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SUBVERZIJA SIMETRIJE

lzhodis€na retorika slik Jasne Samarin je fragmentacija, rez, prekinitev v montazi. Spoji fragmen-
tiranih fotografij, struktuminh detajlov in poslikanih povrsin so hkrati cezure, ki evocirajo razmik, pres-
ledek, razdaljo. Ocitno torej slikarki ne gre za to, da bi negibnim rezom ali polozajem v prostoru, kot
pravi Gilles Deleuze, dodala $e abstrakino idejo zaporedja, nekega mehani¢nega, homogenega,
univerzalnega ¢asa, prerisanega iz prostora.(1) Nasprotno, slike razkrivajo iluzomost zamisli, da bi
gibanje lahko rekonstruirali z negibnimi rezi. Toda prav zato so slike, je zapisal Pierre Francastel,
montaze delov, ki derivirgjo iz razliénih izkustev in se v njih prepletqjo in preklapliajo ¢asovno
razlicne, lo€ene in razmaknjene plasti.(2) Namesto mehanizmov posredovanja in odsevanja, ki naj
bi reificirali zrcalo svetq, slikarstvo zaznamuje kombinatorika rezov, ki so si razliéni po izvoru in nivoju
realnosti,

Struktura reprezentacije se v slikah Jasne Samarin razvidno opira na parcialna videnja. Slikarka
vpeljuje sirategijo lomov prostora, kolazira fragmente fotografskih posnetkov in spaja razmaknjene,
prefrgane plasti, da bi lahko vpeljala zamisel necesa, kar ni preprosto sukcesivno ter empiri¢no
dosegljivo in merljivo. Mesto zblizevanja in spajanja med seboj razmaknjenih plasti je hkrati mesto
premestitve, Strategija razrezave prostora zarisuje koncepcijo, po kateri subjekta ni mogoce lokali-
Zirati v zamejen in pregleden koordinatni sistem. Toda retorika simetrije znotrgj preklapljanja frag-
mentov, ki je rekonstruirano z menjavo polozajev in smeri, zavzema v kolazih nedvoumno priviligi-
ran status. S premiki v simetricnost se zastavija vprasanje o ikonski staticnosti in osredotoéenosti
pogleda, ki fragmente podvoji in preslika. Simetralne preslikave in zrcaljenja fragmentov namred
spreminjajo tudi stafus fragmentacije same. Z njimi se spreminja evolutivnost slikovnih razmerij in
casovna dimenzija podob.

Simetrale so v kolazih Samarinove rezi, ki podvajojo heterogene cone fragmentov. S podvojitvi-
jo, preslikavo zabrisujejo spremenljivost. Zarisujejo se torej v partikulamo videnje kot njegovo nas-
protie. So v nasprofju z njim, kot je spremeniljivost rezov, menjava smeri in kotov gledanja v nasprotju
z zamejenostjo in preglednostjo koordinatnega sistema. Ucinek kolazev Samarinove je zato udinek
dvojne zaobmitve, dvojne izgube, saj simetralne preslikave s prekinitvami in razcepom zgolj iluzor-
no homogenizirajo fragmentacijo. Retorika simetrije le navidezno regulira ¢lenjenje fragmentov, saj
ne organizira zdiferenciranosti prostorov, ampak vpeljuje le njihovo vzporedno premestitev in pres-
likavo.

