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Women, Be(Coming)

Breda Kolar Sluga
direktorica UGM in kustosinja razstave

Pričujoča razstava s pomenljivim naslovom 
napoveduje in hkrati pozdravlja novo 
obdobje ženske ustvarjalnosti. Takšna je 
tudi želja evropskega projekta Wom@rts.

Deset partnerjev je izbralo 32 umetnic z 
namenom, da sodelujejo na treh umetniških 
rezidencah. Jeseni 2018 so v Avilésu 
umetnice premišljevale v okviru digitalne 
umetnosti, v Grand Angoulêmeu v mediju 
ilustracije in stripa, v Limericku pa na 
področju umetniške grafike. Naloga je bila 
kompleksna. Najprej so avtorice izmenjale 
širok nabor izkušenj in pogledov, saj izhajajo 
iz različnih kulturnih okolij, pripadajo 
različnim generacijam in mnogoterim 
umetniškim usmeritvam. Neprecenljiv vir 
za premislek je bilo predhodno branje dela 
Drugi spol Simone de Beauvoir. ʻBabica 
feministične teorijeʼ se je v tem obsežnem 
delu, ki je v letu 2019 praznovalo 70. 
obletnico izida, spraševala, kdo je ženska 

in zakaj ima skozi vso zgodovino položaj 
drugega spola, ter v ta namen raziskala 
številna področja, od biologije do mita. 

Ker pa se položaj žensk odtlej na žalost ni 
bistveno izboljšal, je izjemno pomembno, 
da se tako zasnovano vrvišče idej ni 
zaključilo z rezidencami, temveč se 
skozi bogat program celotnega projekta 
Wom@rts širi, krepi ter nadaljuje še naprej 
in sporočilo o pomenu nujnosti enakovredne 
zastopanosti obeh spolov v družbi prenaša 
v širšo javnost. Novonastala skupnost 32 
umetnic ima pri tem pomembno vlogo.

Naloga rezidenc je bila tudi, da o tematiki 
ustvarjalke spregovorijo skozi lastno 
umetniško ustvarjalnost. Tako so avtorice 
ustvarile več kot 50 umetniških del, vsaka 
načeloma po dve deli s področja grafike, 
stripa in ilustracije ter eno delo s področja 
digitalne umetnosti, ki smo jih povezali 
v razstavo. 
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Prvo postavitev razstave smo v letu 2019 
zasnovali v Umetnostni galeriji Maribor. 
Vse do leta 2021 bo razstava gostovala 
pri partnerjih projekta po evropskih 
mestih in bo tako na ogled širši javnosti 
v Vilni (Litva), Santiágu de Compostéla 
(Španija), Avilésu (Španija), Grand 
Angoulêmeu (Francija), na Reki (Hrvaška) 
in v Limericku (Irska). Z inovativnimi 
spremembami naslova bodo partnerji 
poglobili tematiko razstave. Vsaka razstava 
ponuja individualni nagovor sleherne 
umetnice, vendar je prav tako pomembno, 
kako se med deli pletejo dialogi, primerjave, 
konstelacije. Zato je vsaka izmed postavitev 
tudi nova priložnost, da se stkejo nove 
povezave in izpostavijo različne vsebine, 
ob katere bodo obiskovalke in obiskovalci 
lahko umestili svoje izkušnje in našli 
svoje mesto.

Izjemno je, da so umetnice z zavedanjem 
pomena Simone de Beauvoir izhajale 
predvsem iz lastnih izkušenj. Dobili smo 
pripovedi o tem, kako je v današnjem 
kontekstu biti ženska, še posebej umetnica. 
Soočamo se z različnimi nagovori, 
intimnimi, tudi bolečino, vse do družbene 
kritike in humorja. Pripovedi so vselej 

kompleksne, zato tukaj lahko izpostavimo le 
nekaj skupnih izhodišč. Zanimivo je, da je 
več avtoric svoj položaj primerjalo s svojimi 
prednicami, bodisi skozi intimno vez, na 
primer s svojimi babicami, ki so kljub 
poskusom imele zelo okrnjene možnosti 
ustvarjanja, bodisi skozi prizmo danes 
znanih in prevladujočih mitskih likov, ki 
skoraj vsi žensko podrejajo moškemu, bodisi 
skozi drobce splošne ali intimne zgodovine, 
ki govorijo o onemogočanju in omejevanju 
žensk in deklic. Vsi vidiki posredno govorijo 
o dvakratnem izbrisu iz zgodovine, ne 
le o prepovedi izražanja, temveč tudi o 
neprepoznavanju pomena in posledično 
izbrisu ustvarjene ženske izkušnje, o izgubi 
polovice civilizacije, polovice ustvarjalnosti 
in moči.

Zato je toliko bolj pomembno, da ob točkah 
ozaveščanja umetnice uvajajo tudi premike: 
potrebo po novih pogledih, interpretacijah, 
razumevanju, prepoznavanju točk, kjer moč 
ženske še ni izgubljena oziroma jo je treba 
na novo iskati v sedanjosti. 

Umetnice ʻgovorijoʼ o različnih premikih. 
O novem občutenju priča novi stripovski 
ženski lik, ki zna realizirati svoje notranje 
moči, ali eksperimentalna tehnološka rešitev, 
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ki enakomerno obremeni in razbremeni 
oba spola na področju reprodukcije, ali 
pa majhna jezikovna sprememba, ki 
enakopravno zajame nagovor obeh spolov. 
‘Rešitev’ je tudi v samorealizaciji, pogosto 
izraženi skozi performans, subverzivni 
akciji v javnem prostoru, ki je tradicionalno 
pripadal moškemu. Velik poudarek 
umetnice pripisujejo tudi zavedanju pomena 
prisotnosti, sprejetju tukaj, zdaj, sebe, pri 
čemer ponujajo različne refleksije, včasih 
zasnovane skozi intelektualno izmenjavo 
mnenj, drugič skozi vizualno reprezentacijo, 
tretjič skozi intimni poetski nagovor.

Pred nami je pisana ženska skupnost. 32 
izkušenj biti ženska opozarja predvsem na 
nujnost izmikanja ukalupljenih interpretacij 
o tem, kaj je ženska in kakšna je njena 
vloga. Umetnice nas nagovarjajo, da 
sprejmemo odgovornost in vzamemo usodo 
v svoje roke. Spodbujajo, da se vprašamo 
o tem, kje želimo biti, da ponudimo svojo 
vizijo, alternativo ter spremembe. 

Razstava, pomemben del projekta Wom@rts, 
ustvarjalkam na kreativen način nudi več 
vidnosti, več glasu, hkrati pa tudi celotni 
civilizaciji vsaj malce lajša razumevanje 
svoje polovice v vsakem izmed nas.

Za priložnost se iskreno zahvaljujem 
vsem partnerjem projekta, še posebej 
pa vsem 32 umetnicam za zaupanje in 
sodelovanje, za čudovit občutek povezanosti 
in za izmenjavo vrednot, ki so neizmerno 
obogatile tudi mojo izkušnjo biti ženska.

marec 2019
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Women, Be(Coming)

Breda Kolar Sluga
Director of UGM and Exhibition Curator

The current exhibition with a meaningful 
title announces and at the same time 
welcomes a new era of women’s creativity. 
This is also the ambition of the European 
project Wom@rts.

Ten partners selected 32 female artists 
to participate in three art residencies. In 
autumn 2018, the artists have been active in 
the context of lens-based media in Avilés, 
in the media of illustration and comics 
in Grand Angoulême, and in the field of 
printmaking in Limerick. The task was 
complex. Firstly, the artists exchanged 
a wide range of experiences and views, 
arising from different cultural backgrounds 
as well as belonging to different generations 
and to various artistic orientations. The 
prior reading of Simone de Beauvoir’s work 
The Second Sex provided an immeasurable 
spring for reflection. In this extensive 
work that celebrated the 70th anniversary 

of its release in 2019, the ‘grandmother of 
feminist theory’ wondered what is a woman 
and why her position throughout history has 
the role of the other sex, and to this end she 
explored many areas, from biology to myth. 

As, unfortunately, the situation of women 
has not significantly improved since then, 
the problem remains a topical issue. It is of 
utmost importance that this interlacement 
of ideas does not end with the residencies, 
but that it expands, strengthens, and spreads 
the message and awareness of the necessity 
of equal representation of both sexes in 
society to the general public, through the rich 
programme of the entire Wom@rts project. 
The newly born community of 32 female 
artists plays an important role in this context.

The next task of the residencies was a 
different one. The artists tackled the issue 
through their own artistic creativity and 
created over 50 works of art. In general, 
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each made two works in the fields of 
printmaking, comics, and illustration, and 
one work in lens-based media, which we 
compiled into an exhibition.

In 2019, the first exhibition was conceived 
at the Maribor Art Gallery, Maribor 
(Slovenia). Until 2021, the exhibition will 
be hosted by the partners of the project in 
various European cities and will therefore 
be on display to the general public in 
Vilnius (Lithuania), Santiágo de Compostéla 
(Spain), Avilés (Spain), Grand Angoulême 
(France), Rijeka (Croatia), and Limerick 
(Ireland). Our partners on each venue 
will slightly change the title, and thus 
imaginatively deepen the topic. While each 
exhibition presents an individual appeal 
by every artist, it is equally important that 
these works knitted with each other through 
dialogues, comparisons, constellations. 
Therefore, each exhibition is also a new 
opportunity to weave new connections and 
highlight different contents that will invite 
visitors to contextualise their experiences 
and find their own place next to them.

Remarkably, these artists, being aware of the 
significance of Simone de Beauvoir, derived 
primarily from their own experiences. We 

have received stories reflecting on what it 
means to be a woman, especially a female 
artist, in today’s context. We are confronted 
with various appeals, intimate, even painful 
ones, all the way to social criticism, and 
humour. The narratives are always complex, 
so here we can only highlight some common 
foundations. It is interesting that several 
female artists compared their situation 
with their ancestors, either through an 
intimate connection, for example, with 
their grandmothers who, despite trying, 
had very limited possibilities to create; 
or through the prism of today’s known 
and dominant mythical characters, who 
almost all subordinate women to men; or 
through the fragments of general or intimate 
history, which manifest the deprivation and 
restriction of women and girls. All aspects 
indirectly speak of the double erasure 
from history, not only of the prohibition 
on expression, but also of the lacking 
recognition of meaning and, consequently, 
the erasure of the female experience, the 
loss of the half of civilisation, the half of 
creativity and power.

Therefore, it is all the more important for 
female artists to raise awareness and along 
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with it introduce steps towards progression: 
the need for new perspectives, interpretations, 
understanding, recognition of points where 
the power of a woman is not yet lost or needs 
to be re-discovered in the present.

These female artists present various 
aspects of movements. A new female comic 
character who is able to realise her inner 
strength speaks about a new feeling; an 
experimental technological solution evenly 
burdens and relieves both genders in the 
field of reproduction; or a small linguistic 
change that addresses both genders equally. 
The ‘solution’ also lies in self-realisation, 
often expressed through performance, 
a subversive action in public space that 
traditionally pertained to men, or even 
through experiment. The artists also put 
much emphasis on the awareness of the 
presence, the acceptance here, now, of 
themselves, offering different reflections, 
sometimes conceived through intellectual 
exchange of views, at other times through 
visual representation, or through an intimate 
poetic approach.

All in all, we are witnessing a diverse 
women’s community. 32 experiences of 
being a woman focus primarily on the 

necessity of avoiding the preconceived 
interpretations of what a woman is and what 
is her role. These female artists urge us to 
accept responsibility and take our destiny 
into our own hands. They encourage us to 
wonder about where we want to be, that 
we put forth our vision, alternatives, and 
changes.

The exhibition, an important part of the 
Wom@rts project, in a creative way offers 
these artists more visibility, gives them a 
louder voice, and at the same time helps the 
whole civilisation to understand its half in 
each of us.

For this opportunity, I sincerely thank all the 
project partners, and especially all the 32 
female artists for their trust and cooperation, 
for a wonderful sense of connection, 
and for the exchange of values that have 
enormously enriched also my experience of 
being a woman.

March 2019
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Simone de Beauvoir, to je ime, ki je 
povezano z velikimi priznanji in hudimi 
kritikami. Beauvoir, ne Beauvoirjeva, 
ker ni bila nikogaršnja last, je bila že 
v času življenja ugledna pisateljica in 
pripadnica, pravzaprav bolj sopotnica, 
pariškega filozofskega življenja, ki je 
slikovito prikazano v knjigi V knjigarni 
eksistencialistov.1 To je bila najprej kavarna 
Flore, poleg nje pa tudi Deux Magots, 
obe v neposredni bližini slavne cerkve 
Saint-Germain-des-Prés, v katerih so se 
zbirali vplivni intelektualci, ustvarjalci in 
novinarji. Vodilni med njimi je bil Jean-
Paul Sartre, ki je od slovitega srečanja z 
Beauvoir v Luksemburškem parku postal 
njen življenjski sopotnik. Ko je Jean Grenier 
v pogovoru s Sartrom kot “filozofom na 
ulici”, ki ni bil zaprt v pretesne prostore 
akademske filozofije, naposled naslovil 
1	 Susan Bakewell, V knjigarni eksistencialistov. Svodoba, bit 

in marelični koktajli. Ljubljana: Modrijan, 2018.

tudi Simone de Beauvoir z vprašanjem “In 
vi, gospa, ste tudi vi eksistencialistka?”, 
pravzaprav ni vedela, kaj naj odgovori.2

Beauvoir, po izobrazbi filozofinja, tako 
kot njeni kolegi, v filozofiji veliko bolj 
znani Maurice Merleau-Ponty, Claude 
Lévi-Strauss in pozneje Louis Althusser, 
predvsem pa sam Jean-Paul Sartre, v 
nasprotju z njimi ni hotela biti filozof. Tako 
kot tudi otrok ni hotela imeti. Morda pa je, 
eno in drugo, veliko bolj dvoumno, kakor 
je videti v odločnem, za njeno življenjsko 
držo značilnem slogu odgovarjanja. Ko so 
jo v poznem intervjuju, tokrat z njo samo 
in o njej sami, vprašali, ali obžaluje, da ni 
imela otrok, je odgovorila domala odrezavo: 
Jamais! Nikoli! Kolikor vem, Beauvoir ni 

2	 Nav. po Michèle Le Doeuff, “Simone de Beauvoir. Falling 
into (Ambiguous) Line”. V: Margaret Simons (ur.) Feminist 
Interpretations of Simone de Beauvoir. University Park, 
Pennsylvania: The Pennsylvania State University Press, 
1995, str. 59. 

