimii douazeci

de ani, la volatilitatea fotografiei din mediul virtual si la implicatiile
asupra copyright-ului, iar legaturile pot continua.

in fotografiile alb-negru din a doua jumatate a anilor *90 am o serie
de autoportrete in care figura mea aparea incompletd, un soi de joc
si complicitate intre cele doua roluri: de model/obiect al privirii, dar
si de ,regizor” care hotara ce apare in imaginea finala. Era o ciutare
intuitiva, pe care o aprofundam urmarind proiectele artistelor
mentionate mai sus si citind despre fotografie.

in cea de-a doua etapi a activitatii mele de artist, cand mi-am reluat
proiectele, in 2012, seriile mele anterioare au devenit un fel de
sursa pentru ceea ce ma preocupa acum. Tot ce citisem si invatasem
despre fotografie si-a facut loc in aceste ,schite” intuitive timpurii, la
care revin acum si pe care le aprofundez.

Dupa ce am absolvit, am renuntat la pictura si desen, mediile
traditionale nu ma mai atrageau deloc. Insa in proiectele recente
m-am ,aruncat” cu mare placere si voluptate in explorarea
desenului, picturii, materialitatilor, farad si ma mai cenzurez. Mi-

am dat seama cd urmarea acestor intuitii si nevoi de exprimare

ma duc intotdeauna mai departe. De obicei, proiectele mele se
dezvolta organic. In cazul seriei Viewfinder (inceputa in 2014

si la care inca lucrez), de exemplu, am pornit de la o serie de
incercari din 1997 care aveau inserate fotografii ce se continuau in
pictura, apoi, in 2014, am reluat acelasi demers utilizand fotografia

si desenul in carbune si am adaugat planurile de carton pentru a
testa posibilitatile spatiale ale unei lucrari care balanseaza intre

bi- si tridimensional. Treptat, am simtit nevoia transformarii acestor
desene in machete - desene sculpturale (Viewfinder Mock-ups -

2016 - prezent). Dar acesta este un caz, nu este neaparat o reteta.

L. D.: Imi pot imagina rutina zilnica, proiectele obligatorii, poate
chiar viata personala. Ma pot géndi la actiunea politica asemenea
unei constructii intime. Exista la tine o apropiere tacitd intre istoria
artei / fotografie / text. In interiorul acestei vizualitati, cum au

apdrut ,Jurnalele fara titlu”?

A. K.: De cétiva ani am inceput sa imi notez in diverse caiete de
lucru ideile, proiectele. Ma intereseaza inregistrarea si arhivarea
acestora pentru un eventual moment viitor, cand voi avea timpul

sau contextul potrivit pentru a le putea realiza. Pe de alta parte, sunt

15
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interesata de tranzitia de la idee la proiect final, de etapele prin care
trece aceasta pani ia o forma concret3, de ajustarile necesare in tot
acest timp.

Am aceasta preocupare pentru pastrarea urmelor procesului de
lucru, acord atentie notatiilor, ideilor si schitelor si arhivez diverse
materiale ce tin de cotidian, presa, notite, proiecte, birocratie. In
cazul meu, aceste materiale pot fi integrate uneori chiar in lucrari,
cum ar fi Untitled_Mixed Diaries, din 2013, in care suprapun
fragmente din toate compartimentele existentei (personale,
profesionale, artistice), pe care le fac publice intr-un fel de ecuatie
in care incerc si clarific cum dezvolt proiectele artistice pe fundalul
vietii reale, cu toate scurtcircuitarile cotidiene.

Dar notatiile si schitele din caiete pot fi si un fel de exercitii, studii de
prelucrare a unei energii creative, transpusa fara filtru rational.

L. D.: Propui mereu un subtil transfer de substantd intre relatiile

Studiu de jurnal #1_aprilie-iunie /
Diary Study #1_April-June

2016

tehnica mixta pe hartie /

mixed media on paper

14,8 x 21 cm

umane, necesitatile cotidiene / respiratia, somnul, médncarea,
structura limbajului, intimitatea domestica...
Exista grade de emotie si de sensibilitate. Dar exista si o lumina

speciald care provoacd o intrebare: cum aratd timpul tau privat?

A. K.: Uneori ajung la atelier, de unde vad o priveliste minunata,

o perspectiva de sus asupra Bucurestiului, cu diferitele straturi
arhitecturale ale orasului; chiar daca nu apuc sa lucrez, lumina din
atelier ma ajuta sa imi limpezesc gandurile, sa imi notez céteva idei, sa
imi ordonez materialele, astfel incat sa imi fie cat mai usor sa-mi pun
planurile in aplicare. Dar timpul meu de lucru nu e numai in atelier,

ci si in metrou, pe strad3, acasa - citind sau pur si simplu stand si
ascultand ce se intampla in jurul meu. Aceste momente constituie un
timp important, cand se cristalizeaza anumite proiecte, cand incerc

sa dau forma unor idei care ma preocupa. Intre etapele de lucru

Melancholia_Viena / Vienna
1999

fotografie alb-negru /

b/w photography

18 x 24 cm
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la un desen, de exemplu, fac fotografii cu telefonul si le privesc in
timp ce merg cu metroul spre casa. Fotografia se dovedeste extrem
de utild, mai ales cea facuta cu telefonul mobil - imi ofera tipul de
intermediere necesar pentru a observa stadiul lucrarii. Privind-o, imi
dau seama unde mai pot/unde este cazul sa intervin.

Impart spatiul de lucru cu sotul meu'. Desi lucrarile mele si ale

lui losif sunt diferite, observ tot timpul legaturi fine intre acestea.
Conversatiile noastre graviteaza mai tot timpul in jurul artei,
fotografiei, straturilor memoriei, dar discutam si despre aspectul
formal al operei de art3, despre punerea in practica a unor
concepte. Cred ca ideile impartasite si discutiile noastre fac ca la un
moment dat acestea sa se reflecte in ceea ce lucram, dar in moduri
diferite. Am observat ca in ultimii ani amandoi am fost interesati de

depasirea limitelor fotografiei ca obiect bi-dimensional.

L. D.: Un obiect fragil, un abstractionism excentric, imaginea despre
tine, imaginea despre viata ta. Pentru interviurile ulterioare... cum

aratd acum o zi din viata ta?