Jasna Samarin tematizira slikovnost, kier je soocena s ¢asom, gibanjem, prehajanjem frag-
mentov in hkrati z ustavitvijo €asa, z rezom, ki gibanje ustavi. Njeni kolazi so torej v femelju razcep-
lieni, razdvojeni. Utemeljujejo jih disparatna izhodisCa. Gledalec je soocen z razlomlieno in frag-
mentarno vizualnostjo, toda hkrati s simetri¢no preslikavo pogled tudi preneha biti funkcija njego-
vega lastnega gibliivega telesa. S podvojitvio se gledalec znajde pred nacelno subverzijo
montaze fragmentov. Zrcalienje spodreze prav tisto operacijo montaze, ki fragmente fotografij in
poslikane povrdine ureja skozi druge fragmente in poslikave, znotraj njihove mnozice, medtem ko
se mnoZica sama vzratno reproducira skozi dele. S subverzijo, ki jo sproZijo simetri&ni rezi, je taksna
vzajemna vzro€nost, ki napotuje na celoto kot vzrok njenih delov, prekinjena. Simetriéni rezi namred
zasnujejo enotnost na zunanji nacin, ki je odmaknjen od operacij razrezave, cepitve in razioéeva-
nja delov. Enotnost, ki jo vsilijo simetrale, je zgolj enotnost inverzije, vzporedja in ujemanja nasprot-
nih si delov. Enotnost je reproducirana kot u€inek varljivega aparata, ki spominja na kalejdoskops-
ko igro, optiCno igraco z vdelanimi zrcali in pisanimi drobci stekla, kier pri vitenju nastajajo pisane,



spreminjajoce se simeticne podobe. V kontekstu montaze fragmentiranih fotografskin posnetkov
so simetricéni rezi razvidno ponuijeni kot neodvisni fenomeni. Znotraj razreza in dolocitve prostorskin
planov, znotraj variacij delov, vidikov, razseznosti, vzajemnih poloZajev so simetrale prostor preho-
da, toda hkrati imajo tudi mo¢ zaustavitve. So priviligirana razvejitev, robovi, ki omogocajo prehod
iz enega stanja v drugo in hkrati rezi, ki pomenijo prekinitev zveze,

S simetralno razvejanostio je fragmentiranost fotografskin posnetkov, ki kaze na presledke in raz-
dalie med posameznimi deli, nadomescena s preslikavo. Razdalia med fragmenti se sprevrze v
razmik med fragmentom in njegovo zrcalno sliko. Toda preslikava fotografskin fragmentov je rever-
zibilna. Slikovno polje je odprto za preobrat tako, da ni ve€ mogoce razmeljiti, kaj je zrcalna slika in
tisto, kar se zrcali, U¢inek zaobritve v vidnem polju, ki sta jo fematizirala tudi Merleau - Ponty (3) ali
kasneje Lacan( 4) so dezorganizacija, izguba homogenosti in fragmentacija videnja, toda hkrati
simetrija paradoksno markira osamitveni okvir, zaporo, ki navidezno sklene potek fragmentacije.
Slikarka bodisi razpotegne in pribliza notranje ¢lenjenje do robov nosilca, ga umesti v dihotomicno,
izkjuéujoce razmerje s slikovno podlago, ali pa ob mejah slikovne povisine razporedi ocitno se-
stavijene, heterogene cone, ki podvajajo pravokotni format nosilca. Simetralne osi so forej cezure
v montazi, kier je subvertiran pomen spoja pogledov, toda hkrati razvii¢anje po simetralah
omogoc¢a homogenizacijo polja. So osi preloma, ki s subverzivnim podvajanjem in preslikavami
kazejo na nedokoncanost in necelost, obenem pa bistveno organizirajo slikovno povrsino. Z njimi
je deziluzionirana vioga zlepka fragmentov, ki povezuje diskontinuirane prostore in gledisc¢a. Toda
hkrati so osi, ki kazejo na sklenjenost, uravnovesenost in osredotocenost slikovnega polja. Struktura
reprezentacije je v kolazih Jasne Samarin opria na paradoksno markacijo razrezave prostora.
Zasnovana je s parcialinim videnjem in preklapljanjem razmaknjenih fragmentoy, hkrati pa kadri-
ranje dolo¢a enotno in frontalno gledisce, ki ustreza gledis¢u na nespremenljivo mnozico delov.
Fragmentacija fotografij v njenih slikah predpostavija zlom kadra. Z razrezavo fotografskin posnet-
kov Samarinova razveljavi funkeijo okvira, ki sliko izolira od SirSe okolice, Toda hkrati je zlom kadra ze
zajet v konstitucijo koordinat, ki dolo¢ajo novo kadriranje, nov zaprt sistem, nov osamitveni okvir.
Simetrale so mesto premestitve, ki z markacijo kadra kot ocitno umetne zapore, razvidno iluzomo
homogenizirgjo in zamejijo nezamejen tok fragmentov. Simetrija je hkrati mesto, kier se fragmen-
tacija nadaljuje. Je mesto ponovnega loma, kier se fragmentacija stopnjuje in prestavija na novo
raven.

