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Editorial

Text MAGDA CARNECI

CONCEPTUALISMUL
IN EUROPA DE EST

lata un dosar asteptat de multa vreme: conceptualismul in arealul artistic roma-
nesc si est-european. Acest curent, aparut in anii 1960, in contextul reevaluarii
modernismului istoric propuse de neoavangardele postbelice, devenit un fel de
paradigma estetica din ce Tn ce mai laxa in ultimele decenii, merita de multa vreme
0 analiza critica aplicata. Pus sub semnul unui purism estetic nascut din provo-
carea duchampiana dar si din modele intelectuale ale epocii nasterii sale, concep-
tualismul reduce actul si obiectul artistic la esenta lor ideatica, logica, rationala,
Leliberata” de traditionalele elemente definitorii de pana atunci (senzorialitate,
expresivitate, rezonanta afectiva, simbolism cultural etc.). Dar, in contact cu reali-
tatea istorica si prezenta a fiecarei zone culturale, conceptualismul ajunge progre-
siv sa se amestece, metiseze, mixeze, cu numeroase influente locale, care-i colore-
aza diferit continutul. Capacitatea conceptualismului de a deconstrui radical
mecanisme ideologice, lingvistice sau vizuale a facut din el o unealta favorita a
unora dintre artistii est-europeni cei mai interesanti, in rezistenta lor contra sis-
temului politic. Este meritul dosarului coordonat de criticul de arta si teoreticianul
Cristian Nae, de a demonstra prin cateva texte consistente, semnate de nume
cunoscute ale exegezei de arta din spatiul est-european si romanesc, cum a evolu-
at in aceasta zona conceptualismul catre o formula hibrida si poate impura, dar
mai suculenta si mai incarcata semantic, transformand dezavantajul marginalizarii
geo-politice si al eventualului provincialism cultural, intr-un avantaj inradacinat
intr-o bogatie culturala, chiar spirituala, exceptionala.

Conceptualism in Eastern Europe

This issue is dedicated to a theme that has been expected for a long time now:
Conceptualism in the Romanian and East-European visual arts. This trend which appeared
in the West in the context of the reevaluation of classic modernism during the post-war
Neo-Avant-Gardes of the 1960s has become a sort of compulsory aesthetic paradigm in
the last decades. More and more inclusive and diluted, Conceptualism deserves an
applied and exigent analysis nowadays. Set under the sign of an intransigent purism com-
ing from Duchamp’s provocation from the beginning of the last century, but also influ-
enced by the intellectual debates of the 1960s, Conceptualism has reduced the artwork
and the artistic action to their rational, logic, idea-centered essence - an essence ,freed”
of the traditional elements of ,sensoriality”, expressivity, affective resonance, cultural
symbolism etc. Nevertheless, in contact with the historical texture of each cultural space,
Conceptualism has arrived progressively to mix with numerous local influences which
have given very different, even contradictory, colors to its content. The capacity of
Conceptualism to radically deconstruct ideological, linguistic, or visual mechanisms has
transformed it into a favorite instrument of the most interesting East-European visual
artists in their resistance against the political system. The file of this issue of ARTA - coor-
dinated by art critic and theoretician Cristian Nae - intents to demonstrate with the help
of several brilliant texts signed by well-known Romanian and East-European commenta-
tors, how Conceptualism has evolved in this cultural area towards a more hybrid and
impure formula - but a formula which is succulent and very charged semantically (and
politically). This is a way of transforming the disadvantage of a marginalized geo-strate-
gic position and cultural provincialism into an advantage rooted in an incredible, even
exceptional, cultural and spiritual richness.
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Note despre subvertirea, revizuirea si solidificarea

concomitenta a unui canon al artei alternative

M Text
CRISTIAN NAE

La ce poate servi astazi revizitarea artei conceptuale, intr-un dosar
tematic publicat in Romania, la mai bine de cincisprezece ani de cand
problematicile mostenirii si configuratiei sale globale au fost deja
dezbatute pe scara larga? De ce tocmai arta conceptuald - mai precis,
conceptualismul? Si de ce (din nou) acest decupaj geografic regional,
intr-o perioada istorica in care blocurile politico-economice sunt pe

cale sa se schimbe inca o data?

In privinta primei intrebari, intentia
dosarului de fata nu este aceea de a rea-
duce, pur si simplu, in atentia publica si
de a repune, astfel, in circulatie pe plan
international artisti si proiecte artistice
despre care s-a scris relativ putin in
Romania, si inca mai putin in afara ei. De
asemenea, el nu isi propune doar sa re-
viziteze concomitent nume devenite cele-
bre ale artei conceptuale din Polonia,
Croatia, Cehia, Ungaria, Slovenia, Slovacia
sau din Uniunea Sovietica, asa cum s-ar
putea considera la prima vedere, indeo-
sebi intrucat versiuni ale unora dintre
textele cuprinse in dosar au mai fost pu-
blicate in diverse reviste academice, carti
de autor, volume colective sau studii
monografice.

Desigur ca aceasta intentie de resin-
cronizare tardiva nu lipseste, iar faptul ca
arta conceptuala din Centrul si Estul
Europei a fost prea putin analizata in
Romania, multi dintre artistii deveniti
deja canonici in Occident fiind putin
cunoscuti publicului de aici, reprezinta
una dintre motivatiile incipiente ale aces-
tei propuneri de cartografiere regionala a
conceptualismului artistic. Tn cadrul aces-
tei cartografii, prezervarea unui criteriu al
apartenentei nationale a artistilor si
proiectelor analizate este justificat de
diferentele dintre diversele contexte cul-
turale, economice si sociale care
conditionau configuratia sistemelor artis-
tice din aceste tari, ceea ce fractureaza
aparenta omogenitate a acestei regiuni.
Insa ratiunile mai profunde ale revizitarii
conceptualismului intr-o maniera car-
tografica, ce asuma astfel unele dintre
presupozitiile metodologice ale geoisto-

ARTA 20-21/2016 | Conceptualismul in Estul si Centrul Europei

riei artei, depasesc simpla tentativa de
revizionism istoric, motivata de perspecti-
va nationald asupra istoriei artei (inca
activda in mod rezidual). Nici nu se
intentioneaza destabilizarea canonului
(eurocentric sau occidentalizat al) istoriei
artei globale. Mari expozitii retrospective,
precum “Global Conceptualism: Points of
Origin 1950s - 1980s”, montata la Queens
Museum of Art din New York in anul 1999,
au introdus deja in agenda istoriei artei
contemporane problema spinoasa a com-
parativismului geoistoric, reformuland
problema sincronicitatii, propunand
revizuirea conceptelor unidirectionale de
influenta si dispersie si reconceptual-
izand relatia dintre arta neoavangardelor
si contextul lor social.

Aceste problematici de ordin teoretic se
regasesc la un nivel metateoretic si in
aceasta scurta tentativa de revizitare cri-
tica a locurilor comune, care isi asuma,
asadar, nu doar o dimensiune recupera-
toare, ci si una prospectiva. Desi cea din
urma afirmatie poate parea paradoxala,
modul in care intelegem trecutul releva
aspecte semnificative ale cadrelor in care
prezentul isi genereaza identitatea de
sine, instantiind petele sale oarbe, omisi-
unile sale voluntare sau involuntare si
discursurile dominante, care insotesc
istoria recenta a artei. lar in aceasta pri-
vinta, conceptualismul joaca un rol deci-
siv, fiind, Tn opinia lui Terry Smith, ,cea
mai radicala, avangardista, inovativa si
aparent influenta arta a vremii sale si si-a
pastrat o buna parte din acea aura pana
astazi” (v. "Conceptualism Before, During,
and After Conceptual Art”, in ,e-flux jour-
nal”, vol. 29, no. 11, 2011).

Conceptualism in Eastern and Central Europe

Consider, asadar, ca o asemenea revizita-
re este simptomatica pentru mostenirea
acestor practici astazi, devenita aproape
ubicua (intr-un anume sens, toata arta
contemporana este ,postconceptuald”),
precum si pentru modul in care speci-
ficitatile socio-politice ale acestei regiuni
si relatia lor cu o parte din neoavangarda
artistica pot fi din nou puse in discutie
printr-o comparativa la nivel global sau,
cel putin, pentru moment, pe traditionala
axa Est-Vest.

Proiectul expozitional nord-american (un
reper in istoria recenta a expozitiilor de
arta) a evidentiat, pe de o parte, carac-
terul limitativ al canonului occidental, iar
pe de alta parte, dificultatile inerente
unei incercari de conectare si clasificare
coerenta a unor practici artistice ce au
avut loc aproape simultan in diferite
regiuni geografice indepartate, ale caror
conexiuni nu erau (inca) realizate. In
tendinta sa recuperativa, expozitia a
introdus o serie de disjunctii, clasificari si
chiar dihotomii intemeiate pe contextul
politic si social in care arta conceptuala
s-a manifestat inca de la sfarsitul deceni-
ului sase, alaturand spre exemplu arta
din fostul bloc Estic si a Uniunii Sovietice
cu cea provenind din America Lating,
Coreea de Sud si China / Taiwan / Hong
Kong. Aceasta a fost caracterizata de
organizatorii expozitiei, Luis Camnitzer,
Jane Farver si Rachel Weiss drept ,exis-
tentiala”, o marturie a luptei pentru
autonomie si libertate individuala si
colectiva, purtata cu armele limbajului si
comunicarii deopotriva vizuale, gestuale
si textuale, de artistii din aceste regiuni,
spre deosebire de subversivitatea fata de
sistemul artistic in general si de piata de
arta in particular, manifestata de artistii
conceptuali provenind din regiuni
geografice in care capitalismul avansat
oferea o anumita stabilitate.

Fara a impartasi intru totul aceasta diho-
tomie, revizitarea sa in context regional,
propusa si in structura acestui dosar, este
motivata de necesitatea revizitarii unei
perioade din istoria artei romanesti (anii
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'60-'80), in care, in primul rand, arta con-
ceptuala nu a fost desemnata, clasificata
ca atare si in privinta careia sunt putine
exemple Tn care artistii s-au identificat
efectiv cu tendinta conceptualista. Desi o
parte dintre artistii pe care Ti putem con-
sidera conceptuali, discutati in acest
dosar, cultiva si totodata contesta mar-
ginalitatea si izolarea, manifesta o ten-
dinta subversiva fata de anumite modali-
tati dominante de reprezentare si fata de
anumite discursuri si practici artistice
incapabile sa isi problematizeze principi-
ile, metodele de cercetare si limbajul uti-
lizat, ei se inscriu cu dificultate Tn canonul
deja constituit al artei conceptuale ameri-
cane.

Sunt insa si exceptii in aceasta privinta
(precum benzile lui Serban Epure sau
unele lucrari ale lui lulian Mereuta discu-
tate aici, la care se pot adduga si altele),
care se datoreaza insa mai curand simili-
tudinii formale generate de gandirea con-
ceptuala, care a propus echivalarea
notatiei textuale (a proiectului) cu opera
de arta, generand astfel un nou limbaj
abstract, aparent universal. Plasarea artei
romanesti intr-un context mai larg nu are
insa rolul de a legitima si reinstitutional-
iza practica unor artisti marginalizati, ci
de a le nuanta particularitatile.
Focalizarea acestui dosar pe regiunea
centrald si est-europeana (cu o extensie
n fosta Uniunea Sovietica) releva, pe de o
parte, faptul ca aceasta regiune nu a fost
omogena, generand pe plan national ver-
siuni distincte de angajament conceptual,
jar pe de alta parte, ca ceea ce putem
desemna astazi drept conceptualism nu
reprezinta un nou limbaj artistic, Tn sens
restrans (chiar daca, pe scurt, putem afir-
ma ca el se opune n bloc formalismului),

Global Conceptualism: Points of Origin 1950s - 1980s,
coperta catalogului, Queens Museum of Art, New York,
1999. Courtesy of the author

ci mai curand o tentativa de expansiune
transmediala a productiei artistice,
incluzand performance, elemente ale cul-
turii (socialiste) populare, structuri com-
pozitionale cvasiminimaliste, arta pos-
tala, planuri arhitecturale si diverse
modalitati de documentare si arhivare a
informatiei care a traversat neoavan-
gardele in deceniile 6-8, generata de o
mai larga nevoie de comunicare si conec-
tivitate translocala.

Totodata, textele selectate sau comisiona-
te in acest dosar nuanteaza dihotomia
simplista intre arta ,alternativd” (in care
arta conceptuala s-ar incadra in mod
uzual) si cea ,oficiala”, precum si cea intre
arta angajata politic intr-un sens social
mai larg si cea angajata doar in critica sis-
temului artistic in sens restrans.
Relevanta contextului socio-politic in
proliferarea artei conceptuale in regiune
se vadeste atat in necesitatea de a inven-
ta si descoperi modalitati alternative de
comunicare, concepere si expunere a
artei, iar pe de alta parte, in subvertirea
constanta a rationalitatii specifice dis-
cursului politic dominant, prin produce-
rea unor deviatii sau chiar a unor crize
produse in logica gandirii si reprezentarii
specifice modernitatii.

Insa o buna parte din arta conceptuala
produsa in Centrul si Estul Europei (si
indeosebi, in Romania), pe buna dreptate
asociata contraculturii si miscarii de
avangarda, se dovedeste a fi fost apoli-
tica, la fel de interesata astfel de configu-
rarea unor zone de autonomie si gandire
libera ca cea din America de Nord sau
Germania, de pilda; de asemenea, dupa
cum reiese limpede din acest dosar, an-
gajamentul politic explicit a avut loc la
nivelul configurarii unor sisteme de
reprezentare si limbaje alternative, speci-
fice contraculturilor globale din acele
decenii si in consonanta cu celelalte sfere
ale artei (literatura, muzica, dansul sau
teatrul). Acest lucru s-a produs insa de pe
pozitia unei marginalitati asumate si con-
testate, in raport cu care poate fiinteleasa
si strategia invizibilitatii asumata de
multe dintre interventiile conceptuale
discutate aici, precum si tendinta mai
generala de critica institutionala generata
de arta conceptuala a deceniului 7.
Chestionand ,distributia sensibilului”,
artistii conceptuali din aceasta regiune

s-au angajat deseori deopotriva in
redefinirea artei in raport cu sfera sociala
siin problematizarea zonelor de invizibili-
tate produse de discursul (altfel spus,
complexul artistico-politic) dominant si a
strategiilor sale de excluziune si reducere
la tacere, reusind sa transgreseze aceste
bariere. Desi aspectul ,romantic” (cu tri-
mitere la textele lui Boris Groys, Jorg
Heiser sau Sarah Wilson) sau existential
al conceptualismului poate fi decelat in
practica unor artisti diferiti precum Jifi
Kovanda, Decebal Scriba sau grupul
Actiuni Colective, el nu constituie o deter-
minatie unica a artei conceptuale din
aceasta regiune, ci exprima aceeasi
nevoie de comunicare interumana care a
impulsionat intreg programul conceptual-
ist pe plan international, cuprinzand
deseori aspecte transregionale (uneori
institutionalizate, oficial sau neoficial, in
structuri precum Centro de Arte vy
Communication din Buenos Aires, Artpool
din Budapesta, Artworkers Coalition din
Statele Unite ale Americii).

Acest lucru ne conduce catre cea de a
doua intrebare anuntata la nceputul
acestui text. In privinta terminologiei uti-
lizate, conceptualismul nu se refera la un
stil sau la un gen artistic deja cristalizat si
osificat, ci mai curand la o serie de atitu-
dini, preocupari de cercetare si practici
artistice care pot lua orice forma, sustinu-
te, pe de o parte, de un interes acordat
limbajului artistic si mecanismelor de
putere in care este implicat (precum si
efectelor politice pe care le genereaza),
de o concomitenta mefienta fata de
autonomia prezumtiva a reprezentarii
vizuale, iar pe de alta parte, de un interes
fata de sistemul institutional si, implicit,
social Tn care (sau n raport cu care, ade-
sea Tn afara caruia) arta este produsa.
Fara a reprezenta exclusiv o ,arta a idei-
lor” (Wood) sau o ,artd dematerializata”
(Lippard), opusa densitatii si voluptatii
materiei (ce ar fi specifice mai curand pic-
turii sau sculpturii), dupa cum este cel
mai adesea prezentata si inteleasa, con-
ceptualismul se prezinta in mod proteic si
polimorf: poate reprezenta o tendinta de
analiza a artei ca sistem semiotic (si o
concomitenta intelegere a artei ca dis-
curs), dublat de o atitudine critica fata de
propriile mijloace si potentialitati si
insotit uneori de o hipersensibilitate fata
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de aspectul proiectiv al imaginatiei, dar
cuprinde totodata si o strategica repliere
asupra formelor de comunicare, care
depasesc limbajul artistic traditional,
sustinut de o critica adusa formalismului.
Tn diversele sale manifestari (politic,
romantic, analitic sau neomaterialist),
conceptualismul a cultivat din punct de
vedere estetic deopotriva indiferenta de
tip duchampian fata de frumos, aspectul
aseptic, impersonal al ,operei”, sustinute
pe obiectivitatea prezumtiva a documen-
tului si a arhivei, si sublimul, incalcula-
bilul si absurdul, sugerate de propensi-
unea pentru testarea limitelor reprezen-
tarii.

Ce-i drept, conceptualismul privilegiaza
existenta mentala a artei; insa o poate
privi ca pe un proiect social, utopic, ca pe
0 structura generativa, un microsistem
(inchis sau deschis) sau ca pe un proces
interactiv. Astfel, conceptualismul din
Centrul si Estul Europei poate fi asociat
atitudinii si activitatilor Fluxus, dupa cum
poate fi conectat cu manifestarea perfor-
mativa (cu precadere atunci cand activ-
itatii 7i lipseste publicul imediat si este
recuperata doar prin intermediul mar-
turiei sale fotografice, insotita de comen-
tarii sau de scenariul sau scris), poate fi
asumat drept angajament existential
manifestat prin intermediul corporalitatii
atunci cand testeaza limitele vizibilului
sau poate exista doar ca document (arhi-
vabil). Pe scurt, conceptualismul desem-
neaza o tendinta (auto-)criticd si anti-for-
malistd.

In toate aceste ocurente, termenul se
refera la o practica, mai curand decat la
un produs finit, denota o serie de operati
asupra sistemelor de reprezentare si de
transformari petrecute la nivelul tehno-
logiilor de subiectivizare mai curand
decat un sistem de reprezentare auto-
nom. Fiind capabila de cele mai diverse
materializari (datorita accentului asupra
informatiei condensate intr-o potentiali-
tate, in detrimentul actualizarii sale n
obiect) si ingloband forme multiple de
relationare si comunicare interumana
(precum microscenariul, epistola - n
cazul artei postale), precum si sisteme de
diseminare a informatiei dintre cele mai
diverse, precum aparatul birocratic, stam-
pilele si timbrele specifice sistemului
postal, arta conceptuala din regiunea
central si est-europeana a chestionat
deopotriva sistemele existente de dis-
tributie si productie culturala, habitu-
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dinile receptarii (cantonate intr-un pro-
ces contemplativ) si expectantele privind
experienta estetica a publicului.

Tn acest fel, as spune ca un alt element-
cheie al conceptualismului regional, re-
vizitat in acest dosar alaturi de margina-
litatea strategica, autonomia potentiala a
limbajului artistic si explorarea dialecticii
vizibil /invizibil, il constituie potentiala recon-
figurare a sferei publice si a notiunii insesi
de publicitate. Pe de o parte, acest lucru
se reflecta in chestionarile relatiei dintre
arta, bani si spatiul public, a posibilitati-
lor de exprimare si reprezentare a colecti-
vitatii (si actiunii colective) si a modali-
tatilor in care discursul politic gestionea-
za circulatia discursului si structureaza
astfel spatiul public ca spatiu al comu-
nicarii — fara a deveni astfel arta interac-
tiva sau actiune colectiva propriu-zisa. Pe
de alta parte, ea deriva din caracterul
potential, procesual sau deseori imaginar
al proiectelor de arta conceptuala, al caror
aspect subversiv este mai curand generat
de aceasta situare n planul posibilitatii
de a exista, exprimata de timpul verbal al
viitorului perfect, mai curand decat de cel
al prezentului continuu.

Multe dintre aceste proiecte au fost
indreptate nu doar impotriva fetisizarii
obiectului artistic (asumat indeosebi de con-
ceptualismul nord-american) sau a limba-
jului politic (ca n situatia conceptualis-
mului moscovit), ci si impotriva reducerii
artei la o simpla reprezentare a unei reali-
tati date, mai curand decat la un proces
generativ si comunicational, la o serie de
strategii artistice, metodologii de cerce-
tare (a artei Tnsesi si a potentialului sau
transformational) si uneori (insa nu intot-
deauna), la inventarea unor tehnici de
rezistenta politica si a unor tehnologii de
subiectivizare alternativa. Aceste lucruri
se afla deopotriva in consonanta cu
aspectul material al unor lucrari concep-
tuale deja amintit de unii dintre autorii
cuprinsi in acest dosar (deseori aparand
drept un comentariu asupra picturalitatii,
iar mai recent, al mediului nsusi) si cu
observatiile mai generale facute de Rosa-
lind Krauss in deceniul 8 potrivit careia
arta contemporana a intrat, dupa arta
conceptuala, intr-o conditie ,post-media-
l@", hibrida, inter- si trans-mediala, iar
campul sau a fost redefinit prin interme-
diul unor opere care constau mai curand
intr-o serie de operatii realizate asupra
unor termeni culturali, decat in produce-
rea unor reprezentari finite.
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Nu Tn ultimul rand, din perspectiva
momentului cultural si istoric in care ne
aflam, consider ca interesul acestui dosar
poate rezida in modul in care noi, istoricii
de arta, producem efecte si testam rapor-
turi de putere de fiecare data cand pro-
punem asemenea naratiuni, fie ele frag-
mentare si plurale, precum si in maniera
in care gestionam politicile memoriei.
Pericolul consta chiar in maniera in care
se poate produce revizuirea canonului
global, reintroducand arta conceptuala
intr-o istorie paralela, care s-a osificat la
randul sau, producand astazi figuri patri-
arhale ale rezistentei culturale si naratiu-
ni dominante, deseori eroice si mitizate.
In fata acestui pericol, analiza tranzitiei
de la productia de artefacte culturale de
exceptie si obiecte estetice la critica
sociala si politica petrecuta in deceniile
6-8, trecand prin analiza conditiei artei, a
posibilitatilor sale de manifestare si a efi-
cientei sale (transformatoare) in campul
cultural, repusa aici in discutie, poate
deveni o noua marturie a necesitatii de a
intelege daca siin ce fel atitudinea critica
pe care a generat-o in mod implicit a fost
resorbita si recanalizata intre timp in arta
contemporana. De asemenea, ne poate
ajuta sa intelegem in ce fel constiinta
muzeala, care deja ne apasa acum, obli-
gandu-ne sa ne (re)producem constant
istoria recenta, genereaza micronaratiuni
plurale, care mai pot fi contestate inca si
chestionate.

Dincolo de criteriul nationalitatii, prezer-
vat pentru motivele strategice indicate
mai sus, textele din acest dosar au fost
organizate potrivit unor decupaje temati-
ce. S-a urmarit relatia artei conceptuale
cu performativitatea, dimensiunea criticii
institutionale (si inventarea unor institutii
si strategii de comunicare alternativa), re-
latia artei conceptuale cu mediile traditio-
nale (pictura, desenul, sculptura sau struc-
turile generative), lupta pentru autonomia
limbajului artistic in cdmpul mai larg al
culturii vizuale si explorarea sistemelor de
semnificare, precum si dimensiunea lor
uneori utopica, alteori absurda, racordata
unui angajament social subsidiar, ce a ge-
nerat in mod explicit sau implicit o critica
a aparatului birocratic de stat, a discursu-
lui ideologic oficial si a limbajului utilizat
de clasa politica dominanta.



Notes on the
Concomitant
Subversion,
Revision and
Solidifying of
an Alternative
Art Canon

Text CRISTIAN NAE

What is the use today of revisiting con-
ceptual art in a themed file, published in
Romania, more than 15 years since the
topics of its global legacy and configu-
ration have already been widely debat-
ed? Why precisely conceptual art — con-
ceptualism, to be more accurate? And
why (again) this regional geographical
cut, in a historical period when political-
economic blocs are changing once
more?

As to the first question, the intention of the present
file is not just to bring back to public attention and
thus into international circulation artists and artis-
tic projects that have been relatively largely ignored
in Romania, and even more so outside the country.
Also, it does not ambition only to concomitantly
revisit names from Poland, Croatia, the Czech
Republic, Hungary, Slovenia, Slovakia or the Soviet
Union which have earned fame in conceptual art, as
might be considered at first sight, especially as ver-
sions of some of the texts included in this file have
already been published in various academic maga-
zines, author books, collective volumes or mono-
graphs.

Of course, the intention to achieve a late re-syn-
chronizing is not lacking, and the fact that concep-
tual art in Central and Eastern Europe has been too
little analysed in Romania, with many already
canonic artist in the West being less known to the
public here, is one of the incipient motivations of
this proposal at a regional mapping of artistic con-
ceptualism. In this mapping, the preservation of a
criterion of national belonging of the artists and
projects under analysis is justified by the differ-
ences between the various cultural, economic and
social contexts which conditioned the configuration
of the artistic systems in these countries, which
fractures the apparent homogeneity of this region.

However, the more profound reasons of revisiting
conceptualism in a mapping manner, which thus
assumes some of the methodological presupposi-
tions of the geo-history of art, go beyond the mere
attempt at a historical revisionism, motivated by the
national perspective on the history of art (still
residually active). Nor do we intent to destabilize
the (Eurocentric or Westernized) canon of global art
history. Large retrospectives, such as “Global
Conceptualism: Points of Origin 1950s - 1980s”,
organized at the Queens Museum of Art in New York
in 1999, have already introduced in the agenda of
contemporary art history the thorny issue of geo-
historical comparatism, rephrasing the problem of
synchronicity, proposing to revise the unidirectional
concepts of influence and dispersion and reconcep-
tualising the relationship between the art of neo-
avant-gardes and its social context.

These theoretical issues are also reflected at a
meta-theoretical level in this brief attempt at criti-
cally revisiting common places, which therefore
assumes not only a recovering dimension, but also
a prospective one. Although the latter assertions
might seem paradoxical, our way of understanding
the past highlights significant aspects of the frame-
works in which the present generated its self-iden-
tity, instancing its blank spots, its voluntary or
involuntary omissions and the dominant discourses
which accompany the recent art history. And in this
matter, conceptualism plays a decisive role, being,
in Terry Smith’s opinion, “the most radical, avant-
garde, innovative and apparently influent art of its
time and it has kept a good part of that aura until
today.” (See "Conceptualism Before, During, and
After Conceptual Art”, in “e-flux journal”, vol. 29, no.
11, 2011).

Therefore, | think that such a revisiting is sympto-
matic for the legacy of these practices today, which
has become almost ubiquitous (to a certain extent
all contemporary art is “post-conceptual”), as well
as for the way in which the socio-political specifici-
ties of this region and its relationship to part of the
artistic neo-avant-garde can be discusses gain
through a comparative at a global level, or at least,
for the time being, on the traditional East-West axis.

The U.S. exhibition project (a landmark in the recent
history of art shows) has highlighted, on the one
hand, the limiting character of the Western canon,
and on the other hand, the inherent difficulties of an
attempt at coherently connecting and classifying
artistic practices which took place almost simultane-
ously in different and remote geographical regions,
and whose connections were not (yet) realized. In its
recovering tendency, the exhibition introduced a
series of disjunctions, classifications and even
dichotomies, based on the political and social con-
text in which conceptual art expresses itself as early
as the end of the sixth decade, by joining, for in-
stance, the art from the former Eastern bloc and of
the Soviet Union with that coming from Latin Ameri-
ca, South Korea and Chita / Taiwan / Hong Kong.

This was characterized by the organizers of the
show, Luis Camnitzer, Jane Farver and Rachel Weiss
as “existential”, a testimony to the fight for autono-

Collective Actions, Slogan, 1977. Moscow region,
Leningradskaya railway line, Firsanovka station. January
26, 1977. Photo documentation. Courtesy of the author
and Stella Art Foundation, Moscow

my and individual and collective freedom carried
with the arms of the language and communication
which are at the same time visual, gestural and tex-
tual by the artists of this region, unlike the subver-
sion with respect to the artistic system in general
and to the art market in particular, shown by the
conceptual artists coming from geographical
regions where advanced capitalism offered a cer-
tain stability. Without totally sharing this dichotomy,
its revisiting in the regional context, also proposed
in the structure of this file, is motivated by the need
to revisit a period in the history of Romanian art
(the sixties-to the eighties), when, first of all, con-
ceptual art was not defined and classified as such,
and for which there are few examples in which the
artists effectively identified with the conceptualist
tendency.

Although part of the artists we can consider con-
ceptual, discussed in this file, cultivate and at the
same time contest marginality and isolation, they
evince a subversive tendency to some of the domi-
nant ways of representation and towards certain
artistic discourses and practices unable to proble-
matize the principles, methods of research and the
language used, they difficultly belong to the already
constituted canon of American conceptual art.
However, there are also exceptions in this respect
(such as the strips by Serban Epure or some works
by lulian Mereuta discussed here, to which we might
also add others), which are yet due more to the for-
mal similitude generated by conceptual thinking,
which proposed to put an equal sign between the
textual notation (of the project) and the work of art,
thus generating a new abstract, apparently univer-
sal, language.

Placing Romanian art in a broader context does not
serve to legitimize and re-institutionalize the prac-
tice of marginalized artists, but to nuance their par-
ticularities. Focusing this file on the Central and
East European region (with an extension to the
Soviet Union) points out on the one hand, the fact
that this region was not homogeneous, generating
distinct versions of conceptual commitment at a
national level, and on the other hand, that what we
can call conceptualism today is not a new artistic
language, in a narrower sense (even though in brief,
we can say that it totally opposes formalism), but



rather an attempt as a trans-media expansion of
the artistic production, including performance ele-
ments of the popular (socialist) culture, quasi-mini-
malist composition structures, post art, architectur-
al plans and various ways of documenting and
archiving information, which permeated the neo-
avant-gardes of the sixth-eights decades, generated
by a broader need to communicate and to achieve
trans-local connectivity.

The texts selected or commissioned in this file
nuance the simplistic dichotomy between “alterna-
tive” art (where conceptual art would usually fit)
and “official” art, as well as that between politically
committed art to a broader social sense and art
committed only in the criticism of the artistic sys-
tem in a narrow sense is manifest. The relevance of
the socio-political context in the proliferation of
conceptual art in the region shows both in the need
to invent and discover alternative ways of commu-
nication, conceiving and exhibiting art, and, on the
other hand, in the constant subversion of the spe-
cific rationality of the dominating political discourse
by triggering deviations or even crises in the logic of
thought and of the specific representation of
modernity.

