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Eating the Sun
Liliana Zeic
1 May – 18 July 2026

The Polish-born, Warsaw-based artist Liliana Zeic works with craft techniques, video, photography, objects, and text, creating intermedia and performative projects based on artistic research. Since 2020, she has increasingly turned to craft-based methods, primarily developing her own woodwork technique rooted in intarsia. Her artistic practice is grounded in queer feminism and queer ecology, most recently focusing on queer histories through the lens of folk mythology.    
Eating the Sun is part of a research-led curatorial project, developed in collaboration with Dr. Aleks Gajowy (UCD), designed to introduce Central and Eastern European (CEE) lesbian artistic practices to an Irish audience. The current heightened interest in the region – spurred by events such as the Russian invasion of Ukraine and the ongoing attacks on queer and trans lives, as well as women’s reproductive rights – has also highlighted the persistent lack of understanding of the CEE region, particularly in the global North. This gap is even more pronounced in discussions surrounding gender and sexuality. A timely programme focused on CEE queer women’s practices offers a vital contribution to a more nuanced understanding of these themes.
[bookmark: _Int_R7clmqnl][bookmark: _Int_x0vxVcT8]In the Świteź series, inspired by a ballad by the Polish nineteenth century poet Adam Mickiewicz and the legend of a submerged city, Liliana reimagines an underwater realm inhabited by feminine figures, aquatic flora, and hybrid life forms. According to the legend, when the city was besieged and its women faced capture, the earth opened and transformed the city into a lake. Its women became mysterious nymphs and flowering plants whose beauty lured and punished invaders. Drawing on this narrative, Zeic creates visual compositions in which bodies merge with vegetation and aquatic forms, dissolving boundaries between the human, vegetal, and mythic. Through these entanglements, the artist foregrounds themes of collectivity, care, and transformation. Her interpretation situates the legend within queer and ecofeminist frameworks, exploring marginal ecologies and hybrid identities where oddities, outcasts, anomalies, and relict forms of life coexist and flourish beyond anthropocentric perspectives.    
In the titular Zjadaczki Słońca (The Sun Eaters), Zeic’s ongoing preoccupations with the natural, the lesbian, and the historical / mythical come together to mark the locality of the body. Nature here does not signify the biological – rather, it points to the connectedness of the body with the history of the soil where it comes from. Histories of land and soil have long been interconnected with those of gender, body, and sexuality, these connections marked as much in spiritual practices as in legislative regulations. The natural materials Zeic uses in her work – the wood, the hay, the nettle ropes – come to articulate a rootedness of the desiring, transhistorical lesbian gaze in its locality. 
In Oczy (Eyes), she explores the relationality of this gaze, the act of seeing, being seen, and witnessing, hoping for mutual recognition. This silent exchange is a compelling way of accessing hidden but shared histories. The purposefully subdued element becomes a compelling axis for viewing the exhibition, suggesting a particular gaze should be cast to interpret the layered queer knowledge imbued in Zeic’s practice.
Where lesbian and queer histories remain difficult or impossible to access, their nonetheless undeniable persistence sustains itself in alternative, intuitive, felt, collective bodies of local, site-specific knowledge. Accessing queer history is feeling it in one’s body, reaching out across time, archive, and history, to seek out recognisable desire and affect. The search for queer history is in the speculative, the rumoured, the fantasised, grounded in the body here-and-now.
The materiality of this body and its preservation is a crucial method of survival. In Benefits of BDSM for Trauma Survivors, the intarsia technique developed by Zeic uses the cells, which replicate where the tree tissue has been damaged, resulting in growths and alterations to the texture and colour of the original matter. This is a mode of healing – the scar tissue reintegrates open wounds, but embeds within a wound’s memory, the impossibility of returning to the pre-scarring state. Zeic suggests a similar healing process of both human bodies and minds. BDSM, when engaged with trauma scenarios, can have just this effect, and is also frequently an expression of spirituality, connection, and radical practices of   rest.
The eponymous Sun Eaters reinforce the connection between pain and healing, passion and rage, necessary for retaining the lesbian embodiment and materiality, frequently erased or made invisible. The work speaks to the power of claiming queer and lesbian histories, lives, and bodies, in the hostile political and ecological climate, positioning desire, sexuality, and sustained anger as strategies of resistance.