Kolazi so torej oprti na strukturo reprezentacije, ki se dvakrat izdaja kot iluzija. Disparatnost rezov
in medsebojno spodbijanje ucinkov nenehno daje povod za drugo gledanje, ki zanika prestiz iluzi-
je. Slike Jasne Samarin ucinkujejo na ravni dialektike iluzije in njenega zanikanja. S podvojeno in raz-
ceplieno iluzijo, z nasprotno rabo podob in  subverzijo videza, se gledalec znajde pred dvomlji-
vostjo slikarske reprezentacije. Toda slikarstvo tematizira prav to, kako se vidno odteguje popolni
transparentnosti, Simetfrija v kolazih Samarinove ni kazalec homogene preglednosti, ampak
sprozilec, ki s preslikavami potek fragmentacije razcepi, razmika in premesca. Slikarska iziava je
dolo¢ljiva z artikulacijo in posredovanjem med dvema ¢lenoma, ki sta antinomiéna. Presitie anti-
nomiénih ¢lenov pa brise vsakrsen aksiomatizem, ki bi vidno niveliziral, in prav v tem je naijti strzen
institucije slikarstva kot avtoreferencialne discipline.

1. Giles Deleuze, Podoba - gibanje, Ljubljana 1991,

2. Plere Francastel, Etludes de soclologie de |'art, Pariz, 1970.

3, Maurice Merleau - Ponty, The Visible and invisible, Evaston; Northwestem University Press, 1986,
4. Jacques Lacan, Stife temeljni koncepti psihoanalize, CZ Ljubliona, 1980,

Sergej Kapus

SUBVERTED SYMMETRY

The basic thetoric means of Jasna Samarin’s pictures are fragmentation, cuts, inferrupted edit-
ing. Agglomerations of fragmented photographs, structural details and painted surfaces at the
same time act as caesuras that evoke intervals, gaps, distance. Obviously the painter is not
attempting, in Gilles Deleuze's words, to add fo the mofionless cuts or positions in space the
abstract idea of sequence, of a mechanical, hormogenous, universal time, mapped from space.
(1) On the contrary, the pictures reveal the illusory nature of the idea that movement might be
reconstructed through motionless cuts. But, as Pierre Francastel wrote, that is just why pictures are
a montage of pieces derived from various experiences. In them, temporally distinct, separate and
diverse layers are intertwined. (2) Instead of being marked by the mechanisms of transmission and
reflection that are supposed to reify the mirror of the world, painting is marked by combinations of
cuts, divergent in their origins and levels of reality.

The structure of representation in Jasna Samarin’s pictures clearly rests upon partial visions. The
painter infroduces the strategy of spatial refraction, collages fragments of phfographic images
and joins disparate, broken layers in order to introduce the idea of something that may not be sim-
ply successively and empyrically attainable and measurable. The point of approach and merging
of diverse layers is at the same time the point of displacement. The strategy of dividing up the
space describes a concept according to which the subject cannot be localized in a limited sys-
tern of coordinates with clear overview, But the rthetoric of symmetry inside of switching fragments
(the switching itself being reconstructed by altemnating positions and directions) undoubtedly takes
a privileged status in the collages. The movements into symmetricity pose the question of iconic
staticalness and focus of sight that duplicates and maps the fragments. Symmetrical copies and
mirrorings of fragments also change the status of the fragmentation itself. With them, the evolu-
tionary path of picture relations and the temporal dimension of the images changes.

