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Zofia Kulik was born 1947 in Wrocław, Poland. Lives and works in Warsaw (Łomianki).
From 1965 to 1971, Zofia Kulik studied at the Sculpture Department of the Warsaw Academy of
Fine Arts. After her graduation, Zofia Kulik and Przemysław Kwiek formed the artistic duo KwieKulik, a project which lasted until 1987. They carried through countless performances, interventions
and artistic demonstrations, as well as creating objects, films and photographs. In their private
apartment in Warsaw, the duo set up an independent gallery called the Studio of Activities, Documentation and Propagation (PDDiU), in the frame of which an archive of polish art from the 70s
and 80s was created.
Since 1987, Zofia Kulik has been working individually, creating black-and-white multiple exposure photographs, objects, installations and films. Thematically, she focuses on the relationship
of man and woman, the individual and the mass, as well as on symbols of power and totalitarianism. A further pivotal part of her work is the phenomenon of mass-media, and its influence
on consumers.
”I feel that a great value of my work is the fact that I’m a talented organizer of compound visual
structures. In turn all of the details are simple, like in a common song about love, death etc. My
whole work is based on the fact that I permanently collect and archive the images of this world.
The complexity of this work comes from the richness of the archive that I possess.”

The Splendour of Myself
Exhibition view at documenta 12, 2007, Kassel, DE

The Splendour of Myself
In this self-portrait, Zofia Kulik presents herself as a queen, evoking historical
associations to the official portrait of Queen Elisabeth I and thus establishing a
sense of female power. The sumptuous, ornamented robe she dresses herself
in consists of many black-and-white and multiple exposure photographs of her
male model and artist friend Zbigniew Libera. By turning the images of the naked model into her garment and arranging them in such a miniature, geometrical and abstract way, Kulik subordinates the male, which even increases the
notion of female authority.
As splendid as her dress appears to be, the crown and royal attributes Kulik decorates herself with are made of lettuce leaves, a cucumber and a dandelion –
objects of a rural, daily life. The artist thus creates a clash between rich and poor,
the home and the state.
The work was exhibited at:
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MeCollectors Berlin, Art Collection Telekom, Fragile Sense of Hope
Everybody is Nobody for Somebody, Santander Sala de Arte, Madrid
Art Stations Foundation, Poznań, Identity
Gender Check, MUMOK, Vienna 1
Gender Check, Zachęta, Warsaw
Splendour of Myselfe V, ŻAK I BRANICKA, Berlin
documenta 12, Kassel, DE
Autopoesis, Slovak National Gallery, Bratislava
Bochum Museum, Bochum, DE
National Museum, Poznań, PL

Zofia Kulik, The Splendour of Myself I (fragment), 1997, silver gelatine print, 180 x 150 cm

Zofia Kulik, The Splendour of Myself II, 1997, silver gelatine print, 180 x 150 cm

Zofia Kulik, The Splendour of Myself IV, 2007
silver gelatine print, 180 x 150 cm

Zofia Kulik, The Splendour of Myself V, 2007, silver gelatine print, 250 x 180 cm

Self-portraits
Exhibition view at Le Guern Gallery, 2004, Warsaw

Zofia Kulik, Introduction, 2013, silver gelatine print, 180 x 150 cm

Zofia Kulik, Land-Escape, 2001, silver gelatine print, 182 x 152 cm

Zofia Kulik, Self-portrait with the Palace, 1990, silver gelatine print, 60 x 50 cm

Carpets
Exhibition view at the Polish Pavilion
at the 56th Venice Biennale, 1997

Zofia Kulik, All the Missiles Are One Missile, 1993, silver gelatine print, 300 x 850 cm