Co-curated by Dr Aleksandra Gajowy, UCD and Marysia Więckiewicz, Project Arts Centre





About the artist:
[bookmark: _Int_p8IF8Lzt]Liliana Zeic (Piskorska) (she/her they/them) – born in Poland in 1988, visual artist, PhD in fine arts. She is a finalist of the Forecast Forum in Haus der Kulturen der Welt in Berlin in 2017 and the Audience Award Winner: Views 2019 in Zachęta National Gallery of Art. She has taken part in over 140 individual and group exhibitions in Poland and abroad. Her works are part of private and public collections (incl. NOMUS New Museum of Art, Zachęta National Gallery of Art, Wrocław Contemporary Museum, Municipal Gallery Arsenal, MS Muzeum Sztuki in Łódź). Based in Warsaw. She creates under the name Zeic since February 2021. Represented by gallery lokal 30.

About the co-curator:
Dr Aleksandra Gajowy (she/her) is Assistant Professor in Modern and Contemporary Art in the School of Art History and Cultural Policy at University College Dublin, and Associate Director of the UCD Centre for Gender, Women, and Sexuality Studies. She holds a PhD (2020) from Newcastle University (UK), which focused on body and queerness in Polish art since the 1970s. Her ongoing research focuses on queerness and lesbianism in Polish visual cultures since the nineteenth century, Central and Eastern European lesbian studies, and queer Jewishness in Poland. Her monograph on lesbian art from Poland is forthcoming with Manchester University Press. She is currently editing a special issue of The Journal of Lesbian Studies on Central and Eastern European lesbian studies, and serves on the editorial board of the Journal of Lesbian Studies and the newly founded SQS: Slavic Queer Studies Journal. Her writing appeared in journals such as Third Text, Oxford Art Journal, Art History, and Art Margins.

The exhibition is kindly supported by the Adam Mickiewicz Institute, Poland, and the Embassy of the Republic of Poland in Dublin.

Project Arts Centre is proudly supported by The Arts Council and Dublin City Council.
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List of Works [left to right]:

1. Apples grow on oaks (Na dębach rosną jabłka), 2021. 

[bookmark: _Int_Hm1GgEFv]Sculptural object: meadow hay, nettle fibre rope, pins, 115 x 61 x 4 cm.

On the opposite wall:

Thermal transfer film on fabric, 140 x 330 cm.
An attempt at creating a visual symbol of the queer body processing trauma, a non-normative body that is subject to ongoing trauma. The keywords that surround the graphic element relate directly to the experience of working through trauma through non-normative sexual practices, or BDSM. The symbol created as a hybrid of meristems, i.e. plant-building tissues (which enable growth and division) and galls: plant tissues processed and controlled by non-plants. Galls are distinctive plant structures formed by certain herbivorous insects as their own microhabitats. These growths are called galls after the Latin galla (oak apple) or cecidia, from the Greek kikidion, meaning anything that gushes. 
[bookmark: _Int_Fc41oSt2][bookmark: _Int_MLgMINUO]The title of the work derives from a 1945 poem for children “On the Isles of Bergamut” by Polish poet Jan Brzechwa. In the 1950s, an anonymous censor described Brzechwa’s work as: “anthropomorphisation, one of the worst kinds at that”. The reality presented in this poem can be considered a utopia. It is a metaphor, a state impossible to attain. 
According to the principles governing therapy, trauma can only be worked through by people who are already safe. So, what is there to do for those whom the world offers no foundation for safety?
The Benefits of BDSM for Trauma Survivors Series
2. Benefits of BDSM for trauma survivors 8 (Korzyści BDSM dla przetrwanek traumy 8), 2023. Intarsia: ash burl, steel, 32 x 52 cm.

3. Benefits of BDSM for trauma survivors 7 (Korzyści BDSM dla przetrwanek traumy 7), 2022. Intarsia: ash burl, beech, steel, 41 x 30 cm.

4. Benefits of BDSM for trauma survivors 5 (Korzyści BDSM dla przetrwanek traumy), 2026. Intarsia: poplar burl, ash burl, steel, 35 x 35 cm.

