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EDITORIAL

DISCAPITAL:

ART AND DIGITAL CAPITALISM

O PRIVIRE SUCCINTA ASUPRA TEN DINTELOR ACTUALE ALE ARTEI SI
CERCETARII SOCIO-ECONOMICE LEGATE DE CAPITAL, ECONOMIA’
DIGITALA, REDISTRIBUIRE SI REPREZENTARE.

AN EYE CAST ON CURRENT TRENDS IN ART AND
SOCIO-ECONOMIC RESEARCH RELATED TO CAPITAL,
DIGITAL ECONOMY, REDISTRIBUTION, AND REPRESENTATION.

Text: Dan Mihaltianu

,,Capitali§tii i§i folosesc banii, noi social-
istii ii aruncim”. (Fidel Castro)

,Daci arunci bani pe fereastra, acestia se
vor intoarce la usd.” (Karl Lagerfeld)

Tnca din antichitatea greaca clasic, Aristotel (384 .Hr. -
322 1Hr.) a enuntat faptul ca ,banii, ca 0 masura comuna
a tuturor lucrurilor, le fac comensurabile si posibil de
egalizat”, deschizand astfel larg sfera dezbaterii asupra
naturii lucrurilor (materiale si imateriale) si interrelatiei
lor cu fenomenele economice, sociale si politice
existente, previzibile, posibile ori imaginabile. De atunci
au aparut numeroase teorii, pozitii si atitudini legate

de aceastd tema, un moment culminant fiind Critica
economiei politice a lui Marx.

Chiar daca astazi multe din tezele si revendicarile
formulate in Manifestul comunist si Capitalul s-au
materializat, au devenit norma ori sunt intelese ca
necesare In majoritatea democratiilor dezvoltate, fara ca
acestea sa treaca neaparat printr-o revolutie proletard¥,
totusi, exploatarea, inechitatea si excluderea capata azi
alte dimensiuni, intrand in lumea digitald, controlata

la nivel planetar de gigantii internetului, ce au devenit
.agenti ai capitalismului digital”. Digital Capitalism,

un termen foarte vehiculat azi si analizat in diverse
publicatii de o serie de autori cum ar fi Daniel Schiller
(1999), Christian Fuchs (2013) si altii, nu reprezinta doar
proiectia unor idei, pozitii teoretice si filosofice actuale,
Ci si o realitate ce necesita o abordare si o intelegere
profunda. Articolele incluse in acest numar de revista
incearca sa analizeze din ,perspectiva artistica” aceasta
tema.

Tn artd deci, discursul este, pe de o parte, foarte aproape
de practicile, analizele si teoriile socio-economice
actuale, imbratisandu-le ca atare, ori abordand o pozitie
critica fata de acestea. lar, pe de alta parte, mecanismele
financiare si potentialul politic al capitalului sunt
preluate, adaptate si transformate in concepte si
procese de creatie artistica. Sau pur si simplu moneda,
inscrisurile bancare, ori alte componente relationale
sunt folosite ca materie prima pentru creatia artistica,
similare cu cele traditionale: lemnul, piatra, metalul,
hartia, panza si culorile de ulei. Si, bineinteles, exista
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,,Capitalists arc using their money, we

Socialists are throwing it away.” (Fidel Castro)

Jf you throw money out the window, it will
return to the door.” (Karl Lagerfeld)

As far back as classical Greek antiquity, Aristotle (384 BC
- 322 BC) stated that “money, as a common measure of
everything, makes things commmensurable and makes

it possible to equalize them,” throwing wide open the
debate on the nature of things (both material and
immaterial) and their interrelatedness with existing
economic, social, and political phenomena that are
predictable, possible, or imaginable. After that, many
theories, positions, and attitudes regarding this topic
were formulated, culminating in Marx's Critique of
Political Economy.

Today many of the theses and demands formulated

in the Communist Manifesto and Capital have
materialized, become the norm, or are understood as
necessary in most developed democracies without them
necessarily going through a proletarian revolution® and
yet exploitation, inequity, and exclusion have different
dimensions in the present, as they enter the digital
realm, controlled on a global scale by internet giants,
who have become “agents of digital capitalism.” Digital
capitalism, a phrase used a lot nowadays and analyzed in
various publications by authors like Daniel Schiller (1999),
Christian Fuchs (2013), and others, is not only a projection
of contemporary ideas, theoretical stances, and
philosophical positions, but also a reality that demands
an in-depth approach and understanding. The articles
included in this issue of Arta attempt to tackle this topic
from an “artistic perspective.”

In art, the discourse is, on the one hand, very close

to current socio-economic practices, analyses, and
theories, embracing them as such or taking a critical
stance towards them. And, on the other hand, the
financial mechanisms and political potential of capital
are mimicked, adapted, and transformed into creative
concepts and processes. Or, simply, currency, financial
documents, or other relational components are used

as raw material in artistic creation, like the traditional
ones: wood, stone, metal, paper, canvas, and oil paint.



o fuziune intre diverse medii, procese, actiuni si
pozitionari, caracteristice pentru ceea ce se intelege azi
in arta prin ,expanded field".

Cum este lesne de inteles, dosarul de fata nu poate

sa epuizeze toate directiile si abordarile legate de
relatia dintre arta si bani, nu doar din lipsa de spatiu

ori capacitate de analiza exhaustiva a fenomenului, dar
si din faptul ca nu se poate tine pasul cu amploarea si
dinamica dezvoltarii acestui domeniu emergent.
Astfel, aruncam doar o succinta privire asupra catorva
evenimente, proiecte, pozitii, abordari ori teorii, din
perspectiva actuala si a istoriei recente:

Max Haiven, autorul volumului Art after Money, Money
After Art, analizeaza relatia incomoda, dar nu imposibila
si eventual necesara, stabilita intre arta si bani in
Ledificiul” economiei actuale. Geert Lovink, fondator

al Institute of Network Cultures din Amsterdam,

trece in revista cele zece conferinte desfasurate

pana in prezent cu titlul Moneylab, una din cele

mai importante manifestari internationale reunind
artisti, activisti si cercetatori ce experimenteaza cu
forme ale ,democratizarii financiare”. Veronica Diesen
aprofundeaza semnificatia ,muncii imateriale” ca
tema de cercetare a unui dublu simpozion desfasurat
in Bergen si Londra, mergand pe urmele lui Marx

dar intrdnd in abordarile recente ale conceptului.

Gitte Saetre si Jannecke Knudsen Heien, curatoarele
simpozionului System Criticism and Aesthetics, de la
Kunsthall 3,14, Bergen, prezinta cateva abordari ale
,economiei artistice” si pozitia unor artisti angajati

in ,critica institutionald” din Norvegia. Vlad Basalici,
membru al Collection Collective, interogheaza statutul
colectiei de arta si raportul stabilit intre ,creator”,
.colectionar” si ,beneficiar”, in cautarea de noi modele
viabile si echitabile In economia artei de azi. Magda
Radu, cofondatoarea Salonului de Proiecte din
Bucuresti, prezinta un proiect legat de scena de arta
din Romania, ce analizeaza relatia directa a artistilor cu
banii si fenomenele economice actuale. Dan Mihaltianu
urmareste evolutia unui proiect desfasurat pe mai
multe decenii ce capata noi valente si functiuni la
Bienala de la Venetia, unde publicul devine ,partener”,
,actionar” si filantrop”, intr-un experiment de exercitare
a ,democratiei directe” In arta.

Drept incheiere, Sorana Serban-Chiorean dezvaluie

un episod mai putin cunoscut din istoria artei legat de
Joseph Beuys si Mihai Olos, intr-un schimb artistic bazat
pe ecuatia ,Kunst = Kapital”.

*Revolutia proletard trebuia sa inceapa in statele
capitaliste avansate, dupa cum credea Marx, dar a avut
loc intr-o tara in care relatiile feudale si despotismul

de tip oriental erau inca functionale, iar burghezia si
proletariatul inca incipiente. Acest fapt s-a repercutat
ulterior asupra implementarii sistemului socialist in
intreaga lume, Uniunea Sovietica devenind garantul si
gardianul Miscdrii Comuniste Internationale. Chiar daca
au existat ulterior si variante occidentale ale doctrinei,
Eurocomunismul si Neocomunismul, ele s-au estompat
odata cu colapsul regimurilor comuniste din Europa de
est. Dar multe din dezideratele lor au fost asimilate de
sistemele sociale actuale.

And, of course, there is a fusion between various media,
processes, actions, and positions, characteristic for art in
the so-called “expanded field.”

Naturally, this issue's dossier cannot exhaust all directions
and approaches to the relation between art and money,
not just out of a lack of space or feasibility of analyzing
the phenomenon exhaustively, but also because one
cannot keep up with the scope and dynamic nature of
the development of this emerging field.

We therefore offer a brief view on some events, projects,
stances, approaches, or theories from the perspective of
the present and recent history:

Max Haiven, the author of Art after Money, Money After
Art, looks at the uncomfortable, but not impossible

and perhaps also necessary, relation between art

and money in the current economic “edifice.” Geert
Lovink, founder of the Institute of Network Cultures in
Amsterdam reviews the ten conferences held under
the umbrella of MoneylLab, one of the most important
international events bringing together artists, activists,
and researchers experimenting with forms of “financial
democratization.” Veronica Diesen probes into the
notion of “immaterial labor” as the research topic of

a double symposium held in Bergen and London,
following in Marx's footsteps but showcasing recent
approaches to the topic. Gitte Saetre and Jannecke
Knudsen Heien, curators of the symposium System
Criticism and Aesthetics at Kunsthall 3,14, Bergen,
present a few approaches to the “artistic economy” and
the position of various artists engaged in “institutional
critique” in Norway. Vlad Basalici, a member of the
Collection Collective, questions the status of the art
collector and the relation between “creator,” “collector,”
and “beneficiary,” in search of new viable and equitable
models in today's art economy. Magda Radu, cofounder
of Salonul de proiecte in Bucharest showcases a project
about the Romanian art scene that looks at artists' direct
relation with money and current economic phenomena.
Dan Mihaltianu follows the evolution of a project carried
out throughout multiple decades and which gained
new meanings and functions at the Venice Biennale,
where the public became “partner,” “shareholder,” and
“philanthropist” in an experiment of exerting “direct
democracy” in art.

As a conclusion, Sorana Serban-Chiorean discusses

a lesser-known episode in art history, around Joseph
Beuys and Mihai Olos, an artistic exchange based on the
equation “Kunst = Kapital."

Translated by Rares Grozea

*The proletarian revolution was supposed to break out
in advanced capitalist states according to Marx, but it
instead took place in a country where feudal relations
and oriental despotism were still in place and the
bourgeoisie and the proletariat were still young. This
had later repercussions on the implementation of the
socialist system in the entire world, as the Soviet Union
became the guarantor and guardian of the International
Communist Movement. Though later there were also
western forms of the doctrine, Eurocommunism and
Neocommunism, they faded with the collapse of the
communist regimes in Eastern Europe, though many of
their demands have been assimilated into contemporary
social systems.
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BANII S| ARTA: CEl MAI RAI PRIETENI,

CEl MAI BUNI DUSMANI

MONEY AND ART: THE WORST OF FRIENDS,

THE BEST OF ENEMIES

Text: Max Haiven

Ne imaginam deseori ca arta si banii ar fi diametral
opuse. Insa elementele acestui mit sunt, de fapt, doua
idei ce se sustin reciproc si care, precum un arc in
structura criptei unei catedrale, sustin greutatea masiva
a capitalismului contemporan.

Pe de alta parte, istoria ,artei” occidentale este una ce
insista ca arta este, total sau macar partial, expresia
unui suflet transcendent sau a unei capacitati creative
exclusiv umane, ca aceasta reprezinta antiteza eterna a
lumii materiale. lar pe de alta parte, ni s-a dat sa credem,
mai ales prin intermediul ideilor economice dominante,
cu sprijinul unor discipline precum antropologia, istoria
si studiile politice, ca banii sunt o substanta materiala
pur rationala ce ne parvine, in forma sa perfectionata
de capitalism, dintr-o preistorie a schimbului si ratiunii
economice. Cele doua notiuni, desi par separate, se
sustin reciproc. Pe scurt, arta este arta pentru ca nu este
ban; banul este ban pentru ca nu este arta.

Ins3, desigur, legaturile istorice si prezente dintre

cele doua le fac de nedespartit. Categoria istorica

de arta (vazuta ca diferita de sau ca o subdiviziune

a mai generalei activitati creative umane) ajunge

sa existe ca atare doar cand capitalismul si clasa
burgheza dominanta intra pe scend. Asa cum numerosi
teoreticieni remarca (inclusiv Pierre Bourdieu), arta asa
cum o stim noi si normele judecatii estetice prin care
aceasta este identificata ca atare au aparut mai ales

ca mijloace prin care clasa capitalista conducatoare,
imputernicita prin bani (adica nu prin pamant, titlu
nobiliar sau pozitie sociala mostenitd), doreste obiecte
.rafinate”, experiente si relatii care sa-i afirme ,distinctia”
si capitalul cultural?

Nu este niciun secret ca istoria artei occidentale

o reflecta pe cea a banilor. ,Progresul” artei a fost
determinat in mod fundamental de cei care au avut
banii sa comande si colectioneze, banii sa sponsorizeze
expozitii si colectii, banii sa le permita fiilor lor sa devina
artisti sau sponsori pentru fiii altcuiva. Marile capitale
ale artei sunt si marile capitale financiare: Paris, Londra,
New York, Tokyo, Hong Kong, Shanghai.? intr-adevar,
arta a jucat numeroase roluri pentru capitalistul
contemporan si istoric, dincolo de cel pur estetic: de
active financiare pentru portofoliile de investitii, de
mijloc de a spala sau transfera bani pentru a evita
taxele, de bilet in lumea exclusiva si stimulanta a elitelor
internationale, de material de filantropie narcisista,
avand chiar o functie psihotropa, stimuland imaginatia
capitalista catre culmile ,distrugerii creative” sau
.inovatiei disruptive”*
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We have learned that art and money are diametrically
opposed. But this myth is, in actuality, two mutually
supporting ideas which, like arches in the crypt of a
cathedral, support the massive weight of contemporary
capitalism on top!

On the one hand, the history of Western “art” is one

that insists that art is, wholly or at least in part, the
expression of the transcendent soul or of the uniquely
human capacity for creativity, that it represents the
ageless antithesis of the material world. On the other
hand, we have been led to believe, primarily by the

field of mainstream economics, but with assists from
other disciplines including anthropology, history and
political science, that money is a purely rational material
substance that comes down to us in its perfected
capitalist form from a prehistory of barter and economic
reason. These two notions reinforce one another while
appearing separated.

Simply put, art is art because it is not money; money is
money because it is not art.

Yet, of course, the connections between the two,
historically and in the present, make them inseparable.
The historically constituted category of art (as a distinct
from or a subcategory of the broader swathe of human
creative activity) only comes into existence as such
when capitalism and its bourgeois ruling class arrive

on the scene. As numerous theorists (including Pierre
Bourdieu) note, art as we know it and the norms of
aesthetic judgment by which it is now identified emerge
largely as a means through which the capitalist ruling
class, empowered by money (rather than land, title or
inherited station) desire “refined” objects, experiences
and relationships which signal their “distinction” and
cultural capital?

It is plain to see that the history of Western art mirrors
the history of money. Art's “rise” has been devised by
those who have the money to commission and collect,
the money to sponsor exhibitions and collections, the
money to allow their sons to be artists or become the
patron of someone else’s son. The world's great capitals
of art are also the capitals of finance: Paris, London,

New York, Tokyo, Hong Kong, Shanghai.®Indeed, for
capitalists today and throughout history, art served
numerous roles, well beyond offering a pretty picture: an
alternative asset class for investment portfolios; a vehicle
to launder or move money or avoid taxation; a passport
into a rarified and stimulating world of international
elites; an object of self-congratulatory philanthropy; it
even has a psychotropic effect , stimulating the capitalist



Dan Mihaltianu, Discapital, 2019, bancnote de dolari mestecati, saliva, vodca,
sticla, lemn, otel, 6,5 x 15,5 x 3 cm, editia de 24. Prin amabilitatea autorului.
Dan Mihaltianu, Discapital, 2019, chewed dollar bills, saliva, vodka, glass, wood,
steel, 6.5x 155 x 3 cm, edition of 24. Courtesy of the author.

Si totusi, arta nu poate fi ,artd”, adica valorificata de
catre capitalism drept arta (cumparata, vanduta,
schimbatd, expusa, celebratd), decat daca aceasta
insista explicit, desi In mod eronat, asupra diferentierii si
separarii sale fata de bani.® Astfel, burgheziei nu ii pasa
daca artistii sunt niste anticapitalisti indignati sau niste
romantici tulburati. Cu atat mai binel® Aceasta este chiar
garantia faptului ca acel bun special pe care il produc -
arta - este autentic: arta, si nu bani. Alergia performativa
a artei fata de bani este semnatura invizibila care, In
mod ironic, garanteaza artei valoarea sa sub capitalism.
n acelasi timp, istoria banilor sub capitalism, de fapt

o istorie sangeroasa a colonialismului si exploatarii,

este prezentata drept evolutia naturala si inofensiva

a unei naturi umane competitive demne de lauda’

imagination to new heights of “creative destruction” and
“disruptive innovation.™

And yet, for all of this, art can only be “art,” and can only
be valued by capitalism's elites as art (bought, sold,
traded, exhibited, celebrated) so long as it vociferously—
albeit falsely—insists on its difference and separation
from money.® Hence the bourgeoisie don't care so
much if artists are anti-capitalist malcontents or stormy
romantics. All the better!®This is the very guarantee that
the special commodity they produce, art, is legitimate;
it's not money. Art's performative allergy to money is the
invisible signature that, paradoxically, guarantees art its
value under capitalism.

Meanwhile, the history of capitalist money while, indeed,
a history of bloodshed, colonialism and exploitation, is
presented as the natural, neutral and benign evolution
of a fundamental and noble competitive human
nature.” According to both classical and neoclassical
economists and historians, contemporary semi-digital
fiat currencies inherit the lineage of humanity's innate
and virtuous urge to truck and barter, a presumption
that, as David Graeber and others have noted, hardly
stands up to scrutiny.® But nonetheless this presumption
is ideologically useful. It not only suggests that the
ludicrous and violent monetary system we have today—
one that dominates nearly every aspect of society—is
“natural,” normal and right. It also encourages us all to
believe in an erroneous, bourgeois, revisionist history
and in the inherently (and predominantly) competitive
nature of the human animal. Money is a kind of
ubiquitous, constant participatory artwork with which
we all engage, spreading its less-than-subtle message
that we are, each and every one of us at our core, homo
economicus, shrewd, competitive, hyper-rational and
acquisitive.®

And yet money has always been a work of the collective
imagination. Even when minted from precious metals,
or even when it took the form of useful necessities, like
salt, money has always depended on a million acts of
the imagination. Under capitalism, money is always an
encrypted form or a hologram of the society of which it is
a part, of the totality of cooperative energies and labours
from which it arises. As the young Marx put it, money is a
fetishized representation of one's social bonds: we take
it for being powerful and natural in its own right, but it
is, in fact, a symbol of our power to command the labour
of others, a token for access to the resources of our own
world, the world that we, ourselves, have helped create.”
More poetically, Marcel Mauss spoke of money as the
“counterfeit of our own dreams,” a kind of externalized
proxy for our collective imaginative power to shape

and share the earth. In other words, money is perhaps
the fundamental measure by which capitalist subjects
imagine society and their relationship to it.?

All systems of power and domination are desperate

to hide the fact that they are works of the collective
imagination: the king is a man in a shiny hat whose
power is held in place not only by direct violence but
also by the widespread, shared belief in his inherent
superiority and right to rule. No regime survives long

on violence alone, it also depends on presenting itself

as right, good, necessary, or, if all else fails, inevitable.

No regime can tolerate either the recognition that the
legitimacy of power is imaginary or the revolutionary
possibilities that this would create for imagining a
different kind of life together.” Money, under capitalism,
is the same: it is both the outward manifestation and the
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Potrivit economistilor si istoricilor clasici si neoclasici,
monedele fiduciare contemporane semidigitale sunt
mostenitoarele dorintei inerent umane si benefice

de a realiza schimburi, o presupunere ce poate fi usor
demontatd, dupa cum arata David Graeber si altii.8 Tnsa
aceasta presupunere este utila din punct de vedere
ideologic. Ea sugereaza nu doar ca sistemul absurd si
violent sub care trdaim azi — ce domina aproape toate
aspectele societatii — este ,natural”, normal si corect,

ci ne si incurajeaza sa credem intr-o istorie burgheza
falsificata si sa dezvoltam o credinta nociva in natura
inerent (si absolut) competitiva a animalului uman. Banii
sunt, intr-un fel, precum o lucrare de arta participativa
omniprezenta si constanta, in care cu totii luam parte
sau pe care o purtdam mereu cu noi, al carei mesaj nu
foarte subtil este ca noi toti suntem, in sinea noastra, un
homo oeconomicus - viclean, competitiv, hiperrational
si lacom.?

Tns3 banii au fost mereu un produs al imaginatiei
colective.® Chiar si cand sunt facuti din metale
pretioase, sau cand reprezentau materii utile, precum
sarea, banii au depins mereu de milioane de actiuni ale
imaginatiei. Sub capitalism, banii sunt mereu o forma
criptata sau un ciob holografic al societatii din care fac
parte, al totalitatii energiei cooperative si muncii din
care provin. Dupa cum o formuleaza tanarul Marx, banii
sunt o reprezentare fetisizata a legaturilor sociale: ii
luam drept puternici si naturali in sine, insa ei sunt, de
fapt, un simbol al puterii noastre de a comanda munca
altora, un bilet de acces la resursele lumii la creatia
careia tot noi am contribuit. Marcel Mauss numea banii,
in mod mai poetic, drept ,visuri contrafacute”, un fel de
externalizare a puterii imaginatiei noastre de a modela
si imparti pamantul. Cu alte cuvinte, banii sunt poate
modul cheie prin care subiectul capitalist isi imagineaza
societatea si relatia sa cu ea.”

Toate sistemele de putere si dominatie incearca cu
disperare sa ascunda faptul ca ele nu sunt decat
produse ale imaginatiei colective: regele este un om cu
o palarie sclipitoare, a carui putere este mentinuta nu
doar prin violenta directa, ci si prin credinta comuna in
superioritatea sa inerenta si in dreptul sdu de a conduce.
Niciun regim nu supravietuieste doar prin violenta.

El trebuie sa se si prezinte drept corect, bun, necesar

si, de ce nu, inevitabil. Niciun regim nu poate tolera
recunoasterea faptului ca legitimitatea puterii sale este
imaginara si posibilitatile revolutionare de a ne imagina
noi moduri de a ne organiza viata impreuna ce decurg
de aici.” La fel este si cu banii sub capitalism: banii sunt
atat manifestarea exterioara cat si seva unui sistem al
exploatarii si oprimarii. Acestia trebuie sa se prezinte
drept necesari, eterni, naturali, rationali si inevitabili
pentru a ne impiedica sa realizam ca ei, la fel ca toate
institutiile sociale, nu sunt decéat un lucru pe care ni l-am
imaginat si pe care ni-l imaginam in continuare. Astfel,
ideologii si tehnocratii capitalului depun mari eforturi
pentru a ne convinge ca banii sunt naturali, necesari,
inevitabili si buni. Desi nimeni nu o spune cu cuvintele
astea, mesajul este clar: banii sunt bani nefiind arta.

Tn cartea mea, Art After Money, Money After Art: Creative
Strategies Against Financialization, argumentez ca
arta financiara (money-art) — lucrarile de arta vizuala

si performativa care abordeaza direct sau se folosesc
de bani - are un potential radical prin faptul ca ocupa
spatiul acestei tensiuni.**Cele mai bune lucrari de acest
fel nu participa la reificarea mitului ca banii si arta sunt
diametral opuse, ci observa complicitatile si legaturile
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lifeblood of a system of exploitation and oppression. It
must present itself as necessary, eternal, natural, rational
and inevitable in order to prevent us from recognizing
thatitis, like all social institutions, something we
imagined and are continuously imagining. Hence the
ideologues and theocrats of capital spare no effort to
insist that money is natural, necessary, inevitable and
good. Though no one utters the words, the message is
clear: money is money because it is hot art.

In my book Art After Money, Money After Art: Creative
Strategies Against Financialization | argue that money-
art—visual and performance art which engages directly
with or integrates money—gains its critical and even
radical potential by addressing this tension.'* These works
succeed not by reifying the myth that money and art are
diametrically opposed but, rather, by putting on display
their profound complicity and tight entanglement,
begging the question, if only for a moment: how might
our cooperative and imaginative energies might be
mobilized and organized differently? This is the work

of the radical imagination which is tied to no ideology,
in particular. Rather, this work strives to show us that
money, art and everything else in our world is, at least in
part, a collective fabulation of the imagination, and that
the imagination never fails to question, challenge and
destroy what it, itself, has created.
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lor ascunse, scotand la suprafata intrebari despre cum
energiile noastre cooperative si imaginative ar putea

fi mobilizate si organizate altfel. Ele sunt lucrarile
imaginatiei radicale, nefiind legate de o ideologie
anume. Ele incearca in schimb sa ne arate ca banii,
arta si tot ce exista in lume sunt, cel putin in parte, o
fabulatie colectiva a imaginatiei, iar imaginatia, in mod
necesar, mereu irumpe pentru a interoga, ataca si
distruge ceea ce tot ea a creat.
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Photo credit: Stefan Sava
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PROIECTAND MODELE DE VENITURI IN ARTA.
INTRODUCERE IN MONEYLAB NETWORK.

DESIGNING REVENUE MODELS FOR THE ARTS.
INTRODUCING THE MONEYLAB NETWORK.

Text: Geert Lovink

»Nu tot cu ceea ne confruntam poate fi “Not everything that is faced can be
schimbat, dar nimic nu poate fi schimbat changed, but nothing can be changed
pana nu este infruncat.” until it is faced.”

James Baldwin James Baldwin

Reteaua Moneylab a fost initiata de Institute of Network
Cultures din Amsterdam in 2013. Pana in momentul

de fata, au avut loc zece conferinte internationale, in
Amsterdam, Londra, Buffalo, Siegen, Ljubljana, Helsinki,
Canberra/Hobart, iar Berlinul si Copenhaga sunt pe

lista pentru anul 2021. MoneyLab evalueaza, critica
si intervine In cadrul fintech (tehnologie financiara)
si economiei digitale, cu un accent pus pe arte.
MoneylLab este o retea de artisti, activisti si geeks ce

experimenteaza cu diverse forme de democratizare
financiarg, in contexte precum crowdfunding (finantare

participativa), criptomonede si blockchain, cu ideea
de societate fara bani fizici si de venit universal

garantat. MoneylLab pune sub semnul intrebarii :]
anumite credinte persistente, de la austeritatea,

cresterea si dezvoltarea (up-scaling) calviniste, la luarea
automatizata de decizii (trustless automated decision-
making) si libertatea dark web, de la visele libertariene/
anarhocapitaliste de dreapta la reteta succesului oferita
de antreprenorialismul neoliberal cu echivalentele din
dreapta libertariana.

Hai sa spunem lucrurilor pe nume: artistii au mare |
nevoie de bani. Intr-un context de crestere rapida

a inegalitatii, lumea cere urgent o redistribuire a

averii. Tnsa sunt si motive estetice pentru care artistii | |
sunt interesati de finante. Exista o traditie bogata
a vizualizarilor schimburilor monetare inca din anii

1920. Dupa criza din 2008, intelegerea operatiunilor
financiare, deseori obscure, a devenit cu atat mai
importanta. Ne putem gandi la lucrarile unor artisti
precum Femke Herregraven si Paolo Cirio, dar si

la colectivul parizian rbyn.org. Astfel de practici de
vizualizare au fost preluate de numerosi artisti si activisti.
Sa ne amintim de Panama Papers. Analizand fluxurile
monetare ilegale si cartografiind cronologiile crizelor
subite (flash crashes), activitatile paradisurilor fiscale si
circulatia banilor proveniti din droguri, aceste harti ne
ofera noi perspective asupra unui sector deosebit de
complex si incredibil de rapid. Insa ce facem dupa ce Flying Money: Investigating Illicit Financial Flows, 2018, logo,
am terminat de cartografiat? Exista drumuri care leaga Institute of Network Cultures and Municipality of Amsterdam.
vizualul de politic? Cum poate cunoasterea acestor

sisteme sa conduca la noi reglementari, actiuni locale si

autonomie sporita?

Cutia neagra financiara s-a inscris in imaginarul colectiv,

astfel ca cu greu se poate gasi un context mai favorabil
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unor alternative in favoarea celor 99%. Platformele
cooperative, tehnologiile descentralizate si miscarile

de democratie directa sunt incercari profunde de a
echilibra distribuirea averilor si puterii. Pe masura ce
creste rezistenta fata de saracie, precaritate, paradisuri
fiscale, specula algoritmica si infractiunile financiare,
urmeaza provocarea gasirii unor modalitati de a
mbunatati si sustine noile experimente financiare si de
a interveni in dezbaterile actuale, atat in interiorul cat si
in afara sistemului politic actual.

Acum ca 0 Noua criza economica, pe motiv de
coronavirus, este pe drum, reteaua MoneylLab
cerceteaza ceea ce are loc in afara finantelor globale
ale fondurilor de investitii, fondurilor de pensii

si tranzactionarilor cu frecventa ridicata (high-
frequency trading), privind dincolo de status quo si de
realitatea sa bazata pe consimtamant. Fiind o ,retea
organizata”, MoneylLab ofera o platforma pentru artisti,
academicieni, activisti si geeks pentru a propune
rolurile pe care arta, activismul si designul le pot juca

in reproiectarea banilor, in democratizarea finantelor

si in extinderea ecologiilor alternativelor radicale in
cadrul tehnologiilor financiare, cu accent pe economia
feminista, platile sociale, infractiunile corporatiilor si
crypto.

n 2019 dominau discutiile despre propunerea Facebook
de a lansa propria criptomoneda, Libra. Desi Libra a
murit, platile si veniturile sunt inca vitale, la propriu,
pentru miliarde de oameni. Imagineaza-ti sa fii platit
direct, peer-to-peer, pentru lucrarile tale de arta.

Cum vor copia Silicon Valley WeChat Pay si Alipay,
dezvoltate de China, data fiind situatia hegemonica

a Instagramului pe scena de arta? De la microplati

si schimb de date, noi sisteme financiare sunt
implementate in masa peste noapte. Prin intermediul
zvonurilor despre Libra, si publicul de rand a inceput

sa vorbeasca despre monetizarea socialului. Care sunt
implicatiile convergentei dintre datele personale de

pe retelele sociale si sistemele de tranzactii financiare?
Avem ce invata din exemplele Chinei? Cum evitam ciclul
competitiv dintre jucatorii mari, stabiliti si noile elite
financiare in contextul unor piete ce functioneaza pe
principiul bulelor si crizelor?

Lasand visurile naive despre altfin (finante alternative)
la o parte, adevarata avangarda a platilor pe internet

se afla in industria pornografica online, in fraude tip
pump and dump si in ciberinfractiuni. Povestea fintech
are deja zece ani, si desi exista multa speculatie — atat
in termeni financiari cat si conceptuali — putine sunt
exemplele practice. Urmeaza sa se schimbe lucrurile?
Trecerea tragica de la stadiul tokenizarii si defi (finante
decentralizate) este un alt exemplu de directie in care
nu ar trebui sa avansam. Trebuie sa cercetam modul in
care efemeritatea criptomonedelor e folosita in spalarea
de bani si ce putem invata din aceste tactici. lar, atata
timp cat tehnologia blockchain contribuie la fortificarea
notiunilor de identitate, proprietate si drepturi de autor,
ce sunt in proces de dizolvare, va putea duce aceasta la
o schimbare radicala in fintech?

Acestea sunt vremuri sumbre pentru economie:
finantele externalizate (offshore) sunt un dezastru
pentru structura oraselor si comunitatilor, iar companiile
de crypto navigheaza in cautarea propriilor lor paradisuri
fiscale. Scurgerile de informatii din paradisurile fiscale
ne-au confirmat ca cei bogati, influenti si cu legaturi
inca se pot feri de taxe. Acestea sunt persoanele ce
transforma locuri precum Malta si Bahamas in zone

#y?nl'-_ .ili;loa__
- Failing Better

1-2 DECEMBER 2016
PAKHUIS DE ZWIJGER, AMSTERDAM

MoneyLab #3: Failing Better, 2016, poster, Institute of Network Cultures.

The MoneylLab network was founded by the Institute
of Network Cultures in Amsterdam in 2013. So far

ten international conferences have taken place, in
Amsterdam, London, Buffalo, Siegen, Ljubljana, Helsinki,
Canberra/Hobart, with Berlin and Copenhagen lined up
for 2021. MoneylLab considers, critiques, and intervenes
within fintech and the digital economy with a special
focus on the arts. It is a network of artists, activists,

and geeks experimenting with forms of financial
democratisation in contexts such as crowdfunding,
cryptocurrencies and the blockchain, cashless society,
and universal basic income. MoneylLab questions
persistent beliefs, from Calvinist austerity, growth, and
up-scaling, to “trustless automated decision-making”
and freedom on the dark web, from right-wing
libertarian/anarcho-capitalist dreams to the special
sauce of neoliberal entrepreneurialism and its right-wing
libertarian counterparts.

Let's state the obvious: artists are in dire need of money.
In a situation of rapidly growing inequality, the world
cries for the redistribution of wealth. But there are

also aesthetic reasons artists are interested in finance.
There is a rich tradition of visualizing financial flows
going all the way back to the 1920s. In the wake of the
2008 financial crash, understanding the often opaque
operations of finance suddenly became more urgent.
Think of the work of artists such as Femke Herregraven
and Paolo Cirio but also the Paris collective rbyn.org.
Visualization practices have since been taken up by

a broad array of artists and activists. Remember the
Panama Papers. By dissecting illicit money flows and
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“BLOKECHAR:

de apartamente de lux, in timp ce portitele fiscale
olandeze, care sunt deja bine documentate, duc la
pierderi in venitul din taxe de aproximativ 22 de miliarde
de euro pe an la nivel global. Corporatiile precum Shell
mituiesc guvernele cu resturi din veniturile lor obtinute
ilegal in schimbul rezidentei legale anonime. Afacerile
globale si criptospecula au subordonat reglementarile
nationale unei logici competitive a pietei internationale
fiscale, iar economiile si comunitatile locale lupta cum
pot impotriva privatizarii si transformarii masive a
locurilor de munca in pozitii freelance precare.

La MoneylLab #8 din Ljubljana, prima editie intr-o tara
postsocialista si prima editie hibrida, fiind la inceputul
pandemiei Covid, au fost prezentate exemple care

nu se aflau Tn atentia mass-mediei. Aceasta editie s-a
axat pe efectele finantelor externalizate, explorand
contra-experimente in domeniul locuirii, muncii de
ingrijire si tehnologiei blockchain. La margine are loc
un fenomen interesant: blockchain-ul nu mai este

doar o unealta pentru obsesiile capitaliste de crestere,
oamenii incepand sa isi realizeze viziunile radicale cu
privire la munca de ingrijire remunerata corespunzator,
redistribuirea averii, relatiile sociale echitabile si
comunitatile independente puternice. In lumea noastra
a disparitiei lichiditatilor monetare, multinationalelor ce
taie din cheltuieli de unde pot si structurilor de ajutor
social slabite, pot monedele comunitatilor si retelelor
de ingrijire autonome sa intareasca cartierele? Cum

ar arata locuirea echitabila si sociala daca ar deveni

un principiu de baza in economie? Cine construieste
sisteme locale care pot face fata financializarii
locuintelor In economia globala de platforma? Tot In
acest context, Moneylab incearca sa scoata in relief
strategii de autoorganizare radicale alternative, militand
pentru noi viitoruri colective, plasate in comunitati
locale rezistente.
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mapping the timelines of flash crashes, tax haven
activities, and movements of drug money, these maps
give us renewed insights into a notoriously complex and
incredibly high-speed sector. But what do we do after
the mapping is done? Are there routes from the visual to
the political? How can knowledge of these systems lead
to new regulations, local action, and increased agency?
The black box of finance has been etched into the
imagination of the public and there has rarely been a
more generous context to manifest working alternatives
for the 99%. Cooperative platforms, decentralized
technologies and direct democracy movements indicate
profound attempts to rebalance the distribution of
wealth and power. As resistance towards poverty,
precarity, tax havens, algorithmic speculation, and
financial crimes grows, the challenge ahead is to find
ways to improve and sustain such financial experiments
and to intervene in current debates both inside and
outside of our established political systems.

With a new, coronavirus-induced economic crisis on its
way, the MoneyLab network explores what is happening
outside of the global finance of hedge funds, pension
funds, and high-frequency trading intending to look
beyond the status quo and its consensual reality. As an
“organized network,” Moneylab provides a platform for
artists, academics, activists, and geeks showing what
roles art, activism, and design can play in the re-design
of money, in the democratization of finance, and in
expanding the ecology of radical alternatives in fintech,
with a special focus on feminist economics, social
payments, corporate crime, and crypto.

Dominant in 2019 was the discussion about the premises
of Facebook's Libra proposal to create their own
cryptocurrency. Libra may have died but the payments,
and income, are literally, vital for billions. Imagine you
could be paid directly, peer-to-peer, for your artworks.
What will the Silicon Valley copycat of China's WeChat
Pay and Alipay be, given the hegemonic situation of
Instagram in the art world? From micropayments

to data trading, new money systems are becoming
mainstream overnight. With the Facebook Libra rumour,
the whispers of the financialization of the social reached
mainstream audiences. What are the implications of the
convergence of personal social media data and money
transaction systems? Is there anything to be learned
from the Chinese examples? How do we parry the cycle
of competition between old, established players and
new financial elites in markets that are still caughtin a
bubble-and-burst dynamics?

Putting naive start-up dreams of alt.fin aside, the real
avant-garde of online payments can be found in the
online porn industry, pump 'n dump schemes, and
cybercrime. A good decade into the story of “fintech”
there’s still a lot of speculation — both in terms of money
and concepts —and not a lot of instances of actual use.
Is this about to change? The tragic move from the stage
of tokenization and de.fi (decentralized finance) is yet
another example of how not to go ahead. We need to
ask how the elusiveness of cryptocurrencies is used to
launder money, and what can be learned from these
tactics. And as long as blockchain technology is used

to fortify eroding notions of identity, ownership, and
copyright, will it ever lead to a radical shift in fin-tech?
These have been dark times for the economy all along,
as offshore finance wreaks havoc in the very fabric of
cities and communities and crypto-companies navigate
the world in search of their own tax-havens. Information



La finele lui 2020, este inca prea devreme sa ne dam
seama ce aspecte ale sistemului financiar global vor
ajunge in cosul de gunoi al istoriei. Statele nationale
influente isi exploreaza propriile lor monede digitale

ca unelte pentru stimulente (sau austeritate) post-
pandemie. Cum se leaga propunerile timpurii pentru
un venit universal garantat de aparitia brusca a

Lobanilor cu elicopterul” (helicopter money) in anumite
tari? Sunt masurile monetare keynesiene propuse
pentru sprijinirea economiilor occidentale un semn

ca hegemonia neoliberala se apropie de sfarsit? Sa nu
sarbatorim prea repede. Interzicerea banilor fizici pe
timp de pandemie este insa un semn puternic al venirii
Dincolo de entuziasmul pentru criptomonede din
ultimul deceniu, principiile de baza si tehnologia pe
care o numim azi blockchain se bucura de o raspandire
larga: de la cercetarea academica la cea medicala, de la
energie la politica, de la drepturile de autor la arta, actori
si organizatii din diverse domenii, toti experimenteaza
cu blockchain. Eliberata de originile sale de nis3,
provenind din criptografie si finantele electronice,
descentralizarea de date pe care o ofera blockchain-ul
este perceputd astazi drept solutia tuturor problemelor.
Energie sustenabila? Blockchain! Cercetare mai de
calitate? Blockchain! Globalizare echitabila? Blockchain!
Blockchain! Blockchain!

MONEYLAB HQ
/' HELSINKI
19.-20.9.2020
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MoneyLab #9: Play-Grounds for Post-Capitalism, 2020, banner,
Institute of Network Cultures and m-cult.

La un deceniu de la creatie, tehnologia blockchain

pare s& fie peste tot. Insi |a fel de importantd precum
omniprezenta sa este perceptia ca aceasta a ajuns

la maturitate. Tehnologia blockchain nu mai este

o investitie antreprenoriala plinad de riscuri sau un
experiment improvizat al adeptilor cyberpunk, devenind
in schimb parte din platformele comerciale cu investitii
majore in spate, care implementeaza conceptul la

scara larga. Pe langa implementarile corporatiste,
tehnologia blockchain a patruns si in societatea civilg, in
initiativele independente, ONG-uri si institutiile de arta.
Tnsa conceptul de blockchain este ambiguu si deschis.
Impresionantd, stranie sau chiar corupta, fiecare
implementare isi ofera propria versiune a ce inseamna

leaks from financial paradises have made it clear that the
wealthy, influential, and well-connected will still escape
taxation. These are the same people turning places like
Malta and the Bahamas into luxury apartment zones,
while well-documented Dutch fiscal loopholes cost

the world approximately 22 billion euros in lost taxes
each year. Corporations like Shell tempt governments
with scraps of their ill-gained revenues in exchange

for legal residence in anonymous letterboxes. Global
business and crypto-speculation have debased national
regulations to the competitive logics of an international
tax marketplace, and local economies and commmunities
struggle to hold out against privatization and the mass
transformation of jobs into a precarious freelance
existence in the gig economy.

MoneyLab #8: Minting a Fair Society, 2020, banner, Institute of Network
Cultures and Aksioma.

At MoneylLab #8 in Ljubljana, the first-ever hosted in a
post-socialist country and the first-ever hybrid edition
held at the very beginning of the covid pandemic,
featured examples far from the mainstream media
spotlight. It zoomed in on the effects of offshore finance
and explored counter-experiments in the realms

of housing, care work, and blockchain technology.

At the fringes, something interesting is happening:
blockchain is no longer just another tool for capitalist
growth obsessions, and people are realizing radical
visions for fairly-compensated care work, redistributed
wealth, equitable social relations, and strong grassroots
communities. In our world of vanishing cash, corner-
cutting multinationals, and weakened social support
structures, can commmunity currencies or self-organized
care networks strengthen neighbourhoods? What
would fair and social housing look like if it was turned
into the cornerstone of the economy? Who is building
local systems that can stand up to the financialization
of housing in the global platform economy? Also in this
context, Moneylab is trying to shed light onto radical
and alternative strategies for self-organization and
pushes on towards new and collective futures situated in
resilient local commmunities.

Late 2020 it is still too early to say which aspects of

the global financial system have been thrown into

the dustbin of history. Pivotal nation-states are now
exploring their own digital currencies as one tool for
post-pandemic stimulus (or austerity). How do the
earlier proposals for a Universal Basic Income relate to
the sudden appearance of helicopter money in some
countries? Are the Keynesian money proposals to prop-
up the Western economies an indication of the end of
the neoliberal hegemony? Let's not celebrate too early.
The ban on cash during the corona crisis, however, is a
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practica descentralizarii datelor si la ce o putem folosi.
Tn acest peisaj divers, tensiunile care-i alcituiesc
tranzactiile ,nebazate pe incredere” (trustless) - sigure
si transparente, insa anonime — se estompeaza sau
ajung sa se excluda una pe alta. In practicd, excluderea
increderii poate duce la necesitatea consimtamantului,
sau inregistrarea ar putea ajunge sa biruiasca
anonimatul. Pe masura ce apar noi arome si intelegeri
ale blockchain-ului, cum poate fi acesta folosit ,in scopul
binelui"? Si care sunt problemele sociotehnice reale pe
care trebuie sa le abordam?

Institutiilor centrale ale capitalismului, bazate pe
contracte, adrese IP si drepturi de autor, precum
bancile, companiile de asigurari si fondurile de investitii,
le este teama sa nu ramana in urma, motiv pentru care,
cu lasitate, isi insusesc si ele noile tehnologii financiare.

MoneyLab #10: Economythologies, 2020, banner,
Institute of Network Cultures and University of Canberra.

Acum, cu proliferarea sistemelor de plati si monedelor
digitale, cu institutiile centrale capitaliste care stau cu
grija ,perturbarilor” si cd nu sunt ,suficient de digitale”,
imaginarele unui capitalism ,fard monezi si fara hartie”
ar putea deveni foarte reale. Ce se va intdmpla cand se
va aseza praful? Ce va avea valoare? Ce narative sunt
produse? Cu ce fel de viziuni asupra finantelor si banilor
avem de-a face? Se vor uni toate aplicatiile de servicii si
plati intr-una singurd? Si, mergand dincolo de finante
pentru a ajunge la o perspectiva mai de ansamblu, oare
avantajele aplicatiilor blockchain vor permite forme noi,
descentralizate de practici de schimb si date? Suntem
martori la inceputurile unei noi arhitecturi de extragere
care sa inlocuiasca modelul desuet de monetizare
bazat pe reclame? Artistii, activistii si jurnalistii vad o
infrastructura receptiva la interventie si apropriere
critica.

Moneylab a pornit in perioada timpurie a epopeii
bitcoin, si, trebuie sa recunoastem, comunitatea

inca are interesul de a determina cursul dezvoltarii
tehnologiei blockchain sau registrelor distribuite
(distributed ledgers). Guvernele si bancile si-au pierdut
monopolul in definirea banilor, existdnd acum o ocazie
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strong indication for the arrival of the cashless society.
Beyond the cryptocurrency hype of the last decade, the
underlying principles and technologies known as the
blockchain have now become widely dispersed. From
health to academic research, energy to governance,
copyright law to fine art, actors and organizations

in various social fields are exploring the blockchain.
Unleashed from its niche origins in cryptography

and electronic currency, the blockchain’s data
decentralization is now held up as the solution for every
problem. Sustainable energy? Blockchain! Higher quality
research? Blockchain! Fairer globalization? Blockchain!
Blockchain! Blockchain!

A decade after its inception, blockchain seems
everywhere. But just as important as its ubiquity is its
perceived maturity. No longer the risky venture of the
start-up or the experimental tinkering of cypherpunks,
blockchains are quickly becoming part of commmercial
platforms with significant investment that implement
the concept at scale. Alongside these corporate
implementations, the blockchain has also found its way
into civil society, grassroots initiatives, NGOs, and art
institutions. Yet the “blockchain” is ambiguous and open-
ended. Whether impressive, peculiar, or even corrupt,
each implementation asserts its own version of what a
decentralized data practice means and what it should be
used for. In this varied landscape, the tensions that make
up its “trustless” transactions — secure and transparent,
yet anonymous — become blurry or sometimes even
mutually exclusive. In practice, excluding trust might
require consent, or registration might trump anonymity.
As new flavors and understandings of the blockchain
proliferate, how can the blockchain be used “for the
good”? And what are the real socio-technical problems
we need to address?

Capitalism’s central institutions, based on contracts, IP,
and copyright, such as banks, insurance companies, and
investment funds, are anxious to avoid falling behind
and cowardly embrace fintech. With the proliferation

of digital payment systems and currencies, and

with capitalism's central institutions worrying about
“disruption” and “not being digital enough,” imaginaries
of a “coinless, paperless capitalism” might become very
real now. What will happen after the dust has settled?
What will be valued? What narratives are produced?
What kind of views on finance and money are we
dealing with? Will all service and payment apps role into
one? Yet going beyond finance to think more broadly,
do the affordances of blockchain applications allow for a
novel, distributed form of exchange and data practices?
Do we see the beginnings of a new architecture for
extraction that might replace the crumbling ad-based
model of monetization? Artists, activists, and journalists
see an infrastructure ripe for critical intervention and
appropriation.

Moneylab started early into the bitcoin saga and, let's
admit, the commmunity still has a key interest in steering
the developments of the blockchain or distributed
ledger. Governments and banks have lost their
monopoly on defining what money is, and now there's a
small window of opportunity to democratize the design
of money. Despite the ups and downs of its speculative
valuation, the spectacle of cryptocurrency is over and
has given way to the banality of the blockchain. Who's
not mesmerized by the alchemy of digital money? You,
Doctor Faustus, discovered how to create something
out of nothing, miraculously making code work for you,
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MoneyLab #11 Disaster Capitalism, 2021, banner.

unica de a democratiza modul in care sunt proiectati
banii. In ciuda cresterilor si descresterilor valorii lor
speculative, spectacolul criptomonedelor a fost inlocuit
de banalitatea blockchain-ului. Cine nu e fascinat de
alchimia banilor digitali? Dumneata, Doctore Faustus,
ai inventat un mod de a crea ceva din nimic, ai facut
codul sa lucreze pentru tine, sa iti extraga aurul digital
din retea. MoneylLab nu doreste in niciun caz sa isi
aroge o moralitate superioara, condamnand energia
infractionala ce defineste era altfin. Exista o placere
profunda in activitatile secrete care urmaresc sa rezolve
in final problema saraciei, dezastrului nostru economic.
Vile mediocre pentru toti! (Venkatesh Rao)

Daca permiteti, ce a facut blockchain-ul pentru
dumneavoastra in ultimul timp? In vreme ce cripto-
fanteziile mustesc de aceleasi vechi prejudecati,
aducem din nou in discutie problema definitiei banilor.
Chestiunea definirii arhitecturii banilor nu poate fi lasata
in seama barbatilor libertarieni cu visuri autarhice. Noi
privim dincolo de lumea start-up-urilor libertariene

cu preocupari cel mai ades masculine. Alaturi de
economistii si economistele feministe, MoneyLab isi
imagineaza o economie crypto care recunoaste valoarea
muncii de ingrijire si pune accentul pe egalitate si
solidaritate. Alimentati de teorii feministe urmarind
decolonizarea structurilor de putere din economie,
privim la strategii de proiectare promitatoare pentru

a contracara corporatizarea valutei digitale, de la
criptomonede hiperlocale la festivaluri de tehno, la
SheDAO si la sistemele de schimb autoorganizate din
comunitatile de refugiati.

Este un scenariu sumbru, insa poate nu e totul pierdut.
Economia nu este - si nici nu a fost vreodata — exclusiv
in mainile corporatiilor fara fata si speculatorilor

cu criptovaluta. Initiativa ,intermedia” MoneyLab
exploreaza imaginarele unor artisti, cercetatori, activisti
si geeks in cautarea altor economii posibile, interogand
un nou discurs financiar. Ramane o intrebare: putem
folosi tehnologia in mod critic pentru a sustine valori
alternative de cooperare si colectivizare, intr-o lume
dominata de individualism si competitie?

Mai multe informatii la: https:/networkcultures.org/
moneylab/ sau abonandu-va la newsletter-ul INC si/sau
lista de corespondenta inc-synthesis, pentru mai multe
stiri si dezbateri.
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digging the digital gold out the network. MoneylLab
would be the last to take the moral high ground and
condemn the criminal energy that defines the alt.fin era.
There's a deep secret pleasure in the hidden activities
aiming to, finally, resolve our poverty, our sorry state of
economic affairs. Premium mediocre mansions for all!
(Venkatesh Rao)

If we may ask, what has the blockchain done for you,
lately? As crypto fantasies overflow with the same old
biases, we once again put the question of the definition
of money on the table. Defining the architecture of
money cannot be left to libertarian men that dream of
autarky. We're looking beyond the world of libertarian
start-ups with their often masculine preoccupations.
With feminist economists, Moneylab imagines a crypto
economy that values care work and focuses on equity
and solidarity. Fueled by feminist theory and aimed at
decolonizing existing power structures in the economy,
we look at promising design strategies to counter

the corporatization of digital money, from hyperlocal
cryptocurrencies at techno festivals to the “SheDAO”
and self-organized exchange systems in refugee
communities.

Itis a grim scenario, but perhaps not all is lost. The
economy is not —and it never was — merely in the hands
of faceless corporations and cryptocurrency speculators.
The “intermedia” initiative MoneylLab explores the
imaginaries of artists, researchers, activists, and geeks
in search of other possible economies and urgently
interrogates a different financial discourse. Our question
remains: can we use technology critically to support
alternative values of cooperation and “commoning”

in a world that is dominated by individualism and
competition?

More information on https:/networkcultures.org/

moneylab/ or by subscribing to the INC newsletter and/or
the inc-synthesis mailing list for news and debates.
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MUNCA IMATERIALA CA NON-CONCEPT
IMMATERIAL LABOUR AS ANON-CONCEPT

Text: Veronica Diesen

INTRODUCERE

Acest concis articol este rezultatul unui dublu simpozion
despre arta si munca imateriala care a avut loc la
Bergen Public Library, pe 28 august 2015, iar apoi pe 5
septembrie la Karl Marx Memorial Library din Londra.

Pe langa acest simpozion, un eveniment performativ

de Dan Mihaltianu a avut loc la Geddes Gallery, Kings

X Cross, Londra, cu titlul Das Kapital — Distillation, o
lucrare dedicata scrierilor lui Karl Marx.

POST-WORKERISTS S| ,MAREA TRANSFORMARE"
David Camfield afirma ca munca imateriald este

legata de ,0 mare transformare, rezultat al aparitiei
intelectualitatii de masa la inceputul anilor 1970."
Post-workerists, precum Antonio Negri si Michael
Hardt, au observat declinul endemic al muncii manuale
din fabrici in favoarea muncii intelectuale si mentale
datorat automatizarii si avansului tehnologic. Totusi,
Hardt si Negri considera ca aceasta tranzitie a fost
pozitiva, cu potential pentru emanciparea maselor.
Mutarea de la monotonia productiei fordiste a eliberat
munca de spatiul inchis al fabricii de beton si a deschis
posibilitatea ca individul sa se elibereze din punct de
vedere al muncii sale. Potrivit lui Jasper Bernes, cei care
au participat la proteste considerau ca prosperitatea
materiala in crestere progresiva nu era suficienta: ,Work
in America a vorbit despre «anacronicul autoritarism

al locului de munca» si a sugerat fara menajamente

ca «sarcinile plictisitoare, repetitive si aparent fara

sens, care nu ofera provocari sau autonomie, cauzeaza
disconfort lucratorilor de toate nivelurile ocupationale.»
Acest neajuns, a concluzionat studiul, se manifesta in
moduri deschise si ascunse, kmasurate prin absenteism,
greve neoficiale, rata prezentei, sabotaj si produse de
calitate inferioara».”?

CONCEPTUL DE MUNCA IMATERIALA

Haug a observat ca Negri, ca si ceilalti post-workerists,
pare ca nu cunoaste istoria conceptului de munca
imateriala si modul in care Marx I-a respins. Expresia
».munca imateriald” a fost conceput de Henri Storch la
inceputul secolului al XIX-lea.®* Haug a scris ca ,Marx, care
dedica mult spatiu acestei dezbateri despre si impotriva
acestei teze in Teoria plusvalorii, citeaza discutia lui
Storch despre «<munca imateriala», dar nu adopta totusi
expresia in vocabularul sau.” Haug noteaza in schimb
ca Marx, cu discutia sa despre bunuri ,imateriale” ale
.Claselor ideologice,” se leaga critic de Henri Storch

si Adam Smith atunci cand critica diferentierea lui
Smith dintre munca productiva si neproductiva. Marx
scrie ca ,ceea ce, din punctul de vedere al capitalului,
este productiv pentru ca formeaza plusvaloare nu

este in mod necesar productiv din punctul de vedere

al conservarii vietii si invers.” Pentru Marx, faptul ca
muncitorul ca producator de plusvaloare este si o fiinta
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Arne Rygg, Playbour, poster simpozion, 2015. Prin amabilitatea artistului.
Arne Rygg, Playbour, symposium poster, 2015. Courtesy of the author.

INTRODUCTION

The short article presented here is the result of a double
symposium about art and immaterial labour which

first took place at Bergen Public Library on August

28th and then on September 5th at the Karl Marx
Memorial Library in London in 2015. In addition to this,

a performative event by Dan Mihaltianu took place at
Geddes Gallery, Kings X Cross, London with the title Das
Kapital - Distillation, a work dedicated to the writings of
Karl Marx.

THE POST-WORKERISTS AND “THE GREAT
TRANSFORMATION”

David Camfield describes how the notion of immaterial
labour is linked to “a great transformation resulting
from the emergence of mass intellectuality in the

early 1970s."' What post-workerists like Michael Hardt
and Antonio Negri noticed was the general endemic
decline of manual factory work in favour of mental and



Playbour, Biblioteca memoriala Karl Marx, 2015. Vedere de la simpozion cu Frans Jacobi.
Playbour, Karl Marx Memorial Library, 2015. View from the symposium with Frans Jacobi

vie cu nevoi de baza pentru a supravietui nu poate fi
ignorat. A neglija aceste nevoi umane de baza este o
parte din exploatarea capitalista a muncii.

CAPITALISMUL SI FIRELE INVIZIBILE ALE DOMINARII
Tn mod concludent, in capitalism, productia artistica va
fi privita drept productivitate numai daca activitatea
persoanei are loc in cadrul relatiei salariale a productiei
capitaliste. Pentru Marx, acesta nu este cazul: ,cea mai
generala definitie pe care Marx o ofera este adevarata in
cazul muncii intelectuale in aceeasi masura in care este
valabila in cazul celor denumiti prin termenul reificat
de «muncitori manuali»: «pe de o parte, orice munca
este un consum de putere de munca umana in sensul
psihologicy, iar pe de alta parte, «intr-o forma specifica si
Cu un scop clar»."®

DE CE IMATERIALA?

Intorcandu-ne la intelegerea termenului de ,imateria
ca un fel de non-concept in vocabularul marxist, ne
putem intreba de ce munca imaterialda a avut un
asemenea impact dominant in campul cultural al
stangii. Unul dintre motivele pentru utilizarea acestui
termen are de-a face cu noile realitati digitale care
dezvolta modurile in care capitalul exploateaza munca
in abstract. Dar acolo unde Hardt si Negri vad un
potential revolutionar, in tranzitia de la munca manuala
la cea mentala, Sergio Bologna da un verdict mai

putin entuziast atunci cand descrie cum ,muncitorul
freelancer nu are un loc de munca; multumita
laptopului sau si internetului, el poate munci de
oriunde”. Bologna observa ca freelancerul nu apartine
unei comunitati, ci este un individ izolat. Contractul

sau de munca nu prevede ore de munca si nu implica
prezenta fizica. Autonomia freelancerilor poate deveni
0 capcana, deoarece acestia sunt dependenti economic
de clientii lor, aceasta dependenta nefiind formalizats,
iar ei nu sunt capabili de a protesta, adica de a intra in
greva ca forma de actiune colectiva.”

"

intellectual work due to automation and technological
advances. Nevertheless, Hardt and Negri mainly
regarded this transition as positive and as a potential for
mass emancipation. The move away from the monotony
of Fordist Factory production freed labour from the
confinement of the concrete factory and opened the
possibility for the individual to liberate him or herself in
terms of his or her labour. What's more, according to
Jasper Bernes, the people demonstrating were of the
opinion that progressively improved material prosperity
was not enough: “Work in America, which spoke of

‘the anachronistic authoritarianism of the work-place’
and suggested, rather bluntly, that ‘[d]ull, repetitive,
seemingly meaningless tasks, offering little challenge

or autonomy, are causing discontent among workers

at all occupational levels.’ This discontent, the study
concluded, manifested in overt and covert ways, ‘as
measured by absenteeism, turnover rates, wildcat strikes,
sabotage, poor-quality products.?

THE CONCEPT OF IMMATERIAL LABOUR

Wolfgang Fritz Haug observes that Negri, like other post-
workerists, seems unaware of the history of the concept
of immaterial labour and Marx's rejection of it. The
expression “immaterial labour” was first coined by Henri
Storch in the early nineteenth century.® Haug writes that
“Marx, who devotes much space to this debate about,
and above all against, this thesis in Theories of Surplus
Value, cites Storch’s discussion of ‘immmaterial labour’,
but does not however adopt the expression in his own
vocabulary."* Rather, Haug notes how Marx, with his

talk of the “immaterial” commodities of the “ideclogical
classes,” critically connects to Henri Storch and Adam
Smith in his criticism of Smith's differentiation between
productive and unproductive labour. Marx writes, “That
which, from the standpoint of capital, is productive
because it forms surplus-value is not necessarily so from
the standpoint of the preservation of life, and vice-
versa.” For Marx, one cannot ignore that the labourer as
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Veronica Diesen, Mand si Das Kapital. Prin amabilitatea autoarei.
Veronica Diesen, Hand and Das Kapital. Courtesy of the author.

Accentul pus de Hardt si Negri asupra tehnologiilor noi
si post-fordismul lor au fost criticate pentru ignorarea
industriilor grele, manufacturilor si fabricilor care

au fost relocate sau externalizate in zone sarace ale
globului, unde munca este ieftina. Super-fabricile din
Asia, precum cele din China detinute de Foxconn, sunt
exemple bune in acest caz. Fabrica nu a disparut, ci doar
a fost relocata global in tari cu munca ieftina.

MATERIAL VS. IMATERIAL

Am vazut cum conceptul de ,imaterial” a fost
popularizat datorita noilor tehnologii, dar si cum
utilizarea conceptului nu are sens din punct de vedere
marxist, deoarece pentru Marx totul este material, chiar
si ideile: ,in cazul meu, inversul este valabil: idealul nu
este nimic altceva decat lumea materiala reflectata in
mintea omului si tradusa in forma gandului.”®

Haug observa ca Marx foloseste un concept integrat de
,munca” ce contine dimensiuni mentale si corporale. in
volumul 1 din Capitalul, Marx aminteste de cizmarul care
construieste pantoful in mintea sa inainte de a-l fabrica.?
Siinvers, o persoana care scrie un eseu va trebui sa
transpuna ideile intr-un laptop sau pe o foaie de hartie.
Haug scrie ca ,muncitorii folosesc «fortele lor naturale
care apartin propriului corp, bratele, picioarele, capul si
mainile», iar la finalul procesului «reiese un rezultat care
a fost deja conceput de muncitor de la inceput, astfel

ca a existat deja in mod ideal» (283-4). «Ideal» inseamna
aici «in imaginatie», ca «plan». Marx evidentiaza faptul
ca «o vointa exprimata drept atentie» devine cu atat mai
importanta cu cat muncitorul este mai putin «atras de
natura muncii si de modul in care trebuie indeplinita,
iar astfel, cu atat mai putin se va bucura de ea ca joaca
libera a puterilor sale fizice si mentale» (284; trad.
modif.)."1°

Tn concluzie, putem spune c& munca imateriald nu este
altceva decat o forma de munca abstracta, iar in acelasi
timp expresia ascunde acest lucru. Totusi, miza este
modul in care capitalul transforma munca materialg,
vie, In munca abstracta si cum aceasta abstractie devine
reala in capitalism.
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producer of surplus-value is also a living being with basic
needs to survive. To neglect these basic human needs
forms part of capital's exploitation of labour.

CAPITALISM AND THE INVISIBLE THREADS OF
DOMINATION

Conclusively, under capital, an artist's production will only
be regarded as proper productivity if the person’s activity
happens within the capital wage relation of production.
For Marx, this is not the case: “The most general
definition of labour that Marx gives is true for intellectual
labour no less than for those named by the reified term
‘manual labourers” ‘on the one hand all labour is an
expenditure of human labour-power in the physiological
sense’, and on the other hand, ‘in a particular form and
with a definite aim.®

WHY IMMATERIAL?

Going back to the understanding of the immaterial as
something of a non-concept in Marxist terms, it is worth
asking oneself why immaterial labour has had such a
dominant impact in the cultural field of the left. One
reason for using immaterial has something to do with
the new digital realities that further the manners in
which capital exploits labour in the abstract. But where
Hardt and Negri see a revolutionary potential in the
transition from manual to mental labour, Sergio Bologna
sounds a more dispiriting verdict on the situation

when he describes how the “freelance worker has no
workplace; thanks to his laptop and the internet, he can
work from anywhere.” Bologna further notes how the
freelancer does not belong to a community but is an
isolated individual. His employment contract makes no
mention of working hours and involves no commitment
to being physically present. The freelancer’s autonomy
may also turn out to be a trap as he is economically
dependent on the client, his dependency is not
formalised and he is unable to disobey, i.e. he cannot
strike as strikes are a form of collective action.”

Negri's and Hardt's emphasis on the novel technologies
and their post-Fordism has further been criticised

for ignoring how heavy industry, manufacturing, and
factories have been relocated or outsourced to more
deprived areas of the globe where wage labour is
cheaper. The super-factories located in Asia, like the
Foxconn-owned factories in China, are good examples
here. The factories haven't gone away but have only been
relocated globally to countries with cheaper labour.

THE MATERIAL VS THE IMMATERIAL

We have seen how the concept of the immaterial has
been made popular due to the new digital technologies
but also how the use of the concept is nonsensical

in Marxist terms as, for Marx, everything is material,
including ideas: “With me the reverse is true: the ideal is
nothing but the material world reflected in the mind of
man, and translated into forms of thought.”®

Haug notes how Marx thus uses an integral concept of
labour that encompasses the corporeal and the mental
dimensions. In Capital. Volume 1, Marx mentions the
shoemaker who put together the shoe in his head
before he crafted it.> And, contrariwise, a person writing
an essay will need to execute his ideas on a laptop or a
piece of paper. Haug writes, “What workers employ are
their ‘natural forces which belongs [sic] to his [sic] own
body, his [sic] arms, legs, head and hands', and at the end
of the process ‘a result emerges which was conceived



Playbour, Biblioteca memoriala Karl Marx, 2015.
Vedere de la simpozion cu Veronica Diesen.
Playbour, Karl Marx Memorial Library, 2015.

View from the symposium with Veronica Diesen.

Avem nevoie de o intelegere a artistului ca subiect
revolutionar potential si a rolului sau nu in afara
proletariatului, ci parte a sa.

Traducere de Daniel Clinci
Note

1. David Camfield, ,The Multitude and the Kangaroo: A Critique of Hardt
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by the worker at the beginning, hence already existed
ideally’ (283-4). ‘Ideal’ means here: 'in the imagination’,

as ‘plan’. Marx emphasises that ‘a purposeful will that is
expressed as attention’, becomes all the more important
the less the worker ‘is attracted by the nature of the work
and the way in which it has to be accomplished, and the
less, therefore, he enjoys it as the free play of his own
physical and mental powers' (284; trans. modified)."°
Conclusively, one can say that immaterial labour is
nothing more than a form of abstract labour at the same
time as the expression obfuscates this very matter. What
is at stake, however, is how capital makes living, material
labour abstract and how this abstraction is made real
under capitalism.

What we further need is an understanding of the artist
as a potential revolutionary subject and, therefore, his or
her role would not be exclusionary to the proletariat but
very much a part of it.

Endnotes
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Henninger, Beyond Marx. Theorising the global labour relations of the
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ployed labour. Page 139.
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ART & DIGITAL CAPITALISM

CRITICA SISTEMULUI $I ESTETICA.
CUM SA REPREZENTAM IREPREZENTABILUL?

SYSTEM CRITICISM AND AESTHETICS.
HOW TO REPRESENT THE UNREPRESENTABLE?

Text: Gitte Saetre si Jannecke Knudsen Heien

Kunsthall 3,14, Bergen, fosta cladire a
sucursalei Bergen a Bancii Norvegiei.
Kunsthall 314, Bergen, former building of Bank
of Norway's Bergen branch.

FUNDAL

Cladirea din secolul al XIX-lea care a gazduit inainte fosta
filiala din Bergen a Bancii Norvegiei confera galeriei
Kunsthall 3,14 un context monumental. Un numar
important de artisti care au expus aici au tematizat
istoria cladirii in lucrari care problematizeaza fenomene
asociate economiei, valorii si sistemului global real al
afacerilor financiare. Trei proiecte au fost prezentate

la Kunsthall in aceasta primavara, construind fundalul
unui program de discursuri; Banco — de Sunah Choi,
care povesteste ca finantele au preluat rolul bisericii,
Dumnezeu s-a transformat si puterea banilor a invins;
The Valley, de Ase Lgvgren si Stine Gonsholt, si lucrarea
audio a lui Arthur Hureau, A Financial Story.

Acest text doreste sa descrie scopurile simpozionului cu
titlul de mai sus, dedicat artistilor, din punctul de vedere
al unui artist. Simpozionul s-a desfasurat la Kunsthall
3,14, Bergen, Norvegia, pe 22 iunie 2020, si a fost
curatoriat de Gitte Saetre si Jannecke Knudsen Heien.
Intr-o discutie cu titlul Who controls the Norwegian
economics debate? de la festivalul KAKAnomics din
Stavanger, 2019, renumitul profesor de economie
sociald Kalle Moene a comentat ca ,discursul economic
norvegian sufera de absenta intrebarilor bune”. Ne
intrebam cum anume se raporteaza artistii la acest
subiect? Tn vreme ce pregatirile de la 3,14 continuau,
pandemia Covid-19 a creat frisoane economice si a
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SETTING

The 19th century building that used to house Bank

of Norway's Bergen branch gives Kunsthall 314 a
monumental setting. A fair amount of the artists who
have exhibited here have thematized the history of

the building in works that problematize phenomena
associated with economy, value and the existing global
system of finance. Three projects featured at Kunsthall
3,14 this last spring made up the backdrop for a
discursive program; Banco, by Sunah Choi - where the
narrative is that finance has taken over the role of the
church, God has transformed and money power prevails
- The Valley, by Ase Lgvgreen and Stine Gonsholt, and
Arthur Hureau's audio work, A Financial Story.

This text is set out to describe the aims of a symposium,
with the above title, directed towards artists and from
an artist’s point of view. The symposium was held at
Kunsthall 3,14, Bergen, Norway, on June 22nd 2020 and
was curated by Gitte Saetre and Jannecke Knudsen
Heien.

In a discussion titled Who controls the Norwegian
economics debate? at the 2019 KAKAnomics festival in
Stavanger, the renowned social economics professor
Kalle Moene commented that the “Norwegian economy
discourse suffers from a lack of good questions.” We
asked ourselves, how do artists pose their questions

on this topic? As our preparation for the symposium at



System Criticism and Aesthetics, Kunsthall 3,14, Bergen, 2020, fotografii din transmiterea video a simpozionului. Prin amabilitatea Kunsthall 3,14.
System Criticism and Aesthetics, Kunsthall 3714, Bergen, 2020, stills from the video streaming of the symposium. Courtesy of Kunsthall 314

facut ca inegalitatile sa se adanceasca in intreaga lume.
Au aparut intrebarile — in ce masura doresc si reusesc
artistii sa interpreteze sistemul care creeaza si impune
inegalitatea materiala? Sunt cunoasterea si intelegerea
in profunzime a domeniilor economiei si finantelor o
preconditie pentru posibilitatea ca artistii sa-si faca
meseria — a crea limbaje vizuale? Si unde anume incepe
munca de a obtine suficiente perspective pentru a ne
raporta la macroeconomie ca materie bruta?

Stim ca multi dintre noi ezita sa discute problemele
economiei, din respect pentru complexitatea lor si de
teama sa nu realizeze lucrari de arta care sa devina
banale. Aceste ganduri au fost actualizate de reflectiile
lui Max Haiven pe marginea interviului din 2019 cu Geert
Lovink pentru catalogul lui Dan Mihaltianu de la Bienala
de la Venetia, unde Haiven sugereaza ca ,artistii, in
mare masura, ar trebui sa dezvolte limbaje vizuale care
comenteaza fenomene structurale si nu sa indice doar
simptomele acestor probleme”. Noi ne-am intrebat cum
anume putem folosi comentariile sale ca rezistenta si
energie In procesul nostru? Am vrut sa ii inspiram pe
colegii nostri sa abordeze conversatii cu privire la aceste
provocari prin concentrarea asupra proiectelor in care
artistii au reusit sa trateze caracteristici ale situatiei
economice prezente intr-o maniera interesanta.

3,14 went on, the Covid-19 pandemic created economic
tremors and caused inequality to grow even deeper
throughout the world. The question arose: to what extent
do artists wish, and manage, to interpret the system that
creates and enforces material inequality? Is in depth
knowledge and understanding of the field of economy
and finance a prerequisite for artists to do their job
creating visual languages? And where does it start—the
job of gaining enough insight to touch upon macro
economy as a raw material?

We know that quite a few of us hesitate to go into

issues of economics, simply out of respect for their
complexity and out of fear of ending up doing art

works that become banal. These thoughts were further
actualized by Max Haiven's reflections in Geert Lovink's
2019 interview for Dan Mihaltianu's catalog at the Venice
Biennale, in which Haiven suggests that “artists to a large
extent should develop visual languages that commment
on structural phenomena, rather than pointing towards
the symptoms of issues.” How, we asked, may we and
others use his comments as resistance and energy

in our process? We wanted to engage colleagues in
conversations about these challenges by focusing on
projects in which artists manage to treat features of the
current economic situation in an interesting manner.
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'his is the memorial for the textile workars in the vallay.

Ase Lgvgren si Stine Gonsholt, The Valley, 2019, imagine din video. Prin amabilitatea autorilor.

Ase Lgvgren and Stine Gonsholt, The Valley, 2019, video still. Courtesy of the authors

CONTEXT

Tn mare masura, conferintele publice si seminariile
despre economie dedicate artistilor care lucreaza

in aceasta tara s-au concentrat asupra economiei
artistului. Inca de la The Invisible Hand, un atelier

de doua zile organizat de Torill Johannessen in 2012
pentru organizatia artistica locala BKFH, au existat
putine seminare dedicate artistilor, direct pe tema
macroeconomiei. 2012 a fost anul expozitiei-festival
Surplus a influentei artiste norvegiene Marianne Heier
de la Bergen Kunsthall, in cadrul careia a plasat epava
trailerului Vima pe peluza de afara. Intrebarile cu privire
la bani si circulatia valorii sunt centrale in lucrarile lui
Heier, dupa cum se poate vedea si in proiectul CREW,
in care ea a cheltuit salariul sau obtinut in urma unei
slujbe ca paznic la muzeul national pentru a finanta
constructia unei camere de pauza pentru paznici.

Tn programul lor paralel, Bergen Kunsthall a analizat
masura in care un proiect ca Surplus ar putea contribui
la dezbaterea publica dincolo de discursul traditional al
criticilor de arta si a pus intrebarea despre posibilitatile
pe care le are arta de a practica o critica prin lucrarea de
arta ca limbaj, care sa aiba un impact la publicul larg.
Tn iunie 2020, in ciuda restrictiilor pandemiei, ne-am
permis sa punem la cale o conversatie actualizata
despre posibilitatea discursiva a artei de a interoga
sistemul si despre strategiile de a o face. I-am invitat
pe artistii Levgren & Gonsholt, Funder si Mihaltianu
sa-si prezinte lucrarile si gandurile. Tanara economista
sociald Marie Storli, lider al Rethinking Economics
Norway, s-a prezentat pentru a oferi publicului o schita
a principalilor factori care provoaca inegalitati la nivel
global. In discursul ei, 21st Century Economy — Never let
a crisis go to waste, a oferit publicului o privire asupra
temelor principale abordate de economistii reformisti,
aratandu-ne in ce directie sa ne indreptam pentru a ne
actualiza informatiile.
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CONTEXT

To a large extent, public conferences and seminars on
economics aimed at artists working in this country

have focused on the economy of the artist. Since The
Invisible Hand, the 2-day workshop organized by Torill
Johannessen in 2012 for the local artist organization
BKFH, seminars directed towards artists directly on the
topic of macro economy seem to have been few. 2012
was also the year of the highly influential Norwegian
artist Marianne Heier's festival exhibition Surplus in
Bergen Kunsthall, in which she placed the wreck of the
trawler “Vima" outside on the lawn. Questions of money
and the circulation of value are central to Heier's work, as
is visible also in the project CREW, in which she spent her
salary from a day job as a guard at the national museum
to finance a much-needed lunchroom for the guards.

In their side program, Bergen Kunsthall looked into the
extent to which a project like Surplus could contribute
to the public debate beyond the traditional art critics’
discourse, and asked which options art has to exercise
critiqgue with the art piece as language, and to make an
impact among a larger public.

In June 2020, despite the pandemic restrictions, we
allowed ourselves to arrange an updated conversation
about discursive art's ability to challenge the system,
and the methods at play. We invited artists Lgvgren &
Gonsholt, Funder and Mihaltianu, to present their work
and share their thoughts. The young social economist
Marie Storli, leader of Rethinking Economics Norway,
came to give the audience an overview of the main
factors that drive inequality on a global basis. In her talk
21st Century Economy - Never let a crisis go to waste, she
gave the audience a glimpse into some of the current
lead topics of reform-friendly economists' discourse,
showing us where to go on catching up by ourselves.



POZITII: A SUPRAVIETUI PESTE NOAPTE iN CASA
BANTUITA A CAPITALISMULUI ABSOLUT

Filmul-eseu The Valley de Levgren/Gonsholt, prezentat
in vechea camera-seif a bancii, este o investigatie
poetica pentru a intelege transformarile actuale din
productie si industrie. Prin diferite inregistrari media,
s-a format o imagine cu mai multe niveluri, in care
mineritul digital a ocupat cladirile unor foste fabrici de
textile. Incalcirea economiei globale intr& in joc, ca si
paradoxurile unei noi economii aparent fara granite in
care consecintele sunt deosebit de materiale si locale.
Tn prezentarea ei ,The local site as a prism”, Lgvgren a
aratat provocarile acestui paradox cu care se confrunta
reprezentarea. in film, artistii au lucrat cu tehnici
speciale pentru a aborda acest subiect, transformandu-I
intr-o intrebare epistemologica cu privire la cum intram
in relatie si inregistram o lume exterioara.

Tn vreme ce limbajul vizual al lui Lgvgren/Gonsholt

pare minimalist, pe alocuri abstract, documentarea
video prezentata de artistul danez Sgren Thilo Funder
ne-a condus direct intr-un performance petrecut in
districtul financiar Wall Street, New York, in 2017 - In
the hall of the Mountain King (Whistle). In calitate de
privitori, am fost pusi intr-o pozitie apropiata, in spatele
artistului care fluiera, in aceasta poveste care citeaza

un film horror din anii 1930. Parafrazand subtitlul
proiectului sau doctoral, How to survive the night in
the haunted mansion of absolute capitalism, putem
vedea perspectiva sa drept distantare si umor care
contracareaza sentimentele umane ocazionale de a te
simti coplesit de noile realitati. Funder nu a observat
vreo nevoie a artistilor de a obtine mai multe cunostinte
despre finante si economie decat alti oameni, afirmand
ca ,trebuie sa invatam sa traim fara a sti si sa permitem
fanteziei noastre sa aiba un spatiu pentru a vedea
alternative. Poate ca putem formula noi intrebari si
putem dezvalui aceste structuri ale puterii care sunt atat
de evidente incat se ascund cumva de noi".

Se poate spune ca o trasatura relevanta a seriei de
instalatii interactive ale lui Dan Mihaltianu, Capital
Pool, este referirea la ceva cunoscut, dar ascuns.
Prezentarea sa a devenit o ocazie pentru public de

a lua parte la o introducere scurta si generala in
abordarea din spatele lucrarilor sale. Dupa proiectarea

POSITIONS: SURVIVING THE NIGHT IN THE HAUNTED
MANSION OF ABSOLUTE CAPITALISM

The essay-film The Valley by Lgvgren & Gonsholt,
shown in the old bank vault, is a poetic investigation

to understand current transformations when it comes
to production and industry. Through diverse media
recordings and registrations, a multilayered image of a
place is formed, where digital mining has occupied the
obsolete textile factory buildings. Entanglements of a
global economy come into view, as well as the paradoxes
of a new economy of seamless boundlessness where
consequences are highly material and local. In her
presentation “The Local site as a Prism”, Lgvgren shared
the challenges regarding representation facing this
paradox. In the film, the artists worked with techniques
to approach this, turning it into an epistemological
question of how to relate to and register an outside
world.

Whereas the visual language of Lgvgren & Gonsholt
appears minimalistic, on occasion abstracted, the
video documentation shown in the presentation by
the Danish artist Sgren Thilo Funder led us right into a
performance he did in the financial district around Wall
Street NYC in 2017 - In the hall of the Mountain King
(Whistle). As viewers, we were set in a position close
behind the whistling artist, in this restaged narrative
referencing a horror movie from the 1930’s. Paraphrasing
the subtitle of his Phd project How to survive the night
in the haunted mansion of absolute capitalism, one
may also see his angle as providing a sense of distance
and humour which counteracts the occasional human
feeling of being overwhelmed by new realities. Funder
did not see a need for artists to gain more knowledge
about finance or economics than people in general. He
stated that we need to learn to live without knowing
and leave space for our fantasy in order to be able

to see alternatives. Perhaps new questions can form
themselves and shine a light from the outside on these
power structures that are so obvious that they are
somehow hidden from us.”

Pointing towards what is known but hidden may

also be said to be a relevant feature in the interactive
installations of Dan Mihaltianu's ongoing series

Capital Pool. His presentation became a brief, general

Jannecke Heien, Pe termen lung ca un joc, 2016-20, lucrare de
sunet, 29', bazata pe inregistrari ale discutiilor din ateliere. Prin
amabilitatea autorului.

Jannecke Heien, The long term as a game, 2016-20, sound work, 29!
based on recordings of workshop discussions. Courtesy of the author.
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Arthur Hureau, A Financial Story, 2020, sound
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filmului Vodka Pool (2009), ni s-a permis sa observam
procesul organic de peste trei decenii, in care impresii
vizuale ale provocarilor intelectuale, politice, formale

si evenimentiale s-au intrepatruns cu schimbarile de
regimuri si contexte istorice.

Dupa cum este cazul de obicei, o singura zi este prea
scurta pentru a incepe sa raspundem macar la jumatate
dintre intrebarile puse in invitatia la simpozion si de
catre public. O voce din public a propus sa ne inchidem
cu totii si sa ascundem cheia pana cand vom reusi sa
devenim introspectivi si sa ne rezolvam propriile puncte
oarbe si iluzii legate de clasa sociala.

CAPITOLUL AL DOILEA

Tn urma simpozionului, Kunsthall 3,14 impreuna cu
artistii au decis sa arate lucrarile de arta despre care

s-a discutat la simpozion si, astfel, sa continue dialogul
cu publicul. Gitte Saetre a curatoriat o expozitie de
grup intitulata The Second Chapter, referindu-se la
evenimentele trecute, dar si la cele viitoare: si acum ce
facem?

Tn lucrarea video de Sgren Thilo Funder intitulata The
Vanishing Table (2014), intalnim un grup de numismati
adunati in jurul unei mese mari de lemn, ca intr-un
ritual la o sedinta de spiritism. O maimuta dintr-un
desen animat, in costum, recita un poem de Lewis
Carroll intr-un birou al unui broker de actiuni.'Dan
Mihaltianu a instalat Capital Pool 3.14 (2020) in spatiul
central al unei vechi banci, invitandu-i pe vizitatori

sa arunce bani in bazin ca parte a unui vechi ritual al
bunastarii (de a-si pune o dorinta), sugerand cum vor

fi redirectionate fondurile acumulate dupa expozitie.
Cineva a aruncat chiar si un card, aratadnd ca Norvegia a
devenit o societate fara cash.

Lgvgren & Gonsholt si-au inlocuit lucrarea cu noul video
Brutal Simplifiers (2020). Lucrarea lui Arthur Hureau, A
Financial Story, a oferit publicului posibilitatea de a se
relaxa si a asculta sunetul activitatii financiare, inclusiv
linistea de dupa plecarea brokerilor din birouri, cand
toate graficele iau o pauzi. In plus, Kunsthall 314 a
invitat-o pe Jannecke Heien sa prezinte The Long Term
as a Game (LTG) (2014-prezent), de aceasta data drept
instalatie sonora bazata pe inregistrarea unei discutii
dintr-un atelier practic de arta in care trei manageri
financiari invitati raspund la intrebarea artistului - De
ce si cum este posibild cresterea economicd perpetud?
Benedict Seymour & Veronica Diesen au prezentat One
Nation Under a Grave (2020), care redescopera speranta
in discutiile colective, dar sustine ca tarotul ar fi mai util
decat hartile si previziunile electorale. Ingrid Berven a
prezentat un alt video intitulat Handcraft, referindu-se
la utilizarea mainilor, uneltelor si materialelor pentru a
exprima idei.

Tn cadrul acestui simpozion am incercat s& construim
un spatiu sigur pentru conversatii. Totusi, o camera a
auto-reflectiei trebuie vizitata iar si iar. Pe marginea
intrebarilor legate de ce anume este nevoie pentru a
crea reprezentari vizuale poetice, artistii insisi poseda
cunostintele, iar printr-o perspectiva critica trebuie

sa continuam sa verbalizam si sa schimbam aceste
cunostinte unii cu ceilalti.

Traducere de Daniel Clinci
Note

1. https:/Mww.sorenthilofunder.com/works/the-vanishing-table/

introduction to the approach behind his works for the
audience. After a screening of the film Vodka Pool (2009),
we were allowed glimpses into an organic process over
the course of three decades, in which visual impressions
from coincidental incidents, intellectual, political, formal
and technical challenges, have melted together with
changing historical regimes and contexts.

As is usually the case, one day is far too short to even
begin to answer half of the questions asked in the
symposium invitation and by the invited audience. A
voice in the audience proposed locking us all up and
hiding the key until we managed to be introspective and
work through our class-related blind spots and illusions.

THE SECOND CHAPTER

Following the symposium, Kunsthall 3,14 together

with the artists decided to actually show the artworks
they had been talking about at the symposium, and

in this way decided to continue the dialogue with the
public. Gitte Saetre curated a group exhibition entitled
The Second Chapter, pointing to the past event(s) and
towards the future; what now?

In the video by Sgren Thilo Funder entitled The
Vanishing Table (2014), we meet a group of numismatists
gathered around a large wooden table, in a session
resembling the ritual of a spiritualistic séance. A cartoon
monkey in a suit is reciting a Lewis Caroll poem from a
stockbroker’s office.! Dan Mihaltianu installed the Capital
Pool 3.14. (2020) in the central space of the old bank,
inviting visitors to throw money into the pool as part

of an old wishing well ritual, and to suggest how the
accumulated funds should be redirected after the show.
Someone even threw in a credit card, making it visible
that Norway has become a cash free society.

Lgvgren & Gonsholt replaced their work with the

newly produced video Brutal Simplifiers (2020). Arthur
Hureau's work A Financial Story gave the audience

the opportunity to lean back and listen closely to the
soundscape of financial activity, including the silence
when the stockholders have left the office and all the
graphs and curves are on pause. Kunsthall 3,14 also
invited Jannecke Heien to show The Long Term as

a Game (LTG) (2014 - ongoing), this time as a sound
installation based on the recording of a practical art
workshop discussion in which the invited financial fund
managers discuss their answers to the artist's question,
Why and how is perpetual economic growth possible?
Furthermore, Benedict Seymour & Veronica Diesen
presented One Nation Under A Grave (2020) which
finds hope in collective discussion but still suggests that
a tarot reading may be more helpful than the maps

and diagrams of electoral forecasting. Ingrid Berven
presented another video entitled Handcraft, pointing to
artists' use of their hands, tools, and materials to express
their ideas.

With the symposium, we made an attempt to create

a safe space for conversation. However, a self-reflective
room needs to be visited again and again. On

questions of what it takes to actually create the visual
poetic representation, artists themselves possess the
knowledge, and keeping a critical glance, we must keep
on verbalizing and exchanging this knowledge with each
other.

Endnotes

1. https:/AMww.sorenthilofunder.com/works/the-vanishing-table/
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COLECTIA COLECTIVA - SAU A FI IMPREUNA,
A AVEA CEVA IN COMUN

COLLECTION COLLECTIVE
OR BEING TOGETHER,
HAVING SOMETHING IN COMMON

Text: Vlad Basalici ——

Pe 10 octombrie 2017, in spatiul de la tranzit.sk Bratislava AR, R Colleciya rotare  Derevy
se deschidea expozitia Colectia Colectivd, un template

pentru un viitor model de reprezentare, cu lucrari de 30pM - Cragl
Tania Bruguera, Fokus Grupa, Jana Kapelova, Dan 1
Mihaltianu, Anetta Mona Chisa & Lucia Tkacova, llona
Németh, Lia Perjovschi, Martin Piacek, Martha Rosler,
Martina RUZickova & Max Lysacek, Péter Szabo si Vlad
Basalici.

Era primul act public al unui nou proiect curatorial gt st o
initiat de Judit Angel, Vlad Morariu si Raluca Voinea care

aducea impreuna artisti, curatori, designeri, arhitecti, Jibd
antropologi, juristi, economisti si producatori culturali. A
Acestia deveneau parte dintr-un colectiv bazat pe relatii L
de incredere reciproca si prietenie, care avea in grija
0 noua colectie de arta cu un mod de operare diferit

de cel al colectiilor de arta contemporana obisnuite.

n cazul Colectiei Colective, artistii ale caror lucrari

sunt incluse aici devin parte a colectivului alaturi de

alti membri participanti, fiecare contribuind potrivit
abilitatilor si expertizei lor necesare functionarii

colectiei. Noii membri pot invita viitori membri care sunt
acceptati de comun acord, astfel ca in acest moment in
colectie sunt in jur de 40 de lucrari si colectivul numara
52 de memobri. Colectia Colectivd nu isi propune sa se
extinda exponential pana in apropierea unui punct de
implozie, ci mai mult are ca scop crearea unui model

£ 11

Vedere de la Semnarea Declaratiei de nfiintare a Colectiei Colective, tranzit.
sk/Bratislava, Slovacia 2017.

Event view from the Signing of the launching of Collection Collective, tranzit
sk/Bratislava, Slovacia, 2017

On October 10 at tranzit.sk Bratislava, the exhibit
Collection Collective, a template for a future model

of representation opened with works from Tania
Bruguera, Fokus Grupa, Jana Kapelova, Dan Mihaltianu,
Anetta Mona Chisa & Lucia Tkacova, llona Németh,

Lia Perjovschi, Martin Piacek, Martha Rosler, Martina
Tania Bruguera - Efectul Francis, 2014/ Campanie, Arte de Conducta, RU.Z|Ckova & Max Lysa;ek’. peFer 5zabd, and Viad Basalm.
cartoline, tricouri, sacose, website. Th|§ was the first pu bl!c viewing of a new ;urator|a|

Tania Bruguera - The FV’G’HC/S Effect, 2014/ Campaign, Arte de Conducta, project started by Judit Angel, Vlad Morariu, and Raluca
postcards, t-shirts, tote bag, website Voinea, bringing together artists, curators, designers,

26



Anetta Mona Chisa & Lucia Tkacova - Colectie Privata 2005 - 2010, obiecte
variabile, cutie, dimensiuni variabile.

Anetta Mona Chisa & Lucia Tkacova - Private Collection 2005 - 2010, various
items, case, dimensions variable

alternativ de colectionare atat conceptual, cat si practic,
care sa poata fi replicat sub forma altor colectii si
colective in alte contexte culturale.

Infiintarea colectiei s-a realizat la Bratislava in urma unui
seminar intern dublat de un seminar deschis publicului
— Collection Collective. In the Future All Our Homes Will
Be Museums - cu prezentari de Dave Beech, Valeria
Graziano, Alenka Gregori¢, Rado IStok, Mira Keratova, la
Kunsthalle Bratislava. In 2018, odata cu lansarea site-ului
Colectiei Colective', a mai fost organizat un alt seminar,
Collection Collective: Tools for Self-Representation cu
interventii tinute de Alenka Gregori¢, Mark Wilson,
Ovidiu Tichindeleanu si Tania Bruguera, insotit si

de o Intalnire intre membri, ambele desfasurate la
tranzit.ro Bucuresti. Tn aceasts perioads, cand din

cauza pandemiei intalnirile sunt posibile doar online,
s-au schitat cateva grupuri de discutie in interiorul
colectivului, care urmeaza sa abordeze teme ca:
Statutul institutional si conceptul Colectiei Colective, Ce
inseamna sa fii un colectiv sau A colecta si colectiile azi.
Tn prezent exista trei tipuri de colectii de art3
contemporana: colectiile publice, dintre care o buna
parte sunt muzeele, colectiile private si colectiile
corporatiste. Muzeele moderne de arta au aparut odata
cu nasterea sferei publice?si democratizarea judecatilor
estetice. Chiar daca termenul de arta contemporana
cum il intelegem astazi a intrat in vocabularul cotidian
dupa infiintarea unor institutii ca Tate sau MoMA,
acceptiunea lui s-a nascut din tensiunea dintre ceea ce
insemna arta moderna si cum putea fi pus in aceeasi
sintagma alaturi de conceptul de muzeu, un termen
deja problematic inca dinaintea infiintarii acestor
muzee. Pentru o perioada, arta moderna in opozitie

cu arta clasica a insemnat arta vie, adica cea produsa
de artisti care mai sunt in viata. Una din premisele
acestor muzee pe care le-am amintit mai sus a fost

ca lucrarile de arta sa ramana in colectia lor doar cel
mult o generatie, 50-60 de ani, din momentul in care
au fost produse, pentru ca apoi sa fie transferate catre
alte institutii apte sa le gazduiasca si astfel sa-si faca loc
altor lucrari noi. Treptat aceastd reguld a fost eludata si
unul din motive a fost posibilul impact asupra cotei de

architects, anthropologists, jurists, economists, and
cultural producers. These became part of a collective
based on relations of mutual trust and friendship,
caring for a new art collection with a modus operandi
different from that of regular art collections. In the case
of Collection Collective, the artists whose works were
included became part of the collective, together with
other participants, each of them contributing according
to their abilities and expertise to the operation of the
collection. New members can invite future members
who will be unanimously accepted, so that there are
currently 40 works in the collection, and the collective
comprises 52 members. Collection Collective does

not aim to be extended exponentially to the point

of imploding, but to create an alternative model of
collecting both conceptually and practically which

can be replicated in the form of other collections and
collectives in other cultural contexts.

The collection was established in Bratislava after an
internal seminar followed by one that was opened to
the public, “Collection Collective. In the future All Our
Homes Will Be Museums,” with presentations by Dave
Beech, Valeria Graziano, Alenka Gregori¢, Rado Istok,
Mira Keratova at Kunsthalle Bratislava. In 2018, together
with the launch of the website of Collection Collective"
another seminar was organized, “Collection Collective:
Tools for Self-Representation,” with interventions by
Alenka Gregoric¢, Mark Wilson, Ovidiu Tichindeleanu, and
Tania Bruguera, and a meeting between the members
at tranzit.ro Bucharest. In this period in which meetings
can only happen online, some groups appeared

within the collective, approaching topics such as the
institutional status and the Collection Collective concept,
what it means to be a collective, or contemporary
collecting and collections.

Vedere de la seminarul public “Colectia colectiva. in viitor toate casele
noastre vor fi muzee”, Kunsthalle Bratislava, Slovacia, 2017.

Event view public seminar “Collection Collective. In the Future All Our Homes
Will Be Museums”, Kunsthalle Bratislava, Slovacia, 2017

Presently, there are three types of contemporary art
collections: public collections, held in museums, private
collections, and corporate collections. Modern museums
of art appeared when the public sphere was born?and
aesthetic judgment was democratized. Even if the
concept of contemporary art as we understand it today
entered everyday speech after the establishment of
institutions such as Tate and MOMA, its meaning was
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piata a lucrarilor de arta in momentul in care ar fi fost
declasate si implicit asupra cotei artistilor care le-au
produs. Aceasta situatie ar fi afectat soarta donatiilor
colectionarilor privati, multi dintre ei facand parte din
comitetele de achizitii ale muzeelor.

Lucrarile ajung astfel sa ramana perpetuu in colectiile
muzeelor de arta contemporana si sa aiba o existenta
fantomatica in depozite fara sa mai vada vreodata
lumina spatiilor expozitionale. Un studiu publicat de
BBC in 2016 indica faptul ca Tate expune cam 20% din
colectia permanentd, pe cand muzeul Guggenheim
doar 3%.?

ane of the mos imporisd

alipcind of modern art,

Fokus Grupa - The And of Art In at For new, 2017, print digital pe vinil auto-
adesiv, dimensiuni variabile.

Fokus Grupa - The And of Art In at For new, 2017, digital print on self-adhesive
vinyl, variable dimensions

O viata spectrala ajung sa aiba si multe lucrari din
colectiile private care isi schimba proprietarii fara sa
paraseasca acelasi spatiu fizic in freeporturile din zone
extrateritoriale, ,aceste muzee din era internetului, dar
un network intunecat”, cum le numeste Hito Steyerl.#

Tn cazul colectiilor corporatiste, lucrarile de arta
achizitionate au cateva functii: sa accentueze identitatea
companiei, sa genereze un capital simbolic in contextele
locale unde corporatia isi desfasoara activitatea si sa
imbogateasca ecologia culturala a spatiului de lucru.®
Sau, mai prozaic spus, sa decoreze sediile companiilor.
Cum noua pandemie a schimbat conditiile de munca

si a transformat birourile in spatii lipsite de viata care
gazduiesc doar serverele necesare telemuncii, aceasta
ultima functie ambientala a lucrarilor de arta devine
inutila. Deutsche Bank, care are una dintre cele mai
mari colectii corporatiste, a lichidat 4000 de lucrariin
aceasta perioada, un trend care incepuse deja, odata

cu digitalizarea sistemului bancar. La fel si British
Airways a renuntat la multe dintre lucrarile de arta din
colectia proprie care ornau saloanele de prima clasa ale
aeroportului Heathrow.®

Ceea ce devine tot mai clar e ca schimbarile sistemice
produse de la inceputul anului 2020, impreuna cu
suspendarea prelungita a spatiului public au facut tot
mai evidenta necesitatea crearii unor modele alternative
care sa puna in prim-plan noi moduri sustenabile de a fi
impreuna si de a avea ceva in comun.

Obiectul artistic, central actului contemporan de a
colectiona, pentru a fi dezirabil si apt de a fi posedat si
consumat, este decuplat de fluxul influentelor invizibile
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born from the tension between what “modern art” used
to mean and how it could be placed within the same
phrase with the concept of “museum,” a term that was
problematic even before the establishment of these
museums. For some time, modern art, as opposed to
classical art, meant living art, works by artists who are still
alive, in other words. One of the starting points of these
previously-mentioned museums was that works would
only be integrated in their collection for a generation fifty
or sixty years after they were produced; they would then
be transferred to institutions that were better-equipped
to host them, and thus they would make room for new
works. Slowly, this rule was dropped; one of reasons was
the potential impact on the market value of the works
that would have been diminished and, implicitly, the
impact on the market value of the artists who produced
them. This situation would have affected the fate of
donations from private collectors, a lot of them being
part of the museums’ acquisition committees. The
works end up remaining in the collections of modern
art museums in perpetuity, living a ghostly existence

in storage without ever seeing the light of the exhibit
areas. A study published by BBC in 2016 shows that Tate
only uses 20% of its permanent collection in the exhibits,
while Guggenheim uses only 3%.*

A lot of the works found in private collections get to have
this spectral life, changing owners without really leaving
the same physical spaces in extraterritorial freeports, “a
museum of the internet era, but a museum of the dark
net,” as Hito Steyerl calls them.*

In the case of corporate collections, the works have

Martin Piacek - Rdzboiul Marelui Strdmos, 2013, placa memoriala bronz,
nisip, sticld si rama metalica rotativa, 28 X 22 X 8 cm.