In Samarin’s collages, symmetrals are cuts that duplicate the heterogenous zones of fragments.
By mapping and duplicating, they blur changeability. Thus they are engraved info a particular
vision as its opposite. They are in conflict with it, just as the changeability of cuts, changes of direc-
tion and angles of view are in conflict with the limitedness and clear overview in a system of coor-
dinates. The effect of Samarin's collages is thus the effect of double twist, double loss, since with
their inferruptions and splits, the sysnmetrical copies homogenize the fragmentation only in an illu-
sory way. The rhetoric of symmetry regulates the breakdown of fragments only in appearance,
since it does not in fact organize the diferentiatedness of spaces, but only infroduces their parallel
transposition and mapping.

Jasna Samarin picks out her central theme of pictureness, where she is faced with fime, move-
ment, passing of fragments and simultaneously with the stopping of time, with the cut that ends
movement. Her collages are thus essentially cleft, riven. They are founded on disparate points of
departure. The viewer is faced with a broken and fragmentary visuality, yet at the same time, with
symmetric mapping, his look ceases to be a function of his own mobile body. By duplication, the
viewer finds himself in front of a principled subversion of a montage of fragments. Mapping cuts
through that very operation of montage that organises photograph fragments and painted sur-
faces by means of other fragments and surfaces, inside of their set, while the set itself is reversely
reproduced through its parts. Such mutual causality that points to the whole as the cause of ifs
parts is thus interrupted by a subversion triggered by symmetrical cuts. These cuts are the founda-



tion of unity in an extemal way, removed from the operations of cutting, spliting and separating
parts. Unity forced by symmetrals is merely unity of inversion, of parallelism and matching of oppo-
site parts. Unity is reproduced as the effect of a deceptive apparatus, reminiscent of a kaleido-
scope, an optical toy with in-built mirrors and coloured splinters of glass that form mottied and
changing symmetrical images when rotated. In the context of the montage of fragmented pho-
tographic images, the symmetrical cuts are obviously offered as independent phenomena. Inside
of the division of space and spatial plans, inside of the variations of parts, aspects, dimensions,
mutual positions, the symmetrals are the space of passage, while at the same time they have the
power of arrest. They are a privileged ramification, the edges that enable a passage from one
state fo another and simultaneously the cuts that signify an interruption in the connection,

The fragmentation of photographic images that indicates discontinuity and distance between
individual parts is replaced with mapping by means of symmetrical ramification. The distances
between fragments are fransmuted into the gap between the fragment and its mirror image. But
the mapping of photographic fragments is reversible.

The visual field is open to reversal to such an extent that it is no longer possible fo distinguish the
mirror image from the mirrored image. The effect of reversal in the visual field, freated by Merleau
- Ponty (3) or later by Lacan (4), is disorganisation, loss of homogeneity and fragmentation of vision,
yet the symmetry still - paradoxically - marks the isolation frame, the boundary that apparently joins
the course of fragmentation. The painter either stretches the inner segmentation and brings it clos-
er fo the edges of the medium, puts it in a dichotomic, exclusive relationship with the picture’s
base, or, on the other hand, aranges obviously composed, heterogeneous zones along the bor-
ders of the picture surface, which duplicate the rectangular format of the medium. Symmetrical
axes thus act as caesuras in the montage, in which the meaning of the junction of looks is sub-
verted, while at the same time the arangement along symmetrals homogenises the field. They are
axes of rupture, whose subversive duplication and mapping show incompleteness and unwhole-
ness, while they essentially organise the picture surface. They disillusion the role of the fragment col-
lage that connects discontinuous spaces and angles of view. But at the same time they are axes
that exhibit an enclosed, balanced and focused field of the painting. In Jasna Samarin’s collages,
the structure of the representation leans on the paradoxical marking of space division. It is based
on a partial vision and switching between distant fragments, while at the same time its framing
determines a uniform and frontal point of view, congruent with the point of view of looking at an
unchangeable multitude of parts. The fragmentation of photographs in her pictures presupposes
the rupture of a frame. By cutting photographic images, Samarin invalidates the function of the
frame which isolates the picture from its environment. At the same time, the rupture of frames is
already part of the co-ordinates’ constitution: co-ordinates determine new framing, a new
enclosed system, a new isolation frame. The symmetrals are points of fransposition - they mark the
frame as an obviously arfificial enclosure, and clearly they make the unlimited course of fragments
homogenous and limited - in an illusory way. Symmetry is at the same time a place where frag-
mentation continues. It is a place of a repeated rupture, where fragmentation is intensified and
advanced to a new level.