5. Benefits of BDSM for trauma survivors 6 (Korzyści BDSM dla przetrwanek traumy), 2026. Intarsia: Karelian birch, steel, 35 x 35 cm.
The works are devoted to the presentation of non-normative sexuality and the liberation of the queer body. The artist made them by hand in the inlay technique used to decorate wooden furniture. In relation to the matter of wood and the human body, she searched for natural representations of disease, otherness, self-regeneration, and growth. She discovered these qualities by working with burr, creative tissues, galls, and queer BDSM practices.
Considered a defect, a burr is a growth that results from the swelling of a tree’s trunk. It is caused by damage: it can be a virus, fungus, genetic defect, or mechanical injury. When a trunk is injured, scar tissue becomes active, which gradually widens the rings, creating bulges and changes in the arrangement of wood fibres. The infection can also stimulate the previously dormant side shoots, which start to build up in an uncontrolled, avalanche way, creating the so-called knots. The artist uses this “defective” material to affirm instincts and sexuality that cross the borders of patriarchal social norms.
In the series BDSM Benefits for Trauma Survivors, Zeic explores the potential of queer BDSM practices in trauma processing. The artist uses the metaphors and matter of burrs to support nature for the development of space for queer life. By referring the social tissue to biology, she also undermines arguments about “natural” and “unnatural” human tendencies.
The Świteź Series
6. Water Nymphs (Świtezianki), 2025. Intarsia: Californian walnut burl, thick shelled river mussel and swan mussel shells, steel, 49 x 40 cm.

7. Woman Spreading Cholera Bacilli (Kobieta roznosząca pałeczki cholery), 2025. Intarsia: poplar burl, Californian walnut burl, steel, 51 x 102 cm.

8. [bookmark: _Int_xvaxRrTz]Floating Pondweed (Rdestnice pływające), 2025. Intarsia: poplar burl, ash burl, Karelian birch, steel, 32 x 74 cm.

9. Algae of Świteź, One-Flowered Spikerush, and a Woman Floating in Water (Glony Świtezi, brzeżyca jednokwiatowa i kobieta unosząca się w wodzie), 2025. Intarsia: poplar burl, steel, 72 x 63 cm.