Martin Piacek - Great Grandfather's War, 2013, bronze commemorative plaque,
sand, glass and revolving steel frame, 28 X22 X8 cm

certain functions: to emphasize the identity of the
corporation, to generate symbolic capital in local
contexts where the corporation is active, and to enrich
the cultural ecology of the workspace®, or, simply

put, to decorate the corporate headquarters. As the

new pandemic changed the working conditions and
transformed the offices into lifeless spaces that only host
the servers necessary for online work, this final ambient
function of the artworks became useless. Deutsche Bank,
which holds one of the largest corporate collections,
liquidated 4,000 works during this period, a trend that
had already started with the digitalization of the banking
sector. Similarly, British Airways gave up on many of the
works from its own collection that decorated the first-



care vin dinspre comunitatea unde a fost creat. Ceea ce
ramane vizibil e doar un simulacru al acestei comunitati,
instrumentalizate doar pentru a da valoare lucrarii de
arta colectionate.

De aceea, poate important in cazul Colectiei Colective,
si nu doar aici, este regandirea operei de arta in raport
cu o comunitate organica deschisa noilor conditii de
posibilitate. Cum spune Roberto Esposito, ,comunitatea
nu este o entitate, nici nu este un subiect colectiv, si

nici o totalitate de subiecti, ci mai degraba este relatia
care ii face sa nu mai fie subiecti individuali, deoarece ii
izoleaza de identitatea lor cu o linie, care traversandu-i, ii
modifica: este «cu, «<intre» si pragul in care se intalnesc
intr-un punct de contact care fi aduce in relatie cu
ceilalti In aceeasi masura in care ii separa de ei insisi"”

Note
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6. Ollie Williams, ,With Nobody To Impress Companies Are Quietly Selling
Their Art Collections”, Forbes.
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7. Roberto Esposito, Communitas. The Origin and Destiny of Community,
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Vedere de la seminarul public ,Colectia colectiva,
unelte pentru reprezentare”, tranzit.ro/ Bucuresti,
Romania, 2018.

Event view public seminar “Collection Collective
Tools for Self-Representation” tranzit.ro/ Bucharest,
Romania, 2018

class lounges of Heathrow Airport.®

It is becoming clearer that the systemic changes that
occurred at the beginning of 2020, together with the
prolonged shutdown of public spaces, laid bare the
necessity of creating alternative models that would
emphasize new and sustainable ways of being together
and having something in common.

The art object, the center of the contemporary act

of collecting, in order to be desired, consumed and
possessed, is removed from the flow of invisible
influences which come from the community in which it
was created. What remains visible is only a simulacrum
of this commmunity, which is instrumentalized to give
value to the collected artwork.

That is why it is important in the case of Collection
Collective and not only here to rethink the work of art in
relation with an organic community which is open to the
new conditions of possibility. As Roberto Esposito says,
“‘community isn't an entity, nor is it a collective subject,
nor a totality of subjects, but rather is the relation that
makes them no longer individual subjects because it
closes them off from their identity with a line which,
traversing them, alters them: it is the ‘with, the ‘between,
and the threshold where they meet in a point of contact
that brings them into relation with others to the degree
to which it separates them from themselves."”

Translated by Daniel Clinci
Endnotes

1. https:/AMww.collectioncollective.art.

2.Jurgen Habermas, The Structural Transformation of the Public Sphere,
MIT, 1989.

3. Kimberly Bradley, ,Why museums hide masterpieces away".
https:/Mmww.bbc.com/culture/article/20150123-7-masterpieces-you-cant-see.
4. Hito Steyerl, ,Duty-Free Art", e-flux, nr. 63, 2015
https:/Mmww.e-flux.com/journal/63/60894/duty-free-art/.

5. Charlotte Appleyard si James Salzmann, Corporate Art Collections, A
Handbook to Corporate Buying, Lund Humphries, p. 31.

6. Ollie Williams, ,With Nobody To Impress Companies Are Quietly Selling
Their Art Collections”, Forbes.
https:/Mmww.forbes.com/sites/oliverwilliams1/2020/10/04/with-nobody-to-im-
press-companies-are-quitely-selling-their-art-collections/?sh=51ef63831e72.
7. Roberto Esposito, Communitas. The Origin and Destiny of Community,
Stanford University Press, 2010, p. 139.

29



Participarea Salonului de proiecte la Vienn. imagine de a

Participation of Salonul de Proiecte in the V

DEAR MONEY

Text: Magda Radu

Un proiect curatorial si editorial initiat de Salonul
de proiecte Tn care artisti de pe scena artei
contemporane din Romania vorbesc despre
relatia dintre arta si bani.

Texte de: Michael Baers, Bogdan Ghiu, Suzana
Milevska, Diana Ursan.

Contributii de:

Marina Albu, Apparatus 22, Anca Benera & Arnold
Estefan, The Bureau of Melodramatic Research,
Alex Bodea, Mihut Boscu Kafchin, Rdzvan Botis,
Tudor Bratu, Geta Bratescu, Anetta Mona Chisa &
Lucia Tkacova, Andreea Ciobica, Irina Costache &
Simina Guga, Cristina David, Paul Dunca, Tatiana
Fiodorova & Cristian Fiodorov, Bogdan Girbovan,
lon Grigorescu, Mihai lepure-Gorski, Catalin llie,
Daniel Knorr, Mihaela Michailov, Aurelia Mihai,
Olivia Mihaltianu, Mixer, Monotremu, Ciprian
Muresan, Daniela Palimariu, Delia Popa, Raluca
Popa, Ghenadie Popescu, Sorin Popescu, Veda
Popovici, Anca Munteanu Rimnic, Flaviu Rogojan,
Cristian Rusu, Stefan Sava, Soyons Impossibles,
StefanTiron, lulia Toma.
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nsamblu. Credit foto: Stefan Sava.
w. Photo credit: Stef: /a

A curatorial and editorial project initiated by Salonul
de proiecte in which artists from the Romanian
contemporary art scene talk about the relationship
between art and money.

Texts by: Michael Baers, Bogdan Ghiu, Suzana
Milevska, Diana Ursan.

Contributions by:

Marina Albu, Apparatus 22, Anca Benera & Arnold
Estefan, The Bureau of Melodramatic Research,
Alex Bodea, Mihut Boscu Kafchin, Razvan Botis,
Tudor Bratu, Geta Bratescu, Anetta Mona Chisa &
Lucia Tkacova, Andreea Ciobica, Irina Costache &
Simina Guga, Cristina David, Paul Dunca, Tatiana
Fiodorova & Cristian Fiodorov, Bogdan Girbovan,
lon Grigorescu, Mihai lepure-Gorski, Catalin llie,
Daniel Knorr, Mihaela Michailov, Aurelia Mihai,
Olivia Mihaltianu, Mixer, Monotremu, Ciprian
Muresan, Daniela Palimariu, Delia Popa, Raluca
Popa, Ghenadie Popescu, Sorin Popescu, Veda
Popovici, Anca Munteanu Rimnic, Flaviu Rogojan,
Cristian Rusu, Stefan Sava, Soyons Impossibles,
Stefan Tiron, lulia Toma.



Stefan Sava, From Revolutionary Practices, 2013, text inscriptionat; fotografie; 2 tablite de ceara, 15 x 21 cm fiecare.
Stefan Sava, from Revolutionary Practices, 2013, inscribed text; photo; 2 wax tablets, 15 x 21 cm each.

Dear Money a fost un proiect expozitional si curatorial
initiat de Salonul de proiecte, platforma de productie si
discurs de artd contemporana care a functionat initial
in cadrul MNAC (organizand expozitii si alte programe
in sediul muzeului din Calea Mosilor - MNAC Anexa)

si care din 2016 activeaza ca spatiu independent in
Palatul Universul din Bucuresti. Momentul declansator
al proiectului Dear Money a fost invitatia primita din
partea targului de arta Viennafair, in 2013, de a participa
in cadrul sectiunii dedicate institutiilor non-profit si de
a propune un display, fara obligatia plierii pe profilul
comercial al evenimentului. Desi un astfel de context
era diferit de modul de functionare a Salonului, a aparut
destul de curand ideea unei abordari contextuale a
acestei situatii. Tn loc de a opta pentru selectia unor
lucrari care fusesera produse anterior pentru expozitiile
organizate de Salonul de proiecte la Bucuresti, s-a
conturat ideea unei participari semi-improvizate si
spontane, care sa trateze partial serios, partial ironic,
prezenta noastra in acel context tranzitoriu — targul

de arta - care in acest caz specific isi propunea sa
actioneze si ca un prag de patrundere a esticilor in raza
deinteres a ,vestului”. intr-un interval scurt de timp,
colectivul Salonului de proiecte a lansat invitatii tuturor
artistilor cu care colaborase pana in acel moment —-din
octombrie 2011 pana in vara lui 2013 — de a raspunde
temei propuse. Aceasta tema a fost inspirata de o
lucrare a artistei Marina Albu, produsa anterior call-ului,
ce consta intr-un mesaj, o scrisoare, adresat(d) banilor.
Imprimata pe o sacosa textila, un format familiar pentru
insiderii artei contemporane care poarta pretutindeni
acest produs promotional la diversele evenimente pe
care le frecventeaza, mesajul Marinei Albu introducea

Dear Money was an exhibition and curatorial project by
Salonul de proiecte, the platform for contemporary art
production and discussion that initially operated as part
of MNAC (organizing exhibitions and other programs

in the museum's space in Calea Mosilor called MNAC
Anexa) and which, since 2016, has been functioning as
an independent space in Palatul Universul in Bucharest.
The moment that set the Dear Money project in motion
was the invitation received from Viennafair by Salonul
de proiecte in 2013 to take part in a section dedicated to
non-profit institutions, without being forced to conform
to the event's commercial nature. Though this context
was different from how Salonul de proiecte operated,
we soon got the idea of approaching this proposal
contextually. Instead of selecting works produced in the
framework of other exhibitions organized by Salonul

de proiecte in Bucharest, we developed the idea of a
semi-improvised and spontaneous participation that
would tackle, partly in earnest and partly in jest, our
presence in that transitory context — the art fair — which,
in this particular case, wished to also act as a gateway
for easterners to enter “the west's” sphere of interest.
Shortly after, Salonul de proiecte’s collective sent out
invitations to all the artists it had worked with until

then —from October 2011 to the summer of 2013 - to
respond to a proposed theme. This theme was inspired
by a work of artist Marina Albu, produced before the
call, which represented a message, a letter addressed
to money. Printed on a tote bag, a familiar format for

all the insiders of the contemporary art world, who
wear this promotional accessory to events, Marina's
message introduced an obvious distortion in the relation
between medium and message. Instead of a sleek brand
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Veda Popovici, I Know..., 2013, fotografie, 32 x 43 cm.
Veda Popovici, | Know.., 2013, photo, 32 x 43 cm

o evidenta distorsiune in relatia dintre mediu si mesaj.
Caci in locul design-ului simpatic ce ar fi trebuit sa
reproduca insemnele unui brand oarecare (potrivit
codurilor corporatiste asimilate de lumea artei), putea fi
citit un mesaj adresat banilor, pe care Marina ii implora
sd se intoarca la ea, sa-i scuze neglijenta si nepdsarea cu
care ea i tratase in trecut. Statutul precar al artistului
contemporan era astfel formulat printr-o deturnare

in zona afectului, a improbabilei personalizari a unei
entitati ce este deopotriva abstracta si cat se poate

de reala - banii -, a carei inconturnabila autoritate in
constructia subiectivitatii contemporane pare sa fie de
necontrazis.

Expozitia de la Viennafair a adunat asadar patruzeci

de contributii care au abordat din diverse unghiuri
relatia dintre arta si bani. Fiecare participant a ales

sa-si construiasca mesajul adresat banilor din prisma
propriilor preocupari, intr-un mod cat se poate de direct
si nepretentios ori filtrat prin diverse considerente de
ordin curatorial. Display-ul expozitional in standul de

la targ a reflectat logica aglomerarii caleidoscopice

de idei si materialitati diverse. Dat fiind ca Salonul de
proiecte a favorizat mereu in programul sau abordarile
multi-disciplinare, raspunsurile participantilor nu sunt
intotdeauna fncadrabile in zona strict artistica. Astfel,
Mihaela Michailov, co-autoarea unei piese de teatru care
fusese prezentata in premiera la Salonul de proiecte in
anul anterior, a ales sa compuna o scrisoare-monolog
care rememora episoade dificile din propria ei copilarie
ce implicau prezenta spinoasa a banilor; Irina Costache

si Simina Guga au reactionat tot printr-un text, conceput

din perspectiva colaborarii lor cu organizatii din
Romania care activeaza pentru drepturile migrantilor
lipsiti de mijloace materiale si marginalizati de societate.
Tocmai pentru ca relatia dintre cei care au comisionat
aceste contributii (colectivul Salonului de proiecte) si
respondenti a fost una esentialmente non-ierarhica,
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design (complying with the corporate codes promptly
assimilated by the art world), one read a message
addressed to money, in which Marina begged them to
return to her, to excuse the neglect and carelessness
with which she had treated them in the past. The
contemporary artist's precarious status was thereby
formulated through a turn to affect, to the improbable
personalization of an entity that is both abstract and
extremely real — money — and whose inescapable
authority in the construction of contemporary
subjectivity seems impossible to challenge.

Thus, our exhibition for Viennafair brought together
forty contributions that tackled the relation between
art and money from a variety of perspectives. Each
participant formulated their message to money
starting from their own preoccupations, in a direct and
unpretentious manner, without feeling the pressure

to conform to certain curatorial expectations. The
exhibition’s display at our stand at the fair reflected the
logic of kaleidoscopic agglomerations of widely different
ideas and materialities. Given that Salonul de proiecte
has always favored a multidisciplinary approach in its
program, the participants’' responses cannot always be
classified as art pieces. Mihaela Michailov, the coauthor
of a theater piece that premiered at Salonul de proiecte
the previous year, composed a monologue-letter
recounting difficult moments from her childhood that
involved the thorny issue of money. Irina Costache and
Simina Guga also responded_through a text, conceived
from the perspective of their collaborations with
organizations based in Romania that advocate for the

» Marina Albu, Dear M., | Try Not to Think of You but | Can’t, 2013,
serigrafie pe panza, 28 x 35 cm.

Marina Albu, Dear M, | Try Not to Think of You but | Can't, 2013, serigraphy on
canvas, 28 x 35 cm.
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bazata pe incredere si respect reciproc, propunerile
acestora nu s-au calat pe norme prestabilite, ci s-au
articulat mai degraba spontan. Abordarile de tip narativ,
personale sau fictionalizate, coaguleaza o directie
importanta in cuprinsul acestui demers, asta si pentru
ca formatul scrisorii a fost preluat ca atare in unele
dintre situatii (Daniela Palimariu e un alt exemplu,
alaturi de cele mentionate mai sus). Partial si din acest
motiv, ulterior participarii la Viennafair, a aparut ideea
realizarii unei carti care sa adune toate aceste reactii,
permitand o lectura aprofundata a continutului lor

si oferind totodata o grila teoretica indispensabila
pentru descifrarea relatiei dintre arta si capital in lumea
contemporana.

O alta directie Inspre care au convers propunerile
artistice, intr-un mod mai mult sau mai putin oblic,
vizeaza sistemul institutional al artei, inclusiv prezenta
Salonului de proiecte in cadrul acestui sistem. Spre
exemplu, Ciprian Muresan a participat in expozitie

Ccu un mesaj printat, trimis de el pe adresa de email a
Salonului de proiecte si ignorat initial de destinatari,
fiind Incadrat in tipologia mesajelor spam care
paraziteaza identitatea si conturile utilizatorilor pentru a
cere bani sub pretextul unor situatii disperate. Urmele si
incarnarile virtuale ale banilor sunt invocate si de Flaviu
Rogojan, care compileaza liste cu termeni utilizati in
jocurile video - parole si coduri legate de necesitatea
accesarii resurselor financiare pentru a ramane un
jucdtor activ sau pentru imbunatatirea performantei in
retea. Terminologia se dovedeste a fi mult mai prolixa

si inventiva decat cea vehiculata in limbajul curent. In
fine, alte ,mesaje” destinate banilor se configureaza mai
degraba pe un plan poetic, functionand intr-o zona de
ambiguitate sau pur si simplu de negare sau respingere
a temei (Razvan Botis), fiind concepute intr-un registru
estetic profund personal si gesticuland intr-un sens
echivoc catre tema propusa (Anca Munteanu Rimnic,
Stefan Sava).

Ramane, desigur, intrebarea in ce masura aceasta
aglomerare de chestionari, conversatii sau mesaje
uneori exasperate adresate banilor mai sunt actuale si
relevante pentru situatia in care ne aflam in prezent,

o situatie in care dominatia neoliberala asupra
productiei artistice si a subiectivitatilor angrenate in
sistemul artei contemporane pare a fi de neoprit, fiind
resimtita chiar mai intens decat in momentul in care

a fost lansata provocarea in cadrul proiectului Dear
Money. Logica profitului, a performantei economice,
dominatia indicatorilor cantitativi ghideaza nu doar
statutul obtinut pe piata de art3, ci si finantarile
directionate spre institutii non-profit sau ,sustinerea”
artei contemporane, privita, acum, aproape exclusiv,
prin prisma inrolarii ei in logica ,industriilor creative”.
Exasperarea premonitorie, resimtita atunci, reverbereaza
nelinistitor catre orizontul lipsit de speranta al starii
actuale. Matei Bejenaru detecta, de pilda, cauzalitati
mai ample decat cele legate strict de orizontul lumii
artei locale, alegand sa vorbeasca despre praduirea
sistematica a economiei romanesti si a infrastructurii
sale industriale. Intr-un registru nu mai putin percutant
si prescient, Veda Popovici insceneaza printr-o
fotografie autoportret propria ei transformare intr-o
entitate poleita in aur, insotita de mesajul ,Dear Money,
| know Art is the new Gold", desavarsind astfel completa
simbioza dintre artd/artista si capital.
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rights of migrants who lack material resources and are
marginalized by society.

It is precisely because the relation between the
commissioners of these contributions and the
respondents was essentially non-hierarchical, based

on trust and mutual respect, that their proposals did

not conform to pre-established norms, being rather
spontaneously articulated. Narrative approaches, both
personal and fictionalized, outline an important direction
in this endeavor, also because the format of the letter
was taken up literally by some artists (Daniela Palimariu
is another example in this sense). That is also partially
why, following our participation in Viennafair, we had

the idea to make a book that would bring together all
these responses, allowing for a more in-depth reading of
their content and also offering a theoretical framework,
indispensable to decoding the relation between art and
capital in today's world.

Another direction towards which the artists’ proposals
converged, more or less obliquely, concerns the
institutional system of art, including the Salon’s presence
within this system. For instance, Ciprian Muresan’s
contribution to the exhibition consisted of a printed
message, initially emailed to Salonul de proiecte and
ignored by its team, replicating the format of spam
messages that hijack a user’'s account to ask for money
under the pretext of an emergency. The virtual traces
and incarnations of money are also invoked by Flaviu
Rogojan, who compiled lists of terms used in video
games — passwords and codes related to the need to
access financial resources in order to remain an active
player or to improve one's performance in the world

of online gaming. This terminology proves to be much
more profuse and inventive than that used in everyday
language. In turn, other “messages” addressed to money
are rather poetic, functioning in a zone of ambiguity,
simply negating or rejecting the theme altogether
(Razvan Botis), or conceived in an aesthetic register

that is profoundly personal and only vaguely gesturing
towards the given theme (Anca Munteanu Rimnic,
Stefan Sava).

One question remains, and that is in how far this
conglomerate of questions, conversations, or sometimes
exasperated messages addressed to money still resonate
today, given that the neoliberal dominion over the artistic
field and the subjectivities therein seems unstoppable
and is even more intensely felt than when we received
the invitation that led to the Dear Money project. The
logic of profit-making, economic performance, and the
dominance of quantitative indicators guides not just
one's status on the art marked, but also the financing
schemes accessed by the non-profit organizations or the
“support” granted to contemporary art, seen now almost
exclusively through its assimilation into the logic of the
“creative industries.” The premonitory exasperation felt
back then reverberates unsettlingly towards the hopeless
horizon of our current position. Matei Bejenaru discerned
broader causes than those connected strictly to the

local artworld, choosing to talk about the systematic
plundering of the Romanian economy and its industrial
infrastructure. In a register no less incisive and prescient,
Veda Popovici stages, in a photographic self-portrait, her
own transformation into a gilded entity, accompanied by
the message, “Dear Money, | know Art is the new Gold,”
completing the symbiosis between art/artist and capital.

Translated by Rares Grozea
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» Daniel Knorr, Money Changer, 2013.

Money Changer #05 - 40 x 20 x 30 cm, aluminiu,
lemn, tocator hartie;

Money Changer #01 - 45 X 24 x 40 cm, mixed
media.

Daniel Knorr, Money Changer, 2013.

Money Changer # 05 - 40 x 20 x 30 cm, aluminum,
wood, paper shredder; Money Changer # 07 - 45 x 24
x 40 cm, mixed media.

Bogdan Girbovan, THE PENAL, 2013, 2 fotografii,
digigraphie, 40 x 50 cm fiecare.

Bogdan Girbovan, THE PENAL, 2013, 2 photographs,
digigraphie, 40 x 50 cm each.

Anetta Mona Chisa & Lucia Tkacova, Smells, cells,

sweat, germs, tears, dope, coke, sperm, blood, spit,

shit, 2008, bancnota de 5 euro inscriptionata cu

pixul, 6 x 12 cm.

Anetta Mona Chisa & Lucia Tkacova, Smells, cells,

sweat, germs, tears, dope, coke, sperm, blood, spit, ﬁ
shit, 2008, pen on 5 Euro bil, 6 x 12 ¢cm

Mihai lepure Gorski, Portret cu ceas, fotografie, .
23.5 x 30 cm, realizata de Mihai Platica | '"'E"It-" :
Mihai lepure Gorski, Portrait with Watch, 2013, “'1~Iﬁi L rE‘
photograph, 235 x 30 cm, by Mihai Platica

Flaviu Rogojan, Cheat Codes (Money), 2013, text,
4 printuri pe hartie, 15 x 21 cm fiecare. ¥
Flaviu Rogojan, Cheat Codes (Money), 2013, text,
4 prints on paper, 15 x 21 cm each.

Credit foto: Stefan Sava.
Photo credit: Stefan Sava
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CANAL GRANDE: THE CAPITAL POOL AND
THE ASSOCIATED PUBLIC.

ISTORIA UNUI PROIECT IN DESFA§URARE
THE HISTORY OF AN ONGOING PROJECT

Text: Dan Mihaltianu

Dan Mihaltianu, Canal Grande, 1984, fotografie pe suport argentic,
dimensiuni variabile.
Dan Mihaltianu, Canal Grande, 1984, gelatine silver print, variable dimensions
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CANAL GRANDE

Canal Grande (1984) started as a timelapse photographic
experiment (1980-1986) using objects, water, and moving
lights, in a series of installations and actions performed
in front of the camera. Canal Grande (1984) consists of a
surface of water delimited by an irregular dam made of
plasticine, installed in the hallway of my attic studio from
Bucharest.

Later, the installation was remade in various other spaces
and exhibition contexts, the mirror of water reflecting the
surrounding reality, not just the audience and the space
where it was exhibited, but also the whole social and
political situation of that moment.

Canal Grande was a coded title, but also metaphorical
and perhaps ironic, referring both to Venice, as a

symbol for leisure and fun (pleasure), and in contrast,

to the Danube-Black Sea Canal, started in 1949 and
inaugurated in 1984 as one of the great achievements

of Romanian socialism (originally a forced labor camp,
nicknamed the “Death Canal”), as a symbol for repression
and suffering (pain). It is a project about “pleasure” and
“pain” as key parts of human existence.

Because the communist censorship was paying very
close attention to any cultural product with a critical
potential, artists would employ different strategies to
wrap the ideas of their works in forms that were hard

to decode. But, in the end, one could be sanctioned for
any artwork that stepped outside the regime's norms.
However, in the final years of the commmunist regime,
repression did not take the violent forms it had in

the beginning, except in extreme cases, and instead
manifested itself rather through economic pressure,
closing exhibitions, banning artists from publishing or
performing, but generally without serious repercussions
on the life and career of the authors, as would have been
the case some decades before.

The critical subversive potential of the project was
revealed at the group exhibition Spatiul Oglindd (Mirror
Space), at the Bucharest Institute of Architecture in 1986,
where it was first shown to the public: the exhibition was
closed down after only three days because of certain
“problematic” works, among which Canal Grande, and
the publication of the catalogue and any mention of
the event in the press were strictly prohibited under the
pressure of the politicians and the boards of the Visual
Artists’ Union and the Institute for Architecture.

This situation repeated itself with other events where a
version of the work was exhibited: The Symposium of Art
and Criticism [Simpozionul de creatie si criticd de artd
Atelier 35}, Atelier 35, Sibiu (1986), and the group show



Dan Mihaltianu, Canal Grande, 1986, Spatiul Oglinda, Institutul de Arhitectura, Bucuresti, folie PVC, plastiling, apa, dimensiuni variabile.
Dan Mihaltianu, Grand Canal, 1986, Mirror Space, Institute of Architecture, Bucharest, PVC foil, plasticine, water, variable dimensions

CANAL GRANDE

Tnceput ca un experiment fotografic cu expunere lunga
(1980-1986), folosind obiecte, apa si lumina In miscare,
intr-o serie de instalatii si actiuni in fata camerei, Canal
Grande (1984) consta intr-o suprafata de apa delimitata
de un baraj din plastilind cu forma neregulatd, instalata
in holul atelierului meu din pod.

Ulterior instalatia a fost reluata in diverse spatii si
contexte expozitionale, oglinda de apa reflectand
realitatea inconjuratoare, nu doar publicul si spatiul in
care era expusa, dar si intreaga situatie sociala si politica
a momentului.

Canal Grande era un titlu codificat, dar in acelasi timp
metaforic si eventual ironic, ce se referea simultan la
Venetia, ca simbol pentru loisir si distractie (placere), si
in contrast, la Canalul Dunare-Marea Neagra, inceput in
1949 si inaugurat in 1984 drept una din realizarile majore
ale socialismului in Romania (la origine un lagar de
munca fortatd, supranumit ,Canalul mortii"), ca simbol
pentru represiune si suferinta (durere). Este un proiect
despre ,placere” si ,durere”, ca elemente cheie ale
existentei umane.

Deoarece cenzura regimului comunist era extrem de
atenta la orice produs cultural cu potential critic, artistii
abordau diverse strategii pentru a invalui continutul
ideatic al lucrarilor in forme dificil de decodat. Dar,

in final, orice creatie artistica ce se situa in afara
normelor acceptate de sistem era susceptibild de a

fi “amendata”. Totusi, in anii terminali ai regimului
comunist, represiunea nu mai avea forme dure ca in anii
de inceput, decat in cazuri extreme, si se manifesta mai
degraba prin presiuni economice, inchideri de expozitii,
interdictii de a publica ori performa, dar in general fara
repercusiuni grave asupra vietii ori carierei artistice a
autorilor, cum s-ar fi putut intampla cu decenii in urma.
Potentialul subversiv-critic al proiectului a fost revelat
in momentul in care expozitia Spatiul Oglinda, de la

Alternative at Orizont Gallery, Bucharest, (1987).

Later, after the collapse of the commmunist regimes in
Central and Eastern Europe, the project was exhibited
in international contexts as well. Besides reconstructing
historical versions, Canal Grande has acquired, in
addition to aesthetic and political aspects, a socio-
economic dimension, as | later included it in other
projects, like Liquid Matter and Liquid Economy, which
tackled topics ranging from water resources, political
transparency, and financial assets to food & drink
culture. These projects looked at the volatile nature

of the world economy as well as at the existence of
alternative, autonomous forms of production, financing,
organization, and representation.

A turning point for the project — marking a shift from

its passive and contemplative approach to an active,
participatory, and dynamic one — was Vodka Pool, a

pool measuring around 75 m?, full of vodka, that was
installed in the lobby of the head office of the CIBC
Bank in Toronto, as part of the Nuit Blanche Festival
2009. The work referenced the global financial crisis of
2008, the volatility and euphoria followed by a market
crash and depression. In this environment, the alcohol
vapors might have played a disinhibiting and catalyzing
role for the public, as they spontaneously transformed
the work into a wishing well. In the span of 12 hours (6
pm — 6 am), the duration of this annual event that draws
around a million visitors from the region and abroad, the
public threw around 50 kg of coins and other objects

in the pool. An overview of all the material collected
—from coins and banknotes of various currencies,
magnetic stripe cards, tokens, and keys, to popcorn,
peanuts, and condoms — could be the subject of a socio-
psychoanalysis of contemporary society.
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Dan Mihaltianu, Vodka Pool, 2009,
folie PVC, rasina sinteticd, vodca,
monede, dimensiuni variabile.

Dan Mihaltianu, Vodka Pool, 2009,
PVC foil, synthetic resin, vodka, coins,

Institutul de Arhitectura Bucuresti din 1986, unde a fost
prezentat public pentru prima oara, a fost inchisa dupa
trei zile, din cauza unor lucrari ,problematice” incluse,
printre care si Canal Grande, iar publicarea catalogului si
a oricarei mentiuni in presa despre eveniment, interzisa,
la presiunea organelor politice, a conducerii Institutului
de Arhitectura si a Uniunii Artistilor Plastici. Situatia s-a
repetat si in cazul altor manifestari unde variante ale
lucrarii au fost expuse: Simpozionul de creatie si critica
de arta, Atelier 35, Sibiu, 1986 si Alternative, Galeria
Orizont, Bucuresti, 1987.

Ulterior, dupa colapsul regimurilor comuniste din
Europa Centrala si de Est, proiectul a fost expus si in
context international. Tn afara de reconstituirea unor
versiuni istorice, Canal Grande a capatat, pe langa
aspectele estetice si politice, si o dimensiune socio-
economicy, fiind inclus in proiecte dezvoltate ulterior,
Liquid Matter si Liquid Economy, ce urmareau diverse
aspecte, de la resurse de apa, transparenta politica si
resurse financiare, pana la food & drink culture. Proiecte
ce analizau caracterul volatil al economiei mondiale
precum si existenta unor forme alternative, autonome
de productie, finantare, organizare si reprezentare.

Un moment crucial de schimbare a directiei proiectului,
de la o abordare pasiva, contemplativa si reflexiva la una
activa, participativa si dinamica a fost Vodka Pool, un
bazin de aprox. 75 m?> umplut cu vodca, instalat in lobby-
ul sediului central al CIBC Bank din Toronto, in cadrul
festivalului Nuit Blanche, editia 2009. Lucrarea se referea
la criza economica mondiala din 2008, la volatilitatea

si euforia urmate de implozia pietelor financiare si de
depresie. In acest ambient, vaporii de alcool au avut
probabil un rol dezinhibant si catalizator, determinand
publicul sa transforme spontan lucrarea intr-un ,wishing
well” pool. Astfel in intervalul de 12 ore (6 pm — 6 am),
durata acestui eveniment anual care atrage in jur de un
milion de vizitatori din regiune si intreaga lume, publicul
a aruncat cu frenezie in jur de 50 kg de monede si alte
obiecte. O evaluare a intregului material acumulat, de la
monede si bancnote de diferite valute, carti magnetice,
fise si chei, pana la popcorn, alune si prezervative, poate
fi subiectul unei analize socio-psihanalitice a societatii
actuale.
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variable sizes

CAPITAL POOL

Sometimes artworks have a life of their own, they
develop according to a logic written into their very DNA.
They are “open works” that develop independently of the
author's will and can be continued without the author's
continued presence. The work showcased in Venice as
part of the exhibition Unfinished Conversations on the
Weight of Absence, representing Romania at the 58th
Biennale Arte, 2019, relied on the public's willingness

to contribute to the project's working, something also
seen in Toronto in 2009. The public thereby becomes
the main actor and the engine of the art event, being
simultaneously the co-producer, consumer, and
beneficiary of the work of art. The focus shifts from
creator to receiver, the public, this collective character
that is generally ascribed a passive role, which now
becomes active by interacting with the work, throwing
money into the pool-turned-wishing-well, installed

in the middle of the pavilion and then proposing and
discussing what should be done in the end with the
funds collected during the biennial.

ASSOCIATED PUBLIC

The idea of investing the public with the capacity to
become involved in the artwork's development is a step
forward towards the autonomy of the artwork. In our
current condition this seems utopian, but not impossible.
Canal Grande mirrors the relation between author,
cultural institutions, public, and the social, political, and
ambient context in which the work comes into being.

All of these components combined in various ways, each
playing, at one point, the main role in the materialization
and functioning of the artwork. In the first place the
author, who conceives it, is the important one, then the
institutions that finance, produce, and maintain it, which,
in turn, depend on the economic and political situation,
and, in the end, the public. Associated Public refers not
just to the visitors who came to the Biennial during its
six months, but also to the fact that a few of them could
take up the project's philanthropic side and perhaps

its future development. The project’s internet platform
(www.capitalpool.net), besides its informative function,
was also a discussion and organization forum. As was



CAPITAL POOL

Uneori operele de arta au o viata autonoma si evolueaza
dupa o logica proprie inscrisa in ADN-ul lor. Sunt

Lopere deschise” ce se dezvolta independent de vointa
autorului si pot fi continuate fara prezenta lui. Lucrarea
prezentatad la Venetia ca parte a expozitiei Unfinished
Conversations on the Weight of Absence, reprezentand
Romania la a 58-a Bienala de Arte in 2019, se bazeaza

pe disponibilitatea publicului de a se implica in
functionarea proiectului, relevata de experienta de la
Toronto din 2009. Astfel publicul devine actorul principal
si motorul evenimentului artistic, fiind in acelasi timp
coproducatorul, consumatorul si beneficiarul operei

de arta. Atentia se transfera de la creator la receptor:
publicul, acest personaj colectiv care in general are un
rol pasiv, devine activ prin interactiunea cu lucrarea,
aruncand bani in bazinul instalat in mijlocul pavilionului,
transformat in wishing well, iar in continuare propune

si discuta destinatia finala a fondului constituit dupa
inchiderea bienalei.

ASSOCIATED PUBLIC

Un pas inainte spre autonomia operei de arta este
ideea de a investi publicul cu capacitatea de a se
implica in dezvoltarea ei, idee ce pare utopica in
conditiile actuale dar nu imposibila. Canal Grande
oglindeste relatia stabilita intre autor, institutiile
culturale, public si contextul social, politic si ambiental
in care se materializeaza proiectul. Astfel toate aceste
componente se combind in mod variabil, fiecare

din ele avand la un moment dat rolul dominant in
materializarea si functionarea operei de art&. Intr-o
prima faza este important autorul, care o concepe,
ulterior institutiile, care o finanteaza, o produc si o
mentin, care la randul lor depind de situatia economica
si politica in care functioneaza, si in final publicul.
Associated Public se refera nu doar la vizitatorii care

stated in the project’s structure, as a free association
made up of active members of the public, the forum
could make decisions related to the management of the
accumulated capital. Part of it could be donated to an
NGO that supported alternative programs, and another
part could be reinvested towards continuing the project
in different exhibition or social contexts, as long as the
project itself stayed relevant.

Even though the project’'s main goals were reached,
there were numerous setbacks, from the pre- to the
post-exhibition period, to mention only the most difficult
moments: from difficulties in installing and maintaining
the work, to having people in charge of maintaining

and watching over the exhibition systematically steal
coins from the fund, to the hacking of the website,
because of which we were forced to close our channel
of communication with the public, and ending with
some catastrophic flooding in October 2019 that caused
the temporary closure of the exhibition in the Giardini
and the permanent closure of the Romanian Cultural
Institute’s gallery, where the capital we had accumulated
throughout the show was exhibited.

But, in the end, the project reflects the reality it is
implemented in, and any new situation, expected or
unexpected, enriches its discourse, which is based on an
exercise in “direct democracy” applied to an artistic level.
And so, the Capital Pool and the Associated Public
Autonomous Fund 2019 (representing the public's
donations) was allocated to an association working on
protecting cultural, social, and environmental heritage
against mass tourism and the effects of climate change,
called “We Are Here Venice".

Translated by Rares Grozea

Dan Mihaltianu, Canal Grande: The
Capital Pool and the Associated Public,
2019, Pavilionul Romaniei, Venetia, 2019,
folie, PVC rasina sintetica, monede,
dimensiuni variabile (in fundal Miklds
Onucsan, The Restauration of the White
Camouflage).

Dan Mihaltianu, Grand Canal: The Capital
Pool and the Associated Public, 2019,
Romanian Pavilion, Venice, 2019, foil, PVC
synthetic resin, coins, variable sizes (in
the background Miklos Onucsan, The
Restoration of the White Camouflage).
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au trecut pe la bienald in cele sase luni, dar si la faptul
ca un numar restrans dintre acestia ar putea prelua
partea filantropica a proiectului si eventual dezvoltarea
lui ulterioara. Componenta web a proiectului (www.
capitalpool.net), pe langa latura informativa, era si un
forum pentru discutii si organizare. Cum era prevazut
in structura proiectului, o asociatie libera, constituita
din membrii activi ai publicului, putea lua decizii legate
de administrarea capitalului acumulat. O parte putea fi
donata unei organizatii neguvernamentale ce sustine
programe alternative, dar se putea si reinvesti o alta
parte in continuarea proiectului in viitoare contexte
expozitionale ori sociale, atata timp cat proiectul in sine
va ramane relevant.

Chiar daca directiile principale ale proiectului au fost
atinse, nenumarate sincope au aparut din perioada
premergatoare, pana la cea post-expozitionald, pentru
a mentiona doar cele mai dificile momente; de la
disfunctionalitati in instalarea lucrarii si mentinerea

ei, la sustragerea sistematica de monede din fondul
acumulat, de catre persoane ce erau angajate sa
mentina functionarea si supravegherea expozitiei, la
piratarea website-ului, si astfel inchiderea canalului

de comunicare cu publicul, sfarsind cu inundatiile
catastrofale din octombrie 2019, ce au determinat
inchiderea temporara a sectiunii expozitiei din Giardini,
si apoi definitiva a Galeriei Institutului Cultural Roman,
unde era expus capitalul acumulat pe intreaga perioada
a bienalei.

Dar in final proiectul reflecta realitatea in care este
implementat, si orice situatie survenita, previzibila ori
neasteptata, ii Imbogateste discursul, ce se bazeaza

pe un exercitiu de democratie directa, aplicat la scara
artistica.

Astfel Capital Pool and the Associated Public
Autonomous Fund 2019 (ce reprezinta donatiile
publicului) a fost alocat unei asociatii care activeaza
pentru salvarea patrimoniului cultural, social si de
mediu, cat si impotriva turismului de masa si a efectelor
schimbarilor climatice, asociatie intitulata ,We are here
Venice".
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» Scrisoare de acceptare We are here Venice, Capital Pool and the Associated
Public Autonomous Fund 2019.

We are here Venice, Capital Pool and the Associated Public Autonomous Fund
2019, letter of acceptance

¥ Dan Mihaltianu, Canal Grande: The Capital Pool and the Associated
Public, 2019, a-58-a Bienala de la Venetia, Noua Galerie a Institutului
Cultural Roman (in timpul inundatiei), grilaj metalic, monede, sistem de
supravegnere video, distilerie de sticld, dimensiuni variabile. Credit foto:
Vincentiu Puscasu.

Dan Mihaltianu, Canal Grande: The Capital Pool and the Associated Public,
2019, 58th Venice Biennale, New Gallery of the Romanian Culture Institute
(during the flood), metal bars door, coins, video surveillance system, glass
distillery, variable dimensions. Photo credit: Vincentiu Puscasu




We are here Venice

Cannaregio 6154
1-30121 Venezia

info@wearsherevenice.ong
www. weareherevenice,ong
cod, fisc. 94088650273

Venice, g January 2020
Dear Dan Milhaltianu & the Associated Public
We are very pleased to accept your donation of €1000.
Capital Pool and the Associated Public Autonomous Fund 2019

“Canal Grande: The Capital Pool and the Associated Public”, the work by Dan
Mihaltianu displayed in the Romanian Pavilion at the 58th Venice Biennale 2019,
reflects the relation between Art, Capital and Social Environment, inviting the Public to
participate by donating money and to give their opinion on how the accumulated
capital will be used after the end of the show (https://capitalpool.net).

Following the recent catastrophic flooding and the situation Venice finds itself in, the
Autonomous Fund, accumulated during six months of the Biennale, will support a non
profit initiative, dealing with cultural heritage, climate change, mass tourism, social
and economical effects of this permanent threat.

It means a lot to We are here Venice to be able to count on the solidarity spontaneously
offered by artists and visitors from all over the world, in return for the inspiration and
hospitality offered by Venice.

We will continue to work hard at keeping the city alive and the lagoon healthy.

Warmest wishes

JradiMath

Jane da Mosto

Co-founder and Executive Director



ART & DIGITAL CAPITALISM

OLOS VS. BEUYS. NODUL GORDIAN
OLOS VS, BEUYS. THE GORDIAN KNOT

Text: Sorana Serban-Chiorean

Tn iunie 1980, Mihai Olos I-a vizitat pe Joseph Beuys la
atelierul acestuia din Dusseldorf si i-a lansat o provocare:
sa intervina intr-una din cele mai complexe sculpturi

de lemn ale lui Olos prin taierea unui fragment din
structura modulara formata din noduri. Titlul actiunii

— The Gordian Knot - face astfel referire la legenda lui
Alexandru cel Mare. Ins3, spre deosebire de povestea
antica, interventia lui Beuys nu a ,rezolvat” problema, ci
a deschis noi intelesuri si a dovedit rezistenta structurii:
configuratia sculpturii a putut suporta alterari (de

pilda, scoaterea unor elemente), reflectand legatura
puternica dintre noduri si faptul ca anumite fragmente,
detasate de corpul sculpturii, puteau functiona ca lucrari
individuale.

Beuys nu dorea sa schimbe in mod radical complexa
sculptura, astfel ca a taiat doar un mic modul dintr-o
parte, ca o dovada ca cel mai mic element contine

un potential infinit. Tn opera lui Olos, nodul poate fi
considerat echivalentul atomului — este o structura
fundamentala ce permite combinatii nesfarsite. Olos i-a
oferit sculptura lui Beuys, care nu voia sa pastreze decat
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In June 1980, Mihai Olos visited Joseph Beuys in his
Dusseldorf studio and challenged him to intervene in
one of Olos’ most complex wooden sculptures by cutting
into its modular structure made of knots. The title of the
action — The Gordian Knot - is therefore a reference to
the legend of Alexander the Great. However, in contrast
to the ancient story, in this case, Beuys' intervention did
not “solve” the problem, but opened up new meanings
and was proof of the structure's resistance — the
configuration of the sculpture could sustain alterations
(for example, elements being removed), reflecting the
powerful bond between knots and the fact that smaller
fragments detached from the main body could function
as individual works.

Beuys did not want to radically alter the intricate
sculpture, so he just cut a small module from one

side, as a token that the smallest of elements contains
infinite potential. For the work of Olos, the knot can

be considered the equivalent of the atom —itisa
fundamental structure that allows endless combinations.
Olos offered the sculpture to Beuys, who insisted on
keeping only the small module, as a reminder of this
joint action. Finally, Beuys accepted to receive the
sculpture, which became part of his personal collection
and is currently at the Museum Schloss Moyland (the
institution hosting the Joseph Beuys Archive and the van
der Grinten Collection).

In exchange for the sculpture, Beuys signed two 500
DM banknotes and offered them to Olos, who also kept
the small module. Although artists have exchanged
artworks between each other for centuries, the transfer
between Beuys and Olos gains symbolic dimensions in
the socio-political context of the early 1980s recession
doubled by the shift from a production-based economy



Toate imaginile: Joseph Beuys si Mihai Olos, The Gordian Knot, performance, Diisseldorf, 26 iunie 1980. Prin amabilitatea Olos Estate si Plan B Cluj, Berlin.
All images: Joseph Beuys and Mihai Olos, The Gordian Knot, joint performance, Dusseldorf, 26 June 1980. Courtesy Olos Estate and Plan B Cluj, Berlin

micul modul, o amintire a actiunii lor. n final, Beuys

a acceptat sculptura, care a devenit parte din colectia
sa personala si se afla in prezent la muzeul Schloss
Moyland (institutia care gazduieste arhiva Joseph Beuys
si colectia van der Grinten).

Tn schimbul sculpturii, Beuys a semnat doua bancnote
de 500 de marci si i le-a oferit lui Olos, care a pastrat
modulul cel mic. Cu toate ca de secole artistii fac
schimb de lucrari de arta, transferul dintre Beuys si
Olos capata dimensiuni simbolice in contextul socio-
politic al recesiunii anilor 1980, completata de tranzitia
de la 0 economie bazata pe productie la una bazata

pe servicii, relatia dintre arta si viata fiind de asemenea
un subiect important pentru ambii artisti. Formula lui
Beuys, ,Kunst=Kapital” (,Arta=Capital”) era revolutionara
la vremea ei. Teoria sa ca arta nu se limiteaza la artisti
iar capitalul nu se limiteaza la corporatii insemna ca
creativitatea, in toate formele sale, reprezinta adevaratul
capital si ca aceasta poate deveni o forta majora de
reforma sociald. Olos explorase deja relatia dintre
munca, capital si artd in cateva din actiunile sale,
precum Gold - Wheat - Humans (Aur — Grau - Oameni),
din 1972, cand minerii de la Herja (Baia Mare) au vazut
pentru prima data rezultatele trudei lor: lingouri de aur
pe care Olos le-a plasat sub forma modulului sdu. Intr-o
anumita masurad, Beuys si Olos erau spirite inrudite,
unite printr-o credinta comuna in puterea artei de a
vindeca si a declansa progresul social.

to a service-based economy, and as the relationship
between art and life was an important subject for both
artists. Beuys' formula “Kunst=Kapital” / “Art=Capital”
was revolutionary at the time, his theory that art was not
limited to artists and capital to corporations meant that
creativity in its various forms represents the true capital
and can act as a major force to reform society. Olos had
previously explored the relation between labour, capital,
and art in some of his actions, such as Gold — Wheat —
Humans from 1972, when miners from the Herja Mine in
Baia Mare, Transylvania, saw the result of their hard work
for the first time: gold ingots placed by Olos in the shape
of his module. To a certain extent, Beuys and Olos were
kindred spirits, united by a shared belief in the power of
art to heal and trigger social improvements.

Translated by Rares Grozea
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Andreea Albani, Instalatia 081120141335, partea 1 din 2, (Cut The line Time #0.6), plop, 204.5 x 300 cm, 2020.
Corespunde paginii 113 din Jurnalul Writing at the speed of thought, 2014.

Andreea Albani, Installation - 087120141335, part 1 of 2, (Cut The Time Line # 0.6), poplar, 2045 x 300 cm, 2020
Corresponds to page 113 of the Journal Writing at the speed of thought, 2014
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ADRIANA ELIAN

O PICTURA FLAMBOIANTA
A FLAMBOYANT PAINTING

Text: Magda Carneci

Ceea ce frapeaza imediat in prezenta picturii semnate
de Adriana Elian este libertatea interioara. O bucurie
frenetica a culorii electrizante, a spontaneitatii gestuale
maxime te izbeste de la primele ei serii din anii '90 si
pana in prezent. O energie dezlantuitad a atacarii panzei,
aparent fara nicio autocenzura morald sau constrangere
intelectuald, constituie pariul pe care artista il face in
primul rand cu ea insasi.

Refuzand compromisurile pe care femeile le-au tot facut
de-a lungul timpului si chiar in modernitate pentru a fi
acceptate in lumea elitista a artei, Elian pare ca picteaza
cu o totala franchete numai ceea ce-i place, ceea ce

o inspirad irepresibil in momentul prezent. De aceea
panzele ei au atata energie debordanta, ce se transmite
fluidic privirii noastre uimite, acaparate, exultand la
randul ei sub valul de betie cromatico-gestuala. Elian

e un fel de pictor-saman care-si transmite pulsiunile

si revelatiile prin scurtcircuite psiho-emotionale de un
inalt voltaj vizual.

Elian a fost printre primele femei-pictor de la noi care
din anii '90 incoace au atacat stereotipurile feminine
pentru a-si clama o apartenenta de gen non-concesiva
si a-si afirma decomplexat identitatea. Lumea ei
imaginara e funciarmente feminina, obsedata de trup
si Imbibata de senzualitate, pe care o revarsa nonsalant
peste obiecte si situatii. Istoria artei e pentru ea un
depozit de sintagme si aluzii culturale legate in primul
rand de feminitate, pe care le trateaza cu dezinvoltura,
ironie sau umor. Cum singura marturiseste, Elian
propune ,0 perspectiva calda, blanda, ingaduitoare,
lipsita de violenta” asupra corpului feminin atat de
maltratat de ochiul si penelul masculin de-a lungul
istoriei. Domesticul, un intimism afisat, dar si mirajele
mediatice sau comerciale, constituie campul ei predilect
de investigatie, din care Elian extrage acele detalii ce
frapeaza prin calofilie superlativa sau prin aciditate
emotionala. Tn figurativismul ,psiho-erotizant” pe

care-| afiseaza dezinhibat, ea nu se da inapoi de la o
senzualitate uneori sarcastica, alteori transfigurata.
Celebrele ei nuduri si flori uriase, invadatoare, sunt o
demonstratie de virtuozitate opulents, baroca siin
acelasi timp detasata.

Nici kitschul nu o lasa indiferentd, dimpotriva, o
provoaca si-i incearca limitele propriei artisticitati.
Kitschul, aceasta imagerie colectiva unanima a zilelor
noastre, instilata prin mass-media si social-media

pana in cele mai intime pliuri ale sensibilitatii noastre
post-ultra-meta si trans moderne. Din prezenta lui
coplesitoare - publicitate, benzi desenate, jocuri
electronice, romane roz (soap opera), tapete inflorate,
telenovele etc. — Elian Isi construieste un univers pictural
recognoscibil - fals sentimental, fals glamour, fals
voyeurist — care ne provoaca ipocriziile si ne biciuieste

46

What immediately jumps out when gazing upon

an Adriana Elian painting is the inner freedom. A
frenetic joy of electrifying color and the lust of gestural
maximalist spontaneity strike you from her first '90s
series to her current work. An unleashed energy of
tackling the canvas, devoid of any moral self-censorship
or intellectual constrictions at first sight, is the gamble
that the artist takes with herself.

Rejecting the compromises that women have been
making throughout history and even during modern
times in order to gain recognition from the elitist art
world, Elian seems to be painting with a blunt sincerity
she delights in, which irrepressibly inspires her currently.
That's why her canvases possess such an exuberant
energy that fluidly engages with our entranced, amazed
gaze which in turn revels under the gestural-chromatic
wave. Elian is a sort of shaman-painter that transmits
her vibrations and revelations through psycho-
emotional, high visual voltage short-circuits.

Elian was one of the first local women-painters who,
since the '90s, have been fighting against the feminine
stereotypes to assert an unapologetic gender expression
and affirm their own defiant identity. Her imaginary
world is essentially feminine, body-obsessed and dipped
in sensuality that she nonchalantly pours over objects
and situations. To her, art history is like a depository

of phrases and cultural allusions mostly related to
femininity which she tackles with levity, irony, or humor.
As she states herself, Elian proposes “a warm, soft,
lenient, violence-free perspective” on the female body,
which has been used and abused by both the male
gaze and brushstrokes throughout history. Domesticity,
a visible form of intimacy, as well as the media and
commercial mirages make up her predominant
investigative field, from which Elian finds those startling
details that dazzle through superlative purple prose or
emotional acidity. In the “psycho-eroticizing” figurative
realism she unabashedly exhibits, she doesn't shy

away from a sensuality that is sometimes sarcastic or
transfigured. Her infamous nudes and giant, invasive
flowers are a demonstration of opulent virtuosity that is
at once baroque and detached.

She doesn't recoil from Kkitsch, on the contrary, it pushes
her to go beyond the threshold of her own artistry.
Kitsch, this collective unanimous contemporary imagery,
instilled through media and social media in the most
intimate folds of our post-ultra-meta, trans-modern
sensitivities. From its crushing presence — advertising,
comic strips, video games, soap operas, romance novels,
floral tapestries, etc. — Elian builds a recognizable pictural
universe for herself, falsely sentimental, artificially
glamorous, counterfeit voyeuristic that nabs at our
hypocrisies and lashes our critical spirit tempted by the



Adriana Elian, Vdnat si vandtor din seria Grddina Carnivord, 80 x 160 cm, ulei pe panza, 2005.
Adriana Elian, Hunter and hunted from the Carnivorous Garden series, 80 x 160 cm, oil on canvas, 2005

spiritul critic, tentat de placerea pura a unei vizualitati
coplesitoare.

Cu o naturalete castigata din experienta unei vieti

traite in intimitatea atelierului, parca indiferenta la
succes, Elian isi permite uneori si libertatea diformului si
uratului, daca acesta contine un strop de adevar uman
expresiv. Ea poate aborda si teme grave, dramatice,

in care primeaza tensiunea culorilor sumbre si
compozitiilor incrancenate. Dar ce frapeaza in productia
ei sunt numeroasele lucrari unicat, care, fara sa faca
parte din serii, propun o altfel de coerenta stilistica la
nivelul intregii opere, stabilita pe forta impulsului creativ
genuin care surprinde mereu in infinitatea banalului
acea scanteie de creativitate ,inspirata”.

Artista complexa si prolifica, am impresia ca Elian nu
este cunoscuta pe masura intensului ei talent. Dupa

un moment de varf in jurul anului 2000 (legat si de o
perioada de creatie traita in Franta), numele ei pare

mai putin vehiculat in ambianta bucuresteana. Poate
faptul ca trdieste la Cluj, fara a face parte din ,Scoala de
la Cluj”, a jucat un rol in aceasta relativa marginalizare
mediatica. Sau faptul c3, dintr-un nonconformism
fnnascut, nu tine la inregimentare intr-o ,scoald” si

nici la auto-promovare in mediul romanesc (in care nu
exista inca agenti de artisti ca in Occident, si nici macar
suficienti critici de artd, curatori sau galeristi).

Mult mai relaxata fata de glorie, recunoastere sau
inregimentare intr-un curent, o moda, o scoala, Elian a
ajuns la o maturitate debordanta si totusi echilibrata. O
artista remarcabila.

pure pleasure of an overwhelming visuality.

With an ingenuity that comes from living in the
intimacy of the studio, apparently indifferent to success,
Elian sometimes allows herself the freedom of the
disfigured and the repugnant if they contain a seed

of expressive human truth. She also addresses big,
dramatic themes where the tension of dark colors and
twisted compositions prevails. What really stands apart
in her body of work are the many one-of-a-kind pieces,
which, while not belonging to a series, suggest a type of
overarching stylistic coherence established through the
strength of the genuine inventive impulse that never fails
to capture that “inspired” creative spark within infinite
banality.

A complex and prolific artist, | feel like Elian has not had
the recognition worthy of her intense artistic talent.
After a surge in popularity around the year 2000 (also
related to her living and working in France for a while),
her name seems less often present in the Bucharest
milieu. Perhaps the fact that she lives in Cluj without
adhering to the “Cluj School” group has factored into
her relative media marginalization. Or perhaps the fact
that, through native nonconformity, she frowns upon
belonging to a “school” and rarely promotes herself

in the Romanian context (a place where art agents

are inexistent and there are barely enough art critics,
curators, or gallerists).

With a much more relaxed attitude towards glory and
recognition or being part of a trend and school, Elian
has reached a staggering yet balanced maturity. A
remarkable artist.

Translated by andra nikolayi
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A Sus » Adriana Elian, Seria Somnul ratiunii naste monstri, 17 x 17 cm, desen in tus
Adriana Elian, Fetita cu chibriturile din seria Copii (Fetite si Bdieti), pe hartie de tapet, 2020.

80 x 160 cm, ulei pe panza, 2010. Adriana Elian, The Sleep of Reason gives birth to monsters series, 17 x 17 ¢cm,
Top ink drawing on wallpaper, 2020.

Adriana Elian, The girl with the matches from the Children (Girls and Boys)
series, 80 x 160 cm, oil on canvas, 2010.

Jos

Adriana Elian, Timpul Ceaiului, 100 x 200 cm, ulei pe panza, 2020.
Bottom

Adriana Elian, Tea time, 100 x 200 cm, oil on canvas, 2020.
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ANDREI MATEESCU

CALATORIE PRIN POST-FOTOGRAFIE
JOURNEY THROUGH POST-PHOTOGRAPHY

Text: Marina Oprea

Copilarind intr-o serie de complexe de blocuri
comuniste si cartiere rau-famate, exersandu-si ochiul
si imaginatia prin experimente fotografice aleatorii
timpurii cu o camera-breloc digitald, este usor de
inteles de ce Andrei Mateescu si-a dezvoltat in primii
ani de studiu al fotografiei (la Universitatea Nationala
de Arte Bucuresti) o predilectie pentru documentarea
relatiilor sincretice din mediul urban contemporan.
Prima ocazie de a 0 exprima s-a ivit devreme, in timpul
celui de-al treilea an in sectia foto-video, prin contributia
fotografica la proiectul colaborativ RO-Archive (initiat
de losif Kiraly si Raluca Oancea) cu imagini din seria
Olympus dedicata litoralului romanesc, alcatuita din
fotograme facute in mod repetat de-a lungul anilor
acelorasi scene decupate dintr-un mal saracacios al
marii.

E de mentionat insa o anumita dificultate in
cuprinderea operei artistului la nivel pur tematic. In
schimb, ceea ce pare sa caracterizeze toate proiectele
este o anumita grija pentru mediul insusi, totodata cu
constrangerile si limitarile sale expresive, folosind ceea
ce Robert Shore numeste abordari post-fotografice.
Astfel de abordari le-a folosit pentru prima data in serii
precum Multilateral, Hyper si Residential, unde, cu
ajutorul foto-manipularii realiste (si al Absurdului), a ales
sa cerceteze arhitectonica bucuresteana pe linia unora
dintre cele mai problematice straturi ale sale: blocuri de
locuinte, cladiri de hypermarket/supermarket si noile
complexe rezidentiale. Cum acestea si alte incursiuni
timpurii in fotografia de peisaj contemporana inspirate
de Scoala de la Dusseldorf (printuri de format mare,
estetica deadpan si acuratete tehnica) s-au bucurat de
un modicum de succes in plan local, probabil ca cel
mai recomandat curs de urmat ar fi fost continuarea si
extinderea aceleiasi formule estetice.

Cu toate acestea, Mateescu s-a dovedit a avea intentii
diferite, un punct de bifurcare important din acest
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Growing up in a succession of commmunist apartment-
block estates and difficult neighbourhoods, first training
his eye and imagination through early random photo
experiments with a cheap key-chain digital camera,

it's easy to see why Andrei Mateescu developed a
penchant for documenting the syncretism and delicate
relationships of present-day urban landscape in his first
years of studying photography at the Bucharest National
University of Arts. The first chance to do this came early,
during his third year in the Photo-Video Department, by
contributing with photos to the RO-Archive collaborative
project (initiated by losif Kiraly and Raluca Oancea), from
his Olympus series on the tourist Romanian seaside,
comprised of repetitive images throughout years of the
same impoverished seaside vignettes.

It's worth noting, however, that grasping the artist's work
on a purely thematical level can seem rather difficult.
Instead, what appears to permeate all his projects

is a concern for the medium itself together with its
boundaries and limits of expression, by way of using
what Robert Shore would easily call post-photographic
approaches.

Such approaches were first utilized in series as
Multilateral, Hyper, and Residential, where with the

help of uncannily realistic photo-manipulation (and the
Absurd) he opted to investigate Bucharest's architectonic
along with some of its most problematic superimposed
layers: apartment-blocks, hypermarket/supermarket
buildings, residential complexes respectively. As these
and other early incursions in contemporary landscape
inspired by the Dusseldorf School of Photography (large-
format prints, deadpan aesthetic and increased technical
care) were met with a modicum of appreciation and
success locally, it's safe to say the most probable and
safe course of action would've been continuing and
expanding upon the same formula.

Andrei Mateescu's intent proved to be different though,



A Andrei Mateescu, AM AM, vedere din expozitia cu acelasi nume, Spatiul 2pe2, Timisoara, 2019.
Andrei Mateescu, AM AM, view from the exhibition with the same name, Spatiul 2pe2, Timisoara, 2019.

< Andrei Mateescu, Untitled #1, din seria Multilateral, 2010.
Andrei Mateescu, Untitled #1, from the Multilateral series, 2010

aspect reprezentandu-| seria gray (Gy) din 2013. Tn
spatele unui stil de fotografie de portret inspirata nu
putin de Rineke Dijkstra, aici se poate observa cum
rigoarea formala si conceptuald, alaturi de coeziune,

se cimenteaza in opera lui. In serie persoanele sunt
fotografiate in fata usii ce duce catre terapia prin
radiatie in tratamentul oncologic, folosind ironic
formatul imaginilor de tip inainte/dupa, ducand la
intrebarea imposibil de raspuns asupra carei parti

ii apartine care imagine. In plus, si in maniera tipic
post-fotografica, functiile obisnuite ale mediului

sunt concomitent folosite in mod subversiv in scopul
documentarii. Index, proiectul sau impreuna cu Sabin
Garea si expus la galeria Anca Poterasu in 2015, are
valente similare, insa de data aceasta explorand teme ca
memoria si documentarea istoriei personale. Expozitia a
prezentat radiografii modificate digital si o ampla serie
de fotografii de documente medicale surprinse in cadru
minimalist de studio, intr-o incercare de investigare a
propriilor perceptii asupra istoriei medicale personale si
a afectiunilor aferente.

Abordari critice post-fotografice sunt prezente siin
urmatoarele sale doua proiecte, respectiv expozitii
personale, Like Water Under the Bridge (Galeria Posibila,
Bucuresti, 2019) si A.M. A.M. (Spatiul 2/2, Timisoara,
2019). In timp ce Like Water Under the Bridge se axeaza
pe tarmul Dunarii si brodeaza pe experienta artistului
cu fotografia de peisaj cu o tenta post-umanista, A.M.
A.M. este construit pe arhiva de fotografii facute de
tatal sau si aduce in discutie istorii incomplete de
familie concomitent atingand astfel notiuni ca realitati
alternative sau interogand ideea de autor. O piesa
centrala din expozitie a fost un diaproiector manual cu

a particular relevant point of departure in this regard
being his 2013 series gray (Gy). Beside a portraiture

style borrowing a thing or two from Rineke Dijkstra,

it's here we see the conceptual and formal rigor (and
cohesion) cementing itself in his work. In it, persons

are photographed in front of the door they go through
for radiation therapy for oncological treatment, in a
jesting before and after format, posing the impossible
question “which is which?" In addition, and in typical
post-photographic fashion, the medium'’s usual roles are
simultaneously undermined and enforced in serving the
purpose of documentation. The Index project, developed
together with Sabin Garea and exhibited at Anca
Poterasu Gallery in 2015, has similar undertones, albeit
this time exploring themes of memory and documented
personal history. The exhibition featured digitally altered
X-ray images and an extensive series of photos of
medical documents taken in a minimal studio setting,
attempting to question one's own perceptions upon
personal medical history and conditions.

Critical post-photographic approaches could likewise be
easily observed in his next two projects and respective
solo shows, Like Water Under the Bridge (Galeria
Posibila, Bucharest, 2019) and A.M. A.M. (Spatiul 2/2,
Timisoara, 2019). While LWUtB is focused on the Danube
shore and expands upon the artist's experience in
landscape photography with a post-humanist twist, A.M.
A.M. is built on the archive of photography taken by the
artist's father and deals with incomplete family histories
simultaneously raising issues of alternative realities and
authorship. A central piece in the A M. A.M. exhibition
was a manual reversal film slide projector with thirty
photographs in it — twenty-nine signed by the father
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Andrei Mateescu, Untitled, din seria Intre o piatrd si un loc dur, 2021.
Andrei Mateescu, Untitled, from the Between a Rock and a Hard Place series, 2021.

30 de diapozitive, 29 semnate de tata (Andrei Mateescu)
si doar unul de catre artist (tot Andrei Mateescu),
vizitatorii fiind incurajati sa-1 gaseasca folosind
telecomanda. Teme ca identitatea sunt de asemenea
prezente in restul expozitiei, avand in vedere ca nu
exista niciun portret bine definit al tatalui, facand in
acelasi timp greu de distins intre autorii multitudinii de
imagini.

Cu cel mai recent proiect al sau in desfasurare, Between
A Rock and A Hard Place (intre o piatra si un loc dur,

un fel de ,intre ciocan si nicovald”, n.tr), Mateescu pare
sa-si iIndrepte aparatul din nou catre caracteristicile

si disonantele gasite in orasul Est-European, de data
asta alegandu-si ca subiect si punct de pornire locurile
anodine, anonime, nenumite si neutilizate, aflate (nu
exclusiv totusi) intr-un astfel de mediu. Desi forma finala
a proiectului nu este inca clar definita (discutand cu
Mateescu, ai impresia unui proces docu-fictional a la
Lisa Barnard), ne putem cu siguranta astepta la aceeasi
consistenta estetica si grija in abordarea conceptului,
formei si a subiectului documentat, similare cu lucrarile
sale precedente. Deoarece ceea ce pare sa-l intereseze
cel mai mult pe Andrei Mateescu este documentarea
de realitati si situatii folosind iIn mod necompromitator
intreaga gama de unelte a post-fotografiei, in acelasi
timp luand in considerare aspectul ubicuu, impactul si
democratizarea fotografiei in contemporaneitate.

Traducere de andra nikolayi
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(Andrei Mateescu) with only one signed by the artist
(also Andrei Mateescu), visitors being encouraged to
find it using the remote. Matters of identity are similarly
brought up in the rest of the show, seeing how there isn't
any clear portrait of the father and, at the same time,
making it difficult to discern between the authors of
many of the exhibited images.

With his latest ongoing project, Between A Rock and A
Hard Place, Andrei seems to focus his lens once more
on characteristics and disruptions found in the fabric of
the Eastern-European city, this time choosing as subject
matter and starting point the interstitial unnamed/
unknown/unused space often (but not exclusively) found
inside such an environment. While it's not entirely clear
what the project’s “final” form will be (talking with Andrei
about it, you get sense of a docu-fictional process with
Lisa Barnard undertones), one can comfortably assume
the same aesthetical cohesion and care between
concept, form, and documentation will make itself

felt similar to previous work. Because what appears

to interest Andei Mateescu the most is documenting
realities and situations by unapologetically using the full
range of post-photographic tools, altogether taking into
account photography's contemporary ubiquity, impact,
and democratization in our ever-shifting day and age.



Andrei Mateescu, Miorica, din seria gray (Gy), 2013.
Andrei Mateescu, Miorica, from the gray (Gy) series, 2013.
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ANDREEA ALBANI

INTR-UN DESEN CUVINTELE NU POT FI IN ORDINE
IN A DRAWING, WORDS CANNOT BE IN ORDER

Text: Horatiu Lipot

Andreea Albani (n.1988) este o artista care traieste

si activeaza intre Bucuresti si Paris. Abordand initial
exclusiv mediul picturii, primele lucrari ale artistei
trateaza intr-un limbaj aparent expresionist abstract o
tema identitara a disolutiei, care a avut ca imbold un
eveniment biografic major — de ordin liminal — disparitia
fizica a persoanei care completa la acel moment
sistemul ei emotional. Practica extinsa a artistei pleaca
de la paginile de jurnal, devenit in timp la randul lui
artefact artistic cu valoare documentara (Writing at
the speed of thought), in care cuvinte aglutinate care
trebuiau sa descrie starea afectiva, asezate cu viteza

si nemedierea specifica unui dicteu automat, ajung
incetul cu Incetul sa nu mai denomineze nimic si sa
devina simple linii de expresie care se rezuma la a
mima conturul grafic a ceea ce trebuiau sa reprezinte.
Ideograme noi ale unui limbaj articulat in punctele sale
tari, asemeni extremitatilor unui ambitus. Dupa cum
ins3si artista noteaza - Jintr-un desen cuvintele nu pot
fiin ordine”, aceste noi semne au fost preluate ca atare
si reprezentate in picturi, doar aparent abstracte daca
este sa ne gandim la ele ca la tropi precis delimitati in
geografia personald a Andreei. In etapele ulterioare,
picturile rand pe rand si-au redus suprafata, suportul

si masa organicg, ajungand la forma esentializata si
intimista a desenului pe hartie (de regula cea nefinisata
din orez). Linia, care in trecut definea forma literelor
din jurnal, devine astfel, asemeni unei constante
matematice, singurul catalizator informational al unui
eveniment distant, precis cuantificat si delimitat de
restul sistemului.

Daca ar fi sa gasim un sistem izolat analog, care sa
contina toata aceasta aglutinare tensionanta de
simboluri si interpretari la temperaturi irationale si
statistice, ar fi cu siguranta un sistem inchis al entropiei
ridicate. Pentru Andreea, ca pentru majoritatea
indivizilor, demonul lui Maxwell care decide ce se
filtreaza sau nu in constiinta fluida a fost chiar timpul;
singura masura pe care aparent nu o putem inca
smulge din ghearele determinismului. Astfel, gestul
s-a sustras si el implicarii directe, fiind izolat prin lucrari
realizate in mediul video (The Trace), cu accentul pus pe
proces si pe etapizarea lui. Acest proces de distantare
si ordonare fiind unul in care entropia este in continua
stare de decadere in sistemul dat.

O alta etapa a procesului, prezentata in mai multe
instalatii modulare realizate incepand cu anul 2020,
este una in care linia este complet epurata de orice
gest, devenind practic obiect. Prin tehnica taierii

laser si a preferintei pentru utilizarea materialelor cu
aspect industrial, vorbim, in cadrul aceluiasi sistem,

de o detasare armonioasa prin cunoasterea perfecta a
tropilor statistici — fara miscare, fara temperatura, fara
nesiguranta —tinzand spre acel echilibru zero entropic.
Andreea Albani exprima aceasta stare a imobilitatii -
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Andreea Albani (b.1988) is an artist who lives and works
between Bucharest and Paris. Initially working exclusively
in painting, her first pieces approach, in a seemingly
abstract expressionist language, the topic of identity
dissolution, stemming from a major biographical event
—aliminal one —the physical disappearance of the
person who at that time made her emotional system
whole. The artist's extended practice starts with pages
from her diary, which, in the meantime, has become
itself an artistic artifact of some documentary value
(Writing at the speed of thought), in which agglutinated
words that were meant to describe an emotional state,
written with the speed and directness one finds in
automatic writing, slowly come to name nothing at all,
to become simple lines of expression limited to a graphic
contour of what they were supposed to represent.
Ideograms of a language articulated in its hard points,
like the extremes of an ambitus. As the artist notes:

“In a drawing, words cannot be in order.” These new
signs were taken just as they were and represented in
paintings only seemingly abstract if we think of them

as precise tropes in Andreea’s personal geography. In
later stages, the paintings reduced their surface area,
medium, and organic mass, reaching the essentialized
and intimist form of drawing on paper (often rough rice
paper). The line, which used to trace letter shapes in her
diary, becomes like a mathematical constant, the only
informational catalyst of an event that is distant, precisely
quantified, and separated from the rest of the system.

If we wanted to find a similar isolated system,
containing all this tense agglutination of symbols and
interpretations at irrational and statistical temperatures,
it would certainly be a closed, high-entropy system.

For Andreea, as for most people, Maxwell's demon,

who decides what may pass through into one's fluid
consciousness, was time itself; the only measure which
we seem to be yet unable to wrest from the clutches of
determinism. And so, this gesture withdrew from direct
involvement, being isolated instead through video works
(The Trace), with an emphasis on process and its division
into stages. This process of distancing and ordering is
one in which entropy is in a constant state of decay in
the given system.

Another stage of the process, presented in a number

of modular installations created starting in 2020, is one
where the line is completely purged of any gesture,
practically becoming an object. Through laser cutting
and a penchant for industrial-looking materials, we are

» Andreea Albani, Imaginipetale nr18, 19, 20, 21, hartie maruflat pe panel,
48 X 96 cm, 2020.

Andreea Albani, Imaginipetale no. 18, 19, 20, 21, embossed paper on panel,
48 x 96 cm, 2020






Andreea Albani, Untitled, colaj, carbune, ata cusuta pe panza, 190 x 190 cm, 20
al, threac n ca

fara impulsuri sau stimuli exteriori si fara memorie sau
informatie analitica - intr-o alta pagina de jurnal, de
data aceasta malaxata de trecerea timpului: ,Cand e
doar prezent, nu exista spatiu”.

Vazute unitar, toate aceste fragmente simbolice si
simbiotice, biografice si integrante totodata politic,
devoaleaza in fata noastra o meditatie asupra naturii
holistice in detrimentul naturii compozitionale a
reprezentarii. Fiintele umane din ,zona criticad” s-au
adaptat la mediu creand o dimensiune dincolo de
realitatea obiectiva sau cea subiectiva, un hibrid caruia
ii spunem realitate intersubiectiva. Totodata, dupa cum
stim, in contemporaneitate mitologiile nu se fondeaza
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speaking of a harmonious detachment, within the same
system, through a perfect knowledge of statistical tropes
— no motion, No temperature, no uncertainty — tending
towards entropic equilibrium. Andreea Albani expresses
this state of motionlessness — no impulses or outside
stimuli, no memory or analytical information —in another
page of her diary, this time crumpled by the passage of
time: “When there is only the present, space does not
exist.”

Seen as a unit, all these symbolic and symbiotic
fragments, both biographical and politically relevant,
reveal to us a meditation on the holistic, to the detriment
of the compositional, nature of representation. Human




Andreea Albani, Untitled, ulei, spray pe panza, 200 x 200 cm, 2019.
Andreea Albani, Untitled, oil, spray on canvas, 200 0 cm, 2019.

pe credintele comunitatii ci exprima mai degraba
obsesiile indivizilor. Antropocenul este, in fond, despre
trecutul nostru subteran. Despre micile invazii cotidiene
care ne fac sa radiem iar si iar patternuri pe inchipuitii
pereti ai noii pesterii iluminate artificial.

beings in the “critical zone" have adapted to the
environment by creating a dimension beyond objective
or subjective reality, a hybrid we call intersubjective
reality. Furthermore, as we well know, mythologies in the
present are not founded on the beliefs of communities,
but rather express the obsessions of individuals. The
Anthropocene is, in the end, about our subterranean
past. About the small daily invasions that make us
constantly project patterns on the imagined walls of our
new artificially iluminated cave.

Translated by Rares Grozea
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GABRIEL BROJBOIU

EXPERIMENTALISMUL JUCAUS
PLAYFULL EXPERIMENTALISM

Text: Magda Carneci

Ce mi se pare interesant la Gabriel Brojboiu este
imaginatia lui pe cat de puternica, pe atat de eclectica.
Indiferent in ce mediu se manifesta (pictura, obiect,
instalatie, performance), el o face ca sub imperiul unei
inspiratii bruste si compacte, care-l impinge sa creeze
opere unicate sau serii mici ce surprind prin forta

densa cu care concretizeaza o idee, un joc de cuvinte, o
obsesie. Un fel de indrazneala obraznica (dar inspirata) il
face sa produca obiecte de 0 anume anvergura vizuala si
spatiald, care te iau cu asalt, iti intrd In ochi, te provoaca
fie prin ,gdselnita” lor ideatica, fie prin umor. Exista si

0 buna doza de joacd dar si de poeticitate in obiectele
sale confectionate din materiale surprinzatoare si in
titlurile lor: instalatia Intre ploi si seria de sfere mari

din fibra de sticla pictate realist in ulei cu scene cu el
insusi — intitulate My Rolling Self si expuse la Biblioteca
Nationala a Romaniei din Bucuresti in decembrie 2020 -
m-au convins ca acest artist constantean foarte original
se considera dezinvolt si de multa vreme un ,cetatean
planetar”.

What | think is really interesting about Gabriel Brojboiu
is his equally strong yet eclectic imagination. No matter
what media he may choose, be it painting, object,
installation, or performance, he does so as if driven by a
sudden, strong revelation that's pushing him to create
one-of-a-kind pieces or small series that are striking in
their sheer force of capturing an idea, a play on words, or
an obsession. A sort of rowdy but inspired forwardness
drives him to produce objects of a certain scale, both
visually and spatially, that overpower you, get stuck

in your eyes, and provoke either through intellectual
trickery or humor. There is a healthy dose of playfulness
as well as poetry in the objects he makes out of
unconventional materials and their titles. His installation
In-between Rainfall [intre ploi] and My Rolling Self,

the series of large fiberglass spheres featuring realistic,
oil-painted scenes which the artist himself showed at
the The National Library of Romania in Bucharest in
December 2020, proved to me that this very original
Constanta artist has nonchalantly seen himself as a
“global citizen” for a long time now.

¥ Gabriel Brojboiu, Piramida romdneascd, coji de seminte, video, lemn aurit, Gara din Constanta.
Gabriel Brojboiu, Romanian Pyramid, sunflower seed shells, video, gilded wood, Constanta Train station
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LPentru mine, sa incerc exprimari diferite nu e un scop in
sine ci vine firesc, un fel de a ma aduna, a ma defini prin
ocoluri mai mult sau mai putin largi, la capatul carora
intalnirea cu sine e oricum inevitabila. Diversitatea e

un fel de antidot impotriva rutinei, cantonarea in vreo
manierd sau alta fiind reteta sigura a plictiselii fara leac.
Pictura, instalatie, grafica, video performance, poem si
nu mai stiu ce alte preocupari nu sunt doar instrumente
ale autodefinirii ci si buni «parteneri de distractie»:
comod fiind, nu prea as produce nimic daca nu as simti
ca e suficient de imperios, iar aventura este aceea a
levitarii cu orele prin atelier atunci cand simt ca iese
ceea ce (cred eu ca) trebuie.

Nu caut dar ma bucur sa gasesc, nu am un caiet de
schite, totul se deseneaza in spatele occipitalului,
urmand sa iasa la lumina doar ceea ce stie s3
scanceasca mai bine, ideea suficient de ,compacta”
pentru a fi reprodusa. Daca si ideea se bucurd ca m-a
gasit, atunci incepem. In paranteza fie spus, lucrez

mai mereu ascultdnd muzica. Altfel, cenzurez mult, nu
produc doar pentru simpla gesticulatie estetista si nu
ma deranjeaza sa-mi exersez Tai Chi-ul zilnic fara sa
deschid usa atelierului.

Tn alté ordine de idei, m& bucur c3, intr-un fel sau altul,
am reusit sa lucrez fara sa fiu legat de te miri ce servituti
extra artistice.”

Gabriel Brojboiu

» Gabriel Brojboiu, intre ploi, performance, acrilic pe caserole de prajituri.

Gabriel Brojboiu, In-between rains, performance, acrylic paintings on cake paper plates.

V¥ Gabriel Brojboiu, Steagurile pdmantului, tehnica mixta, Bienala din Harlech.
Gabriel Brojboiu, Earth flags, mixed media, Harlech Biennale

“For me, trying out different forms of expression is not an
end in itself, but something that comes naturally, a way
for me to regroup and define myself through small and
large detours that inevitably lead to a meeting with the
self anyway.

Diversity is a sort of antidote against routine, as being
content in one way or another is the one-way road to
terminal boredom.

Painting, installation, drawing, video performance,
poetry, and all other interests | can't recall are not just
tools for self-defining but also great ‘playmates.’ As a
rather idle person, | would probably not produce much
if | didn't feel it was pressing enough, and adventure
means spending countless hours in the studio when |
feel like it's leading to where (I think) it needs to.

I'm not seeking but I'm happy to stumble upon. | don't
have a sketchbook. Everything is drawn in the back of
my head and only what cries out better will emerge, the
idea that is tight enough to be reproduced.

If the idea itself is happy to have found me, that's when
we start. Side note, I'm almost always listening to music
when | work. Otherwise, | do self-censor a lot, | don't
create just for the sheer aesthetic motion and | don't
mind practicing my daily Tai Chi without opening the
studio door.

All'in all, I'm happy that one way or the other | managed
to work without being tied to whatever other non-artistic
work obligations.”

Gabriel Brojboiu

Translated by andra nikolayi
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Vedere din expozitia Peter Jacobi la Muzeul National de Arta Contemporana Bucuresti.
Credite imagini: Peter Jacobi, 2021. Credit foto: New Folder Studio & MNAC.

View from the Peter Jacobi exhibition at the National Museum of Contemporary Art Bucharest.
Image credits: Peter Jacobi, 2021. Photo credit: New Folder Studio & MNAC.
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1+1+1 SI SIGMA:

INTRE EXPERIMENTUL ARTISTIC Sl
CRITICA PREJUDECATILOR

1+1+1T AND SIGMA.

BETWEEN ARTISTICCEXPERIMENT AND THE
CRITICS OF PREJUDICES

Text: Victor Neumann

Muzeul National de Arta Timisoara a deschis spre finele
lui 2020 cea dintai expozitie permanenta dedicata
creatiei grupurilor 1+1+1 si Sigma. E vorba de o expozitie
ampl3a, incluzand lucrari selectate din colectiile
muzeului si care a fost gandita si proiectata in acord cu
mostenirile cultural-istorice, evidentiind particularitatile
scolii de arta de la Timisoara si implicit ale orasului de
pe Bega. Va propunem o perspectiva generala privind
proiectele interdisciplinare, originalitatea ideilor si
experimentelor carora le-au dat viata cativa dintre cei
mai liberi artisti ai Romaniei postbelice.

Unele dintre inovatiile culturale care s-au petrecut la
Timisoara in anii national-comunismului devenisera
neo-avangardiste. Ele s-au afirmat prin intermediul
asociatiilor avand ca principal obiectiv cunoasterea
omului, dezbaterile de idei si promovarea libertatii

de gandire. Cele mai importante asociatii timisorene
postbelice au fost: grupul artistic Sigma, Aktionsgruppe
Banat al scriitorilor de expresie germana, Cercul de
bionica al profesorului Eduard Pamfil, cenaclurile
multilingve ale Uniunii Scriitorilor, reuniunile
interconfesionale, cinematecile, formatia de muzica
Phoenix. Fiecare in parte si toate la un loc arata
aspiratiile intelectuale, refuzul limbii de lemn si al
ideologiei totalitare, conexiunile artei cu stiinta si
filozofia, interogatiile, limbajele si mesajele europene
pro-occidentale.

Arta vizuala a fost cu atat mai inventiva cu

cat autoritatile s-au intrecut in a lua masuri
constrangatoare. Intr-o evocare din decembrie 1990,
artistul Roman Cotosman isi amintea cum luase fiinta
grupul 771, din care s-a format grupul Sigma. Dupa lungi
discutii purtate intre Stefan Bertalan, Roman Cotosman
si Constantin Flondor, a aparut ideea de a forma un
grup experimental al plasticienilor timisoreni avand

ca tel folosirea principiilor constructiviste si punerea in
aplicare a metodei prospective. Proiectele urmau sa
reprezinte ,sisteme de comunicare”, ,destinate unui
spatiu ambiental de integrare a artelor”. Colaborarea cu
ingineri, arhitecti si oameni de stiinta a indreptat grupul
spre o cercetare interdisciplinara, remarcabild pentru
anii 1960-1970 si pentru conditiile unui regim politic
totalitar.
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Towards the end of 2020, the National Art Museum

in Timisoara opened the first permanent exhibition
dedicated to the work of groups 1+1+1 and Sigma. It

is an ample exhibition that includes works from the
museum’s collection and was designed with the
relevant cultural-historical heritage in mind, showcasing
the defining features of the Timisoara art school and,
implicitly, of the city itself. We propose an overview of the
interdisciplinary projects and the originality of the ideas
and experiments conducted by some of the freest artists
of postwar Romania.

Many of the cultural innovations that began in Timisoara
during the years of national cormnmunism can be
considered neo-avant-garde today. They asserted
themselves through associations having as their main
objective the knowledge of man, the debate of ideas,
and promotion of free thinking. The most important
post-war associations from Timisoara are: the artistic
group Sigma; Aktionsgruppe Banat of German-
language writers; Professor Eduard Pamfil's Bionic
Circle; the multilingual literary club of the Writers’ Union;
inter-confessional meetings; cinema clubs; and the band
Phoenix. Individually and collectively, they embraced
the intellectual aspirations, unequivocal rejection of

the wooden tongue and totalitarian ideology, the
correlation between art, science, and philosophy, and the
interrogations and European, pro-Western languages
and messages.

Visual art became even more ingenious as the
authorities strived to impose constraints. In an

evocation from December 1990, artist Roman

Cotosman remembers how group 171, which became
Sigma, was formed. After lengthy debates involving
Cotosman, Stefan Bertalan, and Constantin Flondor,

the idea emerged to create an experimental group for
plastic artists in Timisoara, whose objective was to use
constructivist principles and execute the prospective
method. The projects were aimed to represent
“communication methods" that were “destined for an
ambient space of artistic integration.” The consortium of
engineers, architects and scientists directed the group
towards interdisciplinary research that was remarkable
for the 1960s and '70s, especially during a totalitarian
political regime.



Detaliu colectia fotografiilor SIGMA, colectie aflatd in Biblioteca Muzeului National de Arta Timisoara;
Detail of the SIGMA photo collection, collection in the Library of the National Museum of Art Timisoara;
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Vedere din expozitie. Credit foto: Maurizio Pavone.
View from the exhibition. Photo credit: Maurizio Pavone

O boala de rinichi si o imprejurare salvatoare a facut
posibild calatoria lui Roman Cotosman in capitala
Frantei. lata ce spunea artistul dupa vizita la Paris:
,Cinetismul parizian era in plina desfasurare si ma
impresionau turnurile de lumina ale lui Schoffer. Tn
graba cautam sa inteleg limbajul structuralismului

si al noului roman. La teatre am vazut cateva piese

de lonesco si de Beckett... Ma intorceam acasa decis
sa-mi schimb radical metoda si mijloacele de lucru.
Regdseam vechea atmosfera oficiala de conformism,
amestecata cu frica de o contaminare decadenta venita
din Occident. Mai trebuiau sa treaca 2 sau 3 ani ca sa se
faca simtita o liberalizare culturald”. Cotosman castigase
o experienta noua, a citit noi carti si a cules impresii

din celebrele muzee si galerii de arta pariziene unde
descoperise realizarile pionierilor constructivismului,
cinetismului si abstractionismului liric.

In pofida multiplelor restrictii, Timisoara postbelica era
un loc unde se aflau suficiente minti luminate aspirand
la o orientare pro-occidentala in arte si stiinte. In fapt,
orasul conserva inca o bogata paleta de mosteniri
multiculturale, incurajand experimentele. Acestea
fusesera posibile pe fondul in care Timisoara anilor
postbelici era inca populata de multi meseriasi cu o
inalta calificare, de o clasa de mijloc supravietuind
razboiului si vorbind mai multe limbi, de o societate

in care relatiile interpersonale se bazau pe dialog si pe
reciprocitatea serviciilor facute.

Infiintat in anul 1966, grupul 177 trebuie vazut in cadrul
creat de Liceul de Arta din Timisoara. El a adus mari
sperante nu doar in randul artistilor plastici, ci si, in
general, in mediile intelectuale ale orasului. intr-un
timp scurt grupul a reusit sa faca dovada ca dialogul
interdisciplinar este unul fundamental pentru adaptarea
la schimbarile ce se petrec in lume. Dupa plecarea lui
Roman Cotosman in SUA, grupul 177 a devenit grupul
Sigma. Pentru arta contemporana din Romania, grupul
Sigma oferise o alta intelegere si o alta definire a omului
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Kidney disease and a life-saving occurrence made
possible Roman Cotosman's journey to Paris. After
visiting the French capital, the artist declared: “The
Parisian Kinetic art was in full development and | was
impressed by Schoffer's cybernetic Light Towers. In

a hurry, I was trying to understand the language of
structuralism and the new novel. | went to theatres
where | could enjoy some plays by lonesco and Beckett...
I'was returning home determined to radically change
my work means and methods. | returned to the old
official conformist environment, merged with the fear
of decadent contamination coming from the West.
Two or three more years had yet to pass until a cultural
liberalization could be felt.” Cotosman gained experience,
read new books, and visited the famous Parisian
museums and art galleries where he discovered the
works made by pioneers of constructivism, Kinetic art,
and lyrical abstraction.

In spite of numerous restrictions, Timisoara was

filled with enough enlightened minds, aspiring to a
Western direction in arts and science. In fact, our city
still preserved a rich palette of multi-cultural legacies,
encouraging experimentation. These were possible
because post-war Timisoara still was populated with
many highly qualified craftsmen from a middle class
that withstood the war and spoke more than one
language, by a society in which interpersonal relations
were based on dialogue and reciprocity of services.
Established in 1966, group 117 must be perceived in the
context created by the Timisoara High School of Art. It
brought great expectations not only among the plastic
artists, but generally within the intellectual corners of
the city. In a short time it proved that interdisciplinary
exchange is fundamental for the changes that occur
throughout the world. After Roman Cotosman'’s
departure to America, Group 111 became Sigma Group.
For Romanian contemporary art, Sigma provided a
different understanding and definition of humanity



Vedere din expozitie. Credit foto: Maurizio Pavone.
View from the exhibition. Photo credit: Maurizio Pavone.

prin gramatica formelor, estetica industriala, marketing,
geometrie industriald, culori complementare, design,
studiu bionic. Artistii care au dat viata Grupului Sigma
au fost profesori ai amintitului liceu. Stefan Bertalan

si Constantin Flondor isi propusesera ,un program de
pedagogie de arta, principii de corelare intre forma-
functie-mediu, principii de generare a formelor”.
Referinte permanente ale grupului au fost Natura,
relatia Natura-Numar, procesul devenirii formelor,
antropologia. losif Kiraly — unul dintre fostii elevi ai
Liceului de Arta din Timisoara — povesteste cum in
atmosfera ce domnea in scoald la sfarsitul anilor 1960
si inceputul anilor 1970 te puteai considera un om al
secolului al XX-lea pe care nu il interesa nimic din ceea
ce se petrecuse inainte de 1900. ,De fapt - marturiseste
el - nu aveam timp pentru trecut: prezentul era atat de
bogat, trdiam clipa cu atata intensitate incat nu mai
ramanea loc pentru altceva. Arta, cultura se produceau
sub ochii mei”.

Mediul era unul stimulator, elevii fiind tratati ca
parteneri de drum ai profesorilor, ceea ce le dadea
impresia ca merg umar la umar cu maestrii spre a
defrisa terenuri necunoscute. Stimulati prin filme

de arta, carti si reviste de specialitate cumparate sau
primite din Europa occidentald, prin cursurile de istoria
artelor si studiul limbajelor vizuale, ei descoperisera

in imediata apropiere activitatea grupului Sigma.

losif Kirdly spune ca influenta grupului fusese atat

de puternica incat invataceii formasera propriile lor
cercuri artistice prin care isi imaginau ca vor cuprinde
lumea intreaga cu problemele ei complicate. Expozitia
elevilor liceului de arta plastica din Timisoara care a
avut loc in anul 1976 in sala Kalinderu de la Bucuresti
confirma existenta grupului si a atelierului de prestigiu
de la Timisoara. Nu era un alt grup in Romania acelui
moment. Andrei Plesu a asemuit expozitia timisorenilor
cu ,un ansamblu viu, deschis, surprins in plin mers, in
plina devenire. Deasupra sa pluteste atmosfera densa

through a combination of forms, industrial aesthetics,
marketing, industrial geometry, complementary colors,
design, and bionic study. The artists who gave birth to
Sigma had been teachers at the aforementioned high
school. Bertalan and Flondor submitted “a program of
art education, principles of correlation among form-
function-environment, principles of form generation.”
The permanent reference points for the group have been
Nature, the relation between Nature and Number, the
process of becoming form, and anthropology. losif Kiraly
—one of the former students of the Timisoara art high
school — explains how, within the environment of the
school in the 1960s and 1970s, one could consider himself
a man of the twentieth century, totally uninterested in
what happened before 1900. In fact, he declared, “We
didn't have time for the past: the present was so rich, we
were living the moment with such intensity that there
was no time for anything else. The art, the culture, were
developing under my eyes.”

The climate was stimulating, the students being treated
as partners by their teachers, which gave them the
impression of going along with masters in exploring
unknown territories. Stimulated by art movies, books,
and magazines bought or received from Western
Europe, through courses in art history or the study of
visual languages, they discovered in their midst the
activity of Sigma. Kiraly says the influence of the group
was so strong that the apprentices were creating

their own artistic circles, where they tried to grasp the
entire world and its complicated issues. An exhibition

by students from the Timisoara High School of Plastic
Arts, displayed at Kalinderu Hall in Bucharest in 1976,
confirms the group’s existence and the prestigious
studio in Timisoara. There was no other such group

in Romania at that time. Andrei Plesu compared the
exhibition to a “live, open ensemble, captured in full
motion, in development. Above it floats the dense
atmosphere of a well-distributed respect for tradition,
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Detaliu studiu din una din filele caietelor lui Stefan Bertalan.
Study detail from one of the pages of Stefan Bertalan's notebooks.

a unui bine dozat respect pentru traditie, laolalta cu
aceea a experimentului sobru si curajos, liber de orice
prejudecati, dar si de orice snoba afectare”. Criticul de
arta avea sa observe ca nu s-a facut publicitate in jurul
expozitiei, cu toate ca lucrdrile expuse puteau provoca
o adevarata emulatie. Cert este ca Liceul de Arta de la
Timisoara era unic in peisajul invatamantului artistic
romanesc, de unde si intrebarea: care dintre facultatile
de profil era pregatita sa preia asemenea absolventi?
Doar facultatile de arhitectura erau pregatite sa preia
si sa continue instruirea absolventilor amintitului liceu.
De altfel, chiar Stefan Bertalan — principalul fondator

al Sigmei - si-a continuat cariera didactica in cadrul
Facultatii de Arhitectura din Timisoara.

Grupul Sigma - format din artistii-profesori Stefan
Bertalan, Constantin Flondor, Doru Tulcan, loan Gaita
si matematicianul Lucian Codreanu - devenise de
referintd nu numai in artele vizuale, unde a contribuit
decisiv la innoirea limbajelor, dar si in dezbaterile de
idei. La fiecare dintre acestia era evidenta dorinta
schimbarii. Devenisera promotorii unei alternative de
gandire si de comunicare, sustragandu-se programatic
controlului ideologic al regimului national-comunist.
Multi- si interdisciplinaritatea promovata, pedagogia
artistica propagand sisteme deschise, depasirea
formelor si simbolurilor prafuite si introducerea studiilor
experimentale au stimulat viata culturala locala si
nationala. Preocuparile grupului vorbesc despre un
univers dinamic, despre intentia de a antrena publicul
receptor intr-un dialog permanent. Radicalizarea
experientei individuale se observa la fiecare dintre
artistii Grupului Sigma, dar si la cei care au gravitat in
jurul lor. De exemplu, asumarea modelului experimental
stiintific de catre Stefan Bertalan a fost o premiera in
ansamblul creatiei plastice din Romania.

Intalnirea lui Stefan Bertalan cu profesorul Eduard
Pamfil a generat un adevarat ritual al ideilor, marcand
profund directia Sigmei. Pamfil avea sa-| descopere

si sa-l admire pe Bertalan, considerandu-I ,un cavaler
al anticonformismului”, pentru care ,toate lucrurile,
toate gesturile, toate discursurile care se pot sfarsi in
chip comod si placid sunt sigur evitate, daca nu chiar
de nesuportat... tot ce face el este marcat de acest
caracter de a fi constructie spre ceva, intretinuta de
continua tensiune a nemultumirii de sine insusi”. Stefan
Bertalan si grupul sau au deprins importanta cercetarii
si a relatiei dintre stiinte si arte. Ei deveniserad cautatorii
mecanismelor din sistemele vii, propunand cateva cai
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along with sober and daring experimentation, free of any
prejudice, but also of any patronizing affectation.” The
art critic observed that no marketing was done for the
exhibition, although the displayed works marked a real
achievement. Certainly, the Timisoara school was unique
in Romanian artistic education, which begs the question:
Which of the specialized universities was prepared to
take over such graduates? Only the architecture schools
were prepared to receive them and help continue their
education. Besides, Stefan Bertalan himself — principal
founder of Sigma - continued his didactic career at the
Faculty of Architecture in Timisoara.

The Sigma group — established by Stefan Bertalan,
Constantin Flondor, Doru Tulcan, loan Gaita, and the
mathematician Lucian Codreanu — has become a
reference point not only for the visual arts, where it
decisively contributed to the renewal of languages,

but also for idea debates. Each of its members shared
the will to change. They advocated multi- and inter-
disciplinarity, the artistic education propagating open
systems, the overcoming of old forms and symbols and
the introduction of experimental studies that stimulated
local and national cultural life. The group’s concerns
focused on a dynamic universe, the intent to bring the
receiving audience into a permanent dialogue. The
radicalization of individual experience is seen in each
member of Sigma but also in those who gravitated
around them. For example, Bertalan’s acceptance of the
experimental-scientific model was a premiere within
Romanian plastic creations.

Bertalan's meeting with Eduard Pamfil generated

a proper ritual of ideas, profoundly affecting the
direction of Sigma. Pamfil discovered and admired
Bertalan as a “knight of anti-conformism,” for whom

“all things, all gestures, all discourses that could end in

a placid and convenient manner are certainly avoided,
if not plainly unbearable... everything he does is
imprinted by this nature of being a construct towards
something, perpetuated by the continuous tension of
self-discontent.” Bertalan and his group learned the
importance of research and about the relationship
between science and art. They were seeking the
mechanisms of living systems, proposing some possible
paths to follow in arts, architecture, and the technical
sciences. The temptation of interferences among
disciplines that appeared very different generated

an unprecedented emulation in the ranks of non-
conformist youths.

