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Points of Contact 

Some notes on the 
work of Nona Inescu

-

João Laia

The practice of Nona Inescu is defined by an ongoing investigation 
on how humans communicate with a world in motion. Combining 
sculptural elements with still and moving images, Inescu’s work 
creates a malleable constellation which looks into the primacy of 
touch as a means to connect with the other. The mediating properties 
of the body are played out in multiple ways, projecting an affect-led 
translation of the world while signalling its position as an interface 
between self and reality. Opened shortly after completing her studies, 
Inescu’s first solo exhibition took place in 2015 at Sabot in Cluj, 
Romania. Focusing on the hand as a symbol for human haptics, Hands 
Don’t Make Magic, explored different modalities of a self-designed 
palmistry and presented several manifestations of touch. Works 
such as Lumachel (2015), a photograph documenting the interaction 
between a hand’s shadow and a stone, or the series Drawings from 
caterpillars (Herbarium & Burdock leaf) (2015), where the traces of 
worms feeding are visible in plant leaves, draw analogies with what 
the artist names ‘natural technologies’ found in all beings alike. Hands 
Don’t Make Magic diversified and meticulous fixation on the hand 
announced Inescu’s understanding of touch as a tool to expand the 
notion of self, blurring and disrupting the border between inner and 
outer phenomena.   

 Conversations with a Stone, the 2016 solo at Pistoia’s Spazio 
A, develops on such notions. Named after a 1962 poem by Wislawa 
Szymborska, the exhibition speculated on how to overcome the 
impossibility to communicate with non-human entities. The 
video Where touch begins, we are (2016) documents a series of 
micro performances between a hand and an array of bodies such 
as animals, fluids, plants and screens. These instances of contact 
illustrate the artist’s obsessive exploration of touch as the leading 
tool to communicate with and think about the world. The show is 
choreographed by such conception, examples of which reappear 
throughout as seen in the photographic black and white series 
Concretions (2016), where a female figure interacts with the mythical 
rocks of the artist’s homeland Romania. The pervasiveness of the 
hand, seen repeatedly  in a flattened shape via constant manipulations 
focusing on its material contours or photographed textures, embodied 
a number of possible dialogues between human and non-human 
which effectively surpassed Szymborska’s dilema. Such inter-being 
approximations were expanded in Inescu’s more recent projects such 
as her 2017 show at Berlin’s soon to be Vienna’s Exile: Lithosomes, a 



word-title produced out of the junction of the greek words litho 
(stone) and some (body). The exhibition created a set of blurred 
relations between different corporealities like body parts, chains, 
rocks, stones and straps. Concretion stones hanged on leather 
straps framed by a metallic structure in the installation Litho/
Gym (2017). A number of new elements from the Concretions 
series were also included alongside a new moving image work: 
Untitled (formation) (2017). In the video different shapes akin 
to concretion stones merge into each other, producing a loop 
of dissolution and reproduction. The cyclical progression of 
the images and the resulting emergence of new object-beings 
projected a complex time span that suggests the crossing of 
parallel worlds which were at the same time an outcome and 
source of the novel composite entities. 

 The artist’s most recent solo exhibition, An animal that 
was once thought to be a plant that transformed into stone 
presented at at Spazio A in 2018, revolves around the figure of 
the coral as another overlapping instance between human and 
non-human. The coral’s hybrid composition, encompassing 
features found in the constitution of animals, minerals and 
vegetables alike, and particularly its medical employment in 
the scope of the human skeleton, for example in bone implants 
or calcium supplements, were particularly generative for this 
body of work. The colour photograph Reef (2018) is specially 
impressive: the image portrays a set of hands and forearms 
eerily forming a coral-like structure summarises other parallels 
proposed in black and white images such as Untitled (Pore) 
(2018), where a section of coral emerges out of a gloved hand, 
or Tubipora musica (2018), where a different configuration of 
the hybrid perfectly sits in a human clavicle. An animal (…) 
presents a number of mirror dynamics between works such 
as the video Ariel Song (2018), where a coral emerges out of 
hand bones, and the sculptural set Right phalanx (2018), where 
sections of fired clay akin to fossilised coral are weaved together 
by metallic chains forming a skeleton of a long extinct or soon 
to exist being. The video’s mutant narrative is emphasised 
by the echo between the works and expanded in light of the 
coral’s symbolical status in the global warming process. The 
exhibition’s narrative universe signals Inescu’s engagement 
with current ecological issues, which further announces an 

expanded conception of an interconnected reality between human 
and non-human. Navigating and referencing different approaches 
that range from the childlike to the naive, as well as the archeological, 
the metaphysical or the scientific, Inescu’s body of work maps a 
generalised state of metamorphosis, using the human body as a 
grounding device where mutation as well its signs and traces can 
be identified and speculated about. If “contact is crisis”1  in Inescu’s 
practice such shift means both the destruction of boundaries and the 
enactment of an interdependent territory. Here touch is a life giving 
action which animates a multiple community.