Beauvoir in Wom@rts
Vez branja in umetniškega ustvarjanja

Eva D. Bahovec 
doktorica filozofskih znanosti, predavateljica sodobne filozofije 
in ženskih študij ter ambasadorka projekta Wom@rts



18

nihče vprašal, ali je obžalovala, da se ni 
ukvarjala s filozofijo, prav tako pa ni nihče z 
njo naredil pravega filozofskega intervjuja.

Beauvoir in njen Drugi spol: Enajsta na 
seznamu desetih knjig stoletja?

Beauvoir, ki je danes zapisana med največja 
imena francoske kulture in s svojimi 
avtobiografskimi deli vključena tudi v 
referenčno zbirko La Pléiade, je v zgodovini 
filozofije še vedno zapostavljena. Če bi 
izbirali deset knjig, ki so pretresle stoletje, 
bi njen Drugi spol, ki je v tolikih pomenih 
besede prelomno delo iz leta 1949, zapisali 
kot enajsto – izključeno. Zakaj je tako, 
izvemo v sami knjigi: drugi spol pomeni 
ženski spol, ki je sekundaren glede na 
moškega. Ženska je drugi in ženska je drugi 
spol – drugačna in hkrati glede nanj druga 
kot vrstilni števnik. Ženska je številka dve 
s piko. Ženska je od nekdaj podrejena in od 
nekdaj živi v svetu moške dominacije.

Kolikor daleč nazaj nam sežeta oko in 
spomin, je bila ženska vedno Druga. 
Toda med različnimi liki drugih pripade 
prav ženski neko posebno mesto. Vsi 
drugi Drugi, od judov do proletarcev, od 
ameriških črncev do priseljencev, od tujcev 

do domorodskih ljudstev, so nastali z nekim 
zgodovinskim dogodkom. Judje so nastali 
z judovsko diasporo in so odtlej “drugi”. 
Proletarci so nastali s kapitalističnim 
načinom materialne produkcije, prej niso 
bili razred, ki ga opredeljuje protislovno 
razmerje do buržoazije. Nasprotno pa 
ženske niso zgodovinsko nastala kategorija, 
obstajale so od nekdaj in so bile tudi 
dominirane od nekdaj.3 Tega seveda ne more 
pojasniti biološka “usoda”, odpovesta pa 
tudi psihoanaliza in historični materializem, 
ki ju je v maniri francoske filozofije 
povezovala tudi Simone de Beauvoir.

Zakaj je ženska večno druga in večna 
številka dve? Kako bi se bilo mogoče 
vendarle spopasti s tem težavnim 
problemom, ki ga filozofi ne morejo ali si ga 
ne drznejo zastaviti kot filozofski problem? 
Namesto fascinacije z “večno ženskim”, 
ki jo poznamo od Nietzscheja, ali “uganko 
ženskosti”, ki nam jo ponuja v razmislek 
Sigmund Freud, se moramo lotiti problema 
še z nekega drugega vidika. In prav to je 
storila Beauvoir že v prvem stavku Drugega 
spola. “Dolgo sem omahovala, ali naj 
3	 Eva D. Bahovec, “Fenomenologija ženskega duha”. V: 

Simone de Beauvoir, Drugi spol. Doživeta izkušnja. 2. knj. 
Ljubljana: Krtina, 2013, str. 582.
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napišem knjigo o ženski”, je zapisala.4 Tema 
je izzivalna, zagonetna, morda travmatična, 
a vseeno: ženska. Če začnem pisati in če 
sem ženska, moram najprej raziskati prav to 
izhodiščno pozicijo izjavljanja. 

“Ženska sem”, to ni le izjava, je tudi 
pozicija izjavljanja kot mesta, s katerega 
lahko spregovori filozofija, tokrat z glasom, 
ki si ga ne izposoja od nikogar. Ne govori v 
imenu nikogar drugega. “Aroganca filozofije 
ni ena njenih najbolje varovanih skrivnosti”, 
piše Stanley Cavell.5 Ta se kaže prav v 
osebnem zaimku, ko besedilo govori v 
imenu vseh, kot pri Kantu, in v nasprotju z 
Nietzschejem, ki tako kot pozneje Beauvoir 
piše svoje avtobiografske vaje in poskuša 
ujeti “ton filozofije”. Prav zato pa je 
potreben ovinek prek drugega. 

Avtobiografija je Beauvoir dosegljiva le 
prek ovinka, prek drugih žensk, ki so brale 
njen Drugi spol.6 To je prava “vez branja”, 
ki jo je postavila v ospredje Shoshana 

4	 Simone de Beauvoir, Drugi spol. Dejstva in miti. 1. knj. 
Ljubljana: Krtina, 2013, str. 11.

5	 Stanley Cavell, A Pitch of Philosophy. Autobiographical 
Exercises. Cambridge, Massachussets: Harvard University 
Press, 1994, str. 3.

6	 Shoshana Felman, What Does a Woman Want? Reading and 
Sexual Difference. Baltimore: Johns Hopkins University 
Press, 1993, str. 14.

Felman in ki je postala v projektu Wom@rts 
tudi “vez umetniškega ustvarjanja”.

Beauvoir v projektu Wom@rts

Beauvoir, če se vrnem na začetek, je ime, 
ki je povezano z velikimi priznanji in 
hudimi kritikami. Wom@rts pa je projekt, ki 
navdihuje umetniško sceno in pretresa stare 
in nove feminizme. Povezovanje umetniških 
praks in praks branja tako temeljne knjige, 
kakršna je Drugi spol, odpira polje mogoče 
izkušnje, ki je doslej nismo poznali. V 
ospredje je postavljeno oboje: na eni strani 
ustvarjalnost umetnic iz raznih okolij, 
na drugi Beauvoir in njena velika knjiga 
stoletja. V delavnicah, galerijah in na 
srečanjih v Mariboru in po Evropi so bila 
v igri skupna iskanja novih perspektiv, 
doživeta izkušnja pa je bila – tako kot 
pri Beauvoir – postavljena v kontekst 
vsakdanjega življenja.

Prav to je vrlina Drugega spola: preplet 
filozofije in življenja, ki se kaže že na prvih 
straneh. Drugi je ena nastarejših kategorij 
mišljenja. Kategorijo Drugega je mogoče 
zaslediti v domorodskih mitologijah, 
starodavnih religijah in prvih začetkih 
filozofije. Toda, in to je odločilni dodatek, 
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kategorija Drugega je prav tako “prvotno 
dejstvo” naših konkretnih življenjskih 
situacij. Za Beauvoir je filozofija vedno 
filozofija v situaciji, vselej konkretna.

To velja še toliko bolj za izhodiščno 
kategorijo Drugega, ki jo Beauvoir takoj 
umesti v situacijo: čim se na vlaku v 
kupeju sreča več ljudi, postanejo drugi ne 
le drugačni od nas, ampak se nam kažejo 
kot sovražni drugi, oni v nasprotju z nami: 
judje za Evropejce, črnci za belce, ženske 
za moške. Zakaj je tako, nam pojasni 
fenomenologija utelešenega ženskega duha, 
ki v drugi knjigi Drugega spola o doživeti 
izkušnji, v kateri ženska, “ta vmesni produkt 
med moškim in kastratom”, postane delo 
celotne človeške civilizacije.7

Toda feminizem ni nekak negativ 
mizoginije, ki se vleče skozi dolgo 
zgodovino človeštva. Feminizem je 
razsvetljenski projekt, kar pomeni, da je 
od samega začetka zavezan ambivalenci, 
dvoumju in paradoksu. Ta se začenja v 
poznem srednjem veku s Christine de 
Pizan, nadaljuje v obdobju razsvetljenstva z 
Olympe de Gouges in Mary Wollstonecraft, 

7	 Simone de Beauvoir, Drugi spol. Doživeta izkušnja, 2. knj. 
Ljubljana: Krtina, 2013, str. 11.

v dvajsetem stoletju pa kulminira prav v 
pojmu drugega spola, v katerem pride na 
dan sam utemeljitveni princip zaporedja: 
za žensko, za njene pravice, ki jih je v času 
francoske revolucije popisala v deklaraciji 
Olympe de Gouges, toda ne za žensko, 
ki je produkt celotne civilizacije in torej 
ne za takšno, kakršna je nastala v pogojih 
patriarhije.8

Filozofija v novem ključu in nove ženske 
umetniške prakse

Ko je Beauvoir opisovala odzive drugih na 
svojo knjigo o ženski, je zapisala: “divji 
krik besa, upor ranjene duše, ki bi ga lahko 
sprejeli z ganjenostjo in pomilovalno 
blagohotnostjo – ker mi niso mogli oprostiti 
moje objektivnosti, so hlinili, da vanjo ne 
verjamejo; napadla sem stavek Françoisa 
Mauriaca, ker je bil ilustrativen za aroganco 
prvega spola. ‘Le kaj ima proti meni’, je 
hotel vedeti. Nič, nič nisem imela proti 
ničemur, razen proti besedam, ki sem jih 
navajala.”9 Pisanje Beauvoir je sine ira 
8	 Eva D. Bahovec, “Kdo ti je dal suvereno oblast, da zatiraš 

moj spol?”. V: Olympe de Gouges, Pravice ženske. 
Ljubljana: Društvo za kulturološke raziskave in Mesto žensk, 
2019, str. 31.

9	 Simone de Beauvoir, La force des choses, nav. po Nancy 
Bauer, Simone de Beauvoir, Philosophy, and Feminism. New 
York: Columbia University Press, 2001, str. 46.
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et studio; skorajda nedosegljiva je videti 
miselna moč, ki se razgrinja pred nami ob 
natančnem pregledovanju številnih poti in 
stranpoti, ki se vrstijo druga za drugo na 
domala tisoč straneh Drugega spola.

Kar je morda najbolj neznosno, tako za 
feminizem kot za mizoginijo, je sovpadanje 
objektivne nepristranosti z zavzetjem 
pozicije, ki je vselej že izjavljalno 
obeležena. To je sam pogoj možnosti, da 
lahko začnem pisati in s svojim pisanjem 
nagovorim druge. Če sem ženska, moram 
najprej raziskati svoj položaj v nasprotju 
z moškim, ki mu tega ni treba storiti. Sem 
manj v mediju univerzalnega kot on in manj 
človek nasploh, hkrati pa sem bolj telo, 
bolj konkretna eksistenca od njega in bolj 
zavezana avtobiografiji.

Kot je povedala Beauvoir v pogovoru s 
Sartrom več kot tri desetletja pozneje, 
v času pisanja Drugega spola, ni bila 
feministka. Ni postala feministka tako, da je 
kot ženska napisala knjigo o ženski, kot goli 
zapis ali še en niz izjav o ženski. Feministka 
je postala šele potem, ko so knjigo brale 
druge ženske in je problem zapopadla na 
ravni samega izjavljanja. Ker so ženske v 
naši civilizaciji drugi spol, lahko pridejo 

do sebe in do svoje avtobiografije le po 
ovinku prek drugih žensk, ki berejo njihova 
besedila.10 Opisati lastno doživeto izkušnjo 
je lahko nekaj dragocenega, a tudi nadvse 
travmatičnega in povezanega z nasiljem, še 
posebej, če si ženska. Je že tako, da je v naši 
civilizaciji vse, kar je težko, še toliko težje 
za ženski spol.

Kaj bi torej lahko sklenili o Simone 
de Beauvoir? Je bila filozof v kavarni 
eksistencialistov? Kakor je zapisala 
Catherine Malabou, filozofija v nasprotju 
z umetnostjo ženski ne pušča nobenega 
prostora in “na filozofskem področju 
nasploh še zmeraj ne obstaja ženska, ki bi 
bila enakovredna kaki Marguerite Duras v 
literaturi, kaki Pini Bausch v plesu ali kaki 
Georgii OʼKeeffe v slikarstvu”11. Morda pa 
se bo to lahko spremenilo prav s projekti, 
kakršen je Wom@rts, ki povezuje branje 
nove filozofije Simone de Beauvoir z novimi 
umetniškimi praksami mlade generacije in 
tako snovanju skozi vez branja dodaja vez 
umetniškega ustvarjanja. 

10	Felman, nav. delo, str. 11.
11	Catherine Malabou. Bodi moje telo. Dialektika, 

dekonstrukcija, spol. Ljubljana: Krtina, 2011, str. 161.
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Projekt Wom@rts v Umetnosti galeriji 
Maribor je uradno končan, a njegov duh 
straši po Evropi in ohranja dediščino za čas, 
ki prihaja.12 Veselimo se nadaljevanja!

marec 2021

12	Ob 100. obletnici Univerze v Ljubljani smo na Filozofski 
fakulteti v sodelovanju z Umetnostno galerijo Maribor, 
festivalom Mesto žensk, Društvom za kulturološke raziskave 
in Institutom za društvena istraživanja u Zagrebu organizirali 
niz dogodkov o “Beauvoir med zgodovino, filozofijo 
in pisanjem sebstva”. 8. marec 2018 pa smo obeležili z 
okroglo mizo v Ljubljani in večerno otvoritvijo razstave v 
Umetnostni galeriji Maribor. 
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Simone de Beauvoir is a name associated 
with high accolades and fierce criticism. 
Beauvoir, not de Beauvoir, as she was not 
in anyone’s possession, was already during 
her lifetime a prominent writer and member, 
or rather more of a companion, of the 
Parisian philosophical life, which is vividly 
envisioned in the book At the Existentialist 
Café.1 This was, first of all, Café Flore, 
and also Les Deux Magots, both in the 
immediate vicinity of the famous church of 
Saint-Germain-des-Prés, where influential 
intellectuals, artists, and journalists were 
gathering. Leading among them was Jean-
Paul Sartre, who became Beauvoir’s life 
companion after their famous encounter 
in the Luxembourg Gardens. When Jean 
Grenier, in conversation with Sartre, a 
“philosopher on the street” who was not 
confined by the narrow spaces of academic 
1	 Susan Bakewell, At the Existentialist Café. Freedom, Being, 

and Apricot Cocktails. London: Chatto & Windus, 2016.

philosophy, finally addressed Simone de 
Beauvoir with the question “And you, 
madame, are you an existentialist?”, she 
actually had no idea what to reply.2

Beauvoir, a trained philosopher like her 
colleagues—who were far better known in 
philosophy—Maurice Merleau-Ponty, Claude 
Lévi-Strauss, and later Louis Althusser, and 
especially Jean-Paul Sartre himself, did, 
in contrast, not want to be a philosopher. 
She also did not want to have any children. 
Perhaps, however, both considerations are 
far more ambiguous than they appear from 
her resolute style of replying, distinctive of 
her life stance. When she was asked in a late 
interview, this time with her alone and about 
herself, if she regrets not having children, 

2	  Op. cit. Michèle Le Doeuff, “Simone de Beauvoir. Falling 
into (Ambiguous) Line”. In: Margaret Simons (ed.), Feminist 
Interpretations of Simone de Beauvoir. University Park, 
Pennsylvania: The Pennsylvania State University Press, 
1995, p. 59. 