However, a large part of the conceptual art pro-
duced in Central and Eastern Europe (and especially
in Romania), which has rightly been associated to
the counter-culture and the Avant-garde movement,
proves to have been apolitical, just as interested
thus in configuring areas of autonomy and of free
thought like the art in North America or Germany,
for instance: also, as is clearly shown in this file, the
explicit political commitment took place at the level
of the configuration of new systems of representa-
tion and alternative languages, specific to the glob-
al countercultures from those decades and in har-
mony with the other spheres of art (literature,
music, dance or theatre).

This has nevertheless happened from the position
of an assumed and contested marginality, with
respect to which we can also understand the strate-
gy of invisibility assumed by many of the conceptual
interventions discussed here, as well as the more
general tendency of institutional criticism genera-
ted by the conceptual art of the seventh decade.
Questioning “the distribution of the sensible”, the
conceptual artists of this region often engaged in
redefining art in relationship with the social sphere
and in problematizing the areas of invisibility pro-
duced by the dominating discourse (in other words,
the artistic-political complex) and its strategies of
exclusion and reducing to silence, succeeding in
transgressing these barriers.

Although the “romantic” aspect (with references to
the texts by Boris Groys, Jorg Heiser or Sarah
Wilson) or the existential one of conceptualism can
be perceived in the practice of different artists,
such as Jifi Kovanda, Decebal Scriba or the
Collective Actions group, it does not produce a
unique determination of conceptual art in this
region, but rather expresses the same need for
inter-human communication which fuelled the
whole conceptualist program at international level,
often also comprising trans-regional aspects (some-
times officially or unofficially institutionalized, in
structures like Centro de Arte y Communication of
Buenos Aires, Artpool of Budapest, Artworkers
Coalition of the U.S.).

This leads us to the second question raised at the
beginning of this text, Regarding the terminology
used, conceptualism does not refer to a style, or to
an already crystallized and ossified artistic genre,
but rather to a series of attitudes, research preoc-
cupations and artistic practices which can take any
shape, on the one hand, by an interest granted to
the artistic language and to the power mechanisms
in which it is involved (as well as the political
effects in generates) and by a concomitant distrust
of the presumptive autonomy of visual representa-
tion, and on the other hand, by an interest in the
institutional and, implicitly, social system in which
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(or in relationship to which, often outside of which)
art is produced.

Without representing exclusively “an art of ideas”
(Wood), or a “dematerialized art” (Lippard), opposed
to the density and voluptuousness of matter (which
would be rather specific of painting or sculpture), as
it is most often represented and understood, con-
ceptualism presents itself in a protean and poly-
morphic way: it can be a tendency of analyzing art
as a semiotic system (and a concomitant under-
standing of art as a discourse), doubled by a critical
attitude towards its own means and potentialities,
and sometimes accompanied by a hypersensitivity
towards the projective aspect of imagination, yet it
also encompasses a strategic return to the forms of
communication which exceed the traditional artistic
language, backed by a critique of formalism. In its
various expressions (political, romantic, analytical
or neo-materialist), conceptualism has aesthetically
cultivated both the Duchampian indifference to
beauty, the aseptic, impersonal aspect of the
“work,” backed by the presumptive objectivity of the
document and the archive, and the sublime, incal-
culable and the absurd, suggested by the propensi-
ty for testing the limits of representation.

Indeed, conceptualism privileges the mental exis-
tence of art, yet, it can consider it as a utopian,
social project as a generative structure, a (closed or
open) micro-system or as an interactive process.
The conceptualism of Central and Eastern Europe
can be associated to the attitude and activities of
Fluxus, just as it can be connected to the perform-
ing manifestation (mainly when the activity lacks
the immediate audience and when it is only reco-
vered through the agency of its photographic recor-
ding, accompanied by comments or by its written
script); it can be assumed as an existential commit-
ment manifested through corporality when it tests
the limits of the visible or can only exist as a docu-
ment which can be archived. In a nutshell, concep-
tualism designated a ( self-critical and anti-formal-
istic ) tendency. In all these occurrences, the term
refers to a practice, rather than to a finite product,
it denotes a series of operations on the systems of
representation and of transformations at the level
of the technologies of subjectivizing, rather than as
an autonomous system of representation.

Being capable of the most various materializations
(due to the accent on information condensed in a
potentiality to the detriment of its actualizing in an
object), and encapsulating multiple forms of inter-
human networking and communication (such as the
micro-script, the epistle - the case of mail art), as
well as systems of dissemination of information of
the most various kinds - such as the bureaucratic
system, the stamps and specific stamps for the
postal system, the conceptual art from the Central
and East European area has both questioned the
existing systems of cultural distribution and pro-
duction, the habits of reception (stuck in a contem-
plating process) and the expectations regarding the
aesthetic experience of the public.

As such, | would say that another key element of
regional conceptualism, revisited in this file, togeth-
er with strategic marginality, the potential autono-
my of the artistic language and the exploration of
the visible/invisible dialectics, is given by the
potential reconfiguration of the public sphere and
of the notion of publicity itself. On the one hand,
this reflects in the questionings of the relationship
between art, money and the public space, of the
possibilities of expressing and representing the col-
lective (and the collective action) and of the ways in
which the political discourse manages the circula-
tion of the discourse and thus structures the public
space as a space of communication - without thus
becoming an inter-active art or collective action
proper.

On the other hand, it derives from the potential,
process-like, or often imaginary character of the
projects of conceptual art, whose subversive aspect
is rather generated by this situation in the plane of
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the possibility of existing, expressed by the future
perfect verbal time, rather than by the present con-
tinuous. Many of these projects were aimed against
not only the fetishization of the artistic object
(assumed especially by the North American concep-
tualism), or of the political language (as in the situ-
ation of the Moscow conceptualism), but also
against the reduction of art to a mere representa-
tion of a given reality, rather than a generating and
communication process, to a series of artistic
strategies, research methodologies (of art itself and
of its transformational potential) and sometimes
(but not always) to inventing techniques of political
resistance or technologies of alternative subjec-
tivization.

These things are equally consonant with the materi-
al aspect of conceptual works already reminded by
some of the authors included in this file (often
appearing as a comment on the picturality and
more recently, on the medium itself), and with the
more general observations made by Rosalind
Krauss during the eighties, according to whom con-
temporary art has entered, after conceptual art, a
“post-medial,” hybrid, inter- and trans-medial con-
dition, and its field has been redefined through the
intermediary of works which consisted more often
than not, in a series of operations made on certain
cultural terms, rather than in the production of
finite representations.

Last but not least, from the perspective of the pre-
sent cultural and historic moment, | think that the
interest of this file might derive from the way in
which we, art historians, produce effects and put to
the test relationships of power every time we pro-
pose such narratives, be they fragmentary and plu-
ral, as well as in the way in which we manage the
policies of memory. The danger lies in the very way
in which we might produce the revision of the global
cannon, reintroducing conceptual art in a parallel
history, which has become ossified in its turn, and
by producing today patriarchal figures of the cultur-
al resistance and of the dominating, often heroic
and mythifying, narrative.

In the face of this peril, the analysis of the transi-
tion from the production of exceptional cultural
artifacts and of aesthetic objects to the social and
political criticism of the sixties to the eighties,
passing through the analysis of the condition of art,
of its possibilities of manifestation and of its )
transforming efficiency in the cultural field, which is
put back into discussion here, can become a new
testimony to the need to understand whether and
in what way the critical attitude which conceptual-
ism has implicitly generated has been meanwhile
absorbed and re-channeled in contemporary art.
Also, it might help us understand the extent to
which the museum consciousness which already
weighs heavy upon us now, compelling us to con-
stantly (re)produce our recent history, generates
plural micro-narratives which can be still contested
and questioned.

Beyond the nationality criterion, preserved for the
strategic reasons indicated above, the texts in this
file have been organized according to thematic
groupings. We have followed the relationship
between performance character, the dimension of
institutional criticism (and the invention of institu-
tions and strategies of alternative communication),
the relationship of conceptual art with the tradi-
tional media (painting, drawing, sculpture or the
generative structures), the fight for the autonomy
of the artistic language in the wider field of visual
culture and the exploration of the signifying
systems, as well as its sometimes utopian, other
times absurd, dimension, attached to a subsidiary
social commitment, which has explicitly or implicitly
generated a criticism of the state bureaucratic
apparatus, of the official ideological discourse and
of the language used by the dominating political
class.



Conceptualismul hibrid
n arta romaneasca

B Text
ALEXANDRA TITU

O formulare sintetica a lui Sol
LeWitt din 1968’, semnaleaza inde-
pendenta ideii ca ,opera de arta”
fata de materializarea ei. Artistul
american prezintd esenta uneia
dintre cele mai restrictive directii
ale artei contemporane, ce debu-
teaza in contextul reevaluarilor
mostenirii dilematice a deja post-
avangardei si neoavangardei, arta
conceptuala. Aceasta directie dez-
volta din nou semnificatiile puse
in joc de avangarda istoricd, de
provocarile duchampiene.
JAntiarta”, ,Anarta” propun ca
proiect desolidarizarea de toate
reperele definitorii ale actului
artistic producdtor de semnifi-
catie (pldcere senzoriald, impli-
care afectiva, expresivitate, anver-
gura conotativad). Dincolo de aces-
te exigente, Duchamp padstreaza
insa o relatie directa cu autori-
tatea realitatii, prin tehnica
ready-made, prin preluarea bruta
de elemente de context de civiliza-
tie deja elaborate.

Horia Bernea, Obiect intens colorat, 1969, 130 x 80 cm. Colectia MNAC. Foto: Gabriela Pana

9



Pe cat de transanta ca precizare a rupturii
de investitia si tehnicile de limbaj, dez-
voltate de-a lungul istoriei artei euro-
pene, sunt teoria si practicile frecventarii
realitatii formulate de Duchamp, pe atat
de ambigue sunt limitele dintre rezultatul
produs - obiect sau antiobiect, anobiect,
anti- sau anarta si campul realitatii
,apropriate” insesi. Aceasta ambiguitate
este intentionatd, nediferentierea faptu-
lui de arta fata de faptul obscur, fara sem-
nificatie culturala, fiind unul dintre scop-
urile derivate din programul fracturarii
dintre sistemele semiologice si nucleul
sensului mediat de jocul semnificatiilor.

Pe fondul acestei permeabilizari a grani-
telor dintre fenomenul omologat drept
arta si realitatea de mult absorbita civi-
lizatiei si sustrasa naturalitatii, curentele
ce debuteaza in a doua jumatate a dece-
niului 7, renegociind chiar conditia reali-
tatii la limita si in limitele artei si, cel mai
acut, conditia termenului din ce in ce mai
problematizat, subminat si extrateritoria-
lizat de ,arta”, se grupeaza pe doua coor-
donate radical opozitive, dar inevitabil
convergente si reciproc integrative. La fel
de ferm teoretizate se impun directia pu-
rista, reductibila la enuntul ideatic, cat si
cea ancorata pana la nediferentiere in
concretul obiectual, contextual, eveni-
mential. Tn ambele situatii, discursul se
impune ca atitudine, preluand tropismul
pentru ideologic al avangardelor. in ambe-
le situatii, demersul reprezentarii, ca si
strategiile ei traditionale sunt abandonate.
Tn 1971, in textele dedicate conceptualis-
mului in catalogul Bienalei Tineretului de
la Paris, atat Alfred Pacquement? cat si
Catherine Millet® sintetizeaza diversitatea
modalitatilor de raportare a realitatii la
conditia unei artisticitati imprecise si
retoric ambigue ca integrate, unui camp
teoretic si definindu-se in limitele acestu-
ia. In cadrul acestei bienale, artistul
roman Horia Bernea este distins cu pre-
miul pentru arta conceptuala ,Francois
Sthali”. El participase cu unul dintre jur-
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nalele sale cuprinzand notatii, reflexii,
meditatii si desene, obiect-proiect mai
complex, dar mai putin elaborat ca opera
de arta.

Tn punctul disponibilitatii spre materi-
alizare se contureaza distanta fata de
conceptualismul consecvent, in refuzul
transpunerii intr-o imagine cu conditia
traditionala de opera artistica, act
esential diferit de coniventa cu un con-
cret decupat si apropriat din realitate,
fara a fi transpus metaforic. Anii 70 sunt
pentru Bernea perioada unei disponibil-
itati maxime, cand experimenteaza
citarea elementelor textuale din mediul
industrial, in ciclul Grafice de productie, a
unor exercitii cromatice libere si a unor
obiecte ludic conceptuale - Haltera pen-
tru umar, Zmee (care mai tarziu, in alt con-
text creativ, devin Prapori). Dar, simultan
cu exercitiile obiectuale, inaugureaza
ciclul Deal, la randul sau cu un puternic
fond conceptual, care gestioneaza seriali-
tatea si regimul comparatist la nivelul
modurilor de figurare, al mediumului, dar
si optiunea stilistica asupra genului, toate
apartin celei mai traditionale conditii a
reprezentarii picturale. Schite si caiete de
notatii, experimente fotografice, texte,
note de idei si comentarii teoretice men-
tin relatia artistului cu conceptualismul,
dar ciclurile de pictura nu negociaza con-
ditia complex metaforica si mimetica.

O noua raportare la peisaj, cum o propu-
ne Bernea, ca reflectie asupra perceptiei
si, mai tarziu, ca deschidere metafizica,
recuperarea complexitatii experientei
existentiale, filtrate conceptual, cum le
practica Paul Neagu, explorarea traditiilor
rurale si ale avangardei istorice prin grila
neoavangardelor, practicata de Mihai
Olos, George Apostu, lon Bitzan, Ilie Pavel,
Ana Lupas, Mircea Spataru, aderenta
grupului timisorean 111, devenit Sigma, la
neoconstructivism si la practicile land
artei si ale artei performative sau la ex-
presionismul abstract, prin Romul Nutiu,
produc, pe suportul conceptualist, o re-
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conversie ideologica la nivelul artei, intr-o
simbioza latent conflictuala cu versiunile
conformiste sau neutre ideologic.
Prezent la aceeasi editie (1971) a Bienalei
pariziene, dominata de conceptualism (cu
proiectul performativ axat pe comunicare
prin text si dialog cu publicul, Ploi orizon-
tale), Paul Neagu este un caz concludent
pentru raportul flexibil dintre artistii
romani, foarte atenti la aspectul teoretic
al traseelor de evolutie ale artei momen-
tului, si conditia fundamental metaforica
a artei prezervate de traditia europeana
pana la revolutia primei avangarde.
Creatia sa se deruleaza pe mai multe coor-
donate, de la ciclul de desene Antropo-
cosmos, finalizate printr-un obiect efe-
mer, la seria performativa de relationare
senzoriala cu lumea concreta, tactila,
ingestiva (Blind bite, Cake man), kinetica
(seria Jump). Deja aceste exercitii perfor-
mative se refera la solutii si situatii ale
istoriei recente, prelungite in prezentul
complezent al anilor 70, ca arta manjabi-
la si gestualismul, care nu mai genereaza
in cazul sau o pictura-actiune, ci un dis-
curs spatial, o tridimensionalitate fulgu-
ranta, o sculptura / arhitectura actiune.
Tn aceasta perioada fecunda pentru arta
romaneasca, ce isi regasea vocatia euro-
peana, Mihai Olos aplica un program con-
ceptualist foarte liber resurselor patrimo-
niale ale artei populare / folclorului si
realitatii sociale a timpului. Intr-o prima
etapa, prelucreaza in cheie neoconstruc-
tivista elementul decorativ cu functie
apotropaic-ludica a fusului cu zdrangane,
intr-o serie de picturi, desene, proiecte
urbanistice si obiecte sculpturale. O astfel
de sculptura devine subiectul ciclului
performativ O statuie umbla prin Europa.
Actiunile Anei Lupas din aceeasi perioada,
dar si mai recente, interferand cu lucrarile
de tapiserie, la randul lor experimentale
in majoritate, au acelasi statut complex
de dominanta conceptuala, dar fara a
renunta, in majoritatea situatiilor la o-
biect, fie ca este vorba de cununile vege-



lon Bitzan, Harta continentelor, 1996-1997, tehnica mixta pe hartie, 197 x 338 cm. Colectia MNAC. Foto: Gabriela Pana

tale legate de sarbatorile solstitiale
agrare, fie de panzele Instalatiilor umede,
repetate Tn momente diferite.

Unul dintre cazurile cele mai complexe
ale deceniilor 7-8 este Stefan Bertalan,
care traverseaza etapa neoconstructivista
cu grupul 111, pentru a deveni teoreti-
cianul grupului SIGMA, cu amplul sau pro-
gram care combina actiunile de land art,
explorarile corporalitatii obiectualizate,
contextul cotidian urban si posibilitatile
mediumurilor analogice, fotografia si fil-
mul experimental, procedee specifice di-
rectiei nonmetaforic realiste ale binarului
curent. Grupul SIGMA, Tn ansamblul sau,
pune in practica programele conceptualiste.
Dintre actiunile realizate de Bertalan, re-
tinem doua, cele mai concludente pentru
relatia cu universul material, in sensul trans-
formarii ,obiectelor” vii, plantelor-parte-
ner in opere de arta. Aceste ,actiuni de
observatie” sunt cele legate de convie-
tuirea-studiu cu doua plante, o floarea
soarelui si o conopida, carora le urma-
reste procesul vegetativ si disparitia /

descompunerea treptata, intocmind har-
tile, diagramele acestor procese pe care
le reprezinta in desen si fotografie.
Dincolo de interesul experimental, aceste
naratii vizuale sunt expresia unei par-
ticipari subiective de un lirism profund si
de o subtila conditie metaforica. Studiul
dedicat cartofului atinge un dramatic
nivel metafizic.

Un filon conceptualist este prezent si in
extrem de complexa creatie a lui lon
Bitzan, care parcurge si, mai ales, inter-
preteaza posibilitatile realismului mai
nuantat si refuzand cu subtilitate sau
direct aspiratia simbolica sau doar para-
digmatica a acestei directii prea compro-
mise ideologic pentru a deveni o plauzi-
bila ideologie estetica, obiectualismul
neoavangardist, si exploateaza la fel de
interogativ, de ludic si de nedogmatic
conceptualismul, care il conduce la ampla
creatie legata de universul caligrafiei non-
textuale, textului, cartii, hartilor, bibliote-
cii. Cele doua regimuri de tratare a textu-
lui (desen sau scriiturd) contrapun igno-

rarea si importanta acordata scrierii ca
instrument de inventariere / transcriere a
realitatii.

Una dintre cele mai spectaculoase atitu-
dini conceptualist-ludice si protestatare
apartine lui Andrei Cadere, afirmat dupa
emigrarea la Paris prin actiuni-fronda,
care combina producerea de obiecte min-
imaliste si expunerea lor frauduloasa la
vernisarea unor expozitii. El atinge apo-
geul jocului provocator cu principiile par-
ticiparii la proiecte si in galerii, ale relati-
ilor dintre artist si rigorile societatii de
consum (asa cum Tnaintea emigrarii se
raportase la societatea totalitaristd), cand
raspunde parodic invitatiei de a participa
la Dokumenta Kassel in 1977. in aceasta
etapa, conceptualismul se integreaza
firesc ca program al unei libertati fata de
dogmatismele programatice, ceea ce ge-
nereaza accentuarea artisticitatii obiec-
tului produs contrar exigentelor acestei
directii binare, spiritul ludic si convietui-
rea noilor principii cu experienta creativa
traditionala.



Wanda Mihuleac, Proiect pentru ploaie artificiald, 70 x 100 cm. Colectia MNAC. Foto: Gabriela Pana

Cu aceeasi libertate sustinuta de suportul
teoretic responsabil pentru creatii com-
plexe, se configureaza aportul generatiei
imediat emergente a Getei Bratescu, a
Wandei Mihuleac, a lui lon Grigorescu.
Aportul acestei generatii, careia trebuie
sa i includem ca pe purtatorul de cuvant
si teoreticianul conceptualismului, pe
criticul de arta Mihai Driscu, se impune
printr-o coerenta de program sustinuta
de prestatii diferite, de la respectarea
riguroasa a normelor conceptualismului,
in cazul Wandei Mihuleac, a carei relatie
cu fragmentele de realitate sunt critic
apropriative, atat in cazul elementelor de
natura in discursul ecologist, cat si al
imaginilor corpului uman strain sau pro-
priu, de text sau imagine reintegrate unui
nou context ce le vectorizeaza mesajul, il
comenteaza, la interesul acut pentru rea-
litate, surprinsa de obiectivul fotografic si
mixata, interpretata sau substituita de un
lapidar comentariu imagistic / textual la
loan Grigorescu, preocupat de degajarea
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sensului mitic al factologiei cotidiene, si
la autoexplorarea propriului subiect, de la
portret expus, machiat, acoperit, identifi-
cat cu spatiul, devenit, la randul sau, un
autoportret, in cazul Getei Bratescu. Fie ca
practica tehnici performative, al caror
continut referential este dens cultural, fie
ca produc imagine pe suporturi specifice
fiecaruia dintre ei, fie ca apeleaza direct
sau prin intermediari la, pe-atunci, noile
media, prestatia lor are acel caracter hi-
brid, nuantat si legat de obiecte elaborate
tipic pentru arta romaneasca.

In 1981, expozitia Scrierea confirma
atractia pe care conceptualismul n
relatia cu textul si, mai ales, cu scriitura o
exercita asupra artistilor romani, atractie
pe care trebuie sa o intelegem dincolo de
0 obsesiva raportare la ideologia domi-
nanta. Mai devreme sau mai tarziu, in
creatia lor, artistii conceptualismului
romanesc devin interesati de textualism,
de scriere, fie ca este, ca in cazul lui
Bitzan si al Doinei Simionescu, o pseudo-

scriere, fie ca este vehiculul unor mesaje
complexe, de la gravitatea filozofic-poet-
ica a textelor integrate compozitiilor
(desene, picturd, instalatie) lui Alexandru
Chira, tapiseriilor si cartilor-obiect ale
Serbanei Dragoescu, ale carei relatii cu
conceptualismul de granita sunt mult mai
complexe, legate de solutii scenografice,
instalatie si ambient, jocurilor ironic-
poetice ale lui Nicolae Onucsan sau
explorarii / exploatarii argourilor margi-
nale ale lui Romelo Pervolovici sau
Gheorghe Rasovszky. Textul devine in
doua etape important pentru Marilena
Preda Sanc, mai intai cand realizeaza seria
cartilor-obiect si, recent, in compozitiile
dedicate textelor mobilizatoare ale poli-
ticilor feministe, ecologiste si culturale.

Revenind la un parcurs relativ cronologic,
odata cu ,generatia ‘80", pentru a prelua
o definire din limbajul criticii literare,
conceptualismul intra intr-o faza tarzie,
inca autoritara, cu programul sau teoretic
care legitimeaza o pluralitate de solutii si



surse referentiale, intre care chiar creati-
ile din arealul sau de Tnceput. Traseul sau
deja dispersiv si, in acelasi timp, integra-
tor, disponibil oricarui angajament, inter-
secteaza tematologia politica si sociala,
care se impune ca o urgenta, ocupand in
deceniul urmator prim-planul, suprapus,
metisat cu alte curente diferite ca program,
dar coerente ca intentionalitate - cel mai
reprezentativ fiind realismul, hibridare
deja intalnita la lon Grigorescu. Desi pre-
ocupat chiar in anii '90 de experimentul
asupra suprafetei pictate, loan Augustin
Pop recupereaza, in anii urmatori, con-
ceptualismul si realismul. Tntr-o suita de
cicluri acut critice, de un retorism simbol-
ic / metaforic, ataca declinul economic si
social. Teodor Graur, cu abordarile sale
ironice, ce se refera aluziv la situatii ca
tentativele de evadare din spatiul autoh-
ton inchis si apoi la obiectele si semnele
simbolice ale socialismului, ale mitizarii
autohtoniei, interferente cu seriile de per-
formance-uri cu tinta sociala si cu recen-
tul design ironic. Binaritatea preocuparilor
pentru traseele conceptualist sociale si
pictura traditionala amprenteaza creatia
Marilenei Preda Sanc, cu primele semnale
de feminism autoreferential, dezvoltan-
du--si potentialul politic-social in obiecte
si videofilme, alaturi de pictura expresio-
nist abstracta.

Hibridarile conceptualismului cu forme de
comportament artistic traditionale ras-
pund eclectismului stilistic si mediatic al
epocii, sub presiunea recuperarii unor
ratate Tnscrieri in prezentul istoric euro-
pean. Dan Perjovschi, din aceeasi genera-
tie, denunta impuritatea optiunii concep-
tualiste, persistenta dependentei de
prezenta si consistenta obiectului cu
prestanta nu doar materiala, ci si artistica.
Aportul unor artisti ce vin imediat din
urma, prezenti la finele deceniului 9 -
Calin Dan, activ mai ales prin aportul de
critic lider de opinie, losif Kiraly, Dan
Mihaltianu (reuniti la nceputul deceniu-
lui 10 ca grupul subReal) sau Nicolae
Onucsan, care abordeaza tematicile grave
cu o ironie provocata de conformisme,
inertii interpretative, automatisme, sustin
acest program de reasumare a unui con-
ceptualism deja asumat la timpul emer-

gentei sale, dar care, odata cu batalia
pentru integrarea instrumentalista a
videoartei si pentru mediumurile ambien-
tal-performative, impun acest proiect
recuperator ca pe o ideologie legitima-
toare. Programe retrospective sau ac-
tuale, persistenta tendintelor prospective,
interventii in contextul spatial semnifica-
tiv social si revizuirea / revizitarea tipolo-
giilor de realism definesc, in aceeasi
masura, prestatia artistilor acestor gene-
ratii compactate de acceleratia timpului
istoric - radical contemporan si obsedat
de apartenenta la o contemporaneitate
din ce in ce mai restrictiva.

Debutul unuia dintre cei mai ingeniosi,
imaginativi si degajati ca atitudine si opti-
une mediatica, dintre tinerii artisti, Mircea
Cantor, este legat de fotografie, evoluand
spre instalatia ambient-actiune, cu fond
conceptual grav, deseori in cheie ludica,
cu teme provocatoare, in unele cazuri
citand, in perspectiva postproductiei,
teme clasice ale postmodernismului.
Matei Bejenaru debuteaza solicitat de la
inceput de destinul clasei muncitoare in
disolutie, a emigrantilor si riscurilor dra-
matice sau banale ale existentei lor pre-
care, dar si de exercitiul in arealul textului
ca discurs citat, ca apropriere a discursu-
rilor de factura Kosuth, pentru a atinge
comentariul analitic al unei realitati natu-
rale, lecturata vizual si conceptual poetic,
asociind fotografia, filmul si poezia. De la
Afumatoarele anilor '90, la filmele de ati-
tudine ca Maersi Dubbai si reabilitarea
artistica a unui fost cartier muncitoresc,
de la investigarile cuvantului sonor la
lirismul poeziei vizuale, traseul sau este
foarte coerent, legat fara rigiditate de
predicatia conceptualista. Pe acelasi te-
ren al explorarii cuvantului, dar ca expe-
rienta a confruntarii aleatorului / hazar-
dului cu ordinea inevitabila, evolueaza
Marius Jurca, operand la confluenta din-
tre grafica manuala si dinamismul spatiu-
lui cvadridimensional digital.

Pe acest fond, conceptualist tardiv,
deschis pluralitatii mostenirilor recente si
referintelor aleatorii din depozitul culturii
universale, in contextul unor oscilatii de
la conformismul fata de noile ideologii
care traverseaza si bantuie universul

Paul Neagu, Gradually Going Tornado, 1977, tus si
acuarela pe hartie, 29,5 x 22,5 cm. Colectia MNAC.
Foto: Gabriela Pana

politic global, la suspiciunea fata de noile
tendinte de dogmatizare ale ideologiilor
ce subintind conflictele majore ale actu-
alitatii si refugiul in confruntarea libera
fata de vechile totalitarisme, artistii ge-
neratiilor lansate Tn ultimul deceniu, ca si
artistii care au traversat o mai lunga sau
mai scurta etapa a trecutului recent isi
asuma atitudini polemice, raspund unor
provocari curatoriale sau pur estetice,
sociale, tehnologice, fara restrictii si
fidelitati care sunt, in general, ale unei
directii sau ale unui curent nou.

Remarcabile prin capacitatea de selectie
a mediumului si versiunii stilistice adec-
vate tematicilor care 1i provoaca, sau
familiare autorului, proiectele sau lucra-
rile lui Sorin Oncu, Cosmin Haias, Mitos
Micleusanu, Elena Copuzeanu legitimeaza
cativa dintre artistii care practica aceasta
forma hibrida, deschisa ideologiilor este-
tice si extraestetice ale acestei contempo-
raneitati mai curand hermeneutice, re-
flexive si indatorate inovatiei secolului XX.

1. Publicata in ,Paragraphs on Conceptual Art”, in ,Artforum”,
vol. 5, aprilie 1967.

2. V. Art conceptuel: Praticque et théorie, Septiéme Biennale
de Paris, 1971, Paris, pp. 32-37.

3. V. “Utilisation du langage dans l'art conceptuel”, op. cit,,
pp. 37-43.



Hybrid Conceptualism in Romanian Art

Text ALEXANDRA TITU

A synthetic expression by Sol LeWitt
dating from 1968, points out the inde-
pendence of thought as a “work of art,”
as opposed to its materialization. The
American artist exhibits the essence of
one of the most restrictive directions of
contemporary art, which has its debut
against the background of the re-
assessment of the dilemmatic legacy of
what already is post-avant-garde and
neo-avant-garde, namely conceptual art.
This direction develops once again the
meanings put forward by the historical
avant-garde, by Duchamp’s provoca-

” u

tions. “Anti-art”, “Anart” propose a
departure from all the defining land-
marks of the meaning-producing artistic
act (sensory pleasure, emotional
involvement, expressiveness, connota-
tive scope. Beyond these exigencies,
Duchamp however preserves a direct
relationship with the authority of reality,
via the ready-made technique, by an
unprocessed take-over of already devel-
oped contextual civilization elements.

As radical - in terms of underlying the break-away
from the investment and language techniques - the
theories and practices of visiting the reality
described by Duchamp appear to be, as ambiguous
are the limits between the output - object or anti-
object, anobject, anti or anart and the field of the
Lappropriated” reality itself. This ambiguity is inten-
tional and a non-differentiation of the art fact from
the obscure fact, devoid of cultural significance, and
it is one of the derived aims in the fracturing pro-
gram between the semiological systems and the
core of the meaning mediated by the game of signi-
fications.

Against the background of this permeation of the
border lines between the phenomenon sanctioned
as art and the long-absorbed-into-civilization as
well as extracted-from-nature reality, the currents
that emerge in the second half of the seventh
decade, while re-negotiating the very condition of
reality at the boundary and within the boundaries
of art, and most acutely, the condition of the more
and more problematized, undermined and extra-
territorialized concept of “art”, group themselves
along two different and radically opposable but
inevitably convergent and mutually integrative
coordinates. As firmly theorized should be the
purist direction, reducible to the ideatic statement,
and the direction anchored up until non-differentia-
tion in the objectual, contextual, evential concrete
sphere. In both situations, the discourse imposes
itself as an attitude, while taking over the tropism
for ideology of avant-gardes. In both situations, the
approach of representation and its traditional
strategies are abandoned.