All the Missiles Are One Missile, 1993
The work is divided into two apparently symmetrical parts resembling church elevations, yet the
contents of the left and the right side are not entirely identical. The left wing is devoted to a woman.
It shows a monument called The Country Our Mother from Petersburg in the middle of the rosette, a
reproduction of Szyndler’s painting Eve from 1902 featuring a timid-looking girl, as well as TV screen
frames showing rows of women, such as dancing girls, girls in the Miss America Competition or Chinese
girls singing in the name of Mao. The right wing is devoted to a man. It shows a monument called Back
and Front from Magnitogorsk (symbol city of industrial power of the USSR), the multiplied nude figure
of a man holding a drapery triumphantly over his head, as well as rows of TV screen frames showing
soldiers from all over the world. More TV frames can be seen at the top and the bottom of the work,
where grey stripes depict an execution in 1941 from a documentary called The Russia we lost shown by
Moscow’s television in 1993. The title of the work is a paraphrase of T.S. Elliot’s words “…all the women
are one woman”. The sentence comes from his commentary to The Waste Land, Part III, The Fire Sermon.
The work was exhibited at:
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ŻAK | branicka at Paris Photo Prismes
Ben Gurion University of the Negev, Be’er Sheva, IL
Souvenirs (group show smaller replica)
Polish Pavillion, The Venice Biennale, Venice, IT
Watershed Media Center, Bristol, UK (solo show smaller replica)
Street Level Gallery, London, UK (solo show smaller replica)
Zone Gallery, Newcastle upon Tyne, within Visual Arts Festival UK (solo show smaller replica)
Cooper Gallery, Duncan of Jordanstone College, Dundee, UK within Fotofeis ’95 Interna
tional Festival of Photography in Scotland (solo show smaller replica)
Obsession: From Wunderkammer to Cyberspace, Rijksmuseum Twenthe, Enschede, NL 		
(group show smaller replica)
Another Continent , Tokyo Metropolitan Museum of Photography, Tokyo, JP
(group show smaller replica)
Galeria u Jezuitow, Poznan, PL (solo show)
Zacheta Gallery of Contemporary Art in Warsaw, PL (solo show)
National Gallery of Art in Sopot, PL (solo show)
Neue Galerie am Landesmuseum Joanneum, Forum Stadtpark, Graz Krieg
(group show smaller replica)

All the Missiles Are One Missile, exhibition view at Metropolitan Museum of Photography, Tokyo, 1994

Zofia Kulik, All the Missiles Are One Missile, exhibition vie at Paris Photo Prismes with ŻAK | BRANICKA, Paris 2016

Zofia Kulik, Favourite Balance, 1991, photography, silver gelatine print, 300 x 750 cm

Favourite Balance, 1991
The work is made of black-and-white and multiple exposure photographs put together by
the artist by hand. Many of the various elements bear connections between each other and
relate to Polish-Russian relations. Around the center, The Palace of Culture and Science in
Warsaw can be seen: a present from Joseph Stalin to the Polish nation in 1955. Just around
it one finds the figure of an attacking soldier, which is derived from a monument devoted to
the fights that took place in 1939 near the road Warsaw - Gdansk. Then there is a representation of the book Matka (Mother) by Maksym Gorky, edited in Poland by the Soldier’s Library in
1949, in its preface the statement “A favourite book of working classes all over the world…” In
the background of the work, gestures of a ‘falling down - rising up’ figure can be seen in front
of a flaming drapery – after figures from Hell on the triptych The Last Judgement by Hans
Memling, (1473, at the National Museum in Gdansk).
The work was exhibited at:
2003

1991

The National Museum of Denmark, Copenhagen, DK
Mare Balticum. The Baltic Sea – 1000 years of myth, history and art
(group show)
Stedelijk Museum, Amsterdam, NL
Wanderlieder (group show; work was purchased by the museum)

Zofia Kulik, Favourite Balance, 1991, exhibition view at Stedelijk Museum, Amsterdam, NL

Zofia Kulik, The Human Motif I, 1989, photography, silver gelatine print, 240 x 480 cm

The Human Motif I, 1989
The pattern in which the elements are arranged in the work
resembles that of a carpet. As in many of her works, Kulik uses
images of Zbigniew Libera, her model and fellow artist. She
places him in various symbolic poses, imitating those found in
sculptures, paintings and photographs throughout art history, in
which the male figure is an embodiment of strength and claim to
power. A subtle reference to the artist’s life is visible in the form of
a photograph from the Kulik family album. Additionally, another
recurrent symbol in her works is also present here: a picture of
the Palace of Culture and Science in Warsaw, a gift from Stalin
to the Polish people in the 1950s. Kulik chooses these specific
visual elements due to her fascination with Poland’s history of the
previous century, and particularly over the past twenty years (that
preceded the date of the work).

The Human Motif, exhibition view at documenta 12, 2007, Kassel, DE

Splendour of Myself V, Exhibition view at ŻAK | BRANICKA, 2008, Berlin

Zofia Kulik, A Porter from Cappadocia (Kapadotia), 1991
silver gelatine print, 180 x 150 cm.