10. Planorbisplanorbis Snail Boring Holes in Butterbur (Ślimak Planorbis planorbis wygryzający dziury w lapiężniku różowym), 2025. Intarsia: poplar burl, Californian walnut burl, steel, 55 x 30 cm.
In the Świteź series, depictions of the underwater realm, inspired by the text of Adam Mickiewicz, centre on its heroines: the denizens of a submerged city and the vegetation found in its depths. Echoing the ballad, the narrative unfolds through a visual language in which the boundaries of the real and the fantastical dissolve, and the force of nature asserts its supremacy. Liliana’s artistic approach evokes a sense of communal existence, in which female figures merge with the lake’s fauna and flora. Their bodies drift weightlessly, limbs transforming into elegant fins, while their eyes glisten, encrusted with shells.
According to the legend, Lake Świteź conceals the secret of a submerged city. The tale dates back to the 11th century, when the Grand Duchy of Lithuania was attacked by Ruthenia. As the men left to defend the land, the city was left to its women. Upon being besieged, the women of Świteź chose death over submission. At that moment, a miracle occurred: the earth opened and engulfed the city, and in its place emerged a lake of extraordinary beauty. Upon its surface bloomed flowers of an unprecedented kind – the transformed women of Świteź. These plants lured the invaders with their intoxicating scent and form, only to cause their demise upon being picked, thus becoming both a symbol of courage and a curse to those who disturbed them. Other variations of the legend suggest that the city’s denizens continue to live beneath the lake; their songs still audible on certain nights.
Within the exhibition, Zeic immerses us in this submerged realm, reimagined through queer and ecofeminist sensibilities. In a series of intarsia works, feminine forms intertwine with botanical ones; identities blur, subjectivities coalesce. The dynamic of this entanglement is articulated through gestures of care, sacrifice, and tactile connection. These damp depths widen sensory perception, transcending the visual and ushering viewers into a realm beyond the anthropocentric. In Zeic’s telling, the shared ground between queer and plant ecologies is cultivated by oddities, outcasts, recluses, relict species, natural anomalies, and maladies. It is in these marginal, submerged zones that hybrid life-forms and untamed beauty begin to flourish.
11. Felicita Vestvali as Hamlet with Romeo’s Moustache (Felicita Vestvali jako Hamlet z wąsem Romeo), 2025. Intarsia: poplar burl, walnut burl, steel, 162 x 61 cm (diptych: 81 x 61 cm).
Felicita Vestvali (Anna Maria Stegmann), born on February 23, 1831 in Szczecin, died on April 3, 1880 in Warsaw, is a long-forgotten star of 19th-century Europe and America. She began her career as an opera singer with a debut in La Scali in Milan in 1853. While her life sparked controversy within traditional society, her courage and independence were also a source of inspiration. Vestvali’s family did not let her attend theatrical training, so in 1846, at the age of 15, she ran away from home dressed as a boy and joined impresario Wilhelm Bröckelmann and his theatre troupe in Leipzig. In her first “breeches role” she played Romeo. Vestvali was also the first actress to play Hamlet in the history of theatre. Known for her non-conformity, she lived outside of society’s norms. For over 20 years, she was in a relationship with Elise Lund, a German actress, who became her main inheritor.
She rose to fame in the USA, where she was called “Vestvali the Magnificent” or “Magnificent Vestvali”. She was known and admired by Abraham Lincoln and Napoleon III, who gifted her a silver armour for her male role in Bellini’s Capuleti and Montecchi at the Parisian Opera, while Queen Victoria watched her in various Shakespearean male roles in London. She was a self-proclaimed “enemy of men” („Männerfeindin”), described by her contemporaries as a “urningin” („Urningin”). She was involved in the feminist movement, the emerging movement for the rights of gays and lesbians and movements for racial and religious liberation. She was a contralto singer, specialising in male roles (en travesti) performed by women.
12. Sun eaters II (Zjadaczki słońca II), 2024. Intarsia: poplar burl, steel, 124 x 94 cm (diptych).
The Sun Eaters consume the Sun's light and are simultaneously absorbed by it. Their bodies are submerged in the heat of the black Sun – unrealistically hot, enticing and destructive. It’s an image of eco-sexuality, full of tension between desire and violence. The artwork plays with the tensions between intimacy and destruction, bodily ecstasy, and the climate catastrophe. It’s a story about a voracious need for closeness, corporeality faced with extreme conditions, but also a shared responsibility and the end of the illusion of innocence. It tells the story of being burned by that to which you’re drawn – and which you yourself destroy.
Centre of the gallery:
13. Eyes (Oczy), 2024. Installation: meadow, linen rope, nettle fibre rope, pins.
The “Eyes” piece by Liliana Zeic depicts the relationship between Cecylia Chalus and Antonina Dunin-Sulgostowska, who ran the Chalus-Dunin Decorative and Artistic School in Warsaw at the beginning of the 20th century. The artist was inspired by the fact that, apart from professional cooperation, Chalus and Dunin may also have had an intimate relationship. What we know about the school’s founders is that they lived together, and at the end of their lives they moved to Radość near Warsaw, choosing to grow old together. And although in the 19th and first decades of the 20th century, the sharing of apartments by women practicing the profession of teacher or governess was not uncommon, as it resulted from their economic situation, Chalus, who came from France and went to her home country every year, did not struggle for a lack of money. Two pairs of eyes intertwined with meadow plants in the exhibition space are the look that Chalus and Dunin look at each other across the school painting studio full of students. Perhaps it is an intimate, “sexually charged” look, perhaps tender and friendly, containing the concern the women held for each other.  
Ceiling: 
14. Wicker Suns (Słońca z wikliny). Installation: unpeeled wicker.
Wicker suns compose an irregular, luminous constellation. Their forms evoke both incandescent solar discs and fish scales. Employing the technique of wicker weaving – a material found in her father’s workshop – the artist creates a structure that simultaneously alludes to the realms of memory and care, while also evoking notions of confinement and monotony. The work’s personal narrative concerns familial relationships. It is within the domestic sphere that Liliana’s fascination with craftsmanship and classical decorative forms was born.
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