Beyond the touch of originality and despite the national-
communist ideology and culturalism pursued by the
totalitarian authorities, the neo-constructivism of the
Timisoara art school and implicitly of Sigma must be
regarded in relation to the German inter-war Bauhaus,
to international style and architectural modernism.
That may be the reason why Sigma enticed experts

and the public at the NUrnberg biennale, revealing

the synchronicity between the school and great
creations of the time. The mechanism that triggered

an authentic exchange between art and science
prompted positive comments from some of the most
competent Romanian and European critics. Such a
setting called for confrontation, and it didn't fail to arise.
This "sequence of artistic movement from Timisoara
remains, even during its moments of maximum
constructivism or in the aesthetics of practical forms,
under the spell of nature and the universal harmony,”
“an effervescent galaxy,” having “its Flondor-Cotosman,



posibile de urmat in arte, arhitectura si stiintele tehnice.
Tentatia interferentelor dintre discipline aparent foarte
diferite a generat o emulatie fara precedent in randul
tinerilor nonconformisti.

Dincolo de nota de originalitate si in pofida ideologiei
national-comuniste si a culturalismului cultivat de
autoritatile statului totalitar, neoconstructivismul scolii
de arta de la Timisoara, implicit al Sigmei, trebuie vazut
ca o inrudire cu Bauhaus-ul german interbelic, cu stilul
international si modernismul arhitectural. Probabil, asa
se explica faptul ca Sigma a impresionat specialistii si
publicul expozitiei documenta de la Kassel si al bienalei
de la Nurnberg, indicand sincronizarea scolii de arta de
la Timisoara cu marile creatii ale timpului manifeste in
lume. Demersul prin care arta a intrat intr-un dialog
autentic cu stiinta a provocat comentariile pozitive ale
unora dintre cei mai avizati critici din Romania si din
Europa. Sigma dovedise nu doar autenticitate, dar si

o coerenta de echipa. Un astfel de mediu avea nevoie
de confruntare si ea nu a intarziat sa apara. Aceasta
.secventa de miscare artistica din Timisoara ramane
chiar si in momentele ei de maximum de constructivism
sau de program de pedagogie a esteticii formelor utile
sub semnul naturii si al armoniei universale”, ,o galaxie
efervescentd”, avand ,stelele ei, Flondor-Cotosman,
Tulcan-Bertalan ca stele principale si luminoase de
gradul x-y". Turnul informational, ,0 constructie-
semnal multifunctionald” — socotita cea mai importanta
realizare a grupului Sigma — este o dovada cat se poate
de concludenta a incercarii de apropiere intre estetic si
social. Maturitatea artistilor se va reflecta in incercarea
de coagulare a unui discurs opus culturalismului, liber
de specificitati si de apartenente comunitar-imaginate.

Note

1. Articolul schiteaza o perspectiva asupra evolutiei Grupului Sigma in con-
textul vietii sociale si culturale a Timisoarei de dupa al doilea razboi mondi-
al. Initial, acesta a fost un paragraf din capitolul ,The Reconstruction of Civil
Society under the National Communist Dictatorship, 1956-1989", publicat in
cartea The Banat of Timisoara. A European Melting Pot, coordonator Victor
Neumann, Scala Publishers, Londra, 2019, pp. 401-416. Articolul a fost rescris,
completat cu noi informatii, interpretari, concluzii si adaptat proiectului

de promovare a operelor Grupului Sigma din colectiile Muzeului de Arta
Timisoara.

2. Roman Cotosman, evocare in catalogul Creatie si sincronism european.
Miscarea artisticd timisoreand a anilor (19) 60-(19)70, Timisoara, 1990.

3. Constantin Flondor, evocare in catalogul Creatie si sincronism european.
Miscarea artisticd timisoreand a anilor (19)60-(19)70, Timisoara, 1990.

4. losif Kiraly, evocare in catalogul Creatie si sincronism european. Miscarea
artisticd timisoreand a anilor (19)60-(19)70, Timisoara, 1990.

5. Profesor al Universitatii Nationale de Arta din Bucuresti, membru al
grupului neoavangardist Sub-real.

6. Andrei Plesu, ,Un liceu de arta plastica si cateva intrebari”, in Creatie si
sincronism european. Miscarea artisticd timisoreand a anilor 60-70, 1990.
7. lleana Pintilie, ,Punctele cardinale ale miscarii artistice timisorene 1960-
1996", in Experiment in arta romdneascd dupd 1960, Bucuresti, 1997.

8. Evocare in catalogul Creatie si sincronism european. Miscarea artisticd
timisoreand a anilor (19)60-(19)70, Timisoara, 1990.

9. lon Nicolae Anghel, Cartea cu Pamfil, Editura Amarcord, Timisoara, 1996.
10. Constantin Flondor, Evocare in Catalogul Creatie si sincronism europe-
an. Miscarea artisticd timisoreand a anilor (19)60-(19)70, Timisoara, 1990.

11. Stefan Bertalan, evocare in catalogul Creatie si sincronism european.
Miscarea artisticd timisoreand a anilor (19)60-(19)70, Timisoara, 1990.

» Stefan Bertalan, Demonul lui Maxwell, cub, lemn, fibre de bumbac 100 x
100 x 100 cm, 1968.

Stefan Bertalan, Maxwell’s Demon, cube, wood, cotton fibers 100 x 100 x 100
cm, 1968.

Tulcan-Bertalan as leading and bright stars, of X-Y
degree." Turnul informational (The Informational Tower),
“a multipurpose functional construction” — reckoned the
most important achievement of the Sigma group —is

a most conclusive argument of the closeness between
aesthetic and social. The maturity of the artists will be
reflected in the attempt of coagulation of a discourse
that opposes culturalism, free of specificities and
community-imagined allegiances.
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the context of Timisoara's social and cultural life after the Second World War.
Initially, it was a paragraph from the chapter “The Reconstruction of Civil
Society under the National Commmunist Dictatorship, 1956-1989," published
in the volume The Banat of Timisoara. A European Melting Pot, edited by
Victor Neumann, Scala Arts Publishers, London, 2019, pp. 401-416. The article
has been rewritten, complete with new information, interpretations, and
conclusions, and adapted for the project of promoting the works of the
Sigma Group from the collections of the Timisoara Art Museum.

2. Roman Cotosman, evocation in the catalog European Creation and
Synchronism. Timisoara'’s Artistic Movement of the '60s and '70s [Creatie si
sincronism european. Miscarea artisticd timisoreand a anilor 60-70],1990.
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Synchronism. Timisoara'’s Artistic Movement of the '60s and '70s [Creatie si
sincronism european. Miscarea artisticd timisoreand a anilor 60-70],1990.
4. losif Kiraly, evocation in the catalog European Creation and Synchronism.
Timisoara's Artistic Movement of the '60s and '70s [Creatie si sincronism
european. Miscarea artisticd timisoreand a anilor 60-70],1990.

5. Professor at Bucharest National Art University and member of the neo-
avant-garde group Sub-real.

6. Andrei Plesu, “A Plastic Art High School and Some Questions,” evocation
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1960-1996", in Experiment in Romanian art after 1960, Bucharest, 1997.

8. Evocation in the catalog European Creation and Synchronism. Timiso-
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La implinirea unei varste rotunde, MNAC propune o
retrospectiva concentrata dar remarcabila a operei lui
Peter Jacobi. Nascut in 1935 la Ploiesti, emigrat in 1970
in Germania, Jacobi a construit de-a lungul timpului
o opera extinsa si multifatetatd, care ilustreaza intr-
un mod genuin, de-a lungul meandrelor ei, evolutia
discursului vizual modernist din ultimii 50-60 de ani.
Inceputa in perioada de ,normalizare” si deschidere
spre Occident de la finele anilor '60 in Romania si
continuata cu tenacitate si energie in spatiul german,
opera lui Jacobi a integrat organic si sobru curentele
neo-avangardiste internationale, de la constructivism la
minimalism, de la conceptualism la land-art.

n ciuda varietatii ei, productia sa artistica prolificad

- mergand de la sculptura si fotografie la tapiserie,
ceramica, pictura, desen si arta de for public — pare sa
se aglutineze si sa se structureze n jurul unui nucleu
ideatic grav, obsesiv, legat de trecerea timpului si de
rezistenta la degradarea materiei. Memoria, urmele,
resturile unei epoci istorice traumatice ca cea din
secolul XX pun o amprenta indelebila, desi sublimata,
pe expresivitatea artefactelor artistului. ,Prezenta in
absenta” ar putea fi tema centrald, chiar emblema
acestei opere, care impresioneaza chiar si spectatorul
neavizat, prin concentrare si profunzime.

Cu o scenografie la randul ei sobra si minimalista,
expozitia de la MNAC este construita aproximativ
cronologic dar mai ales contrapunctic in jurul unor
nuclee tematice, sau al unor cercetari in tehnici vizuale
diferite. De la obiectele textile realizate in anii '65-

'85 impreuna cu Ritzi Jacobi (unde fibrele textile se
combina surprinzator si monumental cu ceramica

si lemnul) la reliefurile In marmura, bronz sau in
ghips reproducand fragmente de sculptura antica
interpretatd; de la fotografii clasice in alb-negru la cele
colorate sau atacate cu acizi; de la sculpturile de mici
dimensiuni in marmura sau bronz la ansamblurile

de mari proportii in fonta - toate lucrarile lui Jacobi
manifestd o atitudine coerenta si deliberativa in fata
realitatii.

O viziune marcata de economia mijloacelor folosite si
de o anume gravitate in raport cu incercarile dure ale
istoriei. E suficient sa amintim aici seria fotografica
Westwall/ Siegfried-Line din anii 1979-1983, care
surprinde in alb-negru buncare, obstacole anti-tanc,
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To honor its anniversary, the National Museum of
Contemporary Art proposes a concentrated and
remarkable retrospective of Peter Jacobi's work. Born

in Ploiesti in 1935, Jacobi emigrated to Germany in 1970
and constructed an extended and multifaceted career,
genuinely illustrating all the meanders of the modernist
visual discourse of the last fifty-sixty years. Jacobi's

work —which began in the period of “normalization”
and openness towards the West at the end of the 1960s
in Romania and continued with tenacity and energy

in Germany — organically integrated the international
neo-avant-garde movements, from Constructivism to
Minimalism and from Conceptualism to Land Art.

In spite of its variety, his prolific artistic production
—ranging from sculpture to photography, tapestry,
ceramic, painting, drawing, and public art — seems to

be structured around an obsessive and grave nucleus of
ideas related to the passage of time and the resistance
to the degradation of matter. Memory, traces, the debris
of such a traumatic historical period as the twentieth
century imprint a lasting, albeit sublimated, mark on
the expressivity of the artist’s artefacts. “The presence of
absence” could be the central topic, the emblem of this
work which manages to impress even the uninformed
visitor by its focus and profound character.

With a sober and minimalistic display, the MNAC
exhibit is built almost chronologically, but mostly

in counterpoint, along thematic nuclei or around
research in various visual techniques. From the textile
objects made between 1965-1985 with Ritzi Jacobi (in
which the textile fibers are combined surprisingly and
monumentally with ceramic and wood) to reliefs in
marble, bronze, and plaster which reproduce fragments
of interpreted ancient sculpture; from classic black and
white photographs to colored or acid-stained ones; from
small sculptures in marble or bronze to large ensembles
in cast iron — all of Jacobi's works manifest a coherent
and deliberative attitude in front of reality.

His is a perspective marked by an sober economy of
means and a certain gravitas related to the harsh tests
of history. It is sufficient to remember the photo series
Westwall/ Siegfried-Line from 1979-1983, depicting in
black and white bunkers, anti-tank obstacles, trenches,
or remains of a military road near the German town of
Pforzheim, after the Second World War. Grotesque and
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Vedere din expozitia Peter Jacobi la Muzeul National de Arta Contemporana Bucuresti.

Credite imagini: Peter Jacobi, 2021. Credit foto: New Folder Studio & MNAC.
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View from the Peter Jacobi exhibition at the National Museum of Contemporary Art Bucharest

Image credits: Peter Jacobi, 2021. Photo credit: New Folder Studio & MNAC.

transee sau ramasitele unui drum militar din apropierea
orasului german Pforzheim, ramase dupa cel de-al
Doilea Razboi Mondial. Grotesti si fantomatice, imaginile
transmit o energie emotionalad puternica, desi rezervata,
prin modul in care reminiscentele aberante ale
trecutului trezesc constientizarea lucida a prezentului.
(Aceeasi atitudine, dar intr-o cheie vizuala pitoresc-
decadentd, o provoaca seria de fotografii ale bisericilor
medievale fortificate din Transilvania, din 2004,
neprezentata in expozitie.)

Dar mai ales Memorialul Holocaustului, realizat la
Bucuresti in 2009, impresioneaza prin conceptul spatial
epurat, prin minimalismul volumelor arhitecturale si
prin efectul fontei ruginite cu acizi speciali, din care sunt
facute simbolurile comunitatilor masacrate (evrei si
romi) si din care e turnata coloana de la intrare, care da
ansamblului inaltime si forta comemorativa. Memorialul
e prezent in expozitie printr-o macheta la scara mica,
prin fotografii si prin cateva ,inele intrerupte” sau ,inele
cu capete inegale”, cum sunt numite cercurile mari si
grele, cu diametrul spre un metru, plasate strategic

pe traseul expozitiei. Fabricate tot din fonta atacata cu
acizi, aceste inele materializeaza o conceptie circulara a
timpului, in care tranzitoriul e transmutat intr-o anume
permanentd, iar tragicul e sublimat in perfectiunea
formei rotunde.

Coloana de fonta de la Memorialul Holocaustului ne
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phantom-like, the images transmit a powerful emotional
energy, albeit reserved, in the way in which the aberrant
remnants of the past trigger the lucid consciousness

of the present. (The same attitude, in a picturesque-
decadent key, can be seen in the series of photographs
of mediaeval fortified churches from Transylvania, 2004,
that was not presented in the exhibit.)

But most of all, the Holocaust Memorial in Bucharest,
2009, is impressive with its pure spatial concept,

the minimalism of the architectural volumes, and

the effect of the cast iron, stained with special acids.

This symbolic material makes up the symbols of the
massacred communities (Jews and Roma) as well as the
entrance column, offering height and commmemorative
force to the entire ensemble. The Memorial is present

in the exhibit in the form of a small-scale mockup,
photographs, and some “interrupted ring,” or “unequal
rings,” as the artist calls them - large and heavy circles
one meter in diameter, strategically placed along the
course of the exhibit. Made of the same acid-stained cast
iron, these circles materialize a circular concept of time,
in which the transitory is transmuted into permanence
and the tragic is sublimated in the perfection of
roundness.

The cast iron column of the Holocaust Memorial reminds
us of Jacobi's constant passion for Brancusi and his
Infinite Column; his own column is a replica made of



aminteste de pasiunea pe care Jacobi a manifestat-o
constant pentru Brancusi si a sa Coloana Infinitg, fata
de care propria sa coloana se constituie ca o replica
alcatuita din module constructivist-cubiste. De altfel,
coloana ramane un element central, obsesiyv, reiterat in
diverse materiale (marmura, lemn, metal, ceramicad) in
opera lui Jacobi - simbol al axului lumii in vechile traditii,
sau simbol al strapungerii timpului in modernitate.
Daca punem impreuna cele remarcate inainte, si daca
mai vizitdam o data expozitia, cele afirmate la inceputul
acestui text vor deveni mai evidente: exista un suflu
grav si profund in opera lui Peter Jacobi, hranit de o
constiinta a fragilitatii esentiale a fiintei, modelat de

o etica a doliului si rememorarii, care concepe arta ca
un ,loc posibil al adevarului” si al rezistentei la rau si
distrugere. Din forta retinuta a lucrarilor sale, din care
multe par a fi trecut printr-un purgatoriu al reducerii la
esential, rezulta in final o frumusete sobra si serioasa,
cum nu mai gasesti azi prea des in carnavalul vizual
consumist de care parem irevocabil hipnotizati. Arta lui
Peter Jacobi ne convinge ca nimic nu e definitiv pierdut
si ne incredinteaza ca putem mereu sa o luam de la
capat.

Cubist-Constructivist modules. The column is a central,
obsessive element of Jacobi's work, made in multiple
materials (marble, wood, metal, ceramic) — as a symbol
of axis mundi in the old traditions, or as a symbol of
piercing time in modernity.

If we put together the previous remarks and visit

the exhibit again, everything that was said in the
beginning of this text becomes more obvious: there

is a profound and grave feel in Peter Jacobi's work,
coming out from the consciousness of the essential
frailty of being, modeled by an ethics of mourning and
remembrance which conceives art as “possible locus of
truth” and resistance to evil and destruction. From the
retained force of his works, many of which seem to have
passed through the Purgatory of reduction to the bare
essentials, emerges a sober and serious beauty: one that
is difficult to find today in the visual consumerist carnival
by which we all seem irremediably hypnotized. Peter
Jacobi's art convinces us that nothing is entirely lost and
reassures us that we can always begin anew.

Translated by Daniel Clinci
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INTERFATA / INTERFETE
INTERFACE / INTERFACES

ARTREBUI CA REALITATEA SATNCEAPA
Harun Farockiin colaborare cu Antje Ehmann
Curatoare: Diana Marincu

Fundatia Art Encounters, Timisoara
1-31.10.2020

Scriu si rescriu in continuare un text ce invoca ceea

ce a fost; un montaj aproape, o amintire sub forma

de cronica. Imi pun intrebarea: ce am vazut? Si apoi
recompun. Scrierea cinetica — cinemaul - compara,
disecy, traduce, expune si izoleaza treptat obiectul care
astfel ajunge sa contina tot ce ii este exterior. Obiectul,
in cazul acesta, imaginea, scoate la suprafata o realitate.
Octombrie 2020, in spatiul fundatiei Art Encounters,
urmaresc imagini, a treia expozitie dedicata lui Harun
Farocki in Romania. Realitatea exterioara se prezinta
incerta si precautd, la o ora exacta ne sunt prezentate
cifrele dezastrului, viata continua apoi; I-am putea

numi spectacol, caci devine din ce in ce mai brechtian
sau, am putea spune, devenim martorii lucrurilor

ce vor deveni cat de curand istorie. In In-formare
[Aufstellung], graficele, publicatiile si articolele de

ziar se prezinta unele dupa altele asa cum ai rasfoi un
manual, prezentand istoria fenomenului migratiei pe
teritoriul germanic. O istorie totusi rece, impersonald si
cu precadere straina celui ce se confrunta cu imaginile,
cel putin pentru ihceput, caci cel ce priveste cade prada
rapid imaginii Insasi si devine, pentru un scurt moment,
partas la aceasta istorie complicata in care e nevoit
sa-si aleaga calea. Lucrarea aflata in dialog cu instalatia
video Munca intr-un singur cadru pare astfel o alaturare
revelatoare a realitatii incepute deja de ceva timp. Poate
doar o coincidentd, primul cadru cu care ma confrunt e
filmat intr-o casa funerara. Retrospectiv imi dau seama,
poate cu totii ne dam seama, de ironia situatiei prezente
ce chestioneaza sensul muncii, categorisind oameni ca
fiind neesentiali, cu riscul ca in curand lucrurile acestea
ar putea fi uitate. Spectatorul va cauta intotdeauna o
informatie, cu scopul de a scapa de ambiguitate. Totusi,
unde ne aflam in comparatie cu imaginea de fata? Caci
cu usurinta pot cadea in categoria de martor; al istoriei,
al nedreptatii, al imaginii pur si simplu. Galeria, cutia
alba, se confunda aici in cateva sali cu o cutie neagra,
amenajata confortabil cu scaune de cinema cand in
celelalte sali, concomitent, alte imagini ruleaza. Nu

stiu unde imi e indreptata atentia. Stiu ca nu ma aflu
intr-un cinema si de asemenea, nu stiu daca acest lucru
ma deranjeaza. Cineastul e arheologul; scoate la iveala
straturile secolului si ma gasesc intr-o cariera de piatra
unde erele geologice devin din ce in ce mai clare ca
niste conflicte succesive ce duc pana la urma, unde?
Recitesc si rescriu, textul se scrie la masa de montaj

si simt literele sub degete si le vad, unele dupa altele,
pe ecran. Mana simte pelicula si mana numara banul.
Imaginea o comenteaza pe cealalta, comunica si ne
dam seama ca este, la randul ei, vie. Actioneaza intr-o
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Text: Gavril Pop

I write and rewrite a text that invokes what has been; it

is almost a montage, a memory in the form of a review.

| ask myself: what did | see? Then | piece it together.
Kinetic writing — film — compares, dissects, translates,
exhibits, and gradually isolates the object that comes to
contain everything that is outside itself. The object, in
this case the image, causes a reality to emerge. October
2020: in the space of the Art Encounters Foundation,

| watch images, the third exhibition dedicated to

Harun Farocki in Romania. Exterior reality proves itself
uncertain and wary. At an exact time, we are shown the
numbers of the disaster, then life goes on; we could call
it a spectacle, as it becomes increasingly Brechtian, or
we could say we become witnesses of things that will
soon become history. In In-Formation [Aufstellung]
charts, publications, and newspaper articles display
themselves one after the other, like leafing through a
textbook, presenting the history of migration on German
territory. It is a cold, impersonal, and particularly foreign
history for the one confronted with the images, at least
at the beginning, as the viewer falls prey to the image
itself and becomes, for a brief moment, part of this
complicated history in which they must now choose
their path. The work placed in dialogue with the video
installation Labour in a Single Shot seems therefore

a revealing juxtaposition of reality started some time
ago. Perhaps it is just a coincidence, but the first shot

| see is of a funeral home. Retrospectively | realize, and
perhaps we all do, the irony of the current situation,
which questions the meaning of work, classifying people
as unessential, with the risk that these things could soon
be forgotten. The viewer will always look for a piece of
information to eliminate ambiguity. Still, where do we
find ourselves relative to the image before us? | can
easily fall into the category of witness, to history, injustice,
or simply the image. The gallery, the white box, becomes
indistinguishable, in a few rooms, from a black box,
equipped with comfortable movie theater seats, while
images run simultaneously in the other rooms. | don't
know what to focus on.  am aware | am not in a movie
theater, but | am not sure it bothers me. The filmmaker
is an archeologist; they reveal a century's layers, and |
find myself in a quarry where geological ages become
increasingly clear as successive conflicts that lead, where,
in the end? | reread and rewrite, the text is written at the
montage table. | feel the letters under my fingertips and
see them, one after the other, on the screen. The hand
feels the film stock and counts the cash. One image
comments on the other, it communicates, and we realize
that it too is alive. It acts in the perpetual dynamics of



Harun Farocki, Interfatd [Schnittstelle], 1995, video pe doud canale, color, cu sunet, 23", Credit foto: infi.ro.
Harun Farocki, Interface, 1995, two-channel video, color, with sound, 23" Photo credit: infi.ro

dinamica perpetua a procesului de cunoastere. Aud

in prima sala a expozitiei: die Bilder sagen (imaginile
spun). Ele nu sunt ilustratii, ci modele. Caietul asistentei
medicale se afla acum pe masa autorului care e privit
de autor, intr-un alt timp, cu un alt caiet in fata, un
obiect ce inregistreaza. Taietura (Schnitt), montajul

e interfata (Schnitstelle), masa de lucru a artistului
unde filmul se naste. Schnittstelle, video-ul pe doua
canale realizat de Farocki in 1995, deschide expozitia
din Timisoara, oferind cheia de intelegere a intregului
spatiu, putand astfel observa cineastul la lucru, privind
imaginile preexistente si alaturandu-le, descoperind sau
chiar subliniind sensurile timpului sau. Prin Interfatg,
istoria se secularizeaza, miturile dispar si ramanem cu
imaginea, cu arhiva care urmeaza a fi manipulata de
cel ce o intalneste. Arhivele se ofera pe sine lui Farocki
fara sa depuna nicio rezistenta, insa ca acestea sa
devina vii, sa devina memorie, necesita o manipulare
care se manifesta aici printr-un montaj moale; mici
capitole autonome care interactioneaza, nemoderate,
in opozitie cu filmul conventional. Daca singura
inregistrare a Holocaustului ar fi fost filmarea gasita

de cineast in 2007, nu ne-am fi putut da seama de
realitatea timpului. Terorile ne sunt reamintite prin mai
multe insertii textuale care apar din cand in cand, pe
un fundal negru, in mica incapere neagra ce aminteste
de o sald de cinema, Iasandu-ma in intuneric pentru un
moment si confruntat cu realitatea limbajului, alb pe
negru, nimic mai mult. Ma indoiesc adesea de natura

the knowledge process. In the first exhibition room |
hear: die Bilder sagen (the images say). They are not
illustrations, but models. The nurse’s notebook is now
on the author's table, as he is being looked at by the
author, in a different time, with a different notebook
before him, a recording object. The cut (Schnitt), the
montage is the interface (Schnittstelle), the artist's
editing table, where the film is born. Schnittstelle, the
two-channel video made by Farocki in 1995, opens the
Timisoara exhibition, offering the key to understanding
the whole space. One can observe the filmmaker at
work, watching preexisting images and joining them,
discovering or underlining the meanings of his time.
Through the Interface, history becomes secularized,
myths vanish, and we are left with the image, with the
archive that is to be manipulated by the person who
encounters it. The archives offer themselves to Farocki
without resisting, but in order for them to come to

life, to become memory, they require manipulation,
manifested here as a soft montage, small autonomous
chapters that interact, unmoderated, in opposition to
conventional film. If the only existing recording of the
Holocaust were the footage found by Farocki in 2007,
we would not have been able to grasp the reality of
those times. We are reminded of the terrors through

a number of text inserts that sometimes appear, on a
black background, in the small black room resembling
a movie theater auditorium, leaving me for a moment
in the dark, confronted with the reality of the language,
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lucrului pe care doar cred ca il stiu; ,nu cred daca nu
vad” pare ca ia o alta semnificatie si nu imi dau seama
daca pana acum vedeam doar ceea ce credeam, in lipsa
unei comparatii, in lipsa mesei de montaj. E revigoranta
existenta unei expozitii axate pe video, cu toate riscurile
ce ii sunt asociate: incertitudinea alegerii inspre ce sa ne
indreptam atentia, timpul pe care il petrecem vizionand
nefiind unul mereu complet. Realitatea nu e singulara ci
compusa din momente simultane si, din nou, unde imi
indrept atentia? La fel ca materia prima a cineastului,
imaginea gdasita de Farocki e gasita intr-un final si de
spectator; gasita si nu cdutata. Online-ul nu poate
facilita aceeasi experienta si, din acest motiv, o expozitie
virtuald a lui Farocki ar fi fost un esec. Internetul e

un mediu narcisist ce se construieste treptat dupa
asemanarea utilizatorului; spatiul expozitional inca

mai are capacitatea de a ma surprinde intr-o anumita
masurd. Nu am cautat imaginile razboiului, ele exista
deja, sunt vii. Instalatia video pe cinci canale, Tropi de
rdzboi, aseaza alaturi secvente din varii filme de razboi.
Ce filme? Nespecificate, acumularea lor in timp le
transforma in arhiva si arhiva, in mod organic, ajunge a
fi manipulata sau, in unele cazuri, dislocata. Ce razboi?
Nespecificat si prea putin conteaza, nici macar nu e

un razboi real, ci o inscenare si totusi, le credem, mai
mult poate In acest spatiu. Conflictul e universal, omul

e capabil de violentd, o violenta materializata intr-un
final prin imaginea razboiului; conflictul generat din

ce cauza? Pentru ca ceea ce vad e o violenta ce se
sustrage istoriei propriu-zise. Caci la urma urmei, nu
atat imaginea istoriei este cea mai prezenta in contextul
expozitiei, cdt omul pur si simplu. Cineastul chiar
spunea la un moment dat ca incearca pe cat se poate
sa se indeparteze de particularitatile istoriei secolului
trecut, caci vorbaria trecutului nu mai are aproape nicio
valoare astazi. Ceea ce a fost, a fost; a trai, a continua o
existentd, prin imagini, este posibila. Memorie-istorie-
imagine; acesta pare raportul dominant in toata
expozitia, unde istoria devine memorie comunicata

prin imagine, evoluand in permanenta. Imaginea
realizeaza transmisiunea timpului istoric spre prezent.
Locul memoriei individuale devine locul memoriei
colective. Transmitere [Ubertragung] (2007) incheie
discursul curatorial intr-un cerc perfect. Incepand cu
interfata de lucru a cineastului, punerea in scena a
modalitatilor de lucru, a gestului de a privi, de a atinge
si a alatura, ajung intr-un sfarsit sa ma confrunt cu viata
insasi, unde interfata individului sunt imprejurimile

sau, mai bine spus, imaginea; acestia se regdsesc in
imaginea-memorie-istorie si traiesc impreuna cu, dar

si manati de forta imaginii. Imaginea e inregistrata pe
pelicula asa cum cuvantul e inscris in piatra. Zidul e
atins, intre caramizi sunt plasate mesaje pentru David.
Numele sunt parcurse si citite astfel de degete, nu doar
in minte, ci in tot trupul, iar numele capata forma si
viatd; nu exista moarte totald, nu exista un trecut precis
in preajma monumentelor, ci o viatd perpetud. Tmi
amintesc de statuile vorbitoare din Roma. Pasquino inca
mai critica politica de azi, e la fel de prezent. Realitatea a
inceput si continua sa inceapa si sa tot inceapa.
Expozitia organizata de fundatia Art Encounters s-a
suprapus cu Bienala de Arhitectura de la Timisoara

- BETA. In cadrul bienalei s-a proiectat un alt film al
cineastului german, 'n Comparatie, unde Farocki a
explorat celula de baza a constructiei, caramida. Mai
precis, modurile de productie traditionald a caramizii,
inca folosite de unele societati. Aici nu mai e vorba de
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white on black and nothing more. | often doubt the
nature of the thing | only think | know; “I don't believe if
| don't see it” seems to gain new meaning, and | am not
sure whether until now | have only seen what | believed,
lacking a comparison, a montage table. The existence
of a video-focused exhibition is invigorating, in spite of
the associated risks: the uncertainty of what to focus

on, as the time we spend watching is not always full.
Reality is not singular, but composed of simultaneous
moments, and, again, what should | focus on? Like the
filmmaker's raw material, the image found by Farocki

is also eventually found by the viewer; found, and not
sought. The same experience cannot be recreated
online, which is why a virtual exhibition of Farocki would
have been a failure. The internet is a narcissistic medium
that gradually shapes itself in the user's image; the
exhibition space is still able to somewhat surprise me.

I did not seek out images of war, they already exist, are
alive. The five-channel video installation War Tropes
juxtaposes scenes from various war movies. What
movies? We are not told; their accumulation in time
transforms them into an archive, and, organically, the
archive comes to be manipulated or, in some cases,
displaced. What war? We are not told, nor does it really
matter, it is not even a real war, only a staging, and yet
we believe them, more so perhaps in this space. Conflict
is universal, humans are capable of violence, a violence
that is materialized in the end in the image of war; what
caused the conflict? What | see is a kind of violence

that withdraws from history proper. For, in the end, it

is less the image of history that is most present in the
exhibition and more that of the human being. Farocki
even said at one point that he tried to distance himself
from the particularities of the previous century as much
as possible, as the chatter of the past has almost no
value today. Memory-history-image; this seems to be
the dominant relation throughout the exhibition, where
history becomes memory communicated through the
image, in a permanent state of evolution. The image
facilitates the transmission of historical time into the
present. The site of individual memory becomes the site
of collective memory. Transmission [Ubertragung] (2007)
closes the curatorial discourse in a perfect circle. Starting
with the filmmmaker’s work interface, the staging of his
style of working, his gestures of watching, touching,
joining together, | end up confronting life itself, where
the individual's interface is their surroundings, or, to

put it better, the image; they find themselves in the
image-memory-history and live together with, but also
driven by the force of, the image. The image is recorded
onto film just as the word is written in stone. The wall is
touched, between bricks are laid out messages for David.
The names are gone through and read by fingers, not
just in the mind but in the whole body, and the name
gains form and life; there is no such thing as complete
death, there is no precise past around monuments,

only perpetual life. | recall the talking statues in Rome.
Pasquino is still critiquing contemporary politics, he is
just as present. Reality has begun and continues to begin
and begin.

The exhibition organized by the Art Encounters
Foundation overlapped with the Timisoara Architecture
Biennial BETA. Within the biennial, another film by
Farocki was screened: In Comparison, where the German
filmmaker explores the basic cell of a building, the brick.
More precisely, the traditional ways of making them, still
in use in some societies. Here it is no longer a question



Harun Farocki & Antje Ehmann, Tropi de rdzboi [Tropen des Krieges], 2011, instalatie video pe cinci canale, alb-negru si color, cu sunet, 35’ Credit foto: infi.ro.
Harun Farocki & Antje Enmann, War Tropes, 2011, five-channel video installation, B/W and color, with sound, 35. Photo credit: infi.ro

istorie, ci, la fel ca in Transmitere, imaginea, memoria

e vie. It’s not just another brick in the wall, fiecare
obiect e diferit, prezinta mici particularitati specifice
obiectului manufacturat. Initiativa acestei colaborari a
fost premeditata si animata de interesul comun al celor
doua parti fata de filmele lui Farocki. O combinatie
perfecta si bine primita, caci de prea multe ori putem
avea impresia ca exista o tabara a artei vizuale, o tabara
a cinematografiei, o tabara a arhitecturii ce nu au nimic
in comun unele cu altele, iar discursul transdisciplinar
nu poate fi decat unul normal si natural. Cultura,
memoria Nu e separata de locul fizic sau de om. Nu
exista un scenariu, doar incepem a filma iar lucrurile iau
nastere, pas cu pas. Dupa aproximativ doua ore pardsesc
expozitia.

of history but, like in Transmission, of the image, living
memory. It's not just another brick in the wall, each
object is unique, displays certain particularities, specific
to the manufactured object. The initiative of this
collaboration was premeditated and animated by the
common interest of the two sides around Farocki's film.
A perfect and well-received combination, as one often
gets the impression that there is a visual arts camp, a
film camp, and an architecture camp that have nothing
in common. The transdisciplinary discourse only comes
naturally. Culture, memory, is not separate from the
physical space or from humans. There is no script; we
simply start to film, and things happen step by step. After
around two hours | leave the exhibition.

Translated by Rares Grozea
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IOANA ANTONIU & RADU PULBERE

DOPPELG{&NGER SAU PICTURA LA DUBLU
DOPPELGANGER OR DOUBLE PAINTING

DOPPELGANGER

Artisti: loana Antoniu & Radu Pulbere
Curator: Dan Breaz

Muzeul de Arta din Cluj- Napoca
4.03.- 21.03.2021

Doppelgdnger este o expozitie despre posibile intalniri,
coincidente, alter ego-uri si identitati artistice. O
expozitie de pictura in tandem — loana Antoniu si

Radu Pulbere — desfasurata in spatiile Muzeului de
Arta Cluj, in martie 2021. Pictura celor doi artisti — caci
pana la un punct poate fi comentata impreunda - nu e
un statement simplu, transant; in arta lor, lucrurile nu
se epuizeaza intr-un enunt. Exista mereu alte planuri
de referinta si de reprezentare, dincolo de suprafata.
Pictura acestora e croita in primul rand pe suprapuneri,
pe dedublare si perpetua cautare. Nu intamplator,
titlul expozitiei retine ambele sensuri ale germanului
.Doppelganger”: cel de dublu si cel de deplasare (sau
umblet). O viziune, o imagine a realitatii de dincolo de
realitate, dar cu tot cu ea, o (misterioasa) coprezenta
care nu poate decat sa suscite idei fertile odata dusa
pe taramul picturii. Dar mai e si despre simbioza celor
doi artisti, parteneri de viata dar si de demers (de-mers)
artistic, doua viziuni complexe care se intersecteaza
firesc si se completeaza excelent in acest proiect de
anvergura ce vine sa adune laolalta cele mai recente
productii ale celor doi artisti.

Pictura loanei Antoniu propune lumi complicate,
vegetal-abstracte, vietuind nedefinit pe o posibila
partitura de muzica a sferelor (prezenta sporadica a
formelor circulare din lucrarile sale justifica o astfel de
lectura). Se zice ca natura terestra — prezenta in pictura
artistei prin sugestiile vegetale si florale — rezoneaza cu
mugzica sferelor, se armonizeaza impreuna. lar poate
nu e de prisos sa ne amintim ca vechii greci credeau ca
armonia este nu doar o stare premergatoare frumusetii,
ci si o conditie a ei. Pictura loanei Antoniu este acel
interval armonic unde elementele se intalnesc si se
suprapun multiplicandu-se pentru a construi intregul.
Aici suntem intr-o logica a palimpsestului, caci privirea
noastra cauta pe suprafata picturii recognoscibilul,
cautare care inevitabil ne joaca feste, caci ochiul
descopera mereu (alt)ceva in profunzimea imaginii.
Senzatia e ca vor fi Intotdeauna lucruri de descoperit,
lucruri nevazute inca, dincolo de suprafata, ca vom fi
nevoiti sa zabovim intr-un gest care nu va fi niciodata
incheiat cu totul. Sensibile si minutioase, lucrarile
artistei sunt in egald masura puternic picturale, caci linia
delicata si forma ingrijita isi fac loc printre zone dense
de culoare, depusa in pensulatii alerte si transparente
atent dramuite.

Radu Pulbere opereaza in arta lui tot cu suprapuneri,
insa la el avern de-a face mai degraba cu secventieri

si procedee citationiste. Multe dintre lumile generate
de artist par ilustrarea unor vise, in care scene bizare,
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Text: Horea Avram

Doppelgdnger is an exhibit about virtual encounters,
coincidences, alter-egos, and artistic identities. A tandem
exhibit, with loana Antoniu and Radu Pulbere, unfolded
in the spaces of the Cluj Art Museum in March 2021. The
paintings of the two artists — because, up to a point, it can
be commented on in tandem —is not a simple, decisive
staterment; in their art, things cannot be exhausted in a
single phrase. There are always other planes of reference
and representation, beyond the surface. Their painting

is realized firstly by superimpositions, doubling, and a
perpetual search. Not randomly, the title of the exhibit
retains both meanings of the German “Doppelganger”
that of double and that of movement (or walking). A
vision, an image of reality beyond reality, but with it there
is a (mysterious) copresence which can only trigger
fertile ideas once it is taken to the field of painting. But it
is also about the symbiosis of the two artists, life partners,
but also artistic approach partners, two complex visions
which are naturally intersected and excellently complete
each other in this wide-ranging project which brings
together their most recent works.

loana Antoniu's painting proposes complicated,
vegetal-abstract worlds, indefinitely living in a possible
music score of the spheres (the sporadic presence

of the circular shapes in her paintings justify such an
interpretation). It is said that terrestrial nature — present
in the painting of the artist through vegetal and floral
suggestions — resonates with the music of the spheres,
they harmonize together. And it is probably useful

to remember that the Ancient Greeks believed that
harmony was not only a state that came before beauty,
but also a condition for beauty. loana Antoniu's painting
is that harmonic interval where the elements meet

and juxtapose, multiplying themselves in order to build
the whole. Here, we find ourselves in a logic of the
palimpsest because our vision seeks the recognizable, a
search which ultimately plays a trick on us because the
eye always discovers (some)thing else in the depth of
the image. The feeling is that there will always be things
to discover, things that are unseen, beyond the surface,
that we have to wait in a gesture that will never be fully
completed. Sensible and minute, the artist's works are
equally strongly pictural, because the delicate line and

» Radu Pulbere, Cantdrit, numdrat, impartit, acrilic si ulei pe panza,
200 x 130 cm, 2020. Prin amabilitatea artistului.

Radu Pulbere, Weighed, counted, divided, acrylic and oil on canvas,
200 x 130 cm, 2020. Courtesy of the artist.
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incongruente se intalnesc si se intrepatrund, sau se
invecineaza abrupt, ,taiate” piezis, ca in montajul
imaginii de film sau video, facand treceri de multe

ori nefiresti de la un registru la altul. Ca in vise. Gasim
frecvent in elaboratele sale compozitii figuri ale statuarei
clasice, prezente cu rol de citat cultural legitimator - o
optiune specifica vocabularului vizual postmodern si,
mai recent, imagisticii online, unde intalnim adesea
aceleasi motive - si care astfel asigura lucrarilor artistului
o binevenita si interesanta contextualizare. Dar mai
sunt si alte motive vizuale care au rolul de insert, de
,Citat”, personaje si ipostaze desprinse din/de cotidian,
suprapuse si intretdiate, dar intotdeauna formulate
raspicat, in pofida identitatii lor cumva fantomatice
(dublura, prin excelenta). Aici, dedublarea de care
pomeneam functioneaza, spre deosebire de pictura
loanei Antoniu, nu atat in profunzime, ci mai degraba
orizontal, prin alaturari si coexistente — de multe ori
nefiresti — ale planurilor, secventelor si reprezentarilor
de tot felul. Insa intotdeauna sub semnul fanteziei si
inventivitatii, al unui fictional mereu seducator. Executia
picturald ingrijita, cu o buna doza de hiperrealism, e
mereu estompata de zone de culoare informale care
stabilesc un binevenit contrapunct vizual ,povestii”,
plauzibilului atat de ancorat in imediat.

Doppelgdnger este o expozitie cu dublu sens (si dubla
semnificatie): e manifestarea unui alter ego in persoana
celuilalt, expresia unui dialog pe multe voci, dar in
acelasi timp e prilejul unei desfasurari de anvergura,
bine impostate si clar articulate — cum altfel decat prin
dedublare si suprapuneri - a individualitatilor artistice
atat de consistente ale celor doi remarcabili si fascinanti
artisti.
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the careful form make their way though color-dense
areas, sedimented in alert brush strokes and balanced
transparencies.

Radu Pulbere too works with superimpositions in his
art, but here we deal with sequences and citation
procedures. Many of the worlds generated by the

artist seem to be the illustration of dreams in which
bizarre, incongruent scenes meet and merge or
abruptly interact, “cut” as in a montage for film or
video, unnaturally passing from one register to another.
As in dreams. We frequently find, in his elaborate
compositions, figures of classical statues, presences
which have the role of cultural legitimation — an option
that is particular to the postmodern visual vocabulary
and, more recently, to online imaging, where we find the
same motifs —and which offer the works a welcomed
and interesting contextualization. But there are other
visual motifs as inserts, as “quotations,” characters and
figures coming/departing from daily life, superimposed
and crosscut, but always clear in spite of their seemingly
ghost-like identity (the double par excellence). Here,
the doubling that we mentioned works, unlike loana
Antoniu’s painting, not in depth, but horizontally,
through juxtapositions and coexistence — frequently
unnatural ones - of planes, sequences, and all kinds of
representations. However, this always happens under
the sign of fantasy, resourcefulness, and a seductive
fiction. The careful pictural execution with a good dose
of hyperrealism is always blurred by informal color areas
which establish a welcome visual counterpoint to the
“story,” to the contingent plausible.

Doppelgdnger is a double-way (and double-meaning)
exhibit: it is the manifestation of an alter-ego in the
person of the other, the expression of a polyvocal
dialogue, but at the same time it is the occasion of a
large, clearly articulate display — through doubling and
superimposition — of the consistent artistic individualities
of these two remarkable and fascinating artists.

Translated by Daniel Clinci

» loana Antoniu, Acoperit cu gheatd, ulei pe panza, 120 x 100 cm, 2021.
Prin amabilitatea artistei.

loana Antoniu, Covered with ice, oil on canvas, 120 x 100 cm, 2021
Courtesy of the artist
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CORPUL DOCIL 51 VIRUSAREA IDENTITA'!'II

THE DOCILE BODY AND
THE INFECTION OF IDENTITY

Text: Raluca Oancea (Nestor)

IDENTITATE ULTRAGIATA

Artisti: Adelina Ivan, Adriana Jebeleanu, Alex Mirutziu, Olivia Mihaltianu, Pusha Petrov

Curatoare: lleana Pintilie
Galeria Anca Poterasu, Bucuresti
noiembrie-decembrie 2020

Intr-o perioada traumatica a insecuritatii si a afectelor
mediatice dezlantuite, in care pandemia COVID 19
provoaca disolutia treptata a comunicarii naturale,
scena artistica se zbate sa ramana in viata, sa se implice
in procesul atat de necesar de mediatie, de dezbatere
a unor teme actuale si totodata dureroase. In acest
context problematic, expozitia Identitate Ultragiatd
s-a dovedit oportunad, atat ca prilej de resuscitare a
unei scene artistice anesteziate de pandemie cat si ca
bun prilej de reflectie asupra modului in care astazi ne
privim, ne (re)Jcunoastem si ne (re)construim pe noi
insine.

Initiat de experimentata curatoare Ileana Pintilie,
relevantul demers de chestionare a identitatii in epoca
prefixelor post (postmodernitate, postfeminism,
postumanism) a adunat mediumuri si abordari variate
din centre culturale ca Bucuresti, Cluj, Timisoara, sub
egida unei critici ce vizeaza atat limitarile unei societati
bazate pe uniformizare si consum, cat si discriminarea
(ultragiere, ranire, virusare, atac) pe motive de gen,
orientare sexuala sau locatie periferica. Problemelor
anticipate de curator si artisti, precum cea a propriei
lipse de libertate si putere ca actanti ai unei scene
dominate de centre de forta institutionale si scheme
financiare, cea a intruziunii tehnologice in sfera
identitatii si a autenticitatii (sinelui, artei), pandemia
le-a adaugat un nou layer marcat de inlocuirea atingerii
si a comunicarii fizice cu interactiunea la distanta,
includerea mastii in pattern-ul fetei umane.

In consecinta, sondarea identitatii a fost pusa in relatie
atat cu tema corpului (fie acesta docil dupa modelul
lui Foucault, fard organe dupa Deleuze, ori bolnav/
carantinat/ inchis ermetic intr-un sac cu fermoar
conform ecuatiei pandemice actuale) cat si cu cea

a tipurilor de media implicate in procesul de analiza

si deconspirare artistica a unei identitati. Din pozitia

sa de reputat critic si istoric de artg, lleana Pintilie a
lansat intrebari relevante precum: ce mai presupun
astazi notiunile de portret, autoportret, actiune,

cum reuseste imaginea tehnica sa capteze aura si
expresivitatea necesara unor astfel de demersuri, cum
evolueaza relatia dintre identitate si autenticitate in
era reproducerii mecanice/tehnologice? Investigatia

a chestionat si modul in care intr-o epoca a post
performance-ului, in care de multe ori artistul renunta la
prezenta sa efectivd, retrdgandu-se intr-o reprezentare,
arta mai poate functiona cathartic pentru genuri,
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In this traumatic period of insecurity and unbridled
mass-media affects, when the COVID 19 pandemic

is causing the gradual dissolution of natural
communication, the art scene is struggling to survive, to
participate in the all-so-necessary process of mediation,
of debating current and at the same time painful topics.
In this difficult context, the exhibition Wounded Identity
proved timely, both as a chance to reinvigorate an art
scene anesthetized by the pandemic and as a chance to
reflect on the way in which we look at, recognize, and (re)
construct ourselves.

Launched by the experienced curator lleana Pintilie, this
relevant project of identity questioning in the age of post
prefixes (postmodernity, postfeminism, posthumanism)
has brought together various media and approaches
from cultural centers like Bucharest, Cluj, and Timisoara
under the umbrella of a critique directed both at the
limitations of a society based on uniformization and
consumption, as well as at discrimination (assaulting,
wounding, infecting, attacking) based on gender,

sexual orientation, or peripheral position. The pandemic
added a new layer to the problems anticipated by the
curator and artists — such as their lack of freedom and
power as actors in a scene dominated by institutional
power centers and financial schemes, the intrusion of
technology in the sphere of identity and authenticity (of
the self, of art) — a layer marked by the replacement of
touch and physical communication with interaction at a
distance and the assimilation of masks into the pattern
of the human face.

As a result, the probing of identity was related both

to the theme of the body (be it the docile body, after
Foucault's model, Deleuze's body without organs, or
the sick/quarantined/hermetically sealed inside a
Zipper bag, as with the current pandemic) and with the
types of media involved in the process of analyzing and
laying bare identity through art. From her position as

a reputed critic and art historian, lleana Pintilie raised
relevant questions like: what do the notions of portrait,
self-portrait, and action presuppose today? How does
the relation between identity and authenticity evolve in
the age of mechanical/technological reproduction? Her
investigation also questioned how art can still function
cathartically for underprivileged genders, subcultures,
and communities, in a post-performance age, in which
the artist often forgoes their actual presence, retreating
into a_representation.



Imagine din expozitie: Prim-plan: Adelina Ivan, Pdtratul din stdnga, Pétratul din dreapta, 2020, Full HD 16:9 03'39. Stanga: Adelina Ivan, fncercuind, 2020, Full HD 16:9
04'45". Credit foto: Serioja Bocsock pentru Galeria Anca Poterasu.
Exhibition View. Foreground: Adelina Ivan, Left Square, Right Square, 2020, Full HD 16:9 03'39". Left side: Adelina Ivan, Circling, 2020, Full HD 16:9 04'45".
Photo credit: Serioja Bocsock, courtesy of Anca Poterasu Gallery.

subculturi, comunitati defavorizate.

Printre cele cinci abordari intermediale incluse in
demersul expozitional, cea a Pushei Petrov abordeaza
cel mai explicit problematica subculturilor. Lucrarile
prezentate la Bucuresti fac parte, de altfel, dintr-o
cercetare artistica mai ampla intreprinsa la Paris in
saloanele de coafurd africana din zona Garii de Est, in
scopul de a explora modul in care parul poate constitui
un medium de expresie artistica. Seria de portrete
fotografice de mari dimensiuni ale unor impletiturilor
capilare africane, (des)coase, 2019, reveleaza parul ca
limbaj, medium artistic, amprenta, tabu. Sunt scoase
astfel din ascundere conotatiile erotice ale parului
feminin in culturile orientale, statutul acestuia de lucru
aproape viu, aproape sacru, ce trebuie ascuns, prins,
legat, capacitatea acestuia de a fascina si a inspaimanta
totodatd, de a incapsula un raport de putere asemeni
obiectului de cult.

Pentru Pusha Petrov, apartinand ea insasi unei
comunitati etnice restranse de bulgari din Banat,
centrul de greutate al proiectului rezida insa in latura
sa participativd. Dupa ce parul artistei a fost impletit si
transformat intr-o arhitectura organica de catre artistele
africane, Pusha Petrov a initiat un nou performance
colaborativ, in care mai multi artisti au intervenit alaturi
de ea asupra arhitecturii capilare cu fire colorate.
Observam aici cum gestul de a coase in par, cu alt fir
decat cel negru folosit de regula pentru a ascunde
actul construirii, cat si cel de a coase impreuna, fiecare

Among the exhibition's five intermedia approaches, it

is Pusha Petrov's that most explicitly tackles the issue

of subcultures. Her works exhibited in Bucharest are
part of a broader artistic research carried out in Paris

in African hair salons around the Gare de I'Est with the
aim of exploring the ways in which hair can become a
medium of artistic expression. The series of large-scale
photographic portraits of African braids, titled (des)
coase/ (un)stitch, 2019, reveal hair as language, artistic
medium, mark, taboo. The erotic connotations of
women'’s hair in oriental cultures are thus unconcealed:
its status as an almost living, almost sacred thing

that needs to be hidden, tied, bound, its capacity to
simultaneously fascinate and frighten, to encompass a
power relation similar to that of a religious object.

For Pusha Petrov, herself part of an ethnic minority of
Bulgarians living in Banat, the project’s center of gravity
resides in its participative side, in her visits to the hair
salons in Paris, where they often attach extensions, and in
her conversations with the members of the commmunity.
After the artist's hair had been braided and transformed
into an organic architecture by the African artists, Pusha
Petrov initiated a new collaborative performance, a
series of interventions with colored thread in her new
hair structure undertaken by her and other artists. We
see how the act of stitching hair, with thread of different
colors than black, the one often used to conceal the act
of production, as the act of sewing together, everyone
with their own laws, but in the context of the same
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dupa legi proprii dar in contextul aceleiasi platforme de
comunicare, pot fi interpretate ca subtile comentarii
aduse de-constructiei ca metoda artistica cat si
modului in care identitatea noastra se construieste in
oglinda (vezi Lacan) si in lume (in raport cu o0 anumita
comunitate, valori, istorie).

Acestui proiect intermedial, situat la intersectia
fotografiei cu performanceul si practica body art, i se
alatura instalatia sonora Chignon Chouchou (2019), o
serie de cocuri impletite in acelasi stil, ce relateaza (cu
ajutorul unor boxe inserate) mituri urbane construite in
jurul podoabelor capilare. (...)

Un pretios comentariu asupra finitudinii ofera la randul
sau artista Olivia Mihaltianu in proiectul Self Portrait

as a Drowned Artist and The Portrait Studio (2020).
Titlul deconspira o reinterpretare a celebrului La
noyade (1840), autoportretul manifest al lui Hippolyte
Bayard, marele pierzator al patentului de inventator al
fotografiei in fata celebrului Daguerre, om de stiinta
sustinut de Academia Franceza. Intr-o inedita incercare
de a aseza intr-o unica ecuatie problema identitatii si a
finitudinii, conditia artistului si modul in care tehnologia
influenteaza practica artistica, Olivia Mihdltianu reia
mesajul lui Bayard, care, gratie paradoxalului sau
autoportret ca Inecat, reuseste sa sfideze capriciile
sortii si limitarile tehnologiei (un portret necesita
atunci imobilizarea subiectului si inchiderea ochilor),
incapatanandu-se sa ramana in istoria artei fie si ca
intemeietor al fotografiei inscenate.

Combinand o incitanta sinteza media (fotografie, video,
sculpturd) cu teme predilecte precum autoportretul si
jocul de roluri (Incepand cu expozitia Femidon, Galeria
Noug, 2007), raportul fragil dintre natura si tehnologie
(vezi interventiile in natura din gradina Tranzit sau
contributiile la expozitiile DPlatform, 2018), Olivia
Mihaltianu livreaza un comentariu matur ce conecteaza
portretul cu tehnologia, pozitioneaza practica foto-video
pe linia fina dintre estetic si tehnologic. (...) Frumusetea
tehnicii, a aparatului si a metodologiei sale de lucru,
bazata pe substante chimice, erori, reusite, se aldtura
frumusetii naturale.

Instalatia Self Portrait as a Drowned Artist and The
Portrait Studio, in opinia mea cea mai puternica
prezenta a demersului expozitional discutat, se distinge
prin conturarea unui spatiu in spatiu, prin delimitarea
unei felii independente de spatiu-timp. Cu alte cuvinte,
artista construieste intr-una dintre salile galeriei o
replica a atelierului sau din Sofia, in care alaturi de
sculptorul Stoyan Dechev s-a dedicat studiului si
inregistrarii intermediale a corpului si identitatii umane,
in functie de perspectiva si lumina. Subtila intelegere

a spatiului o redefineste pe absolventa de Foto-Video
drept artist transmedial, ilustrand in acelasi timp
diferenta dintre simplul fotograf (in cuvintele lui Vilem
Flusser functionarul aparatului sdu) si artistul care
lucreaza cu fotografia (filmul) sondand limitele imaginii
tehnice si interferenta sa cu practica traditionala
(portret, peisaj). (...)

Cu un pas mai departe pe linia transgresiunii se
situeaza Adriana Jebeleanu, artista care in 2012 a ales
disparitia de pe scena artei dar si a vietii. Povestea
acestei identitati ranite si anulate este prezentata
odata cu explorarea registrului tragicului, al straniului,
al informului, al sublimului intr-o serie de lucrari cu
tenta afectiva, bazate pe contrastul dintre nonculori
(alb, negru) si rosul puternic. Caracterul transmedial al
acestor actiuni ce sunt pe rand fotografiate, filmate sau

84

Pusha Petrov, (des)coase, 2019, cu interventia artistei pe print, Ed. 4+1 AP, 110
x 157cm. Credit foto: Pusha Petrov.

Pusha Petrov, (des)coase, 2019, with the artist's intervention on print, Ed. 4+1 AP,
110 x 157cm. Photo credit: Pusha Petrov.

communication platform, can be interpreted as subtle
comments on de-construction as an artistic method
and the way in which our identity is constructed in the
mirror (see Lacan) and in the world (relative to a certain
community, history, values).

This intermedia project, situated at the intersection

of photography with performance and body art, is
complemented by the sound installation Chignon
Chouchou (2019), a series of buns braided in the same
style that speak (with the help of internal speakers) about
urban myths built around hair. (...

A precious commentary on finitude is also offered by
artist Olivia Mihaltianu in her project Self Portrait as

a Drowned Artist and The Portrait Studio (2020). The
title reveals a reinterpretation of the famous La noyade
(1840), the self-portrait manifesto of Hippolyte Bayard,
who lost the status of inventor of photography to the
famous scientist Daguerre, supported by the French
Academy. In an original attempt to bring together

the problem of identity and finitude, of the artist's
condition and how technology influences art practice,
Olivia Mihaltianu picks up the message of Bayard, who,
thanks to his paradoxical self-portrait as a drowned
man, succeeds in defying the vagaries of fate and the
limitations of technology (shooting a portrait back then
required the subject's immobility and the closing of the
eyes), stubbornly remaining in art history, even if as the
founder of staged photography.



Adelina Ivan, Autoportret, 2020, cu interventia artistei pe print, 43 x 63 cm. Credit foto: Adelina Ivan.
Adelina Ivan, Self Portrait, 2020, with the artist's intervention on print, 43 x 63 cm. Photo credit: Adelina Ivan

desfasurate in fata publicului se imbina cu orientarea
anti-artad, reveland o acuta criza a reprezentarii simtita
de artista formata ca pictorita. Un exemplu in acest sens,
Blind, Deaf, Mute (2011), in care artista, cu capul acoperit
de o cagula (alba, rosie, neagra), sta in fata unui pian fara
a-i atinge clapele, reinterpreteaza celebrul 4 minute si 33
de secunde al lui John Cage. (...)

Registrul retragerii este ilustrat atat de performance-ul
cu capul acoperit Orb, surd, mut cat si de videouri scurte
ca | will forget, 2009, construit in jurul dihotomiilor
aparenta-prezenta, vesmant-corp, corp-spirit. Daca

in primul caz solutia pare a fi sondarea interioritatii
profunde (angoase, dorinte, pulsiuni) in cautarea
ultimelor urme ale autenticitatii, in cel de-al doilea o
serie de vesminte albe, agatate in padure deconspira
lipsa corpului, artista intorcandu-se catre natura inca
libera, catre modelul creatiei spontane. Registrul

actiunii este implicat atunci cand artista se hotdraste

sa priveasca spectatorul in ochi, direct in contextul

unui performance sau mediat prin intermediul unui
video ca FAST FOOD, 2008, un protest impotriva lipsei
autenticitatii si ritmului masinizant al vietii, in care
artista imbracata in alb mananca petalele unui crin.
Chiar si in varianta video, privirea sa patrunzatoare
depaseste nivelul optic, inscriindu-se ih zona hapticului,

Combining an exciting synthesis of media (photography,
video, sculpture) with some of her favorite topics, like
the self-portrait and roleplaying (starting with the
exhibition Femidon, Galeria Noua, 2007), the fragile
relation between nature and technology (see her
interventions in nature at the Tranzit garden or her
contributions to exhibitions at DPlatform, 2018), Olivia
Mihaltianu delivers a mature commentary that relates
the portrait to technology, positions photo-video practice
on the fine line between aesthetics and technology.

(..) The beauty of the technique, of the camera and its
working methodology, based on chemicals, errors, and
achievements, complements natural beauty.

The installation Self Portrait as a Drowned Artist and The
Portrait Studio, in my opinion the strongest presence

in the show, is remarkable in that it outlines a space
within space, delimiting an independent slice of space-
time. In other words, the artist constructs, in one of the
gallery's rooms, a replica of her studio in Sofia, in which,
together with sculptor Stoyan Dechey, she devoted
herself to the intermedial recording of the human body
and identity, relative to perspective and lighting. Her
subtle understanding of space defines Mihaltianu, who
studied photography and video, as a transmedia artist,
simultaneously illustrating the difference between
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Vedere din expozitie. Olivia Mihaltianu, Autoportret ca artist inecat si Portret de atelier, 2020, instalatie.
Credit foto: Serioja Bocsock, prin amabilitatea Galeriei Anca Poterasu.
Exhibition View. Olivia Mihaltianu, Self Portrait as a Drowned Artist and The Portrait Studio, 2020, installation.
Photo credit: Serioja Bocsock, courtesy of Anca Poterasu Gallery.

a privirii care atinge (the gaze), care nelinisteste publicul
indemnandu-I la actiune.

Videouri ca Totally Love (2011), in care un lichid sangeriu
se revarsa continuu peste marginile unei cani, invoca
legatura dintre autenticitate si angoasa, actul iesirii

din sine, actul varsarii din corp, al topirii contururilor
dureroase care ne separa iremediabil de celdlalt, act

ce devine posibil (dupa cum ne avertizeaza Georges
Bataille) numai in erotism sau in moarte. Depasirea
lumii conformismului, a vidului identitar, a masinizarii
trairii, a sablonizarii artei determina astfel angrenarea
artistei intr-un proces transgresiv de sondare a limitelor
psihologice, a frontierelor constiintei, readucand in
discutie definitia artistului modern data de Susan
Sontag ca broker al nebuniei. In acest sens, trebuie

sa acceptam ca practica artistica cu miza cathartica,
actul performativ dus pana la capat, pana la depasirea
limitelor fizice, corporale, recupereaza perimetrul
sacrului dar in acelasi timp se dovedeste riscanta
pentru artist ca persoana. in cazul Adrianei Jebeleanu,
pretul platit pentru autenticitatea ultima, pentru
experimentarea iesirii din sine, pentru trairea acuta a
limitei, care in opinia lui Bataille solicita ,aprobarea vietii
pana si in moarte”, va fi trecerea dincolo.

Un demers inrudit, inscris pe aceeasi traiectorie a
finitudinii si transgresivitatii este cel al artistului
clujean Alex Mirutiu, care in cele doua lucrari expuse

la Bucuresti testeaza limitele corpului si ale identitatii
de gen si orientarii sexuale. In Feeding the horses of

all heroes, 2010, performance inregistrat la Accademia
di Romania din Roma, institutie conservatoare,

artistul se lanseaza intr-un exercitiu cathartic al

caderii si recuperarii. Travestit intr-un model de modg,
obiect predefinit al admiratiei, si inarmat cu recuzita
corespunzatoare (pantofi cu toc inalt, tinute senzuale,
expresie absentad, de nepatruns), el parcurge recurent
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mere photographer (in Vilem Flusser's terms, the mere
functionary of their apparatus) and the artist working
with photography (film), probing the limits of the
technical image and its interference with traditional
practice (portrait, landscape). (...)

One step further down the path of transgression is
Adriana Jebeleanu, an artist who in 2012 chose to exit
the art scene —and life, too. The story of this wounded
and nullified identity is presented by exploring the
register of the tragic, the strange, the unformed, and the
sublime in a series of works with affective notes based
on the contrast between noncolors (white, black) and a
strong red. The transmedial character of these actions,
which are photographed, filmed, or performed in front
of an audience, combines with an anti-art orientation,
revealing an acute crisis of representation felt by the
artist, who had a background in painting. One example
in this sense, Blind, Deaf, Mute (2011), in which the artist
sits in front of a piano without touching its keys, a (white,
red, black) hood over her head, is a reinterpretation of
John Cage's famous 4'33”. (..

The register of retreat is illustrated both by the
performance Blind, Deaf, Mute and by short videos

like I will forget, 2009, built around the dichotomies of
appearance-presence, clothing-body, body-spirit. If in
the first case the solution seems to be probing one's
deep interiority (one's fears, desires, drives) in search of
the last traces of authenticity, in the second case a series
of white garments hung in the forest reveal the lack of

a body, the artist returning to a still-free nature, to the
model of spontaneous creation. The action’s register is
implied when the artist decides to look the viewer in the
eye, directly in the context of a performance or mediated
through a video like FAST FOOD, 2008, a protest against
the lack of authenticity and the machinic rhythm of life,
in which the artist, dressed in white, eats the petals of



Adriana Jebeleanu, FAST FOOD, 2008, 03', imagine din video.
Prin amabilitatea Galeriei Anca Poterasu.

Adriana Jebeleanu, FAST FOOD, 2008, 03' video still

Courtesy of Anca Poterasu Gallery.

un catwalk sub privirea atenta a publicului. Chiar

daca pentru o scurta perioada el pare a se conforma
identitatii de vedeta specializata in traire aparents,
artistul rupe parcurgerea ritmica printr-o neasteptata
cadere (gest marcat sonor cu un dramatic zgomot
metalic, dizarmonic) care apoi se va repeta ritmic. Acest
ritual al cdderii (coordonata existentiald asociata de
filosofi cu pierderea sinelui autentic in favoarea unor
trasaturi impersonale: ce se spune, se crede, se poartd)
pare a invoca nu doar conditia artistului si institutia
fashion-ului, ci intreaga societate a spectacolului (Guy
Debord) in care astazi ne trezim angrenati ca dispozitive,
corpuri docile, organe, spectatori anesteziati si izolati,
identitati prefabricate.

Contrastul dintre cadere si recuperare readuce

in discutie cercetarile lui Mirutziu asupra luptei
scriitoarei Iris Murdoch cu pierderea memoriei si
maladia Alzheimer, confirmand abilitatea artistului

de a scoate din ascundere finitudinea umana, limitele
corpului, vointei, limbajului, andurantei, de a recupera
frumusetea si eroismul ce inevitabil se ascund in
eroare, in fragilitatea umana. Acelasi contrast reveleaza
un nou tip de tensiune, tensiunea fiintei umane intre
verticalitate si orizontalitate. In acest sens Mirutziu adera
dupa modelul lui Bataille si Rosalind Kraus la o estetica
a informului, a materialismului de baza, o estetica

de recuperare a corpului si a fluidelor sale. Scopul
acesteia este depasirea idealismului si a pudibonderiei,
orizontalizarea, acceptarea faptului ca desi capetele
noastre se indreapta catre cer, legatura noastra cu
pamantul, cu orizontala, ramane esentiala. (...)

Adelina lvan se remarca in contextul unei serii de
actiuni minimaliste, recente (2020), ce intra intr-

un dialog relevant cu comentariul despre par si
feminitate al Pushei Petrov, cu analizele dedicate
corpului si finitudinii de catre ceilalti artisti. In opinia

a lily. Even in the video version, her piercing gaze goes
beyond the optic level and into the haptic, the gaze that
touches, that unsettles the audience, driving them to
action.

Videos like Totally Love (2011), in which a blood-like
liquid overflows from a cup, invoke the link between
authenticity and angst, the act of self-abandonment,
the act of flowing out of the body, the painful outlines
severing us from the other now melting, an act

that becomes possible (as Georges Bataille warns)

only in eroticism or death. Overcoming the world of
conformism, of identity void, the mechanization of life,
the conventionalization of art, determines the artist's
engagement in a transgressive project of probing

the limits of human psychology, of the frontiers of
knowledge, bringing back into discussion Susan Sontag's
definition of the modern artist as a broker in madness.
In this sense, we must accept that art practice that has
a cathartic aim, the performative act taken to its end,
overstepping physical, corporeal limits, recovers the
site of the sacred, but also proves risky for the artist as

a person. In Adriana Jebeleanu's case, the price paid

for ultimate authenticity, for the experience of self-
abandonment, for the acute experience of the limit,
which, in Bataille's opinion, seeks “the approval of life
unto death,” was passing away.

Cluj-based artist Alex Mirutziu showcases a similar
process, on the same trajectory of finitude and
transgression. In his two works exhibited in Bucharest, he
tests the limits of the body, gender identity, and sexual
orientation. In Feeding the horses of all heroes, 2010, a
performance recorded at the Accademia di Romania in
Rome, a conservative institution, the artist engagesin a
cathartic exercise of fall and recovery. Crossdressing as
a model, a predefined object of admiration, and armed
with the proper attire (high heels, provocative clothing,
absent, inscrutable gaze), he walks down a catwalk
under the audience’s attentive gaze. Even though,

for a short time, he seems to conform to the identity

of a celebrity specialized in apparent living, Mirutziu
breaks the rhythmic walk through an unexpected fall
(with a dramatic, dissonant, metallic sound), which
then repeats rhythmically. This ritual of falling (the
existential coordinate philosophers associate with the
loss of the authentic self in favor of impersonal qualities:
what people say, think, wear) seems to invoke not just
the artist's condition and the fashion industry, but the
entire society of the spectacle (Guy Debord) in which
we find ourselves today hooked up as devices, docile
bodies, organs, anesthetized and isolated spectators,
premanufactured identities.

The contrast between fall and recovery brings into
discussion Mirutziu's research on the struggle of

writer Iris Murdoch with memory loss and Alzheimer's,
confirming the artist's ability to unconceal human
finitude, the limits of the body, the will, language,
endurance, of recovering the beauty and heroism that
are inevitably concealed in error, in human frailty. This
same contrast reveals a new kind of tension, the human
being’s tension between verticality and horizontality. In
this sense, Mirutziu adheres, like Bataille and Rosalind
Kraus, to an aesthetics of the unformed, of basic
materialism, an aesthetics of recovering the body and its
fluids. Its goal is to overcome idealism and prudishness,
to become horizontal, accept the fact that even though
our heads point to the sky, our link to the earth, to the
horizontal, remains essential. (..
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curatoarei, aceste actiuni se inscriu intr-o specie a post-
performance-ului: distant, inregistrat, realizat pentru
ochiul camerei de filmat, un performance din care
artista face parte ca o componenta abstracta.

In Hello Vera, o cercetare pe tema feminitatii fragile,
imperfecte in fata modelelor invincibile din reclame,
artista se priveste in oglinda pieptanandu-si parul.
Gesturile sale ritmice aduc in discutie atat statutul

de obiect erotic al femeii cat si fenomenul extins al
mecanizarii vietii cotidiene si al prefabricarii identitatii.
Abordarea nu angajeaza un registru afectiv, expresionist,
ci mai curand unul conceptual la intersectia dintre
poezie si teorema (vezi filmele lui Pasolini si investigatia
poetica a spatiului a lui Georges Perec). Corpul devine
la randul sdu un concept, un construct virtual. Perierea
parului, asezarea si ridicarea de pe pat, trasarea unor
linii pe perete sunt transformate pe rand in geometrii
artistice care actioneaza dupa principiul repetitiei, in
gesturi rituale de exorcizare a materiei, a visceralului, de
anulare a tensiunilor unei lumi nesigure si alienante.
Left square, right square prezinta incastrarea corpului
artistei in doua structuri paralelipipedice. Dedublarea
este doar aparent simetrica, corpul reusind sa evadeze
din conturul geometric doar intr-una dintre cele doua
ferestre. (...) Critica rentabilizarii si a matematizarii
spatiului, a reducerii formelor naturale (neregulate,
circulare) la linia dreapta, este continuata in Circling,

un performance ritualic in care artista se aseaza si

apoi se invarte in jurul unui pat. Imaginea este insotita
de o a doua fereastra cu comentarii textuale despre
spatiu si limbajul liniilor (drepte, circulare, organice).
Reprezentarea obstinata a patului reitereaza poeticele
comentarii despre spatiul afectiv din Specii ale spatiului
de acelasi Perec: Patul este spatiul individual prin
excelentd, spatiul elementar al corpului.

Arta scoate astfel din ascundere o interpretare a
dureroasei izolari a individului contemporan in
perimetrul dreptunghiular al patului, camerei, locuintei,
orasului. Daca noi suntem corp iar corpul nostru nu
poate fi separat de lume prin gestul simplist al decuparii
(induntru separat de epiderma de un inafard), daca,
dimpotriva, corpul nostru reprezinta extensia pana la
care ne putem deplasa, cunoaste, atinge, atunci orice
act de separare/izolare constituie o amputare a corpului.
Tn acest sens, proiectul curatoriat de lleana Pintilie
constituie un exercitiu fenomenologic ce confirma in
limbajul alternativ al imaginii faptul ca a fi nu are sens
decat ca a fiin lume, ca omul nu poate exista fara corp,
corp a carui izolare (pandemica) este conectata strans
de mutilarea identitatiii.

88

Adelina Ivan stands out in the context of a series of
recent (2020) minimalist actions that enter into a
relevant dialogue with Pusha Petrov's coommentary on
hair and femininity and with the other artists’ analyses
of bodies and finitude. In the curator's opinion, these
actions fit into a category of post-performance: distant,
recorded, performed for the eye of the camera, a
performance in which the artist is an abstract part.

In Hello Vera, an investigation into fragile femininity,
imperfect when compared to the invincible models in
advertisements, the artist looks at herself in the mirror
combing her hair. Her rhythmic gestures bring up both
women's status as erotic object as well as the extensive
mechanization of daily life and the prefabrication of
identity. Her approach does not engage an affective,
expressionist register, but rather a conceptual one at the
intersection between poetry and theorem (see Pasolini's
films and Georges Perec's poetic investigations into
space). The body in turn becomes a concept, a virtual
construct. Brushing hair, lying down on and getting up
from the bed, tracing lines on the wall, these actions are
transformed one by one into artistic geometries that
function by the principle of repetition, into ritualistic
gestures of exorcising matter, the visceral, of dispelling
the tensions of an insecure and alienated world.

Left square, right square shows the confinement

of the artist's body into two rectangular structures.

The doubling is only apparently symmetrical, as the
body manages to escape from the geometric outline

in just one of the two windows. (...) A critique of the
capitalization and mathematization of space, of reducing
its natural forms (irregular, circular) to the straight line, is
continued in Circling, a ritualistic performance in which
the artist sits down and then turns on a bed. The image
is accompanied by a second window with commentary
texts around space and the language of lines (straight,
circular, organic). The obstinate representation of the bed
reiterates Perec's poetic comments on affective space in
Species of Spaces: “The bed is thus the individual space
par excellence, the elementary space of the body.”

This is how art unconceals an interpretation of the
contemporary individual's painful isolation within the
rectangular perimeter of the bed, the room, the home,
and the city. If we are bodies, and our bodies cannot be
separated from the world through the simple gesture
of division (the inside separated by the skin from an
outside), if, on the contrary, our bodies represent the
extent to which we can move, know, and touch, then
any act of separation/isolation represents an amputation
of the body. In this sense, the project curated by Illeana
Pintilie represents a phenomenological exercise that
confirms, in the alternative language of the image, that
being means nothing outside of being in the world,
that humans cannot exist without their bodies, whose
(pandemic) isolation is tightly linked with the marring of
identity.

Translated by Rares Grozea

» Alex Mirutziu, Fapte pentru un trai, 2018, Chromogenic print, 100 x 70 cm.
Credit foto: Alex Mirutziu.

Alex Mirutziu, Doings for a Living, 2018, Chromogenic print, 100 x 70 cm

Photo credit: Alex Mirutziu
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DE ZIUA LUI BRI\NCU§|, O EXPOZITIE DE SCANDAL SAU
CUM DEVINE ARTA ARMA POLITICA FARA VOIA SA.

A SCANDALOUS EXHIBITION ON BRANCU§I’S BIRTHDAY, OR
HOW ART UNWILLINGLY BECOMES A POLITICAL WEAPON.

Text: Calin Stegerean

DINCOLO DE CANON. NOUA SCULPTURA AZI.

Artisti: Alin Caracas, Mihaela Eftimie, Emil Cristian Ghita, Radu Panait, Daniel Petria, Adrian Piorescu, Alexandru
Ranga, Maria Raducanu, Stefan Siminic, Teodor Siminic, Irina Tanase, Adriana Untilov, Matei Ulmeanu, Florin Zhu

Curatori: Calin Stegerean & Reka Csapo Dup
Primaria Sectorului 1 Bucuresti
19.02. - 21.03.2021

Expozitia ,Dincolo de canon. Noua sculptura azi”,
produsa in totalitate prin demersurile si resursele
financiare ale Uniunii Artistilor Plastici, a devenit celebra,
fapt ce nu are precedent in Romania, cu doua zile
inainte de deschiderea ei in holul de onoare al Primariei
Sectorului 1din Bucuresti. O multime de personalitati
culturale de la Teodor Baconschi la Mircea Vasilescu si
Stelian Tanase, sefi de partide ca Marcel Ciolacu (PSD),
George Simion (AUR), Dan Barna (USRPLUS) dar si
vedete media ca Lucian Mandruta sau Dana Budeanu
au intrat intr-o disputa care a infierbantat mass-media
si internetul in toata tara, si cand spun asta as putea da
exemple nu numai din marile orase dar si din Moreni
sau Chiajna.

Asa cum rezulta din materialele aparute in unele
publicatii, acest lucru nu s-a intamplat din motive
artistice ci ca urmare a unei actiuni mediatice
indreptate catre noul primar al sectorului 1din
Bucuresti, doamna Clotilde Armand, care a aprobat
deschiderea expozitiei in holul primariei din bulevardul
Banu Manta. Astfel, fotografii realizate fara permisiune
ale lucrarilor pregatite aici pentru panotare au fost
preluate de agentia de presa DC News si, insotite de
explicatii care ar putea fi considerate fanteziste daca
nu ar fi de-a dreptul odioase, au fost difuzate online.
Titlul articolului publicat aici, ,Dracoaice fara sutien la
primaria condusa de Clotilde Armand”, a fost preluat
fara discernamant de trusturile media si publicatiile
online din Romania si a devenit viral in doar cateva
ore.n aceeasi seara, aflat la o emisiune de televiziune,
presedintele celui mai important partid de opozitie a
comentat fotografiile respective intr-o maniera ce pare
extrasa din repertoriul practicilor medievale: ,Romanul
intra in acel hol, isi face cruce si pleaca [...]".

Toate referirile la lucrari si miile de comentarii produse
in retelele de socializare in urmatoarele doua zile s-au
facut fara ca autorii acestora sa vada expozitia deoarece
aceasta s-a deschis doar in data de 19 februarie, fiind
organizata cu prilejul Zilei Nationale Brancusi.

Evident, nu putem sti cu certitudine daca acest bruiaj
mediatic ar mai fi avut loc daca mijloacele media in
cauza ar fi tinut cont de comunicatul de presa transmis
de organizatori sau dacd, asa cum pare, doar faptul ca
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The exhibition Dincolo de canon. Noua sculptura azi
[Beyond the Canon. New Sculpture Today], produced
exclusively through the efforts and financial resources
of the Visual Artists’ Union, has become famous —
something unprecedented in Romania — two days before
its opening in the great hall of the Sector 1 City Hall in
Bucharest. Many cultural personalities from Teodor
Baconschi to Mircea Vasilescu and Stelian Tanase, party
leaders like Marcel Ciolacu (PSD), George Simion (AUR),
and Dan Barna (USR-PLUS), but also celebrities like
Lucian Mandruta or Dana Budeanu engaged in a dispute
that lit up the media and the internet throughout the
country, and | can give examples not just from the big
cities, but also from small ones like Moreni and Chiajna.
As it results from the articles published in some
publications, this did not happen for artistic reasons
but as a result of a media action aimed against the new
mayor of Sector 1in Bucharest, Mrs. Clotilde Armand,
who approved the opening of the exhibition in the hall
of the city hall on Banu Manta Boulevard. Thus, photos
taken without permission of the works prepared here
for display were taken over by the DC News agency and,
accompanied by explanations that could be considered
fanciful if not really odious, were published online. The
title of the article published here, “She-devils without a
bra at the City Hall led by Clotilde Armand,” was taken
indiscriminately by media trusts and online publications
in Romania and went viral in just a few hours. That same
evening, on a television show, the president of the most
important opposition party commmented on the photos
in a way that seems to be taken from the repertoire

of medieval practices: “The Romanian enters that hall,
makes his cross and leaves [..]".

All references to the works and the thousands of
comments in social media generated in the following
two days were made without anyone actually seeing
the exhibition, as it was only opened on February 19, on
Constantin Brancusi Day.

Obviously, we cannot know for sure if this media
jamming would have taken place if the media in
question had taken into account the press release

sent by the organizers or if, as it seems, only the fact
that the exhibition took place in the city hall “usurped”



Daniel Petria, Ametist, metal modelat si sudat, 60 x 40 x 25 cm, 2020.
Credit foto: Sergiu Chihaia.

Daniel Petria, Amethyst, modeled and welded metal, 60 x 40 x 25 cm, 2020
Photo credit: Sergiu Chihaia.

expozitia avea loc in primaria ,uzurpata” fostului primar
de candidatul USR-PLUS Clotilde Armand, era un motiv
suficient pentru demonizarea mediatica a expozitiei.
Aparenta si jucata stupoare a celui care a sterpelit
primele imagini din expozitie n-ar fi avut obiect dacsg,
cu adevarat surprins de cele vazute, ar fi cerut explicatii
echipei proiectului care se afla atunci acolo. Ar fi aflat
care era sensul acelei expozitii si faptul ca fiecare lucrare
urma sa aiba o eticheta explicativa, unde, alaturi de
numele artistului si titlul lucrarii, am conceput un text al
carui sens era sa faciliteze intelegerea mesajului operei
de arta.

Spre exemplu, una dintre lucrarile fotografiate care a
batut recorduri de vizualizari, realizata de Radu Panait
.este dedicata ultimului rinocer alb care a fost ucis exact
in ziua in care un robot a fost declarat cetatean. Un

fapt elocvent pentru ascensiunea tehnologiei in dauna
naturii amenintata cu distrugerea. Este in acelasi timp
un avertisment pentru ceea ce inseamna joaca omului
de-a Dumnezeu, capabild sa creeze monstri, fiinte
mutilate, sa distruga spiritualitatea prin tehnologie”.
Alta ,dracoaicad” incriminata si ,distribuita” pe retelele
de socializare a fost ,Sirena” realizata de Irina Tanase.
Lucrarile ei sunt inspirate de lumea acvatica iar sirena
n-are nimic cu Satana, asa cum au lansat detractorii
expozitiei, ci evoca ,capacitatea de a ispiti fie prin
frumusete fizica, fie prin exercitarea seductiei ce vine
din farmecele personale. Aceasta devine un simbol al
tentatiilor ce ajung sa impiedice evolutia spiritului uman
prin vraja si inselaciune”.

Dar ambalajul in care au fost livrate primele informatii
despre expozitie, in pofida realitatii, aveau sensul

sa creeze o opinie ultragiata a ceea ce reprezinta,

dupa cum s-a vazut, o importanta componenta a
societatii noastre actuale: persistenta in practici

oculte si superstitii, o0 mistica atavica ce nu are decat
vagi legdturi cu apartenenta la biserica crestina. De
altfel, la o sdptamana de la deschidere, in expozitie

au descins doud persoane legate de aceeasi grupare
politica care a declansat scandalul si care au simulat

from the former mayor by the USR-PLUS candidate
Clotilde Armand was a sufficient reason for the media
demonization of the exhibition.

The apparent and feign shock of the person who nicked
the first exhibition images would have disappeared if,
legitimately surprised by what he had seen, he would
have only asked the project team about it, as they were
there at the time. He would have found out what the
meaning of the exhibition was and the fact that each
work would have been accompanied by an explanatory
label, where, together with the artist's name and the
work's title, we would have added a text to facilitate the
understanding of the artwork's message.

For example, one of the photographed works that was
viewed a record number of times, made by Radu Panait,
“is dedicated to the last white rhino, who was killed

on the same day that a robot was declared a citizen. A
telling fact about the rise of technology to the detriment
of nature, which is threatened with destruction. It is,

at the same time, a warning about what it means for
humans to play god, able to create monsters, mutilated
beings, to destroy spirituality through technology.”
Another “she-devil” that was denounced and “shared”
on social media was Irina Tanase's Siren. Her works

are inspired by the world of the seas, and her siren has
nothing to do with Satan, as the exhibition’s detractors
claim, instead evoking “the ability to tempt either
through physical beauty or through the seduction of
one's own charms. She [the siren] becomes a symbol of
temptations that stifle the evolution of the human spirit
through enchantment and deception.”

But the way early information about the exhibition was
packaged, flying in the face of reality, was meant to
spark an outrage stemming, as we have seen, from an
important element of our current society: the persistent
belief in occult practices and superstition, an atavistic
mysticism that only has tenuous ties to the Christian
Church. And one week after the opening, two people
connected to the same political group that triggered

Irina Tanase, Sirena I, rasind, 200 x 70 x 60 cm, 2019. Credit foto: Sergiu Chihaia.
Irina Tanase, Mermaid I, resin, 200 x 70 x 60 cm, 2019. Photo credit: Sergiu Chihaia
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un ritual de exorcizare cu ceea ce au pretins ca ar fi apa
sfintita si mir, cu care au stropit si uns lucrarile expuse.
Totul condimentat cu comentarii vulgaro-obscene,
inregistrate video de o echipa a unei televiziuni de casa
a aceleiasi grupari politice si postat apoi pe Youtube.
Evident, sensul acestor actiuni a fost crearea unei

opinii negative indreptate impotriva noului primar

al sectorului1din partea populatiei pe care mizeaza
electoral opozitia politica, respectiv de sorginte rurala,
conservatoare, cu lacune in educatie. Surprinzatoare
este insa rata de contaminare a celorlalte medii sociale,
inclusiv cele cu un apreciabil nivel de cultura, spre
exemplu sub aspectul oportunitatii expunerii nuditatii
intr-o institutie publica.

Aceasta poate fiincd un simptom al unei societati
restante la sincronizarea cu valorile modernitatii, prada
recrudescentei misticii, care a subscris trecand direct
in epoca internetului practicilor de presiune politica
exercitata prin mijloacele de comunicare media si on-
line.

O simpla parcurgere a textului comunicatului de presa
ar fi dezamorsat intreaga ,conspiratie demonica”. Titlul
expozitiei ,Dincolo de canon. Noua sculptura azi” a fost
ales in consonanta cu conceptul sdu: ,Pe langa nevoia
de a crea oportunitati de afirmare a tinerei generatii
de sculptori aceasta expozitie isi propune sa aduca in
atentia publicului cele mai noi modalitati de expresie
specifice tinerilor artisti. Fie ca e vorba de folosirea unor
noi materiale cum este rasina sintetica sau tesaturile
textile, fie cd materialele clasice cum sunt metalul sau
marmura sunt investite cu noi virtuti, sculpturile afirma
un vocabular plastic inovator care este chemat sa
slujeasca unor continuturi noi, exprimand epoca pe care
o traim.”

Artistii expozanti sunt absolventi ai Universitatii
Nationale de Arte Bucuresti, majoritatea membri ai
Uniunii Artistilor Plastici si nu ,anarhisti pe steroizi”

Emil Cristian Ghita, Obisnuiam sd fiu in viatd I, tehnica mixta, 50 x 40 x 40 cm,
2019. Credit foto: Sergiu Chihaia.

Emil Cristian Ghita, | used to be alive I, mixed media, 50 x 40 x 40 cm, 2019
Photo credit: Sergiu Chihaia.
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Tn spate: Radu Tudor Panait, Emotii ieftine, rasina vopsitd si patinata cu
armatura metalicd, 150 x 70 x 60 cm, 2019. Credit foto: Sergiu Chihaia.
n fata: Irina Tanase, Sirena II, rasina, metal, sticla, 240 x 130 x 100 cm, 2021.

Back: Radu Tudor Panait, Cheap thrills, painted and patinated resin with metal
reinforcement, 150 x 70 x 60 cm, 2019. Photo credit: Sergiu Chihaia.
In front: Irina Tanase, Mermaid 1, resin, metal, glass, 240 x 130 x 100 cm, 2021.

the scandal came and acted out an exorcism with what
they claimed was holy water and myrrh, with which they
sprinkled and anointed the works. All of this punctuated
by obscene comments, captured on video by a television
crew belonging to one of their loyal media companies
and then posted on Youtube.

Of course, the purpose of these actions was to create

a negative opinion about the current mayor of Sector
1in the population segment that the party in question
relies on, that is, the rural, conservative one with gaps

in their education. What is surprising is the rate of
contamination of other social milieus, including those of
a reasonable level of culture, for instance because of the
exhibition of nudity in a public institution.

This is perhaps another symptom of a society

fallen behind with the values of modernity, prey to
recrudescence of mysticism, but which, passing straight
into the internet age, has also submitted to political
pressure transmitted through media and online
communication channels.

A simple reading of the exhibition’s press release would
have cleared any suspicions of a “demonic conspiracy.”
The exhibition’s title Beyond the Canon. New Sculpture
Today was chosen in relation to its concept: “Besides the
need to create opportunities for the young generations
of sculptors to affirm themselves, this exhibition aims

to bring to the public’s attention the newest means of
expression used by young artists. Whether using new
materials, like synthetic resin or textile, or investing
classical materials like metal or marble with new

virtues, these sculptors assert an innovative sculptural
vocabulary in the service of new contents, expressing the
age we live in.”



asa cum i-a calificat unul dintre vicepresedintii unui
partid recent intrat in Parlament. Numele lor sunt Alin
Caracas (n.1983), Mihaela Eftimie (n.1995), Emil Cristian
Ghita (n.1987), Radu Panait (n.1985), Daniel Petria
(n.1997), Adrian Piorescu (n.1997), Alexandru Ranga
(n.1995), Maria Raducanu (n.1988), Stefan Siminic (n.
1994), Teodor Siminic (n.1990), Irina Tanase (n.1998),
Adriana Untilov (n.1983), Matei Ulmeanu (n.1988), Florin
Zhu (n.1997). Dupa cum se poate observa unii nu au
mplinit inca 25 de ani si pentru cei mai multi era prima
participare la o expozitie colectiva. In nici un caz acest
lucru nu justifica o alta atitudine care s-a manifestat,
opusa celei violente dar la fel de pernicioasa, cea
condescendentd, rezultata dintr-o altd dezinformare: ca
expozantii ar fi studenti si ca acest statut i-ar exonera de
responsabilitatea de a avea, nu-i asa, lucrari decente.
Conceputad pentru a fi deschisa de Ziua Nationala
Constantin Brancusi pentru un plus de vizibilitate, dorita
si prin expunerea in cadrul unei institutii frecventate de
bucuresteni expozitia a dobandit o imensa notorietate,
neproiectata, neanticipata si in ultima instanta nedorita
prin denaturarea adevaratului sau sens si implicit al
lucrarilor care o compun. Proiectul nostru il avea pe
sculptorul ndscut la Hobita ca exemplu magistral al
angajamentului pe o cale aflata dincolo de canoanele
sculpturii, la o varsta apropiata artistilor nostri, care |-a
facut cel mai mare sculptor al modernitatii.

Opera sa a fost si ea tinta mai multor atacuri si procese.
De aceea, chiar si lui, cred, aceasta expozitie despre care
a vorbit o tard intreaga fara ca ea sa fie deschisa si, mai
ales, fara ca cei mai multi sa o vads, i-ar fi placut tocmai
din acest motiv.

Radu Tudor Panait, Acasd, rasina transparenta, lemn ars, metal, 210 x 60 x 50
cm, 2019. Credit foto: Sergiu Chihaia.

Radu Tudor Panait, Home, transparent resin, burnt wood, metal, 210 x 60 x 50
cm, 2019. Photo credit: Sergiu Chihaia

Mihaela Eftimie, Ascension / Eskalation, instalatie - tehnica mixtd, lemn,
ipsos, paie de plastic, cuie, cabluri, betisoare de frigarui, 80 x 66 x 66 cm,
2019. Credit foto: Sergiu Chihaia.

Mihaela Eftimie, Ascension / Eskalation, installation - mixed media, wood,
plaster, plastic straw, nails, cables, skewer sticks, 80 x 66 x 66 cm, 2019.
Photo credit: Sergiu Chihaia

The exhibited artists are graduates of the National
University of Arts in Bucharest, most are members of the
Visual Artists’ Union and not “anarchists on steroids,” as
one of the vice-presidents of a party recently admitted

in Parliament. Their names are Alin Caracas (b. 1983),
Mihaela Eftimie (b.1995), Emil Cristian Ghita (b. 1987),
Radu Panait (b.1985), Daniel Petria (b.1997), Adrian
Piorescu (b.1997), Alexandru Ranga (b. 1995), Maria
Raducanu (b.1988), Stefan Siminic (b. 1994), Teodor
Siminic (b.1990), Irina Tanase (b.1998), Adriana Untilov
(b.1983), Matei Ulmeanu (b.1988), Florin Zhu (b.1997).

As we can see, some of them are under 25, and for most
this was their first participation in a group show. This
does not justify a different attitude, opposed to the
violent one but just as pernicious, a condescending one
born from another piece of misinformation: that the
exhibited artists are students and therefore free from the
responsibility of making decent works.

Scheduled to be opened on Constantin Brancusi Day
for extra visibility, which is also why it was organized in
an institution visited by locals, the exhibition gained a
great, unexpected, and ultimately undesirable notoriety
through a distortion of the exhibition’s true meaning and
of that of the works that comprise it. Our project took
Brancusi as the paragon follower of a path beyond the
canons of sculpture, at an age close to our artists, which
made him the greatest sculptor of modernity.

His work was also the target of attacks and trials. That

is precisely why | think that he would have liked this
exhibition which the whole country was talking about
without it even being open and, especially, without most
people actually seeing it.

Translated by Rares Grozea
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Prima generatie a studentilor de la Facultatea de Arte din Timisoara, 1990. Credit foto: Eugenia Banciu. Prin amabilitatea Facultatii de Arte si Design Timisoara.
The first generation of students at the Faculty of Arts in Timisoara, 1990. Photo credit: Eugenia Banciu. Courtesy of the Faculty of Arts and Design Timisoara

FACULTATEA DE ARTE SI DESIGN DIN
TIMISOARA LA 30 DE ANI DE LA REINFIINTARE

TIMISOARA FACULTY OF ARTS AND DESIGN 30
YEARS AFTER ITS REESTABLISHMENT

Discutie moderata de lect.univ.dr. Maria Orosan-
Telea, cu participarea decanului prof.univ.dr. Camil
Mihdescu si a cadrelor didactice prof.univ.dr. lleana
Pintilie, prof.univ.dr. Adriana Lucaciu si prof.univ.dr.
Dana Constantin

Tnvatdmantul artistic academic s-a reluat la Timisoara

in anul 1990, dupa o perioada de intrerupere de peste
un deceniu. Tntre 1933 si 1942 a functionat aici Scoala

de Arte Frumoase, dupa mutarea acesteia de la Cluj
fmpreund cu o parte dintre profesori. In 1960, s-a
infiintat Facultatea de Arte Plastice in cadrul Institutului
Pedagogic, aceasta incheindu-si activitatea in 1979,
intr-o perioada de restructurare a invatamantului
vocational, impusa de regimul comunist. Din 1990,
Facultatea de Arte si Design din cadrul Universitatii

de Vest a avut o activitate neintrerupta si o dezvoltare
constanta, prin infiintarea de noi specializari si prin
perfectionarea continuad a procesului de invatare. Istoria
sa coincide cu istoria postcomunista a Romaniei, fiind
astfel paradigmatica pentru modul in care invatamantul
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Discussion moderated by Lecturer Professor,
Maria Orosan-Telea, Ph.D., with Professor Camil
Mihaescu, Ph.D., dean of students, and faculty
members Professor lleana Pintilie, Ph.D., Professor
Adriana Lucaciu, Ph.D., and Professor Dana
Constantin, Ph.D.

Academic art training was reestablished in Timisoara
in 1990, after being suspended for over a decade. The
Fine Arts School (Scoala de Arte Frumoase) operated
here after its move from Cluj, together with part of the
original faculty, between 1933 and 1942. The Fine Arts
University (Facultatea de Arte Plastice) was established
in 1960 within the Pedagogical Institute (Institutului
Pedagogic). The institution was closed in 1979 during a
time of reform regarding vocational education by the
Communist regime. Since 1990, the Faculty of Arts and
Design within the West University has had a ceaseless
activity, experiencing constant growth through the
implementation of new specialties and constantly
perfecting its pedagogical approach. Its history mirrors
Romania’s own post-communist evolution, a blueprint



superior vocational si-a construit bazele in anii incerti ai
tranzitiei, dar si pentru felul cum si-a consolidat statutul
in decursul anilor 2000 in relatie cu institutiile similare
de la Bucuresti, Cluj si lasi si cu partenerii internationali.
Tn perioada noiembrie-decembrie 2020 au avut loc la
Timisoara o serie de evenimente care au marcat cei 30
de ani de existenta a institutiei. O bogata selectie de
lucrari apartinand cadrelor didactice si alumnilor a fost
prezentata in trei spatii expozitionale ample, dar si in
mediul online.

for the way in which academic vocational education
consolidated during the uncertain transition period,

as well as its integration during the 2000s in the larger
network of analogous institutions in Bucuresti, Cluj, lasi,
and abroad.

In November and December 2020, a series of events
marking the 30 years of the institution took place in
Timisoara. A large selection of works from both the
faculty members and alumni were shown in three large
exhibition spaces, as well as online.

Atelierul de pictura, Facultatea de Arte din Timisoara, cca. 1990-1996.
Prin amabilitatea Facultatii de Arte si Design Timisoara.

Painting studio, Faculty of Arts from Timisoara, approx. 1990-1996,
Courtesy of the Faculty of Arts and Design Timisoara.

Maria Orosan-Telea: La finele anului trecut, Facultatea
de Arte si Design din Timisoara a sarbatorit 30 de ani

de la reinfiintare printr-o serie de expozitii dedicate
cadrelor didactice si absolventilor. Cum s-au structurat
aceste evenimente? Care au fost intentiile initiale si

ce anume s-a putut realiza, avand in vedere situatia
pandemiei?

Camil Mihdescu: Momentul aniversar a venit intr-

un context dificil dictat de incertitudinile si limitarile
drastice generate de pandemia Covid. Totusi am privit
acest fenomen ca pe o oportunitate siam dublat
practic toate activitatile in mediul digital online. Astfel
am organizat mai multe expozitii care acopera toate
programele de studiu din facultate folosind un fond
creativ venit din partea mai multor generatii de alumni
si din partea cadrelor didactice. Paideia | si Paideia Il au
acoperit simezele galeriei Calpe, respectiv galeriei Helios
cu lucrari ale profesorilor iar Alumni a etalat o selectie
riguroasa de lucrari ale absolventilor. De asemenea
expozitia de pictura ARTE30 proiecteaza aniversarea
noastra la Paris in cadrul galeriei Amarica. Planul
editorial a cuprins, pe langa materialele promotionale
un amplu volum istoric Al treilea inceput... si un catalog,
Odiseeaq, al primei generatii de studenti din anul 1990.
Am sarbatorit cei 30 de ani si prin lansarea unui website
care cuprinde, condensat, intregul periplu descris
anterior, la adresa arte-fact.uvt.ro. Si pentru ca noile
tehnici advertoriale se potrivesc bine cu creatia vizualg,
am creat un set de clipuri care au rulat pe panourile led
din Timisoara de peste 70.000 de ori.

Tn concluzie, 2020 a fost un an foarte dificil si foarte
frumos pentru Facultatea de Arte si Design din
Timisoara.