A.K.: M3 intereseaza explorarea artistici a cotidianului, datorita
multiplelor registre pe care suntem presati sa functionam, a ritmului
tot mai accelerat al vietii, indatoririlor pe care le am fata de ceilalti
membri ai familiei, catre sarcinile de la universitate si alte proiecte in
derulare. Am realizat ca nimeni nu imi ofera un timp-cadou pentru
arta, ca acest timp trebuie solicitat cu indarjire, negociat, dramuit

si folosit cat mai eficient. Ma preocupa exact aceasta stratificare a
activitatilor pe care se presupune ca ar trebui si le avem intr-o zi si
daca am pune cap la cap ce se asteaptd/cere de la noi, am vedea ca
numarul de ore ale zilei aproape ca s-ar dubla.

Din punctul de vedere al proiectelor in care incerc sa descifrez
aceste straturi si sa ma joc cu ele, cu semnificatia lor, cotidianul mi se
pare foarte generos, prin materialul imprevizibil pe care ni-l ofera.
As spune ci asa cum un DJ mixeaza diferite registre, la fel operez

si eu. Incerc sa tin in balanta proiectele artistice la care am revenit
din 2012, viata de familie - care imi ofera deopotriva ,motorul” si

decompresia necesare pentru a continua -, cursurile de

la universitate, proiectele educationale pe care le initiez sau in care

1. losif Kiraly (n. 1957, Timisoara) este arhitect si artist vizual roman, profesor la
Universitatea Nationala de Arte Bucuresti.
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sunt invitata sa lucrez.

In afard de acestea, mai sunt diverse provocari in care imi place sa

ma las atrasa si care presupun aldturarea mea in céte un proiect nou,

poate adiacent sferei mele de lucru si in care cunosc alti oameni,
aflu lucruri/perspective noi si care, intr-un fel sau altul, se vor

reflecta si in proiecte artistice viitoare.

19

SILVER RULES FOR
THE NAMELESS JOURNALS

Liviana Dan: The policy of your discourse develops an aesthetic
theme with language infusions and “real life” and a profound
sense of intimacy. Aurora Kirdly, there is a great challenge for
me to understand your work through your personal experiences.
Between the two periods of time of public activity / the mid-1990s
and until 2002 and your presence on the art scene after 2012 /
there are ten years, almost entirely private. Yet the context and
the content have shaped structures with you, with life, without
always considering your position. During these ten years there
was Galeria Noud, the creation of the 2D group / Aurora Dediu
(Kirély) and Mirela Dauceanu / your son Anton was born, a
camaraderie of some sort began between you and feminism...

maybe you can insert a few reference points...

2D, Cornel, 1996, actiune / action

Aurora Kiraly: My artistic practice is indeed split into two periods
of time: the first took place after graduating from university, from
the middle of the 1990s and until 2002 and the second that began
in 2012. Meanwhile | continued photographing, | coordinated a
project space in Bucharest, Galeria Noua (2001 - 2008), | gave
birth to a boy (in 2006) and | started teaching at the National
University of Arts in Bucharest (in 2007). These ten years are
extremely important in terms of my own professional and personal
development, even if they are not reflected in specific art projects.
The energy | have now is drawn from the collaborations | shaped
at Galeria Noua, in the talks | had with different artists and curators,
in settling down in my head the information on the contemporary

art scene, both local and international - information | approached
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differently once | started preparing my classes for the students
within the Department of Photography and Dynamic Image, during
my own starting projects - to which | always come back from
other points of view and, last but not least, in my personal life
experiences. The Galeria Noud project offered me the perspective
of the curator, of the organiser, of the gallerist: | am aware of how
much work is put into preparing an exhibition or an event and |

try to respect this effort in my own collaborations. | am always
mindful of my contribution to the exhibitions | am invited to take
part in and | sometimes reflect on the different roles at play by
integrating certain commentaries on the challenges of my work as
a curator within the local art scene, such as the series Tales from

a Topographic Skin (2013). While currently | try to take as much
time as possible for my artistic work, | still organise and coordinate
cultural and educational projects, which | find necessary in the
present-day context.

My interest in feminism developed over time. | understood that the
way | look at things, the experiences | go through within a social,
political, economic context - especially during the post-communist
years through which very rapid changes occurred - all these are
important testimonies for the woman’s status as a creator or as an
artist.

The talks | had, the encounters with other artists, my readings
mattered as well when discussing the (in)visibility of women artists
in the history of art or on the contemporary art scene, especially
regarding the importance of recuperating their ideas, their work,
researching their contribution to art history. Some of the curators,
artists, theoreticians or the activists with whom | exchanged my
thoughts on these topics, who influenced me in this matter, are:
Magda Carneci, Bojana Pejic, Laura Grinberg, Mihaela Miroiu,
Marilena Preda-Sanc, Roxana Trestioreanu and the list could well
continue.

| am interested, for example, in reflecting upon situations | have
either experienced myself or to analyse ways in which | act as a
partner in a relationship with another artist, in a couple where we
both have our artistic and professional ambitions to fulfil - this is
an issue which requires a permanent negotiation, for the both of
us to work on our projects. There is also the fact that | am raising

a son in a country with a traditional and conservative point of
view regarding the family. In many cases, this means that the boys

are used to mothers, sisters and grandmothers attending to their

Melancholia_Viena / Vienna
1999

fotografie alb-negru /

b/w photography

18 x 24 cm
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every need, well after they are able to dress and feed themselves.
This is an attitude | am trying to discourage as much as possible

by involving him in everyday chores, according to his age. | think
about these situations in the present context of the Romanian
society and of the effects that these types of behaviour enact in
families and in relationships. Sometimes | integrate these materials /
situations within my art projects. It is not always that these artistic

commentaries are obvious, it is more likely that they appear more

subtle and layered.

Héroines, 2013

Dupa Tracey Emin_li soptesc trecutului,
Am alta alegere / After Tracey

Emin_I Whisper to My Past, Do | have
Another Choice, 2010

acrilic pe hartie, montate pe tocatoare
de lemn / acrylic on paper, mounted
on wooden cutting boards

24 x 35 cm

L. D.: There is a timespan of ten years, during which it is difficult to
separate your life from your art. The lines that structure your life,
your art, are embedded between “gender fluidity” and “hashtags
of today”, without revealing the whole truth on a topic. Between
confession and visuality there are some women artists you prefer.
The strategic positioning towards feminism as a self-representation
symptom situates you in the area of Claude Cahun / angel,
Japanese doll, vamp, model, soldier, in the mysterious consistency
of Francesca Woodman and the well-articulated descendance of
Sherrie Levine. Is it about a metaphorical index of one’s personality
or is it more about the idea of deconstructing the relation between
ARTIST / their own life and ART?