Beauvoir and Wom@rts
The Bond of Reading and Artistic Creation

Eva D. Bahovec 
Doctor of Philosophy, Professor of Contemporary Philosophy 
and Women's Studies and Wom@rts Ambassador
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she replied almost snappily: Jamais! Never! 
As far as I know, no one asked Beauvoir, if 
she regretted not engaging in philosophy, 
nor did anyone do a proper philosophical 
interview with her. 

Beauvoir and Her Second Sex: Eleventh 
on the List of the Top Ten Books of the 
Century?

Beauvoir, who is today one of the greatest 
names in French culture and whose 
autobiographical works are also included 
in the reference edition La Pléiade, is still 
being neglected in the history of philosophy. 
If we had to choose ten books that have 
shaken the century, The Second Sex, which 
is a groundbreaking work from 1949 in so 
many senses of the word, would be placed 
eleventh—the excluded one. Why this is so, 
we learn from the book itself: the second 
sex is the female gender, which is secondary 
to the male. Woman is the other and woman 
is the second sex—different and at the same 
time second as an ordinal number. Woman is 
number two with a dot. Woman has always 
been submissive and has always lived in the 
world of male domination. 

As far back as our memories can reach, a 
woman has always been the Other. Among 
the various characters of others, however, 
the woman has a special place. All the 
other Others, from Jews to proletarians, 
from American blacks to immigrants, 

from foreigners to indigenous peoples, 
emerged from some historical event. The 
Jews were created by the Jewish diaspora 
and have been “the others” ever since. 
The proletarians arose from the capitalist 
production of material commodities; 
previously they were not a class defined by 
its contradictory relation to the bourgeoisie. 
In contrast, women are not a historically 
formed category; they have existed from 
time immemorial and have also been 
dominated from time immemorial.3 This, of 
course, cannot be explained by biological 
“destiny”, nor by psychoanalysis and 
historical materialism, which were linked 
by Simone de Beauvoir in the manner of 
French philosophy. 

Why is the woman always second and 
always number two? How could this 
difficult problem, which philosophers 
cannot or dare not pose as a philosophical 
problem, be dealt with? Instead of the 
fascination with “the eternal feminine” 
we know from Nietzsche, or the “riddle 
of femininity” that Sigmund Freud offers 
for consideration, we need to approach 
the problem from another perspective. 
And that is exactly what Beauvoir did 
in the first sentence of The Second Sex. 
“I hesitated a long time before writing a 

3	 Eva D. Bahovec, “Fenomenologija ženskega duha”. In: 
Simone de Beauvoir, Drugi spol. Doživeta izkušnja. Vol. II. 
Ljubljana: Krtina, 2013, p. 582.
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book on woman,” she wrote.4 The topic is 
provocative, enigmatic, perhaps traumatic, 
but still: a woman. If I start writing and 
if I am a woman, I must first explore this 
foundational position of enunciation. 

“I am a woman” is not just a statement, 
it is also a position of enunciation as a 
place from which philosophy can speak, 
this time with a voice that is not borrowed 
from anyone. It does not speak on behalf of 
anyone else. “The arrogance of philosophy 
is not one of its best kept secrets,” writes 
Stanley Cavell.5 It is manifested precisely 
in the personal pronoun, when the text 
speaks on behalf of all, as with Kant, 
and in contrast to Nietzsche, who, like 
Beauvoir later, writes his autobiographical 
exercises and tries to capture the “tone of 
philosophy.” That is why a detour through 
the other is needed. 

The autobiographical is only accessible to 
Beauvoir indirectly, through other women 
who read The Second Sex.6 This is the real 
“bond of reading” that Shoshana Felman 
brought to the fore and which turned 
into the “bond of artistic creation” in the 
Wom@rts project. 

4	 Simone de Beauvoir, The Second Sex. Facts and Myths, Vol. 
I. New York: Vintage Books, 2010, p. 23.

5	 Stanley Cavell, A Pitch of Philosophy. Autobiographical 
Exercises. Cambridge, Massachusetts: Harvard University 
Press, 1994, p. 3.

6	 Shoshana Felman, What Does a Woman Want? Reading and 
Sexual Difference. Baltimore: Johns Hopkins University 
Press, 1993, p. 14.

Beauvoir in the Wom@rts Project

Returning to the beginning, Beauvoir is a 
name associated with high accolades and 
fierce criticism. Wom@rts is, however, 
a project that inspires the art scene 
and discusses old and new feminisms. 
Combining artistic practices and the 
practices of reading such a fundamental 
book as The Second Sex opens up a field 
of possible experience that was previously 
unknown to us. Both are at the forefront: 
on the one hand the creativity of female 
artists from various backgrounds, on the 
other Beauvoir and her great book of 
the century. In workshops, galleries, and 
encounters in Maribor and across Europe, 
joint searches for new perspectives were in 
the running, and the lived experience was—
as with Beauvoir—placed in the context of 
everyday life. 

And this is exactly the excellence of The 
Second Sex: the interlacement of philosophy 
and life, demonstrated already in its 
opening pages. The Other is one of the 
oldest categories of thought. The category 
of the Other can be found in indigenous 
mythologies, ancient religions, and the early 
beginnings of philosophy. However—and 
this is a crucial addition—the category of 
the Other is also the “principal fact” of 
our concrete life situations. For Beauvoir, 
philosophy is always philosophy in 
situation, always concrete.
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This is all the more true of the primary 
category of the Other, which Beauvoir 
immediately embeds in a situation: when 
more people meet in a compartment 
on a train, the others become not only 
different from us, but appear hostile to 
us—them versus us: Jews to Europeans, 
blacks to whites, women to men. Why 
this is so explains the phenomenology of 
the embodied female spirit in the second 
volume of The Second Sex, discussing the 
lived experience, in which “it is civilization 
as a whole that elaborates this intermediate 
product between the male and the eunuch 
that is called feminine.”7

Yet, feminism is not some sort of negative 
of misogyny that has been running through 
the long history of humankind. Feminism 
is a project of enlightenment, meaning 
that it is from the very outset committed 
to ambivalence, ambiguity, and paradox. 
It begins in the late Middle Ages with 
Christine de Pizan, continues during the era 
of Enlightenment with Olympe de Gouges 
and Mary Wollstonecraft, and culminates 
in the twentieth century in the notion of the 
second sex, in which the very foundational 
principle of sequencing comes to the 
fore: for the woman, for her rights, which 
were listed by Olympe de Gouges in her 
Declaration during the French Revolution, 

7	 Simone de Beauvoir, The Second Sex. Lived Experience, Vol. 
II. 2010. New York: Vintage Books, p. 330.

but not for the woman who is the product 
of civilisation as a whole, and therefore 
not for the woman that emerged from the 
conditions of patriarchy.8

Philosophy in a New Key and New 
Female Art Practice 

When Beauvoir described the reactions of 
others to her book on woman, she wrote: 

“A wild cry of rage, a revolt of a wounded 
soul—that they could have accepted with 
a moved and pitying condescension; since 
they could not pardon me my objectivity, 
[my masculine readers] feigned a disbelief 
in it; For example, I will take a phrase 
of François Mauriac’s which perfectly 
illustrates the arrogance of the First Sex. 
‘What has she got against me?’ he wanted 
to know. Nothing; I had nothing against 
anything except the words I was quoting.”9 
Beauvoir’s writing is sine ira et studio; 
almost unattainable seems the power of 
thought unfolding before us as we scrutinise 
the many paths and detours that line up one 
after another in the nearly thousand pages of 
The Second Sex. 

Perhaps most unbearable, both for feminism 
and misogyny, is the convergence of 

8	 Eva D. Bahovec, “Kdo ti je dal suvereno oblast, da zatiraš 
moj spol?”. In: Olympe de Gouges, Pravice ženske. 
Ljubljana: Društvo za kulturološke raziskave and Mesto 
žensk, 2019, p. 31.

9	 Simone de Beauvoir, La force des choses, op. cit. Nancy 
Bauer, Simone de Beauvoir, Philosophy, and Feminism. New 
York: Columbia University Press, 2001, p. 46.
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objective impartiality and the assumption 
of a position that is always already 
declaratively marked. This is the very 
condition of being able to start writing and 
address others with my writing. If I am a 
woman, I must first explore my position 
as opposed to the man who is not expected 
to do so. I am less in the medium of the 
universal than he is and less of a human in 
general, but at the same time I am more of 
a body, more of a concrete existence than 
him, and more committed to autobiography. 

As Beauvoir said in a conversation with 
Sartre more than three decades later, at 
the time of writing The Second Sex, she 
was not a feminist. She did not become a 
feminist by writing a book about woman as 
a woman that is a bare record or another set 
of statements about woman. She became a 
feminist only after other women had read 
the book, and she tackled the problem at 
the level of enunciation itself. Because 
women in our civilisation are the other 
sex, they can reach themselves and their 
autobiography only indirectly through other 
women reading their texts.10 Describing 
your own experience can be valuable, but 
also extremely traumatic and associated 
with violence, especially if you are a 
woman. It appears to be the case that in our 
civilisation, everything that is difficult is 
even more difficult for the female sex. 

10	Felman, loc. cit., p. 11.

So what can we conclude about Simone 
de Beauvoir? Was she a philosopher at the 
existentialist café? As Catherine Malabou 
has noted, philosophy, unlike art, leaves no 
room for a woman, and “in the whole field 
of philosophy, there is still no equivalent 
to a Marguerite Duras in literature, a Pina 
Bausch in dance, or a Georgia O’Keeffe in 
painting.”11 Perhaps, this may change with 
projects like Wom@rts, which connects 
the reading of Simone de Beauvoir’s new 
philosophy with new artistic practices of 
the young generation and thus adds to the 
formation through the bond of reading the 
bond of artistic creation. 

The Wom@rts project at the Maribor Art 
Gallery is officially over, but its spirit still 
haunts Europe and preserves its heritage for 
the time to come.12 We look forward to its 
continuation! 

March 2021

11	Catherine Malabou. Changing Difference. The Feminine and 
the Question of Philosophy. Cambridge: Polity Press, 2011, 
p. 102.

12	On the occasion of the 100th anniversary of the University 
of Ljubljana, the Faculty of Arts in cooperation with the 
Maribor Art Gallery, the City of Women Festival, the Society 
for Cultural Studies and the Institute for Social Research in 
Zagreb organised a series of events on “Beauvoir between 
History, Philosophy and Writing the Self”. 8 March 2018 
was marked with a round table in Ljubljana and an evening 
exhibition opening at the Maribor Art Gallery.
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Alenka Rebula
Skozi ogenj sem rojena / Born Through Fire

Skozi plamene sem šla 
zgorelo je 

kar me je varovalo pred resnico 
odrta sem ostala in sama 
na pogorišču svojih sanj.

Nič mi ni ostalo od najlepšega 
a ne bom več zaraščena v vdanost 

v bodeče predivo svoje slepote 
v otopelost ujete živali.

Tiho ležem v zdravilni mah 
brez kože in sama 

ob svojem izviru ležim 
v pršenju žive vode 

ozelenevam 
rešena pregorelih okov.

Iz globin se vrača moj spev 
rešene ljubezni 

celjenje se je začelo tisti hip 
ko sem stopila v plamene.

I walked through the flames 
That which had shielded me from the truth 

Became burnt 
Feeling flayed and alone 

In the ruins of my dreams.

Not one piece of the fairest is left within me 
Still, I will no longer be woven into devotion 

In the barbed yarn of my blindness 
In the numbness of a trapped animal.

I quietly lay in the healing moss 
Skinless and alone 
I lie by my spring 

In the spray of the water of life  
I come into leaf 

Free from my scorched shackles.

From the depths, my song 
Of rescued love returns 

The healing began the moment 
I stepped into the flames.

Vir/Source: www.alenkarebula.com/verzi-in-misli/brez-stare-koze.html. Prevod/Translation: Ksenija Vidic





Umetniška rezidenca Digitalni medij
Lens-Based & Media Art Residency

Tovarna kulture Avilés. Mestni sklad za kulturo. 
Mestni svet Avilés, Španija

Factoría Cultural de Avilés. Fundación Municipal de Cultura. 
Ayuntamiento de Avilés, España

10.–16. 09. 2018
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Ona
11 min 41 sek, zvok

She
11 min 41 sec, sound
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Ana 
Pečar
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Ana 
Pečar
Video poskuša vzbuditi žensko frekvenco skozi vsebino in ritem ter dialog med 
zaslonoma in globokim ženskim glasom. Pojem “ženske frekvence” težko opredelimo 
oziroma popolnoma razumemo, a je povezan z globokim glasom, zemljo, jamo, bogato 
temno prstjo, nizkim in dovzetnim …
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The video tries to suggest a female frequency through the subject matter, the rhythm, 
the dialogue between the two screens, and the deep female sound. It is hard to define 
or totally grasp the meaning of “a female frequency”, but it is related to deep voice, 
ground, cave, rich dark soil, low, and receptive…

Ana 
Pečar
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Cristina 
Busto Álvarez
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Nevidna ženska
5 min

The Invisible Woman
5 min
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Cristina
Busto Álvarez
Video je navdihnilo zadnje poglavje “Neodvisna ženska” v knjigi Drugi spol Simone de 
Beauvoir. Takoj sem začutila, da Simone govori o meni, ko opisuje generacijo žensk, ki 
so si pridobile delovne in socialne pravice, a se morajo še vedno boriti za marsikatero 
spremembo, da bi si svoje pravice zagotovile v celoti. 