The collages are thus based on a doubly illusory structure of representation. The disparity of cuts
and the mutual annulment of effects constantly gives occasion to a different viewing, one that
denies the prestige of illusion. Jasna Samarin’s pictures act on the level of the dialectics of illusion
and its negation. By seeing a duplicated and spilit illusion, opposing use of images and subversion

of appearance, the viewer finds himself faced with the dubiousness of representation in painting.
But what painting deals with is just this: how it visibly escapes being completely transparent. The
symmetry in Samarin’s collages is not an indicator of homogenous clarity, but rather a trigger that
splits, divides and transposes the course of fragmentation through mapping. The painter’s state-
ment can be determined by arficulation and fransmission between two parts that are antonymous
to each other. Multi-layering of antonymous parts erases anything axiomatic that might visibly
equalise. And this is just at the core of the institution of painting as an auto-referential discipline.

Gilles Deleuze, Podoba - gibanje, Ljubljana 1991.

Pierre Francastel, Efudes de sociclogle de I'art, Pariz, 1970.

Maurice Merleau - Ponty, The Visible and invisible, Evaston; Northwestern University Press, 1986,
Jacques Lacan, Stije temelini koncepti psinoandlize, CZ Ljubljana, 1980,
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SEZNAM RAZSTAVLJENIH DEL:

1. BREZ NASLOVA - CIKEL SIMETRIJE, 1998, kolaz na platnu, 175 x 250 cm
2. BREZ NASLOVA - CIKEL SIMETRIJE, 1998, kolaz na platnu, 170 x 175 cm
3. CIKEL SIMETRIJE, 2000, kolaz na platnu, 160 x 46 cm
4, CIKEL SIMETRIJE, 2000, kolaz na platnu, 160 x 46 cm
5. APNENA POLJA, 1999, kolaz na platnu, 160 x 215 cm
6. CIKEL SIMETRIJE, 2001, kolaz na platnu, 160 x 46 cm
7. CIKEL SIMETRIJE, 2000, kolaz na platnu, 160 x 50 cm
8. PIRAMIDA, 2000, kolaz na platnu, 165 x 160 cm
9. CIKEL SIMETRIJE, 2000, kolaz na platnu, 76 x 170 cm
10. BREZ NASLOVA, 1999, kolaz na platnu, 175 x 175 cm
11. CIKEL SIMETRIJE, 2000, kolaz na platnu, 160 x 54 cm
12. CIKEL SIMETRIJE, 2001, kolaz na platnu, 160 x 54 cm
13. NAPLAVINE, 2001, kolaz na platnu, 165 x 165 cm
14, CIKEL SIMETRIJE, 2000, kolaz na platnu, 160 x 48 cm
15. CIKEL SIMETRIJE, 2001, kolaz na platnu, 45 x 160 cm
16, BREZ NASLOVA - CIKEL SIMETRIJE, 2000, kolaz na papirju, 55 x 45 cm
17. CKK - CAK, 2001, kolaz na papirju, 100 x 30,5 cm
18. ODBLESK, 2001, kolaz na papirju, 98 x 38,5 cm
19. PREPLET, 2001, kolaz na papirju, 100 x 34 cm
20. BREZ NASLOVA, 2001, kolaZ na papiru, 50 x 70 cm
21. BREZ NASLOVA, 2001, kolaz na papiru, 54,5 x 79 cm
22, BREZ NASLOVA - CIKEL SIMETRIJE, 2000, kolaz na papirju, 100 x 43 cm
23. MRK, 1999, kolaz na papirju, 55 x 70 cm
24. PREPLET, 2001, kolaz na papifu, 55 x 70,5 cm
25, BREZ NASLOVA - CIKEL SIMETRIJE, 2001, kolaz na papirju, 100 x 32 cm
26. BREZ NASLOVA - CIKEL SIMETRIJE, 2001, kolaz na papirju, 100 x 38 cm
27. BREZ NASLOVA - CIKEL SIMETRIJE, 2000, kolaz na papirju, 100 x 32 cm
28. BREZ NASLOVA - CIKEL SIMETRIJE, 1999, kolaz na papirju, 91,4 x 50 cm