AK.: | discovered the photographs of Claude Cahun and references
on her work in various books, at the end of the 1990s. During the
1990s and the 2000s | was more interested in self-portraits, as a
mean to self-analyse, to better understand my rapport with certain
contexts, situations, places | go through and people | meet. Her work
matched perfectly with my own searches on identity, so | began
“hunting” for more information on her photographs and her writings.
By revisiting the history of modern and contemporary art, | realised
that my sources of inspiration and guidance are many a times

women artists. It is a subjective selection, based on works in which
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| find myself and with which | resonate. Besides their work, | am also
interested in the connection between life and art and the way they
are reflected into one another.

This is the starting point for Herdines After... The title is a citation
of the series of literary monologues by Claude Cahun, where the
protagonists inhabit various feminine myths. l initially selected

only ten artists/artworks, to build a personal Topl0, thus drawing
attention to this hierarchical obsession of appreciation in tops (the
richest, the most beautiful, the youngest and so on), so present in
nowadays society. | conceived my works in small, painted sketches
on notebook pages and laid onto wooden kitchen cutting boards.
While working on this series | selected the artists, the artworks
and also spent some time to analyse their work in depth - | listened
to interviews, | tried to identify the ways in which | relate to their
work, to recompose in my mind a sort of artistic genealogy.

Using references became a practice often encountered in
conceptualising certain specific situations in the contemporary
artworld, especially from Sherrie Levine onwards. Her approach of
the art of the old masters was reason enough to include her name
in this project. The photographic series after Walker Evans, Edward
Weston and Alexander Rodchenko mark an important moment

of postmodernism, whereas choosing these renowned artist

photographers also means confronting the patriarchal authority

within the Arts.

Héroines, 2013

Dupé Marina Abramovic_Artistul este
prezent / After Marina Abramovic_The
Artist Is Present, performance, 2010
acrilic pe hartie, montate pe tocatoare
de lemn / acrylic on paper, mounted on
wooden cutting boards

24 x 35 cm

L. D.: Many of your artworks focus on the idea of identity / the
researched identity and not the one defined / on the sensual politics
of photography, but also on the need of understanding the abstract.
Intimacy, in a manner both analytical and reflexive, is based on
geometrical rules. BLACK / WHITE and GREY shadows. Eva Hesse,
Ann Hamilton or Martha Wilson, Kiki Smith. The private space and

the ultra-public space. Is there a trajectory you could trace?
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AK.: Even if the Heréines series was initially comprised of a
selection of 10 artists/artworks, | realised that my interest is in

“in progress”, that | rediscover and continuously explore what |

see around me, what | read. This is why | decided to continue

to archive these types of derivative work and when | exhibit the
series, | always make a new selection.

| am interested in following the red-thread in Art History and
getting closer to a number of women artists who have the ability
to shape abstract ideas/concepts into something tangible and very
personal, | follow the way in which artists such as Claude Cahun,
Francesca Woodman, Eva Hesse, Lygia Clark, Martha Wilson, Cindy
Sherman, Ann Hamilton, Kiki Smith and Sophie Calle acknowledge
their artistic freedom. | named only a few, they are many more,
from different generations.

| followed Claude Cahun’s photographic recordings of anxieties
and preoccupations regarding identity and observed how these
start from early adolescence and then become more and more
sophisticated, complex and symbolic (even if this is achieved with
minimal scenographic and technical means), the way that she plays
the parts, how she shows herself behind different masks, how

she “toys” with the double role of image-author and object of the
“gaze”. In Ann Hamilton, | followed the thorough documentation

- for example, in the case of the art installations investigating
history, the conceptual refinement, but also the restlessness and
the ease with which she translates these concepts in her works, her
preoccupation for tactility. | saw in Francesca Woodman’s works
the performativity and the ephemeral nature of certain situations
- simply bewildering insights into unique moments we can also
access, as viewers of the photographs, a way of being completely
absorbed by image and by the image production at the same time
- a point of view | am very interested in. These examples would
also include: Sophie Calle, where | was interested in the way that
vulnerability is transformed into power and in the way that the
ritual becomes artistic strategy or Cindy Sherman and her series
Untitled film stills (1977 - 1980) and the key part she played in the
history of photography.

Tenacity, the work | put in a project and the curiosity to try new
things are qualities | try to educate in myself by looking back at the
past as well.

I like to listen, to watch and to understand what and how other

artists are creating, not only visual artists, but also writers, musicians
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and dancers. | am interested to see how they think, how they

grow and what influences them. For me there is a learning process
translated in certain stages leading to the next personal projects.
The series Héroines that | began working on in 2013, stems precisely
from this interest. Listening to other artists, their questions and their
answers accumulate in layers, fuelling my own interests. | pursue
these ideas more in depth, attempting to go further with them.

The following quote is for me a call to break free for the young
artists - | recognise in these words many of the ideas that guide

me at this stage, such as: Art History as a source for inspiration,

the taking over of all of the creative impulses stemming from the
encompassing spheres of day-to-day life - the social, the political,
the economic, the cultural and the private sphere - and finding

a way to artistically interpret them. Thus, the things that | see,

that | hear, that | live, they produce certain triggers in my mind,
connecting to readings, memories, situations, places and sensations.
| feel a great liberation from this point of view and | think that due to
technological advances we can process ideas differently, like never

before.

Nothing is original. Steal from anywhere that resonates with
inspiration or fuels your imagination. Devour old films, new films,
music, books, paintings, photographs, poems, dreams, random
conversations, architecture, bridges, street signs, trees, clouds,
bodies of water, light and shadows. Select only things to steal from
that speak directly to your soul. If you do this, your work (and
theft) will be authentic. Authenticity is invaluable; originality is
nonexistent. And don’t bother concealing your thievery - celebrate
it if you feel like it. In any case, always remember what Jean-Luc
Godard said: “It’s not where you take things from - it’s where you

take them to.”