1 Anne Carson in Before Sexuality: The Construction of Erotic Experience in 
the Ancient Greek, quoted in Where touch begins, we are (2016) single channel HD 
video by Nona Inescu



Meander

_
2020

Chrome-plated steel, mineral concretion stones
Produced with the support of Tallinn Art Hall

In “Meander”, Inescu creates a sculptural installation that combines 
geology with the human body. The permanence of landscape is 
only perceived as such by our relative experience of time, but 
the weathering of a rock and the carving of a river is evidence of 
planetary matter in constant flux. Rather than the body being present 
within the landscape, the structure of the natural curves and flows of 
liquids is considered a body of a much larger scale.

Estonia is dotted with lakes that populate Subbi’s canvases; these 
natural features define the region but were made from a complex 
series of geological events. This work is a representation of 
compressed time through the eyes of a geologist in which layers of 
rock create an open archive. Within these chronicles lie the remnants 
of our ancient ancestors and the landscapes we inhabit today.

Rivers are a historical and present source of life and economy to 
society. With water comes silt, rocks, plastics and animal parts that 
partake in the river’s voyage. The stones that lie within the structure 
come from the riverbanks of Romania where Inescu spent time 
studying a particular type of concretion stone. They populate the 
sculpture like a chain of mineral elements. If Subbi’s landscapes are 
incomplete without the human body, Inescu’s installation posits the 
earth itself as a body, by likening rivers to the life-blood of the earth: 
a capillary system of water and nutrients. The human body, in turn, 
becomes a landscape.

Text by Angels Miralda for the group exhibition “Olev Subbi: 
Landscape From the End of Times” at Tallinn Art Hall, 2020









Waterlily Jaguar

_
February - April 2021

SpazioA

“You will observe that nature was the engineer in this case.” (Joseph 
Paxton)

“The impression the plant gave me, when viewed from the bank 
above, was that of a number of green tea trays floating, with here 
and there a bouquet protruding between them; but when more 
closely surveyed the leaves excited the utmost admiration, from 
their immensity and perfect symmetry. A leaf, turned up, suggests 
some strange fabric of cast iron just taken from the furnace, its 
ruddy colour, and the enormous ribs with which it is strenghtened, 
increasing the similarity.” (Richard Spruce)

SpazioA is proud to present, ___ February 2021, a solo show by Nona 
Inescu (1991, Bucharest, Romania), entitled Waterlily Jaguar. The 
exhibition consists of a recent body of work, produced during the 
year 2020 and it includes a series of steel sculptures, photographic 
works and a new short film. Waterlily Jaguar is an exhibition that 
should be seen as a porous ecosystem, developed vertically between 
the water surface and the underwater. The artist examines closely 
the “event horizon” located on the cusp of these two spaces and its 
main inhabitants, namely a spectrum of hydrophytes (aquatic plants) 
by emphasising their hybrid nature and the resulting iconographic 
associations. 

Water lilies are hydrophytes that grow in clusters and hormonally 
communicate together within their community. They can self-
reproduce and have mobility across the water surface, being both 
earthed and waterborne. The water lily’s roots settle in the silt below 
the water but its leaves and flowers are mobile, floating across the 
reflective watery surface. Water lilies communicate chemically with 
each other so that they can better flourish, signaling to each other 
if there are adverse conditions or imminent threat. Since the times 
of Carl Linnaeus, an eighteenth century nature classifier, plants are 
generally considered to be less relevant than the human species, 
based on the lack of mobility and sentience. The actual capacities 
of water lilies are further evidence that plants require critical and 
cultural examination, as companion species, and that plants require 



an accompanying shift in human perception of their vegetal status. 
Throughout history, plants from the Nymphaeaceae family were 
often anthropomorphised and their beauty and fluid nature found a 
correspondence in ancient myths and folklore. Hybrid characters, such 
as Sirens, Nymphs, Naiads and Nixe are shapeshifting water spirits, 
floating between two worlds. The water lily was portrayed especially 
often in the art of the Classic Mayan period in iconographic contexts 
that can be interpreted in a variety of ways. There are essentially three 
motifs: water lilies sprouting from the backs of crocodiles swimming 
in the water; the head of the “earth monster,” around which water 
lilies are entwined; jaguars that are either wearing the stalks and buds 
of water lilies as a head ornament or dancing with water lilies. The 
association between the jaguar and the water lily is especially
dominant. The Water lily Jaguar god is seen, among different theories, 
as a god of protection, fertility, royalty, as well as a god of plants. 