Zofia Kulik, Man-Bomb, 1990, silver gelatine print, 180 x 150 cm

Mandalas
Petals II (Cog-Wheel), silver gelatine print, 1995, 50x50 cm

Mandalas

Zofia Kulik´s tableaus of photographic compositions
amount to an ongoing series of symmetric, allegoric
and ornamental works. The basis for all of these pieces
is the artist´s extensive collection of black-and-white
photographs. The most important part of this vast
amount of images is her so-called Archive of Gestures,
which comprises around 700 black-and-white photographs of a nude male model (the artist Zbigniew
Libera) in various poses. These gestures stem from
poses found in paintings throughout art history, as
well as associations of body gestures imprinted on
collective memory. The fact that the model executes
gestures implying power and pride whilst being naked
and thus appearing vulnerable turns them into a farce
and the arrangement of these photographs in a small,
multiplied format increases this effect of inferiority. In
many of these compositions, these images are also
arranged around a self-portrait of the artist. In this way,
the traditional hierarchy of the male artist subordinating a female model is reversed.
Other elements that regularly occur in these works
are the communist symbols, appearing in the form of
objects photographed and inserted by the artist. Be it
soviet monuments, hammer and sickle, a star, military
objects or the color red here and there, a reference to
the system in which Kulik spent such a great part of her
life can be found in almost every work. Adding to this
the fact that all pieces follow an almost rigid symmetry
and organisation, it seems that the artist, despite her
critical attitude towards the regime, is nevertheless
somehow influence

Zofia Kulik, Mandalas, exhibition view at Postmasters, NY 1990

Zofia Kulik, Self-portrait with a Flag II, 1998
silver gelatine print, 150 x 150 cm

Zofia Kulik, Myself, Poppies and the Joke I, 1992, photography, silver gelatine print, 50 x 50 cm.

Zofia Kulik, Five Past Ten, 1992, photography, silver gelatine print, 50 x 50 cm

Zofia Kulik, Petals (I), 1995, photography, silver gelatine print, 50 x 50 cm

Zofia Kulik, Thunderbolt, 1989, photography, silver gelatine print, 50 x 50 cm.

Gates
Exhibition view at Museum Bochum 2004

Zofia Kulik, May Day Mass, 1990
silver gelatine print, 240 x 150 cm.

Zofia Kulik, The Guardians of the Spire, 1990
silver gelatin print, 240 x 150 cm

Zofia Kulik, March, March, March, 1990, silver gelatine print, 240 x 450 cm

Columns and Medals
exhibition view at Galeria Labirynt, Lublin 2015

Columns series
Zofia Kulik often shows the “male-war” culture. In the works of the Columns series, the products of the so-called heavy industry – missiles, cannons, cogwheels
and similar objects surround a figure of a naked man, whose vulnerability is enhanced by a black background, emptiness around the model and lack of any
support. “Shapes” and “relations” between them refer to the visual language of
persuasion and propaganda. They show that, regardless of space and time we
use similar symbols, similar systems of characters.

Zofia Kulik, Monstrance (II), 1995, silver gelatine print, 150 x 50 cm

Zofia Kulik, Monstrance (II), 1995, silver gelatine print, 150 x 50 cm

Zofia Kulik, Moon-Skull, 1995
silver gelatine print, 150 x 50 cm

Zofia Kulik, Leaf (I), 1997
silver gelatine print, 150 x 50 cm

Zofia Kulik, Self-portrait with a Skull and Builder, 1989, silver gelatine print, 60 x 40 cm

Zofia Kulik, Black Square and Mandorla, 1987, silver gelatine print, 75 x 55 cm.

installations
exhibition view at Museum Bochum, 2004

From Siberia to Cyberia, 1998-2004
There are two names in the title:
Syberia – a bleak, frozen land, for many generations a place of exile
for rebels.
Cyberia – the name of the first internet café in London: “Cyberia
Cafe”.
I have no personal experience of the reality of either Siberia or
Cyberia.
I have been neither to the one, nor the other.
In my imagination these names constitute polar opposites.
The cornerstone of this work is idea of the synthetic recording of
the “river” of television images which today “drift” in front of the eyes
of most of the inhabitants of the planet (my eyes included).
This visual material includes events, situations, people, natural phenomena, and also current affairs: that which is recorded by a person
on a film camera (and has been from the moment of its invention
onwards), and then shown on television.
It is a carpet woven out of visual information: the quantity of information housed in such a carpet is gigantic. And yet, these are just
random fragments “selected” from the perspective of the “average”
inhabitant of earth watching television.

