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Festivitatea de premiere Gala Premiilor UAP 2018 organizatd la Teatrul Elvira Godeanu, Targu Jiu. Credit foto Eugen Cojocariu
The UAP Awards Gala 2018 organized at the Elvira Godeanu Theater, Targu Jiu. Photo credit Eugen Cojocariu

PREMIILE UNIUNII ARTISTILOR
PLASTICI DIN ROMANIA 2018

THE ROMANIAN ARTISTS UNION
AWARDS 2018

Premiile Uniunii Artistilor Plastici din Romania — 2018, vin sd evidentieze performantele anului in domeniul artelor vizuale, acoperind toate domeniile din sfera culturii
plastice. Acordarea premiilor incearca de asemenea sa consolideze traditia colabordrii cu Ministerul Culturii, ce poate asigura continuitatea proiectului si, speram,
redimensionarea lui, incluzandu-l intr-un program mai amplu de Salon International de Artd cu premii, burse pentru tinerii artisti, achizitii de lucrari pentru colectiile
statului, dupa modelul Saloanelor Oficiale interbelice.

Locul ales Tn acest an pentru desfdsurarea Galei Premiilor Uniunii Artistilor Plastici din Romania, si anume Targu Jiu, este cat se poate de evocator pentru cultura
nationala si internationald. Preluand capitalul cultural a lui Constantin Brancusi, artistii contemporani pot spera ca scoala romaneascd de artd va rdmane nscrisa
definitiv pe harta culturala a lumii.

Dincolo de festivitatea de premiere organizata la Teatrul Elvira Godeanu, un moment semnificativ al Galei l-a reprezentat expozitia premiantilor organizata la Muzeul
Judetean Gorj, pe care intentionam sa o itineram prin alte orase pentru a promova in continuare excelenta si a contribui la intensificarea unui dialog la nivelul intregii
tari.

Ne-am bucurat in demersul nostru de parteneriate ce au conferit evenimentului o anvergura considerabild. Acestea au fost: Ministerul Culturii, Institutul Cultural
Roman, Centrul de Cercetare, Documentare si Promovare Constantin Brancusi, Primaria si Consiliul Local al Municipiului Targu Jiu, Consiliul Judetean Gorj, Filiala Targu

Jiu a UAP Romania, Televiziunea Romand si Clubul Rotary Targu-Jiu.

Prof. univ. dr. Petru Lucaci

Presedinte, Uniunea Artistilor Plastici din Romania

The Romanian Artists’ Union Awards 2018 showcase the year’s visual arts achievements in all their diversity. The award also aims to consolidate the collaborative tradition we have had
with the Ministry of Culture, which can ensure the continuity of the project and, we hope, its expansion, including it into the larger scheme of an international art salon with awards, grants
for young artists, and the selling of works for state collections, following the model of the interwar Official Salons.

The city selected for this year’s awards gala, Térgu Jiu, is highly relevant for national and international culture. Borrowing from Constantin Brancusi’s cultural capital, contemporary artists
hope that the Romanian school of art will forever be on the world’s cultural map.

In addition to the ceremony at the Elvira Godeanu Theater, one significant moment of the gala was the awardees’ exhibition, organized at the Gorj County Museum, which we intend to
showcase in different cities in order to continue to promote excellence and to open a country-wide dialogue.

We were very fortunate to have had such partners. Thanks to them, the event took place on a considerable scale. These were: The Ministry of Culture, The Romanian Cultural Institute,

the Constantin Brancusi Research, Documentation and Promotion Center, The City Hall and Local Council of Targu Jiu, the Gorj County Council, The Targu Jiu Branch of UAP Romania,

Televiziunea Romand and Rotary Club Targu-Jiu.

Prof. univ. dr. Petru Lucaci

President of the Romanian Visual Artists’ Union

(Translated by Rares Grozea)
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MARELE PREMIU
GRAND PRIZE

MIRCIA DUMITRESCU

L-am cunoscut pe Mircia in atelierul lui Nichita. Acolo, in apartamentul prietenului meu, exista un atelier, in care veneau foarte multi si putini au invatat ceva. Cand spun
putini au invatat vreau sd spun cd putini au rdmas cu ceea ce stiau cd trebuie sa fie. A invdta inseamnd a te transforma. Mircia Dumitrescu ne ofera spectacolul unui om
care intrd in senectute cu o fortd, cu 0 amploare a unui geniu neasteptat pentru el si pentru noi toti. In ultimii ani eu sunt bucuros si onorat de prietenia lui, si de cite ori ne
vedem il tracasez mereu cu intrebarea: ,Cand va fi urm3toarea expozitie?” 1l tracasam ca s& n-o mai améne, pentru c3 el era tentat mereu s 0 amane. Acest artist are o
anumita spaima de deschidere, de etalare, care e o spaima de el insusi, de fapt. Or, in cele din urma, Mircia Dumitrescu s-a invins pe sine Tnsusi si ne prezinta spectacolul

splendid al unei mari personalitati, de care noi, scriitorii, suntem mandri.

Nicolae Breban

I met Mircia in Nichita’s workshop. There, in my friend’s apartment, there was a
workshop to which many came and few learned anything. When | say few | refer to
the few that knew what they were supposed to be. Learning means transforming
yourself: Mircia Dumitrescu offers us the spectacle of a man that enters old age with
the force and amplitude of an unexpected genius, for himself and for us all. Lately, |
am happy and honored by his friendship, and whenever we meet | bug him with the
question: "When will the next exhibit take place?” | used to bug him not to postpone it,
because he was always tempted to do so. This artist has a certain fear of opening up,
showing himself, which is a fear of himself, actually. In the end, Mircia Dumitrescu has
conquered himself and presents the amazing spectacle of a great personality, of which

we, the writers, are proud.

Nicolae Breban

PREMIUL DE
EXCELENTA

THE AWARD FOR
EXCELLENCE

MIHAIL TRIFAN

|
-?
§
{
Il_
i

Spre deosebire de majoritatea creatorilor care, odata cu inaintarea in varsta,
nu fac decdt sa si consolideze o imagine deja construitd, Mihail Trifan (Micky)
are neastamparul de a-si revigora fiecare nou proiect din perspectiva inspiratiei
de moment. O neobositd afluentd de creativitate individualizeaza in mod
evident lucrarile sale, iar performance-ul live, care completeaza periodic
expunerea, au devenit deja marca artistului. Aceasta perpetud reinventare
vine sa destabilizeze orice incercare de a-| fixa intr-un un suport teoretic, iar
expozitiile sale pot fi vazute, cel mai onest, ca rezultat al izbanzii proprii de a-si
exprima vitalitatea si nevoia de a trdi eminamente artistic. Viata sa

reald este contopita cu cea artistica, neexistand in acest caz nici o urma

de simulacru. Intr-o lume controversata si rigida, unde concepte precum
libertatea sau arta sunt supuse regulilor, Micky poate fi considerat unul dintre

ultimii artisti liberi.

Catélin Davidescu

Unlike most creators, who only consolidate an established image with the passing of time, Mihail Trifan (Micky) has the nerve to re-energize every new project through the perspective
offered by momentary inspiration. An affluence of creativity individualizes his works, and his live performances which periodically complement the exhibits have become his trademark.
This perpetual reinvention destabilizes any attempt to fixate him in a theoretical frame, and his exhibitions can be seen honestly as a result of his own victory in expressing his vitality and
his need to live artistically. His real life is merged with the artistic one without any trace of simulacrum. In a controversial and rigid world in which some concepts such as freedom and art

are subjected to rules, Micky can be considered one of the last free artists.

Catalin Davidescu
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PREMIUL PENTRU PICTURA
THE AWARD FOR PAINTING

ION ANGHEL

Citesc lucrdrile lui lon Anghel in cheia stralucirii lor
minimalist. “Usile” , “Cartile” , “Ferestrele” — pentru ca
textele cartilor sunt ferestre spre lume —sunt lucrari de artd
minimala. Pictorul se raporteaza dupa cum e si firesc la scara
intensitatilor, si e neutru fata de modul mitic de a semnifica.
Se dezgoleste lucrarea de orice semnificatie extra-vizuala.
Totul rdméne n evidenta simpla a unei realitati irefutabile.

Forma si culoarea devin neutre si minimale. Ele interzic

anecdotele si anarhia emotionald, pastrandu-si totusi

forta de comunicare realista si simbolicd. Forta acestor
lucréri constd in abandonul deliberat al exagerarilor

oricdrui expresionism, a action-paiting-ului si, mai ales, a
dezgolirii-invrdjirii de/cu semnificatiile extra-vizuale care
personalizeaza obiectul artistic realizat. Obiectul nu aboleste
afectul ci doar il regleaza. E un mod special de a logodi prin

aceastd forma de minimalism, esteticul si eticul.

Oliv Mircea

Ilook at lon Anghel’s works through their minimalistic brightness. The painter relates, as it is natural, to the scale of intensities and he is neutral towards the mythical mode of expression.
The work is stripped of any extra-visual meaning. Everything is the evidence of a simple irrefutable reality. Form and color become neutral. They forbid the anecdote and emotional anarchy,
still maintaining the realist and symbolic force of communication. The force of these paintings lies in the deliberate abandonment of the exaggerations of any expressionism, action painting
and especially stripping and disenchanting extra-visual meanings that personalize the artistic object. The object does not abolish affect, it only requlates it. It is a special way of combining

the ethical and the aesthetic through this form of minimalism.

Oliv Mircea

PREMIUL PENTRU SCULPTURA
THE AWARD FOR SCULPTURE

VICTORIA ZIDARU

Victoria Zidaru si-a trasat astfel un teritoriu specific si unic — predilectia sa
pentru mijloace lipsite de noblete si pentru teme golite de maretie nu a fost,
asa cum ar fi indicat conventiile artei actuale, sprijinitd pe un discurs feminist.
Dimpotrivd, Victoria Zidaru, cu practicile sculpturii sale moi, nu pune in
dificultate doar conceperea sculpturii ca forma solida si ca practicd masculing,
ci si re-conceperea acesteia ca forma slabd, feminista, contestatara. Sculptura
Victoriei Zidaru e moale, dar nu e slaba. Ea nu e contestatara, dar e misionara.
Si este misionara nu doar in slujba redefinirii rolului femeii, ci si in redefinirea

practicilor sculpturii actuale.

Erwin Kessler

Victoria Zidaru has thus created a unique and particular territory for herself— her
predilection for means without nobility and for topics without grandeur was not, as it
would be indicated by current artistic conventions, supported by a feminist discourse.
On the contrary, Victoria Zidaru, with her practice of soft sculpture, challenges not
only the understanding of sculpture as a solid form and masculine practice, but also its
re-conception as a weak, feminist, contesting form. Victoria Zidaru's sculpture is soft,
but not weak. She is not a challenger; but she is a missionary, not only in the service
of redefining the role of the woman, but also in redefining the practices of current

sculpture.

Erwin Kessler
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PREMIUL PENTRU GRAFICA

THE AWARD FOR GRAPHICS

FLORIN STOICIU

Gestul graficianului este esential atunci cand sapa lemnul si cand il ocroteste
cu caldura mainii sale. La Stoiciu, gestul este deprins de mult timp sd alinte
lemnul si s&-| prefaca intr-un cantec sau intr-un tumult. O expozitie Stoiciu este

mereu un castig in istoria contemporand a gravurii romanesti.

Academician Prof. univ. dr. Razvan Theodorescu

The gesture of the graphic artist when he digs the wood and protects it with the
warmth of his hand. For Stoiciu, this gesture is used to caress the wood and turn it
into a song or a fervor. A Stoiciu exhibit is always a win in the contemporary history of

Romanian printmaking.

Acad. prof Razvan Theodorescu

PREMIUL PENTRU SCENOGRAFIE
THE AWARD FOR SCENOGRAPHY

DANA MORARU

Cu scenografa Dana Moraru am visat frumos ani de zile. Intr-o televiziune

unde, de multe ori, cdteceva important primeste un rdspuns negativ din
pornire, Dana Moraru a incercat intotdeauna, cu talent si modestie, sa aduca
pe platoul Nocturnelor universurile din capul meu. Si a reusit. A creat spatii

minunate, pline de mister. A refdcut cu gratie si pasiune atmosfera pe care

fiecare invitat o degaja, cu detalii impresioante, cu elegantd si intuitie perfecta.

Dana Moraru este scenograful autentic care stie sa lucreze in echipa. I-am
urmarit mereu privirea. La fiecare discutie pregatitoare. In ochii ei am vazut
stralucire de cite ori ne gdseam pe drumul cel bun. De cele mai multe ori,
din nimic, s-au ndscut universuri minunate, incarcate de sens si de mesaj.
Decupate toate in functie de spiritul fiecarui invitat. Diversitatea, fantezia si
poezia Nocturnelor i se datoreaz3 si Danei Moraru. li sunt recunoscitoare c&
o parte insemnata din viata mea mi-a fost un insotitor patimas si fidel in una
dintre cele mai fascinante aventuri perosnale si subiective care se numeste

Nocturne.

Marina Constantinescu

I have dreamed wonderfully with scenographer Dana Moraru. In a television where,
most of the time, something important receives a negative answer from the start,
Dana Moraru has always tried, with talent and modesty, to bring the universe in my
head to the stage of the Nocturnals. And she did it. She created wonderful spaces full
of mystery. She recreated with passion and grace the atmosphere which every guest
constructed in impressive detail, with perfect elegance and intuition. Dana Moraru

is the authentic scenographer who knows how to work in a team. | have always
followed her gaze, with each discussion. In her eyes | saw a brightness whenever we
were on the right path. Most of the time, amazing universes were born out of nothing,
filled with meaning and sense. All of them were inspired by the spirit of each guest.
The diversity, fantasy and poetry of the Nocturnals are indebted to Dana Moraru. | am
grateful that an important part of my life she was a trusty companion in one of the

most fascinating personal and subjective adventures that is the Nocturnals.

Marina Constantinescu

11
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PREMIUL PENTRU DESIGN
THE AWARD FOR DESIGN

IOAN CUCIURCA

loan Cuciurca este un artist misterios si paradoxal. Mai intdi, paradoxul consta
in faptul c3 el este mai bine cunoscut in Europa decét in tard. In al doilea rand,
chiar dacd activitatea sa este una prodigioasa si ea acopera o arie artistica si
mediatica enormd, de la grafica propriu-zisa, de savalet, la grafica de carte,

la cea publicitara si pana la experientele tehnice si expresive cele mai diverse,
perceptia artistului in spatiul public este una discreta (...). Suveran fard a
cddea in vanitatea demiurgiei, sceptic fara a esua in sonoritati dezarticulate,
prezenta viguroasa printr-un discurs bine articulat, care il degreveaza de orice
tentatie de a-si clama agresiv identitatea, complex fard ostentatie si subtil fard
demonstratii plicticoase, Cuciurca fsi configureaza personalitatea ireductibild
printr-o egald distribuire in directii opuse si aparent ireconciliabile. Adica exact

n acelea care se completeaza reciproc si tin lumea in echilibru si in armonie.

Pavel Susara

loan Cuciurcd is a mysterious and paradoxical artist. Firstly, the paradox is that he is
better known in Europe than in Romania. Secondly, even if his activity is prodigious
and covers an enormous artistic and media areq, from graphics to illustrations, to
advertising and the most diverse technical and expressive experiences, the perception
of the artist in the public space is discreet. [...] A sovereign, without falling in the vanity
of creation, a skeptic without falling in disarticulated sonorities, a vigorous presence

by means of a well-articulated discourse which does not allow him the temptation

to aggressively claim his identity, complex without being ostentatious and subtle
without being boring, Cuciurca configures his irreducible personality through an equal
distribution of opposing and apparently irreconcilable directions, that is, precisely the

ones that complete each other and keep the world in balance and harmony.

Pavel Susard

GRAFIC
ROMANIAN GRAPH

‘Bucuresti: Galeria Caminul Artei

PREMIUL PENTRU CRITICA

THE AWARD FOR CRITICISM

Gustul si eruditia criticului nu se indreaptd deloc spre un ,canon” plastic
prestabilit de altii, ci si-l modeleaza tenace pe al sau, in care crede cu adevarat,
astfel se explicd ,repetivitatea” sau mai exact ciclicitatea cu care a scris de-a
lungul anilor despre, de pildg, artisti ca: Eustatiu Gregorian, Dan Cioca, Mircea
Novac, Mihail Trifan s.a.; si tot el este cel care isi aduce contributia olteneasca
la sedimentarea si explicitarea ,noii sensibilitati” a anilor 1980 din arta

romaneasca, pe care au modelat-o tot artistii de mai sus.

Vladimir Bulat

The taste and the erudition of the critic is not set towards a plastic "canon”that is
pre-established by others; the critic tenaciously models his own, one in which he
truly believes, thus explaining the "repetitiveness,” or rather the cyclicity with which
he wrote over the years about artists like, for instance, Eustatiu Gregorian, Dan
Cioca, Mircea Novac, Mihail Trifan and others. He is the one who brings an Oltenian
contribution to the sedimentation and explanation of the "new sensibility” in the

Romanian art of the ‘8os, which was modeled by all the above artists.

Vladimir Bulat

CATALIN DAVIDESCU

studii / interpretan
cronici / recenzig

Catalin Davidescu

—_—
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PREMIUL PENTRU MULTIMEDIA
THE AWARD FOR MULTIMEDIA

DORIN BABA

Tn majoritatea proiectelor sale, Dorin Baba cauta a destructura conventiile
artistice exploatate in exces, sabotand cu premeditare stereotipurile de limbaj
si confortul temelor comune. Poate de aceea, aproape fiecare noud expozitie
aieseanului este inedita atat in expresie, cat si in continut. Versatilitatea si
dispozitia euristica par a fi notele distinctive ale celor mai recente etalari
publice. [...] Dorin Baba expune instalatii sculpturale ce revizuiesc perspectiva
obisnuita asupra corpului; acesta este aidoma unui ecorseu viu — imbracat in
carne, dar accesorizat cu proteze, cabluri si tranzistori electrici, ori bransat

la programul unui calculator. Hibrid antropologic, monstruos in aparenta,
omul cibernetic (cyborg-ul) este intr-un fel mai-mult-decat-omul, sporindu-si
performantele fizice si intelectuale prin mixaj tehnologic. Umanitatea acestuia,

n schimb, devine tot mai ambigua, privilegiind artificiul si mai putin natura.
Petru Bejan

In most of his projects, Dorin Baba tries to destructure the artistic conventions that
were excessively exploited, intentionally sabotaging language stereotypes and the
comfort of common topics. Maybe this is why every new exhibit of the artist from
lasiis so original both in its expression and its content. The versatility and heuristic
disposition seem to be the distinctive aspects of his most recent public exhibits. [...]
Dorin Baba exhibits sculptural installations that revise the common perspective over
the body; it is similar to a living écorché — dressed in meat, but accessorized with
prosthetics, cables and electrical transistors or linked to a computer software. An
anthropological hybrid, monstrous in his appearance, the cybernetic man (cyborg)
is, in a certain way, more-than-human, enhancing his physical and intellectual
performance through technological mix. His humanity, on the other hand, becomes

more and more ambiguous, more artifice than nature...

Petru Bejan

PREMIUL PENTRU TINERET
THE AWARD FOR YOUTH

CONSTANTIN RUSU

Dacd ,sdgeta”, motivul sdu de marca, este un fel de proba martiald a arcasului

zen, in eficienta ei vectorial-plastica, Constantin inainteaza spre o meditatie
spiritualistd: cobordrea energetica a verticalei Crucii. A gasit o discretd dar
percutanta solutie <<spectrald>>: o razd — un fulger alb cu margini de difractie
— care centreazd o magma a <<tuturor culorilor>>. Observasem ca artistul
convoaca energia descompunerii futuriste din Boccioni, echilibrul conceptual
al sdgetilor conturate de Klee si turbulenta de desenator a contemporanului
nostru William Kentridge. Energia cromatica de acum imi evoca bataliile si
mistica luminii colorate din goticul german al lui Altdorfer. Pictorul ataca in
vertij suprafata de pastd picturald cu gest arcuit ori, grafic, imprima spatiu-sorb

manunchiului de vectori.

Aurelia Mocanu

If the “arrow, " his defining motif, is a sort of martial trial of the Zen archer, in its
vectorial-plastic efficiency, Constantin moves towards a spiritualist meditation: the
energetic descent of the vertical of the Cross. He found a discrete, but percussive
"spectral” solution: a ray — a white lightning with diffractive edges — centering a
magma of "all the colors.” | had noticed that the artist calls for the Futurist energy
of decomposition from Boccioni, the conceptual balance of Klee's arrows and our
contemporary William Kentridge's turbulence as a draftsman. The present chromatic
energy reminds me of the battles and mysticism of Altdorfer’s German Gothic. The
painter attacks the surface of pain in vertigo, with an arched gesture, or graphically

gives a whirlpool-space to the bunch of vectors.

Aurelia Mocanu
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PREMIUL SPECIAL AL CONSILIULUI DIRECTOR AL
UNIUNII ARTISTILOR PLASTICI DIN ROMANIA
SPECIAL AWARD OF THE UAP DIRECTOR BOARD

LIVIU NEDELCU

Pictorul dezvolta un bogat evantai de procedee plastice, adaptate comunicarii
unor urgente ale orizontului profund si, in acelasi timp, unui proiect conceptual
care raspunde unor exigente culturale pe care si le asuma. Existenta unui nivel
profund al senzatiei, care poate atinge uneori intensitati expresioniste, este
vizibila in tusele spontane, in accentele cromatice care insotesc conturarea
formei. Astfel de accente nu au de cele mai multe ori un rol constructiv

direct, ci privesc doar o descdrcare energeticd, sustindnd un discurs care se
desfdsoard in paralel cu constructia figurativa. Aceastd structura figurativa
poate viza un sistem de trimiteri cu caracter istoric sau se concentreaza asupra
unor evocdri autobiografice. Cateodats, discursul pur pictural este dublat de
inscriptii —titluri, numele unor personaje, fragmente de ganduri—, ceea ce

amplificd si adanceste elaborarea conceptuala a tabloului.

Constantin Prut

The painter develops a rich palette of plastic procedures adapted to communicating
new urgencies of the profound horizon and, at the same time, a conceptual project
that answers the cultural exigencies it assumes. The existence of a profound level

of sensation which can sometimes reach expressionist intensities is visible in
spontaneous traces, in chromatic accents that accompany the form. Such accents do
not usually have a direct constructive role; they only deal with a discharge of energy,
supporting a discourse that is developed in parallel to the figurative construction.

This figurative structure can refer to a system of historical references or can focus

on autobiographical ones. Sometimes, the purely pictural discourse is doubled by
inscriptions — titles, names of characters, fragments of thoughts — which amplifies and

deepens the conceptual development of the painting.

Constantin Prut

PREMIUL SPECIAL AL CONSILIULUI DIRECTOR
AL UNIUNIT ARTISTILOR PLASTICI DIN ROMANIA

PENTRU DIASPORA

SPECIAL AWARD OF THE UAP DIRECTOR BOARD

FOR DIASPORA
CRISTIAN BREAZU

Individualitatea sa artisticd se exprima att in forma sensibilg, cat siin
geometrism, ca decantare a sensibilului, ca descoperire pe cont propriu, cu
trimiteri bine asimilate la arhaismul medieval sau la artele orientale. [...] Dupa
emigrarea in Franta, antropocentrismul, care pentru o buna bucata de timp
fusese axul de referintd al sculpturii sale, se estompeaza treptat, se travesteste
ntr-un fel de geometrie insufletita. Metalul, materialele sintetice fi sugereaza
posibilitati si solutii formale noi. Lucrarile sale recente sunt mai aproape de
ideea de masura, de exactitate, de rigoare pe care o presupune geometria, dar
reusesc, parca impotriva vointei de geometrie a sculptorului insusi, sd pastreze
o calitate sensibila. Ceea ce rémane constant si explicit totodatd in cercetarea
lui Breazu este tocmai metamorfoza, meandrele pe care le parcurge forma

n drumul ei misterios, imprevizibil, din care sculptorul incearca s3 fixeze

momente privilegiate prin echilibru si ritm.

loana Vlasiu

His artistic individuality is expressed both in its sensible form and in geometrism as

a decantation of the sensible, as a discovery on one’s own, with well-assimilated
references to Medieval archaism and Oriental arts. [...] After his emigration to France,
the anthropocentrism which had been the axis of his sculpture is gradually lost,
camouflaged under a living geometry. The metal and the synthetic materials suggest
new possibilities and formal solutions. His newer works are closer to the idea of
measure, exactness, rigor that is implied by geometry; however, they manage, as if
contrary to the sculptor’s will to geometry itself, to maintain a sensible quality. What
remains constant and also explicit in Breazu's research is the metamorphosis, the
meanders that the form travels in its mysterious and unpredictable way, from which

the sculptor tries to fixate privileged moments through balance and rhythm.

loana Vlasiu
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PREMIUL PENTRU ARTE DECORATIVE
THE AWARD FOR DECORATIVE ARTS

VLADIMIR CIOROIU

Dificila prelucrare a bolovanilor de sticld optica sta la baza fascinatiei pe

care o emang, in final, sculptura in sticld pe care o slujeste de patru decenii
Vladimir Cioroiu. Tdierea, polizarea si apoi slefuirea lavei de siciliu racit pretind
decizia si incordarea unui slefuitor de lentile. O etica profesionald exemplard
si 0 educatie plastica de analist al formelor vor reverbera apoi in tehnologiile
recente, mai ,elastice”, de turnare sau de modelare la cald a sticlei. Marca lui
Vladimir rdmane rigoarea constructiva, preferinta pentru axe de simetrie, jocul
subtil de intersectari oblice in ritmarea volumelor si rolul de suport-cadru al
lemnului nobil. Tnaintand pe spirala imblanzirii materialului s3u glacial, Cioroiu
dovedeste o variabilitate surprinzatoare de rezolvari armonice.

I-am remarcat intotdeauna dozajele in decupajul formelor si un castig treptat
n organicitate si prospetime ideatica. Sa nu uitdm ca sticla contine potentialul
absolut de lumina-culoare, iar Vladimir a introdus ades energiile fotonice in

ecuatia esteticului: Lux si Constuctivitate.

Aurelia Mocanu

The difficult work with optic glass boulders is the basis of the fascination emanated by
the glass sculpture practiced for four decades by Viadimir Cioroiu. Cutting, polishing
and finishing the cold silicon lava imply the decision and tension of a lens polisher.

An exemplary professional ethics and a plastic education as an analyst of forms will
reverb into recent technologies, more “elastic,” of casting and hot-molding the glass.
Vladimir's trademark is the constructive rigor, a preference for axes of symmetry,

the subtle play on oblique intersections in the rhythm of volumes and the noble
wood’s role of frame. Moving on the spiral of taming his icy material, Cioroiu shows

a surprising variability of harmonic solutions. | have always noticed the dosage in the
cutting of forms and a step by step gain in the organicity and the freshness of the
ideas. Let us not forget that glass contains the absolute potential of light-color, and
Vladimir often introduced photon energies in the equation of the aesthetic: Luxury and

Constructivity.

Aurelia Mocanu

PREMIUL JURIULUI / THE AWARD OF THE JURY

VIORICA BOCIOC

Pentru a interpreta formele pldsmuite de artista Viorica Bocioc, este necesara
o trecere n revistd a acelor atribute care le conferd originalitate si, de ce nu,
valoare estetica [...]. Din aceasta perspectiva, primul aspect caracterizant al
operei sale se referd la temele si subiectele ciclurilor predilecte ale artistei

— tema ochiului, simbol al cunoasterii bidirectionale, manifestarile acestui
organ-simbol, lacrimile, un alt simbol al unei meditatii amare asupra creatiei
si existentei in genere, fenomenul curgerii si sistarii acestui proces dinamic
prin formele ceramice ,impietrite”, tema ,oului primordial”, mintea, intelectul
perceput ca un depozit al tuturor senzatiilor tactile si vizuale, provocate de
interactiunea cu forma plastica, cu obiectul tridimensional sculptural.

Cel de-al doilea palier[...] provine din atitudinea absolut originala vis-a- vis
de materia fizica de care se serveste pentru a-si pune in operd ideile, in speta,

portelanul.

Dieter Penteliuc-Cotosman

To interpret the forms made by artist Viorica Bocioc, it is necessary to look at

those attributes that offer their originality and also aesthetic value. [...] From this
perspective, the first defining aspect of her work refers to topics and themes of her
creative cycles — the eye, symbol of bidirectional knowledge, the manifestations of this
symbolic organ, tears, another symbol of a bitter meditation on creation and existence
in general, the phenomenon of flowing and shutting down this dynamic process
through ceramic forms, the theme of the "primordial egg, ” the mind, the intellect as a
deposit of all tactile and visual sensations, caused by the interaction with the plastic
form, with the tridimensional sculptural object. The second level [...] comes from the
original attitude towards physical matter, which she uses to enact her ideas, especially

porcelain.

Dieter Penteliuc-Cotosman
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PREMIUL JURIULUI/ THE AWARD OF THE JURY
LAURENTIU MOGOSANU

Laurentiu Mogosanu nu pare sa fie atins de niciunul dintre orgoliile artistului
moden sau contemporan, nici de obsesia originalitatii, nici de nevoia de
aimpresiona cu orice pret. El pur si simplu fsi marturiseste credinta prin
intruchiparea unor personaje inspirate din istoria mantuirii si prin accentuarea
mesajului soteriologic pe care, prin intreaga lor viata, acestea il transmit peste
secole unei umanitéti din ce in ce mai indepartate de sursa cea adevdrata a
vietii, adicd de Dumnezeu. Maturitatea creatoare a lui Mogosanu se manifesta
plenar, nu doar prin capacitatea de sinteza a formelor si prin inteligenta
alcatuire a compozitiilor ci, mai ales, prin constientizarea conditiei reale a

artistului in lume, aceea de slavitor si marturisitor al Marelui Artist.

Luiza Barcan

Laurentiu Mogosanu seems to be impervious to the ego of the modern or
contemporary artist, to the obsession of originality and to the need to impress at
any cost. He simply confesses his belief through the embodiment of characters
inspired by the history of redemption and through the emphasis on the message

of salvation that, in their whole lives, they transmit over the century to a humanity
which is further away from the true source of life, that is, God. Mogosanu’s creative
maturity is plenary, not only through the capacity to synthesize forms and through
an intelligence of composition, but most importantly, through an awareness of the

artist’s condition in the world, that of affirming the Great Artist.

Luiza Barcan

PREMIUL JURIULUI

THE AWARD OF THE JURY

LUCIAN LICIU

Lucian Liciu cautd, experimenteaza si risca. Acestea ar fi cuvintele cheie ale
ntregii sale creatii. Din motivul mai sus enuntat, lucrérile lui, respectiv seriile
de lucrari, sunt eterogene, ceea ce le uneste fiind mai mult spiritul decat stilul
sau maniera. Lexicul morfologic depaseste considerabil sfera picturii, motiv
pentru care, in expozitiile sale personale, bundoara in cea la care ma refer in
mod expres, sunt reunite picturi, colaje, readymade-uri, diverse si ingenioase
obiecte, cateodatd picto-obiecte si enumerarea poate continua. Incepand

de la cafeava de dimineatd, moment al ideilor si planurilor, pana la schitele
premergatoare si munca efectiva de realizare, Liciu pur si simplu inventeaza
solutii, procedee, tehnici. Remarc, de asemenea, curajul sdu; acolo unde

cei mai multi dintre confrati se opresc, el continua si o face cu o convingere

debordanta.

Mihai Plamadeala

Lucian Liciu seeks, experiments and takes chances. These would be the key-

words of his entire creation. Because of this, his works and his series of works are
heterogeneous; what connects them is spirit rather than style or manner. The
morphological lexis considerably surpasses the sphere of painting, and for this reason
his personal exhibitions (and the one | am talking about here) consist of paintings,
collages, readymades, diverse and ingenious objects, sometimes picto-objects and
so0 on. Starting from the morning coffee, a moment of plans and ideas, until the first
drafts and actual work, Liciu simply invents solutions, procedures, techniques. [ also
notice his courage: where most of his colleagues stop, he goes on with unwavering

conviction.

Mihai Pldmadeald
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PREMIUL REVISTEI ARTA /REVISTA ARTA AWARD

BOGDAN RATA

Simplitatea sculpturilor, care sunt facute manual cu materiale naturale si
sintetice, consta in caracterul lor plan, care nu este doar o forma si metoda
preferatd de Rata, ci si folositd de acesta ca un instrument pentru a provoca
privirea conservatoare a publicului si a-l ghida pe acesta cdtre noi moduri

de perceptie inevitabile. (...) Aceasta ciudatd forma evanescenta este de un
interes deosebit, dar totodata si ratiunea de a fi, care initiaza o tranzitie vizuala
si care este totodatd o revoltd estetica. Bogdan Rata este partizanul ideii ca
nevoia genereaza in judecata critica de astazi un impuls pentru a reprezenta
potentialul uman ca un instrument de perceptie; iar rezultatul este o enuntare
figurativa care simbolizeazd prezenta psihologica a publicului. Aceste corpuri
plane, in special cel de peste rau, pot fi percepute mai degrabd ca un exit
spiritual decat o sursd rigida. Corpul reflectd pana la urma starea mentalg,

iar aceste corpuri coincid cu starea mentald a comunitatii digitale. Imaginea
oglinditd a unei piese pe fereastra principald a galeriei sprijind intentia lui
Bodgan Rata de a crea spatii reflective in care privitorul se poate uita si inspre

el insusi.

Beral Madra

The simplicity of his sculptures, made manually with natural and synthetic materials,
lies in their flat character, which is not only a form and method Ratd prefers, but also
used by him as an instrument to challenge the conservative view of the audience
and as a guide towards new and unavoidable modes of perception. [...] This strange
evanescent form is of special interest, but it is also a reason to be which initiates a
visual transition and, at the same time, an aesthetic revolution. Bogdan Ratd is a
partisan of the idea that need generates, within contemporary critical judgment,

an impulse to represent human potential as an instrument of perception. These flat
bodies, especially the one over the river, may be perceived as a spiritual exit rather
than a rigid source. The body reflects the mental state of the digital community. The
mirrored image of a piece in the main window of the gallery supports Bogdan Ratd’s
intention to create reflective spaces in which the viewer can look at and towards

themselves.

Beral Madra

PREMIUL IOAN ATANASIU DELAMARE
ACORDAT DE RITUL SCOTIAN ANTIC

SI ACCEPTAT DIN ROMANIA

IOAN ATANASIU DELAMARE AWARD OF THE
ROMANIAN ANCIENT AND ACCEPTED SCOTTISH
RITE OF THE FREEMASONRY

MARIA RADUCANU

Tn creatia artistici a Mariei R&ducanu desenele, digigrafiile cu proiectii de In the artistic creation of Maria Rdducany, drawing, digigraphs with living textures on

texturi vii pe sculptura Autoportret, realizata in teracotd si sculpturile in lut self-portrait sculpture made in terra cotta and clay and paper sculptures or possible
si hrtie sau posibilele proiecte de eco-sculpturi urbane, se integreazd in Eco urban eco-sculpture projects are integrated in Eco-Art because her entire conceptual
Art deoarece intregul sdu demers conceptual se situeaza in zona de gandire endeavor is situated within ecological thought.
ecologista.

Marilena Preda Sénc

Marilena Preda Sanc
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Genul expozitional al salonului colectiv nu are intotdeauna presa buna din
cauza prejudecatilor institutionale. Dar, de la Salonul Independentilor din
Paris din secolul XIX pand la Saloanele anuale din timpul comunismului
romanesc din a doua jumétate a secolul XX, se intinde o plaja lunga de timp
in care au fost create tot felul de versiuni ale acestuia. Sa ne amintim aici
doar de Saloanele oficiale din perioada noastra interbelicg, intdlniri rituale
anuale ale intregii clase artistice de atunci, in care se conturau cariere de
succes, se stabileau ierarhii valorice, dar se si vindea bine la colectionari si

la stat. Dacd Idsam deoparte, cum e cazul, saloanele de amatori ,Cantarea
Romaniei”, incepute Tn 1976, trebuie sd spunem cd si Expozitiile de stat anuale
din perioada 1948-1989 (devenite saloane nationale spre sfarsitul perioadei),
chiar daca organizate sub cenzura ideologica si trebuind sa ofere un tribut de
lucrari tematice ,angajate” pentru propaganda de partid, au avut totusi rolul
lor. Un rol clar pozitiv in afirmarea unor directii estetice complementare sau
alternative celor oficiale, in impunerea unor nume de artisti valorosi care fac
parte azi din establishmentul autohton, in achizitionarea de cdtre stat a unui
important patrimoniu de opere pentru muzeele si institutiile din tara.
Revolutia din decembrie 1989 a sistat aceasta continuitate, iar achizitiile

de lucrari de catre Ministerul Culturii, deja reduse mult fatd de perioada
anterioard, s-au oprit prin 2007. Acestei situatii i-a pus doar simbolic capat
prima editie a Salonului National de Arte vizuale 2019, organizat cu prilejul
sarbatoririi a 100 de ani de la crearea Romaniei Mari. Deschis in decembrie
2018 in mai multe locatii din Bucuresti (Muzeul National de Artd al Romaniei,
Muzeul National de Arta Contemporang, Biblioteca Nationald a Romaniei,
galeria Simeza), acest salon a fost un mare efort organizational al UAP si a
reunit peste 700 de lucrari in toate tehnicile si marimile, provenite de la artisti
din toate partile tarii.

Fata de editia de anul trecut, Salonul din 2019 se elibereaza de anumite
constrangeri legate de spatiile de expunere si de ambianta , oficiald”,
.muzeald”, pe care acestea le-au impus in 2018. Organizat in cateva spatii
nou amenajate la Combinatul Fondului Plastic din Bucuresti, actualul salon
2019 a fost mult mai putin ,incorsetat”. El a pus la dispozitia artistilor un
spatiu central, suficient de amplu, pe langa cateva spatii mai mici. Numit
S.E.N.A.T. (Spatiu expozitional neconventional pentru artd si tehnologie) si
reprezentand o colaborare intre UAP si o firma privatd, acesta este primul
spatiu expozitional de mari dimensiuni al UAP care aduce, in fine, Bucurestiul
n rdndul celorlalte orase romanesti cu ,hale de arta” (Fabrica de pensule

si Centrul de interes din Cluj, Kunsthalle Bega din Timisoara) si deschide o
perspectiva de dezvoltare si evolutie in situ care va pune capitala romaneasca
n rdndul celorlalte metropole europene dotate cu spatii ample, propice unor
bienale internationale de arta.

Alaturi de acest spatiu central, au mai fost deschise publicului inca 3 alte spatii
adiacente, unul dedicat picturii, altul lucrdrilor ,seniorilor” aflate in patrimoniul
UAP si altul tinerei generatii.

Ce mi se pare demn de remarcat in actuala editie nu este ambianta de bilant
anual, aparent inevitabil, cdt impresia de panorama reprezentativa a ceea

ce se intdmpla mai puternic si mai creativ in atelierele din Bucuresti si din
tara. Salonul din 2019 nu mai pastreaza deloc aerul de stereotip institutional,
previzibil, cu care ne-au mai obisnuit alte expozitii nationale — dimpotriva,

mi se pare ca abordeaza nonsalant si chiar critic concepte ca ,oficial” sau
»national” sau ,local” si se orienteaza deschis spre definirea prin esantioane
simptomatice a climatului artistic actual. In general de excelents calitate
estetica, selectia din 2019 da curs discursurilor bine individualizate, ce propun

formule vizuale libere, dezinhibate, din care transpare fie entuziasmul fatd de

The collective salon genre does not always get good press because of institutional
prejudices. But from the Salon of the Independents in nineteenth-century Paris to the
annual Salons during Romanian Communism, in the second half of the twentieth-
century there was a long period of time in which all sorts of versions had been tested.
Let us remember the official Salons from our inter-war period, ritualistic meetings of
the entire artistic class in which successful careers were launched, hierarchies were
established, and works were sold to the state and private collectors. If we set aside,
as we should, the amateur Salons "Cantarea Romaniei” that started in 1976, we must
mention that the annual state Exhibitions between 1948 and 1989 (which became
Salons at the end of this period), even if they were organized under ideological
censorship and had to pay a tribute of "engaged” thematic works for the party
propaganda, also had an important role, a clearly positive role in the acknowledgment
of aesthetic directions that were complementary or alternatives to the official ones,

in the promotion of important artists that are today part of the local establishment,
in the acquisition by the state of an important collection of works for museums and
institutions.

The 1989 Revolution stopped this continuity, and the acquisition of works by the
Ministry of Culture, greatly diminished in comparison to the previous period, was
completely ceased by 2007. This situation was only symbolically ended by the first
edition of the National Salon of Visual Arts in 2019, a part of the celebration of a
century since the creation of Great Romania. Inaugurated in December 2018 in
multiple locations from Bucharest (the National Arts Museum, the National Museum
for Contemporary Art, the Romanian National Library, Simeza Gallery), this salon
represented a great organizational effort from the UAP, bringing together over 700
works of all techniques and sizes, from artists all over the country.

In comparison to the previous edition, the 2019 Salon is freed of some constraints

related to the exhibit spaces and the “official,” "museum-like” ambiance which were
imposed in 2018. Organized in some newly developed spaces at Combinatul de Arte
Plastice Bucharest, the current 2019 Salon was less "tight.” It offered artists a central
space which was sufficiently large, alongside a few smaller spaces. Called SENAT
(Spatiu expozitional neconventional pentru artd si tehnologie [Non-conventional
exhibit space for art and technology]), a collaboration between the UAP and a private
company, this is the first large exhibit space of the UAR, which finally brings Bucharest
in the group of the other Romanian cities that have “art halls” (Fabrica de pensule and
Centrul de interes in Cluj, Kunsthalle Bega in Timisoara) and opens up a perspective for
the in situ evolution and development that will place the Romanian capital alongside
the other European cities that have large spaces that can host international art
biennales.

Together with this central space, three more adjacent spaces have been inaugurated,
one for painting, one for the works of the "seniors” from the collections of the UAF, and
another for the younger generations.

What I find remarkable about the current edition is not the ambiance of an annual
conclusion, which is apparently unavoidable, but the impression of a panorama,
representative for what is happening most strongly and most creatively in Bucharest
and country-wide workshops. The 2019 Salon does not preserve the atmosphere of a
predictable institutional stereotype that can be found with other national exhibits — on

v G

the contrary, it seems to me that it approaches concepts such as “official”,"nationa
and "local” in a relaxed and critical manner; it is explicitly oriented towards defining
the current artistic environment through symptomatic samples. Generally having

an excellent aesthetic quality, the 2019 selection gives way to well-individualized
discourses that propose free, uninhibited visual formulae, which show an enthusiasm
for new techniques, a critical or dramatic view on current affairs, or even a revolt
against globalization, massification, and the difficulties of life in contemporary

Romania.
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Dumitru Cojocaru, Taxa decor la primul zbor in afara eului, metal, 350x200x40 cm, 2014 Catdlin Badardu, Unable, Silicon, sticld, metal 200x125x80 cm, 2017
Dumitru Cojocaru, Decor tax on the first flight outside the ego, metal, 350x200x40 cm, 2014 Catdlin Baddrdu, Unable, Silicon, glass, metal 200x125x80 cm, 2017
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noile tehnici, fie o privire critica sau dramatica asupra actualitatii, sau chiar
revolta impotriva globalizarii, masificarii si dificultétilor vietii in Romania de
azi.

Tn salonul central, toate tehnicile artistice au fost puse impreund si bine
compuse vizual intr-o dramaturgie expozitionald impresionanta, din care

cel mai spectaculos a iesit in evidentd sculptura (cu destul de multe nume
feminine) si instalatiile multimedia (Florin Codre, Elena Scutaru, Darie Dup,
Titi Ceard, Victoria Zidaru, Marian Zidaru, Reka Csapo Dup, Bianca Mann,
Sorina Mihalache, Ctdlin Badarau etc). Ceva mai multd omogenitate vizuald
s-a simtit in galeria Nomad, dedicat3 picturii, poate din cauza lipsei mai
multor lucrari de mari dimensiuni (Gheorghe I. Anghel, Marilena Preda Sanc,
BetiVervega, Lisandru Neamtu, Florica Prevenda, Liviu Stoicoviciu, Vasile
Tolan, lle Stefi, Suzana Fantanariu, Liviu Nedelcu s.a.). Dar in ambele spatii au
expus numele cele mai sonore ale artei romanesti de azi, cu un egalitarism al
expunerii si o democratie a atitudinii care merita salutate.

in galeria ArtSafe, trebuie mentionate lucririle ,seniorilor” semnate de Geta
Bratescu, Vicentiu Grigorescu, Tia Peltz si altii aflate in colectia UAP. lar UNA
galeria (fosta sala ,Tipografia”) in care au expus 23 de tineri plasticieni, a
fost locul cel mai hot din Salon, prin inovatia vizuala surprinzatoare si prin
exuberanta energetica pe care au degajat-o in mod evident lucrarile expuse
la randul lor intr-un mod creativ de coordonatorii acestui spatiu (Pandele

Pandele, Lucian Hrisav, loana Marsic).
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In the central exhibit, all the artistic techniques have been well put together and
visually composed in an impressive exhibitional play; the most spectacular aspect

has been sculpture (with a lot of women artists) and multimedia installations (Florin
Codre, Elena Scutaru, Darie Dup, Titi Ceara, Victoria Zidaru, Marian Zidaru, Reka Csapo
Dup, Bianca Mann, Sorina Mihalache, Catdlin Baddrdu etc.). In the Nomad gallery,
dedicated to painting, there was a lot more visual homogeneity, perhaps because

of the lack of larger works (Gheorghe |. Anghe|, Marilena Preda Sanc, Beti Vervega,
Lisandru Neamtu, Florica Prevenda, Liviu Stoicoviciu, Vasile Tolan, Ile Stefi, Suzana
Fantanariy, Liviu Nedelcy, etc.). However, in both spaces, the most renowned names
of contemporary Romanian art were exhibited, in the welcomed spirit of egalitarianism
and democracy of attitude.

In the ArtSafe gallery, we must mention the works of the "seniors”: Geta Brdtescu,
Vicentiu Grigorescu, Tia Peltz, and others from the UAP collections. The hottest place
of the Salon was the UNA gallery (the ex-Tipografia), where 23 young artist exhibited
their works, filled with surprising visual innovations and energetic exuberance and
creatively organized by the managers of this space (Pandele Pandele, Lucian Hrisavy,

loana Marsic).

(Translated by Daniel Clinci)

A Pandele Pandele, Power power, ulei, spray, lant, bland pe panzd 200x300 cm, 2019
Pandele Pandele, Power power, oil, spray, chain, fur on canvas 200x300 cm, 2019

» Ioana Marsic, Unnamend, tehnicd mixtd (lemn, metal, spuma poliuretanicd, hartie, aracet, vopsea
acrilicd) 240x260 cm, 2016

loana Marsic, Unnamed, mixed technique (wood, metal, polyurethane foam, paper, glue, acrylic paint) 240x260
cm, 2016

<« Tudor Ciurescu, Andvill-ul diavolului, aluminiu, cryptocurrency mining rig, marmura, plexiglas, led
- 60x46x35 cm, 2019
Tudor Ciurescu, Devil Andvill, aluminium, cryptocurrency mining rig, marble, plexiglass, led - 60x46x35 cm, 2019




SALONUL NATIONAL DE ARTA CONTEMPORANA 2019
NATIONAL SALON OF CONTEMPORARY ART 2019

A Gheorghe Anghel, Iubita mea Frine, (Pracsitele), 200x145, ulei pe panzd si stafaj, 2019
Gheorghe Anghel, My Girlfriend Frine, (Pracsitele), 200x145, oil on canvas and adornment, 2019

<« Darie Dup, Sarutul Evei, rasind policroma tratata termic, 80x70 cm, 2019
Darie Dup, Eve’s Kiss, heat treated polychrome resin, 8ox7o cm, 2019

A VVedere din expozitie Cristian Emil Ghitd, INtension, metal, piele, 100x80x50 cm 2018
Exhibition view Cristian Emil Ghitd, INtension, metal, leather, 100x80x50 cm 2018
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INSIDIOASELE ISPITE ALE TRADITIEI =

INTERVIU CU CATALIN BALESCU, RECTOR AL UNIVERSITATII
NATIONALE DE ARTE BUCURESTI

THE INSIDIOUS TEMPTATIONS OF TRADITION -

INTERVIEW WITH CATALIN BALESCU, RECTOR OF
THE NATIONAL UNIVERSITY OF ARTS BUCHAREST

Dialog intre Cristian Robert Velescu si Catalin Balescu

Cristian Robert Velescu: Stimate domnule rector, institutia pe care o
conduceti a purtat in decursul timpului felurite nume: Scoala de Arte Frumoase,
Institutul de Arte Plastice ,Nicolae Grigorescu”, Academia Nationald de
Arte si, de ani buni, Universitatea Nationald de Arte Bucuresti, prescurtat
UNAB. Toate aceste nume nu au fost, desigur, rodul fanteziei autoritatilor,
ori acela al imaginatiei conducdtorilor vremelnici ai prestigioasei institutii,
ci impuse de necesitati dictate de vremuri si oportunitati. Banuiesc ca in
vremea comunismului Scoala de Arte Frumoase a devenit ,institut” pentru ca

<

in acest fel, onomastic, traditia ,burgheza” si fie subminata. Tns& tocmai
nevoia unei traditii ,de rit nou” a impus ca incolorei vocabule ,institut” sa i fie
aldturat numele prestigiosului nostru pictor national. Desigur ca numai printr-o
ironie a soartei, atunci cand — dupa ‘89 — ,institutul” a devenit ,academie”,
numele lui Grigorescu a fost inlaturat de pe frontispiciul scolii si transferat
unei statii de metrou. Acest din urmd episod imi pare a fi cel mai iconoclast
dintre toate, fatis indreptat impotriva traditiei, motiv pentru care vd si
ntreb daca astdzi UNAB se mai raporteaza sau nu la traditie, aceasta din urma
putand fi ea insasi de multe feluri: istorica, spiritualg, religioasa, culturalg,
artistica? Pentru a simplifica lucrurile, dar si pentru a ramane simbolic atasati
locului in care ne afldm, in sediul UNAB, va propun sa avem in vedere
doar traditia artistica.

Catdlin Bdlescu: Desigur, este corect din punct de vedere istoric tot ceea ce
spuneti. Opinia mea n-are legaturd cu personalitatea lui Nicolae Grigorescy,
unul dintre cei mai mari pictori romani. N-as risca sa spun national. Comunistii
au Tncercat sd-l consacre asa, demonetizandu-i opera. Practic, |-au numit
national datoritd subiectelor abordate si nu datorita calitatilor lui de pictor

situat fn avangarda secolului al XIX-lea. Daca pictura lui nu ar fi fost bine
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structurata ca viziune si tehnica, in mod paradoxal, aceastd supralicitare
semantica, politica sisociald a personalitatii lui l-ar fifacut prafsi pulbere
n timpul nostru.

Acelasi lucru se intampla si cu Brancusi. A devenit o constanta stilistica

pentru bornele care delimiteaza judetele, parcarile etc. Si asta cu entuziasmul
patriotic si buna credinta autoritatilor vremii. Mai mult decat atat, in epoca
noastra s-au cladit personalitdti ale artei contemporane prin abordarea
neconventional ironicd a celor din urma. Si fenomenele par sa continue

ntr-o dinamica greu de controlat. Dacd opera lui Brancusi nu ar fi fost bine
consolidata din punct de vedere stilistic, al viziunii si, de ce nu, si financiar,
ajungea de rasul lumii odata cu simbolurile din parcare. Legat de acest fapt imi
aduc aminte de un film al lui Nanni Moretti in care este evocata istoria anilor
‘60, intr-o plimbare prin Roma. In film apare monumentul ridicat pe locul unde
a fost asasinat Pasolini. O esplanada ajunsa teren de fotbal, iar monumentul,
abstract si ambiguu, ajuns bara de poarta.

Dar sd nu divagam.

Cred cd renuntarea la numele lui Grigorescu in titulatura universitdtii s-a
produs ca o consecinta a unei transformari istorice. Aceste transformari se
fac totdeauna mai mult in pripa si sunt dictate de presiuni ale momentului.

Pe de altd parte, era justificat mai degraba numele lui Brancusi decat al lui
Grigorescu in titulatura universitatii. Aproximativ 9o% dintre artistii prezenti
n galeria nationald au trecut prin Scoala de Belle Arte la Bucuresti. Nicolae
Grigorescu, nu. O spun cu regret, pentru c& il admir.

Brancusi nsi a fost elevul scolii. In anii ‘50 Brancusi triia si era imposibil de
propus asa ceva, tot datoritd politicii. Asta a fost istoria. In ceea ce priveste
titulatura de Academie, aceasta a reprezentat o recuperare a unui continut
istoric, intrat in desuetudine si el, pe nedrept. Titulatura de universitate

este conformd structurilor europene la care am aderat. Are avantajele unui
standard financiar, cu alta denumire ramaneam in categoria scolilor de
meserii, insa nu e ideala ca denumire. Raméanem in asteptarea unei titulaturi
mai inspirate.

Legat de traditie, Universitatea Nationald de Arte pastreaza
instrumentarul, dar silimbajul artelor vizuale. Acest fapt este strict legat de o
traditie, europeand in cazul nostru. in alt3 ordine de idei, UNARTE si scolile de
arte in general nu pot decodifica decat fenomene clasificate ale actului artistic.
Scolile nu pot surprinde dinamica momentului cultural prezent, nici chiar al
unui context provincial. Asta le pune pe pozitii conservatoare. insa este
o pozitie asumatd. Pe tema asta cred c& se poate scrie un eseu sau chiar o teza

de doctorat.

C-RV:Pornind de la ideea, dar si de |a realitatea instrumentarului

i

plasticianului, la o scotocire de naturd ,topologica” a sediilor institutiei
noastre, exploratorul va descoperi

n Calea Grivitei — gherghefuri si rézboaie de tesut, sitele serigrafice, toate
proprii artelor textile, apoi cuptorul sticlarului, instrumentarul ceramistului,

al freschistului, al mozaicarului, al restauratorului, dar si al designerului si al
creatorului de moda, ultimele doua fiind si cele mai putin conventionale

si, ca atare, mai indepartate de realitatea traditiei. Tot asa siin General
Budisteanu. La subsol, exploratorul va descoperi presa gravorului, la etaj capre,
plansete, sevalete si, sus de tot, in mansards, instrumentarul fotografului si al
cineastului. Chiar si numai pornind de la acest instrumentar, departamentele
mod3, design, foto video si, in parte, cel de grafica — atunci cand apeleaza

la mediile digitale — se vdadesc a fi si cele mai ,revolutionare”, dispuse mai

degrabé a se lepdda de traditie decat s& o sldveasca. Incredintandu-ne

Cristian Robert Velescu: Dear Mr. Rector, the institution you run has had various
names over time: The School of Fine Arts, the Nicolae Grigorescu Institute of Fine
Arts, the National Academy of Arts and, for many years, the National University
of Arts Bucharest, abbreviated UNAB. All these names were not, of course, the fruit
of the imagination of the authorities, or that of the imagination of the temporary
leaders of the prestigious institution, but imposed by necessities dictated by times
and opportunities. | suspect that during the communist period the School of Fine
Arts became an "institute” so that, in this way, the "bourgeois” tradition would be
undermined in terms of name. But precisely the need for a "new rite” tradlition has
forced the colorless word "institute” to be joined by the name of our prestigious
national painter. Of course, only through an irony of fate, when — after ‘89 — the
"institute” became "academy, “the name of Grigorescu was removed from the
frontispiece of the school and transferred to a subway station. This last episode seems
to me to be the most iconoclastic of all, openly directed against tradition, which is
why | ask you whether UNAB is related to tradition today, the latter being in many
ways itself historical, spiritual, religious, cultural, artistic? In order to simplify things,
but also to remain symbolically attached to the place where we are, in the UNAB
headquarters, | suggest you consider only the artistic tradition.

Catdlin Bdlescu: Of course, everything you say is historically correct. My opinion is
not related to the personality of Nicolae Grigorescu, one of the greatest Romanian
painters. | wouldn't risk saying national. The Communists tried to consecrate him by
depreciating his work. Basically, they named him national because of the topics he
addressed and not because of his qualities as a painter at the forefront of the 19th
century. If his painting had not been well-structured in terms of vision and technique,
paradoxically, this semantic, political and social overload of his personality would have
rolled him up horse, foot and guns in our time.

The same thing happens with Brancusi. It has become a stylistic constant for the
curbstones that delimit the counties, the parking lots etc. And this with the patriotic
enthusiasm and good faith of the authorities of the time. Moreover, in our time, the
personalities of contemporary art have been built through the unconventional ironic
approach of the latter. And the phenomena seem to continue in a dynamic that is
difficult to control. If Brancusi’s work had not been well-consolidated stylistically,
vision-wise and, why not, financially, he would have made himself a laughing-stock
with the symbols in the parking lot. Related to this fact | remember a film by Nanni
Moretti in which the history of the ‘60s is evoked, during a walk through Rome. The
film shows the monument erected on the spot where Pasolini was assassinated. An
esplanade became a football field, and the monument, abstract and ambiguous,
became a gate bar.

But let’s not digress.

| believe that the renunciation of Grigorescu’s name in the university’s name has
occurred as a consequence of a historical transformation. These transformations are
always more in a hurry and are dictated by the pressures of the moment. On the other
hand, the name of Brancusi is more justified than of Grigorescu in the university’s
name. About 9o% of the artists present in the national gallery studied at the School
of Belle Arte in Bucharest. Nicolae Grigorescu did not. | say it with regret, because |
admire him.

Brancusi was a student of the school. In the 1950s Brancusi was still alive and it

was impossible to propose such a thing, also because of politics. That was history.
Regarding the name of "Academy,” it represented a recovery of historical content,
which also unfairly fell into desuetude. The university’s name is in compliance with
the European structures we joined. It has the advantages of a financial standard, with
another name we would have fallen under the category of vocational schools, but it is
not ideal as a name. We are waiting for a more inspired name.

Regarding tradition, the National University of Arts preserves the tools as well as
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competentelor antropologului, ar trebui sa admitem ca tot acest instrumentar
pe care |-am evocat, ar trebui sd modeleze modul de a gandi al studentilor,

sd le structureze ceea ce latini numeau ,forma mentis”. Poate nu intdmplator
miscarile revendicative din ultimul timp, iscate in randul studentilor, si-au aflat
leaganul tocmai in departamentele in care instrumentarul neconventional de
creatie se lasa descoperit. Credeti in corelatia pe care tocmai am sugerat-o:
instrumentar de creatie-structura a mintii celui chemat la creatie?

C B:Tn mod cert exista o legatura intre viziune, limbaj si tehnica. Problema
este definitd prin acel techne din filozofia clasicd reconsiderat in filozofia
moderna, care e legat mai degraba de viziune decat de o procedurd de
executie.

Solicitarile studentilor sunt, in buna masurd, legate de reducerea taxelor, de
diversificarea si modelarea cursurilor. Studentii reprezinta o categorie reflexiva
care in toate epocile a gandit cu generozitate si romantism. Nu cred cd au
legdtura cu schimbarea modelului de comunicare generat de IT, nicidecum cu
pierderea sentimentului traditiei. Nu am primit declaratii in acest sens si chiar
daca as primi, ele ar trebui analizate si puse in context.

Fara a nega importanta traditiei, computerul a schimbat modelul de
comunicare intr-un mod fara precedent, chiar in zona teoriei artei. Estetica
speculativa este concurata sistematic de o esteticd a bazelor de date. Desigur
clasificarile si definitiile propuse de estetica sunt extrem de utile, constituind
parte din baza gandirii noastre. Tot ceea ce s-a constituit ca experientd
colectivd in timp, referitor la intelegerea actului artistic formeaza un punct de
vedere de referinta, general asumat de contemporani.

Avantajele comunicdrii in timp real prin internet, aparute ca urmare a
tehnologiei IT, accesul facil la informatie a schimbat in termeni fundamentali
gandirea contemporana. Problema este cum constientizam aceste schimbari
astfel incat sa ramanem in limitele realitatii.

Cred cd o gandire secventiala duce in mod sistematic la provincialism si
superficialitate, indiferent de ce parte ne-am situa. Consider cd importanta

n fenomenul pe care-l evocam ramane viziunea si nu limbajul sau forma de
comunicare. Cred, ceea ce am afirmat mai sus, ca tehnica vizeazd mai mult o

viziune decat un procedeu de executie.

C-R V:n lumea plasticienilor — dar si in aceea a muzicienilor, a literatilor -
auzim adesea: arta cea mai noua nu este in mod necesar si cea mai buna, ori
cea mai autenticd! Si, desigur, si reciproca se face adesea auzita. Catre care
dintre cele doua afirmatii ati inclina?

C B: Orice lucru nou este atractiv prin prezenta lui. In misura in care oferd
elemente de noutate structurala el se aliniaza, intr-o perioada de timp
oarecare unui sir de valori autentice. Cum stam cu valoarea autentica in
perioada actual3, este o chestiune discutabild. Dupa cum stiti mai bine
decat mine, aspiratia estetica a fost inlocuitd cu necesitatea comunicarii.
Arta a devenit o problema de comunicare in epoca moderna si contemporana.
Nu de bunavoie, ci probabil ca din lipsa de viziune. Am asteptari foarte mari
de la conflictul real dintre modernism si postmodernism. Cred ca paradoxurile
artei moderne stimuleaza o nevoie de contemplare reala. Pand atunci avem
parte de militantism cultural, politica de gen, feminism, forme ale unui
activism social care mie imi evoca un blocaj al oricdrei viziuni. E plicticos pentru
un artist autentic sa faca activism cultural. Cel care o face trebuie sa aiba
convingerea ratarii in sinea lui, indiferent de succes si notorietate. ,Seralistii”
domeniului nu apuca sa realizeze acest fenomen din lipsa unei experiente

artistice autentice.
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the language of the visual arts. This fact is strictly related to a tradition, European in
our case. On the other hand, UNARTE and art schools in general can only decode
classified phenomena of the artistic act. Schools cannot capture the dynamics of the
present cultural moment, not even of a provincial context. It puts them in conservative
positions. But it is an assumed position. On this topic | think you can write an essay or

even a doctoral thesis.

C-R V: Starting from the ideq, but also from the reality of the plastician’s tools, to a
“topological” nature of the premises of our institution, the explorer will discover—on
Calea Grivitei— tambours and looms, silkscreens, all of their own textile arts, then

the oven of the glass blower, the instruments of the ceramist, the fresco painter,

the mosaicist, the restorer, but also the designer and fashion designer, the last two
being the least conventional and, as such, further away from the reality of tradition.
Likewise, on General Budisteanu Street. In the basement, the explorer will discover
the press of the engraver, upstairs shear legs, boards, easels and, up, in the attic, the
tools of the photographer and the filmmaker. Even just starting from these tools, the
departments of fashion, design, photo video and, partially, the graphics department
— when it comes to digital media — are seen as the most "revolutionary, ” willing rather
to reject the tradition than to glorify it. By entrusting ourselves to the competences

of the anthropologist, we should admit that all these tools that we have evoked
should model the students’ thinking structure, what Latins called "forma mentis.”
Perhaps not by chance the claims-movements of recent times, standing out among
the students, have found their cradle precisely in the departments in which the
unconventional tools of creation are left uncovered. Do you believe in the correlation |
Just suggested: the creation-structure tools of the mind of the one called to creation?
C B:There is definitely a connection between vision, language and technique. The
problem is defined by that techne from classical philosophy, reconsidered into modern
philosophy, which is related to vision rather than to an execution procedure.

Students’ requests are largely related to reducing taxes, diversifying and modeling
courses. The students represent a reflective category that at all times thought

with generosity and romanticism. | do not think they are related to changing the
communication model generated by IT, not with the feeling of losing tradition. | have
not received statements in this regard and even if | did receive them, they should

be analyzed and put into context. Without denying the importance of tradition,

the computer has changed the communication model in an unprecedented way,

even in the area of art theory. Speculative aesthetics is systematically competed

by a database aesthetic. Of course, the classifications and definitions proposed by
aesthetics are extremely useful, being part of the basis of our thinking. Everything that
was constituted as a collective experience in time, regarding the understanding of the
artistic act, forms a point of view, generally assumed by contemporaries.

The advantages of real-time communication through the Internet, emerging as a
result of IT technology, the easy access to information has changed the contemporary
thinking fundamentally. The problem is how we become aware of these changes so
that we remain within the limits of reality.

| think that sequential thinking systematically leads to provincialism and superficiality,
no matter which side we are in. | believe that the vision and not the language or

the form of communication remains important in the phenomenon that we evoke. |
believe what | stated above, that the technique is more about a vision than a process

of execution.

C-R V: In the world of plasticism — but also in the world of musicians, of the literati —
we often hear: the newest art is not necessarily the best or the most authentic! And, of
course, the reverse is often heard. Which of the two statements do you concur with?

C B: Anything new is attractive by its presence. To the extent that it offers elements

C-R V: Potrivit credintei mele celei mai lduntrice — careia nu ar trebui sa fi dau
glas intr-un interviu, fie si numai pentru a rédmane nepartinitor si a nu sugera un
raspuns celui intervievat —, fenomenul caruia fi spunem creativitate se dezbate
numai si numai in forul interior al artistului si priveste, cred, numai raportul pe
care acesta il angajeaza cu publicul sau. Desi vocabula , public” cheama intr-un
mod cvasi-automat realitatea pluralului - publicul fiind alcatuit din multimea
indivizilor —, eu vad si inteleg acest raport ca instituindu-se de la individ la
individ. Tl vad si il inteleg ca pe un raport interpersonal, oarecum asemanétor
raportului dintre credincios si divinitate. In pofida miriadelor de credinciosi,
mesajul lui Dumnezeu rdméne unul strict personalizat, adresat individului
persoan si numai lui. In calitate de artist, cum percepeti acest raport?
Realizand ca natura intrebdrii pe care v-am adresat-o e intrucatva desuetd, va
rog sd ma contraziceti!

C B: Dumneavoastra definiti actul de creatie ca un fenomen de
contemplare. Contemplarea e un act individual. In sens metaforic actul

artistic este apropiat de Dumnezeu; doar in sens metaforic, intrucat este

o diferentd, dupa parerea mea, intre inspiratie si revelatie. Cele doua
realitati se intemeiaza pe tehnici spirituale diferite, uneori contradictorii.

Este de notorietate felul in care teologii evoca riscurile vedeniei si alunecarea
spre erezie. Apropierea de Dumnezeu se face sistematic prin cuvant. E o
tehnica a repetitiei numelui divin, a textului, chiar a respiratiei pe care o
teoretizeaza cunoscétorii religiei crestine, ai budismului, mahomedanismului si
ai cabalei deopotriva. Asta cu scopul obtinerii extazului si al reveldrii divinitatii.
Imaginile au fost create pentru cei care nu au aceastd capacitate.

Din practica pot sé spun ca exercitiul de contemplare artistica nu duce in

mod obligatoriu spre revelatii mistice, obligatorii pentru cel care-| cauta cu
consecventa pe Dumnezeu. Uneori, chiar dimpotriva.

Revenind la tema propusa, raportul individual cu arta este o chestiune
evidentd. Contemplarea este o conditie elementara si pentru creator

si pentru receptor. Lipsa viziunii a stimulat aparitia artei ca fenomen de
comunicare si modelul artistic in care obiectivul principal este forma de
comunicare. Faptul se constituie ca expresie a unei anxietati generale. Nu
poate o epoca sd renunte la comunicare. Aceasta stare de fapt are o vechime
deja, a facut epoca. Toatd arta moderna reprezinta o dovada a unui asemenea

fenomen. Nu este cineva vinovat in mod special, toti traim asta.

C-RV:Inintrebarea pe care v-am adresat-o doream doar s& sugerez c§ artistul
se adreseaza prin opera sa individului doritor sa fi cunoascd mesajul, si

nu multimilor, societatii privite in ansamblu. Voiam sa induc ideea c3,

n atelierul sau, artistul se manifestd in calitate de individ creator, si nu de
predicator. Daca publicul unui artist, alcatuit din persoane individuale, poate
deveni numeros, socotesc ca e cu atat mai bine. Percepand aceeasi problemsa,
nsd de pe celdlalt versant, totodatd tinand seama de faptul ca in calitate

de protagonisti ai acestui interviu suntem persoane stdpanite de simtul
realitatii, vom admite cd in intervalul spiritual pe care il strabatem

— acela al postmodernitatii —, calitatea raportului creator-public pare a se

fi schimbat drastic. Latura lucrativa se substituie aproape in totalitate celei
spirituale. Aceasta din urma tinde sa devind chiar un balast, motiv pentru

care — potrivit unei noi diviziuni a muncii — adevaratul creator tinde sa devina
curatorul, galeristul, caruia fi putem aplica si mai vechiul apelativ de ,negustor
de art3”. In zilele noastre, potrivit ,exigentelor pietei”, lui fi revine sarcina de
amodela profilul artistului si, desigur, pe acela al artei pe cale de a se naste in
atelierul acestuia. Uneori, in noile strategii creatoare intervin si nuante

sociopolitice ori geopolitice. Am in vedere — pentru a ma exprima ,pe sleau” —

of structural novelty, it aligns, over a period of time, with a range of authentic values.
How we stand with authentic value in the present period is a questionable issue.

As you know better than me, aesthetic aspiration has been replaced by the need
for communication. Art has become a communication problem in the modern and
contemporary era. Not willingly, but probably out of lack of vision. I have very high
expectations from the real conflict between modernism and postmodernism. | think
the paradoxes of modern art stimulate a need for real contemplation. Until then, we
have cultural activism, gender politics, feminism, forms of social activism that evoke
a blockage of any vision. It's boring for an authentic artist to do cultural activism.
Whoever does it must have the conviction of failure in himself, regardless of success
and notoriety. The "Evening students” in the field do not manage to realize this

phenomenon due to the lack of an authentic artistic experience.

C-R V: According to my innermost belief — which | shouldn't voice in an interview,
even if just to remain impartial and not to suggest an answer to the interviewee —, the
phenomenon we call creativity is debated exclusively in the artist’s inner forum and, |
think, only the relationship he engages with his audience. Although the word "public”
invokes in a quasi-automatic way the reality of the plural— the public being made up
of the multitude of individuals — | see and understand this relationship as being formed
from individual to individual. | see it and understand it as an interpersonal relationship,
somewhat like the relationship between believer and divinity. Despite the myriad

of believers, God's message remains a strictly personalized one, addressed to the
individual person and only to him. As an artist, how do you perceive this relationship?
Realizing that the nature of the question | asked you is somewhat outdated, please
contradict me!

C B: You define the act of creation as a phenomenon of contemplation.
Contemplation is an individual act. In the metaphorical sense, the artistic act is close
to God. only in a metaphorical sense, as there is a difference, in my opinion, between
inspiration and revelation. The two realities are based on different spiritual techniques,
sometimes contradictory. It is well known how theologians evoke the dangers of
vision and slip into heresy. Approaching God is done systematically by word. It is a
technigue of the repetition of the divine name, of the text, even of the breathing that
the theorists of the Christian religion, Buddhism, Mohammedanism and Kabbalah all
theorize. This is for the purpose of obtaining ecstasy and revealing divinity. Images
were created for those without this ability.

From practice | can say that the exercise of artistic contemplation does not necessarily
lead to mystical revelations, which are compulsory for those who consistently seek
God. Sometimes, on the contrary.

Returning to the proposed topic, the individual relationship with art is an obvious
matter. Contemplation is an elementary condition for both the creator and the
receiver. The lack of vision stimulated the emergence of art as a communication
phenomenon and the artistic model in which the main objective is the form of
communication. The fact constitutes an expression of general anxiety. An age can’t
simply give up communication. This state of affairs is already old, it became an age.
All modern art is proof of such a phenomenon. Nobody is especially guilty, we all live

that.

C-RV: In the question | have addressed to you,  just wanted to suggest that the

artist addresses through his work the individual who wants to know the message,

and not the crowds, the society as a whole. | wanted to induce the idea that, in his
workshop, the artist manifests himself as a creative individual, and not as a preacher.
If an artist’s audience, made up of individuals, can become numerous, | think it's all the
better. Perceiving the same problem, but from the other side, while taking into account

the fact that as protagonists of this interview we are people mastered by the sense
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exemplul faimoasei de acum ,Scoli de pictura de la Cluj”. Pentru a nu fi banuit
de invidie, ori de rea-credintd voi pronunta sus si tare: ,Bine cd macar cineva
poate sd isi vanda intr-un mod avantajos pictura in tara asta, dar si aiurea! Mai
ales aiurea!” Noul mod de pretuire a operei de artd la care md refernu e cu
totul strdin, cred, de imprejurdrile in care in ultima jumatate de veac Premiul
Nobel pentru literaturd a fost si este decernat la Stockholm, in functie de
tulburdrile — uneori insdngerate — de pe scena politica. C3 pentru culturad
vremurile s-au schimbat radical rezulta si din caracterul desuet si de-a dreptul
benign in care succesul financiar al pictorului se manifesta odinioard. Amin
vedere legenda istorisita de profesorul meu lon Frunzetti. O legenda care daca
nu e tocmai adevarata, e cel putin bine alcatuitd, vreau sa spun verosimila.
Potrivit ei, pictorul Nicolae Grigorescu — ma intorc iardsi la numele sdu! - Idsa
ca tablourile sale infatisand ,Care cu boi” sa fie , pretaluite” prin acoperirea
intregii lor suprafete cu monede de aur. O atare ,evaluare” avea loc, se spune,
n decorul de la Jockey Club. Asemenea observatii — mai degraba pesimiste

- sunt rodul meditatiilor unui teoretician al artei. In calitate de creator, cum
percepeti toatd aceastd dialectica pictor-public, pictor-negustor de art3, care
si-a ales drept scena spatiul spiritual contemporan? Sunteti pregatit s3 fi faceti
fata in calitate de creator?

C B: Predicatorul nu este neaparat o persoana careia i s-a revelat divinitatea.
Era vorba despre inspiratie si revelatie, despre tehnici de revelare si incercam
sd stabilim cd inspiratia si revelatia sunt fenomene distincte.

Tn ceea ce priveste tranzactionarea operei de art3, aceasta este o operd de art3
n sine. Piata de arta, fenomen dezvoltat in secolul XX, mai mult decét in orice
alta perioadd, a creat cote pentru care orice artist din secolul al XIX-lea si chiar
de dinainte ar fiinvidios. Ma refer la artisti cu cote reale intr-o piata autentica.
Pe de altd parte, asa cum spuneam, abordarea artei ca fenomen de
comunicare, pe scara largd face mai atractivd profesia de curator decat cea de
artist si, in acest context, mai creativa. Asta la o privire superficiala.

Tn ceea ce ne priveste, lipsa unei piete de arta bine consolidate in Romania este
o sursa de suferintd, dar piata n-o putem crea noi.

Desigur, siin secolul al XIX lea, ca si acum, preturile s-au stabilit in cercuri de
succes financiar, politic, ocult uneori. Acest merit nu este atribuit nicaieri in
istorie publicului sau criticului. Ei pot contribui la acest fenomen, Tnsa nu-I pot

crea.

C-RV: Am suit si am coborat impreund, in cursul prezentului interviu, cei

doi versanti ai raportarii artistului la public si a publicului la bunul spiritual
rezultat in urma efortului artistului. S-ar zice ca in zilele noastre artistul se afla
— precum altddatd Heracles — la raspéntie, pus sd aleaga intre viciu si virtute.
Tn vremea lui Grigorescu — care era si aceea a lui Dostoievski — lucrurile pareau
sd fie la fel de limpezi ca-n vremurile mitice. Un erou al scriitorului rus afirma
intr-unul din romane: ,Nu poti fi si fabricant de zahar si Apollo din Belvedere.”
Credeti ca in zilele noastre artistul ar trebui sa stie, sau mdcar sd-ncerce sa
deprindd concilierea celor ce par de neconciliat?

C B:In principiu aveti dreptate, am cunoscut ins si artisti care isi negociaza
opera mai bine decat orice negustor.

Sunt doud moduri de gandire diferite; erau, atata vreme cat actul de

creatie era asumat ca un act de contemplare. Daca actul de creatie se
concretizeaza ca un exercitiu de comunicare, nu este exclus ca artistul sa

se priceapa la negustorie mai bine decat oricine, intrucat el mai are si notiuni
de expresie, tehnic§, limbaj, semnificatie etc. In acest context un curator bun
este un artist care poate sa vanda chiar si ce nu are, adicd opera. Cu conditia

existentei unor abilitati de comunicare bune. E si acesta, pana la urmg, tot un
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of reality, we will admit that in the spiritual interval we are going through — that of
postmodernity —, the quality of the creator-public relationship seems to have changed
drastically. The lucrative side almost completely replaces the spiritual side. The latter
tends to become a ballast, which is why — according to a new division of labor — the
true creator tends to become the curator, the gallery owner, to whom we can apply
the older name of “art merchant.” Nowadays, according to the “market requirements,”
it is his task to model the profile of the artist and, of course, that of the art about to

be born in his workshop. Sometimes, in the new creative strategies, socio-political or
geopolitical nuances also intervene. | consider — to put it "bluntly” — the example of
the now-famous "Painting School from Cluj.” In order not to be suspected of envy,

orof bad faith, | will say out loud: "Good for them! At least someone can sell their
painting in this country in an advantageous way, but also randomly! Especially
randomly!”The new way of appreciating the work of art to which | refer is not entirely
foreign, | think, to the circumstances in which the Nobel Prize for Literature has been
awarded in Stockholm in the last half century, depending on the — sometimes bleeding
—disturbances on the political scene. That for the culture the times have changed
radically, it is also due to the outdated and downright benign character in which the
financial success of the painter once manifested itself. | consider the legend told by
my professor lon Frunzetti. A legend that, if not exactly true, is at least well-made-up,
I’ mean plausible. According to it, the painter Nicolae Grigorescu — | come back to his
name again! — let his paintings depicting "Carul cu boi” (The ox-driven cart) be "priced”
by covering their entire surface with gold coins. Such an “evaluation” took place, it is
said, at the Jockey Club. Such observations — rather pessimistic — are the fruit of the
meditations of an art theorist. As a creator, how do you perceive all this painter-public
dialectics, painter-art merchant, who chose as a stage the contemporary spiritual
space? Are you ready to face them as a creator?

C B: The preacher is not necessarily a person to whom the divinity has been revealed.
It was about inspiration and revelation, about revelation techniques, and we were
trying to establish that inspiration and revelation are distinct phenomena.

As far as trading the art work is concerned, this is a work of art in itself- The art market,
a phenomenon developed in the 20th century more than in any other period created
rates for which any 19th-century artist would be envious. | mean artists with real rates
on an authentic market.

On the other hand, as | said, approaching art as a phenomenon of communication, on
a large scale makes the profession of curator more attractive than that of artist and, in
this context, more creative. That's a superficial look.

As for us, the lack of a well-established art market in Romania is a source of suffering,
but we cannot create the market.

Of course, in the 19th century, as today, the prices were set in circles of financial,
political, sometimes hidden success. This merit is not attributed anywhere in history

to the public or the critic. They can contribute to this phenomenon, but they cannot

create it.

C-R V: During this interview, we went together up and down the two aspects of the
artist’s reporting to the public and the public to the spiritual good that resulted from
the artist’s effort. It would seem that nowadays the artist is — as in the past, Heracles
—at the crossroad, forced to choose between vice and virtue. In Grigorescu’s time —
which was also Dostoevsky’s time — things seemed to be as clear as in mythical times.
One of the Russian writer’s protagonists states in one of his novels: "You cannot be a
sugar maker and Apollo Belvedere.” Do you think that today the artist should know; or
at least try to learn, the reconciliation of what seems impossible to reconcile?

C B: In principle, you are right. However, | have also met artists who negotiate their
work better than any merchant.

There are two different ways of thinking; they were, as long as the act of creation

act artistic. Artistul ramane un accesoriu pe piata de arta, fiind util pentru a
personaliza cumva fenomenul, curatorul evitdnd s& se pronunte ca artist. In

momentul in care ar face-o, ar pierde tot.

C-RV: Si pentru cd ne aflam sub cupola UNARTE, credeti ca substanta
curriculei universitare ar trebui astfel adaptata incat sa le putem oferi
studentilor nostri chei care sa urneasca ivarul autenticei, profundei creativitati,
dar si altele, care s& se potriveasca si sa deschida lacatul ,lumii reale”? Sau mai
bine sd incercam a-i ajuta sa descopere doar caile bune, placute lui Dumnezeu,
acelea pe care noi insine le-am experimentat — fie si numai infinitezimal —si
care ne-au Tngaduit sa Tncercam, poate numai pret de o clip§, starea inalta de
a fi creator, urménd a ldsa ca pe umerii tinerilor sa apese grija autopromovarii
si a succesului? M-am simtit pentru o clipa tentat sd pronunt ,a succesului in
afaceri”. S avem in vedere — ca pe un posibil alibi al nostru, al dascalilor —si
puterea lor de a se adapta situatiilor felurite, energia cu care stiu s pretindd si
sd ia in primire cele cuvenite lor, dar — adesea —si cele care nu li se cuvin.

C B: Realitatea are in permanenta, in opinia mea, o componenta concreta
si una virtuala. Nu putem vorbi despre realitate evocand doar componenta sa
concretd, care este filtratd subiectiv de fiecare dintre noi. In sensul acesta,
proiectia subiectiva este maiimportanta in intelegerea realitatii decat in actul
artistic propriu-zis.

Tntelegerea realittii este un act mai mult sau mai putin artistic. Un lucru

este cert: nu putem discuta despre obiectivitate in intelegerea realitatii.
Studentilor le putem transmite din perspectiva acestei intelegeri subiective
tot ce se poate spune, incercand sa elimindm fnsa experientele proprii,
experientele de maxima subiectivitate.

Problema promovarii ramane o tema dificilg, in contextul in care nu avem o
piatd de arta consolidata. Practic esti obligat sa-ti sustii profesia din alte surse,
o perioada lungd de timp. Asta presupune renuntari, neajunsuri, cu alte cuvinte
o viatd grea. Cine se apuca de o asemenea profesie nu se asteaptd la un succes
imediat, fie el de natura socialg, ori chiar de naturad financiara. Si de cele mai
multe ori nu se asteapta la asemenea fericiri nici pe termen lung. Sunt alte
satisfactii in profesia asta.

Generatiile actuale de studenti au, cred, o orientare mai pragmatica decat am
avut-o noi si prin comparatie, se bucurd de mai multe posibilitati. In ultimii ani
s-a produs o evolutie a contextului in care artistul actioneazs, si chiar a pietei
de artd. Sigur, raman fundamentale pregatirea cu care studentii pleaca din

scoald, sensibilitatea si motivatia lor.