Upon entry in the gallery, the viewer is already confronted with 
a separation of the two spaces, encountering a single photograph 
which introduces the underwater gardens and a green latex curtain, 
signaling both a liquid boundary and the vegetal water depths. Behind 
the curtain, a sensing ground for all that lies above the surface is 
revealed through a series of steel sculptures, embodying giant Victoria 
Amazonica lily pads, as well as a steel liana extending from the gallery 
floor, both species of plants found in the tropical ecosystems of the 
Amazon. The works in the exhibition are all converging towards 
the short film (a new collaboration between Nona Inescu and the 
sound artist Simina Oprescu), which further explores the depths of 
underwater gardens, soft flora and their mythical counterparts. 

It is said that Sir Joseph Paxton, a nineteenth century architect and 
gardener, drew inspiration from the leaf of Victoria Amazonica water 
lily for the construction of the Crystal Palace. Designed for the Great 
Exhibition of 1851, The Crystal Palace was a large glass and iron 
structure built in London, England. 
The method of construction was a breakthrough in technology and 
design, and paved the way for more sophisticated prefabricated 
design in the twentieth century, as well as one of the first examples 

of biomimetic design. Thus, the materials chosen for the sculptures in the 
exhibition Waterlily Jaguar should be seen as a tribute to this moment 
in history and to the importance of these aquatic plants in architecture 
and culture at large. In this capacity we would show allegiance to the 
dirt and stones, the rivers and forests, and consider all plant species with 
respect rather than via a removed, critically subjective eye. This kind of 
commitment would comprise an honorable agreement, a pact of loyalty, a 
contract with the plant world, one person at a time.







Nymphea ampla (White water lily)
2021

Archival print on Hahnemuehle paper, artist frame (chrome-plated steel)
60 x 40 cm



Afloat (Petioles)
2021

Chrome-plated pressed steel, glass lens
7 x 120 x 200 cm



Afloat (Victoria amazonica)
2021

Chrome-plated pressed steel, glass lens
Ø 100 x 15 cm





Liana
2021
Archival print on Hahnemuehle paper
100 x 70 cm



Tangles of Liana
2021
steel
300 x 25 cm



Nymph (Nelumbo nucifera)
2021

Archival print on Hahnemuehle paper, artist frame (chrome-plated steel)
100 x 70 cm



Nymph (Lemna minor)
2021

Archival print on Hahnemuehle paper, artist frame (chrome-plated steel)
100 x 70 cm







Fingeryeyes

_
2020

Chrome-plated steel, platinum 
glazed ceramic

Exhibition view at Peles Empire, 
Berlin





Harriet

_
2020

soldered metal wire

175 x 65 cm

Harriet highlights the formal and ecological relationship between 
the nervous and root systems. The work retraces in metal the 
nerves of Harriet Cole, a woman who died of tuberculosis at 
the age of 35 and who allegedly gave permission to Dr. Rufus 
B. Weaver to carefully extract her entire nervous system in the 
1880s. It should be noted that Cole was Black, which raises 
questions of whether race influenced how consent may have been 
handled at the time.





Mingled bodies: 
Between soft flesh 
and hard rock

-

Jesi Khadivi

Philosopher Michel Serres describes the senses as “nothing but the 
mixing of the body, the principle means whereby the body mingles 
with the world and with itself.”1  Serres claims that the world and the 
body touch through the skin, which defines their common border. 
He writes, “contingency means mutual touching […] I mingle with the 
world which mingles itself in me. The skin intervenes in the things of 
the world and brings about their mingling.”2  The “things” of the world 
that Nona Inescu draws upon in her works are primarily of the hard, 
indurate variety: stones, coral, shells. In Inescu’s photographic works, 
pieces and fragments of the human body often convene with these 
myriad mineral formations. Brittle and mute, introverted, shy, seeking 
connection. An ear houses a broad, flat stone. A torso, shoulder, and 
arm discretely protrude from a slit in a large boulder. Two hands cup 
a curiously shaped rock: conjoined like Siamese twins, its tumescent 
outcroppings suggest stunted human limbs. 

A kind of porosity between the self and the other, interior and 
exterior, human and non-human has come to define Inescu’s practice. 
Whether working in photography, sculpture, installation, or video, 
she creates subtle, delicate encounters between human, animal, 
vegetal, mineral, and synthetic bodies that imagine the world less as 
a space of discrete, partitioned entities than a dynamic constellation 
of interminglings, crossovers, and interferences. This is most clearly 
expressed in the artist’s work with concretions. These hard, compact 
masses of matter, in many ways, are a stony equivalent to Serres’ 
mixing of the senses, which is expressed in the etymology of the 
word itself, derived from the Latin “con” which means “together” 
and “crescere,” which means to grow. Often adopting strange, 
anthropomorphic shapes, a concretion occur when sediments form 
around a nucleus, which could range from organic matter like leaves, 
fossils, or teeth to inorganic objects like military shells or shrapnel. 
The unusual shapes of these stones have provided a fertile breeding 
ground for myth over the millennia. In the villages where they are 
found in Romania people think they are dinosaur eggs or alien 
stones, while, as Paul Salopek notes in his writing about the towering 
concretions of Kazakhstan, “according to the folklore of the pastoral 
Aday, the dominant ethnic group in Mangystau, the spheres represent 
the bodies of attacking invaders frozen into place by a powerful Aday 

1 Michel Serres, The Five Senses: A Philosophy of Mingled Bodies, 
trans. Margaret Sankey and Peter Cowley, (London: Continuum, 2009), p.3.