Kot umetnica in ženska se počutim odgovorno za ustvarjanje novih simbolov in 
referenc, ki predstavljajo sodobne ženske. Uporabljam ‘tradicionalno’ animacijo z 
video izseki v plastično zgovorni izdaji. Del končne videovsebine je usmerjen v urbano 
umetnost, šablone, nalepke s podobo Simone de Beauvoir in njene citate, ki jih je še 
mogoče videti na zidovih mojega mesta. 

V videu Nevidna ženska govorim o vsakodnevni lastni stvarnosti, zrelosti, razmišljam o 
modi, starosti, ženskosti, sestrstvu, čutnosti, ljubezni in osamljenosti.
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This video is inspired by the last chapter “The Independent Woman” of Simone de 
Beauvoir’s The Second Sex. After reading it, I felt right away Simone was talking about 
me, describing a generation of women who have won working and social rights but 
who still have to fight to change many things to secure their rights to the full. 

As an artist and a woman, I feel responsible for creating new symbols and references 
that represent contemporary women. I use ‘traditional’ animation mixed in a very 
plastic edition with video snippets. Part of the final video content looks towards urban 
art, stencils, stickers with Simone de Beauvoir’s image and her quotes that can still be 
seen on walls across my town. 

In The Invisible Woman I talk about and present day-to-day self-reality, maturity, reflect 
on fashion, old age, femininity, sorority, sensuality, love, and loneliness.

Cristina
Busto Álvarez
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Hanne 
Larsen
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Videoportreti
33 min 06 sek (22 portretov)

Video Portraits
33 min 06 sec (22 portraits)
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Hanne 
Larsen
Odločila sem se, da posnamem video, ki ga je navdahnilo moje fotografsko delo. 
Namesto portretov sem posnela kratke videe kot portrete v nadaljevanju. Z navodilom, 
da se zazrejo v kamero, sem ženske snemala 90 sekund pod istim kotom. Udeleženke 
različnih starosti in iz raznolikih okolij so se projektu pridružile po različnih poteh v 
Španiji, na Finskem in Norveškem. Želela sem snemati v resničnih naravnih okoljih in 
takšna so bila tudi prizorišča snemanja. 

Navdihnile so me zgodovinske upodobitve žensk, ki so bile tesno povezane z naravo 
kot nečim strašljivim ali temačnim. “Čarovnice” že stoletja vzbujajo predsodke, zaradi 
česar se jih preganja. Verjamem, da je tovrstna diskriminacija še danes živa in se 
je z njo treba soočiti. Z nevtralnim in eksperimentalnim pristopom k tej temi sem 
ženske posnela s čim manj napotki. Narava sama je lahko prostor za samorefleksijo, 
prostor za pomladitev in pridobivanje moči. Videoportret brez zvoka pove veliko le s 
pogledom. Verjamem, da se boj proti neenakosti med spoloma danes poraja pri vsaki 
posameznici in njenem odnosu do ženskosti. Da bi dosegli enakost, se moramo zazreti 
v ogledalo, videti druga drugo, se družiti in razpravljati o naših izkušnjah. Upam, da bo 
moje delo ustvarilo občutek povezanosti med ženskami. Stopimo skupaj, podprimo se 
in se odmaknimo od kulture, ki trpi zaradi ločevanja.
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I decided to make a video inspired by my photographic background. Instead of 
photographing portraits I made short videos as prolonged portraits. I filmed women 
from the same angle for 90 seconds with the same instruction to gaze into the 
camera. Participants of different age and background joined the project through 
various channels in Spain, Finland, and Norway. The shooting locations were picked 
with the intention of filming in real natural environments. 

I was inspired by the historical portrayal of women with close bond to nature as 
something fearful or dark. “The witch” has spurred prejudice and persecution for 
hundreds of years. I believe that this discrimination is still alive today and needs 
to be tackled. By having a neutral and experimental approach to the topic, I filmed 
the women with as little instruction as possible. Nature itself can be a place for self-
reflection, a place to rejuvenate and gain strength. A muted video portrait can tell 
a lot with just a gaze—it speaks volumes. I believe that fighting gender inequality 
today starts with each individual woman and her relationship with womanhood. In 
order to gain equality we need to look into the mirror, see each other, come together, 
and discuss our experiences. I hope that my work will create a sense of connection 
between women. Let us stand together, support each other, and distance ourselves from 
the culture that is troubled by division.

Hanne 
Larsen
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Lorraine 
Neeson
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Brez naslova
Digitalni tisk na fotografski bombažni papir

Untitled
Digital print on photo rag baryta



55

Tam_Tu
11 sek

There
11 sec
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Lorraine 
Neeson
Osrednja tema v delu Lorraine Neeson je hkratna predstavitev nasprotujočih si stanj 
razkrivanja in zabrisovanja. Strategije obrata in povrnitve ter uporaba dislocirnih 
naprav sprožajo motnje v okoljih, kjer se vidne in slušne prekinitve kažejo kot zaznane 
napake ter nakazani pragovi in ​​portali, ki pritegnejo in odvračajo hkrati. 

Ideje in pojmi v povezavi z vidnostjo in nevidnostjo, premikanjem in časovno 
dvoumnostjo so v delu osrednjega pomena in jih umetnica raziskuje s pomočjo 
različnih medijev in metodologij, pogosto skozi manipulacijo svetlobe in teme. Svetloba 
ima prevratniško funkcijo, saj hkrati osvetljuje in prikriva, privablja in zavaja oziroma 
niha med vidnostjo in nevidnostjo. Delo pogosto nakazuje na področja zunaj očitno 
vidnega ali optično zaznavnega in s tem spodbuja možnost, da presega parametre 
lastnega okvirja in polje vidnega.
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In Lorraine Neeson’s work, the simultaneous representation of conflicting states of 
revelation and obliteration is a fundamental theme. Strategies of inversion and reversal 
and the implementation of dislocating devices are employed to invoke intrigue within 
environments where visual and aural interruptions are manifested as perceived 
malfunctions and as implied thresholds and portals that both entice and impede. 

Ideas and concepts surrounding visibility and invisibility, displacement and temporal 
ambiguity are central to the work and are explored through a range of media and 
methodologies, often, through the manipulation of light and darkness. The function 
of light is subverted, as it simultaneously illuminates and obliterates, entices and 
entraps, or hovers on the threshold of visibility and invisibility. The work frequently 
points to realms outside the immediately visible or optically perceptible and in doing 
so, promotes the potential for it to extend beyond the parameters of its frame and 
beyond the scope of the visible.

Lorraine 
Neeson



58



59

María 
Castellanos 

Vicente
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Rojstvo kiborga
tiskani objekt,

beli silikon, elektronika in video
8 min

Cyborg Genesis
Printed object, white silicon,

electronics, and video
8 min
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María 
Castellanos 
Vicente
Rojstvo kiborga je hipotetično delo o prihodnosti človeškega razmnoževanja. Navdih 
sem črpala iz feminističnega manifesta Shulamith Firestone iz leta 1970, ki je ženske 
spodbujala, da prevzamejo nadzor nad človeško plodnostjo ter razlikujejo med 
spolnostjo in reprodukcijo. 

Z delom, ki je spoj videoumetnosti in predmeta, prikazanega na videoposnetku  – 
nosljivega stroja, ki je sposoben nadzorovati posthumano maternico –, se pokaže 
možnost ustvarjanja zunanje in prenosne maternice. Skupaj z drugimi dosežki medicine, 
kot je na primer pridobivanje spolnih celic iz drugih telesnih celic, bi to omogočilo, da 
reprodukcija ljudi ne bi bila več odvisna od naše biologije ali spolne usmerjenosti.
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The Cyborg Genesis is a speculative work about the future of human reproduction. I 
have sought inspiration from Shulamith Firestone’s 1970 feminist manifesto, which 
encouraged women to take seizure of the control of human fertility, distinguishing 
between sex and reproduction. 

Through this work composed of a piece of videoart and the object showed in the 
video—a wearable machine capable of monitoring a posthuman uterus—the possibility 
of creating an external and portable uterus is posed. This, along with other medical 
advances, such as sexual cells procurement out of other body cells, would allow human 
reproduction not to be dependent on our biology or sexual orientation.

María 
Castellanos 

Vicente
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Marija 
Stonytė



66

Želim te poznati
12 min 41 sek, zvok

I Want to Know You
12 min 41 sec, sound
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Marija 
Stonytė
V dobi družbenih medijev so ljudje bolj kot kdaj koli prej navajeni biti pred objektivom. 
Vendar pa se ob tem, ko gre za lastno izražanje na spletu nevidnemu občinstvu, vedno 
pojavi vprašanje pristnosti. Rada bi podrobneje preučila psihologijo posameznikovega 
avtoportreta pred kamero. Kot režiserko dokumentarnih filmov me zanimajo načini 
prikaza resnične osebnosti portretiranca. Moje umetniško delo je eksperiment, 
v katerem se lahko ljudje iz različnih starostnih skupin in družbenih okolij izrazijo 
pred tihim in opazujočim objektivom. V teh okoliščinah kamera postane medij za 
samoraziskovanje. Ljudje lahko sami izberejo varno razdaljo do nje. Ta svoboda pa 
prinaša neznano: postavljanje sebe v negiben, samoten okvir je bolj zahtevno, kot 
bi bilo pričakovati. Tako vidimo resnični značaj osebe, ki se podzavestno prilagaja 
vsakodnevnim družbenim in vedenjskim normam. Razkrijejo se kompleksne psihološke 
lastnosti vsakega posameznika.
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In the age of social media, people are more used to being in front of the camera 
than ever before. However, there is always the question of one’s authenticity when 
it comes to expressing oneself online to an invisible audience. I’d like to take a closer 
look at the psychology behind the individual’s self-portrayal in front of a camera. As a 
documentary film director, I’m interested in finding ways of capturing the character’s 
true personality. My artwork is an experiment in which people of different age groups 
and social backgrounds are able to express themselves in front of a quiet, observing 
lens. In these circumstances, the camera becomes a medium for self-exploration. 
People find themselves free to choose a safe distance from the camera on their own. 
With that freedom comes the unknown—placing yourself in a motionless, solitary 
frame is more challenging than expected. We get to see a glimpse of the person’s 
true character which normally is subconsciously adjusted to fit every day’’s social and 
etiquette norms. Complex psychological traits of each individual are revealed.

Marija 
Stonytė
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Martta 
Tuomaala
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Pod pritiskom
19 min 10 sek, zvok

V sodelovanju s Sepideh Rahaa.

Snemanje & osvetlitev: Kerttu Hakkarainen | Montaža: Johannes Valkonen | Oblikovanje zvoka: Julius 
Valve | Maska: Aino Havu | Koloriranje: Hannu Käki | Snemanje zvoka: Johannes Valkonen, Pekko Haimi 
& Julius Valve | Nastopajoči: umetnici Sepideh Rahaa & Martta Tuomaala; moški z maskami: Aleksi 
Hietala, Antti Hyvönen, Kalle Hyötynen, Teemu Kaskela, Vili Lehtinen, Matti Mamia & Jesse Vasankari 
| Pripovedovalka: Martta Tuomaala | Prevod: Milla Clynes | Brano besedilo v finščini izpod peresa Terttu 
Järvelä, izvirno besedilo iz pesmi Naisten Hakkaajat.
S podporo Centra za promocijo avdiovizualne kulture AVEK, programa Ustvarjalna Evropa in Finskega 
centra za promocijo nordijske kulture in umetnosti.
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Under Pressure
19 min 10 sec, sound

In collaboration with Sepideh Rahaa.

Cinematography & lighting: Kerttu Hakkarainen | Editing: Johannes Valkonen | Sound design: Julius 
Valve | Masks: Aino Havu | Colouring: Hannu Käki | Recording: Johannes Valkonen, Pekko Haimi & 
Julius Valve | Performers: Artists Sepideh Rahaa & Martta Tuomaala; Men with masks: Aleksi Hietala, 
Antti Hyvönen, Kalle Hyötynen, Teemu Kaskela, Vili Lehtinen, Matti Mamia & Jesse Vasankari |
Narrator: Martta Tuomaala | Translation: Milla Clynes | The text read in Finnish is written by Terttu 
Järvelä, lyrics originally from the song Naisten Hakkaajat. 
Funded by AVEK (The Promotion Centre for Audiovisual Culture), Creative Europe Programme, Nordic 
Culture Point and Arts Promotion Centre Finland.
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Martta 
Tuomaala
Kaj te danes žene, da postaneš feministka? Pod pritiskom se sooča z intersekcionalnostjo 
ter celovitostjo privilegijev in razmerij moči. V umetniškem delu so statistična dejstva o 
diskriminaciji žensk na Finskem prepletena z metaforičnimi in izmišljenimi zgodbami, 
ki temeljijo na resničnih življenjskih dogodkih.
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What does it take to be a feminist today? Under Pressure deals with intersectionality 
and the complexity of privileges and power relations. In the artwork, statistical facts 
about discrimination against women in Finland are intertwined with metaphorical and 
fictional storytelling based on real life situations.

Martta 
Tuomaala
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Si to ti?
19 min 38 sek, zvok, letaki

Is that You?
19 min 38 sec, sound, cards
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Mery 
Pais
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Mery 
Pais
Performans, v katerem je lahko sodelovalo tudi občinstvo, je poklon pisateljici Simone 
de Beavoir in njeni knjigi Drugi spol. Performerke, oprtane s tablami z napisi spredaj 
in zadaj “Nisem drugi spol”, “No soy el segundo sexo”, “Je ne suis pas le deusième 
sexe” in “Non son o segundo o sexo” se sprehajajo po ulicah in srečujejo z gledalkami. 
Gre za prisvajanje vizualnih elementov prvih feminističnih zborovanj in navdihujočih 
napisov, ki so jih tedaj nosile volivke. Med nastopom performerke drugim ženskam in 
dekletom delijo letake z vprašanjem “Si to ti?” in jih vabijo k sodelovanju. 