C-R V:1n vremea studentiei mele, data fiind vecinatatea institutiilor in care
fnvatam, intalnirile si prieteniile cu studentii de la conservator erau

ceva ce tinea de ordinea firescului, caci numai putine strazi desparteau
Conservatorul ,Ciprian Porumbescu” de Institutul de Arte Plastice ,Nicolae
Grigorescu”, nemaipunand la socoteald faptul ca Ateneul Roman era un loc
care ne reunea asijderea. M-am intrebat pe atunci de ce scolii superioare de
muzica i se zice ,conservator”. Mi-am raspuns mie insumi, formuland niste
ipoteze. Imi ziceam c& priceperea descifrarii semnelor de pe portativ lesne se
poate pierde, din nestiintd, din nepasare si din pricina uitarii. Si tot asa si stiinta
interpretdrii. Toate acestea nu pot fi pastrate, altfel spus ,conservate”, decat
prin contact direct, de la om la om, de la maestru la discipol. Si ma intreb — si
va adresez si dumneavoastra intrebarea — dacd nu cumva, mutatis mutandis,
tot asa stau lucrurile si cu ,stiinta imaginii”? Intrucdt m-am straduit in decursul
ultimilor ani sa va inteleg pictura intr-un mod pe cat posibil aprofundat, am

realizat — de nu cumva m-am inselat! — ca rddacinile ei coboara adanc in

was assumed to be an act of contemplation. If the act of creation materializes as

an exercise of communication, it is not excluded that the artist knows the ropes of
the business better than anyone, since he also has notions of expression, technique,
language, meaning etc. In this context, a good curator is an artist who can sell even
what he does not have, that is, the work. Provided he has good communication skills.
Inthe end, it is also an artistic act. The artist remains an accessory on the art market,
being useful to somehow personalize the phenomenon, the curator avoiding to

pronounce himself as an artist. If he did it, he would lose everything.

C-RV: And because we are under the UNARTE dome, do you think that the substance
of the university curriculum should be adapted so that we can provide our students
with keys to urge on the authentic, deep creativity, but also others, to fit and open the
lock of "the real world"? Or better try to help them discover only the good, pleasing
ways of God, the ones we have experienced — whether only infinitesimally — and
which have allowed us to try, maybe only for a moment, the high state of being
creative, to let the care of self-promotion and success press the shoulders of young
people? For a moment | felt tempted to say "successful business.” Let us consider

—as a possible alibi of ours, of the teachers — also their power to adapt to various
situations, their energy in claiming and taking their due, but — often — what it is not
due to them.

C B: In my opinion, reality always has a concrete and a virtual component. We cannot
talk about reality by evoking only its concrete component, which is subjectively
filtered by each of us. In this sense, the subjective projection is more important in
understanding reality than in the actual artistic act.

Understanding reality is a more or less artistic act. One thing is certain: we cannot
discuss about objectivity in understanding reality. We can transmit to the students
from the perspective of this subjective understanding everything that can be said,
trying to eliminate our own experiences, the experiences of maximum subjectivity.

The issue of promotion remains a difficult topic, in the context where we do not have
a consolidated art market. You are basically obliged to support your profession from
other sources, for a long period of time. It implies giving up, shortcomings, in other
words, a hard life. Whoever takes up such a profession does not expect immediate
success, be it social or even financial. And most of the time, such long-term happiness
is not expected. There are other satisfactions in this profession.

I think the current generations of students have a more pragmatic orientation than we
had and by comparison, they enjoy more possibilities. In recent years there has been
an evolution of the context in which the artist works, and even of the art market. Of

course, their school education, their sensitivity and their motivation remain critical.

C-RV:When | was a student, given the proximity of the institutions where | studied,
the meetings and friendships with the students from the conservatory were simply
natural, as only a few streets separated the "Ciprian Porumbescu” Conservatory

from the "Nicolae Grigorescu” Fine Arts Institute, not to mention the fact that the
Romanian Athenaeum was a place that brought us together. | wondered then why
the higher school of music is called “conservatory.” | answered myself, formulating
some hypotheses. | used to say that the skill of deciphering the signs on the staves can
be easily lost, by ignorance, by carelessness and by forgetfulness. And so is the science
of interpretation. It cannot be preserved, in other words “conserved, " except by direct
contact, from human to human, from master to disciple. And | ask myself—and I ask
you also — if, mutatis mutandis, things aren't in fact the same when it comes to the
“science of the image”? As | have endeavored over the last few years to understand
your painting in a thorough a way as possible, | realized — if | was not mistaken! — that
its roots descend deep into the sediments of art history. Mannerism and the Barogue

nurture your creative experience. However, ina way that it can O/’?/y seem p{]fadOX/CG/,
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sedimentele istoriei artelor. Manierismul si barocul va hranesc experienta
creatoare. Totusi, intr-un mod poate numai aparent paradoxal, le
cercetati slujindu-va de instrumentarul civilizatiei numerice. Vorbiti-ne in
incheiere, va rog, despre propria dumneavoastrd experientd creatoare!

C B: Pozitia scolilor de arta este conservatoare, in general. Oricine doreste

sd predea un curs in universitate trebuie sa ia in calcul doar ceea ce se poate
sistematiza, adicd fenomene deja clasificate. Problemele care privesc
prezentul artistic nu pot fi abordate decdt la nivel teoretic Pe de alta parte,
limbajul si instrumentarul de lucru raman relativ aceleasi, insa cu posibilitdti de
combinare infinite. Problema viziunii, a corelarii acestor mijloace de expresie
poate fi abordatd doar in atelier. Abordarea teoretica este utilg, dar nu rezolva
problema.

Tn ceea ce ma priveste, cred ca am izbutit sa inteleg manierismul, insusindu-
mi-| ca pe o constanta a perioadei in care traim. Altfel spus, ca pe ceva extrem
de actual. Nu neg faptul ca ma si seduce. Sunt insa convins ¢ nu sunt singurul
care s-a ldsat sedus. Manierismul m-a interesat ca stare, intrucat mi s-a revelat
ca o caracteristicd a prezentului.

Cred cd manierismul poate fi reconfigurat in epoca actualg, cu toata marea
diversitate de forme de expresie ce caracterizeaza aceasta epoca. Cauza
revalorizarii sale trebuie cautatd, poate, tocmai in aceastd diversitate.
Modelul de analizd pe care am incercat sa il sistematizez a rezultat din
experienta teoretica si din practica de atelier. Vizeaza exclusiv notiuni

de expresie si vocabular, notiunile de semnificatie derivand si ele tot de

aici. Imaginea numerica oferd sansa de a crea baze mari de date. Pe temelia
acestora, analiza se poate desfasura in parametri cuantificabili. Concluziile
care se pot trage cu privire la similitudinile de ordin structural sunt in opinia
mea extrem de utile pentru intelegerea fenomenului artistic. Evident,

atare concluzii nu dau nici o satisfactie esteticianului de tip clasic, ele fiind
purtatoare ale unei trasdturi definite prin sintagma ,anti-sublim”. lata o
aldturare de cuvinte pe care estetica bazelor de date nu o exclude, ci mai
degraba o presupune. Esteticianul de tip traditional doreste sd incerce, in
calitatea sa de cunoscator rafinat al artei, emotii si trdiri specifice, si nu tinde
in nici un fel catre satisfactiile statisticianului. Inteleg aceastd dorint& a sa.

De altfel, cele mai mari, mai intense opozitii le-am perceput ca venind
tocmai din zona estetismului rafinat. Ceilalti ori ignord, ori arata un
interes doar partial unei atare abordari. Consider insa ca asemenea concluzii
cu caracter statistic consolideaza criteriile pe care le intuiam inca in cursul
practicii de atelier. Anume c3 viziunea, atunci cand exista, e instalata pe

niste tipare care s-au consolidat in timp si au o valoare arhetipala. Relevarea
lor constituie, de altfel, sarcina cotidiand a creatorului de arta. Teoretic o
asemenea abordare ar putea demonstra ceea ce presupuneati dumneavoastra
n tema despre relatia cu divinitatea si opera de artd, dar nu in sens metaforic,
cila propriu. Cu alte cuvinte, dacd aceste tipare existd, avem de-a face fie cu un
fenomen de revelare, fie cu un subconstient colectiv care transcende spatiul,

timpul si epocile. Ramane s& vedem.

C-RV: Domnule rector, vd multumesc pentru bunavointa de afi acordat
acest interviy, care evidentiaza, cu sigurantd, noi nuante proprii practicii
artistice si viziunii pictorului Catalin Bélescu, dar si exercitiului sdu pedagogic,

dedicat formarii viitoarelor generatii de artisti.
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you research them using the tools of numerical civilization. At the end tell us, please,
about your own creative experience!

C B:The position of art schools is generally conservative. Anyone wishing to teach

a course at the university should consider only what can be systematized, i.e.
phenomena already classified. The problems regarding the artistic present can only
be tackled at the theoretical level. On the other hand, the working language and tools
remain relatively the same, but with infinite possibilities of combination. The problem
of the vision, of the correlation of these means of expression can only be addressed in
the workshop. The theoretical approach is useful, but it does not solve the problem.
As far as I'm concerned, | think | managed to understand Mannerism, and it was

a constant of the period in which we live. In other words, as something extremely
current. | do not deny that it also seduces me. But | am convinced that | am not the
only one who lets himself be seduced. Mannerism interested me as a state, as it was
revealed to me as a feature of the present.

| believe that Mannerism can be reconfigured in the present era, with all the great
diversity of forms of expression that characterize this era. The cause of its revaluation
should be sought precisely in this diversity.

The analysis model that | tried to systematize resulted from the theoretical experience
and the workshop practice. It targets exclusively notions of expression and vocabulary,
as well as the notions of meaning. Numerical imaging provides the possibility to
create large databases. The analysis can be carried out in quantifiable parameters.

In my opinion, the conclusions that can be drawn regarding structural similarities

are extremely useful for understanding the artistic phenomenon. Obviously, such
conclusions do not give any satisfaction to the classical esthetician, as they carry a
feature defined by the phrase “anti-sublime.” It is a combination of words the database
aesthetics does not exclude, but rather implies. The traditional esthetician wants to
try specific emotions and experiences, as a refined connoisseur of art, and does not
attempt in any way to the satisfactions of the statistician. | understand this desire of
his. In fact, | perceived the biggest, most intense oppositions coming from the area of
refined aesthetics. The others either ignore or show only a partial interest in such an
approach. However, | consider that such statistical conclusions reinforce the criteria |
inferred during the workshop practice. That is, the vision, when it exists, is installed on
patterns that have consolidated over time and have an archetypal value.

Moreover, their relevance is the daily task of the art creator. Theoretically, such an
approach could demonstrate what you assumed regarding the relationship with the
divinity and the artwork, not in a metaphorical sense but in its proper sense. In other
words, if these patterns exist, we are dealing with either a phenomenon of revelation
or a collective subconscious that transcends space, time and epochs. It remains to be

seen.

C-R V: Mr. Rector, thank you for your kindness in giving this interview, which
undoubtedly highlights new nuances specific to the artistic practice and the vision of
the painter Cdtalin Bdlescu, but also his educational exercise, dedicated to the training

of future generations of artists.

» Cladirea Universitatii de Arte din Bucuresti, Strada Gen. Constantin Budisteanu 19, Bucuresti
The building of the University of Arts in Bucharest, Gen. Constantin Budisteanu 19, Bucharest

» > Proiect extindere UNARTE - vedere aeriand. ADN Birou de Arhitecturd
UNARTE expansion project - aerial view, ADN Architecture Office
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— i ion view

Aceasta este prima expozitie de anvergura a lui lulian Mereutd, pentru multi un
artist necunoscut, cu toate cele cateva recuperari punctuale mai ales ale acelor
lucrdri care rdspund perspectivei actuale. Selectia operata de Célin Dan si
Sandra Demetrescu oferd deocamdatd o prima imagine coerenta a parcursului
sdu artistic, care se va nuanta si imbogati in cadrul proiectului de lunga durats,
de un an, cat timp va fi deschisa expozitia.

Ideea de laborator sub semnul careia este pusa expunerea are avantajul

de a ne introduce intr-un univers vizual distinct, dincolo de precaritatea si
nedeterminarea lui. Poate fi descris ca depozit/arhivd de schite, pictura,
fotografii, video, obiecte gasite/deseuri disparate, dar implicit si de idei,
intentii, asteptari, intuitii. Mi-am pus intrebarea in ce masura unitatile de sens
asa cum le delimiteaza inteligibil expozitia ascultd de intentiile artistului pe
care munca de documentare a curatorilor asupra artei lui Mereutd le-a putut
reconstitui. Gandirea lui Mereutd std sub semnul fragmentului, colajului,
aleatoriului, hazardului, esteticd pentru care din principiu granitele intre
tehnici si stiluri nu exista decat pentru a fi ddrdmate. In mod curios, impresia
generald este totusi de omogenitate, ceea ce indica existenta unui mai vast
proiect ordonator, dincolo de conceptual curatorial propriu-zis. Obiectele

cu prestantd spatiald, un fel de suporturi verticale care sustin suprafete
dreptunghiulare negre, expuse privilegiat in spatiul expozitiei, orienteaza
perceptia privitorului. Analogia cu reductia drastica la care a supus Kazimir
Malevich lumea, cand a pictat patratul lui negru pe alb, este inevitabild si il
situeaza pe Mereutd in miezul paradigmei moderniste.

Arta lui Mereutd nu avea cum s& ramana straina de formatia sa de istoric de
artd. Poate chiar pregdtirea sa teoreticd sa-| fi ficut intransigent, imun la
seductia atator formule artistice facile, efemere sau obosite din repertoriul
vast al modernidtii. Restrangerea la non-culori - alb si negru - si la aparitii
formale minimale, la materii precare, fie ca e vorba de desen, picturg,
fotografie, obiecte/sculpturi, ar putea indica fie scepticism extrem fata de
posibilitatile de expresie si comunicare ale imaginii, fie o solutie de salvare prin
impunerea unor limite sever respectate. “Inspiratia”, divina altadats, Mereuta
o astepta de la vise, semne, simetrii, locuri. Calatoriile, nu prea numeroase pe
care le-a facut, erau in cautarea unor situatii/momente/stari intense, care sa
declanseze o emotie, un proces mental, sd revitalizeze straturi ale sensibilitatii.
Sau poate chiar acea fictiune a “purei sensibilitdti” pe care o teoretiza Malevich
la Tnceputul secolului trecut. Amestec de bucurie si temeri, intoarcerile in
Romania de dupa 1990, printre care si cdldtoria prin Dobrogea din 1999, un

vis vechi, au fost extraordinare elanuri vitale, redescoperiri de sine, impulsuri
creatoare puternice. Deschiderea spre digital si virtual din ultimul deceniu de
viatd (de pilda platforma on line Frequently nowhere) are legatura cu o “vointa
de artad” recuperata, in ciuda fragilitatii si suferintelor fizice aproape constante.
Existd Tn expozitie si cateva portrete (din seria Suite huit portraits, 1986), care,
cromatic vorbind, nu ies din dominanta ascetica alb/negru a expozitiei. Mai
curand decat persoane cu identitate precisa, sunt portrete generice, alcatuiri
provizorii, gata sa dispard in materia informa din care au aparut. Cred cd partea
figurativa a artei lui Mereuta nu se reduce la atat si probabil reconfigurarile
expozitiei vor adaga si alte lucrari.

Mereutd a pornit la drum cu o vocatie contrariata. Voia sa ajunga regizor de
film, dar a lasat o opera de artist vizual, ficdnd un ocol prin studii de istoria

si teoria artei (Bucuresti,1961-1966). Ca adolescent, la Galati, a intalnit-o pe
Lola Schmierer Roth, artista cu studii si prietenii pariziene interesante si cu

har pedagogic, care i-a lasat o amintire durabila. Filmul ramane pentru el o
referinta constanta. Ca student, incepe sa lucreze un film, nefinalizat, dupa

un scenariu care actualiza o intriga inspirata din 1001 de nopti, impreuna cu

Despite having several pieces that echo the contemporary perspective highlighted
recently, lulian Mereutd remains mostly unknown for many. This retrospective
represents the first large-scale exhibition dedicated to the artist. Curators Calin Dan
and Sandra Demetrescu offer a very cohesive first glance at his journey as an artist,

a perspective that only promises to become more extensive and nuanced during the
year-long project.

Imagining the display as a laboratory is a welcome gimmick that gives the viewer
access to a very distinctive visual universe, albeit precarious and undetermined.

This can be read as a repository of sketches, paintings, photographs, videos, found
objects/random garbage, but also as an archive of ideas, intentions, expectations and
intuitions. I've been wondering how much of the curators’ documentary work aligns
with the artist’s intentions in constructing the clearly drawn semantic units presented
by the exhibition. Mereutd’s thinking is one governed by an aesthetic where fragment,
collage, hazard and the accidental reign supreme, whose main rule is to break all the
rules, be it style or technique. Curiously, there is an overall feeling of unity, which goes
way beyond curatorial concept, pointing towards a preconceived plan. Objects with

a certain spatial presence, a sort of vertical supports with black rectangular surfaces,
placed prominently in the exhibition space, guide the viewer's gaze. Kazimir Malevich's
extreme reductionist worldview of the black square on a white canvas quickly comes
to mind, placing Mereutd at the heart of the modernist paradigm.

Mereutd’s art cannot be separated from his art historian background. His theoretical
training might have played a role in rendering him particularly critical in his artistic
vocabulary towards many of modernity’s facile, fleeting and fatigued elements. His
working only with non-colors — black and white — and use of minimal shapes, as

well as his preference for precarious materials across mediums could be interpreted
as a form of skepticism towards the semiotic power of images, or they can simply

be considered a form of artistic freedom granted by self-imposed limits. The artist’s
“inspiration” s far removed from its once-divine origin: Mereutd takes his cues from
dreams, signs, symmetries and places. During his travels, few as they were, he was
always in search of situations/moments/altered states that would trigger an emotion
or a mental process that would breathe new life into his senses, chasing that fiction
of "pure sensitivity” that Malevich had been talking about at the beginning of the
20th century. His bittersweet voyages back to post-1990 Romania, including his long-
awaited 1999 trip to Dobrogea, were life-giving journeys of self-discovery, resulting

in strong creative impulses. His newfound openness towards the digital world during
his life’s last decade (like the on-line platform Frequently Nowhere) shows a renewed
"lust for art’, despite his decaying physical condition.

There are a few portraits in the exhibition (from the series Suite huit portraits, 1986),
which chromatically remain within the ascetic black/white dichotomy of the show.
These faces are not people in particular, their identity being rather generic, or perhaps
improvised, ready to dissipate back into matter at a moment’s notice. | believe there
is more to his figurative art than these pieces and perhaps future iterations of the
exhibition will uncover more. Mereutd'’s journey is anything but straight forth: he
initially wanted to be a film director; only to leave behind a visual artist’s body of work,
with a pit stop in art history and theory (Bucharest,1961-1966). As a teenager in Galati
he met Lola Schmierer Roth, a Paris-educated artist, whose cosmopolitan friendships
and knack for the pedagogical left a deep impression on him. Film remains a constant
reference, the artist even starting to work on an unfinished project during his student
years, inspired by "One Thousand and One Nights” and with Nicolae Mdrgineanu

as his cameraman. He travels to Prague in 1968, where he meets influential Czech

art critic and friend of Duchamp, Jindrich Halupecky. Mereutd talks about their long
correspondence as a very formative experience, both artistically and intellectually.

In the early ‘70s, one of his experimental films is pulled from television broadcast

last minute. Among his other failed attempts was a series of ten monograph albums
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Nicolae Margineanu ca operator. Cilatoreste la Praga in 1968. 1l cunoaste pe
influentul critic de artd ceh Jindrich Halupecky, prieten cu Duchamp, cu care
ntretine o lunga corespondentd, relatie recunoscuta ca formativa din punct
de vedere artistic si intelectual de lulian Mereuta. La inceputul anilor '70, un
film experimental al sdu care urma sa fie transmis la televiziune este retras

n ultimul moment. La capitolul initiative esuate se poate adduga proiectata
serie de zece albume dintre care primele doua trebuiau sd fie dedicate lui
Catul Bogdan (ale cdrui desene riguros analitice, de interpretare a operelor
proprii sau ale altor artisti ca Braque sau Cezanne, au un suflu conceptual
avant la lettre) si autodidactului modernist Doru Bucur, urmand ca tiparirea sa
fie finantata prin precomenzi ale celor interesati. Initiativa s-a dovedit fireste
naiva in contextul economiei etatiste strict controlate.

Interesul pentru literaturd, pentru poezie, a fost mereu un ferment al gandirii
sale. Noua grild de lectura a lui Kafka pe care o propune intr-o suitd de mai
multe volume/ proiecte incepand din 2001 (volumele Kafka/Poemes, Kafka/
Restes, in editura fictiva H.H.L. adicd Homo Homini Lupus, culminand cu
Kafka/Animal si ceea ce trebuia sa devind o instalatie sonora Kafka’s Voices)
sau cel despre Paul Celan, au in spate o bogata cultura literard si poeticd.
Mereutd era familiar cu toate artele. Ca istoric de artd, in anii dintre terminarea
studiilor si emigrarea in Franta (1966-1978), el a publicat numeroase articole
de critica de artd pe langa doud mici monografii ale lui Henri Catargi (1970) si
loan Andreescu (1972), deloc conventionale, in fapt ample eseuri care incearca

sd capteze, pornind de la un sediment bogat de lecturi, care nu se limitau la
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funded by pre-orders and exploring the works of artists such as Catul Bogdan, a
conceptualist avant la lettre reinterpreting works by Braque, Cezanne as well as his
own pieces through rigorous, highly analytical drawings, or self-taught modernist
Doru Bucur. The initiative was of course futile given the highly-monitored State
economy at the time.

His interest for literature and poetry was always a catalyst for his artistic thinking.
The artist’s vast literary culture emerges in the novel interpretation of Kafka that he
explores throughout the 2001 artist books and projects (Kafka/Poems, Kafka/Rests,
culminating with Kafka/Animal, by fictitious publisher H.H.L. aka Homo Homini
Lupus, as well as the potential sound installation Kafka'’s Voices), as well as his project
dedicated to Paul Celan. Mereutd was familiar with all the arts. As an art historian,
between finishing his studies and immigrating to France (1966-1978), he published
numerous art reviews, as well as two small monographs. The monographs, on Henri
Catargi(1970) and loan Andreescu (1972) are anything but conventional, functioning
more like vast essays where he uses his knowledge beyond the sphere of art history
in order to capture the fickle and complicated machinations behind an artistic destiny.
His Romanian period finds him exploring subversive, often political actions, as well as
recreating Paul Neagu’s piece "Cake Man”in his own apartment. Neagu was already
in England at the time, but their friendship continued by mail

Ifind it crucial to mention Mereutd’s interest in drawing, largely visible in this
retrospective. This interest is also reflected in the critical thinking from his Bucharest
period, as well as his artistic practice — the converging points between the two are

surprising nonetheless, deepening the understanding of his work. At one point he

istoria artei, modul complicat si imprevizibil in care se articuleaza un destin
artistic. Tot din perioada romaneasca dateaza actiuni subversive, cu adresa

s

politica sau refacerea in propriul apartament a ,Omului Prajitura” al prietenului
sau deja emigrat in Anglia, Paul Neagu, cu care se afla in corespondenta.

Mi se pare important sd atrag atentia asupra interesului lui Mereutd pentru
desen, vizibil si in actuala expozitie retrospectiva, interes manifestat in paralel
n reflectia sa criticd din anii bucuresteni si in practica artistica. Punctele de
ntdlnire sunt surprinzatoare si sporesc intelerea artei lui. Face distinctia, la un
moment dat, intre doua tipuri de desenatori, cei care nu exclud posibilitatea si
chiar necesitatea culorii pentru a imagina o lume completa si cei care se supun
cu fanatism unui ideal de austeritate si rigorilor lui. “A |3sa urme pe hartie —iatd
jocul cel mai laindemand, cel mai sarac. Incredibilele performante ale acestui
joc sunt revansa asupra declaratei lui pauperitati. Timpul existential incorporat
patimas fn semn se exprima totdeauna prin opozitia fundamentald dintre

alb si negru. Exista implicit o tensiune fatisa in fiecare semn asa cum este
aruncat el pe hartie, o tensiune provenita din incompletitudinea redarii. Fara
voia celui care- face, desenul este aproape intotdeauna dramatic, categoria
aceasta il insoteste pretutindeni. Dar dincolo de acest timp existential, oferta
intelectuald fi aduce semnului o plenitudine care-|I recompenseaza de sdrdcia
luiinitiala.” lulian Mereuta scria aceste randuri in 1970, prefigurand cumva
propria sa angajare artistica. Si nu intdmplator, ca artist, prima sa iesire publicd
a fost expozitia de desen de la Galeria Galateea, impreuna cu lon Bitan, in 1973.

Semna atunci quasi-anonim cu initialele J.A.

differentiates between two types of artists who draw: those who do not exclude the
possibility and even necessity of color in order to fully imagine the world and those
who adhere fanatically to the ideal of austerity and its rules. “Leaving marks on paper
— behold the most obvious, the poorest of games. The most incredible performance
of this game is conquering its own proclaimed scarcity. Existential time sensuously
captured within sign is best expressed by the fundamental dichotomy of black and
white. There is an implicit tension within every sign that reaches the paper, a tension
coming from the incompleteness of the act of rendering. Without the author’s intent,
drawing is almost always dramatic, a category that follows its every step. But beyond
this existential time, the intellectual offer brings forth to the sign the kind of plenitude
that lifts it from his initial poverty.”

lulian Mereutd was writing this in 1970, somehow foreshadowing his own artistic
ethos. It's no surprise that his first outing as an artist was the 1973 drawing exhibition
at Galeria Galateea in Bucharest with lon Bitan. At the time, his signature was the

quasi-anonymous initials J.A.

(Translated by Andra Nikolaiy)
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BERNARD JOISTEN
ZERO STORY

Text: Daria Nedelcu

BERNARD JOISTEN: ZERO STORY
Centrul Artelor Vizuale - Multimedia, Bucuresti
15.11. - 28.12.2019

»Junkspace-ul este sigilat, tinut laolalta
nu de structuri, ci de texturd, ca o buld.”

Rem Koolhaas

Interesat de un concept de urbanism futurist, Bernard Joisten, artist francez
care locuieste in Franta si in Romania, construieste, in solo showul , Zero Story”
de la Centrul Artelor Vizuale Multimedia un oras animat doar de prezenta
unor obiecte, masinarii ce deruleaza gesturi in slow motion. Articuland un
peisaj urban ce incorporeaza fidel impulsuri din literatura stiintifico-fantastics,
Bernard aduce in discutie tema locuirii.

Filmul 3 D si printurile dispuse in spatiu ca o serie de cadre de peliculd

prezintd un oras incapsulat, modelat cu rigurozitate matematicd. Spatiile
netede, artificiale, constituite din materiale omogene sunt un ecou al
arhitecturii nonspatiilor (malluri, parcuri de distractii, gari, aeroporturi).
Construite minutios, prin redari hiperrealiste a suprafetelor, texturilor,

aceste megastructuri incapsuleaza o locuire tranzitorie. Junkspaceul capata

o prezentd invaziva, menitd sd acomodeze temporar, sd incite si s satisfacd
dorinte reale si simulate ale unor locuitori inca absenti.

Prelungirea iluzorie a orasului prin reflexii si insinuarea naturii ca simulacry,

caimagine deliranta derulata pe ecrane sau proiectata pe suprafete

Based on a concept of futuristic urbanism, Bernard Joisten, a French artist living in
France and Romania, constructs, in his solo show Zero Story at Centrul Artelor Vizuale
Multimedia in Bucharest, a city animated only by the presence of objects, machines
performing actions in slow motion. By constructing an urban landscape influenced by
trends in SF literature, Bernard opens a discussion around the topic of housing.
The 3D film and the prints displayed in the exhibition space like stills from a film
represent an encapsulated city constructed with mathematical precision. The smooth,
artificial spaces built from solid materials echo various kinds of non-spaces (malls,
amusement parks, train stations, airports). These megastructures, with their minutious
construction and hyperrealistic surfaces and textures, embody a transitory kind of
living. Junkspace becomes an invasive presence meant to temporarily accommodate,
incite, and satisfy the real and simulated desire of still-absent tenants.

The illusory sprawl of the city by means of reflections and a setting up of nature

as simulacrum, as a hallucinatory image playing on screens or projected onto

reflective surfaces with no referent in the simulated reality, both of these combine

wJunkspace is sealed, held together not by
structure, but by skin, like a bubble.”
Rem Koolhaas
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reflectorizante, dar fara un referent in realitatea simulata alcatuieste un
scenariu nelinistitor in care spectatorul este confruntat cu vulnerabilitatile sale
in articularea coordonatelor spatiu-timp-subiectivitate.

Raportul intre individul contemporan si spatiu devine instabil in conditiile
incapsularii experientei lui cotidiene intr-o serie de interioare coplesitoare.
Viata sa pare derulata intre verticalitatea angoasantd a blocului de birouri

si orizontalitatea halucinantd a mallului / a parcului de distractii / a piscinii
interioare / a clubului. Contactul cu natura se rezuma in megaorasele
ultratehnologizate la simularea acesteia, la escapismul in paradisuri artificiale.
Ce cunoastere, explorare si conectare a locuitorului la environment se poate
initia cand orasul este intr-o continua expansiune, plasand locuitorul in
incapacitatea de a-| cartografia mental? Navigand o lume imersata in design,
tesand proiectii anxioase si paranoide, dezvoltand tactici pentru a rezista
provocatorilor optici, cdutdm o ruptura in suprafata designului care sa ne

permita o privire spre realitatea care se afla in spate.

Vedere din expozitie / Exhibition view
Credit foto Radu Pandele

into an unsettling mood in which the visitor is confronted with their vulnerabilities

in articulating the coordinates of space-time-subjectivity. The relationship between
the contemporary individual and the space around them becomes unbearable if their
everyday experience is boxed within overwhelming interiors at all times. Their life
seems to play out between the vertigo-inducing verticality of the office building and
the hallucinatory horizontality of the mall/famusement park/interior swimming pool/
club. In these hypertechnologized megacities, contact with nature is reduced to a
simulation, an artificial paradise to escape into. What kind of knowledge, exploration,
and connection of the city-dweller to the environment are there to speak of when the
city is constantly expanding, making it impossible to mentally map out?

Navigating a world immersed in design, weaving anxious and paranoid projections,
developing tactics to resist optic provocateurs, we search for a tear in the design’s

surface through which to glimpse the reality lying beyond.

(Translated by Rares Grozea)

A FLIPPER ZERO STORY
A A FONTAINE_corrigée
<« Vedere din expozitie / Exhibition view
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GEOMETRIILE SEVERE ALE LUI

MARCEL BUNEA

THE SEVERE GEOMETRIES

OF MARCEL BUNEA

MARCEL BUNEA. TACERIARTICULATE
MARCEL BUNEA. ARTICULATED SILENCES
Muzeul de Arta Cluj-Napoca

30.10. —17.11.2019

Curatori: Catalin Davidescu, Ruxandra Demetrescu

»In orice inceput e-o vraja peste fire....”
(Hermann Hesse,
Jocul cu mirgele de sticli)

Versul rostit de Knecht poate constitui o introducere insolitd, dar
convingatoare, in pictura lui Marcel Bunea: invocand personajul lui Hermann
Hesse, cu care artistul se identificd, numindu-se ,slujitor al culorii”, ne
reamintim cd poezia (scrisa de erou pe cand era student) purta doua titluri:
JTranscende” si ,Trepte”. Primul evoca ,,0 chemare, o porunca si un avertisment
catre el insusi, ca o decizie, formulata si confirmata din nou, de a-si pune
activitatea si viata sub acest semn...”

Drumul lui Marcel Bunea in lumea imaginii s-a configurat in trepte care conduc
la o transcendere a lumii reale, printr-un exercitiu ascetic. De la impetuozitatea
multimediald a Nefdrtatilor |a pictura severa pe care o practica in ultimii

ani, artistul si-a temperat impulsurile intr-un efort de (auto)disciplinare si
reflexivitate. Prin intermediul unei vizualitati concentrate tot mai mult asupra
mijloacelor picturii, el a ajuns la propria sa forma de cunoastere, intelegand

cd ochiul este un instrument privilegiat, iar produsele sale artistice o forma
superioara de acces la realitatea nevézutd a lucrurilor. Se poate descifra in
compozitiile din ciclurile recente un demers radical de anulare a gestualitatii

si a oricarei tentatii de a crea iluzii spatiale. Gestul pictural este controlat,
eliminand orice spontaneitate a mainii, adancimea spatiala este definitiv
nvinsd de suprematia bidimensionalitatii, iar densitatea opacizanta a
culorilor acrilice contribuie decisiv la cadrul epurat, minimalist al ,Geometriilor
subiective” (titlu generic ales de artist pentru a-si denumi productia de tablouri
din ultimii ani, indiferent de dimensiuni si gruparile aleatorii in cicluri).
Demersul practicat de Marcel Bunea poate fi definit ca rigoare (conceptuald)

si maiestrie (inteleasd ca excelenta a mestesugului pictural). Sa ne reamintim
ca unul dintre , parintii fondatori” ai abstractiei, Wassily Kandinsky, facea
elogiul picturii abstracte, invocand exigentele impuse artistului: stapanirea
desdvarsita a desenului, precum si o sensibilitate accentuatd pentru

compozitie si culoare; mai mult decat atét insd, el afirma cd pictorul trebuie sa
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Texte: Ruxandra Demetrescu,
Adrian Guta

A magic dwells in each beginning...”
(Hermann Hesse,

The Glass Bead Game)

The line spoken by Knecht can be a novel but convincing introduction to the painting
of Marcel Bunea: invoking Herman Hesse's character, with whom the artist identifies
himself. dubbing himself “a servant of color, “ we remember that the poem (written
by the hero as a student) had two titles: "Transcend” and "Stairs. " The first evoked a
“calling, an order and a warning to him, as a decision, formulated and confirmed yet
again, to put his activity and his life under this sign...”

The road of Marcel Bunea in the world of the image was configured in stairs that
lead to a transcendence of the real world through ascetic practice. From the
multimedia impetuosity of the Nefartati to the severe painting he practices lately,
the artist tempered his impulses in an effort at (self)discipline and reflection. Through
a visuality concentrated more and more on the means of painting, he reached his
own form of knowledge, understanding that the eye is a privileged instrument, and
his artistic products are a superior form of access to the unseen reality of things. In
the compositions of the recent series, a radical attempt to cancel the gesture and
any temptation to create spatial illusions can be deciphered. The pictural gesture is
controlled, eliminating any spontaneity of the hand, the spatial depth is definitively
defeated by the supremacy of bidimensionality, and the opaque density of the acrylic
colors contribute decisively to the purged, minimalistic frame of the Subjective
Geometries (a generic title chosen by the artist to name his recent paintings, no
matter the dimensions and random groupings in series).

Marcel Bunea's recent attempt may be defined as (conceptual) rigor and mastership
(understood as excellence of painting as a craft). Let us remember that one of the
founding fathers of abstraction, Wassily Kandinsky, praised abstract painting, invoking
the demands placed upon the artist: the thorough mastering of drawing and a higher
sensitivity to color and composition; more than all these, he said that the painter
should also be a true poet. We might add: even if the poetic substance remains
unavoidably ineffable, in the absence of any temptation to illustrate the literary text.

In the case of Marcel Bunea, the poetic background remains deeply buried in the

Vedere din expozitie / Exhibition view

fie si un poet adevdrat. Am putea adauga: chiar daca substanta poetica ramane
inevitabil inefabil3, in absenta oricirei tentatii de ilustrare a textului literar. In
cazul lui Marcel Buneg, substratul poetic ramane adanc ingropat in straturile
de culoare. O dovada o constituie indiferenta fata de titluri — adesea greu de
urmarit, deoarece se pot schimba, de la o expozitie la alta, de la un context la
altul. Singura (aparent) constanta pe care am identificat-o este Tricolorul: un
ciclu (expus des Tn ultima vreme sub numele Vertical.ro) ce se suprapune insa

n

cu o tema picturald, in care artistul ,cerceteaza” culorile primare. Se naste
astfel o fundamentala ambiguitate eticd-esteticd, in care nationalismul banal
(intrupat de culorile steagului nostru national) se conjuga cu o problema pur
picturald. Mai mult decat atat, tricolorul poate fi explicit, ironic, sau doar aluziv.
Inspirat de Hermann Hesse, Marcel Bunea se intreabd ,daca nu cumva pictura
e un fel de joc cu margele de sticld, un fel de Castalia, de cetate a inefabilului,
iar eu pictorul, un Knecht (slugd) al culorii”. Raspunsul il putem gasi intr-o
strofa din poezia lui Knecht (invocata la inceput): ,Un spatiu sa schimbam cu
celelalte, / Si nici o vatra nu ne fie drags; / Al lumii duh in lanturi nu ne leaga / Ci
vrea din treapta-n treapta sa ne salte.”

Tablourile abstracte ale lui Marcel Bunea fac parte din universul — deja
centenar — al formelor nefigurative. Pentru a-| cita pe Pepe Karmel (,The
Golden Age of Abstraction: Right Now”, ARTnews, aprilie 2013), in 1913, ca si in
2013, ,[a]bstraction is how we think about the future”.

Tn 2019, pictura lui Marcel Bunea nu are un caracter retrospectiv, ci unul

prospectiv.

Ruxandra Demetrescu
(fragment din textul curatorial redactat cu ocazia expozitiei Tdceri articulate,
prezentatd la Craiova, Muzeul de Artd, mai 2019 si Cluj-Napoca, Muzeul de

Artd, noiembrie 2019)

layers of color. One proof of this is the indifference towards the titles — often hard to
follow, because they may change from one exhibition to another, from one context
to another. The only (apparent) constant which we have identified is the Tricolorul: a
series (exhibited lately under the name vertcal.ro) superimposed on a painting theme
in which the artist “researches” primary colors. Thus, a fundamental ethical-aesthetic
ambiguity is born, in which brutal nationalism (embodied by the colors of the flag is
combined with a purely pictural problem. Moreover, the flag can be explicit, ironically
oronly allusive.

Inspired by Herman Hesse, Marcel Bunea wonders "if painting is not a kind of glass
bead game, a kind of Castalia, a city of the ineffable, and |, the painter, a Knecht
(servant) of color. “The answer can be found in a stanza from Knecht’s poem (evoked
in the beginning): "Serenely let us move to distant places / and let no sentiments of
home detain us. /The cosmic spirit seeks not to restrain us / but lift us stage by stage
to wider spaces.”

The abstract paintings of Marcel Bunea are part of the — already centenary — universe
of non-figurative forms. To quote Pepe Karmel (*The Golden Age of Abstraction: Right
Now, “ARTnews, April 2013), in 1913, just as in 2013: "Abstraction is how we think
about the future.”

In 2019, the painting of Marcel Bunea does not have a retrospective character, but a

prospective one.
By Ruxandra Demetrescu

(fragment from the curator’s text for the Articulated Silences exhibit, Craiova, Museum

of Art, May 2019, and Cluj-Napoca, Museum of Art, November 2019)
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CATEVA NOTE RAZLETE DESPRE
+ARTICULARILE” LUI MARCEL BUNEA

A FEW RANDOM NOTES ON
MARCEL BUNEA’S ARTICULATIONS

Gandirea plastica a lui Bunea s-a apropiat treptat de o zona care este un

loc geometric al mai multor exemple programatice sau individuale de artd
abstractd, de la orizontul conceptual la cel formal, de la avangarda rusi la
neoplasticism. Artistul roman respinge asocierea sa cu minimalismul, atitudine
explicabild in primul rdnd, am spune, prin faptul ca abstractia geometrica

n coordonatele careia se exprimd este rezultatul unei optiuni spirituale, nu
formale.

Nonfigurativul picturii lui Marcel Bunea nu are insa aceeasi ,neutralitate®
universalista ca a celui datorat lui Mondrian sau Malevici. Existd o componentd
nationalista neagresiva in recursul artistului — venit de la Sibiu la Bucuresti - la
tricolorul romanesc. Il fereste de excese, am zice, cultura acumulata si umorul.
Extragem din acelasi carnet cateva ganduri ale pictorului: ,imi place timpul

pe care il traim. E, cred, mai deschis, mai bogat si mai lipsit de prejudecati®
(2018). ,Lenea de a gandi este totuna cu lenea de a simti”. ,,Nu acumularile
(noutatea formal3) fac din artd ARTA... Ci meditatia indelungat3, asidua si
tenace... asupra formei si culorii”. Pe aceeasi paging, este notata o afirmatie pe
care artistul a repetat-o in discutia pe care am avut-o in atelier despre lucrarile
sale prezente n acel spatiu de lucru, si despre opera lui dincolo de acestea,

o fraza care contine, am putea spune, credo-ul artistic al lui Marcel Bunea:
Pentru picturd, culoarea este ceea ce este zborul pentru pasari”. Sub aceste
cuvinte apare semndtura si data, ceea ce subliniaza importanta pe care le-o
acorda artistul.

Grupajele de picturi abstract-geometrice din cateva expozitii anterioare

su

semanau cu o armada somptuoasa cromatic, ,stransa” si deloc agresiva. Te
puteai gandi (gandul se prelungeste in prezent) la o concentrare organizatd
de ratiune, de forme regulate cu unghiuri drepte, concentrarea realitatii
organice, prin care a fost reformulata si bogatia de culori a lumii. Ratiunea si
sensibilitatea se contopesc fascinant in pictura abstractd a lui Marcel Bunea,
stimulate de o alta intalnire, aparent contrastanta: intre inventia cromatica si

disciplina formelor.
Adrian Guta

(fragment din textul redactat pentru catalogul expozitiei Tdceri articulate prezentata la

Craiova, Muzeul de Artd, mai 2019 si Cluj-Napoca, Muzeul de Art3, noiembrie 2019)
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Bunea’s plastic thought came step by step near a zone which is a geometrical locus
of many programmatic and individual examples of abstract art, from the conceptual
horizon to the formal one, from the Russian avant-garde to Neoplasticism. The
Romanian artist rejects his association with minimalism, an attitude that can be
explained, in our opinion, firstly by the fact that the geometric abstraction which he
uses as a means of expression is the result of a spiritual option, not a formal one.
The non-figurative in Marcel Bunea’s painting does not have the same universalist
"neutrality” like the ones of Mondrian or Malevich. There is a non-aggressive
nationalist component in the artist’s approach towards the Romanian flag (the artist
came from Sibiu to Bucharest). His accumulated culture and humor prevents any
excess, in our opinion.
We extract from the same notebook a few of the artist’s thoughts: "I like the times
we live in. | think these are the most open, rich and unprejudiced of times” (2018).
"The laziness of thinking is the same with the laziness of feeling.” "It is not the
accumulations (formal novelty) that make art ART... It is the long, assiduous and
tenacious meditation [...] on form and color.” On the same page there is an assertion
that the artist repeated in the conversation we had in his workshop about the works
that were in that space and about his work beyond those, an assertion that contains,
we might say, Marcel Bunea’s artistic credo: "For painting, color is what flight is for
birds.” Under these words, there are the date and the signature, which underlines the
importance given by the artist.
The series of abstract-geometrical paintings from a few previous exhibitions looked
like a chromatically sumptuous, "tight,” and not at all aggressive armada. One could
have thought (the thought is also valid in the present) of a concentration organized
by reason, of requlated forms with square angles, the concentration of an organic
reality, through which the world’s richness of colors was reformulated. The reason and
sensitivity fascinatingly merge in the abstract painting of Marcel Bunea, stimulated by
another encounter, an apparently contrasting one, between the chromatic invention

and discipline of forms.

By Adrian Gutd
(fragment from the catalogue of the Articulated Silences exhibition, Craiova Museumn of Art, May

2019, and Cluj-Napoca, Museum of Art, November 2019)

(Both texts were translated by Daniel Clinci)

» Vedere din expozitie, Taceri Articulate - Muzeul de Arta Cluj
Exhibition view, Articulated Silences - Museum of Art Cluj

Pagina anterioara: Geometrii subiective, Galeria Contemp
Page before: Subjective geometries , Contemp Gallery
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24 DE ARGUMENTE

FRUMUSETEA PIEDESTALULUL.
NOTE DUPA BREXIT

BEAUTY OF THE PEDESTAL.
NOTES AFTER BREXIT

Text: Simona Vilau

24 DE ARGUMENTE. CONEXIUNITIMPURII TN NEO-AVANGARDA ROMANEASCA 1969-1971

24 ARGUMENTS. EARLY CONNECTIONS INTHE ROMANIAN NEO-AVANT-GARDE 1969-1971
Artisti: Horia Bernea, lon Bitzan, Liviu Ciulei, Radu Dragomirescu, Serban Epure, Pavel llie, Paul Neagu, Diet
Sayler, Ritzi Jacobi, Peter Jacobi, Ovidiu Maitec, Miriam Raducanu, Grupul Sigma, Radu Stoica, Vladimir Setran
Muzeul National de Arta al Romaniei, Bucuresti

7.11.2019 - 2.02.2020

Curatoare: Alina Serban, Stefania Ferchedau

R AN

Expozitia 24 argumente. Conexiuni timpurii in neo-avangarda roméneascd
1969-1971, excelent curatoriatd de Alina Serban si documentata de Stefania
Fercheddu, cele doud fondatoare ale Institutului Prezentului, in colaborare

cu Arhiva Richard Demarco, Edinburgh, este in sine un bun argument pentru

a discuta o relatie (in)existenta intre doud istorii inegale: una colosalg, a unei
mari puteri coloniale, asa cum este cea a Regatului Unit al Marii Britanii si una
mai putin colosald, dar interesanta prin contrastele ei si prin structura stranie,
de tip zig-zag, cea a Romaniei. lar ceea ce se poate discuta cu referinte clare
sunt intélnirile, ciocnirile dintre cele doua culturi (istorii) si ce a putut rezulta
nurma lor.

Discursul curatorial al expozitiei, ce are in primul rdnd un parcurs reconstitutiv,
chiar regenerator, rejuvenant prin punerea in spatiu inspiratd, creeaza un atlas
al unor intdmplari si intalniri artistice generate de hazard si transformate intr-
un monolit ce a influentat scrierea unei istorii culturale in mers. Acest tip de
discurs — deopotriva academic, estetizant si explicativ, cu un foarte bun impact
pentru public si cu un suport arhitectonic si cromatic benefic pentru lucrari si

raporturile dintre ele — zdruncind modul in care e scrisa si cititd istoria artei

A Vladimir Setran. Deasupra vitrinei: Fara titlu I-II, 1971-1979, gravura. Colectia Vladimir Setran
Vladimir Setran. Above the display case: Without title I-1], 1971-1979, engraving. The Vladimir Setran collection

<« Stinga sus: Ritzi Jacobi si Peter Jacobi, Mobil Textil, 1968-1969, poliester, cabluri textile. Colectia
Peter Jacobi. Dreapta: Imagine din expozitia de grup de la Sala Ateneului Roman prezentind seria de
lucrdri selectate pentru participarea in cadrul Bienalei de la Venetia, 1970.

Left upw: Ritzi Jacobi and Peter Jacobi, Mobile Textile, 1968-1969, polyester, textile cables. The Peter Jacobi Col-
lection. Right: Image from the group exhibition at the i F Hall p ing the series of works
selected for participation in the Venice Biennale, 1970.

<« <« Lucrdri Horia Bernea. De la stanga la dreapta:

Halterd dubla pentru umar, 1970, creion, tus si guasa pe hirtie. Colectia Mihai Pop.

Entitate pentru o iconografie post-cunoastere, 1970, acuareld, creion si tempera pe hirtie caserata pe
carton. Colectia Ovidiu Sandor.

Halterd, 1971, guasd si creion pe hirtie. Colectia Marian Ivan.

Works Horia Bernea. From left to right:

Double dumbbell for shoulder, 1970, pencil, ink and gouache on paper. Mihai Pop collection.

Entity for a post-knowledge iconography, 1970, watercolor, pencil and tempera on cardboard paper. Ovidiu
Sandor collection.

Dumbbell , 1971, paper pen and pencil. Marian Ivan Collection.

Pagina stanga / Left page

Intrare expozitie. La stinga: Grupul Sigma, Structura elastica, 1970-2015, reconstructie, bare de
aluminiu,

fire nailon. Colectia Fundatiei Triade.

Exhibition entry. Left: Sigma Group, Elastic structure, 1970-2015, reconstruction, aluminum bars, nylon yarn. Triad
Foundation Collection.

Credite toate fotografiile / Credits all photos Serioja Bocsok / Institutul Prezentului

The exhibition 24 Arguments. Early Encounters in Romanian Neo-Avant-Garde
1969-1971 exquisitely curated by Alina Serban and researched by Stefania Fercheday,
the two founders of the Institute of the Present, is an argument in itself for a further
discussion about a (non)existent relationship between two disparate histories — the
immersive history of a great colonial power, such as that of the United Kingdom and a
less immersive one, but imbued with curious contrasts and an odd, irreqular structure
as that of Romania. And what can be precisely discussed are the encounters and the
clashes between the two cultures (histories) and what followed after.

The curatorial discourse, which first of all portrays a re-enacted, a reviving and
rejuvenating route, draws a map of the hazardous events transformed into a monolith
that influenced the writing process of an ongoing history. This academic discourse,
artistic and exegetical in its own right, greatly impacting spectators and encompassing
an architectonic and chromatic gain, valuable for the artworks themselves and the
links between them, challenges the way in which the history of postwar Romanian
art is written and perceived with already established notions, such as repression and
freedom, socialism and capitalism, or tradition and experiment. This paradoxical,

but reiterative and weary terminology creates two “"opposing” worlds — those who
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A Vedere generald lucrdri Paul Neagu. De la stinga la dreapta:

A Grupul Sigma. De la stanga la dreapta: Piramida albd, 1970, machetd, carton si Turnul Informational, 1969, desen cu tus, carioca coloratd pe hirtie. Colectia Muzeului de Artd Timisoara; Grupul Sigma/ Grupul 1+1+1, Mina de bronz, 1970-1971, bronz, lemn, metal si plexiglas. Colectia Ovidiu Sandor.

Pionii Regelui de sticla (detaliu). Transformarea unui cuadrat. Lumina, 1968-1969, fotografie pe caseton. Colectia Constantin Flondor. Obiect tactil, 1969, obiect tactil (lemn, metal, sirmd). Colectia Marian Ivan.

The Sigma Group. From left to right: White Pyramid, 1970, model, cardboard and the Information Tower, 1969, drawing with ink, colored crayon on paper. Timisoara Museum of Art Collection; Sigma Group / Group 1 + 1 + 1, The King’s Pawns of Deluxe Box, 1968, obiect tactil (cutie de lemn, metal, cu o interventie in tehnicd mixtd si amprenta artistului in cerneald). Colectie particulara.
Glass (detail). Transforming a square. Light, 1968-1969, photo on the cassette. The Constantin Flondor collection. Omul de ciocolatd, 1970, obiect tactil (cutie de lemn cu o usa glisantd si picturd in interior), Colectia Marian Ivan.

Agregat simplu (II) de perete, 1968, litografie pe hirtie tip sugativa. Colectia MNAR.
Cake Man Event, 1971, film 35 mm. Prin amabilitatea Paul Neagu Estate (UK) & Ivan Gallery.

Works overview Paul Neagu. From left to right:

Bronze hand, 1970-1971, bronze, wood, metal and plexiglass. The Ovidiu Sandor collection.

Tactile object, 1969, tactile object (wood, metal, wire). The Marian Ivan Collection.

Deluxe Box, 1968, tactile object (wooden box, metal, with an intervention in mixed technique and the artist’s imprint in ink). Private collection.
Chocolate Man, 1970, tactile object (wooden box with sliding door and painting inside), Marian Ivan Collection.

Simple aggregate (Il) of wall, 1968, lithography on blotting paper. The MNAR collection.

Cake Man Event, 1971, 35mm film. Courtesy Paul Neagu Estate (UK) & Ivan Gallery.
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romanesti postbelice in termenii deja consacrati: de aici si acolo, de represiune
si libertate, de socialism si capitalism, de traditie si experiment. Aceasta
terminologie antinomicd, repetitiva si chiar obositoare, prin care se creeaza
doud lumi ,dusmane” — a celor ramasi in tard ce au facut compromisuri pentru
supravietuire si a celor fugiti peste hotare, devenind simboluri ale libertatii

din diaspora, icon-uri ale sperantei celor ramasi, este omogenizatd benefic

cu ocazia acestei expozitii, iar parcurgerea sa devine un exercitiu pozitiv de
reconstituire, investigare, memorie si recurs la imaginatie.

Deodata, esti pus in fata a cincisprezece universuri artistice paralele, diferite,
chiar disonante, care, ridicate pe piedestalul istoriei recente si al eforturilor
titanice de recuperare si de prezentare la standarde internationale depus de
organizatori, imbundtatesc adevarul istoric pentru ca sunt re-contextualizate
frumos, ingrijit, atent pentru publicul cultivat si pentru un portofoliu curatorial
de referintd. Cei trei ani avuti in vedere, 1969-1971, reprezintd un moment
unic in istoria comunismului romanesc, fiind vorba de un cumul si un varf

de contacte si experiente cu Occidentul ce vor dispdrea treptat, incepand
cuTezele din iulie ale lui Ceausescu (1971). Arta si artistii ei sunt martori si
actanti ai unei deschideri politice pe care o fructifica spectaculos — de aceea

si reprezentantii neo-avangardei prezenti in expozitie reprezinta cele mai
studiate subiecte n ultimii treizeci de ani de catre cercetatorii contemporani.
Figurilor centrale Horia Bernea si Paul Neagu li se alaturd noi portrete mai
putin cunoscute, unele mai enigmatice, pentru publicul roman contemporan:
Diet Sayler, Serban Epure, Peter si Ritzi Jacobi, Pavel llie, Radu Dragomirescu.
Ca tip de politica culturald, expozitia 24 de argumente ma obligd sa o asez pe
o pozitie de egalitate cu o alta, ce a avut loc acum cincisprezece ani, in 2005,
tot la Muzeul National de Arta al Romaniei, expozitie denumitd De la Moore

la Hirst. 60 de ani de sculpturd britanicd si realizatd cu sprijinul British Council.
Simbolic, se petrece un fel de tir incrucisat cu momente din istoria artei, dar
se trage de pe pozitii geopolitice inegale. Desi in acea expozitie erau studiati
saizeci de ani (de avangarda) si in cea discutata acum numai trei, incarctura
si diversitatea discursurilor pot fi comparate la nivel de abordare discursiva si
spatiala, iar elementul comun al celor doud expozitii este Paul Neagu — printre
putinii, daca nu chiar singurul artist roman relevant ce a avut o activitate
recunoscuta oficial in spatiul anglo-saxon.

Tncerc s& plasez imaginar expozitia Romanian Art Today din cadrul Festivalului
de Arta de la Edinburgh, ce a avut loc acum patruzeci si noud de ani (in 1971)
n pretentiosul si indepartatul tinut anglo-saxon, tardmul lui Rob Roy, al lui
Robert Burns, David Hume si Arthur Conan Doyle, personalitati aproape
obscure in imaginatia oamenilor prin comparatie cu Regina Elisabeta Il, The
Beatles si The Rolling Stones.

Edinburgh a fost o sansa pentru arta romaneasca ce a ajuns sa conteze astazi,
iar prezenta intr-un festival, atunci cand acesta apare in societate ca ,a break
from the norm”, mai ales in plind epocd Woodstock si Isle of Wight, stiute ca
manifestdri asumate ale contraculturii in comunitati dominate de atitudini
conservatoare, fac, peste aproape jumatate de secol, si din artistii romani
niste eroi: Paul Neagu pe catalige este cel putin la fel de spectaculos ca atunci
cand a gandit performance-ul Cake Man. De asemeneg, influentele Pop Art din
grafica lui Radu Dragomirescu sau Radu Stoica egaleaza ca sens preocuparile
conceptuale ale lui Diet Sayler sau llie Pavel, precum si primitivismul
intelectualizat al sotilor Jacobi in abordarea materialelor cu care lucreaza.
Formalismul si interactivitatea geometriilor (radicale) testate de Serban Epure
si lon Bitzan pun un semn pe harta abstractiei geometrice, aceeasi pe care

au construit-o si Imi Knoebel sau Lygia Pape, pe continente si in momente

diferite.

remained, bound to their country, who succumbed to compromises as an act of
surviving, and those who fled the country and became symbols of the diaspora’s
freedom, icons for the hope of those who stayed behind — that were harmonized
through this exhibition. Experiencing it is a complex exercise of re-enacting and
investigating, of memory and imagination.

All of a sudden, one is faced with fifteen artistic parallel universes, all very different,
dissonant even, from one another. Raised on the pedestal of recent history due to

the organizers’ tremendous efforts to retrieve and display them up to international
standards, the artworks enhance the historic truth, due to the delightful and careful
re-contextualization, with consideration for the public and to a referential curatorial
portfolio. The three years between 1969 and 1971 constitute a unique moment in

the history of Romanian communism, that of merging experiences with the West,
which quickly faded away after Ceausescu’s July Theses (1971). Art and its actors are
involuntary witnesses and the neo-avant-garde representatives and manifestations
have constituted one of the most explored subject matters for contemporary
researchers of the last three decades. The main figures, Bernea and Neagu, were joined
by new artists, both obscure and also known, such as Diet Sayler, Serban Epure, Peter
sRitziJacobj, Pavel llie, Radu Dragomirescu etc.

As a type of cultural policy, Alina Serban’s exhibition compels me to compare it with
another one, titled From Moore to Hirst. 60 years of British Sculpture, which took
place in 2005 at the Romanian National Art Museum, with the support of The British
Council. At a symbolic level, we have a shooting range of tangled moments from art
history, but the shots fired come from unequal geopolitical positions. Although that
exhibition covered sixty years (of avant-garde) while the current one only tackles three,
the weight and diversity of the discourses can be compared at the level of discursive
and spatial approach, and the common element of the two exhibitions is Paul Neagu,
one of the few, if not the only relevant Romanian artist who has been officially
recognized in the Anglo-Saxon space.

I .am trying to picture the exhibition Romanian Art Today at the Art Fest in Edinburgh,
which took place forty-nine years ago (in 1971), within the pretentious and distant
Anglo-Saxon kingdom, the land of Rob Roy, Robert Burns, David Hume and Arthur
Conan Doyle, who remain unknown to most people, as compared to the Queen, The
Beatles andThe Rolling Stones.

Edinburgh represented a great chance for Romanian art and this is evident nowadays.
Taking part in a festival that was seen as “a break from the norm, " especially in the
times of Woodstock and the Isle of Wight, which are acknowledged as counter-cultural
phenomena in conservative communities, has transformed Romanian artists into
heroes half a century later. Paul Neagu on stilts is at least as astonishing as when he
conceived the Cake Man performance. The Pop Art influences in the graphic works of
Radu Dragomirescu or Radu Stoica match the conceptual pursuits of Diet Sayler or llie
Pavel, same as the Jacobi couple’s intellectualized primitivism in the way they work
with materials. The (radlical) geometries’ formalism and interactions experimented with
Serban Epure and lon Bitzan mark the map of abstract geometry, the very same map

outlined by Imi Knoebel or Lygia Pape on different continents, at different moments.

< Vedere generald lucrdri Radu Dragomirescu.

In fatd: L'Incontro / Eventualitatea unui studiu I-XII, 1971, serigrafie, creion si tus pe hirtie; creion,
tus si colaj pe hirtie milimetricd. Donatie Radu Dragomirescu, Colectia Muzeului National de Artd al
Roméniei.

Stanga: Eventualitatea unui studiu, 1971, tus si colaj pe hirtie milimetricd. Colectia Ken & Sinead
Whitelaw.

General view of works by Radu Dragomirescu.

In front: L’Incontro / Eventuality of a study I-XIl, 1971, silkscreen, pencil and ink on paper; pencil, ink and collage
on millimeter paper. Donation Radu Dragomirescu, Collection of the National Museum of Art of Romania.

Left: Eventuality of a study, 1971, ink and collage on millimeter paper. Ken & Sinead Whitelaw Collection.

<« <« Vedere generald lucrdri Pavel Ilie. Dreapta jos: Drumul vietii, 1970, pinzd de sac, ipsos, var.

Colectia Pelmus.
Overview of works by Paul llie. Bottom right: Road of life, 1970, sackcloth, plaster, lime. Pelmus collection.
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A Perspectivd sald intrare expozitie.
Exhibition view hall entrance.

<« Diet Sayler, Ambient cinetic. Camera tdcerii, Pitesti, 1970-1971, print fotografic, 2019.
Diet Sayler, Kinetic Environment. The Chamber of Silence, Pitesti, 1970-1971, photographic print, 2019.

<« Vedere din cronologia Context Romanian Art Today. Pe ecran: Irina Petrescu la repetitiile spectacolului Leonce si Lena, regia Liviu Ciulei, imagine film Arhiva TVR, 1970.
View from chronology Context Romanian Art Today. On screen: Irina Petrescu at the rehearsals of the show Leonce and Lena, directed by Liviu Ciulei, film image TVR Archive, 1970.

24 Argumente, titlul inspirat de un poem al lui Paul Neagu din 1984, este o
expozitie preponderent masculing, exceptiile fiind Ritzi Jacobi, prezentata

n conjunctie cu partenerul sdu Peter, si coregrafa Miriam Raducanu, a carei
contributie in expozitie, piesa Genezd din 1971, este pusd in scend de artista
Madalina Dan, printr-un performance realizat in cateva momente, repetate
din cand in cand pe durata expozitiei. In lipsa performance-ului a fost expus, ca
marturie, un piedestal-platformd, negru. O aluzie subtild, dar convingatoare, a
absentei — dar si a putintei de a recupera, peste timp, ceea ce rdmane pretios
dintr-o experientd creatoare de varf, precum face aceasta expozitie, in felul ei

exemplara.

The 24 Arguments exhibition, whose title is inspired by Paul Neagu'’s poem (1984),
is male-dominated, with the exception of Ritzi Jacobj, who is presented alongside
her partner, Peter, and choreographer Miriam Raducanu, whose contribution in

the exhibition is performed by Madalina Dan and consists of various acts, played
out throughout the exhibition. When no performance takes place, a black pedestal is

exhibited as a testimony, a subtle but also compelling hint at absence.

(Translated by Mdlina Paladl)
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FAMILIA ARTISTICA MAITEC
THE MAITEC ARTIST FAMILY

Text: Magda Carneci

LEMN AUR LUMINA / LIGHT GOLD WOOD
Artisti: Ovidiu, Sultana, Dana & Stephane Maitec
Muzeul National de Arta al Romaniei, Bucuresti
30.10.2019 — 30.01.2020

Curatoare: Irina Ungureanu
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A Ovidiu Maitec: Radar II, 1970, lemn de nuc, Kettle’s Yard, University of Cambridge, Anglia
Ovidiu Maitec: Radar Il, 1970, walnut wood, Kettle’s Yard, University of Cambridge, England

<« Sultana Maitec: Pomona geamédna, 2001, colectie privatd
Sultana Maitec: Pomona twin, 2001, private collection

“Proximitate, confluentd, fluiditate, ex-
periment, dar mai ales inovatie si ciu-
tarea propriului limbaj artistic: aceasta
este povestea Maitec, care acopera peste
8 decenii de creatie artisticd, o poveste
despre lemn, foiti de aur si experiment
fotografic, sau, cu alte cuvinte, istoria
unei familii spusa vizual, in care arta
invinge, de multe ori, istoria.”

“Proximity, confluence, fluidity, exper-
iment, but first and foremost innova-

tion and the search for a personal artistic
language: this is the Maitec story, covering
almost eight decades of artistic creation,

a story about wood, gold leaf, and photo-
graphic experiment, or, in other words, the
visual narrative of a family, in which art
often vanquishes history.”
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Sub aceastad fraza elocventa a stat marea expozitie Maitec de la finele lui
2019, un eveniment important al scenei artistice romanesti, curatoriat cu brio
de Irina Ungureanu, care a asigurat si textul excelentului catalog. Excelenta
este cuvantul de ordine al acestei desfasurari impresionante de vizualitate
modern-postmodernd de bung calitate, in spatiul celor doud ample sdli de la
parter ale Muzeului de Artd al Romaniei, locul de consacrare al artistilor romani
importanti.

Tn prima sal3, cea mai mare, s-au putut vedea, impreuns, dou3 retrospective:
Ovidiu Maitec cu 70 de lucréri de sculpturd si Sultana Maitec cu 5o de lucrari de
picturd. Ele au confirmat ceea ce stiam de mult, dar avea nevoie sa fie readus
n memoria culturald activa de azi. Ovidiu Maitec (1925-2007) este unul dintre
marii sculptori romani ai ultimilor 5o de ani, iar Sultana Maitec (1928-2016)
rdmane o pictorita aparte, unica in felul ei in peisajul vizual local.
Incepandu-si cariera in timpul realismului socialist, Ovidiu Maitec descopera
n anii ‘60 modernismul occidental si are sansa unor cdldtorii, expozitii si
intdlniri emulatoare, care fi vor schimba destinul: descoperit de galeristul
scotian Richard Demarco si de colectionarul britanic Jim Ede, Maitec va
expune repetat in Anglia si la Bienala de la Venetia, intrand in celebre colectii
europene. Arta sa descopera cu fervoare impactul tehnologic si abstractizarea
formei inspre non-figurativ. Perforatiile ritmice ale lemnului, materialul

sau preferat, raman inovatia sa tehnica principala si marca sa vizuald
inconfundabild, cu care reuseste sa propuna un limbaj epurat, esentializat, al
formei in spatiu si lumind, adecvat temelor aulice sau concret-mundane. Din
pacate, un incendiu din timpul Revolutiei din decembrie 1989 a transformat
n cenusd o bund parte a operei sale. Ceea ce vedem in expozitie reprezinta
lucrari mai noi si de mici dimensiuni, sau lucrari aduse de la muzeele de arta
din tard. Totusi impresia de ansambly, in ciuda unei densitati mari a expunerii,
rdmane una de pondere, profunzime si monumentalitate, pe masura
~modernismului clasic” bine implinit, pe care sculptorul il ilustreazd cu brio.
Alaturi de sculpturi, picturile de mari si mici dimensiuni ale Sultanei Maitec
ilustreaza o altd fatetd a modernismului: alegand inca din anii ‘60 sd lucreze
n tehnica foitei de aur pe intreaga suprafata a panzei, ea alege implicit
nonfigurativul ca punct de fuga al vizualului ca formula de exprimare absoluta
a artei. Rafindnd o memorie vag post-bizantina cu un modernism interiorizat,
picturile sale sunt non-dimensionale si epurate, impresionante ,icoane

fara transcendenta”, cu putinele lor elemente abia sugerate pe suprafetele
abstracte si stralucitoare, uneori orbitoare, de aur. Lucrdrile expuse acum nu
sunt totusi cele mai impozante din productia artistei, unele de mari dimensiuni
neputand fi aduse de la diferite muzee si institutii din tara.

in cea de-a doua sal3, ceva mai mic&, am descoperit partea de noutate
spectaculard a acestei expozitii masive, anume productia recenta a cuplului
Dana si Stephane Maitec (fiul lui Ovidiu si al Sultanei). Fotografi profesionisti
rezidenti la Paris, cu o substantiala carierd internationala in mass-media

si fashion, cei doi propun acum o serie noua intitulatd Reflections. Aceasta
constituie o explorare inedita a unui nou mod de a face fotografie, la granita
dintre abstractie si light sculpting. Panourile expuse pe pereti sau in spatiu,

n culori stralucitoare si cu contururi dintre cele mai neprevazute, pot parea
picturd op-art sau printuri digitale sofisticate, cand de fapt sunt fotografii

ale unor reflexe, pe suprafete de oglinda ondulate, ale unor corpuri diverse

ca forma si culoare, ce se descompun fascinant si sunt captate fotografic in
momente de specularitate seducatoare. Ingenioase ca efect vizual pe cat de
simple ca tehnica, ele ilustreaza un demers remarcabil de a integra lumina

si spectrul ei colorat in spatiul virtual al imaginii intr-un mod cat se poate de

contemporan si de adaptat sensibilitatii kinestezice de azi.
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The great Maitec exhibit from the end of the 2019 was guided by this eloquent
sentence; an important event of the Romanian arts scene, wonderfully curated by
Irina Ungureanu, who also took care of the text of this excellent catalogue. Excellence
s the defining word of this impressive unfolding of modern-postmodern good-quality
visual art, in the space of the two large rooms on the ground floor of the Romanian
Museum of Art, the place where important Romanian artists receive consecration.

In the first room, the largest one, two retrospectives could be enjoyed: Ovidiu Maitec,
with 70 works of sculpture, and Sultana Maitec, with 50 works of painting. They
confirmed what we have known for a long time, but had to be reinserted in the active
cultural memory of today. Ovidiu Maitec (1925-2007) is one of the major Romanian
sculptors of the last 5o years, and Sultana Maitec (1928-2016) is a special and unique
painter in the local visual landscape.

Ovidiu Maitec, beginning his career during Socialist Realism, discovers Western
Modernism in the 6os and has the opportunity to travel, visit exhibitions and

attend meetings, all of which will change his destiny: discovered by Scottish gallery
owner Richard Demarco and by British collector Jim Ede, Maitec will have his works
repeatedly exhibited in Britain and at the Venice Biennale, entering famous European
collections. His art fervently discovers the impact of technology and the abstraction
of form towards the non-figurative. The rhythmic perforations of wood, his favorite
material, remain his main technical innovation and his unmistakable visual mark,
with which he manages to propose an essentialized, purged language of the form in
space and light, suitable for concrete-mundane and academic topics. Unfortunately, a
fire during the December 1989 Revolution, turned a major part of his works to ashes.
What we see in this exhibit are newer and smaller works, or works brought from other
art museums. However, the impression as a whole, in spite of the huge density, is
one of moderation, depth and monumentality, according to a well-grown “classical
modernism” which the sculptor illustrates perfectly.

Alongside sculptures, the large and smaller paintings of Sultana Maitec illustrate
another face of modernism: choosing since the 1960s to work with the gold leaf
technigue on the entire surface of the canvas, she implicitly chooses the non-figurative
as a visual point of flight, as an absolute formula of artistic expression. Refining a
vaguely post-Byzantine memory with an interiorized modernism, her paintings are
non-dimensional and purged, impressive “icons without transcendence”; their few
elements are barely suggested on the abstract shiny, sometimes blinding, golden
surfaces. The works exhibited here are not the most impressive from the artist's
production; some larger ones could not be brought from the various other museums
and institutions.

In the second, somewhat smaller, room we discovered the spectacular novelty of
this massive exhibition, that is, the recent works of the couple Dana and Stephane
Maitec (son of Ovidiu and Sultana). Professional photographers who live in Paris, with
a substantial international career in mass-media and fashion, the two proposed a
new series called Reflections. It is a novel exploration of a new way to photograph,
on the border between abstraction and light sculpting. The panel, exposed on the
walls or inside the space, in bright colors and with surprising contours, may look like
op-art painting or sophisticated digital prints, but actually they are photographs of
reflections on bent mirror surfaces, of various bodies in terms of shape and color,
which are fascinatingly decomposing and are photographically captured in moments
of seductive specularity. Ingenious as a visual effect and simple in terms of technique,
they illustrate a remarkable effort to integrate light and its colored spectrum in

the virtual space of the image in a contemporary manner, adapted to the current

kinesthetic sensitivity.

(Translated by Daniel Clinci)

A Dana & Stephane Maitec: Reflectie in oglinda #50, 2019
Dana & Stephane Maitec: Mirror Reflections #50, 2019
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Fardul ca o sérb&toare, ulei pe panz&, 150 x 200 cm
The balm as a holiday, oil on canvas, 150 x 200 cm

IOAN AUREL MURESAN

EROTIKONIA

Eroticonia: imagini intr-o abordare figurativa a temei, dar cu forme
simbolice, mitice, dintr-o viziune postmoderng, care ii pune in valoare in
continuare artistului inclinatia spre fabulos, spre imaginar, admirabilul simt
compozitional, calitdtile sale de mare colorist. O temd n care probleme de

antropologie erotica se conjuga cu cele de sociologie, filozofie, psihologie,
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Texte: Maria Zintz,
Ramona Novicov

EROTIKONIA

loan Aurel Muresan

Muzeul Tarii Crisurilor Oradea
19.11.2019 — 02.02.2020

ntr-un complex de metamorfoze mentale si schimbari de opticd. Nu cunosc
n arta postmodernd din Roménia o abordare de aceasta amploare, aducand
n prim-plan aspecte ale eroticului, cu accent pe latura sexval-senzuald a
imaginarului, odata cu iesirea in lumind a valorilor ce tin de corpul uman si

de fantezia placerii si a dorintei. Este o cdutare (febrild) a sensului si a locului
erosului in viata cotidiand, a semnificatiilor ontologice, etice, estetice pe care
acesta le instituie intr-un imaginar polivalent.

loan Aurel Muresan are o atitudine mai curdnd constatatoare. El observa
personajele, le urmdreste curios, cu condescendentd uneori, le dezvaluie
seductia ce inseamna ambiguitate si un joc al disimularii, pune sub semnul
vizibilului ceva din vietile lor si, recurgand la ,magic”, le salveaza farmecul.
Sunt curtezane intr-un regat al rosului, al rosurilor care primesc valori nuantate
simbolic, mai ales rosu carmin, un rosu care arde pan la carbonizare. Ins3
Hetairele din tablourile lui Muresan nu au nimic de-a face cu anticele curtezane
erudite. Sunt femei preocupate de trupul lor, de postura, cu fetele ascunse ori
neindividualizate. Apartin mai curdnd unei societati consumiste, hedoniste,
postmoderne, |asand totul la vedere sau aproape totul. Lucrdrile sunt gandite
pentru a exprima stari, dar mai ales situatii, incluzand si pulsiuni refulate,
mituri, arhetipuri, dar si reverii, vise prin forme simbolice sau prin forme

care fac ca mesajul sd fie unul transant. Escorte, curtezane, hetaire, sunt
imagini vizuale ale , discursului” sdu despre erotic, in care Muresan a folosit

o diversitate de ,grile”, de la cea psihologica la cea psihanaliticg, el avand

de altfel de-a lungul timpului o relatie speciala cu simbolicul si imaginarul.
Tablourile spun o poveste cu mijloace figurative si simbolice. Regatul rosului
din aceste picturi este plin de primejdii, de drame. lar mesajul? Fiecare

privitor poate sd aibd propria sa parere pentru ca corpul poate fi locul interior
al libertatii sale, o constructie simbolica si totodata suportul conceptiilor

si practicilor unei epoci. loan Aurel Muresan reprezinta tema erosului cu
ntelegerea artistului care a ajuns demult la maturitatea intelectuala si
creatoare a unui magician al culorilor. O picturd figurativa intr-o tratare
sintetica, in care formele nonfigurative, abstracte, contribuie la expresivitatea
lucrérilor, cu forta poetica. Intensitatea cromatica a lucrarilor ne aminteste

cd poeticele expresioniste, fauviste si suprarealiste au fost asimilate de artist
ntr-un mod original. lar modul in care au loc desfasurarile narative si prezenta
unor figuri animaliere si simbolice ne poartd printr-o célatorie pana in arta (si
lumea) egipteand ori greaca. O pictura care ne invita la meditatie, la célatorii in
adancul nostru, iar mirajul este omniprezent. Cromatic, predomina rosul intr-o
multitudine de nuante, cu semne marunte, incarcate energetic, si in functie
de sensul imprimat imaginii apare si verdele, negrul, griurile colorate, griurile
violacee, pasta fiind mai densa, tremuratoare, aspra, dar uneori si matasoasa,
delicata. loan Aurel Muresan este un magician al culorilor, care nu inceteazd sa
ma vimeasca prin felul in care exprima, fara ostentatie, cu mijloacele picturii,
accesul la valorile infinite ale vietii, printr-o sugestiva acomodare a operei
ntre figurativ si abstract. A pornit de la o idee post-moderng, dar imaginarul

si implicit pictura si-a urmat drumul propriu, intr-o célatorie in care, prin

recurgerea la trupul feminin, a depasit primele intentii de abordare a eroticului.

La fel ca in viata, drumul incepe pentru a-si urma destinul, prin numeroase
trasee, adeseori uluitoare, de unde nu lipseste fabulosul. Fascinantd aceasta
lume, mai ales datorita cromaticii, dar si simtului componistic coerent. Aceasta
ametitoare poveste, in care protagonist este nudul feminin, erosul, inseamna
pana la urma Picturd, si putem afirma inca o data ca loan Aurel Muresan este

unul dintre cei mai importanti pictori romani contemporani.

Maria Zintz

Eroticonia: images in a figurative approach of the topic, but with symbolic, mythical
forms, from a postmodern vision which continuously emphasizes the artist’s
inclination towards the fabulous, the imaginary, his admirable sense of composition,
his qualities as a great colorist. It is a topic in which issues of erotic anthropology

are combined with sociology, philosophy, psychology, in a complex of mental
metamorphoses and changes of perspective. | do not know of such a wide approach
in postmodern Romanian art, bringing forth aspects of the erotic, with an emphasis
on the sexual-sensual aspect of the imaginary, together with the unveiling of values
linked to the human body and to the fantasy of pleasure and desire. It is a (obsessive)
search for meaning and the place of the erotic in everyday life, the ontological, ethical
and aesthetic meanings instituted in a polyvalent imaginary.

loan Aurel Muresan’s attitude is more one of recording. He notices the characters,
follows them with curiosity, sometimes with condescendence, unveils their seduction,
both ambiguity and play of dissimulation, places some of their lives under the sign
of the visible and, resorting to ‘magic,” he saves their charm. These are courtesans

in a kingdom of red which receive symbolically nuanced values, especially carmine
red, a red that burns to the point of carbonization. But the Hetaira of Muresan’s
paintings have nothing to do with the ancient erudite courtesans. They are women
preoccupied with their bodies, their posture, with hidden, not individualized, faces.
They belong to a consumerist, hedonistic, postmodern society which lets everything,
oralmost everything, in plain sight. The works are designed to express states, but also
situations, including repressed emotions, myths, archetypes, but also daydreams,
dreams in symbolic forms or forms that make the message more percussive. Escorts,
courtesans, hetaira, they are all visual images of his “discourse” on the erotic, in
which Muresan used a diversity of “approaches,” from the psychological one to the
psychoanalytic one, having a special relation with the symbolic and the imaginary
over time. The paintings tell a story with figurative and symbolic means. The kingdom
of red in these paintings is full of perils and tragedies. And the message? Each

viewer may have their own opinion because the body can be the internal place of
their freedom, a symbolic construction, and the support of concepts and practices

of an epoch. loan Aurel Muresan represents the topic of Eros with the insight of the
artist that has long reached the intellectual and creative maturity of a magician of
color. Itis a figurative painting in a synthetic treatment, in which the non-figurative,
abstract forms contribute to the expressivity of the paintings with a poetic force.

The chromatic intensity of the works reminds us that Expressionist, Fauvist and
Surrealist poetics were assimilated by the artist in an original manner. And the way
in which the narrative unfolding and the presence of animal and symbolic figures
carries us on a journey to the Greek or Egyptian art (and world). It is a painting that
invites us to meditate, to travel deep inside ourselves, and the mirage is omnipresent.
Chromatically, the predominant color is red, in a multitude of shades, with small,
energetically charged signs, and, according to the meaning of the image, green,
black, colored grays, purple grays appear; the paste is denser, trembling, harsh, but
sometimes more silky, delicate. loan Aurel Muresan is a magician of color who does
not cease to amaze me through the way he expresses without ostentation, within
the means of painting, the access to the infinite values of life, through a suggestive
accommodation of the work between the figurative and the abstract. It started from
a postmodern idea, but the imaginary and implicitly the painting followed their own
way, on a journey which surpassed the first intentions to approach the erotic through
the recourse to the feminine body. As in life, the road begins by following its destiny,
through numerous paths, sometimes amazing ones, in which the fabulous is present.
This dazzling narrative, in which the main actor is the feminine nude, the erotic,
ultimately means Painting, and we can once again assert that loan Aurel Muresan is

one of the most important contemporary Romanian painters.
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IOAN AUREL MURESAN

RROSE_IKONIA

Desigur, toujours du Duchamp, toujour du Baudelaire. Lux, calm si alunecare
ntre planuri, lumi, fictiuni. Pictat de un maestru al seductiei si, deopotrivd, de
un fervent vizitator al Bibliotecii Babel, panopticum-ul debordand de erotism
al lui loan Aurel Muresan pare, la o privire fugitiva, un nesfarsit epitalam. Dar
corturile Seherezadei din Cdldtoriile magice ale ducelui d’Ivry au disparut, cum
disparute sunt si peisajele fulgurante ale Ultransilvaniei, seriile anterioare

ale pictorului. Regdsim doar ideogramele Escortelor, prinse acum, asemeni
unor cabosoane, intr-o pictura cu totul alta decat tot ceea ce a precedat-o.
Peisajele s-au risipit in vise despre peisaje, trupurile s-au transfigurat in vise
despre iubire. Si poate tocmai acest plan al nevazutelor, ci doar visatelor iubiri,
conferd substanta poeticd atat de densd sarabandei de nimfe, hetaire, escorte,
dame de companie, efemeride — tuturor acestor plasmuiri care, cu oricate
eufemisme ar fi numite, nu au identitate, pentru cd nu au chip, nu au privire.
Cu o singura exceptie, careia fi putem atribui un rol simbolic, absolut toate
celelalte fapturi sunt reprezentate aprosopos, fara chip, asa cum sunt sclavii.
Nu au existenta in sine, sunt doar insotitoare, sunt fiinte ale intervalului. Ele
sunt nimfe, asa cum le si numeste Pictorul, si nu pot zbura decat in reverii

sau fn somn. Sunt prizonierele intervalului in care le este permis sa se miste,
adica in vitrinele castelului lui Barba-Albastra din cartierele felinarelor rosii.
Lumea lor e o lume inchisd, hortus closus cu cod de bare, usi glisante de sticla
si leduri stridente. Nu ni se spune nimic despre ele —sunt Idsate sa fie, fiecare,
aparitii misterioase, impredictibile, migscandu-se pe granite tdioase, iar lumina
amard, pudratd egal, asemenea fainii de orez pe chipul gheiselor, le face si
mai fantomatice, si mai de neatins. Tiparele siluetelor, desi par decupate

cu bisturiul, imaginand un triplu d‘aprés Cranach-Ingres-Matisse, devin
campuri cromatice de o gratie inefabild, ale caror penumbre sidefii, viorii,
trandafirii, etaland game de ocruri de o incredibila transparenta, luminozitate
si delicatete, evoca nudurile lui Bonnard, Pallady sau cele ale miniaturilor
mogule. Impins spre limita reprezentarii cromatice, o silueta profilatd pe un
totem e aproape evanescenta pura.