2 Ibid.



holy man.” A burgeoning market exists for smaller stones online 
and in esoteric shops, where they are often billed as “goddess 
stones” or “fairy stones.” As British archeologist and writer 
Jacquette Hawkes notes in A Land, first published in 1951, “In 
all these legends human beings have seen themselves melting 
back into rock, in their imaginations they must have pictured 
the body, limbs, and hair melting into smoke and solidifying 
into these blocks of sandstone, limestone and granite.” Inescu 
takes Hawkes’ unclassifiable book as a starting point for her video 
Vestigial Structures, which derives its name from organs that 
have outlasted their use, structures with no apparent function 
beyond linking us to the residue of past ancestors. Accompanied 
by a minimal, futuristic-soundtrack that scrambles human 
speech, Inescu’s camera pans across fields of Carnac Stones in 
Brittany, the largest collection of megalithic standing stones in 
the world. Accumulations of millions of years of sedimentary 
minerals, such stones form a portrait of passing time and natural 
changes. Interspersed with the black-and-white footage shot at 
the Neolithic site in Britanny are scenes that imagine smaller 
concretions as extensions of the body, like the round nipple-like 
form held to a woman’s bare breast that slowly rises and falls as 
she inhales and exhales or the bulbous stones that pulse, flex, and 
push against the skin as their human hosts perform basic muscle 
toning exercises. Inescu’s engagement with concretions extends 
into numerous other works. She has staged multiple photographs 
of herself adopting prone, practically sensual configurations with 
larger scale versions of these geological anomalies, presenting a 
selection of them as part of her Litho/Gym installation, which 
resembles a perverse sort of fetish playground for rocks crafted 
from stainless steel chain and leather. More compact examples 
of concretions appear in photographs like Dense, Hard Muscle or 
Lithopedic. Here, with the help of stretched rubber bands, stones 
adhere to the contours of the human body like a bulky prosthesis. 

There is a sort of an awkward elegance that marks her 
engagement with these stones , a visual language of restraint and 
resistance that carries throughout her oeuvre. Although human 
and non-human entities clearly mix and mingle, they do not 
simply dissolve into one another in an unbounded manner. The 
contact points in Inescu’s works—these places where the body 

mingles with the world and with itself—do not function like gossamer 
drapes, some permeable boundary that sensation simply flows 
through, but are rather sites of fusion and transformation: between 
the human and mineral, the organic and inorganic. Inescu’s emphasis 
on encounter through touch highlights the act of intervention itself, 
the bringing about of this mingling that Serres describes. Inescu 
continually draws our attention to limits and borders, to the points 
where, say, a stone might become an extension of the human form—
an encounter between that which is supple and that which seems 
unyielding: between soft flesh and hard rock.



Corporealle

Künstlerhaus Bremen
curated by 
Nadja Quante

6.07.2019 – 1.09.2019

“The solo show, Corporealle, presents works by artist Nona Inescu
(b. 1991 in Bucharest) that focus on human interaction with
natural and primitive materials – animate and inanimate. Inescu’s
interdisciplinary art practice encompasses photographs, videos,
sculptural installations, and objects. The artist combines found
objects from nature, such as stones or corals, with artificial or
processed materials that imitate natural qualities. She dissects
objects, removing them from their contexts, to carefully arrange
them in sensual, poetic compositions of formal similarities and
material juxtapositions in the exhibition space. Stones are enlivened;
subject and object merge into each other and are no longer clearly
distinguishable. The artist draws analogies between human, animal,
vegetal and mineral features and proposes possible interactions
between human and non-human bodies through physical contact
or touch. In this way, Inescu examines the interrelations of shaping
or giving shape: have humans shaped nature, or has nature shaped
humans? To push these questions further, Inescu uses artistic means
to carry out an archaeology of design. Has the human hand formed
the stone to be a tool or the stone the hand that uses the tool?

The works in the exhibition present different aspects of this reciprocal
shaping between man and nature.

Inescu’s work challenges prevailing subject-object relations as well
as the hierarchy between man and nature. Through playing with the
similarity of forms and by setting human and non-human things on
an equal level, Inescu confounds the sense of what is animate or not
and prompts new ways of looking at our relationship with “nature.”