Atelierul de textile-tapiserie, Facultatea de Arte din Timisoara, cca. 1990-
1996. Prin amabilitatea Facultatii de Arte si Design Timisoara

The textile-tapestry studio, Faculty of Arts from Timisoara, approx. 1990-1996
Courtesy of the Faculty of Arts and Design Timisoara

Maria Orosan-Telea: At the end of the last year, the
Faculty of Arts and Design in Timisoara celebrated

30 years since its reestablishment through a series

of exhibitions dedicated to its faculty members and
graduates. How were these events structured? What
were your intentions and what were you able to
accomplish, given the context of the pandemic?

Camil Mihaescu: Our anniversary coincided with the
difficult context of incertitude and drastic limitations
dictated by the COVID-19 pandemic. However, we took it
as an opportunity and practically replicated every activity
in the online digital medium. We organized several
exhibitions, covering each of the Faculty's specialties,
using the creative energy of several generations of
alumni as well as the works of faculty members. With
Paideia | and Paideia Il, the professors’ works were
shown at the Calpe and Helios Gallery respectively,
while Alumni presented a rigorous selection of
graduates' pieces. Additionally, Parisian gallery Amarica
broadcasted our anniversary within the painting
exhibition ARTE30. Our editorial strategy included, in
addition to promotional materials, a comprehensive
historical publication titled The Third Beginning... (Al
treilea inceput...) and the Odyssey (Odiseea) catalogue,
dedicated to the first generation of students in 1990.

We also celebrated this 30-year anniversary by launching
arte-fact.uvt.ro, a website that condenses our institution’s
entire history thus far. And, since new advertising
techniques work well with visual arts, we also created

a series of clips that rolled over 70,000 times on LED
displays in Timisoara.

Allin all, 2020 has been a very difficult yet very beautiful
year for the Faculty of Arts and Design in Timisoara.
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Vedere din expozitia Alumni, Muzeul Temporar de Arta Contemporana,
noiembrie 2020. Prin amabilitatea Facultatii de Arte si Design Timisoara.
View from the Alumni exhibition, Temporary Museum of Contemporary Art,
November 2020. Courtesy of the Faculty of Arts and Design Timisoara.

MOT: Actiunile au avut, prin urmare, si un caracter
recuperator si de istoricizare?

CM: Da, cred ca tipul acesta de aniversare este un foarte
bun prilej de oprire a mersului cotidian. Este obligatoriu
ca din cand in cand sa privim deschis si onest spre
trecut pentru a intelege mai bine clipa prezentului.
Albumul Al treilea inceput... exact despre aceasta
vorbeste, prin text siimagine pe parcursul a aproape
200 de pagini. Dar totodata este si o imprejurare
adecvata de a deschide noi perspective pentru viitor, de
a indrazni sa gandim noi paradigme care sa influenteze
mersul istoriei.

MOT: Reinfiintarea Facultatii de Arte imediat dupa
Revolutie a avut un impact puternic asupra vietii
artistice timisorene din ultimele decenii. Cine au fost
protagonistii acestei initiative?

lleana Pintilie: Protagonistii initiativei de infiintare

a noii facultati au fost un grup de artisti care erau si
profesori; printre acestia Aurel Breilean, Constantin
Flondor, Romul Nutiu, Peter Jecza si desigur si altii.
Aurel Breilean era un sufletist si el a insistat mult ca

sa se reinfiinteze Facultatea de Arta din Timisoara.

Au fost unele dificultati, deoarece facultatea din anii
1960 era de fapt un Institut Pedagogic de trei ani, iar
acum se schimbase paradigma, se studia sase ani,
deci Facultatea urma sa aiba statut de academie, ca si
celelalte din tara. El a reusit sa-i capaciteze pe toti artistii
mai de seama sa lucreze la acest proiect. Imi amintesc
de aportul adus si de Constantin Flondor chiar inca de
la infiintare si de demersurile facute pe langa domnul
Mihai Sora, devenit, in acei ani, ministru al Educatiei.
CM: Timisoara avea o viata artistica bine consolidata
prin Liceul de Arte si prin Filiala UAP. Practic, dupa
inchiderea institutului de 3 ani (IP3) mare parte dintre
profesori au ,migrat” spre Liceul de Arte unde au
continuat sa practice o educatie vizuala de elita. De
asemenea reverberatiile grupului Sigma inca erau un
important factor stimulativ. Rolul profesorului Breilean a
fost unul determinant in redeschidea institutie noastre
si a venit pe un teren fertil si pregatit pentru aceasta.
Totusi, trebuie apreciate in mod deosebit eforturile si
tenacitatea de care Aurel Breilean a dat dovada pentru
depasirea tuturor dificultatilor, nu putine.

MOT: Cum era atmosfera in facultate in acei primi ani,
anii '90?

IP: Am inceput sa predau in calitate de lector asociat din
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Vedere din expozitia Paideia 1, Galeria Calpe, noiembrie 2020.
Prin amabilitatea Facultatii de Arte si Design Timisoara.

View from the Paideia 1 exhibition, Calpe Gallery, November 2020.
Courtesy of the Faculty of Arts and Design Timisoara

MOT: So in the end, these actions were also meant to
contextualize, recover, and historicize?

CM: Yes, | do believe that this type of anniversary is a
good occasion for taking a step back. It's absolutely
necessary to take some time and look at the past in a
frank, open manner in order to better understand the
present. This is exactly what Al treilea inceput... is all
about, starting a dialogue through text and image across
almost 200 pages. This occasion also represents a great
opportunity to open up new perspectives for the future
and envision novel paradigms that would influence the
course of history.

MOT: Reestablishing the Faculty of Arts and Design
right after the Revolution had an immense impact on
Timisoara's art life from the past few decades. Who were
the champions of this initiative?

lleana Pintilie: The protagonists behind the initiative

to create a new university were a group of artists who
also happened to be educators, such as Aurel Breilean,
Constantin Flondor, Romul Nutiu, and Peter Jecza,
among others. Aurel Breilean was a very soulful guy and
he really pushed for the reestablishment of the Faculty
of Arts and Design in Timisoara. There had been a series
of difficulties, as the school from the '60s was a three-
year program within the Pedagogic Institute and now
the paradigm had shifted to a six-year model, so the new
school had to have an academy status to align with the
other local higher-education art institutions. He was the
one who succeeded in bringing all the more notable
artists into the project. | remember Constantin Flondor's
contributions right from the start and his lobbying
towards Mihai Sora, who was the Minister of Education at
the time.

CM: Timisoara had a well-consolidated art life through
the High School of Fine Arts and the local chapter of the
Artists' Union (Filiala UAP). Basically, after the three-year
institute (IP3) had closed, a large number of educators
moved on to the High School of Fine Arts, where they
continued teaching visual arts at elite levels. In addition,
the echoes from the Sigma group were still a very
stimulating factor. Professor Breilean was pivotal in the
reopening of our institution and the circumstances were
also favorable. However, we should give credit where
credit is due and appreciate Aurel Breilean's efforts and
tenacity in overcoming all the difficulties, which were not
few.



1991, dar m-am titularizat in 1994. Profesorul de Istoria
artei a fost la nceput criticul de arta Deliu Petroiu,

care preda in Universitate inainte de 1989, de multi ani.
Cursurile de Istoria artei se tineau la inceput la etajul

VII, in cladirea centrala a Universitatii de Vest, unde era
o sald mare, dar lipsita de mijloacele tehnice adecvate
pentru proiectie. Imi aduc aminte ca aduceam albume
ca sa le arat studentilor imagini, ceea ce era si greu si
ineficient. Dar nu-mi inchipuiam un curs fara imagini.
Aceasta lipsa de dotare m-a urmarit din pacate mult
timp.

Eram cam izolata acolo, de fapt toti cei care predau in
acel spatiu din sediul UVT. Pana la urma ne-am mutat
cu totii intr-o cladire noud, dar improprie — un fost camin
al unei scoli profesionale de pe Calea Bogdanesti. Nu era
potrivita pentru nevoile studiului — salile erau foarte mici
si la cursul comun de Istoria artei nu incapeau cu totii.
Dar acolo Facultatea a inceput sa functioneze mult mai
bine, ne intdlneam si puteam sa interferam unii cu altii,
la fel si studentii.

O situatie mai buna s-a produs cand am ajuns in sediul
actual, de pe strada Oituz. Cladirea istorica, cu spatii
generoase si lungi coridoare, ne-a oferit posibilitatea
organizarii facultatii in adevaratul inteles al cuvantului,
iar mansarda, amenajata ca un spatiu multifunctional, Ti
confera un farmec aparte.

r

Vedere din expozitia Alumni, Muzeul Temporar de Arta Contemporana,
noiembrie 2020. Prin amabilitatea Facultatii de Arte si Design Timisoara.
View from the Alumni exhibition, Temporary Museum of Contemporary Art,
November 2020. Courtesy of the Faculty of Arts and Design Timisoara

Adriana Lucaciu: Tn anii ‘90, facultatea era la inceput
de drum, reinnodand firul istoriei. O parte dintre
profesorii care au predat la Facultatea de desen cu
profil pedagogic a Universitatii din Timisoara au revenit
la catedra (Aurel Breilean, Romul Nutiu, Leon Vreme,
Peter Jecza, lon Sulea Gorj), alaturi de ei fiind invitati

si o parte dintre profesorii care au predat la Liceul

de Arte Plastice din Timisoara (Constantin Flondor,
Szakats Béla, Carol David, Elena si Doru Tulcan, Rodica
Banciu), dar si alti artisti timisoreni activi si afirmati pe
plan national si international (Magdolna Ziman, Gabriel
Kazinczy, Doina Mihailescu, ulterior Marius Sangeorzan,
Adrian Marian, Kristina Nagy, Lihor Laza, o vreme Bone
Rudolf din Oradea, s.a). Venirea mea prin concurs

la Facultatea de Arte s-a realizat in anul 1992 — anul
absolvirii Academiei Nationale de Arta din Bucuresti si a
revenirii mele la Timisoara. In acea perioada (1992-1994),
printre colegii generatiei mele care predau la facultate
se numarau Simona Nutiu, Sorin Vreme, Tudor Vreme,
Dieter Penteliuc, Dacian Andoni, Dan Moga (care preda

MOT: What was the atmosphere like at the university
during those first few years in the '90s?

IP: | started teaching as Associate Lecturer in 1991 and
had tenure in 1994. In the beginning, art critic Deliu
Petroiu was the Art History Professor. He'd been teaching
for many years at the West University, since before

1989. The Art History classes were first held on the 7th
floor of the central West University building. It was a
large auditorium, but it lacked any technical means of
projection. | remember using art picture books to show
images to my students, which was both difficult and
inefficient. | could have never imagined a class without
images. This lack of basic materials followed me for a
long time unfortunately.

I was feeling quite isolated there. Actually | think
everyone who was teaching in that UVT (West University
Timisoara) space felt the same. Eventually we all moved
into a new, inadequate building on Calea Bogdanesti,
which used to be a dorm for a trade school. It was not

at all a space dedicated to our needs, as the rooms were
too small and there simply wasn't enough space for all
students during the joint Art History classes. All things
considered, this is where the school started to work
much better, we were able to meet up and interact with
each other, and so were the students.

Our situation drastically improved when we moved

into our current building on Oituz Street. The historical
building, with generous spaces and large corridors finally
gave us the opportunity to properly organize our school,
and the attic, designed as a multifunctional space,
brought a special charm.

Adriana Lucaciu: In the '90s the school was at the
beginning of the road, rethreading history. Part of the
professors that used to teach at the Faculty of Drawing
and Pedagogy of the West University in Timisoara
(Facultatea de desen cu profil pedagogic a Universitatii
din Timisoara) rejoined the faculty (Aurel Breilean, Romul
Nutiu, Leon Vreme, Peter Jecza, lon Sulea Gorj), a few
professors that worked at the High School of Fine Arts
Timisoara (Constantin Flondor, Szakats Béla, Carol David,
Elena and Doru Tulcan, Rodica Banciu) were invited as
well, alongside other notable artists from Timisoara that
were exhibiting locally and internationally international
(Magdolna Ziman, Gabriel Kazinczy, Doina Mihailescu,
ulterior Marius Sangeorzan, Adrian Marian, Kristina Nagy,
Lihor Laza, for a while Bone Rudolf from Oradea, etc). |
postulated for the position in 1992, the year | graduated
from the National Academy of Fine Arts in Bucharest
(Academia Nationala de Arta din Bucuresti) and moved
back to Timisoara. During that time (1992-1994), | had
colleagues from my generation such as Simona Nutiu,
Sorin Vreme, Tudor Vreme, Dieter Penteliuc, Dacian
Andoni, Dan Moga (who had an artistic anatomy class),
and Daniela Constatin, all young graduates from
different higher-education centers (Bucharest, Cluj, lasi,
Timisoara).

The admission process in these institutions required a
lot of preparation. There were five distinct admission
exams: drawing, color/molding, composition, art

history, and Romanian literature and language. Some
candidates were on their third or fourth attempt, even
before 1989, as there were very few places available (3-7
for each specialty). It was really competitive as the places
were subsidized by the state, so once they were in, the
students were very enthusiastic, curious, and eager to
learn. They were taking themselves seriously and it was
a delight to work with them. Of course there were some
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anatomia artistica), Daniela Constatin, tineri provenind
din centre universitare diferite: Bucuresti, Cluj, lasi,
Timisoara.

Admiterea in invatamantul superior de arta presupunea
un inalt grad de pregatire. Erau 5 probe de admitere:
desen, culoare/modelaj, compozitie, istoria artei si

limba romana. Unii candidati erau la a treia sau a patra
incercare, Tnainte de 1989, locurile fiind extrem de putine
in institutele de arta din tara (3-7 la o specializare).
Concurenta era mare deoarece nu existau locuri cu taxa,
astfel ca odata deveniti studenti erau foarte entuziasti,
curiosi si dornici de studiu. Se luau in serios si era o reala
placere sa lucrezi cu ei. Exista si 0 boema a studentilor
de la arte, atasati de atelier pana intr-acolo incat se
furisau sa lucreze si innoptau adesea clandestin, in
facultate. Atelierul era casa, loc de studiu, comunicare,
distractie.

Desi spatiile si baza materiala erau precare, cursurile
derulandu-se in mai multe sedii risipite in urbe la
distante considerabile intre ele, exista o emulatie atat

in randul studentilor cat si al dascalilor. Chiar siin acele
conditii gaseam suficient timp pentru a impartasi opinii
profesionale, in discutii purtate in pauzele de cafea sau
dupa cursuri. Simteam cu totii ca traim intr-un mediu
artistic orientat spre tendintele si valorile occidentale
ale artei, efervescent, la care contribuiam si din care
faceam parte. Era o comunicare apropiata, directa si
fructuoasa intre cei care formau comunitatea artistica
academicd, chiar dacd, asa cum e firesc, existau pareri
si opinii divergente privind actul pedagogic, viziunile
formative si educative legate de arta vizualg, optiuni
stilistice si tendinte artistice personale declarate. Pastrez
cu drag aceste ganduri si amintiri legate de perioada de
reinceput postdecembrist al scolii.

Dana Constantin: Am fost cadru didactic asociat la
sectia Picturd din anul 1994 - fiind in acel moment

si profesoara la Liceul de Arte din Timisoara - siam
devenit cadru didactic titular din anul 1996. Am gasit la
specializarea Pictura pe profesorii Constantin Flondor,
Romul Nutiu, lon Sulea Gorj, care ofereau din bagajul
lor de cunostinte pedagogice, dar si artistice, deoarece
fusesera cadre didactice la Facultatea de Pedagogie

de trei ani, care functionase in cadrul UVT pana in anul
1979. lesita nu de mult de pe bancile Institutului de
Arte Plastice si Decorative ,loan Andreescu” din Cluj,
eram incantata sa gasesc un suflu viu al artei, pe care

il pot exemplifica chiar prin tematica si subiectele

pe care le-am primit la examenul de concurs pe

post: ,Arta abstracta in SUA. Demersul aparitiei artei
abstracte. Scoala din New York — prima generatie a
expresionismului abstract. Arta conceptuald. Noul
realism”. Abordarea acestei tematici si subiectele
derivate din acestea spun foarte mult despre ancorarea
in arta de la nivel mondial, despre cunostintele
profesorilor vis-a-vis de ceea ce se intampla pe piata

de arta europeana si americana. Timisoara iesea mult
din matca traditiei si a opresiunii viziunii artistice din
perioada dinainte de 1989. in mod deosebit, profesorul
Romul Nutiu era cel care insufla acest spirit occidental
din art3, si el m-a invitat sa devin cadru didactic la
Facultatea de Arte, Specializarea Picturd, cunoscandu-
mi viziunea si cautarile artistice de la acea data. Am fost
cativa ani asistenta dansului si a domnului loan Sulea
Gorj, care de asemenea era un maestru in predarea si
folosirea tehnicilor pentru pictura.

Atmosfera in grupele de studenti era marcata de
dorinta de studiu, de acumularea de cunostinte, de
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bohemian art students who were glued to their studios
to the point that they would sneak in to work and would
often secretly spend the night in the building. The studio
was their home, their place of study, commmunication,
and fun.

Even though the spaces and materials were rather
precarious, with classes spread across different buildings
throughout the city that were nowhere close to each
other, there was a bubbling exchange between students
and educators alike. Even in those circumstances we
would find time to share professional opinions during
coffee breaks or after classes. We all felt like we were
living in a place aligned with art trends and values from
the Occident, a forward-thinking, effervescent milieu

we were all a part of and contributing to. It was a close,
direct, and fruitful communication within the members
of the academic art community even though, naturally,
there were divergent opinions as well when it came to
things like pedagogy, formative and educational visions
on visual art, stylistic options and personal artistic trends.
I look back fondly at these thoughts and memories from
the school's post-Revolution beginnings.

Dana Constantin: | was an associate faculty member

at the Painting section in 1994, while teaching at the
time at the High School of Fine Arts Timisoara, and have
been a tenured member since 1996. Within the Painting
section | met Professors Constantin Flondor, Romul
Nutiu, and lon Sulea Gorj, who had a lot to offer from
both their pedagogical and artistic backgrounds. All were
faculty members at the Pedagogy Faculty, a three-year
program that was part of UVT (West University Timisoara)
until 1979. A recent graduate myself, having studied at
the loan Andreescu Institute for Decorative and Fine
Arts Cluj (Institutului de Arte Plastice si Decorative “loan
Andreescu”), | was excited at the idea of finding a fresh,
living approach to art that | could develop through the
very themes and subjects | received when applying

for the position. | titled my course “Abstract art in the
United States. The beginning of abstract art. The New
York School — the first Abstract Expressionist generation.
Conceptual art. The Nouveau Realism” (“Arta abstracta in
SUA. Demersul aparitiei artei abstracte. Scoala din New
York - prima generatie a expresionismului abstract. Arta
conceptuald. Noul realism”).

The way these themes were broached and the subjects
derived from it are very telling of the institution’s position
within the global art world, as well as the educators’
knowledge regarding the European and American

art market. Timisoara was always ahead of the curve,
deviating from the traditionalist, oppressive art vision of
the pre-1989 era. Professor Romul Nutiu was particularly
the one that radiated that Western art vision and he

was the person who invited me to join the faculty of the
Painting Section within the school, being familiar with
my vision and my own artistic explorations at the time. |
was been his assistant for a few years, as well as working
for Mr. loan Sulea Gorj, who was also a master in teaching
and using painting techniques.

The atmosphere within the student groups was filled
with a will to study and learn, a need for information.
The students were very receptive, with a lot of respect
for the trade, the school and their teachers. Within

the first generations the majority were graduates of

the High School of Fine Arts from Timisoara and Arad
who repeatedly failed the admissions exam for the art
universities and institutions in din Cluj, Bucharest, and
lasi, where around 32-38 people would fight for a spot



Vedere din expozitia Paideia 1, Galeria Calpe, noiembrie 2020.
Prin amabilitatea Facultdtii de Arte si Design Timisoara.

View from the Paideia 1 exhibition, Calpe Gallery, November 2020
Courtesy of the Faculty of Arts and Design Timisoara.

nevoia de informatii. Studentii erau foarte colaborativi,
cu mult respect pentru meserie, scoala si cadrele
didactice. In primele serii de studenti au intrat
majoritatea absolventilor Liceului de Arte din Timisoara
si Arad, care au ratat de nenumarate ori admiterile la
universitatile si institutele de arta din Cluj, Bucuresti si
lasi, unde candidatii la admitere erau intre 32-38 pe un
loc la prima proba eliminatorie si ramaneau in jur de 25
pe un loc la a doua proba. De aici reiese marea dorinta
de a urma studiile universitare de arta la Facultatea de
Arte Plastice din Timisoara, implicarea, devotamentul lor
pentru studiu si de asemenea recunostinta lor pentru
cei care le-au fost cadre didactice. O generatie de
studenti care astazi sunt artisti consacrati.

CM: As compara anii '90 cu un experiment sau cu un
performance. Exista o libertate foarte mare de gandire,
de functionare a sistemului educational, de expresie
artistica si plastica. De cele mai multe ori profesorul

nu era un cadru didactic inh sensul in care il intelegem
astazi. El era mentor, tutore, coleg etc. Cadrul nu era cel
strict al disciplinei, orarului, atelierelor sau imobilului
unde se desfdsurau cursurile. Era un amalgam rodnic de
activitati, discutii, dezbateri etc. Nu mergeam la scoala
sa ni se predea ceva ci sa traim viu arta. Asta cred ca s-a
pierdut acum in noianul administrativ.

Nu existau locuri la taxa si acest lucru facea sa ne simtim
o mare familie. Ne cunosteam aproape toti intre noi.
Exista o concurenta mare intre studenti si dupa ore
aproape toti ramaneam la scoald sa lucram, uneori pana
a doua zi dimineata. Accesul la informatie era foarte
greu si aparitia vreunui nou album de specialitate era un
episod de neratat si de neuitat.

La design aveam o echipa diversa de profesori, venita
din zone variate. La fel erau si studentii. Eram cumva

un grup eterogen, multidisciplinar, am zice astazi. Nu
existau rute de studiu si pe parcursul celor 5-6 ani se
trecea prin toate sub-domeniile. De asemenea, tehnica
digitala era la inceput, astfel o buna parte din proiecte
erau facute prin metode traditionale, ceea ce era foarte
bine. A fost o perioada importanta care a generat o
traiectorie clara pentru educatie dar si pentru viata
artistica timisoreana.

Vedere din expozitia Alumni, Muzeul Temporar de Arta Contemporana,
noiembrie 2020. Prin amabilitatea Facultatii de Arte si Design Timisoara.
View from the Alumni exhibition, Temporary Museum of Contemporary Art,
November 2020. Courtesy of the Faculty of Arts and Design Timisoara.

within the first eliminatory exam, with odds of 25to 1
during the second round. This is why there was such a
great desire to pursue higher education at the Faculty
of Arts and Design in Timisoara, such involvement,
dedication to study as well as gratitude towards their
educators. An entire generation of students who are
established artists today.

CM: | would compare the '90s to an experiment or a
performance piece. There was great freedom in thinking,
in the way the educational system was functioning, in
the artistic expression. Most of the time the professor
was not an educator in the sense we use today — they
were both mentor, tutor, colleague, etc. There wasn't a
very strict framework for discipline, timetable, studios,
or the buildings where the classes were held. It was a
fruitful mix of activities, talks, debates, etc. We weren't
going to school to be taught something but to vividly
experience art, to live it. | think all this ethos has been
lost in the administrative web now. There was no such
thing as paid tuition and this aspect made us all feel like
one big family. Everyone basically knew each other. We
students were very competitive and almost everyone
stayed on to work after hours, sometimes until the

next morning. It was very difficult to have access to
information and finding any new specialized book was a
unique, unforgettable event.

In the design section we had a very diverse group

of teachers from various disciplines and so were the
students. It was a somewhat eclectic, multidisciplinary
group, as we say today. There were no study roadmaps
and within the 5-6 years you'd touch on all the adjacent
disciplines. Digital technigue was in its infancy and a
large number of projects were created using traditional
methods, which was very good. It was an important
period that generated a clear trajectory for education as
well as for Timisoara art life.

Translated by andra nikolayi
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GYONGYI U. KEREKES

RETROSPECTIVA
RETROSPECTIVE

Text: Maria Zintz

TREPTE INTERIOARE
Artista: Gyongyi U. Kerekes
Muzeul Tarii Crisurilor, Oradea
13.11.2020 - 17.01.2021

Aceasta expozitie retrospectiva pune in evidenta
unitatea de gandire si trairi personale in fata vietii si a
lumii in intregul ei, a artistei Gyongyi U. Kerekes — cu un
dar vocational constant de umanitate si sensibilitate
transmise lucrarilor, chiar daca modalitatile ei de
expresie s-au diversificat de-a lungul timpului.

Ea s-a remarcat inca din anii ~ 80, prin participarea

sa la miscarea artistica efervescenta de la Oradea, in
cadrul Atelier 35. Gyongyi s-a indreptat la inceput spre
surprinderea energiei vitale din lumea vegetala. Tmi
amintesc ca In urma cu ani, in ambianta atelierului,

imi vorbea despre legatura sa speciala cu natura. Mi-a
povestit despre gradina casei natale, unde a fascinat-o
prima data aceasta conexiune si a avut revelatia ca
"Totul este Unul singur”. Era atenta la relatia, mereu alta,
dintre lumina si umbra in aflarea echilibrului necesar
existentei, care nu trebuie agresat. Tn interviul meu cu
Gyongyi din aprilie 1990, ea spunea: ,Exista o poezie a
spatiilor mici, dar incarcate de spiritualitate, a formelor
de viata mai putin spectaculoase, dar cu deschidere
ampl3, de fapt infinita”, iar sinceritatea a ferit-o de clisee,
sugerand conexiunea cu universul. De altfel, aproape tot
ce concepuse pana atunci (textile, grafica) datora ceva
semnelor simple ale vegetalului, cu efecte cromatice,
grafice, chiar sculpturale, prin ,iesirea” in spatiu, sensul
fiind mereu cel al cresterii, al continuitatii, al marelui
Univers. Carl Gustav Jung constata ca oamenii sunt
calduziti de trei mari dorinte: Eros, dorinta de Putere

si dorinta de Dumnezeu. In cazul lui Gyéngyi Kerekes,
aceasta cautare de Dumnezeu, cautarea Sinelui, este
ceea ce leaga toate cele patru cicluri ale creatiilor ei din
1988 pana in prezent.

1n 1988, Gydngyi a realizat primul desen din ciclul
Herbarium, pornind de la frunze din natura, dar insotite
de numere, ele primind astfel puteri magice, devenind
expresia Universului. Frunza era obiect de meditatie
care face aluzii, in diferite ipostaze, la prezenta unei
lumi dincolo de cea vizibila. A incheiat acest ciclu cu o
instalatie (300 x 300 x 50 cm) care includea cele doua
semne: semnul Soarelui (frunze galbene cusute) si
simbolul P&mantului (frunze maronii). In al doilea ciclu,
Cdutarea echilibrului, s-a folosit de simboluri pentru a
exprima teme etern umane. Avea nevoie de geometrie,
avea nevoie si de eliberarea gestuala, pentru a ajunge
la armonie, la miscare inspre si dinspre interior, spre
trecut si viitor in acelasi timp, daca avem in vedere
fizica cuantica. Ciclul include si lucrarile pe tema ,Tat
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Gyongyi U. Kerekes, lerbar 7, tehnica mixta, 66 X 93 cm, 1989.
Gyongyi U. Kerekes, Herbarium 7, mixed media, 66 X 93 cm, 1989

This retrospective exhibit emphasizes the unity in
thought and personal feeling in relation to life and the
world in its entirety of artist Gyongyi U. Kerekes —with a
constant vocational gift of humaneness and sensitivity
imbued into her works, even if her means of expression
diversified with the passing of time.

She became prominent during the 1980s, when she
participated in the effervescent art movement Atelier 35
in Oradea; Gyongyi began by observing the vital energy
of the plant world. | remember that years ago, in her
workshop, she told me about her special relationship
with nature. She told me about the garden of her home
as a child, where she had first become fascinated by this
connection and had the revelation that “All is One.” She
was aware of the ever-changing relationship between
light and darkness in finding the balance of existence,
which should not be destroyed. In my interview with
Gydngyi from April 1990, she said that “there is a poetry
of small spaces, filled with spirituality, of less spectacular
forms of life, wide open, actually, infinitely open,” and
her sincerity kept her away from cliches, suggesting her
connection with the universe. In fact, almost everything
she had conceived until then (textiles, graphics) owed
something to the simple signs of plants, with chromatic,
graphic, and even sculptural effects, by “exiting” into
space, the sense being always that of growth, continuity,
that of the great Universe. Carl Gustav Jung noticed that
humans are guided by three great desires: Eros, the will
to Power, and the desire of God. In the case of Cydngyi



Gyongyi U. Kerekes, lerbar 12, acuarela si tus pe panzd, 69 x 99 cm, 1991.
Gyongyi U. Kerekes, Herbarium 12, watercolor and ink on canvas, 69 x 99 cm, 1991

tvam asi”, care fusese o treapta in constientizarea ca
noi, camenii, suntem mai mult decat acest ego, suntem
parte a Universului.

Urmatorul ciclu, Cartea schimbadrilor, contine 64 de
creatii in tus color, ca si cele 64 de hexagrame ale

cartii. Tn expozitie ele formau un patrat mare care era
expus orizontal pe un podium. Cum spune artista, ,A
fost o adevarata revelatie sa constientizez ca singura
constanta este Schimbarea, iar ceea ce nu se schimba
este Adevarul etern”.

De la inceput, Gyongyi a fost adepta unei maxime
economii de mijloace, iar cromatic a preferat alb, negru,
rosu, verde, cu functii constructive si simbolice, in acord
cu pulsatia vietii. Ea intervenea prin desen tocmai
pentru a afla un sens, pentru a comunica ceva, nelipsind
nici misterul feminitatii, al Marii Mame, intr-o totalitate
ce presupunea ca forma geometrica cercul. Formele
sunt uneori curbate, sugerand tensiunile existente,
pericolele, obstacolele ce se ivesc mereu, dar si
incercarile de a pastra armonia. Cercurile le-a numit Irisi,
cu aluzie la floare si la irisul ochiului. In aceste lucrari,
formele geometrice nu pornesc din lumesc, ci din
transcendental. Totusi, in ultima vreme, observam ca in
aceste cercuri apar patrunderi, deschideri spre interior,
stimulandu-ne curiozitatea de a afla ,ce e dincolo”.
Sunt imagini meditative prin care artista si-a propus

sa exprime unitatea dintre om si divinitate si in acelasi
timp integrarea omului in comunitatea Universului prin
lubire.

Creatia cea mai recenta, Trepte interioare, realizata tot
in acrilic, se compune din cinci piese (o piesa avand
dimensiunea 200 x 45 cm). Compozitiile pornesc de

la o cromatica mai sumbra, dramatica ce treptat se
insenineaza. Culoarea care da unitate compozitiei este
violetul. Violetul este culoarea cu cea mai inalta vibratie
dintre culorile din spectru. Astfel, ea este cea mai
spirituala dupa alb. Este culoarea interiorizarii, a revelarii
esentei noastre Divine. De fapt, artista si-a dorit sa
exprime prin aceasta lucrare demersul sau de-a lungul
intregii creatii: parcurgerea trairilor dramatice ale vietii si
dorinta spre inaltare, lumina, seninatate.

Kerekes, this search for God, search for the Self, is what
links all four cycles of her creations from 1988 to the
present.

IN 1988, Gydngyi realized the first drawing from the
Herbarium series, starting from leaves taken from
nature, together with numbers, thus obtaining magical
powers as the expression of the Universe. The leaf was an
object of meditation which refers, in various ways, to the
presence of a world beyond the visible one. She closed
this series with an installation (300 x 300 x 50 cm) which
included the two signs: the sign of the Sun (sewn yellow
leaves) and the symbol of the Earth (brown leaves). In
the second series, The search for balance, she used
symbols to express eternally human topics. She needed
geometry, she also needed gestural freedom to reach
harmony, to reach a movement towards and from within,
towards the past and the future at the same time, if we
consider quantum mechanics. The series includes works
revolving around the topic of “Tat tvam asi,” a stage in
realizing that we, humans, are more than this ego, we are
part of the Universe.

The next series, The book of changes, contains sixty-
four drawings in colored ink, as well as the sixty-four
hexagrams of the book. In the exhibit, they formed a
large square placed horizontally on a podium. As the
artist said, “it was a real revelation to become aware

that the single constant is Change, and what does not
change is the eternal Truth.”

From the beginning, Gyongyi took on a maximum
economy of means; chromatically speaking, she
preferred white, red, black, and green, with constructive
and symbolic functions, according to the pulse of life.
She has often intervened through drawing to find
meaning, to communicate something, maintaining the
mystery of femininity, of the Great Mother, in a totality
which presupposed the circle as a geometrical shape.
Her shapes are often curved, suggesting the existent
tensions, the dangers, the obstacles that show up all the
time, and also the attempts to maintain harmony. She
called the circles “Irises,” alluding to the flower and the
iris of the eye. In these works, the geometrical shapes do
not begin from the worldly, but from the transcendental.
However, lately we notice that, in these circles,
invaginations and openings towards the inside appear,
stimulating our curiosity to find out “what is beyond.”
These are meditative images through which the artist
wanted to express the unity between the human and the
divine and, at the same time, to integrate the human in
the commmunity of the Universe through Love.

Her most recent creation, Inner Steps, made in acrylic,
comprises five pieces (each of these are 200 x 45 cm).
The compositions begin from somber and dramatic
colors and become gradually more cheerful. The main
color which unifies the composition is purple. Purple

is the color with the highest vibration in the spectrum.
Thus, it becomes the most spiritual one, after white. It

is the color of interiority, of the revelation of our divine
essence. Actually, the artist wanted to express in this
creation her entire work: the dramatic steps of life and
the will to ascend, to light, to cheerfulness.

Translated by Daniel Clinci
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VIATA S| ARTA IN ERA ANTROPOCENULUI
LIFE AND ART IN THE ANTHROPOCENE ERA

Text: Mirela Stoeac-Vladuti

BIOHAZARD: ACTIVATION

Artisti: Alexandra Boaru, Richard Kitta, Michael Koch, Malina lonescu & Andreea Medar, revoltaire / kinema ikon,

Silvia Moldovan, Catalin Petrisor, Marilena Preda-Sanc

Curatoare: Mirela Stoeac-Vladuti

Galeria de arta contemporana META Spatiu din Timisoara

August —Octombrie 2020

Proiectul BIOHAZARD a fost un prim capitol introductiv
intr-un eveniment mai mare pe care galeria de arta
contemporana META Spatiu il pregateste pentru anul
acesta — NEW SPECIES. Suprapus peste o perioada in
care singura constanta a fost haosul, volatilitatea si
neprevazutul, BIOHAZARD s-a desfasurat in mai multe
spatii din Timisoara In perioada august — octombrie
2020, cu participarea artistilor Alexandra Boaru, Richard
Kitta, Michael Koch, Malina lonescu & Andreea Medar,
revoltaire / kinema ikon, Silvia Moldovan, Catalin
Petrisor, Marilena Preda-Sanc. Scopul principal a fost
unul de adaptare/readaptare si calibrare/recalibrare la
conditiile pandemice care au pus sub semnul intrebarii
insasi conceptul de expozitie si cel al relatiei dintre artist
si public.

Plecand de la aceasta idee, discursul curatorial a iesit
de sub sfera calcifierii si a prestabilitului, si a devenit,
mai degraba, un mijloc de mediere si negociere

intre artisti si spatiile de expunere, intre interventiile
realizate si public, o platforma de comunicare si discutie
orientata spre antropocentrism si efectele dezastruoase
ale omului asupra echilibrului natural, precum si a

vietii insasi. Este omul, de fapt, adevaratul biohazard,
acel element care pune in pericol existenta tuturor
formelor de viata si a planetei? Abordand problema din
perspectiva filosofului Timothy Morton in Hyperobjects.
Philosophy and Ecology after the End of the World,
viitorul iese de sub gandirea binara si aduce o viziune
holistica asupra modului in care ne raportam la tot
ceea ce ne inconjoars, fie ca vorbim de fiinte vii sau de
obiecte, de lucruri nascute sau create, punand semn de
egalitate intre toate elementele din lumea fizica.

Astfel, creatia artistica devine la fel de ,naturald” precum
cresterea unui copac a carui samanta a germinat
intdmplator pe o pajiste fara interventia omului. intre
natural si artificial nu mai exista decat o multime vida

si avem, astfel, cel putin la nivel estetic, posibilitatea

de a zamisli o lume noua, un experiment biotehnic

si social, un culoar de imaginatie speculativa in care
putem evada in constructii mentale sistemice precum
previziona si Aldous Huxley in a sa ,Insula”, o matrice

de reconstructie a lumii, aplicata la nivel micro, dar

cu posibilitate de replicare la nivel global. Fiecare
interventie artistica a proiectului a devenit, in acest mod,
un exercitiu de reasezare si regandire a modului in care
artistul/creatorul se raporteaza la emergentele globale
si se angreneaza in procesul de modelare a viitorului in
cheie antropica.
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The BIOHAZARD project was an introduction to a larger
event which the META Spatiu contemporary art gallery
prepares for this year - NEW SPECIES. In a period in
which the only constant was chaos, volatility, and the
unpredictable, BIOHAZARD took place in Timisoara, in
multiple spaces, between August and October 2020,
including artists Alexandra Boaru, Richard Kitta, Michael
Koch, Mélina lonescu & Andreea Medar, revoltaire/
kinema ikon, Silvia Moldovan, Catalin Petrisor, Marilena
Preda-Sanc. The main purpose was to adapt/readapt
and calibrate/recalibrate to the context of the pandemic,
which questioned the concept of exhibit itself and the
relationship between the artist and the audience.
Starting from this idea, the curatorial discourse left

any settled form and preestablished agenda behind
and became a means to mediate and negotiate

the relationship between the artists and the exhibit
spaces, between the interventions and the audience,

a communicative platform oriented towards
anthropocentrism and the disastrous effects of the
human on the natural balance and life itself. Is the
human the real biohazard, the element that endangers
the existence of all forms of life and the existence of the
planet? Approaching this issue from the point of view
of philosopher Timothy Morton, from Hyperobjects.
Philosophy and Ecology after the End of the World, the
future is removed from binary thought and brings a
holistic perspective on the way we relate to everything
that surrounds us, either living beings or objects, born
or created things, equalizing all the elements of the
physical reality.

Thus, artistic creation becomes as “natural” as the
growth of a tree whose seed randomly germinated

on a meadow without the intervention of the human.
Between natural and artificial there is no difference, thus
at least at an aesthetic level, we have the possibility to
create a new world, a biotechnical and social experiment,
a pathway of speculative imagination in which we can
escape, in systemic mental constructs as Aldous Huxley
foresaw in his “Island,” a matrix to reconstruct the world
at a macro level, with the possibility to reapply it at a
global level. Each artistic intervention has become an
attempt to re-settle and rethink the way in which the
artist/creator relates to global emergencies and in which
they are involved in the process of molding the future
anthropically.

The exhibit was fragmented in several intervention-like
events, short-term capsule-exhibits, film projections,

i



Alexandra Boaru, Sper cd viitorul va imprima fosilele noastre pe aceeasi
piatrd, performance, 2020. Credit foto: META Spatiu.

Alexandra Boaru, | hope the future will imprint our fossils on the same rock,
performance, 2020. Photo credit: META Space

Demersul expozitional a fost sectionat ih mai multe
evenimente de tip interventie artistica, expozitii
capsula de scurta durata, proiectii de filme, prezentari
de artist si performance, desfasurate pe parcursul
celor trei luni in diverse spatii din Timisoara (galerii,
spatii independente, spatiul public) sau in mediul
online. Aproape de fiecare data hazardul a fost factorul
determinant in desfasurarea actiunilor, fie din cauza
masurilor luate intempestiv de autoritati cu privire la
modul de desfasurare a evenimentelor culturale, fie din
cauza restrictiilor impuse, ba chiar si din cauza vremii,
nsa acest aspect a permis o si mai buna descifrare a
modului in care antropocentrismului i-a fost depasit
termenul de expirare. Deciziile umane si pozitia centrala
a curatorului, artistului sau organizatorului au fost si ele
supuse unei atente observari si recalibrari, iar In acest
mod intregul proiect a devenit o forma de permanenta
experimentare si chestionare a rolului artei si a actului
artistic in contextul actual ce creioneaza o noua
paradigma de functionare sistemica.

Evenimentul BIOHAZARD s-a deschis cu interventia
artistelor Malina lonescu si Andreea Medar, August
grass/Nothing much to do la galeria Calpe
(programata, initial, pentru spatiul public), si a fost
Jparazitata” de un performance realizat de Alexandra
Boaru - hope the future will imprint our fossils on

the same rock. Proiectiile video — Power never asks for
forgiveness, al Marilenei Preda Sanc - pentru prima
data prezentat in Romania, seria de filme Alexandra
Boaru, Richard Kitta, Michael Koch, Catalin Petrisor si
filmul kinema ikon / revoltaire La revedere (RAMBO)
—s-au inserat in cadrul unui alt eveniment (Noaptea
Alba a Galeriilor 2020). Silvia Moldovan a propus un

alt tip de ,solutie”, o interventie de tip performance
durational plasata intr-un spatiu (cAmp deschis) de

la marginea orasului, ca o extensie sau, poate, mai
degraba ca o reevaluare a spatiului expozitional clasic si
a functionalitatii acestuia. Colaborarea cu kinema ikon,
MAFA 7, a devenit un soi de ,parazitare simbiotica”, in
care distinctia dintre gazda si parazit s-a dezagregat
complet.

Malina lonescu si Andreea Medar, larba de august nu e mare lucru de facut,
instalatie iarba / iarba artificiala, video, fotografie, 2020.

Credit foto: META Spatiu.

Malina lonescu and Andreea Medar, August grass nothing much to do, grass /
artificial grass installation, video, photography, 2020. Photo credit: META Space

artist presentations, and performances, all of which

took place during the three months in various spaces

in Timisoara (galleries, independent spaces, public
space) or online. Almost every time, hazard was the
determining factor in the development of the actions,
either because of the unexpected measures taken by
the authorities regarding cultural events, or because of
the restrictions, or even because of the weather, but this
aspect allowed an enhanced understanding of the way
in which anthropocentrism became obsolete. Human
decisions and the central position of the curator, artist,
or organizer were carefully considered and recalibrated,
and thus the entire project became a permanent form of
experimentation and questioning the role of art and the
artistic act in the current context, which points towards a
new paradigm of systemic functioning.

The BIOHAZARD event began with an intervention by
artists Malina lonescu and Andreea Medar, August grass/
Nothing much to do, at Calpe gallery (initially, scheduled
to take place in the public space), and was “infected”

by a performance made by Alexandra Boaru -/ hope
the future will imprint our fossils on the same rock. The
video projections — Power never asks for forgiveness,

by Marilena Preda Sanc - featured for the first time

in Romania, the series of films by Alexandra Boaru,
Richard Kitta, Michael Koch, Catalin Petrisor, and the
kinema ikon/revoltaire film La revedere (RAMBO) — were
inserted within a different event (White Night of the
Galleries, 2020). Silvia Moldovan proposed another type
of “solution,” a durational performance-like intervention
placed in an open space (a field) at the edge of the

city, as an extension or perhaps as a re-assessment of
the traditional exhibit space and its functionality. The
collaboration with kinema ikon, MAFA 7, became a sort
of “symbiotic relation” in which the distinction between
host and parasite was completely dissolved.

Translated by Daniel Clinci
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BACKTO THE FUTURE
DESIGN ROMANESC LA INTERSECTIE:

UN PROIECT COMEMORATIV ION POPA
ROMANIAN DESIGN AT AN INTERSECTION:
A COMMEMORATION OF ARCHITECT ION POPA

Text: Malina lonescu

Scoala de vara Back to the Future, UAR Bucuresti / Simpozionul Back to the Future UAR/online /
Expozitie Comemorativa lon Popa, UAR Bucuresti / Publicatia Back to the Future /
Delia Popa, UNARTE Bucuresti 2020

Back to the Future Summer School, UAR Bucharest / Back to the Future Symposium UAR/online /The Exhibition — In
honor of lon Popa, UAR Bucharest / Back to the Future / Delia Popa, published by UNARTE Bucharest 2020

Back to the Future este un proiect care propune si

se dezvolta pe mai multe directii simultan, directii

care corespund direct temelor si atitudinilor centrale
din practica artistica a Deliei Popa, artista vizuala,
fondatoare a Asociatiei ArtCrowd. Initiat ca proiect
comemorativ al tatalui sau, arhitectul lon Popa, unul
dintre pionierii design-ului romanesc si al scolii de
design din Bucuresti, proiectul redeschide discutia
despre design, experiment, interdisciplinaritate si
educatie din premisele actualitatii acestora, in pandant
cu efortul de recuperare a relevantei - inovatoare si
formatoare - a activitatii lui lon Popa si a colaboratorilor
sdi fn anii "70 si '80. Componenta documentara a
proiectului, care cuprinde o biografie dar si o cronologie
a principalelor evenimente dedicate design-ului
romanesc in perioada de dinainte de 1990 — an care
marcheaza atat disparitia prematura a lui lon Popa cat si
schimbarea de regim — merita o discutie in sine. Fondul
documentar al scolii romanesti de design este unul
insuficient, arhiva fiind pierdutsg, iar intreg discursul
despre design-ul romanesc si importanta sa in contextul
experimental si educational al deceniilor sapte, opt si
noua este unul care se impune retrasat printre lacune.
Aceasta se intampla in ciuda faptului ca discutiile

in jurul obiectului si ambientului au fost centrale in
practicile artistice ale anilor '60 si '70, in contextul
reconsiderarii lor si al afirmarii constructivismului si
experimentului cu noile tehnologii la nivel international.
Tn plus, la nivel local, relatia cu inovatia tehnologica, cu
utilitatea functionald, precum si interdisciplinaritatea

Delia Popa si lon Popa cu mainile ridicate in aer, vernisaj expozitie "Back
to the Future- expozitie comemorativa arh. lon Popa”, 12 noiembrie 2020,
Uniunea Arhitectilor din Romania, sediul central Bucuresti.

Credit foto: Laura Muresan/Vanda Maria Sturdza.

Delia Popa and lon Popa with hands in the air, opening of "Back to the future
commemorative exhibition”, November 12 2020, UAR Headquarters Bucharest,
Photo credit: Laura Muresan/Vanda Maria Sturdza
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Revista Arta - Jocul, un alt mijloc de comunicare, Nazarie Velescu Visan, 1979.

Arta magazine - Play, another means for communication, Nazarie Velescu
Visan, 1979.

au fost premisele unui intreg sistem de valori definitorii
pentru acea perioada, dincolo de rolul lor ulterior ca
instrumente esentiale pentru legitimarea, la nivel
ideologic, a experimentului de orice fel. Ceea ce a
impus acest tip de discurs este cu atat mai relevant, cu
cat discutia s-a purtat in permanenta in jurul relatiei
armonice dintre mestesugul traditional si dinamismul
inovator al societatii industriale, ceea ce a contribuit la
protejarea unuiintreg patrimoniu cu forma si continut
apartinand unei lumi rurale amenintate cu disolutia.
.Back to the Future” se articuleaza ca dialog intre
doua momente in timp — momentul anilor '70-'80

si cel prezent. Discutia despre design, despre locul

sau In cultura vizuald, despre relatia cu institutia de
fnvatamant, si in acelasi timp discutia despre educatie
si invatare in general, respecta aceasta paralela

dintre momente diferite din punctul de vedere al
contextului dar nu si al relevantei si nici al modului in
care se articuleaza pozitionarea fata de alte discipline.
Acest dialog se poarta cu un firesc si o usurinta care
merg dincolo de lucrul cu o arhiva, fie ea si a istoriei
personale si recente. Faptul ca teme si practici, proiecte
si propuneri artistice si educationale simptomatice
pentru anii "70 si '80 sunt la fel de relevante si astazi
adauga valente noi discutiei despre recuperare, despre
continuitate, despre decalaj, dincolo de afirmarea - si
confirmarea — valorii lor intrinsece.

Ceea ce s-a afirmat ca inovator in anii '70 si '80 este
pus in relatie cu o atitudine daca nu inovatoare atunci

Back to the Future is a project with several converging
directions, all directly related to the themes central

in the artistic practice of Delia Popa, visual artist,
founder of the ArtCrowd Association and daughter

of architect lon Popa. Initiated in honor of her father,
one of the leading figures of Romanian design and

of the Bucharest design school, the project re-opens
the discussion on design, experiment, interdisciplinary
practice, and education from the premises of their
relevance today, as a counterpoint to the innovative

and formative practice of lon Popa and his group in the
"70s and '80s. The documentary section of the project,
comprising biographic material but also a detailed
timeline of the main design events up to 1990 - the

year of lon Popa's untimely passing and at the same
time the year of political change —is in itself sufficient
for an ample discussion. Documents of the Romanian
design schools are insufficient, the archives are either
lost or destroyed, and therefore the entire image of
Romanian design and its place in the experimental and
educational landscape of the period between 1960 and
1990 must be retraced and rewritten around the blanks.
This is so even if objects and environments have been
central in the artistic practice of the '60s and '70s, in the
international context of a newly affirmed constructivism
and technological experiments. More relevantly, in
Romania the relationship of arts with technological
innovation and functional utility, as well as the principles
of interdisciplinarity have been premises for an entire
system of values specific to the period, beyond their

role of instruments for the ideological validation of any
experiment. What made that type of attitude even more
relevant was that it was always grounded in a harmonic
relationship with the traditional crafts, which helped
preserve an entire fund of form and practice pertaining
to the rural world, a cultural patrimony otherwise at risk.
Back to the Future develops as a dialogue between two
moments in time — the "70s and '80s and today. The
discussion on design, about its place in the visual culture,
its relation with academia and at the same time the
discussion on education in general respect this constant
parallel between the two moments: the context may
differ, but not the relevance or interchange with other
disciplines. The dialogue happens with an ease that has
little to do with the usual interaction with an archive, be it
a personal and emotional one. The fact that themes and
practices, artistic and educational projects of relevance
in the "70s and '80s are equally relevant today adds new
meaning and weight to the discussion on recuperation,
continuity, and delay, beyond the affirmation —and
confirmation — of their intrinsic value.

What was innovative in the '70s and '80s dialogues
related to an approach which is, if not innovative then at
the very least unspecific for today — that of recognizing
the innovation in a past that has shaped the present.
One can safely affirm that firstly, the history of Romanian
design is insufficiently documented and studied, in what
concerns both its key moments and also the perception
of the discipline itself, always adjacent and tightly linked
to experiment and paramount for how formal innovation
was re-valued, at the time, by validating ideologically the
need for technological and educational progress; and
that secondly, the entire attitude towards recent history
is one that calls for a correction — the logical succession
of events as opposed to a tendency specific for the
Romanian culture of (at least) the last half of century,
that of constantly placing innovation in the present, in
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cel putin nespecifica, aceea de a plasa inovatia intr-

un trecut care a modelat, in mod insidios, prezentul.

Se poate afirma ca pe de o parte istoria design-ului
romanesc este insuficient documentata si studiata,
atat la nivelul reperului istoric cat si la nivelul perceptiei
disciplinei in sine, mereu conex / strans legata de
experiment si definitorie pentru modul in care s-a
redeschis in epoca discutia despre inovatie formala -
prin legitimarea inovatiei tehnologice si pedagogice;
iar pe de alta parte ca intreaga atitudine fata de istoria
recenta este una care se corecteaza in mod necesar
prin afirmarea succesiunii logice a evenimentelor, in
contradictoriu cu tendinta specifica pentru cultura
romaneasca a ultimei jumatati de secol (cel putin) -
aceea de a plasa constant inovatia In prezent, intr-o
fractura continua cu trecutul. ,Back to the Future”
reuseste o integrare organica a traditiei in unicul mod
in care aceasta functioneaza, prin continuitate si dialog,
prin reiterarea aceluiasi discurs din perspective diferite
care anuleaza - nu distanta ci ruptura. Simpozionul
dedicat design-ului romanesc si practicii arhitectului
lon Popa raspunde primului simpozion romanesc de
design — Seminar National —in 1974, si marcheaza si
reperele istorice ale practicii Studio DA (1973-1979), ale
bienalelor si expozitiilor romanesti de design din anii '80.
O directie esentiald in care se dezvolta ,Back to the
Future” este cea dedicata practicii pedagogice. Aici
dialogul se desfasoara intre rolul esential al design-

ului in scoala romaneasca de arte incepand cu 1970
—de la primele programe experimentale si cursuri de
Estetica Formelor Utile initiate si sustinute de membrii
grupului 111 si ulterior Sigma la Liceul de Arte din
Timisoara, la infiintarea departamentului de design

la Institutul de Arte din Bucuresti, cu garnitura de
profesori lon Popa, lon Bitzan, Vladimir Setran si Paul
Bortnowski - si practica educationala actuald. Una
dintre componentele definitorii ale practicii Deliei Popa
este educatia vizualg, linia de demarcatie dintre practica
artistica si cea pedagogica fiind una care nu se traseaza
in mod necesar, ci dimpotriva. Delia Popa, alaturi de
echipa ArtCrowd — artisti in educatie, asociatie a carei
fondatoare este, cerceteaza in permanenta contributia
esentiala a educatiei vizuale si estetice dar si modul

in care se articuleaza relatiile dintre institutiile de
cultura si cele de invatamant. Scoala de vara din cadrul
proiectului ,Back to the Future” a reluat idei, principii

si propuneri din proiectele educationale coordonate

de lon Popa in cadrul scolilor de arte si arhitectura din
Bucuresti — proiecte ce aveau ca premise experimentul,
transdisciplinaritatea si jocul. Jocul educational, ca
mijloc de comunicare si colaborare a fost reluat,

in plus cu premisa redescoperirii unui fir istoric, in
cadrul scolii de vara cu studenti la Design (UNARTE) si
Stiintele Educatiei (Universitatea Bucuresti) si copii din
scolile generale din Potlogi si Pitaru, din proximitatea
Bucurestiului.

Fiecare dintre aceste directii ale proiectului justifica o
discutie, un simpozion si o publicatie in sine. Ceea ce
face ca impactul proiectului sa fie atat de mare este insa
modul specific in care sunt reunite aceste componente
- cea documentara, cea biografica, cea educationala si
cea expozitionala - si trecute prin filtrul practicii artistice
a Deliei Popa. Fiecare dintre elementele care construiesc
proiectul este initiat si apoi pus in relatie intr-o serie de
gesturi performative care creeaza legaturi directe intre
instante si obiecte, imagini si locuri. O imagine care
ofera cheia intregului proiect, intr-o corespondenta pe
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Copii testdnd jocul Adevdr si minciund, Scoala de vara Back to the Future.
Credit foto: Artcrowd.

Children testing the game Truth and Lies, Back to the future Summer School.
Photo credit: Artcrowd

a continuous break with the past. Back to the Future
achieves an organic integration of tradition in the only
possible way it can be of value: continuity, dialogue, and a
permanent reiteration of discourse that cancels — not the
distance - but the fracture. The symposium dedicated
to Romanian design and to the practice of architect lon
Popa corresponds to the very first design symposium in
Romania, in 1974, and it also marks the main activities
of Studio DA (1973-1979) and the Romanian design
biennials and exhibitions in the '80s.

An essential direction for Back to the Future is the one
dedicated to education. Here the dialogue is between
the essential role of design in the Romanian art schools
starting with 1970 - from the first experimental classes
of The Aesthetics of Useful Forms initiated by members
of group 111 and later Sigma at the Art High School in
Timisoara, to the founding of the design department

at the Art Institute in Bucharest, by teachers lon Popa,
lon Bitzan, Vladimir Setran and Paul Bortnowski —

and the educational practice of today. One of the
defining activities for Delia Popa is visual education,
and the boundary between artistic and educational
practice is programmatically permeable. Delia Popa
and the team of her association, ArtCrowd — artists in
education, constantly research the essential role of
visual and aesthetic education, and at the same time
the relationship between cultural and educational
institutions. The Back to the Future summer school
reiterated ideas, principles and proposals from the
educational projects coordinated by lon Popa in the
arts and architecture schools in Bucharest — projects
that focused on experiment, trans-disciplinarity, and
play. Educational play as a means for coommunication
and collaboration was central, alongside the challenge
of rediscovering the historical continuity, for the
participants in the summer school: students of Design
— UNARTE and Educational Sciences — The Bucharest
University and children from the secondary schools in



Atunci si acum, activitati educationale Delia Popa / lon Popa. Credit foto: Artcrowd.
Then and now, educational activities Delia Popa/ lon Popa. Photo credit: Artcrowd

care nu o poate genera decat nivelul cel mai profund

al comunicarii si rdspunsului emotional ca motivatie

a gestului artistic este cea in care, involuntar dar
emblematic, Delia Popa se suprapune in cadrul unui
performance / prezentare, pe imaginea, atitudinea

si gestul dintr-o fotografie iconica a tatalui sdu, care,
student fiind, parcurge un tur al Europei cu bicicleta,
traseu si corespondenta care cu siguranta vor sta la baza
unor propuneri artistice si proiecte viitoare.

Potlogi and Pitaru villages, near Bucharest.

Each of these directions of the project calls for its own
panel, symposium, and publication. But what singles
out the project and heightens its impact is the special
way that these components — documentary, biography,
exhibition, education — are united in the performative
practice of Delia Popa. Each of the elements
constructing the project is initiated and then placed in
relation by the means of a series of performative gestures
which create direct links between instances and objects,
images and places. One image that offers the key for
the entire project is the involuntary but emblematic
overlay, during a performance / presentation, of Delia
Popa over the image of her father, in an iconic photo

of his return from a European bicycle tour as a student
—a visual correspondence (and raveling project) that
most certainly shall generate future and unexpected
performances.

Translated by Malina lonescu
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PE CAND LUMILE DINTRE LUMI SE
INTREPATRUND, IN CHIAR MIEZUL
LUMII SE AFLA O FICTIUNE.

AS THE WORLDS WITHIN WORLDS ARE
NETTED AROUND, AT THE CENTRE OF THE
WORLD THERE IS A FICTION.

Text: Edith Lazar & Flaviu Rogojan

ATTHE CENTREOFTHEWORLD THERE ISA FICTION

Artisti: Giulia Cretulescu, Prosper Center, Sahej Rahal, Taietzel Ticalos, Mitra Wakil & Fabian Hesse
Colectivul curatorial Aici Acolo: Edith Lazar, Thea Lazar, Flaviu Rogojan

Aici Acolo Pop Up Gallery, Cluj
25.09 - 03.10.2020

. € Numeste Insula Nula si nu se poate calatori
acolo.” Si totusi, in viata noastra de zi cu zi ne gasim
mai aproape de fictiuni decat ne-ar placea sa credem.
In timp ce cauti cel mai scurt drum catre cas3 sau iti
imortalizezi amintirile, taguind locuri si prieteni, esti

pe cale sa treci printr-o astfel de fictiune: un ,neadevar
obiectiv”, asa cum stiinta numeste Insula Nula. De aici
sistemele GPS isi bazeaza calculele, seteaza algoritmii
geolocativi si ne conduc acasa in siguranta.’
Teoreticiana Yvonne Foérster sugereaza naratiunea
(povestirile) ca o metoda timpurie prin care

virtualul a patruns in spatiul real?, la fel cum astazi
tehnologia digitala se revarsa in cotidian. Pe masura
ce numeroasele sale dispozitii si obisnuinte se tes

in jurul nostru, atingem si percepem lumea cu si

prin ele. Fictions of Tech and Life [Fictiuni ale vietii si
tehnologiei], proiectul curatorial demarat anul trecut de
colectivul nostru curatorial, a abordat fictiunile de care
ne atingem si cu care interactionam uzual. Urmarind
o astfel de idee, primul pas ar fi acela de a o restrange
la un specific. Si totusi, ce s-ar intampla daca, asa cum
afirma Vilém Flusser despre scris, am lasa o idee sa
facd cat mai multi pui cu putintd?® In ce fictiuni ne
fmbracam si ce nascociri folosim in a interoga povestile
unidimensionale? Ce se intdmpla atunci cand urmam
principiul aferent ecranelor noastre, desfasurand
universuri in universuri, ca aproximari afective a ceea ce
numim ,lumea”?

Tehnologia ne-a indemnat sa visam visul expansiunii,
insa inspre ce? Caldura pielii si multitudinea de directii
ce se pot desfasura de aici, ca forme de relationare
afective si cotidiene, pare un bun punct de pornire
pentru o astfel de conversatie. Cand un corp superfluu
ne ocupa imaginarul, plutind lichid pe suprafata
ecranelor noastre, trecut prin esantioane de date si
madasuratori minutioase, cum am putea sa navigam
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“.itis called Null Island, and you cannot travel there.”

Yet, we find ourselves closer to fictions in our everyday
life than we usually like to admit. As you reach your

hand to search for the shortest way home or map your
memories, tagging places and friends, you are about to
pass through one: an “objective untrue,” as science calls
Null Island. It is from here that GPS systems ground their
calculations, set algorithms of geolocation, and drive us
safely home!

Theorist Yvonne Forster suggested storytelling as a
timely way for the virtual to pass into the real?, just as

the digital spills over today. As its arrangements and
habits embroider us, it is through them that we get to
perceive and sense the world. Fictions of Tech and Life,
our curatorial project, tended to fictions as they brush

on our skin and everyday interactions. To activate such
an idea, one thinks about narrowing it down, making

it graspable. Still, what if, instead, as Vilém Flusser so
cunningly said about writing, you let an idea lay as many
eggs as possible?* What fictions do we dress ourselves
in, work on, or use to question one-sided stories? What
happens when we take up the principle of our screens —
unfolding worlds within worlds, affectively approximating
what we call “the” world?

Technology has made us dream the dream of expansion;
but into what? So for starting a conversation, relatedness
was needed, moving from the warmth of the body
onwards and letting its threads unfold. As a superfluous
body inhabits our imaginaries, floating on the surface of
our screens, travelling through chunks of data, how are
we to navigate its many fictions? What are we touching
on, and what touches us back?

At the Center of the World There is a Fiction... at the
center of the body, we do not know ...

Fashion, design, and technology made the body a
battleground, a material ready to be “profiled” (from



Prosper Center, Armurd de memorie in fata. Sahej Rahal, Antraal / Shrota in fundal. Credit foto: Aici Acolo.
Prosper Center, Memory Armor in front. Sahej Rahal, Antraal / Shrota in the background. Photo credit: Aici Acolo.

multiplele sale fictiuni? Ce atingem si ce ne atinge
inapoi?

In centrul lumii se afld o fictiune...in centrul corpului, nu
stim...

Moda, designul si tehnologia percep corpul ca pe un
camp de lupta, ce necesita o rapida incadrare intr-un
Jprofil”, de la gen la semnaturi digitale sau ADN. Dincolo
de intelesul conventional al prosteticelor noastre uzuale
am putea insa intrezari si alte dimensiuni ale fictiunilor
in care traim. Ascunsa in spatele unei gradini de beton
din Cluj-Napoca, At the Center of the World There is

a Fiction, prima noastrad expozitie din aceasta serie,

a constituit un punct de intalnire temporara dintre
cotidian si speculativ. In timp ce lucrarea video The
Pervasive Sense of Passage a artistei Taietzel Ticalos

a continuat sa amestece cartile de tarot ale unei lumi
interconectate, vocea sa hipnotica s-a extins in spatiul
expozitiei asemeni unei incantatii sau pledoarii de
»a-Mi arata ceea ce trebuie sa vad” (,show me what |
need to see”). Acolo unde predilectia noastra pentru
auto-rationalizare s-a impotmolit, spiritualitatea i-a

luat locul ca instrument de navigare a tehnoculturii;
re-interpretarile 3D ale celor 22 Arcane majore pe

care artista le elaboreaza produc un sens ambiguu

si personal al localizarii, prin referinte la evenimente
politice recente, tropi ai vietii intr-o fosta tara socialista si
o discreta interogare a eternului ,ce-i cu lumea de azi?"
Continuand periplul expozitiei, structurile captusite

ale Giuliei Cretulescu au schematizat vulnerabilitatea
corpului si protezele sale tehnologice care, atat de

usor de incorporat, obscurizeaza complet functiile
ideologice care ne modeleaza obisnuintele. Riding a
Speeding Vehicle Under Hypnosis a punctat ergonomia

gender to cyber-signature or even DNA). Yet stretching
the conventional sense of our everyday prosthetics could
reflect other dimensions of the fictions we live our lives
in. Hidden in the back of a concrete garden in the city of
Cluj-Napoca, our first exhibition of the series manifested
as a threshold where the everyday and the speculative
temporarily met. As Taietzel Ticalos's video work The
Pervasive Sense of Passage shuffled undisclosed tarot
cards within a wired world, its mesmerizing voice
reverberated as an incantation or demand to “show me
what | need to see.” Where the propensity of rationalising
oneself has shattered, spirituality became a tool for
navigating our technoculture, as her 3D reinterpretations
of the 22 Major Arcanas inserted an ambiguous and
personal sense of locality in references to recent politics,
tropes of living in a former socialist country and the
subtle question of “what about the world today.”

Further on, Giulia Cretulescu's padded structures

laid out the body's vulnerability and our protective
prosthetics that, so easily incorporated, came to obscure
their function, ideologies, and their shaping of our
habits. Riding a Speeding Vehicle Under Hypnosis

took ergonomics as a “camouflage of comfort,” but
summoned our sensing body through texturalities. As
in a mirror was Prosper Centre’'s Memory Armour, a soft
sensual exoskeleton made from a traditional coverlet.

If memory became an emotional tool for facing the
current world, it also alluded to our belongings as “living
things” with a life of their own — as so many are imbued
with pre-existent histories. A world within worlds, Sahej
Rahal's Antraal / Shrota showed a landscape where the
anthropocentric vanished, and, instead, biomes run
loose.



Giulia Cretulescu, Conducerea unui vehicul cu viteza mare sub hipnoza (detaliu). Credit foto: Aici Acolo.
Giulia Cretulescu, Riding a Speeding Vechicle under Hypnosis (detail). Photo credit: Aici Acolo.

drept ,camuflaj al confortului”, invocand insa simultan
senzorialul prin numeroasele-i texturi. In oglinda,
Memory Armor — exoscheletul moale si senzual realizat
de Prosper Centre din materialul unei cuverturi
traditionale — a facut din memorie o unealta emotionala
de a infrunta lumea contemporana, subliniind totodata
existenta bunurilor noastre ca ,lucruri vii", cu o viata
proprie, incarcate de o istorie preexistenta. O lume

in lume, lucrarea Antraal / Shrota a lui Sahej Rahal

a oferit privirii un peisaj in care antropocentricul a
disparut, Iasand in schimb libertate de desfasurare
unor biomi. Asemeni unui antropolog virtual, o camera
Al a inregistrat coregrafia nescrisa a unui ecosistem

in care locuitorii reactioneaza la sunete. Pentru ca mai
apoi Mitra Wakil & Fabian Hesse sa contureze o alta
perspectiva speculativa — lucrarea Organic Probabilities,
jucandu-se cu ideea a cum ne-am putea vizualiza

in mod diferit din perspective non-umane. Folosind
algoritmi de predictie folositi in cercetarea cresterii
plantelor, duo-ul a generat sculpturi 3D si randari
distorsionate ale propriilor corpuri, dezvaluind viziunea
masinica in efecte tragicomice, create din erori, zgomot
de fundal si informatii.

Tn timp ce artistii au facut loc unei atmosfere si altor
tipuri de povesti, in reverberatiile sunetelor si biomii
cautandu-si potentialul existential, cartile de tarot

au continuat sa amestece deopotriva trecuturi si
viitoruri ale unor corpuri de imbracat si coabitat. De

la caldura pielii la ,atasamentele” emotionale, uneori
trebuie sa ramai in prag si sa vezi unde te poate purta
un ,altfel". lar odata cu asta, ramane speranta de a
cultiva interactiuni, vulnerabilitati si forme senzuale de
conectivitate, care nu sunt doar umane.
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Like a virtual anthropologist, an Al-controlled

camera registered this ecosystem and the unwritten
choreography of its inhabitants reacting to sounds.
And then, in the corner of one’s eyes, Mitra Wakil &
Fabian Hesse draw another speculative play of Organic
Probabilities asking if we could envision ourselves
differently through non-human perspectives.

Applying predictive algorithms used to study plant
growth, the duo generated 3D sculptures and distorted
renderings of themselves. As if an artefact, the body
floated in an indefinite video-loop, revealing a machinic
vision whose registering of noise, errors, and other
information resulted in tragicomical blobs.

And as artists made room for an atmospheric feel and
other stories, the sounds reverberated, biomes explored
their living potential, while cards shuffled past and future
alike of other bodies to dress and cohabitate with. From
the skin's warmth and our emotional appendages,
sometimes, you just have to stay on the threshold and
see where an “otherwise” can carry you. And as we do,
there's hope for nurturing encounters and spaces for
vulnerability, for sensual forms of connectedness, which
are not only human.



Taietzel Ticalos, Pachetul technovision si simtul pervasiv al trecerii.
Credit foto: Aici Acolo.

Taietzel ticalos, The Technovision Deck & The Pervasive Sense of Passage.
Photo credit: Aici Acolo
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1.Jon K. Show & Theo Reeves-Evision, Fiction as Method, 2017.

2, Yvonne Forster, ,From Digital Skin to Digital Flesh: Understanding Tech-
nology Through Fashion,” in Popular Inquiry, Vol.1, 2018.

3.Vilém Flusser cétre prietenul sau, Felix Phillip Ingold, 22 mai 1984. In
Vilém Flusser: An Introduction, (coord.) Anke Finger, Rainer Guldin, Gustavo
Bernardo Krause.

Mitra Wakil si Fabian Hesse, Probabilitdti organice (detaliu).
Credit foto: Aici Acolo.

Mitra Wakil & Fabian Hesse, Organic Probabilities (detail).
Photo credit: Aici Acolo

Endnotes

1. Jon K. Show & Theo Reeves-Evision, Fiction as Method, 2017.

2.Yvonne Forster, “From Digital Skin to Digital Flesh: Understanding Tech-
nology Through Fashion,” in Popular Inquiry, Vol.1, 2018.

3. Vilém Flusser to his friend Felix Phillip Ingold, May 22,1984. In Vilém
Flusser: An Introduction, (eds.) Anke Finger, Rainer Guldin, Gustavo Bernar-
do Krause.
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UN DRAFT SI PUTEREA GENERATIVA A PUBLICULUI
A DRAFT AND THE PUBLIC’S GENERATIVE POWER

Text: Marina Paladi

LATEREDIT

Artisti: Gavril Pop, Teo Papadopol, Ana Maria Szoll6si, Nicolo Filippo Rosso, Tijana Kacarevi¢, Lera Kelemen,
George Rosu, Adrian Oncu, Dorian Bolca, Miki Velciov, Bogdan Matei, loana Terhes, Dreaming About my Unborn
Child Group (Alexandra Satmari, Dona Arnakis, Elena Langa, Ana Maria Szollosi, Oana Sas, Loredana llie,
Ludmila Naghi, Maria Ungureanu, Alma Gyovai, Mihaela Vilau, Gabriela Rosca, Sanziana Gheorghe, Vivien Fritz)

Curatoare: Maria Orosan-Telea
Kunsthalle Bega, Timisoara (17.10 - 20.11.2020)
Sector 1 Gallery, Bucuresti (04.03.2021 - 20.04.2021)

Procesul de creatie a fost mult timp vazut ca un

act extrem de intim al artistului, sau mai degraba
romantizat ca o manifestare a subconstientului la care
publicul nu are acces. Nevoia unei finalitati materializate
devine insa mai putin necesara odata cu perfomance
art, prin care se demistifica actul creator, iar publicul
devine o parte inerenta a procesului de creatie. In
lucrarea sa, Anthropogramming (1995), Dan Perjovschi
a invitat vizitatorii sa stearga desenele artistului de pe
peretii spatiului alternativ Franklin Furnace, in timpul
unei rezidente la New York, declarand la intoarcerea in
Romania: ,Cand am parasit New York-ul, nu am lasat
nimic in urma™. Prin acest gest de stergere a desenelor,
Perjovschi i-a facut pe vizitatori complice la disparitia
propriei opere artistice, schimband centrul de atentie de
la artist spre rolul publicului si responsabilitatea acestuia
fata de arta.

Actul deschiderii catre public si al explorarii unei idei

de lucrare au fost pe larg exploatate de artistii din
expozitia Later Edit de la Kunsthalle Bega din Timisoara.
Desi din cele treisprezece lucrari, doar doua au luat
forma performance-ului in momentul expozitiei (Public
Privacy, loana Terhes, si Instructiune pentru intors

cdrti, George Rosu), de fapt, fiecare artist in parte a
ajuns sa-si materializeze produsul printr-un soi de
actiune participativa sau intr-un context performativ, in
cadrul proiectului Draft, initiat de Maria Orosan-Telea.
Tncepand cu 2018, in Biblioteca Pavilion a Facultatii de
Arte si Design din Timisoara, studentii isi experimentau
propriile idei artistice intr-un context performativ, ca

un joc de observatie asupra parcursului lucrarii. Draft
reprezinta un program curatorial prin care se dezvolta
proiectele in stare incipienta ale tinerilor artisti, intr-un
context de contiguitate cu publicul, explorand puterea
generativa a acestuia in timpul actului de creatie. Astfel,
expozitia sta drept marturie acestui proiect desfasurat
anterior, reluand intreaga poveste, lucrarile trecand
acum la pasul urmator.

Prima lucrare din cadrul proiectului este Wiped Out

a lui Gavril Pop. In performance-ul sdu, artistul si-a

sters propriile caiete din primii ani de scoald, aplicand
semnificatiile unui poem chinez din secolul al XI-lea
asupra limbajului, care ilustreaza cele noua stadii de
descompunere ale trupului. Lucrarea analizeaza rolul
fnvatarii ghidate si impuse in dezvoltarea personalg,
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The creative process has been regarded for centuries

as the artist's most intimate act, or rather romanticized
as a manifestation of the subconscious to which the
public does not have access. However, the need for a
materialized finality has become less necessary since
performance art demystified the act of creation, and the
public became an inherent part of the creative process.
In his artwork Anthropogramming (1995), Dan Perjovschi
invited the visitors to erase his drawings on the walls of
the alternative space Franklin Furnace, during an artist
residency in New York. When he returned to Romania,
he declared: “When | left New York, there was nothing
left behind me"". Through the very gesture of erasing
the drawings, Perjovschi made the public complicit in
the disappearance of his own art, shifting the focus from
the artist to the role of reception, as well as the public's
responsibility to art.

The act of opening up to the audience and of exploring
ideas were extensively exploited by the artists from the
Later Edit exhibition, at Kunsthalle, Timisoara. Although
only two artworks out of all thirteen took the form of a
performance during the opening (Public Privacy, loana
Terhes, Instruction for turning books, George Rosu), every
single artist came to materialize his/her work during a
participatory action or in a performative context, within
the Draft project, initiated by Maria Orosan-Telea. Since
2018, in the Pavilion Library of the Faculty of Arts and
Design in Timisoara, students have experimented with
their own artistic ideas in solo shows, as an observation
process on the course of the artwork. Draft is a curatorial
program through which the incipient projects of young
artists were developed, in a context of contiguity with
the public, exploring its generative power during the
act of creation. Thus, the exhibition is a testimony to this
previously carried out project, resuming the whole story,
while the works moved to the next step.

The first work of the project is Wiped Out by Gavril

Pop. During his performance, the artist erased his own
notebooks from his first years of school, transfering the
meaning of an 11th-century Chinese poem that talks
about the nine stages of the body’'s decomposition

over the idea of language. The work analyzes the role of
guided and imposed learning in personal development,
while touching upon the phenomenon of forgetting,
which Nietzsche commented on as being an extremely
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De la stanga la dreapta: Dorian Bolca, Pddurea, 2019; Bogdan Matei, Ce zi norocoasd!, 2020. Credit foto: Vlad Candea.
From left to right: Dorian Bolca, The forest, 2019; Bogdan Matei, Such a Lucky Day!, 2020. Photo credit: Vlad Candea.

jucandu-se totodata cu fenomenul uitarii, despre care
Nietzsche spunea ca e un proces extrem de natural

si uman. Prin acest proces treptat de ,tabula rasa” a
cunostintelor lingvistice si matematice primare, Gavril
Pop incearca o reintoarcere la starea de inocenta si
naivitate din copilarie.

La polul opus al reintoarcerii in timp, lucrarea Such a
lucky day! a lui Bogdan Matei problematizeaza conditia
artistului emergent si locul lui in lumea artei. Ideea
centrald a lucrarii a constat din trimiterea unui mail
amuzant din pozitia sa de tanar artist celor mai mari
institutii de arta, ca MoMa, Pompidou etc,, in care, cu o
degajare si indrazneala ironica, isi ofera lucrarile pentru
organizarea unui solo show, fara a trimite insa vreun
portofoliu. Textul mailului este scris pe un cearsaf, ceea
ce reflectd mediul domestic, confortabil si trecerea
transanta de la sfera privata la scena necunoscuta a
artei. Lucrarea reprezinta o critica adusa sistemului,
unei lumi deloc transparente, cu multe dedesubturi si
mecanisme ascunse, din care, paradoxal, artistul totusi
vrea sa faca parte.

Asa cum indica si titlul expozitiei, lucrarile au fost
regandite si ,editate” astfel incat sa se potriveasca
intr-o expozitie propriu-zisa, suferind prin urmare

mici schimbari. Beyond fears, a lui Adrian Oncu, este

o sculptura-obiect, constituita dintr-o cutie, ca spatiu
de colectare, si din lanturi grele ce o leaga de pamant,
infatisand astfel ponderabilitatea si paralizia cu care se

natural and human process. Through this gradual
process of “tabula rasa” of primary linguistic and
mathematical knowledge, Gavril Pop seeks to return to
the childhood state of innocence and naivety.

At the opposite end of traveling back in time, Bogdan
Matei's artwork Such a lucky day! questions the
condition of the emerging artists and their own place

in the art world. The central idea of the work consisted
of sending a humorous email, as a young artist, to the
largest art institutions, such as MoMa, Pompidou, etc,, in
which, with nonchalance and ironic audacity, he offered
his works in order to organize a solo show, without
providing a portfolio. The text of the email is written

on a sheet, which reflects the domestic, comfortable
environment and the sharp transition from the private
sphere to the unknown art scene. The work represents

a critique towards the system — a world not at all
transparent, with many hidden mechanisms, which,
paradoxically, the artist still wants to be part of.

As the title of the exhibition indicates, the works have
been reconsidered and “edited” so as to fit into an actual
exhibition, thus undergoing minor changes. Beyond
fears, by Andrian Oncu, is a sculpture object, consisting
of a box, a collection space, and heavy chains bound to
the ground, thus depicting the weight and paralysis that
the body faces when exposed to fears and anxieties.

The initial draft involved traversing a route marked on the
floor and answering a few questions: “What is darkness?
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confrunta corpul din cauza fricilor si anxietatilor. Draft-
ul initial presupunea parcurgerea unui traseu, marcat
pe pardoseald, si raspunsul la cateva intrebari: ,Ce este
intunericul? Ce reflecta oglinda? Ce este lumina?”
Publicul putea sa mediteze individual asupra propriilor
traume si frici interioare, ca apoi sa-si depoziteze
raspunsurile in cutie, simulandu-se in final o calatorie
de autocunoastere si autoacceptare. In expozitie, traseul
lipseste, nemaifiind nevoie sa fie parcurs odata ce
relevanta intrebarilor dispare si vizitatorii au acces la
raspunsurile colectate deja in cutie.

Ana Maria Sz6ll6si, Harta, 2019. Credit foto Adrian Oncu.
Ana Maria Szollosi, The Map, 2019. Photo credit: Adrian Oncu

O alta lucrare careia i-au fost adaugate elemente

ante si post proiect este Dreaming about my unborn
child (Alexandra Satmari, Dona Arnakis, Elena Langa,
Ana Maria Széllési, Oana Sas, Loredana llie, Ludmila
Naghi, Maria Ungureanu, Alma Gyovai, Mihaela Vilau,
Gabriela Rosca, Sanziana Gheorghe, Vivien Fritz). Cele
treisprezece tinere artiste reflecta asupra propriei
feminitati si deveniri, precum si la copilul nenascut,
care insa nu trebuie interpretat strict in termeni
biologici, ci intr-un sens mai larg, ca orice proiectie
mentald sau aspiratie ce nu are inca o structura fizica.
De asemenea, lucrarea defineste importanta eticilor
materne, despre care vorbeste Sarah Ruddick in cartea
ei, Maternal Thinking: Toward a Politics of Peace,
extinzand semnificatia acestor etici la nivel uman,
scotandu-le astfel din ramele notiunilor de sex sau
gen. Fiecare artista a propus cate un desen digital,

ca ulterior celelalte sa aiba cate o interventie asupra
acestuia, prezentand necesitatea unui gest colectiv de
cunoastere si definire a limitelor interpersonale.

Tn 2018, Teo Papadopol, in incercarea de a da un nou
suflu sculpturilor sale, a oferit vizitatorilor diverse
instrumente si libertatea deplind sa se desfasoare.
Lucrarea Big Little Incidents se concentreaza pe
disponibilitatea artistului de a-si lIasa lucrarile sa

se dezvolte treptat si sa aiba un parcurs individual.
Totodata, lucrarea scoate in lumina atmosfera din
atelierul de sculpturg, care desi reprezinta mediul clasic
de creatie, artistul reuseste sa surprinda dimensiunea
ludica si imprevizibila a acestuia. intr-un mod similar,
dar mai responsabil si angajat, Lera Kelemen la fel
exploreaza capacitatea creatoare a publicului. O
orchestra formata la fata locului ofera o structura sonora
imaginilor ce apar pe ecran (un proces de traducere),
cele doud limbaje diferite ajungand sa se conditioneze
reciproc si sa se armonizeze, precum se intampla de
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What does the mirror reflect? What is light?” The public
could individually meditate on their own traumas and
inner fears, and then store their answers in the box,
simulating in the end a journey of self-knowledge and
self-acceptance. In the exhibition, the route is missing,
because there is no need for it to be crossed once the
relevance of the questions disappears and visitors have
access to the already collected answers.

Another work to which elements were added before
and afterwards is Dreaming about my unborn child
(Alexandra Satmari, Dona Arnakis, Elena Langa, Ana
Maria Szdlldsi, Oana Sas, Loredana llie, Ludmila Naghi,
Maria Ungureanu, Alma Gyovai, Mihaela Vilau, Gabriela
Rosca, Sanziana Gheorghe, Vivien Fritz). The thirteen
young artists reflect on their own femininity and coming
of age, as well as on their unborn child, which must

not be strictly interpreted in biological terms, butin a
broader sense, like any mental projection or aspiration
that does not yet have a physical structure. The work also
defines the significance of maternal ethics, which Sarah
Ruddick talks about in her book, Maternal Thinking:
Toward a Politics of Peace, extending the essence of
this ethics to the human level, thus removing it from
the frames of sex or gender. Each artist submitted a
digital drawing, so that later the others would have an
intervention on it, revealing the need for a collective
gesture of knowing and defining interpersonal
boundaries.

Gavril Pop, Sters complet, 2018, detaliu. Credit foto: Adrian Oncu.
Gavril Pop, Wiped Out, 2018, detail. Photo credit: Adrian Oncu.

In 2018, Teo Papadopol, in an attempt to reinvent his
sculptures, offered visitors various tools and complete
freedom to perform. The work Big Little Incidents
focuses on the artist's willingness to let his works grow
gradually and have an individual path. At the same
time, the work sheds light on the atmosphere from a
sculpture workshop. Although it represents the classic
creative environment, the artist manages to capture its
ludic and unpredictable dimension. In a similar fashion,
but more responsible and committed, Lera Kelemen
explores the creative power of the public through
SCORE. An orchestra constituted on the spot provides a
sound structure to the images that appear on screen (a
translation process), the two different languages coming
to condition each other and harmonize themselves, as
it happens within the relationship between the artist
and the public. The artist's work seems to remove the
natural need for control and security, so that the artist is
not a ubiquitous entity, but barely guides the audience,



Vedere din expozitie, Kunsthalle Bega, 2020. Credit foto: Vlad Candea.
Exhibition view, Kunsthalle Bega, 2020. Photo credit: Vlad Candea.

altfel si in cazul relatiei dintre artist si public. Lucrarea
SCORE pare sa indeparteze nevoia naturala de control si
siguranta, incat artista nu este o entitate omniprezents,
ci doar ghideaza publicul din umbra insusindu-si noile
traiectorii sugerate de acesta.

Performance-ul care a tinut publicul in priza in timpul
expozitiei este Public Privacy al loanei Terhes. Pe un
plexiglas urias, artista a desenat o camera (spatiu privat)
plina cu obiecte de uz, invitand publicul sa deseneze

pe partea cealalta a suportului cate un lucru drag lor,
amenajand astfel camera impreuna. Lucrarea este o
continuare a proiectului What else? care a reprezentat
un exercitiu in cuplu, un dialog prin desen despre cum
ne decoram casa. Implicarea vizitatorilor in performance
reprezinta efortul comun pe care trebuie sa-1 facem
pentru a ne amenaja spatiul privat/public. Lucrarea
reprezinta nevoia de reconectare si convietuire cu
ceilalti (in ciuda distantei sociale impuse), transparenta
plexiglasului reprezentand zidul (restrictiile), care totusi
nu pot opri actul creator comun si nevoia de a construi
lucruri impreuna.

Proiectul Draft reprezinta un incubator de idei, prin
care artistii ajung sa-si duca la bun sfarsit lucrarile. Prin
prezentarea unei idei sau a unei lucrari la mijloc de
drum, Draft scoate din ramele traditionale notiunea de
artist si ce iInseamna o opera de arta.

Lucrarea The Map de Ana Maria Szdlldsi reflecteaza
asupra conceptului de conventie care vine in
contradictie cu adevarurile personale. Artista deseneaza
o harta a propriilor experiente, care fiind suprapusa
peste harta politica a lumii, pare mult mai mare -
microuniversul devine mai larg si mai impunator decat
macrouniversul in proprii ochi. Proiectul Draft de
asemenea ofera tinerilor artisti spatiu de manevra ca

sa experimenteze cu propriile viziuni, in afara unor cai
deja definite. Expozitia Later Edit constituie punctul
culminant al proiectului si un performance final colectiv,
prin care artistii au putut sa revina asupra lucrarilor,
reiterand etapele procesului de creatie si constientizand
valoarea si importanta publicului cand transmitatorul si
receptorul isi schimba in mod constant rolurile.

Note:

1. Stiles, Kristine. States of Mind: Dan and Lia Perjovschi. Durham, Duke
University Press Books, 2007.

learning new trajectories suggested by them.

The performance that kept the audience engaged
during the exhibition is Public Privacy by loana Terhes.
On a huge plexiglass, the artist drew a room (private
space) full of daily objects, inviting the audience to

draw on the other side of the support something dear
to them, thus building the room together. The work

is a continuation of What else?, another personal
project which was a couple's exercise, a dialogue
through drawings of how we decorate our house. The
involvement of visitors in the performance represents the
collective effort we should make to arrange our private/
public space. The work represents the need to reconnect
and coexist with others (despite the imposed social
distance), the transparency of plexiglass representing
the wall (restrictions), which cannot stop the common
creative act and the need to build something together.
The Draft project is an incubator of ideas, through which
artists come to complete their work. By presenting an
idea or a work that is not yet completed, Draft removes
the artist's role and an art work's meaning from the
traditional frames.

Miki Velciov, Schite pentru interventii peisagistice, 2020.
Credit foto: Adrian Oncu.
Miki Velciov, Sketches for Landscape Interventions, 2020.
Photo credit: Adrian Oncu.

The artwork The Map by Ana Maria Széll6si reflects upon
conventions in contradiction with the personal truth.
The artist draws a map of her own experiences, which is
much larger when positioned over the political map

of the world - the micro universe becomes wider and
more imposing than the macro universe in our own eyes.
Similarly, the Draft project also gives young artists

room to experiment with their own visions outside
precisely defined paths. Later Edit is the culmination

of the project and a final collective performance,
through which the artists were able to return to their
works, reiterating the stages of the creative process and
understanding the value and importance the public

has in the context of the transmitter and the receiver
constantly changing their roles.

Translated by Marina Paladi

Endnotes:

1. Stiles, Kristine. States of Mind: Dan and Lia Perjovschi. Durham, Duke
University Press Books, 2007.
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Textul de sala al expozitiei The Fallen City a artistului
Beniamin Popescu, vernisata la E T A J artist-run space
pe 19 februarie 2021, porneste de la premisa ca ruina
unui oras poarta in sine o istorie completa a unui ciclu
de viata al spatiului antropic. Lucrarile lui Beniamin sunt
fie amestecuri din ipsos stratificat pe sasiuri de panza,
fie combinatii de texturi cu suprafete cu aspect de
portelan desfasurate pe schela metalica din armatura
de fier-beton.

Artistul isi explica demersul printr-un proces de lunga
durata anterior lucrului in atelier: experimentele cu
diverse materiale prin care a realizat decoruri pe platouri
de filmare, dar si contextul absolut intamplator care

i-a favorizat o proximitate cu mediul constructiilor inca
din copilarie, i-au provocat interesul pentru combinatii
de suporturi si ih medii usor neconventionale pentru
expresia plastica. Fiind specifice zonei de constructii,
conexiunea cu acest mediu a venit mai tarziu. Initial,
B.P. a abordat pictura in sensul ei cat se poate de
conventional, prin pictura in ulei si acrilic pe panza, prin
practica fotorealista si tehnica foto-transferului. Declicul
s-a produs dupa incheierea studiilor masterale, cadnd s-a
simtit dator sa priveasca mediul artistic contemporan
prin prisma globalitatii si a influentei masive a bienalelor
de arta care s-au dezvoltat progresiv in ultimele decenii,
acestea devenind mega-poli culturali si de influenta

in practica artistica. Accesul instant la informatie prin
mijlocirea app-urilor de socializare, care permit o
ramificare de comunicare imediata cu alte medii aflate
la sute si mii de kilometri distanta fizica, a contribuit la o
schimbare axiala in practica multor artisti aflati in a treia
decada a vietii lor (artistii mileniali).

The Fallen City este un punct in axa unui proces
continuu — unele din piesele mici panotate in galeria

E T A Jfiind si stratificari ale diverselor ramasite

din probe anterioare, pe care le-a asezat ca intr-o
reprezentare in sectiune tehnica. Ele pot duce cu gandul
fie la planse anatomice, structuri celulare sau minerale.
Cert este ca prezinta o redare a cautarilor unui nou

filon ce se poate dezvolta ulterior din seria de panouri
cu mezoreliefuri a expozitiei curente, intr-o directie de
altoreliefuri. Este evidenta intentia lui de a face trecerea
spre un spatiu tridimensional (sculpturd) — prin cele mai
recente piese - structura metalica in jurul careia te poti
misca liber, cu intreruperi in invelisul exterior.

B.P. pozitioneaza expozitia de fata paralel cu arheologia,
ca spatiu de observare si conservare a memoriei.

El compara amprenta la sol a unui oras vechi, stins,
decdazut, cu un santier si cu instalatiile sale pe panza.

Ce subliniaza aceste experimente in praful de ghips
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Text: llina Schileru

The exhibition text of artist Beniamin Popescu's show
The Fallen City, opened at E T A J artist-run space on 19
February 2021, starts from the premise that the ruins of
a city bear within them the complete history of a life-
cycle in an anthropogenic space. Beniamin's works are
either mixtures of plaster layered on canvas frames or
combinations of porcelain-like textures laid out on a grid
of iron covered in concrete.

The artist's evolution is explained through a long-term
process prior to his studio work: his experiments with
various materials through which he produced scenery for
film sets, and also the completely coincidental context
that introduced him to construction work when he was
a child, led to his interest in combinations of materials
and unconventional media for plastic expression.

The connection to the medium of construction only
came later. Initially, B.P. approached painting in its

most conventional form, as oil and acrylic paint on
canvas, photorealistic practice, and the technique of
photo transfer. The shift came after he finished his
master’s studies, when he felt obliged to look at the
contemporary artistic context through the perspective
of globality and the massive influence of art biennials,
which have developed gradually in the last decades and
have become powerful cultural and influence nexuses

in art practice. Instant access to information by means
of social apps, which allow instant communication with
other places over distances of hundreds and thousands
of kilometers, have contributed to a shift in practice for
many artists in the third decade of their life (millennial
artists).

The Fallen City is a point on the axis of a continual
process — some of the small pieces displayed at ET A J
are layerings of remains from previous works, which the
artist displayed like technical cross-sections. They remind
one of anatomical charts or cellular or mineral structures.
What is certain is that they showcase his search for a new
thread, which could develop from the series of mid-relief
panels of the current exhibition towards high-reliefs.

His intention to transition towards a three-dimensional
(sculptural) space is clear — we see it in his most recent
pieces, like the metallic structure with breaks in the
external coating around which you can move freely.

B.P. positions his current exhibition parallel with
archaeology, as a space of observing and preserving
memory. He compares the plan of an old, abandoned,
decayed city with a construction site and with his canvas
installations. What these experiments in plaster dust
underline is the mechanisms through which a space
contains in its own remains an identity and a chronology



Vedere din expozitie. Credit foto: Stefan Mocanu, arhitect.
Exhibition view. Photo credit: Stefan Mocanu, architect.

sunt mecanismele prin care un spatiu contine in insasi
ramasitele proprii o identitate si o cronologie a unor
evenimente, ruina continand atat inceputul, parcursul
cat si finalul unui ciclu existential.

Procesul de cautare a diverselor efecte pe care
materialele le pot reda prin combinatii chimice si

tratari mecanice (polizare) da nastere unor suprafete

cu texturari placute estetic, care incita intrucatva
tactilitatea. Artistul relateaza ca prin cautare si
experiment continuu a realizat si anumite tratari
accidentale ale suprafetelor, al caror efect ar parea la
prima vedere premeditat. Este exemplul lucrarii de

la intrare, de culoare violacee cu accente de un verde
metalizat si cu volumetrie in trei trepte.

Ideea de conservare a trecutului este un concept
romantic si modern totodata, prin care omul fetisizeaza
trecutul societal. lar acest teren este propice interpretarii
artistice, operand cu un instrumentar divers, precum:
memoria, amprenta, sinteza, istoricismul. Ca referinte,
Beniamin citeaza corpusul sculpturilor de otel si beton,
de mari dimensiuni, ale lui Richard Serra - vezi Sea Level
(1996), un exemplu de land art care se regdseste in De
Wetering in Zeewolde, Olanda. Totodata este fascinat de
instalatia masiva a aceluiasi artist, East-West/West-East
(2014) din Desertul Qatar, compusa din 4 panouri de otel
inalte de 14 metri amplasate intr-o linie dreapta pe o
distanta de 6 km, in cadrul unui program de arta fondat
de Qatar Museumes.

Tn concluzie, traseul lui B.P. este puternic tributar
contextului personal, dar reuseste sa se plaseze totodata
intr-un context actual in artele vizuale, marcand un
moment in procesul de identificare al unei voci proprii
si pe un drum care se dezvaluie pas cu pas, de la un
experiment la altul.

of certain events. The ruin contains the beginning, the
middle, and the end of an existential cycle.

The process of seeking out the various effects that
materials can display through chemical combinations
and mechanical treatment (polishing) creates surfaces
with aesthetically pleasing textures that somewhat incite
touch. The artist says that through constant seeking
and experimenting, he came to certain accidental
treatments of the surfaces, whose effects might at first
glance seem deliberate. One example is the work at the
entrance, colored in violet, with hints of metallic green,
and three-layered volumes.

Preserving the past is both a Romantic and a Modern
concept through which humans fetishize the social
past. And this field is fitting for artistic interpretation,
operating with a diverse set of instruments, like
memory, traces, synthesis, historicism. Beniamin cites as
references the corpus of large-scale steel and concrete
sculptures of Richard Serra — see Sea Leve/ (1996), a
piece of land art located in De Wetering, in Zeewolde,
the Netherlands. He is also fascinated by Serra's massive
installation East-West/West-East (2014), located in the
Qatar Desert, made up of four 14-meter-high steel
panels, placed in a straight line over 6 km, as part of an
art program founded by the Qatar Museums.

To conclude, B.P.'s evolution bears a strong tribute to his
personal context, but also manages to place itself in a
very current context in the visual arts, marking a point
in his journey of identifying his own voice, on a road that
reveals itself step by step, from one experiment to the
next.

Translated by Rares Grozea
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Vedere din expozitie. Credit foto: Stefan Mocanu, arhitect.
Exhibition view. Photo credit: Stefan Mocanu, architect.






A Aurora Kiraly, Anii 50 sau Disperare usoard, instalatie, pasla, bumbac, 2020. Credit foto: YAP studio / Pavel Curagau.
Aurora Kiraly, 50s or Soft Despair, installation, felt, cotton, 2020. Photo credit: YAP studio / Pavel Curagau

» Spot the Women! Where is She?, instalatie - Info Point Elena Popea, 2020. Credit foto: YAP studio / Pavel Curagau

CORSETE VECHI SI NOI
CORSETS OLD AND NEW

CORSETE VECHI SI NOI Text: Ada Muntean
Artiste: Jasmina Al Qaisi, Aurora Kiraly, Alexandra

Ivanciu, Jolanta Nowaczyk, Spot the women!
Curatoare: Valentina lancu

Zina Gallery, Cluj-Napoca
11.12.2020-7.02.2021
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Corsete vechi si noi de la Zina Gallery Cluj este unul
dintre proiectele curatoriale recente ale Valentinei
lancu, incorporand o selectie din lucrarile artistelor:
Jasmina Al Qaisi, Aurora Kiraly, Alexandra Ivanciu,
Jolanta Nowaczyk si Spot the women!, cu miza de a
problematiza presiunea patriarhatului in istoria recenta
si in contemporaneitate, folosind ca simbol corsetul.
Elementul comun al proiectelor vizuale este integrarea
istoriilor unor predecesoare si apelul la memorie in
conturarea devenirii artistice intime, personale. Corsetul,
ca obiect vestimentar opresiv, devine o metafora
pentru revolta ca demers creativ si in denuntarea
status quo-ului. Expozitia pune astfel in discutie cateva
coordonate importante in ce priveste procesul de
devenire si autodescoperire al artistelor: cunoasterea,
recunoasterea, formarea si esecul — ce devin repere
punctuale in constructia si deconstructia proiectelor
individuale, chestionand valorile artei.

Corsete vechi si noi se contureaza ca o expozitie
coerenta si echilibrata, incorporand medii vizuale
precum desenul, fotografia si instalatia (textila, video,
sonorg, cu elemente ready-made) in conturarea unui
spatiu atmosferic ce invitd la interogatie. Vizualul,
tactilul si sonorul creeaza o experienta sinestezica
pentru receptor, integrand referinte conceptuale in
fiecare demers artistic in parte.