Secvential, fetele sunt duse, aduse si expuse pe un traseu inchis, ce alunecd
doar pe orizontala nevazutelor vitrine. Nu ne este permis sa pasim dincolo

de prag: mirobolantul peep show e despartit transant de noi, privitorii, de
praguri din lame de oglinzi sparte sau garduri din plante tepoase, deloc
prietenoase. Trupurile nimfelor sunt protejate de zone de securitate de o
sélbatica dezlantuire picturala. Vitalitatea acestor trupuri polisate in aerul
rarefiat al dioramelor este centrifugata spre campurile picturale de la marginea
imaginilor cu intensitatea unui ciclotron. Totul se resoarbe, explodeaza si se
disciplineaza cu o forta martiala teribila, desfasurata pe toata gama de nuante
si accente cuprinsa in intervalul dintre limbajul plastic informal, figurativ si
abstract geometric, iar sincopele si disonantele se conjuga intr-un spectacol
pictural cu circuit inchis, pus cu tandra ironie sub semnul regal si de sacrificiu al

rosului magenta.
Ramona Novicov
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Of course, toujours du Duchamp, toujours du Baudelaire. Luxury, calm and a slide
between planes, worlds, fictions. Painted by a master of seduction and, at the same
time, a frequent visitor of the Babel Library, the panopticon, full of eroticism, of loan
Aurel Muresan seems to be, at a glance, an endless epithalamus. But the tents of

the Scheherazade from The magic journeys of the Duke d’lvry are gone, as are

the meteoric landscapes of Ultransylvania, the painter’s previous series. We only
find the ideograms of the Escorts, depicted now like cabochons in a painting that is
very different from the preceding one. The landscapes have become dreams about
landscapes; bodies have turned into dreams about love. And maybe it is this plane of
the unseen but dreamed love that offers the dense poetic substance of the multitude
of nymphs, escorts, ephemerides, hetaireia — all these figures, no matter how many
euphemisms might be used to name them, have no identity because they have no
face, no gaze. There is only one exception, with a symbolic role, but all the other
creatures are represented aprosopos, without a face, like slaves. They do not exist in
themselves and are only companions, beings of the interval. They are nymphs, as the
painter calls them, and they can only fly in dreams and sleep. They are prisoners of
the interval in which they are allowed to move, that is, the storefronts of Bluebeard'’s
castle from the red light districts. Their world is closed, hortus closus, with a barcode,
sliding glass doors and bright LEDs. We are told nothing about them — they are left to
move on cutting edges, each a mysterious and unpredictable creature, and the equal
bitter light, powdered like rice flour on the faces of the geishas, makes them even more
ghostly, more untouchable. The silhouettes’ patterns, although they seem cut with a
scalpel, imagining a triple d'aprés Cranach-Ingres-Matisse, they become chromatic
fields of ineffable grace, whose rosy, ivory and violet shadows, and an incredibly
transparent, luminous and delicate palette of ochre, evoke Bonnard’s, Pallady’s or
Moghul miniature nudes. Pushed towards the limit of chromatic representation, a
silhouette on a totem is almost pure evanescence.

Sequentially, the girls are brought, taken and exposed in a closed circutt, sliding on the
horizontal of the unseen storefronts. We are not allowed to pass over the threshold;
the wonderful peep show is clearly separated from us, the viewers, by shards of
broken mirrors of fences of thorny, unfriendly plants. The bodies of the nymphs are
protected by security areas, a savage visual unleashing. The vitality of these polished
bodies in the rarefied air of the dioramas is centrifuged towards the pictural fields from
the edge of the images with the intensity of cyclotron. All is reabsorbed, exploded and
disciplined with a terrible martial force, unfolded on the entire palette of nuances and
accents between the informal, figurative and geometrically abstract plastic language,
and the syncopation and dissonance are brought together in a closed circuit painting

spectacle, placed with tender irony under the royal and sacrificial sign of magenta red.

(Both texts were translated by Daniel Clinci)

» Ioan Aurel Muresan, Hetaire, ulei pe panzd, 150 x 200 cm
loan Aurel Muresan, Hetaire, oil on canvas, 150 x 200 cm

» » Ioan Aurel Muresan, Rosa canina, ulei pe panzd, 150 x 200 cm
loan Aurel Muresan, Rosa canina, oil on canvas, 150 x 200 cm
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ADN-UL SAU NELINISTEA MORTII
DNA OR THE RESTLESSNESS OF DEATH

Text: Ana Petrovici-Popescu

SAT SIORTODOXIE [VILLAGE AND ORTHODOXY. CHRISTIAN PARASCHIV
Centrul Cultural ,Palatele Brancovenesti de la Portile Bucurestiului”

24.08. - 27.09. 2019

Curatoare: Ana Petrovici-Popescu

Sat si Ortodoxie este rezultatul unui balans, al unui amestec intre istoria
recenta si identitatea artistului care simte nevoia raportdrii la o forma de
viatd originarg, la ,legea locului”, la ,nomos-ul” romanesc, artistul parand

a fiin cdutarea unei impacari care sd-i confirme propria existentd, printr-o
recapitulare a vietii sale si a valorilor care o subintind. Cele doua repere ale
traditiei, satul si ortodoxia, sunt privite cu o reflectie matura si distanta la
ceea ce inseamna de fapt comunitatea: obiceiuri, credinte si viata impreuna.
Satul este vdzut, in mod obiectiv, din postura unui expatriat care observa
indiferenta fata de patrimoniul cultural si degradarea fireasca a lucrurilor, ceea
ce fi provoaca o dorintd urgenta de a pastra memoria colectiva, de a recupera
obiectele care au apartinut unei lumi care parea a fi asezatd, constientd de
propriile valori.

Expozitia are mai multe posibilitati de citire, fiecare nou inteles dénd
profunzime sau crednd o noua logicd, un nou firesc, o nonliniaritate a Nomos-
ului. O prima interpretare este cea care abordeaza si interogheaza traditia
satului —as mentiona romburile realizate din panzele numite Corp pentru
spatiu, serie care face referire la cerul instelat intalnit la sat — care e, intr-o
anumita masura, in contradictie cu semnificatia diurng, solara a acestui simbol
n credinta populara (vezi lucrarea Strunga, amplasata sugestiv intr-un spatiu
ngust de trecere). Totodata, expozitia poate fiinteleasd si in cheie feminista,
femeia pare sa fsi revendice dreptul de a construi lumea alaturi de barbat, un
exemplu ar fiinterpretarea feminina a Uscdtorului de sticle (Bottle dryer) a lui
Duchamp, sau seria Temelor, realizata din cearsafuri-panze patate, care pune
n discutie reprezentarea femeii in relatie cu convingerile pagane-satesti.

O alta perspectiva care se aldtura celor doua este cea consumeristd, cu

aluzii la logourile modei actuale inserate discret sau cu micile etichete de pe

s

obiecte care ,insemneazd” orice intdlnesc in cale, chiar si moartea. Pe langa
cele trei directii de citire, avem si o versiune biografica. Aceasta porneste cu
doua lucrdri realizate la un an dupd stabilirea artistului la Paris: aici culorile
tari, dramatice, vorbesc despre schimbarea viscerala a demersului artistic in
contact cu o noud lume mult mai agresiva si mai putin dispusa s accepte sau
sa acomodeze un nou venit. Apoi continua cu certificatul de botez al artistului,
aranjamentul de tip bazar al obiectelor cu conotatii politice, religioase si
personale, seria Corp pentru spatiu realizata din fulgi si insigne care amintesc
de jocurile copilariei, dar si de preocuparea artistului pentru modalitati
diferite de reprezentare si realitati alternative care coexista, siin fine seria
Temelor care evoca procesul de invdtare prin repetitie asemanator deprinderii
obiceiurilor. Toate aceste perspective (si altele posibile) tesute prin amestecul
constient si nonconstient al diferitelor simturi — vizual, tactil si gustativ — pot

fi parcurse separat sau impreuna deoarece lucrdrile, cu cat sunt puse in relatie
unele cu altele, cu atat mai mult vor pretinde un alt sens, generdndu-se astfel
un efect treptat de defamiliarizare aflat sub semnul identitatii si biografiei
artistului.

Cultura satului, a comunitatii sub doua regimuri politice (comunist,
postcomunist) si-a cautat o viatd proprie si a reusit sa reziste sub diferite
forme, insa a fost necesara adaptarea la noile conditii, la noi norme care au
patruns in toate ungherele vietii si prin care identitatea personala era cumva
amanata. Demersul acestei expozitii urmareste si aceste acomodari care par
sa fi avutimpact sila nivel genetic, care la randul lui s-a transformat si a creat
noi tipologii umane capabile s& creeze lumi posibile. in acest sens, lucrérile din
expozitie par impregnate cu ADN-ul vizual al artistului, ceea ce poate insemna,
pe de-o parte, constientizarea lipsei timpului, o asumare a fricii de moarte,
nsd tratata cu umor — umorul este o forméd de adaptare si imprietenire, o

modalitate de a face fata necunoscutului, inevitabilului; iar moartea, pe langa

Village and Orthodoxy is the result of a balance, a merging between the recent
history and the artist’s identity, who feels the need to relate to a new native life, to the
“law of the place” and to the Romanian "nomos. “The artist seems to be searching for
peace in order to justify his own existence, consisting of a remembrance of his own life
and the values that are imbued in it. Village and orthodoxy, the two pillars of tradition,
are contemplated in a mature and detached manner, reflecting on what community
means: customs, beliefs and togetherness. From the position of an expatriate, the
artist objectively observes the village and witnesses the indifference towards the
cultural heritage and the natural decay of things, which stirs an urgent eagerness to
preserve the collective memory and to retrieve the objects belonging to another world,
a well-established one, aware of its own values.

The exhibition can be explored in several ways, every new implication gives
consistency or creates a new logic, a new normality and a non-linearity of Nomos.
One of its interpretation approaches the village’s tradition — it is worth mentioning
the rhombus shapes made with linen called Body for space, which references the
starry sky above the village — this symbol however is, to a certain extent, inconsistent
with the significance of the day and sun according to the popular belief (see the work
Strunga, subtly placed in a narrow space). At the same time, the exhibition can be
perceived from a feminist perspective, where the woman reclaimed her right to build
the world around her alongside man. An example would be the feminine interpretation
of Duchamp’s Bottle dryer or the series of artworks called Topics, made out of
stained cloth, which disputes woman’s representation according to the traditional
pagan beliefs. Another perspective on the exhibition can be that of a consumerist
view, alluding to the discreetly embedded logos of current trends, or to the little

labels on any object, even death. Beside these three possibilities of interpreting the
exhibition, there is also the biographical element, which comprises two artworks
created in the first year after the artist’s move to Paris: the glaring and dramatic colors
reveal the inherent change of the artist’s style as a result of entering a new, much
more aggressive world, one less willing to accept or accommodate a new-comer.

This theme carries onto the artist’s birth certificate, the bazaar type display of objects
with personal, political and religious connotations, with the series Body for space
created out of feathers and badges which hint at childhood games, but also at the
artist’s preoccupation with the various possibilities of representation and coexisting
alternative realities, and finally the series Topics, which discloses the learning process
through repetition similarly to the establishment of customs. All these perspectives
(and other possible ones), woven with the conscious and unconscious synesthesia of
various senses — visual, tactile, gustative — can be explored separately, or all at once
because the more related to one another the artworks are the more varied meanings
they project, thus generating a sense of alienation under the seal of the artist’s identity
and biography.

The culture of the village, of the community, experiencing two political regimes
(communist and post-communist) sought its own destiny and managed to hang
together in various forms, compelled to adapt to the new conditions and to the new
norms which penetrated every corner of life, stripping down personal identity. The
concept of this exhibition pursues these accommodations as well, which seem to have
a great impact on a genetic level, later transforming itself and creating new typologies
of people, able to build other possible worlds. In this regard, the artworks appear to

be impregnated with the artist’s visual DNA, meaning on one hand the awareness
regarding the lack of time and accepting the fear of death, but treating it with
humor —humor is a form of adaptation and amiability, a way to face the unknown
and the inevitable; however not only does death imply physical disappearance but
also forgetting and falling silent, or so we are reminded through the artwork Scythe,
whose reference is also reclaimed by the artist. On the other hand, it can hint at a

capitalist behavior, through which the artist’s identity turns into a commercial product,
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disparitia fizica, inseamna si vitare sau nerostire, astfel ca avem un reminder
n lucrarea Coasa, a cdrei trimitere este de asemenea revendicata de artist. Pe
de alta parte, aceasta poate face referire la un comportament de tip capitalist,
identitatea artistului transformandu-se intr-un produs de consum, preluand o
parte din estetica reclamelor americane pentru a sublinia necesitatea pastrarii
identitatii personale intr-un spatiu in care atat comunismul cat si capitalismul
au stabilit caractere formale.

Una dintre seriile cele mai prezente cantitativ in cadrul expozitiei este cea a
Murdturilor, care incepe in anul 1972 si continua pana in prezent, comportand
diferite modalitati de reprezentare, de la trompe l'oeil pana la framantari

ale materiei care citeaza scanarea corporald. Seria Murdturilor devine o
marturie a spatiului romanesc, balcanic, amintind de ordnduirea sateascd,
nsa aglomerarea de borcane cu provizii — cdmara plind de muraturi — poate
evoca obsesia lipsei, a fricii de foamete... a fricii in general. Intre timp,
tendinta omului contemporan de a se preocupa mai mult de hrana, de ceea
ce manancd, a adus acest obicei in actualitate si i-a dat o altd semnificatie.
Mancarea gatita ca pe vremuri este valorizat3, traditia pare s3 fie importanta
mai intdi pentru sinatate si apoi pentru ceea ce reprezinta. in acelasi timp,
seria al carei gust acru poate facilita trecerea cdtre zona memoriei personale,
romanesti — un soi de madeleine a lui Proust —, dobandeste insemnatate
deosebitd pentru cineva departe de tara deoarece i poate oferi un sentiment
de sigurantd, de regasire a reperelor identitatii colective.

Identitatea artistului este prezenta in expozitie in toate etapele vietii prin
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embracing a part of the American advertisement esthetics in order to emphasize

the need of protecting personal identity in a society where both communism and
capitalism have established formal dispositions.

One of the biggest series within the exhibition is Muraturilor (Pickles) which started
in 1972 and is still carried out to this day, encompassing various possibilities of
representation, from trompe l'oeil to the kneading of matter in reference to a body
scan. The series Muraturilor (Pickles) becomes a testimony for the Romanian or
Balkan space, alluding to the village customs, however the congestions of jars full

of food — pantries full of pickles — could actually reveal an obsession for poverty or
the fear of famine... fear in general. Meanwhile, contemporary people’s tendency to
worry about what they eat brought this custom back in actuality and gave it another
meaning. Food, prepared as our ancestors did, is very appreciated, tradition is primarily
valved for its health benefits, rather than what it actually stands for. At the same
time, the series, whose sour taste can make its way towards the Romanian personal
memory — a sort of Proust’s madeleine — gains a distinct significance for someone far
away from the motherland because it can provide them with a feeling of safety and of
regaining the collective identity’s virtues.

All of the artist’s life stages can be seen as part of the exhibition, where he relates to
the village as a birth place, although the artist confesses that he has grown up in the
capital — Christian Paraschiv reveals himself in the last room of Palatelor Brancovenesti
through a canvas where a manhole cover with the name Bucuresci is painted —and
at the same time, he highlights some Orthodoxy symbols: the shape of the cross and

also its denial, sheepskin, print of angels’ wings or saints, which are humanized and

A Instalatie politicd (1989); ¢ 45 / Obiecte necesare; Suprafata variabild
Political installation (1989); ¢ 45 / Required Objects; variable area

< Sat si ortodoxie (2017); Instalatie politicd; 6 borcane cu muraturi
Village and Orthodoxy (2017); Political installation; 6 jars with pickles

Prima pagind: Sat si ortodoxie Mucenigi (2008); ulei pe pinza; 75 x 100 cm / 2015
First page: Village and Orthodoxy Mucenici (2008); oil on canvas; 75 x 100 cm / 2015

Pagina 3: Sat si ortodoxie (2008); Metal, obiect sticld; 124 x 55 x 25 cm
Page 3: Village and Orthodoxy (2008); Metal, glass object; 124 x 55 x 25 cm

Pagina 4: Rana (1987-90); Blana, Rasind, Pigment Rosu; 65 X 40 cm
Page 4: The Wound; 1987-90; Fur, Resin, Red Pigment; 65 X 40 cm

Credit foto Sever Petrovici-Popescu

raportare la sat, ca loc de origine, desi artistul marturiseste ca a crescut in
capitala — Christian Paraschiv se deconspird in ultima camera a Palatelor
Brancovenesti prin panza care infatiseaza un capac de canal cu numele de
Bucuresci—, si in acelasi timp puncteaza cateva simboluri ale ortodoxiei: forma
crucii si negarea ei, pieile de oaie, amprenta unor aripi de inger si mucenicii, pe
care le umanizeaza si le imblanzeste, punénd la final fara nostalgie intrebarea:
Ce inseamnd satul si ortodoxia in zilele noastre?, intrebare la care trebuie sé ne

raspundem sincer fiecare.
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tamed, in the end asking without nostalgia: What do village and Orthodoxy mean

nowadays? A question which everyone should answer sincerely, to themselves.

(Translated by Marina Paladi)
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Text: Calin Stegerean

PICTURA [ PAINTING

Artisti: loana Antoniu si Radu Pulbere
Centrul Cultural ,Palatele Brancovenesti”,
Mogosoaia

08.02. - 03.03.2020

Curator: Calin Stegerean.
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STARE DE GRATIE /| FLOW STATE

BETUKER /| GASPAR

Artisti: Istvan Betuker si Szilard Gaspar
Sector 1 Gallery, Bucuresti

30.01. - 07.03.2020

PEISAJINFINIT /ENDLESS LANDSCAPE.

IOAN SBARCIU

Parter —Sala de Marmura, Muzeul National de Arta
Contemporang, Bucuresti

31.10.2019 — 29.03.2020

< A Vedere din expozitie Stare de gratie. Betuker / Gaspar, Sector 1 Gallery, foto Nini R&dulescu
Exhibition view Flow State. Betuker / Gaspar, Sector 1 Gallery, photo Nini Radulescu

» Ioan Sbérciu si Célin Dan, vernisaj Peisaj Infinit, Muzeul National de Artd Contemporand Bucuresti,
31 oct. 2019, foto Calin Stegerean

loan Sbérciu and Calin Dan, opening Endless Landscape, National Museum of Contemporary Art Bucharest, 31
oct. 2019, photo Cdlin Stegerean

Artistii clujeni par tot mai interesati in ultimii ani sa expuna la Bucuresti dupd
ce multd vreme aspiratiile lor s-au focalizat cdtre spatiile de artd din Occident.
De altfel, in complexul de galerii nou infiintate in perimetrul Combinatului
Fondului Plastic functioneaza din anul 2017 Galeria Sector 1, care are un program
preponderent dedicat artistilor care provin din sau au studiat la Cluj-Napoca.
Mentorul acestei galerii este profesorul loan Sbarciu, una dintre cele mai
complexe figuri din lumea artei contemporane, conducator al universitatii de
artd clujene n ultimii 20 de ani, fost senator dar fara intrerupere un artist in
surprinzatoare si continue puseuri de afirmare.

Semnificativ este faptul ca prima expozitie prin care domnul Sbarciu si-a
marcat aniversarea a sapte decenii de viata a deschis-o in aprilie 2018 nu la
Cluj-Napoca ci in aceastd galerie Sector 1.

Artistul a revenit la Bucuresti la finalul lunii octombrie a anului trecut cu
expozitia Peisaj infinit, deschisa la Muzeul National de Arta Contemporana.
Daca Peisaj labirint din 2018 a provocat admiratia colegilor bucuresteni prin
numarul mare de panze monumentale cum in Capitald nimeni nu produce si
printr-o intensitate picturala singulard in arta din Romania, expozitia deschisa
n toamna trecutd a avut toate caracteristicile unui record national. Aceasta

a continut o singurd lucrare pentru care apelativul de monumental putea
parea modest. Cea mai buna referinta era chiar in titlul Peisaj infinit, deoarece
dimensiunea lucrdrii este de 28 de metri pe 5, fiind expusa in Sala de Marmura
a MNAC, singura apta sd o primeasca. Pictatd pe o suprafata unica de panza
ntr-o hala industriala din Cluj-Napoca aceasta se adauga morfologiei tipice
pentru lucrdrile artistului, ce provine din energia vitala care i este proprie,
convertitd fn substanta cromatica.

O alta expozitie cu protagonisti clujeni, deschisd la Galeria Sector 1 la finalul
lunii ianuarie a anului curent, s-a intitulat State of Flow si a avut pe simeze
lucrarile artistilor Betuker Istvan si Szilard Gaspar. Asocierea celor doi mi-a

parut stranie deoarece lucrarile aldturate nu aveau un numitor comun sau

In the last few years, artists from Cluj have become increasingly more willing to exhibit

in Bucharest, after a long period of focusing on Western art spaces. In fact, Sector 1
Gallery, located within the new gallery complex at Combinatul Fondului Plastic and
operating since 2017, has a program dedicated predominantly to artists who are from
or have studied in Cluj.

The gallery’s mentor is Professor loan Sbarciu, one of the most complex figures on the
contemporary art scene. He has been running the Cluj University of Art and Design
for the past 20 years. He was also a senator and, as an artist, has been constantly
reasserting himself in surprising new ways.

Itis significant that the first exhibition through which Mr. Sbarciu marked his 7oth
birthday, titled Labyrinth Landscape, was inaugurated, in April 2018, not in Cluj but
at the Sector 1 Gallery.

He returned to Bucharest at the end of October last year with the exhibition Endless
Landscape, opened at the National Museum of Contemporary Art.

If Labyrinth Landscape sparked the admiration of his colleagues in Bucharest
through the large number of monumental canvases, which artists from the capital
tend not to make, and through a pictorial intensity that stands unmatched on the
Romanian art scene, the exhibition opened last autumn had all the features of a
national record. It only contained a single work, for which the adjective "monumental”
is an understatement. The best description is the title itself, Endless Landscape, as
the work measured 28 x 5 meters, and it was exhibited in the Museum's Marble Room,
the only one big enough to house it. Painted on one continuous surface in an industrial
hallin Cluj, it resembles the artist’s previous works, an expression of the artist’s life
energy converted into color.

Another exhibition with artists from Cluj, opened at Sector 1 Gallery in late January of
this year, was titled State of Flow and featured Betuker Istvdn and Szilard Gaspar.
Exhibiting the two together seemed like an odd choice to me since their works did

not have much in common — or perhaps that was precisely the deconstructive vision

that curator Bogdan lacob had in mind. Betuker’s paintings originate from the same
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A Ioana Antoniu, Post utopia, ulei pe panzd, 100x 100 cm,2018
loana Antoniu, Post utopia, oil on canvas, 100x 100 cm, 2018

» Radu Pulbere, Voracitatea uitérii, acrilic si ulei pe panzé, 150x 100 cm, 2020
Radu Powder, Voracity of forgetting, acrylic and oil on canvas, 150 x 100 cm, 2020

poate chiar acesta a fost criteriul deconstructiv al curatorului Bogdan lacob.
Picturile lui Betuker au ca sursa acelasi interes, ca-n precedentele expozitii,
pentru figura umana surprinsa in medii vegetale sau pentru evocarea naturii
plenare prin detalii.

Cele ale lui Szilard Gaspar imi amintesc de un precursor al miscarii dadaiste,
Arthur Cravan, cunoscut pentru actiunile sale turbulente in mediile culturale
si meciurile de box in care era protagonist. Desi un performance pugilistic

su

desfdsurat pe o ,arend” circulard de pamant negru s-a produs cu prilejul
vernisajului, lucrdrile lui Szilard rezultd doar din ,meciul” artistului cu suprafata
de modelat. ,Fata” lucrarilor provine din loviturile ,rotunde” aplicate de

artist cu manusi de box pe o suprafata plastica, rezultand , sculpturi” nu doar
amprentate de acestea ci care fnmagazineaza si energia croseului.

Despre cea de-a treia expozitie voi vorbi, volens-nolens, din pozitia curatorului.
Ma refer la cea de picturd organizata la Palatul Mogosoaia in luna februarie

a acestui an si care i-a avut pe afis pe loana Antoniu si Radu Pulbere. Pentru
cei doi parteneri de viata si profesori la Universitatea de Arta si Design din
Cluj aceasta a fost prima personald la Bucuresti, desi multe alte expozitii au
avut loc laimportante galerii si muzee din tara sau din afara ei. Din atelierul
lor am selectat lucrari realizate in ultimii ani care sa contureze un anume
story expozitional. Pe scurt, acesta s-a structurat in jurul ideii schimbarii de
paradigma culturald pe care o traim de cdteva decenii, respectiv abandonarea
modelului avand ca sorginte clasicitatea greco-romana, filtratd institutional
de Secolul Luminilor. Tablourile lui Radu Pulbere evoca aceasta ruptura prin
dislocari de suprafete si inserturi-citate ale unor bine cunoscute statui antice
iar cele ale loanei Antoniu, evoca crepusculul, prin ample candelabre ce
ilumineaza vag mari suprafete sumbre sau se constituie in sofisticate jerbe la
capataiul unei epoci muribunde.

La fiecare din expozitiile enumerate publicul s-a prezentat ca la un eveniment
de neratat nu doar din motive de bund publicitate. Fenomenul Scolii de la Cluj
e unul care a convins in primul rand publicul din lumea occidentald. Acum e

randul conationalilor la aplauze.
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interest we have seen in his previous exhibitions: the human figure placed in natural

environments, evoking an all-encompassing nature through its details.

As for Szilard Gaspar’s works, they remind me of a precursor of the Dadaist
movement, Arthur Cravan, known for his rowdy actions on the cultural scene and for
his boxing matches. Even though a boxing performance took place at the exhibition’s
opening, on a circular earth “arena,” Szilard’s works themselves are the result of the
artist’s "fight” with the clay surface. The artist puts on his boxing gloves and punches
the malleable surface, creating the works’ “face, ” producing "sculptures” that don't just
bear the artist’s mark but also the energy of his hooks.

About the third exhibition | must, inevitably, speak from the position of the curator. |
am referring to the painting exhibition organized at the Mogosoaia Palace, featuring
loana Antoniu and Radu Pulbere. The two are partners and professors at the University
of Art and Design in Cluj, and this was their first solo show in Bucharest, even though
they have had many exhibitions in various important galleries and museums in
Romania and abroad. | selected recent works from their studios with which | could
build a story. In brief, this was around the cultural paradigm shift we have been living
through these last few decades, namely the abandonment of the model derived from
classical Greco-Roman culture, filtered through the Enlightenment’s institutions. Radu
Pulbere’s paintings evoke this rupture through surface displacements and various
insertions/quotes of well-known ancient statues. loana Antoniu’s paintings depict

a certain twilight, with their large chandeliers that barely illuminated large, somber
surfaces, the deathbed of a dying age.

At each of the above-mentioned exhibitions, the audience showed up expecting a
quality event, and that is not just because of the gallery’s publicity. The Cluj School has
asserted itself to Western audiences. Now it is time for their co-nationals to show their

appreciation.

(Translated by Rares Grozea)

IOAN SBARCIU

PEISAJ INFINIT. O CHINTESENTA.
ENDLESS LANDSCAPE. A QUINTESSENCE.

Text: Magda Carneci

Nu se poate sa nu te impresioneze uriasa panza picturald — 28 metri lungime
pe 5 metri indltime — expusa timp de mai multe luni la finele lui 2019 in holul de
marmurd de la parterul MNAC din Bucuresti. Impresioneaza nu doar suprafata
uriasa pictatd fn mult ulei si mult acrilic care acopera o laturd intreaga a vastei
sali mentionate. Ci enormul efort pictural din spatele ei, care incununeazd o
ntreaga cariera artisticd, ce ne-a obisnuit deja cu realizari elocvente.

Cand mergi in pas alergator de-a lungul acestei panze fara nicio cusaturs, care
e fn sine un prodigiu tehnic, privirea pare la inceput depasita de dimensiuni
greu de cuprins, iar gdndul isi cauta disperat repere formale, rapeluri
compozitionale preexistente. Cum ,muzeul imaginar” din minte functioneaza
continuu si salvator, memoria culturald duce cu gandul mai intai la marile
compozitii istorice — batalii si asedii celebre — care au fost infatisate de-a
lungul timpului in istoria artei europene. Apoi, fara sa vreau, ma gandesc la

o compozitie despre Razboiul de Independentd, semnata acum un secol si
jumatate de Grigorescu.

Numai ca aici nu avem de-a face cu o compozitie clasicd, cu drama si
personaje, ci vedem o lungd suprafata pictatd aproape expresionist, si totusi
nu tocmai, aproape impresionist, si totusi nu chiar, aproape abstractionist, si
totusi nu despre asta e vorba. E o imensa suprafata incarcatd de mii de tuse
mari si mérunte, cu jerbe de culori mai degraba reci trecand progresiv in culori
calde, luminoase, explodand fn mii de nuante, din care se ridicd spre un orizont
ndepartat, ghicit, o geana de lumina crepusculara, un posibil rasarit. Toata
vastitatea asta ca un cdmp innoptat iradiind lumina acumulata, palpitd de o
picturalitate ambigug, nici figurativa si nici non-figurativa, nici realista si nici
gestualist-informala — o picturalitate conceputa dupa o reteta personala, pe
care pictorul a descoperit-o de ceva vreme si a explorat-o indelung, virtuoz.

O reteta al carei mister si atractie provin, cred, dintr-o sensibilitate estetica
profund autohtond, profund romaneasca, urmarind dintotdeauna o legétura
subtild dar ireductibild cu concretul realitatii si armonia contrariilor.

Acest spatiu pictural urias si lipsit de prezenta umana, un ,peisaj infinit”,

cum se si cheama lucrarea, nu vrea sé trimita la ceva anume, precis, ci chiar

la infinitul picturii. Sau mai bine zis, el intrupeaza fascinatia, fantasmagoria

si enormitatea iluziei picturale. E ca si cum pictorul si-ar fi dat frau liber unei
descarcari energetice fulminante, dar si unui orgoliu nemasurat, spre a-si
epuiza odata pentru totdeauna o obsesie mare cat viata lui, spre a dovedi ceva
lumii intregi. Si reuseste. Aceasta lucrare este despre infinitul picturii. Si despre
maretia ei. Si despre placerea ei aproape orgasmica.

»Muzeul (meu) imaginar” incearcd o sinteza finald. E ca si cum in abisul lui
pictural, acest ,peisaj absolut” ar topi laolaltd toate peisajele artei romanesti
din ultimele doud secole si le-ar extrage esenta. Ar fi acel ,tablou necunoscut”
ascuns in toate peisajele pictate pand acum pe aceste meleaguri. Acest ,peisaj

total” e o chintesentd a picturalitdtii romanesti. De aceea e infinit.

You can't help but be awestruck at the massive painted canvas — 28 meters long and 5
meters high — exhibited for a few months at the end of 2019 in the marble hallway on
the ground floor of MNAC in Bucharest. What is impressive is not just the giant surface
painted in oil and acrylic and covering one whole side of the aforementioned room,
but also the massive effort behind it, which crowns an artistic career that has already
shown great achieverents.

When you run alongside the seamless canvas, which is a technical achievement in
itself, your gaze is initially overwhelmed by the sheer size of it, and your thoughts
begin to desperately scramble for formal purchase, for a pre-existing compositional
reference. As one’s “imaginary museum” is always working and always helpful, one’s
cultural memory may be carried back to great historical compositions — famous
battles and sieges — that were illustrated throughout European art history. Then,
inadvertently, my mind wanders to a composition showing the War of Independence,
dating from around 150 years ago, made by Grigorescu.

Only this here is no classical composition with drama and characters. Instead we see
a long surface painted in an almost expressionist style, though not quite, perhaps
impressionist, though it's not that either, almost abstractionist, but that’s still not

it. Itis an immense surface bearing thousands of small and broad brush strokes,

with sheaves of cold colors becoming progressively warmer, brighter; bursting into
thousands of shades from which a ray of crepuscular light — perhaps a sunrise —

rises towards a distant, faint horizon. All this vastness — resembling a darkened

field radiating accumulated light — throbs with an ambiguous painterly quality

that is neither figurative nor non-figurative, neither realist nor gestualist/informal,

a painterly quality achieved by the artist after a formula he has developed himself;

at length and with virtuosity. This formula’s mystery and attraction stem, | believe,
from a profoundly Romanian aesthetic sensibility, which has always chased a subtle
but irreducible connection with the concrete nature of reality and the harmony of
contraries.

This huge painterly space lacks any human presence. It is, as the title states, an
“endless landscape” that does not attempt to reference anything in particular.
Instead, it references the endlessness of painting. Or, to put it better, it bodies forth the
fascination, phantasmagoria, and enormity of painterly illusion. It is as if the painter
had let loose a burst of explosive energy, but also a limitless ego, in order to finally,
once and for all, exhaust an obsession as large as his life, in order to prove something
to the world. And prove something he does. This work is about the endlessness of
painting. About its grandeur. About its almost orgasmic pleasure.

My “imaginary museum” attempts a conclusion. It is as if this "absolute landscape”
had melted together into its painterly abyss all the landscapes of Romanian art from
the last two centuries and then extracted their essence. It is that "unknown painting”
hiding within every landscape ever painted in this country. This "total landscape” is the
quintessence of Romanian picturality. And that is why it is infinite.

(Translation by Rares Grozea)
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Peisaj Infinit / Endless Landscape
foto / photo: © Serioja Bocsok / MNAC; prin amabilitatea artistului / courtesy of the artist
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De la stdnga la dreapta: Janos Mattis Teutsch, Térani (Tractorist), 1957. Tempera pe bazd de cazeind pe panzd, 136x180 cm. Colectia familiei Mattis Teutsch; Térani, 1957. Tempera pe bazd de cazeind pe placaj, 80x125
cm. Colectia familiei Mattis Teutsch; si Soferul, 1956. Tempera pe bazd de cazeind pe hartie, 50x35 cm. Muzeul de Artd Brasov (nr.inv. 1867). Imagine pusd la dispozitie de Scena9. (foto Serioja Bocsok)

From left to right: Janos Mattis Teutsch, Peasants (Tractor Driver) 1957. Casein-tempera on canvas, 136x180 cm. Collection of the Mattis Teutsch Family; Peasants, 1957. Casein-tempera on plywood, 8ox125 cm. Collection of the Mattis Teutsch
Family; and The Driver, 1956. Casein-tempera on paper, 50x35 cm. Brasov Art Museum (nr.inv. 1867). Image courtesy of Scenag. (photo: Serioja Bocsok)
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MATTIS-TEUTSCH:

AVANGARDA S| REALISM CONSTRUCTIV
AVANT-GARDE AND CONSTRUCTIVE REALISM

MATTISTEUTSCH: AVANGARDA SI REALISM CONSTRUCTIV /

AVANT-GARDE AND CONSTRUCTIVE REALISM

Rezidenta BRD Scenag, Bucuresti
12.09-25.10.2019

un proiect realizat de Szilard Miklos
Curator Mircea Nicolae

Despre pictorul maghiaro-germano-roman brasovean, Janos Mattis Teutsch,
se spunea in 1920 cd ar fi,,primul pictor ce a avut indrazneala sa prezinte
publicului roman lucrari intr-un stil expresionist.”* Mattis Teutsch era asociat
cu nume precum Kandinsky, Marc si Klee, atat in expozitii cat si in discutii de
calibru conceptual si artistic. Astazi insd, mostenirea sa e un teren de lupta,
motivul fiind cele doud etape de creatie aparent incompatibile, inainte si dupd
perioada nazista.

Talentat colorist si abstractionist, Mattis Teutsch s-a remarcat in ultimii ani

ai primului deceniu al secolului XX in Germania si Ungaria, intr-o perioadd in
care diverse miscari moderniste se conturau in Europa. Este de asemenea o
perioada in care mai multe teorii despre rolul artei in realizarea transformarilor
sociale erau dezbatute. Expresionismul, de pildd — abandonand claritatea
formei, insa pastrand-o ca sursa pentru senzatii si emotii — era definit de
criticul si artistul roman Sigmund Maur ca 0 credintd intr-o lume a spiritului.”
Tot maur spunea, in 1920, la prima expozitie personala a lui Mattis Teutsch din
Bucuresti, cd lucrarile acestuia intrupeaza , legile spiritului, si nu cele ale ordinii
naturale.” Ca vorbitor nativ al celor trei limbi, Mattis Teutsch s-a integrat cu
usurintd in cercurile avangardiste germane, maghiare si romane, facilitand

un schimb artistic intre producatorii culturali ai celor trei tari. Lucrarile

sale timpurii au aparut in Der Sturm, Contimporanul (o revista romaneasca
avangardista) si in publicatii maghiare sténgiste precum Ma. Dupa numeroase
expozitii personale si de grup prin toatd Europa (in special in cele trei tari
amintite mai sus), si dupad o scurta perioada in care Teutsch a colaborat din
Paris la Contimporanul, acesta s-a mutat inapoi la Brasov, unde s-a si stabilit
permanent. De acolo, de la marginea Europei, acesta a privit ingrozit la
ascensiunea globala si locald a fascismului si nazismului.

Tn anii 1930, dupé ce sustin&torii G&rzii de Fier preluasera institutiile Brasovului,
acesta a fost dat afara din grupurile artistice locale, nemanifestand suficient

entuziasm pentru viziunea reactionara, ultranationalistd, antisemitd si

Text: Olga Stefan

Janos Mattis Teutsch, the Hungarian-German-Romanian painter from Brasov, was
characterised in 1920 as "the first who has the audacity to present to the Romanian
public works in an expressionist style.” Mattis Teutsch was associated with the likes of
Kandinsky, Marc, and Klee both in actual exhibitions, and in discussions of his artistic
and conceptual calibre. His legacy today, however, is something of a battlefield, and
the explanation for this lies in the seemingly incongruent bodies of work that the artist
created before and after the rise of Nazism.

A talented colorist and abstractionist, Mattis Teutsch established his reputation

in the last years of the first decade of the 20th century in Germany and Hungary
during a time when various forms of modern art were articulating themselves in
Europe. Theories on the role of art in societal transformation were also competing for
dominance. Expressionism, for example — while abandoning clear references to form,
although maintaining it as source material in its experiments with transmission of
sensation and emotion —was defined by the Romanian artist and art critic Sigmund
Maur as “believing in a world of the spirit.” Maur likewise described Mattis Teutsch’s
paintings, in his first solo show in Bucharest in 1920, as embodying "the laws of the
spirit not those of the natural order. * Being a native speaker of all three languages,
Mattis Teutsch had no difficulty integrating himself in the avant-garde circles of
Germany, Hungary, and Romania, and facilitating artistic exchanges among cultural
producers from the three countries. His work of these early years appeared in Der
Sturm, Contimporanul (a Romanian avant-garde magazine), and left-wing Hungarian
publications like Ma. After many group and solo shows throughout Europe (primarily
in the countries mentioned), and after a short stint contributing to Contimporanul from
Paris, Mattis Teutsch moved back to Brasov, where he settled permanently. From
there, on the margins of Europe, he witnesses in despair the rise of global and local
fascism and Nazism.

In the 1930s, after supporters of the Iron Guard (a Romanian fascist group) took over
the institutions of Brasov, he was expelled from the local art group for not showing

enough enthusiasm toward this reactionary, anti-semitic, ultra-nationalist, and anti-
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antieuropeand a legionarilor. Mattis Teutsch nu s-a angajat in actiuni
antifasciste si nici nu a produs artd antifascista precum unii din prietenii sai
avangardisti mai angajati politic (precum M.H. Maxy, Jules Perahim, Aurel
Marculescu si altii), alegand in schimb s& se abtind de la orice actiune politica
sau artistica. Aceasta forma de rezistenta nu poate fiin niciun caz perceputa
drept curajoasa, spre deosebire mai ales de artisti precum Marculescu, care
si-a exprimat deschis credintele antifasciste prin artd si activism si a fost ca
urmare inchis si apoi deportat. Cu toate acestea, refuzul pasiv al lui Mattis
Teutsch a fost Idudat chiar de Scanteia, ziarul oficial al partidului comunist,
unde acest e contrastat cu cei care si-au continuat activitatea artistica in
timpul perioadei fasciste. Intr-un articol din 1944 sunt contrastate ,retragerea
la sevalet” a unora cu actiunile altor artisti (precum Milita Patrascu, Oscar

Han etc.), care au avut chiar expozitii sub dictatura fascista a maresalului
Antonescu si au avut apoi cariere de succes sub noul regim comunist.

La nceputul anilor ‘40 — timp in care razboiul era in plinad desfasurare iar
artistul suferea de pe urma pierderii fiicei — Mattis Teutsch a inceput din nou sa
picteze, in privat. Aceastd a doua etapd a operei sale se caracterizeaza printr-o
distantare fatd de abstractiunea expresionista a perioade sale avangardiste
(vazutd in lucrari precum seria Flori Sufletesti), in favoarea experimentarii
figurative cu formele arhetipale si idealizate ale ,Omului Nou”, proiect
articulat pentru prima data n tratatul sdu din 1931, Kunstideologie (Ideologia
artei). Intr-un text ulterior, acesta isi caracterizeaza arta drept ,realism
constructiv” — un fel de realism socialist care, desi accentueaza functia sociald
a artei, mentine individualitatea si autonomia artistului.

in ciuda unei etape artistice extrem de productive si chiar a unor pozitii inalte
n grupurile artistice nou-ideologizate brasovene din perioada timpurie a
regimului comunist, odatd cu anii, ‘50 Mattis Teutsch este din nou ostracizat
din cercurile artistice oficiale. Estetica sa neconventionald si preocuparile
spiritualiste ficeau nota discordanta cu materialismul dialectic marxist-leninist
si nu mai reflectau dogma realist-socialistd. Incercarile de recuperare a operei
sale incep la finele anilor ‘60, dupa stabilirea unei noi arte oficiale. Chiar si
atunci, accentul era pus pe perioada avangardista a artistului, Idsand in umbra
lucrarile tarzii.

O expozitie ambitioasd, de calitate muzeal3, la spatiul Rezidenta BRD Scenag
din Bucuresti urmareste sa redescopere a doua etapa a creatiei lui Mattis
Teutsch. Curatoriatd de Szilard Miklds (care este si artist), Mattis Teutsch:
avangardd si realism constructiv afirma c& perioada a doua a artistului este la
fel de valoroasa ca cea avangardistd. Valoarea operei sale de avangardd std
necontestatd, sustinuta de o piata puternica, colectionari dedicati si chiar
numeroase falsuri. Ins3 etapa sa tarzie rimane pitati de colaborarea deschisa
cu, si entuziasmul pentru, regimul comunist, mai ales in conditiile in care, dupa
revolutia din 1989, statul comunist a fost catalogat drept criminal.5 Aceasta
evaluare, din pacare, a dus la respingerea operei artistului din perioada
respectivd, adicd a lucrdrilor din a doua perioada. Tablourile sale tarzii nu au
primit recunoasterea si sustinerea de piata de care curatorul considera ca sunt
vrednice. Multe din panzele artistului din anii patruzeci si de dupd au ajuns

pe mainile galeriilor comerciale, in special MissionArt din Budapesta, unde
s-au descoperit sub straturile de vopsea compozitii din anii treizeci sau mai
timpurii. Multe din aceste tablouri au fost sterse de catre restauratori pentru a
scoate la lumina picturile de dedesubt, care ar fi scos mai multi bani la licitatii.
Astfel s-a distrus iremediabil coerenta etapei a doua de creatie, asa cum s-a
distrus multa productie culturald din perioada socialistd in timpul freneziei
anticomuniste de dupd ‘9o. Un dosar investigand procesul stergerii pentru

profit a tabolurilor se afla intr-una din camerele expozitiei.
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European vision of world order. Mattis Teutsch did not actively engage in antifascist
activity, nor did he produce antifascist art, as did some of his more politically engaged
avant-garde colleagues (such as M.H. Maxy, Jules Perahim, Aurel Marculescu, and
several others). Instead, he chose to retreat from all public and artistic activity. This
form of resistance cannot be considered courageous, especially in contrast to artists
like Marculescu, who openly expressed his antifascist beliefs through art and activism,
paying the price with incarceration and later deportation. However, Mattis Teutsch’s
passive rejection was nevertheless deemed adequate even by Scinteia, the official
newspaper of the Communist Party, which contrasted this approach to that of those
who continued their artistic activity during Romania’s fascist period.> A 1944 article
contrasted "the retreat to the easel” of some to the actions of other artists (such as
Milita Patrascu, Oscar Han, etc.) who went so far as to exhibit in official salons under
Marshall Antonescu’s fascist dictatorship and continued successful careers also under
the new Communist regime.

In the early 19405 — while the war was still raging and after suffering extreme personal
tragedy with the loss of his daughter — Mattis Teutsch began working again, privately.
This second body of work moves away from the Expressionist abstractions of his
avant-garde period (such as the Soul Flowers series) into figurative experiments with
idealized and archetypal forms of the "New Man”, a project that he first articulated in
his 1931 treatise, Kunstideologie (Ideology of Art). In a later text,* he used the term
“constructive realism” to refer to his work—a form of Socialist Realism that, although
also dedicated to the social function of art, maintained the individuality and autonomy
of the artist. Despite a flurry of artistic activity and even high-ranking positions in the
new ideologically fueled artist groups of Brasov during the first years of the communist
erq, starting in the early 1950s Mattis Teutsch was once again ostracized from official
art circles. His unconventional aesthetics and preoccupation with spirituality, in
opposition to the dialectical materialism of Marxist-Leninism, no longer reflected

the Socialist Realist dogma that was du jour. Attempts at recuperating his oeuvre
began in the late 1960s, after yet another form of official art had established itself.
Even then, however, emphasis was placed on Mattis Teutsch’s avant-garde period,
downplaying his later production.

An ambitious and museum-quality exhibition in Bucharest at Rezidenta BRD Scenag
art space intends to reclaim this second phase of Mattis Teutsch’s oeuvre. Curated by
Szilard Miklés (who is also an artist), Mattis Teutsch: Avant-Garde and Constructive
Realism contends that the artistic merit of the artist’s second period is on par with
that of the avant-garde period. The value of the avant-garde work is uncontested,
cultivated by a strong market, devoted collectors, and even an abundance of forgeries
that are coveted as such. However, the latter period has remained tainted by Mattis
Teutsch’s unabashed collaboration with and political affinity toward the communist
regime in the postwar years, especially since (in the aftermath of the 1989 Revolution)
the communist state was recognized as a criminal one.* This evaluation unfortunately
also entailed the complete and un-nuanced rejection of the artistic and social
achievements of the period, which also encompassed Mattis Teutsch’s second phase.
His later paintings never gained the recognition and market support that the curator
of the exhibition believes they deserve. Instead, many of the artist's canvases from
the 19405 onwards fell into the hands of commercial galleries, namely MissionArt of
Budapest, and were discovered to hide older compositions from the 1930s or earlier.
Most were erased by conservators to reveal the original paintings beneath, which
command higher prices at auction. This act permanently destroyed the coherence of
this second period, mirroring the erasure of cultural production of the socialist years
during the post-1990 anti-communist frenzy. A flatfile examining the process of
erasure for the sake of profit is included in one of the rooms of the exhibition.

Based on 30 years of research by Hungarian art historian Tibor Almdsi—whose book

The Other Mattis Teutsch fully integrates this second phase in the artist’s oeuvre

Pe baza cercetarii de 30 de ani a istoricului de artd maghiar Tibor Almasi—a
carui carte The Other Mattis Teutsch reprezinta o istoriografie complets,
integrand a doua etapa in creatia artistului —, expozitia organizata de Miklds
contine o selectie de lucrari figurative din anii 1930 si de dupd, imprumutate
de la nepotul lui Mattis Teutsch, precum si de la colectii private si de muzeu din
Romania. Expozitia are 32 de lucrari dispuse in 7 camere, precum si doua filme,

unul facut de domnul Miklés Tn 2019, iar celalalt de la televiziunea maghiara de

la fnceputul anilor 2000. Expozitia contine si o mica camera de lectura, unde
este disponibila majoritatea literaturii de specialitate despre Mattis Teutsch.
Tn holul Rezidenta BRD Scenag, este infatisata o cronologie pe o structurd de
lemn, a carei forma sinuoasa trimite la cotiturile din viata artistului in paralel
cu evenimentele internationale. In fata acestei constructii, pe primul perete
de dinaintea intrarii in expozitie, sunt imprimate pagini din cartea lui Mattis
Teutsch, Ideologia artei, oferind fundamentul conceptual pentru lucrarile ce

urmeaza.

Printre primele lucrari pe care le vedem sunt doud reprezentari de personalitati

de cult sovietice: un portret simplu si banal al lui Lenin (Lenin, 1951), care

nu poarta amprenta stilistica a artistului din aceasta perioads, si o alta (Ziva
lui Stalin, 1949), reprezentdndu-I, presupunem, pe un Stalin copil cu mama

sa intr-o postura ce aminteste de o Madona cu pruncul si care incorporeaza
planurile plate si planurile de culoare pe care le regasim in celelalte lucrari

ale sale. Pictura cea din urma e plasata langa iubita si confidenta artistului,
Irene Lukasz, ce poarta o rochie neagrd, avand o carte in méana si picioarele
departate. Irene a fost si ea artista precum si cronicara vietii si operei
postbelice ale lui Teutsch. Din scrierile ei aflam despre artist si despre lucrarile
sale mai tarzii. Lipite pe peretii fiecarei camere sunt mai multe citate din
jurnalul ei, dand tonul fiecdrei serii de lucrari. Portretul sau se intituleaza
Cultura, cuvantul ce apare pe coperta cartii — o referire la personificarile
statuare romane continuate in pictura clasica. Portretul dezvolta de asemenea
pozitia mamei din Ziva lui Stalin. Portretele lui Stalin si Lenin au fost facute
din initiativa artistului, fara a fi comandate. Nu stim de ce a facut Teutsch
asemenea reprezentdri elogioase atat de tarziu in perioada sovieticg, insa
putem presupune ca acesta chiar credea in idealul comunist (ca multi altii, de
altfel). Multi artisti ar fi ficut asemenea lucrari oficiale mai degraba pentru
bani sau statut social decat din pura convingere — nu si Teutsch, se pare.®
Expozitia abordeaza de asemenea preocuparea lui Mattis Teutsch pentru
figura umana, incepand din anii ‘30, pe care unii critici o vad chiar si in seria
Flori Sufletesti din perioada avangardista. Pentru a-si sustine teoria, acestia’
amintesc de metoda lui Mondrian de a abstractiza forma si a aplatiza spatiul,
pana in punctul in care raman doar planurile vertical si orizontal, un proces
asemanator cu cel al lui Teutsch. Curatorul creeaza o juxtapunere interesanta:
cdteva lucrdri din ‘30, alungite si unghiulare in stil art deco, infatisand figuri
umane maro si albastre constituind diverse modele (precum cele doua lucrdri
intitulate Plan de frescd, 1931) sunt puse in dialog cu cateva picturi de dupa
1940, unde figurile sunt mai realiste si sunt prezente uneltele-simbol ale
progresului social (Familie-festivitate, 1954 si Minerit, 1950). Familie-festivitate
poate fi vazutd ca exemplar tipic al picturii de propagandd realist-socialiste,
lipsindu-i trés&turile caracteristice celei de-a doua perioade a artistului. Intr-
unul din Planurile de frescd, figura masculind ia aceeasi pozitie ca barbatii din
Minerit (20 de ani mai tarzie), ambele amintind de reprezentarile egiptene de
figuri umane surprinse in miscare cu un picior in fata celuilalt. Mattis Teutsch
vedea caracterul public al frescei ca un semn de superioritate fata de pictura,
pe care, din contrd, o considera individualista. Probabil din acest motiv a fost

inclusa Familie-festivitate alaturi de celelalte lucrari mai indraznete. Mattis

De la stanga la dreapta: Janos Mattis Teutsch, Ziua lui Stalin, 1949. Tempera pe baza de cazeind pe
panza, 34x46 cm. Colectia Irina Lukasz; si Cultura (varianta mare), 1949. Tempera pe bazd de caze-
ind pe placaj, 200.2x128 cm. Muzeul de artd Brasov. Imagine: Scena9. (foto Serioja Bocsok)

From left to right: Janos Mattis Teutsch, Stalin’s Birthday, 1949. Casein-tempera on paper, 34x46 cm. Irina Lukdsz
Collection; and Culture (Big version), 1949. Casein-tempera on plywood, 200.2x128 cm. Bragov Art Museum.
Image courtesy of Scenag. (photo: Serioja Bocsok)

and creates a complete historiography—the exhibition organized by Miklos features

a selection of the artist’s figurative paintings from the 1930s and after, on loan from
Mattis Teutsch’s grandson, as well as private and museum collections in Romania.

The exhibition includes 32 works spread over 7 rooms, as well as two videos—one

of them made by Mr. Miklds in 2019, the other by Hungarian television in the early
2000s. It also features a small reading room showcasing most of the existing literature
on Mattis Teutsch. In the lobby of Rezidenta BRD Scenag, a large sinuous wooden
construction with a printed chronology on the front illustrates, through its very shape,
the turns of history in the artist’s life alongside the course of international events. In
front of this structure, on the first wall before entering the exhibition rooms, mounted
printouts of the pages of Mattis Teutsch’s book Ideology of Art, are displayed, offering
the conceptual foundation of the work that we are about to see.

Among the first paintings we encounter are two representations of leaders in the
Soviet personality cult: one a standard and bland portrait of Lenin (Lenin, 1951)

that reveals none of the stylistic specificities of the artist's other paintings from the
period, and another (Stalin’s Birthday, 1949) depicting what can be surmised to

be Stalin as a boy with his mother, in a posture alluding to the Madonna and Child,
which incorporates the flat planes and color fields that we find in his other works.

This painting is placed next to a cold portrait of the artist's lover and confidante, Irene
Lukasz, dressed in a black gown and sitting open-legged holding a book. Irene was

an artist in her own right, but also the chronicler of Mattis Teutsch’s life and work

in postbellum Romania. It is from her writings that we have information about the
artist and his works of this later period. Quotes about Mattis Teutsch taken from her
Journal appear pasted on the walls of each room, in an attempt to set the tone for

the groupings. Her portrait is titled Culture, the word that also appears on the book
that she holds with her hand—a direct reference to personifications in ancient Roman
statuary, continued in classical painting. The portrait also elaborates the position of
the mother in Stalin’s Birthday. Both the Stalin and Lenin portraits were made of the
artist's own initiative, without any official commission or pressure. It remains unclear
why Mattis Teutsch engaged in such eulogic representations so late in the Soviet

regime, but we can only assume he was still a believer (and of course he wouldn't have
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De la stdnga la dreapta: Janos Mattis Teutsch, Familie-festivitate, 1954. Tempera pe bazd de cazein& pe panzé, 119x179 cm. Colectia familiei Mattis Teutsch; Plan de frescd, c.1931. Tempera pe hértie, 50x70 cm, Muzeul
National Szekler, Sfantu Gheorghe (nr.inv. A 1125); Plan de frescd, c.1931. Tempera pe hértie, 100x70 cm. Muzeul National Szekler, Sfantu Gheorghe (nrinv. A 1131); si Minerit, 1950. Tempera pe baza de cazeind pe

panza, 140x246 cm. Muzeul de Artd Brasov (nr.inv. 4570). Imagine: Scena9. (foto Serioja Bocsok)

From left to right: Janos Mattis Teutsch, Family—Festivity, 1954. Casein-tempera on canvas, 119x179 cm. Collection of the Mattis Teutsch Family; Plan for Fresco, c.1931. Tempera on paper, 50x70 cm, Szekler National Museum, Sfantu Gheorghe
(nr.inv. A 1125); Plan for Fresco, c.1931. Tempera on paper, 100x70 cm. Szekler National Museum, Sfantu Gheorghe (nr.inv. A 1131); and Mining, 1950. Casein-tempera on canvas, 140x246 cm. Brasov Art Museum (nr.inv. 4570). Image courtesy of

Scenag. (photo: Serioja Bocsok)

Teutsch a cercetat fresca si functia sa sociala de mai multe ori pe parcursul
carierei sale tarzii, cercetdri ce nu s-au materializat insd intr-o comanda
publicd. Singura sa lucrare publica a fost un banal monument al soldatului
sovietic.

Intr-o alt& grupare, doua tablouri de la finele anilor ‘40 (Savanti, 1946 si Trecut,
prezent, viitor, 1947) sunt plasate 1dnga doua lucrédri de la finele anilor '20.

Tn centrul lucrarii Trecut, prezent, viitor vedem un sevalet pe care se afld o
panza infatisand trei figuri, o referintd la lucrarea din anii ‘20 atérnata chiar
1anga. Convergenta timpului in compozitie este sugerata de urmatoarele
elemente: un tors viril de barbat alaturi de un nud feminin (artistul si muza),
un glob al Europei pictat in rosu (simbolizénd victoria socialismului), doud
ferestre reprezentand anotimpuri diferite si bustul unui barbat cu barbg,
reprezentandu-| pe artist la batrénete. Fundalul monocrom — o nuanta descrisa
drept alb-perld de catre unul din mostenitorii ce apar in documentarul lui
Miklds — aplatizeaza spatiul, plasand figurile pe acelasi plan, amintind de stilul
pictorului elvetian Ferdinand Hodler. Paleta de culori a lui Mattis Teutsch e aici
restransa: pasteluri si tonuri pamantii.

Intr-o alta serie de picturi, de data asta de la mijlocul anilor 5o, se vede stilul
tarziu al lui Mattis Teutsch, unde corpul socialist dispare, inlocuit fiind de

o amalgamare de busturi si fete cu ochi mari si negri, acoperind intreaga
suprafata a panzei. Acestea nu sunt nici portrete nici tipuri: se pot detecta
mici diferente de trasaturd, insa, vazute laolalta, ele alcdtuiesc un colectiv
anonim. Unele sunt clar de muncitor, insd la altele este greu de spus: toate par
indepdrtate, distante. Lucrarea aminteste de Autoportret cu mdsti al lui James

Ensor, un artist belgian ce i-a influentat pe suprarealistii si expresionistii cu
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been the only one). While most artists made such official works for a salary or social
standing rather than out of conviction, this does not seem to be the case with Mattis
Teutsch.®

The exhibition also traces Mattis Teutsch’s preoccupation with the human figure from
the 1930s onward, which some critics suggest is present even in his Soul Flowers

of the avant-garde period. To support this claim, they’ point to Mondrian's method
of abstracting form and flattening space until only horizontal and vertical planes
remain, similar to the process that Mattis Teutsch adopted. In one grouping of works
meaningfully juxtaposed by the curator, 1930s paintings of angular and elongated
art deco-style human figures in brown and blue, distributed on the canvas in different
patterns (such as two works titled Fresco Plan, 1931), enter into dialogue with post-
19405 paintings in which the figure is rendered more realistically, holding tools as
symbols of socialist progress (Family — Festivity, 1954, and Mining, 1950). Family —
Festivity in particular can be seen as a typically Socialist Realist propaganda painting,
lacking any of the characteristics common to most of the work of the artist’s second
period. In one of the Fresco Plans, the male figure stands in the exact same position
as the men in Mining from 20 years later, both reminiscent of ancient Egyptian
representations of humans captured in suspended motion, with one leg in front of
the other. Mattis Teutsch regarded the public character of the fresco as superior (and
in opposition) to painting, which he viewed as individualist. It is presumably for this
reason that Family — Festivity, despite its dogmatic Socialist Realist conventionality,
is included alongside the more daring works. Mattis Teutsch explored the fresco and
its social function repeatedly throughout his later career, but his endeavors never
materialized into an actual public commission; his only public work was a banal

monumental statue of the Soviet Soldier.

De la sténga la dreapta, de sus in jos: Janos Mattis Teutsch, Savanti, 1946. Tempera be bazé de cazeind pe panzd, 99x65 cm. Colectia familiei Mattis Teutsch; Trecut, prezent, viitor, 1947. Tempera be bazd de cazeiné pe
panza, 90x63 cm. Colectia familiei Mattis Teutsch; Doud figuri, 1927. Ulei pe panzé, 57x100 cm. Muzeul National Szekler, Sfantu Gheorghe (nr.inv. A.795); si Compozitie, 1927. Ulei pe panzd, 58x90 cm. Muzeul National
Szekler, Sfantu Gheorghe (nr.inv. A.870). Imagine: Scena9. (foto Serioja Bocsok)
From left to right top to bottom: Janos Mattis Teutsch, Scientists 1946. Casein-tempera on canvas, 99x65 cm. Collection of the Mattis Teutsch Family; Past, Present, and Future, 1947. Casein-tempera on canvas, 90x63 cm. Collection of the Mattis
Teutsch Family; Two Figures, 1927. Oil on canvas, 57x100 cm. Szekler National Museum, Sfantu Gheorghe (nr.inv. A.795); and Composition, 1927. Oil on canvas, 58xgo cm. Szekler National Museum, Sféantu Gheorghe (nr.inv. A.870). Image courtesy
of Scenag. (photo: Serioja Bocsok)

care a colaborat mai apoi Teutsch. Precum in lucrarea mai sus discutats, si la
Ensor figurile sunt plasate pe acelasi plan iar compozitia este lipsita de spatiu
—complet plata.

Ultima expozitie personald din timpul vietii artistului a fost la Bucuresti in
1957, organizatd de M.H. Maxy, un admirator al operei acestuia din perioada
avangardei, devenit intre timp directorul Muzeului National de Arta. Mattis
Teutsch a muncit din greu s& produca lucrari noi, printre care picturile cu

fete mentionate mai sus, n speranta unei reveniri. Deja bolnav, nu a avut
parte decat de dezamagire: singura remarcare din partea presei a fost o
recenzie, scurta si lipsita de entuziasm, in Arta, publicatia oficiala a UAP-ului,
consacrandu-l astfel obscuritdtii. Chiar el se lamenta ¢d ,vremurile nu ar fi
potrivite pentru pictura sa.”® Tn 1960 a murit.

Ce putem spune despre a doua etapd a creatiei lui Mattis Teutsch si, in
ansamblu, despre mostenirea sa? Este opera dintre 1940-1960 mai de valoare
decdt cea avangardistd, dupa cum afirma curatorul intr-un interviu?® Un lucru
este cert: cea tarzie a suferit mult de pe urma neglijentei. Acest lucru doar

a sporit incertitudinea din jurul intentiilor artistului: sopronul din Brasov in
care familia fi depozitase lucrarile si corespondenta a fost distrus in anii ‘7o
de cdtre niste muncitori; coeziunea colectiei Irene Lukasz a fost compromisa:
unele lucréri fie s-au deteriorat cu timpul, fie s-au pierdut sau au fost vandute
pentru profit de cdtre mostenitorii colectiei; exista zvonuri cum cd anumite
muzee romanesti vand lucrarile originale si le inlocuiesc cu falsuri — sau nu

le inlocuiesc deloc. Ambiguitatea esteticd a lui Mattis Teutsch aminteste
inevitabil de numerosi artisti internationali cu o mai mare claritate a expresiei

artistice. Intentia politica din spatele reprezentarilor de multe ori enigmatice,

In another grouping, two paintings from the late 1940s (Scientists, 1946, and Past,
Present, Future, 1947) are juxtaposed with two works from the late 1920s. In the
center of Past, Present, Future we actually see an easel on which a resting canvas
features three figures, a citation of the painting of the late 1920s hung next to it.
Additionally, a virile male torso and a female nude (the artist and his muse), a globe
of Europe painted in red (representing Socialist victory), two windows representing
different seasons, and a bearded male bust alluding to the artist in old age, suggest
the convergence of time in the composition. The monochrome background—a shade
described as pearl white by one of the inheritors in Miklos’ documentary—flattens
the entire space and places all the figures on the same plane, reminiscent of the style
of Swiss painter Ferdinand Hodler. Mattis Teutsch’s color palette is reduced here to
pastels and earth tones.

Another group of paintings from the mid-1950s showcases Mattis Teutsch’s later
style, in which the socialist body disappears and is replaced only by an amalgam of
busts and faces with large black eyes that cover the entire canvas. They are neither
portraits nor completely generic: small differences in features can be detected, but
when viewed together they remain an anonymous collective. Some are clearly
workers, others are non-specific; all look alien and distant. This later work recalls Self-
Portrait with Masks by James Ensor, a Belgian artist who influenced the Surrealists
and the Expressionists with whom Mattis Teutsch collaborated. As in the works
discussed above, the figures are placed on the same plane, and there is no space in the
composition—it is all flat.

Mattis Teutsch’s last solo exhibition during his lifetime was in Bucharest in 1957,
organized by M.H. Maxy, his old admirer from the avant-garde years and by then the
director of the National Museum of Art. Mattis Teutsch worked tirelessly to produce
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interesul necritic pentru spiritualism (pe parcursul vietii artistul a fost absorbit
de teosofia lui Rudolf Steiner), idealizarea deja invechitd a muncii (inclusiv
arta) ca singura cale spre iluminare, repetitia obsesiva de simboluri, imagini si
forme, reprezentadrile unei utopii socialiste ce evident nu se materializase, fara
umbra de simt critic sau reflectie, o paleta de culori ce mie mi se pare excesiv
de dulce (apropiindu-se de teritoriul kitschului, fara insa a pasi induntru),
toate acestea arunca o umbra de indoiald asupra valorii operei si viziunii din a
doua etapa. Acestea par blocate, adancite in preocupari despre trecut, fara sa
reactioneze la realitatile sociale in care artistul traia. Din aceste motive, sin
ciuda stilului unic al lui Mattis Teutsch in contextul scenei artistice romanesti

a anilor ‘40 si ‘50, eu nu sunt convinsa cd valoarea celei de-a doua etape — care
este acum recuperatd pentru istoria artei prin expozitii precum Mattis Teutsch:
Avangardd si realism constructiv— o depaseste pe cea a primei, care a fost intr-
adevar inovativa si influentd. In acelasi timp, aceast initiativa urmareste s&
creasca valoarea de piatd a lucrdrilor, lucru care desigur ar ajuta la conservarea
lor. Ins3 avertizarea din 1920 a lui Sigmund Maur concentreaza in sine soarta
artistului si oferd un cadru in care sa se situeze viitoarele incercdri de a reevalua
opera tarzie a artistului: ,Va sti el oare sa se opreasca la timp? ... Aveti grija,
Domnule Teutsch, rampa va e deja la picioare iar abisul este adanc.”*

Dupé inchiderea expozitiei de la Rezidenta BRD Scenag, aceasta poate fi

vazutd la Lajos Kassak Museum in Budapesta pand la data de 3 mai 2020.
Traducere de Rares Grozea

Note

1. Sigmund Maur, ziarul Rampa, 21 octombrie 1920.

2. Ibid.

3.L.S., “Despre cdteva monografii de artd.” Scinteia, 26 noiembrie, 1944.

4. Janos Mattis Teutsch, Reflectiuni asupra creatiei artistilor plastici in epoca socialistd
(1959)-

5. Comisia Prezidentiald pentru Analiza Dictaturii Comuniste din Romania, Raport Final,
alcatuit de Vladimir Tismaneanu et al. (Bucuresti, 2006).

6. Meritd mentionat ca Mattis Teutsch a semnat o petitie catre guvernul roman pentru
schimbarea numele orasului sdu natal, Brasov, in Orasul Stalin in 1950, schimbare ce s-a si
implementat.

7. Interviul audio al autoarei cu Szilard Mikl6s, decembrie 2019

8.Tibor Almasi, The Other Mattis Teutsch (Gyér: Régié Art Publishing House, 2001).

9. Textul expozitional contine un interviu cu curatorul expozitiei, Szilard Miklds, si asistentul
sau, Mircea Nicolae.

10. Sigmund Maur, ziarul Rampa, 21 octombrie 1920.

» De la sténga la dreapta: “Istorie”, 1950-1955, tempera pe bazd de caseind pe panzd, 125x165 cm,
colectia familiei Mattis Teutsch; “Activistii uzinei”, 1958, tempera pe bazd de caseind pe placaj, 68x98
cm, colectia familiei Mattis Teutsch; “Cartea”, 1957, tempera pe baza de caseina pe placaj, 173x137
cm, colectia familiei Mattis Teutsch; (foto: Serioja Bocsok)

Left to right: “History”, 1950-1955, casein-based tempera on canvas, 125x165 cm, Mattis Teutsch family collec-
tion; “Factory activists”, 1958, tempera based on casein on plywood, 68x98 cm, Mattis Teutsch family collection;
"The Book”, 1957, tempera based on casein on plywood, 173x137 cm, Mattis Teutsch family collection; (photo:
Serioja Bocsok)

» > Perete central: “Portret A", c. 1947, tempera pe bazd de caseind pe panzd, 25x35 cm; “Portret B”,
c. 1947, tempera pe bazd de caseind pe panza, 25x35 cm; “Portret C”, c. 1947, tempera pe bazd de
caseind pe panzd, 25x35 cm; “Portret D", c. 1947, tempera pe baza de caseind pe panza, 25x35 cm;
“Portret E”, c. 1947, tempera pe baza de caseind pe panza, 25x35 cm; “Portret F”, c. 1947, tempera pe
baza de caseind pe panza, 25x35 cm;

Perete dreapta: “Compozitie (Dragoste I)", c. 1956, tehnicd mixtd pe hartie, 34x49 cm; “Compozitie
(Dragoste II)", c. 1956, tehnicd mixtd pe hartie, 34x49 cm, lucrari din colectia Irina Lukasz; (foto:
Serioja Bocsok)

Central wall: “"Portrait A”, c. 1947, casein-based tempera on canvas, 25x35 cm; "Portrait B”, c. 1947, casein-based
tempera on canvas, 25x35 cm; “Portrait C”, c. 1947, casein-based tempera on canvas, 25x35 cm; “Portrait D”, c.
1947, casein-based tempera on canvas, 25x35 cm; “Portrait E”, ¢. 1947, casein-based tempera on canvas, 25x35
cm; "Portrait F”, c. 1947, casein-based tempera on canvas, 25x35 cm;

Right wall: "Composition (Love )", c. 1956, mixed technique on paper, 34x49 cm; “Composition (Love Il)”, c. 1956,
mixed technique on paper, 34x49 cm, works from the Irina Lukdsz collection; (photo: Serioja Bocsok)
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new work, including the paintings of faces mentioned above, in hopes of a great
comeback. Already sickly, he instead experienced extreme disillusionment: the only
mention of the show that appeared in the press was a non-enthusiastic and short
review in Arta, the official magazine of the Union of Plastic Artists (UAP), which
doomed him to permanent obscurity. He himself had once lamented that "the times
were not appropriate for his painting.® He died in 1960.

What can be said of Mattis Teutsch’s second oeuvre, and—ultimately—of his

legacy? Is the work from the 1940s until the 1960s of even greater value than that

of the avant-garde, as claimed by the curator in an interview? What is clear is that

it has suffered much destruction from neglect and mishandling, contributing to the
uncertainty about Mattis Teutsch’s intentions: a shed in Brasov where the family had
stored his work and correspondence was destroyed by workers in the 70s; ruin, loss,
and self-interested transactions by some of the inheritors of the Irene Lukasz collection
tore apart the cohesion of that collection; there are whispers of museums in Romania
selling off original artworks and replacing them with forgeries or nothing at all. Mattis
Teutsch’s aesthetic ambiguity inevitably brings to mind numerous other international
artists with more clarity of artistic expression. The political intent of his enigmatic
depictions—his uncritical preoccupation with spirituality (during the course of his life
he was absorbed by theosophy and Rudolf Steiner); antiquated idealization of labor
(including art) as the only path to human and personal enlightenment; relentless
repetition of symbols, images, and forms; representations of a socialist utopia that
had clearly not materialized, without comment or reflection; and a color palette that
strikes me as too sweet (bordering on, but not collapsing into, kitsch)—place the
merit of his late work and vision on uncertain footing. This oeuvre seems stuck in
preoccupations about the past, not responsive to the realities of the society in which
he was then living. For these reasons, and despite Mattis Teutsch’s unique style in
the artistic milieu of 1940s and 50s Romania, | am personally unconvinced that the
artistic value of his second period—which is currently being reclaimed for the sake of
art history through exhibitions like ,Mattis Teutsch: Avant-Garde and Constructive
Realism”— can be considered as greater than the first, which was indeed innovative
and influential: This reclamation concurrently strives to increase the paintings’ market
value, which would of course also contribute to efforts to preserve them. Nonetheless,
the ominous warning made in 1920 by Sigmund Maur both encapsulates Mattis
Teutsch’s fate as an artist and offers a frame for future attempts at evaluating his later
work: "Will he know to stop in time? ... Attention Mr. Teutsch, the ramp is next to your
feet and the abyss is deep. "

After closing at Rezidenta BRD Scenag, the exhibition is on view at the Lajos Kassdk

Museum in Budapest until May 3, 2020.

Endnotes

1. Sigmund Maur, Rampa newspaper, October 21, 1920.

2. Ibid

3. L.S,, "About Some Art Monographs, ” Scinteia, November 26, 1944

4. Janos Mattis Teutsch, Thoughts about the Creative Work of the Artist in the Socialist Era (1959).

5. Presidential Commission for the Analysis of the Communist Dictatorship in Romania, Final Report,
prepared by Vladimir Tismdneanu, et al. (Bucharest, 2006).

6. Itis worth mentioning that Mattis Teutsch signed a petition to the Romanian government in
favor of changing the name of his native city from Brasov to Stalin City in 1950, a change that was
ultimately implemented.

7. Author’s audio interview with Szilard Miklds, December 2019.

8 Tibor Almdsi, The Other Mattis Teutsch (Gyér: Régid Art Publishing House, 2001). [

9. The exhibition text contains an interview with the curator of the exhibition, Szilard Miklds, and his
assistant Mircea Nicolae.

10. Sigmund Maur, Rampa newspaper, October 21, 1920.
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Text: Catalin Davidescu

EDIFICARE / EDIFICATION

Gheorghe Berindei

Muzeul de Arta Craiova in colaborare cu Muzeul de Arta Recenta Bucuresti
28.11.2019 — 23.02.2020

Curator: Erwin Kessler
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» Gheorghe Berindei, Scara Iui Ion / lon's ladder, 1990, ulei pe panza / oil on canvas, 41x50 cm,
Colectia / Collection Ana Vasile, foto / photo Alexandru Paul

<« Gheorghe Berindei, Sistem / System, anterior 1968, ulei pe carton / oil on cardboard, 61x61 cm
Colectia / Collection Ana Vasile, foto / photo Alexandru Paul

Expozitia retrospectiva Gheorghe Berindei (1921-1999), Edificare, deschisa la
Muzeul de Artd Craiova si realizata prin colaborarea Muzeului de Artd Recentd
cu muzeul craiovean, a fost unul dintre cele mai surprinzatoare evenimente
artistice ale anului. La vernisaj a fost lansat si primul album monografic dedicat
artistului, ce cuprinde un studiu realizat de Erwin Kessler, o perspectiva
teologica semnata de Cristian Vechiu, o foarte utild cronologie realizatd de
Carola Chisiu precum si doud interviuri cu artistii lon Grigorescu si Mihai
Sarbulescu, care I-au cunoscut.

Tn context national se poate spune c3 pictorul Gheorghe Berindei reprezinta
un caz aparte. S-a scris putin despre el, numele lui aparand mai des in relatie
cu Paul Neagu, Florin Niculiu, Paul Gherasim, Horia Bernea, Parintele Dumitru
Staniloaie, Vasile Varga, Constantin Flondor s.a.: personalitati in general
cunoscute, care |-au frecventat cautandu-i prietenia. Citind amintirile uneia
dintre cele trei fiice, doamna Elisabeta Patuleanu, rdmai cu sentimentul
pregnant ca intreaga sa viata a fost, cel putin in aparenta, una a contrastelor.
Atras inca din tinerete de latura spirituald a existentei, cochetand cu viata
monahalg, intentionand chiar sa urmeze cursurile Facultatii de Teologie
Ortodoxa, ezita sa isi urmeze menirea in forma ei institutionald. A preferat,
pana la capat, o existenta anonima cu slujbe care nu aveau nicio legaturd cu
mediul artistic. In 1981 a iesit la pensie din functia de contabil la Uzina chimica
Dudesti dupd ce, de-a lungul vietii, practicase diverse meserii printre care si pe
cea de salahor. Intrebarea fireasca pe care si-o pun cei care nu l-au cunoscut
este: ce fi determina pe toti acesti artisti sau teologi sd i stea in preajma?

Un réspuns pripit ar putea fi acela cd erau atrasi de calitatea lui umana, de
convingerile sale legate de existenta divind si, nu in ultimul rdnd, de creatia sa.
Privindu-i indelung lucrdrile, cred ca interesul actual pentru el deriva din felul
in care a reusit sa-i surprinda prin imagini cu incarcatura explicit mistica, mai
ales in perioada de dupa anii 1977-1978, intr-un moment atat de neprielnic
pentru asemenea demersuri vizuale. Ciclurile intitulate Cete, Cercuri sau Stdri-
Unitate dezvoltd o iconografie ale carei teme vor fi aprofundate de-a lungul
deceniilor urmatoare. Este o restructurare a ceea ce putea fiintuit incd de la
debut, dar care acum se redimensioneaza atat la nivelul semnului plastic si mai
ales la cel al intensitatii mesajului, in ordinea sa militant spirituald. Asezandu-
si constructiile compozitionale pe acest palier ferm al viziunii religioase de
factura neo-ortodoxa, Gheorghe Berindei ne provoaca la un alt tip de oglindire.
Isi stabileste reguli de reprezentare proprii pe care si le impune doar siesi sau
celor care vor sa-i inteleaga demersul.

Lumea pe care o propune insa, transgreseaza arta. Imaginile produse,
asemenea unor incantatii divinatorii sunt doar un vehicul, tesatura vizibila
care mediaza transferul de semnificatie din zona nelinistilor mundane in aria
certitudinilor spirituale. Pictura devine o forma a imanentei prin intermediul
careia fi este relevat accesul la perceperea transcendentei.

La nivel formal, Berindei apartine generatiei ‘60, impartasindu-i deopotriva
curiozitatea, in sensul explorarilor spirituale, urmand instinctul de
descoperitor, revelator de forme si implicit de adevaruri. Dacd ne intrebam

ce reprezinta cu adevarat arta sa, vom observa multe imponderabile care
genereazd ambiguitatea raspunsului. Creatii care n acceptia curenta pot fi
ncadrate n categoria picturii, eu le resimt mai curand ca fiind structuri vizuale
avand rolul unor incantatii de invocare a divinittii. In bund masura depinde de

cheiain care vrem sa le citim.

Edification (Edificare), the retrospective dedicated to Gheorghe Berindei (1921-1999),

was one of the most surprising artistic events of the year. Conceived by the Museum of
Recent Art in collaboration with the Craiova Art Museum, the exhibition’s opening saw
the release of the first ever monograph dedicated to the artist. The volume included a
study by curator Erwin Kessler alongside a theological reading of the work by Cristian
Vechiu, a chronology by Carola Chisiu as well as two interviews with artists lon
Grigorescu and Mihai Sarbulescu, who had the occasion of meeting Berindei.

Painter Gheorghe Berindei is a particular figure in the Romanian scene. There has been
very little written about him, most documents presenting him in relation to his more
renowned artist friends, such as Paul Neagu, Florin Niculiy, Paul Gherasim, Horia
Bernea, Parintele Dumitru Staniloaie, Vasile Varga or Constantin Flondor. Elisabeta
Patuleanu, one of his three daughters, paints the picture of the artist living a life of
contradictions in her memoirs. Berindei had been fascinated by the spiritual early

on, with plans to enroll in the Orthodox University of Theology and contemplating
monasticism without ever formally pursuing either. Instead, he favored living in
anonymity, working jobs that were far from creative. He has worked odd jobs,
including being a laborer, before retiring from an accounting position at the Dudesti
Chemical plant in 1981. In this light, one might ask: what made all these artists and
theologians seek his company? A superficial answer would be their interest in him as a
human and their being intrigued by his convictions in the divine as well his art.

Gazing upon his works, | believe that their interest stems particularly from his

manner of creating mystically charged images, especially after 1977-1978, when

such endeavors were highly discouraged. Series such as Cete, Cercuri or Stdri-
Unitate construct an iconography presenting themes he would elaborate over the

next decades. They embody a current present since the beginning, now reshaped
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A Gheorghe Berindei, Unitate, 1984, ulei pe panzd, 65x65 cm, Colectia Ana Vasile, foto Alexandru Paul
Gheorghe Berindei, Unit, 1984, oil on canvas, 65x65 cm, Collection Ana Vasile, photo Alexandru Paul

» Gheorghe Berindei, Ierarhie, 1977, ulei pe carton, 81x65 cm, Colectia Ana Vasile, foto Alexandru Paul
Gheorghe Berindei, Hierarchy, 1977, oil on cardboard, 81x65 cm, Collection Ana Vasile, photo Alexandru Paul
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Cred c3d totul a inceput de fapt in anul 1946, cand viitorul artist s-a intalnit cu
parintele Arsenie Boca si au facut schimb de carti. Parintele i-a dat Imitatio
Christi de Thomas a Kempis, iar Berindei i-a dat parintelui o carte de spiritism.
Este, intr-un fel, un parcurs similar, dar in sens opus, cu cel a lui Carl Gustav
Jung, care, tot in tinerete, in urma unei viziuni, isi reformuleaza relatia cu
Dumnezeu, dezvoltand un interes in zona spiritismului. Desi in anii ‘7o, cand
Berindei incepe sa isi contureze cu pregnanta traseul, Jung isi incheiase

de mult opera, este putin probabil sa fi stiut ceva despre Cartea rosie, care
cuprinde viziunile acestuia si care abia recent au fost facute publice. Dezvolt
aceastd paraleld pentru ca am convingerea c3, atat pentru unul cat si pentru
celdlalt, expresia vizuald este rezultatul unui alt tip de experienta decat cea pe
care o produce arta.

Tn ceea ce- priveste pe Jung, lucrurile sunt destul de clare, in sensul in care
celebrul caiet, Cartea rosie, este un jurnal intim, cu un circuit public restrans, in
care si-a inventariat vizual timp de peste 16 ani, viziunile. Berindei, cu o singura
expozitie personald (1987) si alte cateva participari, mai mult impuse decat
dorite, a avut aproape aceeasi atitudine. Amandoi si-au construit demersul
vizual in singuratate, fiind refractari in a-l face public. Berindei picta noaptea,
cand toatd familia se culca, si evita astfel ca lucrarile sd fie vazute, chiar de
catre copii. Asemenea lui Jung, acestea erau aratate uneori unui grup restrans
de initiati precum Horia Bernea, Paul Neagu, Paul Gherasim, Doru Bucur si alti
cativa.

Sunt interesante n acest sens marturiile Elisabetei Patuleanu, consemnate

n cartea de amintiri Pictorul Gheorghe Berindei (Ed. Paideia, Bucuresti, 2019),
cu privire la modul in care lucra precum si faptul ca nu i placea s& fie privit in
timp ce picta. Isi prepara singur panzele cu multd perseverents, iar adesea

n loc de pensule, care se uzau prea repede, lucra cu varful unui ac mare de
cusut. Uneori, in loc de culoare folosea oja de unghii si, probabil pentru ca lucra
noaptea, folosea o lupa de ceasornicar. Toate aceste amanunte seamana cu un
ritual pe care pictorul il efectua asemenea lui Jung. De aceea inclin sa cred ca
pentru amandoi creatia a fost in esenta materializarea vizuala a unei revelatii
—la Jung; si reflexul unui ritual de invocare a divinitatii — la Berindei. Faptul ca
aceste ,stdri de gratie” erau generate spontan (Jung) sau se produceau in urma
unui proces de meditatie (Berindei) e mai putin relevant, mecanismul fiind
acelasi.