Glavni cilj performansa je poziv k razmisleku in zavedanju ter doseganju izmenjave 
vrednot. Osrednje vprašanje, kot ga zastavlja Simone de Beauvoir, je, ali želimo še 
naprej biti drugi spol. Udeleženke so se lahko seznanile s knjigo in njeno avtorico, ki je 
bistveno zaznamovala feministično zgodovino. Umetniška igra, ki se odvija v urbanem 
okolju in predstavlja politično-poetični boj, izrisuje razmerje med časom, prostorom 
in telesom. Performans so izvajali v različnih mestih: Santiágu de Compostéla, Avilésu, 
Parizu, Berlinu, Amsterdamu, Pragi in na Dunaju.
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The performance pays homage to Simone de Beavoir and her book The Second Sex, 
where members of the public have the opportunity to join the performance. The 
performance consisted of walking the streets and meeting female spectators, carrying 
a sign that is fitted over the front and back that reads “I’m not the second sex”, “No soy 
el segundo sexo”, “Je ne suis pas le deusième sexe”, and “Non son o segundo o sexo”. 
This is an appropriation of the visuals of the first feminists’ rallies and was inspired by 
the signs carried by the female voters. During the performance, flyers were handed 
out to other women and girls with the question “Is that you?”, and they were invited 
to participate.

The main goal was to appeal for reflection and awareness and attain an exchange of 
values. The issue examined was whether we want to continue to be the second sex, 
as raised by Simone de Beauvoir. Participants were able to get acquainted with the 
book, and the writer that was significantly influential in feminist history. Since it was 
an artistic play that took place in an urban setting, representing a political and poetic 
struggle, it draws a relationship between time, space, and body. It was performed 
in different cities: Santiágo de Compostéla, Avilés, Paris, Berlin, Amsterdam, Prague, 
and Vienna.

Mery 
Pais



82



83

Petra 
Mrša
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Push up
fotografije, telovnik, letaki

V sodelovanju z Mio Ventin in
Eleno Apostolovski.

Push up
Photographs, vest, flyers

In collaboration with Mia Ventin
and Elena Apostolovski.
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Petra 
Mrša
Delo je nastalo v sodelovanju s tekstilno oblikovalko Mio Ventin in kiparko Eleno 
Apostolovski. 

Push up je instalacija, ki v obliki prezentacije blaga v izložbi trgovine prikazuje moški 
modrček ter pripadajoči reklamni material: fotografije in letake. Modrček ponuja 
želeno obliko moškega trupa z definiranimi mišicami in se nosi pod srajco. Narejen je 
iz raztegljivih tkanin, elastičnega traku, gobe in umetne mase, torej materialov, ki jih 
najdemo tudi v ženskem push-up modrčku, ta pa vsakemu oprsju zagotavlja optimalni 
videz. “Push up” je tudi ena od vaj za izgradnjo mišic zgornjega dela telesa. 

V številnih poklicih (kot so menedžerji, zdravniki, igralci, natakarji, svetovalci) močno 
telo prispeva k dojemanju moških kot uspešnih strokovnjakov. Število telovadnic se 
povečuje, saj zagotavljajo usmerjeno vadbo za oblikovanje telesa in hitre rezultate. 
Ponujajo tudi natančna navodila o prehrani in tako nudijo pogoje za dojemanje telesa 
kot naložbe. Objektivizacija telesa neizogibno sodeluje v procesu oblikovanja identitete. 

Razumevanje lastnega telesa in identitete razkriva povezanost telesa s političnimi 
in ekonomskimi strukturami. Fotografiranje pod pravim kotom, uporaba pravega 
filtra, nošenje pravega modrčka so poteze posameznika, ki prispevajo k oblikovanju 
norm in drugim ljudem dajejo orodje za samovrednotenje. Vsak posameznik postane 
hkrati prejemnik in prenašalec. V sodobnem kontekstu moči biopolitike in družbenih 
medijev je treba o telesu in telesnosti nenehno razpravljati.
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The work was released in collaboration with textile designer Mia Ventin and sculptor 
Elena Apostolovski. 

Push up is an installation that takes the form of representating commodities in a 
window store, showing a male bra and its accompanying advertising material: photos 
and flyers. The bra provides the desirable shape of a male torso with defined muscles, 
and is worn under a shirt. It is made out of stretch fabrics, elastic band, sponge, and 
plastic, referring to materials of a female push-up bra that grants any breast an optimal 
look. “Push up” is also one of the exercises for building the upper body muscles. 

In a wide range of professions (such as managers, doctors, actors, waiters, consultants), 
a strong body contributes to the perception of men as being an expert and successful. 
The number of gym sites is increasing, since they provide focused exercise for 
shaping the body and give fast results. They also provide precise diet instructions, 
which altogether offer conditions for conceiving the body as an investment. The 
objectification of the body inevitable takes part in the process of forming the identity. 

The understanding of the own body and identity reveals its connection to political 
and economic structures. Taking the pictures from the right angle, applying the right 
filter, wearing the right bra, are individual gestures that contribute to shaping norms 
and give other people a tool for self-evaluation. Each individual becomes as much a 
receiver as a transmitter. Body and corporeality should be ceaselessly discussed in 
the contemporary context of the power of biopolitics and social media.

Petra 
Mrša
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Shelagh 
Honan
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Konci sveta
12 min 14 sek

Ends of the Earth
12 min 14 sec
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Shelagh 
Honan
Za upodabljanje fizičnih pokrajin uporabljam fotografijo, video, zvok in instalacije. 
Privlačijo me kraji, ki so mejni ali na obrobju. Če v filmu želim prikazati elemente, kot so 
napetost, globina ali žalost, jih poiščem v pokrajini. V teh prostorih obstaja določena 
prisotnost, ki jo skušam izraziti skozi jezik objektiva in skozi zvok. 

Ideje in misli, na katerih temelji moje delo, so zelo specifične in se razvijajo skozi vrsto 
preučevanj, ki vključujejo kompleksno prekrivanje zgodovine, geografije in raziskav. 
Delo je zasnovano tako, da se občinstvo z njim sooči na najpreprostejši način − skozi 
čustva in čutila. 

V videu Konci sveta navajam misli Simone de Beavoir iz njenega temeljnega dela Drugi 
spol v odnosu do žensk in njihovega položaja v družbi in zgodovini. 
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I use photography, video, sound, and installation to capture physical landscapes. I 
am drawn to sites that are on the periphery or the edge. If I want to portray tension, 
depth, or sadness in a film, I look for those elements in the landscape. There is a 
presence in these locations that I am attempting to articulate through the language 
of the lens and through sound.

The ideas and thoughts that underlie the work are very specific and they evolve 
through a series of explorations, involving a complex overlay of history, geography, 
and research. It is designed to confront the viewer in the simplest of ways, by touching 
on the emotions and the senses.

In the video work Ends of The Earth I am referencing ideas from Simone de Beavoir’s 
seminal work The Second Sex in relation to women and their place in society and history.

Shelagh 
Honan
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Stéphanie 
Cadoret
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Moj moški (Hobotnica)
8 min 49 sek

V sodelovanju z Arte in TV7.
S podporo CNC (finančni prispevek in NTP), regije Akvitanije / agencije ECLA, regije Poitou-
Charentes, departmaja Charente, Cité internationale de la bande dessinée et de l'image v okviru 

rezidence v Maison des auteurs (Angoulême).
Distribucija za Japonsko: Pacific Voice

My Man (Octopus)
8 min 49 sec

In collaboration with Arte and TV7.
With the support of the CNC (financial contribution and NTP), the Aquitaine Region / ECLA 
Agency, the Poitou-Charentes Region, the Charente Department, the Cité internationale de la 

bande dessinée et de l'image as part of a residency at the Maison des auteurs (Angoulême).
Distribution Japan: Pacific Voice
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Stéphanie 
Cadoret
Mlada ženska se vrne domov. Sleče se, obleče kopalke in se spusti v podvodne globine 
svojega stanovanja. Ekosistem njenega zakonskega partnerja − hobotnice − je postal 
njen dom, v katerem je ujeta v baročno vodno rastlinje. Do naslednjega jutra se preda 
temu sovražnemu, mokremu in zadušljivemu okolju, ki zdaj predstavlja vsakdan z 
njenim moškim (hobotnico). 
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A young woman comes back home. She gets undressed, puts on her swimsuit, and 
sinks into the underwater depths of her apartment. Overcome by a baroque aquatic 
flora, her home has become the ecosystem of her spouse: an octopus. Until the 
following morning, she complies with this hostile, wet, and suffocating environment 
that is now her everyday life with her man (the octopus).

Stéphanie 
Cadoret
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Teresa 
Búa
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Oseba, zdravo (Kultura proti naravi)
plašč, ramenska konstrukcija z

elektronskim sistemom, izložbena
lutka, krinolina, preproga in distančni stebri

Person Hi (Culture versus Nature)
Coat, shoulder structure with electronic system, 

mannequin, hoop skirt, carpet, and spacers
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P-Oseba, zdravo 2 (Kultura proti naravi)
video performans

11 min 48 sek

P-Person Hi 2 (Culture versus Nature)
Video performance

11 min 48 sec
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Teresa 
Búa
Oseba, zdravo je avtobiografski in eksistencialistični projekt s kritičnim sociološkim in 
antropološkim pogledom. Svet raziskujem z vidika lastne pripadnosti in odslikujem 
kulturne paradigme, ki so mi bile vsiljene. Opazujem in izpostavljam svoje telo in dušo, 
pri čemer se sprašujem o človeški kategorizaciji, ki mi je bila dodeljena: biti ženska. 
Želim se spoznati, da bi bolje razumela druge, vsako posameznico oz. posameznika. 

V delo sem vključila nasprotujoče in vzporedne koncepte, ki so značilni za žensko: 
Kultura : Narava (Kultura nima spola.) 
Užitek : Razmnoževanje (Vsi smo paranoični.) 
Obraz : Mednožje (Mednožja ne nosimo na obrazu.) 
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Person Hi is an autobiographical and existentialist project with a sharp sociological and 
anthropological perspective. I explore the world from the perspective of my belonging 
to it and I screen cultural paradigms that have been imposed on me. I observe and 
expose my body and soul, reflecting on the human classification I have been given: 
being a woman. I want to get to know myself in order to better understand others, 
every single person. 

In this work I include opposing and parallel concepts inherent to being a woman:
Culture vs Nature (Culture has no gender.)
Pleasure vs Reproduction (We are paranoid.)
Face vs Pussy (We don’t have a pussy in our face.)

Teresa 
Búa





Umetniška razidenca Ilustracija & strip
Illustration & Comics Residency

Skupnost aglomeracij Grand Angoulême 
Angoulême, Francija

Communauté d’Agglomération du Grand Angoulême. 
Angoulême. France

24. 09. – 03. 10. 2018



Akvile Magicdust, Fionnuala Doran, Korina Hunjak,  
Maura McHugh, Merieme Mesfioui, Nanu González,  
Raquel Lagartos, Samira Kentrić, Scotty Hervouet,  
Xulia Vicente
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Akvile 
Magicdust
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Ogledovanje
akril na papirju
40 x 30 cm

The Gaze
Acrylics on paper

40 x 30 cm
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Flowers
Silkscreen on paper

40 x 30 cm

Cvetje
sitotisk na papirju
40 x 30 cm
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Akvile 
Magicdust
Cvetje je strip o krhkosti in lepoti žensk. 

Podoba prikazuje občutek nemoči v patriarhalni družbi. 
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Flowers is a comic about women’s fragility and beauty.

The image depicts the feeling of powerlessness in the patriarchal society.

Akvile 
Magicdust
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Fionnuala 
Doran
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Babi Alice v deželi sanj
tuš na papirju
40 x 30 cm

Granny Alice in Slumberland
Ink on paper

40 x 30 cm
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Why Can’t a Woman Be More Like a Man
Digital drawing and digital print on paper

30 x 40 cm

Zakaj ženska ni bolj podobna moškemu?
digitalna risba in digitalni tisk na papirju
30 x 40 cm
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Fionnuala 
Doran
Obe umetniški deli, nastali med rezidenco Wom@rts, je navdihnila moja prababica, 
dramatičarka in pisateljica kratkih zgodb. Pripadala je delavskemu razredu in bila 
mati devetih otrok. Živela je v enem najbolj nasilnih in negotovih mest zmanipulirane, 
sektaške državice Severne Irske. Njeno ustvarjalno prepoznavnost so pogojevali njen 
spol, družbeni sloj in vera. Z izjemo nekaterih fragmentov njenega dela niso arhivirali 
ali zbirali. 

Medtem ko je moje delo nastajalo v Angoulêmeu, so kandidata za ameriško vrhovno 
sodišče obtožili spolnega nasilja. Ravnanje ameriškega senata z dr. Christine Blassey 
Ford me je opomnilo, da pričevanje ženske, ne glede na to, kako uspešna, poklicno 
spoštovana in prijetna v svojem načinu poskuša biti, nima nobene teže proti moškemu 
z večjo družbenopolitično močjo. “Zakaj ženska ni bolj podobna moškemu”, je v filmu 
My Fair Lady zapel Rex Harrison. Ne glede na to, kako zelo si ženska prizadeva delovati 
znotraj moškega modela veljave, ki mu samodejno pripada, nikoli ne bo deležna 
ugleda, spoštovanja ali privilegijev, ki jih uživa moški.
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Both of the works produced during the Wom@rts residency are inspired by my 
greatgrandmother, a playwright and writer of short stories. She was a workingclass 
mother of nine, living in one of the most violent and unstable towns in the 
gerrymandered, sectarian statelet of Northern Ireland. Her identity as a creator was 
and has been subsumed by her gender, class, and religion. Her work has not been 
archived or collected beyond a few fragments.

While making this work in Angoulême, an allegation of sexual assault was made 
against a nominee to the American Supreme Court. Watching the treatment of Dr 
Christine Blassey Ford by the American Senate served as a reminder that as a woman, 
no matter how accomplished, professionally respected, and pleasing in manners she 
tries to be, her testimony will matter nothing against a man of greater sociopolitical 
power. “Why can’t a woman be more like a man”, Rex Harrison sang in My Fair Lady. No 
matter how a woman endeavours to operate in the masculine model of respectability 
set out for them, she still will not have the authority, respect, or privilege of a man.

Fionnuala 
Doran
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Korina 
Hunjak
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Poppy & Maneka in nepojmljivo zlo
digitalna risba in digitalni tisk na papirju
40 x 30 cm

Poppy & Maneka and the Unspeakable Horror
Digital drawing and digital print on paper

40 x 30 cm
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Poppy & Maneka in napad sluzavca
digitalna risba in digitalni tisk na papirju
40 x 30 cm

Poppy & Maneka and the Attack of the Slimezard
Digital drawing and digital print on paper

40 x 30 cm
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Korina 
Hunjak
Ilustraciji sta izmišljeni stripovski naslovnici z dvema superjunakinjama, ki sem ju 
ustvarila kot odgovor na vseprisotne stereotipe o moških superjunakih. Lika sta 
mišljena kot pozitivni vzor otrokom ne glede na njihov spol. Svoje prirojene moči in 
sposobnosti prikazujeta kot nekaj povsem normalnega, kar ni odvisno od njunega 
spola, temveč od njune osebnosti in preteklosti. 