Jim Jarmusch,“Jim Jarmusch’s 5 Golden Rules (or non-rules) of

Moviemaking”, MovieMaker Magazine, 22nd of January, 2004

L. D.: Photography can relocate all traces of reality. In an
informative discourse, it is organic and geometrical, it has
rectangular shapes, orderly structures, it can leave a three-
dimensional impression. It is a continuous resource. How did the
history of photography influence you?

| remember a few lines written by Francesca Woodman: “then at

25

one point | did not need to translate the notes, they went directly
to my hands...” Sometimes full of light, sometimes even more
delicate through the frailty of photography, the image becomes a

structural construction. How did you get to the image/object?

Melancholia_Agigea
1999

fotografie alb-negru /
b/w photography
21x 30 cm

A K.: Photography has played a central role in my projects, since the
beginning. My interest stems from the history of photography to its
importance within contemporary art, from issues concerning the
capturing of the image through an optical system, to the theoretical
and conceptual perspectives of the photographic environment and
to the impact that technology has had over this medium for the
last twenty years. | am considering the volatility of photography

in the virtual environment and also issues concerning copyright
infringements and the countless other possible connections | can
find.

I have a series of self-portraits in black and white, photographs
from the second half of the 1990s, in which my body and my face
are shown only partially, creating a sort of game and a complicity
between the two roles: that of a model/object of the gaze, but
also that of a director, selecting the final cut of the image. It was an
intuitive search, that | explored in depth following the projects of
the above-mentioned artists and my readings on photography.
During the second stage of my artistic activity, after | started to
work again as an artist, in 2012, the past series became a source of
some kind for my present interests. Everything | had read and that

| had learnt about photography made room in these early intuitive
“sketches”, to which | now return to and explore in more depth.
After | graduated | gave up painting and drawing, the traditional
mediums did not appeal to me anymore. However, in a recent
project, | found myself working again with voluptuous enjoyment
with drawing and painting and their materiality. There was no self-

censorship anymore. | realised that following these intuitions and
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needs of expressing myself always takes me further. My projects
usually grow organically. For example, in the case of the series
Viewfinder (2014 - ongoing), | started from a series of attempts
made in 1997 with inserted photographs within paintings and

then, in 2014, | restarted the same process by using photography
and charcoal drawing, adding cardboard mock-ups in order to

test the spatial possibilities of an artwork caught in between two-
dimensional and three-dimensional spaces. | gradually felt the need
to transform these drawings into full-fledged mock-ups - sculptural
drawings (Viewfinder Mock-ups, 2016 - ongoing). This is an

example though, not at all a recipe.

L. D.: | can imagine the daily routine, the compulsory projects,
maybe even a personal life. | can think about the political action
of such an intimate construction. There is a tacit joining of Art
History/Photography/Text in your works. Inside this visuality, how
did the Untitled Journals come to be?

Studiu de jurnal #1_aprilie-iunie /
Diary Study #1_April-June

2016

tehnica mixta pe hartie /

mixed media on paper
14,8 x 21 cm

A K.: For some years now, | have started writing down in various
notebooks my ideas, my projects. | am interested in recording and
archiving these for a possible future moment when | will have the
time or the appropriate context to be able to work on them. | am
also interested in the transition between idea and final project,
the stages through which an idea passes until it is materialised, the
necessary adjustments that are made during this process.

I have this interest for safeguarding the traces of my work process.
| am very careful with my notations, with ideas and sketches,
archiving various materials regarding day-to-day activities, press
releases, notes, news, projects and bureaucracy. In my case, these
materials can eventually be even incorporated into works, such as

Untitled_Mixed Diaries from 2013, in which | juxtapose fragments
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from all partitions in existence (personal, professional, artistic). |
make them public in a sort of equation with which I try to clarify the
way | develop artistic projects on the background of real life, with
all the daily interruptions.

However, the notations and the sketches can also be a sort of
exercise, refining studies of a creative energy, transposed without

any rational filter.

L. D.: You are always bringing forth a subtle transfer of substance
between human relations, the day-to-day necessities/breathing,
sleep, food/the structure of language, the domestic intimacy...
There are degrees of emotion and sensitivity. But there is also a
special light that sparks a question: what does your private time
look like?

A K.: Sometimes | get to my studio, to this wonderful scenery, a
view of the Bucharest sky-line, with different architectural styles
from around the city; even if | cannot do work, the lighting in the
studio helps me clear my thoughts, to write down a few ideas and
to put my materials in order, so as to make it easier for me to realise
my plans. | work everywhere though, not just in the studio, but also
on the metro, on the street, at home - reading or just staying and
listening to what is happening around me. These moments add up
to important time spans, during which certain projects materialise,
when | try to shape some ideas that interest me. For example,
between different stages of work on a drawing, | take photos with
my phone and | look at them while | am taking the metro home.
Photographs are extremely useful, especially those taken with my
mobile phone - it allows me to take the necessary intermediary time
to observe the work in progress. By looking at it | can tell where |
can or where | should make certain modifications.

I share my work space with my husband.! Although my works

and losif’s works are different, | always notice subtle connections
between them. Our conversations always circle around art,
photography and layers of memory, but we also discuss the formal
aspects of the artwork, about putting concepts into practice.

I think that the shared ideas and our talks on them are reflected in

our works, yet in different ways.

1. losif Kiraly - (b. 1957, Timisoara) is a Romanian architect and visual artist, profes-
sor at the National University of Arts in Bucharest
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During the last few years | observed that we were both interested in

surpassing the limits of photography as a two-dimensional object.

L. D.: A frail object, an eccentric abstractionism, your self-image, the image
about your life. For future interviews... what does one day of your life look

like now?

AK.: | am interested in artistically exploring every-day life, due to the
multiple roles we are pressured into playing, due to the increasingly rapid
rhythm of life and to the obligations | have towards the other members

of my family, for the tasks of the university and other ongoing projects.

| realised that no one will gift me time for art, that this time needs to be
asked for with stubbornness, negotiated, saved and used as efficiently as
possible. | am interested in exactly this kind of layering of the activities we
are supposed to have in one day whereas if we would connect what is
expected/required of us, we would see that the number of hours within a
day would be almost double...