Back in 1971, in the texts devoted to conceptualism
in the catalogue of the Paris Youth Biennial, both
Alfred Pacquement? and Catherine Millet® make a
synthesis of a diversity of ways of placing reality
against the condition of an undefined and rhetori-
cally ambiguous artisticity, as integrated into a the-
oretical field and defining itself within its bound-
aries.
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Paul Neagu, Fusion I, Fusion II, undated, steel / nedatat, otel sudat, 183 x 183 x 11 cm. Collection MNAC.

Photo: Gabriela Pana

On the occasion of that biennial, Romanian artist
Horia Bernea is given the Francois Sthali award for
conceptual art. Bernea had joined in with one of his
journals containing notations, reflections, intro-
spections and drawings, a more complex project-
object but less developed as a work of art. At the
point of openness towards materialization, what
becomes noticeable is the distance from consistent
conceptualism by a denial of the transposition into
an image with the traditional condition of work of
art, an act which is essentially different from the
connivance with a concrete cut out from and appro-
priated from reality, with no metaphorical transpo-
sition. The seventies are for Bernea a period of
utmost openness when he experiments the quota-
tion of textual elements from the industrial envi-
ronment, in his cycle Production graphs, of free
chromatic exercises and conceptual ludic objects -
Weightlift for the shoulder, Kites (which later
become, in a different creative context, Prapori).
But, at the same time with the objectual exercises,
Bernea debuts his Hillside series, equally marked by
a strong conceptual foundation., that manages the
seriality of the comparatist regime at the level of
the figuration modes, of the medium, but also the
stylistic option on the genre as well, which belong
to the most traditional condition of the pictorial
representation. Various sketches, notebooks, photo-
graphic experiments, texts, thoughts and theoretical
commentaries maintain the relationship of the
artist with conceptualism, but the painting cycles
do not negotiate the complex metaphorical and
mimetic condition.

A new referencing to the landscape, as proposed by
Bernea, as a reflection on perception and, later on,
as a metaphysical aperture, the recovery of the
complexity of the conceptually filtered existential
experience, as exercised by Paul Neagu, the explo-
ration of the rural traditions and historical avant-
garde through the grid of neo-avant-gardes, as
exercised by Mihai Olos, George Apostu, lon Bitzan,
Ilie Pavel, Ana Lupas, Mircea Spataru, the adherence
of the Timisoara group 1.1.1, re-named Sigma, to
neo-constructivism and land and performance art
practices, or to abstract expressionism through
Romul Nutiu, generate, on a conceptualistic sup-
port, an ideological reconversion of art in a symbio-
sis which is latently clashing with the conformist or
ideologically neutral versions.

Attending the same edition (1971) of the Paris
Biennial, dominated by conceptualism (with a
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performative project focusing on communication via
text and dialogue with the audience, Horizontal
Rainfall), Paul Neagu is a self-evident case of flexi-
ble relation between the Romanian artists who are
very keen about the theoretical aspect of the lines
of development of current art, and the fundamen-
tally metaphorical condition of art as preserved by
the European tradition up until the revolution of the
first avant-garde. His creation runs along several
coordinates, from the series of drawings titled
Antropocosmos, completed by an ephemeral object,
to the performative series that establishes a senso-
ry relation with the concrete world - whether tac-
tile, ingestive (Blind bite, Cake man), or kinetic (the
Jump series). Yet, such performative exercises refer
to solutions and situations of recent history,
extended into the complaisant days of the '70s, as a
manageable art and gestualism, which, in his case,
does not generate an action-picture, but a spatial
discourse, a flashing tri-dimensionality, an action-
sculpture / architecture.

In those fecund days for a Romanian art that recov-
ered its European vocation, Mihai Olos applied
quite a free conceptualistic program to the heritage
resources of folk art and social reality of the day. In
a fist stage, Olos processes in a neo-constructivistic
key the decor element with an apotropaic-ludic
function of the jingle-spindle, in a series of paint-
ings, drawings, urban projects and sculptural
objects. Such a sculpture becomes the subject mat-
ter of the A statue wanders about Europe performa-
tive cycle. The actions of Ana Lupas from the same
period, but also more recent ones, interfering with
the tapestry works, the majority of which are experi-
mental themselves, have the same conceptually
dominant complex status, but without abandoning
the object in most cases, whether vegetal garlands
relating to agrarian solstice celebrations or Wet
Installations canvases which are repeated at differ-
ent points in time.

One of the most complex cases of the seventh /
eighth decade is Stefan Bertalan, who crosses the
neo-constructivistic stage alongside the 1.1.1. Group,
to grow into the theorist of the SIGMA group, with
his far-reaching program that combines the land art
actions, explorations of the objectualized corporeal-
ity, the everyday urban context and the possibilities
of the analogical, photography and experimental
film which are as many procedures specific of the
realistic non-metaphorical direction of the current
binary. The SIGMA Group - as a whole - puts into



practice various conceptualistic programs. Of all
Birtalan's actions, the most noteworthy as to the
relationship with the material universe, in the sense
of transforming living “objects”, partner-plants into
works of art. These “observation actions” relate to
the study-cohabitation with two plants, a sunflower
and a cauliflower where he observes their vegeta-
tive process and their gradual disappearance/
decomposition while mapping and charting such
processes which he represents in his drawings and
photographs. Beyond the experimental investment,
such visual narratives are the expression of a
subjective participation of a profound lyricism and
subtle metaphorical condition. The potato study
reaches a dramatic metaphysical depth.

A conceptualistic vein is also noticeable in the
very complex work of lon Bitzan who traverses but
especially interprets the possibilities of a more
nuanced realism while denying with subtlety or
directly the symbolic or only paradigmatic aspira-
tion of this direction which is too compromised
ideologically to become a credible aesthetic ideo-
logy, neo-avant-garde objectualism and exploits
conceptualism in an as interrogative, ludic and
non-dogmatic manner, moving towards the
far-reaching creation that relates to non-textual
calligraphy, text, book, maps, library.

The two manners of treating the text (drawing or
writing) counter pose the ignoring and importance
attached to the writing as an inventory / transcript
tool for reality.

One of the most spectacular conceptualistic-ludic
and protest attitudes goes to Andrei Cadere, who
gained notoriety due to his rebellious actions after
he immigrated to Paris. Cadere combines the pro-
duction of minimalistic objects and their fraudulent
display at various exhibitions. He reaches the cli-
max of the provoking game with the principles of
the participation in projects and galleries, and rela-
tionships between the artist and the norms of the
consumption society (just like he had addressed the
totalitarian society prior to his emigration), when he
answers is parodically to the invitation to partici-
pate in the Dokumenta Kassel (in 1977). At this par-
ticular stage, conceptualism integrates itself natu-
rally as a program of a freedom towards program-
matic dogmatisms, which generates an accentuation
of the artisticity of the object manufactured con-
trary to the exigencies of this binary direction, the
ludic spirit and the cohabitation of the new princi-
ples with the traditional creative experience.

The same freedom backed by the theoretical sup-
port that accounts for complex creations is notice-
able in the contribution of the immediately emerg-
ing generation of Geta Bratescu, Wanda Mihuleac,
lon Grigorescu. The contribution of that generation
that should also include the spokesperson and the-
orist of conceptualism, art critic Mihai Driscu,
asserts itself by a program coherence with different
performances, from the rigorous observance of the
norms of conceptualism, in the case of Wanda
Mihuleac whose relationship with the snippets of
reality is appropriative in a critical manner, for both
the elements of nature in the ecological speech and
the images of the human body, whether her own or
someone else’s, of a text or image that is re-inte-
grated into a new context with the role of a vector
and commentator for the message, to the keen
interest in the reality immortalized by the photo
camera and mixed, interpreted or substituted by a
succinct imagistic/textual commentary with lon
Grigorescu who attempts to derive the mythical
sense of the everyday factology, and to the self-
exploration of his own subject, from an exhibited,
made-over, covered portrait which identifies itself
with the space that becomes a self-portrait, in the
case of Geta Bratescu. Whether they employ perfor-
mative techniques with a culturally thick referential
content, or they produce images on supports that
are specific of each of them, whether they turn,
directly or through intermediaries, to the then novel
media, their creation has that hybrid, nuanced
nature that is linked to the objects developed typi-
cally for the Romanian art.

In 1981, the “Scrierea” exhibition confirms the
attraction that conceptualism, in its relationship
with the text and especially the writing, exercises on
the Romanian artists, an attraction we need to
understand beyond an obsessive referential to the
dominant ideology. Sooner or later, in their cre-
ation, the artists of the Romanian conceptualism
become interested in textualism, writing, whether it
is pseudo-writing like in the case of Bitzan and
Doina Simionescu, or it is the vehicle for complex
messages, from the philosophical-poetic gravity of
texts integrated into compositions (drawings, paint-
ing, installation) of Alexandru Chira, tapestries and
object books of Serbana Dragoescu whose relations
with border conceptualism are much more complex,
suggesting stage setting solutions, installation and
ambient, the sarcastic-poetic games of Nicolae
Onucsan, or the exploration / exploitation of the
marginal lexicons of Romelo Pervolovici or
Gheorghe Rasovszky. The text becomes important in
two stages for Marilena Preda Sanc, first when she
achieves the object-book series and, recently, in the
compositions devoted to the mobilizing texts of the
feminist, ecological, cultural policies.

Coming back to a relatively chronological roadmap,
with the ,generation of the '80s” in order to take
over a definition of the language of the literary crit-
ic, conceptualism enters a late stage, still holding a
strong grip of its theoretical program that legit-
imizes a plurality of solutions and referential
sources among which the very creations from its
area of inception. It's already dispersive route and,
at the same time integrating route, available to any
commitment, intersects the political and social the-
matology of an urgent nature and takes the fore-
front in the next decade, superposed, cross-bred
with other currents, different from each other in
terms of program but coherent in terms of inten-
tionality — with realism as the most representative
of them, a hybridation we already see with lon
Grigorescu. Even though loan Augustin Pop was
invested in the experiment on the painted surface
even in the nineties, he recovers in the following
years, conceptualism and realism. In a sequence of
acutely critical cycles of a symbolical / metaphori-
cal rethorism, he attacks the economic and social
decline. Teodor Graur with his sarcastic approaches
allusively touching upon situations such as the
attempted escapes from a closed autochthonous
space, and then upon the symbolical objects and
signs of socialism, of the mythicization of the
autochthonous world, interfering with the perform-
ance series with a social undertone and with the
recent sarcastic design. The binarity of the preoccu-
pations for the conceptualistically social routes and
the traditional painting leaves its mark on the cre-
ation of Marilena Preda Sanc, with the first self-ref-
erential feminist signs, which develops its political
and social potential in objects and videos, along-
side abstract expressionist painting.

The hybridations of conceptualism with traditional
forms of artistic behavior respond to the stylistic
and mediatic eclecticism of the era, under the pres-
sure of recovering failed adherences to the
European historical present day. Dan Perjovschi,
from the same generation, denounces the impurity
of the conceptualistic option, the persistence of the
dependence on the presence and consistency of the
object that has a material as well as artistic stature.

The contribution of some immediately succeeding
artists who emerged at the end of the 9th decade -
Calin Dan who was mainly active by his contribution
as a critical opinion leader, losif Kiraly, Dan
Mihaltianu (known at the beginning of the 10th
decade as the subReal Group), or Nicolae Onucsan
who tackles grave themes with a sarcasm stemming
from conformism, interpretive inertias, automa-
tisms, sustain this program of reassuming of an
already assumed conceptualism at the time of its
emergence but which, with the battle for the instru-
mental integration of video art, and impose for the
ambiental / performative media this recovering
project as a legitimizing ideology. Retrospective or
present-day programs, the persistent prospective
tendencies, interventions in the socially significant

spatial context and the revision / revisiting of the
realism typologies define to the same extent the
performance of the artists of these generations
compacted by the acceleration of the historical time
- radically contemporary and obsessed with the
allegiance to an increasingly restrictive contempo-
rary world.

An important chapter of contemporary art that con-
nects modernity to the present day, as an ever
transforming technology, is photography, an experi-
mental exercise in the works of the artists respon-
sive to this route that provides consistency to the
creation of the 8th decade. From the secondary,
complementary or preparatory condition, photogra-
phy ends up becoming the main tool of expression
for the artists of the border decades of the two cen-
turies that close the millennium and open the 3rd
millennium: losif Kiraly, Alexandru Patatics, ambi-
ent, action, with a grave conceptual background in
ludic disguise, condensed parables or narratives
that resume already classical themes of post-mod-
ernism.

The debut of one of the most ingenious, imaginative
and laid-back - in terms of attitude and mediatic
option - young artists, Mircea Cantor is related to
photography, evolving towards the ambient-action
installation, with a grave conceptual background,
often in a ludic key, with thought-provoking themes,
that cite in some cases, in the perspective of post-
production, classical themes of post-modernism.
Matei Bajenaru makes his debut under the impera-
tive sign of the destiny of a working class in dissolu-
tion, of emigrants and dramatic or mundane risks of
their precarious life, but also driven by the exercise
in the area of the text as a cited discourse, similar
to the Kosuth-like speeches, in order to attain the
analytical commentary of a natural reality, read
visually and conceptually in a poetic key, by associ-
ating photography with videos and poetry. From the
Smokehouses of the '90s to the attitude films such
as Mersi Dubbai and the artistic restoration of a for-
mer neighborhood of the working class, and from
the investigations of the sonorous word to the lyri-
cism of visual poetry, his route is very coherent,
loosely connected to the conceptualistic predica-
tion. Marius Jurca operates on the same ground of
word exploration, but as an experience of the con-
frontation of the randomness with the inevitable
order, at the meeting point between the manual
graphics and the dynamism of the digital quadri-
dimensional space.

Against this tardy conceptualistic background, open
to the plurality of recent legacies and random refer-
ences from the repository of the universal culture,
and within the context of tribulations from con-
formism towards the new ideologies that run
through and haunt the global political universe, to
the suspicion towards the new ideology-dogmatiz-
ing tendencies that haunt the major conflicts of the
present world and the refuge to the free confronta-
tion as opposed to the old totalitarianism, the
artists of the generations launched out over the
past decade, as well as the artists who have tra-
versed a longer or more partial stage of the recent
past take up polemic attitudes while responding to
curatorial or purely aesthetic, social, technological
challenges, with no restrictions or loyalties that
generally define a new direction or current. The
projects or works of Sorin Oncu, Cosmin Haias,
Mitos Micleusanu, Elena Copuzeanu that stand out
by the selection capacity of the medium and stylis-
tic version matching the themes that challenge
them, legitimate some of the artists who operate
with this hybrid form, open to aesthetic and extra-
aesthetic ideologies of this rather hermeneutical
contemporary world, which is also reflexive and
indebted to the 20th century.

1. Published in “Paragraphs on Conceptual Art”, in ,Artforum”,
vol. 5, April 1967.

2. See Art conceptuel: Pratique et theorie, Septiéme Biennale
de Paris, 1971, Paris, pp. 32-37.

3. See “Utilisation du language dans lart conceptuel”, op.cit.,
pp. 37-43.



Conceptualismul
neomaterialist

lvTe3<t
CATALIN GHEORGHE

In perioada de expansiune a Internationalei neoconceptualiste, nu
neaparat dupa modelul formarii unui imperiu, ci mai curand in acord cu
o paradigma a hibridizarii retelelor, s-au constituit mai multe directii,
pentru unii chiar tendinte, de generare a unor sensuri (exploratorii,
ironice, spectaculare), stdri (lichide, gazoase, afective), regimuri (ale
partajarii sensibilului, ale pietei targurilor, licitatiilor si galeriilor de
artd, ale industriilor creative), turniri (situationiste, institutionale,
relationale, participative, colaborative, educationale, performative, de

cercetare).

Daca teoriile culturale si stiintifice sunt
inca intelese ca moduri de a privi ansam-
blurile de relatii (de la cele intime la cele
economice) din societate si starile de
lucruri (de la cele vibrante la cele obiec-
tuale) din naturd, practicile artistice si
produsele lor (nu Tn toate cazurile mate-
riale) proceseaza critic ori compozitionist
interpretarile acestor teorii sau le ilus-
treaza reprezentational ori creativ, func-
tionand ca dispozitive de vizualizare a
modurilor de a privi ale artistilor, intr-o
incomensurabila si inevitabila fetisizare a
hegemoniei axei istorie-actualitate-viitor.
Tn acest timp, inflexibil la exterior si elas-
tic la interior, in care, in teoriile artei, nu
se mai pot subestima controversatele
elaborari ale postumanismului, determin-
ismului biologic si constructivismului
social, fiind astfel pusi in situatia de a ne
autoexplica paradoxurile noului materia-
lism. Cu cat tindem sa ne clarificam, cu
atat mai mult realizam faptul ca noul
materialism nu se bazeaza pe o explicatie
conditionata de o dualitate structurala
bipolara intre realitatea materiei si idea-
litatea semnificatiilor, ci pe intelegerea si
trairea unui transversalism inevitabil.

In aceste conditii, se poate constata cum
o serie de lucrari de arta se bazeaza pe
ansamblaje de elemente preluate din
biologie, geologie, meteorologie, medi-
cing, arhitectura s.a., in incrucisarile caro-
ra sunt deopotriva intercalate stari fizice
corespondente noilor tehnologii si realis-
melor naturale. Tn producerea conceptu-
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ala a unor astfel de lucrari de arta se face
un transfer operativ de la un interes pen-
tru solicitarea unui reprezentationism
lingvistic, la contrapunerea unei materia-
lizari care sa includa variatiuni ale inter-
pretarii conceptului. Tn acest fel, in cazul
unui conceptualism neomaterialist nu se
mai pune accent pe preeminenta concep-
tului Tn raport cu materializarea sa fizica,
ci pe importanta materiei de a comunica
concepte si situatii.

Desi in istoria conceptualismului apli-
carea principiului dematerializarii artei
corespundea interesului de a evita aso-
cierea productiei artistice cu consumul
artei ca marfa, teoretizarea dialectica a
Jintoarcerii materialitatii” e justificata din
perspectiva purificarii sensurilor sale
consumiste, printr-un discurs care incear-
ca sa redefineasca raporturile dintre
materie si semnificatie, in marja procesu-
lui istoric prin care s-a facut trecerea de
la turnura lingvistica la turnura neo-
materialista.

Dincolo de descrierea constituirii dife-
ritelor altor formatiuni realist speculative,
de la descrierea modului Tn care critica
materialismului economic a dus la inve-
ntarea sistemelor prin care circula fluxu-
rile financiare virtuale, pana la descrierea
modului Tn care managementul strategi-
ilor generate de interesele valorizarii
comerciale a produselor culturale a re-
ssuscitat studiile culturii materiale si ale
artefactualitatii, raman inca dominante
acele descrieri ale modurilor in care
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cotidianitatea lucrurilor nu ar mai fi expli-
cata prin defetisizarea lor compulsiva, ci
de intelegerea obiectelor ca fiind impli-
cate in practicile noastre culturale prin
agentia lor inerenta. Din acest motiv, pen-
tru  conceptualismul neomaterialist
importante sunt nu doar efectele
prestatiilor materiei, ¢i si determinarea
efectivitatii proceselor materializarii din
perspectiva impactului politic postuman-
ist al agentiei lucrurilor.

In ordinea exemplificarii, pentru expozi-
tia instalata la sfarsitul anului 2012 la
Muzeul de Arta din Cluj-Napoca, intitulata
,Greutati inerte”, prezentata apoi in cartea
de artist Dead Weights (publicata de Plan
B Cluj / Berlin in conjunctie cu expozitia
,The Invisible Clerk” de la Art Basel in
2013), Ciprian Muresan a realizat o serie
de gravuri [inspirate dintr-un fragment
din proza scurta O personalitate lumi-
noasd (Functionarul invizibil) de IIf si
Petrov], ldsate sa se usuce si sa se in-
drepte intre placi din PFL, pe care au fost
asezate sculpturi din colectia muzeului. n
specularea relatiei dintre invizibilitate
(ascundere) si materia vizibila (grea si apa-
satoare), subzista dependenta conceptua-
lizarii Tn raport cu efectivitatea ideologiei
materialiste.

Intr-una dintre imaginile publicate in
cartea sa, fotografiata in depozitul foarte
aglomerat cu sculpturi al muzeului, se
poate resimti modul in care fiecare piesa
sculpturala stabileste o retea irepetabila
de relatii, situatii si sensuri in care, dinco-
lo de etichetarea numerica si nominala, se
configureaza posibilitatea unei agentii a
fiecarei reprezentari care isi solicita pro-
pria autonomie, propria supravietuire
ideologica a Tncarcaturii sale istorice. Tn
aceasta situatie, materialismul istoric se
articuleaza cu materialismul corporal, caz
in care sculpturile ar putea fi vazute nu
doar ca instrumente ale simbolizarii
(inclusivin cazul in care simbolismul nu ar
fi o inventie conventionalizata strict ca
fiind umana, ci si in cazul in care noi am fi



preluat din lucruri calitatea lor de a se
autosimboliza), ci si ca materii agentiale cu
un spectru propriu de efectivitate a exis-
tentei lor.

Tntr-un alt registru conceptualist neomate-
rialist, se poate aduce in discutie si
lucrarea MDU (Mobile Darkroom Unit),
realizata de Matei Bejenaru in 2013 pentru
galeria de arta Kettle’'s Yard din cadrul
Universitatii Cambridge. Conceputa ca
rezultat al unei cercetari artistice in cadrul
unei rezidente de ,artist asociat”, lucrarea
s-a constituit procesual prin construirea
unui kit operational cu echipamente
reconditionate si materiale fotografice
colectionate de artist inca din anii '90, prin
editarea unui manual de utilizare a kitului,
prin transportarea kitului cu masina per-
sonala a artistului, conducand peste 2600
de kilometri prin Europa, de la lasi la
Cambridge, prin donarea kitului catre
Colectia Kettle’s Yard si prin desfasurarea,
la Comberton Village College, a unor cursuri
de instruire a studentilor in utilizarea
echipamentelor din acest kit, formuland
instructiuni de la expunerea negativului
pana la procesarea imaginii si printarea sa
pe hartie fotografica.

Tntr-o cutie de lemn, asemanatoare valizei  Ciprian Muresan, Greutdti inerte / Inert Weights, 2012,

Muzeul de Arta din Cluj-Napoca, imagine din expozitie

duchampiene, Matei Bejenaru a descom- | view from the exhibition. Courtesy of the author

pus un foto-maritor Krokus, fabricat Tn anii
'80Tn Polonia, si a inserat diferite ustensile
necesare realizarii fotografiei analogice
intr-o camera obscura. Dincolo de metafo-
ra inversarii sensului transferului tehno-
logic si de cunoastere dinspre Europa de
Est inspre lumea occidentala, se poate
vorbi despre reinvestirea relevantei mate-
riale a fotografiei realizate pe film si prin-
tate pe hartie fotografica, despre sculp-
turalitatea minimal-monumentala a apa-
ratului de marit, despre inerenta manuali-
tatii manipularii tehnice a dispozitivului,
despre agentia unui obiect de a determina
decizii concrete ale fotografului etc.
Asadar, in pofida faptului ca avem de-a
face aici cu o delimitare interpretativa a
catorva aspecte ale acestor doua lucrari,
fara a insista asupra unei reglari a opiniei
in functie de intentionalitatea autorilor, se
poate constata posibilitatea argumentarii
valabilitatii includerii in teoriile artei
recente a acestei tendinte a conceptualis-
mului neomaterialist.



Neo-Materialist
Conceptualism

Text CATALIN GHEORGHE

During the expansion of the neo-con-
ceptual International, not necessarily
according to the model of empire
formation, but rather to a paradigm of
hybridization of networks, several direc-
tions, or even trends, emerged. These
directions were meant to generate
meanings (exploratory, ironic, and spec-
tacular), regimes (of sharing the sensi-
tive, of the fair market, auctions and

art galleries, of the creative industries),
and turns (situational, institutional,
relational, participatory, collaborative,
performative, educational, of research).

If cultural and scientific theories are still seen as
ways of looking at combinations of relationships
(from intimate to economic ones) in the society and
the state of affairs (from vibrant to object-oriented
ones) in the environment, art practices and their
products (not in all cases material) process in a crit-
ical or compositional manner the interpretations of
these theories or illustrate them in a representa-
tional or creative way, functioning as devices of
visualizing artists’ ways of looking, in an immeasur-
able and inevitable fetishization of the hegemony of
the history-present-future axis.

Meanwhile, inflexible on the outside and flexible on
the inside, the controversial expansions of post-
humanism, biological determinism and social con-
structivism can no longer be underestimated in art
theories, thus being faced with the situation to self-
explain the paradoxes of the new materialism. The
more we tend to clarify it to ourselves, the more we
realize that the new materialism is not based on an
explanation subject to a bipolar structural duality
between the reality of the material and the idealism
of the significances, but on understanding and liv-
ing an inevitable transversalism.

Under these circumstances, it can be noticed how a
series of art works are based on ensembles of ele-
ments taken from biology, geology, meteorology,
medicine, architecture and other fields, which over-
lap and are interspersed with physical states corre-
sponding to new technologies and natural realisms.
In the conceptual production of such art works an
operative transfer takes place, from an interest in
requesting a linguistic representation to a material-
ism which includes variations of the concept inter-
pretation. Therefore, in the case of neo-materialist
conceptualism, the preeminence of the concept
against its physical materialization is no longer
emphasized, but the importance of the matter in
communicating concepts and situations.

Although in the history of conceptualism applying
the principle of dematerialisation of art was corre-
sponding to the interest in avoiding the association
of art production with its consumption as a com-
modity, the dialectic theorizing of the “return of
materiality” is justified in the light of purifying its
consumerist meanings through a discourse that
attempts to redefine the relationship between mat-
ter and meaning in the margins of the historical
process by which the shift from the linguistic turn
to the neo-materialist one has taken place.

Beyond describing the creation of various other
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Matei Bejenaru, Krokus enlarger with lamp / aparat de marit negative fotografice Krokus cu lampa,
MDU, Mobile Darkroom Unit, project by / proiect produs de Kettle's Yard, University of Cambridge, UK,
2013. Courtesy of the author

realistic speculative formations, from the depiction
of the manner in which the critique of economic
materialism has led to the invention of the systems
through which virtual financial flows circulate, to
the description of the way in which the manage-
ment of strategies generated by the interests in
commercial enhancing of cultural products has
resuscitated the studies of material culture and art,
remain dominant those descriptions of the manners
in which the mundane of things would no longer be
explained by their compulsive defetishization, but
by the understanding of the objects as being
involved in understanding our cultural practices
through their inherent agency. For this reason, for
neo-materialist conceptualism, it is not only the
effects of the performance of materials, but also
determining the effectiveness of the materialization
processes in terms of the post-humanist political
impact of the agency of things.

In order to provide an example, for the exhibition
installed in late 2012 at the Art Museum in Cluj-
Napoca, named "Greutati inerte", later on presented
in the artist’'s book as Dead Weights (published by
Plan B Cluj/Berlin in conjunction with the exhibition
"The Invisible Clerk" from Art Basel in 2013), Ciprian
Muresan created a series of engravings [inspired by
an excerpt from the short story The Bright
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Personality (The Invisible Clerk) by Ilf and Petrov],
let them dry and straighten between PFL boards on
which sculptures from the museum collection were
placed. In speculating the relationship between
invisibility (concealment) and visible matter (heavy
and oppressive) subsists the dependence of con-
ceptualization in relation to the effectiveness of
materialist ideology.

In one of the images published in his book, pho-
tographed in the museum warehouse, which is very
crowded with sculptures, one can feel how each
sculptural piece sets a unique network of relation-
ships, situations and meanings, in which, beyond
the number and name labeling, it is configured the
possibility of an agency of each representation
which claims its own autonomy, the ideological sur-
vival of its own historical significance. In this case,
historical materialism is articulated with body
materialism, where the sculptures could be seen
not only as tools of symbolization (including the
case where symbolism would not be an invention
conventionalized as strictly human, but also in case
where we would have taken from things their
capacity to self-symbolize), as well as matter agen-
cies with their own spectrum of effectiveness of
their existence.



View from the stores of the Art Museum, ) j »Dl bl
Cluj, in Ciprian Muresan, Dead Weights, 4 2
artist book published by Plan B Cluj / Berlin 1\ | 1 - Y - o
in conjuction with the exhibition T
The Invisible Clerk”, Art Basel, 2013. - ’
Courtesy of the author
Imagine din depozitul Muzeului de Arta din
Cluj-Napoca, in Greutati inerte de Ciprian
Muresan, carte de artist publicata de Plan B
Cluj / Berlin, Tn conjunctie cu expozitia
.The Invisible ClerRk”, Art Basel, 2013.
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In another neo-materialist conceptualist register, it
can also be brought into discussion the work MDU
(Mobile Darkroom Unit), created by Matei Bejenaru in
2013 for Kettle's Yard Art Gallery at the University of
Cambridge. Conceived as a result of artistic research
carried out during an "associate artist” residency, his
work was created by building an operational kit with
reconditioned equipment, and photographic materi-
als collected by the artist since the '90s, by editing a
user manual for the kit, by transporting the kit with
the artist’s personal car, driving for more than 2 600
kilometers through Europe, from lasi to Cambridge,
by donating the kit to Kettle’s Yard Collection and by
delivering at Comberton Village College courses to
train students how to use the equipment in this kit,
formulating instructions from the exposure of the
negative until the processing of the image and its
printing on photo paper.

In a wooden box, similar to Duchamp’s suitcase,
Matei Bejenaru decomposed a Krokus photo-enlarger,
manufactured in the '80s in Poland, and inserted
various utensils needed to create analog photography
in a darkroom. Beyond the metaphor of reversing the
direction of technology transfer and knowledge from
Eastern Europe into the Western world, one can talk
about reinvesting material relevance in the image
made on film and printed on photographic paper,
about the minimal-monumental sculpturality of the
photo-enlargement device, about the inherence of
the manual technical handling of this device and
about the agency of an object to trigger specific deci-
sions from the photographer.

Despite the fact that we are dealing here with an
interpretative delimitation of some aspects of these
two works, without insisting on shaping an opinion
according to the authors’ intentionality, it can be
noticed the possibility of bringing arguments in favor
of the validity of including this tendency of neo-
materialist conceptualism in recent art theories.

Matei Bejenaru, MDU, Mobile Darkroom Unit,
project produced by / proiect produs de
Kettle's Yard, Universitatea Cambridge, UK, 2013.
Courtesy of the author
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PDDIU

O ARHIVA ORIZONTALA

M Text
LUIZA NADER

O tendinta a arhivarii

In domeniul artelor vizuale, s-a putut observa, inca
de la Tnceputul anilor '60, o tendinta din ce in ce mai
accentuata pentru arhivarea / descrierea, documen-
tarea, catalogarea si indexarea realitatii, si pentru
surprinderea si inregistrarea acesteia prin fotografie
sau video (exemple fiind Art and Language, Mary
Kelly, Susan Hiller sau Douglas Huebler). In acelasi
timp, artisti interesati de arhiva si de fenomenul
arhivarii reliau experientele si experimentele
primelor avangarde.