Zofia Kulik, From Siberia to Cyberia, 1998-2004
silver gelatin print, 242 x 2100 cm (168 parts) fragment

Zofia Kulik, From Siberia to Cyberia, exhibition view at Zacheta - National Gallery of Art, Wasaw, 2004

Zofia Kulik, Archive of Gestures and From Siberia to Cyberia,
exhibition view at Museum Bochum, 2004

Archive of Gestures
The ornament served as a way for Zofia Kulik to unravel a vision of history, politics and art as a continuum of
recurring signs and gestures, organised by the artist’s individual experience and materialised in her private archive of images. Between 1987-91, Zofia Kulik implemented about 700 photographs of a naked male model,
presented on a black background, striking poses and performing symbolic gestures taken from ancient Greek
vases, catholic iconography, and modern painting as well as Stalinist memorials. This collection of photographs, utitled by the artist the “Archive of Gestures“ had been incorporated into a larger, extensive archive,
created by the artist from the very beginning of her artistic practice.

Zofia Kulik, Archive of Gestures, silver gelatin print, 40 x 40 cm each

Zofia Kulik, Archive of Gestures 1987-1991, exhibition view at Galeria Starmach, Krakow 2004

Instead of Sculpture 1968-71
Exhibition view at ŻAK | BRANICKA, Berlin 2014

Instead of Sculpture: Sequences 1968-71
A fundamental part of Zofia Kulik’s work Instead of Sculpture – Sequences 196871 was a slide show made of around 500 photos. Kulik researched the relationships between sculpture and the viewer, and the process of creating a sculpture
in the viewer’s perception. She wrote: “What is film? Space in time. What is sculpture? Space in time. What’s the difference? Film is sculpture but in a linear form
(of the film frames). The form is defined not by the process of coding but the process of restitution (playing back): the permanent flat screen always equidistant
from the viewer. A series of pictures appears on the screen. This series is nothing
other than a series of profiles carved out of matter.” From today’s perspective
it turns out that, in parallel with international artists of the late 1960s and early
1970s, Kulik had carried out all the postulates of the definition of new sculpture
as described a decade later in Rosalind E. Krauss’s famous essay Sculpture in the
Expanded Field.
For Zofia Kulik, a sculpture is a process in time, with no precise beginning or
end, with no concrete narrative or history. For this reason, in Instead of Sculpture – Sequences 1968-71, her method was to choose photo sequences taken
whilst working on different materials, models’ bodies and found objects. The processual and visual aspects were very important to her: she used impermanent
and readily available materials—crepe paper, colored paper, and fabrics—from
which she made abstract compositions with pop-art color schemes. Their aim
was to perform intellectual operations on pictures, and to explore visual forms.
She consciously abandoned film as a medium in order to keep the viewer from
focusing on the plot.

Zofia Kulik, Instead of Sculpture 1968-71
exhibition view at ŻAK | BRANICKA, 2014

Zofia Kulik, Instead of Sculpture: White-Red Background, 1968-71, photography, ink jet print, 31.8 x 22 cm each

Zofia Kulik, Instead of Sculpture: Copying Moses (3 stages), 1968-71, photography, ink jet print, 31.8 x 22 cm (each).

Zofia Kulik, Instead of Sculpture: Moses - Marble and Sash, 1968-71, photography, ink jet print, 31.8 x 44,9 cm each

Zofia Kulik, Instead of Sculpture 1968-71, exhibition view at Badischer Kunstverein, Karlsruhe 2017

Zofia Kulik, Instead of Sculpture 1968-71, exhibition view at Badischer Kunstverein, Karlsruhe 2017

Zofia Kulik, Instead of Sculpture 1968-71 - slideshow, exhibition view at Badischer Kunstverein, Karlsruhe 2017

Zofia Kulik, Instead of Sculpture 1968-71, exhibition view at Glasgow Sculpture Studios, 2016

Zofia Kulik, Instead of Sculpture: Lady Halina on the Surface, 1968-71, photograohy, 31 x 45 cm each