From the point of view of the projects in which | try to decode these layers
and to play with them, with their meaning, every-day life seems to me very
generous with the given unpredictable material.

| could say | am now working just like a DJ does, mixing different roles. |
try to balance my art projects that | have returned to since 2012, my family
life - which is my “engine”, while offering at the same time the respite that
| need to continue -, the university classes and the educational projects

| initiate or that | am part of. Besides these layers, there are also various
challenges that | like to take on, such as involving myself in a new project,
even if it is not in my field of work, through which | can meet other people,
through which | can learn new things/new perspectives and that, in one

way or another, will be also reflected in future art projects.
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Héroines

2013 - prezent / in progress

acrilic pe hartie, montate pe tocatoare de lemn /
acrylic on paper, mounted on wooden cutting boards
24 x 35 cm

Héroines, 2013, Dupa Sophie Calle_Rochia de mireasa_din Povesti adevarate /
After Sophie Calle_The Wedding Dress_from True Stories, 2010
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Héroines, 2013, Dupa Barbara Kruger_Corpul tau este un teren de lupta / H

éroines, 2013, Claude Cahun_Fard titlu (Aut: tret), cca. 1928 /
After Barbara Kruger_Your body is @ battleground, 1989 0 reroles aude Cahun_fara titlu (Autoportret), cca

After Claude Cahun_Untitled (Self-Portrait), ca. 1928
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Héroines, 2013, Dupa Cindy Sherman_Fard titlu_Cadru de film #48 /
After Cindy Sherman_Untitled Film Still #48,1979




Héroines, 2013, Dupa Sarah Lucas_Au Naturel /
After Sarah Lucas_Au Naturel, 1994
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Reconstituire esvata a
autoportretului ,Meduza’
de Claude Cahun /
Failed reenactment of
Claude Cahun’s “Medusa” selfportrait

2013
print lambda / lambda print
15 x 280 cm, detaliu / detail
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(In)vizibilitate

de Cristina Stoenescu

Incercand sa explice natura cvasi-obiectelor, filosoful francez Michel Serres
recurge la analogia unui joc de copii, ale carui reguli presupun ascunderea
unui obiect pasat de la un jucator la celalalt, pe ascuns, in timp ce unul
dintre ei, un fel de ,magarus”, trebuie sa ghiceasci persoana care are
obiectul. In cazul in care reuseste si ghiceste corect, cel ce ,vaneaza” devine
unul dintre cei ce ascund si invers, cel ,prins” devine cel ce trebuie sa caute.
Obiectul pasat devine cvasi-obiect, asa cum scrie si Serres: ,Cel ce nu este
descoperit cu obiectul in mana este anonim, parte a unui lant monoton
unde ramane ascuns [...] Cvasi-obiectul, cand este dat mai departe,
defineste colectivul, daca se opreste, defineste individul...”!

Aduc in discutie aceasta definitie ludica pentru c3, privind lucrarile Aurorei
Kiraly, imi dau seama c3 aici are loc un proces in bucl, al unui joc temporal
si vizual localizat intre noi, in spatiul dintre cel ce priveste si cel care este
privit. Cine este unul, cine este celilalt? Aceasta este miza intregului
proces: niciunul nu exista fara celalalt, dar dependenta nu este creata de
forma sau de functie, ci poate de relationare. Fiecare proiect al Aurorei
Kiraly este fundamentat de acest fluid ,du-te / vino” al probabilului subiect,
al inefabilului obiect al imaginii inregistrate. De cate ori nu am descoperit in
lucrarile artistei zone de intimitate stranii? Acolo unde am fost transformati
in voyeuristi lasati sa se ascunda in ferestre larg deschise. Privind, am fost
vazuti. Apoi ni s-a permis sa ramanem invizibili, inconjurati de ceilalti, de
vocile lor prin radio, de cuvintele lor sectionate, de imagini fara sursa, doar
o invaluire a unui air du temps. Pana la urmatoarea intélnire cu sinele. Pana
cand obiectul este gasit si apoi ratacit din nou.

Jocul acesta este important pentru ca la miezul sdu, in jurul preocuparilor
pe care le intalnim in opera Aurorei Kirdly - un meta-discurs al referintelor
din istoria artei, procesualitatea uneori poetica, alteori ritualica a fotografiei,
cotidianul -, regasim intrebarea persistenta a lui Serres: cum traim
impreuna? Cine este si cum se formeaza acest colectiv realizat din atatea
farame individuale, subiective, nemarginite si finite in acelasi timp? Aurora
Kiraly exploreaza aceasta dilema fara sa incerce sa stabilizeze termenii
cautarii, precum insistad Michel Serres sau Bruno Latour, ci adopti o maniera

intuitiva, incluzandu-se pe sine in acest proces continuu de relationare.

1. Michel Serres, Parasite, “Theory of the Quasi-Object”, translated by Lawrence R. Schehr.
The John Hopkins University Press Baltimore and London, 1982.
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La inceputul carierei sale, Aurora Kiraly folosea ca mediu predilect
fotografia alb-negru, prin care explora o realitate tactil3, a texturilor si a
transparentei luminii intr-un spatiu profund personal si intim. De la primele
serii de fotografii alb-negru la proiectele actuale, Aurora Kiraly revine la
aceleasi teme, pe care le abordeaza din unghiuri diferite. Jurnalul fotografic
este integrat intr-o serie de desene-constructii, desenele si fotografiile devin
la randul lor obiecte, iar fiecare noua etapa preia si intelege altfel ,cutele”
primelor proiecte.

Fotografiile din seria Melancholia (1997-2000) nu inregistreaza insa doar
momentul impresiei, al unei stari emotive trecatoare, al unui foto-jurnal.
Memoria intervine ca verb, nu ca substantiv. Memory takes work (Andreas
Huyssen)? Alte spatii sunt create in urma acestei actiuni a memoriei, iar
seriile Viewfinder (2014-2016) si Viewfinder Mock-up (2016-2017) preiau
din tematicile, obiectele si fotografiile realizate de Aurora Kiraly in anii ‘90-
2000, pentru a materializa procesul trecut-prezent. Astfel, istoria se repeta.
Istoria se interpreteaza. Gradual, amintirile individuale preiau din forta
discursului istoric central - il modeleaza si il nuanteaza. Trecutul devenit
prezent are multiple cai de transformare, iar memoria este instrumentul sau.
Aceasta opereaza atat la nivel individual, cat si colectiv, creeaza repetitii si
disensiuni, goluri si spatii din care se nasc alte amintiri.

