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Until very recently, the artist depicted he&ubj;cts agamst and
within, a dark, reflective space, which evoked a mirror seen at night.
# The monochromatic space in whlch.“,she poses her subject matter tends to
‘and _served ctile and reflectlve, be anonymous, sensual,'and opulent. It's a hushed world, one that is
k F ';any s sté’rk yet opulent pamtmgs compe he vsewer to ' gj‘ seductively tactile and yet gloomily opulent. Reminiscent of Caravaggio’s
the n: penchant for a psychologically charged, dramatically lit atmosphere,»"'Z'Iamany ’

ard, she is as much a representational palnter as are Vija Celmins, . deliberately controls the passage of dramatizing light, so that it illuminates,
ck Close aregory Gillespie, Mark Greenwold, Alex Katz, or Catherine = as well as collects on and across, the face or body. Zlamany's light seems

fphy, all of whom have thoroughly reenvisioned aspects thought to be at once artificial and imaginary, the harshness of spotlights and the glow
inherent to’%bstractlon (all-over, gridded, rrymmallst and gestural of warm fleshtones. In contrast to Caravaggio, however, it is not the
composition). What Zlamany shares with these intensely strong, older artists  drama that the body is engaged in that interests Zlamany; it is the very
is @ highly foeused concern with the relationship between looking and drama of the body or face itself. The viewer isn't confronted by a crucial
knowmg, image and tactility, and subject matter and paint. The emotionally ~ moment, but by a bright or glowing fo ' whigh shifts effortlessly and .‘
¥ comp\rex shifts between the frozen time of pa t and the passing time provocatively between paint and illusion, insistent tmﬁg and detailed image. “
’ inhabited by the body are very mych at the core of Zlamany's work. ‘ Zlamany applies the paint incrementally on highly prepared panels,
. For more than a decade she has worked in modes such as portraiture and  which are often intimate in scal % Starting in the mid 1980s, when many

still life in order to speulate upon, as well as to dissect, the nature of . of her panels measured aro

\iTepresentation. In reee t
bjects to her oeuve

: ,x by twelve inches, the artlst has

. different formats including narrow verticals, dlamonds, lgrge seemln%y

quare paneﬁ*Thus by the early 19905, she did a fuII'. gth portralt of v &

her sister.and, more recently, a large portrait of two seat&! figures. Each

g these. nges in scale conveys her determination to extend beyond what
she has accoﬁiphshed thus not only consciously testing the possibilities

) of her gi'bwmg mastery, but also reg|stermg m palnt both the intensity and

s,but, despite the coolness of breadth ‘of her ambition.

I 1o artists such as Alice Neel, Otto s Zlamany's wide range F mar S ___’Iude abraded strokes, carefully

\f. ‘erested‘ in dlstomon and decay.  orchestrated tonal shifts, and faceted patches-—malleable bits of paint.

[ ‘l;hrough her careful attentlorﬁo both texture and the interplay of light and

ish the coherence of subject ma;%»a richly
] i 0st restrained fruntlon The prov /e paradox of
' nce and austerity suffusing through her paintings rewerberates Wlth

to trausform it ints
~  and aversion.

ceﬁanr&y isn't an expresslomst, should )
has deve Ioped a wholly original appro
been painted so lucidly, and certainly by.r
" echniques recall

™ any's edra " her dehcnous yet almost morbid interest in skin and t
- of sor‘ ever e entuﬁlor@m Eurog ) is using the brush to carefully'caress her subject mattmgack i
" as evoke the tactile rushwark and rough suffaces & , ski, scales, feathers, and fur are transformed into pai
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around one-and-a-half-times life-size, thus bringing the viewer into a more
intimate relationship with her subject. Typically, the size and shape of

the birds echo the painting’s shape, with the horizontality or verticality of
the prone body extending to the painting’s dimension. At the same time,
Zlamany subverts the rhyme between subject and format by focusing our
attention on disorienting poses. Are we looking down at the bird? Is the bird
asleep or. dead? Is it floating or restlng7 These questions inevitably lead

to others. »

In B/rd #4 (1993-94), for example, the pose is simultaneously
erotic and disquieting. It's as if the bird has suddenly keeled over, stricken
by an immediately fatal ailment. And yet, the outward thrust of its leg
extending into the air, as well as the downward thrust of its head, imparts
a comically erotic component to the painting. And with this eroticism
comes a disquieting isolation. For seemingly neither lying down nor floating,
and thus truly cut off from both the world and the effects of gravity, the

* bird in Bird #4 becomes the sole inhabitant of an impenetrable, death-like

" state. Zlamany has not only seamlessly cojoined a hedonistic sensuality
with a potentially bleak recognition of mortality, but she also conveys strong
erotic presence wﬁ_ig_:h seems at once familiar and alien.

Zlamany's eroticism is disturbing because it is embodied in an image
that is vibrantly, glowingly present, yet sealed off and remote. The layers

_ of glazes emba’iin the subject, while also drenching it in a rich, tactile light

" which ranges from warm to harsh. Further echoing this tension between
insistent presence and complete isolation is tﬁ?fact that Zlamany plﬁes
the luminous body (or face) of her subjects agamsﬁw\ld within a dark,

nochromatic space reminiscent of Zurbarégrg And this space, w@ch is

: Ms and thus contemporary, as well ag%ellglous and thus coﬁnected

to such extreme ' states as penitence and ecstasy, becomes in Zlamany's

pamtmgs

Thus |n her deg@ons of snakes—the faceted patterns of
ridggg,skm, the gestural power latent in their coiled and outstretched ™
bodies, and their phallic shapes—2Zlamany articulates the erotic as a cool
reptilian body whose lithe form is both seductive and dangerous. That
Zlamany manages to dnslodge the snake fmm the reé‘ﬁh of the femlmne

_ Aquihe gazmg ’not they.
r more than a devnce, it becomes the Warld of the body, rather )
_Z%h -like state? Are they alive?

nude. At the same time, her subject is wearing earrings. Rather than being
depicted as a repository of male creativity or as a symbol of fecundity,
she stares confidently out at the viewer, a proud, self-contained, and distinctly
sexual being. Thus, among other things, what Zlamany interrogates in her
paintings is the gaze itself, and how it has been historically conditioned in
its expectations.

More than likely, Zlamany's interrogation of the gaze played a
role in her decision to work on a series of portraits of bald men (1993-95)
who have established themselves in the art world as either artists or critics.
In choosing bald men, and then depicting them up close, within rather
confined, anonymous circumstances, Zlamany is able to subtly transform
portraiture into a subversive critique of power and hierarchy within any and
every social milieu. She does this by focusing our attention on the
distinguishing features of a particular bald head. In her portraits of bald
men, the shifts from the crown’s smoothness to the face’s lines, wrinkles,
sags, and, in some cases, the movement from the head’s smooth, rounded
crown to the face's tactile beard, implicitly echo the inherent features
of the male sex organ. Underlying these associations is the similarity in both
their physiognomy and shape.

Zlamany further underscores the visual rhymes between a phalluﬁ
and a bald head by depicting the head, lined face, beard (in some ¢ 'Ij
and neck rising vertically from a white T-shirt, say, or a soft, open-necki
shirt—their folds caressed by the brush into tactile visibility. At the same =
time, like the birds, the men inhabit a state of both ecstasy and coldness.
They are assured, remote, used to being in control. Zlamany, however, has
turned the tables. By concentratmg on detalls she dussolves any power her

© s the pow%whtch these ﬂare used to po*fessmg 10

at they were once alive? S
their ggductweness gains in both
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