Opera lui Gheorghe Berindei probeaza in mod elocvent o maniera de eliberare
a omului din contingent, oferind spiritului redimensionari care sa fi asigure

o inepuizabila crestere a stdrii de visare. Meditatia ca forma de cunoastere a
omului interior este o idee pereng, veche si moderna in acelasi timp, ce iain
considerare toate problemele pe care le ridica realitatea. Creatorii din acelasi
aluat cu Gheorghe Berindei au cautat intotdeauna sa salveze ,minunea”, acea
lume revelata care reflectd de fapt realitatea greu accesibila ochiului profan.
Recunoasterea lui Berindei este o provocare. Observand interesul mare de care
s-a bucurat expozitia, inevitabil ma gandesc la faptul ca, in pofida intentiei
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both within the visual language and the intensity of the militant spiritual message.
Placing his compositional constructs firmly on the neo-Orthodox religious vision,
Gheorghe Berindei instigates us to enact a different type of mirroring. He establishes
his own rules of representation, only to be followed by himself and those who wish to
understand his thinking.

The world he proposes goes beyond the realm of art — the images he creates work

as divinations, the invisible web through which mundane anxieties become spiritual
certitudes. For Berindei, painting becomes an immanent form that grants access to
transcendence.

Formally, the painter belongs to the 6os generation, sharing both their relentless
curiosity and groundbreaking instinct, following his spiritual explorations while
revealing forms and truths. If we're trying to get to the core of his art, a clear answer
might elude us. | see his works, otherwise labeled as paintings, closer to visual
structures that work as instruments of invoking the divine, depending on the reading
we want to follow. Perhaps everything could be traced back to 1946, when the artist
and Father Arsenie Boca met and exchanged books. The priest offered him Imitatio
Christi by Thomas a Kempis and Berindei presented him with a book on spiritism

in return. In a way this represents a similar, albeit inverted trajectory to Carl Gustav
Jung’s, who developed an interest in spiritism as a young man, reassessing his
relationship to God. Although Jung had long finished his work by the time Berindei
was starting to consolidate his path in the 7os, it is unlikely that the painter came
across The Red Book, a text that describes the psychiatrist’s visions, only recently
made available to the public. In both cases, | believe that for visual expression has
been the result of an experience conveyed by something other than art.

Jung’s case is rather straightforward, The Red Book being a diary, an infamous albeit
rather private notebook, which documents his visions in a visual manner for over 16
years. With a single solo exhibition in 1987 and reluctantly participating in a handful of
solo shows, Berindei shared a similar attitude. Both developed their visual discourse in
solitude, not eager to make it public. Berindei used to paint at night, as the rest of the
family was asleep and avoided his works being seen, even by his children. Just as Jung,
he showed them to a close group of artists in the know; such as Horia Bernea, Paul
Neagu, Paul Gherasim or Doru Bucur.

Elisabetei Patuleanu makes a series of interesting observations in her book The
Painter Gheorghe Berindei (Paideia, Bucurestj, 2019), describing the artist's work
process and his dislike for being watched as he painted. He would painstakingly
prepare his canvases and would often use a large sewing needle instead of brushes,
which wore out too quickly. He would sometimes paint with nail polish and use a
watchmaker's magnifying glass, probably because he worked at night. All these
details point to the painter performing a ritual, not unlike Jung. This leads me to believe
that in both cases the act of creation had essentially been the visual manifestation of a
revelation (Jung) and the reflection of a divinity-invoking ritual (Berindei). These "states
of grace” are essentially the same, even if their catalyst differs — spontaneous in Jung’s
case and the result of meditation for Berindei. Gheorghe Berindei’s work eloquently
proposes a way out of the unforeseen, offering to reshape the spirit so that it would
reach an unlimited oneiric potential.

Meditation as an act of self-discovery is a perennial ideq, both antiquated and modern,
touching on all the issues posed by reality. Creators shaped from the same mold as
Berindei have always sought the kind of reality hidden to the untrained eye, looking to
uncover the mythical world beyond the veil. Validating Berindei as an artist is certainly
a challenge. Considering the elevated interest in the exhibition, | believe that, despite

the artist’s efforts of evading the spotlight, he will soon be part of the canon.

(Translated by Andra Nikolayi)

A Gheorghe Berindei, Din prima ceatd, 1979, ulei pe panzd, 51,6x34,6 cm,
Colectia MARe, foto Alexandru Paul

Gheorghe Berindei, From the first army, 1979, oil on canvas, 51.6x34.6 cm
Collection MARe, photo Alexandru Paul

» > Gheorghe Berindei, (Féra titlu), ulei pe carton

Gheorghe Berindei, Cerc-Semn la inceput, 1978, ulei pe carton, 65x65 cm
Gheorghe Berindei, Cerc-Semn la sfarsit, 1978, ulei pe carton, 65x65 cm
Colectia Ana Vasile, foto Alexandru Paul

Gheorghe Berindei, (Without title), oil on cardboard

Gheorghe Berindei, Circle-Sign at the beginning, 1978, oil on cardboard, 65x65 cm
Gheorghe Berindei, Circle-Sign at the end, 1978, oil on cardboard, 65x65 cm
Collection Ana Vasile, photo Alexandru Paul
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Atreia editie a Bienalei Art Encounters, Intélniri cu arta, si-a deschis portile
cdtre publicul larg din data de 20 septembrie pana in 27 octombrie 2019. Toatd
aceastd perioads, dar si intreaga pregatire de un an de zile, au fost complet
dedicate initierii unor dialoguri cu scena culturald locald din Timisoara pentru a
hréni cunoasterea si cercetarea prin intermediul artelor vizuale. Vreme de cinci
saptamani, dupd o lunga si anevoioasa pregatire, Timisoara a gazduit cea mai
extinsd editie a Bienalei Art Encounters de pand acum, desfasurata in mai mult
de 10 spatii conventionale si neconventionale, institutionale si independente,
in aer liber si in interior.

Gandit drept un proiect desfasurat pe intinderea unui an de zile, prin demersul
conceptual sustinut de catre curatoarele acestei editii, Maria Lind si Anca
Rujoiu, au fost expuse o serie de lucrdri de arta importante pentru scena
artistica nationald si internationald, dintre care unele special concepute
pentru eveniment. Luand drept reper diferite tendinte identificate astazi

in practica artistilor contemporani, curatoarele au renuntat la o umbrela
tematica: ,Precum vantul care strabate romanele Hertei Miller, ale caror
actiuni sunt plasate in Timisoara si in jurul ei, vantul acestei bienale va genera
diferite intensitati, atmosfere si materialitati ale orasului. Vantul se propaga
peste granite, depdsind barierele lingvistice, lucru bine cunoscut in regiunea
Banatului, incluzand marginile vizibilitatii si invizibilitatii. Un alt vant acorda

o atentie speciald mestesugului si manualitatii, iar un al treilea stimuleaza
activitatile editoriale independente, colectiile personale si alte forme de
auto-organizare.” Inainte de a intra mai mult in detaliu, voi mentiona faptul c&
am fost placut surprinsa de numarul considerabil de artisti (douézeci si doi din
cei saizeci si sapte in total), care au produs lucrdri noi, rezultat al unei fuziuni
armonioase dintre ideile pe care le propun si identitatea spatiului in care se
plaseaza.

Pentru a duce ambitiile acestei bienale mai departe, cele doua curatoare

au extins formatul acestei editii, pregatind pe tot parcursul anului o serie

de evenimente care au fost gandite pentru a acoperi mai multe discipline.
Productia expozitiei a fost gandita intr-o maniera in care sa provoace publicul
sd se orienteze asupra unor ,noi descoperiri” in materie de cladiri si locatii,
astfel incat au fost stabilite peste treizeci de puncte din oras si din regiune
(precum Muzeul Presei Romanesti din Jimbolia, Timis si Muzeul Textilelor din
Baita, Hunedoara), fie sub forma de expozitii, fie ca inserturi de lucrari.

Un rol special in obtinerea unor rezultate in privinta vizibilitatii si promovarii
proiectului catre publicul larg a fost jucat de catre Asociatia Culturala
Contrasens, unul dintre partenerii principali ai Bienalei, a carei misiune a vizat
pregdtirea unui program de mediere culturalg, ,Itinerarii de reCunoastere
/Ways of Knowing"”. Scopul programului a fost depasirea barierelor create

n jurul ideii de manifestare artistica si deschiderea catre un public divers,
participativ si dinamic. IntInirile lunare , Serile Ambasada” au constituit o
etapd necesara pentru informarea asupra Bienalei, constituind o platforma
de schimb si sprijin reciproc in care au fost implicati actori culturali timisoreni,
artisti locali, dar si artisti aflati in vizite de cercetare care depindeau de o
asemenea conexiune in scopul producerii noilor lucrari, a noilor experiente.
Programul conex de proiectii de film s-a extins de asemenea pe tot parcursul
anului, Tn colaborare cu cei mai relevanti artisti si cele mai relevante productii
ale momentului iar seria ,Artist Talks” a vizat in special studentii Facultatii de
Arte din Timisoara.

Selectia participantilor s-a bazat pe ideea de arta ca o forma de cunoastere,
dupa cum anuntau de la bun fnceput curatoarele. Produsul vizual creeaza o
punte de legatura cu stiinta, politica, literatura si filozofia, implicandu-se in

mod direct in procesul de intelegere a complexitatii vietii cotidiene. Relatia

The third edlition of the Art Encounters Biennial was opened to the public on
September 20 and ran until October 27, 2019. This timespan and the year spent in
preparation were dedicated to establishing dialogues within the cultural scene in
Timisoara and to increasing knowledge and research through the visual arts. For five
weeks, after long and tiring preparations, Timisoara hosted the largest edition of Art
Encounters to date, taking place in more than 10 conventional and less conventional,
institutional and independent spaces, indoors and outdoors.

The project was conceived as taking place throughout one whole year. The two
curators Maria Lind and Anca Rujoiu exhibited a series of nationally and internationally
valuable artworks, some produced especially for the event. Being receptive to multiple
tendencies to which contemporary artists subscribe, the curators decided to eschew
an umbrella theme: "Similar to the winds in Herta Miller’s novels, which take place in
and aroundTimisoara and have different connotations, the winds of the Biennial will
bring various temperatures, atmospheres, and even substances. Winds blow through
borders and translations, something well known in Timisoara’s Banat region, including
the edges of visibility and invisibility. Another wind drives an attentiveness to craft
and the work of the hand. A third wind stimulates independent publishing, personal
collections, and forms of self-organisation.” Before going more into detail, | will add
that | was pleasantly surprised by the considerable number of artists (twenty-two
out of sixty-seven) who made new artworks which harmoniously combined the ideas
proposed and the space they found themselves in.

To continue this biennial’s ambitions, the two curators extended the format, preparing
a series of interdisciplinary events throughout the year. The actual production was
conceived to direct the audience’s attention to "new discoveries” in terms of buildings
and locations. The event therefore featured over thirty locations within the city and
surrounding area (like the Museum of the Romanian Press in Jumbolia, Timis, and the
Textile Museum in Bdita, Hunedoara) that either contained whole exhibitions or just a
few artworks.

The Contrasens Cultural Association, one of the main partners of the biennial, had

a special contribution in promoting and increasing the project’s visibility to a wider
audience. They created a cultural mediation program called Itinerarii de reCunoas

tere / Ways of Knowing, whose aim was to eliminate the barriers around artistic
participation and to open the scene to a diverse, participative, and dynamic audience.
The monthly Ambasada Gatherings were necessary events that disseminated
information about the biennial. The series acted like a mutual exchange and support
platform, which involved cultural actors from Timisoara, local artists, but also artists
on research visits, who relied on such connections for their new works and experience.
The associated film screening program also stretched throughout the whole year, in
collaboration with the most relevant artists and productions right now, and the Art
Talks series was aimed especially at students from the Faculty of Arts in Timisoara.
The principle behind the participants’ selection was that of art as knowledge, as

the curators made clear from the beginning. From this perspective, the artwork

bridges science, politics, literature, and philosophy, being directly involved in how we

Prima pagina: Imagine din expozitie, Bienala Art Encounters 2019, Muzeul de Transport Public
,Corneliu Miklosi”, De la stdnga la dreapta: Bella Rune, Stalp de proiectie perifericd, 2019, amestec de
mohair si mdtase vopsit cu pigment natural; Agnieszka Polska, Porumbelul nesupus, 2019, print cu jet
de cerneald pe panza. Credit foto: Adrian Catu

First page: Exhibition view, Art Encounters Biennial 2019, "Corneliu Miklosi” Public Transport Museum. From left
to right: Bella Rune, Peripheral Projection Pillar, 2019, silk mohair hand dyed with natural pigments; Agnieszka
Polska, The Wayward Pigeon, 2019, inkjet print on canvas. Photo credit: Adrian Catu

< Imagine din expozitie, Bienala Art Encounters 2019, Fundatia Art Encounters. Prim-plan: Ane Graff,
Gobeleturile, 2019, instalatie; plan indepartat: Walid Raad, Perspective din compartimentul interior
cétre cel exterior, 2019, tapet pe perete. Credit foto: Adrian Catu

Exhibition view, Art Encounters Biennial 2019, Art Encounters Foundation. Foreground: Ane Graff, The Goblets,
2019, installation; background: Walid Raad, Views from Outer to Inner Compartment, 2019, wallpaper. Photo
credit: Adrian Catu

<« Imagine din expozitie, Bienala Art Encounters 2019, Muzeul de Transport Public ,,Corneliu Miklo-
si”. ZEPHYR, Propunerea zilei (de maine), 2019, instalatie site-specific. Credit foto: Adrian Catu
Exhibition view, Art Encounters Biennial 2019, "Corneliu Miklosi” Public Transport Museum. ZEPHYR, Suggestion
for the (Next) Day, 2019, in-situ installation. Photo credit: Adrian Catu
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Imagine din expozitie, Bienala Art Encounters 2019, Bastion Maria Theresia. Thao Nguyen Phan,
Tropical Siesta, 2015-2017, video 13'41". Credit foto: infi.ro

Exhibition view, Art Encounters Biennial 2019, Maria Theresia Bastion. Thao Nguyen Phan, Tropical Siesta, 2015-
2017, video 13'41". Photo credit: infi.ro

dintre arta, stiintd si politica, creata prin aducerea in discutie a ecologiei si a
grijii fata de mediul natural, este probabil ideea care ar fi trebuit sa rasune cel
mai puternic din intreaga Bienala. Este un subiect ce a devenit suficient de
mult discutat in ultima perioadd, in special in plan international.

Artist si arhitect, Apolonija Sustersi¢, invitatd de catre organizatori s& creeze o
noud lucrare, a propus alaturi de Ana Kun, Livia Coloji si Victor Dragos, grupati
sub numele de Zephyr, o recontextualizare a unui proiect de-al sdu de acum
doudzeci de ani, denumit Suggestion for the Day / Sugestia zilei. Initiativa a
pornit de la intrebarea ,care ar fi propunerea zilei de azi?” pentru Timisoara,
iar raspunsul venit din partea locuitorilor s-a indreptat spre problema poluarii
aerului si a grijii fatd de ecosistemul orasului si a zonelor inconjuratoare.
Proiectul a insemnat n final mai mult decat o sesizare a unei probleme, in
contextul in care cu cateva zile inainte de a ajunge pentru prima data in oras,
ntr-un parc din zona periferica s-au taiat mai multi copaci. Apolonija a dus
mai departe campania de constientizare asupra mediului, reusind sd obtind o
intdlnire cu autoritatile in cauza. lar, in decursul ultimei sdptdmani a expozitiei
bienalei, a avut loc o sesiune de teatru forum bazata pe cercetarea desfasurata
pe parcursul proiectului. in ciuda faptului c& nu au fost preconizate rezultatele
acestei actiuni, este important de mentionat succesul obtinut de varianta
anterioard a lucrdrii din 2000 de la Moderna Museet din Stockholm, cand un
grup eterogen de actori culturali, politicieni si cetateni s-au asezat la aceeasi
mas3. In mod similar, in Timisoara, s-a creat o intersectie intre cameni care
astfel s-au ascultat unii pe altii poate pentru prima data.

Tn mod similar, si alti artisti invitati au reusit s& fsi lase amprenta asupra
Timisoarei mai mult decét prin amplasarea unei lucrari temporare in unul

din spatiile sau galeriile selectate. Joar Nango impreund cu Lajos Gabor au
dat dovada de implicare si solidaritate in contracararea viziunilor rasiste incd
prezente in Romania. In timpul realizarii instalatiei lor din parcul Castelului
Huniade, unul dintre stalpii de iluminat plus cateva detalii de feronerie distruse
n urma expunerii in spatiul public au fost tratate, consolidate si restaurate
doar prin simpla dorintd a acestora de a lasa in urma lor un exemplu de grija si
de utilizare comund a unor abilitdti precum cele pe care Lajos Gabor le detine,
fiind unul dintre cei mai apreciati fierari de astazi si un personaj foarte activ al
comunitdtii rome.

Cea de-a doua idee regasita adesea in discursurile artistice face referire la

104

Imagine din expozitie, Bienala Art Encounters 2019, Bastion Maria Theresia. Lawrence Abu Hamdan, Cu
zid fard-de-zid, 2018, video 20'4”. Credit foto: Adrian Catu

Exhibition view, Art Encounters Biennial 2019, Maria Theresia Bastion. Lawrence Abu Hamdan, Walled/Unwalled,
2018, video 204". Photo credit: Adrian Catu

understand the complexity of daily life. The relation between art, science, and politics,
substantiated through the topics of ecology and environmental care, is perhaps the
idea that the biennial pushes most strongly. It is a topic that has been amply discussed
lately, especially on the international level.

Artist and architect Apolonija Sustersic; invited by the organizers to produce a new
work, proposed, together with Ana Kun, Livia Colojj, Victor Dragos— collectively

calling themselves Zephyr — a recontextualization of a project she had put together
twenty years ago called Suggestion for the Day. The present project started from

the question, "what would the suggestion for the day be?” in the context of Timisoara,
and the answers that came from the local citizens focused on the issue of air pollution
and care for the city’s ecosystem and that of the surrounding region. In the end, the
project meant more than drawing attention to a problem. A few days before it reached
the city, a number of trees had been felled in a park on the outskirts of town. Apolonija
managed to meet with the relevant authorities. During the last week of the biennial’s
exhibition, there was a theater/forum session around the research done throughout
the project. Despite not being able to anticipate the results of this action, we should
remember the success of its previous iteration, in the year 2000 at Moderna Museet

in Stockholm, when a motley group of cultural workers, politicians, and citizens sat
together at the same table. Similarly, what took place in Timisoara was a crossing of
paths between people who were probably just then listening to each other for the first
time.

Other artists also left their mark on the city in a more meaningful way than by simply
placing a temporary work in one of the exhibition spaces. Joar Nango, together with
Lajos Gabor, showed strong social involvement and solidarity and subverted racist
notions still present in Romania today. As they were setting up their installation in the
Huniade Castle Park, they restored one of the street lights and some damaged iron
work only because they wished to leave behind a positive example and to show how
certain skills — Lajos Gabor is one of the most skilled blacksmiths today and is very
active in the Roma community — can be communally beneficial.

The second strand of discourse that comes up often refers to the socio-political context
of Timisoara in the last few years. We need only think of last year, where a considerable
number of refugees made headlines for weeks on end, generating an entire debate

on the topic of migration. Of course, generally speaking, Timisoara (the capital of the
Banat region) is passed through on a daily basis by people of various nationalities

wishing to benefit from Romanian higher education or to find a job so they can

contextul social-politic cu care s-au confruntat timisorenii fn ultimii ani. Spre
exemplu, sd ne amintim doar de incidentul petrecut anul trecut in care un
numar considerabil de refugiati au fost un carlig mediatic timp de saptamani
larand, generand o intreaga discutie pe tema migratiei. Desigur, in general
vorbind, capitala Banatului este strabatuta zi de zi, de la an la an, de un

numar tot mai mare de persoane, de diferite nationalitati, venite din dorinta
de a beneficia de pregatirea universitard romaneasca sau pentru a ocupa un
loc de munca din care s fsi intretina familiile. Indreptandu-ne mai departe
atentia spre lucrarea artistului Dan Acostioaei (Mdri sub pustiuri, 2019), aceasta
lucrare a fost prezentata inainte de inaugurarea bienalei. Mozaicul realizat

de artist este o extensie in spatiul public a proiectului de lunga durata prin

care acesta ancoreaza amintirile personale intr-un scenariu transnational.
Imaginea decupata dintr-o carte postala trimisa din Siria de catre tatdl sdu

n anii ‘7o este materializata pe suprafata unuia dintre pasajele Garii de Nord
din Timisoara. Amplasarea lucrarii este atent aleasd, evocand experienta
personald in relatie cu o larga problema sociala a migratiei si a relatiilor
diplomatice dintre Romania si tarile arabe in perioada comunismului. Miscarea
zilnica a célatorilor ce traverseaza pasajul, adauga un nou strat de interpretare
lucrarii, care se adreseaza si acelor ,migranti” invizibili, navetistii pentru care
deplasarea dintr-un loc in altul este ceva la ordinea zilei. Cu atat mai mult
putem intelege amplificarea traficului cultural care a rupt orice bariera, orice
granitd. Cream arta de mii de ani, iar ideea cd o singura lucrare are potentialul
de a unifica oamenii din intreaga lume prin simpla ei existentd, impresioneaza,
n continuare, puternic. Exista ceva cu adevarat magic in unirea unui grup

de oameni, in ciuda diferentelor de limbg, religie, sex, statut, educatie sau
mentalitate.

Printre artistii preocupati de asemenea de migratie, miscare, nomadism

si transgresare a granitelor se numara Agnieszka Polska (cu lucrarea The
Wayward Pigeon, 2019), prima artistd a carei lucrare a fost prezentata
publicului premergator expozitiei. Inainte de deschiderea oficiald din data de
20 septembrie, au mai fost inaugurate o serie de lucrari menite sd starneasca
si sd mentina curiozitatea publicului. Artista prezintd imaginea unui porumbel
célator, un personaj grafic realizat prin manipularea unor imagini fotografice
deja existente, lucrare ce devine ,mascota” Bienalei. Porumbelul mesager
creat de Agnieszka isi alege singur ideile pe care le livreaza si locul in care ar
trebui sd ajunga. Este un mesager care nu cunoaste granitele, cu atat mai mult
datorita faptului ca circula si in spatiul retelelor de socializare (fara a mai trebui
dovedit ca internetul este nemarginit).

O altd lucrare a carei inaugurare s-a produs inainte de deschiderea oficiald a
expozitiei Bienalei, o reprezinta instalatia duo-ului artistic Monotremu (Q.E.F,,
2014). Laura Borotea si Gabriel Boldis au creat o instalatie de tip bricolaj ce
leaga in mod direct religia de contextul local al vietii cotidiene. Gandite in
scopul reinterpretarii unor clopote bisericesti, menirea directa a celor sase oale
mari de bucatarie cu polonice atasate a fost si aceea de a incuraja interactiunea
cu publicul. Reinterpretarea edificiilor subliniaza corelatia dintre religiozitate
si standardele de viata scazute din Romania. Prezentata in Parcul Botanic din
centrul Timisoarei ca o lucrare publica, instalatia a scos la iveald si un aspect
negativ. De la inaugurare si pana in momentul final, patru dintre oale cu tot

cu polonicele lor, apartinand instalatiei, au fost furate. Prin urmare, caracterul
efemer al unei instalatii in spatiul public a devenit cu atat mai evident.
Privitorul lucrdrilor este mai departe indemnat sa adopte o viziune critica,

spre a se transpune si a se integra in imaginea avuta in fata ochilor, in special
n cazul lucrdrilor video din sectiunile expozitiei aflate la Bastion si la Muzeul

de Transport Public ,Corneliu Miklosi”. Cum poti ca privitor sa nu ramai cu o

Bienala Art Encounters 2019, Parcul Botanic Timisoara. Monotremu, Q.E.F,, 2014, instalatie. Credit

foto: infi.ro
Art Encounters Biennial 2019, Botanical Park Timisoara. ), Q.E.F., 2014, ion. Photo credit: infi.ro

support their families. We turn now to Dan Acostioaei’s work Seas under Deserts
(2019). The work had been exhibited before the beginning of the biennial. The artist’s
mosaic is an extension into the public space of his project, through which he anchored
his personal thoughts into a transnational scenario. The image cut from a postcard
that his father had sent him from Syria in the 70s materializes onto the surface of one
of the passageways in the Timisoara North Railway Station. The placing of the work
was carefully chosen, evoking the artist’s personal experience in relation to the broader
social issue of migration and of the diplomatic relations between communist Romania
and the Arab countries. The daily stream of travelers passing through this passageway
adds another layer of interpretation to the work, which is also addressed to those
invisible "migrants,” that is, commuters, for whom travelling from place to place is

a daily reality. We can see how art increasingly defies barriers and borders. We have
been creating art for thousands of years, but that a single work has the potential of
bringing together people from throughout the world through its mere existence is still
a powerful idea. There is something truly magical about uniting a group of people in
spite of differences in language, religion, sex, social standing, education, or mentality.
Among the artists who also take an interest in migration, movement, nomadism, and
transgressing boundaries is Agnieszka Polska (with her work The Wayward Pigeon,
2019), the first artist whose work was presented to the audience pre-exhibition. Before
the official opening on September 20, a number of works were presented in order to
stir the audience’s interest. Polska shows the image of a carrier pigeon, a character
created through photo manipulation, that then became the biennial’s "mascot.”

This pigeon chooses for himself the ideas he is to deliver and the destination. He is
amessenger who knows no bounds, especially given the fact that he also travels

the space of social networks (the internet, as we know, is limitless). Another work
showcased before the official opening of the biennial was the installation Q.E.F.
(2014) of artist duo Monotremu (Laura Borotea and Gabriel Boldis). The two created

a bricolage-type installation connecting religion to the context of daily life. Conceived
as a reinterpretation of church bells, the six large kitchen pots with attached ladles
were also intended to encourage audience interaction. This reinterpretation of the
church space highlights the correlation between religiosity and low living standards in
Romania. Exhibited as a public piece in the Botanic Park in the center of Timisoara, the
installation also showed a negative aspect. From its inauguration till its removal, four
of the pots, together with their ladles, were stolen. This only underlined the ephemeral

nature of an installation in a public space.
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incordare a simturilor, a nervilor, cat timp privesti lucrarea luiThao Nguyen
Phan (Tropical Siesta, 2015-2017), in care plaseaza copii din Vietnam in diferite
relatdri care stau la granita dintre realism si fantezie, sau lucrarea luiVandy
Rattana (Monologue, 2015), in care artistul i se adreseaza surorii lui pe care nu
aintalnit-o niciodata? La fel de bine am putea lua in discutie instalatia artistei
lulia Toma (Unexpected Dream / Dreams and Expectations, 2019), care prezintd
povestea femeilor siriene prin intermediul panzelor brodate, vorbind despre
ideea de feminitate, domesticitate, obedienta si totodata pasivitate.

Privind intr-o notd subiectiva dispunerea lucrarilor in spatiu si efectul produs
prin alaturarea lor, am regasit spatiul de la Casa ISHO, sediul Fundatiei Art
Encounters, drept cel mai compact si complet din punct de vedere conceptual
si curatorial, prin tratarea principalelor probleme ale societatii de astazi.
Tematica n jurul cdreia se construieste acest spatiu este prezentata intr-o
nota care, la vremea respectiva, putea fi consideratd drept un semnal al unor
evenimente particulare, nefericite. Fenomenele relatate de cétre artisti isi
afld locul la granita dintre realism si fantezie, participantii fiind invitati sa
descopere solutii de convietuire. Spatiul exploreaza modul in care disputele cu
implicatii geopolitice si economice majore afecteaza atat statul, cat si relatiile
familiale ale simplilor cetateni. Gobeleturile (2019) Anei Graff sunt in acest
moment mai aproape de realitate decét au fost in timpul bienalei. ,Proiectul
trateazd aspectele materiale ale unui numar extins de boli autoimune ale
timpului nostru, precum Alzheimer, Parkinson, scleroza multipld si boala
Crohn. Acestea sunt boli care, intr-un fel sau altul, au fost legate de factori

de mediu precum chimicalele toxice sau factori de dietd”, aflam din textul
curatorial. Daca in timpul celor trei sdptdmani petrecute in calitate de custode
al spatiului de la ISHO, in fiecare dimineata ma treceau fiori pe sira spinarii
gandindu-ma la toti ,poluantii” cu care intram in mod inconstient in contact
zi de zi si efectele produse in urma actiunii lor in organismul uman, acum,

n urma pandemiei prin care omenirea trece la momentul de fatd, aceasta
constientizare a atins noi senzatii. Procesele moleculare sunt invizibile si
inevitabile odatd ce am intrat in contact cu factorii externi.

Tn aceeasi masurd putem rezona si cu lucrarea Almei Heikkil, granule cu polen,
spori fungici, bacterii, miceliu, chisturi, filamente de alge si spori, licheni, insecte si
segmentele lor, tesuturi animale si vegetale si alte cdteva microorganisme (2017),
care se concentreaza pe conditiile de vizibilitate intre uman si non-uman.
Ironic sau nu, titlul dat lucrdrii pune pe masa tocmai o problemd actualg,
invitand publicul sa alunece in cdmpurile abstracte prezentate si reamintind
de acele elemente care ne controleaza mai mult sau mai putin viata. Pictura
verticala la scara mare prezinta intocmai elementele vizibile doar la microscop,
de a cdror existenta adesea uitdm. Panza artistei incearca sa sugereze ca nu
existd o granita clard intre ,indivizi”. Nu putem trdi independenti unii de altii,
si totusi, In conditii de crizd mondiald, precum pandemia actualg, suntem
obligati sa recurgem la un astfel de stil de viata.

De amintit este si seria Firefly (2014) a artistului Philippe Parreno, formata din
227 de desene detaliate a unor licurici muribunzi ce amintesc de fragilitatea
vietii si imposibilitatea controldrii momentului mortii, din care expuse au

fost trei astfel de desene. Dar si HE EAR R (2016) a duo-ului artistic Pauline
Boudry si Renate Lorenz, lucrare ce creeaza o stare de tensiune publicului,
transformand microfoanele instalate in protagonistii unui viitor performance
in lipsa performer-ului uman. Si, cu atat mai mult, trebuie amintita lucrarea lui
Walid Raad, Perspective din compartimentul interior cdtre cel exterior (2019),
care, intr-un mod ironic, prevesteste si face sa fie simtita de toata lumea
situatia institutiilor culturale, a muzeelor si galeriilor in prezent.

Reactiile pozitive ale publicului au survenit din aprecierea mai multor subiecte
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The viewer is also asked to adopt a critical vision, to transpose and integrate
themselves into the image before them, especially in the case of the video works at
the Bastion and the "Corneliu Miklosi” Public Transport Museum. How can you as a
viewer not feel a certain inner tension as you see Thao Nguyen Phan’s Tropical Siesta
(2015-2017), which follows various accounts of Vietnamese children at the border
between realism and fantasy, or Vandy Rattana’s Monologue (2015), in which the
artist addresses the sister he never met? We could also mention here luliaToma’s
installation Unexpected Dream / Dreams and Expectations (2019), which tells the
story of Syrian women through embroideries, commenting on femininity, domesticity,
obedience, and passivity

Looking at the display of works in space and the effect of their juxtaposition, my
subjective opinion is that the ISHO house, the main office of the Art Encounters

Foundation, was, curatorially and conceptually, the most compact and comprehensive

space of all and drew attention to the main problems of contemporary society. The
theme organizing the space is presented in a way that, at the time, might have hinted
at certain unfortunate events. The phenomena recounted by the artists are at the
limit between realism and fantasy, as the participants were invited to come up with
solutions for living together. The space explores the ways in which disputes that have
major geopolitical and economic implications affect both the state and the family

ties of regular citizens. Ana Graff's Goblets (2019) are at this point in time closer to
reality than they were during the biennial. "This project deals with the material aspect
of a number of widespread autoimmune diseases of our time, such as Alzheimer’s,
Parkinson’s, MS and Crohn’s disease. These are diseases that in one way or another,
have been linked to environmental factors such as toxic chemicals and dietary factors,
we are told by the exhibition text. If during the three weeks | worked as a custodian at
the ISHO space | felt chills down my spine just thinking of all the "pollutants” that |
inadvertently came into contact with on a daily basis and the effects they can have on
the human body, now, during this global pandemic, my awareness has reached new
heights. Molecular processes are invisible and inevitable once we come into contact
with external factors.

On the same level, we can consider Alma Heikkild’s work pollen grains, fungal
spores, bacteria, mycelium, cysts, algal filaments and spores, lichens, insects and
their parts, plants and animal tissues and several other microorganisms (2017),
which focuses on the conditions of visibility between human and non-human. Ironic
or not, the work’s title brings up a very current issue, inviting the audience to slide
through the abstract fields mentioned and reminding one of all the elements that
more or less control our lives. This large-scale vertical painting depicts precisely these
elements that are only visible under a microscope, whose existence we often overlook.
The work suggests that there is no clear border between "individuals.”We cannot

live independent of each other, and yet, under crisis conditions like the current global
pandemic, we are forced to adopt precisely such a lifestyle.

I would also like to bring up Philippe Parreno’s series Firefly (2014), comprising 227
detailed drawings of dying fireflies, reminding us that life is fleeting and that we
cannot choose the time of our death. Three drawings of the series were exhibited in
Timisoara. There is also Pauline Boudry and Renate Lorenz’s work HE EAR R (2016),
which produces a state of tension in the audience, turning microphones into the
protagonists of a performance from days to come, where the human performer

will be absent. Also worth mentioning is Walid Raad'’s Views from outer to inner
compartment (2019), which, ironically, predicts and makes palpable the situation of
cultural institutions, museums, and galleries in the present.

The audience’s positive reactions were due to a number of important topics tackled by
the artists, as well as to the biennial’s extended format, but a different perspective, a
response to the aesthetic and thematic offering, brought into discussion the absence

of certain important themes. Given all the in situ research in the city, the artists could

”

Imagine din expozitie, Bienala Art Encounters 2019, Fundatia Art Encounters. Prim-plan: Alma Heikkild, Granule cu polen, spori fungici, bacterii, miceliu, chisturi, filamente de alge si spori, licheni, insecte si segmentele lor,
tesuturi animale si vegetale si alte cateva microorganisme, 2017, instalatie. Credit foto: Adrian Catu
Exhibition view, Art Encounters Biennial 2019, Art Encounters Foundation. Foreground: Alma Heikkild, Pollen grains, fungal spores, bacteria, mycelium, cysts, algal filaments and spores, lichens, insects and their parts, plants and animal tissues
and several other microorganisms, 2017, installation. Photo credit: Adrian Catu

abordate de artisti si a formatului extins al bienalei, nsd o alta perspectiva
conturata ca raspuns la propunerea tematica si estetica a adus in discutie
absenta unor teme importante. In contextul cercetarii desfasurate la fata
locului, orasul ar fi oferit un bun prilej artistilor de a sonda o serie de alte cateva
subiecte sensibile, adesea ignorate, dar in cazul acesta aflate in continuitatea
mai profunda a celor deja existente. Subiecte precum comunitatea evreiasca,
istoria austro-ungar3, revolutia din 1989 sau abordari mai angajate pe tema
rasismului, care atinge o cota neverosimila in aceasta parte a tarii, nu au fost
atinse decat poate foarte putin si subtil.

Motivul absentei acestor subiecte poate avea multiple explicatii. Se pot lua in
calcul lipsa unei atitudini suficient de combative pentru a indrazni o asemenea
abordare, apoi simpla omitere a unor subiecte din cauza unei cercetdri care s-a
oprit la cele mai vizibile straturi sau, o altd ipotezd, cautarea unor teme mai
putin previzibile ar fi insemnat totodata si 0 ,zgandarire” mult mai asumata

a structurilor si a relatiilor institutionale din oras. Au existat voci, venite atét
din partea unor personalitati importante, cat si din partea publicului neavizat,
care au afirmat ca in cadrul unei Bienale organizate in 2019 se puteau atinge
subiecte mult mai puternice si mult mai necesare de adus in discutie. Care ar
mai ramane atunci rolul principal al artei daca nu deschiderea unor asemenea

discutii?

have probed into a few more delicate, and often ignored, topics, which are necessary
extensions of those that were tackled. These are topics like the Jewish community,
Austro-Hungarian history, the 1989 revolution, or more engaged approaches to the
topic of racism, which can get completely out of hand in this part of the country. These
however were very little touched upon.

The reason for the lack of engagement with these topics can be many. We can posit
the lack of a contentious enough attitude to have the courage to attempt such an
approach, or research that stopped at the most visible layers, or, maybe, looking for
more unexpected topics would have represented a deliberate upsetting of the city’s
institutional relations and structures. Both important figures and the lay public agreed
that the 2019 biennial could have tackled harder, more urgent topics. What is the role

of art if not to open such discussions?

(Translated by Rares Grozea)



KINEMA IKON S| PARADIGMA NOILOR MEDIA One of the few exhibitions to truly impact the Bucharest art scene in 2019 was

Daca scena media din Romania capatd amploare la inceputul anilor ‘9o, sub titled kinema ikon: films / 1970 — 2020 and took place at Rezidenta BRD
influenta recent infiintatului Centru Soros pentru Artd Contemporana (CSAC), Scena9, in preparation for the group’s 50-year anniversary. The fact that this
pozitia kinema ikon de barometru al acesteia este atestata de participarea half a century of art and community encompases a diverse series of periods —
grupului la cele mai prestigioase expozitii si colocvii internationale ale 16mm experimental film (1970-1989), digital art (1994-2005), recuperations
momentului: 02010101 (1994, curator Calin Dan), MEdIA CULPA (1995, curator of analog media, namely prints, objects, and installations (2006-2016), as
Aurelia Mocanu), EXPERIMENT (1996, curator Alexandra Titu). Factorul well as a turn towards digital and augmented reality (2017-presently) —is a
fundamental, in opinia mea, este ca toate aceste evenimente dedicate noilor testament fo the group’s paradigmatic status, bearing witness to the key trends
tehnologii si artei experimentale au fost construite din start de pe premisa of neo-avant-garde film and media art. Furthermore, the Transylvanian
continuitatii, respectiv a integrarii paradigmei noilor media in scena artei group is illustrative not only within the history of new media in Romania, but
contemporane. Si asta in contra parerilor vehiculate pe scena internationald a also of the general workings of what Flusser called technical images and the
acelor ani, pentru care paradigmatic era modul sceptic in care Lev Menovich way they relate to the paradigm of contemporary art.

kinema ikon: serial / s. 1 / e. 10 & Bogdanator, Utopian (pastratorul de limbi m
instalatie media Rezidenta BRD Scena9, foto: Vlad Catand
kinema ikon: serial / s. 1/ e. 10 & Bogdanator, Utopian (dead language keeper), (20:

Rezidenta BRD Scenay, foto: Vlad Catand

KINEMA IKON

JUMATATE DE VEAC DE
EXPERIMENT S| COMUNITATE
A HALF CENTURY OF
EXPERIMENT & COMMUNITY

KINEMA IKON: FILMS /1970-2020
Rezidenta BRD Scena g, Bucuresti
08.11—06.12.2019

Text: Raluca Oancea (Nestor)

Una dintre putinele expozitii care au marcat cu adevdrat scena bucuresteand in 2019, "kinema ikon: films/ 1970 —
2020"a avut loc la Rezidenta BRD Scenag, anticipand implinirea a 50 de ani de la constituirea grupdrii. Modul in care
aceastd jumatate de secol de artd si comunitate subsumeaza perioade dedicate pe rand filmului experimental pe 26mm
(1970-1989), artei digitale (1994-2005), reconsiderdrii componentei analogice - printuri, obiecte, instalatii (2006 - 2016)
sinu in ultimul rand, unui reviriment al digitalului in directia realitdtii virtuale sau augmentate (2017 - ), atesta faptul
ca atelierul kinema ikon constituie un caz paradigmatic ce poate functiona ca martor atat pentru tendintele cheie ale
filmului de neo-avangarda cat si pentru cele ale artei media. Mai mult, gruparea arddeand se dovedeste emblematica
nu doar pentru istoria noilor media in Romania ci pentru mai generala functionare a a ceea ce Flusser numea imagine
tehnica si relationarea acesteia cu paradigma artei contemporane.
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aborda (The Death of Computer Art, 1996) ideea convergentei dintre Turing
land (lumea noilor media digitale lipsita de ironie si capacitate conceptuala,
subordonata tehnologiei) si Duchamp land (lumea ironica si conceptuald a artei
contemporane).

Includerea ki in lumea noilor media este certa — in perioada 1996-2005 grupul
impulsionat de Calin Man si Caius Grozav, buni cunoscatori al limbajelor
computationale, isi dedica energia exclusiv proiectelor digitale, hypermedia
(offline) sau net art (online), participand chiar la ISEA — International
Symposium of Electronic Art (1998, 2000), intrunire consacrata paradigmei
Turing land. Cu toate acestea, motivele lui Manovich de izgonire a lucrarilor
digitale din cetatea ideald a artei contemporane sunt infirmate in bloc

de proiectele kinema ikon: Opera Prima, alteridem.exe sau Commedia del
Multimedia. Faptul ca cd rom-urile si site-urile grupului nu duc lipsa de ironie
sau umor, detinand in acelasi timp o consistenta sustinere conceptuald si

un pregnant mesaj social va fi confirmat, de altfel, de salutara participare a
kinema ikon la Bienala de la Venetia (2003).

Tn concluzie, cruciala relevantd a demersului kinema ikon vine atat din modul
n care acesta reuseste sa surprinda functionarea unor mecanisme proprii
imaginii tehnice, deconspirdnd pattern-uri comune filmului experimental,
artei video si artei digitale, cat si din modul in care plaseaza lucrarile bazate
pe tehnologie intr-o bund continuitate cu scena larga a artei. Ki se va numara
astfel printre primele proiecte care au revelat existenta teritoriului hibrid,
partajat astazi de artele vizuale, artele sunetului si cele ale spectacolului. Toate
aceste trasaturi fi vor confirma grupului statutul de barometru al scenei media
romanesti si cel de martor cheie in procesul cartografierii artei contemporane
n ansamblu, de la ludic, interactivitate si participare la implicare socialg, de la

interdisciplinaritate si intermedialitate la asumarea unui mesaj conceptual.

INTERMEDIALITATE SI INTERDISCIPLINARITATE

Tn ceea ce priveste coordonatele interdisciplinarititii si intermedialitatii,
paradigmatica este insasi constituirea ki la inceputul anilor 1970, in scopul

de a permite unui grup de graficeni, pictori, fotografi, arhitecti, muziceni
transcenderea modului conventional de lucru, inlocuirea practicii cotidiene cu
un experiment ludic in zona dinamica a filmului. Productiile lor vor rula chiar si
nainte de perioada digitald a anilor ‘9o mai curand in muzee si galerii (Studiu,
Medium, Spatiul-Oglindd), in paralel cu expozitii de pictura, fotografie si mail
art organizate neoficial sub umbrela grupului. Nu mai putin relevante sunt
colabordrile ulterioare cu muzicieni, poeti, teoreticieni, informaticieni, filosofj,
cu scriitorii generatiei ‘8o (majoritatea colaboratori ai publicatiei Intermedia,
editate de ki din 1994), cu arhitectii colectivului L'ene (2015).

Expozitia kinema ikon: films / 1970 — 2020, vernisata in noiembrie la Rezidenta

BRD Scenag, presupune la randul sdu o captivanta colaborare cu Electric

KINEMA IKON AND THE NEW MEDIA PARADIGM

The Romanian art scene began to gain momentum in the early ‘9os under the
influence of the recently founded Soros Center for Contemporary Art. Kinema

ikon’s paragon status is attested by their participation in the most prestigious
international exhibitions and colloquiums at the time: 01010101 (1994, curated by
Calin Dan), MEdIA CULPA (1995, curated by Aurelia Mocanu), EXPERIMENT (1996,
curated by AlexandraTitu). The key point, in my opinion, is that all these events
dedicated to new technologies and experimental art were conceived starting from

the premise of continuity, that is, of the integration of the new media paradigm
within the contemporary art scene. This went against the opinions expressed at

the time on the international scene, where the dominant opinions jived with Lev
Menovich’s skepticism (The Death of Computer Art, 1996) towards the convergence
of Turing-land (the world of digital new media, lacking irony and conceptuality and
subordinated to technology) and Duchamp-land (the ironic and conceptual world of
contemporary art).

Ki's belonging to the world of new media is certain: between 1996 and 2005 the
group, driven forward by Cdlin Man and Caius Grozav, who were well-versed

in computational languages, pooled their efforts exclusively towards digital

projects, hypermedia (offline) and net art (online). They also took part in the ISEA
(International Symposium of Electronic Art, in 1998 and 2000), a colloquium within
the Turing-land paradigm. However, Manovich’s reasons for banishing digital works
from the idealist tower of contemporary art are contradicted by kinema ikon’s projects
like Opera Prima, alteridem.exe, or Commedia del Multimedia. The fact that the
group’s CDs and websites do not lack irony or humor, while also being conceptually
consistent and bearing a social message, is only confirmed by their participation in the
2003 Venice Biennale.

In conclusion, the crucial relevance of kinema ikon stems, on the one hand, from the
way they manage to detect and capture patterns common to experimental film, video
art, and digital art (the workings of the technical image), and, on the other hand,
from the way their tech-based works are integrated into the broader contemporary
art scene. Kiis therefore among the first projects to reveal the hybrid territory that

is nowadays shared by the visual arts, sound art, and the performing arts. All these
make the group a benchmark for the Romanian media arts scene and a key witness in
the process of mapping out the contemporary art scene in its totality, encompassing
playfulness, interactivity and social involvement, interdisciplinarity, intermediality, and

a conceptual message.
INTERMEDIALITY AND INTERDISCIPLINARITY
Regarding the group’s interdisciplinary and intermedial nature, it is enough to look at

their formation at the beginning of the 1970s in order to allow illustrators, painters,
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George Sabau: Ipostaze simultane (03:00), 1970
George Sabau - Simultaneous Hypotheses

Brother, cunoscut compozitor de muzic3 electronica. In cadrul lucrarii
Interventii pe peliculd de 16mm artistul interactioneaza asupra unor fragmente
de film din arhiva ki, folosind tehnici si materiale diverse (bisturiu, banda
adezivg, ciocan de lipit, hartie igienicd), pentru ca rezultatele sa fie vizualizate
apoi cu ajutorul unor microscoape electronice si al unor monitoare. Gratie
exemplarului joc de rol prin care muzicianul devine pictor digital putem numi
aceastd colaborare paradigmaticd pentru colaborarile ki.

De o frumusete intdmplatoare (sau nu), imaginea abstractd din Interventi...
constituie totodatd un comentariu asupra relatiilor dintre analogic si digital,
sunet si imagine, forma si miscare. Acest comentariu asupra filmului ca mediu
apropie demersul de repertoriul si estetica filmului structural, amintit de altfel
de George Sabau printre sursele de inspiratie ale grupdrii. Cu gandul la filmele
ki dar si la o serie de lucrdri structurale emblematice, ca La Région Centrale,
Back and Forth sau Wavelenght de Michael Snow, putem aborda colaborarea
dintre curatorul Calin Man si muzicianul vizual Electric Brother ca pe un
recent capitol al unei sustinute analize vizuale dedicate de gruparea aradeana
statutului filmului, functionarii afective a memoriei, gradelor de ubicuitate ale
vederii si alterarii perceptiei de catre tehnologie.

Nu n ultimul rdnd, picturalitatea imaginilor lui Electric Brother comunica in
mod fericit cu poezia filmelor experimentale Vandtoarea de pdsdri (Emanuel
Tet, 1980) si Efecte de imprimdvdrare (loan Ples, 1978), proiectate la Bucuresti
n aceeasi sald. Ar trebui amintit aici ca filmele pictorilor Ples si Tet, modele
ale esteticii lirice a interventiei directe pe peliculd, practicata de ki in perioada
1970-1989 (dupa modelul lui Stan Brackage si al neoavangardei americane),
sunt recontextualizate digital la Rezidenta BRD Scenag in cadrul proiectului
OST'n’ReST (EUROPALIA, 2019).

Aplicatia digitala OST'n’ReST reuneste o colectie de zece filme ale perioadei
1970-1989, a cdror coloand sonora a fost recompusa de cinci artisti belgieni

si cinci romani (inclusiv celebrul compozitor de muzica spectrald lancu
Dumitrescu). Rezultatul este un produs intermedial, pentru care componenta
sonora detine o esentiala relevanta (posibilitatea de a urmari fiecare film cu
coloane sonore diferite inlesneste analiza capacitatii sunetului de a influenta

componenta vizuald).
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oculus 1: Florin Hornoiu: Navetistii / The commuters (07:21) 1975 Demian Sandru: Open-flash
(07:53) 1975 Ioan Plesh: Poluare / Pollution (05:34) 1977 Viorel Simulov: Ocular (05:36) 1985; Ioan
Galea: Studiu 2 - Fibonacci (10:07) 1987; George Sabdu: Fragmentarium (09:00) 1985-1990, VR &
Soundtrack: Alex Halka

oculus 2: reVoltaire feat. Alexandra Stache e Cétalin Alb « David Indreica » Ioana Ionescu e Ilie Ciotir:
QFilm (02:56) 2018; Schrddinger’s cat is lost in a VR box, foto: Vlad Catana

photographers, architects, and musicians the possibility of transcending their normal
ways of working and to produce instead playful and dynamic film experiments.

These young filmmakers’ productions were screened — even before the digital period
of the ‘gos — mostly in museums and galleries (Studiu, Medium, Spatiul-Oglindd),
alongside paintings, photos, and mail art exhibitions organized unofficially under the
group’s name. Relevant are also the group’s collaborations with musicians, poets,
theorists, computer scientists, philosophers, writers of the ‘S8os generation (most of the
contributors to the magazine Intermedia, edited by ki from 1994 on), and architects of
the L'ene collective (2015).

The exhibition kinema ikon: films / 1970 — 2020, opened in November at Rezidenta
BRD Scenag, was the space for a stimulating collaboration with Electric Brother, a
successful composer of electronic music, trip-hop, downtempo, and chill-out. In the
work Interventii pe peliculd de 16mm (Interventions on 16mm Film) the artist edits
film fragments from the ki archive using a wide range of materials (a scalpel, tape,

a soldering iron, toilet paper). The results are then viewed with the help of electric
microscopes and displayed on monitors. This roleplay through which the musician
becomes a digital painter is what makes this a representative ki collaboration

In addition to being accidentally (or not) beautiful, the abstract images

of Interventions... are a comment on the relation between analog and digital, sound
and image, form and movement. This statement about film as medium (frequent in
ki's projects, as will become clear later) links their work to the repertoire and aesthetics
of structural film, which Sabdu explicitly names as one of the group’s influences.
Thinking of ki's films in relation to iconic structural works like Michael Snow’s La
Région Centrale, Back and Forth, or Wavelength, we can see the collaboration
between curator Calin Man and visual musician Electric Brother as just the most
recent instalment in an extensive visual analysis about the status of film, the affective
workings of memory, the degrees of ubiquity of sight, and technology’s impact on our
perception.

Lastly, the visuality of Electric Brother's imagery communicates with the poetics

of the experimental films Véndtoarea de pdsdri / Bird Hunting (Emanuel Tet,

1980) and Efecte de imprimdvdrare / Spring Effects (loan Ples, 1978), screened

in the same room. It should be mentioned here too that Ples’s and Tet'’s (both
painters) films, epitomizing the lyrical aesthetics and direct intervention on film

practiced by ki between 1970 and 1989 (under the influence of Stan Brackage

Ioan Plesh, “Simple coincidente” (06:01), 1978
loan Plesh, "Simple coincidences” (06:01), 1978

FLUIDITATE S| RECONFIGURARE

Expozitia de la Rezidenta BRD Scenag propune o sinteza a tuturor perioadelor
ki de mai sus, dincolo de formatul restrictiv al unei simple retrospective. Un
nou punct tare al grupului se afirma aici, anume capacitatea demersului ki de a
functiona ca operd deschisd (colaborarii, reconfigurarii, interventiei publicului).
Cu alte cuvinte, sinteza operata de curatorul Célin Man la Scenag reveleaza
exemplar potentialul de continua reconfigurare a lucrarilor, mobilitatea si
fluiditatea unor demersuri ce culiseaza cu o mare usurintd intre trecut, prezent
si viitor. Jocul implicd si o tranzitie intre media diferite: de la film la instalatie,
de lainstalatie la performance si inapoi, prin documentare, la film, stop-cadru,
ilustratie, material tipografic. Un film pe 16mm devine centrul unui peisaj

VR, un documentar cu vizita lui Ceausescu la Arad da nastere unei instalatii
participative. In ochii publicului siu ki pare astfel sa detin& puterea de a pune in
scend Tnsusi conceptul lui Bergson de duratd, curgerea timpului insusi.

Dintre toate aceste tranzitii, cea mai pregnanta este probabil cea legata de
modul in care filmele experimentale sau documentare din perioada comunista
sunt adaptate noului context digital si transformate in aplicatii multimediale,
produse artistice interactive sau peisaje virtuale. Ca prim exemplu, proiectul
OST'n’ReST (EUROPALIA, 2019), amintit deja mai sus, transforma o colectie
de filme experimentale pe 16mm (realizate de nume ca Emanuel Tet, loan Ples,
Calin Man, Romulus Budiu, loanT. Morar) intr-un proiect digital intermedial

ce permite urmdrirea filmelor cu coloane sonore multiple. Artistul Alex Halka,
gratie unor iscusinte atét tehnologice cét si muzicale, transforma alte sase
filme experimentale intr-o aplicatie VR Oculus Go si noud filme documentare
din aceeasi perioada (cu titluri exemplare ca Primdvara Arddeand, Propaganda
vizuald, Ceausescu la Arad) intr-o instalatie in care umbrele spectatorilor
interactioneaza cu proiectia multiecran. Important de retinut aici este modul in
care cele 62 de filme documentare (care in perioada comunista au reprezentat
pentru artisti un pretext de a face rost de peliculd pentru grupul alternativ

de 62 de filme experimentale) se incarca in timp cu semnificatii, printre care
valentele antropologice ale unor documente autentice.

Proiectul Vorspann in care George Sabau monteaza secvente din toate cele

62 de filme experimentale produse intre 1970-1989, marcand incheierea unei

etape de creatie, intrd in relatie de simbioza cu recenta instalatie Miroase a

kinema ikon: serial - povestit celor care nu au vdzut niciun episod, kinema ikon: filme digitale in serie
produse de ki « 2013-2016, sezonul 1, sezonul 2, sezonul 3

kinema ikon: serial [series] - as told to those who missed all the episodes, serial digital films produced by ki ® 2013-
2016, season 1, season 2, season 3, foto: Vlad Catand

and the American neo-avant-garde) were digitally recontextualized with the

project OST'n’ReST (EUROPALIA, 2019) at Rezidenta BRD Scenag.

The digital application OST'n’ReST — with masterful visuals made by reVoltaire (aka
Calin Man) - comprises ten films from between 1970 and 1989 (plus an epilogue

by Cdlin Man) and includes a soundtrack that was recomposed by five Belgian

and five Romanian composers (including the famous spectralist composer lancu
Dumitrescu). The result is an intermedial product for which the soundtrack is essential
(the possibility of watching each film with different soundtracks shows how sound

influences the visual component).

FLUIDITY AND RECONFIGURATION

The exhibition at Rezidenta BRD Scenag offers an overview of all the above-
mentioned periods in ki's work, 1'd like to make some notes on how this unique
overview is created, beyond the restrictive format of a simple retrospective. A new
important feature makes itself felt here: the fact that ki's work functions as an open
work (open to collaborations, reconfigurations, and interventions from the audience).
In other words, the overview curated by Cdlin Man commendably showcases the
works’ potential for constant reconfiguration, mobility, and fluidity, as they easily slide
between past, present, and future. This play also implies a transition between different
media: from film to installation, from installation to performance and back, passing
through documentaries, to film, stop-motion, illustrations, printed material. A 26mm
film becomes the center of a VR landscape, a documentary about Ceausescu’s visit in
Arad is the basis for a participative installation. In the eyes of the audience, ki seems to
have the power to even stage Bergson’s notion of duration, the flow of time itself:

Of all these transitions, the strongest is probably how experimental or documentary
films from the communist period are adapted to the new digital context and
transformed into multimedia applications, interactive works, or virtual landscapes. A
first example is the aforementioned OST'n’ReST (EUROPALIA, 2019), a collection of
eleven experimental films shot on 16mm (made by people like Emanuel Tet, loan Ples
Calin Man, Romulus Budiu, loanT. Morar) made into an intermedia/digital work that
allows one to view the films with multiple soundtracks. Artist Alex Halka, skilled both
in tech and music, transforms six other experimental films into an application for the
Oculus Go and nine documentaries from the same period (with titles like Primdvara

Arddeand /Arad Spring, Propaganda vizuald / Visual Propaganda, Ceausescu
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pesti de sticld (Radu Cosma, lulia Cosma, 2014), un discurs postmodern ce
mixeaza teme diverse — adevar, autenticitate, imitatie, colectiei si colectionar,
dihotomia copie-original. Ar trebui amintit ca Vorspann a fost produs in 1995,
atunci cand grupul a putut onora invitatia mai veche a Centrului Pompidou de
aface o proiectie la Cinéma de Musée. Acest moment al transgresiunii politice,
al trecerii dincolo de granite, al dep&sirii limitelor unei culturi locale poate fi
exprimat prin gestul ritual al antrendrii in flux, al curgerii catre Europa. In acest
mod poate fi interpretata aici instalatia Miroase a pesti de sticld, un culoar
virtual dechis in fata monitorului pe care ruleaza Vorspann, culoar pe care
noatd o puzderie de pesti bibelou, specifici vitrinelor romanesti din perioada
comunista, toti cu botul cdtre U.E. Acest proiect cu o excelenta realizare
esteticd si rezonanta conceptuala face parte dintr-o etapd recentd a grupului,
evenimentul kinema ikon: serial, care a numarat trei episoade in 2013, 2015 si
2016. Confirméand modelul tipic pentru ki al operei deschise, fluide, Miroase a
pesti de sticld trece cu usurinta din formatul unei instalatii in cel al unui film sifn
cel al unui capitol din publicatia serial.

Proiectul kinema ikon: serial reprezinta ca eveniment in sine o structura
deschis3, interdisciplinar, intermedial3, transgenerationals. In cele trei
sezoane (conceptul de sezon trimite el insusi la contextul unor noi mutatii ale
societdtii spectacolului) acesta va implica alaturi de liderii reVoltaire si geosab
(aka Sab&u) o noud generatie de artisti, plasati si ei la intersectia vizualului cu
antropologia, teoria, poezia, muzica, arhitectura: Nita Mocanu, Marius Stoica,
Vasile Leac, Cristina Bogdan, Maria Balabas, Bogdan Tomsa, Bogdanator, gH
si grupuri ca IC RC, L'ene etc. In cel de-al doilea sezon, artistilor li se alaturd o
serie de curatori, printre care un vechi si important membru al grupului Judit
Anghel, mai noua dar esentiala lleana Selejan si, nu in ultimul rand, tineri
colaboratori ca Daria Ghiu, Horea Avram, Adriana Oprea, Diana Marincu,
megatron.

Structura proiectului serial este una tipicd jocului, organizata in jurul unei lumi
virtuale cu legi, spatialitati si temporalitati proprii. Daca in primul sezon artistii
primesc ca tema ilustrarea numelui grupului (miscare + imagine), in cel de-al
doilea, prezenta curatorilor sporeste complexitatea jocului pentru ca in cel de-
al treilea sa se ajunga la un complicat demers de interrelationare a subiectelor
si episoadelor. Fiecare sezon va produce instalatii expuse la Muzeul din Arad, in
sala consacrata ki (din 2012), dar si filme (experimentale) si capitole magistral
puse in pagina de reVoltaire in cele trei cataloage dedicate.

Tn cadrul expozitiei kinema ikon : films / 1970 — 2020 de la Bucuresti vor fi
recontextualizate ca instalatii, alaturi dei Miroase a pesti de sticld, doua

alte episoade ale primului sezon, Utopian (pdstrdtorul de limbi moarte) a

lui Bogdanator si Fifty Mississippi de reVoltaire. Ambele proiecte se disting
atat printr-o realizare esteticd valoroasa cat si prin faptul ca ridica intrebdri
importante despre statutul imaginii ca spectacol, raportul dintre lume si
reprezentare, digital si analogic, real si virtual.

Instalatia multimedia Utopian (pdstrdtorul de limbi moarte) a constituit
punctul de atractie al expozitiei de la Scenag, dupa cum au dovedit conturile
instagram ale vizitatorilor. Acest animal roz blanos, urias ce poarta in cap
posibile amintiri ruland pe un televizor (o alta varianta a proiectului cu un alt
animal in rolul principal) intrece atat in concept cat si in dragalasenie (vezi
cute ca noud categorie estetica la Sianne Ngai) cateii balon ai lui Koons si
umanoizii construiti de Paik din mini televizoare. Proiectul lui reVoltaire, Fifty
Mississippi/The Malcon Tease, ironic si subtil, propune o proiectie pe tavan
facutd printre zdbrelele unei jaluzele. Este vorba despre o selectie de secvente
din The Maltese Falcon, o emblema a filmului noir hollywoodian, comentariu

expresionist asupra inconsistentei si incomprehensibilitatii omului si a lumii si
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la Arad / Ceausescu in Arad) into an installation where the shadows of the

viewers interact with the multi-screen projection. It is important to note how the 62
documentaries (which, during the communist period, represented a pretext to source
film for their alternative series of 62 experimental films) become loaded with meaning,
like the anthropological connotations of authentic documentaries.

The Vorspann project, George Sabdu’s montage of shots from all 62 experimental
films the group made between 1970 and 1989, marking the end of a stage in their
work, relates to their recent installation Miroase a pesti de sticld / It Smells like Glass
Fish (Radu Cosma, lulia Cosma, 2014), a postmodern discourse mixing various themes
—truth, authenticity, imitation, collection, collector, the copy-original dichotomy.

It should be noted that Vorspann was made in 1995, when the group was able to
accept the former invitation of the Pompidou Center to screen some pieces at the
Cinéma de Musée. This moment of political transgression, of crossing the boundaries,
of surpassing the limits of a local culture may be expressed through a ritualistic flow
towards Europe. This is how we may interpret Miroase a pesti de sticld, which is a
virtual corridor, open in front of a monitor on which Vorspann is playing, along which
decorative glass fish (such as one might see in people’s homes during the communist
era) are swimming towards the EU. The project is of excellent aesthetic quality and
conceptual depth and is part of a recent stage in the group’s work, the event kinema
ikon: serial (series), which had three seasons, in 2013, 2015, and 2016. As one of ki's
typical open, fluid works, Miroase a pesti de sticld easily goes beyond the format of
an installation into that of a film and into that of a chapter from their serial.

The kinema ikon: serial project has an open, interdisciplinary, intermedia,
transgenerational structure. Its three seasons (the notion of season makes one

think of the society of the spectacle’s new mutations) bring together, along with its
leaders reVoltaire and geosab (aka Sabdu), a new generation of artists placed at the
intersection of the visual with anthropology, theory, poetry, music, architecture: Nita
Mocanu, Marius Stoica, Vasile Leac, Cristina Bogdan, Maria Balabas, Bogdan Tomsa,
Bogdanator, gH, and groups like IC RC, L'ene, etc. In the second season the artists are
Jjoined by a series of curators, among whom an old but essential member of the group
(Judit Anghel), the newer but also essential lleana Selejan, and, last but not least,
younger collaborators like Daria Ghiu, Horea Avram, Adriana Oprea, Diana Marincu,
and megatron.

The structure of serial is typical of a game, organized around a virtual world with

its own laws, spatialities, and temporalities. If in the first season the artists have to
illustrate the name of the group (as movement and image), in the second the presence
of the curators increases the game’s complexity, only for it to become a complex

play of interrelating subjects and episodes in the third one. Each season produced
installations exhibited at the Arad Art Museum in the ki room (starting in 2012), but
also (experimental) films and writings masterfully laid out by reVoltaire in the three
related catalogues,

Kinema ikon : films / 1970 — 2020 in Bucharest will recontextualize as installations,
in addition to Miroase a pesti de sticld, two other episodes from season 1:
Bogdanator’s Utopian (pdstrdtorul de limbi moarte) / Utopian (dead language
keeper) and reVoltaire’s Fifty Mississippi. Both projects distinguish themselves
through the high aesthetic production quality as well as by raising questions about the
status of images as spectacle, the relation between world and representation, digital
and analog, real and virtual,

The multimedia installation Utopian (pdstrdtorul de limbi moarte) was the main
attraction of the exhibition at Rezidenta BRD Scenag, as the visitors’ instagram
accounts showed. This huge, furry stuffed animal with its head full of potential
memories playing on a screen (a different version of the project starring a different
animal) beats Jeff Koons's balloon dogs and Paik’s TV humanoids in both concept

and cuteness (see Sianne Ngai's notion of cuteness as new aesthetic category).

prilej de afirmare pentru vedeta Bogart, simbolul intelectualului individualist
refractar la sistem.

O ultimad prezenta la Bucuresti, extrasa de aceasta data din sezonul al treilea,
este ultimul episod al serialului, Capsula timpului; time based work, o instalatie
misterioasa cu aspect hibrid de seif si frigider ce invoca readymade-ul lui
Duchamp din 1916, A bruit secret. Ea urmeaz s& fie deschis& la Muzeul de Arta
din Arad peste 50 de ani, la centenarul grupului. In incheiere nu imi rémane
decat sa i felicit pe toti cei implicati in acest eveniment magistral. Asteptam
nerabdétori alte episoade ale comemorarii din 2020 si, de ce nu, inventia unui

elixir minune care sa ne permita tuturor sd asistam la deschiderea Capsulei

timpuluiin 2070.

ReVoltaire's subtle and ironic Fifty Mississippi/The Malcon Tease is a ceiling
projection through window shutters. It shows a selection of scenes from the
emblematic Hollywood noir The Maltese Falcon, which becomes an expressionist
commentary on the inconsistency and incomprehensibility of the human being and a
context for Bogart to shine as the symbol of the individualist intellectual who opposes
the system.

One final project showcased in Bucharest, this time from season three, is the series’s
final episode, Capsula timpului (Time Capsule), a mysterious, hybrid installation
resembling a safe or a fridge, reminiscent of Duchamp’s 1916 readymade A bruit
secret. [t is scheduled to be opened fifty years from now, at the group’s centenary,

at the Arad Art Museum. To conclude, | can only congratulate everyone who was
involved in this great event. We eagerly await new retrospective events in 2020, and
perhaps also a magic youth potion so that we can all take part in the time capsule’s

opening in 2070.

(Translated by Rares Grozea)

< Long Story Short, instalatie media, lightbox, video, HDD2: survival ki v.2 video,
Long Story Short, media installation, lightbox, HDD2: survival ki v.2 video, foto: Vlad Catand

¥ vernisaj / opening “Kinema Ikon : films / 1970-2020", live performance dyslex, foto: Vlad Catand
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ARTISTI BULGARI IN ROMANIA.
O ALTA VIZIUNE ASUPRA LUMII

BULGARIAN ARTISTS IN ROMANIA.
A DIFFERENT VIEW OF THE WORLD

Text: Gheorghe Pogan

ARTISTICONTEMPORARI BULGARI/BULGARIAN CONTEMPORARY ARTISTS

Artisti: Krasimirkarabadzhakov, Sasho Stoitzov, Stoiko Daskalov, Rumen Bogdanov, Rumen Zhekov, Krasimirru-
sev, Ivo Bistrichki, Dimitarcholakov, Dimitaryaranov, Stanislavpamukchiev, Stefan Bozhkov, Lyuben Genov, Emil
Mirazchiev, Venelinshurelov, Simeon Shivachev, Cvetan Krastev, llia Yankov, Deyanyanev, Monicapopova, Kamen
Starchev, Valeri Chakalov, Zoran Georgiev Si Zaraalexandrova, Antoniakoleva-Nitra & Kaloyaniliev-Kokimoto,
Nina Kovacheva SiValentinstefanov, Group: Printnest Studio (Zoran Mishe, Goran Trickovski, Vasil Angelov, Pavel

Celkoski, lvanmateev)

Sala ,Constantin Brancusi”, Palatul Parlamentului, Bucuresti

05. -31.12. 2019

Curatori: Valeri Chakalov-Bulgaria, Zuzu Caratanase- Romania

Urmare a schimbului de expozitii si delegatii de artisti realizate de UAP din
Romania si Uniunea Artistilor din Bulgaria, selectia din creatia diverselor
generatii de artisti bulgari desfasuratd in sala ,Brancusi” din clddirea
Parlamentului Romaniei din Bucuresti, std sub semnul sincronismului cu
creatia europeana si a transcenderii granitelor dintre disciplinele artistice.

Tn sal3 si pe simeze se impletesc, in depling armonie, tendinte semnificative
din zona cercetarii artistice contemporane cu numeroase racorduri la filonul
traditional al artelor din Bulgaria. Nu este un sincronism de circumstanta

ci o contributie originala la definirea complexa a artei contemporane
internationale, care, pentru a fi deplin descrisa si echitabil3, trebuie sa
includd si contributia Estului Europei. Apartindnd zonei ortodoxiei, cu toate
consecintele spirituale si artistice decurgand de aici, creatiile artistilor

bulgari dezvaluie un univers artistic in care, desi dominanta la prima vedere,
materialitatea reprezentdrii nu se etaleaza pe sine cifsi extrage substanta din
zonele transcendentului, a intelegerii lumii ca o concretizare a inefabilului prin
forma si lumina.

Demersul artistilor bulgari, ca si demersul artistilor romani, contribuie la
clarificarea, afirmarea si evidentierea diferentelor de nuantd a matricei
stilistice si de spiritualitate locald in care se inscrie creatia lor si este o
contributie importanta la istoria artei contemporane in intregul sau.
Tnscrierea acestui schimb cultural intre manifest3rile conexe Salonului National
de Arta Contemporana din Roménia 2019/2020 nu este intdmplatoare. Avand
n vedere vechile si statornicele relatii de colaborare intre artistii din cele
doua tari, se deschide calea internationalizarii acestui Salon si a afirmarii
artei Estului ca o contributie care nu poate fi neglijata la definirea artei

contemporane.
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The exhibition at the Brancusi Exhibition Room in the Palace of the Parliament in
Bucharest comes as part of an exhibition exchange between the Romanian UAP and
the Artists’ Union in Bulgaria. The selection of works draws from multiple generations
of Bulgarian artists and shows a synchronicity with European art, a tendency to
transcend borders between artistic disciplines.

Throughout the room and on the walls we see a perfectly harmonious juxtaposition
between important trends in contemporary art research and connections to Bulgarian
art traditions. This is not just circumstantial. It is an original contribution to the complex
definition of international contemporary art, which, in order to be fully described and
equitable, must include Eastern Europe. Coming from a Christian-Orthodox areq,
with all its spiritual and artistic influences, the works of the Bulgarian artists reveal
an artistic universe where the materiality of the representation, though seemingly
dominant, does not flaunt itself. Instead, it extracts its substance from the area of
transcendence, showing an understanding of the world as a materialization of the
ineffable by means of form and light.

The work of the Bulgarian artist, like that of Romanian artists in general, contributes
to the clarification, assertion, and underlining of the differences in stylistic nuance
and local spirituality in which their work is enmeshed. They also make an important
contribution to the history of contemporary art as a whole.

The association of this cultural exchange with the National Salon of Contemporary
Art in Romania 2019/2020 is not coincidental. Given the history of successful
collaborations between artists from the two countries, we see the international
opening of the Salon and the assertion of the East as an important contributor in the

process of defining contemporary art.

(Translated by Rares Grozea)
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Tn 1977, in parcul aflat de-a lungul unuia dintre zidurile cimitirului Pére Lachaise
din Paris, noud persoane asezate intr-un semicerc au recitat poemul compus
de Stéphane Mallarmé in 1897, Un coup de dés jamais n’abolira le hasard [O
aruncare de zaruri nu va aboli nicicand hazardul]. De-a lungul acelui zid, in
1871, 147 de femei si barbati, membri ai Comunei din Paris, au fost aliniati si
impuscati.

Efortul de a aduce impreuna un eveniment represiv, dar care a schimbat radical
perceptia asupra clasei muncitoare din Franta si un poem cubist, care a ridicat
intrebari vizavi de organizarea informatiei pe paging, tipurile de caractere
alese si relevanta spatiilor albe a apartinut regizorilor Jean-Marie Straub si
Daniéle Huillet; actiunea a fost documentata in filmul scurt Toute révolution est
un coup de dés [Orice revolutie este o aruncare de zaruri].

Mallarmé a folosit noud tipuri de caractere in poemul sdu, fapt tradus in

film prin selectarea celor noud persoane, fiecare corespunzand unui anumit
tip de caracter; mai mult de atét, barbatii au interpretat cuvintele scrise cu
litere mari, iar femeile cuvintele scrise cu litere mici. Antropomorfizarea si
scandarea spatiald a versurilor in proximitatea unui loc cu semnificatie istorica
au reprezentat o incercare de restaurare a unei realitati diluate in timp, dar si o
situare in plan secund a experientelor initiale.

Decodarea materialului vizual compus de cei doi regizori necesita cunoasterea
modului in care s-a facut transcrierea si transformarea poemului lui Mallarmé
in scenariu. In lipsa decodarii, accentul cade pe pozitia celor noua personaje si
felul'in care ele recompun diagrama unui alfabet invizibil.

Plecand tocmai de la subcoduri de limbaj care se transforma in retete vizuale,
Maélina lonescu si Andreea Medar si-au extins prietenia artistica in atmosfera
rarefiatd a discutiilor despre situarea si de-situarea sinelui. Apropriind

metoda folosita in proiectul lui Straub si Huillet, artistele se concentreaza pe
cartografierea emotiilor umane in fata unor mecanisme sociale actuale sau
trecute, folosind instrumente binare imprumutate din poezie si performance,
la care se adauga interventia temporara in peisaj.

Pregatirea artistica si curatoriald a Mdlinei lonescu, aldturi de experienta
Andreei Medar in diverse colective artistice au impus un ritm intens practicii
lor. Un moment cheie pentru colaborarea dintre cele douad creatoare este
expozitia personald a Andreei Medar, Urme ale prezentului, deschisa la
Galeriile de Artd ale orasului Targu Jiu la inceputului anului 2018, curatoriata
de Malina lonescu si Célin Petcana. Cei doi curatori au explicat potentialitatea
termenului ,urme”, care pentru Andreea Medar reprezinta o cale de acces
spre universul sdu interior, unde experientele zilnice, visele sau dorintele ei
sunt reprogramate si regandite in forme exterioare, a caror materialitate este
prietenoasa si dureroasa in acelasi timp. Lucrand de multi ani cu sistemul
Braille, Andreea si-a dezvoltat un limbaj personal care la prima vedere este
imaculat si cald, dar pe masura ce te apropii de obiectele si instalatiile care
contin reflectiile artistei, liniile codificate se auto-armeaza cu spini sau fasii

de sticld. Pare o mdsurd de protectie, dar este in acelasi timp o modalitate de
atac. Spinii colectati din gradina bunicilor devin incarnari ale jocului cu esenta
timpului, o provocare adusa formelor prezentului care cuceresc trecutul si il
modeleaza.

Tns& punctul de interes maxim pentru Andreea si Malina este acel moment unic
n care forme ale trecutului si ale prezentului se suprapun, generand o harta a
experientelor comune care au trecut neobservate, a conflictelor suspendate
sau a povestilor nespuse. Teritoriul prefigurat pe aceasta harta comund a
trecutului si a prezentului poate lua diferite forme, reflectate in proiectele

pe care cele dous artiste le pregdtesc impreuna. Intr-un context geopolitic

suprasaturat de informatie, demersul geopoetic propus de Malina lonescu si
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In 1977, in Paris, in the park alongside one of the Pére Lachaise Cemetery walls, nine
people seated in a half circle were reciting Stéphane Mallarmé’s poem from 1897,

Un coup de dés jamais n’abolira le hasard [A Throw of the Dice will Never Abolish
Chance]. Alongside that very wall, 147 men and women, members of the Paris
Commune, were lined up and executed in 1871.

Bringing together a repressive event that has radically transformed the way the
working class is perceived, and a cubist poem that has questioned the relevance of the
choices of layout, font and spacing was an effort of Jean-Marie Straub and Daniéle
Huillet; the action was documented in the short film Toute révolution est un coup

de dés [Every Revolution is a Throw of the Dice]. Mallarmé used nine types of letters
for his poem, each matching one of the nine people acting in the film; moreover, men
have interpreted only the words written in uppercase characters, and the women the
words in lower case characters.

Anthropomorphization and the spatial stance of the recitation, in the proximity of a
place with such a historical significance are hallmarks for an attempt in the restoration
of a time - diluted reality, beyond the initial experiences now placed in a secondary
position. A decoding of the visual material structured by the two film directors calls for
the knowledge of the way Mallarmé’s poem has been transcribed and transformed
into a script. In the absence of decoding, the key lies in the nine characters and the
way they recompose the diagram of an invisible alphabet.

Based on such language sub-coding that transcribes into visual models, Mdlina
lonescu and Andreea Medar have extended their artistic friendship into the rarefied
realm of discussing the situation and de-situation of the self- By the appropriation of
the method proposed by Straub and Huillet in their project, the two artists focus on
mapping the emotional response to past or present social mechanisms, by employing,
alongside their temporary interventions into the landscape, binary instruments
borrowed from poetry and performance.

The artistic and curatorial formation of Mdlina lonescu and the experience Andreea
Medar has had with several artistic collectives have imposed an intense rhythm

to their practice. A point of reference in their collaboration has been Traces of the
present — Andreea Medar’s solo show at the Art Gallery in Targu Jiu, in early 2018,
curated by Malina lonescu and Calin Petcana. The two curators have explained the
potential of the term traces, which for Andreea Medar implies a passage towards

her inner universe, where the daily experiences, dreams or desires are reprogrammed
and translated into exterior shapes, the materialization of which is, at the same, time
friendly and painful. Working for several years with the Braille alphabet, Andreea has
developed a personal language that seems, initially, warm and immaculate, but the
coded lines are revealed to be, upon a closer look at her objects and installations, self-
defended by thorns or broken glass. This seems self-protective but is, at the same time,
away of attack. The thorns collected in her grandparents’ garden become epitomes
of a play with the essence of time, a provocation for the forms of the present which
conquer the past and remodel it.

What is most significant for Andreea and Malina is, however, the unique moment
when forms of both past and present overlap and generate a map of common
experiences which have gone unnoticed, of suspended conflicts and untold stories. The
territory drawn on this common map of past and present can come in many shapes
in the projects the two artists are working on together. In a geopolitical context that

is oversaturated by information, the geopoetics proposed by Madlina lonescu and
Andreea Medar is a chosen alternative.

The alphabet invented by Andreea in her childhood, a carefully kept and monitored
collection of abstract symbols corresponding to the Latin alphabet, proved similar

to the one imagined by Mdlina at a similar age. The artists have retraced, together,
trajectories followed in the earlier artistic researches, from before they met, just to

discover in the end that their routes have either coincided or intersected each other

NOW / NO, Lepsa, 4 x 13 m, 2019, credit foto: Andreea Medar, copyright: Médlina Ionescu, Andreea Medar
NOW/NO, Lepsa, 4 x 13 m, 2019, photo credit: Andreea Medar, copyright: Mdlina lonescu, Andreea Medar

Andreea Medar este o alternativd asumata.

Alfabetul compus de Andreea in copildrie, constand dintr-o colectie de forme
grafice abstracte care corespundeau literelor alfabetului latin si a carui evolutie
a documentat-o cu strictete de-a lungul timpului, s-a dovedit asemanator

cu alfabetul imaginat de Malina in aceeasi perioada a vietii. Artistele au
reconstruit impreund trasee urmate in cursul cercetdrilor artistice anterioare,
si-au amintit de spatii sau clddiri care le-au marcat cu multi ani fnainte ca ele sa
se cunoascd, pentru ca in final sa descopere ca de multe ori rutele lor fie au fost
identice, fie s-au intersectat.

Astfel cd Tn 2019, motivate de aceste coincidente si acumulari de experiente
comune, artistele au produs interventia NOW/NO, compusa din doua
capitole, alaturi de expozitia VIAE FERRAE.

Proiectul NOW /NO a fost initiat in vara lui 2019, cand cele doua artiste

au participat la prima editie a taberei de land art intitulatd FORMAtiuni si
desfasuratd in Geoparcul Tarii Hategului. Acolo, in peisajul care poartd inca
urmele jurasicului, Andreea si Malina au realizat o interventie constand din

trei forme inspirate de fosile si alte radmdsite geologice, care reprezinta de fapt
sublimarea a trei litere extrase din alfabetul imaginat de artiste, apoi adaptate
contextului geologic specific Tarii Hategului. Cele trei litere descriu cuvantul
.NOW", o situare clard intr-un timp prezent clar delimitat, mutand atentia de
la fncdrcatura paleontologica a locului spre ceea ce se intdmpla in proximitatea
noastrg, spre o conditionare imediat&. n egald masurs, literele se aseamana cu
fragmente ale unor harti, care puse cap la cap pot constitui un posibil traseu.
Privind lucrarea de la distantd in fotografiile inregistrate cu drona, pare ca
interventia a creat un nou tip de peisaj, care combina misterul formelor, cu
fantezia si visarea cu ochii deschisi. Intr-un stadiu viitor, artistele planuiesc s&
planteze diversi arbusti — aluni, macesi, muri, zmeuri - in santurile sdpate anul
trecut, din dorinta de a crea un spatiu in miscare, care sé nu fie extenuat de
privirile trecatorilor, dar care s fie util atat oamenilor, cét si animalelor.

Tntr-o a doua faz3, Tn cadrul Simpozionului de Pictura de la Lepsa (jud. Vrancea)
coordonat de pictorul Liviu Nedelcu, cele doua artiste au reactionat direct la
poluarea raului Putna — au colectat deseurile stranse pe malul apei si le-au

incinerat in forma acelorasi trei litere excavate in Tara Hategului. Ceea ce in

several times. Therefore in 2019, motivated by these coincidences and accumulations
of common experiences, the artists have staged together the two chapter intervention
NOW /NO and the exhibition VIAE FERRAE.

NOW /NO has been initiated in the summer of 2019, when the artists were invited
for the first edition of the land art symposium organized by the Tara Hategului
Geopark. There, in a landscape still bearing the visible traces of the Jurassic, Andreea
and Malina’s intervention traced three shapes inspired by the fossils and geological
remains, the sublimation of three letters of their imaginary alphabet and further
adapted to the context. The three letters spell NOW, an obvious situation into a clearly
defined present, shifting the focus from the paleontological history of the place to
that which unfolds in our proximity, towards an immediate conditioning. Equally,

the letters resemble fragments of a map, which together draw a possible trajectory.
From high up, in images recorded by drone, the intervention appears to have created
a new type of landscape that imbues the mystery of the shapes with fantasy and
daydreaming. For a further stage in the intervention, the artists plan to plant various
bushes — hazelnuts, wild roses, blackberries and raspberries — in or alongside the
ditches traced last year, in an attempt to create a living space, not exhaustible by the
onlookers and at the same time useful for both people and wild animals.