Lik Maneke temelji na citatu Simone de Beauvoir o ženskah in težnji družbe, da jim 
vsili vlogo lutke ali predmeta; a Maneka se je osvobodila teh nečloveških spon in 
spoznala svoje notranje moči. Deklica Poppy pa je otrok, ki mu ni mar za družbeno 
pogojeno vedenje in stereotipne videze. Raje je preprosto otrok − igriva, radovedna in 
sposobna izpeljati vse, kar želi, brez graje ali omejitev. 

Z likoma sem želela spodbuditi umetnice in umetnike ter pisateljice in pisatelje, 
da začnejo bolj kritično razmišljati o tem, kakšen zgled ustvarjajo in zapuščajo kot 
dediščino prihodnjim generacijam otrok. 
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The illustrations are fictional comic book covers displaying two superhero characters 
created as a response to the stereotypes pervading the male dominated superhero 
culture. These characters are meant as positive role models for children regardless 
of their gender. They display innate strengths and superpowers as something that 
is normalised and not based solely on their gender but rather on their personality 
and history.

The doll character—Maneka—is based on Simone de Beauvoir’s quote about women 
and society’s tendency to push them into the roles of dolls or objects; however, 
Maneka cut free of her dehumanising bonds and realised her inner strengths. The 
little girl—Poppy—is a child that does not care about the behaviours and stereotypical 
appearance the society may push onto her. Instead, she is simply a child—playful, 
curious, and able to do anything she wishes without reprimand or imposed restrictions. 

The goal was to inspire artists and writers to start thinking more critically about the 
kind of role models they create and leave as their heritage for the future generations 
of children.

Korina 
Hunjak
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Intervju s sfingo
svinčniki, pisalo s tušem in
barvni svinčniki na papirju

vsaka 40 x 30 cm

Interview with a Sphinx
Pencils, pen and ink, and

coloured pencils on paper
40 x 30 cm each
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Maura 
McHugh
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Maura 
McHugh
Ustvarjam predvsem prozo in stripe, zato je bilo to delo zame izziv, saj sem morala 
razviti lik in vizualno pripoved, ki sem ju dopolnila s svojim znanjem in v določenem 
časovnem okviru. Delo Simone de Beauvoir je bilo nadvse navdihujoče in citat “Ženska 
ni kaka otrdela realnost, ampak je nastajanje” me je resnično vznemiril. Moje pisanje je 
vedno navdihovala mitologija in pogosto razmišljam o tem, kako so pretekle generacije 
pripovedovale zgodbe, da bi upravičile svoje metode nadzora. 

Sfinga je mogočno hibridno bitje, sestavljeno iz številnih delov in v izvirni pripovedi 
služi kot prispodoba za ‘pošastno trumo žensk’. Menim, da je malo verjetno, da bi 
tako čudovito zver strmoglavil moški, ki je rešil preprosto uganko. Sfinge, ki mirno 
sprejema svojo raznoliko naravo in se zaveda svoje moči, ne bi bilo mogoče kar tako 
premagati ali prevarati. Ljudje, ki sprejemajo svojo dinamično naravo, so sila, s katero 
moramo računati v tem svetu. 
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I am primarily a prose and comic book writer, so this work was a challenge as I had 
to develop a character and visual narrative that I could complete with my skill set and 
within the time frame. Simone de Beauvoir’s work was hugely inspiring, and I was 
struck by the quote “Woman is not a fixed reality but a becoming”. My writing has 
always been inspired by mythology, and I often ponder the way stories are told by 
past generations to justify their methods of control.

The Sphinx is a powerful hybrid creature of many parts and in the original story serves 
as a metaphor for the ‘monstrous regiment of women’. I think it unlikely that such a 
fabulous beast could be toppled by a man solving a simple riddle. A Sphinx, at peace 
with her diverse nature and aware of her power, would not be easily overcome or 
fooled. People who accept their dynamic natures are a force to be reckoned with in 
this world.

Maura 
McHugh
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Nedoumljivi mit (diptih)
tuš, digitalna risba in digitalni tisk

na papirju
vsaka 40 x 30 cm

The Elusive Myth (dyptichon)
Ink, digital drawing, and digital

print on paper
40 x 30 cm each
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Merieme 
Mesfioui
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Merieme 
Mesfioui
Umetniško delo se osredotoča na pričakovanja, ki jih maroška družba goji do žensk, 
na pritiske, ki jih povzroča škodljivi mit o idealu nedolžne neveste, o nezmožnosti 
svobodnega govora in obstoja kot posameznica. Obstajamo le skozi družbeni status 
(hči, sestra, žena, mati) v odnosu do moškega.

Maroška nevesta se tako kljub sijaju, ki jo ob poroki obdaja, pripravlja na novo življenje 
v vlogi žene. Od nje se pričakuje, da je podrejena, pasivna in da izpolnjuje zakonske 
dolžnosti. Mož pričakuje, da je devica, hkrati pa naj ga spolno poznavalsko zadovolji. 
Na novo se sooči tudi s taščo, ki močno vpliva na svojega sina in jo bo utišala v skladu 
z istimi patriarhalnimi prepričanji, zaradi katerih je tudi sama trpela. Žena popolnoma 
izgubi lastno identiteto in ko postane mati, se povsem podredi otroku, zlasti, če 
rodi sina.
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This work focuses on the expectations which Moroccan society has regarding women, 
the pressure behind the toxic myth of the ideal virgin wife, the fact that we are being 
silenced, but also our inability to exist as individuals—we exist only through our status 
as a daughter, sister, wife, mother, in relation to a man. 

This Moroccan bride, despite the beauty that surrounds her, faces her new faith and 
duties as a wife: being submissive, passive, having marital obligations (her husband 
wants her to be a sex expert but she has to be a virgin as well). She is also going to 
face her new relationship with her mother-in-law, who will silence her, who has a 
huge influence on her son, and who copies the same patriarchal patterns she used to 
suffer herself. She does no longer exist as an individual; once she becomes a mother, 
she only exists through her baby (especially her son).

Merieme 
Mesfioui
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Nanu 
González
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Po stopinjah Simone de Beauvoir
svinčniki H, HB in 2B ter rumeni

akvarelni svinčnik na papirju
vsaka 30 x 40 cm

After Steps of Simone de Beauvoir
H, HB, and 2B pens and yellow

watercolour pencil on paper
30 x 40 cm each
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Nanu 
González
Moje delo je stripovski diptih, narisan s svinčnikom, katerega bistveni komponenti 
sta pretiravanje in črni humor. Prva stran se navezuje na znameniti stavek Simone 
de Beauvoir: “Ženska se ne rodi: ženska to postane.” Z drugimi besedami: posveča 
se kulturni identiteti žensk. Osredotoča se na tri vidike iz pristopa ženske umetnice: 
izobraževanje, poroka in materinstvo. To je razlog, da sta na tem mestu omenjeni Eva 
Hesse in Louise Bourgeois. 

Drugi list obravnava dekonstrukcijo in besedo ‘ženska’ zamenja s ‘feministko’: “Feministka 
se ne rodi, to šele postane” in s tem odraža razmišljanja Simone de Beauvoir skozi 
stališča sodobnih feministk, kot sta Marcela Lagarde ali Judith Butler. Obravnava tudi 
odpravo spolnih kategorij kot obliko diskriminacije, potrebo po razmišljanju o osebnem 
in družbenem položaju žensk ter o tem, kako sodelovati v strategijah sprememb. 
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My work is a pencil comic diptych highly influenced by exaggeration and black humour. 
The first page is based on Simone de Beauvoir’s famous sentence: “One is not born, 
but rather becomes a woman”. In other words, it revolves around women’s cultural 
identity. It focuses on three aspects from an artist woman’s approach: education, 
marriage, and motherhood. That is the reason why Eva Hesse and Louise Bourgeois 
are mentioned here.

The second sheet deals with deconstruction and changes the word woman to feminist: 
“A feminist is not born, but rather becomes one”, a reflection of Simone de Beauvoir’s 
thinking through contemporary feminists, such as Marcela Lagarde or Judith Butler. 
It also addresses the elimination of gender categories as a form of discrimination, 
the need to think over our own personal and social condition as women, and how to 
participate in change strategies.

Nanu 
González
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Raquel
Lagartos
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Navdihujoče ženske
tuš in akvarel na papirju
40 x 30 cm

Inspirational Women
Ink and watercolour on paper

40 x 30 cm
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Postati ženska
tuš in akvarel na papirju
40 x 30 cm

Becoming a Woman
Ink and watercolour on paper

40 x 30 cm
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Raquel
Lagartos
Prvo delo obravnava stereotipe o ženskem spolu, pogojene s pričakovanji družbe, ki 
ne predvideva, da so ženske inteligentne ali pogumne, temveč le lepe in občutljive. 
Izobraževalni sistem ne spodbuja žensk, da sledijo svoji vesti, ampak kaznuje vsako 
stališče, ki odstopa od norme. To ponazarja kontrast med otroško nežnostjo deklice, 
ki je vključena v okolje prijetnih barv, in strašljivim dejstvom, da se vsaka manifestacija 
narave, ki se oddaljuje od normativa, takoj zatre. 

Drugo delo obravnava dejstvo, da je večina družbeno legitimnih referentov moškega 
spola. Beauvoir pojasnjuje, da je zelo težko postaviti genealogijo žensk, ki bi služile kot 
vzornice, saj uspešne ženske pogosto obravnavajo kot osamljene primere; niso del 
bogate zgodovine, zato jih v resnici ne upoštevajo. 
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The first work revises stereotypes about the feminine gender, conditioned by the 
expectations of a society that does not expect women to be intelligent, or brave, but 
beautiful and sensitive. Education does not encourage women to follow the dictates of 
their conscience, but punishes any attitude that deviates from the norm. The contrast 
between the childlike tenderness of a girl, integrated in an environment of pleasant 
colours, and the terrible fact that any manifestation of nature far from the normative 
is going to be immediately repressed was used to denote it.

The second work deals with the fact that most of the socially legitimised referents are 
male. Beauvoir explains that it is very difficult to build a female genealogy in order to 
provide feminine models because women that reach success are seen as isolated cases; 
they are not part of the wealth of history, so they are not really taken into consideration.

Raquel
Lagartos
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Species: Maggie Fly Agaric (Amanita muscaria) 
Symptoms after consumption range from nausea, 

twitchiness, and drowsiness to delirium, 
seizures, and coma.

Digital drawing and digital print on paper
40 x 30 cm

Vrsta: Maggie rdeča mušnica (Amanita muscaria)
Po zaužitju se pojavijo simptomi slabosti,  
trzanja in dremavosti, vse do delirija, 
krčev in kome.
digitalna risba in digitalni tisk na papirju
40 x 30 cm
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Samira 
Kentrić
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How Do You Like Us Now?
Digital drawing and digital print on paper

40 x 30 cm

Kako smo vam sedaj všeč?
digitalna risba in digitalni tisk na papirju
40 x 30 cm
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Samira 
Kentrić
Uživam v ustvarjanju nadrealnih situacij, s katerimi lahko poudarim, kar se mi zdi 
najbolj resnično. Nerealne so heroine, ki imajo videz plastičnih lutk, nevarne pa so 
‘gospe’, ki s pozicije moči menijo, da imajo končne odgovore. Zanima me stičišče 
javnega, političnega izraza in intimnega, pogosto erotično obarvanega vsakdana. 
Želim posredovati vsebine, ki pogosto ostajajo nereflektirane in so zato skrite, zbujajo 
nelagodje. Ustvarjam priložnost za soočanje z lastnimi strahovi in osvoboditev od njih. 
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I enjoy creating surreal situations to highlight what I believe is most real. Unreal are 
the heroines that look like ageless plastic dolls. Really dangerous are ladies in power 
who claim they possess the final answers. What interests me is the intersection of the 
public or political expression and the intimate, often erotically coloured daily routine. I 
want to convey content, which generally remains unreflected and is therefore hidden, 
arousing discomfort. I create the chance to confront our own fears and find liberation 
from them.

Samira 
Kentrić



158

Transalkimija
barvni svničniki, markerji, akrilna barva,

kolaž in lepilo z bleščicami na papirju
vsaka 40 x 30 cm

Trans Alchimie
Coloured pencils, markers, acrylic paint,

collage, and glitter glue on paper
40 x 30 cm each
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Scotty 
Hervouet
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Scotty 
Hervouet
Transalkimija je dvostranski strip, ki raziskuje dve različni stališči osebnega odnosa 
do ženstvenosti – na prvem listu z Isinega zornega kota trans ženske, na drugem s 
perspektive trans moškega, Behzada. Navdihnjena s filmskim kadriranjem, sem se 
za poudarjanje pripovedi igrala s stripovskimi okvirji, da bi prikazala tok časa. Strip 
poudarjajo tudi specifične majhne podrobnosti, vsakodnevni izdelki in tišina. S 
podobami s kart za tarot in iz alkimije metaforično spregovorim o tem, kako se ena 
snov pretvori v drugo. Na prvem listu je ogledalo prvi alkimistični prehod za Iso; na 
drugem listu Behzadov hišni prag predstavlja drugi prehod. 

Gre za razpravo o nenehnem boju med vidnostjo in intimnostjo, ki ga doživljajo 
posamezniki. Delujem izven sistematične binarne členitve cismoški−cisženska in si 
vedno prizadevam ustvarjati zgodbe o trans ljudeh za trans ljudi. Gre za prepoznavnost, 
dostopnost in preživetje. 
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Trans Alchimie is a two-page comic exploring two different points of view in regard to 
one’s own, personal relation to femininity, on the first page from Isa’s, a trans woman’s 
perspective, and on the second page from a trans man’s, Behzad’s perspective. 
Inspired by filmic uses of framing to emphasise the narrative, I tried to play with comic 
panels in order to show the passing of time. The comic is also highlighted by specific 
small details, products of routine, and silence. I used imagery from tarot cards and 
alchemy to metaphorically speak about the action of one matter becoming another. 
On the first page, the mirror is the first alchemical passage for Isa; on the second 
page, Behzad’s house threshold represents the second passage. 