Aurora Kiraly prezinta instalatia sculptural-textila 50s or
Soft Despair si seria Héroines, in care problematizeaza
identitatea artistica feminina in doua formule vizuale
distincte. Heroines analizeaza intr-o serie de schite in
acrilic montate pe suporturi de lemn practica unor
artiste internationale care au exercitat o influenta pe

L ———y

Corsets old and new at Zina Gallery in Cluj is one of
Valentina lancu’s recent curatorial projects, bringing
together a selection of works belonging to artists
Jasmina Al Qaisi, Aurora Kiraly, Alexandra Ivanciu,
Jolanta Nowaczyk, and Spot the women!, aiming to
interrogate the patriarchal pressure in recent history and
contemporary times using the corset as a symbol.

The common element of these visual projects is the
inclusion of stories of some predecessors and the appeal
to memory in shaping an intimate, personal artistic
becoming. The corset as an oppressive clothing item
becomes a metaphor for revolt as creative action in
denouncing the status quo. Thus, the exhibit discusses
some important coordinates of the artists’ process

of becoming and rediscovery: cognition, recognition,
formation, and failure — all of which are checkpoints
within the construction and deconstruction of individual
projects, questioning the values of art.

Corsets old and new is a coherent and well-balanced
exhibit, incorporating visual media such as drawing,
photography, and installations (textile, video, sound, with
ready-made elements) in the shaping of a space that
welcomes questioning. The visual, the tactile, and the
sound create a synesthetic experience for the audience,
integrating conceptual references into each artistic
approach.

Aurora Kiraly presents her sculptural-textile installation
50s or Soft Despair and the series Héroines, in which
she questions feminine artistic identity in two distinct
visual formulae. Héroines analyzes, in a series of acrylic
sketches mounted on wooden frames, the practices of
international artists such as Marina Abramovic, Pipilotti
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parcursul timpului asupra evolutiei acesteia precum
Marina Abramovi¢, Pipilotti Rist, Kiki Smith, Sonia
Delaunay, Martha Rossman, Francesca Woodman, s.a.
Desenele Aurorei Kirdly au un caracter intim, confesiy,
suportul pe care acestea sunt executate fiind file

rupte dintr-un bloc de schite, care insinueaza prezenta
unui jurnal mai consistent, din care ni s-a prezentat
doar o selectie. 50s or Soft Despair se contureaza ca o
continuare a seriei precedente, piesele textile juxtapuse
materializand siluete de artiste ,extrase” din spectacole
de dans care au avut o contributie creativa importanta
in folosirea limbajului corporal in actiuni performative/
coregrafice, precum: Mary Wigman, Meredith Monk,
Lucinda Childs, Yvonne Rainer, Marie Chouinard, Mette
Ingvartsen, Mette Edvardsen. Prin aplicarea unui profil
al propriului autoportret in fiecare piesa a instalatiei,
artista accentueaza simbolic caracterul autoreferential
al lucrarii, sugerand ascendenta pe care aceste artiste
au avut-o asupra sa. Astfel, Aurora Kiraly pune in discutie
relatia artistului cu istoria In general si cu istoria artei

in special, folosind mai multe medii artistice, precum:
fotografia, desenul, colajul textil, instalatia.

Lucrarea Bine Biene, a Jasminei Al-Qaisi, se constituie
ca un poem / instalatie sonor3, in care artista fuzioneaza
reflectii ale trecutului personal cu decupaje de naratiuni
despre femei apropiate acesteia, incluzand informatii
relationate cu antropomorfismul si familia de albine
Apidae. Acest proces de juxtapunere a sunetului este
contextualizat in galerie intr-un cadru teatral si totodata
meditativ pentru receptor. Jasmina Al-Qaisi produce
lucrari audio pentru radio si este membra a grupului
de artisti Research and Waves, fiind interesata de
potentialitatea sunetului ca limbaj in proiecte de arta
contemporana.

Instalatia video Embodying Herstories a Alexandrei
Ivanciu problematizeaza un vid permanent in discursul
cultural: faptul ca femeile sunt in mare parte absente
in istoria artei si se concentreaza, prin filtrul unei
perspective feministe, pe o critica a structurilor sociale
si a stereotipurilor de perceptie a femeilor in arta.
Embodying Herstories face referire la corpusul de lucrari
ale unor artiste din Romania, vazute in general ca fiind
marginale, precum Olga Greceanu, Cecilia Cutescu-
Stork si Nina Arbore. Receptorul este confruntat cu o
compozitie dinamica realizata pe o serie de monitoare
ce constituie priviri intense decupate din autoportrete
picturale si compozitii executate de aceste artiste, care
substituie obiectul perceptiei initial (lucrarea de arta),
transferand acest rol receptorului. Astfel, se realizeaza
un dialog contemplativ intre privitor si instalatia video
intr-o incapere intunecata, ce configureaza un cadru
subtil, intimist Tn care observatorul devine cel observat
si viceversa. Embodying Herstories se propune astfel

ca o lucrare spectaculoasa vizual, dublata de un mesaj
necosmetizat, puternic si profund ce vizeaza in mod
direct o interpretare lucida a statutului femeii in istoria
artei.

Sink or Swim de Jolanta Nowaczyk se materializeaza

ca un act de reconstituire si documentare a unui
proiect vechi de 50 de ani, nefinalizat, al artistei

Anna Szpakoska-Kujawska. Imaginat asemeni unei
instalatii din baloane supradimensionate sub forma
unor corpuri umane, aceasta urma sa fie lansata la
inaltime deasupra raului Odra (Cehia), intr-o actiune
artistica, insa din motive tehnice, s-a dovedit in final

a fi imposibil. Intalnirea dintre cele dou3 artiste nu a
generat o resuscitare a proiectului asa cum era stabilit
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Jolanta Nowaczyk, Scufundd-te sau inoatd, print, proiectie video, 2020.
Credit foto: YAP studio / Pavel Curagau

Jolanta Nowaczyk, Sink or Swim, print, video projection, 2020.

Photo credit: YAP studio / Pavel Curagau

Rist, Kiki Smith, Sonia Delaunay, Martha Rossman,
Francesca Woodman etc,, all of whom influenced the
artist's evolution over the course of time. Aurora Kiraly's
drawings have an intimate and confessive character,
being made on pages that were torn from a sketchbook,
thus insinuating the presence of a more consistent
diary from which we only get to see a selection. 50s

or Soft Despair seems like a follow-up of the previous
series; the textile pieces materialize artists’ silhouettes
“extracted” from dance shows that had an important
creative contribution to the use of body language

in performances and choreographic actions such as
Mary Wigman, Meredith Monk, Lucinda Childs, Yvonne
Rainer, Marie Chouinard, Mette Ingvartsen, and Mette
Edvardsen. By adding a profile of her self-portrait in each
component of the installation, the artist symbolically
emphasizes the self-referential character of the work,
suggesting the influence these artists had on her

work. Thus, Aurora Kirdly questions the relationship
between the artist and history in general, and art

history in particular, using various artistic media such as
photography, drawing, textile collage, and installations.
Jasmina Al-Qaisi's work Bine Biene is a poem —a sound
installation in which the artist fuses reflection on her
personal past, with pieces of narratives about women
who were close to her, including information related to
anthropomorphism and the Apidae family of bees. This
process of intersecting sound is contextualized within
the gallery in a theatrical frame and, at the same time,

a frame of reflection for the audience. Jasmina Al-Qaisi
produces audio works for radio stations and is a member
of the artistic group Research and Waves, interested in
the potentiality of sound as a language in contemporary
art projects.

Alexandra lvanciu's video installation Embodying
Herstories questions a permanent void in the cultural
discourse: the fact that women are largely absent from
the history of art and focuses on a critique of social



Alexandra Ivanciu, Intruchipand Istoriile Ei, instalatie video, 2017.
Credit foto: YAP studio / Pavel Curagau.

Alexandra Ivanciu, Embodying Herstories, video installation, 2017
Photo credit: YAP studio / Pavel Curagau

initial, ci a devenit gradual o experienta de invatare
intergenerationald, o reflectie asupra succesului si
esecului In procesul creativ si in arta. Sink or Swim
devine astfel o traducere vizuala interpretata a acestor
aspecte, Jolanta Nowaczyk arhivand si documentand
fragmente vizuale si conceptuale ale proiectului initial.
Where is She? (Info point: Elena Popea) este un proiect
Spot the women!, ce se propune ca o initiativa educativa
aparuta initial in social media avand ca scop interogarea
pozitiei artistelor in istoria artelor si militarea pentru o
prezenta mai consistenta a lucrarilor de arta concepute
de acestea in colectii muzeale permanente, precum si
in manuale de specialitate si albume de arta. Gabriela
Mateescu simuleaza in instalatia de tip ready-made
Where is She? un punct de promovare comercial in

care prezinta identitatea si creatia artistei Elena Popea,
singura prezenta feminina in colectia permanenta a
Muzeului de Arta Cluj-Napoca, invitand privitorii in a-i
descoperi opera si totodata realizand o actiune artistica
pentru a o consemna in mentalul colectiv.

Corsete vechi si noi de la Zina Gallery Cluj se constituie
astfel drept un proiect curatorial versatil ce incorporeaza
intr-o maniera eclectica estetic (video, fotografie, desen,
sunet, piese textile, obiecte ready-made) mai multe
viziuni despre statutul artistei contemporane, facand
apel la micro-istorii si integrandu-le ca punct de pornire
in constructia conceptelor individuale, ce potenteaza
conceptul general al expozitiei. Corsetul devine o
metafora pentru contextul restrictiv istoric si social pe
care artistele au fost nevoite sa il confrunte in existenta
lor, insd consemneaza de asemenea si capacitatea

de transformare a obstacolului si esecului in proces
evolutiv, chestionandu-le relativitatea si integrandu-le ca
etape inevitabile in complexitatea creatiei.

structures and perception stereotypes of women in

art from a feminist perspective. Embodying Herstories
refers to the corpus of works of some Romanian artists
who are generally seen as marginal: Olga Greceanu,
Cecilia Cutescu-Stork, and Nina Arbore. The audience is
confronted with a dynamic composition, on a series of
screens, made up of intense stares taken from pictural
self-portraits and other compositions belonging to these
artists, substituting the initial object of perception (the
artwork), transferring this role to the audience. Thus, a
contemplative dialogue between the audience and the
video installation takes place in a dark room, setting up a
subtle and intimate environment in which the observer
becomes the observed and vice versa. Embodying
Herstories is a visually spectacular work, doubled

by a raw, powerful, and profound message, directly
suggesting a lucid interpretation of the status of women
in the history of art.

Sink or Swim, by Jolanta Nowaczyk, is an act of
reconstitution and documentation of an unfinished, fifty-
year-old project, belonging to artist Anna Szapkoska-
Kujawska. In the form of an installation made up of
oversized balloons resembling human bodies — it was
supposed to be launched above the Odra river in the
Czech Republic (during a performance), something
that, due to technical difficulties, proved to be
impossible. The encounter between the two artists did
not manage to resuscitate the project, as was initially
established, but it became an intergenerational learning
experience, a reflection upon success and failure in

the creative process and in art. Thus, Sink or Swim is a
visually interpreted translation of all these aspects, and
Jolanta Nowaczyk archives and documents visual and
conceptual fragments of the initial project.

Where is She? (Info point: Elena Popea) is a Spot

the Women! project, an educational initiative which
appeared on social media, with the purpose of
guestioning the position of the women artists in the
history of art and advocating for a more consistent
presence of their works in permanent museum
collections, textbooks, and art books. Gabriela Mateescu's
ready-made installation Where is She? simulates a
commercial promotion point to introduce the identity
and creation of artist Elena Popea, the only woman

in the permanent collection of Cluj-Napoca Museum

of Art, inviting the audience to discover her work and
also creating an artistic action to introduce her into the
collective thought.

Corsets old and new at Zina Gallery in Cluj is a versatile
curatorial project which incorporates, in an aesthetically
eclectic manner (video, photography, drawing, sound,
textiles, ready-mades), multiple perspectives about the
status of contemporary art, using micro-histories and
integrating them as a starting point in the construction
of individual concepts which empower the general
concept of the exhibit. The corset becomes a metaphor
for the restrictive socio-historical context the artists had
to deal with in their lives; it also marks the transformative
ability of obstacles and failures in the process of
evolution, questioning their relativity and integrating
them as inevitable stages in the complexity of creation.

Translated by Daniel Clinci
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EXPOZITIIIN ROMANIA
EXHIBITIONS IN ROMANIA

DUP iN TARA MINUNILOR

DUP IN WONDERLAND

LOREM IPSUM
Artist: Darie Dup
Curator: Horea Avram
Muzeul de Arta Craiova
18.09. — 01.11.2020

Obiectul e rotund, intens pigmentat si lucios. Troneaza,
in toata splendoarea sa, pe un cub de plexiglas, care
absoarbe lumina si o reflecta in diferite culori, asemenea
unei prisme. Iti atrage imediat privirea. Numeroasele
excrescente, cu varfuri in forma de buze rosii si senzuale,
pareau, in 2018, cand au fost scoase in lume, ca trimit in
jur bezele a la Marilyn Monroe. In anul de gratie (?) 2020,
voluptatea lor a intrat intr-un con de umbra, I3sand

loc unei trairi amuzat-anxioase, in prezenta portretului
supradimensionat si fardat cam tipator al inamicului
public numarul unu. Cum se numeste lucrarea asta?
Initial, i-am spus Sdrutul Evei, iar acum se numeste
Mors per Evam..., numele nu conteaza, a raspuns
autorul. In ciuda acestei declaratii, toate lucrérile din
expozitia lui Darie Dup purtau titluri. E adevarat, nu

din cele obisnuite. Incepand cu titlul expozitiei insesi:
Lorem ipsum si continuand cu numele lucrarilor: turris
consummatio, quadrata ex circulo, anatomica fingitur,
circulum sibi inscriptum, studio quadratura, mors per
Evam, chao, silentio plateq, artistul ne pune in garda in
legatura cu intentia sa. Aparent, se asigura malitios ca

a aruncat o perdea de fum peste ea, spera, cum ar veni,
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Text: Laura Tiparu

The object is round, highly pigmented, and shiny. It

sits in all its splendor on a plexiglass cube that absorbs
and reflects the light like a prism. You are immediately
drawn to it. Its many protuberances, shaped as red,
sensual lips, seemed to send kisses like Marilyn Monroe
when they were first exhibited in 2018. In our beloved
year 2020, their voluptuousness has been obscured by

a funny-anxious feeling when standing in front of the
oversized portrait of the current public enemy number
one, loud makeup and all. What is this work called, you
ask? “Initially | titled it Eve’s Kiss (Sdrutul Evei), but now
it's Mors per Evam... However, the name is not relevant,”
the artist says. In spite of this statement, all the works

in Darie Dup’s show did have titles, albeit not regular
ones. From the exhibition’s title, Lorem ipsum, to the
works bearing names such as turris consummatio,
quadrata ex circulo, anatomica fingitur, circulum sibi
inscriptum, studio quadratura, mors per Evam, chao
and silentio plateq, the artist warns us of his intent. With
playful malice, he makes sure that he's securely hiding
behind a smokescreen (“I trust | make myself obscure”).
This is why we shouldn't seek meaning in a Romanian-
Latin dictionary, but in their apparently meaningless
enumeration that reads as a spell, which becomes the
key in reading his intention, as the understanding of the
experiment in itself does not depend on the analysis

of each of its elements. Their ensemble is useful to the
artist after its meaning has been removed. (Just as, in the
layout of magazines or websites, the text “lorem ipsum” is
used to facilitate the design’s evaluation, functioning as a
content simulator in the absence of a readable semantic
hic et nunc.)

Only after the catalogue's release does one realize

that the exhibition showed at the Craiova Art Museum
(Muzeul de Arta Craiova) is just an intermediary study,

a “work in progress” within this larger, complex, and
bizarre artistic experiment, a final concession to the
corporeality of the object and a warning towards the
crisis between objects and their creator. Said crisis is
reflected in various aspects: none of the older works
(sculptures/installations) bear their original title and

the newer works are the result of different techniques

of deconstructing and reconstructing shape through
color and collaging using digital printing, having lost
their third dimension (volume) in the process. The artist's
recent statements shed the most light in this respect, as
he confesses to the difficulties of cohabitating with his
own work, their proximity in his living space leading to

a compulsive need to reshape them. He doesn't refer so
much to the fragmentation and amputation that used
to be a conceptual element he used as a trade mark in



Vedere din expozitie. Credit foto: Darie Dup.
Exhibition view. Photo credit: Darie Dup

ca a reusit sa se faca neinteles (,| trust | make myself
obscure”). De aceea, nu dictionarul latin-roman, ci
insiruirea lipsita de sens a cuvintelor latinesti, cu valente
incantatorii, devine un semnal pretios in descifrarea
intentiei sale. Pentru ca intelegerea experimentului,

ca intreg, nu se bazeaza pe cunoasterea si analizarea
elementelor sale componente. Ansamblul lor devine util
artistului numai dupa ce a fost golit de sens. (La fel cum,
in machetele revistelor sau website-urilor, textul ,lorem
ipsum” faciliteaza evaluarea designului, functionand ca
simulator de continut, in absenta semanticii descifrabile
hic et nunc.)

Abia dupa aparitia catalogului realizezi ca, in economia
acestui experiment artistic, complex si bizar, expozitia
propriu-zis3a, de la Muzeul de Arta Craiova, a reprezentat
doar un stadiu intermediar (work in progress...), 0
ultima concesie acordata corporalitatii obiectului si, in
acelasi timp, un avertisment asupra crizei intervenite

in relatia dintre obiecte si creatorul lor. Despre aceasta
criza vorbesc mai multe aspecte: niciuna dintre lucrarile
mai vechi (sculpturi/instalatii) nu poarta titlul original,
lucrarile noi au pierdut a treia dimensiune (volumul),
fiind rezultatul unor procedee de descompunere si
recompunere a formei prin culoare si colare, cu ajutorul
tehnologiei printului digital. Dar mai ales confesiunile
artistului, din ultima vreme, sunt concludente,
marturisind dificultatile de coabitare cu propriile opere,
vecinatatea lor provocandu-i compulsia de a interveni in
mod repetat asupra formei lor. Nu in sensul amputarilor
si fragmentarilor, care in trecut tineau de concept si
devenisera o marca a expresiei sale, ci a adaugarii unor
amanunte, care risca sa paraziteze simplitatea frumoasa
a ideii, prin redundanta. Si cum aceste excrescente ale
expresiei par sa se nasca din ispitele materiei, Darie
Dup inceteaza (pentru un timp) sa ciopleasca lemnul,
sa lucreze in materia concretd, pentru a modela in
substanta propriei fantezii.

Tn paginile catalogului Lorem ipsum, lucrarile sale isi
pierd definitiv numele si corpurile, devenind amprente
ale unui univers virtual, acolo unde imaginatia pare sa
opereze separarea artistului, atat de lume cat si de sine
insusi. Cautarea de forme noi devine expresia cautarii

in sine dupa un nou fior al descoperirii, dupa un ochi
nou. Noua privire ar fi potentata de antrenamentul
experientei, la fel ca in cazul unui proofreader, pentru

a folosi jargonul industriei tiparului, la care artistul

a apelat pentru a-si numi exercitiul. Lucrarile vechi

si noi din Lorem ipsum sunt aplatizate, suprapuse,
descompuse si supuse jocului fanteziei in paginari
insolite. Efectul imaginilor construite te bantuie, avand
aceeasi persistenta ca ranjetul pisicii de Cheshire, dupa
ce ea insasi a disparut deja.

the past, but the need of adding more detail that risks
overshadowing the simple beauty of the idea, making

it redundant. As these additional forms of expression
seem to stem from the temptations of matter, Darie
Dup has stopped (for the time being) carving into wood
and working with concrete matter in order to shape the
substance of his own fantasy.

Within the Lorem ipsum catalogue, his works become
completely devoid of name and body, becoming
footprints of a virtual universe where imagination seems
to work towards the separation of the artist both from
the world and from himself. The quest for new forms
becomes the expression of self-discovery after a new
introspective push, a set of fresh eyes. This novel gaze
would be amplified by the training of the experience, just
as the proofreader would, in order to use the publishing
jargon employed by the artist in this exercise. New and
old works are flattened, superimposed, decomposed and,
subject to the fantasy's own games through surprising
layouts in Lorem ipsum. The effect of the newly built
images is certainly haunting, persisting long after their
disappearance, just like the infamous Cheshire cat’s
smile.

Translated by andra nikolayi
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RESZEGH BOTOND

JURNAL COTIDIAN INTR-UN SPATIU IMPUS
DAILY DIARY IN AN IMPOSED SPACE

DESENE DINTR-O AXA INDEPARTATA
Artist: Részegh Botond

Curatoare: Ana Negoita

Muzeul Colectiilor de Arta, Bucuresti

11.03. - 18.04.2021

Reszegh Botond expune la Muzeul Colectiilor din
Bucuresti desene si picturi din ciclul Weekdays
Wrapped Up, prezentate si la galeria Yi, New York in
2020, alaturi de lucrari din seriile Loss of Soul (2016) si
Mirage and Damnation (2017).

Gestul artistului surprinde in Weekdays Wrapped Up
—intr-o caligrafie de o precizie chirurgicala, ce implica

o nota de dramatism dar si sensibilitati sesizabile in
ductul nuantat al liniei — stari existentiale traite intr-un
spatiu atemporal si limitat in perioada pandemica.
Reszegh Botond povesteste — esentializand in
reprezentari vizuale realizate Intr-o singura expiratie
profunda cu rezonanta unui sunet ce contine autenticul
vietuirii — intamplari de cuplu, familie, meditand asupra
propriului eu si a conceptului de libertate. Personaje-
golem interactioneaza si actioneaza ca o structura
unica, mobila, subtila si plind de forta. Empatizam cu
imaginea si descifram — un contact direct, erotic, o
atingere inefabilg, tensiuni, melancolie, agresivitati si
armonie —intr-un jurnal intim cotidian, care e in acelasi
timp refugiu si privare de libertate.

In contrast cu desenele sale ce ne apar ca niste haiku-
uri, picturile, incarcate psihologic, izbucnesc nestavilit in
cromatici puternic contrastante mediate si articulate de
o gestualitate expresiva sustinuta conceptual.
Intamplérile traite in spatiul impus devin in viziunea
artistului o arhiva apropriata, reinterpretata si translata
in imagini / semne vizuale totemice cu valoare
mnemonica.

Artistul isi afirma, cu onestitate profesionala si credinta
autentica in puterea imaginii de a transmite adevarul
creatiei, demersul artistic — o meditatie / un comentariu
vizual complex, frust si nuantat, despre sine si ceilalti
intr-un moment de trauma al intregii umanitati.
Reszegh Botond este un artist cu o opera consistenta
si originala care cu generozitate si competenta
promoveaza artele vizuale In context national si
international, ca director artistic si curator al Galeriei Uj
Kriterion din Miercurea Ciuc.
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Text: Marilena Preda Sanc

At the Museum of Art Collections (Muzeul Colectiilor),
Bucharest, Reszegh Botond shows drawings and
paintings from his Weekdays Wrapped Up series, also
exhibited at Vi Gallery, New York, in 2020, alongside
works from the series Loss of Soul (2016) and Mirage and
Damnation (2017).

In Weekdays Wrapped Up, through a surgically-
precise calligraphy with a dramatic touch as well as
sizeable sensitivities in the nuanced line work, the
artist's handiwork embodies existential predicaments
experienced in the atemporal and limited space of the
pandemic period.

Reszegh Botond narrates scenes from couple and family
life, distilled into visual representations created in a single
breath with the profound resonance of a sound that
contains the authenticity of living while meditating on
his own self, as well as the concept of freedom.
Golem-like characters act and interact like a single
structure, mobile, subtle, and filled with force. We
empathize with the image and decipher its elements
—adirect, erotic contact, an ineffable touch, tensions,
melancholy, aggressions, and harmony —in an intimate,
daily diary, which is at once refuge and lack of freedom.
In contrast with his drawings that read like haikus, his
psychologically-charged paintings are bursting freely
in strong, complementary chromatics mediated and
articulated through an expressive gestuality with a
conceptual backbone.

The events lived in the imposed space become, in the
artist's vision, an appropriated archive, reinterpreted
and translated into images / visual totemic signs of
mnemonic quality.

The artist restates his artistic credo, a meditation, a
complex visual commentary, blunt and nuanced, on
himself and others in a moment of trauma shared by the
entire humanity with professional honesty and the firm
belief in the power of the image to convey the truth of
creation.

Reszegh Botond is an artist with a consistent, original
body of work who generously and competently
promotes visual art both locally and internationally as
artistic director and curator of Uj Kriterion Gallery in
Miercurea Ciuc.

Translated by andra nikolayi



A Reszegh Botond, Seria Weekdays Wrapped Up,
200 x 140 c¢m, acrilic pe panza, 2020-2021.
Reszegh Botond, Weekdays Wrapped Up Series,
200 x 140 cm, acrylic on canvas, 2020-2021.

» Reszegh Botond, Seria Weekdays Wrapped Up,
desen in tus pe hartie, 50 x 35 cm, 2020.

Reszegh Botond, Weekdays Wrapped Up Series,
ink drawing on paper, 50 x 35 cm, 2020
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Dorel Gaina, Celebreting the hole!, instalatie, 16 x 73 x 30 cm, 2020.
Dorel Gaina, Celebreting the hole!, installation, 16 x 73 x 30 ¢cm, 2020.

O INCURSIUNE IN VIITORUL
TRECUTULUI COMUNIST

A FORAY INTO THE FUTURE OF THE
COMMUNIST PAST

Text: Teodora Talhos

DUPA 30 DE ANI - PRIVESTE INAPOI SPRE VIITOR. EXPOZITIE COLECTIVA AFILIALEIUAP ORADEA
Artisti: Gabriela Bohnstedt Gavrilas, Flaviu Cacoveanu, Liana Corb, Vioara Bara, Dorin Damaschin, Dan Daniel,
Judit Egyed, Dorothea Fleiss, Rodica Indig, Tudor Frincu, Dorel Gaina, Remus llisie, Imre Juhasz, AdiJudea,
Eugenia Mangra, Terez Matza, Dan Mircea, Mihaly Muranyi, Ovi Pascu, loan Augustin Pop, Teodora Bicescu,
Horea Salagean, Elsa Stanyer, Ovidiu Salagean, Teofil Stiop, Mihaela Tatulescu, Radu Tirnovean, Laszlo Ujvarossy,
Teodora Vlaicu, Alicja Wysocka

Curatoare: Teodora Talhos

Galeria Reperaj-Cetate, Oradea

25.07.—15.08.2020
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Au trecut mai bine de 30 de ani de la Revolutia din
decembrie 1989, un eveniment care a marcat o
schimbare radical in societatea romaneasca. insa
despre ce fel de schimbare este vorba mai exact si care
sunt implicatiile ei? Dupa trei decenii, Romania se afla
incd in tranzitie, un limb in care resturile comunismului
se intrepatrund cu elementele globalizarii si ale
capitalismului, crednd un hibrid bizar, de cele mai multe
ori contradictoriu.

Desi comunismul este un trecut al carui spectru inca ne
influenteaza in mod inconstient multe dintre actiuni si
ganduri, el ramane ceva asupra caruia reflectam prea
rar. Sa |dsam trecutul asa cum e, fara sa il analizam si
sa ne confruntam direct cu el, pare sa fie un consens
nescris. Cum se lasa insa explicata aceasta aparenta
amnezie, acest refuz de a privi inapoi cu atentie, prim
pas pentru conturarea unui viitor fezabil? Edit Andras
sugereazd, in eseul ei ,An Agent is Still at Work. The
Trauma of Collective Memory of the Socialist Past” c3,
in cazul traumei colective cauzate de comunism, dar

si de schimbarile bruste ce au urmat dupa Revolutie,
mecanismul de adaptare a ajuns intr-un punct mort
inca din fazele incipiente, cand s-au instaurat refuzul

si negarea. Ca urmare, evolutia catre ultima faza in
depasirea traumei, sianume cea de vindecare, nu a
putut avea inca loc.

Vioara Bara, Dupd 30 de ani. Un abis intre bestie si supraom, ulei pe panza,
250 x 200 cm, 2020.

Vioara Bara, After 30 years. An abyss between the beast and the superhuman,
oil on canvas, 250 x 200 cm, 2020.

Expozitia Dupd 30 de ani: privind inapoi spre viitor
exploreaza potentialul interventiei artistice de a activa
ca un catalizator in depasirea traumei. Prin gesturi

de autoreflectie, sau prin analiza a societatii in care
traim, contributiile artistice sunt menite sa incurajeze o
examinare critica a trecutului comun. Vazut prin ochii a
doua generatii diferite — cea care a experimentat in mod
direct comunismul si cea nascuta dupa '89, acest trecut
este reconsiderat pentru o intelegere mai profunda a
prezentului, dar si pentru un drum coerent si echitabil
catre viitor. Asadar, incotro?

Contributiile artistice prezentate in Dupd 30 de ani:
privind Tnapoi spre viitor trateaza diferite teme specifice
comunismului si perioadei postcomuniste.

Lucrarea Vioarei Bara, intitulata Dupd 30 de ani—un
abis intre bestie si supraom descrie printr-un limbaj

It has been more than 30 years now since the Romanian
Revolution in December 1989, an event that marked a
radical change in Romanian society. Yet what exactly

did this change mean and what were its implications?
After three decades, Romania still finds itself in a state of
transition, a limbo where reminiscences of Commmunist
times are interwoven with elements of globalization and
capitalism, creating a peculiar and contradictory hybrid
state of things and of mind.

Long after its fall, the specter of Communism still
occupies a space in the collective unconscious and
influences many of our thoughts and actions, without
being reflected upon. Leaving the past as it is, without
analyzing or confronting it, seems to be an unwritten
consensus. How can this ostensible amnesia be
explained? Why this refusal to look back carefully in
order to take a first step towards a feasible future? As
Edit Andrds states in her essay “An Agent is Still at Work.
The Trauma of Collective Memory of the Socialist Past,” in
the case of the collective trauma caused by Communism
and of the unexpected changes following the Revolution,
the coping mechanisms have come to an early dead
end, leaving room only for denial and rejection. In
consequence, the evolution towards the last phase in
overcoming the trauma - that of the healing — could
never take place.

30 Years After: Looking Back into the Future explores
the potential of art interventions to act as catalysts in the
overcoming of trauma. Through self-reflective gestures
or a sharp analysis of the society we live in, the artistic
contributions invite to a critical examination of the
common past. Seen through the eyes of two different

Flaviu Cacoveanu in colaborare cu Laura Purcelean, Clasa din 1989, pulover
crosetat de méana, lana, marime medie, 2015.

Flaviu Cacoveanu in collaboration with Laura Purcelean, Class of 1989, hand
crocheted sweater, wool, medium size, 2015.

~
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Mihaela Tatulescu, Stereotipii, instalatie, 2020.
Mihaela Tatulescu, Stereotypes, installation, 2020.

plastic frenetic o lume haotica, dezorientata, in care
generatia tanara pare sa fie strivita sub cizma grea

a trecutului, dar si a prezentului. Un univers la fel de
halucinant, care se invarte fara oprire, fiind navigat de
oameni cu mine pasive si nepasatoare, este reprezentat
in pictura lui Teofil Stiop, Entropic Delight. Instalatia
Terezei Matza, intitulata Pdinea cea de toate zilele,

reda un comentariu critic adus la adresa impasibilitatii
societatii, amortita prin diverse mijloace, dar si la adresa
consumului Tn masa. Compozitiile semiabstracte ale

lui Dorin Damaschin creeaza spatii crepusculare, unde
obiecte neidentificate plutesc fara puncte de sustinere,
crednd un colaj familiar si totodata indepartat. Lucrarea
lui loan Augustin Pop, Crepuscular |, evoca in tonuri reci
suprapunerea sferei private cu cea publica. Ceea ce ar
trebui sa fie un spatiu sigur si confortabil se transforma
in ceva lipsit de intimitate, expus privirii. Cuvintele

»Cool Cult” duc cu gandul la invadarea sferei private,

la indoctrinarea care avea si are loc prin programele
televizate sau prin social media. Rolul pe care imaginea
televizata |-a jucat in Revolutia de la 1989 este reflectat
de catre Elsa Stanyer in instalatia multimedia intitulata
Almost not there anymore. Stanyer acceseaza trecutul
comunist intr-un mod indirect si autoreferential, printr-
un dialog purtat cu mama ei despre moartea bunicului,
fost membru al Partidului Comunist Britanic, in
decembrie 1989. Astfel, o tragedie personala si deziluzia
care i-a urmat sunt puse intr-un context transnational.
Tntreruperea bruscd a unui parcurs ce parea stabil este
adresata in lucrarile pictorului Ovidiu Salagean si ale
sculptorului Ovidiu Pascu. Fetele asemanatoare unor
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generations — the first artistic perspective coming from
a generation that directly experienced Communist

rule, and the second being of a generation of artists
born after 1989 — the past will be reconsidered for a
better understanding of the present, but also for a more
coherent and unencumbered way into the future. So,
where to?

The artistic contributions presented in 30 Years After:
Looking Back into the Future address different topics
regarding Communism and the Post-Communist period.
Vioara Bara's painting, titled 30 Years After —an abyss
between beast and Ubermensch depicts, through a
frantic pictorial language, a chaotic and disoriented
world, in which the young generation seems to be
crushed under the heavy boot of the past, but also of
the present. Another hallucinating universe, spinning
without stop and navigated by people with passive
expressions, is described in Teofil Stiop's artwork Entropic
Delight. Terez Matza's installation Our Daily Bread
sharply criticizes society's impassiveness, numbed
through diverse means as well as mass consumerism.
Dorin Damaschin’s semi-abstract compositions create
crepuscular spaces, where unidentified objects float
without aim, creating a collage that is both familiar and
distant. loan Augustin Pop's dusky painting, Crepuscular
I, evokes in cold tones the overlapping of the personal
sphere with the public one. What should have been a
safe, comfortable space is transformed into something
exposed, lacking any form of intimacy. The words “Cool
Cult” allude to an invasion of the private sphere and

to the indoctrination that took and still takes place
through TV programs or social media. The role played
by the televised image is analyzed by Elsa Stanyer in

her multimedia installation titled Alimost not there
anymore. The Communist past is explored by the artist
in an indirect, self-referential manner through a dialogue
with her mom, who tells the story of her father's death,
a former member of the British Commmunist Party, in
December 1989. A personal tragedy and the disillusion
accompanying it is thus framed in a transnational
context. The abrupt interruption of a seemingly stable
trajectory is tackled in the paintings of Ovidiu Salagean
and the sculptures of Ovidiu Pascu. Petrified mask-like
faces gaze at us accusingly in Liana Corb's Proletarian
Family. The viewer is confronted with the image of a
family from a rural background, hinting at the origins of
Communism but also at its first victims. Rodica Indig’s
Empty or the content that leads nowhere suggests the
void produced by an oppressing political regime in the
collective consciousness. Dorothea Fleiss' book Vulgata
nostra reminds us of the role played by propaganda
during the Communist period, but also of a seeming
binary vision of history, which nonetheless leaves room
for ambivalences.

A central topic in the exhibition is the transition, the
transformation from one state to another. Mihaela
Tatulescu traces in her Stereotype 1 & 2 purportedly
straight paths, which, at closer examination, prove

to be loaded with different elements meant to slow
down the pace. The experimental sound composed by
Mihaly Muralnyi begins with techno tunes reminiscent
of the genre’'s initial phase in the '90s, finishing

however with a disturbing cacophony that irritates

and confuses the listener. Judit Egyed’'s amorphous
gypsum sculpture Reconstruction of form plays with the
viewer's perception of reality by creating an intriguing
contrast between shape and essence. Daniel Dan's and



masti pietrificate ne privesc acuzator din pictura Lianei
Corb, Familie de proletari. Privitorul este confruntat

cu imaginea unei familii rurale, ducand cu gandul la
originile comunismului, dar si la primele victime ale
sale. Instalatia Rodicai Indig, Gol sau continutul care nu
duce nicdieri, sugereaza vidul produs de comunism in
constiinta colectiva. Cartea-obiect a Dorotheei Fleiss,
Vulgata nostra, aminteste de rolul propagandei in
perioada comunista, dar si de viziunea aparent binara
asupra istoriei, In care totusi se strecoara subintelesuri
si ambivalente. Laszl6 Ujvarossy evoca in instalatia si
picturile sale absurditatile hibride ale comunismului.

O tema prevalenta in expozitie este tranzitia, trecerea
de la o stare la alta. Mihaela Tatulescu creeaza prin
instalatiile Stereotipii 1 & 2 carari aparent drepte, dar
care, la o privire mai atenta, se dovedesc a fi incarcate
de diferite elemente menite sa incetineasca itinerariul.
Sound-ul experimental compus de Mihaly Muralnyi
incepe cu acorduri techno, amintind de perioada de
inceput al acestui gen muzical in anii '90, finalizdnd cu o
cacofonie sonora perturbanta, din care nu se mai poate
distinge nimic. Sculptura amorfa de ghips a lui Judit
Egyed, Reconstituirea formei, se joaca cu perceptia
privitorului, crednd un contrast intrigant intre aparenta
si esenta. Instalatiile sculptorilor Daniel Dan si luhasz
Imre trateaza continuitatea anumitor reminiscente

din perioada comunista, care par a fi impregnate

in modelul comportamental la nivelul societatii. ©
referinta la problemele sociale musamalizate in timpul
comunismului, care au lasat urme adanci pana in ziua
de astazi, o reprezinta lucrarea lui Horia Salagean.
Legaturile rizomatice dintre trecut si prezent sunt
expuse in instalatiile lui Radu Tarnovean si Adi Judea.
Confuzia legata de propria identitate, provocata de
schimbarea brusca a contextului socio-cultural, dar

si incercarea de a oprima aceasta nesiguranta, sunt
asocieri puse in discutie de pictura-colaj a lui Dan
Mircea, Alter Ego. Tudor Frincu portretizeaza un tipat
mut, plin de uimire si totodata frustrare, o expresie

a schimbarilor radicale de dupa Revolutie. Figura

Ujvarossy Laszlo, Numdrdtoarea inversd, instalatie, 159 x 235 x 76 cm, 2020.
Ujvarossy Laszlo, Countdown, installation, 159 x 235 x 76 cm, 2020

Teodora Vlaicu, Intotdeauna Coca-Cola, print pe panza, 130 x 180 cm, 2020.
Teodora Vlaicu, Always Coca-Cola, print on canvas, 130 x 180 c¢m, 2020.

luhasz Imre's installations tackle the continuity into the
present of specific remains of the Communist period
which seem to be impregnated in society's behavioral
patterns. A reference to the social problems hushed
during Commmunism is made by Horia Salagean in his
portrait, and rhizomatic entanglements between past
and present are exposed in Radu Tarnovean's and Adi
Judea’s installations. Dan Mircea's collage painting Alter
Ego addresses the confusion revolving around one's own
identity, provoked by the rapid change of the social-
cultural context. The artwork also calls into question

the repression of this topic and the insecurities that
surround it. Tudor Frincu portrays a mute scream of
astonishment and frustration, an expression of the far-
reaching changes that followed after the Revolution. The
human figure depicted by Remus llisie in Unidentified
seems to be falling free and lying on the floor at the
same time, underlying the ambivalences characteristic
of the state of transition. In an abstract manner, Eugenia
Mangra's painting Another morning suggests the
entanglements of the Post-Communist experience,
which seem to find no order and no end, creating a
dissonance with the purported everyday monotony.
Gabriela Diana Bohnstedt Gavrilas draws the viewer's
attention onto the mass migration of Romanian citizens
in the West, searching for a better life there. With the
help of an approach full of caustic humor, Dorel Gaina
analyzes in his works the consequences of an oppressive
system. Teodora Vlaicu reflects with the same irony on
hyper-consumerist society and predatory capitalism,
seen by many as the only feasible option for the future. A
possibility to heal the trauma of the Communist period is
presented in Alicja Wysocka's video, in which the artist's
mom executes a dancing ritual. Flaviu Cacoveanu finds
a way to communicate with the generation that directly
experienced Communism in his installation Class of 1989,
a collaborative project executed with his grandmother
Laura Purcelean’s help.

Looking back becomes a way of looking ahead. The
exhibition aims at offering a nonlinear narrative of the
recent past, interwoven with subjective examinations
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Remus Ilisie, Neidentificat, acrilic pe panza, 210 x 100 cm, 2019.
Remus Ilisie, Unidentified, acrylic on canvas, 210 x 100 cm, 2019.

umana descrisa de Remus llisie in Neidentificat pare

a fi culcata la pamant si totodata in cadere, subliniind
ambivalentele caracteristice starii de tranzitie. intr-o
maniera abstractd, pictura Eugeniei Mangra, O altd
dimineatd, tematizeaza zigzagurile experientei post-
comuniste, care nu gasesc niciun sfarsit si nicio ordine,
crednd o disonanta cu monotonia aparenta a vietii de zi
cu zi. Gabriela Diana Bohnstedt Gavrilas aduce in atentia
privitorului problema migratiei cetatenilor romaniin
cautarea unui trai mai bun. Printr-o abordare din care
umorul caustic nu lipseste, Dorel Gaina analizeaza in
lucrarile sale consecintele regimului comunist si ale
Revolutiei. Cu aceeasi ironie trateaza si Teodora Vlaicu
societatea de consum si capitalismul pradator, vazute
de multi ca unica alternativa fezabila pentru viitor. O
posibilitate de a depasi trauma cauzata de comunism
este prezentata in video-ul Alicjei Wysocka, in care
mama artistei executa un ritual de vindecare prin dans.
Flaviu Cacoveanu gaseste o modalitate de comunicare
cu generatia care a experimentat in mod direct
comunismul prin instalatia Class of 1989, un proiect
colaborativ executat cu ajutorul bunicii sale, Laura
Purcelean.

Privirea inapoi devine, asadar, o privire inainte. Expozitia
urmareste sa ofere o imagine non-lineara a trecutului
recent, impletita cu examinari subiective ale prezentului
complex, care nu permite o interpretare singulara

si normativa. Legatura dintre trecut, prezent si viitor
este dezvaluita treptat privitorului, pentru a aminti de
faptul ca tot ce a fost ne influenteaza in mod direct, iar
o intelegere a acestui fenomen este necesara pentru a
face pasiinainte.
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of the complex present, that doesn't allow a singular,
normative interpretation. The connection between past,
present, and future gradually reveals itself to the viewer,
suggesting that everything that was still influences us
directly. A better understanding of this phenomenon is
needed so that one can move further.

Translated by Teodora Talhos



»ULTRAPEISAJELE” LUl IOAN A. MURESAN
IOAN AL MURESAN'S “ULTRALANDSCAPES”

ULTRASILVANIA. PICTURA CA PHARMAKON
Artist: loan Aurel Muresan

Curatoare: Sorina Jecza

Muzeul de Arta Craiova

26.03.2021—09.05.2021

loan Aurel Muresan este de multd vreme un nume

de referinta al directiei neo-expresioniste din cadrul
optzecismului vizual din Romania. Incepand cu primele
cicluri de Mdsti si Pdmanturi din anii 1980, trecand prin
celebra serie Minunatele ore ale ducelui d’lvry de la
finele anilor 1990 si pana la ciclul Erotikonia din 2019,
evolutia sa traseaza o jerba stralucitoare pe cerul picturii
romanesti a ultimelor decenii.

Gestualista si incarcata de materialitate, legata de

un figurativ ireductibil si deopotriva fantasta, arta sa
combinad cu ingeniozitate o impulsivitate coloristica
uneori dezlantuita, alteori retinuta, cu un intelect subtil,
hranit cu surse filosofice, psihanalitice, literare pe cat de
modern-postmoderne pe atat de diverse. Pictura este
pentru loan Aurel Muresan, cum singur o recunoaste, un
Joc de metamorfoze in serviciul limbajului”, in interiorul
caruia se petrec oscilatii recurente intre straturile
constiente si subconstiente ale eului sau creativ in
continua transformare, atras fie de o sobra expresivitate
figurativa, fie de o impenitenta exuberanta imaginara.
Polul retinut, ,astringent”, al picturii lui Muresan a fost
ilustrat la inceput de Padmanturi (1984) intr-o expozitie
de la Atelier 35 din Bucuresti care a facut data. Se
manifesta in acele suprafete sumbre, zgrunturoase, o
atractie catre un compact materism, o stranie inclestare
intre figurativ si abstract, din care rezulta o puternica
impresie de picturalitate calcinatg, strabatuta de un
suflu tragic al trairii realitatii, cum aveam sa descopar
mai tarziu la Anselm Kiefer.

loan Aurel Muresan, ULTRASILVANIA 30, ulei pe panza, 80 x 120 cm, 2013.
loan Aurel Muresan, ULTRASILVANIA 30, oil on canvas, 80 x 120 cm, 2013

Text: Magda Carneci

loan Aurel Muresan, ULTRASILVANIA 2, ulei pe panza, 140 x 190 cm, 2013.
loan Aurel Muresan, ULTRASILVANIA 2, oil on canvas, 140 x 190 cm, 2013

loan Aurel Muresan has long been an emblematic
figure of Romanian eighties neo-expressionism. Starting
with his first series of Masks and Lands (Pamanturi)
from the early 1980s, continuing with the famous

series Minunatele ore ale ducelui d'Ivry (The Wonderful
Hours of the Duke d'Ivry) from the late 1990s, and up

to the series Erotikonia from 2019, his evolution is like

a shooting star across the sky of Romanian painting of
recent decades.

Gestualist and charged with materiality, fanciful and
tied to an irreducible figurativeness, Muresan’s art
ingeniously combines a colorful impulsivity, sometimes
unbridled and other times subdued, with a fine intellect
nourished with philosophical, psychoanalytic, and literary
sources that are as modern-postmodern as they are
diverse. Painting for loan Aurel Muresan is, as he himself
admits, “a game of metamorphoses in the service of
language,” involving recurrent oscillations between the
conscious and unconscious layers of his creative |, which
is in continuous transformation, drawn either by a sober
figurative expressivity or by an impertinent imaginative
exuberance.

The “astringent,” severe pole of Muresan's painting

was initially illustrated by Padmdnturi (Lands, 1984), in

a landmark exhibition at Atelier 35 in Bucharest. What
transpired from those somber, grainy surfaces was a pull
towards a compact matterism, a strange clash between
figurative and abstract from which resulted a powerful
impression of calcined imagery, imbued with the tragic
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Vedere din expozitie. Credit foto: Florin Stefan.
Exhibition view. Photo credit: Florin Stefan.

Forta concentrata a acelor ,pamanturi” reapare in

seria Ultrasilvania din 2013-2014 expusa acum. Creata
dupa sapte ani de pauza artistica si redescoperitd de
curand, seria aceasta materializeaza, cum recunoaste
chiar artistul, punerea de acord a ,genului istoric al
peisajului cu pictura contemporana”. Reludnd cumva
tema ,pamanturilor”, Muresan face o sinteza a diverselor
modalitati ale peisajului din pictura romaneasca si
europeanad a ultimelor doua secole, pe care le epureaza
drastic si le condenseaza prin filtrul optic oferit de
abstractia modernista. Aceeasi tensiune mentionata
mai sus intre figurativ si geometric, intre orizontale,
diagonale si verticale, concretizate in tonurile cromatice
calde sau reci puse in tuse groase, incarcate, care
domina toate registrele compozitiilor, de la sol pana

la cer, confera lucrarilor o vibratie speciald, de materie
esentializata.

Unele panze, Iasand sa se vada cate un colt cu elemente
geometrice de sine statatoare, devoaleaza misterul
continut al acestor picturi in care figurativul, crusta
pamantoasd, pare sa acopere structura de fond, urzeala
abstracta a compozitiilor. Devine atunci mai clara
afirmatia artistului referitoare la titlul acestei serii —
JParticula ultra presupune o supraincarcare semiologica
- ceva «dincolo», «<mai departe» intr-o forma densa si
epuratd”. De la Trans-silvania, trecere prin, de-a lungul
zonei paduroase, ajungem la Ultra-silvania, patrundere
intr-un registru de dincolo, superior al imaginii, care-si
adjudecs, prin densitate picturala, si sfera imaginatiei,
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sense of reality's experience, as | would later see in the
work of Anselm Kiefer.

The concentrated force of those lands is present

again in the series Ultransilvania, 2013-2014, currently
exhibited. Created after a seven-year break and recently
rediscovered, this series materializes, as the artist states,
a reconciliation of “the historical genre of the landscape
with contemporary painting.” Taking up again the
theme of “lands,” Muresan creates a synthesis between
the various modalities of Romanian and European
landscape painting of the last two centuries, which he
drastically purges and condenses through the optic filter
of modernist abstraction. This same tension between
the figurative and the geometrical, between horizontals,
diagonals, and verticals, materialized in warm or cold
color tones in broad, dense brushstrokes that dominate
all registers of the composition from earth to sky, offers
the works a special vibration, like essentialized matter.
By leaving visible a corner of self-sufficient geometrical
elements, some canvases reveal the mystery contained
by these paintings, in which the figurative, the earthly
crust, seems to cover the base structure, the abstract
weave of the compositions. Therefore, the artist's
statement about this series becomes clearer - “the prefix
ultra presupposes a semiotic overcharge - something
‘beyond, ‘farther away' in a dense and purged form."
From Trans-silvania, passing through, across the forest,
we arrive at Ultra-silvania, an entry into an image register
located beyond, above, which appropriates, through the



pastrata in apropierea perceptiei imediate dar cu acces
la principiile constructiei compozitionale.

Cum spuneam si altadata, anihilarea totala a imaginii
coerente a realului nu se produce la loan Aurel Muresan,
nu e posibil&. In ciuda interesului discret pentru
abstractie ca un mijloc de a descoperi neasteptate
sensuri si asociatii, arta lui Muresan pastreaza
intotdeauna o baza imagistica. Imaginea figurativa, ce
insista asupra experientei in actiune a gestului pictural,
ramane un principiu activ al acestor lucrari, confirmand
inca o data echilibratul sens autohton al vizualului, din
care pictorul se impartdseste deplin constient.

Pictura ramane pentru loan Aurel Muresan intre cei

doi poli care-i marcheaza creativitatea, polul materist

si polul neo-expresionist, un discurs ,exoreic” — orientat
inafara, cum singur declara intr-un text teoretic. Ofranda
autoreferentiald, indreptata spre lume, surprinzand
logica ascunsa a relatiei noastre pasionate cu realitatea,
important este ca pictura sa fie convingatoare, crede
cu indreptéatire artistul. In exaltarea ei retinut imploziva,
ca o Incarcatura nucleara ce-si trimite iradierile din
interior inafara, pictura lui loan Aurel Muresan din ciclul
Ultrasilvania ramane impresionanta, puternica, ramane
convingatoare.

loan Aurel Muresan, ULTRASILVANIA 10, ulei pe panzd, 100 x 100 cm, 2013.
loan Aurel Muresan, ULTRASILVANIA 10, oil on canvas, 100 x 100 cm, 2013.

loan Aurel Muresan, ULTRASILVANIA 29, ulei pe panzd, 100 x 100 cm, 2013.
loan Aurel Muresan, ULTRASILVANIA 29, oil on canvas, 100 x 100 c¢m, 2013.

painted density, the sphere of imagination, kept in close
proximity to immediate perception, but also has access
to the principles of composition.

As | said at a different time, the complete annihilation

of the concrete image of the real does not take place in
loan Aurel Muresan's work; it is not possible. Despite his
discreet interest in abstraction as a means of discovering
unexpected meanings and associations, Muresan's art
always maintains a figurative basis. The figurative image,
which insists on the experience in action found in the
pictorial gesture, remains an active principle of these
works, confirming yet again the balanced Romanian
sense of the visual, from which Muresan consciously
borrows.

For loan Aurel Muresan, painting remains between

the two poles that mark his creativity, the matterist

one and the neo-expressionist one, an “exoreic”
discourse, oriented towards the outside, as he declares
in a theoretical text. The artist rightfully believes that,

as a self-referential offering to the world, capturing

the hidden logic of our passionate relation to reality,

itis important that his painting be convincing. In its
subdued, implosive exaltation, like a nuclear blast that
sends its radiation from inside out, loan Aurel Muresan’s
paintings in the series Ultransilvania remain impressive,
powerful, and convincing.

Translated by Rares Grozea
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Aline Baiana, Crucea Sudului, 2020. 5 pietre (formare de benzi de fier, conglomerat aurifer, piatra ornamentala, Itabirite, conglomerat cupriferos), fire metalice, piese
de calculator, minereu de fier, rasina epoxidica si deseuri miniere rezultate din infractiuni de mediu Brumadinho, BR. Vedere din expozitie.

Amabilitatea artistului. Credit foto: Mathias Volzke.

Aline Baiana, The Cross of the South, 2020. 5 stones (banded iron formation, auriferous conglomerate, ornamental stone, Itabirite, cupriferous conglomerate), metal wires,
computer pieces, iron ore, epoxy resin, and mining waste resulting from environmental crimes in Brumadinho, BR. Installation view.

Courtesy of the artist. Photo credit: Mathias Volzke.
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UN SPATIU AL TRAUMEI SI PLANGERII.
A SPACE OF TRAUMA AND GRIEF

Text: Gabriela Mateescu

Bienala de la Berlin de anul trecut se anunta pe masura
reputatiei de oras divers si queer a Berlinului. Spre
deosebire de Bienala de |la Venetia — Disneyland-ul artei
contemporane, unde ni se ofera instalatii colorate si
artisti de top reprezentati de cele mai mari galerii din
lume, In contextul unor expozitii impecabil proiectate -
Bienala de la Berlin pare sa abordeze multiculturalitatea,
constienta fiind de trecutul sau dificil. Echipa curatoriala
a deschis usile celor neprivilegiati, invitand peste 70 de
artisti si artiste din ,Sudul global” pentru a expune, in
muzee colonialiste, peste 260 de lucrari in care acestia
isi abordeaza trecutul cultural si traumele, urmarind

sa creeze un spatiu pentru comunitatile ce au suferit

de pe urma civilizatiei occidentale, interogand status
quo-ul, deseori cu rezultate discutabile. ,The crack
begins within face referire la solidaritatea nascuta

din vulnerabilitatea vindecatorilor si tamaduitorilor,
luptatorilor, la rupturile si puterea lor.”' Editia de

anul trecut a promis sa dea chiar mai mult glas
marginalizatilor decat pana acum. A reusit oare? S-au
facut vocile lor auzite, sau n-au fost aceste promisiuni
decolonizatoare decat de fatadd, cu un scop egoist?

Tn toate cele patru locatii, vizitatorul e mai degraba
martor la o trauma vie, in desfasurare, decat la un proces
de vindecare. Persecutiile trecute si prezente, care
necesita mai degraba rasfoirea unui manual de istorie
pentru a fiintelese decat cele 30 de secunde pe care le
petrece un vizitator in medie in fata unei lucrari, sunt
prezentate prin intermediul catorva sute de lucrari care
sunt deseori slabe ca obiecte artistice, si traiesc exclusiv
prin textele explicative. Trauma transpare prin povestire,
insa prapastia dintre ferocitatea povestii si produsul
final dezamageste in multe cazuri, conexiunea fiind
deseori fragild, daca nu chiar inexistenta. De asemenea,
expozitia pare mai degraba un colaj de lucrari
neinrudite estetic produse de un grup de persoane
aparent aleatorii, necunoscute si netalentate, bazandu-
se exclusiv pe textul parietal pentru impact. Exista

o senzatie puternica ca povestile unor evenimente
traumatice la intdmplare din toata lumea au fost
adunate in capitala uneia din cele mai puternice tari din
lume pentru a-i fixa" istoria privilegiilor.

Spatiul ExRotaprint, dedicat artei comunitare si
interactiunii cu publicul prin ateliere si intalniri, pare
pentru vizitatorul obisnuit probabil ca un spatiu gol,
amintiri ale experientelor traite de alte persoane. ,Acesta
este un loc unde se produc expozitii experimentale,
unde oamenii se intalnesc unii cu altii, stau de vorbg,
beau ceai, isi citesc unul altuia, creeaza si pun in scena
spectacole cu marionete, deseneaza si scriu, asculta si
danseaza." Aici se gasesc fragmente de actiuni trecute,
urme sau inregistrari ale unor intalniri care nu spun
nimic publicului vizitator. Pare a fi doar o incercare
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THE CRACK BEGINS WITHIN

A 11A BIENALA DE LA BERLIN

Curatori: Maria Berrios, Renata Cervetto, Lisette
Lagnado, Agustin Pérez Rubio

5.9.~1.11.2020

Last year's Berlin Biennale promised nothing short of

its diverse, queer host city's reputation. In contrast to
the Venice Biennale - the Disneyland of contemporary
art, where we are met with colorful installations and

top artists represented by the biggest galleries from all
around the world in impeccable exhibition design - the
Berlin Biennale seemed to approach its multiculturality
with an awareness of its difficult past. Here, the curatorial
team opened the floor to the underprivileged, inviting
over 70 artists, mostly from the “Global South”, to display
more than 260 works addressing their cultural past and
traumas in colonialist museums, aiming at creating
space for communities who suffered at the hand of the
Western civilization and challenging the status quo,
often with questionable results. “The crack begins within
is a nod to the solidarity in vulnerability of the healers
and carers, the fighters, their fractures, and their power.”
Last year's edition announced that the marginalized will
have a voice more than ever before. But did it deliver?
Were their voices centered and heard or were these
claims of decolonization merely performative with a
more self-serving purpose?

All throughout the four venues the visitor experience
was that of a withess to vivid, ongoing trauma however
not so much to healing. Persecution of both past and
present, that rather require a history textbook flick to

be understood than the 30 seconds the average viewer
expends on an art piece, is brought forth through
hundreds of works that often fall flat as artistic objects

in themselves, but exclusively through explanatory

texts. The trauma does transpire through storytelling,
yvet the gap between the ferocity of the story and the
final output is in many instances disappointing, as

the connection is oftentimes frail, if not inexistent.
Likewise, the exhibitions appear as more of a collage of
aesthetically unrelated works of a selection of seemingly
random, unknown and unskilled people that relies solely
on wall text for impact. One can hardly shake the feeling
that stories of random traumatic events from all over
the world were collated in the capital of one of the most
powerful countries in order to “fix” its history of privileges.
ExRotaprint space, dedicated to community-based art
and engagement with the public through workshops
and meetings, looks to the regular visitor probably like
an empty vessel, reminding of an experience someone
else has lived. “This has been a place for experimental
exhibition-making, for people to encounter one another,
have conversations, drink tea, sit and read to each other,
create and stage puppet-plays, draw and write, listen
and dance.” ? Here you could find scraps of past actions,
traces or recordings of meetings that say nothing to the
visiting public. It rather appears to be a show-off attempt
at stripping the biennale of its neo-colonial heritage as



» Pedro Moraleida Bernardes, Young-
jun Tak, Florencia Rodriguez Giles,
vedere din expozitie, KW Institute for
Contemporary Art. Credit foto: Silke Briel.
Pedro Moraleida Bernardes, Young-jun
Tak, Florencia Rodriguez Giles. Installation
view, KW Institute for Contemporary Art.
Photo credit: Silke Briel

¥ Christine Meisner, Neascutirea ca
posibilitate, Episodul 1: Trimiteri de

la Berlin, 2020. Instalarea spatiala a
fotografiilor, textelor si sunetului. Vedere
din expozitie (detaliu). Credit foto: Silke
Briel.

Christine Meisner, Unsharpness In A
Possible, Episode 1: Submissions from
Berlin, 2020. Spatial installation of
photographs, texts, and sound
Installation view (detail). Photo credit:
Silke Briel.

the borders between activism and art were never really
crossed.

Speaking about the attempt at reforming the biennial
through activism and political acts curator Maria

Berrio also confesses that, laudably, they did not want
to showcase big names for the 1™ edition of the BB,

but rather unknown artists. However, it's also here we
find out that the four curators come from different
backgrounds, namely philosophy, education, sociology
—none of them having any art or curatorial education?,
which was overwhelmingly obvious as a visual artist
walking through the exhibition. The interest in the
political completely overrides the one in artistry,
consequently very few works manage to deliver a visually
compelling artifact. That being said, with the exhibitions
seeming to abandon any aesthetical standard to that

of the political, with art produced by neurodivergent
people, children (see Azucena Vieites's works — collages
that she conducted with children, who both produce
their own images and color in her drawings), amateurs,
journalists and with unfinished films which give off

the impression of a work-in-progress show, the goal of
counteracting the conventional capitalist way of curating
biennials is indeed achieved.

At the KW Institute for Contemporary Art, the curatorial
concept discusses patriarchal capitalism and its ties to
religion and colonialism, while the exhibition, named
Antichurch, abounds in religious references and
addresses the impact on people’s lives (with a focus on
the oppressive and destructive sides).

Naomi Rincon Gallardo, Resiliencia Tlacuache [Rezistenta opossumului], 2019
Video HD, culoare, sunet, 16’01 “. Vedere din expozitie.

Prin amabilitatea artistului. Credit foto: Silke Briel.

Naomi Rincon Gallardo, Resiliencia Tlacuache [Opossum Resilience], 2019

HD video, color, sound, 16'01" Installation view

Courtesy of the artist. Photo credit: Silke Briel.
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egocentrica de a detasa bienala de mostenirea sa
neocoloniald, in contextul in care granitele dintre
activism si arta nu au fost de fapt depasite.

Vorbind despre incercarile de a reforma bienala prin
activism si actiune politica, curatoarea Maria Berrio
spune ca, in mod laudabil, organizatorii nu au vrut

sa includa nume mari pentru editia a unsprezecea a
bienalei, ci doar artisti necunoscuti. Aici aflam insa si ca
cei 4 curatori au specializari diferite, si anume filosofia,
educatia si sociologia, neavand pregatire artistica sau
curatoriald3, lucru extrem de evident pentru o artista
vizuald ce viziteaza expozitia. Interesul pentru politica

il anuleaza complet pe cel artistic, pentru ca in final
foarte putine lucrari sa fie convingatoare din punct

de vedere vizual. Astfel, expozitia pare sa abandoneze
standardele estetice in favoarea celor politice,
prezentand arta produsa de persoane neurodivergente,
de copii (vezi lucrarile lui Azucena Vieites - colaje pe
care le face impreuna cu copiii, care produc propriile
imagini si Ti coloreaza desenele), amatori, jurnalisti, si
filme neterminate ce dau impresia unei expozitii in
lucru, miza negarii conventiilor capitaliste de curatoriat
bienale este, intr-adevar, indeplinita.

La Institutul de Artd Contemporana KW, conceptul
curatorial discuta problema capitalismului patriarhal,
precum si legaturile sale cu religia si colonialismul, Tn
timp ce expozitia, denumita Antichurch, abunda in
referinte religioase, abordand impactul sau asupra vietii
oamenilor (axandu-se pe laturile opresive si distructive).
Lucrarea lui Young-jun Tak este cea mai puternica

din sala, atat vizual cat si conceptual. ,Chained (2020)
este formata din zece statui in marime naturala
reprezentand rastignirea, fabricate in Italia, instalate pe
jos, intr-un cerc, bratele statuilor suprapunandu-se. La o
privire mai indeaproape vedem ca suprafetele figurilor
sunt acoperite cu pliante propagandiste anti-LGBTQI,
facand reclama la cursuri si terapie de conversie,
materiale adunate de Tak din biserici si institutii
medicale din Coreea de Sud. Majoritatea materialelor
pot fi regasite si in Korea Queer Archive. In timpul
pandemiei Covid-19, Coreea de Sud a trait doua cicluri
epidemice: unul venind de la grupul pseudo-crestin
denumit Shincheonji Church of Jesus; celalalt dinspre
cluburile gay din Seoul.” (Ovul . Durmusoglu)

O alta lucrare impresionanta este performance-

ul MARCHA A RE (Marsarier), al grupului Teatro

de Vertigem, reprezentand o coloana funerara de
aproximativ 120 de masini care merg in marsarier pe

o distanta de 1 km, plecand de la Avenida Paulista,

unul din bulevardele centrale, folosit adesea pentru
manifestatii publice, incheindu-se la cimitirul
Consolagao cu ridicarea unui stindard urias infatisand
un desen al lui Flavio de Carvalho cu mama sa
muribunda - Série Tragica (1947), expusa si la Bienala.
Un trompetist canta imnul national invers, cu sunetul
pe fundal, creat de Erico Theobald, creat de aparatele
de respiratie pentru pacienti cu Covid-19, intalnite in
camerele de terapie intensiva. Performance-ul aduce in
discutie regimul actual din Brazilia si esecul guvernului
in abordarea crizelei sanatatii pe timpul pandemiei.
Teatro de Vertigem au fost inspirati de doua lucrari

ale lui Flavio de Carvalho de fapt, lucrarea lor urmand
sa fi fost un mars pe strazile Berlinului. Ins&, opriti

fiind de pandemie, acestia au decis sa faca un film, o
metafora contemporana pentru vremurile in care traim,
folosindu-se si de 4 vehiculele funerare. A doua lucrare
a lui Flavio de Carvalho ce i-a inspirat a fost Experiéncia
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Young-jun Tak's work is the most powerful on the floor,
both visually and conceptually in the room. “Chained
(2020) consists of ten life-sized statues of the crucifixion,
fabricated in Italy, which are installed in a circle on the
ground, their arms overlapping. A closer look reveals that
the surfaces of the figures are collaged with anti-LGBTQI
propaganda flyers promoting conversion therapies and
courses, ephemera collected by Tak from churches and
medical institutions in South Korea. Most of this material
can also be found in the Korea Queer Archive. During
the Covid-19 pandemic, the country experienced two
contagion cycles: one from the pseudo-Christian group
known as the Shincheonji Church of Jesus; the other
from gay clubs in Seoul.” (Ovil O. Durmusoglu)

Another impressive piece is the staged performance
MARCHA A RE (Reverse gear) of the group Teatro da
Vertigem in collaboration with Nuno Ramos, filmed

by Eryk Rocha, consisting of a funerary procession of
around 120 cars that drive in reverse for 1 km, from
Avenida Paulista, one of the central roads in the city used
often for public demonstrations, ending at Consolacao
cemetery with the raising of a gigantic banner with one
of Flavio de Carvalho™ s drawings of his mother dying -
Série Tragica (1947), that is also exhibited at the Biennale.
One trumpeter is singing the national anthem in
reverse, with sound on the background, created by Erico
Theobald, coming fromm machines used to help Covid-19
patients breathe in intensive care units. The performance
addresses the current regime in Brazil and also the poor
management of the health crises by the government.
Two of Flavio de Carvalho works inspired Teatro de
Vertigem'’s piece, for what was supposed to be a march
on the streets of Berlin. But as the pandemic intervened,
they decided to make a local film, a contemporary
metaphor for today’s times, using also four funeral
vehicles. The second work of Flavio de Carvalho that
inspired this piece is Experiéncia no.2, where “the artist
is seen defying a religious procession by walking against
its flow, for which he was very nearly lynched.” (Marcelo
Moreschi).

Moving forward, in Christine Meisner's room filled

with scanned documents; the viewer finds a work

that unfortunately does not live up to the tragedy it

tells. The walls are filled with letters — “readers of Der
Sturmer (a weekly and widely circulated newspaper,
founded in Nuremberg in 1923 and published until 1945,
that propagated the racist exclusion, expropriation,
expulsion, and extermination of the Jewish population
worldwide) sent massive amounts of anti-Semitic
material to the editorial office in Nuremberg. Sent

from all over Germany, its occupied territories, and

even non-European countries, these submissions were
then incorporated into articles or even printed as their
own columns... The letters, postcards, manuscripts, and
photos were sent to Der StUrmer completely voluntarily.
There were no sanctions or disadvantages of any kind if
nothing was sent to the editorial office. On the contrary,
with their contributions readers hoped to finally become
part of the official anti-Semitic discourse.” (Christine
Meisner) The free will of the senders is centered here,
bringing forward their crude nature, as they were not
forced to contribute, yet they did so out of personal
belief, in one of the earliest forms of written hate speech.
The noise that fills the room is the algorithmic sound

of computer servers, referring to the contemporary
fabrication of fake news (says Maria Berrios, one of

the four curators), a parallel that could have been



no.2, unde ,artistul este surprins sfidand o procesiune
religioasa, mergand contra curentului, fiind aproape
linsat din acest motiv" (Marcelo Moreschi).

Tnaintand, in camera lui Christine Meisner, plind cu
documente scanate, vizitatorul intalneste o lucrare
care, din pacate, nu este pe masura tragediei pe care o
povesteste. Peretii sunt acoperiti cu scrisori — ,Cititorii
ziarului Der StUrmer (un ziar saptamanal de succes,
inaugurat in Nuremberg in 1923 si publicat pana in 1945
care propaga excluderea, exproprierea, expulzarea si
exterminarea pe motive rasiale a populatiei evreiesti la
scara globald) au trimis cantitati masive de materiale
antisemite biroului de redactie din Nuremberg.

Trimise din toata Germania, din teritoriile ocupate

si chiar din tari din afara Europei, aceste contributii

au fost incorporate in articole sau chiar publicate ca
rubrici proprii... Scrisorile, cartile postale, manuscrisele
si fotografiile au fost trimise la Der Stirmer complet
voluntar. Nu erau niciun fel de sanctiuni sau dezavantaje
daca nu se trimitea nimic. Dimpotriva, prin contributiile
lor, cititorii sperau sa devina parte din discursul
antisemit oficial” (Christine Meisner). Este scos in
evidenta liberul arbitru al expeditorilor, scotandu-si
natura cruda la inaintare, nefiind fortati sa contribuie,
ci facand-o din convingere personalg, intr-una din
primele forme scrise de discurs al urii. Zgomotul ce
umple camera este sunetul algoritmic al serverelor de
calculatoare, facand referire la fabricarea contemporana
de fake news (dupa cum argumenteaza Maria Berrios,
una din curatoare), o paralela ce ar fi putut fi integrata
mai bine. De fapt, intreaga prezentare a unei povesti
asa de monumentale a fost atat de slaba, incat ar fi fost
poate mai bine sa fie prezentata direct ca arhiva, nu ca
incercare artistica. Aceste problematici, precum multe
altele abordate la Bienala de la Berlin, vin cu un bagaj
istoric atat de incarcat incat este discutabil daca pot
macar fi livrate in forma arte-povera/Fluxus, sau daca ar
trebui sa se incerce acest lucru.

La ultimul etaj, instalatia video Schreber is a Woman,

a colectivului El Palomar, este o interpretare glamor-
queer-chic a ambivalentei genului, vazut in maniera
dualista, inspirata de memoriile judecatorului Daniel
Paul Schreber, ,care I-a influentat pe Sigmund Freud,
ajutandu-| sa-si dezvolte teoriile despre paranoia si
schizofrenie”, sitatalui sau autoritar, Dr. Moritz Schreber,
Lautor al unor carti populare in Germania despre
educatia fizica si morala a copiilor.” (Amelia Bande)

La daadgalerie, Naomi Rincén Gallardo surprinde

cu performance-ul sau video Resiliencia Tlacuache,

in care 4 personaje sarbatoresc lupta impotriva
extractivismului modern*si danseaza. Performance-ul
este fermecator, folosindu-se de costume improvizate,
combinand costumele traditionale cu peruci colorate
si capete de marionete. Costumatia colorata creeaza

o atmosfera de sarbatoare, in care, prin cantecele
spiritelor mistice, protectorii indigeni ai pamantului

din vremuri si taramuri fantastice sunt chemati sa
salveze pamantul de fortele neocoloniale. Povestea
este inspirata de intalnirile cu Rosalinda Dionicio - o
activistd si aparatoare a pamantului, care a fost ranitad de
mai multe ori aparand teritoriile indigene - si vorbeste
despre vremurile In care toate creaturile pamantului
vorbeau aceeasi limba.

Tn final, expozitia de la muzeul Gropius Bau este

inca o Incercare de a decoloniza institutiile printr-o
expozitie, iIncepand cu un text curatorial aducand in
discutie uciderea si memoria victimelor care au ajutat

El Palomar, Schreber este o femeie, 2020, video 4K transferat HD, instalatie pe
2 canale color, stereo, 30 . Prin amabilitatea artstilor. Credit foto: Silke Briel.
El Palomar, Schreber is a Woman, 2020, 4K video transferred to HD, 2-channel
installation, color, stereo, ca. 30! Courtesy of the artists. Photo credit: Silke Briel

better reconciled. In fact, the overall delivery of such
monumental story was so poor, that perhaps it would
have been better off left out of any artistic endeavor and
presented as an archive. These issues, as many others
presented in the Berlin Biennale, come with such an
immense historical baggage, that it's debatable whether
they can or even should be delivered in an arte-povera/
Fluxus artistical form.

On the last floor, the video installation Schreber is a
Woman, of Barcelona-based art collective El Palomar,

is a glamourous queer chic interpretation of the
ambivalence of gender, viewed in a dualistic manner,
inspired by the memoirs of the judge Daniel Paul
Schreber, "“who s text influenced Sigmund Freud and
helped him to elaborate his theories on paranoia and
schizophrenia” and his authoritarian father Dr. Moritz
Schreber, "authored several books that proposed

strict authoritarian models for the physical and moral
education of children, which were very popular in
Germany and other parts of Europe.” (Amelia Bande)

At daadgalerie Naomi Rincén Gallardo catches the eyes
with her video performance Resiliencia Tlacuache in
which characters dance and celebrate the fight against
modern extractivism® The performance is enchanting,
using DIY costumes and mixing traditional outfits with
colorful wigs or puppet heads. The colorful drag creates
an ambience of celebration in which, with songs of
mystical spirits, Indigenous protectors of the land from
an old fantastic time and space are called to save the
land from the neo-colonial forces. The story is inspired
by encounters with Rosalinda Dionicio, a defender of
territory and an activist who was wounded several times
in her fights to protect indigenous land, and talks about
a time when all the creatures of the Earth spoke the
same language.

At last, the Cropius Bau Museum exhibition is yet
another attempt to decolonialize institutions with a
museum exhibition, beginning with a curatorial text
discussing murder and the memory of victims that
helped build the museums of the western world.
“Museums have been built on such multiple deaths.
Those pieces of worlds being broken, their looted
belongings, continue to be displayed in small glass
coffins... Those evicted from history do not ask for
permission to exist, and they

refuse to forget... Aware that these walls cannot contain
their experiences or those of their murdered elders,
they practice listening to heal the wound the world has
become. Their stories of disappearance will be heard and
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la construirea muzeelor occidentului. ,Muzeele au fost
construite pe atat de multe morti. Fragmente de lumi
spulberate, posesiunile lor pradate, continua sa fie
expuse in sicrie din sticla... Cei evacuati din istorie nu
cer permisiune sa existe si refuza sa uite... Constienti

ca aceste ziduri nu pot gazdui experientele lor, sau

pe acelea ale strabunilor ucisi, ei practica ascultarea
pentru a vindeca rana in care s-a transformat lumea lor.
Povestile disparitiilor lor vor fi auzite si simtite. Ei nu cer
nici sa fie inclusi, nici noi idei, ci eliberarea fara echivoc
a tuturor ostaticilor”. Surprinzator, aceasta este cea mai
conventional panotata expozitie, in ciuda atmosferei
intunecate, de doliu, si faptului ca intrarea in muzeu

a fost inversata in incercarea de a crea o experienta

de vizitare impotriva povestirii oficiale. Aici, mai multe
muzee sunt invitate sa propuna moduri alternative

de existenta: Museu de Arte Osério Cesar, intemeiat

de Franco da Rocha in 1985, Museu de Imagens do
Inconsciente Rio de Janeiro (ambele din Brazilia,
dedicate artei produse de pacienti la psihiatrie) si Museo
de la Solidaridad Salvador Allende, intemeiat in 19711n
Santiago de Chile. Cel din urma a fost creat ca un act de
solidaritate al mai multor artisti din toata lumea care au
raspuns unui apel de a crea o ,institutie experimentals,
anti-imperialista de arta pentru neprivilegiatii din
Lumea a Treia”. Intre 1971-1973, donatiile au venit de la
artistii internationali pentru oamenii din Chile, iar intre
1975-1990 (dupa lovitura de stat din 1973), donatiile au
venit de la artisti internationali si chilieni in exil, ca forma
de rezistenta si de sustinere fata de Salvador Allende,
presedintele lor. Colectia adaposteste acum peste 2700
de lucrari donate.®

Mai departe, instalatia de piatra a lui Aline Baiana
straluceste in Intuneric si te invita sa pasesti prin ea. Cu
cinci pietre atarnand de fire metalice, lucrarea vorbeste
despre industria minierd dezastruoasa din Brazilia si
despre impactul sdu asupra indigenilor. Pe podea se
afla o stea cu patru colturi, facuta din cip-uri si piese

de calculator, slab luminata in incaperea complet
intunecata, facand referire la excavatiile daunatoare
care ne faciliteaza accesul la tehnologie. ,Timp de
secole, constelatia Crucea Sudului a jucat un rol central
in navigatie, conducandu-i pe portughezi in Brazilia

in anii 1500, dupa cum raporteaza Mestre Jodo Faras,
care a luat parte la expeditie. Constelatia e vizibila

doar din emisfera sudului si este formata din cinci

stele ce alcatuiesc o forma de cruce ce arata spre sud.
Instalatia lui Aline Baiana, The Cross of the South (2020),
reproduce constelatia, folosindu-se de cinci pietre din
care se extrage de obicei minereul de fier, de mangan,
de cupru, aurul si piatra ornamentala. Aceste minerale
sunt emblematice pentru industria miniera masiva

ce s-a dezvoltat in Brazilia de la inceputul colonizarii.
Aranjate in aceeasi ordine ca stelele constelatiei, pietrele
formeaza o cruce ce poate fi recunoscuta doar dintr-un
anumit punct in spatiul expozitional.” (Vanina Saracino)
O lucrare surprinzatoare este cea a artistului turc

Aykan Safoglu — o instalatie video despre ,anii sai de
adolescenta petrecuti la liceul de stat germano-turc
istanbul Erkek Lisesi, cunoscut si drept Liceul de Baieti
din Istanbul — unul din cele mai vechi si renumite din
Turcia". Curatorul Agustin Pérez Rubio vorbeste, in
turul sau, despre ,cat de coloniala a fost educatia lui
Aykan” si despre cum pedagogia coloniala occidentala
a influentat educatia in Turcia, continuand sa produca
cunoastere.” Partea surprinzatoare este lipsa de context
istoric din partea curatorilor cand vorbesc despre unul
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felt. They demand neither inclusion nor new ideas but
the unequivocal release of all hostages.” Surprisingly, this
exhibition is the most conventionally displayed one, even
though the dim light atmosphere is one of grievance,
and the entrance in the museum was inverted in an
attempt to create a counter-narrative experience for

the visitors. Here, several Museums are invited to show
alternative ways of existing: Museu de Arte Osério Cesar
founded by Franco da Rocha in 1985, Museu de Imagens
do Inconsciente Rio de Janeiro (both based in Brazil

and dedicated to art made by psychiatric patients) and
Museo de la Solidaridad Salvador Allende, founded 1971

Muzeul Solidaritatii Salvador Allende (MSSA), vedere din expozitie (detaliu),
Gropius Bau. Credit foto: Mathias Volzke.

Muzeum of solidarity Salvador Allende (MSSA), installation view (detail),
Gropius Bau. Photo credit: Mathias Volzke

in Santiago de Chile. The latest originates “back to 1971
in Santiago de Chile, when a project arose to promote
the donation of artworks from artistic circles in the
Americas and Europe to the Unidad Popular (Popular
Unity) Government in order to create a museum for the
people of Chile.” Between 1971-1973 the donations were
made by international artists for the people of Chile and
from 1975-1990 (after the coup from 1973) the donations
came from international artists and Chileans in exile as
a form of resistance and support for Salvador Allende,
their president. It now gathers more than 2700 donated
works.®

Continuing, Aline Baiana's stone installation shines

in the dark inviting you to walk through it. With five
rocks hanging by metal strings, the work speaks of the
disastrous mining industry in Brazil and the impact it
has on indigenous people. A star with four corners lays
on the floor made of computer chips and parts, dimly lit
in complete darkness, referencing to environmentally
damaging excavations that facilitate our access to
technology. “For centuries, the constellation of the
Southern Cross played a central role in seafaring, also
leading the Portuguese to Brazil in 1500, as reported

by astronomer Mestre Joao Faras, who accompanied
the expedition. The constellation is only visible from

the southern hemisphere and is composed of five stars
forming a cross-like figure pointing south. Aline Baiana's
installation The Cross of the South (2020) replicates the
constellation employing five stones from which iron ore,



Aykan Safoglu, Zero Deficit (in Refuz), 2020 Imprimare digitala pe benzi de
tapet, structuri din otel acoperite cu pulbere, dimensiuni variabile. Vedere
din expozitie (detaliu). Credit foto: Mathias Vélzke.

Aykan Safoglu, Zero Deficit (in Refusal), 2020 Digital print on strips of
wallpaper, powder-coated steel structures, dimensions variable. Installation
view (detail). Photo credit: Mathias Volzke.

din cele mai mari imperii din istorie — Imperiul Otoman -
continuand sa vorbeasca in opozitii dualiste (occidentul
colonialist si victimele sale), ignorand trecutul colonialist
pe care istoria turca 1l poarta. Desi Imperiul Otoman nu
intra in definitia ,clasica” a puterii coloniale, acest tip de
incadrare pare neinformat si inadecvat, data fiind istoria
cuceririlor sale.

Pentru a incheia intr-o nota pozitiva, unul din video-
urile mai impresionante din muzeu este cel al
argentinienei Bartolina Xixa, avatarul drag-queen

creat de Maximiliano Mamani. Intr-o groapa de gunoi
fumeganda, Bartolina danseaza cu miscari ritualice ce
par sa invoce spiritele strabunilor in lupta cu ,violenta
extractivista coloniald” (Beatriz Lemos). Video-ul se
aseamana cu cel al lui Naomi Rincdn Gallardo, povestea
axandu-se pe lupta cu fortele coloniale contemporane
ce aduc distrugerea eco-politica, cu ajutorul ritualilor si
mitologiei de inspiratie indigena.

Vizitarea expozitiilor BB te lasa cu impresia victimizarii,
un zid al plangerii cu arta contemporana. Cu alte
cuvinte, rareori m-au facut lucrarile sa ma simt
puternica. Sunt, desigur, povesti importante ale
abuzului, urii, rezistentei si revolutiei, insa putine au,

din pacate, puterea sa miste publicul doar prin arta lor,
in absenta literaturii aferente. ,Este insd un dezavantaj
des intalnit al expozitiilor ce incearca sa transmita
forme de disidenta, rezistenta si activism comunitare
prin mijloace artistice ca acestea ajung deseori mai
degraba moralizatoare decat subversive, mai degraba
sterp-dialectice decat revolutionare. Prea multe lucrari
din expozitie, care se bazeaza mult pe arta video, cad

in aceasta capcana. lar efectul multora se bazeaza pe
textul de perete.”w

Traducere de Rares Grozea
Note

1.Curatorial Statement 11th Berlin Biennale for Contemporary Art
2.ldem

3. Maria berrios interview Berlin Biennale 2020. artishockrevista.com
4. https:/wwwyoutube.com/watch?v=0UZaeVcVDI8

5. Curatorial Statement 11th Berlin Biennale for Contemporary Art

6. https://www.mssa.cl/the-museum-2/

7. https://www.youtube.com/watch?v=clfwUazNBP4)

8. https://news.artnet.com/exhibitions/11-berlin-biennale-1906641

manganese ore, copper ore, gold, and ornamental stone
are typically extracted. These minerals are emblematic of
the massive mining industry that has developed in Brazil
since the beginning of colonization. Arranged in the
same order as the stars of the constellation, the gems
form a cross that is only recognizable from one specific
point in the exhibition space. The work thus encourages
us to walk around and change our viewing perspective,
exhorting us to reflect critically on the way historical
narratives are also informed by a dominant viewpoint —
one that has neglected other systems of knowledge and
narratives, including Indigenous ones.” (Vanina Saracino)
One surprising work is that of Turkish artist Aykan
Safoglu — a video installation talking about “his teenage
years at the German-Turkish public high school istanbul
Erkek Lisesi, popularly known as Istanbul Boys' High
School — one of the oldest and most renowned in Turkey.”
(Florencia Portocarrero). The curator Agustin Pérez
Rubio, talks about it in his tour about “how colonial

was Aykan’s education” and how the Western colonial
pedagogy influenced the Turkish education, continuing
to produce knowledge.” The surprising part about this is
the lack of historical context that the curators are giving
the audience when talking about one of the biggest
empires in recent history — The Ottoman Empire, as they
continue to discuss in dualistic opposites (the colonial
West and its victims), ignoring the “creeping” colonial
past the Turkish history itself is bearing. Despite the
Ottoman Empire not fitting the “classic” definition of
colonial power, this type of framing feels uninformed
and inadequate knowing its long history of conquering.
Ending on a positive note, one of the more impressive
videos in the museum is that of Argentinian Bartolina
Xixa, the drag queen avatar created by Maximiliano
Mamani. In a smoking landfill, Bartolina dances with
ritualistic movements that seem to call to ancestral
spirits while fighting “colonial extractivist violence”
(Beatriz Lemos). The video is similar to that of Naomi
Rincon Gallardo, as the narrative focuses on fighting
contemporary colonial forces that bring eco-political
destruction using Indigenous inspired rituals and
mythology.

Visiting BB's exhibition halls leaves the impression

of victimhood, a mourning wall of contemporary art.

In other words, | rarely felt empowerment radiating
throughout the works. There are of course critical

stories of abuse, of hate, resistance and revolution, but
unfortunately few have the power intrinsic in their
artistic endeavor to move the audience beyond the
accompanying literature. “However, it's a common
drawback of exhibitions that seek to convey forms of
community dissent, resistance, and activism through
artistic means that they end up feeling more preachy
than subversive, more dryly didactic than revolutionary.
Too many artworks in the show, which is heavy on video
art, fall into this trap. And the effectiveness of much of it
is deeply reliant on wall texts."®

Endnotes

1. Curatorial Statement 11th Berlin Biennale for Contemporary Art
2. ldem
3. https://artishockrevista.com/2020/06/01/maria-berrios-interview-berlin-
biennale-2020/
4 https://wwwyoutube.com/watch?v=0UZaeVcVDI8
5. Curatorial Statement 11th Berlin Biennale for Contemporary Art
6. https://www.mssa.cl/the-museum-2/
7. https://wwwyoutube.com/watch?v=clfwUazNBP4)
8. https://news.artnet.com/exhibitions/11-berlin-biennale-1906641
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RADU DRAGOMIRESCU
POEZIE LAACCADEMIA ALBERTINA
POETRY AT ACCADEMIA ALBERTINA

TEMPO DIUN BEL ROSSO, ROSSO, VIOLA
Artist: Radu Dragomirescu

Curator: Edoardo Di Mauro

Pinacoteca Albertina, Torino, Italia

29.04. - 28.05.2021

Academia Albertina trece printr-o faza istorica fara
precedent - caracterizata de o stare de urgenta sanitara
pandemica pe care, in urma cu doar un an, nimeni nu ar
fi fost in stare sa o anticipeze — demonstrand capacitati
reactive deosebite datorita contributiei tuturor
componentelor sale: Presedinte si Directiune, studenti
si profesori, membrii departamentul administrativ si
asistentii. Am incercat sa fim aproape de publicul nostru
si din punct de vedere al evenimentelor si initiativelor
artistice, datorita personalului Pinacotecii Albertina, care
a observat ca numarul de vizitatori creste in perioadele
in care aceasta a putut fi deschisa, ceea ce arata ca

arta este raspunsul de care artistii au nevoie pentru

a Intelege schimbarile din lumea care ne asteapta.

Au avut loc multe expozitii de calitate, precum si
evenimente si prezentari fizice sau online.

Acum, in contextul valorificarii si promovarii artistilor
care au fost profesori si studenti in cadrul institutiei
noastre, a venit si randul importantei retrospective a lui
Radu Dragomirescu. Radu Dragomirescu este un stimat
profesor de pictura in institutia noastra, un artist si un
intelectual de un indubital nivel international, profund
european gratie unei vieti petrecute intre Romania si
Italia, care isi aduce contributia prin cultura sa care a
luat nastere la tarmul Marii Negre. Stilul lui se afla in
afara unei contingente temporale precise, chiar daca
aminteste de traditia avangardei din a doua jumatate

a secolului al XX-lea. Aflata la granita dintre pictura si
instalatie, arta lui Dragomirescu foloseste tonalitati
discrete si clarobscure, intre lumina si umbra, dar si

un repertoriu amplu de semne si simboluri, si reflecta
asupra dualismului etern dintre viata si moarte, dintre
stagnare si renastere. Camerele evocatoare din Ipogeo
del Talucchi gazduiesc operele lui Dragomirescu
intr-un cadru elegant, curatoriat de artistul insusi,

care se ocupa si de catalogul bogat cu ajutorul caruia
urmarim parcursul creativ al artistului prin intermediul
documentelor, fotografiilor, instalatiilor si textelor
poetice. O expozitie de o mare sensibilitate, care ne
invata sa abordam cu respect linistea misterioasa a
artei lui Dragomirescu, care ne lasa acest mesaj pe care
vi-l impartasesc cu convingere: ,Arta are capacitatea
suprema de a emotiona sufletele, este educatie spre
libertate si spre rationamentul intuitiv care ne face
demni sa fim fiinte umane in contact cu Dumnezeu”.

Paola Gribaudo
Presedinte al Academiei Albertina de Arte Frumoase
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Text: Paola Gribaudo &
Edoardo di Mauro

The Accademia Albertina is going through a historical
moment without precedent — characterized by an
emergency pandemic state which, just one year ago,
nobody could have anticipated — showing a great

ability to adapt through the contribution of all its

parts: President and Director, students and professors,
members of the administration department and
assistants. In terms of art events and initiatives, we

have tried to stay close to our audience, thanks to

the Pinacoteca Albertina’s staff, who noticed that the
number of visitors increased during the times when they
were allowed to be open, which shows that art is the
answer that artists need to understand the changes in
the world that awaits us. There were numerous quality
shows, as well as events and presentations — in person or
online.

Now, in the context of cultivating and promoting

the artists who taught and studied at our institution,

it is time for an important retrospective of Radu
Dragomirescu. Radu Dragomirescu is an esteemed
professor of painting at our institution, without a doubt
an artist and intellectual of international standing, deeply
European from having spent his life between Romania
and ltaly, who brings his contribution through his
culture, which was born on the shores of the Black Sea.
His style lies outside of precise temporal contingency,
though it is reminiscent of the avant-garde tradition of
the second half of the 20" century. Located at the border
between painting and installation, Dragomirescu’s

art uses discreet and contrasting tonalities between
light and shadow, but also a broad palette of signs and
symbols, reflecting on the eternal dualism between life
and death, stagnation and rebirth. The evocative rooms
in the Ipogeo del Talucchi host Dragomirescu’s works in
an elegant environment, curated by the artist himself,
who also took care of the rich catalogue with the help

of which we can track his artistic development through
documents, photos, installations, and poetic texts. It is an
exhibition of great sensitivity which humbles us before
the mysterious silence of Dragomirescu’s art, who sends
us this message, which | share with you with conviction:
“Art has the supreme capacity of moving the soul, it is
an education in freedom and the intuitive reasoning
that makes us worthy of the status of human beings in
contact with God."

Paola Cribaudo
President of the Accademia Albertina di Belle Arti
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Datorita complexitatii sale culturale - care, insa, nu se
traduce In ermetism si se preteaza la a fi patrunsa si
inteleasa de spiritele sensibile si receptive —, opera lui
Radu Dragomirescu este capabild sa simbolizeze istoria
artistica italiana si europeana din ultimii cincizeci de
ani, emblematici pentru o devenire care alterneaza
curse bruste inainte cu evadari in trecut, intr-un timp
deopotriva apropiat si indepartat, dar nu numai.

Desi prezinta armonii incontestabile cu miscari nascute
in urma contactului cu genius loci italian, situate intre
inceputul anilor 70 si inceputul anilor '80, venind toate
in urma valului Artei Conceptuale si al Artei Povera,

dar in acelasi timp inspirandu-se din acestea, poetica
lui a reusit sa obtina o apreciere considerabila pe

plan international, in virtutea unui parcurs coerent

si recunoscut in care se regasesc elemente de baza

ale limbajului avangardei si care il fac pe Radu
Dragomirescu un artist aflat intr-o armonie meditata
cu propriul sau timp, dar, in acelasi timp, nu usor de
incadrat intr-un curent precis.

Iconografia lui Dragomirescu este in mod deliberat
inactuala - din punct de vedere al cronicilor si
sociologiei meschine —, dar in acelasi timp eterna si
necesard, mereu implicita in fluxul existentei. Artistul
citeaza ,hic et nunc”, apeland la teme mitice si
arhetipuri, prin urmare contemporane, deoarece se
referd la conditia umana in relatie nu doar cu propriul
timp, ci cu universul natural care o inconjoara si care i
determina existenta sau finalul.

Temele sale predominante, cum ar fi dimensiunea
semnului, dualismul dintre lumina si umbra, viata si
moarte, vizibil si invizibil, utilizarea simbolurilor sacre

si sapientiale, ne apar in fata ochilor cu valoarea unei
enigme deschise la interpretari multiple.

Artistul se naste In Romania, la marginea extrema a
continentului, la granita dintre lumea slava si cea latina.
Se muta in Italia inca din anii '70, pastrand in acelasi
timp legaturile puternice si continue cu tara de

origine si construind o cariera de o mare importanta
internationala. Ulterior, consolideaza relatia cu tara
noastra prin predare, ajungand la Academia Albertina,
unde a fost un profesor stimat de pictura si a contribuit
astfel la afirmarea si valorificarea multor tinere talente.
Tn aceast3 antologie, intr-un spatiu unic si sugestiv
cum este Ipogeo della Rotonda del Talucchi — sediul
expozitional al Academiei, care cu ocazia acestei
expozitii va fi dedicata in mod oficial memoriei lui
Fiorenzo Alfieri, mare personalitate a culturii torineze si
stimat Presedinte al Institutiei noastre intre 2013 si 2019
- si in catalogul insotitor, intr-un loc, asadar, extrem de
potrivit pentru potentialul stilului sdu, ne putem bucura
de o privire de ansamblu asupra carierei de cincizeci de
ani a lui Radu Dragomirescu prin reproducerea operelor
expuse in galerii si muzee prestigioase, pe langa cele
studiate in mod special pentru amenajare.

Edoardo di Mauro
Director al Academiei Albertina de Arte Frumoase

Traducere din italiana Georgiana Nutu
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Due to its cultural complexity — which, however, does
not translate to hermeticism and can be understood

by those sensitive and receptive spirits — Radu
Dragomirescu’s work is able to symbolize the Italian and
European art history of the last fifty years, which were
emblematic for a becoming that alternates sudden leaps
with escapes into the past, into a time both close and far
away, but not only.

Despite showing undeniable harmonies with the
movements that emerged from contact with the Italian
genius loci, between the early '70s and early '80s, in

the wake of conceptual art and arte povera, and at the
same time taking inspiration from them, Dragomirescu’s
poetics has received considerable praise internationally,
given his coherent and recognized practice, in which
basic elements of the language of the avant-garde are
found, making Radu Dragomirescu an artist in mediated
harmony with his own time, but, at the same time, hard
to place in a definite movement.

Dragomirescu’s iconography is deliberately not current
— as petty reviews and sociology would put it — but at
the same time eternal and necessary, always involved in
the flow of existence. The artist cites the “here and now,"
making use of mythical themes and archetypes, which
are contemporary, as they refer to the human condition
relative not just to its own time, but to the natural
universe that surrounds it and determines its existence
or end.

His predominant themes, such as the dimension of

the sign, the dualism between light and shadow, life
and death, visible and invisible, the use of sacred and
sapiential symbols, appear before us like an enigma
open to multiple interpretations.

The artist was born in Romania, at the extreme edge of
the continent, at the border between the Slavic and the
Latin world.

He moved to Italy in the '70s, maintaining strong and
constant ties to his country of origin and building himself
an internationally relevant career. He later consolidated
his relationship to our country through teaching,

joining the Accademia Albertina, where he was an
esteemed professor of painting who contributed to the
development and affirmation of many a young talent.

In this anthology, in such a unique and suggestive space
as the Ipogeo della Rotonda del Talucchi — the exhibition
space of the Accademia, which, on the occasion of this
exhibition, will be officially dedicated to the memory

of Fiorenzo Alfieri, a great personality of Turin culture
and President of our institution between 2013 and 2019
—and in the accompanying catalogue, a place highly
suited to the potential of Dragomirescu’s style, we can
all enjoy an overview of Radu Dragomirescu's fifty-year
career through reproductions of his works exhibited in
prestigious galleries and museums, together with those
studied especially for the exhibition.

Edoardo di Mauro
Director of the Accademia Albertina di Belle Arti

Translated by Rares Grozea

Crucea greaca de cristal albastru
Dimensiunea camerei de instalare: sticla, fier si fir de [dna neagra - 2021
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CENTRUL IMAGINII VIRREINA
VIRREINA IMAGE CENTER

Text: George Plesu

PUBER. Artist: Tanit Plana, curator Valentin Roma (20.10.2020 — 28.02.2021)

PROJECTS (1983-2020). Artist: Manolo Laguillo, curator: Valentin Roma (20.10.2020 — 14.02.2021)

DAYS OF IRE. LIBERTARIAN COMMUNISM, FLAMENCO ROMANIES AND AVANT-GARDE REALISM.
Artist: Helios Gomez, curator: Pedro G. Romero (05.11.2020 — 07.02.2021)

THINKING IN LOOP.BORIS GROYS. Curator: Manuel Fontan del Junco (05.11.2020 — 07.02.2021)

LaVirreina Image Center, Barcelona

Situat intr-un frumos palat baroc de pe cel mai faimos
bulevard din Barcelona, La Rambla, Centrul Imaginii
este cea mai recenta forma a functiunii socio-culturale
a cladirii. Palatul Virreina a fost construit de Manuel
d'’Amat, viceregele Perului, intre 1772 si 1778, dupa
planurile arhitectului si sculptorului Carles Grau. Cele

12 urne de pe balustrada fatadei, elemente de baroc
catalan care se combina cu componente decorative ale
clasicismului francez si rococo, fac din acest palat un
exemplu atipic de arhitectura civila catalana de secol 18.
Moartea prematura a viceregelui a insemnat ca doar
vaduva sa, Maria Francesca Fiveller de Clasqueri, a locuit
acolo. Numele palatului se trage tocmai din acest fapt —
virreina insemnand viceregina in catalana. Palatul a fost
vandut apoi familiei Carreras, care |-a avut in proprietate
intre 1835 si 1944, cand a fost cumparat de Primaria
Barcelonei. A gazduit mai multe muzee si colectii

pana in 1986, cand a devenit sediul Institutului Culturii
Consiliului Local din Barcelona. Tn 2007, a fost aprobata
crearea Centrului Imaginii la primul etaj si intr-o parte

a parterului cladirii, cu misiunea de a crea un spatiu
pentru explorarea universului imaginilor si promovarea
de noi experiente culturale.