In a second chapter of the project, in an art symposium coordinated by Liviu Nedelcu
in Lepsa (Vrancea County), the two artists have reacted to the pollution of the river
Putna by collecting plastic debris from the river banks and incinerating it in piles
shaped as the three letters traced in Jara Hategului. What in the first chapter has
been a controlled, aesthetically motivated intervention, became a spontaneous
ecological action aimed at stabilizing a vulnerable place. This time the letters became
instruments of artistic demonstration, and the artists became agents for change and
the removal of negative effects.

The superimposition of the two types of landscape — one geographically determined
and one representational — has been one of the subjects debated in 1925 by Carl
Saver in his study The Morphology of Landscape. The geographical determination
contributes to the situation of the individual in a locus with certain morphological
traits, but as social activities alter it, the landscape becomes a cultural one, with
representational power. The process in the project NOW / NO, by Andreea Medar and

Malina lonescu, is the opposite, attempting to reverse the landscape to a natural state
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primul capitol a fost o interventie in peisaj controlata si motivata estetic s-a
transformat intr-o actiune ecologica spontana prin care s-a urmarit stabilizarea
unui loc vulnerabil. De aceastd datd, formele au devenit mijloace ale
demonstratiei artistice, iar artistele s-au transformat in agente ale schimbarii si
anularii efectelor negative.

Suprapunerea a doua tipologii de peisaj — unul determinat geografic si

unul reprezentational — a fost unul dintre subiectele dezbatute n 1925 de

Carl Sauer in studiul The Morphology of Landscape [Morfologia peisajului].
Determinarea geografica contribuie la situarea individului intr-un locus cu
anumite caracteristici morfologice, insd pe masura ce activitatile sociale
modifica mediul, peisajul devine unul cultural, cu putere de reprezentare.
Procesul urmarit de Mdlina lonescu si Andreea Medar prin proiectul NOW/NO
este unul invers, de restaurare a peisajului natural, atenuand urmele peisajului
reprezentational.

Bineinteles, acest proces nu poate fi unul complet, generand aparitia unui
spatiu metaforic, o forma alternativ, care reuneste morfologia fizica a unor
teritorii cu scheme descriptive al caror scop este remaparea efemerd a locurilor
memoriei. Aceasta premisa std la baza expozitiei VIAE FERRAE, pregdtita

de Mélina lonescu si Andreea Medar impreuna cu curatoarea Mirela Stoeac
VIaduti si deschisa intr-un spatiu comercial gol din Targu Jiu in decembrie 2019.
Titlul a fost inspirat de nuvela Reports of Certain Events in London [Rapoarte
asupra anumitor evenimente din Londra] de China Miéville, care descrie o serie
de evenimente ,urbane stranii” petrecute in Londra — anumite strazi incep sa
duca existente emotionale complexe, fiind implicate in povesti de iubire sau in
discutii contradictorii cu aleile adiacente.

Folosindu-se de planuri extrase de pe Google Earth, Mdlina si Andreea au
creat in spatiul de expunere trasee imaginare, transpunand sub forma unor
decupaje, locuri familiare, existente sau disparute, cu semnificatii puternice
pentru ele. Rezultatul a fost o meta-harta alba pe care vizitatorii puteau sa

se plimbe n voie, in timp ce spatiile goale dintre strazi au fost ocupate de
straturi de pamant in care artistele au semanat grau. Pentru cele doua artiste,
cartografierea spatiilor personale este un proces identitar, care determina
plasarea dialectica a locurilor de interes, cu scopul de genera o citire analitica.
Elementul-cheie al instalatiei a fost un video care aparent transmitea, in timp
real, imagini din expozitie. In realitate, filmarea, realizata cu o sear3 inainte,

a surprins noud persoane care au interpretat rolurile unor vizitatori curiosi.
Avand in vedere acest nou nivel de subiectivare, instalatia joacd un rol dublu —
este pe de-o parte o expresie a intereselor comune ale celor doua artiste, dar
pe de altd parte, este decorul unei demonstratii vizuale.

Tn acest context, meta-harta construitd de Malina si Andreea reprezinta
semnificantul, in timp ce inregistrarea video devine semnificatul. S-a

generat un simbol lingvistic, care spre deosebire de semnele dezvoltate in
Tara Hategului si la Lepsa, a rdspuns unei forme de situationism digital prin
extrapolarea limitdrilor unor trasee prescrise si recompunerea relatiilor dintre
oameni si locuri. Ceea ce in mintea vizitatorilor parea sa fie ,the Big Brother”
care supravegheaza miscarea din expozitie, a fost un joc al autoarelor menit
sa anuleze un strat al compartimentarii vizuale caracteristice voyeurului
contemporan.

Profund interesate de ecologia gandirii contemporane, de posibilitatile
limbajului si de semiotica, Malina lonescu si Andreea Medar pun in practica

o rafinata criticd sociala care migreaza cu usurinta intre peisaj, galerii de arta
si spatii neconventionale, demonstrand ca schimbul dintre materialitate si
esentd se poate realiza prin sisteme de simboluri la care se adauga o nota

ludica.
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and erase the traces of the representational landscape. Naturally, this process cannot
be a complete one, generating the birth of a metaphorical space, an alternative form
that reunites the physical morphology of certain territories with descriptive schemes
aimed at the ephemeral re-mapping of memory. This premise lies at the foundation of
VIAE FERRAE, an exhibition opened by Malina lonescu, Andreea Medar and curator
Mireala Stoeac VIdduti in an empty commercial space in Targu Jiu in December 2019.
The title was inspired by China Miéville’s short story Reports of Certain Events in
London, which tells the story of "strange urban events” unfolding in London — streets
with a complex emotional life of their own, involved in love affairs or vendettas with
other streets.

Using maps downloaded from Google Maps, Malina and Andreea created in the
exhibition space imaginary trajectories with cut-outs of familiar and profoundly
meaningful places that still exist or have disappeared. The result is a white meta-map,
onto which the visitors could walk, around the spaces from in between the streets,
which have been filled with layers of earth with planted wheat. For the two artists,
mapping the personal spaces is an identitary process that determines the dialectical
disposition of places of interest, aimed at generating a critical reading.

The key element of the installation has been a video that seemed to present, in real
time, images from the exhibition. In fact the footage, filmed the previous evening,
captured nine people interpreting the role of curious visitors. With this new level

of subjectivation, the installation has a double meaning — it is on the one side an
expression of the common interests of the two artists, and the décor of a visual
demonstration on the other.

In this context, the meta-map drawn by Mdlina and Andreea is the signifier, while

the video footage becomes the signified. A linguistic symbol has been generated

that, unlike the shape developed in Tara Hategului and Lepsa, responded to a form of
digital situationism by means of extrapolating the limitations of a set of predetermined
trajectories and the re-composition of the relations between people and places. What
in the mind of the visitors appeared as a Big Brother surveillance of the exhibition,
was a game meant to erase a layer of the visual compartmentation specific to the
contemporary voyeur.

Deeply preoccupied by the ecology of contemporary reasoning and by the possibilities
of language and semiotics, Mdlina lonescu and Andreea Medar practice a refined
social critique that shifts easily between landscape, galleries and unconventional
spaces, proving that the exchange between materiality and essence can be done with

systems of symbols, and a playful undertone.

(Translated by Madlina lonescu)

» VIAE FERRAE, ziua 7, Targu-Jiu, 2019, credit foto: Medar Mihai (capturd video), copyright: Malina
Tonescu, Andreea Medar

VIAE FERRAE, day 7, Targu-Jiu, 2019, photo credit: Medar Mihai (video capture), copyright: Malina lonescu,
Andreea Medar

» »VIAE FERRAE, ziua 8, Targu-Jiu, 2019, credit foto: Andreea Medar, copyright: Malina Ionescu,
Andreea Medar
VIAE FERRAE, day 8, Targu-Jiu, 2019, photo credit: Andreea Medar, copyright: Mdlina lonescu, Andreea Medar
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LA FONDAZIONE, ROMA

PATRU ARTISTI ROMANI
FOUR ROMANIAN ARTISTS

Text: Magdalena Ghica

GETA BRATESCU —ADRIAN GHENIE —CIPRIAN MURESAN —SERBAN SAVU
La Fondazione, Roma

20.09.201G —11.01.2020

Curator: Pier Paolo Pancotto
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Aflandu-m3 la Roma cu o expozitie de artd romaneasca deschisa la Accademia
di Romania, a fost o surprizd placuta sa descopar o altd expozitie cu artisti
romani, organizatd de data asta de o fundatie privata italiana.

Deschisa recent in centrul Romei, La Fondazione este un proiect cultural
non-profit al Fundatiei Nicola Del Roscio in colaborare cu Fundatia Cy Twombly
din New York. Gazduita intr-o cladire impozanta din 1920, cum aflam din
prezentare, aceastd noud si spatioasd galerie e focalizatd pe scena de artd
global, in numele cercetarii si al sustinerii artelor timpului prezent.

Ce e mai putin obisnuit si iatd, surprinzator chiar si pentru mine ca romanca,
prima expozitie a fundatiei a fost compusa din patru artisti romani foarte
cunoscuti. Intrebandu- pe curatorul Pier Paolo Pancotto de ce aceastd
alegere, el mi-a rdspuns cd scopul galeriei este s promoveze artisti de
circulatie internationald dar mai putin cunoscuti in Italia, aldturi de un calendar
de evenimente multi-artistice axate pe teme de culturd, stiintd, environment,
biodiversitate.

Alegerea sa a pus impreuna nume romanesti sonore, invitate sa dialogheze
ntre ele in cadrul unui parcurs expozitional interesant, chiar pasionant, care
ncepe cu filmele Untitled (Ceausescu), Soldati si Cilugdri de Ciprian Muresan,
se continud cu picturi mari de Serban Savu (Gardian, Soldati, Ingerul muncii,
Orasul se ridicd si infloreste, Anticamerd etc), spre a reveni la marele desen
Palimpsest (Artforum Ads Drawing) de Ciprian Muresan, la cele g mici sculpturi

din rasina sintetica din instalatia Capul lui Eminescu de Oscar Han si la instalatia

A Ciprian Muresan, Untitled (pupitre de scoald)
Ciprian Muresan, Untitled (school desks)

< La Fondazione, Roma

As I was passing through Rome thanks to a Romanian art exhibition opening at
Accademia di Romania, it was a pleasant surprise for me to discover another exhibition
with Romanian artists, this time organized by an Italian private foundation.

Recently opened in the center of Rome, La Fondazione is a non-profit cultural

project by the Nicola Del Roscio Foundation, in collaboration with the Cy Twombly
Foundation from New York. Housed in an impressive 1920 building, as we learn from
the presentation, this new and spacious gallery is focused on the global art scene, for
the sake of researching and sustaining the arts of the present time.

What is less common, and, behold, surprising even for me as a Romanian, is that

the first exhibition of the foundation consisted of four well-known Romanian artists.
Asking curator Pier Paolo Pancotto for the reasons of this choice, he answered me that
the purpose of the gallery is to promote artists of international circulation, but who are
lesser-known in Italy, alongside a calendar of multi-artistic events based on topics of
culture, science, environment, biodiversity.

His choice put together big Romanian names, invited to interact within an interesting,
even fascinating exhibition path, which starts with the films Untitled (Ceausescu),
Soldati [Soldiers] and Calugdri [Monks] by Ciprian Muresan, continues with large
paintings by Serban Savu (Gardian [Guardian], Soldati [Soldiers], Ingerul muncii
[The Angel of Work], Orasul se ridicd si infloreste [The City Rises and Blooms],
Anticamerd [Antechamber] etc.), to return to the great drawing Palimpsest
(Artforum Ads Drawing) by Ciprian Muresan, the 9 small synthetic resin sculptures

from the installation Capul lui Eminescu de Oscar Han [Eminescu’s Head, by Oscar
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A Vedere din expozitie / Exhibition view
» Serban Savu, Gardianul / The Guardian, 2015
» » Ciprian Muresan, Unititled Soldatii / Soldiers, 2009

126 127



EXPOZITININTERNATIONALE
EXHIBITIONS ABROAD

ASerban Savu fnger al muncii, picturd, 2018. Ciprian Muresan, Palimpsest, Desene dup3 anunturile
publicitare din Artforum, 2015-16. Serban Savu, Orasul este construit si infloreste, picturd, 2017.
Serban Savu Angel of Work, painting, 2018. Ciprian Muresan, Palimpsest, Artforum Ads Drawing, 2015-16.
SerbanSavu, The City is Being Built and Flourishes, painting, 2017.

» Adrian Ghenie, Berghof, picturd, 2017. Adrian Ghenie, Artd Degeneratd, picturd 2014
Ghenie, Berghof, painting, 2017. Ghenie, Degenerate Art,painting, 2014

acestuia Untitled, compusa din 6 sculpturi de ceard si dispozitive aferente,
provenind de la galeria Nicodim.

Geta Brdtescu e reprezentata la inceputul expozitie de filmele sale cunoscute
Atelierul si Earthcake dar si cu mai putin cunoscutele Ludus (Studio-Play)

si Automatism, apoi, in cursul expunerii, de lucrari de fotografie si grafica

din seriile sale Atelierul (Invocarea desenului), Cdtre alb (Autoportret in

sapte secvente) si Automatismul produce violentd. Prezenta ei in expozitie e
fncununata spre final de autoportretul fotografic de mari dimensiuni Doamna
Oliver in costum de cdldtorie.

Adrian Ghenie surprinde placut cu cateva picturi de mici dimensiuni dar extrem
de expresive, adevarate bijuterii ale manierei care I-a impus, provenind din
colectia sa personald si neardtate pana acum publicului: Berghof, Degenerate
Art, Stalin’s Tomb.

Revenind de cateva ori la fiecare dintre cei 4 artisti, in cursul ei contrapunctic
urmdrind forma ovala a spatiului dotat si cu o arena circulara in mijloc,
expozitia se incheie cu un poliptic Communism Never Happened de Serban
Savu, care face ecou, in felul sau, lucrarii Untitled (pupitre de scoald), alcatuita
din 10 vechi banci de scoald din lemn cu pupitre acoperite de alama aurie
gravatd cu desene, de Ciprian Muresan.

Intre polul explorérii strict vizuale de atelier si polul interogatiei cu tentd
socio-politicd, intre tendinta intens introspectivd si tentatia retrospectiei
estetic-culturale in istoria artei romanesti si universale mai indepartate sau
mai recente, mi s-a parut ca s-a situat miza compozitd a acestei expozitii
interesante, provocatoare, alcatuitd adesea din lucrari pe care protagonistii si
le-au daruit intre ei.

La finalul parcurgerii ei, cred ca excelenta efectului a rezultat din calitatea
exigentd a selectiei, din colaborarea stransa cu artistii si galeristii care-i
reprezintd, dar mai ales din ideea inedita si binevenitd de a prezenta un mic
grup de plasticieni romani din generatia de mijloc, ajunsi toti notorii pe plan
international, buni prieteni intre ei si sustinuti activ de galeria Plan B. Spiritul
tutelar al Getei Bratescu, a cdrei opera e promovata de galeria Ivan, a constituit
liantul necesar, venind de la o generatie precedentd, pentru deschiderea dubla
spre experimentalism si deopotriva spre estetism, a acestor artisti legati prin

multiple afinitati.

128

Han] and his installation Untitled, composed of 6 wax sculptures and attached
devices, courtesy of Nicodim Gallery.

Geta Bratescu is represented at the beginning of the exhibition by her recognizable
videos, Atelierul [The Studio] and Earthcake, but also by the lesser-known Ludus
(Studio-Play) and Automatism, then, throughout the display, by graphic and
photographic works from her series Atelierul (Invocarea desenului) [The Studio
(Invocation of Drawing)], Cdtre alb (Autoportret in sapte secvente) [Towards
White (Self-Portrait in Seven Sequences)] and Automatismul produce violentd
[Automatism Produces Violence]. Her presence in the exhibition is crowned towards
the end by the large-scale photographic self-portrait Doamna Oliver in costum de
cdldtorie [Ms. Oliver in Riding Suit].

Adrian Ghenie pleasantly surprises us with a few small-scale but extremely expressive
paintings, authentic gems of the manner that imposed him, drawn from his personal
collection and never shown publicly before: Berghof, Degenerate Art, Stalin’s Tomb.
Returning a few times to each of the 4 artists, in its contrapuntal path following the
oval shape of the used space and a circular arena in the middle, the exhibition ends
with a polyptych, Communism Never Happened by Serban Savu, which echoes,

in its own way, the work Untitled (pupitre de scoald [school desks), composed of
10 old wooden school desks with brass-coated boards engraved with drawings, by
Ciprian Muresan.

Between the pole of strictly visual studio exploration and the pole of interrogation
with socio-political overtones, between the intensely introspective tendency and

the temptation of aesthetic-cultural retrospection into the history of Romanian

and universal art, of the more distant or recent past, is where lies, seemingly to me,
the composite stake of this interesting, provocative exhibition, which frequently
consists of works its protagonists gifted between each other. By the end of going
through the exhibition, | believe that the excellence of the effect derived from the
discerning quality of the selection, from the tight collaboration with the artists and
the gallerists who represent them, but especially from the novel and welcomed idea
of presenting a small group of Romanian plastic artists from the middle generation,
all turned notorious on the international scene, good friends amongst themselves and
actively promoted by the Plan B gallery. The towering spirit of Geta Bratescu, whose
oeuvre has been promoted by Ivan Gallery, formed the necessary binder, coming
from a previous generation, for the double openness, towards experimentalism and

aestheticism alike, of these artists connected through multiple affinities.

(Translated by Florin lonescu)

DE LA EST LA VEST
FROM EAST TO WEST

Text: Magda Carneci

FILIALA UAP ORADEA, DE LAEST LAVEST/

FROM EASTTO WEST

Accademia di Romania, Roma

Artisti: Vioara Bara, Corina Baciu, Sandor Bartha,
Teodora Bicescu, Alexandru Ciobotariu, Dates
Campeanu, Constantin Costea, Dorin Damaschin,
Nina Danci, Erszebet Dobos, Cosmin Durgheu,
Raluca Emilia Ferchi Avramut, Tobo Fekete, Tudor
Francu, Diana Bohnstedt Gavrilas, Dorel Gding,

Florina lepure, Remus llisie, Rodica Indig, Marta
Jakobovits, Noemi Szep Janko, Juhasz Imre, Darius
Martin, Katalin Marton, Terez Matza, Dan Mircea,
leronim Morut, loan Aurel Muresan, Ovidiu Pas-
cu, loan Augustin Pop, Denisa Romocea, Horea
Salagean, Diana Suguian, Angela Szabo, Teofll
Stiop, Mihaela Tatulescu, Radu Tirnovean, Gyongyi
Kerekes Ujvarossy, Marius Vesa, Imre Zoltan.
1.12.2019—6.03.2020

Curatoare: Magda Carneci
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Pagina stangd: Sandor Bartha, Retro Now VI, Colaj, 213X28,5 cm
Sandor Bartha, Retro Now VI, Collage, 213X28,5 cm

Tnintegrarea europeand — uneori mai rapida si mai armonioas3, alteori mai
lentd si mai contrariantd — ce misiune, ce rol mai pot juca artistii vizuali, alaturi
de toti ceilalti artisti ? Tn configurarea unui spatiu mental cat de cat unitar,
dincolo de limbi, traditii si situatii istorice diferite, in elaborarea unei politici
comune a imaginarului (acest drept inalienabil al fiecaruia dintre noi), artistii
aduc acele ingrediente de sensibilitate acuta si de libertate interioara care sa
ne incurajeze s ne depdsim limitdrile vechi, conformismul de obste, blocajele
inertiale. Artistii sunt cei care instileaza perceptii intense si energii emotionale
noi, necunoscute, in structurile noastre psihice si intelectuale, care au mereu
tendinta de a se pierde in mecanicitate si in nivelare globala.

Artistii sunt in continuare un fel de ,celule sensibile”, emotionale, fantaste, ale

marelui Corp biologic si social al umanitatii pe cale de unificare. Imprastiati in

su

toate natiunile, ei alcatuiesc in mod nevazut un fel de ,retea senzitiva” peste
planetd, cu care aceasta simte, tatoneaza, viseazd un viitor posibil al omului,
o evolutie posibild a psihismului universal (care nu e limitat de altfel la regnul
uman). Artistii formeaza un fel de ,organ vizionar” al existentei terestre, prin
care Viata — pelicula organica si inteligenta ce imbracd Pémantul —incearcd
variante de supravietuire si evolutie.

lar artistii din Romania vin, in cadrul acestui vast efort de reconfigurare umana
continud, cu propria lor istorie si sensibilitate, deschisa curajos deopotriva
spre specific si spre universal. Ei vin cu o neobosita sete de modernitate,
inrdddcinata constant intr-o traditie arhaicd si medievala inca vie, inca
productivd la nivelul artefactelor, din care eifsi extrag un imaginar extrem de
bogat, deschis discret spre panteism si spiritualitate. Ei vin cu o sensibilitate
ncd racordata la naturd si cosmic, cu care filtreaza intuitiv toate tendintele
estetice ale pietei de arta, cdrora le adauga vectorul de auto-transcendere.

Ei vin cu o istorie politica recenta incd dureroasd, dar pe care o transforma in
materie prima pentru depasire si transfigurare. Ei vin cu un legat cultural vechi
de sute de ani, pe care il oferd, trecut prin propria lor personalitate, actualitatii
ardente si dificile de azi.

In marea lor diversitate de tehnici si stiluri acordate la ,mainstreamul”

vizual contemporan, artistii vizuali din Oradea (un frumos si energic oras al
Romaniei de azi) oferd magnificei metropole Roma ofranda lor de imaginar si

sensibilitate.
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Within the European integration — a process that is sometimes fast and harmonious,
sometimes slow and contradictory — what mission, what role can visual artists

play today, among other kinds of artists? In the process of configuring a more and
more unitary, coherent mental space, overcoming different tongues, traditions, and
historical situations, in the elaboration of a common politics of the Imaginary (this
inalienable right of us all), artists are the ones who bring those ingredients of intense
sensibility and interior freedom, able to encourage us to overcome old limitations and
conformism. Artists are those who instill new perceptions and unknown emotional
energies in our psychic and intellectual structures, which always have a tendency
towards "mechanicity” and global leveling.

Artists have remained a kind of sensitive, emotional, dreaming "cells” of the great
biological and social Body of mankind, eventually unified. Spread all over the world,
they make up a sensitive network of the planet, with which it feels, probes, dreams of
a possible future of man, of a possible evolution of the universal psychism (which is
not limited to human beings). Artists form a kind of "visionary organ” of the terrestrial
existence, through which Life — the organic and intelligent film wrapping the Earth —
may be experimenting ways of survival and evolution.

Romanian artists arrive at the enormous effort of continuous human reconfiguration
with their own history and sensitivity, which is courageously opened towards
specificity and universality. They come with a constant thirst for modernity, deeply
rooted nevertheless in an archaic and mediaeval tradition still alive and productive,
wherefrom they extract a rich imaginary discreetly opened towards pantheism

and spirituality. Romanian artists arrive with a vocabulary still linked to nature and
cosmos, with which they filter intuitively the aesthetic tendencies of the art market,
to which they add the impulse of self-transcendence. Romanian artists arrive with

a recent political history still aching and bleeding, which they transform into raw
material for transgression and transfiguration. They arrive with an old cultural

legacy that they offer — filtered through their own personalities — to the present-day
international art scene.

In their diversity of techniques and styles, tuned to the contemporary visual
‘mainstream’, the visual artists from Oradea — a beautiful and energetic city of
western Romania — come before you with their individual offerings to the magnificent

metropolis of Rome.

A Marta Jakobots, Mesaje din trecut, ceramica, 60x25x27 cm, 2019
Marta Jakobots, Mesaje din trecut, ceramic, 60x25x27 cm, 2019

<« Marius Vesa, in sinea mea, sculptura bronz, 30x25x50 cm, 2019
Marius Vesa, Inside me, bronze sculpture, 30x25x50 cm, 2019

<« < Ovi Pascu, Impact, instalatie lemn si cupru, 98x68x17 cm
Ovi Pascu, Impact, wood and copper installation, 98x68x17 cm

Prima pagind: Terez Matza, Cubul spart, instalatie, 40x40x40 cm
First Page: Terez Matza, Broken cube, instalation, 40x40x40 cm

¥ Vioara Bara, Groapa comund un Abis, ulei pe panza, 300x210 cm 2019
Vioara Bara, Common pit an Abyss ,oil on canvas, 300x210 cm 2019
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Stanga sus: Dorel gaina Paradox, fotografie digitald, 100x200 cm
Top left: Dorel Chicken Paradox, digital photography, 100x200 cm

Stanga jos: Nina Danci, Nebuloasd, sculpturd plasa de sarmd, 60x60x50 cm, 2019
Bottom left: Nina Danci, Nebula, wire mesh sculpture, 60x6ox50 cm, 2019

Dreapta sus: Remus Ilisie, Escavatorul de aur, acrilic pe panzd, 100x130 cm, 2019
Top right: Remus llisie, Gold digger, acrylic on canvas, 100x130 cm, 2019

Dreapta jos: Teofil Stiop, Happy End, acrilic pe panza, 200x150 cm, 2019
Bottom right: Teofil Stiop, Happy End, acrylic on canvas, 200x150 cm, 2019

Pagind dreapta: Vedere din expozitie
Right page: Exhibition view
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VICTOR BRAUNER LA MUZEUL DE
ARTA MODERNA DIN PARIS

VICTOR BRAUNER AT THE MUSEUM OF
MODERN ART OF THE CITY OF PARIS

Tn programul evenimentelor anului 2020 de la Muzeul de Artd Modern3 din
Paris este anuntatd expozitia Victor Brauner, care va avea loc intre 24 aprilie

si 16 august. Expozitia urmeaza sa prezinte parcursul operei brauneriene in
optzeci de tablouri, la care se adaugd desene si acuarele, manuscrise si un
bogat material documentar. Proiectul unei astfel de retrospective la initiativa
Muzeului National de Artd al Romaniei, expozitie care urma sd aibd loc in
cadrul Sezonului incrucisat Romania-Franta intre 17 aprilie si 14 iulie 2019 la
Bucuresti, a esuat. Majoritatea lucrdrilor care urmau sa fie expuse fac parte
din colectiile muzeale si particulare din Franta, aldturate unui numar redus

de opere din colectiile muzeelor din Romania. Printre lucrarile care fac parte
din patrimoniul muzeal romanesc se numara cinci tablouri si citeva desene si
acuarele aflate in colectia Muzeului National de Artd al Romaniei, un tablou din
cea a Muzeului National al Literaturii Roméne, un tablou din cea a Muzeului
din Galati, un alt tablou din colectia Muzeului din Drobeta-Turnu Severin, un
numar important de lucrdri ale perioadei 1922-1925 din cea a Complexului
Muzeal de Patrimoniu Cultural Nord-Dobrogean din Tulcea si trei tablouri
nsotite de desene si acuarele din colectia Federatiei Comunitdtilor Evreiesti
din Romania. Lucrarile aflate in patrimoniul muzeal roménesc reprezintd o
parte a creatiei pictorului dintre anii 1922 si 1933.

Victor Brauner s-a nascut la Piatra Neamt in 1903 si a pardsit Romania in anul
1938, cind se stabileste la Paris, in urma a doua sejururi prelungite in capitala
franceza, intre anii 1925-1927 si 1930-1935. In 1933 devine membru al grupului
suprarealist parizian si treizeci de ani mai tirziu primeste cetdtenia franceza. Se
stinge din viatd la Paris pe 12 martie 1966, an in care este invitat sd reprezinte
Franta la Bienala de la Venetia. O prima retrospectiva a operei brauneriene a
avut loc in timpul vietii artistului, in 1965, o expozitie itinerantd, de la Viena,
Museum des XX Jahrhunderts, intre 14 aprilie si 19 mai, la Kestner Gesellschaft
din Hanovra, intre 16 iunie si 18 iulie, apoi la Karl-Ernst Osthaus Museum din
Hagen siin Olanda, la Stedelijk Museum din Amsterdam, intre 26 noiembrie
1965 si g ianuarie 1966. La inceputul aceluiasi an 1966, are loc la Galeria
Alexandre lolas din Paris ultima expozitie din timpul vietii artistului, Mitologii si
Sdrbdtoarea Mamelor.

Prima retrospectiva la Muzeul de Artd Moderna din Paris, intre 2 iunie si 25
septembrie 1972, a fost realizata cu concursul vaduvei artistului, Jacqueline
Victor-Brauner, cand numarul de lucrari, majoritatea provenind din Fondul

de atelier Victor Brauner, insuma 254 de tablouri, sculpturi si obiecte, si

un numar redus de desene si acuarele. Expozitia din 1972 este punctul de
plecare al colaborérii dintre Jacqueline Victor-Brauner si muzeele din Franta,
carora vaduva artistului le va dona un numar important de opere. In 1977,

colectia operelor lui Victor Brauner aflata in patrimoniul MNAM ajunge la un
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Text: Mihaela Petrov

VICTOR BRAUNER

Muzeul de Arta Moderna al orasului Paris
24.04 - 16.08.2020

Curatoare: Sophie Krebs, curatoare generala
a colectiei, Jeanne Brun si Camille Morando,
curatoare asistenta

The Victor Brauner exhibition, scheduled between April 24th and August 16th,

is a long-awaited event in the Paris Modern Art Museum’s 2020 agenda. This
retrospective tells the story of the artist in over eighty paintings, coupled with
drawings and watercolors, as well as manuscripts and extensive documentary
materials. The National Museum of Art of Romania’s attempt at a similar project as
part of the Franco-Romanian Season (April 17th to July 14th 2019) unfortunately
never came to light. Most of the works that were considered for this exhibition came
from private collectors and museums in France alongside a smaller number of pieces
from Romanian museums. The works coming from the Romanian patrimony were
as follows: a series of five paintings and several watercolors from the The National
Museum of Art of Romania’s collection, a painting part of the National Museum of the
Romanian Literature collection, another painting from the Galati Museum, one from
the Drobeta-Turnu Severin Museum’s collection and a large number of works dated
1922-1925 presented by the North-Dobrogea Cultural Patrimony Museum Complex
inTulceq, as well as three paintings and watercolors from the Federation of Jewish
Communities of Romania. A large part of the painter’s 1922-1933 work is part of the
Romanian museum patrimony.

Victor Brauner was born in Piatra Neamt in 1903. He spent an extended time in
Paris, first between 1925 and 1927, followed by another sojourn from 1930 to 1935.
In 1938 he finally left the country for good, calling Paris his new home, joining the
Parisian surrealist group in 1933 and getting his French citizenship thirty years later.
His untimely death on March 12th 1966 in Paris corresponds with the invitation

to represent France at the Venice Biennale that very year. The first retrospective of
his work took place during his lifetime in 1965. The visiting exhibition debuted at
Museum des XX Jahrhunderts in Vienna (April 14th-May 19th), moving on to the
Kestner Gesellschaft in Hannover (June 16th-july 18th), followed by two stops inThe
Netherlands, first at the Karl-Ernst Osthaus Museum in The Hague and the Stedeljk
Museum in Amsterdam between November 26th and January gth 1966. Mythologies
and the Mother’s Celebration, the last show during his lifetime opened at the

Alexandre lolas Gallery in Paris in early 1966.
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numar de o suta cincizeci de lucrari. Curatorul expozitiei retrospective din
1972, Dominique Bozo, devine legatarul testamentar al mostenirii |asate de
Jacqueline Victor-Brauner Reuniunii Muzeelor din Franta, donatie care intrd

n patrimoniul muzeelor franceze in anul 1987. Beneficiari sunt in primul rand
muzeele care cumparasera mai inainte opere ale artistului, tablouri, desene si
acuarele. O primd achizitie facutd de statul francez a avut loc in timpul vietii
pictorului, in anul 1953, prin care tabloul Stabil / instabil (Stable / instable, 1942)
intra in patrimoniul muzeelor din Franta. Un al doilea tablou este achizitionat
de statul francez in 1960, Orasul (La Ville, 1959), al treilea in 1963, Materie
autoritard (Matiére autoritaire, 1962), care se afld astazi in colectia Centrului
Georges Pompidou din Paris. Prin achizitie intrd in colectiile muzeale franceze
si un numar de desene si acuarele, printre care si seria intitulatd Anatomia
dorintei (Anatomie du désir), realizata de Victor Brauner la Bucuresti in anii
1936-1937.

Tn anul 1987, repartizarea operelor intrate prin donatie in patrimoniul muzeelor
din Franta este facutd de Dominique Bozo intre Muzeul de Artd Moderna din
Paris, Muzeul de Art3 si Industrie din Saint-Etienne, Muzeul Abbaye de Sainte-
Croix din Sables d’Olonne, Muzeul de Artd Moderna din Strasbourg, Muzeul
Cantini din Marsilia, Muzeul de Arte Frumoase din Grenoble si alte citeva
muzee care detin numai citeva lucrari. Jacqueline Victor-Brauner doneaza
totodatd si un fond de achizitii care urma sa permita Reuniunii Muzeelor din
Franta cumpararea de pe piata de arta a unor lucrari importante din colectii
particulare, precum si o suma destinata cercetarii, catalogarii si difuzarii operei
artistului. Muzeul Abbaye de Sainte-Croix din Sables d’Olonne achizitioneaza
Cupa dragostei (Coupe d’Amour, 1965), tablou care face parte din ciclul Mitologii
si Sdrbdtoarea Mamelor, serie de paisprezece opere, dintre care treisprezece
intrd prin donatie in patrimoniul muzeal. In 2019 intr& in aceeasi colectie, prin
achizitie, doua tablouri din seria de 37 de opere intitulata Onomatomanie, serie
realizata de Victor Brauner in anul 1949.

Tn 1977, in urma achizitiei de citre Muzeul din Saint-Etienne a unui desen

din seria Leu Lumind Libertate, vdduva artistului doneaza o guasa de mari
dimensiuni si un important tablou din seria Retractatilor, serie realizata in

anii 1951-1952 (Coexistence, 1952). In 1987, Muzeului din Saint-Etienne fi sint
repartizate ,caietele si carnetele™ continand schite, un numar de aproximativ
3.700 de opere pe hirtie, desene, acuarele si cateva gravuri, doudzeci si doud
de tablouri in ulei, o sculpturd (Totintot, 1942-1945), optsprezece obiecte din
ceramica pictata, mai multe pietre pictate (galets peints), colectia de ,artd
primitiva” a artistului (61 de piese), carora li se adauga lucrari semnate de
prietenii artisti, Roberto Matta, Jean Hélion, Jacques Hérold si altii. Operele
pe hartie, care au facut parte din Fondul de atelier, poartd pe verso mentiunea
WVictor pour lui-méme”, reprezentand selectia facutd de Victor Brauner a unor
desene si acuarele cérora pictorul le acorda o importantd deosebita si schite
pregatitoare pe care dorea sd le pdstreze in vederea elaborarii unor noi lucrari.
Lucrarile pastrate in Fondul de atelier pina in anul 1986 reflectd intreaga creatie
ncepind cu anii 1920. Carnetele care se afla in patrimoniul Muzeului de Artd
Moderna din Sainte-Etienne Métropole, 82 la numar, contin desene elaborate,
schite si proiecte de lucrdri, adnotari si titluri de lucrari sau scurte texte
explicative sau poetice.

Jacqueline Victor-Brauner incepe arhivarea operei inca din timpul vietii
artistului, adunand si sortdnd in mari clasoare fotografiile aflate in atelier, pe
care le ordoneaza cronologic, specificand data si titlul lucrarii, la care adauga
numele fotografului. Este prima tentativa de arhivare a operei. Clasoarele,

35 la numar, continand 3.200 de reproduceri fotografice alb-negru, fac parte

din segmentul Fondului de atelier, alaturi de scrisori, caiete si carnete, foi
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The Modern Art Museum in Paris put together their first Victor Brauner retrospective
in 1972, with the aid of the artist's widow, Jacqueline Victor-Brauner. This large scale
endeavor took place from June 2nd to September 25th and presented 254 paintings,
sculptures and objects, as well as a small collection of drawings and watercolors,
mostly coming from the Victor Brauner Studio Foundation. Following this exhibition,
Jacqueline Victor-Brauner will continue to work closely with French museums and
institutions, donating a significant amount of his works to them. In 1977, the number
of Victor Brauner works in the MINAM collection reached one hundred and fifty.
Dominique Bozo, the curator of the 1972 retrospective, became the legal executor of
Jacqueline Victor-Brauner’s will, whose donation to the French Museum Federation
became part of the country’s patrimony in 1987. The beneficiaries will be the museums
and institutions that have already purchased works by the artist. One of the first
works acquired by the French state was Stable / Unstable (Stable / Instable, 1942),
purchased in 1951 and now part of the French museum patrimony. The City (La
Ville, 1959), was purchased in 1960 by the state and Authoritative Matter (Matiére
autoritaire, 1962), now part of the Centre Pompidou collection, in 1963. A number

of drawings and watercolors were also purchased into French national collections,
including the Anatomy of Desire (Anatomie du désir) 1936-1937 series that the
painter finished in Bucharest.

Dominique Bozo will start placing the donated works among various French art
institutions in 1987, including the Modern Art Museum in Paris, the Art and Industry
Museum in Saint-Etienne, the Abbaye de Sainte-Croix Museum in Sables d’Olonne,
the Modern Art Museum in Strasbourg, the Cantini Museum in Marseille and the Fine
Arts Museum in Grenoble.

Jacqueline Victor-Brauner’s donation also featured an acquisition fund dedicated

to retrieving important works from private collectors, as well as sums allocated to
researching, cataloguing and promoting the artist’s work. Love’s Chalice (Coupe
d’Amour, 1965), part of the Mythologies and the Celebration of Mothers series,
was acquired by the Abbaye de Sainte-Croix Museum in Sables d'Olonne. In 2019, the
museums added another two paintings by the artist to their collection, both from the
1949 series Onomatomanie, which includes 37 pieces.

In 1977, following the purchase of a drawing from the Lion Light Freedom series by
the Art Museum in Saint-Etienne, the artist’s widow decided to donate two other
pieces to their collection: a large-scale gouache and Coexistence (1952), a significant
painting from the Refractions series (1951-1952).

In 1987, the museum received a significant number of works, including the artist’s
notebooks with approximately 3700 drawings, watercolors, sketches and engravings,
twenty oil paintings, a sculpture (Totintot, 1942-1945), eighteen ceramics, several
painted stones (galets peints), as well as the artist’s 61-piece "primitive art” collection,
alongside works by his friends Roberto Matta, Jean Hélion and Jacques Hérold.

The works on paper coming from the Victor Brauner Studio Foundation are a special
selection by the artist of several drawings and watercolors that he deemed particularly
important, as well as sketches for future works. They all have "Victor pour lui-méme"
(Victor Brauner for himself) written on the back. The works guarded in the Victor
Brauner Studio Foundation echo his entire body of work, starting in 1920. These

82 notebooks, currently in the Modern Art Museum in the Saint-Etienne collection,
feature elaborate drawings, sketches and projects for future paintings, as well as
annotations, titles or short explanatory and poetic texts.

Jacqueline Victor-Brauner’s preservation work began when the artist was still alive by
collecting and cataloguing all the photographs from the studio in chronological order;
adding the photographer’s name to the date and title. This represents the first ever
attempt at archiving the work. The 35 catalogues she created contain over 3200 black
and white photographs and were included in the Victor Brauner Studio Foundation

together with the artist’s correspondence, notebooks, stray papers, manuscripts,

» Victor si Jacqueline Brauner Galerie Alexandre Iolas, anii 1960,

© Galeria Samy Kinge, Paris

Victor and Jacqueline Brauner Galerie Alexandre lolas, 1960s, © Gallery Samy
Kinge, Paris

Pagina anterioard
Victor Brauner Atanor Varengeville 1960, © Galeria Samy Kinge, Paris

volante, manuscrise si documente, carti din biblioteca artistului si cataloage
de expozitii, care se afla astazi la Arhiva Bibliotecii Kandinsky, Centrul Georges
Pompidovy, Paris. ,Caietele si carnetele”, aflate o parte la Muzeul din Saint-
Etienne si o alt3 parte la Biblioteca Kandinsky, Centrul Pompidou din Paris, ar
putea ilustra, reunite, intreaga creatie brauneriand oglinditd in opera graficd si
in cuvintul scris.

Prima tentativd de a reuni opera plasticd si scrierile lui Victor Brauner a avut
loc cu ocazia expozitiei din 1972, al carei catalog, intocmit de Dominique Bozo,
cuprinde selectia unor texte inedite si a altora, publicate de Victor Brauner

n timpul vietii in cataloage de expozitii si in publicatiile suprarealiste. In

1996, catalogul expozitiei organizate la Centrul Georges Pompidou, realizat
sub conducerea lui Didier Semin, exeget al operei si autorul unei monografii
publicate Tn 1990, contine o selectie a ,caietelor si carnetelor”, lista lor, cea

a corespondentei purtate de Victor Brauner si cea a cartilor din biblioteca sa
intrate fn patrimoniul Arhivei Bibliotecii Kandinsky prin donatia facuta de
vaduva artistului.

Proiectul initial al expozitiei de la Muzeul National de Arta al Romaniei urma
sa cuprindd, pe langa un numar de optzeci de tablouri, sculpturi si obiecte,

o selectie importantd a operelor pe hirtie, desene si acuarele, si un bogat
material documentar prin care opera plasticd si cuvintul scris erau reunite. Un al
doilea proiect, realizat sub conducerea Centrului Georges Pompidou din Paris,
a fost catalogul editat in 2019 de Imprimeria Arta Grafica, Victor Brauner 1903-
1966. Expozitia retrospectivd, care urmeaza sa prezinte, intre 24 aprilie si 16
august 2020, o selectie a tablourilor, a operelor pe hirtie si a manuscriselor din
colectiile muzeale franceze, este omagiul adus de Muzeul de Artd Moderna din
Paris pictorului nascut la Piatra Neamt, unul dintre reprezentantii de seama ai
artei secolului XX. Mult asteptata retrospectiva din acest an, care are loc lao
distantd de 48 de ani dupd o prima astfel de manifestare in capitala franceza,

ilustreaza, punctand etapd cu etapd, intregul parcurs al creatiei brauneriene.

exhibition catalogues and books from his library. This entire collection is housed by the

Kandinsky Library at the Pompidou Center, Paris. These notes and notebooks, together
with the Saint-Etienne collection represent the artist’s entire body of work reflected
through the graphic line and the written word.

Dominique Bozo initiated the first attempt at bringing together his art and his writings
in the 1972 exhibition catalogue that included a selection of unpublished and published
texts from previous catalogues and surrealist magazines. The catalogue of the 1996
retrospective at the Pompidou Center, overseen by Brauner expert Didier Semin,
contains a selection of his notebooks, as well as a complete list of the notebooks, his
correspondence, as well as an inventory of the books from his library that would later
be donated to the Kandinsky Library. Semin is also the author of a 1990 monograph
on the painter.

The initial project put together by the National Museum of Art of Romania was
supposed to feature alongside the eighty paintings, sculptures and objects an
important selection of his works on paper, as well as an extensive documentary
material that would reunite his work with the written word. A second project was
the catalogue Victor Brauner 1903-1966, edited by Imprimeria Arta Grafica in 2019
and coordinated by the Pompidou Center.

This upcoming retrospective, opening April 24th and featuring a selection of paintings,
works on paper and manuscripts from the French national collection, is the Modern
Art Museum’s homage to the Piatra Neamt painter, one of the most iconic names in
20th century art. The long-awaited show showcases the entire journey of the artist’s
creation in painstakingly detailed fashion, 48 years after such an attempt in the French

capital.

(Translatied by Andra Nikolayi)
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Vedere din expozitie. Credit foto BOZAR / Exhibition view. Credit photo BOZAR

BRANCUSI.
UBLIMAREA FORMEI
SUBLIMATION OF FORM

Text: Adrian Guta

BRANCUSI, SUBLIMAREA FORMEI / SUBLIMATION OF FORM
BOZAR, Bruxelles

02.10.2019 — 02.02.2020

Curatoare: Doina Lemny
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La 25 de ani dupd ce am vazut retrospectiva Brancusi la Centrul Pompidou
din Paris, am ajuns la Bruxelles, unde, in cadrul editiei celei mai recente a
Festivalului Europalia (desfasurata intre octombrie 2019 si februarie 2020),
tard invitata fiind Romania, expozitia centrald a fost cea conceputa si pusd in
opera de catre Doina Lemny si a fost dedicatd aceluiasi artist/piatra de hotar a
sculpturii moderne.

Expozitia, intitulatd Brancusi. Sublimarea formei, s-a deschis la Bozar (Centre
for Fine Arts). Doina Lemny, unul din cei mai importanti brancusiologi ai
prezentului, a subliniat ca nu a intentionat sd alcatuiasca o retrospectiva.
Selectia de lucrari operata de cdtre curatoare este, sa o spunem de la bun
nceput, una inspiratd, cuprinzand sculpturi, desene, fotografii (ale lui Brancusi
si ale altora). Expozitia, alcatuita cu lucrdri provenind din mari muzee si colectii
ale lumii, inclusiv din Romania, are, asadar, si o dimensiune documentara —ne
referim acum la fotografii, ale atelierului parizian, ale unor sculpturi vazute
din unghiul si in lumina privilegiate de artist. Brancusi se atasase mult de
fotografie, indrumat si stimulat in aceasta directie de catre Man Ray. Ni se
pare important, pretios faptul ca artistul roman a fost si foto-documentaristul
propriei opere de sculptor, aspect nu tocmai des intalnit in arta moderna.
Sunt puse in valoare la Bozar etape ale creatiei sale, si, deopotriva, surse,
proximitati, influente, este asadar o expozitie atat punctuala, cat si
contextuala.

Tntr-o expozitie cu opere de Brancusi simti in acelasi timp nationalul si
universalul. Aceste concepte, pe care cliseismul manualelor pare sa le fi tocit,
redevin, intr-o asemenea situatie culturald, din nou verosimile si viguroase.
Trebuie sa fii insd, asemenea lui Brancusi, un creator de o forta rar intalnitd
pentru ca, venind dintr-o culturd mica, sa croiesti o noud paradigma in inima
artistica a lumii, care era, la inceputul secolului XX, Parisul.

Titlul ales de catre Doina Lemny concentreaza procesul ,alchimic” al
transformarilor si esentializarii care au croit/definit aceasta Operd,
emblematica pentru arta modernd. Credem cd Brancusi, dintre toti sculptorii
marcanti ai primei jumatati a secolului XX, a parcurs, cel mai rapid, drumul de
la Rodin la modernitatea deplind. Henry Moore scria in 1937: ,Brancusi a fost
acela care a dat epocii noastre constiinta formei pure”. lar Duchamp, autorul
celei mai spectaculoase mutatii in arta moderng, prin ready-made, si prieten
apropiat al romanului nostru, a intuit, poate mai clar decat altii, importanta pe
termen lung a operei acestuia, promovand-o neobosit. A facut-o, desi propriul
sdu orizont de idei despre arta moderna suferise modificari radicale. Avea, am
spune, convingerea cd opera lui Brancusi e una din cdile de salvare in raport cu

Lartaretinald”, data fiind importanta ei componenta conceptuala. Poate ca in

acest punct ne plasdam polemic fata de afirmatia lui Henri Moore, dar ,cay est...".

Expozitia s-a structurat pornindu-se de la o selectie exemplara de opere din
mai multe muzee importante ale lumii, inclusiv din Romania, gandita de
catre Doina Lemny. Referindu-ne la dimensiunea contextuald a expunerii,
facem trimitere la prezenta unor lucrari apartinand altor plasticieni, prieteni
cu Brancusi, sau convergenti cu creatia sa ori cu biografia lui artistica: Rodin,
Lehmbruck, Duchamp, Man Ray (de pild3, o fotografie a The Large Glass

de Marcel Duchamp, facuta de Man Ray). Recursul la istoria comparata a
motivelor, a temelor, a dus, credem, si la integrarea in expozitie a unor lucrari
de grafica ale lui Gauguin si Derain.

Una dintre solutiile inspirate ale Doinei Lemny, in ce priveste , discursul
spatial” al expozitiei ni s-a parut aceea a plasarii Pdsdrilor in vitrine mai fnalte
decit cele rezervate altor lucrari, pentru a fi subliniatd ideea zborului, draga
lui Bréncusi. Pe de alta parte, tinandu-se seama de importanta soclului,

considerat de artist ca fiind o componentd ,cu drepturi egale” a ansamblului

Twenty-five years after the Pompidou Centre’s Brancusi retrospective, we've reached
Brussels, where, as part of Romania being this year's featured country at the Europalia
Festival (October 2019 — February 2020), the main exhibition, conceived and curated
by Doina Lemny, centered around the same artist, a cornerstone of modern sculpture.
Titled Brancusi. Sublimation of Form, the exhibition taking place at Bozar (Centre
for Fine Arts) is not supposed to be a retrospective, as curator and Brancusi expert
Doina Lemny emphasizes. Her selection is very on point, bringing together sculptures,
drawings and photographs (both by the artist and by others). With works gathered
from renowned museums and collections from around the globe, including Romania,
the exhibition also features a documentary element, presenting photographs of his
Paris studio and those of his own sculptures, captured from the light and angle he
found most suitable. Brancusi became increasingly infatuated with photography,
especially as his friend Man Ray helped him nurture this passion. We find the artist's
practice of using photography to document his own works, a rare habit in modern art,
valuable and extremely important. At Bozar, the show highlights various periods of
his work alongside sources, influences and interdependencies, bringing together both
specificity and context.

When experiencing a show with Brancusi pieces, the rational and the universal are
both present at once. These concepts, seemingly devoid of meaning by their overuse in
critical language, are infused with new vigor and relevance in such a cultural context.
One has to be an exceptionally strong creative force to be able to instigate the birth of
a new paradigm at the epicenter of the art world. In early 20th century Paris, coming
from a minor culture, this is exactly what Brancusi did.

Doina Lemny’s title captures the alchemical process involved in the series of
permutations and transformations that lead to this oeuvre, highly emblematic for
modern art. We believe that Brancusiis the sole among the notable sculptors of the
first half of the 20th century to have connected the dots between Rodin and pure
modernism. "It has been Brancusi’s special mission to get rid of this overgrowth, and
to make us once more shape-conscious, ” Henry Moore wrote in 1937. Duchamp, a
close friend of our compatriot and the author of the most spectacular mutation in
modern art through the ready-made, tirelessly promoted his work, being among the
few who grasped its reach and long-lasting influence. He was his fervent fan despite
his own shift in perspective regarding modern art. Duchamp believed that Brancusi’s
art, due to its large conceptual component, was a way out of the "retinal art” trap, a
potentially polemic position vis-a-vis Henri Moore.

Curator Doina Lemny structures the exhibition using an exemplary selection of works
from important museums around the world, including Romania, utilizing works by

the sculptor’s friends and contemporaries to create an added contextual dimension.
We see pieces by Rodin, Lehmbruck, Duchamp or Man Ray, including a photograph
of Duchamp’s The Large Glass taken by the latter. Using a comparative historical
approach to delineate themes, motives and influences, some graphic pieces by
Gauguin and Derain were also included.

One of the curator’s innovative uses of scenography was using his Birds series in cases
significantly elevated from the rest of the works in order to emphasize the concept of
flight, so precious to the sculptor. Elsewhere, taking into account the artist’s view of
the pedestal as an "equal-rights component” of a piece, only discreet, neutral-colored
platforms were used. The lighting was carefully orchestrated as well, using precise and
flattering spots. It was the selection that made the show a great aesthetic pleasure to
both connoisseurs and first-timers alike. Brancusi’s legacy has been a fertile inspiration
of Romanian sculpture of the 60s and ‘70s. Symposium sculpture, in particular, bears
testimony of this influence. This movement started with the first edition of the Mdgura
(Buzaului) camp in 1970 and extended its artistic reach across the country during the
‘8os and '90s, in places such as Arcus, Cdsoaia, Saliste, Brdila, Galati, Covasna, Izvorul

Muresului, Scanteia, Reci and Timisoara.
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unei opere, pentru a nu fi bruiatd aceastd optiune auctoriala s-au addugat
uneori ca elemente portante doar niste platforme discrete, in culori neutre.
Spoturile au fost, la randul lor, cu justete si avantajos pentru lucrari, dirijate.
Selectia operelor, expozitia insdsi, au oferit o mare bucurie esteticd atat
cunoscatorilor creatiei brancusiene, cat si celor care se intdlneau pentru prima
datd cu ea.

Sculptura romaneasca a anilor '60-'70 a fost marcatg, fertil, de mostenirea
brancusiana. Depune o consistenta marturie in acest sens sculptura de
simpozion, care a debutat odata cu prima editie a Taberei de la Magura
(Buz&ului) in 1970 si a particularizat artistic mai multe locuri din tard pe
parcursul deceniilor opt si noua ale secolului XX (Arcus, Casoaia, Séliste, Brdila,
Galati, Covasna, Izvorul Muresului, Scanteia, Reci, Timigoara).

George Apostu a ,simtit” printre primii si la o ,inalta frecventad” esenta
mesajului inaintasului sdu, realizind o opera importanta si deloc mimetica

fata de aceea a lui Constantin Brancusi, o operd care s-a impus la randul ei

pe plan national si international. Alt artist roman in creatia caruia se poate
recunoaste impulsul brancusian profund asimilat si fructificat in modalitati
deloc imitative, a fost Paul Neagu, care s-a stabilit in Anglia la inceputul anilor
'70 si a avut o remarcabild carierd artistica si pedagogicd — dupd 1989 a revenit,
prin intermediul unor expozitii si monumente (Crucea secolului in Bucuresti si
Crucificare la Timigoara) si in tara. Se poate spune ca fosti studenti ai lui Neagu,
care au devenit la rdndul lor personalitati ale artei internationale, precum

Anish Kapoor, pasesc si ei, inovator, pe drumul deschis de Brancusi.

Expozitia Brancusi la Bozar face parte din EUROPALIA ROMANIA ARTS
FESTIVAL

George Apostu was among the first to have experienced Brancusi’s message on a
different plane, building an important body of work that bore his influence without
being derivative, to both national and international acclaim. Paul Neagu, who moved
to the United Kingdom in the “70s and had a remarkable artistic and pedagogic career;
was another Romanian artist that took the ethos of Brancusi’s oeuvre and distilled

it into original pieces. While the lineage is clearly visible, the result is anything but
imitative. After 1989 he returned to Romania through a series of exhibitions and
monuments, including Crucea secolului in Bucharest and Crucificare in Timisoara.
One can say that internationally renowned artists such as Anish Kapoor, one of

Neagu’s ex-students, continue to march along the innovative path traced by Brancusi.

(Translated by Andra Nikolayi)

Brancusi Exhibition at Bozar is part of the EUROPALIA ROMANIA ARTS FESTIVAL

¥ » Bozar Brancusi Vedere din expozitie / Installation Shot photo Luna Klaps4
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"Fotografia de moda documenteazd partial spiritul vremii si are mand liberd chiar daca are comanditar: toti artistii par
sd lucreze Impotriva materialismului industriei modej, chiar dacd trebuie sd faca fata constrangerilor e, pentru a-si
realiza viziunile artistice. Aceste imagini glossy par sa nu aibd nicio raddacind culturald. Acestea ar fi putut fi realizate de
fotografi de orice nationalitate. Este reflectata astfel omogenizarea culturald ce este deseori asociatd cu consumerismul
siera mass media, cu occidentalizarea si americanizarea.”

New British Fashion Photography: Going Against the Conventionally Beautiful, Julie Morére

Ay,

< V&A Tim Walker Expozitia Lucruri frumoase (c)Victoria and Albert Museum, Londra

V&A Tim Walker Wonderful Things Exhibition Installation View (c) Victoria and Albert Museum, London

<<« V&A Tim Walker Expozitia Lucruri frumoase - Sectiunea ,Retrospectiva” (c) Victoria and Albert Museum, Londra
V&A Tim Walker Wonderful Things Exhibition Installation View - 'Retrospective’ Section (c) Victoria and Albert Museum, London

A V&A Tim Walker Expozitia Lucruri frumoase - Sectiunea 6 ,Ilumindri” (c) Muzeul Victoria si Albert, Londra
V&A Tim Walker Wonderful Things Exhibition Installation View - ‘llluminations’ Section 6 (c) Victoria and Albert Museum, London

Fotografia de mod3 a fost deseori exclusd din muzee si galerii, fiind vdzuta
drept comerciald, prea orientata spre profit pentru a fi artd inaltg, arta care a
fost mult timp perceputa ca un fel de hrana spirituald, existand doar pentru a fi
contemplata. Ins3 odat3 cu dezintegrarea granitelor dintre art3 si advertising,
incepand cu lucrdrile lui Andy Warhol si miscarea pop art, fotografiei de moda
i s-au deschis usi noi, aceasta patrunzand pe terenul artei contemporane
acceptate.

Faptul ca vanzarile sunt preocuparea principala a fotografiei de moda — deci
promovarea unor produse — nu pare sa mai fie o problemd, deoarece piata
artei a transformat lumea artistica: se poate argumenta ca astazi vanzarile
sunt de asemenea scopul principal al muzeelor si galeriilor. Rolul fotografului
de arta este sd isi foloseasca talentele pentru a reliefa caracteristicile
produselor scoase la vanzare, pacélindu-l oarecum pe consumator. Apare deci
intrebarea: putem aprecia talentul artistic Iasand la o parte factorul mercantil?
Probabil ca nu, insa putem tine socoteala de acest factor pentru modul cum
privim produsul final.

Tim Walker marturiseste ca isi foloseste fotografiile pentru a-si finanta
proiectele personale, insa asta nu fnseamna ca nu va fi creativ in colaborarea cu
o revistd. Dimpotrivd, Walker vede publicul revistelor glossy drept adevaratul
public contemporan. Acestea in final sunt citite de multe persoane si au
puterea de a schimba standardele de frumusete, de a sparge tiparele sociale
ale acesteia, fiind de asemenea deschise chestiunilor de gen si diferentelor.
Walker isi gaseste inspiratia in jurul sdu, adunand referinte vizuale — ziare,
tablouri, materialul canapelei, obiecte gasite —, incercand sa le transforme
prin filtrul sdu personal si prin abordarea fotografica unica. Acesta se joaca cu
distorsiuni folosind lentile, estompdri si piese de recuzita spectaculoase facute
de mang, fara a-si modifica fotografiile digital. O buna bucata de vreme acesta
arefuzat si sa fotografieze digital, crezand intr-un punct final al fotografiei,
promovand grija fatd de acest proces. Acesta nu era atat impotriva fotografiei
digitale in sine cat Tmpotriva modului in care e deseori utilizatd — adica pentru

supraperfectionare.
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"Fashion photography partially documents the spirit of the time and is given
free reign even if commissioned: all artists seem to work in defiance of the
materialism of the fashion industry to reach their aesthetic aims, even if they
have to submit to its constraints.

The glossiness of these pictures seems to have no cultural root and might have
been taken by photographers of indifferent nationalities. They reflect the
cultural homogenization which is often associated with mass consumerism
and the media age, Westernization, or Americanization.”

New British Fashion Photography: Going Against the Conventionally
Beautiful - Julie Morére

Fashion photography has been often kicked out of museums and galleries, being
considered too commercial, too profit oriented to be truly regarded as fine art, which
was considered for a long time as food for the soul, for contemplation only. With the
blurring line between art and advertising however, starting with Andy Warhol’s works
and the pop-art movement, fashion photography has shattered past closed doors and
finally entered the hall of fame of contemporary art.

The fact that sales are the main concern of fashion photography — aka the promotion
of the products — does not seem to pose a problem anymore since the art market has
transfigured the art world, today sales arguably being the main purpose of museums
and galleries likewise. The customary role of the fashion photographer is to use their
skills in enhancing the characteristics of the products being sold, creating a deceptive
view for the consumers. The question thus arises if we can appreciate the artistry while
setting aside the mercantile factor. We probably can’t, but we can embrace it and add
it up when we admire the final product.

Tim Walker himself admitted to using his shots in financing his personal projects, but
that doesn't mean he will not contribute creatively when working for a magazine. On
the contrary, Walker sees the audience of glossy magazines as the real contemporary
public, reaching a large number of people and thus being able to change perspectives
of what beauty is, and breaking up society’s standards of it, while welcoming
questions of gender and difference.

He gathers inspiration from everything around him, hoarding visual references — from

» ,Tobias si Sara in noaptea nuntii lor”, aproximativ 1520, KéIn, Germania, Vitraliu (c) Muzeul Victoria si Albert, Londra
‘Tobias and Sara on their Wedding Night’, about 1520, Cologne, Germany, Stained glass panel (c) Victoria and Albert Museum, London

Walker fsi gdseste inspiratia si in arta inaltd, facand numeroase fotografii cu
astfel de referinte. Un proiect de acest fel a fost comandat de Nicola Erni,

un mare colectionar de fotografii si mecena, care i-a lasat lui Walker un nivel
de libertate de care nu s-ar bucura in industria modei. Pentru urmatorul sau
proiect, intre 2017-2018 la Het Noordbrabants Museum din Olanda, acesta

a creat un omagiu Gradinii Placerilor Lumesti a lui Bosch, ludnd-o ca punct

de pornire. Acest proiect incredibil s-a axat pe corpul uman, hainele jucand
doar rolul de decor, intorcand cu susul in jos astfel functia fotografiei de
mod3, refuzand un scop mercantil. Privirea spectatorului urmareste mediul
nconjurator, atmosfera, ignorand orice brand si chiar si frumusetea modelului.
Ultimul sdu proiect este de asemenea lipsit de interferente comerciale sau
editoriale. Acesta a inceput acum trei ani, cand Walker a inceput lucrul la

o serie comandata de fotografii inspirate de arhiva muzeului Victoria and
Albert. Artefactele alese sunt expuse langa lucrarile sale, fiecare avand
camera sa. Vizitatorul paseste intr-o lume fermecata, marcata printr-o

atentie extraordinard pentru detalii, care insa era greu de savurat din cauza
aglomeratiei din muzeu. Artistul a lucrat cu designerul Shona Heath —
partenera sa de creatie de mai bine de 20 de ani—si cu o intreaga echipa

de cosmeticieni, stilisti, modele, coafori. Proiectul reprezintd un soi de
retrospectiva, aldturand lucrarile mai vechi cu creatiile noi, addugand comorile
descoperite in arhivele V&A.

Sa o luam cu inceputul. La intrarea in aceastd expozitie labirintica cu 10
camere tematice, deasupra usii, se afla titlul expozitiei scris cu litere cioplite

si iluminate in culorile curcubeului, onorand diversitatea corporald si de
frumusete si fluiditatea de gen din lucrarile sale. Atmosfera de Tard a Minunilor
traverseazd toata expozitia, anuntandu-te ca intreaga ta imagine despre lume
urmeaza sa fie sfiramata, si ca nu o sa fii dezamdgit.

Cobori la inceput intr-o sublima anticamera alb3, iar pe ziduri se scurge
pornind din tavan o mézga lucioasa. Camera prezinta o mica retrospectiva

a operei lui Walker: fotografii pentru Vogue devenite celebre, de pild3, totul
ntr-un design extrem de minimalist, fotografiile fiind inramate simplu in alb.

Singurul indiciu a ceea ce va sa vina este mazga alba din silicon ce acopera

newspapers, paintings, the fabric of the sofa, found objects, seeking to transform
them through his personal filter and unique photographic approach by playing

with lens distortions, camera blurs and incredible hand-made set design, refusing

to digitally alter his photos. For quite a long time, he also refused to shoot digitally
because he liked the thought that there must be an end point of photographing, thus
encouraging care for the process. He was not so much against digital photographing,
but against what it was often used for, over-perfection.

Walker also obviously finds great inspiration in fine art and has created numerous
photoshoots using such references. Such a project was commissioned by Nicola Erni, a
great photography collector and patron, that gave him a level of freedom he couldn’t
obtain in the fashion industry. He then chose to pay homage to Bosch’s Garden of
Earthly Delights as a starting point for an incredible photographic project between
2017-18 at Het Noordbrabants Museum in the Netherlands. The series used as main
focus point the human body while clothing served the function of décor, shifting the
interest from what fashion photography is usually all about, unraveling his references
in a subtle way, transgressing any mercantile purpose. The viewer’s gaze is focused

on the surroundings, on the mood, ignoring any fashion brand, or model’s beauty for
that matter.

His newest project, free from commercial or editorial intrusion, is a project that started
3 years ago, when Walker was commissioned for a series of photographs inspired by
the Victoria and Albert Museum’s archive. His chosen artefacts appear in the exhibition
beside his work, with a specially dedicated room for each one of them, the viewer
descending into a fantasy world imbued with an incredible dedication to details, which
unfortunately could not be fully admired in the very crowded museum. He worked

with set designer Shona Heath — his partner in creative crime for more than 20 years
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V&A Tim Walker Expozitia Lucruri Minunate, ,Penita si Cerneald” Sectiunea 3 (c) Muzeul Victoria si Albert, Londra
V&A Tim Walker Wonderful Things Exhibition Installation View - 'Pen & Ink' Section 3 (c) Victoria and Albert Museum, London

peretii. Din aceastd camerd alba intri printr-o perdea de latex in Chapel of
Nudes (Capela Nudurilor), unde poti admira triumful corpului gol, intdlnind
nume mari, precum Kate Moss (in LOVE Magazine) sau Beth Ditto, care fsi
etaleaza increzdtoare formele pentru aceeasi revistd. Sunt aici de asemenea
si cateva din primele sale nuduri masculine pentru W Magazine (2017), cu

o compozitie distorsionatd a la Francis Bacon. Textul din camerd fi prezinta
influentele, de la Andy Warhol la Hieronymus Bosch la John Currin, cu un citat
potrivit din Bacon la final.

Trebuie spus ca toate camerele sunt introduse prin cate un text personal al
artistului in care acesta vorbeste despre sursele sale de inspiratie si isi lauda
colaboratorii. Cu ajutorul acestora, vizitatorii pot intelege mai bine procesul
de creatie si relatia cu artefactele V&A. Primele doud camere sunt concepute
ca un portofoliu vizual al artistului pentru a-| aclimatiza pe privitor la opera sa.
Cum iesi din camerele luminoase si (aproape) curate insa intri intr-un labirint
de camere intunecate, unde culoarea, sunetul, iluziile si distorsiunile joaca un
rol important in vrdjirea privitorului.

Prima camer3, denumitd Illluminations (Iluminari) contine arce de otel si rame
din sticla spartd, amintind de o catedrald goticd arsd. Ca obiecte de inspiratie
avem vitralii germane de secol XVI si un mic manuscris iluminat facut in

anii 1470 pentru ducesa de Brittany. Rezultatul este o serie de fotografii cu
Grace Jones imbracata fntr-un costum demonic, sfidénd parca conventiile
fotografice, acestea fiind supraexpuse. Efectul de clarobscur se pdstreaza
nsa, Tmpreuna cu o stralucire ca de aurd pe fundalul negru. Primele fotografii
o infatiseaza pe Grace dansand; |anga ea este o mica sculptura infatisdnd un
schelet ce danseaza deasupra manuscrisului. Modelul de pe pereti aminteste
de decoratiunile din piatrd ale catedralelor. Lipite pe acestea sunt niste
fotografii cu un model dezbracat cu o aurd de sfant, amintind de postura
Joanei d’Arc, ce tine in mana o sabie cruciforma in lumina colorata a aceluiasi
vitraliu pe care-l vedem pe perete, ca si cum aceasta s-ar afla pe cealalta parte.
Tn urm&toarea camerd (Norul 9) domneste tot intunericul, ins& de aceastd data
pentru a contrasta cu o serie coloratd inspirata din mistica indiana si facuta in
Anglia intr-o zi cu soare. Modelele pozeaza in costume luminoase, sclipitoare
din satin intr-un cdmp cu flori, printr-un filtru psihedelic. Din nou, fundalul
lucios face culorile sa strdluceasca mai intens, in timp ce animalele exotice
colorate si alungite (cu lentila sa distorsionanta) par sd paseasca deasupra
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now — and a team of make-up artists, stylists, models, hair-dressers. The project
represents a retrospective of sorts, combining the appreciation for his previous works
alongside the celebration of new creation paired with the discovery of treasures hidden
in the V&A archives.

Let’s start from the beginning though. As you enter the long labyrinth of the 10
themed rooms you see the title of the exhibition, in transparent carved letters colored
with rainbow lights above the entrance door, an evident reminder of the celebration
of different bodies, beauties and gender fluidity in his works. The atmosphere of Alice’s
Wonderland permeates the show, announcing to you that your world views will be
shattered, without being disappointed in the end.

You descend in a beautiful full white antechamber, on the walls a glossy slime pouring
from the ceiling. The room presents a short retrospective of Walker's work, iconic Vogue
photoshoots and others, featuring an extremely minimalistic design, white framing of
the photos and cabinets, the only clue of what's to come being the white shiny silicon
sludge flooding the walls. From this perfectly aligned white room, you enter through

a latex curtain into the Chapel of Nudes, where you can see the triumph of the naked
body. You can pick out famous names like Kate Moss for LOVE Magazine or Beth Ditto
confidently showing her curves for the same magazine, but also some of his first male
nudes photographed for W Magazine in 2017, in a Francis Bacon lens-like distorted
composition. A framed text explains his influences for this room, from Andy Warhol to
Hieronymus Bosch, to John Currin, ending with an adequate Bacon quote.

At this point it's worth noting that all the rooms are introduced by personal texts,
talking about Walker’s inspiration and celebrating his collaborators. These help the
viewer to better understand the process of creating and the subsequent relationship
with V&A-revealed artefacts. These first two rooms were perfectly designed as a visual
portfolio to acclimatize the audience with his work. As you exit the bright (almost)
clean rooms, however, you enter a labyrinth of dark rooms where color;, sound,
illusions and distortions play an important part in enchanting the viewer.

The first room, llluminations, with broken steel arches and shattered glass photo
frames, resembles a burned gothic cathedral. Sixteenth-century German stained
glass windows and a small dimly lit manuscript made in the 1470s for the Duchess

of Brittany lead to a series of photos of Grace Jones dressed in a devil-like costume,
seemingly defying photographic norms, overexposed but still managing to keep the

chiaroscuro effect while radiating a warm soft halo light on a black background. The

Aubrey Beardsley, ,Fusta de pdun”, 1894, Xilogravurd pe hartie japoneza din velur (c) Muzeul Victoria
si Albert, Londra

Aubrey Beardsley, ‘The Peacock Skirt’, 1894, Line block print on Japanese vellum paper (c) Victoria and Albert
Museum, London

publicului. ,Explorarea picturilor istorice de la V&A din Asia de Sud-Est mi-a
amintit de cum ma simt cand ma aflu in acea parte a lumii. Aceste fotografii
celebreaza vitalitatea si misticismul acelei parti de lume cu o bogata arta a
povestitului. Din fericire, Anglia trecea printr-un val de caldura cand am facut
pozele, iar cdmpurile de nemtisor din Worcestershire erau iluminate de o
lumind indiand intensa.”

Urmeaza camera Pen and Ink (Penitd si Cerneald), unde vedem mai intai o
selectie de ilustratii ficute de Aubrey Beardsley din anii 1890, pe un dulapior
Tmbracat in catifea verde. Apoi urmeaza camera luminoass, plind de fotografii
alb-negru cu modele alungite, cu umbre facute cu carton negru. Fotografiile
sunt facute cu un obiectiv cu unghi larg pentru a imita siluetele Art Nouveau
ale lui Beardsley.

O alta series este The Land of the Living Men (Tara oamenilor vii), in onoarea
lui William Morris, unde vedem un peisaj de tara vara tarziu, cu sunetul
pasarilor in aer. Seria onoreaza figura barbatului musculos. Corpurile lor goale
sunt acoperite cu fructe, fluturi si flori sdlbatice acoperind sexul, modelele
plasandu-se, ca niste uriasi, in peisaje miniaturale ce se imbina cu recuzita
rurald printr-un filtru vintage. Walker a gasit in arhiva V&A o oglinda circulara
curbata pe care fotografii timpurii o foloseau pentru a directiona lumina.
Walker a folosit-o pentru a atrage privitorii, facandu-i s& se uite prin acestea

la niste imagini distorsionate de pe perete pentru a vedea tineri imbracati in
rochii victoriene voalate dansand pe iarba. Prin niste vizoare vedem o camera
dupa perete, unde se afla o copie a lui David al lui Michelangelo inconjurat de
vegetatie paradisiaca. Aceeasi oglinda ochi-de-peste e folositd pentru a-i reda
corpul distorsionat, mai ales sexul. Seria sarbatoreste corpul masculin senzual,
fara povara barbétiei ce il insoteste deseori si in armonie cu natura: o abordare
delicata ce aminteste mai degraba de reprezentarile nudului feminin in istoria
artei.

Mai departe, intr-o camera de lemn, este expusa o rochie din colectia din 2009
a lui Alexander McQueen, The Horn of Plenty (Cornul abundentei), protejata
de un strat de textil, o amintire a primei intdlniri a lui Walker cu aceastd rochie
la Clothworkers’ Centre for the Study and Conservation of Textiles and Fashion,
unde restauratorul de textile al V&A se ocupa de colectii celebre de moda.

Camera — sectiunea "Atinge cu grija” — este un omagiu adus lucratorilor textili,

V&A Tim Walker Expozitia Lucruri minunate - sectiunea 2 ,Atinge cu grija” (c) Muzeul Victoria si
Albert, Londra

V&A Tim Walker Wonderful Things Exhibition Installation View - ‘Handle with Care’ Section 2 (c) Victoria and Albert
Museum, London

first photograph surprises Grace dancing, within the proximity of a small sculpture of
a skeleton dancing just above the manuscript. The wall pattern brings back the stone
decorations of cathedrals with big photographs showing a naked model wearing just
asaint’s halo, referencing the posture of Joan of Arc, holding a cross sword in the
colored light of the same stained glass that we see on the wall, as if she were on the
other side.

Darkness follows in the next room (Cloud 9), but just to serve as a contrast with

this colorful series inspired by Indian mysticism, shot on a sunny English day. The
models all pose in bright glittery satin costumes in a field of flowers immersed in LSD
filters. Again, the dark glossy background makes the colors shine more intensely,
while the colored elongated exotic animals (reference to his signature distorted lens)
seem to walk high above the audience. "Exploring the V&A’s historical paintings
from South Asia reminded me of how | feel when I'm in that part of the world. These
photographs are a celebration of the country’s vibrancy and mysticism and its rich
history of storytelling. Luckily, England was experiencing a heatwave when we made
the pictures, and the Worcestershire delphinium fields were illuminated in an intense
Indian light.”

Next comes the Pen and Ink room, where you're first treated to a selection of Aubrey
Beardsley graphic illustrations from the 1890s presented on a green velvet cabinet,
before you enter the bright lighted room of black and white photographs with
elongated models, with shadows created using black cardboard, shot with a wide lens
to capture Beardsley's Art Nouveau silhouettes.

Another ingenious series is The Land of the Living Men, in honor of William Morris,
which imagines a late summer countryside landscape with birdsongs in the air.

The series praises the muscular male figure. Naked bodies are covered with fruits,
butterflies and wild flowers on their sex, as they rest on a miniature landscape, like
giants merging with the rural props in vintage filtered photographs. Walker found

in the V&A’s archive a curved circular mirror used by early photographers to direct
light, which he used to decoy the public into looking at these small mirrored fish eye
images on the wall, through which you can see young men in Victorian veiled dresses
dancing on fields of grass. Other small peep-holes lead the viewer to a room behind
the wall, where a copy of Michelangelo’s David stands in a green paradisaical garden.
The same fish-eye mirror is used to see his body in a distorted way, especially his sex.

A celebration of the sensual male body, without the burden of manliness that usually

147



iar fotografiile insele se folosesc de cutii de lemn si de straturi protectoare de
matase. Sedinta foto a avut loc la depozitul de textile al V&A. ,Aceste haine
impachetate minunat se afla puse in stofd protectoare sau intre straturi de
servetele in sertare imense, dacd hainele sunt prea grele pentru a fi atarnate.
Walker a fost uimit de toate aceste straturi, de nivelul de protectie de care
aceste obiecte au nevoie”, spune Susanna Brown, curatoarea expozitiei.
Dincolo de platforma de lemn, intri intr-o camerd galbenad ce recreeaza
atmosfera unei case englezesti de la tard, scdldata intr-o lumina slaba si calda.
Din semineu se proiecteaza un film, incadrat de doud perdele grele si doua
scaune, reconstituind un cerc de poezie de la acea vreme, inspirat de poeta
engleza Edith Sitwell. Pe pereti se afla portrete in rame galbene ale uneia din
muzele artistului, Tilda Swinton, o ruda indepartata a lui Sitwell, jucand rolul
acesteia in fotografii: aceasta poarta un turban mare, niste bijuterii masive si
rochii de catifea, aflandu-se in Renishaw Hall, casa familiei Sitwell de peste 400
de ani.

Exteriorul circular al incéperii de lemn dedicate lui Alexander McQueen e
tapitat cu un material asemanator unei camere de izolare dintr-un spital
psihiatric si se numeste Soldiers of Tomorrow (Soldati ai viitorului), inspirat
de o fotografie pictatd manual din arhiva, datdnd din anii 1870, reprezentand
Tapiseria de la Bayeux, ce prezintd etapele premergatoare cuceririi normande
aAngliei. ,Acea fotografie nu a fost expusa timp de multi ani”, spune Brown.
.Restaurarea acesteia a necesitat multa munca. Are 65 de metri lungime si este
lipitd pe panzd — este o creatura foarte fragild. Restauratorilor nostri de hartie
le-a luat sute de ore sa repare fragmentele de hartie ce se cojeau la margini,
dupa cum sulul a fost tinut rulat in depozit”. Fotografiile lui Tim apar intr-un
colaj lung inserat in zidul textil, imitdnd reproducerile fotografice ale tapiseriei,
cusand laolaltd imagini individuale de diferite dimensiuni, pastrand sau nu
marginea alba si addugand alte decupaje de hartie. Seria este de asemenea

o criticd a risipei din productia industriei modei, costumele medievale fiind
produse de designeri tineri din materiale reciclate.

Expozitia se incheie cu reproduceri mérite din caietele de schite ale lui Walker,
reproduceri pe care le-am vazut imprdstiate pe parcursul expozitiei, prin
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comes with it, but in total harmony with nature and a rather delicate approach that
seems more similar to the way women nudes are represented throughout art history.
Walking further, a wooden room displays a dress from Alexander McQueen’s 2009
collection The Horn of Plenty, protected by a layer of fabric — a recollection of

Walker’s first encounter with the dress at The Clothworkers’ Centre for the Study

and Conservation of Textiles and Fashion, where the V&A's textile restorer take care

of famous fashion collections. This room — Handle with Care Section —is all about
paying homage to the textile workers, and the photographs themselves incorporate
the wooden boxes and protective layers of silk as the shoot took place at said
Clothworkers’ Centre, V&A's off-site storage for textiles. "These wonderfully wrapped
garments are encased in protective fabric or wrapped in layers of tissue in enormous
drawers, if they're too heavy to be hanging. He was amazed at the layer upon layer,
the level of protection these objects demand, ” says Susanna Brown, the curator of the
exhibition.

As you step outside the wooden platform, a mustard yellow room recreates the
atmosphere of an English country house with warm dim light, as the fireplace projects
afilm, framed by 2 heavy curtains and 2 chairs, reenacting a London’s poetic circle

of that time, inspired by the British poet Edith Sitwell. On the walls are hung yellow
framed portraits with one of his muses, Tilda Swinton, a distant relative of Sitwell,
reenacting her in photos wearing a big turban and massive jewelry, velvet gowns in
Renishaw Hall, the house of the Sitwell family for over 400 years

The circular exterior of the wooden Alexander McQueen dedicated cabinet is
upholstered with textile material similar to a madhouse isolation room and it is titled
Soldiers of Tomorrow, inspired by a hand-painted photograph in the V&A’s archive,
from the 1870s of the French Bayeux Tapestry, depicting the lead-up to the Norman
Conguest of England. "That photograph has not been on display for many years,”
Brown said. "It needed a huge amount of conservation work to repair. It's 65 meters
long, it's backed onto canvas — it's a very fragile creature. Our paper conservation staff
spent hundreds of hours repairing the fragments of paper that were peeling away

at the edges where the scroll had been rolled up for many years in storage.” Tim’s

photographs are displayed in a long photo collage here, inserted in the quilted wall

A V&A Tim Walker Expozitia Lucruri minunate - Sectiunea ,De ce s nu fii singur cu tine” (c) Muzeul
Victoria si Albert, Londra

V&A Tim Walker Wonderful Things Exhibition Installation View - 'Why Not Be Oneself’ Section (c) Victoria and
Albert Museum, London

< V&A Tim Walker Expozitia Lucruri frumoase - Sectiunea ,Soldatii de méine” (c) Muzeul Victoria si
Albert, Londra

V&A Tim Walker Wonderful Things Exhibition Installation View - ‘Soldiers of Tomorrow’ Section (c) Victoria and
Albert Museum, London

» Realizarea expozitiei V&A's Tim Walker Lucruri minunate, sectiunea 2 (c) Jamie Stoker

The making of the V&A’s Tim Walker Wonderful Things,

exhibition 2 (c) Jamie Stoker

celelalte camere, insotite de citatele ce au rolul de a-I familiariza pe vizitator
cu demersul artistului. lesind din acest Disneyland pentru adulti, inevitabil
ncepi sa te indoiesti de realitate. Designul ambiental imerseaza publicul

n lumea flamboianta a fotografului, aflata cumva la marginea kitsch-ului,
camp-ului si artei contemporane, fara a se identifica cu o singura categorie. As
spune ca este o realizare. Muzeul de asemenea reuseste s creeze o expozitie
coerentd, punandu-si in valoare arhiva, invitand un artist sa se joace cu ea si sd
o reasambleze in maniera sa individualg, in ciuda naturii si vechimii extrem de
diverse a artefactelor acesteia. Astfel sunt expuse piese nemaivazute in relatie

atat cu cultura populard cét si cu arta contemporana.

(Traducere Rares Grozea)

and imitating the original photographically reproduced tapestry, stitching together
individual images of different sizes, arbitrarily choosing to preserve or not the white
framing on their edges, and mixing them with various other hand cut paper elements.
The series is also a comment on fashion’s wasteful production, using a wardrobe
resembling medieval knight costumes created on set by young designers knitted using
recycled materials.

The exhibition ends with massive replicas of his sketchbooks which were scattered all
around the previous rooms alongside the quotes that familiarize the audience with his
personal process.

Exiting this Disneyland for adults, you inevitably find yourself doubting reality. The

set design helps the audience immerse itself into the photographer’s flamboyant
world, somehow at the very edges of kitsch, camp and contemporary art while never
actually committing it to any of them. Quite a feat, one would be inclined to say.
Likewise, the museum succeeds in creating a coherent exhibition that truly celebrates
its own diverse archive by inviting an artist to toy with it and reassemble it in their
own individual manner in spite of the very different nature and age of creation of said
artefacts, managing to showcase never-before seen pieces and putting them into

relation with both popular culture and contemporary art.
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Fiecare artist este un argonaut
ce cu arta cildtoreste in

lumea imaginatiei

pentru a reveni cu ceva inapoi.