Timpul se despica pe masura ce fotografiile realizate in perioada de inceput
a carierei sale devin orizonturi ale unor realitati fictive, interpretabile

si fragile. Aurora Kiraly construieste spatii in jurul lor prin inchideri si
deschideri din interventii de desen pe hartie si carton, cu care privitorul
poate experimenta diferite selectii din imagine. Expunandu-le, spatiul
simulacrului creat prin straturile variantelor de interpretare devine un spatiu
comun, o cautare impartasita cu celalalt. Tactilitatea imaginilor fotografice
le transforma, le permite sa creasca dincolo de marginile lor pentru o alta
experienta senzoriala ce construieste punti in timp. Imaginea obiect permite
privitorului sa Tsi inchipuie realitatea fotografiata, sa dea ceasul inapoi si

sa devina el insusi cel care selecteaza imaginea. Amagirea demersului
imaginativ se alatura privilegiului de selectie, al rezistarii tentatiei de a
nregistra totul, de a retine totul dintr-un exercitiu de individualitate.
Aceasta posibila si trecitoare inter-conectivitate este inversata apoi in
seriile de colaje News Remix (2017) si News Convertor (2016).

De aceasta data, punctul de origine este prezentul relativ, captat in formula
colajului de inspiratie dadaista realizat din cuvinte preluate din media

internationala si nationald contemporana.

2. Andreas Huyssen, Present Pasts: Media, Politics, Amnesia. Stanford University Press, 2003.
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Dar prezentul este trecator. Spatiul comun discursiv este survolat in salturi
pentru captarea unei constiinte colective care se refracta si se reflecta in
trairi individuale — un spatiu public privat. Colajele devin, asemenea seriilor
Viewfinder, obiecte, capsule stratificate de timp si spatiu, care configureaza
inspre trecut sau prezent diferite geometrii si experiente vizuale, insa de
aceasta data dintr-o perspectiva a anonimizarii perfecte.

Refac traseul prin buclele timpului, prin manifestarea spatiului privat

si explorarea celui public, cu ajutorul conceptului de cvasi-obiecte
relationale in creatia Aurorei Kiraly. Acestea ofera modalitati de interpretare
ale proiectelor artistice ce gliseaza intre departe/aproape, momente
intime/cotidian, public/privat, subiect/obiect. Poate cele mai pregnante
coordonate printre acestea sunt insa intrebarile ,cine?”, referindu-ma aici

la tema spatiului privat, intim si individual, si ,cum?”, aducand in discutie
relationarea, colectivul si anonimitatea promisd de acesta. Acestea sunt
necesare in observarea unui univers in parte construit — iar Aurora Kiraly
aminteste adesea despre placerea tactilitatii, a obiectelor lipite, capsate,
colate, gravate - si in mare parte descoperit. Dar cum si cine descopera pe
cine? Aceasta intrebare am regasit-o in seria sa de lucrari Reconnection
(2016), in care Aurora Kiraly selecteaza intr-o maniera spontana imagini ale
padurii in timpul unei plimbari in natura. Descoperirii peisajului natural i se
adauga prin textele insotitoare o asociere ce creeaza relatii de subordonare,
intre imaginea observata si cea selectatd, intre momentul profund subiectiv
si realitatea ce continua sa existe si in afara acestuia. Ca in toate lucrérile
sale, regasim referinte, practici artistice recognoscibile, ce transforma
relatiile nou create intre imagine si text, strat dupa strat. , The old body has
hurting wrists (...)". Aici imaginea insasi devine invizibila, lasand loc spatiului
mental in care ghicim corect obiectul ascuns privirii, la intersectia dintre
text si imagine.

Aurora Kiraly reconciliaza in mod continuu un trecut care se schimba
permanent, cu un prezent grabit sa treaca. Jurnalul fotografic realizat la
inceputul carierei sale este ajutat in transformarea sa inevitabila printr-o
arhitectura a desenului, a cutelor tangibile de carton, a colajelor stratificate
de cuvinte si ecouri. Printre liniile alternante si marginile efemere se afla
trecutul posibil al Aurorei Kiraly si un spatiu infinit de variat unde ne-am

putea regasi.
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(In)visibility

by Cristina Stoenescu

In attempting to explain the nature of quasi-objects, the French philosopher
Michel Serres uses an analogy of a children’s game. Its rules involve hiding
an object, a metaphorical “slipper”, by passing it around from one player

to another, while another one has to guess where the said object is. If he
succeeds, the “hunter” becomes part of the group hiding the object and
the one who got “caught” becomes the “hunter”. The passed around object
thus becomes a quasi-object, as Serres states: “This quasi-object, when
being passed, forms the collective, if it stops, it makes the individual. If he is
discovered, he is ‘it’ [mort]. Who is the subject, who is an ‘I or who am I?
The moving [slipper] weaves the ‘we’, the collective; if it stops, it marks the
I

Looking at the work of Aurora Kiraly, | witness a looped process, pertaining
to a temporal and visual game played by the one who sees and the one
being watched. Who plays these parts? None exists without the other,

but dependency is created by neither form or function, but perhaps by

the relation between the two. Every project of the artist is built upon this
fluid state between the probable subject and the ineffable object of the
recorded image.

Many a times we have encountered uncanny areas of intimacy in the works
of Aurora Kiraly. We were given a voyeur status, hiding behind wide open
windows. Seeing, we were seen. We were allowed then to remain invisible,
surrounded by the others, by their voices through radio waves, by their
cut-out words and images without source, surrounded only by that air du
temps. Until our next meeting with our own individuality. Until the object is
found and then hidden again.

This game is important because at its core, around the preoccupations we
encounter in the work of Aurora Kiraly - a meta-discourse of Art History
references, the poetic and at times ritualistic process of photography, the
day-to-day revelations -, we are confronted with the persisting question
of Serres: how do we live together? What is this collective, made out

of so many individual, subjective, unending and at the same time finite

fragments?

1. Michel Serres, Parasite, “Theory of the Quasi-Object”, translated by Lawrence R. Schehr.
The John Hopkins University Press Baltimore and London, 1982.
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Aurora Kiraly explores this dilemma without trying to set the terms of the
quest, unlike Michel Serres or Bruno Latour, but instead takes on a more
intuitive approach, by including herself in this continuous relating process.
At the beginning of her career, Aurora Kiraly used black and white
photography as an artistic medium through which she was exploring

a tactile reality, made out of textures and light, within a profoundly
intimate and personal space. From the first black and white photographic
series, to more recent artworks, Aurora Kiraly returns to the same topics,
approaching them differently each time. The photographic journal is
integrated in a series of constructed drawings, whereas the drawing and
the photographs become themselves objects. Each new stage develops
differently, interpreting the “creases” of the previous ones.