Centrul a fost condus pana in ianuarie de Valentin
Roma, interesat de explorarea utilizarilor ideologice si
estetice ale imaginilor. In descrierea misiunii institutiei,
Roma a enumerat trei axe centrale ale directoratului
sau: orasul — arte, comunitati si piata publica; arhiva

- memorie vizuala a Barcelonei; si imaginea - spre o
definire a conceptului de imaginar. Un total de 42 de
expozitii, 18 proiecte de cercetare, 19 publicatii si zeci de
programe publice au alimentat propunerea artistica,
demn de mentionat fiind faptul ca in ultimele sase luni
ale anului 2020 cifrele vizitelor au crescut cu 32%, in
plina pandemie.

La inceputul lui ianuarie, Centrul Imaginii gazduia 4
expozitii: la parter, Tanit Plana — Puber (fotografie si arta
video); iar la etaj, Boris Groys — Thinking in Loop (video),
Manolo Laguilo - Projects (1983-2020) (fotografie) si
Helio Gomez — Days Of Ire. Libertarian Communism,
Flamenco Romanies And Avant-Garde Realism (desen,
grafica, pictura).

Conceputa special pentru camerele cu vedere la
Rambla, expozitia Puber este un rezultat al colaborarilor
prin care Tanita Plana exploreaza adolescenta si
practicile sale socioculturale. Tanita Plana (n. 1975,
Barcelona) este o artista specializata in proiecte de
cercetare fotografica pentru care a primit, printre
altele, premiile FotoPres'O1 si PhotoEsparfia Discoveries
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Situated in a beautiful Baroque palace on the most
famous boulevard in Barcelona, La Rambla, the Image
Center is the most recent form of the building'’s socio-
cultural function. Virreina Palace was built by Manuel
d’Amat, viceroy of Peru, between 1722 and 1778, based
on the plans of architect and sculptor Carles Grau. The
twelve urns placed on the balustrade of the facade,
Catalan Baroque elements combined with French
Classical and Rococo decorative components, turn this
palace into an atypical example of eighteenth century
Catalan civil architecture.

The premature death of the viceroy meant that only his
widow, Maria Francesca Fiveller de Clasqueri, lived there.
The name of the palace comes from this fact — virreina
means vice-queen in Catalan. The palace was then sold
to the Carreras family, which owned it between 1835 and
1944, when it was bought by the Barcelona City Hall. It
hosted many museums and collections until 1986, when
it became the headquarters of the Institute of Culture of
the Barcelona Local Council. In 2007, the creation of the
Image Center on the first floor and a part of the ground
floor was approved, with the purpose of creating a space
to explore the universe of images and to promote new
cultural experiences.

The Center was led until January by Valentin Roma,
interested in exploring the ideological and aesthetic uses
of images. In the description of the institution’'s mission,
Roma mentioned three central lines of his leadership:
the city — arts, communities, and public place; the archive
—the visual memory of Barcelona; and the image —
towards a definition of the concept of imaginary. A total
of 42 exhibits, 18 research projects, 19 publications, and
tens of public programs fueled the artistic proposition; it
is worth mentioning the fact that, in the last six months
of 2020, the number of visitors increased with 32% at the
height of the pandemic.

At the beginning of January, the Image Center hosted
four exhibits: on the ground floor, Tanit Plana — Puber
(photography and video art); on the first floor, Boris Groys
— Thinking in Loop (video), Manolo Laguilo — Projects
(1983-2020) (photography), and Helio Gomez — Days of
Ire. Libertarian Communism, Flamenco Romanies and
Avant-Garde Realism (drawing, graphics, painting).
Specially conceived for the rooms with a view of the
Rambla, the Puber exhibit is the result of collaborations
through which Tanita Plana explores adolescence

and its sociocultural practices. Tanita Plana (born 1975,
Barcelona) is an artist who specializes in photographic
research projects for which she received the FotoPres'O1



Manolo Laguillo, Abril 2020. Barcelona. Credit foto: Pep Herrero.
Manolo Laguillo, Abril 2020. Barcelona. Photo credit: Pep Herrero.

2003, o bursa de la Fundatia ,la Caixa” in 2012 si alta de
la Fundatia BBVA in 2016 pentru creatie fotografica.
Expozitia, care are ca subiect tratat interdisciplinar
Generatia Z, este curatoriata chiar de directorul
Centrului Imaginii, Valentin Roma, si prezinta 74 de
portrete de adolescenti din diverse background-uri
sociale si etnice, precum si un playlist cu o selectie

de 200 de video-uri de pe reteaua TikTok, alese de
cercetatoarea Estela Ortiz. Mai mult, pe canalul de
Spotify al Centrului se gdseste un playlist cu cate 3 din
cele mai ascultate piese de catre subiectii portretelor la
momentul fotografierii lor, cAntece care vorbeau despre
ei si cu care se identificau, si care au stat la baza unui
podcast realizat de expertul in subculturi ale tinerilor,
Oriol Rosell.

La etaj sunt instalate celelalte 3 expozitii. Am inceput
cu Manolo Laguilo - Projects (1983-2020), curatoriata de
acelasi Valentin Roma. Manolo Laguillo (n. Madrid, 1953)
este un fotograf specializat in documentarea contextului
urban spaniol. Cariera sa de peste 4 decenii a inceput la
finalul anilor 70 cu o serie dedicata Barcelonei, oras ale
carei transformari le surprinde, succesiv, inainte si dupa
Jocurile Olimpice din 1992. Cu atat mai impresionanta
este seria denumita Aprilie 2020. Barcelona, expusa in
premiera la Virreina si care dezvaluie imagini pe care nu
le-ai crede posibile: strazile mereu pline de turisti acum
pustii, orasul incremenit, in plin lockdown.

Fotografiile lui Laguillo au ca subiect orasul, surprins
fie in alb si negru, ori dintr-o perspectiva arhitecturala
sau una care li prezinta periferia sau cartierele sarace.
Laconice, fara subiecti (oamenii sunt mereu in trecere),
imaginile prezinta (infra)structura orasului — strazi,
ziduri, parcari, antene - si niveleaza dihotomia centru-
periferie. 10 din cele 27 de serii prezentate in expozitie si
care acopera cele 4 decade n-au mai fost expuse pana
acum, dar cele 205 fotografii pastreaza unitatea unui stil
descriptiv, usor perimat, in contrast cu alte expozitii de
fotografie pe care le-am vazut de-a lungul timpului la
Virreina.

Nevoia de lucrari ceva mai conceptuale e satisfacuta
imediat de camera in care e instalata expozitia Boris
Groys — Thinking in Loop, curatoriata de Manuel Fontan
del Junco. Mai mult o instalatie audio-video, aceasta e
compusa din 3 colaje video, produse intre 2002 si 2007
si publicate la ZKM, Karlsruhe: Iconoclastic Delights,
Immortal Bodies si The Religion as Medium. Fiecare
eseu video e alcatuit din diverse fragmente din filme si
clipuri, ,subtitrate” de un text' care apartine lui Groys si

and PhotoEspanfa Discoveries 2003 prizes, a grant from
the la Caixa Foundation in 2012, and another from the
BBVA Foundation in 2016, for photographic creation. The
exhibit, whose topic is Generation Z, interdisciplinary
treated, is curated by the director of the Image Center,
Valentin Roma, and presents 74 portraits of teenagers
from various social and ethnic backgrounds, as well

as a playlist with a selection of 200 videos from TikTok,
chosen by researcher Estela Ortiz. Moreover, on the
Center's Spotify channel there is a playlist with the

three most popular songs among the subjects of the
portraits when the photos were taken, songs that spoke
about themselves and with which they identified, which
became the basis of a podcast made by the expert in
youth subcultures, Oriol Russel.

On the first floor are the three other exhibits. | began
with Manolo Laguillo — Projects (1983-2020), curated

by the same Valentin Roma. Manolo Laguillo (born

1953, Madrid) is a photographer who specializes in
documenting the Spanish urban context. His career,
spanning over four decades, began at the end of the
1970s with a series dedicated to Barcelona, a city whose
transformation he successively followed, before and
after the Olympic Games of 1992. Even more impressive
is the series April 2020. Barcelona, exhibited for the first
time at the Virreina, which discloses almost unbelievable
images: the previously tourist-filled streets are empty,
the city is frozen during full lockdown. Laguillo’s
photographs refer to the city, either in black and

white, or from an architectural perspective, or one that
presents the periphery and the poor areas. Simplified,
without subjects (people are always in passing), the
images present the city's (infra)structure — streets, walls,
car parks, antennae — and level the center-periphery
dichotomy. Ten of the 27 series from the exhibit, covering
the four decades, have never been exhibited before, but
the 205 photographs maintain the unity of a descriptive
style, slightly old, in comparison with other photography
exhibits which | have seen at the Virreina.

The need for more conceptual artworks is immediately
satisfied by the room in which the Boris Groys exhibit is
installed — Thinking in Loop, curated by Manuel Fontan
del Junco. More of an audio-video installation, it is made
of three video collages produced between 2002 and
2007, published at the ZKM, Karlsruhe: Iconoclastic
Delights, Immortal Bodies, and The Religion as Medium.
Each video essay is made of various fragments of films
and clips, “subtitled” by a text' belonging to Groys, and
one needs over 70 minutes to watch them in their
entirety.

Tanit Plana, PUBER. Credit foto: Pep Herrero.
Tanit Plana, PUBER. Photo credit: Pep Herrero.
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Boris Groys. Captura din filmul Immortal Bodies (2007), colaj video si text, 28
min 47 s.

Boris Groys. Still from the film Immortal Bodies (2007), video collage and text,
28 min 47's

ai nevoie de peste 70 de minute pentru a le urmariin
intregime.

Ultima expozitie, curatoriatd de Pedro G. Romero, e
dedicata unui personaj extrem de interesant pentru
arta catalana: Helios Gémez (n. Sevilla, 1905 - d.
Barcelona, 1956), un avocat al identitatii rome, careia

fi apartinea, un activist politic (comunist anarhist)

si un artist care a navigat pe valurile avangardelor
intre Dada, constructivism, productivism, pentru a se
regasi in suprarealism. Avand pregatire ca desenator si
grafician, a fost un reprezentant de seama al agitprop-
ului in Catalonia: postere, ilustratii in ziare, reviste, carti,
picturi murale, si a intemeiat un sindicat al ilustratorilor
spanioli. Dupa ce a luptat impotriva lui Franco in
Razboiul Civil din Spania, a fost arestat si intemnitat in
doud randuri. In timpul celor 8 ani cat a fost inchis in
Barcelona, si-a transformat celula, pe care a denumit-o
.Capilla gitana”, decorand-o cu fresce pe teme
religioase, in care personajele erau inspirate de figuri
rome (inclusiv ingerii, Fecioara Maria sau lisus). Lucrarile
sale Impreuna cu poeziile scrise in acea perioada au
devenit un manifest al culturii rome.

Programarea culturald curajoasa, diversitatea
subiectelor abordate, preocuparea unui dialog
permanent cu comunitatea si ambitia de a pastra
intrarea gratuita fac din Centrul Imaginii Virreina o
destinatie obligatorie in capitala Cataloniei. Alaturi

de MACBA si Centrul de Cultura Contemporana din
Barcelona (CCCB), Virreina intregeste tridentul de
institutii culturale axate pe arta contemporana care au
schimbat fata cartierului El Raval si l-au transformat
dintr-o zona rau-famata intr-o destinatie cautata de
artisti si studenti boemi.

Note

1. ,Aceste videoclipuri incearca o reflectie asupra relatiei dintre imagine si
cuvant in lumea noastrg, fiind o lume dominata de mijloacele de comuni-
care. In acest sens, ele se referd la traditia artei conceptuale, care incearca
sa puna sub semnul intrebarii linia de despartire dintre arta si comentariul
ei.” (Boris Groys)
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Distribuirea armelor printre reactionari [Cristo repartiendo las armas entre
los reaccionarios Christ], ilustratie publicata in Mundo Obrero (Madrid, 19
noiembrie 1931).

Distributing Weapons Amongst the Reactionaries [Cristo repartiendo las armas
entre los reaccionarios Christ), illustration published in Mundo Obrero (Madrid,
19 November 1931)

The final exhibit, curated by Pedro G. Romero, is
dedicated to an extremely interesting character from
Catalan art: Helios Goémez (born 1905, Seville — died 1956,
Barcelona), an advocate of Roma identity, to whom he
belonged, a political activist (Anarcho-Communist) and
an artist who navigated the waves of the avant-gardes
between Dada, Constructivism, Productivism, only to end
up finding himself in Surrealism. Trained as a drawing
and graphic artist, he was a preeminent representative of
Catalonian agit-prop: posters, illustrations in newspapers,
magazines, books, murals, and he established a
syndicate of Spanish illustrators. During the eight years in
which he was imprisoned at Barcelona, he transformed
his prison cell, which he named “Capilla gitana,” by
decorating it with religious frescoes, in which the
characters were inspired by Roma figures (including the
angels, the Virgin Mary, and Jesus). His works, together
with the poems written during that time, have become a
manifesto of Roma culture.

The brave cultural programming, the diversity of the
topics, the preoccupation with a permanent dialogue
with the commmunity, and the ambition to keep

the access free make the Virreina Image Center an
obligatory destination from the capital of Catalonia.
Together with MACBA and the Center for Contemporary
Culture from Barcelona (CCCB), Virreina completes

the trident of cultural institution with a focus on
contemporary art which changed the face of EI Raval
neighborhood and turned it from an ill-famed area into a
destination for artists and bohemian students.

Translated by Daniel Clinci

Endnotes

1., These videos attempt a reflection on the relationship between image and
word in our world, being a world dominated by communication media. In
this regard, they pertain to the tradition of conceptual art, which seeks to
question the dividing line between art and its commentary.”

(Boris Groys)



»1 ELL ME ABOUT YESTERDAY TOMORROW?” -
SAU CUM SA CRESTI CONSTIENTIZAREA
IN LEGATURA CU UN VIITOR POLITIC INCERT.

“TELL ME ABOUT ¥=5HRBAY TOMORROW?”
OR HOW TO RAISE AWARENESS ABOUT AN
UNCERTAIN POLITICAL FUTURE,

Text: Teodora Talhos

TELL MEABOUTYESTERDAY TOMORROW

Artisti: Kader Attia, Michal Baror, Cana Bilir-Meier, Ayzit Bostan, Andrea Buttner, Keren Cytter, Willem de Rooij,
Brenda Draney, Loretta Fahrenholz, Sirah Foighel Brutmann and Eitan Efrat, Aslan Gaisumov, Ydessa Hendeles,
Sebastian Jung, Brian Jungen, Leon Kahane, Annette Kelm, Baseera Khan, Bouchra Khalili, Miki Kratsman,
Jumana Manna, Kent Monkman, Olaf Nicolai, Marcel Odenbach, Emeka Ogboh, Joanna Piotrowska, Jon Rafman,
Gregor Schneider, Rosemarie Trockel, Zelimir Zilnik si altii.

Director: Mirjam Zadoff

Artistic director: Nicolaus Schafhausen
Asistent curator: Juliane Bischoff
NS-Dokumentationszentrum Minchen
28.11.2019 - 18.10.2020

Criza migratiei din 2015, impreuna cu valul de ura

si respingere provocat si mentinut cu iscusinta de
partidele populiste de dreapta in intreaga Europa de
atunciincoace, ma fac sa ma gandesc plina de anxietate
la o fraza des intalnita in ultima vreme: Istoria se repetd.
Da, pot fi observate tipare familiare in lipsa tolerantei
fata de alte etnii si religii, in Tncercarea asidua de
disociere pe motive nationaliste si rasiale. Cum putem
noi — lucratorii din domeniul cultural — sa aducem la
cunostinta unui public larg aceste legaturi insidioase
dintre trecut si prezent si sa tragem niste semnale de
alarma?

NS-Dokumentationszentrum (Centrul de cercetare

si documentare a istoriei national-socialismului) din
Munchen se lanseaza in gadsirea unui raspuns la aceasta
intrebare prin expozitia Tell me about yesterdeay
tomorrow, ce a putut fi vizitatd pana pe 18 noiembrie
2020. Construit chiar pe locul unde se afla sediul
Partidului National Socialist al Muncitorilor (NSDAP) in
MUnchen — unul dintre primele orase din Germania care
a intampinat cu bratele deschise miscarea nazista — NS-
Dokumentationszentrum este poate unul dintre cele
mai relevante centre culturale si educationale de acest
tip din Germania. Criticat inca de la deschiderea sa din
2015 pentru faptul ca expozitia permanenta — axata pe o
relatare istorica cronologica — nu reuseste sa stimuleze
o raportare subiectiva la evenimentele istorice, Centrul
a primit In 2018 o noua directoare, pe istorica Mirjam
Zadoff. Viziunea lui Zadoff pentru viitor presupune

0 angajare mai activa cu publicul tanar a institutiei

The 2015 migrants’ crisis, coupled with the new wave of
intolerance and hate created and cleverly maintained
ever since by populist right-wing parties all across
Europe, brings to my anxiety-addled mind a phrase
we've been hearing quite often lately: History repeating
itself. Indeed, we can observe similar patterns in our
intolerance towards different religions and ethnic groups
in an arduous attempt to divide based on racial and
nationalist categories. My question is — how can we, the
culture workers, highlight these insidious connections
between past and present visible to a larger audience
while sending out some warning signals?
NS-Dokumentationszentrum Munchen (Munich
Documentation Centre for the History of National
Socialism) seeks to answer this very question through
the show Tell me about yesterday tomorrow, which
closed on November 18, 2020. Built on the site of

the old National Socialist German Workers' Party
(NSDAP) in Munich, one of the first German cities

that openly welcomed the Nazi movement, NS-
Dokumentationszentrum is one of the most relevant
cultural and educational centers of its kind in the
country. From its inception in 2015, the center was

faced with criticism regarding its permanent exhibition,
based on a chronological historical approach, which fails
to encourage a subjective approach to the historical
events. In 2018, historian Mirjam Zadoff was appointed
as its new director and she envisions a more active
engagement of the young audience with the institution,
as well as working with migrants and refugees in the
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Vedere din expozitie. Credit foto: Orla Connolly.
Exhibition view. Photo credit: Orla Connolly.

conduse de ea, dar si cu migranti sau refugiati. Pe
deasupra, Zadoff si-a propus sa minimalizeze distanta
emotionala dintre public si istoria narata, creand noi
moduri de prezentare. Unul dintre primele ei proiecte
ca directoare este expozitia de arta contemporana Tell
me about yestercaery tomorrow, curatoriata de Nicolaus
Schafhausen.

Peste 40 de artisti locali si internationali, atat consacrati
cat si aflati la Inceputul carierei, au fost invitati sa
contribuie la proiect. Lucrarile de arta se intind pe
toate cele sapte niveluri ale cladirii, impletindu-se si
comunicand nelinear cu expozitia permanenta. O mare
parte dintre lucrari, care au fost create special pentru
acest context, deschid noi discursuri si perspective,
extinzand astfel spectrul tematic specific pentru
NS-Dokumentationszentrum. Printre problematici
precum cresterea tendintelor nationaliste, rasism

sau antisemitism, isi gasesc locul si teme actuale

la nivel global, cum ar fi urmarile sociale si politice

ale razboaielor, opresiune, exploatarea violenta a
oamenilor si a naturii sau reprimarea traumei. Dupa
spusele asistentei curatoriale Juliane Bischoff, cateva
dintre intrebarile centrale pe care expozitia doreste

sa le scoata in evidenta sunt: ,Vocea cui nu se poate
face auzita destul? Cine are nevoie de o platforma mai
vizibila?" Cu sigurantd, sapte etaje nu sunt de ajuns
pentru a cuprinde macar o farama din complexitatea si
enormitatea temelor generale propuse, insa expozitia
nici nu are pretentia de a fi considerata un produs
finalizat si ermetic. De altfel, un mare atu al expozitiei se
regaseste in capacitatea de a recunoaste si de a marca
zonele gri, evitand astfel categorizarile de tip binar, cu
care suntem deja prea obisnuiti.

Chiar de la intrarea in foaierul spatios al Centrului
suntem intampinati de o pata alba in memoria colectiva
legata de Holocaust. Replica facuta dupa Frankfurter
Engel, un monument creat in 1994 de Rosemarie
Trockel, aminteste de persecutarea homosexualilor

in timpul perioadei naziste, prea putin cercetata si
recunoscuta. Inspirata de un inger neo-gotic de pe
portalul domului din Kéln, versiunea lui Trockel are gatul
taiat si rearanjat intr-un unghi gresit, Iasand la vedere

o tdietura adanca ce sugereaza trauma ireparabila
produsa de regimul nazist. O interpretare in contextul
contemporan evoca o trista si rusinoasa continuitate in
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future. Moreover, Zadoff aims to minimize the emotional
distance between audience and the narrated history
through novel presentation strategies. One of her first
projects as a new director is the contemporary art show
Tell me about yesterday tomorrow, curated by Nicolaus
Schafhausen.

Over 40 international and local artists had been

invited to participate in the project, with a selection of
both established and emerging talents. The artworks
expand throughout the seven levels of the building,
intersecting and opening a non-linear dialogue with

the permanent exhibition. The vast majority of these
works have been created especially for the occasion,
opening up new perspectives and introducing different
discourses which expand the thematic spectrum that
NS-Dokumentationszentrum is known for. Among issues
such as the surge in nationalist tendencies, racism, and
anti-Semitism, more urgent global matters such as the
socio-political consequences of war, oppression, the
violent human and nature exploitation, as well as the
repression of trauma. Curatorial assistant Juliane Bischoff
highlights some of the central questions the show
wants to focus on: “Whose voice isn't loud enough? Who
needs a more visible platform?” Certainly seven floors
are not enough to even begin to grasp the complexity
and scale of the general themes up for debate, but the
exhibition’s goal is far from being a finite, tightly-sealed
end product. On that note, one of the show's strong
points is recognizing and mapping out the grey areas,
thus avoiding a kind of categorical, binary thinking we so
often encounter.

Arthur Jafa, APEX, video, 2013. Prin mabilitatea artistului si Gavin Brown, New
York / Roma.

Arthur Jafa, APEX, video, 2013. Courtesy of the artist and Gavin Brown's
enterprise, New York/Rome

Right as you step into the Center's spacious foyer, a blank
spot in the collective memory of the Holocaust greets
us: a replica of Rosemarie Trockel's 1994 momenument
Frankfurter Engel, a reminder of the little-researched
and recognized Nazi persecution of homosexual people.
Inspired by a Neo-Gothic angel from the Kélner Dom
(Cologne Cathedral) portal, Trockel's version cuts off its
head and places it back on, leaving a visible mark on
the neck, a deep cut suggesting the irreparable trauma
inflicted by the Nazi regime. A more contemporary
read of the artwork evokes a sad and shameful history
of oppression against LGBTQ+ people in many countries
even today.

Mohamed Bourouissa, an artist of Algerian origin,
shows polaroids from his Shoplifters series, snapshots

of people caught stealing from Brooklyn supermarkets.



asuprirea persoanelor LGBTQIA in unele tari pana in ziua
de astazi.

Polaroidele artistului de origine algeriana Mohamed
Bourouissa, componente ale unei serii intitulate
Shoplifters, surprind persoane care au fost prinse furand
din supermarketurile din Brooklyn, New York. Pozele au
fost facute chiar de proprietari si expuse langa intrarile
magazinelor, ca un avertisment pentru potentialii
raufacatori. La o privire mai atenta iese insa la iveala

ca protagonistii pozelor aduc mai putin a infractori si
mult mai mult a oameni vulnerabili, nevoiti sa recurga
la gesturi extreme pentru a avea cu ce sa se hraneasca.
Un comentariu adus la adresa saraciei care se afla
intr-o crestere exponentiala la marginea unei societati
ultracapitaliste si ultraconsumiste, pozele sunt expuse
langa stelele si triunghiurile folosite de nazisti ca sa
identifice diferitele categorii de detinuti din lagdrele de
concentrare (steaua galbena pentru evrei, triunghiul
albastru pentru emigranti, cel roz pentru homosexuali,
iar cel rosu pentru dizidentii politici).

Sebastian Jung nareaza, plin de un umor acid,
demonstratiile de amploare organizate de extrema
dreaptg, ce au avut loc in 2018 in Chemnitz, un oras

din estul Germaniei. Intitulate Besorgte Blrger
(Cetateni preocupati), desenele lui surprind aproape
caricatural furia, ura si sentimentele extreme ce

servesc la mobilizarea maselor. Un alt ciclu de-al sau
descrie atacul armat din 2019 asupra sinagogii din
Halle. Faptasul a filmat si transmis in direct atacul, iar
interpretarea lui Jung a scenelor ce au fost sterse de

pe internet nu reproduce video-ul in sine, ci incearca

sa redea perspectiva criminalului, surprinzand prin
similaritatea cu un joc video violent, amintind de
radicalizarea de dreapta care are loc pe internet.
Violenta asupra corpurilor straine, de alta culoare decat
alb, este tematizata si in video-ul imersiv semnat de
Arthur Jafa, APEX. Un colaj halucinant de 841 de imagini
care se desfasoara in mod ritmat, aratand staruri pop

si punk, scene grafice de abuz fizic si niste organisme
microscopice misterioase. Instalatia foloseste ca sonor
un beat minimalist creat de pionierul techno-ului
Robert Hood. APEX, una dintre putinele lucrari din
expozitie care nu comunica cu partea istorica a colectiei,
creeaza o atmosfera intensa, ce invita la o reflectare
profunda a asocierilor pe care le facem in legatura cu
cultura afro-americana si asupra pozitiei noastre, ca
albi, pe care o avem vizavi de ceea ce ne este strain sau
necunoscut.

Tell me about yesterday tomorrow este o expozitie care
reuseste nu atat sa sensibilizeze privitorul in legatura cu
trecutul, care oricum nu mai poate fi schimbat, cat mai
degraba sa isi puna mari semne de intrebare in legatura
cu nedreptatile socioculturale contemporane si cu
posibilitatile pentru viitor. What's next?

Vedere din expozitie. Credit foto: Orla Connolly.
Exhibition view. Photo credit: Orla Connolly.

The photos had been taken by the owners themselves
and placed at the shops' entrances as a warning to
potential perpetrators. On a closer look, the people in the
photos look less like criminals and more like genuinely
vulnerable people driven to the extreme in order to

feed themselves. A commmentary on the exponentially
growing poverty at the fringes of an ultra-capitalist,
ultra-consumerist society, the photographs are placed
alongside the stars and triangles used by the Nazis in
order to identify the different prisoners in concentration
camps (the yellow star for Jews, the blue triangle for
immigrants, the yellow triangle for homosexuals, and the
red triangle for political dissidents).

Filled with a biting humor, Sebastian Jung narrates the
2018 large-scale extreme-right demonstrations that
took place in Chemnitz, a town in East Germany. Titled
Besorgte Burger (Concerned Citizens), his drawings have
an almost caricature take on the fury, the hatred and
other extreme sentiments used to mobilize the masses.
Another one of his series pictures the armed attack of
the Halle synagogue in 2019. The person behind the
attack filmed and broadcast himself live. Jung's take

on the scenes that have since been deleted from the
internet does not reproduce the video itself, but takes
on an approach from the criminal's POV, which is a
strikingly similar format to a violent video game, evoking
the internet’s role in right-wing radicalization. Violence
against foreign bodies any other shade than white is a
theme also explored in APEX, Arthur Jafa’s immersive
video. The installation is a dizzying collage of 841 images
that rhythmically jump on the screen, ranging from

pop and punk stars to graphic physical abuse scenes,
and mysterious microscopic organisms. The piece's
soundtrack is a minimalist track by techno pioneer
Robert Hood. One of the few works in the show that
does not communicate with the historical side of the
collection, APEX creates an intense atmosphere that calls
one to reflect on the things we associate with African-
American culture and our position as white people
towards everything that is foreign or unknown.

Tell me about yesteretay tomorrow is a show that
manages not so much to sway the viewer in rethinking
the past (which is impossible to change either way), but
rather to start questioning the current socio-cultural
inequalities while envisioning possibilities for the future.
And now, what's next?

Translated by andra nikolayi
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OANA STANCIU. INSTALMENTS.

Text: Charlotte Riordan

INSTALMENTS

Artista: Oana Stanciu

Ingleby Gallery, Edinburg, Scotia, UK
Decembrie 2020

Oana Stanciu este al doilea artist invitat sa ocupe
camerele de expozitie online ale prestigioasei galerii
Ingleby din Edinburgh, cu o serie expozitionala intitulata
Instalments. Programul profita de avantajele reducerii
activitatii galeriei pe motiv de Covid-19 pentru a
prezenta niste zone putin diferite de specificul galeriei.
Scopul este de a pune in lumina lucrari ale talentelor
locale, iar pana acum, artistii invitati au adus o energie
vie si abordabila intr-un spatiu care uneori pare
curatoriat la sdnge.

Asta nu inseamna ca lucrarile lui Stanciu sunt
nesofisticate. Limbajul ei vizual se remarca prin unicitate
si maturitate. Estetica sa de ,homemade"(improvizat)
amplifica stranietatea studiata a imaginarului artistei,
facand referire subtila si intentionata la pionierele
autoportretului performativ feminin printre care
suprarealista Claude Cahun si celebra Cindy Sherman.
Aceasta este prima expozitie personala a lui Stanciu

la aceasta galerie, Insa este posibil ca dorinta galeriei
Ingleby de a-i sustine arta si de a-i oferi o platforma

a inspirat partial minunata lor expozitie din 2019,
Sometimes | disappear, unde fotografiile lui Stanciu au
fost alaturate operei lui Sherman, artistei contemporane
sud-africane Zanele Muholi si fascinantei (si tragicei)
Francesca Woodman.

Instalments este o expozitie care investigheaza doua
directii ale artei lui Stanciu. Poate in plan secundar se
afla fotografiile in alb-negru facute in stilul ei specific

in atelierul auster. Aici aceasta isi aranjeaza obiectul

de recuzita favorit: propriul corp (si parul ce-i ajunge
pana la talie), stand pe un scaun simplu. In trecut,
Stanciu se juca in imaginile sale cu obiecte cotidiene

si cu preconceptiile noastre banale asupra unor

astfel de obiecte, de la ghivece la perechi de colanti,
transformandu-le prin diverse interactiuni neobisnuite
pentru a-i provoca privitorului diverse grade de
amuzament si disconfort. Aceste imagini se folosesc de
produsele rezidentei ei la Royal Scottish Academy, care
a avut loc intre An Talla Solais, din Ullapool, si Edinburgh
Sculpture Workshop. Coloana ei este acoperita cu

o armura din forme ceramice lucrate manual, care
amintesc de Cirripedia. Multe din lucrarile lui Stanciu

au un substrat folcloric intunecat, insa acest lucru este
foarte acut observabil in aceasta serie. Efectul este ca o
metamorfoza intr-un basm al fratilor Grimm.
Evenimentul principal este o serie de imagini in care
privitorul se alatura lui Stanciu intr-o explorare a gradinii
bunicii sale, in afara Bucurestiului. Aceasta este o lucrare
neobisnuit de personala pentru artistad, care in general
ramane in mod constient o prezenta nepamanteans,
stranie in opera sa.

Realizand faptul ca bunica ei si casa de care e strans
legata incep sa devina intangibile, Stanciu incearca sa
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Oana Stanciu is the second artist invited to occupy
Edinburgh's prestigious Ingleby Gallery's online viewing
rooms, in a series of exhibitions titled /nstalments. This
programme takes advantage of the reduced pace of the
gallery's activities due to Covid to draw focus somewhere
a little outside of their ordinary. The aim is to showcase
the work of local talent and, so far, their highlighted
artists have injected a vivid and approachable energy

to a space that can sometimes feel curated to an
intimidatingly high polish.

That is not to say that Stanciu's work is unsophisticated,
indeed her visual language is arrestingly distinctive and
mature. Its “homemade” aesthetic serves as an amplifier
of her imagery's studied strangeness, and intentionally
tips a knowing wink to forebears of the performative
female self-portrait, including surrealist Claude Cahun
and the iconic Cindy Sherman. This is the first stand-
alone show the gallery has afforded Stanciu, but one
suspects that Ingleby's desire to nurture and platform
her work was the partial inspiration behind their
wonderful 2019 exhibition Sometimes | disappear, which
saw her photographs juxtaposed with Sherman'’s, the
contemporary South African artist Zanele Muholi, and
the fascinating (and tragic) Francesca Woodman.
Instalments is a show that explores two separate strands
of Stanciu's work. Perhaps secondarily, there are black
and white stills, shot in her signature sparse studio set.
Here she arranges her favourite prop, her own body

(and waist-length hair), perched on a simple stool. In the
past, Stanciu's imagery played with mundane objects
and our banal preconceptions of such items, from plant
pots to pairs of tights, transforming them via various
curious interactions to elicit degrees of amusement and
discomfort in her viewer. These images, however, utilise
the products of her Royal Scottish Academy residency
which took place between An Talla Solais in Ullapool and
the Edinburgh Sculpture Workshop. Her spine is adorned
with an armature of hand-cast ceramic forms which

are reminiscent of the shells of barnacle-like organisms.
Something darkly folkloric underpins much of Stanciu’s
work, but very acutely so in this series. The overall effect is
of some Grimmm transmogrification having taken place.
The main event is a series of images which have

the viewer join Stanciu in an exploration of her
grandmother’'s garden outside Bucharest. It is a more
personal body of work than is usual for the artist,

who typically remains a consciously otherworldly and
uncanny presence in her work.

Realising that her grandmother (and the home to which
she is intrinsically linked) are fading from tangibility,
Stanciu attempts to capture their essence before Time
can complete its erosive work. With her camera in hand,
she plays in the garden amongst its detritus and out-



Oana Stanciu, Searamics (2), Giclée print, 42 x 29.7 cm, 2020.

le captureze esenta inainte ca Timpul sa le erodeze cu
totul. Cu camera in mana, aceasta se joaca in grading,
printre vechituri si dependinte, ca in copilarie. Umorul
care-i caracterizeaza lucrarile este aici mai prezent ca
oricand (imitand pozitia de balerina a pisicii in Tigri),
insa frisonul de neliniste pe care-l invoca deseori este
temperat aici de pregnanta subiectului, producand in
schimb o atmosfera onirica. Stranie dar cumva familiara.
Poate ca-mi este familiara pentru ca-mi aminteste de
regretata mea bunica, sau nain, cum se zice in galeza
din nord. De sanctuarul pierdut al copilariei mele. Un
alt cuvant galez pe care mil-a pus pe limba expozitia
lui Stanciu este hiraeth. Hiraeth reprezinta un dor de
casa sau de un loc unde nu te mai poti intoarce, sau
care poate nu a existat niciodata. Faptul ca expozitia
nu poate fi vazuta decat virtual, din cauza carantinei
nationale, adauga un strat suplimentar temei artiste;,
care la baza pare a fi o incercare de a commemora dar
si subverti doliul sdu la pierderea unei bunici, unei
copilarii... unei lumi chiar. Tn acest sens, expozitia e
surprinzator de sincrona cu actuala criza Covid-19: ne
intrebam cu totii daca ne vom mai frecventa locurile
familiare in acelasi fel... un dor de casa pentru lumea
noastra pre-pandemie pierduta.

Traducere de Rares Grozea

Oana Stanciu, Dacia lui Tane din seria Mamaie Mie, Giclée print,

84 x 56 cm, 2020.

Oana Stanciu, Tane’s Dacia from the series Mamaie Mie, Giclée print,
84 x 56 cm, 2020

buildings, as she did years earlier as a child. The humour
that so often permeates her work is more abundant than
ever (mimicking the balletic pose of the cat's cocked

leg in Tigri), but the unsettling frisson she often readily
conjures is tempered here by the poignancy of the
subject matter, producing instead something dream-like
in quality. Still strange, but somehow familiar.

Familiar perhaps because it makes me think of my own
sadly missed grandmother, or Nain in North Welsh.

My own lost childhood sanctuary. Another Welsh word
that Stanciu's show placed on the tip of my tongue is
hiraeth. Hiraeth is a homesickness or longing for a place
that you can never return to, or that possibly never was.
The fact the exhibition can only be viewed virtually due
to national lockdown adds a compounding layer to the
artist's theme here, which at its root feels like an attempt
to both memorialise and subvert her grief at the loss of
an elder, a childhood... a world, really. In that sense the
show is strangely synchronistic with the current Covid
crisis, as we all wonder whether we will ever inhabit our
old haunts in the same way again... homesick for our lost,
pre-pandemic world.
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Marion Baruch, Viaggio organizzato, 2019. Credit foto: Noah Stolz. Prin amabilitatea artistei si Galeriei Laurence Bernard, Geneva.
Marion Baruch, Viaggio organizzato, 2019. Photo credit: Noah Stolz. Courtesy of the artist and Galerie Laurence Bernard, Geneva.
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INTERVIU CU MARION BARUCH
INTERVIEW WITH MARION BARUCH

Text: Olga Stefan

Marion Baruch Tn casa ei din Gallarate, Itala Credit foto: Marc Latzel.
Marion Baruch in her house in Gallarate, Italy Photo credit: Marc Latzel.

Marion Baruch s-a ndscut in 1929 in Timisoara, Romania.
Aceasta vorbea maghiara acasa, germana cu dadaca

si romana si franceza la scoald. Tn 1938, guvernul de
extrema dreapta Cuza-Voda a impus o serie de legi
anti-evreiesti, care au devenit tot mai dure sub guvernul
fascist Antonescu incepand cu 1940, cu una din legi
interzicandu-le evreilor sa invete la scolile de stat.

Astfel, Marion Baruch, care este evreica, a fost inscrisa

de parinti la Lycée frangais din Bucuresti, unde vorbea
numai in franceza. Mama ei divortase de tatal acesteia,
s-a mutat apoi la Bucuresti si s-a recasatorit cu Sascha
Roman, care, in timpul pogromului din Bucuresti din
ianuarie 1941, a fost inchis pentru scurt timp de legionari,
scapand din fericire cu viata, in timp ce Marion si mama
sa se ascundeau la locuinta unor prieteni.

Despre bombardarea Bucurestiului de catre Aliati in
1944, aceasta isi aminteste:
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Marion Baruch was born in 1929 in Timisoara, Romania.
She spoke Hungarian at home, German with her nanny,
and Romanian and French at school. In 1938, the short-
lived Goga-Cuza far-right government passed a series of
increasingly anti-Jewish laws, which gained momentum
under the fascist Antonescu government starting

in 1940, with one of the laws prohibiting Jews from
studying at public schools. This led to Marion Baruch,
who is Jewish, being enrolled by her parents in the
Lycee Francais in Bucharest, where she spoke exclusively
French. Her mother had divorced Marion's father, moved
to Bucharest, and remarried Sascha Roman, who, during
the Bucharest pogrom of January 1941, was briefly
imprisoned by the Guardists but luckily survived, while
Marion and her mother were hiding at the house of
friends.

Of the 1944 Allied bombing of Bucharest, she recounts:
“We went to the countryside, to a community of
Romanian peasants because there were bombings,

and we had to hide in the cellar. | could hear the

bombs falling. In this community of peasants, we ate
cold polenta brought by the peasants, and we worked
together in the fields. It is there that | started drawing,

in that room where we had taken refuge. It seems to me
that these memories with the Romanian peasants are a
central point of my life.”

She enrolled in the Bucharest Academy of Fine Arts in
1948:

"In 1948 it was the nationalization that impressed me —
“Get Out!' they said. My mother left for Israel earlier than
me, | was not allowed to go with her. | did a year of art at
university. There was a group of communists there who
would not let the bourgeois enroll, so | was rejected the
first time | tried. | managed to enter another exam with a
doctor's certificate, in a department where there were no
communists..”

IN 1950 she left for Israel, to join her mother, singer and
composer Daniela Dor, who had left Romania two years
earlier. There she enrolled in the Academy of Fine Arts,
Bezalel, and studied with the Bauhaus artist Mordecai
Ardon. At the age of 24, she launched her art career
with a solo drawing and painting show at Micra Studio
in Tel Aviv. As a result of its success, she was awarded a
stipendium to study in Rome, and starting in 1954 she
settled there. From 1994 to 2011 she lived in Paris, then
returned to Gallarate, Italy, where she continues to live
and work today.

The following interview is the result of a series of phone
conversations over the course of two months at yet
another peak in the lockdown of September and
October 2020. The stringent COVID-19 measures in



.Ne-am dus la tara, la o comunitate de tarani romani,
pentru ca erau bombardamente, si a trebuit sa ne
ascundem in pivnita. Auzeam cum cad bombele. In
aceasta comunitate de tarani am mancat mamaliga
rece siam lucrat impreuna la camp. Acolo am inceput
sa desenez, in acea camera unde ne refugiaseram. Mi se
pare ca aceste amintiri cu taranii romani reprezinta un
punct central in viata mea.”

Marion Baruch, Untitled, ulei pe panza, 1964. Credit foto: Noah Stolz.
Marion Baruch, Untitled, oil on canvas, 1964. Photo credit: Noah Stolz

Aceasta s-a inscris la Academia de Belle-Arte din
Bucuresti in 1948:

,In 1948, m-a impresionat nationalizarea — «Afaral» mi-au
zis. Mama a plecat spre Israel inaintea mea, eu nuam
avut voie sa ma duc cu ea. Am facut un an de arte la
universitate. Era un grup de comunisti care nu i lasau
pe burghezi sa se inscrie, asa cad am fost respinsa prima
data. Am reusit sa intru in alt examen cu un certificat de
la doctor, la o sectie unde nu erau comunisti..”

1n 1950, aceasta a plecat spre Israel, sa fie al&turi de
mama sa, cantdreata si componista Daniela Dor, care
plecase din Romania cu doi ani mai devreme. Acolo,
Marion s-a inscris la Academia de Arte Frumoase
Bezalel, unde a studiat cu artistul Bauhaus Mordecai
Ardon. La 24 de ani, aceasta si-a demarat cariera
artistica printr-o expozitie personala de desen si pictura
la Micra Studio, Tel Aviv. Tn urma succesului expozitiei,
aceasta a primit o bursa de studiu in Roma, iar in 1954

Italy over the last year, including the two months of our
discussions, prohibited Marion Baruch, who is 91, from
contact with her family or with outside visitors of any
kind. These conversations, which were sometimes in
English, but mostly in Romanian, and total more than
10 hours of recordings, created a deep bond between
us. The following is a shortened version of this material,
edited for clarity.

0OS: What brought you from painting to sculpture?
MB: This designation, Sculpture (from 2011 to present),
is attributed to my last project now on display at the
Kunstmuseum Luzern. | called it sculpture because it
was certainly not painting and... these scraps of fabric
looked in space like pure sculpture.

Marion Baruch, Sculpturd, din 2011 pana in prezent, textil. Vedere din
expozitia: Marion Baruch. Retrospektive - innenausseninnen, Kunstmuseum
Luzern, 2020. Credit foto: Marc Latzel.

Marion Baruch, Sculpture, from 2011 to the present, textile. View from the
exhibition: Marion Baruch. Retrospektive - innenausseninnen, Kunstmuseum
Luzern, 2020. Photo credit: Marc Latzel.

0S: And how did you end up working in textiles with
these remnants of fabrics?

MB: My husband had a fashion fabrics business, and

he developed a new formula to create them. He did

not personally make the fabric but gave it to others to
produce and so the production was very rich because

it could be done in a short time. | began this interest in
textiles in France, in Paris. To celebrate my 80th birthday,
| created a big hat out of | don't know what material, in
fact a smart Albanian artist made it for me, and | put this
huge sculpture on my head, then passed it to others — it
was passed from head to head!

I was collecting medical boxes, empty ones, in
pharmacies and in houses for old people who consume
many medicines and throw away the empty boxes. |
showed them in the hall of the Maison des Sciences de
I'Homme in Paris. It was an installation where people
could enter and follow the road, and on the floor | had
thrown the empty boxes of medicine. On my head | had
this strange “chapeau,” a hat which then | put on the
head of other people, it was circulating. When we were
walking in this material formed by empty medicine
boxes, it arrived almost to the knees and produced a
strange noise.

OS: What about the empty medicine boxes was
appealing to you? Why did you choose them for your

work?

161



INTERVIU
INTERVIEW

s-a stabilit acolo. Tntre 1994 si 2071, aceasta a trait la
Paris, apoi s-a intors in Gallarate, Italia, unde traieste si
activeaza in prezent.

Interviul ce urmeaza este rezultatul mai multor
convorbiri telefonice pe durata a doua luni, odata cu
inasprirea masurilor de carantina in septembrie si
octombrie 2020. Din cauza masurilor dure din Italia
din ultimul an, printre care cele doua luni in care

am discutat, Marion Baruch, care are 91 de ani,nu a
putut avea contact cu familia sau cu vizitatori. Aceste
conversatii, purtate uneori in engleza, dar in cea mai
mare parte in romana, din care au rezultat peste 10 ore
de inregistrari, au creat intre noi o legatura profunda.
Urmeaza o varianta scurtata a acestui material, editata
cu scopul claritatii.

OS: Ce te-a dus de la pictura la sculptura?

MB: Aceasta etichets, ,Sculpture” (,Sculptura”, din 2011
pana in prezent), se leaga de ultimul meu proiect, expus
acum la Kunstmuseum Luzern. L-am numit sculptura
deoarece, cu siguranta, nu era pictura, iar... aceste resturi
de material textil pareau sculptura pura in spatiu.

OS: Si cum ai ajuns sa lucrezi in textile, cu aceste resturi
de material?

MB: Sotul meu avea o afacere cu materiale pentru haine
de moda si a dezvoltat o noua formula sa le produca.

Nu le facea el personal, le dadea altora sa le faca, astfel
ca productia era abundentd, pentru ca putea fi facuta
repede. Au inceput sa ma intereseze textilele in Franta,

Marion Baruch, Fiul, 1978-82, lemn pictat. Vedere din expozitia: Marion
Baruch. Retrospektive - innenausseninnen, Kunstmuseum Luzern, 2020.
Credit foto: Olga Stefan.

Marion Baruch, The Son, 1978-82, painted wood, View from the exhibition
Marion Baruch. Retrospektive - innenausseninnen, Kunstmuseum Luzern, 2020
Photo credit: Olga Stefan
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MB: First it was La Chambre Vide, it was an empty

room in my apartment where people could meet; there
was nothing in it, one had to sit down on the floor, and
anybody could enter at certain times when the program
was fixed, because that was the point.. to meet. They
sat on the floor in the sunshine, and it was a beautiful
meeting point, and there were Africans, because | was
working with “sans-papiers,” immigrants, and people
were coming from my neighborhood. And then | set

it up with the medicine boxes. | needed a public place
where to present it and to leave it and that's how it got to
La Maison des Sciences de I'Homme.

Marion Baruch, La Chambre Vide, 2009, 32 Rue Sorbier, Paris.
Credit foto: Corinne Vigne-Loup. Prin amabilitatea artistei.
Marion Baruch, La Chambre Vide, 2009, 32 Rue Sorbier, Paris.
Photo credit: Corinne Vigne-Loup. Courtesy of the artist.

OS: And les "sans-papiers” and your relationship to
homelessness — was there a cormmon point with your
own life experience?

MB: Well, | participated in their actions, their
manifestations. The police arrived and it was in February,
the coldest day of the year, and they put us in a place
outside — there we were so cold that we had to dance
and sing, and that was the way we kept warm until

in the evening the police let us go. | felt very close to
those immigrants. | had never done political actions
before. That was the only one in my life. It was especially
important for me.

OS: You did a lot of work including or alluding to
Rembrandt.

MB: | had seen an exhibition in Bucharest where there
was a Rembrandt displayed. And that impressed me
so much that it was the point where | fell in love with
painting.

OS: | would like to speak about the work La Madre,
which you translated into Hungarian. You told me that
the Rembrandt exhibition influenced you so much.

(La Madre (Anyamhoz, Anymert, Anyamtol, Anyamnak,
Anyamban, Anyambol), 1978-82, is a narrow wood plank
that contains seven painted reproductions of a famous
Rembrandt self-portrait, set equidistantly from each
other. The plank was leaned vertically against the wall
next to a similar composition titled The Son, 1978-82.
The Rembrandt paintings on the latter are only five in
number and alternate in color between red and green.)
MB: La Madre - it is formed of small paintings, 7 or 8cm
by 4 cm, let’s say, a row from top to bottom. | also titled it



la Paris. Pentru a-mi sarbatori a 80-a aniversare, am
creat o palarie mare din nu mai stiu ce material, de fapt
un inteligent artist albanez mi-a facut-o, si mi-am pus
aceasta sculptura enorma in cap, apoi am dat-o mai
departe si altora - trecea din cap in cap!’

MB: Colectionam cutii goale de medicamente, din
farmacii si case de batrani care consuma multe
medicamente si arunca cutiile la gunoi. Le-am expus
in holul Maison des Sciences de I'Homme din Paris.

Era o instalatie unde oamenii puteau intra si urma
parcursul expozitiei, iar pe jos erau cutiile goale de
medicamente. Pe cap aveam acest ,chapeau” bizar, pe
care apoi il puneam in cap altor persoane - circula. Cand
mergeam prin acest material format de cutiile goale de
medicamente, ne ajungea pana la genunchi aproape si
producea un sunet ciudat.

0OS: Ce te-a atras la cutiile goale de medicamente? De ce
le-ai ales pentru lucrarea ta?

MB: La inceput a fost lucrarea La Chambre Vide, o
camera goala din apartamentul meu, unde camenii

se puteau intalni; nu era nimic in interior, trebuia sa

ne asezam pe podea, iar oricine putea intra la anumite
ore, in timpul programului, pentru ca asta era scopul...
sa ne intalnim. Stateau pe jos in lumina soarelui — era

un loc frumos de intalnire. Erau africani, deoarece
lucram cu persoanele ,sans-papiers”, cu imigrantii si cu
persoanele din cartierul meu. Apoi am adaugat cutiile
de medicamente. Aveam nevoie de un loc public pentru
a le prezenta, unde sa le las, si asa am ajuns la Maison
des Sciences de I'Homme.

OS: lar sans-papiers si relatia ta cu persoanele fara
adapost — exista vreun punct comun cu experienta ta de
viata?

MB: Ei bine, luam parte la actiunile si manifestatiile lor.
A venit politia, asta in februarie, cea mai rece zi din an,
si ne-au pus intr-un loc afara — era asa frig ca trebuia
sa dansam si sa cantam, si asa ne-am incalzit pana
seara, cand ne-a dat politia drumul. Ma simteam foarte
apropiata de acei imigranti. Nu mai facusem actiuni
politice. Aceasta fusese singura. A fost deosebit de
importanta pentru mine.

OS: Ai facut multe lucrari despre Rembrandt.

MB: Vazusem o expozitie la Bucuresti unde era expus
un Rembrandt. M-a impresionat intr-atat incat m-am
indragostit de pictura.

OS: As vrea sa vorbim despre lucrarea La Madre, pe
care ai tradus-o in maghiara. Mi-ai spus ca expozitia
Rembrandt te-a influentat foarte mult.

(La Madre (Anyamhoz, Anymert, Anyamtol, Anyamnak,
Anyamban, Anyambol), 1978-82, este o scandura
fngusta care contine mai multe reproduceri pictate ale
unor autoportrete celebre de Rembrandet, la distanta
egala unele de altele. Scandura era sprijinita vertical de
perete, langa o compozitie similara, intitulata The Son,
1978-1982. Picturile de Rembrandt de pe aceasta din
urma sunt doar in numar de cinci si alterneaza cromatic
de la rosu la verde.)

MB: La Madre este formata dintr-o serie de mici picturi,
7 sau 8 cm pe 4 cm, sa zicem, intr-un sir de sus in jos.
Titlul este si in maghiara pentru ca este limba mea
materna. In titlu, am declinat cuvantul mamg, adica
Jpentru mama”, ,la mama” etc. Si am daruit lucrarea

in Hungarian because it is my mother tongue. | declined
in the title the word mother, meaning for mother, to
mother, etc. And | gave this work to my son as a gift;
unfortunately he died, | lost him when he was 42, it was
hard... See, language was so important to me. This was a
work of connection between my son and my mother.

OS: Your maternal language is Hungarian, your nanny
spoke German, you speak perfect Romanian, and English
and Italian and French. Language is so important in

your work. You use a variety of artistic languages in

your practice. What's the relationship between thinking
in different languages and producing art in so many
media...

MB: Language is essential because the translation from
one language to another is never perfectly possible. It

is always something else in a way and that is a great
richness. Languages for me are essential. There is an
English philosopher who says that somebody who knows
only one language doesn't know his own language. | find
myself in this concept. Language and translation have
been central pointsin my life.

Marion Baruch, Name Diffusion, Superart, 1988, carucior din otel zincat, 177.5
X 90 x 48 cm. Prin amabilitatea Abattoirs, Musée - Frac Occitanie Toulouse.
Marion Baruch, Name Diffusion, Superart, 1988, galvanized steel trolley, 177.5 x
90 x 48 cm. Courtesy of Abattoirs, Musée - Frac Occitanie Toulouse.

OS: Tell me a little about Superart (1988-90)!

MB: This is an important work for me. The person |
worked with was a carpenter and he stole this cart from
the supermarket. We were together in Milan because

I wanted to do this work and | needed this cart, which
had to be stolen. And he made what is inside, that metal
shape, which is inside this supermarket cart, and which
had sloping angle outwards, and he had to follow exactly
this shape and he managed to do it; the height is of a
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fiului meu; din nefericire, a murit, I-am pierdut cand
avea doar 42 de ani si mi-a fost greu... Vezi tu, limba
era foarte importanta pentru mine. Aceasta lucrare
reprezenta legaturile dintre fiul meu si mama mea.

OS: Limba ta materna este maghiara, dddaca ta vorbea
germana, vorbesti romana perfect si vorbesti si englezg,
italiana si franceza. Limba este foarte importanta

in opera ta. Folosesti numeroase limbaje artistice in
practica ta. Care este relatia dintre gandirea in mai
multe limbi si producerea de arta in mai multe medii?
MB: Limba este esentiald, deoarece traducerea dintr-o
limba in alta in mod perfect nu e posibila. Mereu sta
ceva in cale, iar acest lucru este pretios. Limbile sunt
esentiale pentru mine. Este un filosof englez care spune
Ca o persoana care nu stie decat o limba nu-si cunoaste
propria sa limba. Ma regasesc in acest concept. Limba si
traducerea au fost puncte centrale in viata mea.

OS: Povesteste-mi putin despre Superart (1988-90).

MB: Este o lucrare importanta pentru mine. Persoana
cu care am lucrat era tamplar si furase cosul de la
supermarket. Eram amandoi in Milano deoarece voiam
sd produc aceasta lucrare si aveam nevoie de cosul

lui — cosul trebuia sa fie furat. El a produs ce se gaseste
fnduntru, acea structura metalica. Cosul avea o inclinatie
inspre afara, iar structura de metal trebuia sa urmeze
exact acea formg, iar el a reusit asta; inaltimea este cea a
unei persoane obisnuite, ca mine, de pilda, si se inclina
spre persoana care impinge cosul, capul fiind invizibil.
Cand impingeam acest cos cu structura din interior, nu
vedeam nimic. Vedeam doar ce se afla in cos, structura
ce urmarea exact forma cosului.

OS: Lucrarea Superart a fost facuta dupa ce ai inceput
sa lucrezi sub brandul ,Name Diffusion”. Era o vreme
cand erai interesata de lucrul intr-un context mai
comercial, sa discuti productia si comertul in arta. Este
perioada cand a inceput sa se dezvolte fenomenul
numit, mai tarziu, Estetica Relationala...

Vedere cu Sculpturi si Name Diffusion din expozitia Marion Baruch.
Retrospektive - innenausseninnen, Kunstmuseum Luzern. Credit foto: Olga
Stefan.

View with Sculptures and Name Diffusion at Marion Baruch. Retrospektive -
innenausseninnen exhibition, Kunstmuseum Luzern. Photo credit: Olga Stefan.
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Marion Baruch, Name Diffusion, Museum Museum, 1993. Camasi imprimate
cu logo Name Diffusion si Groninger Museum, dimensiuni, S-M-L-XL, stander
pentru haine. Vedere din expozitia Business Art / Art Business, Muzeul
Groninger, Groningen. Prin amabilitatea Muzeului Groninger.

Marion Baruch, Name Diffusion, Museum Fashion, 1993. Silk printed shirts with
logo Name Diffusion and Groninger Museum, sizes, S-M-L-XL, clothes stander.
View from the exhibition Business Art / Art Business, Groninger Museum,
Groningen, Courtesy of the Groninger Museum

normal person, like me for example, and it is inclined
towards the one pushing the cart, so the head can't be
seen. When | was holding this supermarket cart with
what was inside and pushing it, I could not see anything,
| could see only what was in the cart, the form that
follows the cart’s shape precisely.

OS: The work Superart was made while you started
working under the brand “Name Diffusion.” It was a

time when you were interested in working in a more
commercial field, to discuss production and commerce
in art. It is the period when the phenomenon later called
Relational Aesthetics started to develop...

MB: It was a title | came up with the gallery owner Lucian
(Luciano Inga-Pin), who is no longer alive. | only put
Name because | didn't have a name. | hadn't exhibited in
important places until then, and | wanted to call myself
“Name" because you still have to have a name, don't you,
and the gallery wanted to put Name Diffusion, and he
was for...

OS: For art distribution and dissemination...

MB: Exactly, and that's how it became “Name Diffusion.”
I went to a great gallery owner and showed him a work
and he told me to put it on the wall behind his desk,

to see how the public reacts, and after two weeks he
called me and said that he was taking it to Art Basel,
the most important art fair; and then | created Superart



MB: Titlul I-am dezvoltat impreuna cu Lucian, galeristul
(Luciano Inga-Pin), care nu mai este printre noi. Am

pus Name pentru ca nu aveam un nume. Nu mai
expusesem pana atunci in spatii importante si voiam sa-
mi spun ,Name”, pentru ca trebuie totusi sa ai un nume,
nu? lar galeria voia sa puna Name Diffusion, iar el a fost
de acord...

OS: De la distribuirea si diseminarea artei...

MB: Exact, si asa a ramas ,Name Diffusion”. Am fost la
un mare galerist si i-am ardtat o lucrare, iar el mi-a spus
sa o pun pe peretele din spatele biroului sdu, sa vedem
cum reactioneaza publicul, iar dupa doud saptamani
m-a sunat sa-mi spuna ca o va duce la Art Basel, cel
mai important targ de arta; atunci am creat Superart si
nimeni nu se mai uita la lucrarea pe care o dusesem la
galerie, pentru ca Superart era mult mai impresionanta.
Poate a fost o greseald, nu aveam rabdarea sa astept
rezultatele putin cate putin. Imediat mi-a mai venit

o idee, iar asta a fost o greseala, pentru ca publicul
imediat s-a orientat spre cea mai recenta productie ce li
se parea impresionanta.?

OS: Ce rol joaca vidul in opera ta?

MB: E foarte greu sa pui in cuvinte ceea ce simti in
interior! Am facut un monitor, tot in perioada Superart,
dar inainte de aceasta. Era o lucrare frumoasa. lar acolo,
vidul era foarte important. Era o rama, iar inauntru era
sticla; erau mai multe rame de diverse forme, iar intre
rame era gol; era sticla in rame, care erau facute dintr-
un material foarte frumos, si am numit lucrarea Monitor

Marion Baruch, Untitled, acrilic pe ziar, 1973.
Marion Baruch, Untitled, acrylic on newspaper, 1973.

and no one looked at what | took to the gallery because
Superart was much more impressive. Maybe it was

a mistake, | didn't have patience to wait for results

little by little.  immediately had another idea and that
was a mistake because the public threw themselves
immediately on the latest product which they thought
impressive.?

0OS: What role does the void play in your work?

MB: It's so hard to put into words everything you feel
inside! | made a monitor that was also from the Superart
period but a little before it. And it was a beautiful work.
And there the void was so important. That is, there was
a frame and inside was glass and there were different
frames of different shapes and in the frames it was
empty; there was glass that was in the frame that was
made of a very beautiful material, and | called the work
Monitor (1985-1989). It became several works and that's
what | actually took to that gallery owner who put it on
the wall. On the floor was this box, rusted, beautiful, and
mysterious. That box was important to me, | didn't know
why. [t was empty. It's really hard to say what this void
means to me.

Marion Baruch, Montior e Podium, vedere din expozitia Marion Baruch.
Retrospektive — innenausseninnen, Kunstmuseum Luzern. Credit foto: Marc
Latzel.

Marion Baruch, Montior e Podium, exhibition view Marion Baruch. Retrospektive
- innenausseninnen, Kunstmuseum Luzern. Photo credit: Marc Latzel.

0OS: Is it something autobiographical, metaphysical,
existential, emotional?

MB: Rather metaphysical. Like what is basically full, that
is, the full and the empty come together in a way, but it is
difficult to explain what we feel inside, in ourselves, in our
mind. It's like a self-portrait.

OS: And this contradiction is present in the title

of the exhibition at the Kunstmuseum Luzern,
Innenausseninnen that you yourself gave.

MB: Yes, exactly, this continuous relationship between
inside and outside and inside, an oscillation between
extremes...

0S: Do you see this as an autobiographical
representation?

MB: An artist is always, one can say, autobiographical

in her works, but actually it is more of an essence that
comes out of you in your work. It is something existential.
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(1985-1989). Dintr-o lucrare s-au facut mai multe si asta
am dus la galeristul care mi-a pus lucrarea pe perete.
Pe podea era o cutie ruginitd, frumoasa si misterioasa.
Cutia era importanta pentru mine, nu stiam de ce. Era
goala. E chiar greu de zis ce inseamna pentru mine
vidul.

OS: Este ceva autobiografic, metafizic, existential,
emotional?

MB: Mai degraba metafizic. Ca ceva ce este practic
plin, plinul si golul se imbina intr-un fel, dar e greu de
explicat ce simtim in interior, in sinea noastra, in mintea
noastra. E ca un autoportret.

OS: lar aceasta contradictie e prezenta in titlul expozitiei
de la Kunstmuseum Luzern, Innenausseninnen, pe care
chiar tu l-ai ales.

MB: Da, exact, aceasta relatie continua dintre interior si
exterior si interior, o oscilatie intre extreme...

0S: O vezi drept o reprezentare autobiografica?

MB: S-ar putea spune ca un artist sau o artista este
mereu autobiografic/a in lucrarile sale, insa e vorba mai
degraba de o esenta ce transpare din lucrare. Este ceva
existential.

0OS: De exemplu, lucrarea din anii 1970 cu ziarele
(Untitled), in care stergi unele cuvinte si pe altele

le lasi vizibile, jocul acesta care face referire la
Innenausseninnen, gol si plin, induntru si in afara,
aceasta permanentd preocupare a ta fata de prezent si
absent. Te-a influentat si dadaismul?

MB: Dadaismul a fost important. Nu am stiut niciodata
ce m-a influentat, ce crestea in interiorul meu, nu stiu.
Cine suntem, de ce suntem asa... Dar dadaismul este
inca o prezenta activa in mintea mea. E greu de separat
ceea ce sunt de ceea ce e in jurul meu.

OS: Te preocupa ,numele artistului”, ideea de brand,
de faima, teme ce se regasesc desigur in lucrarea In
the Name of the Name of the Name (1978-1982) - o
serie de picturi cu chipul lui Rembrandt ce difera doar
prin culoare. O repetitie pana la final, valida si in cazul
artistului care se copiaza si reproduce cand ajunge la un
anumit nivel de faima. Dar mai vad in aceasta lucrare
zeitgeistul perioadei cand multiplele erau la moda...
MB: De fapt, in acei ani nici macar nu se facea pictura,
pentru ca arta era conceptuala... lar eu am decis sa
pictez tocmai cand pictura era exclusa pentru ca arta
trebuia sa fie intelectuala. Atunci aveam nevoie sa
pictez. Am inceput lucrarea in Londra cand am locuit
acolo timp de un an.

OS: Ai facut o lucrare cu carti de joc, Displacement for...,
1997-98. M3 intriga.

MB: Este o lucrare pe care o iubesc mult. In Milano am
cunoscut un grup de romi cu care am vorbit romana si
creat acest joc. Am facut cunostinta si cu familiile lor;
mergeam la restaurant impreuna si vorbeam despre de
toate, pentru ca eu lucrasem mult cu migrantii romani.
Emigratia romanilor era in floare dupa ce s-au deschis
usile dupa Revolutia din 1989, iar romii care voiau sa
castige bani veneau in Italia, pentru ca in Romania nu
era posibil.

OS: Cartile au cuvinte imprimate pe ele, precum dracul
[the devil], eroul [the hero], jidan [kike], hotul [the thief],
nenorocire [misfortune], traduse in patru limbi, iar
unele din cuvinte sunt scrise intre ghilimele. Jidan, de
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OS: For example the work from the 1970s with the
newspapers (Untitled), where you erase some words, and
others you leave visible, this game that is a reference to
Innenausseninnen, empty and full, inside and outside,
this permanent preoccupation of yours with what is
present and what is absent. Were you also influenced by
Dada?

MB: Dada was important. | never knew what influenced
me, what grew inside me, | don’'t know. Who we are, why
we are like that... But Dada is still actively present in my
mind. It is difficult to separate what | am from what is
around me.

OS: You were preoccupied by the “name of the artist,”
the idea of brand, fame, of course themes inherent in
the project “Name Diffusion”, but which can be first
identified in the work In the Name of the Name of the
Name (1978-1982), paintings of Rembrandt that differ
from each other only in color. This repetition until the
end, which is also valid for the artist who copies and
repeats himself when he reaches a certain fame. But

| also see in this work the zeitgeist of the period when
multiples were fashionable...

MB: Actually, these were the years when painting

was just not done because art was conceptual... And |
decided to paint at that very moment when painting
was excluded, because art was supposed to be
intellectual. That is when | needed to paint. | started this
work in London when | lived there for a year.

OS: You did a piece with playing cards, Displacement
for...,1997-98. It intrigued me.

MB: This is a work that | loved very much. In Milan | met
a group of Roma people with whom | spoke Romanian,
and | created this game with them. | met their families,

Deplasare pentru..., 1997-98, multimedia, fotografie din catalogul expozitiei
de la Kunstmuzeum Luzern, Editura Mousse, ed. Fanni Fetzer, Kunstmuseum
Luzern si Noah Stolz.

Displacement for.., 1997-98, multimedia, photo from the catalogue of the
exhibition at Kunstmuzeum Luzern, Mousse Publishing, ed. Fanni Fetzer,
Kunstmuseum Luzern and Noah Stolz



exemplu, apare intre ghilimele, la fel ca nenorocire. De
ce?

MB: Acestea erau cuvintele folosite de acei romi; ei le
foloseau.

OS: Ati vorbit despre acest termen insultdtor pentru
evrei?

MB: Pentru ei nu era un termen ofensator, era termenul
pe care-| foloseau, desi stiau ca era urat. Pe aceste carti
de tarot am folosit fotografii facute de prietena mea,
precum si fotografii autobiografice. Jocul fusese si
online in timpul unei expozitii la Shedhalle, Zurich.

OS: Ai parasit Romania in 1950.

M.B: Da. Dupa cum am vorbit la inceput, aveam 23

de ani cand am avut prima expozitie la Tel Aviv, iar
multumita ei am primit o bursa sa studiez in Europa. La
acel moment am facut o alegere pe care o regret si azi —
am ales Italia in loc de Anglia.

OS: De ce regreti decizia de a merge In Roma?

MB: Pentru ca Roma reprezenta trecutul, ma gandeam
la Giotto... In Roma mergeam prin Piazza Navona -
cineva din Israel si Romania viseaza la asemenea locuri.
Ma gandeam ca voi ajunge in Anglia oricum... Asta e,
greselile vietii... Trebuia sa fiu mai serioasa si sa aleg sa
plec in Anglia, unde oamenii se uita spre ziua de maine,
nu se gandesc la ziua de ieri.

Traducere de Rares Grozea
Note:

1. Proiectul la care face artista referire, Mon Corps, ou es tu ?, este o trilogie
ce a avut loc la Musée des Sciences de I'Homme si la apartamentul lui
Marion Baruch, la 32 rue Sorbier, Paris (ambele variante in 2009-2010).
Poate intr-o mai mare masura decat alte lucrari ale sale, Mon Corps, ou es
tu? elucideaza modul in care Marion abordeaza spatiul public, interactiu-
nile sociale si productia artistica, propunand-o pe aceasta din urma drept
colaborare dintre artist, mestesugar si toti ceilalti participanti. Obsesia ei
pentru intalnirile spontane, schimb si limbaj sunt scoase in relief. http://
moncorpsouestu.over-blog.com/

2.Sub brandul ,Name Diffusion”, stabilit in 1990, Marion Baruch a lucrat in
colaborare cu diverse entitati, artisti si grupuri, subminand astfel conceptul
de auctorialitate si unicitatea obiectului de arta, punand in schimb accen-
tul pe producerea colectiva si pe importanta fiecarui colaborator la intreg.
Prin proiectele intreprinse prin ,Name Diffusion”, Marion si-a articulat
pozitia artistica in relatie cu spatiul public, intre ea si celalalt. Aceasta nu a
mai lucrat ca ,Name Diffusion” din 2010, semnandu-si de atunci lucrarile,
din nou, cu propriul sdu nume. La Chambre Vide si Mon Corps, ol es-tu ?
sunt printre ultimele proiecte semnate cu ,Name Diffusion”, pe langa
numele sau.

and we went to the restaurant together and we talked
about everything, because | worked a lot with Romanian
migrants. Romanian emigration was in full force when
the doors opened after the Revolution of 1989 and the
Roma who wanted to earn money came to ltaly because
in Romania it was not possible.

OS: The cards have words printed on them, such as devil,
hero, kike, thief, misfortune, translated in four languages,
and some of the words are written in quotation marks.
For example, kike is written in quotation marks, as well as
misfortune. Why?

MB: These were the words of the Roma people; they said
those words.

0OS: Have you ever discussed this degrading term they
used for Jews?

MB: This term was not an offensive term for them, that
was the term they used, even though they knew it was
an ugly term. On these Tarot cards | used photos made
by my girlfriend, as well as autobiographical photos.
The game was also online during an exhibition at the
Shedhalle in Zurich.

OS: You left Romania in 1950.

MB: Yes. As we talked at the beginning, | was 23 years old
when | had my first exhibition in Tel Aviv, and thanks to
it | received a scholarship to go and study in Europe. At
that moment | chose something that | regret even today
— | chose Italy instead of England.

0S: Why did you regret the decision to go to Rome?

MB: Because Rome was the past, | was thinking of
Giotto... In Rome | was walking around in Piazza Navona
—someone who comes from Israel and Romania dreams
of these places. | thought | would end up in England
anyway... Well, life's mistakes... | should have been more
serious and asked to go to England, where people look
towards tomorrow, not think about yesterday.

Endnotes:

1. The project she mentions, Mon Corps, ou es tu ?, is a trilogy which took
place at the Musee des Sciences de 'Homme and at Marion Baruch'’s
apartment at 32 rue Sorbier in Paris (both iterations in 2009-2010). Maybe
even more than others, Mon Corps, ou es tu ? clarifies Marion’s approach to
the public sphere, to social interactions and artmaking, proposing the latter
as collaboration between the artist, artisan, and all other participants. Her
obsession with unplanned encounters, exchange, and language are all here
foregrounded. http:/moncorpsouestu.over-blog.com/

2. Under the “Name Diffusion” brand established in 1990, Marion Baruch
worked in collaboration with many entities, artists, and groups, thus under-
mining the concept of authorship and the uniqueness of artistic objects,
emphasizing instead collective production and the importance of each
contributor to the whole. Through the projects undertaken with “Name
Diffusion,” Marion articulated her artistic position in relation to public space
and between herself and the other. She stopped working under “Name
Diffusion” in 2010, from which point she resumed signing her works with her
own name. La Chambre Vide and Mon Corps, ou es-tu? are some of the last
projects signed as “Name Diffusion” besides her own name.
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LUCIA PIETROIUSTI IN DIALOG CU

ADRIANA TRANCA

LUCIA PIETROIUSTI IN DIALOGUE WITH

ADRIANA TRANCA

Lucia Pietroiust. Credit foto / Photo credit: Joginte Bucinskaite.

Adriana Tranca: Lucia, tu esti curatoarea ecologista
prin excelentd; cum a ajuns sa te intereseze ecologia?
Si care sunt scopurile sau sperantele tale majore, atat
in termeni ecologici cat si de munca curatoriald? Ce fel
de constientizari si transformari climatice ti-au modelat
practica?

Lucia Pietroiusti: Haha! Sunt artisti si colegi de-ai

mei care au mult mai multa experienta cu munca
ecologista decat mine... Interesul meu pentru ecologie

s-a dezvoltat cum cred ca se dezvolta la multe persoane:

odata cu inceputul a ceea ce consider a fia doua
jumatate a vietii mele. Avand copii, ajungi sa-ti retraiesti
viata de la Inceput, insa dintr-o alta perspectiva: te afli in
aceeasi camera ca acum treizeci de ani, insa de cealalta
parte, facand alte lucruri. E o intelepciune stranie si
profunda aici. Apare ca un fel de luciditate, un alt sens al
scopului in viatd, mult mai externalizat. Dar ca studentd,
eu eram deja implicata in activism, mai ales in jurul
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Adriana Tranca: Lucia, you are the ecology curator, how
did you become interested in ecology? And what are
your biggest aims or hopes in this respect, both in terms
of ecological understanding as well as curatorial work?
What awarenesses and climate transformations have
shaped your practice?

Lucia Pietroiusti: Haha! There are many colleagues and
artists who have far longer and deeper experience in
ecology work than | do... The interest in ecology emerged
in me, | believe, in much the same way it does for many:
with what | think I'm recognising as the beginning of
the second half of my life. With kids, you get to re-live
your life from the beginning, but from a completely
different perspective: you're in the same room as you
were three decades prior, but just sitting or standing on
the other side, doing other things. There's some weird
deep wisdom in this. It emerges as a lucidity of sorts;

a different sense of purpose, much more externalised.

| was already involved in advocacy and activism as a
student, however; particularly in pro-choice and same-
sex marriage advocacy, while | lived in Dublin. So some of
itis not new.

As for awareness, | think the most striking piece for me
in the ecological work has to do with looking for ways

to exist within a more-than-human fabric of beings.
Particularly plant complexity, consciousness, and
intelligence: it's what captured my imagination most
deeply and still drives much of what | try to think or do.

AT: You are the Curator of Sun & Sea (Marina), the 2019
Golden Lion Award Winner, as well as the Curator of
General Ecology at the Serpentine Galleries in London,
working in a polyphonic landscape of multidisciplinary
projects in and outside this institution. Could you please
share what you're currently working on?

LP: At the Serpentine, I'm working on Back to Earth, a
project that brings together artist-led environmental
artworks and campaigns, as well as the General Ecology
Network, which will be a distributed organisation that
emerges out of the General Ecology project and brings
together organisations from art and ecology to work on
some very specific, mainly infrastructural transformation
projects. And of course continuing The Shape of a Circle
in the Mind of a Fish, the series with Filipa Ramos on
more-than-human consciousness. We're developing a
book from the first four editions. Outside of Serpentine,
there are a few projects — of course POWER NIGHT at
E-WERK Luckenwalde, which is likely to be more of a
“season” than a “night” in this slow emergence from the
pandemic. The Shanghai Biennale opened recently, in
April, on Bodies of Water, and Filipa and | are beginning
to develop a project which will see the light in 2022.



temelor pro-choice si casatoriilor intre persoane de
acelasi sex, atunci cand locuiam la Dublin. Deci anumite
aspecte nu sunt noi pentru mine.

Tn ceea ce priveste constientizarea, cred c& cel mai
interesant lucru pentru mine in munca ecologista se
leaga de cautarea modurilor de coexistentd cu patura
fiintelor mai-mult-decat-umane. Mai ales complexitatea,
constiinta si inteligenta plantelor: acest lucru mi-a
captat imaginatia cel mai profund si inca determina
multe din lucrurile pe care ma stradui sa le gandesc sau
sa le intreprind.

AT: Esti curatoarea proiectului Sun & Sea

(Marina), castigator al Leului de Aur, precum si a
departamentului General Ecology la Serpentine
Galleries din Londra, lucrand intr-un peisaj polifon

de proiecte multidisciplinare in cadru institutional

si noninstitutional. Ne poti spune la ce lucrezi la
momentul de fata?

LP: La Serpentine lucrez acum la Back to Earth, un
proiect ce aduce laolalta lucrari si campanii ecologiste
initiate de artisti. Mai lucrez si la General Ecology
Network, care va fi o organizatie distribuita, pornind de
la proiectul General Ecology, aducand laolalta organizatii
de arta si ecologie pentru a lucra impreuna la niste
proiecte foarte specifice, in mare parte transformatoare
de infrastructura. Si, desigur, continui cu The Shape of a
Circle in the Mind of a Fish, seria realizata impreuna cu
Filipa Ramos despre constiinta mai-mult-decat-umana.
Lucram la o carte bazata pe primele patru editii. Pe
langa Serpentine, mai sunt cateva proiecte — bineinteles,
POWER NIGHT de la E-WERK Luckenwalde, care va fi
probabil mai degraba un ,anotimp” decat o ,noapte”,

in contextul iesirii lente din pandemie; Bienala de la
Shanghai care s-a deschis de curand, in Aprilie, pe tema
Bodies of Water —iar Filipa si cu mine am inceput sa
dezvoltam un proiect ce va vedea lumina zilei in 2022.

AT: Trebuie sa spun ca este un mare privilegiu sa lucrez
cu tine la POWER NIGHT 2021, la E-WERK Luckenwalde,
impreund cu Helen Turner si Katharina Worf, care
include prezentarea proiectului Sun & Sea in Bazinul de
Tnot Bauhaus abandonat, aflat in vecinatate. As vrea sa
vorbim putin despre ce s-a petrecut in spatele scenei

la aceasta productie, care, intr-o anumita masurg, se
aseamana primei prezentari a operei pe plaja prezentate
la Venetia in 2019. lar acest ,intr-o anumita masura” vine
din dificultatea de a accesa fonduri— momentan avem
o campanie pe kickstarter* pentru a strange diferenta
necesara realizarii proiectului. Ne poti impartasi din
experientele tale cu performance-urile din Venetia

si poate cateva pareri despre dificultatile productiei
artistice vs. usurinta cu care unii se imbogatesc de pe
urma succesului lor?

LP: E foarte greu si foarte scump sa organizezi
performance-uri! Un lucru de care mi-am dat seama
lucrand la Sun & Sea la Venetia e ca, lucrand deja de un
deceniu cu performance-uri si medii temporale, lumea
artei, in general, nu are infrastructura necesara pentru
acestea. E cel mai usor de inteles in termeni de timp

- cine, sau ce, Ti poate sustine pe artisti in timpul fazei
de cercetare si dezvoltare a lucrarii? Dar al repetitiilor?
Cum putem avea grija de o distributie de performeri in
cazul in care lipsesc anumite facilitati precum dusurile,
vestiarele si asa mai departe? Pentru mine la Venetia,
acestea au fost intrebari fizice, reale, un loc unde
aveam acces restrans la apa si la facilitati. Pe deasupra,

AT: | have to say it is a privilege to be working with you for
POWER NIGHT 2021 at E-WERK Luckenwalde, together
with Helen Turner and Katharina Worf, which includes
the presentation of Sun & Sea in the next door derelict
Bauhaus Swimming Pool. I'd like to talk a bit about the
behind the scenes of this production, which to a certain
extent is similar to the first presentation of the beach
opera in Venice in 2019. And this extent is the difficulty in
securing funding — we are currently rolling a kickstarter
campaign* to raise the outstanding amounts in order

to make this project happen. Could you please share
some of your experiences with the Venice performances
and perhaps also your thoughts on the difficulties in art
productions vs. the easiness with which others capitalise
on their success.

LP: Putting on performances is really difficult, and really
expensive!l One of the things | realised working with

Sun & Sea in Venice was that, while | had worked in live
performance and time-based media for a decade, the art
world, by and large, lacks the appropriate infrastructure
to support it. It's easiest to think of it as time —who,

or what, can support artists during the research and
development phase of the work? During rehearsals?
How do we best care for a cast of performers in situations
in which facilities, such as showers, changing rooms,

&c, are not immediately available? These were physical,
real questions in Venice, a place where we had only
intermittent access to water and facilities. On top of
that, Sun & Sea is a durational piece; it makes it even
more important to ensure that the cast and artists are as
comfortable and cared for as possible. | am not, however,
so sure that anyone really capitalises on performance'’s
success; it doesn't have a defined and well-established
market, for example, in the way that object-based

works do. | think the interest this piece draws, and the
positive responses, have been crucial and incredibly
well-appreciated. And those generous funders who
supported the piece in Venice did that selflessly and
purely out of love for the piece; there's something really
refreshing about that.

AT: | would love to pick your brain on what kind of
intellectual work you think pressingly needs to be done;
what are the current (art) discourses that preoccupy
you?

LP: An interesting and complicated question —so many
things interest me! But at the moment, | would say
that the biggest draws for my research have to do with
extractivism and other present-day manifestations

of the colonial roots of the climate crisis; as well as

with more-than-human consciousness in general. I'm
also fascinated with different forms of “ecology,” from
environmental to organisational ecology, and how to
work on all of those layers simultaneously.

AT: In a panel with Feral Atlas co-author Anna
Lowenhaupt Tsing, led by you and Filipa Ramos (as part
of the 2019 The Shape of a Circle in the Mind of a Fish: we
have never been one), you mentioned the enchantment
—when realising the ubiquity of interconnectivity,
immediately followed by understanding the harmful
powers of said interrelationality; it made me think about
your interest in alternative worldviews, in magic, in
different knowledge sharing and learning methods. And
I would like to ask what places do ritual and magical
thinking have in your practice?

LP: | am reminded of the theologian Simone Kotva
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Sun-Sea (Marina), spectacol de opera de Rugile Barzdziukaite, Vaiva Grainyte, Lina Lapelyte la Bienala Arte 2019, Venetia. Credit foto: Andrea Avezzu. Prin amabilitatea
celei de-a 58-a Expozitie Internationald de Arta - La Biennale di Venezia.
Sun-Sea (Marina), opera-performance by Rugile Barzdziukaite, Vaiva Grainyte, Lina Lapelyte at Biennale Arte 2019, Venice. Photo credit: Andrea Avezzu. Courtesy of the 58th
International Art Exhibition - La Biennale di Venezia

Sun & Sea este o lucrare de durata; este deci cu atat
mai important ca performerii si artistii sa fie cat mai
comozi si ingrijiti cu putintd. Tnsa nu sunt sigurd ca sunt
persoane care se imbogatesc de pe urma succesului
performance-urilor; nu exista o piata bine definita,
stabild, asa cum, de pild3, exista pentru lucrarile-obiect.
Cred ca interesul pe care-| trezeste aceasta lucrare si
raspunsurile pozitive au fost foarte apreciate. lar acei
finantatori generosi care au sustinut lucrarea la Venetia
au facut acest lucru din altruism, din dragoste pentru
lucrare; mi se pare un lucru imbucurator.

AT: Mi-ar placea sa te descos: ce fel de munca
intelectuala crezi ca trebuie urgent intreprinsa; care
sunt discursurile (artistice) actuale care te preocupa?
LP: O intrebare interesanta si complicata - ma
intereseaza atateal Dar, la momentul de fatd, cred ca
ce ma atrage cel mai mult in cercetarea mea se leaga
de extractivism si alte manifestari contemporane

ale radacinilor coloniale ale crizei climatice, precum

si constiinta mai-mult-decat-umana in general. Ma
fascineaza de asemenea diversele forme de ,ecologie”,
de la ecologia de mediu la cea organizationald, si cum se
poate lucra pe toate aceste straturi in acelasi timp.

AT: Intr-o discutie cu coautoarea proiectului Feral
Atlas, Anna Lowenhaupt Tsing, moderata de catre
tine si Filipa Ramos (ca parte a proiectului The Shape
of a Circle in the Mind of a Fish: we have never been
one, 2019) ai mentionat termenul de enchantment
(vrgjire / fermecare / iluzionare), atunci cand realizezi
omniprezenta interconectivitatii, lucru urmat imediat
de intelegerea puterilor daunatoare ale acestei
interrelationalitati. M-a dus cu gandul la interesul tau
fata de mentalitatile alternative, de magie, de metodele
de impadrtasire si invatare de cunoasteri diverse. Si as
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who once told us that theology was a brilliant place
from which to study the non-human as having
consciousness, without anyone objecting much. | would
tend to agree with that - ritual has so much to do with
our understanding of our interrelationality with non-
human beings, and with our obligations towards that
interconnection. And divination is, more often than

not, originally to do with the weather, or agriculture. So
maybe I'd say I'm more interested in what rituals hold on
our behalf: what do they remember across deep time?
What accreted knowledges and wisdoms do we forget
when we do not investigate ritual with some degree of
seriousness?

AT: Do you yourself practice any divination rituals, Tarot
reading, astro charts, automatic writing and, or any
other? If not (yet), what are you most attracted to and
why?

LP: Ha! | wouldn't say | do, not to the extent that the
experts in these fields really do. | fear | over-think things

a bit too much to really commmit body and soul to rituals.
But | do have enormous respect for some of these
practices, and I'm so fascinated by their history, the codes
they hold, the memory they carry with them...

AT: How are you coping with this present state of general
and perpetual trouble? How would you imagine the/a/
your post-pandemic future?

LP: There is always an optimistic and a dystopian answer
to this kind of question, but ultimately I'm acutely aware
that “trouble” is never equally distributed. Personally, |
feel a great need to be closer together; in every sense of
the word.

AT: This historical intersection of climate crisis and
health crisis presents an opportunity to really talk about



vrea sa te intreb, ce loc ocupa ritualul si gandirea magica
in practica ta?

LP: Ma gandesc la teoloaga Simone Kotva, care ne-a
spus odata ca teologia e un loc perfect pentru a studia
fiintele non-umane ca posesoare de constiinta, fard sa
te lovesti de multe obiectii. Si as tinde sa fiu de acord cu
asta - ritualul are foarte mult de-a face cu intelegerea
interrelationalitatii noastre cu fiintele non-umane si

cu obligatia noastra fata de aceasta interconexiune. lar
divinatia se concentra initial, in mare parte, pe vreme
sau agricultura. Astfel ca ma intereseaza mai degraba ce
pastreaza ritualurile in numele nostru: ce tin minte din
trecutul profund? Ce cunoasteri si intelepciuni secrete
uitam atunci cand nu cercetam ritualul cu un anumit
grad de seriozitate?

AT: Tu practici vreun ritual de divinatie, tarot, astrologie,
scriere automata sau altceva? Daca (incd) nu, care te
atrage cel mai mult si de ce?

LP: Ha! As zice ca nu, nu intr-atat cat o fac expertii din
aceste domenii. Ma tem ca tind sa analizez prea mult ca
s& M3 pot dedica trup si suflet ritualurilor. Tns3 respect
enorm anumite practici de genul si ma fascineaza istoria
lor, codurile cu care lucreaza, memoria pe care o poarta...

AT: Cum faci fata situatiei actuale de necaz general

si constant? Cum iti imaginezi un viitor, general si
personal, post-pandemie?

LP: Exista mereu un raspuns optimist si unul distopic la
aceastd intrebare, ins3, in final, sunt foarte de constienta
ca ,necazul” nu este deloc distribuit in mod egal.
Personal simt o nevoie acuta de apropiere, in toate
sensurile cuvantului,

AT: Aceasta intersectie istorica a unei crize climatice cu
o criza a sanatatii reprezinta o oportunitate sd aducem
cu adevarat in discutie ingrijirea, o ingrijire feminista
intersectionala. Corpul uman este conectat la mediu, si
devine tot mai clar ca daca vrem sa avem grija de unul
trebuie sa avem grija si de celalalt. Cum putem face ca
ingrijirea sa nu devina doar un alt termen la moda. Sau
chiar sa il recuperam daca a fost luat deja ostatic.

Ma gandesc la ,a petrece timp cu cineva/ceva” sau la ,a
observa” ca posibile alternative. intr-adevar, domeniul
cultural tinde sa accelereze uzul unor anumiti termeni,
uitand deseori spatiile si initiativele care au o practica
strans legatd de acele idei. Incerc s evit s& ma fixez prea
mult asupra unui anumit cuvant. Ma intereseaza mult
mai mult diferentele interne, alunecarile dintre practici
care poate au legatura unele cu altele in termeni de
limbaj, dar diferd ca metodologie. Intr-o lume de echo
chambers si bule pe retelele sociale, cum stim cu
adevarat cat de numeroase sunt anumite lucruri? Un
cuvant poate fi la moda in cadrul unui anumit grup de
oameni sau unui domeniu si sa ramana neobservat in
altele. Este important sa nu cautam sau sa declaram
originalitatea — care oricum nu exista — ci sa incercam cu
adevarat sa intelegem, sa armonizam, sa apreciem. Stiu
ca iti cam evit intrebarea... e doar semi-intentionat!

AT: In incheiere, imi este clar c& munca ta este in sine un
act de Ingrijire, dar si de curaj; este o cercetare activista
bine ancorata in realitate, impletita cu angajament
artistic, ce are ca scop transformarea conditiilor
predominante de nedreptate si discriminare. Ne poti
impartasi cateva din practicile artistice care te-au

care, a feminist intersectional care. Human bodies

are interconnected with their environment, and it has
become forever more clear that if we care about one,

we must care about the other(s). How could we avoid
catapulting care into buzzword territory? Or even
reclaim it if it has already been taken hostage.

LP: | am far from an expert in the notion of “care.” I like to
think of “spending time with" or “noticing” as a possible
alternative, for example. Yes, the cultural field tends to
accelerate the use of a particular term, and often forgets
those places and initiatives that have a long-established
practice enmeshed in those ideas. I'm trying to steer
away from fixating too much on a word, and am far
more interested in the internal differences, the slippages,
between practices that may be connected in language
but different in methodology. In a world of echo
chambers and social-media bubbles, how do we really
know how much of something there is? Something may
have become a buzzword among a group of people, or
in a field, while being completely unnoticed elsewhere.
It's important to not seek or claim originality — it doesn'’t
exist anyway — but rather to make genuine attempts

at understanding, attuning, appreciating. | know I am
avoiding your question, somewhat... it's only semi-
intentional!

AT: To conclude, to me it's clear that your work is itself
an act of care, but also of courage; it is grounded
activist scholarship entwined with artistic engagement
designed to transform the conditions of prevailing
injustice and discrimination. Could you share a few of
the artistic practices you've found inspiration in, or have
short-circuited your imagination, or expanded your
thinking?

LP: It will seem strange, but | am equally as inspired

by poetry as | am by systems thinking —as drawn to a
beautiful artwork as I am to the bureaucratic processes
that undergird it. It's hard to name a specific artist or
practice without naming one hundred. At the moment,
with the Back to Earth project at the Serpentine — a
project which brings together 65 artists’ works that

are also environmental campaigns, initiatives or
interventions —we are thinking of all the works as falling
in four broad and overlapping categories. “Publics”
—works that bring awareness of a specific set of issues
or data to the widest possible audience; these work

like traditional environmental campaigns do (we can
think of Olafur Eliasson’s Earth Perspectives in this
context, or of Sun & Sea in a non-Back to Earth context).
“Speculations” — works that perhaps propose or suggest
utopian or alternative universes; these are more like
vectors — they point towards something, energetically

— Revital Cohen & Tuur Van Balen's Heavens, for
example, which proposes an alternative origin myth.
“Systems” — works that take to task the infrastructures
that govern our present; these are more invisible, more
slow and procedural works that require we get familiar
with completely different and non-art environments
and languages - such as Carolina Caycedo’s work
towards a just energy transition. And finally “Places” —
works that relate to, or wish to support, specific actual
places somewhere, be it an Indigenous-led nature
reserve (Karrabing's Art Residency for Ancestors') or a
healing centre (Tabita Rezaire's AMAKABA). Taken in
their individuality, they are situated, specific. In their
disjointed, choral aggregation, they propose a complex,
multifaceted response to localised, multifaceted
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inspirat sau ti-au scurtcircuitat imaginatia, ti-au extins
gandirea?

LP: Pare putin ciudat, dar pe mine ma inspira poezia la
fel de mult ca gandirea sistemelor — sunt la fel de atrasa
de o lucrare frumoasa de arta cat sunt si de procesele
birocratice de la baza ei. Ar fi greu sa numesc un singur
artist sau practica fara sa numesc o suta. La momentul
de fata, cu proiectul Back to Earth de la Serpentine —
proiect ce aduce laolalta lucrari a 65 de artisti, lucrari ce
sunt in acelasi timp campanii, initiative sau interventii
ecologiste — ne gandim la toate lucrarile ca facand parte
din patru categorii largi, care se suprapun. ,Publicuri”

- lucrari care atrag atentia asupra unor anumite
probleme sau date catre un public cat mai larg; acestea
functioneaza precum campaniile ecologiste traditionale
(ne putem gandi in acest context la Earth Perspectives
a lui Olafur Eliasson, sau la Sun & Sea in alt context
decat Back to Earth). ,Speculatii” - lucrari care propun
poate universuri utopice sau alternative; acestea sunt
mai mult niste vectori — energetic, ele arata catre ceva -
lucrarea Heavens, de Revital Cohen & Tuur Van Balen, de
exemplu, care propune un alt mit al originii. ,Sisteme”
—lucrari care interogheaza infrastructurile care ne
guverneaza prezentul; acestea sunt lucrari mai invizibile,
mai lente si procedurale, care cer sa ne familiarizam

cu limbaje si medii complet diferite si non-artistice —
precum lucrarea Carolinei Caycedo pentru o tranzitie
energetica justa. Si, in final, ,Locuri” — lucrari care au
legatura cu, sau doresc sa susting, anumite locuri reale
din lume, fie cad e vorba de o rezervatie naturald condusa
de comunitatea indigena (Art Residency for Ancestors

a lui Karrabing) sau un centru de ingrijire si vindecare
(AMAKABA de Tabita Rezaire). Luate individual, fiecare
e situatd, specificd. In agregarea lor eterogen4, corals,
ele propun un raspuns complex, polivalent la situatii
localizate polivalente. Deci nu exista nicio ,solutie”
simpl3, secretd, ci doar una regenerativa sau pozitiva, ori
doar incercari provenind chiar din mijlocul necazului.

Lucia Pietroiusti este curatoare si lucreaza la intersectia
artei cu ecologia si sistemele, deseori in afara formatului
de galerie. Lucia este curatoarea departamentului
General Ecology de la Serpentine Galleries, Londra, si a
pavilionului Lituaniei de la a 58-a Bienala de la Venetia
(precum si turului sau international 2020-2022), Sun &
Sea (Marina), cu artistele Rugile Barzdziukaite, Vaiva
Grainyte si Lina Lapelyte. La Serpentine, Pietroiusti a pus
bazele proiectului de lunga durata General Ecology, pe
care 1l programeaza si curatoriaza, si care este un efort
interorganizational dedicat implementarii principiilor
ecologiste in programele Galeriilor cu publicul, prin
infrastructura lor interna si prin retele.

Pietroiusti este si co-curatoarea Back to Earth,
programul inca in desfasurare prin care Serpentine isi
aniverseaza cei 50 de ani de existenta, dedicat mediului,
care invita peste 65 de artisti sa proiecteze campanii,
prototipuri sau interventii artistice ecologiste.

Tn 2022-2023, Pietroiusti va curatoria, impreund cu
James Bridle, o sectiune a Festivalului de la Helsinki
dedicata inteligentei artificiale si mai-mult-decat-
umane. Printre publicatiile sale se numara More-than-
Human (cu Andrés Jaque si Marina Otero Verzier, 2020);
Microhabitable (cu Fernando Garcia-Dory, in curs de
publicare in 2021); PLANTSEX (MAL Journal, 2019) si Sun
& Sea (Marina) (2019).

Traducere de Rares Grozea

172

situations. So no secret or one-trick “solution,” but rather
regenerative or positive, or just attempts in the midst of
trouble.

Lucia Pietroiusti is a curator working at the intersection
of art, ecology, and systems, usually outside of the
gallery format. She is the curator of General Ecology

at the Serpentine Galleries, London, as well as the
curator of Sun & Sea (Marina) by Rugile Barzdziukaite,
Vaiva Grainyte, and Lina Lapelyte, the Lithuanian
Pavilion at the 58th International Art Exhibition — La
Biennale di Venezia (and 2020-2022 international tour).
At the Serpentine, Pietroiusti founded, programmes,
and curates the long-term General Ecology project,

a strategic, cross-organisational effort dedicated

to the implementation of ecological principles
throughout the Galleries' public-facing programmes,
internal infrastructure, and networks. Pietroiusti is

also a co-curator of Back to Earth — the Serpentine’s
50th anniversary programme, dedicated to the
environment (ongoing), which invites 65+ artists to
devise environmental campaigns, prototypes, or
interventions in artwork form. In 2022-23, Pietroiusti
will join James Bridle in curating a section of the
Helsinki Festival, dedicated to artificial and more-than-
human intelligences. Publications include More-than-
Human (with Andrés Jaque and Marina Otero Verzier,
2020); Microhabitable (with Fernando Garcia-Dory,
forthcoming in 2021); PLANTSEX (MAL Journal, 2019), and
Sun & Sea (Marina) (2019).

» Irina Petrova, X-Files. Dezastru ecologic intr-o tard a minunilor industriale,
2020 (detaliu).

Irina Petrova, The X-Files. Ecological Disaster in an Industrial Wonderland, 2020
(detail)
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SCANDALOGIA LUI BASELITZ
BASELITZ’S SCANDALOGY

Text: Valentina lancu

,Niciun artist n-a devenit celebru firi un
scandal. Avem nevoie de un scandal.”