Suprapunand problematicilor specifice fenomenului
arhivarii efectele hazardului si ale actului artistic
aflat sub semnul inconstientului sau al automa-
tismului, suprarealistii, constructivistii si dadaistii au
deconstruit notiunea de arhiva a secolului al XIX-lea,
cu ideologia sa specifica: sursa, demers exhaustiv si
adevar'. In cazul artistilor neo-avangardisti, aceasta
tendinta nu a generat lucrari in care reprezentarea
arhivei se extinde, izomorf, asupra realitatii, ci dim-
potriva, in anii '60 si '70 a tins catre o rupere totala
intre reprezentare si referinta sa (o anti-indexare),
catre experienta simulacrului, catre evidentierea pre-
caritatii suportului material al arhivelor - fragmentat
si inadecvat, sau catre incercari de structurare, tem-
porara si provizorie, a realitatii anomice.

In acelasi timp, practicile artistice legate de arhivarea
realitatii au coincis si s-au suprapus peste o alta serie
de practici care, inca de la mijlocul anilor '60, Tnce-
pusera sa respinga notiunile traditionale de opera de
arta si obiect artistic, mutand accentul, in schimb, pe
ceea ce inseamna proces, idee si lucru (lucrarea fiind
atat rezultatul actiunii, cat si actiunea insasi).
Practicile de arhivare nu s-au limitat la a beneficia
de instrumentarul artei efemere, procesuale sau per-
formative, dezvoltandu-|, ci l-au re-formulat si rede-
finit. Se poate insa vorbi si despre unii artisti, putini
de altfel, care au fost, pe de o parte, dominati de
Jimpulsul arhivarii’, iar pe de alta parte, de dorinta
de a documenta acele practici efemere care altfel
riscau sa se piarda.

Printre acestia se numara, in Polonia, Zofia Kulik si
Przemystaw Kwiek — duo-ul artistic KwieKulik - care,
de la sfarsitul anilor '60 a pus bazele unei arhive pe
care a denumit-o, in 1974, Studioul de activitati, docu-
mentare si proliferare (Pracownia Dziatah, Dokumen-

Imagine a instalatiei cuplului KwieKulik, Enciclopedia lui Meyer, PDDIiU, Varsovia, 12.1975 - 01.1976. /
View of the KwieKulik's installation, Meyers' Encyclopaedia, PDDiU, Warsaw, 12.1975 - 01.1976.
Courtesy of KwieKulik Archive (fragments of the exposition lit from behind by a red light,

where the original postcard from Anastazy Wisniewski was placed).

tacji i Upowszechniania, PDDiU). Contextul in care a
aparut si functionat initial arhiva Kwiek si Kulik,
aflata fizic in spatiul unui apartament personal, era
marcat de un anume orizont de imposibilitate -
indiferenta institutiilor oficiale si retinerea, daca nu
chiar ostilitatea, galeriilor consacrate (ca de exemplu,
Galeria Foksal) practicilor neoavangardiste.

Proiectul PDDIU se diferentia de celelalte demersuri
similare prin faptul ca, dedicat actiunilor, aducea in
prim-plan problematicile specifice documentarii si
comunicarii lor adecvate. Initial, PDDiU a documentat
actiuni ale KwieKulik, multe dintre acestea (cum ar fi,
de exemplu, proiectele lor de absolvire) fiind n prin-
cipal proiecte de arhivare.

Cu timpul, Tnsa, arhiva a devenit un fel de ,serviciu de
urgenta™ pentru documentarea actiunilor unor ar-
tisti care, la nivel atat existential, cat si artistic, erau
inspirati si motivati de idei cu care rezonau si Kwie-
Kulik. Tnca de la Tnceput, PDDiU s-a construit in jurul
intentiei de a proteja, genera si distribui date despre
aceste fenomene artistice, aflate in afara interesului
critic si teoretic al aparatului ideologic specific
epocii. Structura PDDiU era cea a unei arhive nu doar
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in sens metaforic, materialele fiind inca de la inceput
catalogate, indexate si clasificate in taxonomii complexe,
avand la baza atat referinte comune cat si afinitati artis-
tice. PDDIU nu a fost o structura organizata dupa o
ordine impusa din exteriorul fenomenului, ci a urmat,
mai curand, ceea ce Foucault definea ca a priori istoric -
principiile care se definesc in acelasi timp cu lucrurile pe
care le formuleaza’.

Tn acest sens, PDDiU este o arhiva alcatuita nu doar ca
baza de date, dar si, in primul rand, ca instrument pen-
tru ,diferentierea discursurilor in multipla lor existenta
si determinarea in propria durata”‘. Pe masura ce con-
struiau PDDiU, cei doi artisti deveneau din ce in ce mai
acut constienti de faptul ca orice act artistic care scapa
documentarii si inregistrarii urmeaza sa fie iremediabil
pierdut. Aceasta temere a stat la baza extinderii activi-
tatilor lor de inregistrare si in afara propriei zone de
interes si, de asemenea, la baza abandonarii afective a
spatiului privat - decizie metaforica si literala de a ,iesi
in lume” pentru a salva, de la uitare, arta efemera. in
acelasi timp, instrumentarul documentar elaborat de
KwieKulik a avut un rol mai complex decat simpla asigu-
rare a inregistrarii, de multe ori devenind factor determi-
nant si parte integrantd a intregului proces. Tn acest
sens, pentru practica lor documentara, mediul devenea
mesajul, iar arhiva a devenit ceva care ,isi defineste
rezultatul ca sistem al propriei enuntari, atat ca premisa
a evenimentului-enunt, cat si in ceea ce incorporeaza
acesta”’.

Documentarea practicilor artistice in Polonia

Cu toate ca problematicile arhivarii nu constituiau, la
sfarsitul anilor '60 si la Tnceputul anilor '70, un subiect
central in dezbaterile artistice poloneze, se pot identifi-
ca, privind retrospectiv, o serie de astfel de lucrari sau
artisti interesati de arhivare, mai ales de ceea ce implica
ea ca proces al documentarii, informarii si comunicarii.
Intelegand arhiva in sensul cel mai larg posibil, cel dat
de Foucault, ca sistem de formare si identificare a
enunturilor, categoriile mentionate mai sus pot determi-
na atat posibilitatile, cat si limitarile expresiei artistice.
In perioada analizatd se pot discerne trei moduri de
intelegere a documentarii - ca practica interventionista
a comunicarii, ca enunt complex, performativ, cat si ca
activitate de colectare cu deschidere istoricizanta.
Primul mod ar include practicile artistice ce au la baza
inregistrarea si distribuirea de informatii (prin mail-art,
de exemplu), provocarea si orice alta tehnica de apro-
priere (de exemplu, Biroul de poezie - Biuro Poezji a lui
Andrzej Partum, Galeria de Informatie Creativa - Galeria
Informacji Kreatywnej a lui Jan Chwalczyk, sau Galeria Da
- Galeria Tak a lui Anastazy Wisniewski). Cel de-al doilea
mod poate fi descris ca spatiu al explorarii problemati-
cilor arhivei in contextul redefinirii radicale a sculpturii
la Academia de Arte din Varsovia, in atelierele lui Jerzy
Jarnuszkiewicz si Oskar Hansen: o tranzitie de la docu-
mentarea utilitara a stadiilor succesive ale realizarii unei
sculpturi, la procesul care devine subiect de investigare,
dar si o trecere de la explorarea rolului si a utilitatii
fotografiei in constructia formei, la actiuni, jocuri sau
,conversatii” intermediale si interpersonale.

£sLIMEGO
f\%’l 20 Reku
w1 P08
TEBM asTAZY Bwsua(wﬁﬁa\ &ﬁ»

GALEY TAR

Imagine din a doua expozitia si al treilea eveniment Enciclopedia lui

Meyer de cuplul KwieKulik, PDDiU,Varsovia, 12.1975 - 01.1976. / View of the
KwieKulik's second exhibition and third public event, Meyers' Encyclopaedia,
PDDIiU, Warsaw, 12.1975 - 01.1976. Courtesy of KwieKulik Archive (view from
the front door; at the top the painting with an inscription “KwieKulik” had
copied from the postcard from Anastazy Wisniewski, A Happy New Year, a
Month Ahead; the enlarger in the corner where the photographic dark room
was placed; in the background: a fragment of the exhibition).

Tn acest context se pot, de asemenea, investiga si moda-
litatile adecvate de documentare a comunicarii vizuale,
modalitati care devin parte integranta a procesului, nefi-
ind doar ecouri ale acestuia (exemple Zofia Kulik,
Przemystaw Kwiek, Jan Stanistaw Wojciechowski, Wiktor
Gutt sau Waldemar Raniszewski)®. Cel de-al treilea mod
este cel practicat de artistii care, fara a astepta inter-
ventia institutiilor oficiale, si-au documentat si arhivat
propria opera; fotografii care au documentat mediile
artistice (cum ar fi Zygmunt Rytka) si galeriile (cu varii
statute institutionale) care promovau avangarda si neo-
avangarda, Tn cadrul carora documentarea era tratata ca
forma de indexare a actiunilor inregistrate. Galeriile in
general au documentat evenimente care au avut loc in
contexte strict delimitate spatial, temporal si auctorial,
de asemenea si evenimente la care au contribuit, n
functie de idiomul lor specific (Galeria Foksal, Galeria
Wspotczesna sau Galeria Akumulatory 2). Astfel de actiuni
documentare erau determinate de o succesiune cronolo-
gica si de procesul acumularii, definit de similitudine.

KwieKulic si-au elaborat tehnicile si tacticile de arhivare



in paradigma primelor doua modele de intelegere a do-
cumentarii, cel de-al treilea fiindu-le in schimb diame-
tral opus. PDDiU a avut intotdeauna o pozitie radical
diferita de cea a ,galeriile de autor”, fiind un demers cu
totul personal - au esuat toate incercarile de a-l oficia-
liza, in sensul de a-i dedica un spatiu sau un buget.
Asemenea institutiilor avangardiste din Rusia post-
revolutionara, PDDIU s-a referit mai curand la un etos

stiintific, decat la unul artistic, concentrandu-se pe
cercetare si incercand sa creeze legaturi intre reflectia
teoretica si practica artistica. Cei care au condus PDDiU
nu au avut o identitate coeziva si nu au documentat acti-
uni prin care ar fi putut-o dobandi, ci au expus atat pro-
priile actiuni, cat si aceasta arhiva, care se inmultea prin
rizomi, influentei alteritatii — practici definite de relatii
nu atat prin similitudine, cat prin adiacenta, prin familiar
si nefamiliar in acelasi timp.

Arhiva vie, arhiva deschisa

Problematica documentarii si a structurilor arhivistice a
fost pentru prima data analizata in Polonia de catre crit-
icii de arta afiliati Galeriei Foksal PSP, in textele din 1971
- Arhiva vie si documentarea, si in antiexpozitia Arhive vii
(1972). Contextul era definit printr-o din ce in ce mai
accentuata tendinta de recuperare a practicilor critice
neoavangardiste din Europa de Vest, prin deja mentio-
natul numar crescand de proiecte artistice motivate de
fenomenul documentarii locale si, de asemenea, printr-
o impresionanta acumulare de documente in arhiva
Galeriei Foksal. Expozitia Arhive vii a inclus manifeste,
cataloage, note, filme si material audio. Toate aceste
documente au fost infasurate in plastic, devenind astfel
ilizibile. Scopul expozitiei nu a fost sa prezinte, ci dim-
potriva, sa submineze statutul documentului ca sursa a
cunoasterii si adevarului. Aratand ceea ce prefigureaza o
arhiva (izolarea, excluderea, reprimarea), Arhive vii, atat
textul, cat si expozitia, intr-o Tncercare autodistructiva a
arhivei de anihilare a puterii arhontice a documentului
si a documentarii, au dorit sa contrazica acel concept
definit de catre Derrida - de arhiva a mortii, a carei frac-
tura structurala este memoria.

In decursul deceniului 8, arhiva Galeriei Foksal PSP s-a
transformat intr-o structura ierarhica inchisa, excluziva
fata de contemporanii sai si excluzand pe acei artisti aflati
in opozitie fata de galerie sau care explorau in lucrarile lor
teme incomode, cum ar fi autoritatea, corporalitatea, sex-
ualitatea, realitatile politice imediate sau cultura de masa
din timpul presedintelui Gierek.

Pe langa PDDIU, un alt proiect care se opunea hegemoniei
avangardei institutionalizate, cu istoria si arhivele sale, a
fost Arhiva deschisd (1975) a lui Jan S. Wojciechowski’.
Arhiva personala a artistului a fost prezentata ca opera de
arta in cadrul expozitiei Bernacki, Bruszewski, Wojcie-
chowski de la Galeria Wspotczesna din Varsovia. Proiectul
lui Wojciechowski a evidentiat, printre altele, procesul
continuu al autoistoricizarii neoavangardei, prin docu-
mentare, intreaga suita de practici de arhivare si pre-
zentarea acestora, n acelasi timp, infatisand structurile
arhivistice ca neverosimil de deschise, intr-o iluzorie
promisiune a unui transfer liber al continutului.
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PDDiU: O arhiva orizontala

Expozitia Arhiva vie a Galeriei Foksal PSP a avut ca tema
centrala Tncremenirea sensului la nivel teoretic, dar a
facut-o de pe pozitia celei mai importante institutii cen-
tral-europene dedicate avangardei; in lupta cu propria
istorie, ea avea ca instrument propriile filtre selective si
propria arhiva alcatuita sub semnul exclusivismului.
PDDIiU, pe de alta parte, a fost guvernata de un spirit
pragmatic si de un etos al ,bunei practici”, al unui
demers necesar in situatia unei arte sustrase istoricizarii
si care se desfasura, in acelasi timp, in afara institutiilor
si Tn afara discursului generat de acestea. Datorita
arhivei KwieKulik, aceasta arta a putut deveni discursiva,
deschizand trecutul efemer catre efectul viitorului: posi-
bilitatile nelimitate de asamblare si dezasamblare, mon-
taj si reconfigurare. Efortul PDDiU poate fi comparat cu
un mecanism defensiv impotriva pierderii traumatice si
ireversibile®. PDDIU a functionat sub semnul incluziunii,
al nedeterminarii, al absentei unei ierarhii, inregistrand
atat evenimente importante, cat si unele mai putin sem-
nificative.

Posibilitatile nelimitate ale nenumaratelor legaturi intre
indivizi au insemnat pentru PDDiU potentialul crearii
unei ,istorii orizontale”: abandonarea Marii Naratiuni
pentru numeroase si polisemice istorii alternative. Intr-o
maniera apropiata conceptului de ,istorie orizontalad”,
PDDIU a refuzat dihotomia dintre centru si periferie, pla-
sandu-si subiectii si arta creata de acestia intr-un con-
text specific si intr-o relatie mereu deschisa si supusa
schimbarii . Tn polifonica arhiva KwieKulik, crescand si
fragmentandu-se pe axa timpului, trecutul se reintoarce
din viitor. Dar nu ca o trauma, ci ca un ,eveniment”, inte-
les n acceptia lui Alain Badiou: ca bresa in ordinea
cunoasterii, care permite subiectului sa se re-creeze, in
mod afirmativ, din nou™. Se reintoarce ca amintire / ne-
uitare activa despre radicalismul artistic si existential,
un eveniment in care Kwiek si Kulik nu au incetat sa
creada.

1. Sven Spieker, Marea arhivd: birocratia ca sursd artisticd, Cambridge, Mass., MIT
Press, 2008.

2. Sintagma creata de Zofia Kulik, vezi ,Sztuka i teoria ilustrowana przypadkami
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www.kulikzofia.pl/polski/ok2/ok2_wywiad1.html. Accesat: 25 august 2009.

3. Sven Spieker, op. cit. Desi Spieker nu citeazd in cartea sa un caz similar cu PDDiU
(cum ar fi arhiva Artpool, creatd in Ungaria la sfarsitul anilor '70 de catre Gyorgy
Galantai si Jalia Klaniczay), el aplica, intr-o maniera interesantd, conceptul lui
Foucault de a priori istoric, tehnicilor arhivarii din anii '70, concept care pare ast-
fel adecvat si pentru interpretarea structurii PDDiU.
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6. Jan Stanistaw Wojciechowski, ,Rzezbiarze fotografuja - moje lata 70", Rzezbiarze
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York, Verso, 2002, pp. 40-44.
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View of the KwieKulik's installation, Meyers' Encyclopaedia, PDDiU, Warsaw, 12.1975 - 01.1976. Courtesy of KwieKulik Archive (fragments of the exposition lit from behind by a red
light, where the original postcard from Anastazy Wisniewski was placed).

PDDiU: A Horizontal Archive

Text LUIZA NADER

An Archival Shift

In the field of the visual arts, one can notice from the early 1960s a shift
towards practices aimed at archiving reality: textual, photographic or filmic
recording, documentation, cataloguing and indexing of the world (e.g. Art
and Language, Mary Kelly, Susan Hiller, Douglas Huebler). At the same time,
artists interested in archives and archiving worked through the experience
of the early avant-gardes. Introducing elements of chance and unconscious
work to the problematic of the archival, the Surrealists, Constructivists, and
Dadaists deconstructed the 19th-century notion of the archive with its
accompanying ideology of the source, comprehensive work, and truth. Also
with neo-avant-garde artists the results were not works isomorphic stretch-
ing the archival representation towards the world. Rather, the archival prac-
tices of the 1960s and 1970s strived towards a complete separation of the
representation from its reference (destruction of the indexical relationship),
an experience of the simulacrum — seeing instead of the world — of repre-
sentation, an emphasis on the fragmentariness and inadequateness of the
material the archival structure is built with, or attempts to temporarily, pro-
visionally structure the anomic reality. At the same time, the archiving of
reality coincided and overlapped with a conglomerate of practices that,
from the mid-1960s, began to reject the traditional notion of the work of art
and the artistic object, emphasizing process, idea, and work (as in ‘a work’
as well as ‘to work’). Archival practices not only took advantage of and
developed, but also formulated and redefined, the instruments of
ephemeral, processual, conceptual, and performative art. Rare, however,
were the cases of artists affected, on the one hand, by the ‘archival
impulse’, and, on the other, by a mission to protect the elusive knowledge
about ephemeral practices which, undocumented, would have turned into
myth or fallen into oblivion.

Among such rare artists in the Polish context were Zofia Kulik and
Przemystaw Kwiek who, from the late 1960s, created the framework of an
archive that around 1974 they christened the Studio of Activities,
Documentation and Propagation (Pracownia Dziatan, Dokumentacji i
Upowszechniania, PDDiU). The context of the Kwiek and Kulik archive,
which was located in a private apartment, was determined by a horizon
of impossibility — the indifference of the official institutions and the

reluctance, or actual hostility, of established galleries such as Galeria
Foksal towards neo-avant-garde practices. The PDDiU was a unique project
because, being focused on ‘actions’, it emphasized the problematic of
their adequate documentation and the need for social communication. At
first, the PDDiU documented projects by Kwiek and Kulik, many of which
(e.g. their graduation projects) were archival projects par excellence. With
time, however, the archive became also a kind of ‘emergency service’,’
documenting the ephemeral activities of artists who, in their existential as
well as artistic practices, were inspired by, and worked with, ideas
KwieKulik sympathized with.

From the onset, the PDDiU was defined by the idea of protecting and
making available — of generating and distributing knowledge about artistic
phenomena that were outside the scope of interest of the ideological appa-
ratus of art history of the era. The specificity of an archival structure
described the PDDiU not only metaphorically. From the very beginning the
materials were catalogued, indexed, structurised by cross-indexed tax-
onomies, as well as by the affective associations accompanying them. Nor
was the PDDiU a structure organized by an externally imposed order. Rather,
it followed what Foucault called the historical a priori: principles that estab-
lish themselves together with what they are supposed to formulate.® In this
sense, the PDDIU is an archive construed not only as a data bank but also,
and above all, as that which ‘differentiates discourses in their multiple exis-
tences and specifies them in their own duration’.” As they built the PDDiU,
the artists were increasingly anxious that what was missed by the eye of
history and the lens of the photo camera would be irreversibly lost. Hence
their determination in reaching outside their own area of interest, as well as
the emotional gesture of abandoning private space — the metaphorical and
literal decision to ‘go out’ in order to save ephemeral artistic activities
from historical oblivion. At the same time, the documentation instruments
developed by KwieKulik not only served the act of recording but also deter-
mined it, often becoming an element of the process. In this sense, in
KwieKulik's documentation-based practice, the medium became the
message, and the archive became something that ‘at the very root of the
statement-event, and in that which embodies it, defines at the outset the
system of its enunciability”.’



At the table from the left / La mas3, de la stanga la dreapta: Tomislav Gotovac, tukasz
Szajna, Zofia Kulik, Charles Ahearn, Andrzej Partum, NN, PDDiU, Warsaw, 22.11.1978.
Courtesy of KwieKulik Archive

Documentation of Artistic Practices in Poland

While the problematic of the archive was hardly the core of artistic debates
in Poland in the late 1960s and early 1970s, one can, in hindsight, discern
constellations of archival practices. Artists were interested chiefly in the
issues of documentation, information, and communication. If, after Michel
Foucault, we adopt the broadest possible definition of the archive as a gen-
eral system of statement formation and identification, the above-men-
tioned categories will define the possibilities and impossibilities of
expressibility in the field of the visual arts. In the period in question, we can
discern three modes of thinking about documentation: as an intervention-
ist communication practice, a complex performative statement, or a collect-
ing activity opening the possibility of eventual historicization.

The first mode would include artistic practices based on documentation,
independent distribution of information (e.g. through mail art), provoca-
tion, or the use of all kinds of appropriation techniques (e.g. Andrzej
Partum’s Biuro Poezji (Poetry Bureau), Jan Chwalczyk's Galeria Informacji
Kreatywnej (Creative Information Gallery), or Anastazy WiSniewski's Galeria
Tak (Yes Gallery)). The second mode could be described as a space in which
the problematic of documentation is explored in the context of a radical
redefinition of the sculptural medium in Jerzy Jarnuszkiewicz's and Oskar
Hansen's studios at the Warsaw Academy of Fine Arts: a transition from a
utilitarian documentation of the successive stages of the creation of a
sculptural object to the issue of an indeterminate process as such, from
questions about photography’s role and usefulness in the construction of
form to intermedial and interpersonal actions, games, or ‘conversations’.
In this context, we could also ask questions about adequate modes of docu-
menting visual communications, modes that would be their integral part
rather than just an echo (e.g. the practices of Zofia Kulik, Przemystaw Kwiek,
Jan Stanistaw Wojciechowski, Wiktor Gutt, Waldemar Raniszewski,).® The
third level would be artists who, without waiting for the official institutions,
documented and archived their work themselves; photographers docu-
menting the artistic milieu (e.g. Zygmunt Rytka); as well as avant-garde and
neo-avant-garde galleries of various institutional statuses, where docu-
mentation was treated as indexical towards the practices recorded.
Galleries usually documented events taking place in a specific space-time
and belonging, as well as co-creating, to their specific artistic idiom (Galeria
Foksal, Galeria Wspotczesna, and Galeria Akumulatory 2). Such documenta-
tion was determined by chronology and the process of accumulation,
defined by identicalness.

Whereas KwieKulik used in their archive techniques and tactics developed in
the former two modes, there was a radical difference between the third
mode and their philosophy of documentation. The PDDiU occupied a com-
pletely different position in the field of art than the so called ‘author’s galle-
ries’ — it was an utterly private enterprise, and attempts to institutionalize it
(aimed at securing a space of its own or a budget) did not succeed. Like the
avant-garde institutions in post-revolutionary Russia, the PDDiU referred to
a scientific ethos rather than an artistic one, focusing on the process of
research, trying to unify theoretical reflection and artistic praxis. The sub-
jects running it had no cohesive identity and did not document actions
through which they could gain one. Rather, they exposed their own practices,
as well as the constructions of the rhizome-growing archive, to the influence
of alterity, practices characterized by relationships not so much of similari-
ty as of ‘adjacency’ - being familiar and strange at the same time.

Living Archive, Open Archive

The problematic of documentation and archival structures were first criti-
cally approached in the Polish context by critics affiliated with Galeria
Foksal PSP in their 1971 texts The Living Archive and Documentation and the
anti-exhibition Living Archives (1972). Their context was, on the one hand,
defined by a growing recuperation of neo-avant-garde critical practices in
Western Europe, and, on the other hand, the already mentioned growing
number of documentation-based artistic projects in Poland as well as an

uncontrolled accumulation of documents in Galeria Foksal's own archive.
The Living Archives show featured manifestoes, catalogues, recordings,
films, and audio materials. All these documents had been wrapped up in
plastic, making them illegible. The purpose of the Living Archive was not to
present, quite the contrary, indeed to undermine the document’s status as
a source of knowledge and truth. By exposing the structures prefiguring the
archive (isolation, exclusion, repression), the , the text and the show, aimed
against the Derridian archive of death (whose structural fracture is memo-
ry), working against itself, becoming an attempt to annihilate the archontic
power of documents and documentation. Over the course of the 1970s, how-
ever, the Galeria Foksal PSP archive transformed into a closed hierarchical
structure, exclusive towards its contemporary field of art and excluding
from the historical narrative those artists and critics who disagreed with it,
as well as those artistic practices that explored the issues of authority, cor-
poreality, sexuality, or referred directly to the political reality at hand or the
Gierek-era mass culture.

Besides the PDDiU, another project opposing the hegemony of the institu-
tional avant-garde with its history and archives was Jan S. Wojciechowski's
Open Archive (1975)." The artist’s private archive was presented as a work of
art in the exhibition Bernacki, Bruszewski, Wojciechowski at the Galeria
Wspotczesna in Warsaw. Wojciechowski's project highlighted, among other
things, an ongoing process of the neo-avant-garde’s self-historicization —
through documentation, all kinds of archival practices and their presenta-
tions. At the same time, it made archival structures phantasmally transpar-
ent, creating an illusory promise of a free transmission of meaning.

PDDIU: A Horizontal Archive

The Galeria Foksal PSP’s Living Archive dealt with the cardinal problem of
the petrifaction of meaning on the theoretical level, but did so from the
position of Central Europe’'s most important avant-garde institution;
wrestling with its own history, it possessed a certain, exclusion-based his-
tory and an archive related to it. The PDDiU, in turn, was governed by prag-
matics and an ethos of ‘good work’, of doing a good job in the situation of
an art that is not being historicized, which takes place both outside institu-
tions and outside the discourse generated by them. The KwieKulik archive
made it possible to make such art discursive, opening the ephemeral past
to the effect of the future: the unlimited possibilities of assembling and dis-
assembling, of montage and reconfiguration. The PDDiU work could be com-
pared to a defensive mechanism against irreversible, traumatic loss.® It was
marked by inclusiveness, indeterminateness, non-hierarchical-ness, as it
collected spectacular events as well as unsuccessful ones.

The endless possibilities of the various connections between individual
events meant that the PDDiU archive had the potential to ‘horizontalize his-
tory": to abandon the Grand Narrative on behalf of many polysemous alter-
native histories. In a manner close to the concept of ‘horizontal history’, it
rejects the centre-peripheries dichotomy, locating subjects and the art they
create in a specific place, as well as describing the relationships between
them as unstable and always open.® In the polyphonic KwieKulik archive,
growing and fragmenting along the time axis, the past returns from the
future. Rather than as a trauma, however, it returns as an ‘event’ as in Alain
Badiou’s definition: a breach in the order of knowledge enabling the sub-
ject to affirmatively create himself anew.” It returns as memory/active non-
forgetting about existential and artistic radicalism; an event that Kwiek and
Kulik have been faithful to. / Translated from Polish by MARCIN
WAWRZYNCZAK. Courtesy of the translator

1. Sven Spieker, The Big Archive: Art from Bureaucracy, Cambridge, Mass., MIT Press, 2008.

2. Zofia Kulik's term, see: “Sztuka i teoria ilustrowana przypadkami zyciowymi, czyli SZTUKA Z
NERWOW", 1986-1995, Link: www.kulikzofia.pl/polski/ok2/ok2_wywiad1.html. Accessed 25
August 2009.

3. Sven Spieker, op. cit. While Spieker does not cite a case similar to the PDDiU (such as the
Artpool archive created in Hungary from the late 1970s by Gy6rgy Galantai and Jalia Klaniczay)
in his book, he applies, in an interesting manner, Foucault’s historical a priori concept to the
1970s archival practices, a concept that seems adequate to interpreting the PDDiU structure
as well.

4, Michel Foucault, The Archaeology Knowledge, London, Routledge, 2002, p. 146.

5. Ibidem.

6. Jan Stanistaw Wojciechowski, “Rzezbiarze fotografuja - moje lata 70", Rzezbiarze fotografujg,
ed. by Grzegorz Kowalski and Maryla Sitkowska, Warsaw, Muzeum Narodowe, 2004, p. 27.

7. tukasz Ronduda, “Jan Stanistaw Wojciechowski - Otwarte Archiwum”, “Piktogram”, 5/6 (2006),
pp. 106-107.

8. In this sense, the PDDiU combines the characteristics of the archives of Meydenbauer (an
archive of public monuments) and Rodchenko (a Lenin archive), both analyzed by Spieker.
See: Sven Spieker, op. cit., p. 134.

9. Throughout this paragraph, | use the concept of horizontal history developed by Piotr
Piotrowski. See: Piotr Piotrowski, “How to Write a History of Central-East European Art?”,
“Third Text”, 96 (2009), pp. 5-14.

10. Alain Badiou, Ethics: An Essay on Understanding of Evil, trans. by Peter Hallward, New York,

Verso, 2002, pp. 40-44.



NU AR EXISTA KOVANDA FARA MILER

B Text
PAVLINA MORGANOVA

Figura cea mai proeminenta a conceptualismului
artistic din Praga de la inceputul secolului XXI este,
fara indoiala, Jifi Kovanda. Cu toate acestea, in anii
70, acesta nu era in centrul atentiei, ci facea parte
dintr-un grup mai larg de conceptualisti si de artisti
din zona body art din Praga, reunit in jurul lui Karel
Miler si Petr Stembera. Kovanda nu a fost in niciun fel
asociat cu Aktual-ul lui Milan KniZak, ale cdrui activi-
tati incepeau sa apuna la inceputul anilor ‘70. Pe la
jumatatea anilor ‘70, acesta apartinea unui mic grup
de spectatori care priveau reprezentatiile nocturne
clandestine ale lui Petr Stembera, Jan Mlcoch si Karel
Miler " in pivnita Muzeului de Arte Decorative din
Praga; in 1977 contribuia cu propriile reprezentatii.
Pana atunci, el avusese deja reprezentatii importante
in Piata Wenceslas si Insula Strelecky Island din
Praga.