„The archaeology of design is not simply about the history of the
human animal as revealed in all the layers of artifacts. It uncovers the
sedimented ways of reinventing the human.”1 

1 Beatriz Colomina & Mark Wigley: are we human? notes on an
archaeology of design, Zurich 2016/2018, p. 10.



Corporealle
2019, exhibition view



Corporealle
2019, exhibition view



Corporealle
2019, exhibition view



Deep breathing
2019, chrome-plated steel, coral fragments



Corporealle
2019, exhibition view



Introvert V
2019, chrome-plated steel, concretion stone, leather



Corporealle
2019, exhibition view



Verterberries
2019, general view



Venae Cavae (detail)
2019, powder-coated welded iron, latex tubes, concretion stones



Dense, hard muscle
2019, Archival print on Hahnemuehle paper, 40 x 30 cm



Ulna and Radius
2019, Archival print on Hahnemüle paper, 45 x 60 cm



Untitled (Molten spine)
2019, chrome-plated steel, glazed ceramic, 150 x 40 x 40 cm



Verterberries
2019, Archival print on Hahnemuehle paper



Conjoined Introverts
2019, chrome-plated steel, leather



Venae Cavae
2019, powder-coated welded iron, latex tubes, concretion stones



Verterberries
2019, general view



Verterberries
2019, general view



Lithopedic
2019, Archival print on Hahnemuehle paper



Soft, big muscle (after Birgit Jurgenssen)
2019, Archival print on Hahnemuehle paper, 40 x 30 cm



Introvert V
2019, chrome-plated steel, concretion stone, leather



Vestigial Structures
_

2018
single-channel HD video
6’30”

Sound by Simina Oprescu
With the participation of Andrada 
Besliu
Camera: Tania Cucoreanu, 
Nona Inescu, Vlad Nanca

Text based on an extract from “
A Land” by Jacquetta Hawkes

Produced with the support of 
Frac des Pays de la Loire

“The video Vestigial Structures takes its starting point from the
concretions that are still considered to be a mystery of nature, a
geological curiosity, due to their unusual shapes, textures, sizes and
resemblance to human manufactured objects or fossils. These stones
accumulated in time layers after layers of sedimentary minerals of
different kinds, turning them into solid “portraits” of the natural
changes occurring during hundreds of years sometimes. In the video,
the stones found by Nona in Romania appear to be attached to a
human body, which not only accepts this proximity, but searches for
a common “ground”. In addition to the body “exercises” using the
stones as nodular patches attached to one’s skin, Nona juxtaposes
images filmed in black and white at the Carnac alignments in Brittany
during her residency at Frac des Pays de la Loire. 

The Carnac stones cover more than 4 km of nearly 3 thousands 
of menhirs – peulvens, as they were called during Hugo’s and 
Stendhal’s time – dating back to the Neolithic period. Placed in rows, 
the Carnac stoneswere the subject of many disputed theories and 
traditional myths regarding their origin – from a hypothesis that 
they were erected by giants, to a belief that they are pagan soldiers 
turned to stone by Pope Cornelius, to a more recent theory on their 
astronomical alignment, as well as their architectural purpose. “When 
one looks at them steadily they seem to move, to bend, to become 
infused by life”, Guy de Maupassant stated. Identified with human 
beings, the menhirs were described by Jacquetta Hawkes in her 
book A Land, first published in 1951, as follows: “In all these legends 
human beings have seen themselves melting back into rock, in their 
imaginations must have pictured the body, limbs and hair melting 
into smoke and solidifying into these blocks of sandstone, limestone 
and granite.”

Quotes from this remarkable book are used by Nona as a reference
to the personal and visionary ideas of Hawkes on the individual as
being dispersed into the whole history of humanity – “every being
is united both inwardly and outwardly with the beginning of life in
time and with the simplest forms of contemporary life”. 
In connection to this particular research, Nona Inescu presents 
an uncanny object titled Appendix, referencing the vestige 
organs,remnants from our evolutionary past.” (Diana Marincu)



Vestigial Structures (video still) 
2018, single channel HD video, 6’30”, sound



Vestigial Structures 
2018, single channel HD video, 6’30”, sound



Vestigial Structures  (exhibition view)
2018, single channel HD video, 6’30”, sound



Appendix
2018, concretion stones, latex, steel poles, approx. 70 x  15 x 300 cm



Nona Inescu

“An animal that was once thought 
to be a plant that transformed into stone”

SpazioA, Pistoia, IT

28.04 - 16.06.2018

___

“For still like nature ever since is in our coral found
That, look how soon it touches air, it waxeth hard and sound.
And that which under water was a stick, above is stone.”
(Ovid, Metamorphoses, 4.908-20)

You are on an ocean reef. Look down at your body. You have 
become a coral. An important part of this underwater ecosystem. 
Look around at your new home. This is a healthy reef populated 
with a variety of different plants and animals and several different 
species of coral, including you. To survive coral need to build and 
maintain their skeleton. The first step is to collect the basic building 
blocks: calcium and carbonate ions. Use your polyp arm to grab one 
of each types of ions around you. These ions are combined to form 
calcium carbonate, the main component of your coral skeleton. You 
will need to continue collecting ions to maintain your skeleton and 
stay healthy.