It is, in the end, a discussion about the constant fight of visibility against intimacy 
experienced by trans individuals. Working around and out of the systematic binary 
cisman-ciswoman system, I always work towards creating stories for trans people 
about trans people. It is a matter of visibility, accessibility, and survival.

Scotty 
Hervouet
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Ona je zemlja, on je seme 1–2
tuš, digitalno koloriranje in digitalni tisk na papirju

vsaka 40 x 30 cm

She’s the Soil, He’s the Seed 1–2
Ink, digital colouring, and digital print on paper

40 x 30 cm each
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Xulia 
Vicente
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Xulia 
Vicente
Umetniškega dela sem se lotila z referenco na določeno poglavje v knjigi Drugi spol 
Simone de Beauvoir, v katerem avtorica obravnava mite, ki so vplivali na podrejenost 
žensk, posebej tiste, ki ženske povezujejo z naravo. Delo je polpripovedni diptih, v 
katerem upodabljam nekatere od idej, da je plodnost zemlje ženskega spola in kako 
so moški te mite ustvarili, da bi ženske opredelili kot ‘nekaj koristnega, kar je treba 
posedovati in obvladovati’ ali kot “tisto Drugo”. Način, s kakšnimi sredstvi moški 
obvladujejo ženske podobe narave, se mi je zdel zanimiv, saj o tem nisem razmišljala, 
dokler nisem prebrala knjige. 
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I approached this work by focusing on the chapter of The Second Sex, in which Beauvoir 
talks about the myths women have been subjected to, and particularly those that 
linked women to nature. My piece is a semi-narrative diptych which portrays some 
of those ideas of fertile nature being female, and especially how men created those 
myths by relating to women as ‘something useful that has to be possessed and 
dominated’ or as “the Other”. Thus, I felt it was an interesting idea how men used 
their resources to dominate those female nature images, as I had not thought about 
it until I read the book.

Xulia 
Vicente
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Aoife 
Barrett
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Ni šlo za zakon, šlo je za
prevladujočo družbeno konvencijo
jedkanica in akvatinta na papirju
70 x 71 cm

It Wasn’t a Law It Was
a Reigning Social Convention

Copper etching and aquatint on paper
70 x 71 cm
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What Use Are You If Not
to be Collected

Stencils on paper
70 x 71 cm

Kakšna je tvoja korist, če ne ta, 
da se te zbira
tisk s premično šablono na papirju
70 x 71 cm
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Aoife 
Barrett
Moje delo je odgovor na pojmovanje globoko zakoreninjenih neenakih pravic, 
družbenih norm, lastništva, meja in izrinjanja, o katerih Simone de Beauvoir govori v 
svoji knjigi Drugi spol. Obe moji deli razkrivata, kako se na ženske pogosto gleda kot 
na predmet − nekaj, kar je treba zbirati in nadzorovati, “saj čemu služi, biti ženska, če 
ne temu, da jo utrgajo”. 

Prvo delo Ni šlo za zakon, šlo je za prevladujočo družbeno konvencijo prikazuje ukrivljene 
ženske figure, ki se med seboj prepletajo in padajo. Naslov dela se nanaša na irski 
‘snug’ (kotiček v pubih), majhen, ograjen prostor ob pultu, kjer se žensk naj ne bi 
videlo. Pred letom 1960 so bili irski pivski lokali skoraj izključno domena moških, kjer 
ni bilo moč videti nobene ‘ugledne’ ženske ob pitju. 

Drugo delo Kakšna je tvoja korist, če ne ta, da se te zbira prikazuje enake figure, vendar v 
urejeni, strukturirani obliki. Figure so tukaj postavljene v vrste, kot vojaška četa, s čimer 
namigujem na teorijo Simone de Beauvoir o tem, kako se morajo ženske združiti in 
delovati kot eno. Da dosežemo popolno enakost, moramo postati ‘me’. 



179

My work is a response to ideas on deep-rooted unequal rights, social norms, ownership, 
boundaries, and displacement as discussed in Simone de Beauvoir’s The Second Sex. The 
two pieces look at how women have so often been seen as an object—something to be 
collected and controlled, “for what is the use of being a woman, unless to be gathered”.

The first piece It Wasn’t a Law It Was a Reigning Social Convention depicts distorted 
female figures falling and knotted together. The title of the piece refers to the Irish 
‘snug’, a small, screened-off room attached to the bar in pubs for women to be out 
of sight. Prior to the 1960s, Ireland’s drinking establishments were almost exclusively 
the domain of men, and no ‘respectable’ woman could be seen drinking inside.

The second piece What Use Are You If Not to Be Collected shows the same figures but in 
an ordered, structured format. The figures in this piece are also represented in rows 
as an army refering to Beauvoir’s theory on how women need to come together and 
act as one. We need to be a ‘We’ in order to achieve full equality.

Aoife 
Barrett
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Audrey 
Potrat
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Simone 2
sitotisk na papirju
80 x 60 cm

Simone 2
Silkscreen on paper

80 x 60 cm
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Simone 1
sitotisk na papirju
80 x 60 cm

Simone 1
Silkscreen on paper

80 x 60 cm
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Audrey 
Potrat
Ustvarjam kompozicije. S tiskanjem, lepljenjem in barvanjem režem in sestavljam oblike, 
ki omogočajo raznolike tehnične pristope h grafični tehniki vtiskovanja. Moja risba je 
preprosta; izbiram čiste in enovite forme, ki jih prelevim v grafično kompozicijo. Zanima 
me soočenje tehnik s sodobnimi podobami, saj na ta način eksperimentiram z novimi 
grafičnimi pristopi in posodabljam estetiko grafične umetnosti. 
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I create compositions. In printing, gluing, and painting techniques, I cut and assemble 
shapes that offer a multi-technical approach to stamping. My drawing is simple; I 
turn towards pure and singular forms, making my work a graphic composition. What 
interests me is the confrontation of techniques with contemporary images. In this 
way, I seek to experiment with new graphic approaches and renew the aesthetics of 
the printed arts.

Audrey 
Potrat
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Fernanda
Álvarez 

Jiménez
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Mulier alba
sitotisk, relief in kolaž na papirju
50 x 37 cm

Mulier alba
Screen print, relief, and collage on paper

50 x 37 cm
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Regina vulgaris
sitotisk, relief in kolaž na papirju
50 x 37 cm

Regina vulgaris
Screen print, relief, and collage on paper

50 x 37 cm
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Fernanda
Álvarez 
Jiménez
Grafični listi z latinskimi imeni cvetlic spominjajo na botanične ilustracije iz 19. stoletja. 
A uporabljena imena niso resnična imena cvetlic, temveč samostalniki, ki se nanašajo 
na ženske: regina/kraljica, molier/ženska, virgo/devica, domina/dama … So cvetlične 
ženske, lepe in nežne. 

Ženske noge sem dodala kot kolaž in jih prišila na grafični list. Naloge žensk so šivanje, 
pobiranje cvetja ipd. Spolne vloge in stereotipi so še vedno v veliki meri prisotni. Morda 
smo arhitektke, sodnice, inženirke, znanstvenice, umetnice ali pa osvajamo vesolje …, 
a ob tem smo vedno v visokih petah, naličene in s popolno pričesko. 
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These prints, in which Latin flower names have been used, resemble 19th century 
botanical illustrations. However, the names used are not real names of flowers but 
nouns that refer to women instead: regina/queen, mulier/woman, virgo/virgin, domina/
lady, etc. They are flower-women, beautiful and delicate.

Female legs have been added as a collage sewn to the print. Women tasks are sewing, 
picking up flowers, etc. Gender roles and stereotypes are still prevalent today. We 
may be architects, judges, engineers, scientists, artists, or conquering space… but we 
always wear high heels with a perfect make-up and hairstyle.

Fernanda
Álvarez 

Jiménez
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Haya
Blanco
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Untitled
Mixed technique on paper

35.5 x 100 cm

Brez naslova
mešana tehnika na papirju
35,5 x 100 cm
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Brez naslova
sitotisk na papirju
74 x 48,5 cm

Untitled
Screen print on paper

74 x 48.5 cm
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Haya
Blanco
Znameniti stavek sem uporabila z namenom, da spodbudim zavedanje o pomenu 
načina, kako govorimo. O tem, da je moški jezikovni spol vselej dominanten. V prvem 
delu sem popravila, kar pojmujem kot napačno ali odvečno. Nisem hotela obdržati 
pridevnika “small” (majhen) pri “for woman” (za žensko), ker menim, da ženske ne želijo 
primerjave z majhnimi stvarmi. Tudi izraz “humankind” (človeštvo) je boljša izbira, saj 
ohranja isti pomen, a ni toliko osredotočen na moški spol in je bolj vključujoč. Drugo 
delo prikazuje rezultat teh popravkov in javnosti prepušča razmislek o tem, kakšne 
bi bile posledice tega koraka za celotno človeštvo, če bi ga storila ženska. V drugem 
delu sem uporabila sivo in zeleno, saj sem se želela izogniti barvam, ki se povezujejo 
z moškim ali ženskim spolom. Odločila sem se, da za drugo delo uporabim posebno 
vrsto papirja, saj na njem odlično deluje kot protestni plakat.

Sodelovanje v projektu Wom@rts mi je ponudilo priložnost, da lahko skupaj z 
umetnicami iz drugih držav izpostavim položaj ženske. Vse so s svojimi svoja stališči 
in življenjskimi izkušnjami zatiranega spola prispevale h končnemu rezultatu mojega 
dela. Znova smo spoznale, da ni pomembno, od kod smo, saj je naša borba povsod 
ista, čeprav prihajamo iz različnih delov sveta. Za vsako žensko na zemlji zahtevamo 
enake pravice. 
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The aim to work with such a famous sentence is to raise awareness about the 
importance of the way we talk, how the male is always the dominant gender in 
language. In work 1 I corrected what I considered wrong or unnecessary. I did not 
want to keep a connection betweeen “small” and “woman”, as I think women no longer 
want to be associated with small things. Moreover, “humankind” is a better option, as it 
keeps the same meaning, not being exclusively focused on the male gender but being 
more inclusive. Work 2 shows the result of those corrections and leaves to the public 
to think about what would be the consequences of the deserving step of a woman 
for humankind. In work 2 I used the colours grey and green as neutral colours that 
would not relate to the male or female sex. I decided to use that specific kind of paper 
in work 2, as, glued on the wall and not framed, it perfectly works as a protest poster.

Having the opportunity to participate in Wom@rst offered me the possibility to share 
and put in common the female condition with other women from other countries. 
They are also part of the result of my work as they put on the table their points of view, 
their experience in life as women, as the oppressed sex. We have realised one more 
time that it does not matter where you are, because our struggles are the same, even 
if coming from different spots in the world. We protest for the same rights for every 
woman on Earth.

Haya
Blanco
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Jo 
Kelley
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Dafne v Arkadiji
litografija na papirju
54 x 40 cm

Daphne in Arcadia
Lithograph on paper

54 x 40 cm



201

Dafne in Sirena
litografija na papirju
54 x 40 cm

Daphne and Siren
Lithograph on paper

54 x 40 cm
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Jo 
Kelley
Notranji, hermetični svet, značilen za uvodni stavek ‘Bilo je nekoč …’ je v mojem 
umetniškem delu sestavni del pripovednega jezika. Mitologije in pravljice lahko 
odsevajo krutosti in naključnosti sveta, ki jih zaradi občuljivosti sodobne družbe 
pogosto izčrtajo in s tem okrnijo celoto. Miti so arhetipski, a dopuščajo široko polje 
interpretacij. 

Sliko Apolon in Dafne Piera del Pollaiola sem prvič videla kot najstnica ob obisku 
Narodne galerije. Takrat nisem poznala Dafnine zgodbe in se spraševala, zakaj se ta 
ženska spreminja v drevo. Gre za majhno delo, toda Dafnina podoba je nepozabna. Je 
hkrati čudna, tragična in komična. Berninijev kip Apolon in Dafne je nadrealističen, a ga 
odlikuje tudi pridih čutnosti in tragičnosti. 

Simone de Beauvoir v Drugem spolu piše o apolonski vlogi moškega v nasprotju z bolj 
totemistično vlogo ženske. Znova sem pomislila na Dafne, zakoreninjeno v zemljo 
zaradi obupanega poskusa pobega od Apolona. Ne glede na nianse interpretacije 
Dafne ostaja onegibljena. 
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The interior hermetic world inherent in the opening ‘Once upon a time…’ is integral to 
the narrative language within my work. Mythologies and fairy tales can often reflect 
the cruelty and randomness of the world, and are often sanitised for contemporary 
sensibilities. Myths are archetypal, but have a broadness, in terms of interpretation. 

I first saw Piero del Pollaiolo’s Apollo and Daphne as a teenager visiting the National 
Gallery. At the time I didn’t know the story of Daphne, and wondered why this woman 
was turning into a tree. It is a small painting, but the image of Daphne is memorable. 
It is odd, tragic, and funny, simultaneously. Bernini’s Apollo and Daphne has a surreal 
quality, but has sensual and tragic overtones.

Simone de Beauvoir writes in The Second Sex about the male Apollonian role in 
contrast to a more totemic female role. I thought again about Daphne, rooted to the 
earth, as a result of a desperate escape plan from Apollo. Regardless of the nuances 
of interpretation, she is immobilised.

Jo 
Kelley
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Louise 
Mendoche
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Znanstvena fantastika #1
sitotisk na papirju
71 x 100 cm

Science Fiction #1
Silkscreen on paper

71 x 100 cm
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Science Fiction #2
Linocut on paper

61 x 51 cm

Znanstvena fantastika #2
linorez na papirju
61 x 51 cm



208

Louise 
Mendoche
Vprašanja o materinstvu … Kako naj sprejemam nosečnost v okolju, ki materinstvo 
obravnava kot socialno in poklicno oviro? Kako lahko zaščitim svoje otroke pred 
seksizmom? Ali gre za brezupen boj, saj je za vzgojo otroka potrebna cela vas, moja 
vas pa je seksistična? Kako naj razvijem zdrav materinski odnos do svojih sinov, ki jim 
bo moj cilj sčasoma najbrž postal tuj in jih bo družba spodbujala k temu, da moj spol 
obravnavajo kot podrejenega? 