Contactul sau cu Jan Mlcoch si Karel Miler,
care lucrau la Galeria Nationala, l-a ajutat
sa se angajeze ca depozitar pentru colectia
de arta moderna din centrul Pragai, de la
Biblioteca Municipala. Acest loc este im-
portant, nu numai pentru ca artistul si-a
expus cateva instalatii aici, ci si datorita
faptului ca aici l-a intalnit zilnic pe Karel
Miler. Miler a fost fara indoiala o sursa de
inspiratie pentru Kovanda: era un istoric
de arta cu studii universitare, un traduca-
tor al celor mai recente texte teoretice din
limba engleza, un prieten apropiat al lui
Petr Rezek, Petr Stembera si Jan Ml€och, si
era interesat de fenomenologie si zen-
budism. Miler lucra la Galeria Nationala ca
prim-curator, iar mai tarziu, dupa epurarile
politice de la inceputul anilor ‘70, ca tehni-
cian. Tnca de atunci, Kovanda si Miler isi
imparteau spatiul de lucru, care era un fel
de birou. Tn ciuda faptului ca apartineau
unor generatii diferite (Miler s-a nascut in
1940, iar Kovanda n 1953), 7i lega o natura
introvertita si un fel de asceza interioara.
Ambii erau fascinati de posibilitatile con-
ceptualismului, deoarece nu necesita for-
mare in arte clasice sau materiale scumpe
pentru a crea lucrari bune de arta concep-
tuala. Autoexprimarea era posibila prin
cele mai simple si accesibile mijloace,
printr-un gest, printr-un obiect cotidian,
printr-un text.

Karel Miler a inceput sa lucreze cu artele
spectacolului in debutul anilor ‘70, cand,
indemnat de Petr Stembera, a inceput sa
utilizeze semantica, la Tnceput in poezia
vizuala, Tn body performance. Prima

reprezen'ga’;le prezentata de Miler, Elthgr, Karel Miler, Ori si ori / Either, and Or, 1972. Courtesy of the artist
and Or din 1972, este un spectacol de joc




Jifi Kovanda, Instalatie Il / Installation [1l, 1979.
Courtesy of the artist

de cuvinte semantice, evidentiind polari-
tatea intelesurilor. Urmatoarele, in 1973, au
fost reprezentatiile Perpendicular si
Identification, in cadrul carora corpul este
un obiect abstract existential, generand o
situatie complet specifica, determinata de
efectul gravitatiei. Miler nu este un artistin
adevaratul sens al cuvantului, ci un filozof
si un poet. Putem privi opera lui Miler asa
cum am privi un poem in imagini, in spirit-
ul miscarii de avangarda poetista a anilor
‘20, asa cum a fost formulata de Karel
Teige. In ,Manifestul poetismului” din 1928,
Teige scria: ,..poezia este unica. Toate
curentele de inspiratie poetica sunt iden-
tice din punct de vedere calitativ si difera
doar Tn sensuri expresive, cantitative.
Atunci cand abandonam termenul de
«arta», intelegem cuvantul «poezie» in
sensul sau grecesc initial: poiesis, creatia
suprema. Astazi, poezia nu se regaseste
doar in carti; putem poetiza cu ajutorul
culorilor, al luminilor, al sunetelor si mal
iscarilor, putem poetiza cu ajutorul vietii.”?
Opera lui Miler este, de fapt, mai apropiata
de poetismul ceh, decdt de body art-ul
american; corpul artistului surprins intr-un
fel de situatie fotografie-model este uti-
lizat precum o sectiune dintr-un colaj, ca o
intersectare cu lumea reala si cu entitatea
imaginii. Actiunile corporale reprezentau
afirmatii vizuale pentru Miler. Notitele lui
Miler din 1973 contin scurte afirmatii: ,Un
fapt pur are dimensiunile universului.
Puritatea unui fapt face universul un spec-
tacol captivant.”* Pe langa conceptualism,
acesti artisti sunt clar influentati de zen-
budism, care era popular la vremea aceea
si de care Miler era puternic interesat.

Primele reprezentatii ale lui Kovanda au o
incarcatura similara: pe 18 noiembrie 1976,
a asteptat pana cand l-a chemat cineva,
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sau pe 19 noiembrie 1976 si-a intins bratele
lateral in Piata Wenceslas.* Asemenea lui
Miler, corpul lui Kovanda era intr-o anu-
mita situatie semantica; dar spre deose-
bire de Miler, corpul lui Kovanda a devenit
o parte dintr-o situatie sociala specifica,
chiar daca a ramas, datorita documentarii
fotografice, oarecum separat si intr-un
anumit sens, singur. in opinia mea, pute-
rea performance-urilor lui Kovanda consta
in modul in care face vizibil invizibilul
interactiunilor sociale. Daca cei doi artisti
au Tn comun un anumit simt al subtilitatii
si al discretiei gestului, acestia difera n
relatia lor cu spatiul Tn care gestul este
produs. Pentru Karel Miler, fotografia este
comunicatorul spectacolului, dovada
acestuia, dar si o imagine cu calitati vi-
zuale incontestabile. El insusi si-a fotogra-
fiat majoritatea reprezentatiilor sau a
rugat un prieten sa apese butonul apara-
tului si sa fotografieze situatia reprezen-
tata. In fotografiile care documenteaza
reprezentatiile lui Miler, aproape intot-
deauna exista doar Miler si spatiul. Pe de
alta parte, in fotografiile lui Jifi Kovanda
vedem adesea trecatori aleatorii sau alti
participanti la performance. Oamenii re-
prezinta o parte naturala a spatiului in
care lucreaza Kovanda. Pavel Tuc, care a
fotografiat majoritatea reprezentatiilor lui
Kovanda, le surprinde de departe intr-un
mod simplist, care poate chiar sa para un
cadru aleatoriu.

In ciuda acestor diferente, putem gasi in
abordarile lui Kovanda si Miler alte
aspecte similare. Acestea includ, spre
exemplu, evitarea fizicalitatii exaltate si
faptul ca este problematic sa 1i conside-
ram pe amandoi artisti din domeniul body
art. Tn schimb, ambii isi folosesc trupurile
ca materiale minimaliste sau ca un koan
zen-budist. Miler si Kovanda au devenit
maestri ai gestului corporal minimalist
care, prin intermediul fotografiei, vizuali-
zeaza continuturi metafizice extinse. In
acest mod au reusit sa comunice o situatie
complexa a artistului si, mai presus de
orice, a individului din cadrul unui regim
totalitar.

La sfarsitul anilor ‘70, Miler, asemenea lui
Petr Stembera si Jan Mlcoch, nu a mai
creat performance-uri. Kovanda a reusit sa
depaseasca senzatia de osteneala si de
stereotipie a reprezentatiilor, pe la sfarsi-
tul anilor ‘80, trecand la instalatie.
Kovanda a discutat despre acest aspect in
anii ‘90, in textul ,De la performance la
instalatie?”: ,In 1976, am stat pe mijlocul
trotuarului din Wenceslas Square cu
bratele intinse lateral. Astfel, cineva, unde-
va, cumva exista. in 1979, am atirnat doua
scanduri legate de o grinda de tavan in-
tr-o camera goala. Ceva, undeva, cumva
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exista.”* Acesta afirma ca principiile
lucrarilor sale nu s-au schimbat. Pe durata
anilor ‘80, a lucrat cu instalatii si a pictat.
La inceputul anilor 2000, s-a intors la per-
formance cu lucrari precum Kissing
through Glass, prezentata in 2007 la Tate
Modern.

Ma intreb adesea de ce cel mai tanar si cel
mai putin proeminent dintre conceptua-
listii praghezi, Jifi Kovanda, a avut succes.
De ce nu Karel Miler, a carui arta este atat
de delicata si de atemporala? De ce nu
Petr Stembera, care a fost legat de Marina
Abramovi¢ sau Chris Burden? Sa fie oare
rezistenta lui Kovanda, sa fie sensibilitatea
sa in a experimenta in fiecare deceniu?
S-au scris multe lucruri despre arta sa. Eu
am incercat doar sa exprim ca, in opinia
mea, nu ar exista Kovanda cel pe care il
cunoastem astdzi, daca sansa nu ar fi facut
ca acesta sa lucreze alaturi de Karel Miler.
Au impartit un birou timp de peste zece
ani, s-au intalnit zilnic si au petrecut orele
de munca Timpreuna. Nu cred ca au vorbit
prea mult despre arta; de fapt, nu cred ca
au vorbit deloc despre arta. Dar sunt sigur
ca timpul pe care l-au petrecut impreuna a
fost foarte important, in special pentru Jifi
Kovanda.

In urma Revolutiei de Catifea din 1989, dru-
murile lor s-au despartit Th mod natural.
Miler s-a intors la lucrarile sale academice,
ca istoric de arta si curator al colectiei de
la Galeria Nationala din Praga. El Tsi
pastreaza lucrarile de arta, pe care le-a
expus integral pentru prima data in 1977, in
apartamentul lui Petr Rezek, iar pentru a
doua oara, in 1977, la Galeria Praga, in
vechi dosare uzate.® La jumatatea anilor
‘90, Kovanda a fost angajat ca asistent la
Academia de Arte Plastice din Praga si
treptat a devenit un profesor foarte popu-
lar si, mai presus de toate, un artist
recunoscut la nivel international si
reprezentat in cele mai prestigioase
colectii din lume.

1. Stembera si Miler au avut performance-uri de la inceputul
anilor ‘70, MlCoch li s-a alaturat in 1974.

2. Karel Teige, ,Manifest poetismu”, in: Avantgarda znama a
neznama, vol. 2, Svoboda, Praga 1972, p. 591. Manifestul a
fost publicat pentru prima data in revista ,ReD", 1928, vol.
1,nr. 9.

3. Notele de lucru dactilografiate din 1973 si pastrate in arhi-
va lui Karel Miler.

4, Acestea erau doua performance-uri fara titlu, din 1976.

5. Jifi Kovanda, ,0d akce k instalaci?”, in: ,Uméni instalace”,
JVytvarné uméni nr. 4", 1994, p. 75.

6. Karel Miler - Petr Stembera - Jan MIoch / 1970 - 1980,
Praga, Galeria Praga, 25 November 1997 - 25 January 1998.
Expozitie pregatita de Karel Srp.



There Would Be No Kovanda without Miler

The most prominent figure of Prague conceptualism in the art world of the
early 21st century is undoubtedly Jifi Kovanda. Yet in the 1970s he did not
stand at centre stage, instead belonging to a broader group of Prague con-
ceptualists and body artists around Karel Miler and Petr Stembera. Kovanda
was not at all associated with Milan Knizak's Aktual, whose activities were
fading in the early 1970s. Around the mid 1970s he belonged to a small group
of viewers watching the clandestine night-time performances of Petr Stem-
bera, Jan Mlcoch and Karel Miler~ in the cellar of the Museum of Decorative
Arts in Prague; in 1977 he contributed his own performances. At that time he
had already carried out important performances on Wenceslas Square and
Strelecky Island in Prague. His contact with Jan MICoch and Karel Miler, who
worked at the National Gallery, helped him secure a position as a depository
worker for the collection of modern art that was based in the center of Prague
at the Municipal Library.

The place is important, not just because Kovanda carried a few of his instal-
lations out there, but because he came into everyday contact with Karel Miler
there. Miler was undoubtedly an inspirational figure for Kovanda: he was uni-
versity educated art historian, a translator of the latest theoretical texts from
English, a close friend of Petr Rezek, Petr Stembera and Jan Ml¢och, and held
an interest in phenomenology, Zen-Buddhism. Miler worked in the National
Gallery first as a curator and later, after the political vetting of the early 1970s,
as a technician. Since then Kovanda and Miler shared a work space, an office
of sorts. Despite belonging to different generations (Miler was born in 1940
and Kovanda in 1953), they were linked by an introvertive nature and a kind
of inner ascetics. Both were fascinated by the possibilities of Conceptualism,
since there was no need for classical art training or expensive materials to
make good conceptual art. Self expression was possible through the simplest
and most accessible means, through a gesture, an everyday object, a text.
Karel Miler began working with performance in the early 1970s when, prompt-
ed by Petr Stembera, he began using semantics, which he had originally
employed in visual poetry, in body performance. Miler's first presented per-
formance Either, and Or from 1972 is performed semantic wordplay empha-
sizing the polarity of meanings. Following in 1973 were the performances
Perpendicular and Identification, in which the body is in an abstract existen-
tial and completely specific situation determined by the effect of gravity.
Miler is not an artist in the true sense of the word, but a philosopher and
poet. We can view Miler's work as we would a picture poem in the spirit of the
1920s Poetist avant-garde movement as formulated by Karel Teige. In his 1928
"Poetism manifesto", Teige writes: "...poetry is only one. All currents of inspi-
ration are qualitatively identical and differ only in expressive, quantitative
means. In abandoning the term 'art,’ we understand the word 'poetry" in its
initial Greek sense: poiesis, supreme creation. Today poetry is not only stored
in books; we can poetize using color, light, sound and movement, we can poe-
tize with life."” Miler's work is really closer to Czech Poetism than to American
body-art; the artist's body captured in a kind of photo-model situation is
used like a clipping in a collage, as intersection of the real world and entity
of the image. Body actions were visual statements for Miler. Miler's 1973 notes
to his work contain short statements: "A pure fact has the size of the universe.
The purity of a fact makes the universe a thrilling spectacle.” In addition to
Conceptualism, they are clearly influenced by the then popular Zen-
Buddhism, in which Miler was strongly interested.

Kovanda's early performance also have a similar charge: on 18 November
1976 he waited until somebody called him or on 19 November 1976 he
stretched his arms out at his sides on Wenceslas Square.’ Like Miler's,
Kovanda's body was in a certain semantic situation; but unlike Miler,
Kovanda's body became part of a specific social situation, even if it remains,
due to the photo-documentation, somewhat separated and in a certain sense
alone. | feel that the power of Kovanda's performances is in how he makes
visible the invisible of social interactions. If the two artists share a sense for
subtlety and the inconspicuousness of the gesture, they differ in their rela-
tionship to the space in which this gesture is made. A photograph is for Karel
Miler the communicator of the performance, its proof, but also an image with
indisputable visual qualities. He photographed most of his performances
himself or would ask a friend to push the camera's button and photograph
the performed situation. In the photographs documenting Miler's perform-
ances there is almost always just Miler and the space. In the photographs of
Jifi Kovanda, however, we often see random bystanders or other participants
of the performance. People are a natural part of the space in which Kovanda
works. Pavel Tu¢, who photographed most of Kovanda's performances, cap-
tures them from afar in a completely plain way that can even appear to be a
random shot.

Despite these differences we find in Kovanda's and Miler's approach other
shared aspects. This includes, for instance, an avoidance of exalted physical-
ity and the fact that it is problematic to consider both to be body artists.
Instead, they use their bodies as a minimalist material or a Zen-Buddhist
koan. Miler and Kovanda became masters of the minimalist body gesture
that, through photography, visualizes broader metaphysical contents. In this

Karel Miler, Identification / Identificare, 1973. Courtesy of the artist

way they managed to communicate a complex situation of the artist and,
above all, the individual within a totalitarian regime.

In the late 1970s, Miler, like Petr Stembera and Jan Mlcoch, stopped creating
performances. Kovanda was able to overcome the feeling of fatigue and for-
mulaicness of performance around the turn of the 1980s by moving to instal-
lations. Kovanda addressed this in the 1990s in the text "From Performance
to Installation?": "In 1976, | stood in the middle of the sidewalk on Wenceslas
Square with my arms stretched out at my sides. Thus, someone somewhere
somehow was. In 1979, | leaned two tied planks against a ceiling beam in an
empty room. Something somewhere somehow was." He was saying that the
principles of his work do not change. Throughout the 1980s he worked with
installations and painted. In the early 2000s he then returned to performance
with works such as Kissing through Glass performed in 2007 at the Tate
Modern.

| often wonder, why youngest and least prominent of the Prague conceptual-
ists, Jifi Kovanda, made it. Why not Karel Miler, whose art is so delicate and
timeless? Why not Petr Stembera who was linked to Marina Abramovic or
Chris Burden? Is it Kovanda’s endurance; is it his sensitivity in testing new
waters with every decade? There is a lot written about his art. | just tried to
express here that, in my view; there wouldn’t be the Kovanda we know today
if he had not happened to work alongside with Karel Miler. They shared an
office for over ten years, met on a daily basis and spent the workday togeth-
er. | don't think they talked about art too much; actually | don't think they
talked about art at all. But | am sure that the time they spent together had
great significance, especially for Jifi Kovanda. Following the Velvet Revolution
in 1989, their paths naturally diverged. Miler returned to his scholarly work as
an art historian and curator of the collection of the National Gallery in
Prague. He stores his artworks, which he comprehensively exhibited for the
first time in 1977 in Petr Rezek flat and for the second time in 1997 at the
Prague City Gallery, in old worn folders.6 In the mid 1990s, Kovanda was hired
as an assistant at the Academy of Fine Arts in Prague and gradually became
a popular teacher and, above all, an internationally renowned artist repre-
sented in the most prestigious collections around the world.

1. Stembera and Miler performed since the beginning of 1970s, Mlcoch joined them in 1974.

2. Karel Teige, Manifest poetismu, in: Avantgarda znama a neznama, vol. 2, Svoboda, Prague
1972, p. 591. The manifesto was originally published in the journal “ReD*, 1928, vol. 1, no. 9.

3. Typed working notes from 1973 and stored in the archive of Karel Miler.

4. These were two untitled performances, from 1976.

5. Jifi Kovanda, "Od akce k instalaci?", in: Uméni instalace, ,Vytvarné uméni no. 4*, 1994, p. 75.

6. Karel Miler - Petr Stembera - Jan Mlcoch / 1970 - 1980, Prague, Prague City Gallery, 25
November 1997 - 25
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DESPRE ARTA CONCEPTUALA SI PERFORMATIVITATE:

UNGUARDED MONEY ON THE STREET

A LUI MIKLOS ERDELY*

Inspirat de o moneda de 10 forinti lasata intre cioburile unei
vitrine sparte in timpul revolutiei, la inceputul lui noiembrie
1956, artistului polivalent Miklos Erdeély i-a venit ideea sa
stranga bani pentru scopuri caritabile in locuri publice din
Budapesta.’ Acesta si-a prezentat conceptul membrilor asa-
numitului Marabou guard, un grup inovator de evrei dfiliati
universitatii Vorosmarty’, care, la randul lor, au decis sa pre-

zinte conceptul Uniunii Scriitorilor, ai carei membri demon-
strau in cadrul intalnirilor lor, in timpul revolutiei, o vointa
extraordinard pentru reforma.* Uniunea a sustinut ideea lui
Erdély°® (care pand in 1983 nu-i era atribuitd, de fapt, nici
macar nu era considerata ca fiind o lucrare artistica) si l-a aju-
tat, furnizand diverse cufere pe care sa le plaseze in aproxi-
mativ opt locatii® din capitala Ungariei.

Aceste cufere erau insotite de postere ce reprezentau
bancnote de 100 de forinti si o invitatie de a dona
pentru rudele victimelor: ,puritatea revolutiei noas-
tre ne da dreptul sa colectam in acest fel donatii
pentru familiile martirilor nostri”” Cuferele erau ne-
pazite, fiind plasate in zonele urbane ale Budapestei,
iar trecatorii puteau face donatii, timp de zece pana
la douasprezece zile, aruncand bancnote si monede
in interiorul acestora.®

Unguarded Money on the Street este o lucrare tim-
purie de arta conceptuala, care a imbinat actionis-
mul cu o dimensiune morala® puternica, mergand
mana in mana cu fortele eliberatoare ale miscarii
populare. Ideea centrala a lucrarii lui Erdély a fost
relatia unui artist cu starea de urgenta aparuta in
urma devalorizarii monedei®, astfel principiile etice
devenind dominante - o perspectiva care a con-
tribuit la conturarea istoriografiei unei incercari de
reforma, dupa incheierea stalinismului. Nu exista
nicio indoiala ca modul in care Revolutia din 1956 a
devenit un punct de referinta istorica, de superiori-
tate morala si politicd, ramane o intrebare importan-
ta. Acest eseu isi propune sa analizeze, la nivel teo-
retic, atat modul in care s-a intersectat arta concep-
tuala cu performativitatea, cat si modul in care au
aparut actiunile conceptuale, asa cum Erdély insusi a
descris Unguarded Money.

Fara sa fi citit Arta dupd filozofie a lui Joseph Kosuth,
scrisa dupa 1969, Erdély a explorat ideea artei care
nu are doar o functie decorativa, ci poate servi si in
alte scopuri.” Cel mai probabil a fost un factor interi-
or care, in zilele extrem de intense ale revoltelor, l-au
determinat pe Erdély sa atraga atentia asupra trans-

B Text
KATALIN CSEH-VARGA

Miklos Erdeély, Colectare de fonduri la Uniunea Scriitorilor Maghiari
pentru ajutorarea familiilor celor cazuti, octombrie 1956, Budapesta /
Collecting action of the Hungarian Writer’s Union for supporting the
families of the fallen), October 1956, Budapest.

Source: 1956 Institute. Photo: Tibor Szentpétery

formarilor care au loc n politica, societatea si cultura
maghiara.” Artistul a afirmat ca — asa cum scria, de
altfel, si Kosuth - ,este necesara separarea esteticii
de arta” si ca ,arta «formalista» nu este arta, ci pur
si simplu un exercitiu de estetica."” Astfel, Erdely a
pus intrebari cruciale referitoare la functia reala a
artei, mai ales in vremuri de criza, reusind sa
uneasca intr-un mod creativ rolurile unui critic cu
cele ale unui artist. Dupa cum declara in 1983, noti-
unea de arta conceptuala nu era familiara multor
artisti maghiari. Totusi, multi dintre acestia simteau
deja, de ceva vreme, ca exista o arta care nu are ca
obiectiv principal conditiile estetice. (Neo-) avan-
gardistii au fost Tn cautarea de forme de exprimare
situate dincolo de formalismul material, iar arta con-
ceptuala era o cale de iesire din asta si ,a extins
domeniul de aplicare al libertatii in domeniul
artelor™.
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lent cu bancnote si monede este ca acestea au fost cre-
ate printr-un apel la actiune - lucrarea artistica s-a dez-
voltat prin actul concret al persoanelor care impartasesc
cu artistul credinta in triumful moral al revolutiei demo-
cratice. Unguarded Money este o lucrare fascinanta,
deoarece nu a avut nicio functie sau forma estetica, prin
urmare, indeplinind cerintele internationale ale artei
conceptuale. Este pur si simplu un moment performativ
in care ideea a devenit forma.”

Ceva mai tarziu, lucrarile conceptuale ale lui Erdély au
devenit mai abstracte, dar - dupa cum a subliniat si isto-
ricul de arta Annamaria Sz6ke la Simpozionul ,Marcel
Duchamp” desfasurat la Budapesta - functia artei sale
nu s-a schimbat la finele anului 1987: aceasta a avut
scopul de a crea un ,haos fertil Tn mintea spectatoru-
lui"®. Lucrarea artistica despre care vorbea Szbke, Last
Year's Snow (1970), este prezentatd intr-o situatie expoz-
itionala tipica (imateriald), iar Unguarded Money a trans-
format o situatie cotidiana, printr-o interventie activa,
intr-o actiune conceptuala dezvoltata in continuare prin
logica actului creativ duchampian.

Multumiri deosebite Annamariei Széke si Fundatiei ,Miklos Erdély” pentru
furnizarea de informatii si materiale valoroase referitoare la Unguarded Money.
De asemenea, apreciez foarte mult ajutorul necontenit al Centrului de Cercetare
Artpool Art, in special sprijinul acordat de catre directorul Jilia Klaniczay si
arhivista Dora Halasi.

Miklés Erdély, Puritatea Revolutiei noastre! (Cutia de colectare de la Uniunea Scriitorilor
Maghiari) / The purity of our revolution! (The collecting box of the Writer's Union), October
1956, Budapest. Source: 1956 Institute / Archive of Radio Free Europe, Kennedy Archive.
Photo: Laszlé Almasy

Tn ultima vreme, am ajuns la concluzia ca una din varia-
tiile turnurii performative in avangarda maghiara postbe-
lica este strans legata de aparitia si extinderea artei con-
ceptuale.” Nu a fost doar ruptura de structurile materiale,
triumful limbii in constitutia sa transgresiva si efemera, ci
devotamentul fata de experiment, care aduce cu sine
schimbari sociale, politice si culturale. Imaginea si limba
au fost impulsionate de arta conceptuala, iar artisti din
Ungaria au extins posibilitatile desenului / picturii, foto-
grafiei, naratiunii vizuale liniare si a poeziei clasice.”

Deja de la mijlocul anilor '60 se putea observa o schim-
bare catre o materialitate si imaterialitate a comunicarii
in artele plastice.® Majoritatea acestor tendinte incor-
poreaza fizicalitatea corpului uman, ceea ce a dus la
aparitia unui numar de posibilitati necunoscute pana la
acel moment. Cu toate ca nu se considerau artisti perfor-
mativi, artisti precum Gabor Attalai si Laszlo Lakner au
combinat medii diverse de exprimare artistica, profitand
astfel de depasirea frontierelor. Lucrari artistice de foto-
grafiere a corpului (Attalai)” sau actiuni de desen foto-
grafic (Lakner)® au fost cu sigurantd alimentate de un
amalgam fertil dintre performativitate si arta conceptuala.
Cu toate ca istoricul de arta Géza Boros a pretins ca
Unguarded Money ar fi primul performance” maghiar, eu
as fi mai precauta in atribuirea termenului de ,perfor-
mance” la ceea ce Erdély insusi a numit o actiune con-
ceptuala. Desi Unguarded Money are un caracter partici-
pativ si include caracteristici ale performativului [das
Performativel, cum ar fi prezenta corporala, faptul ca se
bazeaza pe un eveniment, efemeritate, procesul de
creare, aparitii, aceasta nu contine co-prezenta unui
public si a unui interpret, a unui ,scenariu” sau a oricarui
fel de structura. Fascinant in cazul cuferelor umplute

1. Edit Sasvari la evenimentul Public Art-esték a Kultiplexben: Mi a Public Art? A
koztéri mlivészet Gj formai. Politika és mivészet. Al treilea eveniment din serie.
Octombrie 23, 2003. Cu participarea lui Géza Boros, Edit Sasvari, Annamaria Széke
si Daniel Erdély. Sursa: Centrul de Cercetare Artpool Art, inregistrare electronica
(DVD).

2. Miklos Erdély, citat in Peternak, Miklos. ,Beszélgetés Erdély Miklossal 1983
tavaszan”, Revista literara si culturala LArgus". Compilatie Erdély Miklos. Nr. 5. Vol.
II. septembrie - octombrie 1991, pp. 75-88, aici p. 77.

3. Daniel Erdély la evenimentul Beszélgetés Erdély Miklés Orizetlen pénz cimii
miivérol, 22 octombrie, 2006. Mlicsarnok. Invitati: Eva Standeisky, Zoltan Sebdk,
Miklos Erdhardt. Coordonator: Edit Sasvari. Versiune dactilografiatd. Sursa:
Fundatia ,Miklos Erdély” (Annamaria Szdke), p. 5.

4. Eva Standeisky, Ibid., p. 5.

. Fekete, Gyula, ,Tengercsepp”, Magyar Forum, 12 martie 1992. Link:

www.artpool.hu/Erdely/sajto/Boros.html. Accesat ultima oard: 4 aprilie 2016.

. Annamaria Szdke, Public Art-esték a Kultiplexben.

. Sasvari Edit, Beszélgetés Erdély Miklos Orizetlen pénz cimii mivérdl, p. 1.

. Janos Kalman, Ibid., p. 8.

9. Zoltan Sebdk, Ibid., p. 11.

10. Ibid., p. 10.

11. Miklos Erdély, citat in ,Beszélgetés Erdély Miklossal 1983 tavaszan”, ,Argus", p. 77.

12. Ibid.

13. Kosuth, Joseph, Art After Philosophy, 1969. Link:
www.lot.at/sfu_sabine_bitter/Art_After_Philosophy.pdf. Accesat ultima oara: 5
aprilie 2016.

14. Morgan, Robert C., ,Conceptual Art: The Internalization of the Document”, Morgan
(ed.), Conceptual Art: An American Perspective, Jefferson: MacFarland & Company,
1994, pp. 28-47.

15. Miklos Erdély, citat in ,Beszélgetés Erdély Miklossal 1983 tavaszan”, ,Argus”, p. 75.

16. Cseh-Varga, Katalin / Nagy, Kristof, ,The Anti-Football of the Hungarian Neo-
Avant-Garde. Crossing Art into Immateriality”, discutii din cadrul conferintei CEAD,
Muzeul de Artd Olomouc, 5 aprilie 2016.

. Mai precis, trebuie sa subliniem faptul ca arta poetica experimentald duce la un
alt fel de performativitate in neo-avangarda maghiara, care a fost recent detec-
tata si a analizata de catre Emese Kiirti. Vezi si ibid.

18. Ibid.

19. A se vedea, de exemplu, I can be foolish too I-lI-Ill, numit si Idiotic Manner I-11-11
(1973); No Air (1971) sau Cutting of a Wart on my Breast I-1I-11l (1971). Cseh-Varga,
Katalin. ,Documentary Traces of Hungarian Event-Based Art", Shifting Ground: A
Visual History of Cold War Hungary, Cristina Cuevas-Wolf / Isotta Poggi (eds.),
Exhibition catalogue (in curs de aparitie).

20. Lakner, Laszlo, Felveszem a lépcs6 formajat (1971).

21. Boros, Géza, ,Orizetlen pénz. Jovokotvény. Két 1956-os konceptualista akcid”,

JKritika”, Nr. 10, 1996, pp. 26-27, aici p. 27.

. Similar cu titlul legendar al expozitiei lui Harald Szeemann: “Live in Your Head.
When Attitudes Become Form: Works, Concepts, Processes, Situations,
Information" (Bern, 1969).

. Sz6ke, Annamaria, Simpozion ,Marcel Duchamp”. ELTE Esztétika Tanszék,

Budapesta, 11 decembrie 1987. Link:

www.artpool.hu/Duchamp/MDspirit/text/Szoke.html. Ultima accesare: 4 aprilie

2016.