The photographs from the Melancholia series (1997 - 2000) capture the
then-present moment of a passing emotional state of mind, a photo-journal
of sorts. However, memory intervenes as a verb, not as a noun. Memory
takes work (Andreas Huyssen)2. Other spaces are created following
memory as action. The series Viewfinder (2014 - 2016) and Viewfinder
Mock-up (2016 - 2017) are built from the same themes, objects and
photographs that Aurora Kiraly had created in the previous years, during
the 1990s and the 2000s, in order to materialise the past-present process.
Thus, history repeats itself. History is interpreted. Gradually, the individual
memories emerge from the central historical discourse - they reshape it,
they nuance it. The past becomes the present in various ways, but memory
is its instrument. Memory operates at an individual level and at a collective
level. It creates repetitions and conflicts, ellipses and spaces on top of
which other memories are built.

Time splits as the photographs taken during the early years of the artist’s
career become horizon lines of fictitious realities, open to interpretations
and vulnerability. Aurora Kiraly builds spaces around them through slits
and double folds using drawings and cardboard materials. By exhibiting
them, the simulacrum created by strata of interpretative readings becomes
a common space, a search that is shared with that otherwise elusive Other.
The tactility of the photographs transforms the imagery which emerges
out of its frame to reconfigure for another sensorial experience, building
bridges in time. The object-image allows the viewer to imagine the
photographed reality, to turn back the clock and to become himself the one

selecting the image.

2. Andreas Huyssen, Present Pasts: Media, Politics, Amnesia. Stanford University Press,
2003.
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The delusion of the imaginative play is added to the selection privilege, of
resisting the temptation to record everything and to retain everything inside
from an exercise of individuality.

This possible and shifting inter-connectivity is inversed in the collages of
News Remix (2017). The point of origin is the relative present for this series.
It is encompassed in the Dadaist-inspired collage, made out of words found
in the contemporary international and Romanian media. Yet the present
takes time. Aurora Kiraly surveys the discursive common space in leaps

in order to capture a collective consciousness which refracts and reflects
through individual experiences - a private public space. The collages, just as
the Viewfinder series, become objects, layered capsules of time and space,
which configure different geometries and visual experiences onto the past,
yet this time, from a perspective of perfect anonymisation.

| have retraced the steps through the time loops, through the manifestation
of the private space and the exploration of the public one, with the help of
the concept of relational quasi-objects in the work of Aurora Kiraly. These
offer a few interpretative perspectives of the artworks that shift between
far and near, private moments/daily life, public/private, subject/object.
Perhaps the most relevant coordinates among these are the questions
“who?”, in regards to the private and individual space and “how?”, in
regards to the collective and its promised anonymity. There is a feeling

of discovery in her series Reconnection (2016), in which Aurora Kiraly
spontaneously selects images during a walk through the forest. Text is
added to the natural landscape, creating a network between the observed
image and the selected image, between the subjective moment and the
reality that continues to exist independently from it. As in all of the artist’s
works, we encounter citations, recognisable artistic practices that transform
the newly made connections between image and text, layer after layer:
“The old body has hurting wrists (...)". The image becomes invisible again,
making room for a mental space in which we correctly guess the hidden
object from sight, at the intersection between text and image.

Aurora Kiraly faces a continuous reconciliation between an ever-changing
past and an ineffable present. The bridge between them, the architecture
of what she builds is made out of a commonly shared need to seize

the moment and the simultaneous instinct to live in the next one. Her
photographic journal is bound to grow. It leaves traces in drawings, cut and
pasted pieces of news, of histories she might have lived and of other spaces

where we might have met.
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Melancholia

1997 - 2000
serie de fotografii alb/negru /
series of b/w photographs

dimensiuni variabile / variable dimensions

A

Melancholia_Viena / Vienna

1999

fotografie alb-negru / b/w photograph
21x 30 cm

f7
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pagina alaturata / opposite page
Melancholia_Stockholm

2002

print inkjet pe hartie Hahnemuhle /
pigment print on Hahnemihle paper
30 x 45 cm

Melancholia_Agigea
1999

fotografie alb-negru /
b/w photograph

21 x 30 cm
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Melancholia_Solitude, Stuttgart (diptic / diptych)
1998

fotografii alb/negru pe suport baritat /

b/w photographs on baryte paper

stanga / left: 76 x 126 cm, dreapta / right: 76 x 118 cm
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Melancholia_Solitude, Stuttgart

1998

fotografie alb-negru / b/w photograph
20 x 30 cm

Melancholia_Viena / Vienna

1999

fotografie alb-negru / b/w photograph
20x 30 cm
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Melancholia_Solitude, Stuttgart

1998

fotografii alb-negru / b/w photographs
20 x 30 cm

pagina alaturata / opposite page
Melancholia_Briila

1999

fotografie alb-negru / b/w photograph
18 x 24 cm
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Melancholia_steag / flag, 1998
print inkjet pe hartie Hahnemuhle /

pigment print on Hahnemuhle paper
76 x122 cm
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Melancholia,

vedere din expozitie, Geometrii construite: spatiu, timp, memorie,

Galeria Anca Poterasu, Bucuresti / exhibition view, Constructed Geometries: space, time, memory,
Anca Poterasu Gallery, Bucharest, 2017
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Viewfinder

2014-2017

carbune pe hartie/carton si fotografie vintage, banda adeziva
izolatoare/de hartie / charcoal on paper/cardboard and vintage
photograph, duct/brown/paper adhesive tape

69

Viewfinder #3, 2014, detaliu / detail, 50,5 x 72cm




Viewfinder #13, 2015, 50 x 70 cm
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Viewfinder #4, 2014, 50,5 x 72 cm
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Viewfinder #5, 2015, 50,5 x 72 cm
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Viewfinder Mock-up

2016-2017

carbune si creioane colorate pe carton, foto-gravura pe
plexiglas, banda adeziva izolatoare / maro /

charcoal and coloured pencils on cardboard, photo-engraving
on Plexiglass, duct / brown adhesive tape

dimensiuni variabile / variable dimensions

creion pe hartie milimetrica / pencil on millimetric paper

29,7 x 42 cm

postament din lemn / wooden pedestal

Viewfinder Mock-up (Nirvana)
2017
245 x 28 x 21,5 cm
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Viewfinder Mock-up (Mani / Hand)
2017
21,5x19x21,5cm