Cum devine un artist vizibil? Cum duce vizibilitatea la
succes? De ce fel de succes e nevoie pentru a vinde
arta? A face bani este una din chestiunile neintelese de
majoritatea artistilor contemporani. Doar cativa reusesc
s& traiasca din vAnzarea de lucrari de arta. In timp ce
majoritatea artistilor se lupta pentru nimic sau renunta
complet, sunt cativa care fac averi. Cu siguranta nu
exista un singur raspuns: fiecare parcurs este diferit,
fiecare cale catre succesul financiar este unica, iar o
teorie despre cum sa faci bani din arta se apropie mai
mult de ghicitorie decat de o analiza a realitatii. Piata
de arta e ca un joc de Monopoly. Neoliberalismul pune
valoarea economica mai presus de sistemul uman, mai
subiectiv, de valori. Insa ce este valoarea economica?
Ce o influenteaza? Evident este ca pictura este in topul
pietei de la inceputuri si pana in prezent si ca artistii
barbati sunt favorizati. Facand aceasta observatie
banald, propun o privire mai indeaproape asupra unuia
dintre cei mai bine vanduti artisti contemporani si
asupra drumului sau spre notorietate: Georg Baselitz.

Hans Georg Kern s-a nascut in 1938 intr-un satuc din
Germania: Deutschbaselitz. Acesta si-a petrecut primii
ani in doua din dictaturile traumatizante ale ultimului
secol: nazismul si comunismul. Dupa cum afirma acesta:
»M-am nascut intr-o ordine distrusg, intr-un peisaj
distrus, un popor distrus, o societate distrusa. Nu voiam
s3 restabilesc ordinea. Imi ajunsese de asa-numita
ordine”. Acesta a studiat pictura in Berlinul de Est, iar
dupa ce a fost exmatriculat din cauza ,imaturitatii
socio-politice”, a ajuns in Vestul orasului si si-a incheiat
studiile la Hochschule der Kunste, Charlottenburg. La
putin timp dupa incheierea studiilor, si-a schimbat
numele in Georg Baselitz (1961), pentru a-si onora locul
de bastina. Acesta s-a orientat spre un stil de pictura
visceral, inspirat de realitatea postbelica decazuta,

un amestec banal dintre expresionismul abstract
american si expresionismul istoric german. Picturile

lui nu au nimic special in contextul inflatiei globale de
neo-expresionisme in secolul XX. Daca ne uitam doar

la picturile lui, nu ne putem da seama de ce a ajuns un
artist de succes, de ce vinde, ce-| face mai valoros decat
majoritatea. Arta sa este orientata catre soc, lucrand

cu grotescul, cu uratul, cu lucruri neplacute privirii.

In cadrul acestei directii a captéarii esentei unei lumi
decazute in tablourile sale, artistul experimenteaza cu
imagini ,inversate”, facute sa fie vazute cu capul in jos
si deci mai greu de contemplat. Intoarcerea imaginii cu
susul in jos afecteaza privitorul, distorsioneaza perceptia,
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“No artist has ever become famous with-
out a scandal. We need a scandal.”

What makes an artist visible? How does visibility lead

to success? What kind of success is needed for selling
art? Making money is one of the unapprehended
guestions of most contemporary artists, and there are
only a few who succeed in making a living from selling
artworks. While most artists struggle for nothing or
abandon, there are also some who make fortunes. It is
certain that there is not a single answer: each path is
different; each road to financial success is a unigue one
and a theory about making money from selling art is
closer to fortune-telling than to analyzing reality. The art
market is a Monopoly-like game. Neoliberalism places
economic value over the more subjective human system
of values. But what constitutes the economic value?
What influences it? What is obvious is that painting has
led the market from the beginning to the present day,
and gender unbalance keeps male-artists as favorites.
Observing this banality, | propose a closer look to one

of the best-selling contemporary artists and his way to
notoriety: Georg Baselitz.

Hans Georg Kern was born in 1938 in a small German
village: Deutschbaselitz. He spent his first years
experiencing the two traumatic dictatorships of the last
century: Nazismm and Communism. In his words: ‘| was
born into a destroyed order, a destroyed landscape, a
destroyed people, a destroyed society. And | didn't want
to re-establish an order: I'd seen enough of so-called
order.” He started studying painting in East Berlin and
after being expelled for “socio-political immaturity” he
crossed to the West side of the city and finished his
studies at Hochschule der Kunste in Charlottenburg.
Soon after finishing his studies he changed his name to
Georg Baselitz (1961), to honor his place of birth. He was
oriented towards a visceral way of painting, inspired by
the decaying post-war reality, a banal mixture between
the American abstract expressionism and the German
historical expressionism. His paintings have nothing
special among the big inflation of the twentieth century
neo-expressionism(s) worldwide. Looking only at his
paintings, there is no clue as to why he succeeded, why
he sells, what makes him more valuable than most.

His art is shock-oriented: working with the grotesque,
the ugly, the difficult to please the eye. In this direction
of catching the essence of a decaying world in his
paintings, the artist experiments with “inverted” images,
created to be seen upside down, therefore harder

to contemplate. Turning the image upside down
affects the viewer; distorts perception, intentionally



deranjeaza in mod intentionat. Baselitz mereu a vrut sa-
si agreseze privitorii. Picturile sale aparent anticanonice,
obiectele stranii si manifestele incisive au reprezentat
mereu incercari de a provoca. Oare doar talentul i-a
creat valoarea? Mai multi intelectuali si critici germani

il numesc ,impostor”. De ce? Prin ce strategie si-a
accelerat succesul? Baselitz a primit multa atentie prin
strategiile sale de soc, atat in crearea de arta cat siin
personalitatea sa publica de artist.

Din biografia sa, un aspect ar fi poate interesant de
observat: Baselitz e un artist scandalos. Acesta se
foloseste de scandal atat in expresia sa artistica cat si in
modul sdu de a fi. In teoria de marketing, scandalul e
clasificat drept comunicare de criza, care are un rezultat
sigur: mai multa vizibilitate, pozitiva sau negativa. In
istoria artei, scandalurile artei moderne s-au dovedit

a fi niste strategii pe termen lung de succes. De la
Manet si Courbet la Brancusi sau la celebrele procese
ale suprarealistilor, arta moderna a fost profund
scandaloasg, folosindu-se de scandal ca o strategie de a
capta atentia publicului si a-si asuma incetul cu incetul
o pozitie dominanta intr-o lume conservatoare a artei.
Tnsa cum e In contemporaneitate? Are scandalul acelasi
efect in vremurile neoliberale? Cand totul are un loc al
sau in categoriile consumiste globale, scandalul poate fi
un mod convenabil de a atrage atentia.

Parcursul artistic al lui Baselitz a fost marcat inca

de la inceput de scandal. Tn 1963, prima sa expozitie
personald, organizata la galeria Werner & Katz din
Berlin, a provocat un mare scandal: doua tablouri au
fost confiscate pentru obscenitate si a urmat un proces.
Cativa ani mai tarziu, participarile sale la documenta,

in editiile din 1972 si 1977, au fost marcate de cateva
momente scandaloase. In 1980, cAnd acesta reprezenta
Germania la Bienala de la Venetia, o sculptura de lemn
a sa, reprezentand o persoana care, aparent, facea
salutul hitlerist, a provocat primul sau mare scandal
international. Popularitatea sa a crescut de la un
scandal la altul, iar acesta a capatat reputatia de artist
,Sscandalos”. Scandalurile joaca un rol cheie in cadrul
strategiilor de vizibilitate. Am invatat din vremurile
moderne cd arta scandaloasa este ,arta cea buna”,
multe din numele de vaza ale artei moderne devenind
celebre dupa diverse scandaluri. Istoria artei moderne
este, dupa cum bine afirma Susan Sontag, ,0 serie de
transgresiuni de succes”. Succesul transgresiunii se
poate traduce ca inlocuirea unui gust normativ cu altul.
Scandalul este vointa transgresiunii, o forma violenta
de comunicare traversand toate realitatile, de la viata
publica la cea privata, de la sacru la profan, politic,
cultural si asa mai departe. De la contradictii banale

la dialectici complexe, scandalul este o colectie de
argumente opuse, avand ca efect principal atragerea
(sau distragerea) atentiei. In cultura, scandalul este un
dialog n jurul normei, definit deseori in stricta relatie cu
etica. Scandalul se construieste pe o premisa morala. De
curand, un grup de cercetatori de la Universitatea din
Bamberg a inventat termenul de ,scandalogie”, un nou
domeniu de cercetare interdisciplinara ce examineaza
poetica, politicile si strategiile scandalului. Abordarea
lor presupune o intelegere complexa a scandalului

ca fenomen social, o strategie cheie de comunicare

ce se foloseste de principiile dramei si are un efect

de branding. Printre cercetatorii scandalului, s-au
introdus doua perspective majore: 1. cea functionalista,

disturbs. Baselitz always wanted to aggress his viewer.
His apparently anticanonical paintings, odd objects

and incisive manifestos were constant attempts to
provoke. Is the craft itself that created the value? Several
German intellectuals and art critics keep calling him an
“impostor.” Why? What was the strategy that rushed his
success? Baselitz gained plenty of attention with the use
of shock strategies, both in creating art and in publicly
performing his artistic personality.

From his biography one aspect can be interesting to
observe: Baselitz is a scandalous artist. He makes best
use of scandal both in the artistic expression and the way
of being. In marketing theory scandals are categorized as
crisis communication, with one certain outcome: more
visibility, be it positive or negative. In art history, modern
art scandals have proven to be a long-term strategy of
success. From Manet and Courbet to Brancusi or the
famous surrealist trials, modern art was scandalous in
itself and made the best use of scandal as a strategy

for coming into public attention and slowly claiming a
leading place in a conservative art world. What about the
contemporary? Does scandal have the same effects in
neoliberal times? When everything has its place in the
global consumer categories, scandal can be an easy way
to attract attention.

Baselitz's artistic path was paved from the very
beginning with scandals. In 1963 his first personal
exhibition organized at Werner & Katz gallery in

Berlin generated a major scandal: two paintings were
confiscated for obscenity and a trial followed. Some
years later, his participation in documenta exhibitions,
both the 1972 and 1977 editions, was shaken by some
scandalous moments. In 1980, when he represented
Germany at the Venice Biennale, his wood sculpture,
representing a figure apparently doing a “Heil Hitler”
salute, caused the first major international scandal. His
popularity grew from one scandal to another, gaining a
reputation of a “scandalous” artist. Scandals play a core
role in strategies of visibility. We learned from modern
times that scandalous art is “the good art,” as many of
the modern art iconic names became popular after
various scandals. The history of modern art is, as Susan
Sontag rightfully pointed, “a sequence of successful
transgressions.” The success of transgression can be
translated as the way one normative taste was replaced
with another. Scandal is the agency of transgression; a
violent form of communication traversing all realities,
from private to public life, sacred or profane, political,
cultural and so on. From banal contradiction to complex
dialectics, scandal is a collection of opposite arguments
and its main effect is attracting (or distracting) attention.
In culture, scandal is a dialogue circling the spectrum
of the norm, often defined in a strict relationship with
the ethical. The premise of the scandal is moralistic.
Recently, a group of researchers from the University of
Bamberg coined the term “scandalogy,” designing a
new interdisciplinary research field addressing poetics,
politics, and strategies of scandals. Their approach
proposes a complex understanding of scandal as a social
phenomenon, a key commmunication strategy that uses
the principles of drama and has branding as an effect.
Among researchers of scandals two main perspectives
were introduced: 1. Functionalist, that observes the
normative and societal functionality of scandal and

2. The discursive-communicative perspective, which
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ce observa functionalitatea normativa si sociala a
scandalului si 2. cea discursiv-comunicativa, care
analizeaza modul in care scandalurile sunt construite
si jucate. Ins& scandalogii lucreaza doar cu studii de
caz, fiind dificil de articulat o teorie generala. In ciuda
acestui fapt, este cert ca scandalul este un spectacol si,
in final, o strategie puternica de marketing.

Observand strategia lui Baselitz, amestec metoda
analitica functionalista si cea discursiv-comunicativa.
Vizibilitatea lui Georg Baselitz este legata de politica
scandalului. Erau Baselitz sau colaboratorii sdi constienti
de puterea scandalului? La cateva zile dupa scandalul
expozitiei sale personale din 1963, criticul de arta Lucie
Schauer scria in Die Welt: ,Nu dorim sa presupunem

ca galeristii si protejatul lor au planuit scandalul. Acest
lucru ar fi prea josnic, nedemn de galerie sau de

primul ei artist expus”. Desi textul de catalog, semnat
de Edouard Roditi, prezenta lucrarile drept ,poate
scandaloase” inainte ca scandalul sa se petreaca, teza
scandalului planuit ramane greu de dovedit. Jurnalistul
si criticul de arta Julia Voss face un pas curajos in
interpretare in cartea sa Behind white walls. Behind
the White Cube, observand pas cu pas cum galeria ar fi
putut pune in scena scandalul pentru a obtine atentia
necesara sa vanda lucrari. Aceasta face legatura intre
mai multe surse, inclusiv o conversatie interesanta intre
principalii actori ai scandalului, care spun ca: ,Niciun
artist nu a devenit celebru fara un scandal. Avem nevoie
de un scandal”. Desigur, majoritatea argumentelor lui
Voss sunt empirice si pot fi contrazise. Un scandal poate
fi pus in scengd, insa i se pot controla efectele?

Cert este ca Georg Baselitz a devenit vizibil in urma
scandalurilor. Nu doar vizibil, ci chiar celebru, iar el nu
este singurul. Insa preturile sale nu au explodat pana
nu a facut niste afirmatii misogine revoltatoare in 2013,
care au dus la un mare scandal international. Care este
legatura dintre piata de arta si scandal? Este acesta
atat de eficient? Baselitz vindea si inainte, dar nu era
un bestseller. Doar dupa 2013, dupa generarea unui alt
scandal, unul major si international, a ajuns acesta in
varful pietei de arta. In notoriul interviu ,Tablourile mele
sunt batalii", publicat de Susanne Beyer si Ulrike Knofel
in Der Spiegel, pe 25 ianuarie 2013, Baselitz a facut o
afirmatie revoltatoare: ,Femeile nu picteaza prea bine.
Asta-i adevarul”. Si-a sustinut afirmatia prin faptul ca
femeile nu ,trec testul pietei artei”. Potrivit arhivelor
artprice.org, intre 2000 si 2013, Georg Baselitz nu era
printre cele mai ,sigure” investitii. Avea multe lucrari
nevandute in licitatii, preturile sale fluctuau iar vanzarea
sa record de 3.182.310 euro din 2011 parea doar o mare
exceptie. Preturile nu erau doar instabile inainte sa
atace toate artistele: erau in scadere. Poate ca de data
asta avea nevoie de un scandal, de unul mare. Dupa
cum era de asteptat, afirmatia lui controversata a ajuns
punctul de plecare pentru un scandal international,
global. Feministele si feministii, istoricele si istoricii de
arta, jurnalistele si jurnalistii si alti scriitori si scriitoare
s-au grabit sa-i contrazica afirmatia aberanta. Etichetele
de misogin si sovinist vor ramane pe veci legate de
numele sau. Impreuna cu critica, Baselitz a primit si

o vizibilitate enorma. De critica nu a fost impresionat,
numind mai tarziu corectitudinea politica a lumii

artei drept ,noul fascism” (Artnet, 2016) si intarindu-si
afirmatiile misogine (The Guardian, 2016), adaugand:
,Ce conteazd asa mult? Daca femeile sunt destul de
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analyzes how scandals are symbolically constructed and
performed. Yet scandalogists are working only on case
studies, a general theory being difficult to articulate.
Even if it is still hard to arrive at a general theory of
scandal, what is certain is that any scandal is a spectacle
and ultimately a strong marketing strategy.

In observing Baselitz's strategy, | mix the functionalist
and discursive-communicative analytical paths. Georg
Baselitz's visibility is linked to a politics of scandal. Was
Baselitz or his collaborators aware of the power of
scandals? Few days after his 1963 personal exhibition
scandal, the art critic Lucie Schauer wrote in Die Welt:
“We do not want to assume that the gallery owners and
their protégé speculated about the scandal. That would
be too cheap and not worthy of either the gallery or its
first exhibitor.” Even though the exhibition catalogue
text, signed by Edouard Roditi, introduces the works as
“perhaps scandalous” before the scandal happened, the
calculation thesis is difficult to prove. The journalist and
art critic Julia Voss makes a courageous step forward
with interpretation in her book Behind white walls.
Behind the White Cube, observing step by step how the
gallery could have staged the scandal in order to get the
needed attention to sell. She connects multiple sources,
including an interesting conversation between the main
actors of the scandal, saying: “No artist has ever become
famous without a scandal. We need a scandal.” Of course,
most of the arguments Voss is making are empirical and
can be contradicted. One can stage a scandal, but is it
possible to control its effects?

What can be certain is that Georg Baselitz became
visible with the use of scandals. Not just visible, but
famous, and he is not the only one. Yet his prices didn't
blow up until he made the outrageous misogynistic
statement in 2013 that staged a big international
scandal. What's the connection between the art market
and scandals? Is scandal that effective? He had been
selling before, but without being a bestseller. Only after
2013 when he successfully generated another scandal,

a major international one, did he climb to the top of the
art market. In the (in)famous interview “My Paintings are
Battles,” published by Susanne Beyer und Ulrike Knofel
in Der Spiegel, on 25 January 2013, Baselitz made an
outrageous statement: “Women don't paint very well.
It's a fact.” He supported his argument with the fact

that women don't “pass the art market test.” According
to the arprice.com archives, between 2000 and 2013,
Georg Baselitz was not among the most “certain”
investments. He had plenty of unsold works in auctions,
fluctuating prices, and his record of 3,182,310 euros from
2011 looks like a big exception. His prices were not just
unstable before attacking women artists: they were
going down. Perhaps this time he needed a scandal,

a big and real one. As expected, such a controversial
statement was the starting point for an international
scandal: world-wide. Feminists, art historians, journalists,
and other writers hurried to contradict his idiosyncratic
declaration. The sexist and chauvinist labels will hang

on his name forever. Together with criticism Baselitz
gained enormous visibility. He was not impressed by the
criticism, later calling the political correctness of the art
world “a new fascism” (Artnet, 2016) and strengthening
his sexist statements (The Guardian, 2016), adding: “What
does it matter so much? If women are ambitious enough
to succeed, they can do so, thank you very much. But



ambitioase sa reuseasca, pot s-o faca bine mersi. Dar,
pana in momentul de fata, nu au dovedit ca chiar vor.
Normal femeile stiu sa se vanda, dar nu si ca pictori.”
Aceasta afirmatie neoliberald, ce subsumeaza valorosul
economicului, ignora cu buna stiinta complexitatea
realitatii care afecteaza asa-numita valoare obiectiva:
pretul. Pretul este influentat de numeroase aspecte,
rareori de catre vreo calitate intrinseca a obiectului de
arta. Vanzarea de arta nu este stiintifica, insa simplitatea
neoliberala permite unor astfel de afirmatii aberante sa
fie luate drept adevar.

Ce este adevarat este ca, din acest scandal, Baselitz
s-a ales cu multa atentie, in calitate de personaj
controversat, impotriva bunului simt al acestui secol.
Produsul neoliberal are nevoie de branding constant.
Intre 2013 si 2021, preturile i-au crescut, vanzarile la fel, iar
in 2017, recordul sdu a fost de 7.487.349 euro. Legatura
dintre scandal si cresterea preturilor e imposibil de
dovedit cu certitudine, poate fi doar observata si deci
chestionatd. Aceasta molipsire este o posibilitate, un
fapt interesant de luat in considerare. Scandalogia
este o tactica folosita pentru a castiga atentie. Atentia
inseamna capital, care poate mereu fi cuantificat in
bani. Pentru o mai buna intelegere, ar trebui poate sa
punem o alta intrebare: cine cumpara arta?

Traducere de Rares Grozea

up until now, they have failed to prove that they want

to. Normally, women sell themselves well, but not as
painters.” This neoliberal statement that places the
valuable into the economic intentionally ignores the
complexity of the reality that affects so-called objective
value: price. Price is influenced by a multitude of aspects,
rarely by an intrinsic quality of the artistic object. Selling
art is not scientific, but neoliberal simplicity allows such
idiosyncratic observations to be claimed as truth.

What is true from this scandal is that Baselitz gained

a lot of attention, as a controversial character, against
the commmon sense of this century. A neoliberal product
needs constant branding. Between 2013 and 2021

his prices have grown, his sales as well, and in 2017

his record went to 7,487,349 euros. The connection
between scandals and price growth is impossible to fully
prove. It can only be observed, therefore questioned.
This contagion is a possibility, interesting to take into
consideration. Scandalogy is a strategy employed to gain
attention. Attention is capital, can always be quantified
in money. It doesn't mean that each similar case will
have an identical resolution. For a more comprehensive
understanding, perhaps we should open another
question: who buys art?
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OPERA WANDEI MIHULEAC,
SAU CHINTESENTA LIMBAJULUI

THE WORKS OF WANDA MIHULEAC,
OR THE QUINTESSENCE OF LANGUAGE

Text: Carole Carcillo Mesrobian

Opera Wandei Mihuleac este proteiforma si polisemica.
Totusi ea urmeaza un fir conducator: alunecarea,
stergerea dusa prin suprapuneri semantice si incrucisari
cu diferite discipline artistice. Imaginea este lucrata

in legatura cu limbajul si vice versa. Acestor vectori ea
alatura performance-ul, muzica, fotografia si filmul.
Doua figuri de stil prezideaza in activitatea sa creatoare:
tautologia si opozitia. Opera Wandei Mihuleac este
unica. Limbajul rdmane preocuparea sa principala.
Aceasta predilectie pentru cuvant o face inventatoarea
unui limbaj total, pe cat este de adevarat ca toate
mijloacele sunt folosite pentru a-l pune pe acesta in
situatie de alunecare, de stergere.

I. CUVANTUL CA URMA

Unele productii pe hartie ale Wandei Mihuleac
reprezinta semnificanti dublati de semnificatul lor, totul
continut in Cuvant, acesta fiind perturbat de tautologie.
»Cuvintele teme”, potrivit Wandei Mihuleac, nu mai sunt
lexeme, nici foneme ci recipiendari.

Semnificantul ia forma reprezentdrii sale care si ea se
dubleaza pe sine cu reprezentarea semnificatului. Un
fel de tautologie care fragmenteaza semnul in doua
polaritati: semnul si imaginea, acustica si formala.
Decurge o lectura secunda: cuvantul nu mai este nici
semn nici imagine ci defragmentarea unuia in celdlalt.
Este ca o afirmare a cuvantului in locul cuvantului...

Se deschide atunci intinderea limbajului si a limitarii
sale... O ,tautologie redundanta” care anuleaza efectul
demultiplicarii sale datorita repetarii sale...

Maniera de a motiva instabilitatea semnului si a faptului
ca interpretarea sa nu Mai este incremenita in dualitatea
unei forme care ar fi alaturata unui concept. Forma
trimite la pluralitatea altor forme, nepredeterminate, dar
motivate de contextul de actualizare.

Scrisul ,diferantei” in sensul derridian se refera la

el insusi, caci el rupe cu semnificatul si referentul
considerate ca un cuplu unic al unei unitati semantice
intepenite. O tentativa de explorare construita intr-o
arta gandita ca Speculum mundi.

Aceste puneri in scena ale cuvantului deschid calea spre
un lant infinit de la semnificant la semnificant in afara
acceptiei binare a triunghiului saussurian al semnului
reprezentat in triunghiul derridian care dedubleaza
aceste instante, semnul, semnificantul si semnificatul,
si le fragmenteaza. Polifonia investeste semnul chiar
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Wanda Mihuleac's work is protean and polysemous.
However, it does follow a common thread, the shifting
and erasure led by semantic superimposition and cross-
pollination with various artistic disciplines. The image

is developed in relation to the language and vice versa.
She adds performance, music, photography, and film

to these variables. The two stylistic devices that preside
over her work are tautology and opposition. Wanda
Mihuleac's work is unigue. Language remains her main
topic. This predilection for the word turns her into the
inventor of a total language, as every means of creation is
used to transform and efface it.

. WORD AS TRACE

On paper, some of Wanda Mihuleac’s pieces are
signifiers doubled by their signifieds, the whole
contained within a word, shaken by this tautology. The
“Mots thémes” (Theme Words), in Wanda Mihuleac’s
terms, are neither lexemes nor phonemes, but recipients.
The signifier takes the shape of its representation, which,
in turn, doubles itself with the representation of the
signified, in a tautological move that divides the sign
into two polarities: the sign and the image, acoustic and
formal.

—
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URME - fotografie, 1977, Bucuresti.
URME (Traces) - photo, 1977, Bucharest



fnaintea actualizarii sale in discurs.

n felul acesta, scriitura devine o urmd si articularea sa
polisemica. Trebuie inteleasa urma ca potentialitate de
desfasurare a sensului actualizat de un context care nu
mai intepeneste, ci oferd aceste pluralitati semantice.
Tnscrierea pluralitatii urmelor in scriiturd poate fi atunci
perceputa ca palimpsest. Urma este deslusita mintal
ca o arhi-scriitura. Asociata cu graphe (gestual, vizual,
pictural, muzical, verbal) ea devine gramme, adica
exterioritate spatiala si obiectiva.

REFLEX dans l'eau. [REFLEX in apd], 1978.
REFLEX dans ['eau. [REFLEX in the water], 1978.

Wanda Mihuleac interogheaza sistemul binar care
subintinde gandirea occidentala. Figurile de stil folosite
sunt reflectarea acestei dualitati: tautologia si opozitia,
modalitati de puneriin situatie ale cuvantului sau ale
conceptului. Aceste figuri binare confrunta binaritatea
conceptuala indusa de aceasta binaritate formala.
Aceasta redundanta devine deschidere, caci stergand
dualitatea, ea permite depasirea cuplului semnificant/
semnificat.

Artista ajunge deci inevitabil la repunerea sub semnul
intrebarii a istoriei gandirii occidentale care concepe
lumea dupa un sistem de opozitii.

Il. TEXTUL CA PALIMPSEST

Wanda Mihuleac interogheaza actualizarile posibile

ale semnului, plasand aceste puneri in evidenta ale
conceptului intr-un context particular. Scriitura si
reprezentarea ei, dupa experienta contextualizarii, pun
limbajul in situatie si interzic orice posibilitate de referire
la un semnificat particular. Instalatia Wall, creata in
perioada caderii zidului din Berlin, suscita imaginea unui
semn care are forma semnificatului sdu. Reflexivitatea
este demultiplicata de forma cuvantului care este chiar
cuvantul, zidul cuvant ilustreaza semnificatul sau, fiind
un cuvant in forma de zid care este un zid. Zidul in
cuvant deschide toate potentialitatile semnului. El este
esenta insasi a acestei diferente derridiene.

Actualizarea semnului este gandita deci ca palimpsest.
Tn punerea sa contextuald in scen, ea nu mai este

A secondary reading emerges: the word is no longer a
sign nor an image, but the dissolution of one within the
other. It is like reinforcing the word instead of stating it,
thus expanding the language’s scope and limitations, in
a “redundant tautology” that cancels out the effects of its
reduction by repetition.

FEU [FOC], lito-offset 50 x 70 cm, 1978, Bucuresti.
FEU [fire], litho-offset 50 x 70 cm, 1978, Bucharest.

It is a strategy of enhancing the instability of a sign and
the fact that its interpretation is no longer constrained by
the duality of a form attached to a concept.

The shape opens up towards the plurality of different
forms which are not predetermined but motivated by
the context of actualization.

The writing of the “différance,” in Derrida’s terms, is self-
referential, as it becomes divorced from the signified and
the referent, the only couple of a fixed semantic unit, a
tentative exploration that translates into an art conceived
as Speculum mundi. These stagings of the word unlock
the road towards an infinite chain of signifiers outside

of the binary definition of the Saussurean triangle of

sign represented in Derrida’s triangle that reinforces

and fragments these instances of sign, signifier, and
signified. This polyphony charges the sign even before its
actualization in the discourse.

|
Umbre, Poem tautologic, 1974-1978, reprodus n cartea Motem, publicatd in
1992 in Franta.

Shadows, Tautological Poem, 1974-1978, reproduced in the book Motem,
published in 1992 in France.
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referentiald decat in masura in care convoaca un
semnificat global care se refera la conceptul cu
pricina fiind nedistinct de ansamblul semnificatilor
posibili. Aceasta actualizare se dubleaza cu o alta cand
utilizarea conceptuald este completata de o realizare
contextuald. Astfel se dezvaluie ,diferanta” si ,diferanta
in ,diferanta”, performanta realizata de conceptul de
reflexivitate folosit ca vector semantic.

Limbajul imaginii este incrucisat cu cele ale altor
discipline artistice: poezia, spectacolul... n acest sens
putem vorbi de limbaj total, cu referire la conceptul
derridian de ,diferanta”.

”

Next Phase, catalog, 1990.

Scriitura ,diferantei” se refera la ea insasi caci ea rupe
cu o acceptie unisemantica a semnificatului in relatia
sa cu referentul. Scriitura devine textualitate, ea este
perceputa ca delimitare si nedelimitare a textului.
Aceasta textualitate este scormonita, desfasurata, facuta
perceptibila de prezenta artei conceptuale in arta
contextuala.

Nu putem decat sa-I citam pe Derrida: ,Nu putem gandi
imprejmuirea a ceva ce n-are sfarsit. Imprejmuirea este
limita circulara in interiorul careia repetarea diferantei
se repeta la nesfarsit”. Atunci, aceasta ,diferanta”

este procesul de devenire — transformare a operei in
palimpsest.

Campania dusa de Wanda Mihuleac incepand cu
Referendumul pentru Constitutia de la Maastricht
este o actiune poetico-politica. Aici arta nu mai

este nici conceptuald, nici contextuald, dar pune in
executie intrepatrunderea uneia cu cealalta. Aceasta
actiune arata contradictia ideologica reprezentata prin
producerea neologismelor Ouin si Noui [Da(nu) si N(u)
da n. tr] recipiendare ale ezitarilor generate de orice
chestiune politica.
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In this manner, writing becomes trace, its utterance
polysemic. We need to understand this trace as the
possibility of utilizing a meaning actualized by a context
which is no longer static, offering semantic pluralities
instead.

Inscribing the traces’ multiplicity into writing can thus
be perceived as palimpsest. The mark is read as arche-
writing. Associated with the Greek graphe (gestural,
visual, pictorial, musical, verbal), it thus becomes
gramme, meaning a spatial and objective exteriority.
Wanda Mihuleac questions the binary system at the
basis of Western thinking. The stylistic devices she uses
reflect this duality, employing tautology and opposition
as modes of contextualizing words or concepts. These
binary figures confront the conceptual dichotomy
imposed by the formal dualism. This redundancy
transforms into openness since by erasing the duality it
allows a moving away from the signifier/signified dyad.
The artist's accomplishment is re-interrogating the
history of Western thinking, whose understanding of the
world is based upon a system of opposites.

Il. TEXT AS PALIMPSEST

Wanda Mihuleac questions the possible actualizations
of signs by placing her conceptual revelationsin a
particular context. Challenged by contextualization,
writing and its representation reinforce language by
excluding the possibility of referencing a sole significant.
Wall, an installation created at the time of the fall of

the Berlin wall, presents the image of a sign that has
the shape of its signified. Reflexivity is multiplied by the
shape of the word which is the word itself. The wall-word
illustrates its signified through a word shaped like a wall
thatis, in turn, a wall. The wall-shaped word unlocks all
the semantic potentialities of the sign. It is the sheer
essence of Derrida’s “différance.”

The sign’s actualization is thus conceived as palimpsest.
In its contextual staging, it is no longer referential except
as invoking a global signified that refers to the relating,
yet indistinct concept from the group of potential
signifieds. This actualization is doubled by another, as
this conceptual usage is rounded up by a contextual
implementation. It is thus that we observe the
différance, and the différance within the différance, a
tour de force guided by the concept of reflexivity utilized
as semantic vector.

The language of the image is interspersed with that of
other disciplines: poetry, the arts of the spectacle... In
this sense we can talk about total language, referring

to Derrida's concept of “différance.” “Différance” writing
refers back to itself as it breaks away from a single-
semantic reading of the signified in relation to the
referent. Writing becomes textuality, it is understood

as the simultaneous closing and non-closing of the

text. This textuality is rummaged, unfolded, and made
perceptible by the presence of placing conceptual within
contextual art.

There is nothing else left but to cite Derrida: “We cannot
envision the closure of something that has no ending.
Closure is the circular limit within which the repetition
of the différance is infinitely mirrored” (“On ne peut
penser la cléture de ce qui n'a pas de fin. La cléture est
la limite circulaire a I'intérieur de laquelle la répétition
de la différance se répete indéfiniment”). Thus, this
“différance” is the becoming of the work as palimpsest.
The campaign led by Wanda Mihuleac using the



Este o opera care isi are radacina in realitate (campanie
de afisare) si care a fost motivata de un context
identificabil. Wanda Mihuleac interogheaza obiectele
simbolice ocupate de campul social, dar chestioneaza in
primul rand limbajul.

Pentru aceasta artista arta este ontologica, ocupata

de domeniul omenescului. Artista iese din folosirea
protocolara a limbii pe care o duce in afara violentei

a ceea ce Inseamna puterea de a numi, care

sterge ceea ce ea desemneaza. In locul inchiderii

in logos, ea construieste ceea ce Jacques Derrida
numeste Graphein, sau arhi-scriiturd, care deschide
potentialitatile limbajului.

Artista creeaza deci un limbaj purtator al unei
Jdiferante”, o limba care se refera mai intai la ea insasi
si face perceptibil datul pe dinafara. Este ilustrarea unei
Jferente” (sic), crearea unei limbi care-si are izvorul in ea
insasi.

IIl. CONCLUZII
REFERENDUM - NOUI, OUIN, actiune poetico-politica - poster, Paris, 2005.

REFERENDUM - NOUI, OUIN, poetical-political action - poster, Paris, 2005.

Limbajul construit in productiile Wandei Mihuleac
permite actualizarea iterativa anecdotica a unui semn
in acelasi timp cu cele iterative ale tuturor semnificatilor
acestui semn, deci a niciunui semnificat special. Este
vorba de vorbirea unei limbi globale care se situeaza
in si in afara cuvantului, in cutele infinite ale operei
elaborate ca palimpsest.

Arta Wandei Mihuleac este un limbaj global, care
infrunta dualitatile, le pune in relatie tautologica sau
de opozitie. Ea creeaza o alegorie a dedublarii sensului
si fabrica tautologii de tautologii, opune opozitiile si
duce la un teritoriu deschis spre reconcilierea tuturor
potentialitatilor.

Traducere din franceza de Carmen Vlad
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Maastricht Treaty referendum as a starting point

is a poetical-political action. Here art is no longer
conceptual, nor contextual, but illustrates how the

two are intertwined. This action highlights ideological
contradiction through the creation of the neologisms
Ouin and noui (Yesn and nyes), recipients of the
hesitations generated by every political question. It

is a piece rooted in reality (a poster campaign) and
motivated by an identifiable context.

Wanda Mihuleac examines the symbolic objects invested
by the social field, but mostly questions language itself.
For this artist, art is ontological. It occupies the human
domain, it departs from the usual language protocols.
Wanda Mihuleac pushes it outside the violence of
having the power to name, one that erases that which it
designates. Instead of this closing within the logos, she
employs what Jacques Derrida refers to as Graphein,
the arche-writing, which opens up the potentiality of
language.

The artist thus creates a language that carries a
“différance,” a language that is first and foremost self-
referential, which renders the effusion visible. It is the
very illustration of “la férence,” the creation of a language
that uses itself as origin.

11l. CONCLUSION

The language exhibited in Wanda Mihuleac’s pieces
allows for the anecdotic, iterative actualization of a

sign at the same time as all the signified sign’s other
iterations, thus of no signified in particular. It therefore
implies speaking a global language situated within and
outside of the word, within the infinite folds of a work
constructed as palimpsest.

Wanda Mihuleac's art is consequently a global language
that defies dualities through tautology or opposition.
She creates an allegory of the duplication of meaning
and fabricates tautologies of tautologies, opposing
oppositions and bringing forth an open territory under
the reconciliation of all potentialities.

Translated by andra nikolayi
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DESPRE SCULPTURA S| EMIGRATIE
ABOUT SCULPTURE AND EMIGRATION

Text: lleana Pintilie

URMELE CALATOARE ALE SCULPTORULUI, DORU COVRIG IN DIALOG CU ROBERT SERBAN

Editura Brumar, Timisoara, 2020

Aparitia unei carti de arta este astazi destul de rara si
pretioasa, astfel incat cartea-album despre Doru Covrig,
publicata in 2020 de editura Brumar din Timisoara

si care trateaza parcursul sau artistic incepand din
Romania perioadei comuniste si pana in prezent, in
Franta, poate fi considerata un eveniment cultural de o
certa valoare si anvergura.

Dialogul scriitorului Robert Serban cu sculptorul
romano-francez ofera unui public interesat informatii
adesea inedite despre arta si existenta lui din ultimul
sfert de veac. Traind in diaspora de multe decenii si
implinindu-si cariera artistica pe scena pariziang, dar si
internationald, Covrig aduce in actualitate interesante
momente de creatie dar si de existenta alaturi de
colegii sai de generatie sau de exil. Pasajele creionand
contextul bucurestean, in care artistul s-a format
(profesori sau alti artisti), sunt remarcabile mai ales

prin lucida intuire a realitatii politice din acei ani. Seriile
tematice dedicate Golemului sau Dictatorilor — sculpturi
realizate In Franta in diverse materiale, unele friabile,
altele rezistente in timp — sunt de fapt o prelungire a
acestui context romanesc, incdrcat de anxietate si pe
care l-a purtat cu sine un timp si dupa emigrare. Intr-un
cadru politic mondial din ce in ce mai tensionat, aceste
subiecte par sa revina in actualitate.

Artistul alege sa se confeseze cu sinceritate, iar prin
dialog aduce la lumina perioada anilor 1960-1970, de
formare si de studiu, de lupta cu diversele privatiuni si
restrictii, impletite cu dorinta de creatie libera, pe care
a Incercat mereu sa o mentina vie, indepartandu-se cu
grija de influentele nefaste ale oricarei ideologii. In carte,
paralel cu propria lui dezvoltare artistica si existenta
cotidiang, este prezentat sugestiv mediul cultural
bucurestean, colegii de breasla, dar si criticii care si ei
erau nevoiti sa-si adapteze discursul, sa ,navigheze”

in asa fel incat sa evite compromisurile (evident cu
exceptia criticilor oficiali, care isi asumasera rolurile
atribuite lor de catre partid).

Tn conversatia liber, fireasca cu interlocutorul sau,
Covrig a evocat de mai multe ori atmosfera capitalei
romanesti cu obiceiurile sale ,orientale”, cu lumea
levantina dominata de o ambiguitate comportamentalg,
mai ales in ceea ce priveste judecatile de valoare.
LTabloul” local este completat de figurile tutelare ale

lui lon Bitzan si lon Nicodim, doi artisti de valoare, un
fel de repere pentru ceilalti. Sunt evocate cu multa
perspicacitate dar si caldura personalitatea lui Nicodim,
aflat ulterior la Paris, dar si a lui George Apostu, modul
in care artistul a interactionat cu ei, urmarindu-i
indeaproape in creatia dar si in existenta lor intr-un
mediu cultural diferit.

Decizia emigrarii a fost luata intr-un moment cand
situatia din tara se degrada vizibil de la o zi |a alta, astfel
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A published art book is rather rare and precious these
days; thus the album book on Doru Covrig, published

in 2020 by Brumar of Timisoara, dealing with his artistic
journey which began in Commmunist Romania up to
present-day France, can be considered a huge and
valuable cultural event.

The dialogue between the writer Robert Serban and the
French-Romanian sculptor offers new information about
his art and his life from the last quarter-century. Living in
the diaspora for many decades and fulfilling his artistic
career on the Parisian stage, but also on the international
one, Covrig brings into discussion interesting creative
moments, but also moments of his life alongside his
generation or exile peers. The fragments that explain

the Bucharest context, in which the artist came of age
(professors and other artists), are remarkable in their
lucid intuition of the political reality of those years. The
thematic series dedicated to the Golem or Dictators —
sculptures made in France from various materials, some
of which are friable, others more resilient — prolong this
Romanian context, filled with anxiety, which he carried
for some time after emigrating. In a more and more
tense global political framework, these topics seem to be
relevant once more.

The artist chooses to confess sincerely, and the dialogue
brings to light the period between 1960 and 1970, a

time of study and professional formation, of struggle
against restrictions and deprivation, mixed with the
desire to create freely which he always tried to keep

alive by carefully removing himself from the harmful
influence of any ideology. In the book, alongside his own
artistic development and everyday life, we encounter the
Bucharest cultural milieu, the colleagues, but also the
critics, who had to adapt their discourse, to “navigate” in
such a way as to avoid compromise (obviously, except for
the official critics, who took on the roles given to them by
the party).

In the free and natural conversation with his interlocutor,
Covrig speaks of the feel of the Romanian capital, with its
“Oriental” customs, with its Levantine world dominated
by behavioral ambiguity, especially regarding judgments
of value. The local “painting” is completed by the paternal
figures of lon Bitzan and lon Nicodim, two valuable
artists and role-models for the others. With intelligence
and warmth, the artist remembers Nicodim, later found
in Paris, but also George Apostu, the way in which the
artist interacted with them, following them closely in
their work, but also in their lives in a different cultural
milieu.

The decision to emigrate was taken at a time in which
the situation in Romania was obviously degrading from
one to day to the next, so much so that in 1982 Covrig
decided not to return from a research scholarship. The
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urmele calatoare ale sculptorului

Doru Covrig
in dialog cu

Robert Serban

BRUMAR

incat in 1982, Covrig s-a hotarat sa nu se mai intoarca
dintr-o bursa de studiu. Adaptarea la noua viata in
Franta, unde a ales s3 se stabileascd, s-a petrecut in
mod firesc, destoinicia sa, talentul si dorinta de a lucra
au contribuit la acest fapt. Din emigratie, judecatile sale
asupra lumii artistice romanesti sunt mai transante, fara
menajamente, aratand o anume marginalitate a culturii
noastre, decuplata decenii de-a randul de la scena
artistica internationala.

Scris cu multa verva si (auto)ironie, dialogul dintre cei
doi decurge intr-un mod firesc, fara sincope, punand

in valoare anumite momente biografice importante.
Artistul mentioneaza in mod firesc realizarile
profesionale si artistice de dupa emigrare, iar intreg
albumul, editat in conditii grafice excelente, este ilustrat
cu lucrari din toate perioadele de creatie, incepand cu
sculpturile monumentale din taberele din Romania

si ajungand la cele mai recente - seriile de fotografii

pe care le-a realizat urmarind fie tema corpului si a
studiului deformarilor la care este acesta supus, fie
tema naturii inconjuratoare, lumea vie din imediata sa
apropiere.

Dialogul dintre Doru Covrig si Robert Serban devine
astfel un model de carte de art3, in care marturia
artistului se situeaza in prim-plan, oferind o viziune
cuprinzatoare asupra propriei creatii, dar si opiniile

sale asupra unor teme sensibile, tratate deschis, fara
prejudecati.

adaptation to his new life in France, where he chose to
settle, happened naturally, and his talent, hard work, and
resourcefulness contributed to this fact. After emigrating,
his judgments on the Romanian art world are

sharper, without reservations, showcasing our cultural
marginality, Romania being detached for decades from
the international artistic scene.

Written with energy and (self)irony, the dialogue
between the two goes on naturally, without pause,
emphasizing certain important biographic moments.
The artist mentions his professional and artistic
accomplishments after his emigration, and the

entire album contains reproductions of works made
throughout his career, starting from the monumental
sculptures frorm Romanian art camps and to the most
recent ones - series of photographs on the topic of the
body or the study of its deformations or the topic of the
environment, the living world nearby.

The dialogue between Doru Covrig and Robert Serban
thus becomes an art book model, in which the testimony
of the artist is foregrounded, offering a wide perspective
on his own creations, but also his opinions on sensitive
issues, manifestly treated, without prejudice.

Translated by Daniel Clinci
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GALERIA APARTE

Text: Catalin Gheorghe

GALERIA APARTE. EXPOZITII.

Catalin Gheorghe (editor coordonator), Lavinia
German, Daniel Sofron, Catalin Soreanu, Mihai
Verestiuc (editori), Editura Artes, lasi, 2020.

Descrierea scurta:

Catalogul Galeria Aparte. Expozitii prezinta publicului
larg o selectie de evenimente si proiecte expozitionale
de arta contemporana realizate in cadrul Galeriei Aparte
a Universitatii Nationale de Arte ,George Enescu”
(UNAGE) din lasi, realizate intre 2005-2020. Expozitiile
sunt realizate atat de catre studentii UNAGE lasi, ca
parte a procesului educational de invatare si aplicare a
cunostintelor si exersare a aptitudinilor specifice gandirii
si practicii expozitionale, cat si de cadre didactice sau
artisti invitati, reflectand pluralitatea problematizarilor si
experimentarilor artistice specifice noilor generatii.

Nota editoriala:

Gandita de echipa editoriala ca o carte vizualg, aceasta
nu este un catalog care ar prezenta in extenso toate
expozitiile realizate In spatiul Galeriei Aparte de la
infiintarea ei, in 2004, pana in anul publicarii, in 2020,
ci acopera o suita de concepte expozitionale realizate
fie In marjele colaborarilor dintre studenti si profesori,
structurate ca expozitii personale (de autor) sau expozitii
de grup (colective), fie in sensul unor comunicari
expozitionale venite dinspre profesori catre studenti.
Expozitiile sunt prezentate in trei sectiuni: o selectie
pentru sectiunea ,Expozitii. Studenti”, coordonate

ori curatoriate de profesori, care prezinta cercetari
personale ori teme abordate monomedial ori
intermedial din perspectiva diferitor programe de
studii din facultate; o selectie pentru sectiunea
+Expozitii. Profesori”, care au functionat asemenea
unor laboratoare discursive si tehnice, de prezentare
celor implicati in procesul educational de intelegere a
contextului cunoasterii contemporane si de productie
artistica de actualitate; si o sectiune ,Expozitii. Index”
care prezinta toate expozitiile care au avut loc in spatiul
de proiecte al Galeriei Aparte. De asemenea, editorii

au decis sa prezinte expozitiile, in fiecare din primele
doua sectiuni, in ordine inversa cronologic, din 2020
catre 2005, ca o privire retrospectiva dinspre valorizarea
prezentului catre valorificarea prezervarii istoriei
expozitiilor.

Galeria Aparte s-a configurat ca spatiu de proiecte
incepand din 2004, cu un accent pe sustinerea practicii
bazate pe investigatie tematica si experiment si cu
intentia institutionala de a crea o interfata publica intre
mediul educatiei bazata pe munca de a cunoaste si

pe explorarea creativitatii si mediul public configurat
dinamic intr-un context urban universitar, post-
industrial si eclectizat de noile idei ale transformarii
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GALERIAAPARTE. EXPOZITII

Short description:

The catalogue Galeria Aparte. Expozitii presents to a
wide audience a selection of contemporary art events
and exhibition projects organized at the Aparte gallery
of the George Enescu National University of Arts in lasi,
between 2005 and 2020. The exhibitions are made both
by the university's students, as part of the process of
learning and applying knowledge and of exercising their
abilities to plan and set up an exhibition, as well as by
teaching staff or guest artists, reflecting the plurality of
artistic critical thought and experimentation specific to
the new generations.

Editor’s note:

Conceived by the editorial team as a visual book, this is
not a catalogue presenting, in extenso, all exhibitions
organized at Galeria Aparte from its founding in 2004
to the year of publication, 2020. Instead, it covers a
series of exhibition concepts realized either through
collaborations between students and professors,
structured as solo (quteur) exhibitions, or group
(collective) exhibitions, or as exhibition communications
from the professors to the students.

The exhibitions are organized in three sections: a
selection for the section “Expozitii. Studenti,” supervised
or curated by professors, which present personal
research or topics tackled in single or multimedia

from the perspective of the university's various

study programs; a selection for the section “Expozitii.
Profesori,” which functioned as discursive and technical
laboratories, presenting the specificities of the art
research practice of those involved in the process of
teaching the context of contemporary knowledge and
artistic production; and a section “Expozitii. Index,”
mentioning all the exhibitions that took place in the
gallery's project space. Additionally, the editors have
decided to present the exhibitions in the first two



vietii sociale. Odata cu noile conditionari profesionale
de a diversifica optiunile de prezentare a expozitiilor,

la nivelul infrastructurii, in 2015, Galeria Aparte a

fost reconfigurata si renovata, iar in 2020 a fost
reconditionata si re-echipata cu aparatura si un nou
sistem de lumini.

Acest catalog a fost gandit ca un dispozitiv de
mediatizare a arhivei multiplicitatii practicilor artistice
si expozitionale care s-au desfasurat in relatie cu
posibilitatile de instalare si prezentare oferite in ultima
decada si jumatate de acest spatiu de proiecte. Acest
spatiu expozitional nu a fost conceput din perspectiva
functionalizarii sale asemenea unui aparat institutional,
care ar fi nevoit sa opereze intr-un mod demonstrativ, ci
mai curand a devenit un cadru de auto-reflectie, auto-
evaluare si anticipare.

Sintetizand o serie de experiente si reflectii generate

de dinamica expozitionala din ultimii ani, s-a putut
constata faptul cd majoritatea expozitiilor nu s-au
configurat in rezonanta cu un model care sa privilegieze
genul expozitiei ca un spectacol al imaginatiei,
tehnicalitatii si demonstrarii, ci s-a dezvoltat liber

ca un mediu complex al perceptivitatii, afectivitatii,
comprehensiunii si relationalitatii.

Expozitiile prezentate in aceasta carte vizuala ar putea
fi considerate un efect al gandirii, memoriei, imaginatiei
si intrebuintarii limbajului In mediul educational,
considerat un mediu de frontiera in raport cu spatiul
anticiparilor sociale. Dintr-o perspectiva a comunicarii
publice s-ar putea aprecia faptul ca s-au conciliat
diferite moduri de intelegere a expozitiei, ca forma de
artd, ca gen (ca obiect generic al modernitatii), ca un
camp tactic, ca un site al experimentarii, cu un accent
pe considerarea expozitiei ca produs al cercetarii si
reconsiderare a conventionalismului dintr-o perspectiva
exploratorie.

Tn multitudinea de contemporaneitati pe care le

traim suntem, la randul nostru, expusi unor tensiuni

ale interpretarii si variatiuni ale punctelor de vedere

in relatie cu care ne inversunam sau ne detasam,
acceptam deconstructia sau reactionam critic

pentru a ne pozitiona, cel putin cultural, in raport cu
spectralitatea sau materialismul aflat intr-o continua
tendinta de expansiune, stergere si provocare a
pierderilor iremediabile. Arta se dovedeste a fi, si dincolo
de expozitii, 0 modalitate naturala de a raspunde
rasturnarilor de situatie, de a reseta conditiile de a spera
in constituirea posibilitatii unei alte lumi mai pluriversal
acceptabile decat o lume atat de inconsecventa cu sine
nsasi.

sections in counter-chronological order, from 2020 to
2005, as a retrospective view, from the acknowledgment
of the present to that of the exhibitions' history.

Galeria Aparte established itself as a project space
starting in 2004, aiming to support practices based

on thematic investigation and experiment, with the
institutional intent of creating a public interface between
the learning environment, based on knowledge work
and exploring creativity, and the public environment,
dynamically configured in an urban university, post-
industrial process made eclectic by new ideas of
transforming social life. In 2015, with the new decisions
of diversifying the possibilities for showcasing
exhibitions on an infrastructural level, Galeria Aparte was
reconfigured and renovated, and in 2020 it received new
equipment and lighting.

This catalogue was conceived as a device for popularizing
the archive of multiple artistic and exhibition practices
that took place in relation to the installation and

display possibilities offered by this project space in the
last decade and a half. This exhibition space was not
conceived based on functionality, like an institutional
apparatus, which would have needed to operate
demonstratively, becoming rather a space for self-
reflection, self-evaluation, and anticipation.

Synthesizing a series of experiences and reflections
generated by the exhibition dynamics in the last years,
one observes that most exhibitions were not configured
following a model that privileges the genre of the
exhibition as a spectacle of imagination, technicality, and
demonstration, developing instead freely as a complex
medium of perceptivity, affectivity, comprehension, and
relationality.

The exhibitions showcased in this visual book could be
considered an effect of thought, memory, imagination,
and language use in a learning environment, seen as

an environment bordering that of social expectations.
From the perspective of public communication, one can
see that various ways of understanding exhibitions were
reconciled, be it as art form, as genre (a generic object of
modernity), as tactical field, as site of experimentation,
emphasizing a view of the exhibition as product of
researching and reconsidering conventionalism from an
exploratory perspective.

In the multiplicity of contemporaneities that we
experience, we are, in turn, exposed to certain tensions of
interpretation and variations of viewpoints in connection
to which we become stubborn or detached, we accept
deconstruction or react critically to position ourselves,

at least culturally, relative to spectrality or materialism

in a continuous state of expansion, erasure, and causing
irreparable losses. Art proves to be, even beyond
exhibition contexts, a natural way of responding to new
turns of events, of resetting the conditions for hope in
building a new world, a more pluriversal one, instead of a
world so inconsistent with itself.

Translated by Rares Grozea
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PICTORUL MIRCEA CIOBANU - UN CAZ
PAINTER MIRCEA CIOBANU - A CASE

Text: Catalin Davidescu

MIRCEA CIOBANU, Gilles Néret, Editions des deux colonnes, Lausanne, 1985
MIRCEA CIOBANU, INITIERI SI ILUMINATII, Editura Curtea Veche, Bucuresti, 2018

Acum ceva timp, in vara anului 2020, am primit
imprumut doua volume: unul despre arta lui Mircea
Ciobanu scris de Gilles Néret (Editions des deux
colonnes, Lausanne, 1985) si volumul sau de scrieri
Initieri si iluminatii (Editura Curtea Veche, Bucuresti,
2018). Le-am parcurs curios sa inteleg, acum, la 30 de
ani de la disparitia sa, cine a fost cu adevarat Mircea
Ciobanu si in ce masura legendele spuse prin atelierele
artistilor, in anii '80, sunt adevarate. Din ambele volume,
Nnu am reusit sa retin mai mult decat o serie de istorii
romantate despre acest personaj carismatic, cu un
destin flamboiant in Occidentul anilor '90, dar care greu
isi mai poate gasi consistenta prin opera. Opera sa a trait
cat timp a trait personajul si pare tot mai stinghera, in
absenta lui. Nu este un caz singular in istoria artelor, nici
a literaturii. Sunt nenumarate exemple de personalitati
puternice care au reusit sa Isi impuna creatia prin
propria lor prezentd, insa odata cu disparitia lor, aceasta
nu a mai avut forta sa reziste. Asa cum exista si reversul:
personaje sterse, a caror opera a inceput sa traiasca abia
dupa ce autorii nu au mai fost. Nu exista o reteta de
succes si singura proba este cea a timpului desi... exista
si aici fisuri.

Dupa 1989, curiozitatea de a vedea lucrari de Mircea
Ciobanu mi-a fost satisfacuta, piese ale artistului fiind
prezente in licitatii publice din Romania. Este usor

de presupus ca pentru noi, cei care frecventam arta
romaneasca, pictura lui Mircea Ciobanu este inerent
apropiata de cea a maestrului sau, Corneliu Baba, ai
carui discipoli, multi dintre ei disciplinati, i-au urmat
calea, fara a incerca sa si-o gaseasca insa pe a lor. Aceia
dintre ei care au reusit sa isi gaseasca propriul drum au
devenit la randul lor maestri, cu proprii lor discipoli. Din
acest punct de vedere Mircea Ciobanu a urmat o cale
mediang, care pastreaza mult din amprenta maestrului
incercand, probabil, dupa stabilirea sa in Elvetia, sa
intervina cu accente personale. Un astfel de exemplu ar
fi ,imblanzirea” notei dramatice pe care Baba o conferea
lucrarilor sale, si pe care Ciobanu a realizat-o printr-o
deschidere a gamei cromatice si 0 mai docila sinteza

a liniei. Fidelitatea crescuta fata de model, solicitata
probabil de comanditar, a favorizat filonul epic, in
defavoarea expresivitatii picturale. Pictura sa contine

cu adevarat o tensiune si o sensibilitate de factura lirica,
care insa nu reuseste sa se finalizeze Intr-un enunt bine
personalizat, motiv pentru care un privitor avizat are
impresia unui déja-vu. Meritd remarcate piese precum:
La Préparation du Baptéme, La Possession de | "Aube,
Préparation pour la Magie intime, Rencontre vers la Fin
si alte cateva din aceeasi serie.

In privinta sculpturii, riman la parerea c& a fost un
exercitiu pe care nu merita sa-l dezvolte. E nevoie de
alte abilitati pentru a stapani o piesa in rond-bosse, asa
cum a dorit artistul s& se exprime. Incercérile sale de
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A few months ago, during the summer of 2020, someone
lent me two books, one on Mircea Ciobanu's art by Gilles
Néret (Editions des deux colonnes, Lausanne, 1985)

and the artist's own collected writings titled /nitiations
and llluminations [Initieri si iluminatii] (Curtea Veche
Bucharest, 2018). I was curious to understand who
Mircea Ciobanu was, 30 years after his passing, and to
discover how many of the legends circulating in artists’
studios in the '80s were actually true. All the two books
were able to reveal was a series of romanticized stories
about this charismatic character and his flamboyant
destiny through the Western world of the ‘90s, but
whose work is now grasping for coherence. His work
was most alive as long as the character had been around
and, in his absence, feels increasingly alienated. This is
not an isolated case in the history of art, nor literature.
There are countless examples of strong personalities
that managed to consolidate their creations through
their sheer presence but, once they vanished, the work
was not strong enough to stand on its own. Naturally,
the opposite is also possible, such as artists with less
prominent personalities whose work started to shine and
gain a life of its own only after the authors disappeared.
There isn't a single formula for success and only time can
tell which works would endure, although there can be
some glitches within this system.

After 1989, | was finally able to see some Mircea Ciobanu
works, as his pieces were being presented in public
auctions in Romania. For those of us familiar with
Romanian art, it was easy to assume that we would see
Mircea Ciobanu's painting as inherently linked to his
master’s, Corneliu Baba. His disciples, albeit many very
well-disciplined, decided to follow into his footsteps
rather than try and find their own voice. However, those
who did choose to find their own path became, in turn,
masters themselves, with disciples of their own. In this
respect, Mircea Ciobanu's approach lies somewhere in
the middle, as he kept a lot of his master’s signature to
which he strived to add personal touches after relocating
to Switzerland. One such example would be the “taming”
of the dramatic tones that Baba imbued his paintings
with, which Ciobanu achieved through opening up

his color choices and a softer rendering of the lines.

His faithful rendition of his model, likely dictated by

the person who commissioned the piece, favored the
epic strain, which resulted in a disservice to painterly
expressivity. His paintings embody a real tension and
lyrical sensitivity that unfortunately fails to materialize

in a highly personal, unique discourse, which creates

the impression of déja-vu to the trained eye. Works like
La Préparation du Baptéme, La Possession de | "Aube,
Préparation pour la Magie intime, Rencontre vers la

Fin, and several others from the same series are worth
mentioning.



a actualiza forme clasice raman neconvingatoare, in
sensul ca simple alaturari de clasic cu forme moderne
nu rezolva omogenitatea discursului, dimpotriva,
creeaza forme hibride, disipate al caror concept poate
cu greu sa mai fie sustinut.

Partea cea mai rezistenta a operei sale consider ca sunt,
insa, gravurile care, in pofida tehnicii ce presupune
timpi mai lungi de elaborare, au o prospetime si o
spontaneitate care ma face cu adevarat sa ma gandesc
la mitul artistului. Libertatea unor compozitii precum
Les Tentations du Binaire, Le Moine et les Tentations
des Chiffres, La Tentation du Miroir, La Tentation au-
dessus de la Croix s.a., unde ductul are suplete si spatiul
este inteles in raport de lumind/umbra, contureaza in cel
mai expresiv mod lumea acestui artist.

Impresia generala este aceea a unui artist cu o vointa
constructiva dominatoare, ale carui creatii, cu o vadita
intentie monumentalizantd, sunt mai putin limpezi,
ansamblul fiind adesea fragmentat intr-o serie de
detalii care dilueaza intregul.

mircea

IOB

N

8

As far as his sculpture goes, | maintain my position that
it was an exercise that he should not have pursued.

One needs completely different abilities in order to
master a piece in ronde-bosse, the artist's technique of
choice. His attempts of bringing classic shapes into the
present remain unconvincing as simply putting together
classical and modern forms does not result in a cohesive
discourse. On the contrary, it results in dissipated, hybrid
shapes whose concept barely holds up.

| do believe that the strongest part of his works are

his engravings, which, despite the elaborate, time-
consuming technique, have a certain freshness and
spontaneity which make me really question the myth
behind the man. The freedom expressed in compositions
such as Les Tentations du Binaire, Le Moine et les
Tentations des Chiffres, La Tentation du Miroir, La
Tentation au-dessus de la Croix, etc., with their supple
trajectories, defining the space by the relationship
between light and shadow, are building the artist's world
in the most expressive manner.

Overall, we are faced with an artist with a domineering,
constructive will, whose monumentally-inclined
creations are rather murky, often being fragmented into
a series of details that take away from the whole.

Translated by andra nikolayi
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Cu stima si reverenta debitoare personalitatilor ce au
scris despre arta sa, autorul li se substituie acum, in
vederea ocolirii ritului conventiei omagiale momentului
editorial, si al legitimelor suspiciuni privind locurile
comune exprimate profund, sau a eventualelor
paradigme, ce uneori trimit spre derizoriu, referintele la
creatie, ca substanta fardata a operei.

Ecuatiile interpretarilor teoretice, interventiile explicative
sau recomandarile pe fond comercial, si implicit
traducerile in cuvinte ale imaginii, incurajeaza adesea
raspandirea imitatiei cunoasterii, materie tulbure, ce se
supune oricum punctual revizuirii.

Trecand peste exterioritatile amintite, ce raman oricum
la periferia actului cultural, sunt evitate de asemeni
presupunerile docte asupra timpului parcurs in fata
sevaletului. Nu doar spre a-l apara, comentariile

cu referinta la reala sa densitate ar fi cel putin
dezamadgitoare; intensitatile pot fi atinse si in liniste,
doar privind indelung o panza albg; linistea insasi si
penumbra sunt bastioane greu de cucerit; aventuri
adesea extenuante.

Proiectul editorial ocoleste deliberat si criteriul lipsit

de imaginatie al cronologiei pentru previzibilitatea
acestuia si in mod special, pentru prejudecatile legate
de evolutie. Opera prezentului se exprima ca ecou al
inceputurilor sau viceversa. Nu pot fi intamplatoare
coincidentele asemanarilor substantei fizice, intre
vechile fotografii si formele actuale. Insumand sunt
evitate laolalta si indrumarile in folos practic al modului
de intrebuintare a imaginii create.

HM 2020

With all due respect and reverence to those who have
written about his art, the author will now step into their
shoes, thereby avoiding the ritual convention of the editorial
tribute, any legitimate misgivings over profound-sounding
commonplaces, or any possible paradigms, which at times
render meaningless references to the creative process, as
the cosmeticised substance of the oeuvre . The formulae

of theoretical interpretations, explanatory interventions or
commercially motivated recommendations, and, implicitly,
translations of the image into words, often encourage an
imitation of knowledge — nebulous matter, which in any case
is regularly subject to revisions.

Beyond the aforementioned external considerations, which
at any rate remain on the periphery of the cultural act,
erudite assumptions about time spent in front of the easel
are similarly avoided. Not merely so as to defend it, the
commentary about its true density would be disappointing
to say the least; intensities can also be achieved in silence,
sometimes merely by staring for a long time at the empty
canvas; silence itself and penumbra are difficult bastions
to conquer; adventures often exhausting. This album

is deliberately structured to avoid the convention of an
unimaginative chronological presentation of works on
account of its predictability and, above all, any prejudices
that might arise relating to development. One's present
work may be an echo of one's beginnings or vice versa.
Coincidences in terms of similarity of physical substance
between old photographs and present forms cannot be
accidental. In conclusion, practical guidance as to how to use
the images is also avoided.

HM 2020
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CRONICA CONSTRUCTIEI SAU VISUL CA EDIFICIU

De cele mai multe ori, materialele in vederea
construirii ocupa un spatiu major constructiei insasi,
iar coerenta lor i-ar confirma acesteia amploarea
propriei personalitati; materiale de a caror provenienta,
nimeni nu e raspunzator in cazul eventualitatii aparitiei
neajunsurilor, cateodata destabilizatoare, si a celor mai
innaripate vise. Inainte insd ca acestea s se verifice,
visul va trebui sa se regdseasca in ipostaza de edificiu
la a carui baza, in virtutea traditiei, vegheaza fundatia,
controlata cu probe asupra fenomenelor seismice ale
zonei. In fapt, datele referitoare la sdnatatea solului

i-ar asigura suplimentare garantii de longevitate
ipostazei de edificiu a visului, ce se suprapune cu
drept de precedenta pe datele descrise mai sus; se va
opune adesea gravitatiei, dar totdeauna in prezenta
acesteia. Altddata ins3, va impune insistent conflictul
de vointa; constructia despre care scriem este mereu
refractara folosirii prefabricatelor; sunt recomandate

NOTES ON BUILDING OR THE DREAM AS EDIFICE

More often than not, the materials used in the construction
of a building take up a significant amount of the space

of the building itself, and their coherence would seem

to confirm the breadth of its own personality; materials

for whose provenance no one is held accountable in the
eventuality of unforeseen, at times destabilising events and
the wildest of dreams. However, before they are verified, the
dream must function as an edifice whose basis, by virtue

of tradition, is safeguarded by the foundations, the laying

of which takes place subsequent to studies of local seismic
activity. In effect, the data pertaining to the health of the
soil provides additional guarantees of longevity in respect of
the manifestation of the dream as edifice, which coincides
with the right of precedence, based on the aforementioned
data; while it often opposes gravity, it can never escape

it. In other instances, however, a conflict of will arises; the
building in question always resists the use of prefabricated
materials; bricks are recommended to extend the life of the
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caramizi pentru prelungirea timpului edificarii, dar cu
precadere in sprijinul practicitatii eventualelor substituiri
ale acestora. Tencuiala ce le leaga le va incuraja
compatibilitatea Th vederea unitatii ansamblului,
descurajand aproximari. La randul sau, indltimea
edificiului va depinde de anvergura constructiei si nu
mai putin de rezistenta materialelor utilizate, desi, in
mod curent, tot ce se castiga in inaltime se pierde in
extensie. Doar treji, va trebui sa prezidam procesele de
compromis, deosebit de utile stabilitatii edificiului; va

fi masurat si remasurat mereu, in vederea infruntarii
intemperiilor gandirii, cu prioritate pentru marile pauze
ale acesteia. Indiferent de unde provin, visele sunt
mereu tentate sa se insinueze in capcanele materiei,
astfel c3, pe santier, prudenta nu va fi niciodata excesiva.
In ultima vreme si preturile spatiilor au crescut
preocupant, dar vor ramane mereu sub costurile
timpului — pentru eternul si excelentul sau imobilism.
HM 2009

building, and especially with regard to the practicality of any
subsequent replacement. The rendering that binds them
together enhances their compatibility vis-a-vis the unity of
the ensemble, discouraging approximations.

For its part, the height of the edifice depends on the scope
of the building and, not least, the strength of the materials
used; albeit, as a rule, what is gained in height is lost in
expanse. Only when awake are we to preside over processes
of compromise so necessary in ensuring the stability of the
edifice; it is measured over and over again with a view to
weathering the storms of thought, with priority afforded

to the ample interruptions therein. Wherever they come
from, dreams are always apt to insinuate themselves into
the cracks in matter, such that there can never be an excess
of prudence on the building site. Recently, the price of
space has also increased at a worrying rate, although it will
always remain below the cost of time — given its eternal and
extraordinary immobilism.

HM 2009
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Legende

Pag 184 Sus: Henry Mavrodin Bucuresti. 1941.

Jos: Fara nume, Lemn, h=35 cm, 2000.

Pag 185: Primul bal al Mariei Claudia, 1936.

Pag 186: tehnica mixta si ulei pe panza, 45,3 x 35,4 cm, 1988-2014.
Pag 187: Natura staticd cu nor, constructie, h=45,5 cm, 2019.
Pag 188:

Fara nume, lemn si aluminiu, h=37 cm, 2021.

Ascensiune treptat redirectionatd, lemn si gips, h=34 cm, 2021.
Casa ingerului nevazdtor, lemn si gips, h=34 cm, 1997.

inger inaripat pe tocuri, lemn si gips, h=36 cm, 2021.
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Legends

Page 184 Top: Henry Mavrodin, Bucharest, 1941.

Bottom: Untitled, Wood, 2000, h = 35 cm.

Page 185: Maria Claudia's first ball, 1936.

Page 186: mixed media and oil on canvas, 453 x 354 cm, 1988-2014.
Page 187: Static nature with cloud, construction, h = 455 cm, 2019.
Page 188:

Untitled, wood and aluminum, h = 37 cm, 2021.

Gradually redirected ascent, wood and plaster, h = 34 cm, 2021.
The house of the blind angel, wood and plaster, h = 34 cm, 1997.
Winged angel on heels, wood and plaster, h = 36 cm, 2021.




Pag 189: Ardtati foarte bine domnule Voltaire, tehnica mixta, 37 x 32 cm, 2020. Page 189: You look very good Mr. Voltaire, mixed media, 37 x 32 cm, 2020.
Pag 190: Naturd staticd cu nor, lemn, gips si aluminiu, 37 x 8 cm, 2020. Page 190: Static nature with cloud, wood, plaster and aluminum, 37 x 8 cm,
Pag 191: Ldsati pdsdrile sd vind la mine, imagine din film, 2020. 2020

Page 191: Let the birds come to me, image from a film, 2020
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Atelierul este spatiul care ne defineste exterior, precum
palatele pe regi. Nu este locul creatiei; aceasta nu se
declanseaza la intrare, este doar locul unde cheia poate
fiintoarsa de mai multe ori, cu multiple utilitati si
semnificatii.

Tn ce ma priveste, in atelier, geometria panzei trebuie
sa corespunda celei din jurul sevaletului, panza

este prelungirea atelierului, ca spatiu restrans intru
miscare a rigorilor si limitelor libertatii, dar este si locul
desfatarii vanitatilor nemarturisite, sau, ascunzdtoarea
depozitului ideilor ratate, prin asemanare cu memoria
secreta a gumelor care nu vor divulga niciodata

ce au sters. Atelierul mai este si bucataria deliciilor,
echivalente, fireste, relativitatii judecatilor de valoare.
HM 2013
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The studio is the space that defines us from the exterior,
like palaces did with kings. It is not a place of creation; this
does not activate upon entry; it is only the place in which
the key can be turned multiple times, with multiple uses
and meanings. As far as | am concerned, in the studio, the
geometry of the canvas must correspond to the one around
the easel; the canvas is the an outreach of the studio as a
restricted space from the point of view of the movement

of the rigors and the limits of freedom, but it is also the
space of satisfaction of hidden vanities or the hideout of the
storage room for failed ideas, similar to the secret memory
of erasers which will never divulge what it is they have
erased. The studio is also the kitchen of delights, obviously
equivalent to the relativity of value judgments.

HM 2013



n acelasi chip in care contactul uman dauneaza
sanatatii, si jocul extenuant in vederea impacarii culorilor
pe paleta e deseori nociv geometriei, ce la randu-i, atunci
cand nu se reazema de o intensa bucurie a simturilor,
poate istovi contemplarea.

Cine militeaza pentru pudoarea colaterald a geometriei,
severei infatisari a acesteia, ii acopera totdeauna, prudent,
doar goliciunea; dozaj pasionant, pentru al carui intim
triumf este mereu insuficienta o singura existenta.

HM 2009

In the same way in which human contact damages health,
the exhausting play of conciliating colors on a palette is
oftentimes damaging for the geometry; in turn, when it is
not based on an intense joy of the senses, this can exhaust
contemplation.

Whoever militates for the collateral pudor of geometry, its
harsh expression always covers only its nudity with prudence;
passionate dosage, whose intimate triumph always needs
more than one existence.

HM 2009




INMEMORIAM

GHEORGHE IACOB (1925 - 2020)
IACOB $I PACEA CU INGERUL

JACOB’S PEACE WITH THE ANGEL

Text: Aurelia Mocanu

»Suay, solemn, tenace” as grafia pe grinda ,muzeului”
in care lesne se poate transforma marele atelier-tezaur
al deceniilor de cercetare picturala care I-a absorbit
(din refuz social devenit evadare vrdjitd) pe discretul
artist Gheorghe lacob. S-a intdmplat pana la iesirea
expozitionalg, fara egal, din toamna bucuresteana a

lui 2008, prim solo-show la 83 de ani. Au fost atunci
trei mari etaldri aproape simultane. Insumam atunci o
ampla retrospectiva a picturii de abstractie lirica (care-i
va deveni emblema), dar si a celei realiste, a anilor '55-
65, apoi a desenului si graficii colorate, a proiectelor
parietal-monumentale si a sculpturii temeinice. ,inalt-
tarziul” sau moment expozitional, un atelier-revarsat de
peste o mie de lucrari, a fost urmat, mai recent, de alte
simeze ample: la Academia de Studii Economice (2011),
la Muzeul de Arta din Cluj (2015) si la Targul Art-Safari
(2013-2014).

Ajuns la un principiu aproape neoclasic al extragerii
geometriilor sensibile dintr-un motiv in dinamica
afectiva, longeviva cariera a lui Gheorghe lacob (1925-
2020) este un exemplu de armonioasa profesionalitate
in arta romaneasca din a doua jumatate a secolului
XX. Prin anturarea catorva maestri din arta antebelica
(profesori intre 1946-1953, anii de studii ai lui lacob

la Bucuresti) precum pictorii Eustatiu Stoenescu,
Darascu, Ressu, Steriadi, Maxy ori lectia lui André Lhote,
absorbita in pedagogia lui Ciucurencu, artistul isi
defriseaza calea, treptat, tenace si robace. Traverseaza
realismul social pretins de epoca, narativul recuzitistic
si dirijist. Avea deja proba miilor de desene-crochiu
facute in aventura plecarii foarte timpurii din satul
dintre lalomita si Calmatui, Brigareasa. In anii '60-70
artistul a avut recunoasteri pentru artd monumentald
si cartoane de tapiserie, alaturi de participari la cateva
notabile expozitii tematice (Colocviul international
Brancusi-1967, Arta si Energie-1974, Arta si Orasul-1975,
Studiu-1978). Gheorghe lacob, un suflet al campiei,
congener prozatorului ,sudist” Stefan Banulescu,
alunecand aventuros spre destin cultural ca un ,Panait
Istrati-iubitor de Andreescu”, ajunge un nonagenar
oficiant al puritatii picturii ca abstractie. Numele de
tineri artisti ai anilor '50, Virgil Almasanu, lon Bitzan,
Constantin Piliuta, Viorel Margineanu, lon Salisteanu,
Constantin Blendea, fac si ei proba cresterii sub vremi.
Niciunul nu a impartasit cu lacob destinul enigmatic al
discretiei, pacientei, al duratei lungi si, apoi, al eruptiei
de senectute.

Gheorghe lacob a oferit doua selectii importante,
dedicate scenei franceze, in 1966 si 1968, cu expozitii
de grup mic, ca varf de lance al sincronismului la
Abstractie, atent tolerabil in Est. Va figura, drept
consecinta, in volumul-panoramare a Artei Abstracte,
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“Suave, solemn, and tenacious” is what | would write

on the beam of the “museum” that the great studio - a
treasure in itself — that fully absorbed discreet artist
Gheorghe lacob (a social refusal turned magic escape)
in his decades of painterly research could easily become.
It happened before the unparalleled exhibition in the
fall of 2018 in Bucharest, his first solo show at 83 years of
age. There were three almost simultaneous displays. We
were putting together an ample retrospective of lyrical
abstract painting (which would become emblematic in
lacob’s work), but also realist painting, made between
1955 and 1965, then one of drawing and graphic arts

in color, monumental wall painting, and monumental
sculpture. His late/grand exhibitional moment, a studio
strewn with over a thousand works, was later followed by
other large-scale displays: at the Bucharest University of
Economic Studies (2011), the Art Museum of Cluj-Napoca
(2015), and the Art Safari Fair (2013-2014).

Having achieved an almost neoclassical principle of
extracting sensible geometries from a given motive
through affective dynamics, the long career of Gheorghe
lacob (1925-2020) is an example of harmonious
professionalism in Romanian art of the second half of
the 20th century. With the influence of prewar masters
(professors between 1946-1953, when lacob was a
student in Bucharest), like painters Eustatiu Stoenescu,
Darascu, Ressu, Steriadi, Maxy, or André Lhote’s lessons,
synthesized in Ciucurencu'’s teaching, lacob carves a path
for himself slowly, tenaciously, and with determination.
He passes through the social realism demanded at the
time, the state-supporting state-sponsored narrative. He
had already practiced with his thousands of drawings
and sketches made after his very early departure from
his native village of Bragareasa, between lalomita and
Calmatui. In the '60s and '70s, lacob received recognition
for his monumental art and tapestry cartoons, having
also participated in notable thematic exhibitions (the
international Brancusi colloquium in 1967, Arta si
Energie in 1974, Arta si Orasul in 1975, and Studiu in
1978). Gheorghe lacob, a soul of the plains, a congener

of “southern” novelist Stefan Banulescu, boldly glides
towards his cultural destiny, as a “Panait Istrati with a
love for Andreescu,” becoming a 90-year-old minister of
the purity of abstract painting. The young artists of the
'50 - Virgil Almdasanu, lon Bitzan, Constantin Piliuta, Viorel
Margineanu, lon Salisteanu, Constantin Blendea — also
became celebrated with age. But none of them shared
lacob’s enigmatic destiny: discretion, patience, and a
long stretch of time, followed by a blooming with old
age.

GCheorghe lacob offered two important selections of
works to the French scene, in 1966 and 1968, in small



Credit foto: Cristina Anculete

semnat de Michel Seuphor, in 1971, la prestigioasa
editura Maeght.

Ordonarea unor concurente formale plutitor-fulgurante
si aluzivul geometric pe mari decupaje curbilinii asigura
calitatea spatiului pictural la lacob. Recunoastem finetea
topologica a ,punctului de vedere ratacitor”, propus de
teoriile lui Paul Klee, devenit idiom al anilor 70 europeni,
alaturi de , amoeba” compozitionala a la Mird. Conflictul
de forme e atent cumpanit la lacob. Retardul retinian se
deleaga, preponderent, vibratiei pur cromatice. Ager si
auster totdeodata, pictorul regleaza magistral efectul de
cald-rece pe scala departarilor, pentru a evoca un spatiu
de intriga al ecranelor-personaje. E o planeitate subtil
dejucata spre vibratie optica.

Foarte vag la lacob pre-figuram peisaje ori maternitati,
cavalcade ori, iatd, un ,Sfinx albastru”, descendent

din cercetarile grupului ,Der Blaue Reiter”, surdinizat

in estompa sidefie. Sunt pretexte transformate in
metabolism intern al suprafetei picturii: candori
luminoase si linisti tonice. Pictorul evolueaza din anii

"70 spre o profunda decantare a aspectelor vizibilului.
Ordonat dar si inventiv, cu suflu colorat intrupat panzei,
tabloul se inseriaza in cicluri de imagini cu teme-
pretext dominante. Sunt forme purtatoare de energii cu
tonuri incarcate de senzatii, pe reductie de substanta.
Evanescente de jaratec racit. Dar lacob nu hotaraste o
linie de laconism ascetic ca apropiatul sau de generatie,
Paul Gherasim. Mai curand adera la o zicere din Petre
Tutea transmisa de prietenul lon Nicodim: ,Artistul

se misca la limita dintre vizibil si invizibil”. Este o nota
sigura la lacob a ceea ce inseamna modernitate
echilibrata, poezie a conglomerarilor abstractizate. lar
nota personald a picturii sale mature credem ca sta in
energia luminiscentad a ecranelor cromatice. Reveria
atmosferica din Caspar David Friedrich sau Turner face
ecou si substrat. Sunt pulberi luminoase de rumoare
auroralg, de clorofila spre azur sau de rosu in cavalcada
spre cobalt. Pictura lui lacob produce autentice stari

de palpit retinian pe forme non-angulare, epurate si
combinatorice. E felul lui de imp&care cu ingerul.

group shows, spearheading Romanian abstractionism,
which was tentatively tolerated in the East. He would
therefore be included in Michel Seuphor's overview of
abstract art of 1971, published by the prestigious Maeght
publishing house.

The quality of lacob's pictorial space is determined by
how he orders floating and shimmmering concurrences
of forms, and by his geometrical allusiveness on grand
curvatures. One recognizes the topological finesse of
the “wandering point of view" theorized by Paul Klee,
which became an idiom of the European '70s, together
with Mird's compositional “amoeba.” The conflict of
forms is carefully subdued in lacob's work. The retinal lag
is delegated mostly to the purely chromatic vibration.
Both swift and austere, lacob skillfully regulates the cold/
warm effect on the scale of distances, in order to evoke
an intriguing space of character-screens. It is a flatness
subtly oriented towards optical vibration.

In lacob’s work we can just barely make out landscapes
or materialities, cavalcades or a “Blue Sphynx,”
descended from the research of Der Blaue Reiter, in

a pearly blur. There are pretexts transformed into the
internal metabolism of the painted surface: luminous
candor and tonic silence. From the '70s on, lacob moved
towards a deep decantation of the visible. Both ordered
and inventive, with a colored life force embodied in the
canvas, his paintings are parts of series that have certain
dominant themes. They are forms bearing energies

with tones carrying sensation by reducing substance.
The evanescence of cold embers. But lacob does not
follow a thread of ascetic terseness like Paul Gherasim,
of the same generation. He rather adheres to a saying by
Petre Tutea, transmitted by his friend lon Nicodim: “The
artist moves at the limit between visible and invisible.”

In lacob's work there is, without a doubt, a sense of
balanced modernity, a poetry of abstract conglomerates,
while the personal touch of his late painting lies, in my
opinion, in the luminescent energy of color screens. The
atmospheric revery of Caspar David Friedrich or Turner
is an echo, an underlayer. There are powders giving off
vibrant aureoles, chlorophyll turning blue, or red dashing
towards cobalt. lacob'’s painting produces authentic
states of visual excitement with non-angular, minimal,
and combinatorial shapes. It is his way of making peace
with the Angel.

Translated by Rares Grozea
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INMEMORIAM

RUXANDRA GAROFEANU (1944 - 2021)
UN MARTOR CHEIE AL UNEI EPOCI

COMPLICATE

A KEY WITNESS OF A COMPLICATED AGE

Text: Doina Mandru

Tn 17 ianuarie 2021 ne-a parasit, dupi o cariera palpitanta
de jurnalist cultural si de curator, criticul de arta
Ruxandra Garofeanu. Absolventa in 1966 a Facultatii

de arte plastice, sectia Istoria si teoria artei, ca sefa

de promotie, ea si-a inceput parcursul profesional la
Radio cu emisiunea Arte frumoase, a continuat la
Televiziunea romana, din 1972, cu Salonul artelor apoi
cu documentare despre Atelier, iar cand cenzura a
devenit excesiv de opresiva, cu seria intitulata Comori
ale artei romanesti in muzeele tdrii. A filmat participari
romanesti la marile expozitii din Europa, Bienala
tineretului de la Paris Tn 1969, Festivalul international
de la Edinburgh in anii 70, participarile romanesti la
Venetia. In ianuarie 1990 filmeaza in Muzeul National
de Arta dezastrul produs de armata, urmarind, in timp,
si restaurarea lucrarilor, apoi initiaza seria de emisiuni
despre arta contemporana Totul la vedere.

Dupa pensionarea din TVR, Ruxandra Garofeanu isi
incepe cariera de curator, fructificAnd acum prin
Fundatia Culturala ArtSociety imensa experienta
artistica acumulata. Poate ca se exprima astfel vechea ei
pasiune pentru picturd, pe care ar fi dorit s-o studieze,
sau frustrarea ca mare parte din ceea ce comunica
jurnalistul pe unde sta sub semnul efemerului, se uita
repede. Sunt memorabile expozitiile ei de sinteza care
recuperau pagini din arta interbelica, precum cea
despre Grupul celor patru, sau Bessarabia Moia din
2009, prin care readucea in atentie pentru prima data
din 1922, artistii din stanga Prutului, scoliti la Paris sau
la MUnchen, unii ramasi dupa 1940 in teritoriul anexat,
altii refugiati in tara ori exilati in occident. Tuculescu

in colectia familiei, din 2010, organizata impreuna cu
Muzeul de arta din Craiova si seria intitulata Capodopere
din pinacoteca municipiului aducea pe simezele de

la ArtSociety din Bucuresti lucrari condamnate altfel

la uitare in depozitele pinacotecii lipsite de spatiu
expozitional. Organizate in colaborare cu societatea
Artmark, expozitiile salvau prin restaurari valoroase
lucrari de arta interbelica si contribuiau direct la
educarea unui public tot mai larg dar si la formarea
gustului noii generatii de colectionari de arta. Este

un demers pe care |-a continuat si la Galeria Dialog,
initiata si curatoriata de Ruxandra Garofeanu in spatiul
central al Primariei sectorului 2 din Bucuresti, in care a
organizat intre 2005 si 2017, in ritmul ei alert si eficient,
100 de expozitii si evenimente culturale relevante. intre
cataloagele minimale ale celor mai multe expuneri

se remarca cele destinate unor adevarate recuperari,
precum pictorita Maria Brates Pillat, sculptorul lon
Vlad, emigrat de decenii la Paris, sau opera din
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On January 17, 2021, art critic Ruxandra Garofeanu passed
away, after an exciting career as a cultural journalist and
curator. She graduated from the Faculty of Plastic Arts,
department of art theory and history, top of her class,

in 1966; she began her professional career at the Radio,
with the program Arte frumoase, continued her work

at the Romanian Television from 1972, with the program
Salonul artelor, then documenting for Atelier, and when
the censorship became excessively oppressive, with the
series Comori ale artei romdanesti in muzeele tarii. She
filmed the Romanian participants at great European
exhibits, the Youth Biennale Paris, 1969, the Edinburgh
International Festival during the 1970s, the Venice
Biennale. In January 1990, she filmed the disaster caused
by the military at the National Museum of Art, and then
she observed the restoration of the works; then, she
initiated a series on contemporary art, Totul la vedere.
After her retirement from the Romanian Television,
Ruxandra Garofeanu began her career as a curator,
materializing her immense artistic expertise through
the ArtSociety Cultural Foundation. Perhaps this was
how her old passion for painting, which she had wanted
to study, chose to be expressed, or the frustration of the
fact that cultural journalism is ephemeral and easily
forgotten. Her synthetic exhibits which recuperated
aspects of interbellum art are memorable, such as the
one about Grupul celor patru or Bessarabia Moia from
2009, in which she presented, for the first time since 1922,
artists from the left bank of the Prut river, who studied
at Paris and Munich, some of whom remained after 1940
in the annexed territory, others who became refugees

in Romania or exiles in the West. Tuculescu in colectia
familiei, from 2010, organized with the Museum of Art
from Craiova, and the series Capodopere din pinacoteca
municipiului brought to ArtSociety, in Bucharest, works
that were condemned to be forgotten in the storage
units of the art gallery. Organized in cooperation with
Artmark, the exhibits saved works of interbellum art
through valuable restorations and directly contributed
to the education of a growing audience and also to

the construction of the taste of a new generation of art
collectors. This is an enterprise that was continued by
the Dialog gallery, initiated and curated by Ruxandra
Garofeanu in the central space of Bucharest's second
district City Hall, where, between 2005 and 2017, she
organized one hundred relevant exhibits and cultural
events in her efficient and urgent manner. Among the
minimal catalogues of most of the exhibits, we notice
the ones that were dedicated to true recuperations, such
as that of painter Maria Brates Pillat, that of sculptor lon



Romania a pictorului Aurel Cojan, precum si ultimul
catalog, Grafica romdéaneascd in context international,
datorat generozitatii nedezmintite a unui mare
colectionar, Georg Lecca. Tematica galeriei a urmarit
cateva obiective clare: restituiri, mari personalitati
contemporane, recuperari ale artistilor din diaspora si
expozitii de concept, cum au fost seria Desenelor de
sculptor sau admirabilul remake al prezentei graficii
romanesti la Bienala venetiana din 1972, in care douazeci
de artisti de varf asumau anonimatul intr-o expunere-
instalatie, nonconformista si subtil contestatara, plina
de sarcasme, care a constituit marele nostru succes la
Venetia. Memoria jurnalistului inregistrase evenimentul,
perseverenta de arheolog a curatorului a descoperit
dupa 45 de ani lucrarile, a obtinut restaurarea lor si

ni le-a restituit gratie colaborarii cu muzeul care le
depozitase.

Nu stiu daca Ruxandra a reusit sa isi adune textele scrise
de-a lungul anilor, avea insa o agenda a documentarelor
de artd realizate la TVR, cu datele de identificare ale
casetelor, iar acestea constituie, cert, un document
extrem de pretios pentru istoria artei romanesti
moderne si contemporane.

Pare ca urmarea, cand a revenit la TVR, in consiliul de
administratie, constituirea unei arhive separate de
imagine despre arta anilor 1970-2000, atat de utila
cercetarii actuale si viitoare. A fost, Insa, o incercare in
care birocratia a Invins-o. Un gen de cercetare si de
arhivare vizuala exhaustiva pe care a aplicat-o cu succes,
prin ArtSociety, investigand cu stiuta-i tenacitate, alaturi
de Dan Haulica si de Paul Gherasim, colectiile private de
arta contemporana si cele din depozitele a 30 de muzee
romanesti in cdutarea marturiilor de arta autentica,
neinregimentata oficial, pe care avea sa le reuneasca,
peste 600, |la Biblioteca Nationala in expozitia-sinteza a
epocii intitulata Artistul si Putereaq, ipostaze ale picturii
romdnesti in perioada 1950-1990.

Era de fapt consemnarea ingeniozitatii artistice si

a diversitatii solutiilor plastice practicate in cadrele
modernitatii, o alta fateta a creativitatii pe care o
investigase sub unghiul experimentului, la sfarsitul
anilor " 90, o alta echipa curatoriala intr-o la fel de
memorabila expozitie de |la galeria % a Teatrului
National din Bucuresti.

Dispare, odata cu Ruxandra Garofeanu, o memorie
fabuloasd, un pretios expert al pietei romanesti de arta
si un martor cheie al framantatei noastre scene artistice
din ultimele sase decenii.

Fotografie obtinuta prin amabilitatea Adela Mara.
Photo courtesy of Adela Mara.

Vlad, who emigrated to Paris, or the Romanian works
of painter Aurel Cojan, and also the final catalogue,
Grafica romdaneascd in context international, thanks
to the relentlessly generous Georg Lecca, a great
collector. The themes of the gallery had a few clear
goals: restitutions, great contemporary personalities,
recuperations of diaspora artists, and concept exhibits,
such as the series Desene de sculptor or the admirable
remake of the Romanian graphic artists™ participation
at the 1972 Venice Biennale, in which twenty top artists
became anonymous for an anti-conformist, subtly
countercultural, sarcasm-filled installation-exhibit, which
was our greatest success in Venice. The memory of the
journalist recorded the event, the perseverance of the
archeologist discovered the works after forty-five years,
had them restored and gave them back to us thanks to
the collaboration with the museum which housed them.
I do not know if Ruxandra managed to gather the texts
she had written throughout the years, but she did have
a list of the art documentaries she produced at the
Romanian Television with the necessary information

to identify the tapes; these are certainly an extremely
precious document for the history of modern and
contemporary Romanian art.

When she returned to the Romanian Television, she
seemed to want the formation of a separate archive

on art between 1970-2000, so useful to future and
current researchers. However, she was defeated by

the bureaucracy. She successfully applied a kind

of exhaustive visual archive and research through
ArtSociety, tenaciously investigating together with

Dan Haulica and Paul Gherasim private contemporary
art collections and those in the storage units of thirty
Romanian museums, searching for testimonies of
authentic art, which was against the official discourse;
she gathered more than six hundred of these
testimonies at the National Library, in the exhibit that
synthesized an age, Artistul si Putereaq, ipostaze ale
picturii romdanesti in perioada 1950-1990. This was
actually the recognition of the artistic ingenuity and of
the diversity of plastic solutions within the framework of
modernity, another face of the creativity which she had
investigated from the point of view of the experiment
at the end of the 1990s, a different team of curators in
an equally memorable exhibit at the % gallery of the
Bucharest National Theater.

With Ruxandra Garofeanu, a fabulous memory, a
precious expert of the Romanian art market, and a key
witness of our troubled artistic milieu of the last six
decades is lost.

Translated by Daniel Clinci
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MUZEUL NATIONAL DE ARTA
CONTEMPORANA

SEZONUL EXPOZITIONAL
IARNA 2020 - PRIMAVARA 2021

NATIONAL MUSEUM OF CONTEMPORARY ART
WINTER 2020 = SPRING 2021 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, GOKID.ro, Igloo mediq, Life.ro, National
Geographic Romania, Radio Romania Cultural, Revista ARTA, RFI Romania, Revista Zeppelin, SUB25, Super, Supereroi printre
noi, TANANANA, The Institute, Totul despre mame, Ziarul Metropolis, Zile si Nopti Bucuresti.

MNAC Muzeul National de Artd Contemporand / The National Museum of Contemporary Art (MNAC Bucharest)
Palatul Parlamentului / The Palace of Parliament

Str. Izvor 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)

Orar vizitare Muzeu / Museum visiting hours:
Octombrie 2020—Martie 2021 / October 2020—March 2021:
Miercuri—Duminicd, 10:00—18:00 / Wednesday—Sunday, 10 am—6 pm

Program bibliotecd — Centrul ,Mihai Oroveanu” / Library - “Mihai Oroveanu” Centre opening hours:

Luni—Vineri, 13:30—17:30; si in prima duminicd a fiecdrei luni / Monday—Friday, 1:30—5:30 pm; and the first Sunday of
every month
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Larisa Crunteanu, Blueprint (detaliu / detail), 2019
foto / photo: Larisa Crunteanu.

ACTIONAND PE DE ROST
DO IT BY HEART
10.06.2020 - 25.10.2020

Parter / Ground floo

O expozitie de / An exhibition by: Larisa Crunteanu

Cu interventii de / With interventions by Irina Gheorghe,
Adriana Gheorghe, Jasmina Al-Qaisi, Olivia Berkowicz &
Marianna Feher + Sanja Horvatinci¢, Catalina Insignares
& Carolina Mendonga

Coordonator MNAC / MNAC Coordinator: Sandra
Demetrescu

Organizator / Organiser Asociatia Copia Originala
Parteneri/ Partners: MNAC, CNDB, ARAC

Co-finantat de / Co-financed by AFCN

Actiondnd pe de rost [Do It By Heart] este o explorare
intima si abstracta a posibilitatii de abordare a
limbajului si altor tipare de gandire si imaginare ale
societatii, intelese ca bagaj colectiv de realitate pre-
individualg, ca teritorii de intalniri si confuzii productive.
Daca ceea ce stim pe de rost (know by heart) este
ancorat in limbaj, institutii si referinte culturale comune,
ceea ce facem pe de rost (do by heart) sunt actele de
intalnire si contact cu alte subiectivitati nu intr-un spatiu
fizic comun, ci in comunalitate, in ceea ce impdrtasim
in mod involuntar, fara sa fi avut de ales si chiar fara sa
realizam.

Tn contextul expozitiei, comunalitatea se refera atat

la limbaj cat si la imagini culturale comune precum
referinte literare, mostenirea vizuala determinata de
regimuri politice si ideologie, imaginea si utilizarea
spatiului public in contemporaneitate, imaginea muncii,
imaginea corpurilor dezirabile si a succesului, tipare de
organizare a peisajului vizual si aural public si corporate,
samd. Astfel, cele trei instalatii de mari dimensiuni
realizate de Larisa Crunteanu si amplasate in spatiul
fizic al muzeului devin premise de intalnire in plan fizic
si teoretic, precum si fundalul unei serii de interventii
artistice.

Do It By Heart is an intimate and abstract exploration

of the possibility that language and different societal
thinking and imagination patterns, understood as a
collective heritage of pre-individual reality quota, can be
approached as territories of encounters and productive
confusions. If what we know by heart is anchored in
anguage and discourse, in institutions and common
cultural references, what we do by heart are the acts of
encounter and contact with other subjectivities - not in
a physical space, but in commmunality, in what we share
nvoluntarily, without choosing and even without realizing.
In the exhibition context, communality refers not just

to language and common cultural imagery, but also to
iterary references, ideological and politically driven visual
egacies, the image and the protocols around common
space in contemporary society, the image of work, of
desirable bodies, of success, patterns of organizing our
visual and aural public and corporate environments, and
so on. Thus, the three large scale installations by Larisa
Crunteanu that cover the floor space of the museum
become premises of encounters on a physical and
theoretical plane, as well as background for a series of
Nnterventions by fellow artists

Vedere din expozitia Bogdan Rata. Credit foto: Dan Vezentan.
Prin amabilitatea artistului.
Bogdan Rata exhibition view. Photo credit: Dan Vezentan. Courtesy of the artist

PARASIREA UMBREI / PRINDEREA LUMINII
ABANDONING THE SHADOW // CATCHING LIGHT
11.12.2020 - 28.03.2021

Parter — Sala de Marmura / Cround floor — Marble Hall
Curator: Calin Dan

Asistent curator / Assistant curator: Simona Vildu
Parteneri/ Partners: Universitatea de Vest Timisoara /
West University Timisoara, Kunsthalle Bega

Nu putem separa expozitia lui Bogdan Rata de eterna
dilema indusa de Platon prin alegoria pesterii din
dialogul ,Republica”. Avem aici un sculptor care nu
vrea lumina (si deci nici umbre) in expozitia sa, optand
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pentru intunericul total. Cineva care anuleaza umbra ca
mijloc de expresie, si implicit ca instrument simbolic, dar
exploateaza facilitatile tehnice care permit crearea unei
lumini fara umbre - prin proiectiile de inalta definitie

ale unor forme monocrome ce plutesc intr-un spatiu
abstract. Se poate spune ca expozitia lui Bogdan Rata
din Sala de Marmura a MNAC e o propunere deopotriva
surprinzator de noua dar in acelasi timp discreta si
.veche” (in sens epistemologic), reconstruind Pestera la
care visam, cu totii, atat de des.