Hans Hendrick Grimmling

Expozitia de fatd reuneste membri ai departamentului de picturd al
Universitatii de Arte din Bucuresti intr-un dialog cu colegii de la Academia de
Arte Frumoase din Gdansk. Lucrdrile sunt realizate sub intentia curatoriald

de a surprinde ,transformarea”, ilustrdnd dinamica polivalentd picturii,
chestiondnd insusi mediul sau viziunea in contemporaneitate. Observam

n expozitie mai multe incercdri de intelegere a sensului picturii printr-o
deconstruire a mediului (precum in unele lucrari de lon Anghel, care adauga
obiecte panzei) sau a imaginii (precum in autoportretele lui Andrei Tudoran,
care pune la indoiald congruenta portretisticii realiste prin interventii digitale)
sau o apologie a acestuia (vizibild in lucrdrile lui Catalin Balescu, Petru Lucaci
sau Mihai Sarbulescu, ale caror preferinta pentru pictura in ulei poate fi privita
ca o cercetare a posibilitatilor unice ale acestui venerabil mediu, de la picturile
dense, modelate ale lui Sarbulescu la suprafetele montajelor de imagini ale
lui Lucaci sau la compozitiile pseudo-mitologice ale lui Traian Boldea). M-a
intrigat granita dintre adeptii picturii in ulei si ceilalti, cei care lucreaza cu
acrilice (precum Marcel Bunea, in lucrdrile sale opace, abstracte, sobre, George
Moscal, in compozitiile sale dense, tremurdnde, sau Alexandra Radvan, prin
autoportretele sale cu texturi tactile). Exista si o categorie de mijloc, in care

fi putem incadra pe Tudoran, care lucreaza si in ulei si in acrilice, si pe Cezar
Atodiresei, ce prefera vopselele alchidice.

Pe de altd parte, viziunile pitoresti ale acestor zece artisti pot fi privite ca o
tensiune intre abstractiunea geometrica sobra (Marcel Bunea) si figurativul
revelator (Petru Lucaci, Tudoran, Anghel). La mijloc putem mentiona diversele
strategii abstractioniste din lucrarile lui Moscal si Atodiresei. Remarcabild e

si sfidarea genurilor traditionale: autoportretul inteles ca imagine a artistului
(in lucrdrile lui Tudoran sau in aborddrile mitologice ale lui Radvan), peisajul
(in compozitiile tectonice/telurice ale lui Sarbulescu) dar si, am putea spune,
reziduurile picturii istorice (in lucrarea lui Anghel Orb impuscat la Revolutie sau
n aproprierea ironic-aluzivd a steagului national in Vertical.ro a lui Bunea).
Tablourile celor zece artisti romani pot fi vazute si ca o tranzitie de la viziunea
post/post moderna (ilustratd in fragmentele de vederi cotidiene din lucrarea
Depozit a lui Lucaci) la compozitiile baroce ale lui Catdlin Bélescu, care e de
parere cd ,postmodernismul nu e, in esentd, nimic altceva decat o noua forma
a unei manifestari ciclice a manierismului”. Nu in cele din urma3, cultivarea
tenace a abstractiunii ne aminteste ca ,abstractiunea reprezinta modul in
care ne gandim la viitor” (dupa cum afirma Pepe Karmel in “The Golden Age
of Abstraction: Right Now”, ARTnews, 2013). Lucrdrile pictorilor romani nu
trebuie vazute doar in termenii unor dihotomii stilistice. As vrea sd preiau
conceptul lui Haral Szeemann de ,mitologe individuala” pentru a sublinia
diversele atitudini (nu atat alegerile stilistice). Mitologiile individuale ale
colegilor mei pictori le ilustreaza intentiile artistice, Weltanschauung-ul lor,

comunicandu-ne povesti din propria noastra lume.

(Traducere Rares Grozea)

Every artist is an Argonaut who
travels with his art into the

realm of the imagination in order
to return with something.

Hans Hendrick Grimmling

The present exhibition, reuniting the members of the painting department of the
National University of Arts in Bucharest in dialogue with their colleagues from

the Academy of Fine Arts in Gdansk, shows artworks realized under the curatorial
intention of "transformation” illustrating the dynamics of painting in different aspects
of challenging the medium or the vision in our contemporaneity. Thus, one can observe
multiple approaches in understanding the meaning of painting from deconstructing
its medium (as in some works of lon Anghel, who mixed the canvas with objects) or
the picture (as in the self-portraits of Andrei Tudoran, who challenged the congruence
of the realist portrait through the possibilities of digital image) to its firm apology
(visible in the pictorial strategies of Catdlin Balescu, Petru Lucaci or Mihai Sérbulescu,
whose preference for the oil technique may be regarded as a research of the unique
possibilities of this venerable medium, from the dense modelled paste painting of
Sarbulescu to the “lisse” surfaces of Lucaci’s pictorial montages or Traian Boldea’s
pseudo-mythological compositions). | was interested to notice the split between those
adepts of oil painting and the other ones, who work with acrylic colours (like Marcel
Bunea, in his opaque, severe abstract works, George Moscal, in his dense, vibrating
compositions, or Alexandru Radvan, in his self-portraits, remarkable in their haptic
textures); there is also an in-between category, represented by Tudoran, who uses both
oil and acrylic colours, and Cezar Atodiresej, who prefers alkyd paint.

On the other hand, the pictorial visions of these ten artists may be regarded as a
tension between the severe geometric abstraction (Marcel Bunea) to the revealing
figurative (Petru Lucaci, Tudoran, Anghel). In between one should mention different
abstracting strategies in the works of Moscal and Atodiresei. Remarkable is also

the challenging of the traditional genres: the self-portrait, understood as the image
of the artist (in the works of Tudoran or in Radvan’s mythological approaches), the
landscape (in the tectonic/telluric compositions of Sarbulescu) but also in what may
be called residues of history painting (in Anghel’s Blind man shot in Revolution, or

in the allusive/ironic appropriation of the national flag in Bunea’s Vertical.ro). The
paintings of the ten Romanian artists may be seen also as a transition form the post/
post modern vision (as illustrated in the daily fragmented views of Lucaci’s Storage)
to the baroque compositions of Catalin Balescu, whose belief is that "postmodernism
is nothing, in essence, but a new form of cyclic manifestation of mannerism”. Last
but not least the somehow tenacious cultivation of abstract configurations reminds
us that “abstraction is how we think about the future” (as Pepe Karmel stated in

"The Golden Age of Abstraction: Right Now”, ARTnews, 2013). The artworks of the
Romanian painters should not be seen only in terms of stylistic dichotomies. | would
like to borrow Harald Szeemann’s concept of "individual mythologies” as emphasising
different attitudes not stylistic options. The individual mythologies of my painter
colleagues illustrate their artistic intentions and their particular "Weltanschauvung’,

telling us various stories of our own world.

Ruxandra Demetrescu
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Soarta Poloniei si cea a Romaniei s-au intersectat nu de putine ori in secolele
trecute si, intr-adevar, in cea mai mare parte, a fost o experienta pozitiva. In
prima jumatate a secolului 20, cele doud tari s-au indreptat catre modernizare,
ce afost intreruptd de calamitatea celui de-al doilea razboi mondial. Din
cauza noului echilibru al puterilor de pe harta politicd a Europei, in cea de-a
doua jumatate a anilor 1940, Polonia si Romania au fost incorporate in sfera
de influentd a Uniunii Sovietice. Sistemul socio-economic impus de Stalin
asupra statelor ,imprietenite” a distrus embrionii democratiei, desfiintand
independenta politica si economica a tarilor subordonate Moscovei.

Tn cele patru decenii postbelice ale regimului comunist, din cauza
implementarii experimentului marxist de putere social, societatea Poloniei

si cea a Romaniei deopotriva au fost intr-o mare masura ,rearanjate”. Prin
urmare, avem ca rezultat ceea ce Michel Heller si Alexander Zinoviev au numit
Homo sovieticus. Din anii 1980 incoace, aceasta sintagmd este folosita pentru a
desemna oamenii cdrora li s-a rapit demnitatea, inrobiti intelectual si subjugati
unui sistem, oameni care s-au indepartat de libertate si responsabilitate. Tn
acelasi timp, trebuie remarcat faptul ca noile regimuri, cu toata cruzimea lor,
au reusit, totusi, sa introducd mai multe reforme in tarile blocului socialist
care, din diverse motive, erau imposibil de realizat inainte. Printre acestea, in
special, s-au numarat locurile de munca garantate, invatamantul si serviciile
medicale universale si gratuite. Cu pretul subjugarii si a ingradirii, reformele au
permis crearea unei iluzii de stat social in tarile , blocului estic”.

Asa cum remarca Vladimir Tismaneanu, ,faptul ca societatea civild este
invizibila nu inseamna ca este inexistenta. [...] Chiar daca societatea civila

nu este la fel de coerentd, numeroass, influenta sau vizibild precum cea
non-civild, a asigurat un ideal in jurul caruia era posibild mobilizarea societatii
existente fntr-un mediu dominat de coercitie, cinism si angoasd”. Aceasta
observatie poate fi lesne exemplificatd prin Revolutia Solidaritatii, care a
nceput in vara anului 1980 in Gdansk. A lansat o avalansa de schimbdri care,
cativa ani mai tarziu, au dus la caderea Zidului Berlinului, declansand procesul
Lremanierilor” de pe harta politica a Europei. Gratie revolutiei din 1989, tarile
Europei Centrale si de Est au trecut prin tranzitia de la regimuri autoritare,
extrem de centralizate si de birocratice, bazate pe ideologia comunists, la
forme democratice de organizare politica si economica. Datorita lor, astazi,
Polonia si Romania sunt membre UE si NATO cu drepturi depline.

Impartirea Europei de dupa cel de-al doilea r&zboi mondial a insemnat ca
deopotrivd Polonia si Romania s-au regasit in sfera de influentd sovietica.
»Cortina de fier” care a impartit politic continentul european a produs si

o fragmentare a unitatii culturii europene. Politicile culturale ale Uniunii
Sovietice au impus modele culturale sovietice asupra natiunilor Europei
central-estice. Un proces pe care Milan Kundera |-a numit ,tragedia Europei”
a demarat catre sfarsitul anilor 1940. Acesta a fost dovedit in mod clar de lipsa
de raspuns din partea lumii libere la revolta maghiara din 1956. Interventiile
brutale ale Rusiei staliniste au Tnsemnat ca natiunilor satelit nu li s-a permis sa
aiba o cultura distincta.

Totusi, acest lucru nu a insemnat ca artistii blocului estic ar fi renuntat la lupta

pentru modernitate si forme artistice. Imediat dupa sfarsitul celui de-al doilea
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The fortunes of Poland and Romania entwined many a time in the past centuries,
and, admittedly, it was a positive experience for the most part. In the first half of the
20th century, the two countries were heading toward modernization, which was
interrupted by the calamity of the Second World War. Due to the new balance of
power on the political map of Europe, in the second half of the 1940s, Poland and
Romania were incorporated into the sphere of influence of the Soviet Union. The
socio-economic system imposed by Stalin onto the “befriended” states destroyed the
germs of democracy, doing away with the political and economic independence of the
countries subordinated to Moscow.

During the four post-war decades of the communist regime, due to the
implementation of the Marxist experiment of social power, both Poland'’s and
Romania’s societies had been to a great extent "rearranged.” As a result, we got a
"product”which Michel Heller and Alexander Zinoviev referred to as Homo sovieticus.
Since the 1980s, this term has been used to denote people deprived of their dignity,
intellectually enslaved and subjugated to a system, people who run away from
freedom and responsibility. At the same time, it should be observed that the new
authorities, with all their cruelty, were still successful at introducing several reforms in
the socialist bloc countries, which, for various reasons, had been impossible to realize
before. These included especially guaranteed workplaces, universal and free health
service and education. At the cost of enslavement and incapacitation, the reforms
allowed to create an illusion of a welfare state in the countries of "the Eastern Bloc.”
As Vladimir Tismdneanu observes, "the fact that a civil society is invisible does not
mean it is nonexistent. [...] Even if the civil society was not as coherent, numerous,
influential, or visible as the non-civil one, it provided an ideal around which it was
possible to mobilize the society existing in an environment dominated by coercion,
cynicism, and malaise” (trans. mine). This can be well exemplified with the revolution
of Solidarity, started in the summer of 1980 in Gdarnsk. It launched an avalanche

of changes which, some years later; led to the fall of the Berlin Wall, initiating the
process of "reshuffling” on the political map of Europe. Thanks to the revolution of
1989, the countries of Central and Eastern Europe underwent the transformation
from authoritarian, extremely centralized and bureaucratic regimes based on the
communist ideology to democratic forms of political and economic organization.
Thanks to them, today, Poland and Romania are full-fledged members of the
European Union and NATO.

The division of Europe that was carried out following the Second World War meant
that both Poland and Romania found themselves within the Soviet sphere of
influence. The "Iron Curtain” dividing the European continent politically also caused
a fragmentation of the unity of European culture. The cultural policies of the Soviet
Union imposed Soviet cultural models upon the nations of East-Central Europe. A
process which Milan Kundera called "the tragedy of Europe” commenced towards
the end of the 1940s. This was clearly demonstrated by the lack of response on the
part of the Free World to the Hungarian Uprising in 1956. Brutal interventions by
Stalinist Russia meant that the culture of the satellite nations was deprived of its
distinctiveness.

This does not, however, mean that the artists of the Eastern Bloc gave up the battle
for modernity and artistic form. Immediately after the end of the Second World War

the art of Central Europe clearly demonstrated the influence of Paris. The influence of

razboi mondial, arta Europei Centrale vadeste influenta Parisului. Influenta
unor Matta, Joan Mird, André Masson si Pablo Picasso este evidents, desi
multe dintre lucrdrile artistilor din spatele ,Cortinei de fier” prezintd caracter
mai mult sau mai putin individualizat, fiind astfel deseori greu de comparat cu
lucrarile artistilor francezi.

Ar trebui subliniat c& relativa libertate artistica ce era evidenta in primii cativa
ani postbelici, in tarile Europei Centrale, a fost inacceptabila pentru Stalin

pe termen lung. Nu ar trebui sa fie surprinzator ca, la sfarsitul anilor 1940, el
si-a impus propria viziune culturald asupra Europei Centrale. Transformarile
dramatice care au avut loc in aceastd sfera intre 1948 si 1949 au marcat
sfarsitul perioadei postbelice de relativa libertate in arta natiunilor estului.

O datd simbolica pentru arta poloneza a fost 19 ianuarie 1949, cand autoritatile
din Cracovia au inchis Prima Expozitie de Artd Modernd. Moartea lui Stalin in
1953 a inaugurat procesul anevoios al unei oarecare intoarceri la libertate,
incluzand libertatea din art&. In februarie 1956, in timpul celui de-al 20-lea
Congres al Partidului Comunist al Uniunii Sovietice, Nikita Hrusciov a prezentat
un mesaj secret intitulat ,Despre cultul personalitatii si consecintele sale”, care
a avut un puternic efect de ,dezghet” in intregul bloc estic si a avut o influentd
in particular asupra desfasurarii evenimentelor din Polonia si Ungaria. Ins3
trebuie remarcat faptul ca ,dezghetul” din cultura poloneza incepuse deja in
toamna lui 1955, cu expozitia Noud artisti din Cracovia (Tadeusz Brzozowski,
Maria Jarema, Tadeusz Kantor, Jadwiga Maziarska, Kazimierz Mikulski, Jerzy
Nowosielski, Erna Rosenstein, Jerzy Skarzynski si Jonasz Stern), in timp ce

n Romania a avut loc un deceniu mai tarziu, cand Nicolae Ceausescu a ajuns
la putere. Polonia a fost tara in care rezultatele dezghetului post-stalinist au
aparut prima oara si, in pofida variatelor fluctuatii, esentialmente, au ramas
permanent in vigoare. Prin urmare, se poate spune cd dinamica politicd a
dezghetului din aceste doua tari nu poate fi cuprinsa de o singura incadrare
cronologicd.

Acest lucru poate fi clar demonstrat analizénd expozitia artei natiunilor
socialiste (Albania, Bulgaria, Cehoslovacia, China, Coreea de Nord, Mongolia,
Polonia, R.D.G., Romania, Ungaria, U.R.S.S. si Vietnam) care s-a deschis

la Moscova citre sfarsitul lui 1958. In aceastd expozitie, lucririle care
reprezentau Polonia s-au indepartat cu mult de cele ale tuturor celorlalte tari.
Abstractiunea, arta informald, expresionismul si alte tendinte similare au
predominat in Polonia ca urmare a dezghetului post-octombrist, iar acestea
s-au regdsit intr-un contrast frapant fatd de arta realismului socialist, care a
reprezentat celelalte natiuni in expozitie.

Cultura artistica romaneasca a profitat din plin de dezghetul care a fost
introdus la jumatatea anilor 1960 de Nicolae Ceausescu, timp de cativa ani. La
nceputul anilor 1970, Tns§, politica culturald a Romaniei a devenit mai rigida.
Cu toate acestea, se pot discerne dezvoltdri in directia neo-constructivismului
pe parcursul acestei perioade. In 1963, artistii Roman Cotosman, Stefan
Bertalan si Constantin Flondor au fondat grupul Sigma in Timisoara, caruia

i s-au aldturat ulterior Zoltan Molnar si Diet Sayler —in 1969, acesti artisti

au reprezentat Romania la Expozitia Bienald de Artd Constructivistd din
Nuremberg. In timpul scurtei perioade de ,dezghet”, arta romaneasca s-a
dezvoltat cu un dinamism exceptional — noi spatii expozitionale au fost
ntemeiate (inclusiv Galeria Apollo sau Atelier 35, fondat in 1972 in Bucuresti)
si artisti remarcabil de interesanti si-au facut aparitia (printre care Ana Lupas,
Paul Neagu, Mihai Olos, Geta Bratescu si lon Grigorescu). Acest lucru a fost
aratat de expozitia de artd romaneasca din 1971, de la Richard Demarco
Gallery din Edinburgh. Acesta a fost mai mult sau mai putin momentul in care

arta romaneascd a inceput sa se dezvolte pe un plan clandestin. Odata cu

Matta, Joan Mir6, André Masson and Pablo Picasso is evident, although many works
by artists from behind the “lron Curtain” exhibited a more or less individual character,
often making them difficult to compare with the work of the French artists.

It should be emphasized that the relative artistic freedom that is evident in the first
few post-war years in the countries of Central Europe was unacceptable to Stalin in
the long term. It should not then come as a surprise that, at the end of the 1940s, he
imposed his own cultural vision upon Central Europe. The dramatic transformations
carried out in this sphere at the turn of 1948 and 1949 mark the end of the post-war
period of relative freedom in the art of the nations of the East.

A symbolic date for Polish art is 19 January 1949, when the authorities in Krakow
closed down the First Exhibition of Modern Art. The death of Stalin in 1953 opened
the lengthy process of a return to freedom, including freedom in art. In February
1956, during the 20th Congress of the Communist Party of the Soviet Union, Nikita
Khrushchev presented a secret address entitled "On the personality cult and its
consequences,”“ which had a powerful effect on the "thaw” in the whole of the
Eastern Bloc, and had a particular influence on events in Poland and Hungary. It
should, however, be noted that the “thaw” in Polish culture had already begun in
autumn 1955, with the Nine Artists exhibition in Krakéw (Tadeusz Brzozowski, Maria
Jarema, Tadeusz Kantor, Jadwiga Maziarska, Kazimierz Mikulski, Jerzy Nowosielski,
Erna Rosenstein, Jerzy Skarzyriski and Jonasz Stern), while in Romania it took place

a decade later, at the time when Nicolae Ceausescu came to power. Poland was the
country in which the results of the post-Stalinist thaw first appeared and, despite
various fluctuations, remained fundamentally in place permanently. Hence it can

be said that the political dynamic of the thaw in both these countries cannot be
contained within a single chronological framework.

This can be clearly demonstrated by looking at the exhibition of art of the Socialist
Nations (Albania, Bulgaria, China, Czechoslovakia, the German Democratic Republic,
Hungary, North Korea, Mongolia, Poland, Romania, the U.S.S.R. and Vietnam) which
opened in Moscow towards the end of 1958. In this exhibition the works representing
Poland diverged decidedly from those of all the other countries. Abstraction, Art
Informel, Expressionism and other similar tendencies predominated in Poland in the
wake of the post-October thaw, and these were in striking contrast to the Socialist
Realist art which represented the other nations in the exhibition.

Romanian artistic culture made full use of the several-year thaw which was introduced
in the mid-1960s by Nicolae Ceausescu. At the beginning of the 1970s, however,
Romanian cultural policy became more rigid. In spite of this, it is possible to discern
developments in the direction of Neo-Constructivism during this period. In 1963 the
artists Roman Cotosman, Stefan Bertalan and Constantin Flondor founded Group
Sigma in Timisoara, to be joined subsequently by Zoltan Molnar and Diet Sayler—in
1969 these artists represented Romania at the Biennial Exhibition of Constructivist
Art in Nuremberg. During the short period of "thaw” Romanian art developed with
exceptional dynamism — new exhibition-venues were established (including Galeria
Apollo, or Studio 35, founded in 1972 in Bucharest), and remarkably interesting artists
came to the fore (among them Ana LupasPaul Neagu, Mihai Olos, Geta Brdtescu
and lon Grigorescu). This was clearly demonstrated by the exhibition of Romanian art
held at the Richard Demarco Gallery in Edinburgh in 1971. It was more or less at this
time that Romanian art also began to develop on an unofficial level. In the mid-1970s,
when Ceausescu was "elected” president and increased the severity of repression in
Romania, a period of increasingly grim dictatorship ensued, ending dramatically in
1989.

The 1960s can be seen to be one of the most interesting periods in Polish art. During
this time Constructivism became the signature style of Polish artistic culture. This

was particularly attributable to Ryszard Stanistawski, who in 1966 was appointed

director of the Muzeum Sztuki in £0dz. As well as Katarzyna Kobro and Wradystaw
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mijlocul anilor 1970, cand Ceausescu este ,ales” presedinte si s-a intensificat
duritatea represiunii din Romania, a urmat o perioada de dictaturd tot mai
aspra, care s-a sfarsit dramatic in 1989.

Anii 1960 pot fi vazuti drept una dintre cele mai interesante perioade

din arta poloneza. In timpul acestei perioade, constructivismul a devenit
stilul inconfundabil al culturii artistice poloneze. Acest fenomen i poate

fi atribuit in mod particular lui Ryszard Stanistawski, care in 1966 a fost

ales director al Muzeului Sztuki din £6dz. Aldturi de Katarzyna Kobro si
Wiadystaw Strzeminski, care muriserd deja, Muzeul a expus lucrarile unor
Henryk Stazewski, Kajetan Sosnowski si Zbigniew Gostomski. Cel de-al
doilea centru extrem de important care si-a devotat eforturile cautarii si
promovdrii fenomenelor radicale din arta contemporang, avand o influenta
asupra dezvoltarii scenei artistice poloneze, a fost Galeria Foksal din Varsovia,
deschisa in 1966 de Wiestaw Borowski, Anka Ptaszkowska, Mariusz Tchorek,
Tadeusz Kantor, Henryk Stazewski, Zbigniew Gostomski, Edward Krasinski

si Roman Owidzki. Acestor nume li se pot adduga Roman Opatka, care si-a
inaugurat seria de ,picturi cu numere” in 1965, Jerzy Rosotowicz si Stanistaw
Drézdza.

Totusi, deceniul de succes al anilor 1960 s-a incheiat tragic pentru anumite
t&ri. In martie 1968 a avut loc o revolta studenteasc in Polonia, iar in toamna
aceluiasi an armatele Pactului de la Varsovia au indbusit in sdnge Primavara de
la Praga. La sfarsitul lui 1970, grevele din porturile Gdansk, Gdynia si Szczecin
au fost oprite cu brutalitate de c3tre autorittile comuniste din Polonia. In
urma acestor greve, Edward Gierek a devenit noul Prim Secretar al Partidului
Comunist si a inaugurat o politica de deschidere si mai mare, incluzand
ngdduirea unui grad mai mare de libertate din sfera artei. Din aceasta

cauza, in timp ce Romania s-a indepdrtat de liberalism (in iulie 1971, Nicolae
Ceausescu a anuntat politici culturale mai stricte), Polonia anilor 1970 s-a
aflat intr-o situatie exceptionald, comparativ cu alte tari comuniste, in ceea ce
priveste libertatea din cdmpul artei.

O consecintd a fost ca Polonia a devenit obiectiv de vizite pentru populatia
artistica si intelectuala a altor tari din Europa central-estica, pentru care

a devenit o punte catre cultura artei de neo-avangarda si a schimburilor
internationale; uneori, se putea chiar crede cd artistii au fost ,rasfatati” de
catre comunisti. Aceste circumstante frecvent atenuante pe care autoritatile
poloneze le-au creat creatorilor culturali au dus la faptul ¢§, citdndu-I pe Piotr
Piotrowski, arta polonezd a anilor 1970, cu minore exceptii, a fost dominata de
opulentd si superficialitate.

Criza economicd din Polonia a dus in august 1980 la un val de greve, care au
condus la intemeierea primului sindicat independent de autoritati din lumea
comunista. Protestele lucratorilor au condus la radicalizarea atitudinilor sociale
si au influentat si arta. Acest lucru poate fi vazut cel mai clar in cazul acelor
artisti din Gdansk care si-au inceput carierele in campul artei pe parcursul
deceniului turbulent al anilor 1980.

Anul 2019 a marcat trei decenii de la memorabilul an 1989. Trei decenii ofera
o perspectiva suficienta pentru a analiza bilantul celor treizeci de ani de
postcomunism. Vaclav Havel a crezut ca ,revolutiile din 1989 au reprezentat
victoria demnitatii civile si a moralitatii politice in lupta contra monismului
ideologic, cinismului birocratiei si dictaturii puterii”. Experienta ultimilor ani,
plini de conflicte etnice, influente politice dezagreabile, coruptie cumplita in
politica si economie si ascensiunea partidelor si formatiunilor cu puternice
tendinte autoritariste si colectiviste nu se potrivesc cu optimismul utopist

al dramaturgului, opozantului si presedintelui ceh. Revolutiile din 1989

au postulat restituirea unor notiuni precum libertate, demnitate, spirit
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Strzeminski, who had died earlier, the Muzeum exhibited the work of Henryk
Stazewski, Kajetan Sosnowski and Zbigniew Gostomski. The second highly significant
center which devoted its efforts to the search for and emphasis upon radical
phenomena in contemporary art, having an influence on the development of the
Polish artistic scene, was Galeria Foksal in Warsaw, established in 1966 by Wiestaw
Borowskj, Anka Ptaszkowska, Mariusz Tchérek, Tadeusz Kantor, Henryk Stazewski,
Zbigniew Gostomski, Edward Krasinski and Roman Owidzki. To these names should
be added those of Roman Opatka, who began the creation of his "number paintings”
in 1965, Jerzy Rosotowicz and Stanistaw Drézdza.

The successful decade of the 1960s ended tragically for certain countries, however. In
March 1968 there was a students’ revolt in Poland, and in autumn of the same year
the armies of the Warsaw Pact bloodily suppressed the Prague Spring. At the end of
1970 strikes in the Gdarisk, Gdynia and Szczecin shipyards were savagely crushed
by the Communist authorities in Poland. In the wake of these strikes Edward Gierek
became the new First Secretary of the Communist Party and commenced a policy

of greater openness, which included countenancing a greater freedom in the sphere
of art. Thanks to this, while Romania retreated from liberalism (in July 1971 Nicolae
Ceausescu announced a stricter cultural policy), Poland in the 1970s found itself in
an exceptional situation when compared to other Communist countries as regards
freedom in the field of art.

As a consequence Poland became the goal for visits by the artistic and intellectual
inhabitants of other countries in East-Central Europe, for whom it became a bridge
to the culture of neo-avant-garde art and international exchanges; sometimes, one
could even get the impression that the communists "petted” the artists. These often-
cushioned circumstances that the Polish authorities created in the 1970s for culture
creators resulted in the fact that, to use Piotr Piotrowski’s words, the Polish art of the
1970s, with minor exceptions, was dominated by "razzmatazz"” and superficiality.
The economic crisis in Poland led in August 1980 to a wave of strikes, which resulted
in the establishment of the first trade union independent of the authorities within the
Communist world. Workers’ protests led to the radicalization of social attitudes, and
also influenced art. This can be seen particularly clearly in the case of those Gdarisk
artists who were beginning their careers in the field of art during the troubled decade
of the 1980s.

The year 2019 marked three decades from the memorable year of 1989. Three
decades is a sufficient perspective to consider the balance of the thirty years of post-
communism. Vdclav Havel thought that "the revolutions of 1989 were the victory

of civil dignity and political morality in the war against the ideological monism, the
cynicism of bureaucracy, and the dictatorship of power” (trans. mine). The experience
of the last years, full of ethnic conflicts, unsavory political "pushing, " dreadful
corruption in politics and economy, and the growth of parties and movements

of strong authoritarian and collectivist tendencies do not add up to the utopian
optimism of the Czech playwright, oppositionist and president. The revolutions

0f 1989 postulated the restitution of such notions as freedom, dignity, sense of
citizenship, independence of nation, and pluralism — both in the symbolic sphere and
in the realm of political practice. Thirty years later, the world is full of disillusionment,
bitter disappointment and unfulfilled promises, with but a narrow group of content
beneficiaries of the transformation, and a mass of those excluded from that. What

is more, there are many people who do not opt for compromise or negotiation, who
are fundamentalists and populists, religious dogmatists and nostalgic supporters of

precommunist regimes, the fans of pro-Nazi dictators.

Vedere din expozitie / Exhibition view
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cetatenesc, independenta nationald si pluralism — deopotriva in sfera simbolica
si pe terenul practicilor politice. Treizeci de ani mai tarziu, lumea este plina de
deziluzie, dezamdgiri amare si promisiuni neindeplinite, existand numai un
grup restrans de beneficiari satisfacuti ai tranzitiei si 0 masa a celor exclusi. Mai
mult, exista multi oameni care nu opteaza pentru compromis sau negociere,
care sunt fundamentalisti si populisti, dogmatisti religiosi si sustinatori
nostalgici ai regimurilor precomuniste, fanii dictatorilor pro-nazisti.

S-a dovedit ca angajamentele liberale ale revolutiei de la 1989 nu ar trebui
considerate de la sine intelese si ca nu neaparat democratia este ceea ce se

va construi de la sine peste ruinele comunismului, chiar daca inca s-ar parea

ca miza este credibilitatea paradigmei liberal-democratice in societatile care,
n mod traditional, au fost autoritare. Aniversarea a 30 de ani de la caderea
Zidului Berlinului starneste reflectii asupra consecintelor proceselor ce au fost
atunci initiate. Sper ca expozitia, dedicata pretului care a trebuit sa fie platit
pentru tranzitia politica, rdspunde la cateva intrebari importante: Ce a ramas
din idealurile revolutiei de la 1989? A fost procesul construirii unei societéti
civile incununat cu succes —si in ce masura? Societatile abia desteptate sprijina
oare pluralismul sau sunt dominate de forte non-liberale, anti-progresiste? In
ce masurd putem vorbi despre afirmarea comuniunii politice bazate pe dialog
si toleranta? Care este atitudinea noastra fata de libertatea individuala si s-a
nselat oare Erich Fromm cand a vorbit despre o fuga de libertate? Care este
starea libertatii de expresie si a functionarii sferei si opiniei publice?

Si, In fine, poate intrebarile cele mai arzdtoare: Cum arata astdzi respectul fata
de demnitatea umana? Cum putem privi fenomenul excluziunii economice,
etnice, religioase si politice? Timp de multi ani, exercitiul consolidarii unei
economii de piata a obscurizat aceste probleme; poate din acest motiv

lumea se indreapta acum intr-o directie neasteptata, cu partide ce postuleaza
Jrevolutia morald”, uzeaza de ,politici istorice”, blamandu-si adversarii politici
si pe cei pe care fi considerd straini — evrei, minoritati etnice sau alti tradatori si
inamici ai natiunii intelese drept comunitate organica — pentru toate esecurile
lor. Dezvoltarea semnificativa a nationalismului pare sa fie echivalentul
esecului si marginalizarii fortate din exterior, o evadare din complexitatea
modernitétii catre politicile salvarii colective.

De aici subiectul acestei expozitii: Tranzitia. Era sumbrd a dictaturii comuniste
a luat sfarsit cu cdderea Zidului Berlinului. Astazi, cu o tot mai mare frecvents,
ne intrebam care a fost costul castigarii libertatii si daca libertatea astfel
castigatd are vreun sens pentru noi. Aceasta expozitie cu lucrdri ale unor artisti

polonezi si romani incearca sé gaseasca raspunsuri la aceste intrebari.

(Traducere Florin lonescu)

Vedere din expozitie / Exhibition view.
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It turned out that the liberal commitments of the 1989 revolution should not be taken
for granted, and it is not necessarily democracy that is to be, by default, built on the
rubble of communism, even though it still seems that what is at stake is the credibility
of the liberal-democratic paradigm in the societies that have traditionally been
authoritarian. The 30th anniversary of the fall of the Berlin Wall provokes reflection

on the consequences of the processes that were initiated back then. | hope that the
exhibition devoted to the price that had to be paid for the political transformation
answers some important questions: What is left of the ideals of the 1989 revolution?
Was the process of building a civil society successful — and to what extent? Do the
newly awakened societies support pluralism, or are they dominated by non-liberal,
antiprogressive forces?To what extent can we speak of the affirmation of a political
community based on dialogue and tolerance? What is our attitude to individual liberty
and was Erich Fromm wrong when he pointed to a runaway from freedom? What is
the state of freedom of speech and the functioning of the public sphere and opinion?
And, finally, perhaps the most burning questions: How does the respect of human
dignity look like today? How do we refer to the phenomenon of economic, ethnic,
religious and political exclusion? For many years, the practice of building up a market
economy has clouded these problems; perhaps this is why the world is now heading in
an unexpected direction, with parties postulating "moral revolution, " using “historical
politics,” blaming their political opponents and those they deem strange — Jews,
ethnic minorities or other traitors and enemies of the nation understood as an organic
community — for all their failures. The notable development of nationalism seems to
be an equivalent for the failure and the externally enforced marginalization, an escape
from the complexity of modernity into the politics of collective salvation.

Hence the topic of this exhibition: Transformation. The grim era of Communist
dictatorship came to an end with the fall of the Berlin Wall. Today with increasing
frequency we raise questions about the cost of regaining freedom at that time, and
whether the freedom so won has any meaning at all to us. This exhibition of works by

Polish and Romanian artists attempts to find answers to these questions.

Roman Nieczyporowski

Alexandra Sand, Etudes De Vermillon, still from video / secventd din video

ALEXANDRA SAND
ETUDES DE VERMILLION - PERFORMANCE ART

Text: Susana Gallego Cuesta

ALEXANDRA SAND. ETUDES DE VERMILLON - PERFORMANCE ART

Muzeul de Arte Frumoase Nancy
30-31.01.2020
Curatoare: Susana Gallego Cuesta

Un dialog-memorie intre Susana Gallego Cuesta, director al Musée des Beaux-
Arts de Nancy, si artista Alexandra Sand.

Randurile urmatoare arhiveaza descrierea narativa a unei amintiri, a unei urme
produse pe durata a doud nopti la Musée des Beaux-Arts de Nancy. Ca artist3,
ma vad scriind despre actiunea mea de performance si verbalizand-o drept

inactivitatea care creeaza imposibilitati.

Susana Gallego Cuesta: Am intaInit-o pe Alexandra Sand vara trecuta — 2019.
Ea se afla in Nancy pentru a-si pregati iminenta expozitie solo de la Hervé
Bize Gallery (de care este reprezentata) — Another Self (Un alt sine). Ea a venit
sd viziteze muzeul de care sunt responsabild, Muzeul de Arte Frumoase din
Nancy, si s-a simtit imediat atrasa de una dintre capodoperele expuse, o

lucrare esentiald a lui Georges de La Tour, Femeia cu purici— La Femme a la

The following lines are archiving a narrative description of a memory, of a trace
produced during two nights in the Musée des Beaux Arts Nancy. As an artist, | find
myself writing about my performance action and putting it into words like the idleness

that creates impossibilities.

Susana Gallego Cuesta: | met Alexandra Sand last spring — 2019. She was in
Nancy to prepare her upcoming solo show at Hervé Bize Gallery — Another Self.
She came to visit the museum | am in charge of. Nancy’s Fine Arts Museum, and she
felt immediately attracted by one of the masterpieces in display, a Georges de La
Tour essential, the Woman with flea — La Femme & la puce. We started discussing
the idea of creating a performance closely related to this painting, which would be
nocturnal, secretive and unexpected — a way to open the museum to contemporary

art and to alternative proposals.



EXPOZITININTERNATIONALE
EXHIBITIONS ABROAD

puce. Am inceput sa discutam ideea credrii unui performance strans legat de
aceastd picturd, care sa fie nocturn, discret si neasteptat — o modalitate de a
deschide muzeul catre arta contemporana si catre propuneri alternative.
Alexandra Sand si-a inchipuit un eveniment fard evenimente: experienta
trebuia sd fie meditativa si linistitd. Publicul ar fi fost o parte esentiald a
acesteia si ar fi trebuit sa fie pregatit. Am lansat invitatii furtive pe retelele
sociale, unde timiditatea nu exista, pentru a provoca reactii si interes. A
comunica in timp ce tinem lucrurile secrete a fost un fel de provocare! Ne-am
simtit ca si cum am unelti o conspiratie. Crearea asteptarilor si conditiile
formale pentru o experientd atemporald au avut nevoie de un cadru: au fost
tiparite reguli de vizitare, au fost adunate truse de vizitare (continand o lampg,
o hartd si un set de reguli) si a fost fixat momentul intalnirii. Urma sa aiba loc,
timp de trei ori in fiecare seard, timp de doud nopti consecutive la sfarsitul lui
ianuarie 2020.

Alexandra Sand: Odata ce te afli in capitala regiunii Lorraine, Nancy, este
imposibil s nu te gandesti la existenta si urmele autentice ale unui asemenea
indragit pictor baroc francez — Georges de La Tour. In mod categoric, Nancy
este un oras insufletitor, cu noptile sale cetoase si calmul acela intense

care cuprinde Place Stanislas. De la Place Stanislas pana la Muzeul de Arte
Frumoase este doar un pas fnainte pentru a intra si a ajunge la frumusetea
colectiei muzeului si la a fi incantata de La Femme a la puce.

Lucrarea performance Etudes de Vermillon a fost special creatd pentru spatiul
muzeului — Musée des Beaux-Arts de Nancy. Prin aceastd actiune site-specific,
am dorit crearea unei fuziuni cu pictura La Femme a la puce, a incredibilului
Georges de LaTour, pentru a descompune lumina tablourilor sale si a crea

o legatura intre public si mine, artista. Imi transform corpul intr-o unealta
pentru crearea unei treceri citre o stare meditative a mintii. In societatea
noastra de astdzi, intr-o frenezie constanta de a anula gandul unui moment
simplu si poetic, intr-o lume n care suntem invdtate si ni se spune ce si cum sa
simtim, am dorit ca publicul sa fie parte a unei experiente, de la prima intrare a

muzeului pana la iesirea din spatiu.

Susana Gallego Cuesta: Am cerut multimii celor privilegiati, care au apucat sa
se inscrie online, sd soseasca mai devreme la muzeu. Performance-ul urma sa
aiba loc dupd ora deschiderii, astfel incat usa cea mare era doar intredeschisg,
pentru a permite publicului intrigat sd intre fara a fi remarcat. Am asteptat in
hol pentru a conduce grupurile, 10 oameni odata, prin intunecatul muzeul pana
n locul in care se afla Alexandra Sand. Ca si cum ar patrunde intr-un fel de cult,
toti erau rugati sé-si lase lucrurile, sa-si inchida telefonul si sa mentina linistea.
Cand am organizat grupul in perechi, ca la scoalg, starea vizitatorilor incepea
sd fie coplesitd de asteptari.

Alexandra Sand: Intregul itinerar a fost construit ca un scenariu vizual, de

la luminile frontale pana la dezvaluirea lucrdrilor muzeale din intuneric,

de la urma permanent3 a desenelor Fdrd titlu (Etudes de Vermillon) pana la
reprezentarea decupajului brut al unui studio in rosu si vermillon. Ca public,
treci prin diferite porti care au fost create pentru tine, ca sa ajungi la stadiul

final al experimentului, portalul recreat de lumina, cromaticd si prezenta.

Susana Gallego Cuesta: Am mers prin incaperile goale de mai multe ori, cu
luminile frontale aruncénd in toate directiile umbre fnapoia mea. Calm, incet,
am condus participantii uimiti in muzeu noaptea, in timp ce in bezna nu mai
résunau decat pasii. lar acolo, la capatul drumului, de indata ce au fost stinse
luminile, s-a ivit o aparitie. Tinand o candel3, asezata in intuneric, imbracata

ntr-o haina vermillon, ea statea in liniste. O tanara femeie, venitd de nicaieri,
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Alexandra Sand imagined a non-eventful event: the experience was to be meditative
and silent. The public would be an essential part of it and needed to be prepared. We
launched furtive invitations through social media, where shyness does not exist, to
provoke reactions and interest. Communicating while keeping things secret was kind
of achallenge! It felt as if we were preparing a conspiracy. Creating expectation, and
the formal conditions for a timeless experience, needed an apparatus: visiting rules
were printed, visiting kits gathered (containing a lamp, a map and a set of rules) and
meeting time fixed. It was going to happen, three times each evening, during two
consecutive nights in late January 2020.

Alexandra Sand: Once you are in the capital of Lorraine, Nancy, it is impossible not
to think of the existence and the true to life traces of such a beloved Baroque French
painter — Georges de LaTour. By far, Nancy is an inspiring city, with its misty nights
and that vivid calm over Place Stanislas. From Place Stanislas to the Museum of Fine
Arts, it is just a step ahead to enter and reach the beauty of the museum collection
and to be enchanted by La Femme a la puce.

The performance art Etudes de Vermillion was especially created for the museum
space — Musee des Beaux-arts de Nancy. Through this site-specific action, | wanted to
create a fusion between the painting La Femme a la puce by the incredible Georges
de LaTour, to decompose the light of his paintings and to create a bond between the
public and me, the artist. | metamorphose my body into a tool of creating a passage
to a meditative state of mind. In our society today, in a constant frenzy to cancel the
thought of a poetic and simple moment, in a world in which we are taught and told
what and how to fee|, | wanted to invite the public to be part of an experience, from

the first entrance to the museum to the exit of the space.

Susana Gallego Cuesta: We asked the happy throng that managed to register
online to arrive in advance at the museum. The performance was to take place after
opening hours, so the great door was just slightly open to allow the intrigued audience
to come inside without being noticed. | waited in the hall to guide the groups, 10
people at a time, across the darkened museum to the location where Alexandra Sand
was. As if entering some kind of cult, everyone was to leave their belongings behind,
turn off their phone and maintain silence throughout. When | organized the group into
pairs, like in schoo|, the visitors’ mood was already growing in expectation.

Alexandra Sand: All the itinerary is built like a storyboard, from the frontal lights to the
revealing of the museum works in the dark, from the permanent trace of the drawings
Untitled (Etudes de Vermillion) to the representation of a raw "cut-out” of a red and
vermillion study. As a public, you passed through different gates that were created

for you, in order to arrive at the final stage of the experiment, the re-created portal of

light, chromatics and presence.

se uita la tablou si ne I3sa pe toti sa ne uitam la ea. Ca si cum nimic din afara

tabloului nu ar fi contat, ca si cum nimic altceva nu ar fi existat. Am stat pentru
minute indelungate in contemplatie, cu miscarile noastre restranse la minimul
necesar, in staza colectivd, privind artista devenind incet acea femme a la puce
care a fascinat-o, care i fascineaza pe mii si astazi.

Sa rup vraja a fost greu de fiecare datd, dar in acelasi timp facil: cateva cuvinte
erau suficiente, ,vd rog sa md urmati”, pentru a-i trezi pe oameni din visul

lor. Tns&, la final, erau ei treji? Pardsind muzeul prin mareata usa de la intrare,
ngandurati si tacuti, intorcandu-se la viata normald, multi vizitatori si-au
exprimat sentimentul de a fi fost martori la o taina.

Pot spune cd o taind a avut loc cu adevarat. Noptile muzeului sunt acum
nsufletite.

Alexandra Sand: Traduc pictura La Femme a la puce drept decompozitia unei
meditatii. Compozitia coloristica si cu lumina imi cufunda nu numai privirea, ci
ntreaga mea fiinta. Vad in acest tablou un mod de a filaolalta in spirit, ca artist
si ca om. Sper ca publicul a purtat experienta ca pe un totem in viata lor de zi
cu zi, ca am reusit sa le ofer un talisman care sa-i inspire in momentele bune si
proaste ale vietii.

Pentru public, a fi prezenti la un moment de artd performance, legatura si
interactiunea lor cu artistul cer in mod natural un liant. Ins& nu intotdeauna
situatia, actiunea sau mediul faciliteaza acest lucru. Am avut multe actiuniin
care am regdsit un public care doreste cu ardoare sa schimbe cateva vorbe cu
tine, s& pund intrebéri, care are dorinta de a te atinge. Ins, in acest context,
Etudes de Vermillon a fost o levitatie usoard, senind. Am fost incantata sa citesc

mesajele si intrebarile lor in zilele de dupd eveniment, ca un multumesc.

(Traducere Florin lonescu)

Alexandra Sand, Etudes De Vermillon, stills from video / secvente din video

Susana Gallego Cuesta: | walked through the empty rooms several times, with the
frontal lamps casting shadows in all directions behind me. Calmly, slowly, | guided
astonished participants in the museum at night, with only footsteps resounding in

the dark. And there, at the end of the path, once the lights were turned off was an
apparition. Holding a candle, sitting in the dark, dressed in a vermillion gown, she
stood silently. A young woman, coming from nowhere, was staring at the painting
and letting us all stare at her. As if nothing else beside the painting mattered, as if
nothing else existed. We stayed for very long minutes in contemplation, moving the
bare minimum, in collective stasis, seeing the artist slowly become this “femme & la
puce”that fascinated her, that fascinates thousands still today.

Breaking the spell was hard every time, but at the same time easy: a few words were
enough, "please would you follow me, " to awaken people from their dream. But

were they awake, in the end? Leaving the museum through the great entrance door,
thoughtful and silent, going back to normal life, many visitors expressed the feeling of
having witnessed a mystery.

I can tell a mystery happened indeed. The museum nights are now inhabited.
Alexandra Sand: | translate the painting La Femme & la puce as a decomposition
of a meditation. The color composition with the light submerges not just my view,

but my entire being. | see in this painting a way of being held together, in spirit, as an
artist and as a human. | hope that the public carried the experience as a totem in their
daily life, that | managed to offer a talisman that can inspire them in the good and bad
moments of life.

For the public, being present at a performance art moment, their connection and
interaction with the artist is naturally recalling for a bond. But not always the
situation, the action or the environment can facilitate that. | had many actions in
which | found my public intensively seeking to exchange a word, asking questions,
having the desire to touch you. But in this situation, Etudes de Vermillion was a
floating and serene levitation. | was happy to read their messages and questions in the

following days after the event, as a thank you.
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Sergio Vega, Geneza dupd papagali, 2002-05, Foto Galeria Nationald finlandeza, Pirje
Sergio Vega, Genesis According to Parrots, 2002-05, Photo Finnish National Gallery, Pirje Mykkénen

Text: Raluca Turcanasu

COEXISTENTA -UMAN, ANIMAL SI NATURAIN COLECTIA KIASMA
HUMAN, ANIMAL AND NATURE IN KIASMA'S COLLECTIONS
Muzeul de Arta Contemporana Kiasma, Helsinki
26.04.2019 — 01.03.2020

Curatori: Saara Hacklin, Kati Kivinen, Satu Oksanen




EXPOZITININTERNATIONALE
EXHIBITIONS ABROAD

Tn contextul pandemiei globale de coronavirus in care ne aflim, gasesc
oportun sa revizitez — mental si digital — expozitia Coexistence de la Kiasma,
un Muzeul de Artd Contemporana din Helsinki, parte din Galeria Nationald
Finlandeza. Experienta revizitdrii la distanta — fizicd, temporald — este esentiala
epistemologic, sensurile si multiplicitatile se decanteazd si putem deslusi mai
mult decat simpla suma a partilor — asa cum Didi-Huberman descopera si
aprofundeaza detaliul nu la fata locului, fata in fata cu panza, ci mediat, privind
ulterior fotografiile realizate.

Printre altele, coronavirusul aminteste —simplu, inspdimantator, cu evlavie si
groaza specifica non-umanului, specifica Gaiei — de principiul inseparabilitatii
cuantice, un principiu de baza in fizica cuantica, prin care doud particule
Jintercalate” (entangled particles) se comporta precum un obiect fizic singular.
In naturd, toatd lumea se hréneste cu toatd lumea”, ne aminteste lucrarea

lui Kati Roover care da si titlul expozitiei, intr-o abundenta frugala in care
simbioza e legea ordonatoare. Coexistence e starea primara. Coexistence este
un manifest pentru ,,0 fiintd multipld, cu multe voci, multi ochi, multe radacini
si povesti”*, un manifest pentru a regandi cultura facutd de oameni pentru
oameni, in care lumile multiple sunt reduse intr-una singurd, un manifest
pentru o prezentad multidimensionala.

La Kiasma, am descoperit un spatiu de arta contemporana cu adevarat dornic
sd redefineascd arta si cultura prin relatie cu natura si spiritualitatea. Asta este
ceea ce fsi propune galeria prin chiar numele sau: termenul finlandez pentru
»Chiasma”: intersectie la nivelul fibrelor nervilor optici, intrepdtrunderea

a doud cromatide sau firele unui cromozom. Curatorii Saara Hacklin, Kati
Kivinen si Satu Oksanen propun o expozitie intersectionald, care, uneori cu
finete si gratie, alteori cu ironie, indica inseparabilitatea naturii de culturg,
aceastd falsa dihotomie mostenitd din istoria gandirii vestice. Astdzi scindati
intre ,imperativul de a ne izola versus interdependenta noastra globala”
(Butler?) dar si moleculard, nu ne rémane decat s exploram si sa reimaginam,
pentru umanitate, o existentd in multiplicitate cuantica, o existentd-devenire
(Deleuze). In schimb, in antropocen — Jason Moore prefera s3- numeasca
Lcapitalocen”, pentru a pune accentul pe acumularea de capital ca punct
central in extractiile nesabuite si comodificarea non-umanului — umanitatea
s-a indepartat de modalitdtile de simbioza beneficd, non-parazitara. Trebuie
sa reinvatam simbioza in comensualism (interactiunea prin care o specie
beneficiaza iar cealaltd nu beneficiaza dar nici nu e lezata) sau in mutualism
(interactiunea prin care ambele specii beneficiaza).

Coexistence, lucrarea lui Kati Roovers, critica aceste moduri de gandire binare
si ne invita la o comparatie cu jungla ca fiintd multipla: ,cum putem géndi cu
acest loc? Cum putem reconsidera centralitatea omului si reimagina viziunea
despre lume si relatiile dintre specii?” Istoric socializati in centralitatea
albitudinii, exercitiul de a privi prin ochii unui lichen sau unei furnici ramane

la fel de greu ca prin ochii unui sclav contemporan. Video-ul cauta sa aducd

n prim plan, printr-un discurs postumanist poetic suprapus unor imagini din
jungla amazoniang, zonele de indiscernabilitate ale vietii naturale, care nu fac
obiectul viziunii contemporane pixel perfect. Doar cd in aceastd viziune retina
ready nu putem vedea si demodecsii, acarieni care traiesc linistiti pe fetele
noastre in comensualism — reprezentati in lucrarea Almei Heikkila primary
sensory interface with the external world din 2017, un diptic cu un chip uman,
ntr-o parte, si un demodex, in cealalta — si cu atat mai putin microbiomul din
interior.

Lucrarea poate fi privita in tandem cu Genesis According to Parrots* o instalatie
video realizatd de Sergio Vega intre 2002 si 2005, in care, asezati printre

palmieri, privim si auzim papagali care repovestesc geneza pe limba lor,
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In the global coronavirus pandemic context in which we find ourselves, | find it timely
to revisit — mentally and digitally — Coexistence, an exhibition at Kiasma, one of the
Contemporary Art Museums in Helsinki, part of the Finnish National Gallery. The
experience of revisiting from a distance — physical, temporal — is epistemologically
essential, the meanings and multiplicities decant and, thus, one can discern more than
the sum of the parts — just like Didi-Huberman would discover and go in the depth of
details not on the spot, facing the physical painting, but mediated, looking later at the
photos he had made.

Among others, the coronavirus reminds us — simply, frighteningly, piously and with
the dread of the non-human, of Gaia — of the principle of quantum inseparability, a
basic principle in quantum physics, through which two entangled particles behave

as a singular physical object. “In nature, everyone feeds on everyone else”— this is

a reminder from Kati Roover’s work that also gives the title of the exhibition —in a
frugal abundance in which symbiosis is the governing law. Coexistence is the primary
state. Coexistence is a manifesto for a "multiple being, with many voices, eyes, roots
and stories, ™ a manifesto to rethink the culture made by people for people, in which
multiple worlds are reduced to one, a manifesto for a multidimensional presence.

At Kiasma, | have discovered a contemporary art space genuinely wishing to redefine
art and culture in relation to nature and spirituality. This is what the gallery sets out

to do, through its very name: Kiasma is Finnish for "chiasma’: the crossing of nerves
or tendons within the optic nerve fibres, the intertwining of two chromatids or the
thread-like strands of a chromosome. The curators, Saara Hacklin, Kati Kivinen and
Satu Oksanen, propose an intersectional exhibition, which, sometimes with finesse
and grace, other times with irony, indicates the inseparability of nature and culture,
this false dichotomy inherited from Western thought history. Split today between "the
imperative to isolate and our global interdependency” (Butler?) and also our molecular
one, we are only left to explore and reimagine, for humankind, an existence in
quantum multiplicity, a becoming-existence (Deleuze). However, in the anthropocene
—Jason Moore prefers to call it “capitalocene’, to stress capital accumulation as a
central node of reckless extractions and of the commodification of the non-human —
humanity has warded off the beneficial symbiosis modalities, that is, the non-parasitic
ones. We ought to relearn symbiosis in commensalism (the interaction in which one
species benefits and the other neither benefits nor is harmed) or in mutualism (the
interaction from which both species benefit).

Coexistence, Kati Roover’s work,? criticizes these binary modes of thinking and invites
us to a comparison with the Amazonian rainforest, as a multiple being: "how can

we think with this place? How can we reconsider the mutual human centrality and
reimagine the world and its interspecies relations differently?” Historically socialized
in the centrality of whiteness, the exercise of looking through the eyes of a lichen or
those of an ant is as difficult as through the eyes of a contemporary slave. The video
seeks to bring forward, in a poetic posthumanist discourse overlapping images from
the Amazonian jungle, the zones of indiscernibility of natural life, which are not

the object of the contemporary pixel perfect world vision. Only that in this retina
ready vision we cannot see the demodex, a mite that lives peacefully on our faces in
commensalism — represented in Alma Heikkild's work primary sensory interface with
the external world from 2017, a diptych in which on one side there is a human face
and, on the other, a demodex — and even less the microbiome inside.

The work can be regarded together with Genesis According to Parrots*, a video
installation by Sergio Vega (2002-2005), in which, among palm trees, we can see and
hear parrots retelling Genesis in their own language, "subtitled. " The camera uses the

demiurge angle that sees and hears everything, to put under ironic scrutiny extreme

» Charlotta Ostlund, N&parlire, Foto: Galeria Nationalé Finlandez, Pirje Mykkénen
Charlotta Ostlund, Moulting, Photo: Finnish National Gallery, Pirje Mykkénen




EXPOZITININTERNATIONALE
EXHIBITIONS ABROAD

Lsubtitratd”. Camera foloseste unghiul demiurgului care vede si aude totul
pentru a ironiza individualismul extrem, gandirea binard (,wet and wild is

the precognitive frontier between nature & culture”s), europenismul colonial
(,and the Lord took the man and put him in the garden of Eden to till & watch
over until the Europeans would arrive”®) si dominatia de gen si de specie
institutionalizata prin creationism.

Expozitia ne plimba din mediu in mediu artistic pe la diferiti non-umani: de la
elemente organice (Charlotta Ostlund, Cup, Bouquet, Moulting— eco-sculptura)
la plancton, midii si alte organisme marine neidentificate (Enia Vainio, un,
2019 — pictura pe textil, lucrare comisionata de Kiasma), la cai (Fanni Niemi-
Junkola, Protection, 2016 — video) la inteligente artificiale (Maija Tammi, One
of them is human, 2018 — o serie de 4 portrete fotografice dintre care doar unul
apartine unui om). Protection, lucrarea video a lui Fanni Niemi, infatiseaza o
mana mangaind si masand un cal negru, pentru a vorbi despre actul protectiv
ca eveniment bilateral, in care, desi in aparentd omul este cel care protejeaza
calul, actul mangaierii animalului (ct si privitul acestui act, prin oglindire
neuronald) aduce si omului alinare sufleteasca. Cu simplitate si candoare,
lucrarea prezinta de fapt o stare-devenire aflatd intre fizic si mental, o stare
cuantica, fizica si mistica.

De la geneza facem un arc peste timp (Alan Sonfist, ARC of Finland VIll/XX,
1996) si gdsim o scrisoare si un saculet cu seminte. Preocupat de poluare si de
amenintarea padurilor, Sonfist a trimis 100 de astfel de pachete la muzee din
intreaga lume, pentru a le invita sa sarbatoreasca natura mai degraba decat
realizdrile umane si a crea o punte n timp prin aceste seminte ale viitorului.
Ajungem apoi la moartea pe banda rulanta: lucrarea Community, 2017 de Terike
Haapoja este o instalatie video pe 5 canale care prezintd rcirea graduala a
carcaselor a cinci animale proiectate fn marime naturald. Desi majoritatea
oamenilor se declara iubitori de animale, cele mai multe dintre animalele
domesticite ajung pe farfurie. Astfel lucrarea lui Haapoja devine, pe de o parte,
un manifest pentru intelegerea omului ca ecosistem si ca parte a naturii, nu
ca instantd individuala superioard trofic, si pe de alta serveste ca memento
mori: spectatorii acestor morti transformate in obiecte artistice vor avea, mai
devreme sau mai tarziu aceeasi descompunere corporali. (In schimb, poate
daca nu am invada, mereu si mereu, corpurile altora, umani si non-umani, nu
am fila rdndul nostru invadati de micro-paraziti letali.)

Turul labirintic al Coexistentei din Kiasma acumuleaza istorii subiective, dar

nu mai putin relevante ale colonizarii, segregarii, extragerii si comodificarii,
specisismului si rasializarii. De exemplu, Outi Pieski propune o instalatie-
sculptura realizatd din fire din portul traditional Sami (rochia gdkti). Our Land,
Our Running Colours este o abstractizare a peisajelor muntoase din Laponia cat
si a peisajelor cunoasterii indigene, care ar avea ,0 multitudine de solutii de
ajutor pentru umanitate”, dupd cum declara artista. Mai mult, lucrarea este si
un manifest politic intrucat in timpul cele mai profunde asimilari a Sami, intre
1800-1970, acestora nu le era permis portul traditional colorat ci doar esarfe
albe —iar aici nu rezist intrebarii: am fi dispusi in spatiul autohton sa acceptam
lucrari similare estetic si ideologic din partea unor artisti/artiste din interiorul
propriei comunitati asimilate si rasializate, adicd din comunitatea roma?
Despre colonialitate vorbeste si lucrarea Immigrant Garden, realizata de

Lauri Ainala & Kalle Hamm & Dzamil Kamanger: 26 de plante decorative si
culinare cunoscute de toti europenii, insa nici una nu este o plantd nativa,
purtand astfel in geobiologia lor istoria colonialitatii. ,Umanul si inumanul fac
parte dintr-un discurs istoric al drepturilor colonistilor si practicilor extractive
prin care rasializarea e legatd de o categorisire materiala in elemente active

si elemente inerte. Materia extractibild trebuie sa fie pasiva, sa posede
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individualism, binary thinking ("wet and wild is the precognitive frontier between
nature & culture”), colonial Europeanism (“and the Lord took the man and put him in
the garden of Eden to till & watch over until the Europeans would arrive”) as well as
creationist institutionalised gender and species domination.

The exhibition takes us from one artistic medium to another at different non-humans:
from organic elements (Charlotta Ostlund, Cup, Bouquet, Moulting — eco-sculpture
—2016-2017) to plankton, fish, mussels and other marine organisms (Enia Vainio, un,
2019 — painting on textile, commissioned by Kiasma), to horses (Fanni Niemi-Junkola,
Protection, 2016 — video) or artificial intelligence (Maija Tammij, One of them is
human, 2018 series of 4 photographic portraits in which only one is human).
Protection, Fanni Niemi’s video work, traces a hand petting and massaging a black
horse, to talk about the protective gesture as a bilateral event, in which, although the
human seems to be protecting the horse, the act of caressing the animal (and also of
watching this act unfold, through mirror neurons) brings spiritual relief to the human,
too. Simply and innocently, the work presents, in fact, a state of becoming localised
somewhere between the physical and the mental, a quantum state, both physical and
mystical.

From Genesis, through an arch through time (Alan Sonfist, ARC of Finland VIII/XX,
1996), we find a letter and a pouch of seeds. Preoccupied with pollution and the threat
of cutting down forests, Sonfist sent out 100 such packages to 100 museums in the
entire world, to invite them to rather celebrate nature than human accomplishments
and to create a bridge in time through these seeds of the future. We then advance

to death on the conveyor belt: Community, a work from 2017 by Terike Haapoja is

a video installation on 5 channels that presents the gradual cooling of five animal
carcasses, projected in natural size. Even though a vast number of people consider
themselves animal lovers, the majority of domesticated animals end up on a plate.
Hence, Haapoja’s work becomes, on one hand, a manifesto for understanding the
human as an ecosystem and as part of nature, not as an individual instance with
trophic superiority; on the other hand, it serves as a memento mori: the spectators

of those deaths, here transformed into art objects, will have, sooner or later, the same
bodily decay. (However, maybe if we hadn't been invading, again and again, the
bodies of others, humans and non-humans, we wouldn't be, in our turn, invaded by
lethal micro-parasites.)

The labyrinthic tour of Coexistence in Kiasma accumulates subjective, but not less
relevant, histories of colonisation, segregation, extraction and commodification,
speciesism and racialization. For example, Outi Pieski invites the viewers to regard

a sculptural installation made from threads of the Sami traditional clothing (gakti
dress). Our Land, Our Running Colours is an abstraction of mountain scenery in
Lapland as well as a scenery of indigenous knowledge, a scenery, which would include
“a multitude of solutions to help mankind, " according to Pieski. The work is also a
political manifesto, as, during the worst assimilation era, from late 1800 to 1970,

they were only allowed to use a white scarf —and, at this point, | cannot resist to ask
myself- would we be willing, locally, to accept similar works, in terms of aesthetics and
ideology, coming from our very own assimilated and racialized community, the Roma?
It's also coloniality that informs Immigrant Garden, a work by de Lauri Ainala, Kalle
Hamm & Dzamil Kamanger. [t features 26 decorative and culinary plants known

to every European, yet none of them native to these lands, encompassing in their
geobiology the very history of coloniality. "The human and inhuman are part of a
historic discourse of settler-colonial rights and the material practices of extraction,
through which racialisation belongs to a material categorization into active and inert
elements. Extractable matter be both passive (awaiting extraction and possessing of
properties) and able to be activated through the mastery of white men —who use 'sub-
human’(racialised individuals) to extract the non-human (animals, plants, minerals).”s

The work includes illustrations of the plants (among which bassilicum, onion, rhubarb,

A Marja Helander, Eatnanvulo$ lottit, 2018, video, detaliu
Marja Helander, Eatnanvulos lottit, 2018, video, detail

» Jussi Heikkild, Puffin (Fractercula Arctica) 1998, Foto: Galeria Nationald Finlandeza, Pirje Mykkanen
Jussi Heikkild, Puffin (Fractercula Arctica) 1998, Photo: Finnish National Gallery, Pirje Mykkinen

proprietéti utile (comodificabile) si sa poata fi activata de omul alb — care
foloseste «sub-umanul» (indivizi rasializati) pentru a extrage non-umanul
(animale, plante, minerale)””. Lucrarea include ilustratii ale plantelor (printre
care ceapa, busuioc, rubarba, mac), o harta a rutelor comerciale prin care

ele au ajuns in Finlanda, o carte cat si o serie audio realizatd de Hamm si
Ainala care au inregistrat fluctuatiile in cdmpul de conductivitate electrica al
plantelor®.

Ce ne poate invata criza ecologica despre coexistenta nonviolenta? Ce fel

de posibilitati putem crea pentru o justitie interspecii? Cum putem regandi
simbioze benefice cu non-umanul, organic, anorganic sau generat de
masindrii? lata cateva intrebdri pe care Coexistence le decanteazd peste timp si
la care prefer sd raspund, refrazdnd putin, manifestul Vandanei Shiva din Earth
Democracy:

,Sd fim pentru Pdmant si pentru toate speciile ei. Sd fim pentru drepturile

umane ale fiecdrei persoane, fiecdrui copil, fiecdrui om. Sd fim pentru libertatea
popoarelor, nu pentru libertatea corporatiilor — corporatiile care distrug planeta si
vietile umane, fdrd ezitare. Sd fim pentru democratii vii, bazate pe recunoasterea
faptului cd suntem membri ai comunitdtii Pdmantului si avem responsabilitdti
comune pentru a o proteja si drepturi comune de a fi sustinuti de cdtre ea, pentru
mancarea si apa noastrd, pentru vietile si mijloacele noastre de trai. Sd fim pentru

economii vii in care toatd lumea participd si nimeni nu este exclus.”

Note:

1. Citat din lucrarea video Coexistence, Kati Roover, 2017

2. Judith Butler, Capitalism Has Its Limits — https://www.versobooks.com/blogs/4603-capi-
talism-has-its-limits.

3. Lucrarea este disponibild aici: https://vimeo.com/246161053.

4. Lucrare disponibila aici: https://vimeo.com/156155494.

5.,Ud3 si sdlbatica este frontiera precognitiva dintre naturd si culturd” (traducerea mea).
6.,Si Domnul a luat omul si |-a pus in gradina Edenului pentru a ara si a supraveghea pana la
venirea europenilor” (traducerea mea).

7. Refrazare din A Billion Black Anthropocenes or None de Kathryn Yusoff, disponibild aici:
https://manifold.umn.edu/projects/a-billion-black-anthropocenes-or-none.

8. Compozitiile audio pot fi ascultate aici: https://www.youtube.com/watch?v=aphm3KuGN-
tE&list=OLAK5uy_kOzNSeoAmNeEZRM6F4pZuefsVafrityYc.

9.Vandana Shiva, ,Earth Democracy. Justice, Sustainability and Peace”, prefatd la editia

din 2016

poppy), a map of commercial routes through which they got to Finland, a book and

an sound series by Hamm and Ainala in which they had recorded fluctuations in the
electric conductivity field of plants.®

What can the ecological crisis teach us on nonviolent coexistence? What kind of
possibilities can we create for an interspecies justice? How can we rethink beneficial
symbioses with the non-human, be it organic, inorganic or machine-generated? Here
are some questions that Coexistence decanted over the time and to which | prefer to
answer by slightly rephrasing Vandana Shiva’s manifesto Earth Democracy:

"Be for the Earth and all its species. Be for the human rights of the very last person,
the last child, the last human. Be for the freedom of the people, not the freedom of
corporations — the corporations that destroy the planet and people’s lives, without
hesitation. Be for living democracies, based on the recognition that we are members
of an Earth community and have common responsibilities to protect the earth and
common rights to be sustained by her, for our food and water, our lives & livelihoods

Be for the living economies in which everyone participates and no one is excluded. "7

(Translated by Raluca Turcanasu)

Endnotes

1. Quote from Kati Roover’s video work Coexistence, 2017.

2. Judith Butler, Capitalism Has Its Limits — https://www.versobooks.com/blogs/4603-capital-
ism-has-its-limits.

3. The video work is available here: https://vimeo.com/246161053.

4. Work available here: https://vimeo.com/156155494

5. Rephrased quote from A Billion Black Anthropocenes or None by Kathryn Yusoff, available at:
https://manifold.umn.edu/projects/a-billion-black-anthropocenes-or-none.

6. Sound pieces available here: https://www.youtube.com/watch?v=aphm3KuGNtE&list=OLAK5uy_
kOzNSeoAmNeEZRM6F4pZuefy VafrityYc.

7. Vandana Shiva, Earth Democracy. Justice, Sustainability and Peace, preface to the 2016 edition.
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A Outi Pieski, Pamantul nostru, Culorile noastre care alearga, 2016, Foto, Galeria Nationald Finlandeza, Pirje Mykkénen
Outi Pieski, Our Laend, Our Running Colours, 2016, Photo, Finnish National Gallery, Pirje Mykkdnen

<« Kati Roover, Coexistentd, 2018, detaliu
Kati Roover, Coexistence, 2018, detail

<« Roland Persson, Tragedia de a nu fi ldsat singur, 2018, Foto: Galeria Nationald Finlandeza, Pirje Mykkanen
Roland Persson, The Tragedy of Not Being Left Alone, 2018, Photo: Finnish National Gallery, Pirje Mykkdnen
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ARTA “SUPERCONTEMPORANA”.
INTERVIU CU MIHAI ZGONDOIU

SUPERCONTEMPORARY” ART.
AN INTERVIEW WITH MIHAI ZGONDOIU

Text: Ana-Daniela Sultana-Cipariu

Mihai Zgondoiu este artist, curator si galerist, are studii doctorale in
domeniul artelor vizuale si este profesor la Universitatea Nationald de Arte
din Bucuresti si la Facultatea de Arte si Design din Timisoara. De asemenea,
Mihai Zgondoiu este fondatorul si coordonatorul galeriei Atelier 030202

din Bucuresti, din 2009 pana in prezent. Proiectele sale, fie artistice, fie
curatoriale, evoca spirit critic si autocritic, dupa caz, fata de cliseele de
gandire din societatea actuald, parodiind falsele valori si icon-uri create

de noile media prin diferite tipuri de propaganda fake news. In 2017 a
castigat Premiul Uniunii Artistilor Plastici din Romania, pentru ,,Artd in
spatiul public”, iar in 2019, Premiul JCE Contemporary Art Bienalle, Jeune
Creation Europeenne. A curatoriat numeroase expozitii la Muzeul de

Arta din Timisoara, proiectul geamMAT, 2012-2014, Muzeul National de
Artad Contemporana din Bucuresti, Urban Steps, 2018, si la Vienna Design
Week, RERE. Overriding Design with Art and Vice-Versa, 2016. Cel mai
recent proiect curatorial al sdu, Electrecord - Romania in Vinyl Covers, a fost
prezentat la Bruxelles in perioada 26 octombrie - 20 noiembrie 2019, in
cadrul festivalului de artds EUROPALIA. In cadrul celei de-a sasea editii Art
Safari a fost curatorul expozitiei Young Blood. Arta timpului tdu si totodata

teoretician al conceptului controversat de arta ,,superContemporana”.

AS: Dragd Zgondy, ai avut in 2019, in paralel cu activitatea ta didactica
academicd, un an plin de proiecte artistice si curatoriale, atat pe plan national
cét si international. Dintre expozitiile din tara, ,Young Blood. Arta timpului
tau”, pe care ai curatoriat-o la Bucuresti in cadrul celei de-a sasea editii Art
Safari, a fost cea care mi-a atras atentia, pentru cd a presupus teoretizarea
unui concept nou, cel de ,artad superContemporana”. M-ar interesa mai multe
detalii despre acest context expozitional.

MZ: Propunerea de a curatoria aceasta expozitie mi-a picat la fix datorita
loanei Ciocan, directoarea pavilionului Art Safari, alaturi de care am expus,
curatoriat si coordonat multe proiecte de succes de-a lungul timpului. Pentru
majoritatea celor care nu ma cunosc, ar trebui sa fac o scurtd introducere

cu privire la practicile mele vizuale. Dincolo de propria-mi creatie vizualg,
concentrarea mea se indreapta de peste un deceniu spre tandra generatie

su

de artisti, noul val creativ, generatia fresh, ,superContemporana”. Proiectul
expozitional Young Blood. Arta timpului tdu este unul de continud cercetare,

o expozitie ce radiografiazd intreaga Romanie, de la vest la est, cu un volum
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Mihai Zgondoiu is an artist, curator and gallery owner, with a PhD in visual
arts; he is a professor at the National University of Arts in Bucharest and

at the Faculty of Arts and Design in Timisoara. Also, Mihai Zgondoiu is the
founder and manager of the Atelier 030202 gallery in Bucharest, from 2009
until the present. His projects, be they artistic or curatorial, reveal a critical
and self-critical spirit towards the clichés in the thinking of contemporary
society, by using parody of the false values and icons created by the new
media through different types of fake news propaganda. In 2017, he received
the Prize of the Romanian Plastic Artist'Union for “Art in the public space”
and in 2019 he received the JCE Contemporary Art Biennale Prize, Jeune
Creation Europeenne.

He curated numerous exhibits at the Timisoara Museum of Art, the
“"geamMAT” project, 2012-2014, Bucharest National Museum of
Contemporary Art, “Urban Steps,” 2018, and "RERE. Overriding Design

with Art and Vice-Versa,” at the Vienna Design Week, 2016. His most recent
curatorial project, “Electrecord - Romania in Vinyl Covers,” was exhibited in
Brussels, October 26-November 20 2019, during the EUROPALIA art festival.
During the sixth edition of Art Safari he curated the "Young Blood. Art of

your time” exhibit, and theorized the concept of “superContemporary” art.

Alexandra Asaftei. Laudd, obiect (cioburi de sticld lipite cu silicon), 120 x 100 x 30 cm, 2019
Alexandra Asaftei. Praise, Object (Silicone glued glass pieces), 120 x 100 x 30 cm, 2019

impresionant de artisti si grupari de artisti la inceput de drum. Firul rosu
conducdtor, cum ar fi spus Stanislavski, sau liantul acestei expozitii este exact
diversitatea cu care noul val de artisti abordeaza subiectele lor prin tehnici si
estetici remixate si reactualizate. Originalitatea operei de arta mult discutata
de-a lungul istoriei s-a transformat acum in noutate. Si ce mai poate fi nou
astazi? Ce lucruri nemaivazute si nemaiauzite mai poate naste arta vizuald in
post-postmodernitate? La aceste intrebdri si-a propus sd rdspunda expozitia.

sn

AS: Cum se raporteazd arta ,superContemporana” la arta contemporana? In
ce ar consta diferenta dintre cele doud?

MZ: Tn post-postmodernitate, traiectoriile abordate de artisti sunt din ce in ce
mai resapate si mai remixate dupa caz. Am putea spune ca revizitdm periodic
avangardele ultimului secol cu o atentie concentrata pe ultimii 50 de ani. Arta
contemporand, dupa studiul teoreticienei si curatoarei Catherine Millet, a
luat nastere intre anii ‘60-'69, odatd cu Pop-Art-ul american. Raportul nostru
fata de timp s-a schimbat exponential in ultimii doudzeci de ani si asta ma

face sd cred ca insasi contemporaneitatea are nevoie de un nou refresh. Arta

AS: Dear Zgondy, alongside your academic teaching activity, you had a year full of
artistic and curatorial projects, both nationally and internationally. Among the exhibits
in Romania, Young Blood. Art of your time curated in Bucharest for the sixth edition
of Art Safar;, drew my attention, because it involved the proposal of a new concept,
"superContemporary” art. | am interested in further details about the context of this
exhibit.

MZ: | got the proposal to curate this exhibit, Young Blood. Art of your time from
loana Ciocan, director of the Art Safari pavilion, with whom I had already exhibited,
curated and managed many successful projects over time. For most of the people

who do not know me, | should make a short introduction regarding my visual practices
and the way in which they define me, in their eclectic complexity. Apart from my own
artistic creation, my focus for over a decade has been on the young generation of
artists, the new creative wave, the fresh generation, "superContemporary.” The project
Young Blood. Art of your time is one of perpetual research, an exhibit that analyzes
the entire Romania, from West to East, with an impressive volume of artists and
groups that are only now starting their careers. The guiding red thread, like Stanislavski

would say, the link of this exhibit is precisely the diversity with which the new wave of
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,superContemporand” este un remix de actualitate al artei Contemporane,
de la efemeritatea operelor Pop-Art si pana la virtualizarea imaginii si a
continutului din prezent, o revizitare continud a istoriei prin toate mediile si
mijloacele posibile. Astazi, putem spune c3 privitorul incepe sa faca parte din

opera de artd prin comportamentul lui ,updatat” la mediul on-line.

AS: Dar publicul, vizitatorii, comentatori ide artd, colectionarii cum se
raporteaza la arta ,superContemporana”? Cum percep aceasta schimbare de
paradigma?

MZ: Consumatorul de artd a devenit si el ,superContemporan” prin atitudine.
El nu se mai simte inferior in fata marilor opere create de maestrii clasici,
pentru ca acum el a devenit la fel de important ca opera in sine. Fenomenul
selfie pune in discutie azi ego-ul personal versus lucrarea de arta. Asa se
explica aparitia influencer-ilor de arta care se fotografiaza in fata lucrarilor. Tot
acest bagaj vizual este oferit pentru a fi analizat, contemplat si consumat mai
departe. Publicul vizitator ar trebui sd stie cd arta ,superContemporand” nu

face rdu, nu musca si nu este imposibil de achizitionat.

AS: Pe ce ai mizat in selectia curatoriald si care ar fi profilul artistului
.superContemporan” din Romania?

MZ: Pentru ca ne-am propus un eveniment de amploare cu un impact major
la nivel national si international, in expozitia Young Blood. Arta timpului

tdu au fost expuse peste 100 de opere de artd dintre cele mai diverse, de la
ilustratie contemporana, desene si picturi mixte, la instalatii interactive de
arta, artd video, interventii site-specific, performance, artd media, obiect,
sculptura sau print experimental. Astfel, vizitatorul pavilionului Art Safari a

s

rdmas cu o experientd vizuald super-noug, ,superContemporand”, numai buna
de ,post-at” si ,share-uit” pe instastory. Noua generatie de tineri artisti, cu
varste ntre 20 si 30 de ani, s-a ndscut in plin val tehnologic, in care internetul
este cel care face noile reguli. Datoritd retelelor de socializare, utilizatorii fsi
pot crea propriul trib care sd-i urmeze si sa-i admire incontinuy, in viziunea

lui Seth Godin, sau followers care sa le hraneasca ,super”-ego-ul virtual.
Distantele intre artisti, curatori, galeristi, colectionari si art advisors au disparut
definitiv. Creatiile lor sunt reprezentdri true ale convingerilor, experientelor si
personalitatii lor. Pentru multi dintre ei, arta este cea mai puternica forma de
exprimare. Prin lucrarile lor, generatia noud de artisti isi exprima sentimente,
revolte, nelinisti, bucurii, emotii pe care nu si le-ar putea exprima la fel de usor
prin alte mijloace.

s

AS: Conceptul de arta ,superContemporana” reflectd o realitate autohtond
sau fsi gaseste aplicabilitatea si pe plan international?

MZ:1n momentul de fat3, cred c& nu mai putem gandi in termeni de artd
romaneasca si artd internationala. Granitele au fost sterse de propagarea

"

internetului, care da ,ora exacta” in tendinte, miscari artistice ori evenimente
memorabile, iar tinerii de pretutindeni sunt conectati la aceeasi sursa de
informatii. Apartenentele religioase, culturale sau sexuale nu mai au granite.
Spiritul autohton se regaseste din ce in ce mai putin in exprimarile lor pentru
ca avem de-a face cu o imagine-matrice de ansamblu care dicteazd trendurile
sociale ale momentului. Bienala de Arte de la Venetia, Manifesta, Documenta,
Armory Show, Art Basel, Frieze Art Fair sunt cdteva din bienalele, festivalurile
si targurile internationale de arta care dau noile directii pe piata mondiala

de arta. Tendintele sunt extrem de repede raspandite pe internet, astfel si
informatia se asimileazd aproape instant. Aplatizarea si uniformizarea ideilor

sunt doar cativa factori deloc imbucuratori rezultati in urma acestui maraton
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George Cringasu, Fard nume (Rene), print digital UV pe sticld acrilicd transparentd, 70x63 cm, 2019
George Cringasu, Untitled (Rene), UV digital print on transparent acrylic glass, 70 x 63 cm, 2019

artists takes on their topics through remixed and updated techniques and aesthetics.
The originality of the work of art, massively debated throughout history, turns now
into novelty. And what is it that can be new today? What unseen and unheard of
things can visual arts produce in post-modernity? These are the questions which

"Young Blood. Art of your time” tries to answer.

AS: What is the relationship between contemporary art and "superContemporary”
art? What would be the difference between the two?

MZ: In post-postmodernity, the directions approached by the artists are more and
more remixed and reshaped in various situations. We might say that we periodically
revisit the avant-gardes of the previous century, focusing more on the last 5o years.
Contemporary art, according to curator and theorist Catherine Millet, was born
between the 60's and the go's, with the American Pop-art. Our relation with time
has changed exponentially during the last twenty years and this makes me believe
that contemporaneity needs a refresh. "superContemporary” art is a current remix of
contemporary art, from the ephemeral nature of Pop-art works to the present-day
virtualization of the image and the content, a perpetual revisit of history through all
media and means possible. Today, we can say that the viewer start to be part of the

work of art through their online updated behavior.

AS: But the audience, the visitors, the commentator, collectors, what is their relation
with "superContemporary” art? How do they perceive this change of paradigm?

MZ: The art consumer has become "superContemporary” through their attitude. They
no longer feel inferior when facing the great works of the classic masters because
they have become as important as the work itself. The selfie phenomenon asks
questions about the personal ego versus the work of art. This is how we can explain
the appearance of art influencers that take photos of themselves in front of works of
art. All this visual baggage must be analyzed, contemplated and consumed further on.
The audience should know that "superContemporary” art is not evi, does not bite and

is not impossible to acquire.

informational.

AS:1n concluzie, care sunt caracteristicile si relevanta artei
superContemporane? Ce practici si modalitati de expunere sunt specifice
acestei arte?

s

MZ: Arta ,superContemporand” este arta momentului care exista in atelierele
artistilor, pe strada, cat si pe platforme de socializare. O arta vie, in continud
miscare, ce ilustreaza si radiografiaza societatea, analizeaza teme majore
precum schimbdrile climatice, fake news, libertatea de expresie, migratia, dar
si rediscutd pe un ton contemporan teme clasic-universale: portretul, nudul,
natura statica sau peisajul. Inainte s& ajunga in galerii sau muzee de art§,
aceastd artd isi face aparitia in virtualitate, pe retelele de socializare. Aceste
spatii cu simeze infinite de tip instagram sunt mediile fertile de mediatizare

a noilor creatii vizuale. Nimic pana in prezent, aici ma refer la presa scrisa,
radiofonicd sau televizatd, nu a avut un impact de masa de o asemenea
anvergura. Artistii superContemporani folosesc in primul rand smartphone-
ul pentru documentare si marketing. Social media oferd un instrument de

su

marketing fantastic pentru arta ,superContemporana”, iar ,Generatiile Y” sau
«Millenials” au avantajul de a intelege foarte bine sistemele si functionalitatea
lor. Asa se face ca piata de arta traditionala a trebuit s& se reinventeze ,dupd
chipul si asemanarea lor”, prin aparitia unor case de licitatie on-line, vezi
Lavacow, sau prin deschiderea unor spatii virtuale ale galeriilor de prestigiu,
pentru vanzarea operelor de arta. Nu in ultimul rand, tehnologia a schimbat
nu doar mediul de expunere a artei si strategiile de marketing in industrie, ci si

documentarea si creatia lucrdrilor de arta.