Oseba-mati in oseba-otrok sta v odnosu, ki jima ni prirojen in ga je treba (ponovno) 
vzpostaviti. 
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Questions about motherhood… How to assume pregnancy in an environment that 
considers motherhood as a socio-professional handicap? How can I protect my 
children from ordinary sexism? Is it a lost cause, since it takes a village to raise a child, 
and my village is sexist? How to develop a healthy maternal connection with my sons, 
when they are likely to become strangers to my cause, and encouraged to consider 
my gender as subordinate?

The bond that unites the individual-mother with the individual-child is not innate, it is 
to be (re)built.

Louise 
Mendoche
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Marta
Fermín
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Conflict I
Woodcut on paper

88 x 71 cm

Konflikt I
lesorez na papirju
88 x 71 cm
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Conflict II
Woodcut on paper

88 x 71 cm

Konflikt II
lesorez na papirju
88 x 71 cm
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Marta
Fermín
Že od vsega začetka sem vedela, katero tehniko bom uporabila: grafično ploščo 
nazadnje natisnjenega lesoreza, ki mi je omogočila uporabo dveh ali treh barv. Prav 
odločitev za določeno matrico pogosto ponuja veliko informacij o samem delu, a sem 
se tokrat odločila za uporabo plošč MDF v ploskem tisku. Želela sem nanos tiskarske 
barve, kot da bi ustvarjala sitotisk. 

Razrezi, črte in oznake so se razvijali enako hitro kot moje izkušnje v Limericku, ozke 
in plitve linije so postale ostre in natančno opredeljene. Tekel je čas, tekli so dnevi in 
spremembe v načinu gledanja so me privedle do zasukov grafične matrice na nekaterih 
odtisih, s čimer sem ustvarila bogatejšo igro stičišč in črt ter bolj zanimivo prekrivanje 
barv, ki so končnemu odtisu vdihnile čudovito barvitost. Obe deli sem hotela opazno 
ločiti, kar mi je uspelo s pomočjo barvne temperature. Sledi potekajo neprekinjeno, 
letni časi se menjavajo in mi nadaljujemo z delom … To delo je navsezadnje odraz 
nekega cikla in nekega srečanja. 
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I knew what technique I would be using right from the start: a woodcut plate last printed 
which allowed me to use two or three inks. Quite often, you get lots of information 
on the work just by deciding which matrix to use, but this time I chose using MDF flat 
printing blocks. I wanted to get flat inking, as if I were doing screen printing.

Carvings, lines, and marks developed at the same pace as my experience in Limerick, 
turning from narrow and shallow lines into the sharpest and well defined ones. 
The passage of time, of days and the change of perspectives lead me to rotate the 
matrix in some of the prints, thus creating a richer play of crossroads and lines 
and a more interesting overlap of colours, thus providing great chromatism in the 
final print. I wanted to properly differentiate the two pieces and I did it through the 
colour temperature. The traces run in continuous time, the seasons advance, and we 
continue working… This work is still the reflection of a cycle and an encounter.

Marta
Fermín
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Melinda 
Kostelac
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Padec kraljice
kolagrafija na papirju
99 x 69 cm

The Drop of Queen
Collagraph on paper

99 x 69 cm
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2. spol
kolagrafija na papirju
97 x 69 cm

2nd Sex
Collagraph on paper

97 x 69 cm
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Melinda 
Kostelac
Človeško bitje sem, a sem postala ženska in grafičarka.

Dve izdaji grafik sta močno povezani s temo knjige Drugi spol, v kateri sta vloga in 
položaj ženske jasno zapisani skozi zgodovino človeštva. Najbolj me je vznemirilo 
dejstvo, da so majhne deklice morale odraščati kot lutke in biti popolnoma nedejavne. 
Druga vznemirjajoča tema sta menstruacija in plodnost, zaradi katerih so žensko častili 
kot boginjo in jo pozneje vrgli z družbenega prestola, saj je njeno nenadzorovano 
ustvarjanje postalo preveč nevarno za patriarhalni svet. Izziv te dvojnosti je v delu 2. 
spol izražen kot romaneskna podoba, pri kateri ne vemo, ali gre za deklico ali dečka.

Obrnjena šahovska figura v delu Padec kraljice ponuja paradigmatično podlago za 
prihodnjo družbo, v kateri nameravamo živeti. Besedi, kot sta “padec” (kapljica krvi 
pade) in “kraljica” (figura ali simbol), se ob različni konotacijski in denotacijski frekvenci 
spreminjata.

Nadzor nad ženskami zahteva čas, kar je na obeh grafikah zastopano v motivu spetih 
las. Če lasje nenehno “rastejo”, jih je treba kot obrobni podaljšek ženske znotraj 
družbe odstriči ali speti.
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I am a human being, but I have become a woman and a printmaker.

Two editions of prints are strongly connected to the subject of the book The Second 
Sex, in which the role and position of a woman is clearly laid out through the history 
of mankind. One of the most upsetting things for me was that little girls were brought 
up as dolls, totally disabled. Another upsetting subject is the concept of menstruation 
and fertility that made the woman being worshipped as a goddess and later thrown 
down from the social throne, as her uncontrolled creation became too dangerous for 
the patriarchal world. The challenge of this duality is expressed in the work 2nd Sex as 
a novel-like figure, from which we cannot derive, whether if it is a girl or a boy.

The inverted chess figure in the work The Drop of Queen offers a paradigmatic ground 
for the future society we intend to live in. Words like “drop” (the fall, blood drop) and 
“queen” (figure or symbol) begin to shift at another connotational and denotational 
frequency.

The control over women takes time, which is represented in the tied hair motifs in 
both prints. If the hair constantly “grows”, it needs to be cut or tied up as the marginal 
extension of woman within society.

Melinda 
Kostelac
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Mina 
Fina
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Telo I−III
sitotisk in svinčnik na papirju

vsaka 71 x 51 cm

The Body I−III
Silkscreen and pencil on paper

71 x 51 cm each
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Mina 
Fina
“Telo ni stvar, je situacija: je naše privzemanje sveta in osnutek naših projektov.” 
Gre za podobe žensk v erotičnih pozah iz pornografskih revij, vendar brez intimnih 
podrobnosti, s katerimi bi ohranjala njihovo stereotipno funkcijo predmeta poželenja. 
Njihove prečiščene in dvodimenzionalne silhuete sem spremenila v simbole, ki 
simbolno govorico telesa prikazujejo z novimi možnostmi branja in razumevanja. V 
kontekstu sodobne družbe in množičnih medijev jih lahko gledamo kot satirične ali 
estetske podobe, polne subverzivnega potenciala. Podoba in zapisane besede se 
nenehno dopolnjujejo, izhajajo druga iz druge in skupaj tvorijo hibridni vizualni in 
besedni značaj razstavljenih del.
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“The body is not a thing, it is a situation: it is our grasp on the world and the outline 
for our projects.” Images of women in erotic poses from pornographic magazines, 
but without intimate details, with which I would preserve their stereotypic function 
as the object of desire. I changed their purified and two-dimensional silhouettes into 
symbols that depict the symbolic speech of the body with new possibilities of reading 
and understanding. We can view them in the context of contemporary society and the 
roles of mass media as satirical or aesthetic images full of subversive potential. The 
image and the written words constantly complement each other, emerge from each 
other, and jointly form a hybrid visual and verbal character of the exhibited works.

Mina 
Fina
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Neringa 
Žukauskaitė
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Prostor za dva
linorez in lesorez na papirju
70,5 x 50 cm

Place for Two
Linocut and woodcut on paper

70.5 x 50 cm
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The Two Sexes Have Never  
Shared the World in Equality

Linocut and woodcut on paper
70.5 x 88 cm

Oba spola si nista nikoli 
enakovredno delila sveta
linorez in lesorez na papirju
70,5 x 88 cm
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Neringa 
Žukauskaitė
“Oba spola si nista nikoli enakovredno delila sveta.” To je stavek iz knjige Drugi spol 
Simone de Beauvoir, ob katerem se mi poraja veliko vprašanj: Kako si oba spola danes 
delita svet? Enakopravno ali ne? Odpira tudi osebna vprašanja: V kakšnem položaju 
sem? V kakšnem položaju želim biti? Kdo določa moj položaj? Žalostno je videti, da 
ženske svoj položaj še vedno utrjujejo v domačem okolju. Na eni strani so ženske 
danes enakovredne moškim, po drugi strani pa menijo, da jim nihče popolnoma ne 
zaupa. Še vedno obstaja veliko stereotipov, ki veljajo v naši družbi.

Moji grafiki zastavljata prav ta vprašanja, zato vas vabim, da poiščete svoje odgovore. 
V prvem delu sta dve glavi (ena je velika, svetla, prozorna, prazna; druga je manjša, 
temna, močna, s prekritimi usti); v drugem delu sta dva stola (eden stoji trdno na tleh, 
drugi lovi ravnotežje). Ali lahko izberete svoje mesto na teh odtisih? Vprašanje je, v 
katerem položaju se vidite? Zakaj se postavljate na to mesto? Kdo določa vašo izbiro?
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“The two sexes have never shared the world in equality.” This is a sentence from 
Simone de Beauvoir’s book The Second Sex. To me, it raises a lot of questions: How are 
the two genders sharing the world nowadays? Equally or not? It also raises personal 
questions: In what position am I? In what position do I want to be? Who determines 
my position? It is a pity to realise that women still position themselves at the domestic 
level. On one side, women nowadays are ready to stand on an equal footing with 
men. On the other, women feel that they are not fully trusted. There are still many 
stereotypes that govern our society.

My two prints are raising these questions and invite you to find your own answers. 
There are two heads on the first print (one is big, light, transparent, empty; the other 
is smaller, dark, strong, referencing a covered mouth), and two chairs on the second 
print (one is standing firmly on the ground, the other is balancing). Can you choose 
your place in these prints? The question is, in which position do you see yourself? Why 
do you position yourself in that place? Who determines your choice?

Neringa 
Žukauskaitė
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Umetniška rezidenca Digitalni medij
Lens-Based & Media Art Residency

Ana Pečar
Maribor, Slovenija/Slovenia, 1977

pecarana@gmail.com
https://vimeo.com/user643920

Cristina Busto Álvarez
Avilés, Španija/Spain, 1976

cristabusto@gmail.com

Hanne Larsen
Trondheim, Norveška/Norway, 1985

hannelar@gmail.com
http://www.hannelarsen.com/

Lorraine Neeson
Irska/Ireland, 1971

lneeson@mac.com
http://www.lorraineneeson.com/

María Castellanos Vicente
Gijón, Španija/Spain, 1985

maria@mariacastellanos.net
www.mariacastellanos.net
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Marija Stonytė
Vilnius, Litva/Lithuania, 1991

stonyte.marija@gmail.com
https://vimeo.com/user23773796

Martta Tuomaala
Lieto, Finska/Finland, 1983

martta.tuomaala@gmail.com
http://www.marttatuomaala.com/

Mery Pais
Santiágo de Compostéla, Španija/Spain, 1990

hola@merypais.com
https://merypais.com/

Petra Mrša
Reka/Rijeka, Hrvaška/Croatia, 1985

petramrski@gmail.com
www.petramrsa.com

Stéphanie Cadoret
Meaux, Francija/France 1981

sc.projets@gmail.com
http://scadoret.fr/

Shelagh Honan
Irska/Ireland, 1965

shelaghhonan@gmail.com
http://www.shelaghhonan.com/
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Teresa Búa
Muxía, Španija/Spain, 1991

terebua@gmail.com
http://terebua.blogspot.com/

Umetniška razidenca Ilustracija & strip
Illustration & Comics Residency

Akvile Magicdust
Vilnius, Litva/Lithuania, 1987

akvilemagicdust@gmail.com
www.akvilemagicdust.com/

Korina Hunjak
Reka/Rijeka, Hrvaška/Croatia, 1993

korinahunjak@gmail.com
https://korinahunjak.com/

Maura McHugh
Galway, Irska/Ireland

https://splinister.com/

Fionnuala Doran
Lurgan, Irska/Ireland, 1984

fionnuala.doran@network.rca.ac.uk
https://www.thetrialofrogercasement.com/
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Raquel Lagartos
Oviedo, Španija/Spain, 1982

rlagartos.ilustracion@gmail.com
http://rlagartos.portfoliobox.me/

Samira Kentrić
Ljubljana, Slovenija/Slovenia, 1976

samira.kentric@gmail.com
http://www.samirakentric.com/

Xulia Vicente
Cariño, Španija/Spain 1993

xuliavicente7@gmail.com
https://takitakos.tumblr.com/

Merieme Mesfioui
Rabat, Maroko/Morocco, 1992

mesfioui.merieme@gmail.com
https://www.instagram.com/durga.maya/

Nanu González
Oviedo, Španija/Spain, 1971

gonzaleznanu@hotmail.com
https://issuu.com/nanugonzalez

Scotty Hervouet
Angoulême, Francija/France, 1994

stc019comix@gmail.com
https://stc019.artstation.com/



242

Umetniška rezidenca Grafika
Printmakers Residency

Fernanda Álvarez Jiménez
Mehika/México, 1967

fernanda.alvarezjimenez@gmail.com

Haya Blanco
Santiágo de Compostéla, Španija/Spain, 1984

hayablanco@hayablanco.com
www.hayablanco.com/

Aoife Barrett
Škotska/Scotland, 1984

aoifebarrett13@gmail.com
https://www.facebook.com/pg/printvango/

Audrey Potrat
Dijon, Francija/France, 1991

potrat.audrey1@gmail.com
https://audreypotrat.fr/

Jo Kelley
Cork, Irska/Ireland, 1955

jokelley@hotmail.com
https://www.corkprintmakers.ie/JO-KELLEY
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Louise Mendoche
Valence, Francija/France, 1984

lou.m@wanadoo.fr
https://mendoche.blogspot.com/

Melinda Kostelac
Reka/Rijeka, Hrvaška/Croatia, 1968

melindakostelac@gmail.com

Marta Fermín
Oviedo, Španija/Spain, 1973

decerocreativo@gmail.com

Mina Fina
Ljubljana, Slovenija/Slovenia, 1978

mina.zabnikar@gmail.com
http://minafina.si/

Neringa Žukauskaitė
Litva/Lithuania, 1975

neringa.art@gmail.com
www.fb.com/Neringos
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