“An animal that was once thought to be a plant that transformed 
into stone, upon exposure to air...”.

The exhibition brings together a collection of works based on 
the artist’s ongoing research on the affinities and compatibilities 
between human and non-human bodies. Coral, which reverses 
its own death, is the ideal nonhuman presence in the post-tragic 
theatre of resurrection. Simultaneously animal, vegetal and 
mineral, coral not only challenges a traditional human / nonhuman 
divide that privileges human exceptionality and endurance, it 
also occupied once an alternate temporality through its wondrous 
resistance to biological decay. Through a new series of works, Nona 
Inescu speculates on symbiotic possibilities triggered by nutritional 
and medical practices, such as the consumption of coral calcium 
supplements and the use of coral for bone implants. A sessile 
animal, coral has now become a symbol for accelerated climate 
change and ocean acidification. Faced with imminent decay, fragile 
coral reefs and human bodies share their vulnerabilities, in an 
exercise of entangled empathy.



“An animal that was once thought to be a plant that transformed into stone” - exhibition view



Reef
2018, Archival print on Hahnemuehle paper, 60 x 90 cm



“An animal that was once thought to be a plant that transformed into stone” - exhibition view



 Suspension trauma safety strap
2018, belt straps, fasteners, metal ring, porcelain, 110 x 18 x 23 cm 



Crash Test Dummy (Driver)
2018, car seat, leather, fossilized coral, 60 x 60 x 96 cm



Crash Test Dummy (Driver)
2018, car seat, leather, fossilized coral, 60 x 60 x 96 cm



“An animal that was once thought to be a plant that transformed into stone” - exhibition view



Brittle bones I
2018, fossilized brain coral, glazed clay and coral calcium, metal rings, 
metal stand, approx. 118 x 98 x 50 cm 



Brittle bones I
2018, fossilized brain coral, glazed clay and coral calcium, metal rings, metal stand, approx. 118 x 98 x 50 cm 





Untitled (Pore)
2018, Archival print on Hahnemuele Photo Rag Satin, 28 x 42 cm



Untitled (Pore)
2018, Archival print on Hahnemuele Photo Rag Satin, 28 x 42 cm 



“An animal that was once thought to be a plant that transformed 
into stone” - exhibition view



Brittle bones III
2018, glazed clay and coral calcium, metal stand, metal rings
approx. 118 x 98 x 50 cm



Brittle bones III
2018, glazed clay and coral calcium, metal stand, metal rings, approx. 118 x 98 x 50 cm



Madrepora fungites
2018, Archival print on Hahnemuele Photo Rag Ultrasmooth, 28 x 42 cm



“An animal that was once thought to be a plant that transformed 
into stone” - exhibition view



Brittle bones II
2018, fired porcelain and coral calcium, metal stand, 118 x 98 x 50 cm



Tubipora musica
2018, Archival print on Hahnemuele Photo Rag Satin, 60 x 40 cm



Tubipora musica
2018, Archival print on Hahnemuele Photo Rag Satin, 60 x 40 cm



Right phalanx
2018, Fired clay, 70 x 50 cm



Crash Test Dummy (passenger)
2018, car seat, leather, fossilized coral, 55 x 60 x 90 cm





Untitled (Pores)
2018, Archival print on Hahnemuele Photo Rag Satin, 40 x 60 cm



Ariel’s Song
3D animation, sound, 8’



Ariel’s Song
3D animation, sound, 8’



Left phalanx
2018, Fired clay, 70 x 50 cm



Lodger (Hypothetical Ancestral Mollusc)
2018, galvanized steel, latex, aluminum, silicone, approx. 120 x 60 cm



The Inhabitant
2018, Exhibition view at Polanski Gallery, Prague



Untitled (A hermit crab outgrew it’s shell)
2018, painted steel, polyesterm key, chain





Lithosomes



Litho/gym, 2017

Installation with three Litho/swings and one ring concretion. 
Stainless steel structure, leather, chains, stones and one photograph
- Concretions (Geophilia VI) archival inkjet print on Hahnemuhle 
paper, 40 x 60 cm (framed), dimensions variable

installation view at Exile, Berlin



Litho/swings I, II, III, 2017
concretion, leather, chains
dimensions variable



Hybrid, 2017
faux leather, foam
6 x 160 x 90 cm

Ring concretion, 2017
faux leather,metal ring, small concretion
dimensions variable



Concretions (Geophilia VI), 2017
archival inkjet print on Hahnemuhle paper, 40 x 60 cm (framed)