Foarte similar cu George Brecht. George Brecht, citat in Umathum, Sandra, Kunst

als Auffiihrungserfahrung. Zum Diskurs intersubjektiver Situationen in der zeit-

gendssischen Ausstellungskunst. Felix Gonzalez-Torres, Erwin Wurm und Tino

Sehgal, Bielefeld: transcript, 2011, p. 91.
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On Conceptual Art and Performativity: Miklos
Erdely’s Unguarded Money on the Street*

Text KATALIN CSEH-VARGA

Early November 1956' during the days of the revolution, inspired by a 10-
Forint-coin in a broken shopping window that was not taken by anyone,
Hungarian poly-artist Miklos Erdély came up with an idea to collect money for
the reason of charity on public places all around Budapest.? He presented the
concept to members of the so-called Marabou guard, a Jewish pathfinder
group affiliated to the Vorosmarty University’, who thereupon decided to sug-
gest it to the Writer's Association which’s member meetings had the strongest
reform spirit in the days of the revolution’. The Association supported
Erdély’s idea® (which until 1983 was not known as his and not even considered
to be an artwork) and helped providing diverse cases to place them at about
eight different locations® in the Hungarian capital. The cases were accompa-
nied by posters with 100-Forint-bills and the invitation to donate to the rela-
tives of the fallen victims: “The purity of our revolution allows us to collect for
the families of our martyrs this way.” The coffers stood in the urban areas
without any guards and passer-by was able to make their donations for ten
to twelve days® by throwing bills and coins into them.

Unguarded Money on the Street is a very early piece of conceptual art that
merged actionism with a strong moral dimension® going hand in hand with
the liberating forces of the folk upheaval. The idea that was in the focal point
of Erdély’s piece was an artist's reaction to the state of emergency when
money lost its value® and ethical principles became dominant — a prospect
that helped to shape the historiography of a reform attempt following the
end of Stalinism positively. There is no doubt that how the 1956 revolution
became a historical reference point of moral and political superiority is a
striking question, in this particular essay | am looking at, basically on the
level of theory, how conceptual art and performativity found together and
how conceptual actions, as Erdély himself called Unguarded Money, could
appear.

Without having read Joseph Kosuth’s Art After Philosophy, that was written
not before 1969, Erdély explored that art’s only function was not a decorative
it could serve other purposes too.” Most probably it was an inner pushing fac-
tor in the extremely intense days of the upheaval that Erdély decided to draw
attention to transformations happening in Hungarian politics, society and
culture.” The artist had recognized that, in the words of Kosuth, “[ilt is neces-
sary to separate aesthetics from art[...]"” and that “[...] “formalist” art [...] is not
art at all, but pure exercises in aesthetics.” It is absolutely true for Erdély
that he asked crucial questions about the real function of art, especially in
times of crisis, and that he creatively united the roles of a critic and an artist®.
As he stated in 1983, the notion of conceptual art was not familiar to many
Hungarian artists for quite a long time although many of them sensed the
existence of an art without a primary focus on aesthetic conditions. (Neo-)
Avant-gardists were looking for forms of expression lying beyond material-
formalism. Conceptual art was the way out and it “[...] widened the scope of
freedom in the arts [...]"".

Lately | have come to the conclusion that one variation of the performative
turn in the Hungarian post-war avant-garde is tightly linked to the emergence
and expansion of conceptual art.” It was not only the break with material
structures, the triumph of language in its transgressive and ephemeral
constitution, but the devotion to experiment that leaves social, political and
cultural changes behind. The image and language were both challenged by
conceptual art and even artists in Hungary expanded the possibilities of
drawing / painting, photography, linear visual narration and classic poetry®.
At the latest around the middle of the Sixties one could detect a fundamen-
tal change toward the different materiality and immateriality of communica-
tion in the fine arts.” Most of these tendencies incorporated the physicality
of the human body that opened a range of unseen possibilities. Artists like
Gabor Attalai and Laszlo Lakner combined diverse media of artistic expres-
sion, took advantage of frontier crossings although they would have never
called themselves performance artists. Photo-body works (Attalai)® or photo-
drawing-actions (Lakner)” were certainly driven by a fruitful “mix” of perfor-
mativity and conceptual art.

Although art historian Géza Boros claimed Unguarded Money to be the first
Hungarian performance® | would be more careful in adapting the term “per-
formance” to what Erdély himself named a conceptual action. Albeit
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Unguarded Money does have a participatory character and includes features
of the performative [das Performative], like bodily presence, event-based-
ness, fleetingness, the process of creation, come-abouts, it does not contain
the co-presence of an audience and a performer, a “script” or any structure.
What is fascinating about the cases slowly filling with bills and coins is that it
was created out of a call for action - the artwork constituted itself through
the concrete act of individuals who only share with the artist their belief in
the moral triumph of the democratic revolution. Unguarded Money is fasci-
nating because it had no aesthetic function and form and therefore fulfilled
the international requirements of conceptual art. It is simply a performative
moment when the idea became form*.

Some time later conceptual works of Erdély became more abstract, but, as art
historian Annamaria Széke pointed out at the Marcel Duchamp Symposium in
Budapest by the end of 1987, the function of his art did not change: it followed
the aim to create a “fertile chaos in the heads of the spectator™. The art
object Sz6ke was talking about Last Year’s Snow (1970) presented in a typical
(immaterial) exhibition situation, whereat Unguarded Money through active
intervention turned an everyday situation into a conceptual action develop-
ing with the logics of Duchampian art creation further®.

Special thanks to Annamaria Sz6ke and the Miklos Erdély Foundation for providing me valu-
able information and material on Unguarded Money. | also very much appreciate the restless
help of the Artpool Art Research Centre, especially the assistance of director Jalia Klaniczay
and archivist Dora Halasi.
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»construiam orasul universal
inca de pe vremea cand nu vazusem niciun oras”

B Text
DIANA MARINCU

Mihai Olos (1940-2015) a fost unul dintre cei mai importanti artisti ai
neoavangarde: romdnesti, cu o operd care cuprinde sculpturg, p:ctura
actionism si land art. in cadrul studiilor dedicate artei romanesti de
dupa anii 1950 opera lui Mihai Olos este apreciata si
istoricizata fragmentar, prin analiza critica a lucrdrilor
sale, de cele mai multe ori decupate dintr-un parcurs

artistic inca nedescifrat in intregime.

Semnificatiile unei identitati regionale, comuna tarilor excomu-
niste, dar si in conexiune cu reperele venite din Vest ale artei
conceptuale, minimaliste si performative, ar putea developa
cateva trasaturi distincte ale contextului aparitiei conceptualis-
mului Tn Romania, apropiate de ceea ce Mladen Stilinovic
definea ca arta conceptuala - ,un joc despre conditiile de viata
in socialism”. De asemenea, datele incomplete furnizate de
exegeza locala asupra operei lui Olos pun in dificultate un
demers mai exhaustiv de analiza si ramane in sarcina unor studii
viitoare o astfel de intreprindere care sa-si asume formularea
unei documentari cronologice exacte. Textul de fata introduce
cateva dintre notiunile de baza care au construit teoriile artistu-
lui si practica sa extrem de personald, urmarind una dintre lini-
ile posibile de analiza, si anume sistemul de referinta mai larg
pe care proiectul utopic al ,Orasului universal” il sugereaza.
Experimentele anilor 1960 si 1970 in Romania cuprind o serie de
gesturi artistice si redefiniri ale artei avand ca punct de pornire
traditiile rurale, spiritualitatea inteleasa distinct de credinta reli-
gioasa sau natura ca stadiu de intelegere a lumii, care prin
extensia temporala sau conceptuala a momentului pot merge
pana la capatul pamantului si Tnapoi’ sau pana in punctul ,unde
toate se intalnesc si se despart intr-odatd” (Mihai Olos),
redefiniri datorate unor artisti precum Paul Neagu, Ana Lupas,
Mihai Olos, Alexandru Chira, grupul Sigma s.a.. Urmele multora
dintre interventiile sau actiunile acestor artisti sunt recuperate
in forme diferite, de la ,conservele” gandite de Ana Lupas pen-
tru lucrarile sale, la machetele si desenele lui Olos din atelierul
sau, recent repuse n circuit’.

Cunoscut pentru abordarea unui limbaj vizual inspirat de traditi-
ile, natura si cultura populara din Maramuresul natal, Mihai Olos
si-a dezvoltat un sistem conceptual definit de structuri morfo-
logice modulare, care formeaza proiectul utopic al ,Orasului uni-
versal” - Olospolis (o referinta in egala masura la ,satul primor-
dial™). Acest proiect traduce, prin structurile simbolice ale
obiectelor traditionale, modelul unei constructii expandate
modular, un oras ,care sa se mute cu totul pe alte planete, daca
e cazul™. Influentele constructivismului, ale conceptualismului si
ale ,plasticii sociale” l-au plasat, Tnca din anii 1960, in randul
celor mai experimentali artisti din Romania. Printre actiunile
sale emblematice se numara Aur, grau, oameni, din 1972, de la

Mihai Olos, Fdrad titlu / Untitled, 1974, goasa pe hartie / gouache on paper, 100 x 100 cm.
Foto / Photo: Marius Poput. Courtesy of Olos Estate si Plan B Cluj / Berlin

mina Herja, unde Olos a ,regizat” o intalnire, la 500 metri sub
pamant, intre minerii care lucrau acolo si lingourile de aur
imprumutate de la banca, reprezentand rezultatul final al muncii
lor, pe care acestia il vedeau pentru prima data.

Sau actiunea O statuie umbld prin Europa, in care sculpturile sale
se plasau pe fundalul unor locuri istorice sau simboluri cultur-
ale cunoscute, cum ar fi Acropola din Atena, Sagrada Familia din
Barcelona sau Muntele Vezuviu, trasand un parcurs, in egala
masura fizic si conceptual, cat si o abordare deschisa asupra
cunoasterii, prin care trecutul culturii si prezentul artei contem-
porane din Romania se aliniaza intr-o convietuire simultana,
care nu mai cunoaste ierarhii istorice.

Participarea artistului la Documenta 6 (1977), in cadrul Academiei
Libere a lui Joseph Beuys, Free International University for
Creativity and Interdisciplinary Research, a pus bazele unei prie-
tenii solide si unei admiratii reciproce intre cei doi, pornind de
la proiectul ,Orasului universal’, pe care Olos l-a prezentat
acolo. Istoricul de arta Ileana Pintilie descrie aceasta intalnire:
,0los a Tnceput un dialog cu artistul german, i-a explicat lui si
celorlalti vizitatori proiectul sau despre orasul universal facand
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chiar un desen pe tabla aflata Tn acea sala. In cele din urma i-a
prezentat lui Beuys una din structurile sale in care forma se dez-
volta in progresie geometrica. Beuys trebuia sa taie «nodul gor-
dian» si a ales in final un mic modul ca o imbinare (un nod) care
se repeta de cateva sute de ori” Discutiile lui Mihai Olos cu
Beuys au cuprins, de asemenea, conform jurnalului sau,
povestea visului pe care Olos l-a avut in noaptea in care a murit
Le Corbusier, in care vizualizase o ,arhitectura colosald” a
Orasului universal si a visului despre sculptura luminoasa a lui
Rockne Krebs, cu fascicole de laser care creau un spatiu infinit,
impresionandu-1 pe artistul german cu imaginile sale onirice®.
Sculpturile modulare ale lui Mihai Olos reunesc experienta
sculpturii traditionale in lemn cu noile principii ale instalatio-
nismului, creand structuri geometrice abstracte care subliniaza
calitatile intrinseci ale materialului folosit si potentialul fiecarui
element de a se sprijini reciproc. Olos scria: ,Modulul, pentru a
se implini, se bizuie pe toleranta lemnului.” Lucrarile rezultate
astfel, Tn special micile obiecte indestructibile, sunt dovezile
unei structuri care se poate extinde la infinit, urmarind principi-
ile unor module imbinate intre ele care formeaza in final obiecte
independente. Aceasta independenta consta in sistemul auto-
sustinerii fiecarui modul, fara lipiri sau alte intruziuni in materi-
alul obiectului, cat si in potentialul obiectului de a deveni o
structura dinamica care prin rotire nu-si schimba forma sau
infatisarea.

Limbajul pe care artistul il preia din folclorul maramuresean
este considerat de acesta extrem de actual si specific naratiu-
nilor prezentului (cum este forma fusului cu zdrangane). Creatia
lui Mihai Olos nu ,traduce” principiile ce definesc cultura popu-
lara in arta vizuala a prezentului, ci parcurge un drum al
descifrarii realitatii inconjuratoare prin aceste principii funda-
mentale ale constructiei generative si imbinarilor firesti. Orasul
universal este inteles prin satul universal, despre care Olos
spunea: ,Satul este ultima singuratate colectiva. Este un nod.
Orasul este intermediul dintre lume si sat. Gandita lumea ca sat,
orasul este o aglomeratie hibrida, neorganica.” Tn sculpturile de
mici dimensiuni, machete ale unor proiecte mai mari, exista un
echilibru intre monumentalitatea proiectului modernist si mo-
destia mestesugului popular ce reasaza principiile estetice si
simbolice intr-un program artistic coerent, al cunoasterii univer-
sale prin aprofundarea propriei istorii.

Mihai Olos, O statuie umbld prin Europa / A sculpture travelling all over Europe, 1982,
fotografie / photography, Dimensiuni variabile / variable dimentions.
Courtesy of Olos Estate si Plan B Cluj / Berlin

De altfel, Olos recunoaste ca primele sale reflectii asupra orasu-
lui au survenit inca de pe vremea cand nu vazuse cum arata un
oras, totul pornind de la alcatuirea satului natal. Istoria persona-
la si identitatea locala nu pot fi insa considerate singurul cadru
de analiza al gramaticii formale folosite de artist, daca ne
gandim la versatilitatea si complexitatea artei populare pe care
o invoca adesea. Unitatea creatiei sale consta probabil in vizi-
unea asupra microstructurilor materiei integrate macrocosmo-
sului care cuprinde, ,rasuceste” si leaga creativitatea umana
intr-o spirala exponentiala infinita.

Daca in 2013 curatorul italian Massimiliano Gioni propunea un
nou filtru prin care se poate deslusi creatia vizuala a lumii con-
temporane, prin intermediul imaginii ca instrument al cunoas-
terii enciclopedice, o recontextualizare Tn acest spirit a Orasului
universal gandit de Mihai Olos ar putea apropia proiectul sau de
alte demersuri artistice utopice guvernate de imaginatie si intu-
itie. Vizualitatea contemporana, la care face apel Gioni, nu
impune canoane sau limbaje dominante, ci teritorii spirituale
eliberate de conditia reprezentarii realitatii imediate, facand
posibila imaginarea unor lumi construite in intregime de artisti.
Orasul universal si-ar gasi astfel locul alaturi de Palatul Enciclo-
pedic al lui Marino Auriti sau de Apollo’s Ecstasy, cunoscuta insta-
latie a lui Walter de Maria, intr-un ,muzeu imaginar” al armoniei
dintre om si univers. Imposibilitatea de a incadra proiectele lui
Olos Tntr-un canon deja existent, pe de-o parte, blocheaza ade-
sea referintele critice asupra operei sale, dar, pe de alta parte,
deschide o valorificare curatoriala si critica, Tn care
reprezentarea vizuala, sursele de inspiratie, gesturile neoficiale,
marturiile, conexiunile imprevizibile si libere pot forma canale
noi de receptare pentru opera artistului.

* Mihai Olos, ,Carta de la Murska Sobota”, ,Verso”, bilunar cultural, 2010, nr. 79, 16-28 februarie.
1. Referinta la expozitia ,Ends of the Earth: Land Art to 1974", dedicatd cercetdrii lucrdrilor de
_Land Art, curatoriata de Philipp Kaiser §i Miwon Kwon, Haus der Kunst, 2012-2013.

2.1n 2010, la Galeria de Arta Contemporana a Muzeului National Brukenthal, curatoarele Liviana
Dan si Anca Mihulet au expus lucrdrile lui Mihai Olos ntr-o expozitie dedicata operei acestu-
ia si au inceput o cercetare mai ampla, multe dintre piesele expuse fiind aduse direct din
atelierul artistului de la Baia Mare si restaurate la Muzeul Brukenthal.

3. Ana Olos, Mihai Olos. La povesti in casa de paie. Fragmente de jurnal, Editura Fundatiei Triade,
Timisoara, 2015, p. 176.

4. Mihai Olos, op. cit.

5. Illeana Pintilie, Actionismul in Romania in timpul comunismului, Editura Idea Print, Cluj, 2000,
p. 23.

6. Ana Olos, op. cit., pp. 57-58.

7. Mihai Olos, op. cit.

8. Ana Olos, op. cit., pp. 176-177.
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Mihai Olos, Fdra titlu / Untitled, Anii 1970 / 1970s, tehnica mixtd pe placaj /
mixed media on plywood, 45.1 x 45 cm. Foto / Photo: Marius Poput.
Courtesy of Olos Estate si Plan B Cluj / Berlin



Text DIANA MARINCU

Mihai Olos (1940-2015) was one of the most outstanding artists of the
Romanian neo-avant-garde, whose work includes sculpture, painting,
actionism and land art. As part of the studies of Romanian art after the
1950s, the work of Mihai Olos is evaluated and put into a historical context
only in a fragmentary way, more often than not, cut out from an artistic
path which has not yet been fully deciphered. The significations of a region-
al, common identity of the ex-communist countries, but also connected to
the landmarks of the conceptual, minimalist and performing art coming
from the West, might develop several distinct features of the context in
which conceptualism appeared in Romania, close to what Mladen Stilinovic
defined as conceptual art - “a play about the living conditions in socialism.”
Also, the incomplete data supplied by the local criticism of the work by Olos
hampers a more exhaustive analytical demarche and it will be the task of
future studies to approach such an enterprise which would assume to for-
mulate an accurate chronological documentation. The present text intro-
duces several of the basic notions which founded the theories of the artist
and his extremely personal practice, following one of the possible lines of
analysis, that is, the broader reference system suggested by the utopian
project of the "Universal City".

The experiments of the sixties and seventies in Romania include a series of
artistic gestures and of redefinitions of art with a starting point in the rural
traditions, in spirituality understood distinctly from religious faith, or in
nature as a stage of understanding the world, which can go, through the
temporal or conceptual extension of the moment, to the end of the Earth
and back, or to the point “where everything meets and parts at once” (Mihai
Olos)'; such redefinitions are owned to artists like Paul Neagu, Ana Lupas,
Mihai Olos, Alexandru Chira, the Sigma Group and others. The traces of
many of their interventions or actions are recovered in various forms, from
the “tin cans” thought by Ana Lupas for her works, to the scale models and
the drawings of Olos in his study, which were recently introduced again into
the circuit®.

Known for his approach of a visual language inspired by folk traditions, the
folk nature and culture of his native Maramures, Mihai Olos developed a
conceptual system defined by modular morphological structures, which
form the utopian project of the “Universal City” - Olospolis (at the same
time a reference to the “primeval village”)’. Through the symbolic struc-
tures of the traditional objects, this project translates the model of a con-
struction expended by modules, a city “which could move on different pla-
nets, if need be.”* The influences of constructivism, conceptualism and
“social visual art” placed him as early as the 1960s among the most exper-
imental artists in Romania. Among his emblematic actions is Gold, Wheat,
People, in 1972, from the Herja mine, where Olos “directed” a meeting, 500
meters underground, between the miners working there and the gold
ingots borrowed from the bank, which represented the end result of their
work, seen by them for the first time.

Or the action A Statue is Walking Across Europe, in which his sculptures were
placed on the background of well known historical places or cultural symbols,
such as the Acropolis in Athens, the Sagrada Familia in Barcelona, or Mount
Vesuvius, tracing an equally physical and conceptual roadmap, as well as an
open approach to knowledge, whereby the past of the culture and the pres-
ent of contemporary art in Romania aligned in a simultaneous cohabitation,
which no longer has historical hierarchies.

The artist’s participation in Documenta 6 (1977), as part of the Free Academy
of Joseph Beuys, Free International University for Creativity and
Interdisciplinary Research, laid the foundations of a solid friendship and of
a mutual admiration between the two, starting from the project of the
"Universal City", which Olos presented there. Art historian Ileana Pintilie
describes this meeting as follows: ,0los started a dialog with the German
artist, he explained to him and to the other visitors his project of the uni-
versal city, even sketching a drawing on the table in that hall. Eventually, he
showed Beuys one of his structures in which the form develops in geome-
trical progression. Beuys has to “cut the Gordian knot”, so he finally chose
a small module as a twining (a knot) which repeated itself several hundred
times.” Mihai Olos's discussions with Beuys also included, according to his
diary, the story of the dream that Olos had during the night when Le
Corbusier died, when he had envisioned a “colossal architecture” of the
Universal City, and of the dream of Rockne Krebs's luminous sculpture, with
laser beams which created an infinite space, impressing the German artist
with his onirical images®.

Mihail Olos’ modular sculptures marry the experience of traditional wood
sculpture with the new principles of installationism, creating abstract geo-
metrical structures which underscore the intrinsic qualities of the materi-
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als used and the potential of each element to mutually support each other.
Olos wrote: “In order to be completed, the module rests on the tolerance of
the wood.”’

The works thus resulted, especially the small indestructible objects, are
proofs of a structure which can extend to the infinite, following the princi-
ples of entwined modules which finally form independent objects. This
independence consists in the system of self-support of each module, with-
out collages or other intrusions in the material of the object, as well as in
the potential of the object to become a dynamic structure, which does not
change its shape or aspect when rotated.

The language the artist draws from the Maramures folklore is considered
by him extremely present and specific of the narratives of the present (such
as the form of the spindle with bells). Mihai Olos's creation does not
“translate” principles which define popular culture into the visual art of the
present; instead, he crosses a road of deciphering the surrounding reality
through these fundamental principles of the generative construction and of
the natural twinning. The universal city is understood by the universal
village, of which Olos said: “The village is the last collective loneliness. It is
a knot. The city is the intermedium between the world and the village.
Thinking the world as a village, the city is a hybrid, non/organic agglomera-
tion.”® There is a balance in the small-size sculptures, scale models of
bigger projects, between the monumentality of the modernist project and
the modesty of the folk craft, which re-arranges the aesthetic and symbolic
principles into a coherent artistic program, of universal knowledge though
the in-depth research if one’s own history.

As a matter of fact, Olos admits that his first reflections on the city first
came by when he had not yet seen what a city looks like, everything start-
ing from the composition of his native village. Personal history and local
identity cannot, however, be considered the only framework of analysis of
the formal grammar used by the artist, should be think of the versatility and
complexity of folk art which he often invokes. The unity of his creation
probably consists in his vision of the micro-structures of matter, integrated
into the macrocosm, which encompasses, “twists” and links human creativ-
ity into an infinite exponential spiral.

While, in 2013, Italian curator Massimiliano Gioni proposed a new filter to
reflect the visual creation of the contemporary world, through the agency
of the image as instrument of encyclopedic knowledge, a re-contextualiza-
tion in this spirit of the “Universal City” conceived by Mihai Olos might bring
his project closer to other utopian artistic demarches, governed by imagi-
nation and intuition. Contemporary visuality, to which Gioni resorts to, does
not impose dominating canons or languages, but spiritual realms liberated
from the condition of representing the immediate reality, allowing the
imagination of worlds built entirely by artists.

The Universal city would thus find its place alongside The Encyclopaedic
Palace of Marino Auriti or Apollo’s Ecstasy, the well/known installation by
Walter de Maria, in an “imaginary museum” of the harmony between man
and the universe. The impossibility to encapsulate Olos’ projects into an
already existing canon, on the one hand, often blocks the critical references
to his work, while, on the other hand, it opens a curatorial and critical reap-
praisal, in which the visual representation, the sources of inspiration, ne
unofficial gestures, the accounts, the unpredictable and free connections
can form new channels of reception for the artist's work.

* Mihai Olos, “The Charter from Murska Sobota”, “Verso”, cultural bimonthly, 2010, no. 79, 16-28
February.

1. Reference to the exhibition "Ends of the Earth: Land Art to 1974", devoted to the research of
the Land Art works, curated by Philipp Kaiser and Miwon Kwon, Haus der Kunst, 2012-2013.

2.1n 2010, curators Liviana Dan and Anca Mihulet exhibited Mihai Olos’ works, at the
Contemporary Art Gallery of the National Brukenthal Museum, in a show devoted to him and
they started a more complex research, many of the exhibits being directly brought from the
artist’s study in Baia Mare and restored at the Brukenthal Museum.

3. Ana Olos, “Mihai Olos. La povesti in casa de paie. Fragmente de jurnal” (Story-Telling in The
Straw House), Triade Publishing House, Timisoara, 2015, p. 176.

4, Mihai Olos, op. cit.

5. lleana Pintilie, Actionismul in Romania in timpul comunismului, Idea Print Publishing House,
Cluj, 2000, p. 23.

6. Ana Olos, op. cit., pp. 57-58.

7. Mihai Olos, op. cit.

8. Ana Olos, op. cit., pp. 176-177.
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Mihai Olos, Fdra titlu / Untitled, 2007. Foto / Photo: Marius Poput. Courtesy of Olos Estate si Plan B Cluj / Berlin

Mihai Olos, Fdra titlu / Untitled, anii 1970 / 1970s, Sculptura in lemn / wood sculpture, Foto / Photo: Marius Poput. Courtesy of Olos Estate si Plan B Cluj / Berlin



MIKLOS ONUCSAN

Cateva repere ale procesualitatii

in practica artistica timpurie W Text

MADALINA BRASOVEANU

Desi nu s-au numdrat pana acum printre lucrdrile care sa beneficieze de
o semnificativa atentie critic, in favoarea altor creatii ale sale, care
implicau obiectul, instalatia, asamblajul sau fotografia, seriile lucrarilor
bidimensionale realizate in decursul anilor '80 de Miklos Onucsan
impartasesc in egala masura preocupdrile de sistematizare a gandirii si
reprezentadrii artistice regasibile in celelalte categorii de lucrari. Diverse
demersuri ale artistului din acea perioadd, care au primit, prin executie,
variate forme de materializare, au ca numitor comun, pe de o parte, pre-
ocuparea pentru procesul de conceptie si formulare a rezultatului vizual,
iar pe de alta parte, urma, respectiv caracterul mai mult sau mai putin
mediat de urma al imaginii.

Prima dintre seriile lucrarilor bidimensio-
nale, Tnscrisa sub titlurile generice Exercitii
si Plan de asteptare, a fost initiata inca de
la debutul anilor '80 si a constat in stan-
dardizarea unui proces de obtinere a ima-
ginilor, care rezulta in urma observarii unui
accident: un fier de calcat neracit, uitat pe
un teanc de hartii, printre care se afla si o
coala indigo. Posibilitatea imprimarii ter-
mice a indigoului pe hartie a condus la
declansarea exercitiilor de reproducere
controlata a accidentului, cu implicarea
ocazionala a altor instrumente si ingre-
diente neconventionale, rezultand imagini-
urma de o mare expresivitate si varietate
grafica, intr-un timp foarte scurt si cu o
implicare minimala si lipsita de ,maiestrie”
a manualitatii.

Pretiozitatea de filigran a efectelor grafice

obtinute devansau cu mult eficacitatea
tehnicilor grafice traditionale, in imagini
care se obtineau repede si facil, dar erau Tn
acelasi timp unicate, care se supuneau inca
regulilor de compunere a suprafetei ce
mizau pe rezultate estetice - atat cat
puteau fi ele controlabile in procesul de
reproducere a accidentului. Interesul artis-
tului in tot acest proces era unul ambiva-
lent, urmarind, pe de o parte, desavarsirea
unei tehnici apte sa produca usor si efi-
cient o cantitate mare de suprafete grafice
spectaculoase, pentru a le submina impor-

tanta, pe de alta parte, prin insasi suprasat-
urarea cu imagini pe care a generat-o, pen-
tru a se debarasa de imaginea estetica si de
efectul vizual, cultivand statutul lor de ur-
ma, de amprenta, frenetic si facil reprezen-
tabila, Tn contextul convingerii ferme a
artistului potrivit careia arta nu este o
indeletnicire a iscusintei manuale.

Cea de-a doua serie a lucrarilor bidimen-
sionale, initiata spre mijlocul anilor ‘80, se
revendica de la Exercitille in ,tehnica”
indigoului cu privire la modul in care
intelege statutul si productia imaginii, dar
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Miklos Onucsan, Istoria ruginii de la origini pdnd azi, 1986, obiect gasit, 200 x 600 cm. Courtesy of the author

este rezultatul unei Tnscenari procesuale
diferite. Aici, ingredientul principal de
obtinere a imaginii este hartia stratificata
cu smoala, a carei constitutie era data de
doua straturi de hartie lipite intre ele
printr-un strat subtire de smoala. Artistul
lucra cu hartia astfel preparata intervenind
asupra ei cu instrumente incalzite si / sau
cu solventi, in cadrul unor exercitii de ,acci-
dent controlat”, fiind preocupat, de aceasta
data, de inversarea directiei de amprentare
a hartiei: aici urma, semnele grafice consti-
tuente ale imaginii, se developau din spa-



Miklos Onucsan, Am udat o potcoava

ca pe o floare, 1983, proces si obiect
(panza, ruging, suport de lemn), 45 x 20 cm.
Courtesy of the author

tele suprafetei purtatoare de imagine,
veneau de dincolo de ea prin dizolvarea si
/ sau incdlzirea stratului de smoalda de
dedesubt, care permeabiliza hartia si se
configura, intr-un mod limitat controlabil,
intr-o imagine.