BREZ NASLOVA, 1999, kolaz na platnu, 175 x 175 cm



BREZ NASLOVA, 2001, kolaz na papirju, 160 x 46 cm CIKEL SIMETRIJE, 2000, kolaz na platnu, 160 x 46 cm



BREZ NASLOVA, 2001, kolaz na papirju, 50 x 70 cm

APNENA POLJA, 1999, kolaz na platnu, 160 x 215 cm



CIKEL SIMETRIJE, 2000, kolaZ na platnu, 76 x 170 cm ODBLESK, 2001, kolaz na papirju, 98 x 38,5 cm




BIOGRAFIJA

Akademska slikarka Jasna Samarin je bila rojena 19. januarja 1966 v Ljubliani. Po kon¢ani gim-
naziji je na Akademiji za likovno umetnost v Ljubljani Studirala slikarstvo in diplomirala leta 1989,
Istega leta je vpisala podiplomski Studij slikarstva, ki ga je zakljudila leta 1992 pod mentorstvom
prof. Emerika Bemarda. Leta 1990 - 91 se je kot Stipendistka francoske viade Studijsko izpopolnje-
vala na Beaux Arts v Parizu.

SAMOSTOJNE RAZSTAVE:

1989 - Kulturni center Rijeka, Reka, Hrvaska
1991 - Galerija Georges Bernanos, Pariz, Francija
1993 - Galerija Krka, Ljubliana
1994 - Galerija Media Nox, Maribor
Galerija Labirint, Ljubljana
1995 - Galerija Ilvana Groharja, Skofia Loka
1996 - Galerija Kos, Ljubljana
Gadlerija Ars, Ljubljana
1998 - Bezigrajska galerija, Ljubljana
2001 - Galerija BozZidar Jakac, Kostanjevica na Krki

SKUPINSKE RAZSTAVE:

1985 - Razstava studentov ALU, Mestna galerija, Ljubljiana
1986 - Razstava studentov ALU, Mestna galerija, Ljubliana
1987 - Razstava studentov ALU, Mestna galerija, Ljubliana
1988 - Muzej revolucije, Celje

Salon Ars, Radlje
1989 - Kulturni center Antonio Zanussi, Pordenone, Italija
1990 - Kultumi dom Ivan Napotnik, Velenje
1991 - Cite Internationale des Arts, Pariz, Francija

Galerija Georges Bernanos, Pariz, Francija

Galerie d'Ete, Art Direct, Biarritz, Francija

Espace d'Art Contemporain, Rombouillet, Francija

Maison de I'Europe, Pariz, Francija
1992 - Galerija Labirint, Ljubljana

XXVIl. mednarodni ex tempore, Piran

Salon $tirlh umetnosti, Lons le Saunier, Francija
1994 - Galerija Kos, Ljubliana
1995 - Galerija Kompas, Umetniki Ljubljani, Ljubljana
BREZ NASLOVA, 2000, kolaz na papiiu, 55 x 45 cm Galerija Idrija, darilo slovenskin likovnih umetnikov psihiatri¢ni bolnisnici v Idriji