Arina Bican, Starddiction, ulei pe panzd, 70 x 100 cm, 2019
Arina Bican, Starddiction, oil on canvas, 70 x 100 cm, 2019

AS: Coming back to Young Blood. Art of your time, what were the criteria for
curation and what would the "superContemporary” Romanian artist's profile be?
MZ: Because we wanted to have a big event with a major national and international
impact, the exhibit Young Blood. Art of your time included more than 100 diverse
works, from contemporary illustrations, drawings and mixed paintings, to interactive
art installations, video art, site-specific interventions, performance, media art,
experimental print, sculpture and objects. Thus, the visitors of the Art Safari pavilion
received a super-new experience, "superContemporary,” good for posting and sharing
on instastory. The new generation of artists, between 20 and 30 year olds, was born at
the height of a technological wave in which the internet makes the rules. Because of
the social networks, the users can create their own tribe, to be followed and admired
continuously, according to Seth Godin, or followers to feed their virtual super-ego.

The distance between artists, curators, gallery owners, collectors and art advisors has
vanished completely. For most of them, art is the most powerful means of expression.
In their works, the new generation of artists expresses feelings, revolt, unease, joy,

emotions that could not be as easily expressed through other means.

AS: Does the concept of "superContemporary” art reflects a local reality or can it be
applied internationally?

MZ: Currently, | believe that we can no longer think in terms of Romanian art and
international art. The boundaries have been erased by the internet, controlling the
tendencies, artistic movements or memorable events, and young people worldwide
are connected to the same source of information. Religious, cultural and sexual
identities have no boundaries anymore. The local spirit can be less and less found in
their expression because we deal with a wide matrix-image that dictates the social
trends of the moment. The Venice Biennale, Manifesta, Documenta, Armory Show,
Art Basel, Frieze Art Fair are only a few of the biennales, festivals and events that offer
new directions to the global art market. The tendencies are disseminated extremely
fast online, so information is assimilated almost instantaneously. The flatness

and uniformization of ideas are only a few negative factors that result from this

informational marathon.

AS: In conclusion, what are the characteristics and the relevance of
superContemporary art? What are the practices and means of expression that are
specifically superContemporary?

MZ: SuperContemporary Art is the art of the moment that exists in the artists’
workshops, in the streets and on social media. A living art, continuously moving,
illustrating and analyzing society, it takes on major topics such as climate change,
fake news, freedom of speech, migration, and also re-discusses classical and universal
topics using a contemporary voice: the portrait, the nude, still nature or the landscape.
Before it reaches the galleries and the museums, it appears virtually on social media.
These infinite spaces like instagram are fertile environments for exhibiting new
creations. There was nothing, not press, not television or radio, that had such a mass
impact until today. superContemporary artists use first and foremost the smartphone
for documentation and marketing. Social media is a fantastic marketing tool for
superContemporary art, and the Y generation or the Millenials have the advantage

of an understanding of these systems and their functionality. So, the traditional art
market had to reinvent itself according to these new technologies, by developing
online auction houses, like Lavacow, or by opening up prestigious virtual gallery
spaces to sell artworks. Last but not least, technology changed not only the exhibit
medium and the industry's marketing strategies, but also the documentation and

creation of artworks.

(Translated by Daniel Clinci)
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MEMORIA VIZUALA SI TRADITIA.
DESPRE ,MARTIRII” ELENEI MURARIU

Text: Luigi Bambulea
Album Martirii de Elena Murariu
Bucuresti, 2019

Eliade observa, in Tratatul de istoria religiilor, cd geniul si sfantul provoaca, invariabil, team3 si respect. Exceptia agreseazd monotonia securizantd pe care o instituie
regula, iar diferenta se d3 constiintei, intotdeauna, ca o provocare. In acest sens — si pentru a preciza fara intarziere obiectul prezentei interventii —, recircularea, in arta
recentd, a unor categorii sau tipuri precum cele deja mentionate bulverseaza comoditdtile si inertiile teoretice sau creatoare. Un album consacrat Martirilor (crestini),
precum cel al Elenei Murariu, pe care doresc sa il supun atentiei, are toate motivele de a incomoda repertoriul vizual si obisnuintele tematice sau stilistice ale artei plastice
actuale; aceasta, cu atat mai mult cu cat, acceptand ideea existentei unui geniu moral, in silueta martirului cele doud categorii — genialitatea si sfintenia — intra in sinteza.
Modelul pe care ele il definesc este nu doar nefamiliar, ci incompatibil cu doctrina culturald si estetica actualmente dominanta.

Tn acelasi timp coerent si vizionar, proiectul hagiografic vernisat (si publicat) in 2019 formuleaza si rezolv, cu solutii originale, o problem3. Este aceea a identitatii
religioase traumatizate (in numele unor identitati alternative, in spet3, cea ideologica); valorile ei se impun omului ,istoric” cu autoritatea si cu aura sacrului. Martirii Elenei
Murariu sunt insd provocatori, in egald masura, pentru spatiul (intra)eclezial, fiindca solicita teme sensibile: am in vedere statutul hagiografic al martirilor recenti (inca
necanonizati, desi celebrati in comunitati restranse) si vocatia dinamicg, inovatoare a iconografiei (in limitele si in spiritul teologiei icoanei). La maturitatea sa artistica si
existentiald — dacd cele doua nu sunt, in realitate, expresia aceleiasi realizari —, Elena Murariu imbogateste doua traditii (convergente), aceea artistica, plastica si aceea

religioasa, misticd, sincronizandu-le prin liantul artei sacre, pe care o asuma creator.

Arta cultd, arta popularg, teologie, istorie

Fara a fi capatul unei evolutii, proiectul pe care il comentez aici este departe de a reprezenta un debut; el este, dimpotriva, rezultatul unei sinteze interioare. Razvan
Theodorescu atrage atentia, in medalionul inaugural al albumului anterior al artistei, din 2013, care inaugura ciclul martirilor, asupra experientei ei vaste in arta
brancoveneascs; intr-adevar, si in unele dintre imaginile din Martirii sunt evidente influente din morfologia sau din stilul unor monumente restaurate de Elena Murariu

(de la bolnita Bistritei valcene la Fundenii Doamnei, din Bucuresti, de la Gura Motrului la Dintr-un Lemn, de la Polovragi la Vioresti-Slatioara). Filonului cult, brancovenesc
i se adauga insa unul popular, vernacular, cel al culturii populare oltenesti, din care, precum la inceputul secolului trecut Brancusi, Elena Murariu se inspira pentru a

creste forta de semnificare a imaginii. Bradul, de exemplu — intens exploatat, deja, in ciclul Brancovenilor, din 2013 —, se intersecteaza cu troita, element de devotiune
populara (cobordnd, ca forma religioass, in spiritualitatea arhaica a neoliticului, pe filiere asupra cdrora nu ma concentrez acum), ele fiind asociate, in operele acestui
ciclu, experientei mortii, initierii prin (auto)sacrificiu si mesajului hristic resurectional. Mai precis, preludnd, din sistemul popular autohton de viziuni, mituri, practici,
valori, opere — numit, de acelasi Eliade, ,crestinism cosmic” — un element precum bradul, autoarea fi activeaza simbolistica, pe care memoria colectiva o integreaza ritului
funerar; imaginea capetelor martirilor Bradncoveni infipte in cetind (Suferinta doamnei M. B., p. 60) functioneaza pe suprapunerea arhetipului arborelui cosmic peste
traditia balcanica a coniferelor funerare si peste aceea, moderna, a bradului Nativitatii, sugestia fiind cea a martiriului romanesc in numele Pruncului de la Betleem. O
astfel de constructie a imaginii — pe care am exemplificat-o, cu riscul pedanteriei —face din arta Elenei Murariu o subtild si sugestivd retea de icoane originale (daca aceastd
sintagma nu este oximoronica), in care discursul teologic asimileaza referinte culturale locale (bradul, snopul, paunul, hora), omogenizandu-le prin forta interpretativa a
artistului.

Filonului bréncovenesc si celui popular li se adaug, ca un sistem de referinta implicit, filonul teologic, deja anticipat mai sus. In absenta lui, alegoriile austere si naratiunile
simbolice ale Elenei Murariu (consonante cu barocul vernacular al unor Antim si Cantemir, intr-un sens ce rémane de probat) pot fi doar partial asimilate. Dacg, de
exemply, in Constantin Brancoveanu, puterea viziunii—albumul din 2013, deja evocat —, laitmotivul si schema ,horei” trebuiau citite ca miscare transferata de la ierarhiile
celeste (dionisiene) la devenirea martirilor, la ascensiunea lor asimptotica spre cer, in actualele imagini, chipul — frecvent figurat, in medalioane care au caracterul unor
viziuni — trebuie integrat unei gandiri religioase epifanice, aceea cresting; in sistemul ei vizual, ,schimbarea la fatd”, ,mandilionul”, mahrama Veronicai, icoana sau ,chipul
si asemanarea lui Dumnezeu in om” reprezinta referinte si teme obligatorii. Ca atare, aratarea capetelor taiate ale Brancovenilor in snopul de grdu sau in pomul roditor

n

(p- 46) trebuie explicata — dincolo de posibilele citate biblice — prin gandirea crestina (esentialmente ,iconica”, din perspectiva unui mistic local, ca Ghelasie de Frasinei).

Conjunctia dintre natura si fapturd nu are, aici, niciun accent idilic; este vorba de o viziune artistica in care orice element cosmic poate deveni filiera unei epifanii, in acord

su

cu principiul fundamental al unei religii a intruparii, cum este cea cresting, in care, potrivit lui Maxim Confesorul, se celebreaza continuu o ,liturghie cosmic&”. Ca atare,
n afara unei hermeneutici teologice, intelegerea proiectului Elenei Murariu nu poate fi decat, fatalmente, aproximativa. Tot astfel cum unele implicatii subtile (precum
semnificatia eclesiologica a experientei si a temei martirice, relatia dintre experienta carcerald si rugaciunea inimii, sensurile mistice ale ,,Rugului Aprins” sau unele

simboluri biblice, ca, de exemplu, leviatanul si scara) rdman, propriu-zis, inaccesibile.
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Este esentiald, in aceeasi masurd, integrarea acestui proiect in context istoric si social. Martirizarea institutiei Bisericii sub comunism, cristalizarea unei memorii a
martiriului si posibila referinta la martirajul contemporan din unele state arabe apropie sensibil acest ciclu vizual de o dimensiune imediatd, a comunitatii, a socialului,
aistoriei. Dupd cum, in veacul al XVI-lea, zugravii de pictura murald exterioara ai lui Petru Rareg introduc in Imnul Acatist - revendicat din epoca asedierii persane, de
secol VII, a Bizantului —imagini anacronice, cu artileria lui Soliman Magnificul, dand astfel ecou vizual cruciadei antiotomane tarzii a unui print carpatin, in acelasi fel,
artistul contemporan adapteaza imaginea sacra la istorie, dar converteste totodats, prin stil, imaginea la icoand, pentru a citi si a integra astfel evenimentul istoric intr-o
perspectiva teologica. Ceea ce pentru omul orizontal este fenomen ideologic, politic, juridic sau social, in constiinta religioasd devine un fenomen spiritual, iar cetateanul
discriminat si maltratat de un stat totalitar in numele credintei devine un martir veritabil, punct de intersectie intre Biserica terestra si Biserica celestd. O probeaza Rugul
Aprins si zidul martirilor, Rugdciunea neincetatd in temnitele comuniste sau Sfintii martiri ai temnitelor comuniste cu colind si prohod la Nasterea Domnului (pp. 72, 73, 75):
Tmbracat in zeghe si izolat in penitenciar, marturisitorul are ca reper ,fanionul” sau prapurul mistic si transfigureaza, prin energie sacrd, universul concentrationar (fapt pe

care artistul |-a sugerat folosind aceiasi ghimpi ai sarmei izolatoare in reprezentarea vizionara a icoanei Rugului Aprins, care calduzeste detinutii).

Structurd, stil, viziune

Acest album este organizat ca un parastas vizual, rolul cdruia este cel de a evoca si de a omagia sacrificiul de sine in numele unei idei spirituale. Este totodata o secventd de
menolog, organizat totodata tematic si cronologic. Supratema lui este martiriul; laitmotivele sunt suferinta sacrificiald, pulsiunea anticresting a puterii seculare si Marea
Trecere. Martirii ,antologati” traverseazd cele doua milenii crestine, incepand cu soldatii de la Durostorum si terminand cu lotul ,Rugului Aprins”, de la Antim, aureolat

de suferinta din gulagul roménesc. National din punct de vedere tematic (fiindca celebreazd memoria martirilor locali, exceptandu-| pe loan Botezatorul, prototipul lor
biblic) si ortodox din punct de vedere confesional (fiindca evitd martirologia catolicd, greco-catolica sau protestanta), proiectul nu exploateaza registrul protocronist;

evitd totodata capcanele ideologice (prin excluderea martirologiei politice, cu exceptia celei decembriste: interiorul copertelor albumului este , captusit” cu numele eroilor
pentru libertate cazuti in 1989, cdrora li se adauga cel al lui Corneliu Babes, care s-a autoincendiat pe partia Bradul din Brasov, in 1988).

Dincolo de concentrarea asupra hagiografiei si a parabolei, autoarea alege subiecte cu potential iconic; cdnd este exploatat (in special ca naratio continua), epicul nu
apeleaza la solutii traditionale si nu se limiteaza la evocarea biografica. Chipurile pnevmatizate si trupurile emaciate de asceza detemporalizeaza imaginea, care se
suspendg, prin alternarea simbolului cu gestul istoric, intr-o dimensiune paraleld, in intervalul dintre timp si eternitate (anuntat, de altfel, de proximitatea mortii martirice).
Chiar tehnica picturald exprima conditia ascetica, printr-o cromatica austera (sau tinzand spre monocromie); in acest sens, pictura religioasa a Elenei Murariu nu are —

aici, cel putin — ambitia grandilocventei (proprie picturii ,de aparat”, oficiale, de catedrald), ci pe aceea a evocarii sugestive (proprie ilustratiei de manuscris). De altfel,

n fiecare imagine este evidenta relatia cu registre si cu tehnici alternative, precum caligrafia, desenul, pictura muralg, chiar ilustratia de carte (de unde provine, printre
altele, utilizarea — uneori, emfatica sau redundanta, dar cu utilitate pedagogica — a filacterului, a citatului, a inscriptiei, a adnotatiei). O particularitate stilistica o reprezintd
registrul diminutival, subdimensionarea in ordine picturalad a elementului superior in ordine moral3; originea acestui stilem este spirituald, iconarul exerseaza conversia
calofiliei la filocalie. Complementard, expresia puerila este, la randul ei, angajata in sugerarea puritdtii; siluetele nubile evocd trecerea in atemporal si in primavara vesnica
a sufletelor binecuvantate. (Desi diferitd si mai pronuntat inovatoare, maniera Elenei Murariu are, in acest sens, unele similitudini — precum motivul popular, fizionomia
pubers, interpretarea teologicd a temei — cu unele exercitii din arta de sevalet a lui Grigore Popescu; Sfintii Martiri Brancoveni in lumina taboricd sau lisus Hristos, Lumina
lumii, ale acestuia din urma, sunt probatorii.) Acestora li se adauga — fapt deja observat de un recenzent — privirea melancolica, proprie nu conditiei martirice, ci, cred,
temperamentului nsusi al artistului. Altminteri, fizionomiile sunt in acelasi timp recognoscibile si tipice, particulare si generice; Sofian Boghiu, Daniil Sandu Tudor,
Benedict Ghius sau Dumitru Staniloae (reprezentati in imaginea de la p. 73) sunt, aici, figuri exemplare nu prin individualitatea fizionomica, ci prin prezenta aureolatd de
suferinta si prin insemnul martiriului. Particularul poartd, in toate chipurile imaginate sau transpuse de artist, pecetea universalului (in maniera in care, prin androginie si
mimica apasionatd, iconarul exprima natura atemporald si eterna a fiintei angelice).

Apologul albumului este, in acest sens, probatoriu: martirul inchisorilor comuniste este reprezentat cu o infatisare genericd, in care se recapituleaza toti martirii, cunoscuti
si anonimi. Mesajul de pe filacterul pe care il tine in mana s-a citat din biografia dramatica a lui Mircea Vulcanescu: ,Sa nu ne razbunati!” Constructia imaginii este identicd
celei care deschide albumul; dar paznicilor costumati al’antiqua le-au luat locul, dupa 2000 de ani, militieni cu armament automat; relatia dintre autoritatea seculara si
autoritatea spirituald a ramas insa deopotriva de tensionatd; martirii sunt semnul de sdnge al incompatibilitatii lor funciare. Albumul Elenei Murariu le aduce un omagiu

admirabil: lor, sacrificiului lor si ordinii de realitate in numele careia si-au oferit viata.
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INMEMORIAM
ETHEL LUCACI-BAIAS (18.10.1936 - 27.03.2020)

Text: Calin Dan

A plecat dintre noi, dupd o lunga suferintd, Ethel Lucaci-Bdias. Artista de

o mare sensibilitate, inegalabild prezenta in arta gravurii contemporane,
Ethel s-a aflat timp de peste jumatate de secol deopotriva in mijlocul sila
marginea artei din Romania. In mijloc — pentru ca personalitatea ei a marcat
inconfundabil felul cum a fost gandita imaginea grafica a deceniilor al optulea
si al noudlea din secolul trecut in tara noastra. La margine — pentru ca firea ei
independentd, intransigenta ei morald si modestia ei fara abdicare au tinut-o
departe de framantarile, orgoliile si inevitabilele compromisuri ale acelui timp
complicat.

Ethel Lucaci-Baias a transformat xilogravura, acest procedeu stravechi, frust
sirigid, intr-un instrument paradoxal, de o mare sofisticare, comparabil prin
flexibilitate cu cele mai intime unelte ale desenului sau picturii. Gravurile

ei au 0 masivitate si o monumentalitate atipice suportului, sunt in acelasi
timp dinamice si intens subiective, delicate si violente, asa cum ne invatd
marile exemple ale caligrafiei japoneze. Pasionata de arta extremului orient,
Ethel a inteles cd intaInirea dintre hartie si cerneald poate transforma aceste
doua materii perisabile in ceva durabil, ca piatra. Opera sa are o constantd
severitate conceptuald, e deopotriva eleganta si frusta in formele pe care
artista le ciopleste in placa de lemn cu o pasiune si o dezinvolturd mostenite
de la secuienii din locul sdu de obarsie, forme pe care le transpune apoi in fibra
rezistentd altfel a hartiei de gravura.

Imaginile gratioase sau apocaliptice semnate Ethel Lucaci-Baias vor purta
peste timp framantarile, iluziile si clipele de seninatate ale societatii din

Romania perioadei grele a comunismului térziu.

176

After a prolonged period of suffering, Ethel Lucaci-Bdiasis no longer with us. An artist
of great sensitivity, unparalleled in the art of contemporary printmaking, Ethel was
equally at the heart and the fringes of Romanian art for over half a century. She was

a central figure because her personality has left a unique stamp on our thinking the
graphic image in the ‘8os and ‘9os, yet marginal because her independent nature, her
uncompromising morals and her tireless modesty kept her away from the conflicts,
vanities and compromises of the troubled period.

Ethel Lucaci-Bdias transformed the old, rigid and antiquated art of woodcutting into

a highly sophisticated, almost paradoxical instrument, which would rival the most
intimate drawing tools with its flexibility. Her prints’ scale and presence defy the
medium, being at once dynamic and intensively subjective, both delicate and violent,
in the great tradition of the best Japanese calligraphy. With a passionate interest in the
art of the Far East, Ethel understood that the meeting of ink and paper could sublimate
the perennial materials into something just as strong as stone. Her work is elegant yet
primitive, exhibiting a continuous conceptual discipline within the forms carved into
the wood board with the passion and levity of her Székelys heritage, forms she then
transfers onto the resilient fibre of the printing paper.

Be they ethereal or apocalyptic, the images created by Ethel Lucaci-Baias will continue
to carry within the restlessness, illusions and rare moments of grace of Romanian

society during the harshest era of late communism.

(Translated by Andra Nikolayi)

» Ethel Lucaci Baias, Obsession X, xilogravurd — cerneald tipograficd pe hartie japonezd / woodcut -
typographic ink on Japanese paper, 1987. Colectia MNAC / MNAC Collection.
foto / photo: © Nicu Iifoveanu, Dani Ghercad
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A FITNSEAMNA A DEVENI: DETERITORIALIZAREA FABRICII DE PENSULE -
RALUCA TURCANASU DESPRE INCHIDEREA FABRICII DE PENSULE DIN
CLUJ.19.11.2019

BEING IS BECOMING: THE DETERRITORIALIZATION OF THE PAINTBRUSH FACTORY —
RALUCA TURCANASU ON THE CLOSING OF THE PAINTBRUSH FACTORY IN CLUJ

Fabrica de Pensule se afld in mijlocul unei deteritorializari impuse, o forma satelitara
de existentd, conform lui Miki Braniste, curatoarea sezonului de arte performative

din acest an. Braniste recunoaste ca ,avand la indemana totul in acea cladire, am fost
destul de autosuficienti si nu am facut suficiente parteneriate cu alte organizatii din
orag” in acest interviu. lar deteritorializarea e alimentata de dorinta, ca motor principal
pentru a duce proiectele mai departe, in lipsa unui spatiu bine definit. Putem regandi
ceea ce spunea mai sus Rdzvan Anton pornind de la notiunea lui Deleuze si Guattari

a dorintei ca fabricd ce produce neincetat. Astfel, Fabrica de Pensule e intr-o dubla
redevenire: pe de o parte una materialg, care s-a risipit in aerul industriei IT, si una
abstractg, a potentialitatilor colective ale dorintei focalizate, care deja se manifesta

si reangajeaza spatiul public. Sau, mai simplu, e un caz de ,fiecare sfarsit e un nou

FDP Pe.Trecere - dezbateri cu lucrdtori culturali, foto - Roland Véczi

inceput”.

Aceasta fabricd de dorinte a colectivei FDP este cea care da nastere unor noi scheme
(“agencements"”) curatoriale, cum ar fi expozitia video Privirea colectivd: Mostre din ceva care ne priveste pe toti, din spatiul Pilot, sau The Museum Affair, proiect de
interventie artistic3 in spatii muzeale. Intrucét Fabrica de Pensule devine lipsits de cladirea fizic3, se reinventeazs ca ,corp firs organe” (Deleuze), indeterminat (dar nu
nesigur!), lipsit de imagine, devine experiment si program. ,De la un spatiu gazdg, Fabrica de Pensule devine platforma program”, observa Razvan Anton.
Atemporalitatea si deteritorializarea in arta contemporana versus provocdrile sistemice, institutionale din sectorul independent au dat tema celor trei evenimente din
deschiderea sezonului. In Lateral Artspace am mers la un blind-date, una dintre componentele conceptului curatorial din acest sezon, care abordeazs, subtil, tema
necunoscutului din sectorul cultural. Am descoperit cd intalnirea a fost cu Geta Bratescu si al ei Aesop, organizatd in parteneriat cu Galeria Ivan (Bucuresti). Lucrarea video

Studioul, 1978, filmata de lon Grigorescu, a fost de asemenea expusa.

The Paintbrush Factory is in the midst of an imposed deterritorialization, a satellite form of existence according to Miki Braniste, curator of this season’s performative arts, who admits
that "having everything at hand in the building, everyone was quite self sufficient and did not make enough effort to partner up with other organisations in the city,” in this interview. And
deterritorialization is fuelled by desire, as a main engine to move projects forward in lack of a definite space. Informed by Deleuze and Guattari’s notion of desire as a plant that produces
ceaselessly, one can rethink Anton’s aforementioned thought. Thus, the Paintbrush Factory is in a double rebecoming: a material one, which went up in the smoke of the IT industry, and
an abstract one, the collective potentialities of a focused desire that already manifests and reengages the public space. Or, to keep it simple, it's a case of “every end is a new beginning.”
This factory of desire of the FDP collective is the one shaping novel arrangements (“agencements”) such as the video exhibition at The Collective Gaze: Samples of something that
concerns us all season opening or The Museum Affair art interventions exhibition. As the Paintbrush Factory is left without the brick-and-mortar factory, it reinvents itself as "body
without organs” (Deleuze), which is indeterminate (but not uncertain!), it is image-less (or building-less, to be more precise), it is an experiment and a programme. "From a host space, the
Paintbrush Factory has become a platform programme, ” noted Razvan Anton.

Timelessness and deterritorialization in contemporary art versus the systemic, institutional challenges in the independent sector is what overarched the 3 events of the opening night. At
Lateral Artspace we went on a Blind Date, one component of this season’s curatorial concept that subtly approaches the theme of the unknown within the cultural sector. We discovered it

was a date with Geta Brdtescu and her Aesop, organised in partnership with lvan Gallery (Bucharest). Her video work The Studio, 1978, filmed by lon Grigorescu, was also exhibited.
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VICTORIE POETICA IN LUPTA PENTRU OASE SIINIMI-TEODOR AJDER
DESPRE EXPOZITIA PRIMAVARA (VARA, TOAMNA, IARNA) POPOARELOR.
24.11.2019

POETICVICTORY INTHE FIGHT FOR HEARTS AND BONES —TEODOR AJDER ONTHE
EXHIBITION SPRING (WINTER, SUMMER, AUTUMN) OF THE PEOPLE

Expozitia impletita curios si in teritoriul Romaniei de azi a fost o colaborare dintre
galeria BWA si Muzeul Regional din Tarnov. BWA, adica Biuro Wystaw Artystycznych
— biroul expozitiilor artistice — e una dintre multele avanposturi active ale artei
contemporane, parte dintr-o retea fondata in perioada Republicii Populare Polone.
Se poate specula ca BWA-urile au fost gandite ca un fel de rizomi hibrizi deleuziano-
guattarieni, care desi finantate de stat, au un grad destul de inalt de autonomie.
BWA-urile au devenit pe de o parte celule de diseminare dinspre centru in provincie a
noutatilor din lumea artelor vizuale, provenite atat din Vest, dar si din Est, pe de alta,

si dsta era scopul lor prim, sporeau accesul la cultura a oamenilor mai indepartati de

capitald, propulsdnd concomitent si talente noi spre centru.

Am tinut sa subliniez aceste detalii pentru ca titlul Primdvara (iarna, vara, toamna)

Fragmente din Panorama Transilveaneana, foto - Teodor Ajder

popoarelor, desi ne duce cu gandul la istorie si la formidabila perioada din jurul anului

1848-49, iar punctul de plecare al expozitiei e 0 expunere majora de pictura istoricd —

fragmente din Panorama Transilvaneana, putin cunoscuta in Romania — evenimentul a adus, de fapt, in discutie chestiuni acute ce inca mai tin de practica artistica actualg,
cum ar fi gravitatia spre monumentalism a artistilor si mecenatilor; realism pe intelesul tuturor, dar si pseudodocumentalism sau stiri si imagini false; arta vizuald ca mediu
de propaganda politicd; prididirea cu si inspiratia din istorie; (auto)distrugerea obiectelor de arta; defragmentarea si reciclarea unor farame de obiecte de arta; stergerea
liniei demarcatoare dintre artist si curator; precaritatea financiara a artistilor; practicile colaborative, inclusiv internationale, care pot fi implinitoare si rezulta in realizari
exceptionale, dar pot fi congruente si cu paraponiselile impartirii creditelor; sursele de venit ale artistilor; nerespectarea termenilor intelegerilor, cum ar fi intarzierea

sau chiar neplata onorariilor de catre cei ce comisioneaza lucrdrile de arta sau de insasi artistii care devin directori sau manageri de proiecte; uriasa munca pro-bono a
lucratorilor artei si desigur, nu in ultimul timp, imigratia si mai cu prisosintd, contributiile nou-venitilor la culturile gazde.Pretextul expozitiei au fost citeva aniversari
concordante. In primul rand, 170 de ani de la Prim3vara popoarelor — esentiald si pentru Romania, dar si, dupd cum veti vedea in cele ce urmeaz, nu e vorba doar de un
eveniment sau perioadd anume, ci si de teritoriul actual al Romaniei. n 1848-49, in Transilvania avea loc R3scoala Maghiara — una dintre putinele revolutii emancipatoare
din Europa care a evoluat spre o opozitie militara cu succes pentru o perioada mai lunga. S-a mai serbat aniversarea de 225 de ani de la nasterea tarnoveanului Jézef

(Juzef) Bem, general al Réscoalei cu pricina, precum si faptul ca acum go de ani, rdmdsitele lumesti ale lui Bem au fost aduse in Polonia din... Aleppo.

The exhibition, which is curiously interwoven with the territory of today’s Romania, was a collaboration between the BWA gallery and the Tarnow Regional Museum. BWA, meaning Biuro
Wystaw Artystycznych — the office of artistic exhibitions — is one of the many active outposts for contemporary art, part of a network founded during the Polish People’s Republic. It can
be speculated that BWAs were thought as a kind of Deleuzian-Guattarian hybrid rhizomes, which, although funded by the state, have a rather high degree of autonomy. BWAs became
both the cells of dissemination from the center to the province, showcasing the novelties in the world of visual arts, coming from the West, and the East as well, and this was their primary
purpose: increasing people’s access to culture, especially those farther away from the capital, simultaneously pushing new talent to the center.

I'emphasized these details because although the title Spring (winter, summer, autumn) of the people makes us regard the history and the formidable period around 1848-49, and the
starting point of the exhibition is a major display of historical painting — fragments from the Transylvanian Panorama, less known in Romania — in fact, the event brought up issues that
still pertain to current artistic practice, such as the tendency of artists and patrons towards monumentalism; realism that everyone can understand, but also pseudo-documentarism or
fake news and images; visual art as a medium for political propaganda; the assault and the inspiration of history; (self-)destruction of art objects; defragmenting and recycling pieces of
art objects; erasing the dividing line between artist and curator; the financial insecurity of artists; collaborative practices, including international ones, which can be fulfilling and result in
exceptional achievements, but can also be congruent with the troubles of loan sharing; artists’ sources of income; failure to comply with the terms of the agreements, such as the delay or
even non-payment of fees by those who commission the works of art or by the artists themselves who become project managers or directors; the huge pro-bono work of art workers and,
of course, last but not least, immigration, and more importantly, the contributions of newcomers to host cultures.

The pretext for the exhibition were several concurrent anniversaries. First of all, 170 years since the Spring of the Peoples — essential for Romania, but, as you will see in the following,

it's not just about a particular event or period, but also the current territory of Romania. In 1848-49, in Transylvania, the Hungarian Revolution took place — one of the few emancipatory
revolutions in Europe that evolved into a successful military opposition for a longer period. The 225-year anniversary of the birth of Tarnowian Jézef (Juzef) Bem, General of the Uprising, as

well as the fact that go years ago, Bem’s worldly remains were brought to Poland from... Aleppo.
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MAKING CONVERSATION PIECES. SCOALA CURATORIALA DE TOAMNA #1 -
ADA MUNTEAN DESPRE SCOALA CURATORIALA DE TOAMNA. 26.11.2019
MAKING CONVERSATION PIECES. THE AUTUMN SCHOOL OF CURATING #1—ADA
MUNTEAN ONTHE AUTUMN SCHOOL OF CURATING

Scoala curatoriald de toamnd editia |, organizatd de Centrul Cultural Clujean in
parteneriat cu Fundatia Art Encounters Timisoara, in cadrul proiectului ECCA —
Centrul European de Artd Contemporana, s-a desfasurat pe parcursul perioadei 20-27
octombrie 2019. Prima parte a activitatilor a avut loc la Cluj-Napoca, iar mai apoi

in Timisoara, in contextul ultimei saptamani a Bienalei Art Encounters. Apelul de
participare a fost international, grupul de cursanti fiind format din tineri profesionisti
ce activeazd/doresc sd activeze in zona curatoriatului si a managementului cultural, ce

a fost astfel familiarizat atat cu scena artistica romaneasca, cat si cu practici curatoriale

Scoala curatoriald de toamna editia I (Cluj & Timisoara), Ambasada, Timisoara, credit foto: infi.ro
Autumn School of Curating, 1st edition (Cluj & Timisoara), Ambasada, Timisoara, photo credit: infi.ro

contemporane de talie internationald, mediate prin prezenta invitatelor Joanna Warsza
si Fiona GeuR la Cluj si mai apoi prin intdlnirile cu Diana Marincu, Anca Rujoiu si Maria
Lind in Timisoara, curatori ai Bienalei Art Encounters 2019. Leader de curs a fost Joanna Warsza, iar invitatii si partenerii de conversatie pe parcursul intregului program
de activitati au fost: Apparatus 22, Rdzvan Anton, Horea Avram, Georgiana But, Boris Buden, Fiona Geuf3, Mihai lepure-Gorski, Maria Lind, Diana Marincu, Alex Mirutziu,
Andrea Phillips, Alexandru Polgar, Mara Ratiu, Anca Rujoiu si multi altii.

Tema acestei prime editii a Scolii curatoriale a fost explorarea notiunii de conversatie in artd, prin provocarea dialogului si a schimbului de cunostinte, devenind

astfel un instrument de invitare. Conversation pieces au aparut ca picturi istorice conventionale, care ilustrau persoane ce purtau un dialog. In contemporaneitate
expresia conversation piece (piesa conversationald) a inceput sd graviteze in jurul obiectelor care starnesc conversatia si a unor actiuni performative ce apeleaza la vorbire
ca mediu estetic.

Tn cadrul activitatilor de la Cluj, Centrul Cultural Clujean a elaborat un program in parteneriat cu Universitatea de Arta si Design, Fabrica de Pensule si Centrul de Interes,
prin care cei 25 de participanti au luat contact cu institutii centrale si oameni reprezentativi din cadrul lor pentru a-si dezvolta o perspectiva de ansamblu a scenei
artistice locale. Scoala curatoriald s-a desfasurat astfel sub forma unui curs dinamic, in anumite situatii interactiv, prin care s-a incercat un demers de cunoastere la nivel

interpersonal si profesional si s-a facilitat un context de initiere in practici curatoriale contemporane, experimentale.

The Autumn School of Curating was held between 20th and the 27th of October 2019, the first part of the activities taking place in Cluj-Napoca, then in Timisoara, in the context of the
last week of the Art Encounters Biennial. The call for participation was international, the group of students was made up of young professionals who are active or wish to be active in

the curatorial and cultural management areas, which was thus familiar with both the Romanian artistic scene and contemporary curatorial practices of international reach, mediated

by guests Joanna Warsza and Fiona Geuf3 in Cluj and, throughout the meetings, with Diana Marincu, Anca Rujoiu and Maria Lind in Timisoara, the curators of the Art Encounters 2019
Biennale. The course leader was Joanna Warsza, and the guests and conversation partners during the entire program of activities were: Apparatus 22, Rzvan Anton, Horea Avram,
Georgiana But, Boris Buden, Fiona Geuf3, Mihai lepure-Gorski, Maria Lind, Diana Marincu, Alex Mirutziu, Andrea Phillips, Alexandru Polgar, Mara Rativ, Anca Rujoiu and many others.

The theme of this first edition of the School of Curating was exploring the notion of conversation in art by provoking dialogue and exchange of knowledge, thus turning it into a learning
tool. Conversation pieces came to be as conventional historical paintings, illustrating people having a dialogue. In contemporary times, the term "conversation piece” has begun to revolve
around objects that stimulate conversation and performative actions that appeal to speech as an aesthetic medium.

Among other activities in Cluj, the Cultural Center of Cluj elaborated a program in partnership with the University of Art and Design, the Paintbrush Factory and the Center of Interest,
through which the 25 participants got in touch with central institutions and their representatives to develop an overview of the local art scene. The curatorial school was thus developed in
the form of a dynamic course, in certain interactive situations, through which an attempt was made to gain knowledge at interpersonal and professional level and facilitated a context of

initiation into contemporary, experimental curatorial practices.

MUZEUL ABSENT -RALUCA NESTOR OANCEA DESPRE EXPOZITIA MUZEUL
ABSENT. 09.12.2019

THE ABSENT MUSEUM — RALUCA NESTOR OANCEA ON THE EXHIBITION THE ABSENT
MUSEUM

Continuand gandul lui Mihai Oroveanu de a infiinta o institutie dedicata studiului
imaginii si a mediului fotografic, echipa Salonului de Proiecte, sustinutd de criticul de
arta Anca Oroveanu, intim cunoscator al materialelor, a pornit in iunie 2018 programul
»Arhiva fotografica si istoria in transformare / memorie si cercetare”. Aceasta oportuna
initiativa de promovare si activare a colectiei a presupus, pe langa organizarea de
colocvii internationale, o serie de expozitii in a caror realizare echipa Salonului de
Proiecte si-a asumat pe rand rolul de artist ce actioneaza postmodern prin operatii de

recontextualizare iconografica. S-au recreat moduri de citire, in cosmosul arhivei s-a Mircea Nicolae, Muzeul Absent, Vedere din Expozitie, 2019, Salonul de Proiecte, foto Stefan Sava
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reinjectat o noud ordine.

Cea mai recentd expozitie lansata de Salonul de proiecte sub semnatura lui Mircea Nicolae reitereazs, prin titlul Muzeul absent (09.10.2019 — 17.11.2019), o criticd atat
institutionald cat si metodologicd. La un prim nivel se semnaleaza astfel c3, in ciuda coaguldrii unor consistente scoli de fotografie la Bucuresti, lasi, Cluj, necesitatea
existentei unei institutii responsabile de recuperarea, pastrarea si digitizarea colectiilor de imagini fotografice este trecutd cu vederea. In consecints, mult asteptatul
.Muzeu national al fotografiei” zace anchilozat la nivelul incert al visului.

Pe un al doilea nivel, artistul reclamd o noud specie de dualism ce marcheazd abordarea proiectelor fotografice. Schisma respectiva rupe fotografia de artd, asociata

cu valoarea estetic3 si teoria autorului, de fotografia antropologic3, limitat3 la valoarea sociala. In acest sens, Muzeul absent lanseaza o dezbatere asupra fotografiei ca
fenomen cultural complex, dar unitar, chestionand felul in care o posibila ,casa a fotografiei” ar putea sa mixeze perspectiva artei inalte cu cea care foloseste fotografia ca

instrument al documentdrii si memoriei afective.

Continuing Mihai Oroveanu’s plan of founding an institution dedicated to the study of images and photography as a medium, the team of Salonul de Proiecte, with the help of art critic
Anca Oroveanu, who knew the archive materials intimately, the project titled The Photographic Archive and History in Transformation / Memory and Research was begun in June
2018, This initiative involved, besides organizing some international colloquiums, a series of exhibitions in which Salonul de Proiecte played the role of a postmodern artist operating
through iconographic recontextualization. Ways of reading were recreated and a new order was injected into the universe of the archive.

The most recent exhibition showcased at Salonul de Proiecte, designed by Mircea Nicolae, reiterates an institutional and methodological critique through its title, The Absent Museum
(9 October — 17 November 2019). On one level, what the exhibition draws attention to is how, in spite of the existence of consistent schools of photography in Bucharest, lasi, and Cluj,
the need for an institution charged with recovering, preserving, and digitizing existing photography collections has been overlooked. As a result, the much-awaited National Museum of
Photography is still only an uncertain dream.

On a second leve|, the artist signals a new kind of dualism that changes how we approach photography projects. This schism divides art photography, associated with aesthetic value
and author theory, from anthropological photography, which has only social value. In this sense, The Absent Museum launches a debate on photography as complex — but unitary —
cultural phenomenon, questioning the way in which a potential "house of photography” could mix the perspective of high art with that which uses photography as an instrument for

documentation and capturing affective memory.

DEARPUTEATUNELURILEVORBI-MARINA OPREA DESPRE SERIA DE
PERFORMANCE ART LIVEACTION CELL. 16.12.2019

IFTHESE TUNNELS COULD SPEAK — MARINA OPREA ONTHE PERFORMANCE ART SERIES
LIVEACTION CELL

Krastev e un artist de origine bulgara care locuieste si lucreazd in Lausanne, Elvetia, de
25 de ani. Acesta lucreaza prin dans, performance si actorie, iar genul si sexuvalitatea
reprezintd pentru el subiecte de mare interes. Abordarea sa este personala, intuitiva
dar si hibrida, activand mereu la intersectia dintre scena si galerie. Astfel, s-a dovedit a
fi candidatul perfect pentru a aborda practicile sinestezice propuse de curatoarea loana
P3un prin Live Action Cell. Aldturi de antropoloaga Andra Popescu si performerul lonut
Arndutu, Krassen Krastev si-a dat repede seama ca intélnirea celor trei a fost poate

predestinata.

Tn ultimii ani, performance-ul s-a bucurat de o veritabild renastere in urma unor

schimbari majore de paradigma. In timp ce postmodernismul isi d& ultima suflare,

Tun.el performance, photo - Razvan Leucea

metamodernismul, sau miscarea new sincerity (,noua sinceritate”) preia incet dar sigur

statutul de nou ,-ism” dominant din arta contemporana. Lasand in urma practicile

deconstructiviste, reci si informale ale predecesorilor, metamodernismul intoarce spatele cinismului, imbratisand empatia si solidaritatea ca mijloace de expresie artistica.
lar natura versatila, efemera, adaptabil3, greu de cuprins a performance-ului merge mana-n mana cu aceste concepte. Nu mai vorbim de o arta care pur si simplu este,

ci de o artd care se petrece sub ochii nostri, o artd care nu e doar vazuts, ci si experimentata. Cele mai antrenante lucrari de performance contemporane se bazeaza pe
sensibilitatea si perceptia publicului. In aceste cazuri, statementurile artistice devin inutile, pentru ca mereu apar moduri noi, personale de receptie.

Elementele cheie ale demersurilor metamoderne sunt procesul si colaborarea, care devin la fel de importante ca insasi lucrarea. Arta noii sinceritati nu este un obiect, ci o
intlnire, o impreunare are a mai multor minti si viziuni f&ra o cheie unici de citire, I3sdnd loc pentru interpretari infinite. In acest sens, cercetarea de la baza unei astfel de

lucrari are loc in sfera exterioara, dar este si un proces de interiorizare.

Krastev is an artist of Bulgarian origins who has been living and working in Lausanne, Switzerland, for the past twenty-five years. He dabbles in dance, performance art and acting, with
gender and sexuality as his main topics of interest. His approach to his craft is highly personal and intuitive, not to mention hybrid, always activating at the intersection between the black
box and the white cube. Of course, this made him the perfect contender to engage in the synesthetic practices proposed by curator loana Paun with Live Action Cell. Teamed up with
anthropologist Andra Popescu and performer lonut Arndutu, Krassen Krastev soon realized that this encounter might have been destined to take place.

In recent years, performance art witnessed a veritable renaissance in the wake of major paradigm shifts. As postmodernism takes its last breath, metamodernism, or the new sincerity

movement is slowly but surely establishing itself as the new dominant “ism” in contemporary art. Leaving aside the cold, informal, deconstructive practices of its predecessor,
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Fragmente din Revista-ARTA online
Excerpts from Revista-ARTA online

metamodernism turns its back on cynicism and embraces empathy and solidarity as a means of artistic expression. And performance art’s versatile, ephemeral, adaptable, hard to pin
down nature goes hand in hand with these concepts. We're no longer talking about art that simply is, but of art that happens before our eyes, a kind of art that is not simply seen, but
experienced. Today’s most engaging performance pieces rely on the public’s sensitivity and perception, rendering art statements virtually useless, thus giving birth to new, novel and
personal models for receiving it.

A key aspect of metamodern endeavors is collaboration and process, which are just as important as the finite art piece itself. The art of new sincerity is not an object, but an encounter, a
coming together of many minds and visions that is not limited to only one reading. Rather;, the meaning and/or conclusion is often left open-ended, leaving room for the mind to wonder.

In this sense, the research for such a work of art takes place outward as well as inward.

IARNA PICTURII-ADRIANA OPREA IN DIALOG CU CURATOAREA LOTTE
LAUB DESPRE PERSONALA LUI SEBASTIAN HOSU, LEISURE LIFE. 28.01.2020
THE WINTER OF PAINTING —ADRIANA OPREA IN DIALOGUE WITH CURATOR LOTTE LAUB
ABOUT SEBASTIAN HOSU'S SOLO SHOW, LEISURE LIFE

Adriana Oprea: In cazul lui Sebastian Hosu, apelul la fotografie ca reper pentru
producerea acestor imagini picturale cu multe elemente naturale in ele se impleteste
ambiguu cu apelul la natura insasi. Adica daca desenele si picturile lui pornesc de la —
fotografii cu oameni in naturg, picturile insele care rezulta de aici par niste studii libere

dupa natura (libere de orice fotografie prealabild) — un paradox. Recursul la fotografie |
(la imaginea mediata fotografic) pare sa serveasca ascunderii medierii: imaginile

picturale rezultate sunt proaspete si vii ca niste studii, ebose, schite spontane dupd

naturd, exercitii de virtuozitate picturald dupa natura, fara niciun fel de mediere

fotografica in ele. Dacd in ,scoala” lui Gerhard Richter picturile sunt inghetate, —
»~moarte”, intepenite — pentru cd sunt facute prin/despre fotografie, aici picturile,

tot prin fotografie fiind facute, sunt totusi vii si explozive, freamata de viata. Pictura

foloseste fotografia ca sd ,scape” de ea. E corecta aceasta intuitie/observatie despre B el ]
pictura lui Sebastian Hosu?

Lotte Laub: Sebastian Hosu s-a ghidat dupa fotografia vernaculara din Berlinul de Est

al anilor ‘60 -'70, fotografii alb-negru realizate in excursii de familie in jurul lacurilor

Sebastian Hosu, exhibition view Leisure Life, Anca Poterasu gallery, 2019

de langa Berlin. Fotografiile provin de fapt din arhiva de familie a sotiei sale si creeaza

astfel o referinta personala si biografica. Din picturile si desenele lui Sebastian Hosu nu

reiese neaparat faptul artistul lucreaza cu fotografii. Dar la o privire mai atenta m-am intrebat cum fsi alege motivele. Acestea sunt adeseori corpuri atletice sau grupuri de
figuri aflate in miscare intr-un anumit peisaj. Anumite motive, cum ar fi jocul trasului de sfoara, un sport de echipa competitiv, care este tot de moda veche, indicand parca

s

o0 alta epoca, reprezinta o tema recurenta. Repetitia acestui motiv al ,trasului de sfoara” din desenele si lucrdrile sale hibride dau impresia cd picturile sale ar fi de fapt niste

studii, asupra carora ar fi lucrat atent. In pictura sa in ulei, Outscape I (2016), sunt utilizate doar fragmente, membre izolate desprinzandu-se de pe fundal.

Adriana Oprea: In the case of Sebastian Hosu, the call to photography as inspiration for the production of these pictorial images with a lot of nature in them is ambiguously
intertwined with the call to nature itself. That is, if his drawings and paintings start from photographs with people in nature, the paintings themselves that result from this

seem like free studies after nature (free of any prior photography) — a paradox. The mediation of photography (or the photographically mediated image) seems to serve the
concealment of mediation: the resulting pictorial images present themselves as fresh and vivid studies, sketches, spontaneous sketches after nature, exercises of pictorial
virtuosity — études aprés nature, without any kind of photographic mediation in them. If in the “school” of Gerhard Richter the paintings are frozen, "dead” — because they

are made using/referring to photography; in this case, the paintings, also being made through photography, are still alive and explosive, bursting with life. The painting uses
photography to “escape” from it. Is this intuition/observation correct about Sebastian Hosu’s painting?

Lotte Laub: Sebastian Hosu has looked at vernacular photography from East Berlin from the 1960s and 1970s, black-and-white photos taken on family trips to the lakes around Berlin. The
photos are actually from his partner’s family archive and thus create a personal and biographical reference. In Sebastian Hosu's paintings and drawings, you don't necessarily pick up on
the fact that he’s been working with photographs. But on a second look | asked myself how he chooses his motifs. They're often athletic bodies or groups of figures in motion in a particular
landscape. Certain motifs, such as "tug of war, ” a competitive team sport that is also old-fashioned, as if indicative of another time, recur over and again. Recurrence of, say, the tug-of-war
motifin the drawings, charcoal-oil hybrids and paintings gives his works an impression of being studies, as if they were something he was working on. In his oil painting Outscape | (2016)

only fragments are used, individual limbs standing out from the background.
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INCURSIUNE IN POST-MUZICA CU DYSLEX - MIRON GHIU IN DIALOG CU DYSLEX DE LA KINEMA IKON. 07.01.2020
A DIVE INTO POST-MUSIC WITH DYSLEX — MIRON GHIU IN DIALOGUE WITH DYSLEX OF KINEMA IKON.

Termenul de post-muzicd nu este unul nou, Nam June Paik il folosea prin anii ‘60, dar fenomenul in sine este pare sa fi capatat amploare la noi in tara abia Tn ultimii ani,
culminand cu o serie de evenimente in Bucuresti cu acelasi nume. Post-muzica merge dincolo de auditiv catre o zona de sintestezie, unde suntele devin palpabile si capata
forme si dimensiuni. Am ales sa detaliez acest subiect cu ajutorul lui Dyslex, unul dintre cei mai productivi si experimentali artisti de sound art din peisajul local, iar cu acest
prilej, am aflat mai multe si despre activitatea lui in cadrul grupului kinema ikon.

Miron Ghiu: Cum te-ai simtit in contextul (initiat de Mitos Micleuseanu) de Post-Muzicd? Ce inseamnd pentru tine post-(sau meta-) muzicd? Eu cred ca te incadrezi, avdnd in
vedere experimentele pe care le faci.

Dyslex: Post-muzica e o notiune interesanta. Ajuta la repozitionare, ca experienta puternic senzoriala, a ideii de muzica. Daca rolul intregului spectru de frecvente (de

su

exemplu) cu care se ,modeleaza” o creatie sonora a fost diminuat de standardizarea formatelor de redare a muzicii, am ajuns sa ne raportam si sa numim muzica doar
ceea ce se integreaza in standardele populare. Inaintea erei inregistrarilor, ceea ce traiai la un concert nu putea fi repetat; de la dimensiunea inc3perii sau numarul de
spectatori, totul influenta, percepeai vibratiile cu toata suprafata corpului (octabasul, de exemplu, trebuie sa se fi simtit spectaculos) — stare pe care incerc si eu sa o redau
n performance-uri; sunete pe care doar le simti sau le vezi, care sunt tesute pe o structurd geometrica. Post-muzica atrage atentia asupra acestor detalii, poate vitate,

poate marginalizate; atrage atentia asupra muzicii ca interdisciplinaritate, muzica mare, sd zicem.

The term post-music is not new, Nam June Paik first used it in the ‘6os, but the phenomenon itself seems to have gained traction in Romania only in recent years, culminating in a series

of events in Bucharest under the same name. Post-music goes beyond audio to the realms of synesthesia, where sound becomes palpable and acquires form and dimension. | wanted to
explore this topic with the help of Dyslex, one of the most productive and experimental sound artists in the local scene, and on this occasion, | learned more about his activity within the
group kinema ikon.

Miron Ghiu: How did you feel in the context (initiated by Mitos Micleuseanu) of Post-Music? What does post- (or meta-) music mean to you? | think it suits you, given the
experiments you make.

Dyslex: Post-music is an interesting notion. It helps to reposition the idea of music as a sensory experience. If the role of the entire spectrum of frequencies (for example) with which a
sound creation is "shaped” has been diminished by the standardization of music playback formats, we have come to refer to and call music only what is integrated into popular standards.
Before the recording era, a concert experience could not be reproduced; from the size of the room to the number of spectators, everything had an influence, vibrations could be felt on the
entire surface of the body (the octobass, for example, must have felt spectacular) — a state that | am trying to reproduce in performances; sounds you just feel or see, which are woven on a

geometric structure. Post-music draws attention to these details, which can often be forgotten or marginalized; it draws attention to music as interdisciplinarity, to greater music, if you will.

Dyslex
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MUZEUL NATIONAL DE ARTA
CONTEMPORANA.

SEZONUL EXPOZITIONAL
TOAMNA 2019 - PRIMAVARA 2020

NATIONAL MUSEUM OF CONTEMPORARY ART
FALL 2019 = SPRING 2020 EXHIBITION SEASON

Sponsori / Sponsors: Greentek & DARA Lighting, Crama Oprisor, Policolor Romania, Grup Transilvae, Vitamin Aqua

Parteneri media / Media Partners: Carturesti, Elle Romania, Energiea, FEEDER.ro, Galeria Sector 1, GOKID.ro, Igloo mediq, Life.
ro, National Geographic Romania, Radio Romdania Cultural, Revista ARTA, RFI Romania, Revista Zeppelin, SUB25, Super, Super-
eroi printre noi, TANANANA, The Institute, Totul despre mame, Ziarul Metropolis, Zile si Nopti Bucuresti.

MNAC Muzeul National de Art& Contemporand / The National Museum of Contemporary Art (MNAC Bucharest)
Palatul Parlamentului / The Palace of Parliament

Str. lzvor 2-4, Aripa/ Wing E4, 050563 Bucuresti sector 5/ Bucharest, Romania

Accesul prin Calea 13 Septembrie (poarta B3) / Acces from Calea 13 Septembrie (B3 Gate)

Mai—Octombrie / May—October:

Miercuri—Duminicd, 12:00—20:00 / Wednesday—Sunday, 12—8 pm

Noiembrie—Aprilie / November—April:

Miercuri—Duminicd, 10:00—18:00 / Wednesday—Sunday, 10 am—6 pm
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Margareta Sterian. Opere tarzii— vedere din expozitie
Margareta Sterian. Late works - installation view
foto / photo : © Serioja Bocsok / MNAC

MARGARETA STERIAN (1897-1992). OPERE TARZII
MARGARETA STERIAN (1897-1992). LATE WORKS
31.10.2019 — 12.01.2020

Parter / Ground floor

Artist: Margareta Sterian

Curator: Simona Vildu

Una dintre marile artiste ale secolului al XX-lea roménesc, Margareta Sterian, o
personalitate eruditd cu o creatie prodigioasa este prezenta cu noudzeci si trei
de lucrari realizate in perioada 1948-1991. Ele sunt expuse intr-un cadru nou,
creat de o recontextualizare spatiald a operelor si de juxtapunerea identitatii
picturii de sevalet unei sectiuni documentare, adaptate instrumentelor
cercetarii contemporane asupra marilor figuri feminine ale istoriei artei est-
europene.

One of the great artists of the 20th century in Romania, Margareta Sterian,
an intellectual personality with a prodigious oeuvre, is the subject of

this exhibition, showcasing ninety-three artworks made between 1948
and 1991. They are currently displayed in a new framework, created by a
spatial re-contextualization of the objects and by their juxtaposition to

a documentary section, adapted to our contemporary research tools on

great female figures of the Eastern European history of art.

Deco-. Penelopa in larnd — vedere din expozitie
Deco-. Penelope in Winter — installation view
foto / photo: © Gabriela Pand / MNAC

DECO-. PENELOPA IN IARNA

DECO-. PENELOPE IN WINTER

O selectie din colectia MNAC

A Display from the MNAC Bucharest Collection

22.01.2020 — 23.02.2020

Parter / Ground Floor

Artiste / Artists: Crina loana Athanasiu, Doina Lucanu-Sbarciu, Constanta
Niculescu Buzdu, Carmen Paiu, Calina Pandele-Yttredal, Lila Passima, Adriana
Popescu-Pasat, Florica Prevenda, Teodora Rusu, Anca Sesan, Graziella
Stoichitd-Ghica

Curator: Simona Vildu

Coordonator Colectii-Conservare / Collections and Conservation Department
Coordinator: Irina Radu

Conservator Artd Decorativa / Applied Arts Conservator: Mariana Constantin
Multumiri / Thanks to: Cerasela Barbone (muzeograf / museographer),

Melania Predescu (evidenta operelor de arta si colectiilor / museum registrar)

Alegerea motivului Penelopei se concentreaza mai putin asupra povestii

cu final fericit din Odiseea, cat asupra asteptarii, acel sentiment ingrosat

de impietrire si anxietate, in care se intretes toate fibrele unei opere. Citim
aceastd opera ca pe o mostra de rigurozitate, aplecare (si aplicare), atentie,
timp dedicat, concentrare, fortd si pasiune.

Considerate drept arte minore in trecut, artele decorative, in varietatea lor, au
devenit de cativa ani fncoace un motiv de atentie in majoritatea institutiilor
ce promoveaza arta contemporana, de la cele mici, la cele mai mari. MNAC
detine o colectie de aproximativ 7000 de lucrdri, dintre care aproape 700

sunt considerate arte decorative. lar mai mult de jumatate dintre autoarele
acestora sunt femei, motiv suficient pentru a deschide portile Penelopei si
pentru a etala o selectie de artiste mature, importante, unele dintre ele mai
putin cunoscute publicului, dar cu opere ce merita toata atentia.

The choice of Penelope’s motif is less focused on the happily ended

story from the Odyssey, than the waiting, that anguishing, petrifying,
augmented feeling, in which all the fibers of an oeuvre are interwoven. And
when we say oeuvre, we mean an example of strictness, inclination (and
disposition), attention, dedicated time, focus, force, and passion.

Being considered minor arts in the past, the applied arts, in their variety,

have become, for a few years, a reason of attention in the majority of the
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institutions promoting contemporary art, from the most discreet, to the
mainstream. MNAC Bucharest owns a public collection of approximately
7,000 artworks, from which almost 700 are considered applied arts items.
And more than half of their authors are women, which is an enough reason
to open Penelope’s gates and to put on display a selection of mature,
important artists, more or less known to the public, but with significant

oeuvres that deserve all of our attention.

Christoph Niemann. Punct de vedere — vedere din expozitie
Christoph Niemann. Point of View - installation view
foto / photo: © Gabriela Pand / MNAC;

prin amabilitatea / courtesy of: Studio Christoph Niemann

CHRISTOPH NIEMANN. PUNCT DE VEDERE

CHRISTOPH NIEMANN. POINT OF VIEW

27.02.2020 — 03.05.2020

Parter / Ground Floor

Artist: Christoph Niemann

Expozitie organizatd de / Exhibition organized by: MNAC & Hotspot Workhub

Bucuresti

Pentru prima data la Bucuresti, MNAC si Hotspot Workhub prezinta cele mai
cunoscute opere si serii narative ale lui Christoph Niemann, cum ar fi Copertile
. The New Yorker” /The New Yorker covers, Desenele de duminicd / Sunday
Sketches, Forme / Pattern, Caietele de notite / Sketchbooks, Sd dospeascd / Let

It Dough, Ilustratii politice / Political Illustrations, Orasul abstract / Abstract City
sau llustratiile Wired / Wired.

For the first time in Bucharest, MNAC and Hotspot Workhub are presenting
the well-known works and narrative series by Christoph Niemann: The New
Yorker Covers, Patterns, Sketchbooks, Let It Dough, Political lllustrations,
Abstract City or Wired Illustrations.
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Peisaj Infinit - detaliu
Endless Landscape - detail
foto / photo: © Serioja Bocsok / MNAG; prin amabilitatea artistului / courtesy of the artist

PEISAJ INFINIT. IOAN SBARCIU

ENDLESS LANDSCAPE. IOAN SBARCIU

31.10.2019 — 03.05.2020

Parter — Sala de Marmura / Ground floor — Marble Hall

Artist: loan Sbarciu

Cu sprijinul / With the support of: Greentek Lighting, Andreea Stanculeanu
(Sector 1 Gallery)

Asistentd tehnicd / Technical assistance: Bencze Laszlo

De cateva decenii, loan Sbarciu joaca rolul unei figuri centrale in cadrul
fenomenului pedagogic, artistic si managerial intitulat, cu un termen ambitios
si doar partial acoperitor, Scoala de la Cluj. Ca pictor, si-a croit un drum special
n istoria modernitdtii romanesti, prin capacitatea unica de a orchestra spatii
picturale ample, incdrcate cu straturi si retele de culoare complexe. Expozitia
de la MNAC este de fapt o instalatie fard precedent in Romania, o panza
monumentald care umple emblematica Sala de Marmura a muzeului, devenind
astfel un obiect sincretic, ce apartine deopotriva picturii si sculpturii.

loan Sbarciu has been for decades a central figure of the pedagogical,
aesthetical and managerial phenomenon baptized with the ambitious, and
somehow approximate name “The Cluj School of Painting”. As a painter, he
carved for himself a singular place in the history of Romanian modernity,
through a unique ability to orchestrate vast painterly spaces, charged with
intricate layers and networks of colour. The exhibition at MNAC is actually
an installation, unprecedented in our culture, with one single monumental
canvas filling the emblematic Marble Hall of the museum, and becoming

practically a transgressive object, between sculpture and painting.

Vdzand Istoria — 1947-2007. Colectia MNAC - vedere din expozitie
Seeing History — 1947-2007. The MNAC Collection - installation view
foto / photo: © Dani Gherca / MNAC

VAZAND ISTORIA - 1947-2007. Colectia MNAC

SEEING HISTORY -1947-2007. THE MNAC COLLECTION

deschis incepand cu / open since: 15.11.2018

Etaj 1/ First floor

Design expozitie / Exhibition design: skaarchitects

Design grafic / Graphic design: Bogdan Ceausescu

Echipa curatoriald / Curatorial team: Cristina Cojocaru, Cdlin Dan, Sandra
Demetrescu, Mélina lonescu, Adriana Oprea, Magda Predescu, Irina Radu
Echipa colectii - conservare / Collections and preservation team: Gelu Cernat,
Alina Constantin, Mariana Constantin, Cristina Dumitrascu, Florin Memet,
Irina Radu, Romane Ratsimihah, Claudia Popa, George Popescu, lulia Popovici,
luliana Stirbu

Echipa documentare - memorie digitald / Documentation - digital memory
team: Cerasela Barbone, Cdlina Barzu, Daniela Daneliuc, Alexandru
Oberlander-Tarnoveanu, Gabriela Pand, Melania Predescu

Echipa tehnica / Technical team: Ludovic Arsene, Valentin Dudau, Mirel
Dumitrascu, Cristinel Enache, Mirel Gheorghe, Nelu Radu, Paul Sandu, Marian
Savulescu, Adrian Stoian, Stefan Tudor, lonel Zegheanu

Multumiri speciale / Special thanks: Serioja Bocsok; Bogdan Vasilescu (Grup

Transilvae)

Istoria recentd a Romaniei (1947, anul abolirii monarhiei — 2007, anul intrarii
Romaniei in UE) intra in dialog cu istoria artei prin intermediul uneia dintre
cele mai eclectice colectii muzeale de la noi, revizitata printr-un discurs
expozitional care pune pe acelasi plan dimensiunea documentard si pe cea
artistica, productia de obiect cultural si contextul in care aceasta a avut loc.
Mostenita in mare proportie pe cale institutionala si reflectdnd mecanismele
de achizitii ale vechilor structuri comuniste de propaganda culturalg, colectia
Muzeului National de Artd Contemporana este in masura sa ofere o privire
nuantatd asupra vietii artistice din Romania, nu doar dupd criterii de valoare,
ci si din perspectiva complexa a contextului social, economic si al directivelor
politice care au influentat-o. Vdzand istoria — 1947-2007 este gandita ca o
platforma deschisd de prezentare, analiza si dezbatere, realizata pe principiile
curatoriatului colectiv si destinata unei continue transformari prin acumularea

de cunoastere.

Romania’s contemporary history (1947, the year when monarchy was
abolished in Romania — 2007, when the country became an EU member)
and art history enter in dialogue through the systematic display of one of
our country’s most eclectic museum collections, by giving equal weight to
the documentary and artistic dimensions, to the production of culture and
to the context determining it.

Inherited mostly from other institutions and reflecting the purchase
mechanisms of the former communist cultural propaganda structures, the
MNAC collection is able to contribute to a nuanced outlook on Romanian
artistic life, from a perspective guided not only by value criteria, but also by
an overview of the social, economic and political context that influenced
its becoming. Seeing History — 1947-2007 is designed as an open platform
for presentation, analysis and debate, following the principles of collective
curating and bound to continuously evolve through the accumulation of

knowledge.

Metamorfozele lui Julian [...] - vedere din expozitie

The Metamorphoses of Julian [...] - installation view

foto / photo: © Serioja Bocsok / MNAC;

prin amabilitatea familiei Mereutd / courtesy of the Mereuta family

METAMORFOZELE LUI JULIAN.

O RETROSPECTIVA-LABORATOR IULIAN MEREUTA

THE METAMORPHOSES OF JULIAN. A IULIAN MEREUTA
RETROSPECTIVE-IN-PROGRESS

31.10.2019 — 03.05.2020

Etaj3/3rd Floor

Curator: Célin Dan

Asistent curator / Assistant curator: Sandra Demetrescu
Cercetare / Research: Patricia Badulescu, Simona Vildu
Design expozitie / Exhibition design: skaarchitects
Multumiri speciale / Special thanks: Viorel & Roxana Mereutd, Decebal Scriba,

Mihai Nazarie

Istoric si critic de arta, creator al unul univers vizual polimorf, lulian (Julian)
Mereutd (1943 — 2015) s-a format in cercurile celui de-al treilea val de
suprarealism roménesc, ca membru al echipei Revistei ARTA si exponent

al miscarii artei conceptuale de la finalul anilor ‘60, inainte de emigrarea in
Franta, in 1978. MNAC prezinta prima retrospectiva a unui artist disparut
nainte de a primi recunoasterea binemeritata, recuperandu-I pentru canonul

modernitétii tarzii din Romania.



MNAC - PROGRAM EXPOZITIONAL
MNAC- EXHIBITION PROGRAM

Tn cadrul expozitiei vor fi organizate o serie de instalatii succesive, menite s3
descrie complexitatea universului si practicii artistului, definind in acelasi timp
locul unic pe care |-a ocupat lulian Mereuta in cele doud culturi carora le-a
apartinut.

Art historian, art critic, creator of a polymorphous visual universe, lulian
(Julian) Mereut3 (1943 — 2015) shaped his personality in the circles of
Romanian 3rd wave of surrealism, as a team member of ARTA magazine
and as a participant in the conceptual art movement of the late 1960s,
before emigrating to France in 1978. MNAC is presenting the first
retrospective of an artist disappeared before reaching a well deserved
recognition, recuperating him for the canon of the Romanian late
modernity.

During the installment at MNAC, a series of micro-presentations will
succeed each other, showcasing the complexity of Mereutd'’s thematic
universe and practice and seeking to pinpoint his unique place in the two

cultures he made his own.

Marianna Christofides. Days In Between — vedere din expozitie / installation view
foto / photo: © Serioja Bocsok / MNAG; prin amabilitatea artistei / courtesy of the artist

MARIANNA CHRISTOFIDES. DAYS IN BETWEEN

31.10.2019 — 15.12.2019

Etajul 4 / 4th Floor

Artist: Marianna Christofides

Curator: Andrei Siclodi

Coordonatori MNAC / MNAC Coordinators: Sandra Demetrescu, Alexandru
Oberlénder-Tarnoveanu

Tn parteneriat cu / In partnership with: Kinstlerhaus Bichsenhausen, Innsbruck
Cu sprijinul / Supported by: Institute for Foreign Relations (IfA), Germany;
Berlin Senate Department for Culture and Europe; Cultural Services, Ministry
of Education and Culture, Republic of Cyprus; i-Portunus, Creative Europe
Programme

Multumiri speciale / Special Thanks: Muzeul National de Istorie Naturala
Grigore Antipa, Muzeul National de Geologie, Goethe Institute Bucharest,
Mihai Pop (Galeria Plan B), Cinelab Romania, Stefan Vasilescu (Zeedo)
Expozitia este o colaborare exclusivd cu Programul de Rezidente pentru Artd si
Teorie al Kinstlerhaus Biichsenhausen, Innsbruck/Austria. / The exhibition is
an exclusive cooperation with the Fellowship Program for Art and Theory at

Kiinstlerhaus Biichsenhausen, Innsbruck/Austria.
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Marianna Christofides (n. 1980, Nicosia, locuieste la Berlin) este una dintre
cele mai renumite artiste contemporane din Cipru. In eseurile si instalatiile
sale de film, Christofides abordeaza juxtapuneri ale naratiunilor geologice si
socio-istorice, precum si problematica instrumentarii conceptului de naturd

ca justificare pentru modalitdti de gandire deterministe care incearcd sa
oculteze caracterul contingent al lucrurilor si al realittilor culturale. In prima
ei expozitie personald in Romania, Christofides prezinta instalatia multimedia
Days In Between, o reconfigurare completad a filmului-eseu eponim produs
initial in 2015. Noua versiune prezentata la MNAC ia forma unei instalatii
multi-canal constand din proiectii pe 16 mm sincronizate si o lucrare audio,
articulate intr-o punere in scena complexa. Instalatia combina materialele
filmate deja existente cu o completare recent filmata la Bucuresti, in primavara
anului 2019, concentrata in jurul evenimentului cutremurului care a devastat
Romania n anul 1977.

Marianna Christofides (b.1980, Nicosia, lives in Berlin) is one of the
internationally most renowned contemporary artists from Cyprus. In

her film essays and film installations, she addresses juxtapositions of
geological and socio-historical narratives as well as the (mis)use of the
concept of nature, as a justification for determinist mindsets that attempt
to obscure the contingent character of things and cultural facts. In her first
solo exhibition in Romania, Christofides shows the multimedia installation
Days In Between, a reconfiguration of the eponymous single-channel film
essay she initially produced in 2015. The new version takes the shape of a
multi-channel installation consisting of 16mm synchronized projections
and an audio work articulated in a manifold spatial mise-en-scéne. The
installation combines existent footage with recent material shot in
Bucharest in spring 2019, staged around the event of the earthquake that

devastated Romania in 1977.

Liliana Mercioiu Popa. Moduri de a construi — vedere din expozitie
Liliana Mercioiu Popa. Methods of buliding - installation view
foto / photo: © Serioja Bocsok / MNAG; prin amabilitatea artistei / courtesy of the artist

LILIANA MERCIOIU POPA. MODURI DE A CONSTRUI
LILIANA MERCIOIU POPA. METHODS OF BUILDING
06.02.2020 — 03.05.2020

Etaj 4 / 4th Floor

Artist: Liliana Mercioiu Popa

Curator: Sandra Demetrescu

Liliana Mercioiu Popa (n. 1975) e o artistd vizuala care trdieste si lucreaza la
Timisoara, unde preda picturd la Facultatea de Arte si Design si activeaza in
cadrul unor grupuri precum IN- FORMAT sau Avantpost. In expozitia de la
MNAC, accentul a fost pus pe (re)crearea unui parcurs in practica ei, incepand
cu proiecte timpurii si pdnd la un corpus recent de lucrdri, dintre care o parte
au fost dezvoltate sau adaptate pentru aceastd ocazie; scopul este acela de a
aduce laolalta o serie de preocupari si teme ca elemente constitutive a ceea

ce devine, in fapt, o instalatie site-specific coerentd, incluzand varietatea de
medii practicate cu lejeritate de artista, precum readymade, video, fotografie
sau instalatie. Conceputad ca o aldturare convingatoare de imagini puternice,
Moduri de a construi dezvaluie mai presus de orice felul in care Liliana Mercioiu
Popa se raporteaza la ,mediul” inconjurdtor — cel obiectiv, dar si straturile
conceptuale prin care fsi (re)compune, mereu, imaginea despre lume.

Liliana Mercioiu Popa (b. 1975) is a Romanian visual artist based in
Tmisoara, where she teaches painting at the Faculty of Art and Design and
activates in artist groups like IN-FORMAT and Avantpost. Her work consists
of various forms of expression, from painting and drawing to installation
and photography. In the exhibition at MNAC, the focus lies on creating an
arch through her practice, spanning from earlier projects and up to a recent
body of works, some of which were developed or adapted for this occasion;
the goal is to bring together a series of concerns and themes as constituent
parts of what in fact becomes a coherent site-specific installation project,
featuring a vast array of media seamlessly employed by the artist, such

as readymade, video, photography or installation. Conceived as a striking
combination of powerful images, Methods of Building is primarily an
account on how Liliana Mercioiu Popa relates to her “surroundings” — be
they the physical ones, or the several conceptual layers through which she

(re)composes, time and again, her image of the world.

Illlustration now #, vedere din expozitie / installation view

ILLUSTRATION NOW. STUDENT EXHIBITION #2

23.11.2019 - 03.05.2020

Etajul 4, Cafenea / 4th floor, Cafe

Artisti / Artists: Andrei Albu, Radu Cretu (Cracklez), Florin Enache, Valentin
Lazar

Curator: Mihai Zgondoiu

Ilustration Now. Student Exhibition #2 este o expozitie de ilustratii realizata

cu studenti din anul Il ai departamentului de Design, Facultatea de Arte
Decorative si Design, UNArte — Bucuresti. Creatiile lor vor fi realizate live pe
simezele cafenelei MNAC de la etajul IV al Casei Poporului, si vor aduce in prim
planimagini prin care tandra generatie percepe cei 30 de ani de la Revolutia
Romana din 1989, dar si predictii despre ce ne rezerva viitorul.

Ilustration Now. Student Exhibition #2 is an illustration exhibition by 3rd
year students from the Department of Design of the Faculty of Decorative
Arts and Design, UNArte — Bucharest. Their creations will be realized live
on the walls of the MNAC Bucharest café on the 4th floor of the House of
the People and will bring to the forefront images through which the young
generation perceives the 30 years since the Romanian Revolution of 1989,

as well as predictions of what the future holds in store.

Urban Steps - vedere din expozitie / installation view [pandele pandele]

URBAN STEPS

Powered by MOLOTOW

deschis incepand cu / open since: 15.11.2018

Artisti / Artists: Erps, Sage, Irlo, Obie Platon, Kero, Ocu, Lost Optics, Recis,
Pandele Pandele, Lucian Hrisav, Reg, Lux, Mser, HomeBoy, Neon, Duno,
Lumin, Constantin Rusu/Skema, Mircea Popescu, Lucian Sandu Milea

Curator: Mihai Zgondoiu

Proiectul URBAN STEPS, realizat in parteneriat cu MOLOTOW, aduna laolalta
cele mai rasundtoare 20 de voci ale street art-ului romanesc, intr-o lucrare
murald desfasuratd pe 500 de metri patrati, pe care o puteti descoperi, pas cu
pas, pe scarile interioare ale Muzeului National de Arta Contemporand. URBAN
STEPS marcheaza 20 de ani de artd urbana in Romania si este primul proiect
complex de Urban & Street Art, curatoriat si gazduit de o institutie muzeala de
artd din Romania.

The URBAN STEPS project, made in partnership with MOLOTOW, brings
together the most important 20 names of Romanian street art, in a 500
square meters mural that can be discovered, step by step, along MNAC
Bucharest'’s staircases. URBAN STEPS highlights 20 years of urban art in
Romania and is the first complex graffiti project curated and hosted by an

art museum in Romania.
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ALBA IULIA
Galeria de Artd a Municipiului Alba lulia

Florin Viorel- Expozitie personald de pictura

Curator: Ana Pantea / 07.02.2020 - 03.03.2020

Blanck Il- expozitie de grup

Curator: Noemi Kusztos /07.03 2020 - 03.04.2020

BACAU

Galeria ,,Noud” - Str. N. Balcescu nr.12, parter

Salonul de Primévara “Arta in dar de Martisor” — editia
alll-a —“Gradini suspendate”- expozitie de grup
Curator: Carmen Poenaru

21.02.2020 —21.03.2020

Galeria ,Frunzetti” - Str. N. Balcescu nr. 12, etaj

Eugen Raportoru- “National-International” - Expozitie
personala de pictura

Curator: Carmen Poenaru /13.12.2019 —15.01.2020

Expozitie de grup ,Mioritei 21”- picturd, grafica.

Sculptura, obiect /Vernisaj: 7.02.2020

Dumitru Macovei si Giulian Dumitriu— Expozitie de
picturd, respectiv sculpturd

Curator: Dumitru Macovei / 01.03.2020 — 31.03.2020

Galeriile Alfa - Str. Mdrasesti nr. 12
Anuala UAP- 5o de ani de arte plastic profesioniste in

Bacdu! / Vernisaj- 31.01.2020

BRAILA

Galeriile de Arta - Piata Traian, nr. 2
Salonul anual al artistilor plastici brdileni
Expun: Membrii Filiala UAPR Braila

Curator: Gh. Mosorescu [ 19 dec.-28 feb. 2020

Salonul National de Plastica Mica - Brdila, editia a
XXl-a, 2020
Expun: Artisti plastici din toata tara

Curator: Gh. Mosorescu [ 29 feb. — 8 apr. 2020

2902 - B0 2020

mﬁm
e Br o -
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GALERIILE U.A.P DIN
ROMANIA

lanuarie - Martie 2020

Walter Maracineanu ,Florii”- picturd

09.04-29.04. 2020

BAIA MARE

Galeria de Artd - Bd. Bucurestinr. 6

Paul Covaci,Situations”- Expozitie de pictura si
sculptura

Curatori: Laura Teodora Ghinea si Kovacs Bertalan

11.02-25.02.2020

SITURTIONS

“Identitati”- Expozitie de picturd
Artisti: Greti Papiu, Adrian Prikop si Alin Heres
Curatori: Laura Teodora Ghinea si Nicolae Suciu

28.01-11.02.2020

BRASOV
Galeria "Europe” - Str. Muresenilor nr.1; www.bvart.ro
Salonul de grafica si arte decorative

Curator: Dancu Nicolae / 03.02-24.02.2020

BUCURESTI

Galeria ,,Orizont” - B-dul N. Balcescu nr. 23 A, sector 1

www.galeria—orizont.blogspot.com
Adelina Ungureanu- , RUBEDO”- Expozitie personala

de arte textile / 14.01 - 24.01.2020

+Yggdrasil”
Expozitie de grup. Proiect de arte textile

Curator: Adelina Ungureanu / 27.01- 05.02.2020

#Scurt Excurs in Orient. Bonsaiul Zburétor si Alte lubiri
Deocheate”- Expozitii de tehnici mixte

Artisti: Dan Botezan, Valentina Irina Ciobanu- pictura.

Clubul Scriitorilor — lecturd si performance
Curator- Relu Bitulescu
Critic de arta: Constantin Hostiuc

07.02-20.02.2020

Scurt excues wentst

Lt ]
Vadli rina Ciobanu -
Julia Kalman ..

Manuela Toderas ,Alchimii interioare”- Expozitie de

arte textile si tehnici mixte / 24.02-11.03.2020
Francoise Mariana Apoatol- ,Secolul XXl va fi religios,
sau nu va fideloc” (Malraux)

Sticld si picturd / 13.03-27.04.2020

Galeria ,Simeza” - B-dul Magheru nr. 20, sector 1

www.simeza.blogspot.com

Sculptura Stagiari/Titulari 2019

Artisti: Alvaro Botez, Tudor Codre, Emil Cristian Ghitg,
Traian Marcu, Benone Olaru, Daniel Petria, Maria
Raducanu, Alexandru Ranga, David Gabriel Taicutu,
Marian Velescu, Florin Zhu.

7.01.2020-14.01.2020

Salonul de SCULPTURA 2020

Artisti: Ciprian Ariciu, Cristian Paul Bedivan, George
Bilan, Alexandra Balan, Dinu Campeanu, Titi Cears,
Reka Csapo Dup, Aurel Contras, Hiristea Cosmin,
Trandafira Cojocaru, Dumitru Titi Cojocaru, Elena Bobi
Dumitrescu, loan Deac Bistrita, lonel Istoc, Parasciva
Galusca, Catalin, Geand, Elena Gheorghe, Zaharia
Gheorghe, Panaite Chifu, Emil Cristian Ghita, Costel
lacob, Eugen llina, Cristina llescu, Andrei Marina, Mihai
Marcu, Mihai Marcu JR, Traian Marcu, Petre Marian,
Alexandru Marinete, Laurentiu Mogosanu, Laura
Mihai, Nicolae Razvan Mincu, Velescu Marian, Benone,
Olaru, Aurel Stanca Olteanu, Adrian Parvu, Dumitru
Pasima, Cora Giodic Postelnicu, Nicolae Ovidiu,

Vlad Dan Perianu, Ana Zoe Pop, Cristian Pentelescu,
Nicolae Ovidiu Popa, Daniel Petria, Anton Ratiu, Maria
Raducanu, Alexandru Ranga, Ana Rus, Elena Sténescu,
Emilian Savinescu, Oana Sidea, Elena Scutaru, Marcel
Scutaru, Stefan Sergiu Siminic, Alexandru Siminic,
Laura Soneriu, Diana Savopol, Nicolae Stoica, Florica

Tanase, David Taicutu, George Tanase, Bogdan Turcea,

AurelVlad, Serban Vrabiescu, Gheorghe Zaharia,
Florin Zhu, Marian Zidaru.

Curator: Laurentiu Mogosanu / 16.01-30.01.2020

Corneliu lonescu- Expozitie de pictura

01.02-15.02.2020

Adrian Radu

01.03-15.03.2020

Eugen llina + Grup

15.03-30.03.2020

Filiala de Sculpturd a UAP din Bucuresti
Str Baiculesti nr 29
Cristina lliescu - Expozitie personala

Prezinta: Luiza Barcan / 18.02-28.02.2020

Galeria ,,Caminul Artei”

Centrul Artelor Vizuale (CAV)

Str. Biserica Enei, nr. 16, parter—etaj
www.uapr-pictura—bucuresti.blogspot.com
Valeria Tofan ,Farmecul motivelor si culorilor ”-
picturd

Critic de artd: Amelia Dincd / 14.01-27.01.2020

~Amprente si mesaje”- pictura
Artisti: Cristian Sima, Flori Paunescu, Marina Stancu

Trandafira

Eveniment prezentat de: Mimi Necula

13.01-27.01.2020

Vasile Muresan-Murivale- ,Gradina din vis”- pictura
Bulac Cristina Ispas — ,Expozitie de arte vizuale”
Curator: Eugen Raportoru

Critic: Ana Amelia Dinca / 28.01-11.02.2020

AKITZENIE & SONS LTD. — Contemporary visual art-
expozitie de grup
Curator: lon Achiteni

Prezintd: Mihai Pldamadeald / 13.02-26.02.2020

Grup Femina

Curator: Rodica Xenia Constantin / 28.02-12.03.2020

Manuela Moscal

14.03-27.03.2020

Grup GRUND

Curator: Adrian Dica / 29.03-11.04.2020

Galeria ,Galateea” C ontemporary Art
Galerie scpecializatd pe ceramica contemporana
Calea Victoriei nr.132, sector 1,

http://www.galeriagalateea.blogspot.com

www.galateeagallery.com

»Ceramica Contemporand si Artisti Colectionari”.
Artisti: lonel Cojocariu (RO), Mana Bucur (RO),Nicolae
Moldovan (RO), Alina Maria Nastasie (ES), Paul
Neagu (RO/GB), George Filipescu (RO), Rodica
Mazilescu (RO), Melissa Leblanc (CA), Arina Ailincdi
(RO), George Apostu (RO/FR), Simcha Even-Chen (IL),
Alexandra Gheorghe Filipescu (RO), Mehmet Tuzum
Kizilcan (TR), Suzanne Au Ho Lam (HK), Patriciu
Mateescu (RO/S.U.A.), Silvia Ortlieb (HU/A), Rafael
Perez (ES), loana Stepanov (RO), Radu Tanasescu
(RO/DE).