Concretions (Geophilia II), 2017
archival inkjet print on Hahnemuhle paper, 40 x 60 cm (framed)



Concretions (Geophilia VII), 2017
archival inkjet print on Hahnemuhle paper, 100 x 70 cm (framed)



Lithosomes, 2017
exhibition view at Exile, Berlin



Introvert II, 2017
concretion, chrome-plated steel cage, leash
dimensions variable



Concretions (Geophilia V, VIII), 2017
archival inkjet print on Hahnemuhle paper, 60 x 40 cm (framed)



Introvert, 2017
concretion, chrome-plated steel cage, leash
32 x 26 cm, 100 cm



Concretions (Geophilia III), 2017
Ultrachrome print on Epson Enhanced synthetic paper, mounted on 
VisualBond, 60 x 40 cm (framed)



Untitled (Formation), 2017
3D animation, 2 min.30 sec., sound

https://vimeo.com/240194268



“Seasonal changes determine life-cycles. Pupae are inactive, and usually 
they stand still. However, the pupae may be exarate (have movable legs, 
wings, antennae) or obtect (covered in a hard case with the legs and 
wings attached immovably against the body). They have a hard protective 
coating, somehow like a shell, and often use camouflage to evade potential 
predators. Having emerged from the chrysalis, the butterfly* will usually 
sit on the empty shell in order to expand and harden its wings**.

* The Butterfly chair was created for recreational purposes, in 1938, 
in Argentina, by a collective of three architects (Antonio Bonet, Juan 
Kurchan and Jorge Ferrari Hardoy). Originally, a folding chair, its 
silhouette resembles a butterfly spreading its wings. As of 1940, over 5 
million “Butterfly Chairs“  have been produced, many of them as replicas 
of the original design. Following that, the BFK Chair’s unique design has 
been periodically recreated and transformed by various manufacturers, 
always slightly changing its shape. 

** Morpheus is the Greek God of dreams and sleep. He appears in Ovid’s 
Metamorphoses. Morpheus is known to have had butterfly wings. He 
could also take any human shape, during his sleep.”



Morpheus, 2017
Welded iron structure, coated leather, 82 x 86 x 80 cm



Defense, 2017
Archival print on Hahnemuhle paper, 40 x 60 cm



Our flesh surrounds us 
with its own decisions



Our flesh surrounds us with its own decisions, 2017
latex, surgical steel piercings, chrome-plated steel, 155 x 75 x 55 cm

“Mixture for mixture, chaos for chaos, the skin’s image is the curtain, 
its reflection a canvas and its phantom a sheet. But the canvas as a 
whole (...) could serve as a screen, poster, leaf or veil: a patterned 
curtain, a tattoo, like the skin. The woman with the lavishly decorated 
body, facing the richly decorated reflection of the curtain, is holding 
in her hand a shawl: is it a piece of curtain, a fragment of canvas, a bit 
of her skin? It is a rag seamlessly joined to the scrap of material stuck 
to her.” (Michel Serres, The five senses)



Conversation with a stone

Touch defines the border between our self and the world. Being in “con-tact” means “with touch”. Next to being in touch with 
objects, we are able to extend our bodies through objects, to make them become part of us. Think of your smartphone. We feel, 
experience the world through these objects and they become tactually transparent. When interacting with us, objects exert a “body 
language”, they become animated with skin, bones and muscles. And in touch, we do not really make a difference whether the object 
we are in touch with is actually alive or not: it is touching us and thereby has affective meaning. The hand is often the icon for touch, 
although touch is a full-body experience. The hands represent the active touch, while the rest of our body is more passively touched. 
In every physical interaction, both phenomena occur simultaneously: we touch and by that, we are being touched. Touch makes real. 
It is often depicted as the sense that cannot be deceived or fooled. Tactile sensations are the very first to develop. 

"Conversation with a stone” is a poem written by Wisława Szymborska in 1962, where the author plays with the idea of the self-
confronting with the external world, through an imaginary dialogue between the speaker of the poem and a stone. The speaker 
knocks on the stone's door, asks the stone to step inside of it and the stone refuses. Essentially, the speaker represents the human 
desire to know each detail of the world around us, and the stone the impossibility of knowing. For the stone, we find, has no door. 