XXX, mednarodni ex tfempore, Piran
1996 - XXXI. mednarodni ex tempore, Piran
Galerija TR/3, razstava ob 50 letnici UNICEF, Ljubliana
Mestna galerija, razstava del na papirju, Ljubljiana
1997 - XXXII. mednarodni ex tempore, Piran
Pias Gallery, Japonska
1998 - Galerija Hest, Mala slika - mala plastika, Maribor, Ljubljiana, Celie
1999 - Jakopiceva galerija, Majski salon, Ljubliana
XXXIII. mednarodni ex tempore, Piran
Galerija Meznarija, Menges
Galerija GZS, Ljubliana
2000 - XXXIV. mednarodni ex tempore, Piran
2001 - JakopiCeva galerija, Majski salon, Ljubliana
Prostor spreminjan, BeZigrajska galerija, Liubliana

NAGRADE:

1991 - Pohvala francoske viade tujemu $tudentu na ENSBA v Parizu, Francija
1992 - Odkupna nagrada Ex tempore v Piranu
1995 - Odkupna nagrada Mestne obcine Ljubljana
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1. Roberto Ortolan: Mostra di giovani pittori e scultori alla »Sagittarias, Corriere di
Pordenone, 19.9. 1989, I,
2. Angelo Bertani: Ecco la giovane Europa, Il gazzettino dellunedi, 25.9.1 989, XIV.
3. Giancarlo Pauletto, Luciano Padovese, Angelo Bertani; tekst v katalogu razstave
Workshop Infernazionale Pordenone 1989, Pordenone, [talija
1990

1. Nina Kudis: tekst v zlozenki razstave Jasna Samarin, Centar za kultury, april 1990, Rijeka,

Hrvaska
1991

1. Bernard Devisme: Arfistes du monde, tekst v zlozenki z razstave Efudiants efrangers bour

siers du Gouwvernement Francais, Galerie Bernanos, Pariz, Francija

2. Jure Mikuz: tekst v katalogu razstave Jeunes artistes Slovenes, Maison de I'Europe de

Paris, Pariz, Francija (december 1991 - januar 1992)
3. Slovenski likovniki v Parizu, razstava v Evropski hisi, Dnevnik, december 1991
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1. MAA\V.: Slovenski umetniki v Francijii, Republika, 24.12.1992
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1. Sandra Kostic: tekst v zlozenki razstave Jasna Samarin, v galeriji Krka, Liubliana, 1993
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1999
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. Brane KoviC: tekst v zlozenki razstave Jasna Samarin, v galeriji Labirint, Liubliana, 1994

. Vojko UrbanCic: tekst v zlozenki razstave Jasna Samarin, v galeriji Kos, Ljubliana, 1996
. Jelka Sutej Adami¢: Razstava Jasne Samarin v galeriji Kos, Delo, 3.4.1996

. Aleksander Bassin: tekst v katalogu razstave Jasna Samarin - Kolazi 1997/98, BeZigrajska

galerija, Ljubliana, 1998

. Lev Menase: Principi visokega modernizma (razstava Kolazi Jasne Samarin v BeZigrajski

galeriji), Delo, 22.10.1998

. Tomislav Vignjevi¢: Poteza in fotografija v sliki (Kritike na kratko), Razgledi, §. 20/1123,

28.10.1998

. Semira Osmanagic¢: KolaZi kot ogledalo narave, (Kultura - priporoceno), Nedelo,

25.10,1998

. Lev Menase: V ospredju frefji krog - krifikova sezona 1998/99, Delo, 16.7.1999

. Sergej Kapus: Subverzija simetrije - besedilo v katalogu razstave Jasna Samarin,

Subverzija simefrije, Galerija BoZidar Jakac, Kostanjevica na Krki
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