79

Viewfinder Mock-up #1 & #2 Schite pregatitoare / Preparatory sketches
2016 2016
20 x 20 x 20 cm

b :
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Fara titlu_Jurnale combinate_#1-#4 /
Untitled_Mixed Diaries_#1 - #4

2013

colaj pe suport de hartie japoneza /
collage on Japanese paper

100 x 75 cm
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Fara titlu_jurnale combinate / Untitled_Mixed Diaries

vedere din expozitia Viata - mod de intrebuintare, Bienala Art
Encounters Timisoara-Arad, Muzeul de Arta, Arad /

exhibition view Life, a User’s Manual, Art Encounters Biennial of
Contemporary Art, Timisoara-Arad, 2017
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Povesti de pe o piele
topografiata /
Tales from a topographic skin

2013 - prezent / in-progress
prima expozitie / dia-proiector / zi de nastere / ‘oregano’ / greseala
first exhibition / slide-projector / birthday / ‘oregano’ / mistake

acrilic pe hartie, rame de lemn / acrylic on paper, wooden frames
23 x 33 cm

zi de nastere / birthday

Last year, on 27.09.2012, on my birthday, | was cleaning around and Anton
slipped on the floor, fell and hit his head hard. He was crying loudly and | held
him tightly and tried to calm him down.

He slowly became calmer. It was just that from time to time, he would shriek
from the pain pulsating in his head. After a while he appeared to be better.

And suddenly he starts asking me: “Mommy, why am | crying?” | thought he was
pretending, that he wants to appear brave, but he really could not recall falling.

| started asking him more things from that day and he could not remember going
to school and other things.

Then, while he was screaming, shrieking, | really got frightened.

| got scared because | realised how your life can change in the blink of an eye.
My life, but especially his life...

His life could shift in a second.
And | got truly scared.

| had seen films with doctors and hospitals and | knew we had to get quickly to
the hospital. | ran down to my car, together with loji and with Anton in my arms.
The emergency room went smoothly and they took us in immediately.

Anton was screaming as loudly.

The doctor was looking at me with a stern and worried expression, the nurses
the same. And | seemed to be detached from reality.

| seemed calm and efficient in trying to hurry up the necessary testing, if only to
find out faster what the situation really was. | tried to put him in the CT scanner
but because of the uncomfortable position and of the fright, he threw up. |
changed his clothes, | immediately cleaned him up, | held his hand, | caressed his
brow, for him to be still. The nurse gave me a shielding cloth, to be able to stay
with him while they were running the scan.

The result was good, there was nothing to be worried
about - haemorrhage, lesions, oedema...

They put him on an IV to calm him down and to help him
recover and they said we needed to stay overnight.
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greseala / mistake

Another chance meeting with Dragos at the
gallery - he was presenting the exhibition to Stefania.

| met with Dragos & Co. at the gallery, to talk
about our collaboration and about how they use the
image of the gallery for their own self-interest. Rude and
aggressive.

A lesson for future partnerships.
| was bothered by the way they took ownership over a
project that did not belong to them.

‘oregano’

Panicked because of my health problems, loji took me to see O. After a series
of treatments, | accepted the invitation to go to Sibiu together.

After a short stop in town, we drove out of Sibiu with O., C. and their friends,
to her parents’ holiday house. Soon everybody was wasted and O. sent one
of them to buy “oregano”.

| went up to our room hoping that things would not get out of control. |
realised | had made a mistake coming here.

We went to sleep, but at about 02.00 we were woken up by the
loud music from downstairs.
We went downstairs, but C. was struggling to get O. to sleep, although he
was manic. | went back up pretty confounded, thinking about leaving in the
morning. We still did not know how.

When we woke up, everybody was gone. It was as if
we were in “The Shining”. | went out the window onto a terrace, and then |
managed to get into the yard. Everything was locked up, the characters were
“recuperating”.

After about four hours, C. appeared, totally dismembered, with her makeup
smudged on her cheeks and asked us what we were doing. We told her we

wanted to leave that place as soon as possible.

We left with someone from their group and were grateful to be home.
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Viata — lubire — Memorie /
Life - Love - Memory

2016

instalatie: broderie pe panza montata pe sasiuri de

lemn, decupaje din ziare / reviste recente / installation:
embroidery on fabric mounted on wooden stretcher, cut
outs from recent newspapers / magazines

Viaté - lubire - Memorie / Life - Love - Memory

vedere din expozitia Reality check, Calina Spatiu de Arta
Contemporana, Timisoara / exhibition view, Reality check,
Calina Contemporary Art Space, Timisoara, 2016
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Convertor de stiri /
News Convertor

2016

instalatie: cuvinte de dimensiuni diferite decupate din ziare
si reviste de actualitate; tranzistoare montate pe pereti, fixate
pe posturi de stiri / installation: words in various sizes cut
out from recent newspapers / magazines; portable radios
mounted on the walls, broadcasting news

dimensiuni variabile / variable dimensions
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$ti|"i Combinate #'I - #6 / $tiriccmbinate#4/NewsRemi)2(gl7l

detalii / details

News Remix #1 - #6

2017

colaj pe hartie, cu titluri si parti de articole decupate din diferite ziare;
placa plexiglas gravata, suprapusa pe cuburi de lemn /

collage on paper, headlines and articles cut outs from newspapers and
magazines; engraved Plexiglass on wooden cubes

35x46x3cm
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Stiri combinate #4 / News Remix #4
2017
detaliu / detail
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Schite pregititoare /
Preparatory sketches, 2017

Stiri combinate #4 / News Remix #4

2017
detaliv / detail
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Drifting

2016

instalatie: 10 printuri inkjet 11 x 17 cm montate pe dibond;
siluete de carton fixate pe tije de lemn, draperie, lampa

cu bec halogen / installation: 10 pigment prints 11 x 17 cm
mounted on dibond; silhouettes cut out in cardboard and
mounted on wooden rods, curtain, lamp with halogen bulb
dimensiuni variabile / variable dimensions
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Reconectare / Reconnection

2015-2016
printuri inkjet, cuvinte gravate pe sticla, rame de lemn / -
pigment prints, words engraved on glass, wooden frames
32x47 cm
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Schite pregititoare /
Preparatory sketches, 2017
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