Interventia manuala este si in cazul acestor
lucrari una minima si ,neiscusita”, ea
reproducand doar un ansamblu de gesturi
mecanice si interventii chimice care nu
aplicau semnul grafic pe suprafata hartiei,
ci functionau cu rol mai degraba de invo-
care, chemand semnul grafic, de dincolo, la
suprafata hartiei, intr-un proces marcat si
el de un grad mare de imprevizibilitate
asupra rezultatului. Unul dintre ,desenele”
rezultate in urma acestui proces a fost
implicat, n 1987, in asamblajul cu titlul
Poarta bunicii, unde se regaseste coborat
de pe perete si instalat tridimensional,
sprijinit de simeza, ca o alta etapa de pre-
lucrare a ,debarasarii” de conventia ima-
ginii bidimensionale. Obiect de mars, din
1995, va utiliza, la randul sau, un ,desen” cu
smoala care va fi montat, ca un papirus
supradimensionat, pe doua bete rosii de
steag, un picto-obiect care reuseste sa
rezume cateva din reperele majore ale
practicii artistului din anii ‘80 si care a fost
asumat de artist intr-o dimensiune
autoreferentiald, de stindard personal. Din
aceeasi experienta a ,desenarii” cu smoala
- sau, cel putin, din utilizarea aceluiasi
material al hartiei stratificate - se va ali-
menta tot mai tarziu, la mijlocul anilor '90,
Camuflaj-ul (1994), un urias pseudodesen
ambiental, construit pe un mecanism for-
mal autogenerator (potential infinit) si a
carui logica de separare, de filtrare si
voalare a acelui ,dincolo” de el, fata de un
omniprezent ,dincoace”, reviziteaza si
revizuieste intrucdtva logica procesuala
implicata in seria ,desenelor” cu smoala.
Centrat tot Tn jurul caracterului de urma al
imaginii, obiectul Am udat o potcoavda ca pe
o floare (1983) se inscrie intr-o formula
diferita de lucru cu procesualitatea fata de
exemplele de mai sus. Aici, obiectul se
identifica cu procesul care l-a generat si a
carui descriere o poarta in titlu: ampren-
tarea contururilor unei potcoave pe o
panza alba prin intermediul ruginii care a
rezultat Tn urma udarii regulate a ansam-

blului. Prin completa transparentizare a
procesului sau, obiectul Am udat o pot-
coava... demistifica intru totul actul creator,
il banalizeaza in simpla descriere a parcur-
sului sau, care devine astfel repetabil si
poate fi (re)pus in practica de oricine, pen-
tru ca nu necesita interventie directa
asupra imaginii ori iscusinta manuala.
Toate acestea, in plina asemanare formala
cu imaginea acheiropoieton a Valului Vero-
nicdi, unul dintre reperele fundamentale
ale traditiei imaginii in cultura europeana -
o referinta neintentionata in sine de catre
artist. ,Adevarata imagine”, nefacuta de
mana omului, pe care obiectul Am udat o
potcoavd.. 0 expune isi gaseste, in schimb,
referinta in dimensiunea populara (super-
stitioasa chiar) a norocului si face vizibil un
proces care cauta (nu fara ironie) sa desta-
bilizeze caracterul manufactural al produc-
tiei vizuale, afirmand in mod explicit
functia activa a gandirii artistice care de-
pisteaza, prelucreaza si reformuleaza inclu-
siv accidentalul, intamplarea, imediatul.
Din intamplare se revendica, in buna
masura, si lucrarea Istoria ruginii de la ori-



gini pana azi, din 1986: o bucata mare de
hartie plastifiata, gasita de artist sub forma
in care a expus-o ulterior, fara a mai fi
intervenit in niciun fel asupra ei, cu excep-
tia titlului. Aici procesul prin care s-a ajuns
la imagine s-a desfasurat independent de
controlul si chiar de observatia artistului,
intr-o deplina anonimitate a conditiilor si a
factorilor sai determinanti, ramanand vizi-
bile doar rezultatele lui, urmele amprentate
pe suprafata de hartie. Imagine nefacuta
de mana artistului, ea pastra in desfasu-
rarea amprentelor sale grafice nonfigura-
tive un caracter puternic narativ, pe care
artistul [-a subsumat in titlul grandios care
se inspira ironic din marile genealogii
istorice, ,de la origini pana azi", intr-un gest
care miza pe faptul ca aceasta nomi-
nalizare, alaturi de obiectul gasit, compun o
alaturare incontestabila.

Tentatia de a lectura temele productiei /
productivitatii prelucrate de Onucsan, in
procesele si lucrarile descrise mai sus, ca
aluzii mai mult sau mai putin directe la reg-
istrul politic al vremii, este una reala - tema
muncii si uzinei, a productiei planificate si
depasirea planului, a rationalismului ideol-
ogizat care domina sfera sociala s.a. Aceste
referinte nu au fost, insa, asumate de artist,
care si-a situat creatia si preocuparile intr-
o dimensiune non-politica, autoreferen-
tiald si / sau vizand o autonomie a dome-
niului artei, ele putand fi, cel mult, invocate
ca aluzii indirecte si involuntare.
Referintele artistului se indreptau mai
degraba asupra contextului artistic local,
asupra rigidizarii si inchistarii traditiona-
liste a practicilor artistice majoritare ale
breslei reunite in UAP, asupra productiei
inflationiste de ,marfa” artistica in absenta
unei interogari autoreflexive a demersului
de lucru si creare de imagine. O lecturare
politica, in termeni tari, a acestor lucrari
le-ar deturna semantic in raport cu inten-
tionalitatea artistului, aruncand o proiectie
distorsionata asupra unei practici care se
poate legitima, eventual, prin categoria
politica a ,dezinteresului”, n sensul dat de
Klara Kemp-Welch.

Miklos Onucsan, Obiect de mars, 1995, tehnica personala (hartie stratificatd,
smoald), bete de steag din lemn, 220 x 450 cm. Courtesy of the author
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Miklos Onucsan

Few landmarks of processuality in the early artistic practice

Text MADALINA BRASOVEANU

Until now the bi-dimensional works created by Miklos Onucsan in the 1980s
did not benefit much from critical attention, compared to his other works of
different media, such as objects, installations, assemblages and photo-
graphs; however they share with the rest of his art the same interest for the
systematization of thought and artistic representation. Several interests and
intents which the artist has translated visually, in that period, in as many
forms and expressions, share the central concern for the process of concep-
tion and formulation of the visual outcome, and well as an acceptation of
the artwork as being the more or less mediated trace of an image.

The first series of bi-dimensional works, generically called Exercises and
Waiting Plan, was initiated in the early 80s, and consisted of a standardized
process for obtaining an accidental image: a heated iron on a paper stack
containing one indigo paper. The possibilities of the indigo thermal imprints
observed in the initial accident have lead to controlled recreations of the
event, with the occasional addition of other unconventional instruments
and ingredients. The resulting trace-images were highly expressive and
graphically varied, and their making implied a very short amount of time,
effort and skill.

The filigree complexity of the graphic effects obtained in this way were way
ahead the traditional techniques in the creation of these images which were
at the same time fast and easy but also individual artworks which still fol-
lowed the rules of composition and of structuring the surface for specific
visual outcomes - as much as the process of an accident recreation allows
for such control. The artist’s intent in this process was ambivalent, as he
attempted to perfect a technique which would grant him an efficient and
easy way of producing a large amount of impressive graphics - in order to
undermine their relevance - but at the same time he strived, by the means
of this very overabundance of images, to eliminate their aesthetic identity
and diminish their visual impact by emphasizing their status of mere traces
of images, frenetically and easily reproduced - as he firmly believed that art
is not a trade of manual skills.

The second series of bi-dimensional works, initiated in the mid 80s, follows
the series of Exercises and shares its “indigo paper technique” and under-
standing of the production and status of the image, but is the result of a dif-
ferent process and set-up. The main ingredient, this time, is bitumen layered
paper, the consistency of which is created by gluing, with a thin layer of bitu-
men, two layers of paper. The artist worked with this material by applying to
it either solvents or heated instruments, also in a series of “controlled acci-
dents”, this time being interested in the reversed imprinting of the paper.
This time the traces, the graphic elements constructing the image were
revealed from behind the surface, from beneath the visual support of the
image, the melting or dissolving bitumen permeating through the paper and
congealing in images which allowed for a limited amount of control.

The manual intervention was also minimal and “unskilled”, as it merely
repeated mechanical gestures and provoked chemical reactions which did
not result in the direct application of the graphic element on the surface but
rather invoked it, from beyond, in a process in its turn defined by a high
degree of outcome unpredictability. One of the “drawings” made this way
was included, in 1987, in the assemblage work Grandmother’s Gate, this time
removed from the wall it was leaning against as a tri-dimensional installa-
tion, in yet another stage of “deleting” the convention of the bi-dimension-
al image. The work Object of a March, from 1995, also included a bitumen
“drawing”, installed, as an over-sized papyrus, on two red flagpoles - an
object which succeeded in summarizing few of the major landmarks of the
artist’s practices in the 80s, and which was assumed by the artist as a self-
referential personal banner. Using the same process of “drawing” with bitu-
men, or at least the same layered paper, he created later, in the mid 90s,
Camouflage (1994), a giant ambient pseudo-drawing, constructed on a
(potentially infinite) formal auto-generative mechanism, in which the logic
of the separation, the filtering/veiling of a “beyond” as opposed to an
omnipresent “here”, reiterated and related to the process of the early bitu-
men “drawings”.

Centered on the concept of trace, the object | Have Watered a Horseshoe as
if It Were a Flower (1983) followed a different formula for the work with
processuality. In this work, the object was identified with the process which
generated it, process enounced and described in the title: the rusty outlines
of a horseshoe on a canvas, imprinted due to regular watering. In the com-
plete transparence of its making process, | Have Watered... completely de-
mystifies the act of artistic creation, thus rendering it mundane and repeat-
able, available to anyone since it does not require a direct intervention or
any artistic skill whatsoever -all these, in the context of a resemblance to the
acheiropoieton image of The Veil of Veronica, one of the fundamental land-
marks of the visual tradition in the European culture — an unintended refer-
ence. This “true image”, not created by the human hand, contained in the
| Have Watered... places a reference in the folk (superstitious even) symbol
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Miklos Onucsan, Exercise no.7, (voluntary exercise), personal technique (paper, indi-
go) / Exercitiu nr. 7 (exercitiu voluntar), tehnica personala (hartie, indigo), 100 x 70
cm., 1980. Courtesy of the author

of good luck, and reveals a process which attempts (not without irony) to
destabilize the manufacture character of the visual production, by the
means of the explicit affirmation that the active function of artistic thinking
is to discover, process and reformulate everything, including that which is
accidental, haphazard and immediate.

Haphazard is one of the premises for the 1986 work The History of Rust from
its Origin until Today: a large piece of plasticized paper found by the artist
and exhibited without any further intervention except the naming. In this
case, the process which has resulted in the exhibited image has happened
independent of the artist’s control and indeed sight, the visible results, the
traces having been obtained in a complete anonymity of context and deter-
mining factors. This image, created by other instances than the artist's hand,
with its non-figurative graphic imprints, seemed to have an intensely narra-
tive content which the artist subsumed in the grandiose title, ironically
inspired from the vast historical genealogies “...from the origin until today”,
a gesture motivated by the fact that this name and this found object prove
to be an unquestionable association.

There is a strong temptation to read the subjects of production and produc-
tivity in the works and artistic practices of Miklos Onucsan as more or less
direct political references. However, these possible references - labor, fac-
tory, planned and increased production, the ideological rationalism of soci-
ety - have not been intended by the artist, who has placed his creation and
interest in a dimension which is non-political, self-referential or/and mili-
tating for the autonomy of art. At best these political references are indirect
and involuntary, as he directed his critic rather to the local artistic context,
to the rigidization and petrifaction of the traditional main-stream art prac-
ticed by most members of the artistic syndicate The Artist's Union, or to the
inflationist production of artistic “merchandise” instead of a self-reflexive
interrogation of the artistic process of image creation. Reading these works
in a strong political key would distort the meaning and intention of an artis-
tic discourse which could, more fittingly, be lectured as pertaining to the
political “disinterest”, as it was defined by Klara Kemp-Welch.



Practici dialogice

Mail-art ca strategie de relationare in
anii ‘80 la Timisoara

B Text
CRISTIAN NAE

in decembrie 1985, Galeria Orizont a gdzduit prima expozitie nationald
de arta postala care avea loc in Bucuresti. Expozitia a fost organizata
de Dan Mihaltianu, Andrei Oisteanu si Mircea Florian. Pe langa invitatia
sugestivd, un colaj care estompa liniile intre carte postala si plic, intre
exterior si interior, enuntare si ennonce, indica o mutare de la continu-
tul artistic al unui obiect de arta autonom la actul de comunicare, in
care lucrarea de arta prinde contur si sens. Arhiva de lucrdri de arta
care au participat la eveniment, pastrata de UAP, s-a pierdut si nu au
supravietuit decat putine imagini de la eveniment. Expozitia in sine a
fost inchisa repede, din cauza unei scurgeri de la o teavd, care a inun-
dat subsolul unde ea fusese instalata, literalmente sub pamant /
underground.

Viata fara artd, 1983-1984, imagini din expozitie / Life withouth Art, 1983-1984, views from the exhibition. Courtesy of Wanda Mihuleac

40 | ARTA 20-21/2016 | Conceptualismul in Estul si Centrul Europei // Conceptualism in Eastern and Central Europe



Importanta ei este azi mai mult legata de
continut in sine, decat de faptul ca a oferit
un moment pasager de vizibilitate publica
pentru o corespondenta altminteri privata.
Ea a propus un spatiu de intalniri hetero-
topice si a adaugat o dimensiune cartogra-
fica unui fenomen underground care se pro-
ducea deja in Romania inca de la inceputul
anilor '8o. Chiar daca neo-avangarda se li-
miteaza indeobste la anii '60 si '70. Aspec-
tele formale conceptuale si procesuale,
inclusiv utilizarea colajelor, a fotomonta-
jelor si a ready-made-urilor asistate, an-
gajamentul politic implicit si trasaturile
institutional alternative ale acestor practi-
ci artistice mobile, care au inflorit in
Romania abia in anii '8o, sugereaza ca
sunt expresii ale unui etos neoavangar-
dist tarziu. Prin utilizarea unor mijloace
vizuale comune, cum ar fi timbrele, tipo-
grafia si alte elemente notationale, ele-
mente de poezie concreta, fotomontaj,
recontextualizare vizuala si interventie
asupra unei imagini ready-made, arta
postala a constituit o structura alterna-
tiva, informal institutionala, care a sfidat
sistemul oficial de productie, difuzare si
circulatie artistica.

Posibilitatea expresiei necenzurate si ale-
gerea autonoma a continutului au trans-
format arta postala intr-un format artistic
subversiv si emancipator. in ultima instan-
ta, ea a generat o sfera publica paralela,
informala, Tn arta romaneasca in anii
optzeci, ocolind principiile estetice domi-
nante, politicile speciale de reprezentare
si angajamentul ideologic fatis al siste-
mului artistic institutional oficial.
Principiile artei postale au permis ca

fiecare lucrare de arta trimisa sa fie
expusa fara un juriu, indiferent de val-
oarea ei estetica inerenta, precum Si
dimensiunea ei colaborativa, care a extins
colectivitatea artistica avangardista la o
structura rizomica, translocala, o retea
delocalizata si noncomerciala, bazata pe
o solidaritate comuna si pe o subiectivi-
tate interconectata. Asa cum spunea
artistul german Klaus Groh - ,Arta postala
nu are un stat. Nu are nevoie de vize sau
de pasapoarte. Arta postala promoveaza
activitatile colective”.

Activitatile comunicationale ale artei pos-
tale au deschis si mai multe tipuri de
audiente, putand fi analizate in mod core-
spunzator ca sfere de micropublic stratifi-
cate si uneori in interactiune. In cazurile
extreme, acestea se limiteaza la o ntal-
nire dialogica, in care privitorul real este
privat. Tn alte situatii, este formata din
artistii Tnsisi care participa la un proiect
colaborativ. Acestea sunt moduri clar
diferite de Tntelegere a publicitatii pentru
paradigma reprezentationala dominanta,
care determina desfasurarea unei expozi-
tii in relatie cu anumite ritualuri culturale
institutionalizate, promovand o asistenta
virtual deschisa. Cu toate acestea, imagi-
natia dialogica pe care se bazeaza arta
postala poate fi considerata conditia po-
sibilitatii pentru aceasta paradigma cul-
turala, in care privitorul este considerat
un participant activ la situatia artistica.

E greu si poate nu este recomandat sa
trasam o genealogie a activitatilor de arta
postala ca practici ale unor strategii de
relationare in Romania, dat fiind carac-
terul lor rizomic, dispersat, care sfideaza

Constantin Flondor, losif Kiraly, Doru Tulcan,
Trans-idea-art, foto-performance, 1982.
Courtesy of losif Kiraly

Mail Art 1985, invitatia expozitiei / invitation
of the exhibition. Courtesy of Decebal Scriba



Carte postala, corespondenta / Postcard, corres-
pondence between Karoly Elekes - losif Kiraly, 1988.
Courtesy of losif Kiraly

cautarile unei origini ca Tnceput absolut.
Totusi — asa cum a aratat Bruno Latour (in
Reassembling the Social. An Introduction to
Actor-Network Theory, Oxford University
Press, 2005) — sunt unele urme materiale
care ne permit sa reconsideram aceste
gesturi si miscari, altfel efemere, in afara
granitelor nationale, precum si peste mai
multe niveluri ale sferei publice, atat Tna-
untrul, cat si in afara sistemului artistic
L,oficial”. Exista mai multe actiuni care au
devenit repere importante in promovarea
acestui gen de comunicare, nu numai ca
schimb personal, izolat, care are loc la o
scara internationala, ci si ca platforma de
relationare, care a reusit ulterior sa for-
meze 0 microcomunitate de arta alterna-
tiva in Romania, dezvoltand schimburi
artistice libere atat inauntrul, cat si in
afara granitelor nationale.

Un moment iconic in aceasta incercare de
microistorie este foto-performance-ul din
1982 Trans-ldea-Art, in care Constantin
Flondor, losif Kiraly si Doru Tulcan s-au
invelit intr-un plic urias, cu corpurile lite-
ralmente cuprinse in acest instrument de
comunicare inselator de simplu.
Fotografia acestui performance, care nu a
fost expusa la vremea respectiva si nu a
circulat ca arta postala, a fost cunoscuta
doar mai tarziu si cuprinde o dorinta impar-
tasita, prezentand o dimensiune simboli-
ca, marturie a fanteziei colective de a fi
transportat prin spatiu si de a depasi limi-
tele de circulatie dincolo de Cortina de
Fier, impuse de regimul Ceausescu. In
acelasi timp, ea da forma acestor limite,
pentru posteritate, la momentul crearii
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sale, singurii spectatori fiind reprezentati
de privirea goala a aparatului de foto-
grafiat. Ca posibila alegorie a izolarii geo-
grafice si politice, fotografia documentea-
za expansiunea bio-politica a regimului
totalitar, care s-a intensificat in Romania
la inceputul anilor '8o. In acelasi timp, ea
exprima increderea artistului in potentia-
litatile conflictuale ale artei ca idee, cat si
in spatiul translocal de relationare, pe care
aceasta practica il poate deschide, favo-
rizand schimburile informationale, in detri-
mentul productiei estetice traditionale.

Contactul lui Flondor cu arta postala a
fost facilitat de o bursa DAD timpurie pe
care a obtinut-o in 1969, cand a calatorit
in Germania de Est, unde l-a intalnit pe
Robert Rehfeldt, al carui principiu de
lucru, exprimat sub forma ,ideile tale
ajuta ideile altor oameni”, a lasat o impre-
sie adanca asupra romanului. La acea
vreme, Flondor activa in grupul neocon-
structivist SIGMA si nu s-a implicat con-
sistent Tn arta postala, pana in 1983, cand,
impreuna cu Kiraly si Tulcan, a organizat
primul eveniment romanesc international
de arta postala, numit ,Viata fara arta”,
ocazionat de aniversarea Universitatii de
Arta din Timisoara. Titlul a fost insotit de
un text lung, complementar - ,Nu ar tre-
bui sa uitam ca avem si rasaritul de soare,
nisipul de pe plaja, tacerea firului de
iarba si propriul nostru copil”. Un numar
de 81 de artisti au raspuns la invitatie,
printre care artisti din Polonia, Bulgaria,
Germania de Est si de Vest. Expozitia nu a
gasit spatiu disponibil la galeriile UAP si a
trebuit instalata intr-un spatiu alternatiy,



in propriul atelier al lui Constantin
Flondor, inainte ca o a doua instalatie sa
fie posibila la Lugoj in 1984.

Kiraly si-a intensificat relatiile personale
cu scena internationala a artei, impul-
sionate de vizita lui Shozo Shimamoto la
Atelier 35 (sectia UAP dedicata generati-
ilor tinere) si la atelierul artistului din
Timisoara, in decembrie 1985. Vizita lui
Shimamoto a fost influenta si pentru ca a
deschis posibilitatea de a expune
fotografii trimise prin posta in reviste pre-
cum ,Networking Space”. Marturie a
importantei acestor legaturi personale
sta fotografia martor, facuta cu ocazia
celebrarii vizitei lui Shozo Shimamoto din
1986. Tn acest document, membrii micro-
comunitatii de arta alternativa din
Timisoara, inclusiv Kiraly si Tulcan, expun
obiecte artistice, trimise prin posta de
Shimamoto lui Kiraly, care au ajuns de
fapt la destinatie. Printre ele, se gaseste o
figura compusa din doua cercuri intre-
patrunse de carton, timbrate, scrise si
trimise prin sistemul postal. Figura sim-
bolizeaza legatura perena dintre cele
doua persoane si cele doua spatii
geografice indepartate, functionand, in
acelasi timp, ca reasigurare ca libera
comunicare este posibila, in ciuda tuturor
adversitatilor locale.

In plus, Kiraly a intrat Tn legatura si cu
Ryosuke Cohen, si a inceput sa expuna in
,Brain Cell”, o publicatie produsa de artis-
tul japonez, in care strangea timbre de la
diferiti artisti postali pe care le asambla
intr-o lucrare de arta colectiva. Aspectul
colectiv al travaliului artistic este la fel de
important aici, ca si libera circulatie a
colii de hartie prin sistemul postal.
Fiecare timbru manual functioneaza ca o
simpla semnatura artistica, ce nu mai
necesita informatii suplimentare despre
continutul real al lucrarii de arta,
devenind el Tnsusi un semn grafic
autonom.

Este, de asemenea, un semn provizoriu,
care doar suspenda elaborarea unui pro-
dus finit. Tn acelasi timp, este un semn de
indexare, care sta martor pentru prezenta
artistului Tn compania virtuala a altor

parteneri de comunicare, ale caror urme
sunt materializate pe aceeasi coala de
hartie, circuland mai tarziu ca fotocopie
xerox si rasturnand inca o data distinctia
dintre original si copie, dintre productie si
reproducere. Coala de hartie rezultanta
propune un imaginar cosmopolit, un
spatiu pentru intalniri intre indivizi inde-
partati, care transgreseaza astfel atat
granitele nationale, cat si pe cele fizice. In
acest spatiu, artistii sunt plasati in raport
cu proximitatea, uneori intersectandu-se
si suprapunandu-se. Nu exista o structura
interna si nu se dezvolta nicio axa para-
digmatica de sens, sfidandu-se substi-
tuirile metaforice in favoarea unei juxta-
puneri sintactice pure si se adopta prin-
cipiul serialitatii sustinut anterior de arta
minimalista si conceptuald (un lucru
dupa altul). Comunicarea lui Kiraly cu
Rehfeldt a continuat pana in 1990, fiind
ilustrata de acest schimb de carti postale
care celebreaza libertatea politica adusa
de Revolutia din decembrie 1989 din
Romania.

Dimensiunea ,alternativa” a comunicarii
artistice a devenit insusi continutul tim-
brelor create de artistul oradean Karoly
Elekes, care a initiat o comunicare atat in
interiorul, cat si in exteriorul tarii cu
artisti precum losif Kiraly sau Wanda
Mihuleac. Pentru Elekes, intr-o carte pos-
tala, ,legaturile prin arta postala” folo-
seau ,metafore intraductibile”, ce sublini-
au doar functia faptica a acestui limbaj
artistic, in care actul insusi al comunicarii
depaseste inteligibilitatea a ceea ce este
comunicat. Aici putem identifica si o crit-
ica subtila a vacuitatii limbajului oficial al
ideologiei, care fusese deja subminata in
mod exemplar de artistul maghiar Endre
Tot Tn anii '70, cu seria sa de lucrari Zero.
Dat fiind ca Securitatea intercepta si citea
corespondenta in  mod uzual, Elekes a
refuzat sa comunice, comunicand Tnsa.
Controlul comunicarii este poate explici-
tat in cartea postala pe care Gabor
Szortsey a trimis-o prietenului sau, sce-
nograful din Targu Mures, Nagy Arpi, in
1984, care spune, in gluma, ,esti contro-
lat” langa denumirea geografica ,Europa

Imagine din revista / Image from the magazine
JBrain Cell”, 1986. Courtesy of losif Kiraly

de Est” (scrisa Tn maghiara), iar o propo-
zitie mai lunga sugera ca documentele de
lucru sunt cercetate in stilul oficial al
politiei si administratiei de stat.

O succinta analiza a imaginarului tim-
brelor folosite de artisti precum Elekes
sau Kiraly poate sa evidentieze mai bine
imaginarul cosmopolit Tmpartasit de
acesti artisti diferiti, in contrapondere cu
mediul politic opresiv. In timp de Elekes
foloseste uneori benzile desenate de tip
Mobius, ca simbol al unei ,comunicari in-
finite”, asa cum a descris-o Robert Filliou,
cu o bucla continua de trimitere si de
receptie, ce isi face un feedback propriu
continuu, timbrele grafice, atent mestesu-
gite, ale lui Kiraly, sunt simptomatice pen-
tru dorinta de a depasi aceste limitari
comunicationale impuse: zborul deasupra
granitelor cu aparate anacronice, precum
Zeppelinul, cat si depasirea granitelor
dintre Est si Vest, intr-o lume artistica
globala. Aceste timbre manifesta o insta-
bilitate productiva a propriului statut
semiotic.

Ori de cate ori semnul simbolic este trans-
format intr-un index, el marcheaza si este
martorul unei actualizari a acestor poten-
tialitati comunicationale inscrise in struc-
tura simbolica a semnificantului.
Rasturnand procesele birocratice de con-
trol si aprobare a unui act comunicational
si sanctionand discursul oficial, precum si
institutionalizarea sa ritualista, aceste tim-
bre manuale materializeaza cu fiecare din-
tre aparitiile lor configuratia informala a
unei sfere publice cosmopolite, comunica-
tive, care prinde contur, in acelasi timp,
peste granitele nationale si ideologice.



Text CRISTIAN NAE

In December 1985, Orizont Gallery hosted the first national
exhibition of mail art taking place in Bucharest. The exhibi-
tion was organized by Dan Mihaltianu, Andrei Oisteanu and
Mircea Florian. Besides the suggestive invitation, a collage
that blurred the lines between the postcard and the enve-
lope, between outside and inside, the enunciation and the
ennoncg, indicating a shift from the aesthetic content of an
autonomous art object to the communicational act in which
the artwork takes shape and gains meaning, the archive of
the participating artworks stored by the Union was lost and
very few images of the show survived. The exhibition itself
was soon closed due to a leak in a pipe that flooded the
basement in which the exhibition was installed, literally
underground.

—

losif Kiraly and Shozo Shimamoto in Timisoara, photo / losif Kiraly si Shozo
Shimamoto in Timisoara, fotografie, 1985. Courtesy of losif Kiraly
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Today, its importance lies less in its actual content, but rather in the fact that
it offered a fleeting moment of public visibility to an otherwise private cor-
respondence. It proposed a space of heterotopic encounters and added a
cartographic dimension to an underground phenomenon that was already
taking place in Romania since the beginning of the 1980’s. Even if the neo-
avant-garde is usually chronologically restricted to the sixties and seventies,
the conceptual and process-based formal aspects, including the use of col-
lage, photomontage and assisted ready-mades, the implicit political
engagement and the institutionally alternative features of these mobile
artistic practices which blossomed in Romania only in the eighties suggest
that they are expressions of a late neo-avant-garde ethos.

By using ordinary visual means such as stamps, typography and other nota-
tional elements, elements of concrete poetry, photomontage, visual re-con-
textualization and intervention upon a ready-made image, mail art consti-
tuted an alternative, informal institutional structure that challenged the offi-
cial system of artistic production, circulation and distribution. The possibi-
lity of uncensored expression and the autonomous choice of content turned
mail art into a subversive and emancipator artistic format. It ultimately
engendered a parallel, informal public sphere in Romanian art during the
eighties, bypassing the dominant aesthetic principles, particular politics of
representation and overt ideological engagement of the official institution-
al artistic system.

Mail art principles allowed for every submitted artwork to be exhibited with-
out a jury, irrespective of its presumably inherent aesthetic value, as well as
its collaborative dimension that expanded the avant-garde’s artistic collec-
tive into a rhizomatic, translocal structure, a delocalized and non-commer-
cial network based on shared solidarity and interconnected subjectivity. As
German artist Klaus Groh has put it, “Mail Art is stateless. It needs neither
visas nor passports. Mail art promotes collective activities”. The communica-
tional activities of mail art also opened several types of spectatorship, and
may be correspondingly analyzed as stratified and sometimes interacting
micro-public spheres.

In its most extreme cases, it is limited to a dialogical encounter in which the
actual viewer is private. In other situations, it is comprised by the artists
themselves participating in a collaborative project. These are clearly differ-
ent understandings of publicity to the dominant representational paradigm
which understands and exhibition to take place in relation to institutional-
ized cultural rituals and to promote a virtually open spectatorship. However,
the dialogical imagination on which mail art is based may be regarded as the
condition of possibility for this cultural paradigm, in which the viewer is
understood as an active participant to the artistic situation.

A genealogy of mail art activities as networking strategies practices in
Romania is difficult and perhaps unadvisable to trace given their rhizomat-
ic, dispersed character, defying a quest for an origin as absolute beginning.
However, as Bruno Latour has shown (in Reassambling the Social. An
Introduction to Actor-Network Theory, Oxford University Press, 2005), there
are material traces that allow us to reconsider these otherwise ephemeral
gestures and movements outside national borders, as well as across differ-
ent levels of the public sphere, both inside and outside the “official” artistic
system. There are several actions which became important landmarks in
promoting this sort of communication not only as an isolated, personal
exchange taking place on an international scale, but also as a networking
platform, which was later able to shape a micro-community of alternative
art in Romania, fostering free artistic exchanges both inside and outside the
national borders.

An iconic moment in this tentative micro-history is the 1982 photo-perform-
ance Trans-ldea-Art, in which Constantin Flondor, losif Kiraly and Doru
Tulcan were wrapped in a huge envelope, their bodies literally contained by
this deceptively simple communicational instrument. The photograph of this
performance that originally was not being exhibited or circulated as mail art
until a later time, encapsulates a shared desire and presents a symbolical
dimension, witnessing the collective fantasy of being transported over space
and overcoming the limitations of circulation imposed by the Ceausescu
regime beyond the Iron Curtain.

Conceptualism in Eastern and Central Europe



Picture from the magazine / Imagine din revista
,Networking Space”, 1986. Courtesy of losif Kiraly

At the same time, it instantiates these very limitations for posterity, at the time
of its creation, its only spectator being represented by the empty gaze of the
photographic apparatus. As a possible allegory of geographic and political
isolation, the photograph documents the biopolitical expansion of the totali-
tarian regime which intensified in Romania in the early eighties. At the same
time, it expresses the artist’s trust in the confrontational potentialities of art
as idea, and in the translocal networking space this practice may open by
favouring informational exchange over traditional aesthetic production.
Flondor's contact with Mail Art was facilitated by an early DAD scholarship he
obtained in 1969, when he travelled to East Germany, where he met Robert
Rehfeldt, whose working principle expressed as “your ideas help other peo-
ple’sideas” made a lasting impression on the Romanian. At that time, Flondor
was involved in the neo-constructivist group SIGMA and was not consistently
involved in mail art until 1983, when, together with Kiraly and Tulcan, he
organized the first Romanian international mail art event called “Life without
Art” - occasioned by the anniversary of the Academy of Fine Arts in Timisoara.
The title was accompanied by a long additional text - "We shouldn’t forget
that we also have the Sunrise, the Sand of the Beaches, the Silence of the
Blade of Grass and our Own Child”. 81 artists responded to the invitation,
among which artists from Poland, Bulgaria, East and West Germany. The exhi-
bition found no space available in the galleries of the Visual Artists’ Union
and had to be installed in an alternative space, Constantin Flondor’s own stu-
dio, before a second installation in the small town of Lugoj in 1984 was pos-
sible.