Curatori: Georgiana Cozma, Anca Vintild Dragu

15.01.2020 — 14.02.2020

.2 M3 DE ISTORIE” - expozitie de grup, recurs la
memorie
Curator: Anca Vintild-Dragu, Marius Stancu

18.02.-19.03.2020

Wiclorks 132

,PATRAT, CERC, TRIUNGHI” - expozitia studentilor
de la UNArte Bucuresti
Curatoare: Cristina Bolborea

23.03. — 22.04.2020

Cercul Militar National - Galeria Artelor

Str. Constantin Mille nr. 1-3, sector 1, Bucuresti
Www.cmn.ro

Marinela Dumitrescu ,Oxigen”- pictura
27.01-13.02.2020

Cuvant de deschidere: critic de arta Amelia Dinca
Galeria 15 DESIGN - Hanul cu Tei (Centrul Vechi)
(Re)Abilitare - Proiect Arte Vizuale

5.12.2019-5.01.2020

Biblioteca Metropolitand Bucuresti (BMB)

Artoteca BMB - Soseaua Mihai Bravu, nr. 4

,O Doamne, ce frumosi eram...”- Expozitie
colectiva de picturd, grafica si sculpturd in memoria
jurnalistului George Stanca

Artisti: Marinela Mantescu, Cornelia Victoria Dedu,
Ana Rus, Mariana Gavrild Vesa, Florentin Vesa, Elena
Gabriela Draghici, lon Draghici, Camelia Gabriela
Luca, Marian Crangasu si Alexandru Isac Mantescu
Curator: Radu George Serafim si Carmen Olteanu

4.02-3.03.2020

Banca Mondiald din Roménia

Str. Vasile Lascar nr.13, Clddirea Lascar 31 Business
Center, Etaj 6-7, Bucuresti

Elena Pruteanu Samburic - ,Setea de Absolut”-
Expozitie de pictura

27.01-31.03.2020

PRUTEANU
SAMBURIC

Primaéria Municipiului Bucuresti
Bd. Regina Elisabeta 47
,Armonii de Primavara”

Artisti: Maria Jard3, Eliza Popa, Corina Preda-Perianu
Prezinta: Ana-Maria Mdciuca

Vernisaj —28.02.2020
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Galeriile Sabion- Calea Victoriei 68-70

Corneliu Dragan-Targoviste - ,Florescenta”- Expozitie
de pictura

Prezinta: Ana Maria Maciucd- muzeograf

28.02-10.03.2020

BUZAU
Galeriile de Artd ,,lon Andreescu”
B-dul. N Balcescu, BI. Crinul Alb

Sala parter
Expozitie de picturd
Artist: Adina Stanescu

Curator: Valeriu Sugnea / ianuarie 2020

Dobrin Pompiliu- picturd

Coordonator: Valeriu Susnea / 28.01- 28.02.2020

Dobrin Pompiliu
URA

,Retrospectiva 60" - expozitie de pictura

Artist: Valeriu Sugnea [ martie 2020

Expozitie de picturd
Artist: Emil Popa

Curator: Valeriu Sugnea / aprilie 2020

Sala etaj

Salonul Anual de Art3 - expozitie de picturd, grafica,
sculpturd, arte decorative

Artisti: membrii Filialei UAPR Buzau

Curator: Valeriu Susnea, ianuarie - februarie 2020
,Retrospectiva 60" - expozitie de pictura

Artist: Valeriu Sugnea [ martie 2020

Expozitie de grafica
Artist: Balasz Boglar

Curator: Valeriu Sugnea / aprilie 2020

CLUJ

Casino-Centru de culturd Urbana Cluj

Parcul Central ,Simion Barnutiu”

Mostenirea Culturald a Epocii Brancovenesti
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Expozitia: ,Ornamente din documente
bréncovenesti”- Simona-Teodora Rosca-Neacsu
-pictura pe sticld

Proiect Editorial: ,Constantin Basarab Brancoveanu-
Portret domnesc si retrospectiva unei epoci”- Dr.

Claudiu-Victor Turcitu / 03.02-20.02.2020

CONSTANTA

Art Gallery Constanta - Tomis Mall, etaj 2

Viorel Ungureanu si Catalin Strugaru- Expozitie de
Artd Vizuala- icoane pe sticld, graficg, pictura
Vernisaj 31.01.2020

Muzeul de Artd Constanta

Salonul de larnd — Expozitia Filialei Constanta UAPR

februarie 2020

CRAIOVA
Galeria ARTA - Calea Unirii, nr.12
WWw.uapcraiova.go.ro

Cristian Volcinski- acuareld / 01.01 - 15.01.2020

Florin Hutium- pictura

Curator: Marcel Voinea / 16.01—31.01. 2020
Aurora Speranta — picturd / 01.02 - 15.02.2020
Voica Gheorghe — pictura [ 16.02 — 28.02. 2020

Targul ,Martisor” al U.A.P. - Filiala Craiova- pictura,

graficd, sculpturd / 01.03- 15.03.2020
Mihai Veliscu — pictura / 16.03- 31.03.2020

HUNEDOARA
Galeria de Arte - Str. George Enescu, nr. 6

sn

lon Aurel Garjoaba , Expozitie Retrospectivd”- picturd
si graficd
Prezinta: Horia Gheorghinasi Ami Vasilescu

Vernisaj- 30.01.2020

Stefan Socaciu -, Brancusi. Visions” - Expozitie de

fotografie. Curator: Sergiu Tent / Vernisaj 20.02.2020

:
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Brancusi.

Curator:
Sergiu Tent

IASI

Galeria de Artd Dana - Str. Prof. Cujba, nr.17
lonela Sandrina Mihuleac ,POEM”- Expozitie de
ceramica si picturd

Curator: Smaranda Bostan

Prezinta: Critic de arta Dr. Maria Bilasevschi

04.02-25.02.2020

Galeria de Artd ,N. Tonitza” - Str. A. Lapusneanu nr.
7-9; WWW.uapriasi.ro

Ingrid Gabriela Dragoi ,Daria Up”- Expozitie de
fotografie

Profesor coordonator: George Popovici

10.01-20.01.2020

DARIA

Expozitie de grup ,Stari ale Corpului, Varste ale
Spiritului”- Studenti de la graficg, anul Il
Coordonatori: Lect. Univ. Dr. Cezarina Caloian, Asist.
Univ. Dr. Andrei Alecsandru Pantea

20.01-30.01.2020

Elena Soltuz si Ecaterina Marghidan - ,LAND-E-
SCAPE"
Prezinta: Prof. Univ. Dr. Miruna Hasegan

01.02-10.02.2020

Galeria de Artd ,Victoria”

Piata Unirii nr. 12

.Compromis”- Expozitie de grup

Artisti: Radu Mihai Tanasd, Ruxandra Margineanu,
Marian Stavarache, Laura Stoica, Alexandru Tirpescu
Curator: Marilena Cristiana Ursache

Coordonator: Andrei Alexandru Pantea

13.01-20.01.2020

Anisoara Munteanu ,Time’s Mirror”- Expozitie de
picturd, instalatie

Prezinta criticul de arta: Dr. Maria Bilasevschi, profesor
univ. dr. Constantin Tofan

20.01-31.01.2020

Andrei Alecsandru Pantea —,Fluxo2- Memorie”

Curator: Maria Bilasevschi/ 02.02-09.02.2020

Andreea Francesca Cichi- ,Mereu al meu”

11.02-20.02.2020

Lucian Sebastian Radu -,,X-PO | CONCERT” -
Expozitie de picturd si desen
Prezintd Maria Raluca Radu

20.02-29.02.2020

Galeria de Arta ,Th. Pallady”
Str. A. Ldpusneanu nr. 7-9

LArtisti de colectie” din colectia personala a lui Florin
Petrachi

Artisti: Felix Aftene, Radu Carnariu, Claudiu Ciobanu,
Cristian Diaconescu, Gabriela Drinceanu, Manuell
Mandstireanu, Florin Petrachi, Sorin Purcaru

Curator: Felicia Acsinte / 10.01-20.01.2020

Oana Daniela Dréagoi ,Ludos et Color”- pictura
Prezinta criticul de arta dr. Maria Bilasevschi, profesor
univ. Constantin Tofan

Profesor Coordonator: Smaranda Bostan

20.01.31.01.2020

Liviu Suhar ,Variatiuni pe tema formelor muzicale”-
Expozitie de picturd si desen

Lansarea volumului: ,Portret. Crochiuri, Confesiuni”

Invitati: Prof. Univ. Dr. Bejan Petru, Critic de Artd Dr.

Maria Bilasevschi/10.02-29.02.2020

Spatiul Cultural Hibrid ART + DESIGN

Cladirea Habitat Proiect, Bd. Carol I nr. 4, lasi

Felix Aftene -,Infernala Comedie”- Expozitie de
graficd

Invitati: Criticul literar Bigdan Cretu, scriitorul Lucian

Dan Teodorovici [ 12.02-25.03.2020

Galeria de Artd ,Labirint”

Casa de Cultura a Municipiului lasi ,Mihai Ursachi”
Parc Copou

Oana Mazarache —,0ameni”

Curator: Maria Bilasevschi / 06.01-17.01.2020

Marius Bucur-Sabo — ,Reverie”- pictura
Prezinta: Prof. Uinv. Dr. Constantin Tofa si Critic de

arta Dr. Maria Bilasevschi [ 20.01-02.02.2020

Galeriile de Artd ale Municipiului lasi ,Dan
Hatmanu” - Pasaj,Sfanta Vineri”
Expozitia ,Festivalul International Arte-Reciclari-

Terapii-Educatii”- Editia a X-a

Curatori: Ofelia Hulut, Aurica Ichim, Constantin Tofan.

01.02-29.02.2020

Casa Corpului Didactic ,Spiru Haret”

Expozitie colectiva de arta plastica ,DRAGOBETE
ART.RO” - Editia a Vlll-a

Coordonatori de proiect: Carmen Sirbu si Constantin
Tofan [ 24.02-20.03.2020

Galeriile ,Junimea- Scriptor”

Edificiul Eminescu- Parcul Copou, Aripa Occidentald
Dragos Patrascu - ,Poezia este floare la ureche”
Prezinta: Criticul de artd Petru Bejan

15.02.2020

Muzeul Municipal ,,Regina Maria”

Str.Zmeunr. 3

.10 pentru Romania” - Expozitie de arte vizuale
Artisti: Demetriad Baldnescu, Mariea Boz, Neculai
Cioching, Elena Felicia Cimpian, Gheorghe Dréagan,
Ofelia Hutul, Mihai Pamfil, Manuela Pavel, Ciprian
Radovan, Lacrimioara Ram-Boz

Prezinta: Emanuela llie si Cristina Talpan

Moderator: Aurica Ichim / 01.02-29.02.2020

lulius Mall

Str. Palas, nr. 7a

Carmen Gabriela Gitlan ,Cucuteni 2020" - expozitie
de pictura

Prezinta: Constantin Tofan / 24.02-27.03.2020

IPOTESTI

Memorialul Ipotesti — Centrul National de Studii
Mihai Eminescu”

Expozitia Concursului International de Creatie Arte
Vizuale

Eminesciana Editia a X-a- ,Memorialul Eminescu”
Curatori-Coordonatori: Ofelia Hutul si Cotinel

Munteanu

FOCSANI

Galeriile de Artd - Bd. Unirii nr. 61

.10+1" — Expozitie de picturd

Artisti: Torino Bocaniciu, Cristian Diaconescu, Malina
lonescu, Gheorghe Lungu, Andreea Medar, Alexandru
Macovei, Liviu Nedelcu, Vladimir Palamarciuc, Mihai
Perca, Carmen Poenaru, Augustin Pop

Curatori: Constantin Prut si Liviu Nedelcu

23.01-10.02.2020

Salon de iarnd , Pictura si Grafica”

Artisti: Gabriela Arghirescu, Elena Birhald, Mihai
Chivaru, Laura Dumitru, Stefan Dumitru, Gheorghita
Galan, Rodica Gherghinoiu, Viorica Oana Kalany,
Adrian Munteanu, Liviu Nedelcu, Laurentiu Nistor,
Laurentiu Paun, Nicolae Radvan, Elena Stoiciu,

Monica Turcu, Monica Voicu, Gheorghe Zdrnescu.

Curator: Liviu Nedelcu / 18.02 — 6.03.2020

:
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GALATI

Galeria de Artd ,,Nicolae Mantu”

Str. Domneasca nr. 22
Crihana F. Doru — Expozitie personald

13.01-15.02.2020
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Cotovanu Mihai — Expozitie personald

17.02-06.03.2020

Salon Primavara

09.03-27.03.2020

Palie Antonio — Expozitie personala

30.03-17.04.2020

ORADEA

Galeria Arte Vizuale

Calea Republicii, nr. 15, Galeriile Reperaj, Cetate
https://www.facebook.com/uap.oradea
JTransformare” — arte vizuale

Curator: Milena Augusta Pop

11.01. - 06.02.2020

,De la Est laVest” - arte vizuale

Artisti: Alexandru Ciobotariu, Agela Szabo, Corina
Baciu, Dan Mircea, Dates Cdmpeanu, Dorin
Damaschin, Cosmin Durgheu, Costea Constantin,

Darius Martin, Diana Bohnsteindt Gavrilag, Denisa

Romocea, Diana Suigan, Dorel Gaing, Erszebet Dobos,

Gheongy Kerekes Ujvarossy, Horea Selegean, Florina

lepure, leronim Morut, Juhas Imre, loan Augustin Pop,

loan Aurel Muresan, Katalin Marton, Laszlo Ujvarossy,

Marta Jakobovits, Marius Vesa, Mihaela Tatulescu,
Miklos Onucsan Noemi Szep Janko, Nina Danci, Ovi

Pascu, Remus llisie, Raluca Avramut Ferchi, Radu

Tarnovean, Rudolf Bone, Rodica Indig, Sandor Bartha,

Tibi Fekete, Terez Matza, Teofil Stiop, Teodora Bicescu,

Tudor Francu, Vioara Bara, Zoltan Imre.

Curator: Magda Cérneci/ 08.02. - 06.03.2020

»Seminte de vise” - arte vizuale
Artisti: Angela Szabo, Dan Daniel, llie Duta

07.03. - 03.04.2020

PIATRA NEAMT

Galeria de Artd ,Lascér Vorel”

Piata Stefan cel Mare, nr.15,

196

Salonul de larnd - arte vizuale

Curator: Stefan Potop / 1.01.2020 - 14.01.2020

Petru Diaconu - pictura

Curator: Petru Diaconu / 15.01. - 31.01.2020

Gheorghe Vadana - picturd / 1.02. - 14.02.2020

Radu Macavei, Irina Moldovan, Gina Ticald - pictura
Curator: Radu Macavei

15.02. - 29.02.2020

Laurentiu Dimisca - picturd

Curator: Laurentiu Dimiscd /1.03.- 14.03.2020

. tvitale
e ARIMA MARIA ML DDVAN
. GINA LN,

“Primdvara Artelor”- grup

Curator: Stefan Potop / 15.03. - 31.03.2020

Cristian Bistriceanu - picturd

Curator: Cristian Bistriceanu / 1.04. - 14.04.2020

Mariana Papard - arte vizuale

Curator:Mariana Papard / 15.04 - 30.04.2020

PLOIESTI

Galeria de Artd -Str. Piata Victoriei nr. 4, Ploiesti
Andrei Nistor - ,Spontan” — pictura

Curator: Andrei Dumitrescu / 16.01.— 30.01.2020
+Acuarela” - Expozitie de grup - pictura

30.01. -12.02.2020

Andrei Nistor

itie dg__ pictura
) o - "
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.
Dumitrescu

: curator:

Farteneri:

. = Galeria de artd Ploiesti

Mircea Corcodel - ,Transparente” -pictura

Curator: Marilena Ghiorghita / 13.02. - 26.02.2020

Diana Gabriela Lemnaru - ,Bucuria Artei” - picturd,
grafica

Curator: Valter Paraschivescu / 27.02. - 11.03.2020

+~Amintirea Apelor” - Expozitie de grup - pictura
Artisti: Sterica Badalan, lon Radu, Cristian Radu

Curator: Marcel Bejgu / 12.03. - 25.03.2020

«Nichita Stanescu” - Expozitie de grup - arte vizuale

26.03. - 08.04.2020

Jlcoane” - Expozitie de grup - picturd

09.04.- 29.04.2020

LAmintiri” - pictura
Artisti: Ana Oprisoreanu, Marilena Ghiorghita

Curator: Marilena Ghiorghita / 30.04. - 13.05.2020

Cluj Art
Str. Paul Chinezu Nr.4/2, Cluj Napoca
Mihaela llie - ,Intredeschis” - pictura

Curator: Margareta Catrinu / 06.03. - 20.03.2020

RAMNICU VALCEA
Galeria de Artd , Artex”

Str. Calea lui Traian nr.114, Bloc L, Centru, parter
http://www.uapvalcea.ro/
Ramona Slug - 20 + 20" - picturd

Curator: Gheorghe Dican [ 17.01. - 13.02.2020

UAP Valcan ‘
RAMONA SLUG
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.Forma/ culoare/ semnificatie” - pictura
Curator: Gheorghe Dican

14.02. - 12.03.2020

MediWesler Dinu - ,Expozitie retrospectiva”

Curator: Gheorghe Dican / 13.03. - 09.04.2020

SUCEAVA

Galeria ,lon Irimescu”

Str. Ciprian Porumbescu, nr.1, Suceava

Andreea Rus - ,Locuri ale Fericirii” - pictura

- pictura

Curator: Camelia Rusu Sadovei

2 —15 martie 2020
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~ERNISKI 020372020 ORA 17"
Caleria de Artd IONIRIMESCU Suceava

www.andreearus.ro

TARGU JIU

Galeriile Municipale de Artd

Str. Traian nr.27, parter

»Cadoul” - Expozitie de grup - arte vizuale
Curatori : Vasile Fuiorea, Florin Gheorghiu

01.01. - 05.02.2020

»~Anuala de Arhitecturd Oltenia 2019" - Expozitie de
grup a membrilor OAR
Curator: Arh. Doru Pasare

06.02. - 18.02.2020

«(A)biotique” Razvan Dragos & Ovidiu lonescu -
graficd si ceramicd

Organizator : Centrul de Cercetare Documentare si
Promovare ,Constantin Brancusi”

Curatori : Zuzu Caratanase, Vasile Fuiorea

19.02. - 15.03.2020

A\ZVA\NDRAGOS
OVIDIUIONESCU
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Zuzu Caratanase - ,,ELOQUENTIS III”- graficd
Organizator : Centrul de Cercetare Documentare si
Promovare ,Constantin Brancusi”

Curator: Vasile Fuiorea [ 16.03.- 14.04.2020

LSacrul in Artd” - Expozitia Salonului National de Arte
Vizuale

Organizator : Centrul de Cercetare Documentare si
Promovare ,Constantin Brancusi”

Curatori: Vasile Fuiorea, Florin Gheorghiu, Mihai

Topescu [ 15.04. - 06.05.2020

TARGU MURES

Galeria ,,Art Nouveau”

Str. George Enescu nr. 2, Tirgu Mures
Colectia Vrancean — picturd
Curatori: Mana Bucur, Nicolae-loan Vrancean

22.01.—-12.02.2020

22.01-12.02.2020

s - Palatul 1 Thrgu Mures

sreads B LitAre 3o

+MULTIVERZUM" - Salonul de Sculptura

Artisti: Anna Plackova, Bélint Karoly, Berze Imre,
Bocskay Vincze, Bogdan Nueleanu, Dorel David
Morar, Dudés Sandor, Eltes Barna, Emilian Savinescu,
Gabor Barna, Gerhard Gerstberger, Gheorghe
Muresan, Gheorghe Popa, Gyarmathy Janos, Hans-
Jirgen Vogel, Harmath Istvan, Helga Coning, Hunyadi
Laszlo, Kolozsi Tibor, Makkai Istvan, Mana Bucur,
Mihai Frunza, Mona Zimen, Nagy Attila, Nagy Jozsef
Attila, Nausch Géza, Pavel Hibsch, Peter Bauer,
Puskas Sandor, Remus Irimescu, Santa Csaba, Sz6cs
Z6rgé Zoltan, Sztand Zsuzsanna, Veress Gabor-

Hunor [ 14.02. - 08.03.2020

MULT
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TIMISOARA

Galeria de Artd ,,Helios”

P-ta Victoriei nr. 6 parter

Tabara Internationald de creatie ,,Mraconia-Dubova
,.lon Mercea”, Editia 35/36 — arte vizuale

Artisti: Marius Bacriu, Marina Bejan, Bird Ildiko, Barbu
Craciun, Gheorghe Craciun, Judit Craciun, Gheorghe
Fenesan, Alexandru Jakabhazi, loan Mercea, Dana
Micldus-Mercea, Doina Mihdilescu, Linda Saskia
Menczel, Elisabeth Ochsenfeld, Gretty Papiu, George
Paunescu, Remus Rotaru, Valeriu Sepi, Loredana
Tirzioru, Pavel Torony, Gloria Vreme-Moser, Tudor
Vreme-Moser, Ariana Vulpe, Tvetozar Avramovici,
Andreea Covaci-Preda, Alessia Craciun, Catdlina
Dotiu, Alexandra Micldus-Mercea, loana Rotaru,
Theodor Vreme-Moser.

Curator: Dana Miclaus-Mercea / 31.01. - 22.02.2020.

Pavel Torony - ,TRANSFIGURARI" - Expozitie

personald / 24.02. - 14.03.2020

PAVEL TOFIZON":" -
TRANSFIGURARI

Nora Novak si invitatii - Expozitie de autor

04.04. - 25.04.2020

TURNU SEVERIN
Palatul Culturii ,Teodor Costescu”

Sala Clubul Artelor Open Mind
Oara Larisa Mindoiu - ,Aripi de inger” — pictura

03.02.- 28.02.2020

N

b L B N N
fVernisa) nmh:ﬁ’mom 15.00

197



INFO ART

SPATII DE ARTA
CONTEMPORANA DIN
ROMANIA

lanuarie - Martie 2020

BUCURESTI

Anca Poterasu Gallery

Str. Popa Soare 26, sector 2023983, Bucuresti
ww.ancapoterasu.com

Sebastian Hosu -, Leisure Life”- picturd, desene in
carbune si panze hibride in ulei si cdrbune ars
Curator - Lotte Laub

15.11.2019 — 31.01.2020

"

Megan Dominescu — ,your sweetness is my weakness

[ 14.02-28.03.2020

AnnArt Gallery
Str. Andrei Muresanu 1, Bucuresti

ww.annartgallery.ro
Constantin Rusu- ,Ekphrasis. La Folia”- picturd, desen,

video / 14.01- 25.02.2020

Vladimir Setran -, Scrisori de dragoste” - Expozitie de

picturd / Vernisaj 27.02.2020

ArtYourself Gallery

B-ul. Dacia nr. 51, etaj 1

sector 1, Bucuresti

www.artyourselfgallery.ro

»~Maestri ai artei contemporane”- editiaa ll-a—

Expozitie de grup / 04.02-03.03.2020

Galeria Kube Musette

Calea Victoriei 114, Bucuresti
«MetaForm” — Nicolas Les
Curator: Antigona Silvia Rogozea

12.02-23.02.2020
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Galeria creArt
Piata Alexandru Lahovari nr. 7, Bucuresti
Arantxa Etcheverria — ,Blue Door”

Curator: Eugen Radescu / 16.01-16.02.2020

Catalin Burcea —,Safety Room”

Curator: Rézvan lon / 20.02-05.04.2020

LR -
by
SES ey e
Casa Carol
Celula de Artd

B-dul. Carol nr. 53
Schoppel Cult — ,Izgonirea din seRai”

15.02-29.02.2020

Elite Art Gallery

Piata Natiunilor Unite, nr. 3-5, bl. B2, parter
www.eliteart-gallery.com

#FRESH" - Bianca Boros si Francesca Andreea Cichi

06.01-24.01.2020

Manuell Médnastireanu ,Oglinzile Tacerii”- Expozitie
de pictura

Prezintd: Scriitorul Florin Toma

Coordonator proiect: Felcia Acsinte

27.01-14.02.2020
Expozitie de grup — ,Revelatii”

Artisti: Felix Aftene, Valentina Drutu si Cristian

Ungureanu 17.02-21.03.2020

GAEP

Eastwards Prospectus Gallery

Str. Plantelor nr. 50, sector 2

www.gaepgallery.com

Ignacio Uriarte — ,Three Ways To Draw And One Way
To Call For Attention”

21.11.2019-15.02.2020

Galeria ESTOPIA

Str. Bocsa nr.5, sector 2,

Bucuresti

www.estopiaartgallery.com

+Blurred IsThe New ID” — expozitie de grup
Artisti: Lucian Bruma, Otilia Cadar & Liviu Coman,
Marius Fodor, Ada Muntean, Alexandru Nicoard,
Sergiu Laslo and Szabd Andras.

Curator: Irina Ungureanu / 23.01-07.03.2020

ESTOPIA

Galeria GALATECA
Str. C. A. Rosetti, nr. 2
sector 1, Bucuresti
www.galateca.ro

Viorica Ciucanu — ,Complexitate Umana

Curator: Ana Mari llie / 12.02-22.02.2020

Primavera - Salon de arta si design, editiaa Vll-a

26.02-07.03.2020

IVAN Gallery
Str. Dimitrie Grecescu 13,

www.ivangallery.com
Ross Taylor — ,The decorator always gets paid least”

12.02-28.03.2020

Galeria MOBIUS.
Str. Mendeleev nr. 2, Bucuresti

www.mobius-gallery.com

AdiTudose — ,Fragil” Expozitie de fotografie
Curator: Stefania Dobrescu

12.12.2019- 01.02.2020

Pandele Pandele - ,WTFWJD" [ 07.02-21.03.2020

Metropolis Art Center - Dana Art Gallery
Str. Grigore Alexandrescu nr. 89-97

www.danaartgallery.ro

«Portrete de artisti” — Expozitie de

fotografie Aniversare 10 ani DanaArtGallery Artisti:
Adriana Vasile, Andreea Dosinescu, Andreea Chiru
Maga, Alexandra Miculescu, Bianca lonitd, Bogdana
Contras, Cornelia Gherlan, Cornelia Popa, Catalin
Burtea, Cristina Taras, Dragos Maldescu, Daniela
Zbarcea, Daniela Mihai, Dragos Lupu, Eugen Vasile
lovan, Gina Baranovschi, Horatiu Cristea, lonut
Maga, Laura Avramescu Cherciu, Loredana Dragne,
Loredana Bardas, Marilena Murariu, Magda Morozan,
Mircea Muntenescu, Petre Chirea, Roland Vasiliu,

Evangelia Taka, Silvia Trdistaru / 11.02-15.03.2020

Galeria SECTOR 1

Str. Baiculesti nr. 29, sector 1

Bucuresti

www.sectorigallery.com

.Flow State” — Expozitie de pictura, sculptura,
fotografie

Artisti: Betuker Istvan si Gaspar Szilard

Curator: Bogdan lacob / 30.01-07.03.2020

Flow State. Betuker / Gaspar

Istvan Betuker / Szilard Gaspar

Curated by Bogdan facch

January 31 -

COOmT Pulosiar ot M

SUPRAINFINIT Gallery
Strada Mantuleasa, nr. 22

www.suprainfinit.com

»Sports Bar”

Artisti: Andrei Chintila, CORNER fotbal + societate,
Otto Constantin, Adrian Dan, Larisa David, Nona
Inescu, Christian Jankowski, Max Herman Maxy,
Mono Mihai, Monotremu, Daniela Palimariu,
Raluca Popa, Gyapo, Mihai & Horatiu Sovaiala, Alice
Gancevici & Remus Puscariu, Kristin Wenzel

14.02-21.02.2020

Diana Vasilescu - ,Sequence#3”

14.02-21.02.2020

Galeria ROMANA

Bd. Lascdr Catargiu, nr 1 (Piata Romand)
www.galeriaromana.ro

"Familii de artisti: Irina Codreanu si Dragos
Mordrescu"

Artisti: Irina Codreanu si Dragos Morarescu
Curator: Vladimir Bulat, critic si istoric de arta
12.01.2019 — 01.02.2020

Constantin Ritivoiu- ,Pictura si Desen”

Curator: lon Grigorescu / 05.02-05.03.2020

Matei Lazdrescu —,Picturd, Desen, Fotografie, Video”

Curator: SeverVoinescu / 06.03-31.03.2020

UNAgaleria

Spatiul expozitional al Universitatii Nationale de Arte
din Bucuresti

Str. Baiculesti nr. 29, sector 1 (CFP)

Expozitia studentilor Erasmus+ Semestrul | - Anul
universitar 2019 — 2020

Expozitie de picturd, sculpturd, grafic, arte textile,
sticla, fotografie, design si new media

20.01-26.01.2020

ETAJ artist-run space
Str. George Enescu, nr. 43

Eduard Bélas — ,Delirul” / Vernisaj 18.01.2020

Theodor Grigoras — ,,Descarnare” [ Vernisaj 15.02.2020

Anastasiya Calinovici - ,Soft Goosebumps”

Vernisaj 28.02.2020

GOOSEBUMPS _

Halucinarium - Triaj Creativ

Calea Giulesti, nr. 14, etaj 4

.Gesturing toward solitude”- Expozitie de grup
Artisti: Andreea Badea, Daniel Gaciu, Traian
Chereches, Nikita Dembinski, Alexandra Sand, loana

Sisea, Mara Ploscaru, Jared Marks, Laura Covaci, AGF

HYDRA / Curator: Carmen Casiuc

06.11.2019 - 26.01.2020

Insatiable Machines - ,Body responsive installations
feeding on humans”

Curator: Carmen Casiuc / 05.03-13.04.2020

Rezidenta BRD Scenag
Str. I.L.Caragiale 32

Scenag / lesit din tipar - O expozitie din laboratorul
unei reviste

17.12.2019-26.01.2020

Bucharest Artworlds at The Wrong Biennale #4
“What is wrong with the artworld(s)?” - Expozitie de
artd digitala

Artisti: Anna Adahl (SE), Friedemann Banz (DE), Giulia
Bowinkel (DE), Dorin Cucicov (RO), Ciprian Facaeru
(RO), Adrian Ganea (RO), Maria Guta (RO / CH), Saint
Machine (RO), Nicolas Maigret | DISNOVATION_ORG
(FR), Melodie Mousset (FR), Tristan Daniel Nicolas
(RO / DE), Razvan Pascu (RO), Alina Rizescu (RO),
Maria Roszkowska | DISNOVATION_ORG (FR), Jakob
Kudsk Steensen (DK), Mihai Zgondoiu (RO)

Curatori: Lavinia Cazacu si Cosmin Mitea

14.02-29.02.2020

ARTWORLDS

14-29 FEBRUARY 2020

Swzickents BID Soenad
acagiake, 1

fondaad | = c% .m’“’". 1R84S mEdd cran "

Realitdti Posibile. A patra expozitie anuala CdFD
loana Cirlig, Petrut Cdlinescu, Maria Gutu, Mihai
Sovdiald si Bogdan Tutuneanu.

martie 2020

Biblioteca Academiei Romane

Calea Victoriei 125, sector 1

ALEXANDRU TIPOIA- Expozitie Omagiu 25
Organizatori: Academia Romana si Fundatia Tipoia
& Tzipoia

Prezinta George Tzipoia, pictor si fiul artistului
16.01-30.01.2020/ Sala "Theodor Pallady"

,Din lumea presei romanesti- 191 de ani”

Expozitia vizeaza reliefarea modului in care presa
romaneasca a reflectat momente decisive din istoria
romanilor si transformarea societatii romanesti, intr-o
evolutie de aproape doua secole.

13.02-21.02.2020
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Biblioteca Nationald a Romaniei

Bd. Unirii nr.22, sector 3, Bucuresti

,Floarea cuvintelor: limba roména in comori literare
si bibliofile din patrimoniul Bibliotecii Nationale a
Romaniei” — Expozitie documentara

15.01.2020/ foaierul Ateneului Roman

Muzeul Municipiului Bucuresti - Palatul Sutu
B-dul. lon C. Brdtianu, nr.2
«Elite si Blazoane in Vechiul Bucuresti”

18.02-10.05.2020
»Restaurare bunuri culturale mobile pe suport

papetar”

28.02-10.05.2020

Restaurare ===
bunuri

Centrul Cultural Palatele Brancovenesti
Str. Valea Parculuinr. 1

077135 Mogosoaia

www.palatelebrancovenesti.ro

Gabriel Peundeanu si Stelian Ghiga- ,Synesthesia”-
picturd expresionist-abstractd

11.01.2020 — 03.02.2020/ Parterul Palatului

loana Antoniu si Radu Pulbere ,Picturd”
Curator: Célin Stegerean

8.02-3.03.2020

Alice Teca ,Persistenta luminii pe retind”

Curator: Mdlina lonescu / 08.02-03.03.2020

Muzeul National al Téranului Roman
Soseaua Kiseleff nr. 3, setor 1, Bucuresti
www.muzeultaranuluiroman.ro
»MaiestrlA. Povestea cusutd a iei”
Lansare de album si expozitie de ii
Autoare: Stela Moldovanu

05.02-16.02.2020

Targul Martisorului

26.02-01.03.2020

Muzeul National de Arta al Romaniei

Calea Victoriei nr.49

www.mnar.arts.ro

Corneliu Baba. Confesiuni si Jurnale (1965-1977)
Curator: Maria Muscalu Albani

25.10.2019-29.03.2020/ Galeria Nationala (parter)

Lemn Aur Lumind. #Maitec. Sultana&Ovidiu.
Dana&Stephane

Expozitie dedicata lui Ovidiu si Sultanei Maitec, intr-un
dialog vizual inedit cu Stéphane si Dana Maitec.
Curator: Irina Ungureanu

31.10.2019-29.03.2020/ Parterul Galeriei Nationale

Partea nevazutd a colectiei de artd Alexandru Phoebus
(2899-1954)

Curator: Liliana Chiriac

Autorii catalogului: Liliana Chiriac, Ruxandra Dreptu

06.11.2019-25.03.2020

24 de Argumente. Conexiuni timpurii in neo-
avangarda roméneasca

Artisti: Horia Bernea, lon Bitzan, Liviu Ciulei, Radu
Dragomirescu, Serban Epure, Pavel llie, Ritzi Jacobi,
Peter Jacobi, Ovidiu Maitec, Paul Neagu, Miriam
Raducany, Diet Sayler, Radu Stoica, Vladimir Setran,
Grupul Sigma

Cercetare si concept expositional: Alina Serban

Cercetare si directive Artistica: Stefania Fercheddu

07.11.2019-02.02.2020/ Galeria Nationald, parter

Sabin Popp si Theodora Cernat Popp

22.07.2019-29.03.2020

Muzeul National Cotroceni
Bd. Geniului nr. 1, sector 6

LPortretul unei tari. Romania Mare fotografiatd de

Hoppé, 1923" / 31.01-01.03.2020

Muzeul de Artd Recenta (MARe)

Bd. Primdverii nr.15, sector 1, Bucuresti

Primul muzeu privat de artd din Romania- dupa
Muzeul Simu, in 1910

Www.mare.ro

.Gregor Schneider. Camere Moarte/ Dead Rooms”
Expozitie de fotografii, lucrari video, sculptura.
instalatie

Artist: Gregor Schneider

Curator: Erwin Kessler [ 13.02-04.05.2020

»Martin Creed la Bucuresti: Thinking/Not Thinking” —
Expozitie de lucrari video
Artist: Martin Creed

Curator: Erwin Kessler [ 12.02-02.05.2020

Muzeul National al Literaturii Roméane

Calea Grivitei nr. 64-66, Bucuresti

#IOVAdis 7ova”- lucrari de grafica sculptura si picturd
Eveniment dedicat comemorarii scriitorului Gheorghe
lovo

Artisti: Ecaterina Vrana, Gh. lliescu Calinescu, Cristina
lliescu Calinesti, Filip Capsali, Catalin Guguianu, Marcel
Bunea, Eugen Raportoru, Marius Barb Barbone si
Sergiu Zancu.

Concept: Filip Capsali

8.01-29.01.2020/ Sala Alexandru Condeescu

IOVAdis?OVa

.Bienala de Carte Bibliofila si de Carte-Obiect”- Editia
all-a

Curator: Mirela Traistaru

14.01.18.02.2020/ Sala Petru Cretia

Catalina Dragulin si Iris Elena Trofin - ,Viata”
Prezinta scriitorul Mihai Antonescu

Vernisaj 25.02.2020

.Colectia RE-CONECTARE” - Rodica Benintendi -

Expozitie manifest / 16.03-30.03.2020

Muzeul National al Hartilor si Cartii Vechi
Strada Londra Nr. 39, Bucuresti, Sector 1

sn

Adrian Preda - ,Distanta si Durata” - Expozitie de

picturd si grafica + instalatie de sunet

Curator: loana Marinescu / 18.12.2019-02.02.2020

Palatul Parlamentului

Centrul International de Conferinte

Sala de expozitii ,Constantin Brancusi”

Str. lzvor 2-4, sector 5, Bucuresti

Sergiu Moise si Vlad lulian Fodor ,Dupd 13 ani”-
Expozitie de picturd

Curator: dr. Marius Tita, critic de arta

3.02-29.02.2020

Gheorghe Coman —,Convergente” — pictura

01.02-29.02.2020

Centrul Militar National

Str. Constantin Mille nr. 1-3

sector 1, Bucuresti

Www.cmn.ro

Delia Budurca -, Sidef” - Expozitie de picturd

18.02-02.03.2020/ Sala Foaier

Teatrul National ,I.L. Caragiale”

Bd. Nicolae Bélcescu Nr.2,

JIpostaze dramatice”- Expozitie de pictura si
sculpturd

Artisti: Eugen Ilina, Bogdan Hojbotd, Laurentiu
Midvichi si Vasile Soponariu

28.01-28.02.2020/ sala Rotonda

Daniela Voicila Dragulescu — ,Mixed Media Mood”

06.02-28.02/Foaierul Media

Institutul Balassi

Institutul Maghiar din Bucuresti

Str. Gina Patrichi (fosta Orlando), nr. 8, Bucuresti
»Dundrea —de-a lungul timpului” - Expozitie de
fotografie

Curator: Viragvolgyi Istvan

Prezinta: Fodor Gabor, directorul Institutului Maghiar
din Istanbul

17.02-12.03.2020

(i 2

o
idififd

SAC

Strada General H. M. Berthelot 5

Célin Dan - ,ALZHEIMER”

Curatori: Ruxandra Demetrescu si Silviu Padurariu

27.10.2019-25.01.2020

Marius Ritiu - ,Apetit neferos”

Vernisaj 23.02.2020

ArtHalle Gallery
Str. General Constantin Budisteanu, nr. 10

lulian Cristea - ,Utmost Good Negligence” - Expozitie
de picturd, desen si sculptura
Curator: Diana Andrei

07.02-26.02.2020

Laura Niculescu - ,Less is More”
Curator: Diana Andrei

28.02-25.03.2020

Universitatea Nationald de Arte Bucuresti
Departamentul Arte Textile si Design Textil Gallery

Str. Leonida, nrg-11

Plant Art 2020 - Expozitie de arte vizuale

Expozanti: lonescu loana Bianca, Molocia Alexandra,
Neacsu loana Laura, Niunin Mihaela, Sercdianu
Ramona, Stefan Alexandra, Vlad Ana Maria

Curator: Daniela Frumuseanu

26.02-07.03.2020

ARAD
Muzeul de Artd Arad
Str. Gh. - Popa de Teius 2-4, etaj 2, sala Ovidiu Maitec

Vasile Sandu -, Sculpturd mica si desen”

21.01.-29.01.2020

el de Arth Arsd

Sculpturd mick
s
desen

VASILE SANDU

Kinema lkon -, In Good Company / Warm Up”

31.01-

Salvador Dali - ,Unexpected Dali” - arte vizuale
Curatori: Vasilii Kesauri, Aleksandre Kesauri

26.02. - 26.04.2020

BRASOV

Centrul Multicultural al Universitédtii Transilvania
din Brasov

Bd. Eroilor nr.29, parter Rectorat UTBv
+BREAKING (IM)POSSIBILITIES” — arte vizuale
Artisti: Zoita Delia Calinescu, Andreea Medar, Ada

Muntean, Dragos Neagoe, Rdzvan Neagoe, Cristi
Gaspar, Malina lonescu, Magdalena Pelmus, Bogdan
Pelmus

Curator: Ada Muntean / 23.01. - 20.02.2020

BISTRITA

Muzeul de Artd Comparatd Sdngeorz-Bdi

Str. Republicii 68, 425300 Sangeorz-Bai
www.macsb.ro

»Mirabila privire” — sculptura

Artisti: llie Bostan, Grigore Bradea, Maxim Dumitras,
Nicolae Fleissig, Bogdan Hojbota, Ovidiu Maitec,
Gheorghe Marcu, Simion Moldovan, Nagi Farid,
Cosmin Nasui, Yoshin Ogata, Milita Patrascu, loan
Pop Vereta, Sorin Purcaru, Leonard Rachita, losif

Stefan Tasi/ 02.01. - 15.02.2020

CLUJ NAPOCA

Muzeul de Artd Cluj Napoca

Piata Unirii nr.30, 400098, Cluj Napoca
www.macluj.ro

Florentina Mihai - Bonta & Alexandru Mihai -

sculpturad si pictura [ 15.01. - 02.02.2020
Sz6ke Jozsef - picturd [ 16.01. - 02.02.2020
Feleki Karoly - Trialog. Foto, desen, afis

Curator: Istvan Feleki / 22.01. - 02.02.2020
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Michael Lassel - ,Lumea ca Alegorie si Mit” - picturd

25.02. - 15.03.2020

Institutul Francais de Cluj
1.1.C. Brdtianu 22, 400079, Cluj-Napoca
Costel Chitimus -, 30 ianuarie” - pictura

30.01. - 14.02.2020

White Cuib
Str. Franklin Delano Rossevelt, nr. 2/1
Mariu Bodea -, Into that darkness” - pictura

13.02. - 29.02.2020

IASI

Galeria de Artd ,Th. Pallady”

Str. Lapusneanu nr. 7-9, lasi

JArtisti de colectie” — arte vizuale

Artisti: Felix Aftene, Radu Carnariu, Claudiu Ciobanu,
Cristian Diaconescu, Gabriela Drinceanu, Manuell
Ménastireanu, Florin Petrachi, Sorin Purcaru

Curator: Felicia Acsinte [ 10.02. - 20.02.2020

Art + Design
Bdul. Carol I nr. 4, cladirea Habitat Proiect, lasi
Felix Aftene - ,Infernala Comedie” - grafica

12.02. - 25.03.2020

BORDERLINE ART - Space - Belvedere nr.18

www.borderlinespace.com

~Dogman” - arte vizuale

Aristi: Suzana Dan & Emilian Croitoru, Vlad Dinu,
Dragos Dogioiu, Anastasia Lungu, Marta Mattioli,
Liviu Ralea, Stefan Simion

Curator: Raluca Oancea / 21.02. - 22.03.2020

ORADEA

Muzeul Térii Crisurilor din Oradea

.1989. Revolutia de Catifea” - fotografie
Organizatori: Centrul Ceh Bucuresti si Ambasada

Republicii Cehe in Romania / 06.02. - 28.02.2020

202

PITESTI

Centrul Cultural Pitesti

Bdul. Nicolae Bélcescu, nr. 141

»Marea in culori” - pictura

Artisti: Alexandru Ghinea, Nicolae Gageanu, Andrei
Pennazio

Coordonator: Col. Cornel Pavel [ 17.02. - 24.02.2020

5 Cantrul Cultural Pitegti
Statul Major al Forfelor Navale Romane

Marea in culori

EXPOZITIE DE PICTURA

-

Vornisajul - buni, 17 februarke 2020, ora 17.00,
Complead Expasifional Casa Cheti (partar)

RESITA
Scoala Populara de Arte si Meserii ,,lon Romanu”
Str. Fagarasului nr. 12A
,Piatrd de Cluj” - arte vizuale
Artisti: Yasmin Alajni, Felicia Baldogi, Brianna Bothaza,
Bozbics Martin Gabriel, Beniamin Chetran, Andreea
Comsa, Sara Crisan, Antonia Drdgan, Laura Kerekes,
Adela Kostyal, Andreea Lambrea, Maria Tea Lung,
Nicolae Man, Renatta Mdrie Hofenpradli, Ginette
Mercean, Claudia Miron, Marcela Oltean, luliana Pop,
Theodor Romild, Marius Rotar, Oana Stoica, Angelica
Sopron, Tamara Trif, Mihai Trifan.
Organizator: Scoala Populard de Arte ,Tudor Jarda”
Cluj-Napoca / 20.02. - 22.03.2020

Lucrbel raalizate In Tabira do croatle arte vizuals

a Scalil de Arte Cluj-Napaca - Editia a X-a, 2019 |

PERIOADA DE EXPUNERE:
20 februarie 2020 - 22 martie 2020

Scoala Populars de Arte si Meserii
"Ion Romanu" Resita

¥

-

SATU MARE
Muzeul de Arta - Piata Libertatii, nr. 21
,Bienala Carpaticd de Graficd”- Editia a X-a

14.02. - 02.03.2020

L~Armonii”- pictura
Artisti: Andrea Tamdsan, Virginia Piscoran, Cristina

Busuioc, Cristina Gloria Oprisa, Dorothea Fleiss,

Ciprian Cosma, Maria Olteanu, Elisabeta Talpos,
Szatmari Agnes, Petkes Jozsef, Lia Paul Trifu, Nicolae
Pop, Silvia Timis si Mica Sasu.

19.02. - 27.03.2020

SFANTU GHEORGHE
SPATIUL EXPOZITIONAL DE ARTA
CONTEMPORANA MAGMA

P-ta Libertatii Nr. 2

Andras Cséfalvay - Viitorul nostru in desert” -video

07.03. -22.03.2020

SIBIU

Galeria de Arta Contemporand a Muzeului National
Brukenthal - Str. Tribunei nr.6

Irina Magurean -, Blur”- fotografie

Curator: Maria Rus Bojan / 07.02. - 08.03.2020

loan Muntean - ,,No winter lasts forever”- pictura

Curator: Dana Roxana Hrib / 12.02. - 03.05.2020

»Sens si sensibilitate” - arte vizuale

Artiste: Cristina Abrihan, Celestina Albisor, Daniela
Badild, Andreea Bernarth-Doncutiu, Roxana Campean,
Olimpia Coman-Sipeanu, Veronica Costea-Cordali,
Lavinia Cretu, Cristina Fau, Marcela Froman Sandu,
Daniela Frumuseanu, Anca Giura, Antonela Giurgiu,
Maria Manea, Maria Elena Matei, Maria Modi, Alina
Nealcos, Crina Oprean, Cristina Gloria Oprisa, Elena
Oros, Raluca Oros, Diana Pantea, Adela Popp, Eliza
Racz, lleana Selbing, Anca Serfozo, Cristina Simu,
Alexandra Stoica, Monica Suciu, Ana-Maria Rugescy,
Alexandra Zidariu

Curator: lulia Mesea, Celestina Albisor

06.03. - 03.05.2020

Filarmonica de Stat Sibiu - Str. Cetatii, nr. 3-5
Stefan Neagu - ,For me” - fotografie

29.02. - 01.03.2020

TIMISOARA

Art Encounters

Bd. Take lonescu, Casa ISHO, nr. 46C, et.1, Timisoara
artencounters.ro

BRUIAJ - arte vizuale

Michele Bressan, Lea Raszovsky, Larisa Sitar
Curatoare: Diana Marincu

28.02.-12.06.2020

Galeria Pygmalion

Str. Episcop Augustin Pacha, nr.8, Timisoara
Marian Trutulescu - ,In-Faces” - pictura
Curator: Gabriel Kelemen

16.01. - 04.02.2020

Galeria Calpe Gallery
str. Hector nr. 1 (Bastion Theresia)

Garana. Simpozion de artd contemporana

Artisti: Dacian Andoni, Calin Beloescu, Mimi Ciora,
Incze Mdzes, Adriana Lucaciu, Cosmin Moldovan,
Laurian Popa, Nadas Alexandra, Nagy Gabor, Diana
Serghiuta, Tajo, Tamas Attila, Madar Réka, Miki

Velciov, Verebes Gyorgy / 28.01. - 20.02.2020

Indecis Artist Run Space
Str. Coriolan Brediceanu nr.2 ap.6, Piata Libertatii

Alexandru Grigore - ,Linia”- arte vizuale

24.01. - 31.03.2020

Thee Line ‘ Almnandra Grigern 4 Indacin

Institutul Francez din Timisoara

Bdul. C.D. Loga, nr.46

Delphine Bertrand - arte vizuale
20.02. - 06.03.2020

Kunsthalle Bega
»Sensul sculpturii” - arte vizuale /03.4. - 03.07.2020

TARGU JIU
Muzeul Judetean , Alexandru Stefulescu”

Str. Geneva, nr. 8, Targu Jiv
3ART” —arte vizuale

ian 2020

GALERII DE ARTA
CONTEMPORANA
ROMANESTI DIN
STRAINATATE
lanuarie-Martie 2020

NILPHAMARI - BANGLADESH
Art Fest, 2020

Claudiu Victor Gheorghiu a fost selectionat si invitat
sd reprezinte Romania la Art Fest 2020. Artistul
roman este membru titular al Uniunii Artistilor Plastici
din Romania, filiala AFAPRR: Asociatia Filiald Arta
Plasticd Religioasd si Restaurare a UAP din Romania.
La a lll-a editie a evenimentului Art Fest au fost
selectati 60 de artisti din Bangladesh si 15 artisti
strdini cunoscuti si recunoscuti pe piata de arta
internationala.

Curator al evenimentului este Harun Ar Rashid Tutul,
profesor asistent-lector la departamentul de Design,
Facultatea de Arte Plastice, Universitatea din Dhaka,

Bangladesh / 26 — 29.02.2020

MARKTRODACH - GERMANIA

Galerie Inaza-Art

Kleinvichtach 17, Marktrodach, Germania

Expozitie de grup ,Arta Plastica Contemporana din
Romania”- pictura si grafica

Pe simeze expun 49 de artisti profesionisti, membrii ai
Uniunii Artistilor Plastici din Romania

Vernisaj: 12 februarie 2020

CHISINAU - MOLDOVA

Muzeul National de Artd al Moldovei

Str. 31 August 1989, nr 115, Chisindu

,HOLOCAUST"- Expozitie Internationala de Graficd
Artisti: Krzysztof Marek Bak, Lukasz Cywicki, Ewelina
Kalakowska (POL), Antonio Canau (POR), Basil Colin
Frank (ISR), Vlado Goreski (MKD), Victor Manuel
Hernandez Castillo (MEX), Michiko Hashino, Mosaki

Ohya (JPN), Ann-Kristin Kallstrom (SWE), Adrian Lis,
Marina Nicolaev, Ovidiu Petca (ROU) Bert Menco,
Herman Noordermeer (NED) Glancarlo Pozzi, Marco
Trentin (ITA), Augustin Rolando Rajas (CAN), Fernando
Santiago (PUR), Antal Vasarhelyl (HUN)

05.02-01.03.2020

g . o

LUGANO - ELVETIA
Palazzo Elvezia

Corso Elvezia 9/a, Elvetia
www.estopiaartgallery.com

Marina Aristotel — ,Colour Splinters”
Curator: Edwin Hughes Scorretti

06.02- 09.03.2020

LOS ANGELES - SUA

Mihai Nicodim Gallery

1700 S Santa Fe Avenue, 160, Los Angeles, CA goo21
www.nicodimgallery.com

.Hollywood Babylon: A Re-Inauguration of the
Pleasure Dome”

Expozitie de grup

11.02-16.02.2020

MUNCHEN - GERMANIA

418Gallery
Romul Nutiu - ,,Dynamic Universe Revisited”

13.12.2019-13.04.2020
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BERLIN - GERMANIA

Museum Europaéischer Kulturen

Staatliche Museen zu Berlin

Arnimallee 25, 14195 Berlin

~comiXconnection” - Expozitie de benzi desenate
Expozitia a ajuns la destinatia sa finald, Muzeul
Culturilor Europene din Berlin. Acest amplu proiect
expozitional initiat de catre Departamentul Europa
centrald si de sud-est din cadrul Muzeului Culturilor
Europene (KOMSOE) si care a debutat in 2013 cautd
sd incurajeze dialogul intre protagonistii scenei de
bandd desenata independenta din mai multe tari
Est Europene - Croatia, Slovenia, Romania, Ungaria,
Serbia si Bosnia & Herzegovina.

13.09.2019 — 01.06.2020

Plan B\ Berlin Gallery

Building G, Second Backyard, Potsdamer Straf3e 77-
87, 10785 Berlin, Germania

“Cristian Rusu:The Only Thing | Am Sure about in This
Life Lies above My Head"-arte vizuale

06.03. -1.04.2020

NEWYORK - SUA

Anca Poterasu Gallery la NADA New York Gallery
Galeria Catinca Tabdcaru Harlem

224 W 137th Street, New York, NY 10030

A Room of One's Own”/, 0 camerd doar a ei”- arte
vizuale

Artisti: Oana Cosug, Larisa Crunteanu, Megan
Dominescu, Adelina Ivan, Aurora Kiraly, Doina
Simionescu, Matei Bejenaru, lulian Bisericaru, Belu-

Simion Fdinaru

28.02.- 08.03.2020

EXPOZITII ORGANIZATE
DE INSTITUTUL
CULTURAL ROMAN
lanuarie-Martie 2020
ACCADEMIA DIROMANIA IN ROMA
Piazza José de San Martin, 1-00197 Roma
www.accadromania.it

www.icr.rofroma/

Galeria de Artd Accademia di Romania in Roma

Viale delle Belle Arti, 110

Nicola Bertasi si Marzio Villa ,Ultima Luna”- Expozitie

de fotografie / 27.01.2020 — 15.02.2020

Laura Partin ,Evacuare”- Expozitie de desene

19.02-29.02.2020

i gl

5 o
ICRVENETIA
Galeria Institutului Roman de Culturé si Cercetare

Umanistica de la Venetia
Palazzo Correr, Campo Santa Fosca

Cannaregio 2214, Venetia
Gianmaria Potenza - ,Arcanele majore — I Tarocchi” -
expozitie de grafica

Curator: Grigore Arbore Popescu / 03.02-28.02.2020

Felicia lonescu - ,Inaripatele cant3toare” / ,Alites —
Uccelli canori” - Expozitie de pictura
Curator: Ana Negoitd

10.02-25.02.2020 [ Mica Galeria a ICCU
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Mosta di Pithuro
Felicia lonescu

ALITES
Uggell saner

Casa Marchi din Fanna

,Din armata austro-ungara in Romania Mare:
Legiunea Romana din Italia (1916-1919)" - Expozitia
istorico-documentard

Curatori: Conf. univ. dr. lon Cérja, Dr. loana Rustoiu si
Dr. Zoran Marcov

22.02-08.03.2020

ICR BUCURESTI

ARCUB

Str. Lipscani 84

Gabriela Culic - ,Lucrurile se intdmpla in altd parte” -
Expozitie multimedia

Curator: Malina lonescu

28.02-13.03.2020
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*  LUCRURILE SE INTAMPLA IN ALTA PARTE
"I Gnpastse meckimacite parts s rodeceate KK

GABRIELA CULIC
 armtinniat Florin Clugules

ICR BRUXELLES

GENT

Galeria Kiosk

»Cinema” - Ampla retrospectiva a operei lui lon
Grigorescu

Curator: Magda Radu /30.02-02.02.2020

Consulatul Romaniei in Belgia
,ECOURI. EUROPALIA Romania” - Expozitie de afise

19.02-31.12.2020

e

ECHOES. EUROPALIA Romania
Poster Exhibition

ICRBUDAPESTA

1zs6 u. 5. 1146 Budapesta

www.icr.ro/budapesta/

Galeria Budapesta

~Home/ward Bound/less”- picturd, fotografii, textile
Artisti: lulia Toma (Romania), Fatyol Viola (Ungaria),
Neogrady-Kiss Barnabas (Ungaria) si Aslan Goisum
(Cecenia).

Curator: Eréss Nikolett / 29.01-15.03.2020

.Foto Magna”- expozitie internationald de fotografie
Artisti fotografi din 15 tari, majoritari din Romania
si Ungaria, printre care: Abel Szalontai, Alexandru
Jugaru, Amer Kapetanovic, Cristina Irian, Bogdan
Dragomir, Ana Alexandrescu, Andreea Machidon,
Anca Coller, Carmen lonitd, Francisc Mraz

Ferkd, Zoltan Molnar, Anna Pal, Sari Ember, Ivan
Blazhev, Matei Caltia, Maria Pecsics, Jelena Vemic,
Natalia Sitcai, Tudor Stanicg, loana Carlig, Ivan
Adamka, Imre Szabo si altii.

Curator: Gavril Tarmure

03.03-03.04.2020

Centrul International de Artd Contemporana
Nagytétényi Ut 48-50

Grupul NOIMA la Art Quarter Budapesta

Grupul NOIMA va reprezenta Romania la agb

din Budapesta in cadrul expozitiei itinerante
4WITTGENSTEIN 2020"

Curator: Denise Parizek, Curator Local Kukla Krisztian

29.02-19.04.2020

The Studio of Young Artists’ Association (SYAA)

Rottenbiller utca 35, Budapesta 1077

JTransylvania Retouched. A matter of landscape and
representation” -arte vizuale

Artisti: Aladar Garda, Anca Benera & ArnoldEstefan,
Zsolt Fekete, Karoly Elekes, Lehel Kovacs, Mircea
Nicolae, Radu Bdies, Szabolcs Kisspal.

Curatoare: Daniela Duca & Virag Major

03.03-21.03.2020

Filiala SEGHEDIN
Piata Dugonics, nr. 2, 6720 Szeged

,Marea Unire. De la victoria in Primul Razboi Mondial

la Tncoronarea Suveranilor Romaniei Mari” - Expozitie
de fotomontaje

Expozitia contine imagini de arhiva din tezaurul
Muzeului National Cotroceni

Vernisaj 27.02.2020

ICRLISABONA

Rua Dr. Antonio Cnandido, nr. 18

1100-072 Lisabona, Portugalia
www.icr.ro/lisabona

Alina Gherasim , Disparuti in Paradis"- Expozitie de
picturd

Curator: Sofia Margal

13.02-13.03.2020

ICR MADRID

ARCO MADRID

IFEMA - Feria de Madrid

Av. del Partendn, 5, 28042 Madrid, Spania

Galeriile GAEP, IVAN si SUPRAINFINIT din Bucuresti
au fost selectate de Comitetul de organizare al

celei de a 39-a editii a Targului International de Arta
Contemporand ARCO Madrid in sectiunile ,Programul
general”, respectiv ,Opening”.

26.02-01.03.2020

ICR NEWYORK
200 East 38th Street, New York, NY 10016

»100 de ani in vieti salvate: American Jewish Joint
Distribution Committee fn Romania”

Eveniment dedicat Zilei Internationale a memoriei

Holocaustului / 06.02-06.03.2020

ICR PARIS

Auditorium du Louvre, Grand Palais

Prezentd romdneasca la ,Rencontres Internationales
Paris-Berlin”, care este una dintre cele mai
importante manifestdri dedicate creatiei audiovizuale
contemporane.

28 februarie de la ora 16 - prezentarea filmului

Fire is always the same (19min25s, premiera
francezad), realizat de Mona Vatamanu si Florin

Tudor si participarea domnului Célin Dan la o
dezbatere profesionald privind evolutiile si practicile
contemporane ale imaginii in miscare.

25.02-01.03.2020

ICRTEL AVIV
B-dul Shaul Hamelech 8, etaj 6
Expozitia ,7 Pionieri Evrei ai Arhitecturii Moderne din

Romania” -Expozitie documentara

13.02-27.03.2020




COLABORATORI

MAGDA CARNECI - este scriitor, critic siistoric de art3,

curator. In prezent este redactor-sef al revistei ARTA.

ANA-DANIELA SULTANA-CIPARIU - este curator si
consultant artistic la creart — Centrul de Creatie, Arta si Traditie
al Municipiului Bucuresti. A colaborat cu institutii precum ICR
Viena, Centrul Cultural International de la Cracovia, Forumul
Cultural Austriac Bucuresti sau Muzeul de Arta din Timisoara,
iar de un an are o rubricd de comentariu de artd in Agentia de
cArte. Absolventd a Universitatii de Artd Aplicata din Viena, in
prezent scrie o lucrare de doctorat cu titlul ,Poetica textului

curatorial” in cadrul Universitatii din Bucuresti.

CALIN DAN - este artist, critic de art, curator si muzeograf.
De-a lungul timpului a fost redactor-sef al revistei ARTA
(1990-1994), director artistic al Centrului Soros pentru Artd
Contemporana (1992-1995), dar si lector in cadrul Academiei
de Arta din Bucuresti, Departamentul Foto-Video (1991-1995).
Tn 1990, impreuns cu Josif Kiraly si Dan Mih&ltianu, a fondat
grupul subREAL. Din anul 2014, Calin Dan este Directorul

Muzeului National de Arta Contemporana.

CATALIN DAVIDESCU - este expert acreditat M.C.I.N.,
evaluator A.N.E.V.A.R., istoric si critic de arta specializat in

lon Tuculescu, Miscarea de Avangarda din Romania. Are o
experientd de aproape 4 decenii in domeniul cercetarii stiintifice
de tip muzeal publicand numeroase studii monografice si

cronici despre arta romaneasca moderna si contemporana.

RUXANDRA DEMETRESCU - istoric de art§, profesoara
de Istoria si Teoria Artei in cadrul Departamentului de Studii
doctorale al Universitdtii Nationale de Arte din Bucuresti.

Tréieste si activeazd in Bucuresti.

SUSANA GALLEGO CUESTA - in prezent Directrice
Musée des Beaux-arts Nancy. A fost curatorea principala al
patrimoniului cultural la Petit Palais, Paris, unde se ocupa
de expozitii de artd contemporana si fotografie. A terminat
doctoratul in literaturd comparata, cu o teza intitulata
“L'informe a la Renaissance”. Nascutd in Spania si fosta

students la Ecole Normale Supérieure.

ADRIAN GUTA - este istoric si critic de art3, curator,
conferentiar universitar. Conduce Catedra de Istoria si Teoria
Artei din cadrul Universitatii Nationale de Arte din Bucuresti. A

fost redactorul-sef al revistei ARTA in 2000-2001.

PETRU LUCACI - artist vizual, prof. univ. dr. la Universitatea de
Arte Bucuresti, Departamentul Pictura , presedinte al Uniunii
Artistilor Plastici din Romania si director Revista ARTA. Traieste

si activeaza in Bucuresti.

GABRIELA MATEESCU - este o artistd feministd si curatoare,
care trdieste si lucreaza in Bucuresti, fondatoare a colectivului
artistic Nucleu oooo si co-fondatoare a platformei de

promovare artistilor digitali romani spam-index.com.

ANCA MIHULET - este istoric de artd si curator; trdieste si
lucreaza la Seul. Proiectele propuse de Anca Mihulet sunt
motivate de coordonate istorice si sociale specifice, de cadrele
institutionale in care au loc, dar si de colaborarile artistice si
curatoriale care de regula se dezvolta pe parcursul mai multor
ani. In 2016 a fost premiata cu una dintre ,Bursele Igor Zabel”.
A fost unul dintre curatorii editiei din 2019 a Bienalei de la

Singapore.

DARIA NEDELCU - studiaza Istoria si Teoria Artei la
Universitatea de Arte din Bucuresti. Daria a colaborat cu diverse

reviste culturale din Romania.

ROMAN NIECZYPOROWSKI - este lector la Academia de
Arte Plastice din Gdansk, specializat in ,Istoria si teoriile artei si

culturii contemporane”.

RAMONA NOVICOV - este critic de artd si curator. Preda la

Universitatea din Oradea. Trdieste la Oradea.

RALUCA OANCEA (NESTOR) - activeaza ca lector la
Universitatea Nationala de Arte din Bucuresti, unde preda
cursuri de Esteticd si Arta Noilor Media. Este licentiata

a Facultatii de Calculatoare si a Facultétii de Filosofie
(Universitatea din Bucuresti), detine un masterat in Arte Vizuale

si un doctorat la Universitatea Nationala de Arte din Bucuresti.

MIHAELA PETROV - a absolvit Sectia de istoria i teoria artei
cu titlul de Master of Arts si a incheiat in anul 2011 studiile
doctorale la Universitatea Nationald de Arte din Bucuresti cu
teza "Victor Brauner — cuvantul scris si opera plastica. «Caiete
si carnete» (1934-1965) / Donatia Jacqueline Victor-Brauner,
manuscrise pastrate in arhiva Bibliotecii Kandinsky, Centrul

Georges Pompidou din Paris”.

ANA PETROVICI-POPESCU - este artista, curatoare,
Doctoranda la Universitatea Nationald de Arte din Bucuresti,
presedinta asociatiei culturale Fighting For Art. Trdieste si

activeaza in Bucuresti.

GHEORGHE POGAN - este pictor si a studiat la Universitatea
de Arta si Design ,lon Andreescu” din Cluj-Napoca. Multi ani a
fost profesor in judetul Hunedoara, fécand parte din ceea ce se

numeste Scoala de Artd de la Deva.

CALIN STEGEREAN - Grafician, critic de art, curator. Doctor
al Facultatii de Litere a Universitatii Babes-Bolyai, Cluj-Napoca,
cu teza ,Artele plastice si revistele literare de avangarda din

Romania interbelicd” (2011). Fost director al Muzeului de Arta

din Cluj si al Muzeului National de Artd din Romania.

OLGA STEFAN - Olga Stefan este curatoare, cercetatoare,
jurnalist& de art3 si regizoare de documentare. In 2016, aceasta
a pus bazele platformei transnationale pentru comemorarea
Holocaustului prin artd si media, Viitorul Memoriei, ale

cdrei activitati si arhiva de cercetare pot fi accesate la:
thefutureofmemory.ro. Proiectele si textele despre arta
contemporana ale Doamnei Stefan pot fi consultate la: www.

olgaistefan.wordpress.com.

IOANATERHES - este absolventa a programului de masterat
istoria artei, patrimoniu, curatoriat a Facultatii de Arte si Design
Timisoara, in cadrul careia a finalizat si programul de licenta in
conservare-restaurare lemn policrom. Traieste si activeaza in

Timisoara.

RALUCATURCANASU - obisnuia sa fie Account Manager, dar
visa sa scrie. Acum incearca sa imbine vizualuri si cuvinte pentru
a spune povesti culturale complexe. Raluca a urmat studii in

teoria imaginii la Bucuresti (CESI) si Paris (Paris Diderot).

CRISTIAN ROBERT VELESCU - este critic si istoric de arta,
scriitor, predd istoria artei la Universitatea Nationald de Arte din
Bucuresti. A publicat lucrari dedicate modernitatii roménesti si
europene, dar si avangardei istorice. Autor a numeroase studii
si texte critice, publicate in albume, reviste si cataloage, din tara

si din strainatate.

SIMONAVILAU - este artist3 si curatoare care trijeste si
lucreaz la Bucuresti. In 2011 a fost curatoarea spatiului LC
Foundation Contemporary Art Centre din Bucuresti si a facut
parte din grupul creator al Spatiului Platforma din cadrul
Anexa MNAC Bucuresti (pana in iulie 2012). Ca cercetator,
face parte din proiectul Eastern European Collectors, initiat de
Hans Knoll (istoric de arta si proprietar al Knollgalerie Viena +
Budapesta). Este colaboratoare permanenta a Revistei ARTA
si este autoarea unei teze de doctorat despre violentd in arta

contemporand romaneasca recenta.

IOANAVLASIU - loana Vlasiu este cercetator principal gradul
1, doctor in istoria artei. A absolvit in 1966 Institutul de Arte
Plastice "Nicolae Grigorescu”, Sectia de istoria si teoria artei.
Dupé absolvire lucreaza la Institutul de Istoria Artei, unde va
ndeplini intre 1990 si 1995 functia de director adjunct. A fost
primul editor pentru Romania al RIHA Journal. S-a aflat la
conducerea Sectorului Arte vizuale si arhitecturd — perioada
modernd din 1990 pan& in 2015. In prezent este membr& in
comitetul consultativ al Revue Roumaine d'Histoire de I'Art.

Série Beaux-Arts.

MARIA ZINTZ - Maria Zintz este critic si istoric de arta. A lucrat
la Muzeul de Arta din Oradea. Colaborator la diferite publicatii

culturale romanesti.

CONTRIBUTORS

MAGDA CARNECI - is a writer, an art critic, and historian, and a
curator. At present she is the editorin-chief of ARTA art magazine

in Bucharest.

ANA-DANIELA SULTANA-CIPARIU - is a curator and artistic
adviser at creart - Bucharest Municipality Centre for Creation,

Art and Tradition. Previously, she has collaborated with
institutions such as the Romanian Cultural Institute in Vienna,

the International Cultural Centre in Krakdw, the Austrian Cultural
Forum in Bucharest, or the Art Museum of Timisoara, and recently
she has started an art review column in Agentia de cArte. She
graduated from the University of Applied Arts Vienna and is now
writing her PhD, titled "The Poetics of the Curatorial Text” at the

University of Bucharest.

CALIN DAN - is an artist, art critic, curator and museographer. He
was editor-in-chief of ARTA magazine (1990-1994), artistic director
of the Soros Center for Contemporary Art (1992-1995), as well

as a lecturer at the Bucharest Academy of Art, the Photo-Video
Department (1991 -1995). Since 2014, Cdlin Dan is the Director of

the National Museum of Contemporary Art in Bucharest.

CATALIN DAVIDESCU - he is an accredited expert M.C.I.N.,
A.N.EV.A.R. evaluator; historian and art critic specialized in lon
Tuculescu and the avant-garde movement in Romania. He has an
experience of almost 4 decades in the field of scientific research of
the museum type, publishing numerous monographs and articles

on modern and contemporary Romanian art.

RUXANDRA DEMETRESCU - art historian, professor of art history
and theory at the Department of Doctoral Studies of the National

University of Arts in Bucharest. She lives and works in Bucharest.

SUSANA GALLEGO CUESTA - currently Directrice Musée des
Beaux-arts Nancy. She was a chief curator of cultural heritage at
the Petit Palais, Paris, where she curates contemporary art and
photography exhibitions. She holds a doctorate in comparative
literature, with a thesis entitled “L'informe & la Renaissance”. Born

in Spain and a former student of the Ecole Normale Supérieure.

ADRIAN GUTA - is an art critic and historian, a curator, and a
lecturer at the National University of Arts in Bucharest, where he
leads the chair of Art History and Theory. He was the editor-in-

chief of ARTA art magazine in 2000-2001.

PETRU LUCACI - visual artist, Ph.D. professor at the National
University of Arts Bucharest, Department of Painting, president
of the Union of Visual Artists in Romania and director of ARTA

Magazine. He lives and works in Bucharest.

GABRIELA MATEESCU - is a feminist artist and curator, founder of

the collective of artists Nucleu oooo and co-founder of the platform

spam-index.com, promoting Romanian digital art.

ANCA MIHULET - is an art historian and curator living and
working in Seoul. The projects proposed by Anca Mihulet are
motivated by specific historic and social coordinates, by the
institutional frameworks where they take place, but also by her
artistic and curatorial collaborations that unfold over the course of
several years. In 2016, Anca Verona Mihulet was awarded one of
the “Igor Zabel Grants”. She was one of the curators of the 2019

edition of the Singapore Biennal.

DARIA NEDELCU - is currently studying history of art at the
University of Fine Arts in Bucharest. She has been a frequent

contributor to various cultural magazines in Romania.

ROMAN NIECZYPOROWSKI - is a lecturer at the Gdansk
Academy of Fine Arts, specialising in “The History and Theories of

Contemporary Art and Culture”.

RAMONA NOVICOV - is an art critic and curator. She teaches at

the University of Oradea. She lives in Oradeq, Romania

RALUCA OANCEA (NESTOR) - is a lecturer at The National
University of Arts in Bucharest where she teaches Aesthetics and
New Media Art. She holds a degree in computer science and one
in philosophy of culture, together with a master’s in fine arts. She

also holds a PhD from The National University of Arts in Bucharest.

MIHAELA PETROV - graduated the Section of History and Theory
of Art with the title of Master of Arts and in 2011 completed her
doctoral studies at the National University of Arts in Bucharest
with the thesis "Victor Brauner - the written word and the plastic
work. «Notebooks and notebooks» (1934-1965) / Donation
Jacqueline Victor-Brauner, manuscripts kept in the archive of the

Kandinsky Library, the Georges Pompidou Center in Paris.”

ANA PETROVICI-POPESCU - is a visual artist, curator, PhD.
student at The National University of Arts in Bucharest and the
president of the cultural association Fighting For Art. She lives and

works in Bucharest.

GHEORGHE POGAN - is a painter and studied at The lon
Andreescu University of Art and Design in Cluj-Napoca. For many
years he was a teacher in Hunedoara county, being part of what is

called the Deva School of Art. He lives and works in Bucharest

CALIN STEGEREAN - Graphic designer; art critic, curator. Doctor
of the Faculty of Letters at Babes Bolyai University, Cluj-Napoca,
with the thesis "Visual Arts and the Avant-garde Literary
Magazines of Interwar Romania” (2011). Former director of the
Museum of Art, Cluj-Napoca and of the National Museum of Art,

Bucharest, Romania.

OLGASTEFAN - is a curator, researcher, arts journalist, and
documentary filmmaker. In 2016 she founded the transnational
platform for Holocaust Remembrance through Art and Media in
Romania and Moldova, The Future of Memory, whose activities
and research archive can be found online at thefutureofmemory.
ro. Ms. Stefan’s contemporary art projects and writing can be

found at www.olgaistefan.wordpress.com.

IOANATERHES - got her masters degree in the History of Art,
Heritage and Curating at the University of Arts and Design in
Timisoara, during which she also completed the degree program
in polychrome wood conservation and restoration. She lives and

works in Timisoara.

RALUCA TURCANASU - is a former Account Manager who
wanted to write. She’s trying to blend visuals and words to tell
compelling cultural stories. Raluca has been following image

studies in Bucharest (CESI) and Paris (Paris Diderot).

CRISTIAN ROBERT VELESCU - is a critic and art historian,

writer; teaches art history at the National University of Arts in
Bucharest. He has published works dedicated to Romanian and
European modernity, but also to the historical avant-garde.
Author of numerous studies and critical texts, published in albums,

magazines and catalogs, from the country and abroad.

SIMONAVILAU - is an artist and curator based in Bucharest.

In 2011, she was the curator of LC Foundation Contemporary
Art Centre in Bucharest and started as a member of Spatiul
Platforma’s team, in the framework of Anexa MNAC Bucharest
(until 2012). As a researcher, she is a contributor to the project
Eastern European Collectors, initiated by Hans Knoll (owner

of Knollgalerie, in Vienna and Budapest). She is a permanent
collaborator of Revista ARTA and holds a PhD. in Art History,
with a dissertation about the image of violence in Romanian

contemporary art.

IOANAVLASIU - has a PhD in art history and is a senior researcher
grade I. She graduated from Nicolae Grigorescu Institute of Fine
Arts in 1996. After graduation she began to work at the Institute

of Art History, where she served as deputy director between 1990
and 1995. She was head of the Department for Modern Art and
Architecture from 1990 till 2015. She was the first Romanian
editor for RIHA Journal. Currently she is a member of the advisory

board of Revue Roumaine d'Histoire de [Art. Série Beaux-Arts.

MARIA ZINTZ - is an art critic and historian. She worked at the Art
Museum in Oradea, Romania. Currently she is a collaborator at

diverse cultural magazines in Romania.



REVISTA ARTA #4243
PREMIILE UAP | UAP AWARDS

Revistd de arte vizuale editata de Uniunea Artistilor Plastici din Romania (UAP)
Fondatd in 1954
Magazine of visual arts edited by the Union of Visual Artists of Romania (UAP)

Founded in 1954

Director / Director: Petru Lucaci, presedinte UAP (petru_lucaci@yahoo.com)
Redactor-sef [ Editor-in-chief: Magda Carneci (magda.carneci@gmail.com)
Secretar general de redactie / Editor: Gabriela Mateescu
(gabriela_mateescu87@yahoo.ro)

Redactor online / Online editor: Marina Oprea (contact@marinaoprea.com)
Concept grafic & Design / Graphic concept & design: Gabriela Mateescu
Procesare imagini / Image processing: Marina Oprea

Corecturd | Proofreading: Rares Grozea

Serv. administrativ-financiar / Administrative-financial Dept.:

Rodica Dogaru, Maria loan

Distributie/ Distribution: Gabriela Mateescu, Mariana Motilica

Colegiul Consultativ / Advisory Board

Judit Angel (Bratislava), Anca Arghir (Dusseldorf), Horea Avram (Cluj), Coriolan Babeti (New
York), Ami Barak (Paris), Célin Dan (Bucuresti), Liviana Dan (Sibiu), Ruxandra Demetrescu
(Bucuresti), Adrian Guta (Bucuresti), Aurelia Mocanu (Bucuresti), Cristian Nae (lasi), lleana

Pintilie (Timisoara), Maria Rus Bojan (Amsterdam)
Coordonatorul Dosarului Premiile UAP 2018 / UAP Awards COORDINATOR: Petru Lucaci

Colaboratori / Contributors

Magda Carneci, Ana-Daniela Sultana-Clpariu, Calin Dan, Catalin Davidescu,

Ruxandra Demetrescu, Susana Gallego Cuesta, Adrian Gutd, Gabriela Mateescu,

Anca Mihulet, Daria Nedelcu, Roman Nieczyporowski, Ramona Novicov,

Raluca Oancea (Nestor), Mihaela Petrov, Ana Petrovici-Popescu, Gheorghe Pogan, Calin
Stegerean, Olga Stefan, loana Terhes, Raluca Turcanasu

Cristian Robert Velescu, Simona Vildu, loana Vlasiu, Maria Zintz.

Traducatori / Translators

Daniel Clinci, Florin lonescu, Malina lonescu, Rares Grozea, Andra Nikolayi, Marina Paladi.

Credite / Credits:

Art Encounters Foundation, Catdalin Bdlescu, Vioara Bara, BOZAR - Bruxelles, Marcel Bunea,
Reka Csapo Dup, Galeria Samy Kinge - Paris, Bernard Joisten, Mdlina lonescu si Andreea Medar
,Petru Lucaci, Ovidiu Maitec, MNAC, MNAR, Museum of Contemporary Art Kiasma, Muzeul
Victoria & Albert - Londra, Muzeul de Artd Craiova, Elena Murariu, loan Aurel Muresan, Radu
Pandele, Sever Petrovici-Popescu, Pier Paolo Pancotto, Rezidenta BRD Scena 9, Alexandra

Sand, Sector 1 Gallery, Cdlin Stegerean, Andrei Tudoran, UAP, Mihai Zgondoiu.

Opiniile exprimate in articole apartin in exclusivitate autorilor /
The opinions expressed in the articles belong exclusively to the authors.
Toate drepturile sunt rezervate / All rights reserved

© Uniunea Artistilor Plastici din Romania

Corespondenta / Mailing address Revista ARTA: Str. Biserica Amzei nr. 7—9, sector 1,

Bucuresti, cod postal: 010391; redactie@revistaarta.ro ; www.revistaarta.ro

Distributie / Distribution

Revista ARTA poate fi achizitionatd din librariile Carturesti, Humanitas, Librarium,
Alexandria, Hecate, Open Art, P U N C H, Libraria La Doua Bufnite, Librdria Kyralina; de

la chioscurile Relay si Inmedio; din galeriile partenere ca Galeria Quadro Cluj, ALBALB
Bucuresti; de la redactie si de la filialele UAP din toatd tara. Puteti comanda un numar direct
de pe site-ul nostru, accesand link-ul cu revista dorita din sectiunea SHOP. Existd optiunea
de a comanda orice revistd si in format PDF. Cititorii din afara Europei sunt rugati sa ne
contacteze pentru orice comanda.

Revista ARTAIs available in bookshops around the country such as Carturestj, Humanitas, Librarium,
Alexandria, Hecate, Open Art, PU N C H, Librdria La Doud Bufnite, Librdria Kyraling; in Relay and
Inmedio newsstands; in partner galleries such as Quadro Gallery Cluj, ALB ALB Bucurestj; from our
editorial office, as well as in UAP local headquarters. By clicking on the title of each magazine in

the SHOP areq, you can buy individual issues either as digital content or in print format. For orders

outside the EU please email us,

Revista ARTA a fost, intre 1954 Si 1993, cea mai importanta publicatie despre arta
contemporana in Romania. Si-a intrerupt aparitia intre 1993 si 2010 (cu o scurtd revenire
ntre 2000 si 2001). In 2010 s-a lansat in formula actual3, iar in 2014 a fost fondat3 si editia
online.

Scopul revistei este de a cartografia scena de artd contemporand roméneascd, de a o
documenta si de a propune o evaluare criticd a manifestarilor ei.

Revista in print reuneste eseuri, cronici, interviuri si dosare tematice. Apare de 3 ori pe an
si propune discutii critice despre fenomene artistice si culturale din Romania, evaluate in
context international.

Site-ul este dedicat scenei de artd roménesti si propune texte despre expozitiile,

evenimentele si proiectele artistilor si curatorilor romani, in tara si in strdinatate.

Revista ARTA was, between 1954-1993, the most important contemporary art magazine in
Romania. It went out of circulation between 1993-2010, with a short comeback in 2000-2001. In
2010 it launched in its current format. The online edition was founded in 2014,

The purpose of the magazine is to map the Romanian contemporary art scene, to document it and
offer a critical evaluation of its manifestations.

The print version brings together essays, reviews, interviews and special issues. It is published

as a double issue three times a year and proposes critical discussions about artistic and cultural
phenomena in Romania, analyzed against the backdrop of the international context.

The website is dedicated to the Romanian art scene and proposes texts about the exhibitions, events
and projects of Romanian artists and curators, taking place in the local as well as the international

context.

ISSN: 0004-3354
Revista finantata de Guvernul Romaniei prin Ministerul Culturii.

Magazine funded by the Government of Romania through the Ministry of Culture.

Copertad 1: Bienala Art Encounters 2019, Muzeul de Transport Public ,Corneliu Miklosi”.
Agnieszka Polska, Porumbelul nesupus, 201g, print cu jet de cerneald pe panza.

Credit foto: Adrian Catu

Cover 1: Exhibition view, Art Encounters Biennial, 2019, "Corneliu Miklosi” Public Transport
Museum. Agnieszka Polska, The Wayward Pigeon, 2019, inkjet on canvas.

Photo credit: Adrian Catu

Coperta 4: Salonul National de Arta Contemporan, foto de Reka Csabo Dup

Cover 4: National Salon of Visual Arts 2019, photo by Reka Csapo Dup