Conversation with a stone, 2016, exhibition view at SpazioA



Skin becomes stone, 2016, water washed stone, tanned leather, 12 x 62 x 75 cm



Skin becomes stone II, 2016, water washed stone, tanned leather, 19 x 30 x 45 cm



Comversation with a stone, 2016, Framed archival print on Hahnemuhle paper, 

passepartout, 20 x 30 cm, 60 x 80 cm



Untitled (Mano fica), 2016, Framed Archival Hahnemuhle paper, digital print

20 x 30 cm, 60 x 80 cm



Skin becomes stone III, 2016, water washed stone, leather, 10 x 48 x 23 cm



Conversation with a stone, 2016, exhibition view at SpazioA



Traces of haptic memory, 2016, Framed archival print on Hahnemuhle paper

60 x 80 cm





Skin becomes stone IV, 2016, water washed stone, leather, 15 x 33 x 37 cm, diameter: 110 cm



Where touch begins, we are

2016, single-channel HD video, 7':35’’, seven interactive water washed stones with touch sensors, seven sounds
variable sizes

Installation view at ODD Project Space, Bucharest

https://vimeo.com/192653185

https://vimeo.com/192653185






Gommage, 2016, archival print -30x40 cm- on Hahnemuhle paper 

mounted on plywood plinth, sycamore tree bark flakes -painted-

20 x 42 x 141 cm

Installation view at Sabot, Cluj-Napoca



Her latent image

Using vernacular photography from the 1920s to the 1930s as a starting point, an almost invisible history 
of the representation of women from interwar Romania is being retraced. The project consists in a (partly 
fictional) sociological research of the emancipation of women from that period, focusing on sartorial and 
domestic aspects and placing it in a broader international context of modernist design and architectural 
icons.





Her latent image, 2016, exhibition view



A fuzzy feeling (room divider), 2016 wooden frame, Archival print on 

Hahnemuhle paper, 180 x 160 cm



Forms follow, 2016, welded iron structure, leather



Hands don't make magic



Sleight-of-hand, 2015, PVC curtain, Archival print on Hahnemühle paper, 230 x 400 cm, 60 x 80 cm



Moon Moon Moon, 2015, concrete balls



          "The errand of the hand started millions of years ago. The hand has been an indispensible 

means of our turning human. It was the opposable thumb that made us able to climb down from 

the tree, while our distant primate relatives are still hanging – fourfingered – from the branches. 

Some of them still raise their paws to the life-giving Sun at dawn, like Sun adorers. They capture 

the beams of the Great Fireball and bathe their faces in them. Now we are capable of radiation, not 

just adoption. We heal with laying on hands, our caresses are miraculous, the language of affection. 

We use our hands to communicate, to carpenter our world, create, write, design, and some of us can 

read with their fingertips. As little kids, we get to know the world by spanning and groping around. 

Hands, fingers are our most ancient measuring and counting tool, our basic creation accomplisher 

in the world. We achieve everything we think of with the help of our hands. Nevertheless, in this 

stroll through life, we still wish to scan this haptic world with our retina. We have neglected our 

handvision, and feel sorry for the visually impaired, although they have ten epidermal eyes. No 

fingers know light and shadow, but they still tell the tale of a world beyond colour, a real world of 

here and now, and not one made up of illusory rainbows."

Dactyloscopy, 2015, fingerprints on pebbles, Canson paper



         "...She puts on a fig-leaf-glove, which may come from Buddha's tree of enlightenment or the Garden 

of Eden, and with which Adam tried to cover up our original sin, our false self-identity, the promiscuity of 

our stripped corporeality. She hints to the unique print of our outstretched fingers through the metonymy 

of philodendron stencils. The radiating plant-paws transubstantiate into hands. She turns the human and 

vegetative world penetrable by shape-synonyms. She outlines the "fingers" of the anthropomorphic plans 

without any real drawing, the prints and hole-like images camouflage in leaves. We see the sketched pattern 

plates of the hollow-play of a chirologized plant. Just as every person's fingerprint in unique, the veins, shapes, 

worm-eaten holes of every single leaf are also unique... "

Fig. I, 2015, Archival print on Hahnemühle paper, 20 x 30 cm



Lumachel, 2015, Archival print on Hahnemühle paper, 20 x 30 cm



         "...She recommends nonetheless a meeker method. It is widely known that plants have sap-carrying 

veins, animals have a blood vessel system, but only humans have existential veins carried in their palms, 

on the paths of their hand yard. She also recommends a chiromantic glove used in a mysterious ritual. It is 

a human map scribbled onto a pseudo-skin. A metonymy of artificial fate-moulting. A handy, manageable, 

tangible change of fate at hand. Putting on this chiromagical glove, we may take on a corrected, perfect, 

standardized line of the head, the heart, of life and fate, hoping that our hidden, time-eaten wrinkles of 

being would cling to it. ... " (excerpts from Handtransfusion written by Géza Dabóczi)

Hand geography, 2015, wall sticker, 125 x 185 cm



Palmistry, 2015,digital print on cotton glove, 14 x 27 cm



How it's made, 2015, porcelain glove mold, 9 x 27 cm



Drawings from caterpillars - Herbarium, 2015, various species of leaves mounted on paper, 100 x 70 cm



Drawings from caterpillars, 2015, ink on paper, 100 x 170 cm





Foundation, 2014, leather on concrete, 24 x 10 x 12 cm
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