We cannot separate Bogdan Rata's exhibition at MNAC
Bucharest from the eternal dilemma induced by Plato
with his Cave Allegory from the dialogue "The Republic”
Here is a sculptor who does not want to have light (and
therefore shadows) in his exhibition, choosing complete
darkness. Here is somelbody who annihilates the

shadow as a mean of expression, and also as a symbolic
instrument, while exploiting the technical facilities that
allow the creation of shadowless light — through high
definition digital projections of monochrome shapes
floating in an abstract space. One can say that the
exhibition of Bogdan Rata in the darkened Marble Hall of
MNAC Bucharest is a surprisingly new, unassuming, and
at the same time “old” (in the epistemic sense) proposition
of envisioning the Cave we are all so much dreaming
about

Vedere din expozitie. Credit foto: Gabi Pana / MNAC
Installation view. Photo credit: Gabi Pand / MNAC

SCULPTURA CA FATA DE MASA
SCULPTURE AS TABLECLOTH
03.03.2021 - 11.04.2021

Parter / Ground floor

Artisti / Artists: George Apostu, Vasile Barabas, Aurelian
Bolea, Grigore Bradea, Boris Caragea, Panaite Chifu,
Gheorghe Coman, Naum Corcescu, Vasile Cornestean,
Gavril Covalschi, Aurel Cucu, Attila Dienes, Lehel
Domokos, Idel lanchelevici, Veturia llica, Gheorghe
lliescu-Calinesti, Petru Alexandru Galai, Vasile Groduz,
loan Alexandru Grosu, Erwin Fr. Holtier, Mihai Marcu,
Mihai Meiu, Gheorghe Muresan, lulia Onitg, Silvia Radu,
Leonard Rachita, Dinu Radulescu, Liviu Rusu, Constantin
Sevtov, Ovidiu Simionescu, Aurel Olteanu Stanca, Sava
Stoianov, Andrei Szobotka, Paul Vasilescu, Vasile Vasiliu-
Falti, lon Vlasiu, Gheorghe Zarnescu

Design masa / Table design: Atelier Ciprian Manda
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Sculpturile din colectia MNAC sunt fascinante atunci
cand le privim fara prejudecata controlului indus de
clasificari. Formele sunt placute si surprinzatoare
totodata, prin simpla prezenta. Referintele la marile
modele ale istoriei artei, contextele politice complicate,
optiunile ciudate de tehnica si stil, chiar si prostul gust

- toate sunt imblanzite de principiul bunei vecinatati.
Culcate alaturi, si nu stivuite unele peste altele, nudurile,
compozitiile abstracte, sculpturile animaliere, portretele,
eroii, animalele, cavalerii, taranii, mastile funerare,
bronzul, lemnul, sarma, gipsul, toate invelesc masa
cunoasterii moi cu o panza de povestiri pasionante. Cat
despre scrierea acestor povestiri — pentru asta e nevoie
de un scaun langa masa. Cu fata de masa data la o
parte. (Calin Dan)

The sculpture collection of MNAC is fascinating if looked
at without the prejudice of control induced through
classification. The forms are enjoyable and surprising
through sheer presence. References to greater models
from art history, complicated political contexts, awkward
choices of technical and stylistic solutions, bad taste
even, are all overwritten by the principle of the good
neighbourhood. Next to each other, and not on top of
each other, nudes, abstract compositions, animals, heroes,
knights, peasants, portraits and funeral masks, bronze,
wood, wire, gypsum, they are all covering the table of
soft knowledge with a cloth of exciting stories. As for the
writing of those stories — one needs a chair next to the
table. With the tablecloth taken away. (Calin Dan)

2019, eds. Calin Dan, Sandra Demetrescu, Daniela Calciu, Bucharest, MNAC
Books, 2019
foto / photo: Serioja Bocsok / MNAC

CATALOG 2019: EXPOZITIE DOCUMENTARA
2019 CATALOGUE: DOCUMENTARY EXHIBITION
11.12.2020 - 11.04.2021

Parter - Supanta [Centrul de Cercetare] / Cround floor —
Split level [Research Center]

Curator: Calina Barzu

*Catalogul poate fi consultat la magazinul MNAC si la
biblioteca muzeului/ The catalogue can be browsed at
the MNAC store and in the museum library



Expozitia este construita in jurul publicatiei 2079
(inventarul artei oficiale din Colectia MNAC, proiectat pe
fundalul evenimentelor politice si sociale ale intervalului
1965-1989) si prezinta o selectie de lucrdri omagiale din
colectia muzeului, realizate de catre artisti consacrati
din perioada comunista sau de catre artisti amatori
anonimi. De asemenea sunt incluse si diverse cadouri
facute cu ocazia aniversarii zilelor de nastere ale cuplului
Ceausescu, sau oferite cu ocazia vizitelor acestora in tara
din partea colectivelor de munca, a cluburilor sindicale,
intreprinderilor, ministerelor si caminelor culturale.

The exhibition is structured around the publication 2019
(the official art inventory from the MNAC Collection,
projected on the background of the 1965-1989 political
and social events), and presents a selection of the
museum’s collection of homage art realized during

the communist period both by renowned artists and
anonymous amateur artists. It also includes birthday gifts
for the Ceausescus or objects they received on their visits
in the territory from labbour collectives, trade union clubs,
plant administrators, ministries and cultural centres.

Vdzand istoria - 1947-2007, vedere din expozitie, 2020.
Credit foto: Dani Ghercd / MNAC

Seeing History — 1947-2007, Installation view, 2020.
Photo credit: Dani Gherca / MNAC

VAZAND ISTORIA - 1947-2007. COLECTIA MNAC /
SEEING HISTORY - 1947-2007. THE MNAC COLLECTION

deschis incepand cu / open since: 15.11.2018

Etaj1/ 1% floor

Etaj 4, Auditorium / 4" Floor, Auditorium (10.06.2020
-15.09.2020): Lucréri video din Colectia MNAC / Video
Works from the MNAC Collection

Design expozitie / Exhibition design: skaarchitects
Design grafic / Craphic design' Bogdan Ceausescu
Echipa curatoriald / Curatorial tearn: Cristina Cojocaru,
Calin Dan, Sandra Demetrescu, Malina lonescu, Adriana
Oprea, Magda Predescu, Irina Radu

Echipa colectii - conservare / Collections and preservation
tearm: 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 digitala /

Documentation - digital memory team: Cerasela
Barbone, Calina Barzu, Daniela Daneliuc, Alexandru
Oberlander-Tarnoveanu, Gabriela Pana, 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 recenta 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 documentara si pe cea artistica, productia
de obiect cultural si contextul in care aceasta a avut loc.
Mostenita in mare proportie pe cale institutionala si
reflectand mecanismele de achizitii ale vechilor structuri
comuniste de propaganda culturald, colectia Muzeului
National de Arta Contemporana este In masura sa ofere
O privire nuantata asupra vietii artistice din Romania,

nu doar dupa criterii de valoare, ci si din perspectiva
complexa a contextului social, economic si al directivelor
politice care au influentat-o. Vdzdnd istoria — 1947-2007
este gandita ca o platforma deschisa 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
indialogue 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.
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Dupd 12 ani [...], vedere din expozitie. Credit foto: New Folder Studio / MNAC
12 Years After [..], Installation view. Photo credit: New Folder Studio / MNAC

DUPA 12 ANI. PRODUCTIA ARTISTICA DIN ROMANIA
N 180 DE LUCRARI (ACHIZITIILE DE OPERE DE ARTA
MNAC — SESIUNEA 2020

12 YEARS AFTER. A SURVEY OF ROMANIAN ART IN 180
WORKS (MNAC ARTWORKS ACQUISITIONS — 2020
SESSION)

11.12.2020 - 02.05.2021

Etaj2/2nd floor &

video — multimedia: Etaj 4 — Auditorium / 4th floor —
Auditorium

insertie / insert: Etaj 1/ Ist floor

2META, Dan Acostioaei, Ana Adam, Felix Aftene, Andreea
Anghel, Apparatus 22, Catalin Badarau, Dragos Badita,
Olimpiu Bandalac, Liliana Basarab, Vlad Basarab, loana
Batranu, Matei Bejenaru, Razvan Boar, Andreea-Lorena
Bojenoiu, Rudolf Bone, Bogdan Andrei Bordeianu,
Irina Botea Bucan, Stefan Botez, Razvan Botis, Claudia
Braileanu, Michele Bressan, Catalin Burcea, Stefan
Caltia, lon Condiescu, Elena Copuzeanu, Stefan Radu
Cretu, Giulia Cretulescu, Larisa Crunteanu, Cristina
David, Raluca llaria Demetrescu, Daniel Djamo, Megan
Dominescu, Arantxa Etcheverria, Belu Simion Fainaru,
Norbert Filep, Biroul de Cercetari Melodramatice (Irina
Gheorghe & Alina Popa), Dani Gherca, Bogdan Girbovan,
Ana Golici, Nicolae Golici, Daniel Gontz, Teodor Graur,
Dragos Hanciu, Dorina Horatau, Viorica lacob, Gheorghe
llea, Nicu llfoveanu, Adelina Ivan, Mihaela Kavdanska/
Dilmana Yordanova, Aurora Kiraly, losif Kiraly, Kund
Kopacz, Stela Lie, Petru Lucaci, Dragos Lumpan, Maria
Manolescu, Ana-Maria Micu, Mihai Mihalcea (Farid
Fairuz), Olivia Mihaltianu, Alex Mirutziu, Gili (Virgilius)
Mocanu, Patricia Morosan, Ciprian Muresan, Andrei
Nacu, Sorin Neamtu, Maurice Mircea Novac, Dumitru
Oboroc, Marilena Oprescu Singer (Saint Machine),
Daniela Palimariu, Alexandru Pasat, Cosmin Paulescu,
Bogdan Pelmus, Romelo Pervolovici, Delia Popa,
Marilena Preda Sanc, Cristian Raduta, Sandu-Eugen
Raportoru, Carmen Rasovszky, Gheorghe Rasovszky,
Lea Rasovszky, Bogdan Rata, Decebal Scriba, Dumitru
Serban, loana Sisea, Larisa Sitar, Alexandru Solomon,
Mircea Stanescu, Liviu Stoicoviciu, Alexandra Tatar,
Patricia Teodorescu, Doru Tulcan, Stefan Ungureanu,
Dan Vezentan, Aurel Vlad, Bogdan Vladuta, Dilmana
Yordanova, Mihai Zgondoiu, Marian Zidaru, Victoria
Zidaru
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Au donat lucrari / Artists who have donated works
loana Batranu, Bogdan Andrei Bordeianu, Raluca
llaria Demetrescu, Nicu llfoveanu, losif Kiradly, Maria
Manolescu, Maurice Mircea Novac, Romelo Pervolovici,
Doru Tulcan, Mihai Zgondoiu

Tn 2020, bugetul MNAC a fost suplimentat de

Ministerul Culturii cu 2.000.000 de lei pentru achizitia
publica de lucrari de arta contemporana. Lansata in
contextul stresului economic cauzat de pandemia
COVID-19, prima procedura de achizitii publice de arta
contemporana din ultimii 12 ani a vizat creatia artistilor
vizuali in viata, originari din Romania, activi pe scena

de arta in tara si in strainatate. Rolul acesteia este de a
constitui un stimulent pentru productia artistica actuala
si de a creste patrimoniul cultural al tarii, gestionat prin
colectia MNAC.

Prezenta sesiune de achizitii se defineste prin
dimensiunea de cercetare — centrald activitatii muzeale,
in stransa corelare cu dimensiunea procesuala a actului
de creatie artistica. Pornind de la premisa ca Muzeul
contribuie prin cresterea Colectiei la scrierea istoria artei
contemporane din Romania, strategia acestei sesiuni
s-a sprijinit pe cei doi poli creati de MNAC in ultimii ani:
Expozitia Vazand Istoria si Centrul de Documentare si
Cercetare a Culturii Vizuale ,Mihai Oroveanu”.

Juriul, alcatuit conform principiilor deontologice ICOM,
a fost format din 11 membri titulari si doi supleanti, in
structura lui regasindu-se reprezentanti ai Consiliului
Stiintific al MNAC, ai universitatilor de profil din
Bucuresti si din targ, ai sectorului independent, precum
si specialisti desemnati de catre Uniunea Artistilor
Plastici.

In 2020, the MNAC Bucharest budget was supplemented
by the Ministry of Culture with 2.000.000 lei for the public
acquisition of contemporary artworks. Launched in the
context of the economic crisis caused by the COVID-19
pandemic, the first procedure for public acquisition of
contemporary art in the last 12 years was aimed at living
visual artists from Romania, active within the country and
abroad. Its role was to provide an incentive for current
artistic production and to increase the Romanian cultural
heritage managed by the MNAC Collection

The present acquisitions session was defined by the
research dimension—central to the museum’s activity,

in close correlation with the procedural dimension of the
act of artistic creation. Starting from the premise that by
enlarging its collection the Museum contributes to writing
the history of contemporary art in Romania, this session's
strategy was based on the two pillars shaped by MNAC
Bucharest in recent years: the permanent exhibition

and the Mihai Oroveanu Centre for Documentation and
Research of Visual Culture.

[he jury, composed according to the ICOM deontological
principles, was composed of 11 full members and two
alternates, in its structure being representatives of the
Scientific Council of MNAC, of the profile universities in
Bucharest and in the country, of the independent sector,
as well as designated specialists by the Union of Fine
Artists.



Vedere din expozitia Peter Jacobi. Credit foto: New Folder Studio / MNAC.
Prin amabilitatea artistului.

Peter Jacobi, installation view. Photo credit: New Folder Studio / MNAC.
Courtesy of the artist.

BILDERFAHRZEUGE [VEHICULE ALE IMAGINII]. O
RETROSPECTIVA PETER JACOBI
BILDERFAHRZEUGE [IMAGE VEHICLES]. A PETER
JACOBI RETROSPECTIVE

11.12.2020 - 28.03.2021

Etaj 3 - 3rd Floor

Curator: Sandra Demetrescu

Asistent curator / Assistant curator: Alexandru
Oberlander-Tarnoveanu

Design expozitie / Exhibition design: Attila KIM Architects
Cu sprijinul / With the support of: Ministerul Stiintei,
Cercetarii si Artelor Baden-Wurttemberg / The Ministry
for Science, Research and Art Baden-WuUrttemberg;
Forumul Democrat al Germanilor din Romania / The
Democratic Forum of Germans in Romania

Expozitia retrospectiva pe care MNAC o dedica artistului
germano-roman Peter Jacobi (n. 1935, Ploiesti; traieste
si lucreaza la Wurmberg, Germania) aduce impreuna o
serie de teme majore din creatia acestuia, trasand un
parcurs singular care se intinde pe mai bine de sase
decenii de activitate: de la sculptura figurativa a anilor
'60 si suprapunerile acesteia cu arta conceptuala din
anii 70, la definirea practicii fotografice incepand cu anii
'80, trecand prin multiplele - si constantele —sale cautari
privind monumentele de for public, care isi gdsesc
punctul culminant, in Romania, odata cu realizarea
Monumentului Holocaustului de la Bucuresti.

Peter Jacobi isi plaseaza parcursul artistic sub semnul
unei ,simultaneitati intre abstractie si figuratie” - ceea
ce la prima vedere ar putea parea un ansamblu eclectic,
format din elemente opuse este, in fapt, rezultatul unei
constructii extrem de atente si consistente, in cadrul
careia preocuparile intelectuale si seriile de lucrari
rezultate coabiteaza intr-un raport de continuitate

si potentare reciproca. Abstractul si figurativul,
dimensiunea narativa si cea documentara, toate

sunt fatetele aceluiasi spatiu conceptual, un atelier al
gandirii prin imagini, intreaga sa creatie fiind marcata
de o dinamica interna si de posibilitatea generativa

a montajului. Expozitia, o extensie a acestui atelier,
prezinta astfel una dintre imaginile-montaj posibile ce
pot fi extrase bogatului repertoriu al lui Peter Jacobi, in
care mediile de expresie, observatiile formale si temele
abordate converg, in mod coerent, catre acelasi numitor

comun - vitalitatea formei, monumentalitatea si efortul
pastrarii memoriei.

The retrospective exhibition dedicated by MNAC
Bucharest to Cerman-Romeanian artist Peter Jacobi (b.
1935, Ploiesti, Romania; lives and works in Wurmberg,
Cermany) brings together a series of major themes in
his practice, retracing an exceptional path spanned over
six decades: from the figurative sculpture of the '60s in
ts overlaps with "70s conceptual art, to the shaping of
his practice as photographer, debuting in the ‘80s, along
his multiple—and constant—pursuits concerning public
space monuments, culminating with the Holocaust
Memorial in Bucharest

Peter Jacobi looks at his own artistic becoming from

the perspective of a “simultaneity of abstraction and
figuration"—what might give the impression of an eclectic
ensemble, built out of opposites is, in fact, the result of a
very careful and consistent structuring process; herein, his
intellectual preoccupations and resulting series of works
partake in each other's existence through continuity and
mutual empowering. Abstraction and the figurative, the
narrative and the documentary dimension are all facets of
the very same conceptual space, a workshop of thinking
through images. His entire ceuvre is thus defined by an
internal dynamic and through the generative possibility
of montage. The exhibition, an extension of this studio,

s a presentation of these possible montage-images
deriving from Peter Jacobi's complex repertoire; one in
which the media he employs, the formal observations
and themes approached are converging, coherently,
towards the same common denominator—the vitality o
shape, monumentality and the efforts directed towards
preserving memory.
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Foto / photo: Ciprian Paleologu, 2020.

PROIECTUL UMAN. ETAPA 1. ,,SI APOL...”
THE HUMAN PROJECT. STAGE 11. “AND THEN...”
11.12.2020 - 28.03.2021

Etajul 4/ 4th Floor
Artist: Ciprian Paleologu
Curator: Simona Vilau

Cu un ritm calculat, Proiectul UMAN a capatat forma
incepand cu anul 2000, iar apoi a crescut treptat, cu cate
0 etapa expusa public din doi in doi ani. Artistul a creat
»,un organism alambicat”, calculat pe toata durata unei
vieti biologice medii, cu an de final 2046. Autenticitatea
si riscurile pe care si le asuma Paleologu sunt legate
indeobste de felul in care sincronizeaza plasticitatea

si ,focul” expresionist cu simetria si ,uscaciunea” unei
abstractii geometrice, ambele fiind suprapuse peste un
discurs conceptual si narativ distopic.

Ciprian Paleologu lucreaza intr-o desfasurare
conceptuald seriald, cu abilitatile si viziunea unui inginer
al propriei utopii, o lume imaginata lipsita de aer,
populata de homunculi abrutizati, chiar brutali, adusi

la un stadiu atavic al (lipsei) tehnicii si a deschiderii
mentale. Artistul isi populeaza utopia si ne invita sa
cunoastem personajele nepreocupate de frumusete,
lipsite de empatie si gratie, lubrice, violente, usor de
inlocuit, cu nevoi situate la baza piramidei lui Abraham
Maslow.

In a calculated rhythm, The HUMAN Project by Ciprian
Paleologu started in the year 2000 and developed
consequently ever since, each stage of the project being
publicly shown every two years. The artist designed “a
twisted organism”, created to function during the length
of an average lifespan, assumingly ending in 2046. The
authenticity and risks that Paleologu takes are especially
related to the way he synchronizes the plasticity and

the Expressionist "fire" with the symmetry and “dryness”
of Geometric Abstraction, both being overlayed on a
dystopian conceptual and narrative discourse.

Ciprian Paleologu works in a serial conceptual
deployment, with the abilities and vision of an engineer of
his own Utopia, an imagined world lacking air to breathe,
populated by brooding, even brutal homunculi, brought
to a primary state of (the lack of) technique and mindset
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The artist puts these creatures in the Utopia and invites
anyone to meet them, characters broadly described as
unpreoccupied with beauty, lacking empathy and grace,
obscene, violent and easily replaceable, with needs that
are situated at the basis of Abraham Maslow's Pyramid

Ceci n’est pas un vote, vedere din expozitie / installation view.
Credit foto / photo credit: Gabi Pana / MNAC

CECI N'EST PAS UN VOTE
11.12.2020 - 11.04.2021

Etajul 4, Spatiul Expozitional Dialogue / 4th floor,
Dialogue Exhibition Space

Artisti / Artists: Diana Matilda Crisan, Loredana llie,
Andrei llincaru, Ruxandra lvan, Sorina Popescu, Sandra
Gabriela Puisor, Andra Semciuc, Razvan Cristian Uta
Curator: Mihai Zgondoiu

Expozitia Ceci n'est pas un vote este rezultatul
proiectului ,Scoala de Vara de la Rasinari, sectiunea Arte
Vizuale”, care a avut loc in perioada 23-29 august 2020,
in comuna Rasinari, din imediata apropiere a orasului
Sibiu. Editia aceasta a selectat in urma unui apel
national opt studenti/masteranzi de la Universitatea
Nationala de Arte din Bucuresti si Universitatea de Vest
— Facultatea de Arte si Design din Timisoara.

Ceci n'est pas un vote este o expozitie in jurul ideii de
vot. Tehnica stencil-ului, cunoscuta si sub denumirea
de tehnica a sablonului, a fost folosita initial in zona
industriala si militara unde se marcau echipamentele si
dispozitivele din dotare. Incepand cu anii '80, miscarea
graffiti a preluat-o si a folosit-o ca pe o forma de arta
urbana cu multiplicare rapida.

“eci n'est pas un vote is an exhibition of the Visual Arts
section from the Rasinari Summer School project,
carried out between August 23rd and 29th 2020 in
the village of Rasinari, near Sibiu. Following a national
call for applications, this edition has selected eight
undergraduate and graduate students from the National
University of Arts in Bucharest and the Arts and Design
Faculty of the West University in Timisoara
Cecin'est pas un vote is an exhibition centred around
the idea of voting. Stencilling, also known as pochoir, was
initially used in industrial and military environments, to
mark equipment and devices. Starting in with the '80s,
the graffiti movernent adopted it and started to use it as &
form of fast-growing urban art



Urban Steps, vedere din expozitie. Credit foto: Mihai Zgondoiu.
Prin amabilitatea artistului.

Urban Steps, installation view [ERPS]. Photo credit: Mihai Zgondoiu
Courtesy of the artist

URBAN STEPS
Powered by MOLOTOW
deschis incepand cu / open since: 1511.2018

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 laolaltad cele mai rasunatoare 20

de voci ale street art-ului romanesc, intr-o lucrare
murald desfasurata pe 500 de metri patrati, pe care o
puteti descoperi, pas cu pas, pe scarile interioare ale
Muzeului National de Arta Contemporana. URBAN
STEPS marcheaza 20 de ani de arta urbana in Romania
si este primul proiect complex de Urban & Street Art,
curatoriat si gazduit de o institutie muzeala de arta din
Romania.

lhe 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
vears 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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GALERIILE U.A.P
DIN ROMANIA
lanuarie - Aprilie 2021

ALBA IULIA

Galeria de Arta a Municipiului Alba
lulia

.Geneza”

Artist: Daniel Bordeu

Curatoare: Diana Campan
8.01-8.02.2021

EXPOZITIE PICTURA
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,Sentimente cromatice”
Artist: Eugen Macinic
8.02 -8.03.2021

.Blank 3"

Artisti: Crinela Antonescu, Ana Maria
Ariciu, Livia Bar, Luminita Bretoiu,
Bianca Bogdan, Daniela Burnete,
Angela Gradinariu, Antonela Giurgiu,
Ana Jilinschi, Noemi Kusztos, Anadora
Lupo, Floare Muntean, Arina Muntean,
Dana Ortelecan, Ana Pantea, Angela
Petruta, Cristina Pop, Olga Radulescu,
Elisabeta Sinea, Laurentia Stoia, Diana
Tuculescu, Mena Zapotoschi, Amy
Vasilescu, Daniela Maria Badila, Cristina
Maria Fau, Celestina Albisor, Mirela
Maier Miclaus, Elena Cimpian, Vioara
Bara, Maria Bologa, Vlaicu Teodora,
Alina Ursachi, Stan Madalina, Cibu
Emanuela, Ana Maria Rugescu, Alina
Nealcos, Maria Codorean Picovici, Boz
Maria, Ofelia Hutul

Curatoare: Noemi Kusztos

12.03 - 8.04.2021

,Expozitia Departamentului de Pictura
al Universitatii de Arte si Design din
Cluj Napoca”

Artisti — Profesori ai Universitatii de
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Arte si Design din Cluj Napoca, sectia
Pictura

Curatoare: loana Olahut

10.03 - 8.04.2021

ARAD

Galeria Nationala Delta
LPunctul pe linie”

Artist: Nicolae Popa
Curator: D. Serban
1-28.02.2021

,100 de iluustratii la Divina Comedie de
Dante Alighieri”

Artista: Margareta Simo

Curatori: D.Serban, M. Furnea
1-30.03.2021

Galeria Alfa

,Bordei Doc. 2015TM-2021AR"
Artista: Anamaria Serban
Arhitect: Michael Wieczorek
1-28.02.2021

Neverending Story”
Artista: Dana Todor
Curator: A. Serban
1-30.03.2021

»Sculptura moale”
Artista: Ema Hritcu
Curator: A. Serban,
31.03 -14.04.2021

Raocasfis Filaals g Aysd s AP R

30 martie 2021 = 15 aprilie 2021
GALERIA ALFA ARAD

EMANUELA
HRITCU

Cumration:
Lect Univ, Dr. ANAMARIA SERBAN

oi
BRTE

LFelinare in lumina”
Artista: Arina Gheorghiu
Curator: A. Serban

15 -30.04.2021

BACAU

Galeria ,,Frunzetti”

Str. N. Balcescu nr. 12, etaj
.Prezente alternative”
Artist: Gheorghe Coman
19.02 -15.03.2021

Galeriile Alfa

Str. Marasesti nr. 12

+Arta Comparata — arta plastica si
etnografie”

Artisti: llie Boca, Diana Braescu, Mari
Bucur, lon Burlacu, Nicoleta Carare,
Mihai Chiuaru, Lucian Cioata, Cristina
Ciobanu, Marius Craita Mandra, Anatol
Danilisin, Constantin Doroftei, Marin
Gherasim, Mihail Grecu, Geanina lvu
Vlad, lonela Lazureanu, lon Lazureanu,
Elena Lupascu, Dumitru Macovei,
Ovidiu Maitec, Ovidiu George Marciuc,
lon Mihalache, Aurel Mocanu Agripa,
Teodor Moraru, Christian Paraschiv,
Carmen Poenaru, Dionis Puscuta,
Luminita Radu, Mihai Sarbulescu, Liviu
Suhar, Silvia Tiperciuc, Constantin
Tinteanu, Ovidiu Ungureanu, Dany
Madlen Zarnescu si Gheorghe
Zarnescu

20.03.2021

BRAILA

Galeriile de Arta

Piata Traian, nr. 2

»Salonul National de Plastica Mica
Braila - 2021, ed. a XXII-a"

Expun 442 de artisti

Curator: Gheorghe Mosorescu
27.02 -14.04.2021

Filiala Vrancea a U.A.P.

Artisti: Gabriela Arghirescu, Elena
Birhala, Laura Dumitru, Stefan
Dumitru, Rodica Gherghinoiu, Viorica
Oana Kalany, Adrian Munteanu, Liviu
Nedelcu, Laurentiu Nistor, Istvan Nagy,
Laurentiu Paun, Elena Stoiciu, Munica
Turcu, Monica Voicu

Curator: Liviu Nedelcu

17.04 - 5.05.2021

BUCURESTI

Galeria ,,Orizont”

B-dul N. Balcescu nr. 23 A, sector 1
www.galeria—orizont.blogspot.com
.Despre metal si nu numai”

Artisti: Zuzu Caratanase, Dinu
Campenu, Misha Diaconu, Catalin
Geanad, Marian Gheorghe, Cristina
lliescu, Eugen llina, Ovidiu lonescu,
Jorge Mafu, Andrei Marina, Cristian
Pentelescu, Radu Popovici, Nicolae



Stoian, Zoe Pop, Victor Sararu, Vasile
Soponariu, George Tanase

Curator: Jorge Mafu

11.01 - 08.02.2021

JFragil”

Artiste: Athena Dumitriu, Madalina
lon-Dima

Curatoare: Marijana Bitulescu
15.02 - 08.03.2021

"Secolul XXI va fi religios sau nu va fi
deloc (Andre Marlaux)”

Artista: Frangoise Mariana Rosian
Apostol si are ca titlu .

16.03. -12.04.2021

Galeria ,,Simeza”

B-dul Magheru nr. 20, sector 1
www.simeza.blogspot.com

JAcasa”

Artisti: Hagiu Andreea & Petre Hagiu
18.12.2020 - 3.01.2021

LCOEXISTENTE"

Artisti: Bogdana Contras, Andreea
Dosinescu, Vlad lulian Fodor, Bianca
Maria lonita, Eugen Vasile lovan, Sergiu
Moise

17 — 30.01.2021

FLJ Lntunen ARTISTILOR PLASTICH DI RaMINL
GALERIA DE ARTA "SIMEFA™

~COEXISTENTE™

Pogdana Contras
wndreca Dosineson
Yihad Dulian Fodor
Fanca Maria lenlta
ueen Vasile lovan

Seroio v ive

Yermluaj lunl 15 leiiiarie 2001 Lo ors 1060
Badevardul Generdl Ghrorghe Maghers %, 20, Docurestl

7 - 30 PRLAIE 20TY
Progra: L - Viner 11,00 - 19,00

N R p—

» Luna Brancusi”
Curator: Laurentiu Mogosanu
4-27.022021

73
Curator: Razvan Paul Mihaiescu
1-14.03.2021

Galeria ,,Caminul Artei”

Centrul Artelor Vizuale ( CAV)

Str. Biserica Enei, nr. 16, parter- etaj

www.uapr—pictura—bucuresti.blogspot.
com

,Eclectic”

Artisti: Cristina Botez, Nicoleta
Gribincea, Lucian Liciu, Catalin
Podoleanu.

Curator: Mihai Plamadeala
3-17.03.2021

“Autoportret cu anemone”

Artist: Vasile Muresan-Murivale

15.02 - 01.03.2021

FOTO - autoportret — IN FOTO UAP
.The power and the glory”

Artisti: Nicoleta Gribincea, Lucian Liciu
Curator: Mihai Plamadeala
3-12.03.2021

Galeria ,,Galateea”

Calea Victoriei nr.132, sector 1,
www.galateeagallery.com
.Secvente intime”

Artisti: Andreea Nastase, Andreea
Badragan, Nicoleta Blegu, Petronela
Rosu, Anamaria Maioru, Miruna
Coman, Victor Costache, Marius
Stanciu, Anca Vintila-Dragu
Curatoare: Gherghina Costea
16.02. - 24.03.2021

3
i

»Multa culoare si ceva geometrie”

Artisti: Carmen lonita, Ana Maria Stroie,

Ana Flesner, Elena Pirvu, Andreiana
Stanca, Matei Siminic, Cristina
Bolborea

Curatoare: Cristina Bolborea

29.03. - 26.04.2021

BUZAU

Galeriile de Arta ,,lon Andreescu”
B-dul. N Balcescu, BIl. Crinul Alb, Sala
Parter

,Dialog intre generatii”

Artisti: Valeriu Susnea, Ana Susnea
Curator: Valeriu Susnea

6.03.2021

Muzeul Municipal “Octavian
Mosescu” Ramnicul Sarat

“Prezente alternative”
Artist: Cheorghe Coman
19.03 -16.04.2021

DEVA

Galeria Nationala de Arta ,,FORMA”
Bd. Decebal, nr.8, Deva

“Glass fish, glass world”

Artista: Mirela Traistaru

19.03 - 14.04.2021

,Ecce Mundo”
Artist: John Pirva
18.01-17.02.2021

PT RV A
ECCE

MU_NDQ

FORMA

HUNEDOARA

Galeria de Arte Corvin

Str. George Enescu, nr. 6

,Salonul de iarna al Hunedoarei”
Artisti: Vali Antonescu, Miruna Armioni,
Tibi Balasz, Nicoleta Boia, Adina
Buiturean, Dana Csiri, Irma Cozma,
Gabriela Branescu, Tiberiu Fazakas,
Constantin Gainia, Horia Gherghina,
Claudia Jireghie, Gheorghe Julei, Adina
Denisa Lacatus, Antonina Manda,
Sanda Murzea, Cristea Mircioane,

lon Haldlae, Nicoleta Onofrei, Doru
Petrescu, Klara Padurean, Doina
Nelega, Alexandru Podea, Dan Vifor
Pichiu, Radu Rosian, Florin Scurtu,
Beatrice Seranfinceanu, Sergiu Tent,
Alina Ursachi

“Conurbatia”

Artisti: Titus Blaj, Torino Bocaniciu,
Roxana Buta, Dan Cirjoi, Emanuela
Cibu, Decebal Craciun, Eugen
Dornescu, Sanda Erchedi, Dorothea
Fleiss, Doina lonescu Reghis, Sanda
lonescu, Simona Locsei, Antonia
Manda, Mugurel Emanuel Manea,
Cristina Mircioane, Ovidiu Munteanu,
Sanda Murzea, Alina Nealcos, Bogdan
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Negoitd, Doina Nelega, Marius Olariu,
Klara Padurean, John Pirva, Andreea
Poenar, Alexandru Podea, Adriana
Popa Canija, Andrei Rosetti, Radu
Rosian, Ana Maria Rugescu, Adrian
Samson, Flavian Savescu, Madalina
Stan, Eva Suto, Kalman Szthrszky, loan
Seu, Horia Tranc, Gabriel Uta
30.01-15.03.2021

CONURBATIA

Castelul Corvinilor

Curtea Corvinestilor nr.1-3, Hunedoara
“Foto — Conurbatia”

Alexandru Radulescu, Alice Butusina-
Malice Art, Adi Chira, Andrei Budescu,
Camelia Moritz, Corina Nicola,
Cristiana Elena Capota, Dan Tamas,
Diana Dragan Chirila, Dorel Stefan
Gaina — G+G, Horatiu Cristea, Eugen
Moritz, Eugen Savinescu, Feleki Karoly,
Havadi-Nagy David Istvan, Irina-Dora
Magurean-Dumitrascu, Kallo Angela,
Laura Ghinea, Loredana Butuza,

Mira Marincas, Oana Pop, Oana-
Veronica Pop, Somogyi Robert, Stefan
Badulescu, Grigore Roibu, Adrian

Stoica, Alexandru Popa, Andrei Rosetti,

Francisc Nemeth, Marius Isfan, Edvina
Kasler, Nicolae Oprea, Vasile Sarb,
Horea Preja, loan Todor, lulian Solda,
Daniel I. lancu, Adrian Sopincean,
Catalin Matasaru, Gabriel Hordea,
Simion Octavian, Ovidiu Ratiu, Gabriel
Padurean, Cristian Resiga, Cristian
Rus, Alexandru Cozma, Calin Corpaciu,
Traian Uries, Mihai Panaitescu,

Radu Muntean, Marius Tarusi, Dan
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Bera, Madalina Maier, Daniel Bocse,
Constantin Pilu Gaina, Cosmin Gaina,

Sorin Vasile, Gelu Podea, loan Haldlaie,

Sergiu Tent, Flavian Savescu, Bogdan
Negoita, Ovidiu Muntean, Marius
Olariu, Andreea Poenar, Kalman
Szthrszky, Horia Tranc, Florin Marius
Cazan, Romica Birsan, Dan Peptan
27.03.2021

FOCSANI

Galeriile de arta Focsani

L10 =17

Artisti: Mihai Chioaru, Stefan
Dumitru, Rodica Gherghinoiu, Elena
Karacentseva, Marcel Lupse, Liviu
Nedelcu, Andrei Negura, Mihai Perca,
Vasile Ratg, Vasile Tolan, Gheorghe
Zarnescu

Curator: Liviu Nedelcu

Pinacoteca centrului Cultural
Vrancea, Focsani

JAtelier”

Artisti: Gabriela Arghirescu, Elena
Birhala, Laura Dumitru, Stefan
Dumitru, Laura Dascdlu, Rodica
Gherghinoiu, Viorica Oana Kalany,
Adrian Munteanu, Liviu Nedelcu,
Laurentiu Nistor, Istvan Nagy,
Laurentiu Paun, Elena Stoiciu, Monica
Turcu, Monica Voicu

Curator: Liviu Nedelcu

02 - 03.2021

»Salonul de primavara”

Artisti: Gabriela Arghirescu, Elena
Birhala, Laura Dumitru, Stefan
Dumitru, Laura Dascdlu, Rodica
Gherghinoiu, Viorica Oana Kalany,
Adrian Munteanu, Liviu Nedelcu,
Laurentiu Nistor, Istvan Nagy,
Laurentiu Paun, Elena Stoiciu, Monica
Turcu, Monica Voicu

Curator : Liviu Nedelcu

03 - 04.2021

GALATI

Galeria de Arta ,Nicolae Mantu”
Str. Domneasca, nr. 22, Bl. F parter
»Salonul de iarna al artistilor plastici
galateni”

Curatoare: Mariana Tomozei Cocos
2112 -16.01.2021

Jmpresii din NEW YORK"

Artist: Florian Doru Crihana
Curatoare: Mariana Tomozei Cocos
18.01-5.02.2021

JATELIER”

Artisti: 29 de studenti de la ,Facultatea
de Arte din Galati”

Curatori: Gabriela Georgescu, Tudor
loan, Liviu Nedelcu, Liliana Jorica
Negoescu si Tudor Serban

8.02 - 26.02.2021

,Salonul de primavara al artistilor
plastici galateni”

Expozitie de grup: 54 de participanti
Curatoare: Mariana Tomozei Cocos
01-18.03.2021

"Formal art concept — Apocalipsa
culorilor in destin”

Artisti: Marius Vasile Lupu si Antonio
Romeo Toma Palie

Curator: Gheorghe Andreescu
Perioada: 23.03. — 09.04.2021

JForever spring”

Artista: loana Musinchevici
Curatori: Gheorghe Andreescu, Sava
David si Tudor Serban

12 - 30.04.2021

VA inuit, vineri 16.04.2021, ora 17,
‘la Galeria de Artd "N, Mantu”

‘Galati 54 luati parte |a vernisajul expozitiel

}FOREVER SPRING

artistel plastice.

IOANA MUS!NCHWIG
Exporiia va f deschisa in perioada

16.04.2021 - 02.05. 2021

'%J ﬁ"liﬂ

mu-mm““'
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Galeria de Arta ,,Th. Pallady”

Str. Lapusneanu nr. 7 -9, lasi
~Eminescu 39"

Artista: Florenta lonescu

Prezinta: Criticul de arta prof. dr. Petru
Bejan

10 - 20.01.2021

+Egoism”
Artisti: Bragovski & Burok Black



Curatoare: Mdlina Moncea
21-30.01.2021

,Culoare”

Artista: Carmen Gabriela Gitlan
Curatorare: Prof. Carmen Sirbu
01-10.02.2021

»Resignarum”

Artista: Monica Ivan
Curatoare: Madlina Moncea
11 -20.02.2021

~Timpul si spatiul in simfonia culorilor”
Artist: Mihai Cotovanu

Critic de arta: Petru Bejan

22.02 -10.03.2021

LINTLREA, ARTISTILOR FLASTICS din ROSALMUL FILIALA A5

Mihai Cotovanu

Timpul si spatiul in simfonia culorilor

Galerin Thinsbor Paliady i1k i b, 21 Pelruarie - D0 martie 2001

e 02 cepls 1700

4o arth Petru Bujan

Weaniia)

Prapiedd gritic

Pepguan de visik 1000 - TR0 PR TRETH

Galeria de arta ,,N. Tonitza”
Str. Lapusneanu nr. 7 -9, lasi
,Dubla introspectie”

Artisti: Mina Carp Fechete si Constantin

Galceava

Prezinta: Prof. Univ. Dr. Constantin
Tofan

Curatoare: Prof. Carmen Sirbu

10 - 20.01.2021

,Un cerc rosu”
Artist: lulian Copacel
20 -30.01.2021

,Simon’s People”
Artist: Razvan Simon
01-10.02.2021

,Design de produs si inovare
tehnologica”
Alexandra Ghioc & Electra

Prezinta: Dir. Gen. ELECTRA ing. Marian

Berdan, Prof. Univ. Dr. Magda Sficlea,
Lect. Univ. Dr. Oana Nae
15 -26.02.2021

,Homage- A Tribute to
Photographers of Old”
Artist: Tim Hall
20 - 30.03.2021

Galeria de Arta ,,VICTORIA”
Piata Unirii, Nr.12, lasi
SNEXUS!

Artista: Ana-Sabina Drinceanu
20 - 31.01.2021

,Femeie, ochii tai ma dor!”

Artist: Ozolin Dusa

Prezinta: Nicu Gavriluta, Adi Bezna
01-10.03.2021

250"
Artist: Florin Ungureanu
01-10.03.2021

.Never Again”

Artist: Florin Petrachi
Curator: Horatiu Lipot
20 -30.03.2021

ORADEA

Galeria Arte Vizuale Reperaj
Calea Repubilicii, nr. 15, Galeriile
Reperaj, Cetate

JIn Virtu - in virtutea virtualitatii
digitale”

Artistii: Daniel Alexandru, Kallo
Angela, Baraka Artist, Vioara Bara,
Anna Diana Brosch, Alexandra
Brezeanu, Adelina-Laura Bulibasa,
Loredana Butuza, Dafina Busu, Alice
Butusinag, Stefan Mihai Badulescu,
Andrei Budescu, Silviu Ciora,
Cristina Costolas, Nicola Corina,
Dates Campeanu, Diana Bohnstedt
Gavrilas, Erszebet Dobos, Daniel
Daian, Havadi-Nagy Istvan-David,
Diana Dragan-Chirila, Gaina Dorel,
Gaby Bila-Gunter, Attila Gombos,
Tudor Francu, Florina Silvia lepure,
Somogyi Robert-Geo-Hum, Remus
Ilisie, Amanda Maier, Irina Dora
Dumitrascu-Magurean, Mira
Marincas, Andreea Anamaria Meza,
Alice Mondoaca, Dan Mircea, Mihaly
Muranyi, Antoniu Pauna, Oana Pop,
loan Augustin Pop, Teodora Pop,
Adela Lia Rusu, Horea Salagean,
Teofil loan Stiop, Mihaela Tatulescu,,
Dan Tamas, Radu Tirnovean, Teodora
Vlaicu.

Curatoare: Milena Pop

15.01.2021

~Luminiscente”

Artisti: Mariana Achim, Petru Bara,
Maria Bologa, Alexandra Brezeanu,
Dates Campeanu, Dorina Chican,
Liana Corb, Daniel Daian, Tudor
Francu, Vivien Fritz, Gabriela Diana
Bohnstedt Gavrilas, Attila Gombos,
Florina lepure, Adi Judea, Gabriel

Jordan, Eugenia Mangra, Andreea
Anamaria Meza, Dan Mircea, Nada
Panait, Claudia Peter, Antoniu Pauna,
Antoniu Pauna, Maria Pirtea, Felicia
Popescu, Lia Rusu Brandas, Horea
Salagean, Ovidiu Salagean, Doina Tatar,
Marcel Slezinger, Somogyi Robert-
David, Andrei Budescu, Dan Tamas,
G+G, alias Gaina Dorel, Alice Butusina-
Malice Art, Loredana Butuza, Loredana
Butuza, Stefan Badulescu, Irina-Dora
Dumitrascu-Magurean, Mira Marincas,
Oana Pop, Kallo Angela, Nicola Maria-
Corina, Diana Dragan-Chirilg, Istvan
Havadi-Nagy-David

Curatoare: Ramona Novicov

13.02.2021

LUMINESCENTE
JINIISINIWNT

,Jocurile formelor”
Curator: Radu Tirnovean
12.03.2021

WOLUMETRIC"

Artisti: Adrian Judea, Anamaria Serban,
Angela Szabo, Aurel Rosu, Aurel

Vlad, Aurelia Sanda Ceuca, Bogdan
Nueleanu, Dates Campeanu, Deak
Arpad, Decebal Gabriel Taroi, Dobos
Erzsebet, Doina Tatar, Dumitru Radu,
Dumitru Serban, Egyed Judit, Horia
Sabau, Horia Salagean, llie Duta, loan
Aron Taroi, loan Mihele, lulian Anghel,
Keizo Mori, Laurentiu Mogosanu,
Lucian Irimescu, Marcel Slezinger,
Marius Vesa, Marko Vuksa, Maxim
Dumitras, Mihaela Tatulescu, Mihai
Chitu, Mihai Topescu, Mircea Roman,
Nicolae Moldovan, Onisim Colta, Ovidiu
Pascu, Radu Branda, Radu Susman,
Radu Tirnovean, Ramona Slug, Rodica
Indig, Rudolf Bone, Suzana Fantanariu,
Stefan Lipot, Stefan Neacsu, Thomas
Beket
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Curator: Radu Tirnovean
12.03.2021

,Construct - Salon 2021”
Curatoare: Ramona Novicov
03.04. 2021

PIATRA NEAMT

Galeria de Arta ,,Lascar Vorel”
Piata Stefan cel Mare, nr.15,
“Salonul de larna”

Curator: Stefan Potop
1-14.01.2021

“Animal Planet Arts”
Artist: Laurentiu Dimisca
15-31.01.2021

“ALBASTRU#valul doi”
Artist: Constantin Tudor
1-14.02.2021

“Anotimpuri” - Expozitie de pictura

Artist: Titus Mircea Romanescu
15-28 .02.2021

Expozitie de pictura
Artist: Stefan Rosu
1-14.03.2021

“PRIMAVARA ARTELOR”
Curator: Stefan Potop
15-31.03.2021

Expozitie de pictura
Artist: Mihai Nechita-Burculet
1-14.04.2021

Expozitie de pictura
Gheorghe Cuciureanu
15-30.04.2021

PLOIESTI

Galeria de Arta

Str. Piata Victoriei nr. 4, Ploiesti
“ Art Show”

Artista: Daniela Moraru
Curator: Valter Paraschivescu

07.01-03.02.2021

214

“FLORI"
Curator: Consiliul Director
04.02-03.03.2021

Dorel Cristian Deliu
Curator: Marcel Bejgu
04.03-17.03.2021

“Nichita Stanescu”
Curator: Consiliul Director
18.03-31.03 .2020

RAMNICU VALCEA

Galeria de Arta ,,Artex”

Str. Calea lui Traian nr.14, Bloc L,
Centru, parter
http://www.uapvalcea.ro/

JAlbastru Dominant”

Artisti: Aurelia Sanda, Cristina Bacicu
Botez, Andreea Petrisor Heresanu,
Irina lonelia lonescu, Alexandra
Ungureanu, Constantin Stan Neacsu,
Daniela Deaconu, Ramona Slug, Mihai
Chitu, Olga Popescu, Stefania Prujoiu,
Petti Velici, Marcel Dutu, Gheorghe
Dican, Theodora Scurtu, Cristian Sima,
Cristina Metea Quai, Corina Croitoru,
Silviu Preda, Cecilia Popescu Plavitu,
Catalin Podoleanu, Traian Stefan
Boicescu

Curator: Gheorghe Dican
15.01-11.02.2021

UaF EM. VALCEA ﬁ

VIENIZAL VINDE 16 LANUATR 2031, O 1730
Gaterda ARTEE, Birveics Walces

.Semne de Primavard”

Artisti: Gheorghe Dican, Sorin
Dumitrescu Mihaiesti, lon Pantilie,
Daniel Predut, Mara Deaconu,
Alexandra Elena Ungureanu, Corneliu
Dragan Targoviste, Olga Popescu, lon
Cornea, Andreea Petrisor Heresanu,
Georgiana Poenaru, Viorica Draghici
Ciorata, Silviu Preda, Ramona Slug,
Stefania Prujoiu, Marcel Dutu, Cristina
Bacicu Botez, Mihai Chitu, Cristian

Sima, Cecilia Popescu Plavitu, Petti
Velici, Theodora Scurtu, Cristina Metea
Quai, Cristina Cercelaru, Constantin
Neacsu, Daniel Stancu, Flori Panescu,
Marlena Tarcavu, Madalin Stefan, Petru
Vasii, Sergiu Plop, Angela Tomaselli,
Amalia Tirica, Marinella Dumitrescu,
Mioara Trandafira, Aurelia Sanda
Curator: Gheorghe Dican

12.02 - 11.03.2021

WVibratii Cromatice”
Artist: Eugen Macinic
Curator: Gheorghe Dican
9.04 - 6.05.2021

Galeria Cozia Pasaj1si2
JHTAG 47

Artisti: Aurelia Sanda, Georgiana
Poenaru, Ruxandra Socaciu, Cristina
Bacicu Botez, Marcel Dutu, Olga
Popescu, Ramona Slug, Mihai
Chitu, Silviu Preda, Andreea Petrisor
Heresanu, Catalin Podoleanu,
Gheorghe Dican, Alexandra
Ungureanu, Daniel Stancu, Cristian
Sima

Curatori: Ramona Slug si Mihai Chitu
15.01-11.02.2021

~SUPER" - Expozitie a elevilor
Colegiului National de Informatica
Matei Basarab, in cadrul Festivalului
pentru adolescenti ,SUPER”
Participanti: loana Carmen Marinescu,
Elena Giulia Stancu, lanis llinescu,
lonela-Alexandra Serban, Silviu-
Cristian Jitescu, Maria-Romina Onic3,
Elena-Dariana Popa, Cosmina-Andreea
llie, Elena Alexia Suru, Anastasia
Ciobanu, Daria-Maria Nita, Bianca
Oancea, Maria Albu, Alexia Dogaru,
Maria Linte, Alexandra Costea,
Alexandra Armaczki, Diana Vulpoi,
Teodora Modan, Ana Maria Catrina,
Claudiu Todea, Bianca Barbu, Ana-
Maria Fronie, Raluca-Maria Jibu, Delia-
Georgia Buiculescu, Gabriela Melcescu,
Elena Tirziu, Stefan Enescu, Bianca
Surd, Victoria Mirea, lanis Peptine,
Dominique Ogreanu, Anca Fuiorea
Coordonatori: Claudiu Schiteanu si
Augustin Cantea

1-11.03.2021

LDESEN"

Artisti : Andreea Heresanu, Daniel
Stancu, Georgiana Poenaru, Petru
Vasii, Gheorghe Dican, Silviu Preda,
Stefan Madalin, Alexandra Ungureanu,
Amalia Tirica, Deaconu Daniela, Olga
Popescu, Constantin Neacsu, Irina
lonescu, Sorin loan Parduseanu, lon
Filigean, Mihail lonescu, Ramona
Slug, Catalin Podoleanu, Marcel Dutu,
Cristian Sima, lon Cornea, Petti Velici,
Theodora Scurtu, Aurelia Sanda,



Elisabeta Sinea, Cristina Bacicu Botez,
Corina Croitoru, Mihai Chitu, Gabriel
Giodea, Traian Stefan Boicescu
Curatorare: Aurelia Sanda

12.03 - 8.04.2021

LStructuri”

Expozitie de grup

Curatorare: Georgiana Poenaru Radau
9.04 - 6.05.2021

SATU MARE
Galeria de arta a UAP Satu Mare
Piata 25 Octombrie nr. 5, Satu Mare,

Expozitie de desene
Artist: Eugen Munteanu
Curator: Eugen Munteanu
01.12.2020 - 29.01.2021

“Peisaje si flori”
Artist: Dan Cosma
Curator: Dan Cosma
01-25.02.2021

Limhrras Aridpgsilor Flestbod fim Sonednls Filisis Sars ars

b

Dan Marius Cosma

expozitie de plcturd

N Rl ' , -

1- 35 feh M1 Hb.l.li l Ilﬂﬂ-llu Pon 2 Oetombris, ar. 5

Expozitia comemorativa ,Gest” Liviu
Paul

Curatori: Cristina Gloria Oprisa, Nyiri
Zoltan

27.02 - 26.03.2021

Anuala tinerilor artisti din UAPR, Satu
Mare ,In side/ outside ART”

Tineri artisti membrii ai UAP filiala Satu
Mare si invitati

Curatori: Varga Diana, Lepedus lldiko
04.2021

SIBIU

Galeria de arta a UAP

Piata mare, nr 12

WVital”

Artiste: Adela Popp, Adriana Popa,

Alexandra Stoica, Alexandra Zidariu,
Ana-Maria Rugescu, Anca Giura,
Andrea Bernath, Antonela Giurgiu,
Celestina Albisor, Crina Oprean,
Cristina Fau, Cristina Simu, Daniela
Frumuseanu, Daniela Maria Badila,
Doina Reghis lonescu, Elena Oros,
lleana Selbing, loana Popa, Lavinia
Cretu, Maria Manea, Maria Matei, Maria
Modi, Mariana Montegaza, Mirela
Miclaus, Monica Suciu, Alina Nealcos,
Noemi Kusztos, Olimpia Sipeanu,
Roxana Savescu

Curator: lulia Mesea

01.03.2021

SUCEAVA

Galeria Pod, Muzeul de istorie
Suceava

“Libertatea canarului”

Artist: Cristian Diaconescu
19.02 — 4.04.2021

TARGU JIU
Galeriile Municipale de Arta
Str. Traian nr.27, parter

" Obiect,culoare, desen, instalatie”
Artisti: Cristina Cioplea, Valer Neag,
Constantin Dobritescu, Armand Landh,
Vasile Fuiorea, Lucica Popescu, Daniel
Semenescuy, lliana Gheorghiu, Mihai
Topescu, Romana Topescu, Florin
Gheorghiu, Gheorghe Plaveti, Stefan
Stramtu, Adrian Dan Bandea, Andreea
Medar, Laurentiu Stoicu, Mariana
Fratita, Catalin Negrea, Georgiana
Brandt, Daniel Serban

Curator: Vasile Fuiorea

19.02-15.03.2021
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Expozitie personala de pictura
organizata de Centrul de Cercetare
Documentare si Promovare
,Constantin Brancusi”

Artist: Daniel Mihai Nistor

Curator: Vasile Fuiorea

Critic si istoric de art&: Pavel SUSARA
16.03 - 07.03.2021

,Cherchez la femme”

Artiste: Georgiana Brandt, Romana
Topescu, lliana Gheorghiu, Cristina
Cioplea, Mariana Fratita, Lucica
Popescu

Curator si Critic de arta: Alexandru
Damian

08 -28.04.2021

TIMISOARA

Galeria de Arta ,,Helios”

P-ta Victoriei nr. 6 parter

“ PAIDEIA"

Artisti : Dacian Andoni, Daniela
Constantin, Cristian Sida, Liliana Popa,
Calin Beloescu, Viorel Cosor, Doina
Mihailescu, Hedy M-Kiss, Smaranda
Moldovan, Andrei Parausanu, Cristina
Daju, Silvia Trion, , Filip Petcu, Maria
Luisa Palade, Maria Orosan Telea,
Rudolf Kocsis, Bogdan Rata, Serban
Dumitru, Serban Anca, Barzu Eugen.
Curatori: Daniela Constantin

04.01 - 23.01.2021

“TRIALOG SIMULTAN"

Artiste: Reghina Tirnoveanu, Angelica
Chici, Edit Cociuba

Curatoare: Andreea Foanene
23.01-13.02.2021

“Salonul profesorilor Liceului de Arte
Plastice Timisoara”

Artisti: Veronica Adorian, Amalia
Blezniuc, Ciprian Chirileanu, Delia
Corban, Nicolae Covaci-Preda, Eugenia
Dragoi-Banciu, Camelia Hirjea, Dana
Miclaus-Mercea, Alexandru Paul,
Nicoleta Spatar, Darius Seroni, Florin
Avram, Dinu Bodnariuc, Mihaela
Furdea, Claudia Giuca, loana Junc,
Dragos Lazarescu, Dorin Pantalir,
Horatiu Cristian Pavelescu, Monica
Sabau, Ariana Tuturas.

Curatoare: Dana Miclaus-Mercea

13.02 - 06.03.2021

FOTO - Afis Salonul Profesorilor
Liceului de Arte Plastice
Timisoara,Galeria de Arta’'Helios', UAPT,
13.02-06.03.2021 - IN FOTO UAP

“ Expozitie de Arte Vizuale - 15 Ani de
Doctorat 2005-2020"

Artisti: M. Gingiu, A.Doroghi, D.llie,
V.Fuiorea, M.D.Marian- Avram, L. Preda,
G. Paunescu, P. Popescu, E. Szucs, Ghe.
Petre, C. Daju, A. Teodorescu-Apostu,
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M. Bacriu, G. Petre, M. Trutulescu, D.
Bacila, I. Mihailo, S.Zegrean, L.Mateias,
D. Radu, |I. Popazu Muscan, Z. Balasz, S.
Suciu Chira, E. Perjovschi, R.Sita, |.Szucs
Ceapsa, D.Dragan, E.popescu, I.Tataru,
L.lanovici, L.Spravil

Curator: loan lovan

06.03 - 27.03.2021

Simpozionul “Garana” 2020

Artisti: Dacian Andoni, Calin Beloescu,
Dana Constantin, Adriana Lucaciu,
Aura Balanescu, Madar Réka, Laurian
Popa, Cosmin Moldovan, Edith

Torony, Incze Mézes, Varga Melinda,
Szmrecsanyi Bolda, Miki Velciov, Tamas
Attila, Petrica Stefan.

Organizator: Delia si Andrei Herczeg
27.03 -17.04.2021

+EXpozitie personala”
Artist: Viorel Toma
17.04 - 08.05.2021

DROBETA TURNU SEVERIN

Sala Gheorghe Anghel
“Salonul de primavara”

1.03.2021

DES

PRIMAVARA/

1:.., !

LUNI IMARTIE 202 Eora 17

TULCEA

Galeriile de Arta ale U.A.P. Tulcea
Str. Isaccei, Bl. M1

“larna la Tulcea 2021"

Curator: Adrian PAL.

12.02 -10.03.2021

“Salonul de Primavara 2021"
Curatori: Doru Luchian, Claudia
Grigore-Pahom

12.03 - 22.05.2021
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SPATII DE ARTA
CONTEMPORANA DIN
ROMANIA

lanuarie - Aprilie 2021

BUCURESTI

Anca Poterasu Gallery

Str. Popa Soare 26, sector 2023983,
Bucuresti

ww.ancapoterasu.com

.The Show That Never Was”

Artisti: Matei Bejenaru, Oana Cosug,
Larisa Crunteanu, Sebastian Hosu,
Adelina Ivan, Aurora Kiraly, losif Kiraly,
Zoltan Béla

06.03. - 08.06.2021

AnnArt Gallery

Str. Andrei Muresanu 1, Bucuresti
ww.annartgallery.ro

“Negru tripat”

Artist: Claudiu Lazar

Curator: Adrian Buga

3.02 -12.03.2021

»

Adrign Budga

Claudiu'Lazar / Curator
1 9

“Anonymous”

Artista: Florica Prevenda
Curator: Magda Predescu
17.03 - 1.05.2021

Atelier 35

Strada Selari 13-15

sInizio: U'acqua che trema”

Daniel Rosca

25.02. - 24.04.2021

.Collecting darkness, scattering light”
Razvan Nastase

25.03. - 04.05.2021

Centrul Artelor Vizuale Multimedia
Str. Biserica Enei 16

LAer Proaspat”

Artisti: Laurian Bardos, Antonia
Corduneanu, Erik Felfalusi, Lucian
Hrisav, Vlad Mot, Nicoleta Mures
Lost Optics, Nicolae Romanitan
Radu Pandele

21.01. - 24.04.2021

.Cabin Fever”
Luca Florian
25.02. - 30.03.2021

JErrors”
Moldo van Cosmin
aprilie 2021

Galeria creArt

Piata Alexandru Lahovari nr. 7,
Bucuresti

.Mon Cabaret Noir”

Fotografiat de: Mihaela Tulea, Florin
Bondrila, Dragos Toader

Cu: Razvan Mazilu, llona Brezoianu,
Anca Florescu, Alina Petrica, Ana
Bianca Popescu

Costume: Razvan Mazilu

Decor: Romana Topescu si Dragos
Traistaru

15.02 - 14.03.2021

GAEP. Eastwards Prospectus Galler

Str. Plantelor nr. 50, sector 2
www.gaepgallery.com
LAlpher-Bethe-Gamow”
Mihai Platica

06.03. - 08.05.2021

IVAN Gallery
Str. Dimitrie Grecescu 13,

www.ivangallery.com

.Real Body”

Geta Bratescu, Florina Coulin, lon
Grigorescu, Paul Neagu, Lia Perjovschi
27.03-08.05.2021

Laborna

str. Icoanei nr. 17
https://laborna.ro/
» Capcand”

Artisti: Diana Matilda Crisan, Amalia
Dulhan, Megan Dominescu, Alexandru
Dascalu, Mihai Florea, Cristina



Garabetanu, Alina Marinescu, Ovidiu
Morar, Ciprian Paleologu, Valeriu
Schiau, Naiana Vatavu, Bogdan
Viaduta

31.03 - 17.04.2021

LABORMA

Sl
CAPCATA

Galeria MOBIUS

Str. Mendeleev nr. 2, Bucuresti
www.mobius-gallery.com
Eclipse

Artist: Andrei Gamart
29.01.20.03.2021

Galeria Nicodim

Strada Baiculesti, nr. 29
,Le Marteau sans maitre”
Stefania Batoeva

18.03 -1.05.2021

Galeria ROMANA

Bd. Lascar Catargiu, nr 1 (Piata
Romana). www.galeriaromana.ro
+Expozitie de Craciun”

Artisti: Pictura clasica si contemporana
Curator: Galeria Romana

12.2020 - 01.2021

Jmaginarium”

Artisti: Bogdan Turcea
Curator: Galeria Romana
04 —-28.02.2021

+Prolog — peste ani”

Artisti: Constantin Flondor, Christian
Paraschiv, Horea Pastina, Matei
Lazarescu, lon Grigorescu, Valentin
Scarlatescu, Mihai Sarbulescu, Dan
Mohanu, Paul Gherasim

Curator: Galeria Romana

09.03 - 03.04.2021

Galeria SECTOR1

Str. Baiculesti nr. 29, sector 1
www.sectorlgallery.com

FRAME"

Arantxa Etcheverria, Carlos Caballero
22.10.2020 -13.02.2021

LSensul Sculpturii”
Curatoare: Liviana Dan

04.03.2021 - 20.04.2021

SAC

Str General Berthelot 5
CLAR.OBSCUR

Gili Mocanu

aprilie 2021

Sandwich

Str. Baiculesti 29
http://sandwichgallery.ro
.No Man's Land,

Artist: Mihai Rusen
04.03 - 10.04.2021

SUPRAINFINIT Gallery
Strada Mantuleasa, nr. 22
www.suprainfinit.com
LDaily charts”

Artist: Indrikis Gelzis
Curator: Cristina Vasilescu
24.03 - 01.05 2021

ETAJ artist-run space
Str. George Enescu, nr. 43

.Prada padurii”
lulian Cristea
Vernisaj 20.01.2021

LTranzitiv”
Nevazutii / ARTZ Gallery
Vernisaj 10.02.2021

The fallen city
Beniamin Popescu
Vernisaj 19.02.2021

LFOIETAJ"

Artisti: Mihai Balko, Sasha Bandi,
Anastasia Calinovici, lulian Cristea,
Megan Dominescu, Dumitru Gurji,
Sebastian lacob, Irlo, Horatiu Lipot,
Modreanu Mircea, Vlad Mot,

Pandele Radu, loana Stanca,

Sibi Bogdan Teodorescu, Stefania Ticu
Vernisaj 03.03.2021

JEXit VR
Radu Carnariu
Vernisaj 15.03.2021

.Backto LA
Benny Jackson
Vernisaj 3..4.2021

,Grain from Bucharest”
Razvan Neagoe
Vernisaj 16.04.2021

Leilei Gallery
Str. Aurel Vlaicu 88-89

DIPTYCH — Material Scapes”
Petru Lucaci
06.02. - 06.04.2021

LTransgressions”

Artisti: Georgiana Badalau, Marilena
Braileanu, Anastasia Calinovici,
Diana Matilda Crisan, Lucian Hrisav,
loana Marsic, Marta Mattioli, Catrinel
Meicu, Radu Pandele, Gabriela Tirziu,
Alexandru Zaharia, Teodor Zaica
22.04. -15.06.2021

Muzeul National al Taranului Roman
Soseaua Kiseleff nr. 3, sector 1
www.muzeultaranuluiroman.ro
LJmaginarium”

Artist: Bogdan Turcea

04 -28.02.2021

.Mirrors of Brancusi”
Curatoare: Silvana Dulama-Popa,
10.02.2021

- e i

LIncandescent,

Expun: Eugen Alupopanu, Ciprian
Ariciu, llie Boca, Dalina Badescu, Anca
Boeriu, Smaranda Bostan, Dragos
Burlacu, loan Burlacu, Vlad Ciobanu,
Marian Coman, Andrei Ciubotaru,
Florina Coulin, Emil Cassian Dumitras,
Maxim Dumitras, Paul Gherasim,

lon Grigorescu, Bogdan Hojbot3,
Mirela lordache, Geanina lvu, Matei
Lazarescu, Marcel Lupse, Marius Craita-
Mandra, Dumitru Macovei, Laurentiu
Mogosanu, Lucian Muntean, Vasile
Muresan-Murivale, Ana Maria Negarg,
Elisabeth Ochsenfeld, Horea Pastina,
Christian Paraschiv, Bogdan Pelmus,
Magdalena Pelmus, Stefan Pelmus,
Ovidiu Petca, Sorin Purcaru, Luminita
Radu, Bianca Rotaru, Andrei Rosetti,
Mihai Sarbulescu, Napoleon Tiron,
Mirela Traistaru, Constantin Tinteanu,
Bogdan Viaduta.

Curatori: Maxim Dumitras, Constantin
Tinteanu

18.03 - 18.04.2021

“(Auto)fictiuni”
Artisti: Olimpiu Bandalac, Raluca llaria
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Demetrescu, Giuliano Nardin
6.04 —20.05.2021

Muzeul National de Arta al Romaniei
Calea Victoriei nr.49. www.mnar.arts.ro
~Povestile Crucii. Sculptura miniaturala
de traditie bizantind”

Curator: Lucretia Patrascanu

Perioada: 5 decembrie 2020 - 27 iunie
2021

Galeria de Arta Veche Romaneasca

,Piranesi. Arhitecturi si fantasme -
expozitie aniversara”

Curator: Cosmin Ungureanu

Perioada: 5 decembrie 2020 - 25 aprilie
2021

Corp Auditorium, Intrarea Stirbei Voda
nr.1-3

Muzeul de Arta Recenta (MARe)
Bd. Primaverii nr.15, sector 1,
Bucuresti

,Concordia Discors”

Gert si Uwe Tobias

11.04. - 31.05.2021

VALIE EXPORT. Import
18.12.2020 - 14.03.2021

CRAIOVA

Galerie Electroutere

.Re-altering Reality”

Artisti: Lucian Bran, Johannes Hugo
Stoll, Andrei Timofte, Tzusoo
Curator: Catalin Gheorghe
23.03.-17.04.2021

g

.From Centuries Ago to Eons to Come’
Lucian Bran
24.04 - 23.05.2021

FROM
CENTURIES

o
EGONS e
i COME i

CLUJ NAPOCA

Centrul de interes

Strada Fabricii de Chibrituri 9A
20.04. - 24.05.2021

SPATIU INTACT

Jlcons for the end of the world”
Robert Bosisio / Florin StefanATRIUM

BAZIS contemporary
»Remains of the Remains”
Berszan Zsolt

Curator: Diana Dochia

FOCUS project space
,Obscura”
Andrei Budescu

SOLO SHOW
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.Notes on the melody of things”
Ovidiu Leuce

ATRIUM

Andrei Ciurdarescu, Istvan Cimpan
Vasile Closca, Edmona, Adrian Ghiman
Marian Valentin lonescu, Andrei Ispas
Gabriel Marian, Irina Dora Magurean
Sebastian Nasta

MATCA artspace
Calea Turzii 21

L,automatca: leveling__zero"”

Shako Berekashvili, Vincent Gallais
Martine Heuser, Gabriel Jeanjean
Tim Jungmann, Alexandre Kato
Jonas Mayer, Timo Poeppel, Anica
Seidel

Curated by Automat Artspace &
MATCA Artspace

23.04. - 08.05.2021

Muzeul de Arta Cluj Napoca

Piata Unirii nr.30, 400098, Cluj Napoca
www.macluj.ro

Bencsik Janos 75+1

28.04. - 16.05.2021

A matter of light”
Irina Dora Magurean.
21.04. - 09.05.2021

Gheorghe I. Anghel
14.04. -09.05.2021

.Perenitate Fragild”

Dacian Andoni

Curatori: Florin Gherasim, Doina
Mandru

31.03. - 18.04.2021

,Ctitorii Cromatice. O Retrospectiva”
Gheorghe Codrea

Curator Alexandra Ardelean

10.03. - 11.04.2021

10 - 28 martie 2021

Ctitorii cromatice.
O retrospectivi
GHEDRGHE CODRER  corunisbunanies sceiasn

Wil e AFA Cluj feapasa

¥ B ¢

.Doppelganger”

loana Antoniu / Radu Pulbere
Curator: Dan Breaz

04.03. - 28.03.2021

Sorin Dumitrescu Mihdesti. Pictura
03.03. -21.03.2021

Expozitia anuala a Breslei Barabas
Miklés. Grupul de la Cluj

Curatorii expozitiei: sculptorul Kolozsi
Tibor, presedintele Breslei Barabas
Miklds, si Bordas Beata, istoric de arta
11.02. - 28.02.2021

,Calatorie in timp”
Arkossy Istvan
03.02.2021 - 28.02.2021

JFotografia. Document etnografic”
27.01. - 14.04.2021

Jdentitati. Ziua Culturii Nationale”
Curator Dan Breaz

15.01. - 07.02.2021

,Homo Sum”

Bruno Maria Bradt
Curator U.G. NUrenberg
16.12. - 14.01.2021

Institutul Francgais de Cluj

II.C. Bratianu 22, 400079, Cluj-Napoca
,O serie de neregularitati tehnice”
Daria Langa

15 -29.04.2021

+Re:stART Expozitie Art Mirror”
Artisti: Cristina Cantemir, Mihaela
Vanca, Ana Coroi, loana Man, Roxana
Oroian

Curator: Lina Tarmure

25.03. - 9.04.2021

White Cuib

Str. Franklin Delano Rossevelt, nr. 2/1
.The Chewing Gum Residency”
George Rosu

15.04. - 7.05.2021

.Venim de departe si ne aflam foarte
departe”

ANTICAMERA duo

24.03.-12.04.2021

1ASI

BORDERLINE ART - Space
Belvedere nr.18
www.borderlinespace.com




~ROMANIA RAW"

Miron Zownir

Curator: Georgeta-Olimpia Bera
05.02.2021 - 26.04.2021

,COLABORATORY"
27.04.2021

TIMISOARA

Art Encounters

Bd. Take lonescu, Casa ISHO, nr. 46C,
et.], Timisoara. artencounters.ro

.l feel something, don't know what”
Artisti: Lera Kelemen, Ana Kun,
Andreea Medar, Carmen Nicolau,
Pusha Petrov & Miki Velciov, Sorina
Vazelina, Zofia Gramz, Janusz
tukowicz, Paulina Pankiewicz, Anna
Siekierska, Mikotaj Szpaczynski, Marta
Weglinska

Curatoare: Diana Marincu si
Magdalena Kardasz

15.04 - 5.06.2021

Indecis Artist Run Space
Str. Coriolan Brediceanu nr.2 ap.6, Piata

Libertatii

LJAluminarie. Faurarie Pneumatica”
Un proiect initiat de Rares Moldovan.
24.01. - 31.03.2020

Pneuma Pnea ‘In The House'
20.02.2021 - 20.03.2021

Kunsthalle Bega
Calea Circumvalatiunii 10.

www.kunsthallebega.ro

»Muschi de fan pe munte de panglici”
Olah Cyarfas

27 112020 - 24 01 2021

LSoft Objects”
Laurian Popa
17 04 - 15 05 2021

Jecza Gallery
Calea Martirilor 51/52-53

,Dianthus Caryophyllus”
Tincuta Marin

Curator: Domenico de Chirico
1.04 -10.06.2021

GALERII DE ARTA
ROMANESTI DIN
STRAINATATE
lanuarie - aprilie 2021

GERMANIA - BERLIN

Anaid Gallery

Zimmerstrasse 90, Ist Floor
www.anaidartgallery.com
Mythical flesh

Alexandru Radvan

Curatori: Mark Gisbourne, Diana
Dochia

21.04. - 26.06.2021

Galeria Plan B

Potsdamer Strasse 77-87,10785 Berlin
www.plan-b.ro

JInfinite Beings”

Joseph Beuys, Horia Damian, Ana
Lupas, Mihai Olos, Erika Verzutti
09.03.21—17.04.21

GERMANIA - MUNICH

418GALLERY

WYOUNG ARTISTS, YOUNG FRIENDS”
Accrochage 2

Artisti: Maria M. Bordeanu, Mihail
Cosuletu, Stefan Radu Cretu, Adriana
Elian, Dumitru Gorzo, Simon lurino,
Albert Kaan, Constantin Luser, Maggie
Michael, Adina Mocanu, Alexandru
Niculescu, Stefan Papco, Cristian
Raduta, Petrica Stefan, Miki Velciov,
Johannes Vogl

SUA - LOS ANGELES

Mihai Nicodim Gallery
1700 S Santa Fe Avenue, 160
Los Angeles, CA 90021
www.nicodimagallery.com
,Like the Snake that Fed the
Chameleon”

Simphiwe Ndzube

13.02. - 20.03.2021

,The Grief | Have Caused You”
Devendra Banhart
13.02. - 20.03.2021

.Regolith”
Serban Savu
25.03. - 01.05.2021

+ENERGY never”
Mosie Romney
25.03. - 01.05.2021

EXPOZITII ORGANIZATE
DE INSTITUTUL CULTURAL
ROMAN

lanuarie - aprilie 2021

ICR BERLIN

Reinhardtstr. 14, 10117 Berlin, Germania
LLAST CHRISTMAS (of Ceausescu)”
Artist: Anton Roland Laub

Curator: Frizzi Krella

27.11.2020 - 31.03.2021

ICR CHISINAU

Parcul Stefan cel Mare din Chisinau, R.
Moldova

,Constantin Brancusi — Pasarea

Maiastra” (expozitie documentara)
19.02 - 5.03.2021

CONSTANTIN BRRNCUSI
— PASAREN MARNSTRA -

ICR ISTANBUL

Siraselviler Cad., nr. 21, Taksim, Beyoglu
34433 |stanbul, Turcia

Prezentare a proiectului ,Jurnal de
introspectie V" (video realizat de
modernism.ro, subtitrat in turca)
Artiste: Mirela Traistaru si Dorotheia
Fleiss

10-13.03.2021

Artisti romani de succes in Republica
Turcia — miniaturista Mihaela Alpayer
Artista: Mihaela Alpayer

17-19.03.2021

ICR LISABONA

Rua Dr. Antonio Cnandido, nr. 18, 1100-
072 Lisabona, Portugalia

JInsula de Ceata"

Artista: Laura Covaci

11.03.2021

Jardin das Comunidades, orasul
Almancil, regiunea Algarve, Portugalia
Sculptura ,Zbor” a artistului Stefan
Radu Cretu, expusa temporar in Jardin
das Comunidades din Almancil

Artist: Stefan Radu Cretu

8.08.2020 - 31.05.2021
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ICR LONDRA

1 Belgrave Square SW1X 8PH London,
UK

Il Lamento la London Fashion Week
Artista: Carmen Emanuela Popa
19-23.02.2021

ICR MADRID
Plaza del Corddn, 1, bajo derecha 28005
Madrid, Spania

»Satul romanesc traditional: oameni
si mestesuguri” /"El pueblo rumano
tradicional. Gente y artesanias”
Artist: Sorin Onisor

4-28.03.2021

ICR NEW YORK

200 East 38th Street, New York
,Contemporary Romanian Art Scene in
8 Gallery Tours | SEASON 2*

29.01.2021 (Galateca)/5.02.2021
(Kunsthalle Bega)

ICR PARIS

Auditorium du Louvre, Grand Palais
,Rencontres internationales Paris-
Berlin”

Artisti: Mona Vatamanu si Florin Tudor
23-28.02.2021
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Galeria Macadam

1rue de I'Exposition, 75007 Paris

Vatra Luminoasd, le modéle des cités-
jardins & Bucarest / Vatra Luminoas3,
modelul orasului-gradina in Bucuresti”
Curator: Jérémy Vercken de
Vreuschmen

6.11.2020 - 30.06.2021

ICR ROMA

ACCADEMIA DI ROMANIA IN ROMA
Valle Giulia, Piazza José de San Martin,
100197, Roma

www.accadromania.it, www.icr.ro/
roma/

,Orase in rezumat. Piete din Europa si
istoriile lor” (expozitie de fotografie)
Artist: Catalin D. Constantin,
antropolog

10-26.02.2021

ICR STOCKHOLM

.Navigand prezentul : Seria de discutii
artistice" — Suprainfinit, empatia si
speranta ca materiale artistice (discutie
online)

Artisti: Erika Olea, Dragos Olea, Maria
Farcas (Apparatus 22)

Curatoare: Sara Rossling

25.02.2021

ICR TEL AVIV

B-dul Shaul Hamelech nr. 8, etaj 6, Beit
Amot Mishpat, Tel Aviv

+Retrospectiva George Freiberg”

Artist: George Freiberg

14.12.2020 -18.01.2021

ICR VARSOVIA

Fryderyka Chopina 10 00-559 Warsaw,
Poland

~Memoriile Cetatii. Trei ani de
interventii artistice in cartierele
Timisoarei”

1.12.2020 - 28.02.2021

ICR VENETIA

Palazzo Correr, Campo Santa Fosca,
Cannaregio 2214, Venetia
LScurtulescu - dipinti italiani in
collezioni pubbliche e private” / ,Sorin
Scurtulescu — Picturi din colectii
publice si private din Italia“

Artist: Sorin Scurtulescu

Curator: Alan Jones

11.03 — 4.04.2021




COLABORATORI

HOREA AVRAM - este istoric de arta si curator
independent. Cerceteaza si scrie (mai ales) despre

artd si cultura vizuala in relatie cu noile tehnologii.
Preda la Departamentul de Cinematografie si Media,
Facultatea de Teatru si Film, Universitatea Babes-Bolyai,

Cluj-Napoca.

VLAD BASALICI - este un artist vizual. In 2012, a lansat
Ultima Arhiva. Locuieste si lucreaza in Bucuresti si

Londra.

CAROLE CARCILLO MESROBIAN - este poetd, critic
literar, publicistd si artista de performance. E autoarea
mai multor carti de poezie si a participat la volume
colective si la antologii diverse. impreuna cu Marilyne
Bertoncini ea dirijeaza din 2016 revista de poezie online
Recours au poéme si este actualmente secretar general

al editurii Transignum din Paris.

MAGDA CARNECI - este scriitor, critic si istoric de arta,

curator. In prezent este redactor-sef al revistei ARTA.

CATALIN DAVIDESCU - este expert acreditat

M.C.I.N,, evaluator AIN.EV.A.R, istoric si critic de arta
specializat in lon Tuculescu, Miscarea de Avangarda
din Romania. Are o experienta de aproape 4 decenii in
domeniul cercetarii stiintifice de tip muzeal, publicand
numeroase studii monografice si cronici despre arta

romaneascd moderna si contemporana.

VERONICA DIESEN - este o fostd curatoare si
organizatoare de proiecte care locuieste in Bergen si
Londra. Este scriitoare freelance, cercetatoare si lector in
filosofie si teoria artei. A lucrat la Art Academy Bergen,

in Norvegia, si la Universitatea London Metropolitan.

CATALIN GHEORGHE - este teoretician, curator si editor.
Preda cursuri de Teorii si practici ale cercetarii artistice,
Studii si practici curatoriale, Studii vizuale aplicative,
Teorii si practici ale criticii de arta si Estetica artelor
vizuale la Universitatea Nationala de Arte ,George

Enescu” din lasi.

MAX HAIVEN - este in catedra de cercetare canadiana
n cultura, mass-media si justitie sociala si codirector

al Relmagining Value Action Lab (RiVAL) de la
Universitatea Lakehead. Printre cartile sale recente se
numara Revenge Capitalism: The Ghosts of Empire,
Demons of Capital and Settling of Unpayable Debits
si Art After Money, Money After Art: Creative Strategies
Against Financialization. Mai multe informatii pot fi

gasite la maxhaiven.com.

JANNECKE K HEIEN - este o artista ce traieste si
lucreaza in Bergen, educata la Academia de Arta si
Design din Bergen.

VALENTINA IANCU - este cercetdtoare cu studii de
istoria artei si teoria imaginii, ce lucreaza independent
intre Bucuresti si Berlin. Practica ei este hibridd, bazata
pe text si este impartita intre activitatea editoriala,
educationald, curatoriala si de management.

MALINA IONESCU - este artist3, curatoare, doctor in
arte vizuale si in prezent conduce Sectia Educatie a
Muzeului National de Arta Contemporana al Romaniei.
A studiat pictura, practica instalatia, interventia in peisaj
si environment-ul. Traieste si activeaza la Bucuresti.

EDITH LAZAR - este cercetatoare independents (teoria
modei), curatoare si teoreticiana de arta, ce locuieste in
Cluj-Napoca, Romania. Este cofondatoare si face parte
din colectivul curatorial Aici Acolo. Recent, a lansat
platforma online Out of Stock - un jurnal speculativ

despre moda si design.

HORATIU LIPOT - este manager cultural si curator.
Activand initial in piata secundara de artd, se ocupa in
prezent de coordonarea proiectelor artistice ale galeriei
Atelier 35 (din 2019), Witte Gallery (Ulft - NL, din 2018),
IOMO Bucuresti.

GEERT LOVINK - este un teoretician olandez al
mass-media, critic al internetului si autor al Uncanny
Networks (2002), Dark Fiber (2002), My First Recession
(2003), Zero Comments (2007), Networks Without a
Cause (2012), Social Media Abyss ( 2016), Organisation
after Social Media (cu Ned Rossiter, 2018) si Sad by
Design (2019). In 2004 a fondat Institutul Culturilor

de tip Network la Universitatea de Stiinte Aplicate

din Amsterdam. Centrul sdu organizeaza conferinte,
publicatii si retele de cercetare precum Video Vortex
(video online), Unlike Us (alternative in social media),
Critical Point of View (Wikipedia), Society of the Query
(cultura cautarii), MoneyLab (modele de venituri in arta

bazate pe internet).

GABRIELA MATEESCU - este o artistd feminista

si curatoare, care traieste si lucreaza in Bucuresti,
fondatoare a colectivului artistic Nucleu 0000 si co-
fondatoare a platformei de promovare a artistilor digitali

romani spam-index.com.

HENRY MAVRODIN (n.1937) - pictor roman, absolvent al
Academiei de Arta Nicolae Grigorescu din Bucuresti la

clasa Corneliu Baba, promotia 1963.

DOINA MANDRU - este istoric si critic de arta,

curator specializat in artd romaneasca moderna

si contemporana. A fost multa vreme directoarea
Centrului cultural Palatele Brancovenesti de la
Mogosoaia, unde a organizat numeroase evenimente
culturale si expozitii. A fost presedinta sectiei de critica
de arta a Uniunii Artistilor Plastici din Romania. Traieste
si lucreaza in Bucuresti.

DAN MIHALTIANU - este un artist roman, care traieste si
lucreaza intre Bucuresti, Berlin si Bergen.

El dezvolta proiecte intr-un context artistic
international, legate de aspecte socio-politice, trans-
culturale si trans-media si a predat la Academia de Arte
din Bergen, Norvegia (2001-2007) si la Université du
Québec a Montréal, Canada (2008-2009).

AURELIA MOCANU (n.1957) - este crtitic de arta si
jurnalist. Publica in presa de specialitate articole despre
arta contemporana incepand cu 1983. Realizator la
postul national de Radio al emisiunii Arte Frumoase
(1995 -2017). Doctor in arte vizuale si lector invitat la

Univesitatea Nationala de Arte, Bucuresti (2004-2009).

ADA MUNTEAN - este absolventd a Universitatii de
Arta si Design din Cluj-Napoca, cu un doctorat in

Arte Vizuale (2019), avand ca subiect de cercetare
,Corpul uman ca imagine si instrument in arta
contemporana. Ipostaze identitare de la existentialism
la transumanism”. Artist plastic cu o activitate
internationald, concepe si proiecte curatoriale

independente.

VICTOR NEUMANN - este membru al Academiei
Europei/Academia Europaea, istoric, profesor la
Universitatea de Vest din Timisoara si cercetator la
Academia Romana, Filiala Timisoara. Din 2013 este
director al Muzeului National de Arta Timisoara.
Cele mai recente carti: Istoria Banatului (Editor
coordonator), Bucuresti, 2016; Tentatia lui Homo
Europaeus. Geneza ideilor moderne in Europa
Centrald si de Sud-Est, Bucuresti, 2015 si Neam, Popor
sau Natiune. Despre identitdtile politice europoene,
Bucuresti, 2015.

RALUCA OANCEA (NESTOR) - este licentiata in filosofie
si Computer science, este o curatoare activa pe scena
artei vizuale si o jurnalista culturala specializata pe teme
de estetica, arta contemporana si new media. Este
lector universitar al Universitatii Nationale de Arte din

Bucuresti, la departamentul ,Teorie, Cercetare”.

MARINA OPREA - locuieste si lucreaza in Bucuresti si
este in prezent editoarea editiei online a Revistei ARTA.
A absolvit Universitatea Nationald de Arte Bucuresti,
sectia de fotografie si video si de atunci si-a extins

preocuparile in zona textelor critice de arta.

MARINA PALADI - este o tanara din Republica Moldova,
masteranda la Departamentul Patrimoniu, Restaurare
si Curatoriat din cadrul Facultatii de Arte si Design,
Universitatea de Vest Timisoara. Este interesata de

intersectiile dintre arta, literatura si film

ILEANA PINTILIE - este critic de artd, curatoare si
profesor la Facultatea de Arte a Universitatii de Vest
din Timisoara. Printre cértile ei se numara Actionismul
in Romaénia in timpul comunismului, 2000, si volumul
Mitteleuropdische Paradigmen in Stdosteuropa. Ein
Beitrag zur Kultur der Deutschen im Banat (impreuna
cu Roxana Nubert), 2006. Aceasta a publicat de
asemenea mai multe articole si eseuri despre arta
contemporana din Romania si din strainatate pentru
cataloage internationale si volume colective, precum
Performance Art in the Second Public Sphere. Event-
based Art in Late Socialist Europe, Routledge, 2018.

GEORGE PLESU - este manager cultural, fondatorul
Borderline Art Space si spatiului hibrid Art+Design din

lasi.

GAVRIL POP (n.1998) - studiaza istoria artei, patrimoniu
si curatoriat in cadrul Univesitatii de Vest Timisoara,
facultatea de Arte si Design. Traieste si activeaza in

Timisoara.

MARILENA PREDA SANC - este o artistd
interdisciplinara, profesoara la Universitatea Nationald
de Arte din Bucuresti. Este coordonatoare de doctorat
n Arte Vizuale si scrie despre arta in spatiul public,

feminism si practici artistice contemporane.
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MAGDA RADU - este curatoare si istoric de arta stabilita
n Bucuresti. Este co-fondatoarea Salonului de proiecte,
un spatiu independent de artd contemporana infiintat
n 2011, destinat productiei de arta si cercetarii. A editat
sau co-editat mai multe cataloage de expozitii si carti,
printre care: Arta in Romdania intre anii 1945-2000. O
analizd din perspectiva prezentului (2016), Dear Money
(2014) si André Cadere / Andrei Céidere (201). n ultimii
ani a fost curatoare a unor expozitii organizate la KIOSK
Ghent; Neuer Berliner Kunstverein (n.b.k.); Bienala
ArtEnconters Timisoara; MNAC Bucuresti; MUSAC, Leon;
Spinnerei Leipzig; Photo Espafia, Madrid.

CHARLOTTE RIORDAN - este director asociat la Lyon

& Turnbull Auctioneers, unde conduce licitatiile de

artd contemporana si postbelica. Timp de cativa ani a
fost in echipa curatoriald la Festivalul usilor ascunse,
conducand programul lor de arta vizuald, iar in prezent

este specialist in pictura la BBC ,Antiques Roadshow".

FLAVIU ROGOJAN (n.1990) - este un artist si curator
stabilit in Cluj. El este membru fondator si face parte
din colectivul curatorial Aici Acolo, un proiect care

are ca scop transformarea unor spatii nelocuite sau
abandonate in galerii temporare de arta de tip pop-up

pentru tineri artisti.

GITTE SATRE - este editor de dezbateri si comunicare
la Kunsthall 3,14. Este educata ca artist si curator. n
paralel cu pozitia ei la 3,14, are o practica artistica.

gittesatre.com

ILINA SCHILERU - este artista si uneori curatoare si
initiatoare a unor alternative de expunere pentru artisti
emergenti. In 2011 a creat un eveniment bienal sub
umbrela Festivalului International George Enescu, care
s-a defasurat in trei editii in Bucuresti, in diverse spatii

de galerie si foaiere ale principalelor sali de concerte.

CALIN STEGEREAN - Grafician, critic de artd, manager
cultural, profesor asociat al Universitatii de Arte
Bucuresti. Director al Muzeului de Arta Cluj-Napoca
(2009-2014) si al Muzeului National de Arta al Romaniei
(2016-2017).

MIRELA STOEAC-VLADUTI - este directoarea META
Spatiu, entitate hibrida, care functioneaza atat

ca galerie de arta, cat si ca structura colaborativa
transdisciplinara orientatd spre dezvoltarea si
implementarea unor programe de arta contemporana,
atat in spatii institutionale, cat si in cele alternative.

SORANA SERBAN-CHIOREAN - lucreaza la Galeria Plan
B din Berlin, unde a curatoriat in acest an expozitia de
grup Infinite Beings, cu lucrari de Joseph Beuys, Horia

Damian, Ana Lupas, Mihai Olos, Erika Verzutti.

OLGA STEFAN - este curatoare, cercetdtoare,
jurnalista de arta si regizoare de documentare. in 2016,
aceasta a pus bazele platformei transnationale pentru
comemorarea Holocaustului prin arta si media, Viitorul
Memoriei, ale carei activitati si arhiva de cercetare pot fi
accesate la: thefutureof memory.ro. Proiectele si textele
despre arta contemporana pot fi consultate la: www.
olgaistefan.wordpress.com.
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TEODORA TALHOS (n.1997) - traieste si lucreaza

n Frankfurt am Main. A studiat Istoria Artei la
Universitatea din Viena, iar momentan frecventeaza
programul de Master ,Curatorial Studies — Theory —
History - Criticism” la Hochschule fur Bildende Kunste
Stadelschule si Goethe Universitat din Frankfurt.

LAURA TIPARU (n.1976) - este muzeograf si curator la
Muzeul de Arta Craiova din 2014. De asemenea, publica
articole in reviste de cultura din Romania.

ADRIANA TRANCA - este curatoare, cercetatoare

si scriitoare. Are o diploma de licenta in lingvistica

si a finalizat programul de licenta istoria artei de la
Universitatea din Bucuresti, precum si un masterat

in curatoriat de la Goldsmiths, University of London.

n prezent, lucreaza ca asistenta curatoare la E-WERK
Luckenwalde, la 30 de minute sud fata de Berlin, prima
institutie de arta care isi produce 100% propria energie

cu emiteri zero (Kunststrom).
MARIA ZINTZ - este critic si istoric de arta. A lucrat la

Muzeul de Arta din Oradea. Colaboratoare la diferite

publicatii culturale romanesti.
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DOINA MANDRU - is an art historian and critic,
curator specialized in modern and contemporary
Romanian art. She was for a long time the director
of the Palatele Brancovenesti Cultural Center in
Mogosoaia, where she organized numerous cultural
events and exhibitions. She was the president of the
Art Criticism section of the Union of Visual Artists in
Romania. She lives and works in Bucharest

HENRY MAVRODIN (b, 1937) - Rormanian painter,
graduate of the Nicolae Grigorescu Academy of Artin
Bucharest in the Corneliu Baba class, class of 1963

DAN MIHALTIANU - is a Romanian artist who
develops projects in an international artistic context,
related to socio-political, trans-cultural and trans-
media aspects. He was teaching at Bergen Academy
of the Arts, Norway (2001-2007), and Université du
Québec a Montréal, Canada (2008-2009). He lives and
works between Bucharest, Berlin and Bergen

AURELIA MOCANU (b 1957) - is an art critic and
journalist. She has published in the specialized press
articles about contemporary art since 1983. Producer
at the national radio station of the show Arte
Frumoase (1995 -2017). Doctor PhD in visual arts and
guest lecturer at UNA-Bucharest (2004-2009)

ADA MUNTEAN - is a Craduate of the University

of Art and Design in Cluj-Napoca and has a PhD

in Visual Arts (2019), conceiving a research thesis
entitled “The Human Body as Image and Instrument
in Contemporary Art. Identity Aspects from
Existentialism to Transhumanism”. She is an artist
active internationally and occasionally works as a
curator.

VICTOR NEUMANN - is a member of the Acadermy
of Europe/Academia Europaea, historian, professor
within the West University of Timisoara and
researcher at the Romanian Academy, Timisoara
Branch. As of 2013 he is director of the Timisoara
National Museum of Art. His most recent publications
The Banat of Timisoara. A European Melting Pot,
London, 2019; The Temptation of Homo Europaeus.
An Intellectual History of Central and Southeastern
Europe, London, 2020; and Kin, People or Nation. A
European Political Identities, London, 2021

RALUCA OANCEA (NESTOR) - has a degree in
philosophy and computer science, is an active curator
on the visual arts scene and a cultural journalist
specializing in aesthetics, contemporary art and new
media. She is a university lecturer at the National
University of Arts in Bucharest, in the “Theory,
Research” department

MARINA OPREA - lives and works in Bucharest and
is the current editor of the online edition of Revista
ARTA. She graduated from the National University
of Fine Arts in Bucharest, with a background in
photography and video art, and has since extend her
interest into the area of critical writing

MARINA PALADI - is from The Republic of Moldova
and is @ master's student in Heritage, Restoration
and Curating Department at the Faculty of Arts and

Design, West University of Timisoara. She is interested
in the intersections between art, literature and film

ILEANA PINTILIE - s an art critic and curator,
professor at the Arts Faculty, West University in
Timisoara, Romania. Her books include Actionism

in Romania During the Communist Era, 2002,

and the volume Mitteleuropdische Paradigmen in
Sudosteuropa. Ein Beitrag zur Kultur der Deutschen
im Banat (with Roxana Nubert), 2006. She has

also published a number of articles and essays

on contemporary art in Romania and abroad in
international catalogues and volumes such as
Performance Art in the Second Public Sphere. Event-
based Art in Late Socialist Europe, Routledge, 2018

GEORGE PLESU - is the cultural manager, the
founder of Borderline Art Space and the hybrid Art +
Design space in lasi.

GAVRIL POP (01998 - studies art history, heritage
and curatorship at the Western University of
Timisoara, Faculty of Arts and Design. He lives and
works in Timisoara

MARILENA PREDA SANC - is ar interdisciplinary
artist, professor at the National University of Art
Bucharest. She coordinates PhDs in Visual Arts

and writes about art in public space, feminism and
contemporary artistic practices. www.preda-sanc.ro

MAGDA RADU - is a curator and art historian

based in Bucharest. She is one of the founders of

the independent art space Salonul de proiecte,
established in Bucharest in 201, a platform for art
production and research. She is the editor or co-editor
of several exhibition catalogues and books, among
which: Art in Romania Between 1945-2000. An
Analysis from Today's Perspective (2016), Dear Money
(2014), and André Cadere /Andrei Cédere (2011). In
the last few years she has also curated exhibitions

at institutions including KIOSK Ghent; Neuer

Berliner Kunstverein (n.b.k); ArtEnconters Biennale,
Timisoara; The National Museum of Contemporary
Art, Bucharest; MUSAC, Leon; Spinnerei, Leipzig; and
Photo Espara, Madrid

CHARLOTTE RIORDAN - is an Associate Director

at Lyon & Turnbull Auctioneers, where she heads

up their Contemporary & Post-War Art auctions

For several years she was on the team of curators

at the Hidden Door Festival, running their visual art
programme, and is currently a painting's specialist on
the BBCs 'Antiques Roadshow'

FLAVIU ROGOJAN (b 1990] - is an artist and curator
from Cluj, Romania. He is a founding member and
part of the Aici Acolo curatorial collective, a pop-up
gallery project in Romania transforming unused or
abandoned spaces into temporary art spaces for
young artists

GITTE SATRE - is editor of debate and
communication at Kunsthall 314. She is educated as
an artist and curator. Parallell to her position at 314
she has an artistic practice. gittesatrecom

ILINA SCHILERU - is an artist and sometimes a
curator and initiator of exhibition alternatives for
emerging artists. In 2011 she created a biennial
event under the umbrella of the Ceorge Enescu
International Festival, which took place during three
editions in Bucharest, in various galleries and main
concert halls

CALIN STEGEREAN - Craphic artist, art critic, cultural
manager, associate professor at the University of Arts
Bucharest. Director of the Cluj-Napoca Art Museum
(2009-2014) and of the National Art Museum of
Romania (2016-2017)

MIRELA STOEAC-VLADUTI - is the director of META
Space, a hybrid entity, which functions both as an

art gallery and as a transdisciplinary collaborative
structure oriented towards the development and
implementation of contemporary art programs, both
in institutional and alternative spaces

SORANA SERBAN-CHIOREAN - works for Galeria
Plan B in Berlin, where this year she curated the
group exhibition Infinite Beings, with works by
Joseph Beuys, Horia Damian, Ana Lupas, Mihai Olos,
Erika Verzutti

OLGA STEFAN - is a curator, researcher, arts
Jjournalist, 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
thefutureof memory.ro. Her contemporary art
projects and writing can be found at www.olgaistefan.
wordpress.com

TEODORA TALHOS (b.1997) - lives and works in
Frankfurt am Main. She studied Art History at the
University of Vienna, and is currently attending the
Master's program "Curatorial Studies - Theory - History
- Criticism” at the Hochschule fur Bildende Kunste
Stadelschule and Goethe Universitat in Frankfurt

LAURA TIPARU (b. 1976) - has been a museographer
and curator at the Craiova Art Museum since 2014
She also publishes articles in cultural magazines in
Romania

ADRIANA TRANCA - is o curator, researcher, and
writer who completed a BA in Linguistics and one in
Art History at the University of Bucharest (Romania)
and an MFA in Curating at Goldsmiths, University of
London. She is currently Assistant Curator at E-WERK
Luckenwalde, 30 minutes south of Berlin, the world's
first arts institution powered by its own production of
100% CO2 neutral energy (Kunststrom)

MARIA ZINTZ - is an art critic and historian. She
worked at the Art Museum in Oradea, Romania
Currently she is a collaborator at various cultural
magazines in Romania
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