Kiraly intensified his personal relations with the international art scene,
which were fuelled by Shozo Shimamoto's visit of Atelier 35 (the section of the
Union of Fine Artists dedicated to the young generations) and the artist’s own
studio in Timisoara in December 1985. Shimamoto's visit was also influential,
since it opened up the possibility of exhibiting mailed photographs in jour-
nals such as Networking Space. The importance of these personal connec-
tions is testified by the candid photograph taken in 1986 on the occasion of
an anniversary of Shozo Shimamoto’s visit. In this picture, members of the
Timisoara alternative artistic micro-community including Kiraly and Tulcan
display artistic objects meanwhile mailed by Shimamoto to Kiraly, who actu-
ally reached the destination.

Among them, one may find a figure composed of two interlaced circles of
cardboard stamped, handwritten and sent through the postal system. The
figure symbolizes the everlasting connection between the two persons and
the two remote geographic spaces, and functioned at the same time as a
reassurance that free communication is possible despite all local adversities.
In addition, Kiraly also made contact with Ryosuke Cohen, and began exhibit-
ing in the “Brain Cell”, a journal produced by the Japanese in which stamps
from various mail artists were gathered and assembled in a collective art-
work. The collective aspect of artistic labor is as important here as the free
circulation of the piece of paper through the postage system.

Each self-made stamp functions as a mere artistic signature that precludes
further information about the actual content of the artwork, while becoming
itself an autonomous graphic sign. It is also a provisional mark, which only
defers the elaboration of a finite product. At the same time, it is an indexical
sign that witnesses the presence of the artist in the virtual company of other
communicational partners, whose traces are materialized on the same sheet
of paper which later circulates as a Xerox photocopy, subverting once more
the distinction between the original and the copy, between production and
reproduction. The resulting sheet of paper advances a cosmopolitan imagi-
nary, proposing a space for encounters between distant individuals which
thus transgress both national and physical boundaries. Within its space,
artists are placed in a relation of proximity, sometimes intersecting and over-
lapping each other. It has no internal structure and develops no paradigma-
tic axis of meaning, defying metaphorical substitutions in favor of pure syn-
tactic juxtaposition and endorses the seriality principle earlier advocated by
minimal and conceptual art (one thing after another). Kiraly’s communication
with Rehfeldt continued until 1990, as illustrated in this exchange of postal
cards celebrating the political freedom brought by the Romanian revolution
of December 1989.

The "alternative” dimension of artistic communication became the very con-
tent of the stamps created by Oradea-based artist Karoly Elekes, who initiat-
ed a communication both outside and inside the country with artists such as
losif Kiraly or Wanda Mihuleac. For Elekes, in a postcard sent to Kiraly, "Mail
Art connection” made use of "untranslatable metaphors”, which only high-
lighted the fatic function of this artistic language, in which the very act of
communication surpasses the intelligibility of what is being communicated.
Here, one may also find a subtle critique of the vacuity of official language of
ideology, which was already exemplarily subverted by Hungarian artist Endre
Tot in the seventies with his Zero series of artworks. Given that correspon-
dence was usually intercepted and read by the Securitate, Elekes refuses to
communicate by nevertheless communicating. The control of communication
is perhaps made explicit in Gabor Szortsey's postcard sent to his friend - the
Targu Mures based scenographer Nagy Arpi - in 1984, which playfully states
"you are controlled” near the geographical determination "Eastern Europe”
(written in Hungarian) and a longer sentence suggesting that documents of
labor are being investigated in the official style of the police and state admin-
istration.

A brief analysis of the imaginary of the stamps used by artists such as Elekes
or Kiraly may shed further light on the cosmopolitan imaginary shared by
these different artists against an oppressive political background. While
Elekes is sometimes using the Mobius band strip as a symbol of "infinite com-
munication”, as described by Robert Fillou, a continuous loop of sending and
receiving that is constantly feeding back itself, Kiraly's graphic, carefully
crafted stamps are symptomatic for the desire of overcoming these imposed
communicational limitations: flying over the boundaries with anachronistic
devices such as the zeppelin, and surpassing the boundaries between East
and West in a global art world. These stamps manifest a productive instabil-
ity of their own semiotic status. Whenever such a symbolic sign is being trans-
formed into an index, it marks and testifies for the actualization of these
communication potentialities inscribed in the symbolic structure of the sig-
nifier. Subverting the burocratic processes of control and approval of a com-
municational act and sanctioning the official discourse and its ritualistic
institutionalization, these self-made stamps are materializing with each of
their occurrences the informal configuration of a cosmopolitan, communica-
tive public sphere taking shape at that time across national and ideological
borders.
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“Artiste anonyme”

Practica artistica a lui Goran Trbuljak la finele
anilor ’60 si inceputul anilor 70

B Text
SANJA SEKEL)

Goran Trbuljak, unul dintre pionierii artei conceptuale din Croatia, si-a
inceput cariera cu o serie de actiuni, in spatiul public, la finele anilor ‘60
si inceputul anilor 70. Una dintre cele mai timpurii actiuni de acest fel a
fost sd-si introduca un deget printr-o gaura a usii de la Galeria Moderna
din Zagreb (1969), invitdndu-i pe trecatori sa intre in galerie. Amuzant,
simplu si doar usor deplasat fata de contextul cotidian, gestul acesta
dezvaluie si principalele trasaturi ale operei viitoare a lui Trbuljak -
simtul umorului, spiritul ludic, discernamantul si capacitatea sa de a
sublinia esenta problemei, folosind mijloace de expresie minimale.
Lucrarea aceasta indica si grupul esential de subiecte care confera
coerentad interna operei lui Trbuljak, printre care ar trebui sa subliniem,
mai ales, problema pozitiei artistului in cadrul sistemului artelor, con-
structia sociald a sensului profesiei sale, perceptia publica a difer-
entelor dintre artistul profesionist si cel amator, si, mai recent, interesul
pentru relatia dintre varsta artistului, prestigiul sau social si valoarea
de piata a lucrarilor sale.

Finalul anilor '60 la Zagreb a fost marcat,
printre altele, de aparitia unui grup de
tineri artisti, studenti in ultimul an la
Academia de Arte Frumoase', nemultumiti
de rolul artei in societate. Proclamata ofi-
cial ca reprezentand o parte importanta a
vietii in socialism, si in ciuda eforturilor
lucratorilor culturali progresisti, in cele
doua decenii anterioare, de a aduce arta
mai aproape de viata cotidiana (EXAT 51,
design, Tendintele noi), din punctul de ve-
dere al lui Sanja Ivekovi¢, Braco Dimitrijevic,
Boris Bucan, Jagoda Kaloper, Dalibor
Martinis, Gorki Zuvela si Goran Trbuljak,
reprezentantii acelei noi generatii, arta era
inca elitista si prea strans legata de insti-
tutiile traditionale - muzee si galerii - ca
spatii singulare de ,adoratie culturala”
Sustinand ideea responsabilitatii sociale a
artistului, largind orizontul de interes la
situatii cotidiene diferite si folosind noile
zo oo i S medii electronice si de comunicare in
masa, pentru a permite o mai buna in-
telegere a conceptului lor artistic de catre
public, artistii au parasit spatiul venerat al
galeriei si au adus arta afara, in strada,
printre oamenii care nu faceau parte din
publicul obisnuit al galeriilor.

Fiind ilustrata de lucrarea mentionata mai
sus, decizia de a abandona ,cubul alb” si de

ne Zelim pokazati nista novo i originalno

g.trouljak

galerija studentskog centra zagreb, savska 25

Goran Trbuljak, Nu vreau sa ardt nimic si original,
serigrafie pe hartie / I don't want to show anything
new or original, 1971, silkscreen on paper.

Courtesy of the Museum of Contemporary Art in Zagreb
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aiesiin strada, il preocupa pe Trbuljak inca
de la inceputul carierei. Celelalte lucrari ale
sale din aceasta perioada includ actiuni
similare, cum ar fi fotografierea unei serii
de gauri in trotuarele asfaltate din oras si
asezarea instantaneelor nesemnate langa
aceste gauri (1970) sau plasarea unor
placute pe cateva case din oras, cu
inscriptia ,Toti locuitorii acestei case sunt
destepti si cinstiti” (1971). Dupa ce punea
placutele, el astepta sa vada cat timp vor
ramane acolo, Tnainte de a fi scoase de
locuitorii imobilelor respective. Aceste
interventii minimale n spatiul public nu
incercau sa se inscrie in discursul despre
arta si nici lui Trbuljak nu 1i pasa, asa cum
spune chiar el, daca facea arta sau nu -
singura intentie fiind sa comunice o idee,
sa provoace o reactie de la trecatorii
ocazionali si sa demonstreze ca oricine
poate sa ,creeze”.

O atare convingere a reprezentat si terenul
comun pentru colaborarea cu Braco
Dimitrijevi¢, impreuna cu care Trbuljak a
creat grupul ,Pensionarul Tihomir Simcic”,
in 1969. Principalul obiectiv al grupului era
sa compuna situatii in care consecintele
actiunilor accidentale, cotidiene, realizate
de trecatorii intamplatori, puteau fi inter-
pretate ca arta, in functie de propria lor
decizie - daca acceptau sau nu ca aceste
actiuni sunt arta. Atribuindu-i observatoru-
lui simplu rolul de creator, Trbuljak si
DimitrijeviC si-au redefinit pozitia, in acele
evenimente, in termeni de organizatori,
,aranjori” — ex-artisti”. Practica individuala
a lui Trbuljak, ca si angajarea sa in cadrul
grupului Pensionarul Tihomir Simcic, ofera
unul dintre cele mai complexe si sistema-
tice exemple de critica institutionala in arta
croata si marcheaza o cotitura decisiva fata
de cultul foarte modernist al autorului. Ce
este arta si cine decide natura artei; sau,
mai bine zis, ce este un artist si din a cui
decizie devine acesta un artist?

Aceasta atitudine critica fata de mecanis-
mele de promovare a artistului / artei a
fost dusa cu un pas mai departe, intr-o
serie de expozitii solo ale lui Trbuljak, de la
Zagreb si Belgrad, in ani '70. Intr-adevar, in
1971, Trbuljak a fost invitat de Zelimir
Koscevic, directorul Galeriei Student Centre
din Zagreb, pentru o expozitie solo. Insasi
ideea de a intra intr-o galerie se opunea
total actiunilor sale trecute si era menita sa



absolve lucrarile lui Trbuljak de anonimatul
strazii, cat si sa-l introduca in sistemul
institutional al artelor. Asadar, in loc sa isi
documenteze actiunile trecute, Trbuljak a
lasat galeria goala, cu exceptia unui singur
poster, cu o fotografie a chipului artistului,
cu data si locul expozitiei si cu enuntul: ,Nu
vreau sa arat nimic nou si original”.
Goliciunea galeriei vorbea mai tare decat
orice obiect despre presiunea constanta
asupra artistului de a fi inovator, pentru a
reusi in lumea artei. Rezultatul acestei pre-
siuni erau obiectele care contineau un
anume sens doar in sistemul de distribuire
al artei, dar care nu aveau niciun inteles
substantial pentru societate.

El a elaborat mai mult aceasta idee la cea
de-a doua expozitie solo a sa, la Galeria de
Arta Contemporana din Zagreb, in 1973,
care, la fel ca si prima, a constat dintr-un
singur poster cu propozitia: ,Faptul ca cine-
va are sansa de a face o expozitie este mai
important decat ceea ce va fi expus la acea
expozitie”. Pe langa continuarea liniei de
investigatie initiata de prima sa expozitie,
cea de-a doua era foarte legata de experi-
mentele efectuate de Trbuljak la Paris in
1972, cand era student la Académie des
Beaux Arts. In timpul experimentului,
Trbuljak a vizitat mai multe galerii private
si, fara sa-si decline identitatea, le-a cerut
directorilor sa completeze un chestionar cu
urmatoarea intrebare: ,Ati vrea sa expuneti
aceasta lucrare in galeria dumneavoastra?”
Desi era deja confirmat ca artist de un refe-
rendum public organizat la inceputul acelui
an in Zagreb 2, el era inca un anonim la
Paris si putea astfel usor sa demaste
mecanismul sistemului artelor, cu un gest
simplu si radical: sa furnizeze dovada ca o
lucrare de arta nu era judecata dupa cali-
tatile proprii, ca ramanea secundara fata
de pedigriul artistului.

Doar una dintre galeriile vizitate a acceptat
sa 1i expuna lucrarea. Doi ani mai tarziu, a
repetat aceeasi actiune, dar procentul
galeriilor care erau dispuse si al celor care
refuzau sa expuna lucrarea sa era acum
invers. Institutiile de arta si mecanismele
lor coplesesc lucrarea de arta in sine.
Pentru a evidentia acest lucru, Trbuljak a
incorporat galeria propriu-zisa in lucrarea
sa, fie ca sa problematizeze insasi notiunea
de ,expozitie”, care indica deja mereu pozi-
tii de putere diferite, sau pentru a dezvalui
criteriile selective si frivole la care sunt
expusi artistii si lucrarile de arta, in efortul

Imagine din expozitia "Nu vreau sa arat nimic si original" / View from the exhibition “I don’t want to show
anything new and original”, 1971. Courtesy of the Museum of Contemporary Art in Zagreb

lor de a penetra sistemul de arta.
Ultimele doua lucrari din seria sa de
expozitii solo tinute in anii '70 si la
inceputul anilor '80 s-au bazat pe acelasi
principiu 3, ceea ce i-a permis mai tarziu
lui Trbuljak sa conchida ca el nu are lucrari
de arta, ci doar expozitii.

in paralel cu aceasta practica ,oficiald” de
arta, Trbuljak s-a angajat si intr-o actiune
iterativa, numita ,pictura de duminica” ,
care se referea la practicile pictorilor
neprofesionisti. La Zagreb era un magazin
cu produse pentru arta, cu o panza alba
expusa in vitrind. In fiecare duminica
dimineata, Trbuljak mergea acolo si picta
pe geamul din fata panzei, si in fiecare zi
de luni, proprietarul venea si curata
fereastra. Aceasta actiune iterativa si
aproape sisifica marcheaza inceputul
interesantei relatii a lui Trbuljak cu pictura,
pe care el continua sa o dezvolte si azi.
Departe de a reprezenta o abandonare a
lucrarilor sale din trecut sau o ,intoarcere
la picturd”, ,tablourile” lui Trbuljak doar
construiesc pe baza investigatiilor sale
trecute asupra naturii artei si dau o expre-
sie distincta luptei sale cu auto-identifi-
carea ca artist.

1. Reprezentantji acelei noi generatii de artisti, in primul
rand legati de Galeria Student Centre din Zagreb, au fost
etichetati neoficial ca ,plasticienii tineri din Zagreb”.
Grupul, drgit cu alti doi artisti (Trbuljak li s-a alaturat mai
tarziu), a aparut impreuna la expozitia “Mogucnosti za 71"
[Possibilitati pentru '71], organizata de Galeria pentru Arta
Contemporana din Zagreb.

2. Tn 1972, Trbuljak a organizat un referendum public pe
srazile Zagrebului. Buletinul de vot avea imprimata urma-
toarea afirmatie: ,Un artist este persoana cdreia i se da
posibilitatea de a fi asta de catre ceilalti. Este Goran
Trbuljak un artist sau nu?” Din totalul de 500 de voturi,
259 au fost pozitive, 204 negative si 37 au fost invalidate.
Asadar, din 1iulie 1972, Goran Trbuljak este oficial un
artist.

3. Atreia expozitie a fost organizata la Atelierul Galeriei de
Arta Contemporana din Zagreb in 1979 si a inclus un
poster cu propozitia: ,Cu aceasta expozitie, eu demon-
strez continuitatea operei mele”. A patra expozitie, retro-
spectiva, a fost deschisa la Muzeul de Arta Contemporana
din Belgrad, in 1981, si a inclus un poster cu propozitii din
cele trei expozitii anterioare.



View of the exhibition / Imagine din expozitie “I don’t want to show anything new and original”, 1971. Courtesy of the Museum of Contemporary Art in Zagreb

JArtiste anonyme”

The Artistic Practice of Goran Trbuljak in the Late ‘60s and Early ‘70s

Text SANJA SEKEL)

An unexceptional element of art is its dynamic nature to invent and reinvent
itself, to transform, transmute and to transverse media, evolve culturally
and develop conceptually. The question, “what is art?” for me, is not so
much a question but a riddle, that is impossible to expound upon or answer.
Even when combining the word radio with art to supposedly reduce the
scope and limit the inquiry to radio art, the task doesn't seem to become
any less complex. An assumption that many people make about radio art is
that it intrinsically includes a component of radio technology, but like other
forms of art, this connection can be solely conceptual. Even with the limita-
tion of an inclusive technological radio (or wireless) aspect, the scope for
radio art is still an expanding and dynamic field of study, exacerbated by a
convergent and trans-media landscape, evolving at an increasing rate.

To add further complexity to the properties and dimensions of radio art, it
is evident that this field of activity attracts practitioners from a wide range
of backgrounds. It is not unusual for visual artists to engage with acoustic-
matic forms of radio art. Composers, performers, authors, poets and media
professionals amongst others have interfaced with radio art to create
works. Conceptual artists like Robert Adrian, Gottfried Bechtold, Lawrence
Weiner and others were also integral to the development of a telematic
approach to the art form and Robert Adrian who authored Kunstradio’s
manifesto, “Toward a Definition of Radio Art” for in Austria.

This manifesto as Heidi Grundmann (former Executive Producer for
Kunstradio) states, allowed artists “to consider the radio (broadcast) space
[the locations where the broadcast is audible] as a public sculptural space
in which music, sound and language are the material of sculptures.”
Extending on this notion, | have previously argued that the radio broadcast-
er (both terrestrial and online) simultaneously generates and curates a type
of gallery space for this art form, that as with all types of gallery spaces,
starts to raise questions related to the gallery’s and the wider community’s
cultural responsibilities to document and exhibit the art form. Undoubtedly,
radio art since the advent of radio has generated a vast number of seminal
works and masterpieces that inform contemporary radio artists, curators,
adjudicators, commissioners, producers and is of value to the wider com-
munity. However, within the canon of fine arts, music and media history,
these seminal works and masterpieces are still overlooked, obscured by
hegemonic agendas and remain mostly hidden.
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While radio art has formed international networks through organizations /
collectives like the EBU Ars Acoustica group, radioartnet, The International
Radio Art (and Creative Audio for Trans-media) Research Group and the
Facebook Radio Art group, the art form has generated a variety of distinc-
tive international viewpoints and approaches. A german radio art program
not surprisingly continues to be nuanced from the early Weimar Republic
experimental radio works and Neues Horspiel. Radio France's Atelier de
création radiophonique had an inherit awareness of Pierre Schaeffer's
musique concréte. The BBC in England during the 1950s chose to re-label
musique concreéte type techniques as radiophonic effects and have chiefly
focused on works that are driven by textual narratives. Austria’s Kunstradio,
while aware of German radio art history, developed the art form via its
engagement with conceptual artists. America’s free103point9, exploring the
electromagnetic spectrum aims to create a new genre entitled transmission
art. Sweden’s SR c experimented with online radio art in the 2000s while
Australia, Spain, Japan and South America also have their own viewpoints.
This international diversity demonstrates the art form’s mobility and ability
to diverge into distinctive styles that are nuanced by national, cultural per-
spectives.

Like all forms of art, it is crucial to cultural vitality to have public access (via
broadcasts and online galleries spaces) alongside funding mechanisms to
assure the survival of this art form and the creation of new high quality
exemplary works. For me, a world without radio art galleries would be the
same as living in a world that has decided not to support classical music, or
to conceal its great novels, or forget to screen its movies, or to dispose of
its poets or to neglect to care for its great art works.

I would now like to ask you to consider for yourself the cultural value of
radio art and if, like myself, you find that it is an important aspect of our
artistic and cultural vitality, to take some form of immediate action locally,
nationally and/or globally. This action could be as simple as reading about
radio art, creating your own radio art work, posting something about radio
art online, joining the Radio Art Facebook group and radioartnet, starting
your own radio art program on your local radio station, listening in to inter-
national radio broadcasts or writing to your government, media or cultural
organizations demanding that they include radio art as part of their range
of valuable cultural activities.

Conceptualism in Eastern and Central Europe



Viata ca semnal

Sfidarile comunicationale ale arhivei lui Julius Koller

B Text .
DANIEL GRUN

Compozitia materialului si dispunerea unei arhive continud ideile si ati-
tudinile pe care Julius Koller le-a formulat la sfarsitul anilor 1960, in
manifestul sau Cultura Cosmoumanistica’. Notele din manuscrisele lui
Koller deseori pun accent pe lucrurile simple: ,leaga omul de materiale,
de lucruri oarecare, folosite in mod curent”. Procesele si ritualurile vietii
personale erau intelese ca stdri si efecte ale fenomenelor sociale: ,0
demonstratie a vietii mele ca semnal”. El a identificat aceste practici cu
ceea ce numea cultura vietii. Aceasta culturd, insista artistul, nu este
delimitata in timp sau in spatiu, dar functioneaza in mod activ prin
remodelarea vietii intr-un joc cultural cu requli comune. ,Jocul meu nu
se termina niciodata; este jucat in mod continuu, intr-un ritm si cu o
intensitate nedefinite™. Prin urmare, o parte esentiald a activitatii artis-
tice a lui Koller este orientata spre cultura vietii de zi cu zi, catre lucruri
de consum zilnic, etichetarea si destinatia lor dupa nume, semn de
intrebare, acronimele U.F.O, sau initialele J. K. $i, nu in ultimul rand,
catre acumularea de documente. La inceputul anilor 1970, Jozef Kroutvor
a descris transformarea ametitoare a artei pe care Koller o urmdrea in
lucrarea sa: ,Se pare cd noua artd nu mai este intr-o mare mdsurd tran-
scendenta estetica, ci, mai degraba, o comunicare, o manifestare non-
metaforica a realitatii. Comunicarea eficientd, nu frumusetea, asta
transmite forma. Aspectul formal nu conteaza: ceea ce conteaza este

”3

calitatea de comunicare si capacitatea sa de asociere”.

Julius Koller, Contact (Antihappening)
/ Kontakt (Antihappening), 1969, b/w
photograph. Foto / Photo: Milan
Sirkovsky. Courtesy of the Archive
Kvétoslava Fulierova

Chiar si un contact superficial cu arhiva
Koller il poate lasa perplex pe cititor,
deoarece lucrarile si documentatia de arta
sunt suprapuse strat peste strat cu articole
de consum zilnic (materiale tipdrite). Viata
personala a artistului nu se desfasoara in
afara arhivei: dimpotriva, documentatia
arhivei, in integralitatea sa, reprezinta o
materializare a vietii artistului si a activitatii
sale culturale. Potrivit lui Boris Groys, ,docu-
mentatia devine indispensabila, producand
in viata omului senzatii ca acestea: docu-
mentatia traseaza existenta unui obiect in
istorie, ofera o durata de viata acestei exis-
tente si da viata obiectului ca atare - in
mod independent de faptul ca obiectul a
fost initial viu sau artificial”

Prin ce mijloace poate munca de docu-
mentare sa pastreze vitalitatea obiectului?
Pe de o parte, arhiva este un instrument
pentru depozitarea presei tiparite; pe de
alta parte, arhiva este ea insasi un mediu,
deoarece este o relatare a artistului.
Asemenea altor arhive, ea formeaza un
teritoriu de imagini si coeziunea sa consta
in maniera de intelegere a acestora’ Si,
asemenea celorlalte arhive, n cea a lui
Koller gasim semne ale aranjarii in uti-
lizarea unei organizari a documentelor tax-
onomice (clasificare tematica) si simultan
diacronice (succesiva in timp). Aceste doua
nivele ale organizarii se intersecteaza si
alterneaza in mod repetat, asa incat una
singura nu poate sa determine care dintre
ele domina in aranjarea arhivei.® Urmarind
linia diacronica, bazata pe munca de docu-
mentare a artistului, arhiva se poate aranja
pe un numar de secvente paralele: o evi-
denta cronologica a activitatilor si descrie-
rea factuala a acestora; documentatie foto-
grafica lipita pe o baza de hartie si avand o
legenda scrisa manual; materialul de refe-
rinta publicat in presa cotidiana si in reviste
de arta (adesea decupate si lipite pe o baza).
Aici, metoda autohistorista a lui Koller,
bazata pe inregistrari cronologice exacte
ale activitatilor sale nenumarate, se repeta
de multe ori, ciclic (de aici incolo voi numi
acele inregistrari autocronologii) si nu valo-
reaza mare lucru’ Create pe baza unui anu-
mit mod de combinare si stratificare a
imaginii fotografice cu texte, acestea inre-
gistreaza o stransa legatura intre arta si
viatd - Lebenskunst - Tn succesiunea tem-
porala a faptelor.

Urmarind linia taxonomica, vom parcurge
sectiuni identificate cu nume tematice. Aici,
categoriile cele mai frecvent reprezentate
sunt cele selectate din presa scrisa si ela-
borate divers (volume intregi de reviste,
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taieturi din ziare, compozitii lipite pe har-
tie). Taxonomia numelor din arhiva denu-
meste teritoriile de imagini - atent aran-
jate, cercuri factografice din viata person-
ala, sociala, culturala si politica, coexistand
cu teme care, fara exagerare, ar putea fi
catalogate ca fiind stiinta fantastica.’

Tn ansamblu, aceste ,teritorii” au creat un
domeniu extrem de vast: al culturii con-
sumului si al produselor din mass-media,
determinat de ideologiile lumii divizate,
bipolare, din acea vreme. intr-una dintre
notele nedatate ale lui Koller, am citit:
,Pentru mine, intreg arsenalul de mijloace
de comunicare in masa sau mass-media —
fotografii, carti postale, reviste, ziare, carti
(reproduceri) - toate acestea constituie,
impreuna, de asemenea, o realitate potriv-
ita descrierii. Aceste lucruri fac parte din
viata contemporana si ele sunt reale,
numeroase si esentiale pentru istoria
omenirii”?

Arhiva acumulata insoteste conceptele de
Antihappening ale lui Koller si include
urmatoarele categorii: ,Cultura Junk” (com-
pozitille din materiale de ambalaj si din
produse secundare ale procesului de vop-
sire); confruntarile cu ,Artistii Amatori”
(documentatii de intalniri de vara si cata-
loage de expozitie); ,Science-fiction” (arti-
cole si taieturi din ziare despre O.Z.N.-uri,
Atlantis, Triunghiul Bermudelor si alte mis-
tere); ,Arheologie - Istorie Fantastica” (arti-
cole populare si academice despre cultu-
rile mitice ale vechilor celti si despre civi-
lizatii pierdute, elaborate Tn grade diferite).
Ca parte a propriului proces de invatare
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despre evolutiile cruciale din arta, Koller a
luat notite ample din resurse externe. Cele
mai multe dintre insemnari sunt pastrate
intr-o serie de carnetele, in care Koller
transcria informatia din reviste de arta, ca-
taloage de expozitii, publicatii straine si
texte underground. Gama de practici de
acumulare de informatii si documentare a
lui Koller este, prin urmare, intr-adevar,
larga, dar daca simplificam totul n ter-
menii maniei unui colectionar, asta nu ne-
ar aduce la o intelegere adecvata a arhivei
sale.”

Aruncand o privire mai atenta catre surse-
le de liberalizare a culturii in Cehoslovacia
in anii 1960 si catre evolutia politica din
tara dupa luna august 1968, vom gasi un
raspuns mai adecvat. Din 1963, regulile
stricte de cenzura au fost relaxate treptat si
libertatea relativa a presei, radioului si
televiziunii a fost Tntarita, ceea ce a dus, in
cele din urma, la o eliminare temporara a
cenzurii, Tn ianuarie 1968. In Restaurarea
Ordinii, un eseu consacrat analizei sistemu-
lui politic din Cehoslovacia, filosoful Milan
Simecka a scris ca, in acea perioada, a exi-
stat un impact public neobisnuit de puter-
nic al comentatorilor si scriitorilor politici,
care au incurajat speranta in dezvoltarea
democratica a tarii si au dobandit o autori-
tate politica si morala remarcabila. Cu toate
acestea, prin 1972, intregul sistem de cen-
zura functiona, din nou, fara cusur.

A existat o uniformitate perfecta de gandire
si de exprimare care strabatea mass-
media, spunea Simecka, si o absentd a
oricarei gandiri care ar merge dincolo de
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JUlius Koller, Plieri artistice fictive (U.F.0.) / Artistic
Fictive Wrappings (U.F.0.), 1977, b /w photograph.
Foto/Photo: Kvétoslava Fulierova.

Courtesy of the Archive Kvétoslava Fulierova

Jalius Koller, Stabilind Forma-Continut (U.F.0.) /
Establishing the Form-Content (U.F.0.), 1976,

b/w photograph. Foto/Photo: Kvétoslava Fulierova.
Courtesy of the Archive Kvétoslava Fulierova

realitatea socialismului real. Tn timpul pe-
rioadei de normalizare (1972-1989), socie-
tatea socialista a avut o supraveghere
absoluta, sustinuta de mii de colaboratori
secreti ale Securitatii Statului (sau StB,
politia secreta cehoslovaca), care a spionat
chiar si viata intima a cetatenilor, iar intru-
ziunea generala, suspiciunea si frica au fost
proiectate cu succes in comunitatile de
artisti si de reprezentanti ai asa-numitei a
doua sfera publica. De aici motivele pentru
care acumularile extinse de arhiva, inca din
1965-1969, trebuie observate in asociere cu
toata gama de Antihappening si in practi-
cile lui Koller de inregistrare si elaborare a
informatiilor distribuite in mod public.
Pentru anii de asa-numita ,normalizare”,
arhiva in sine documenteaza identificarea
lui Koller cu aparatul de putere, cu directia
centralizata a comertului si a productiei
artistice. Poate ca arhiva lui Koller, citita ca
dialectica a uitarii si a memoriei" are o
importanta mai mica decat isi inchipuia
artistul, care folosea dimensiunile utopice
ale realitatii intermediate, cautand variante
pentru propriile actiuni si carti de texte
(U.FO. si Atlantis).

Koller comunica la toate nivelurile muncii
sale: adreseaza telegrame si distribuie cargi
postale cu texte, colegilor sai artisti; folo-
seste expresiile formale ale institutiilor de
stat; monitorizeaza mass-media; si (ceva
extrem de caracteristic arhivei) se autode-
fineste in mod constant polemic in raport
cu reprezentantii contemporani ai avan-
gardei artistice, precum si fata de institutia
oficiala a artei socialiste. Chiar de la



inceputurile sale in 1970, programul Orga-

nizatiei Universale de Futurologie (U.FO.)
s-a dezvoltat depinzand de transmiterea
postala a comunicatiilor si de instrumen-
tele simple de reproducere si difuzare.”
Duo-ul artistic polonez KwieKulik si Studio-
ul de activitati, documentare si propagare
[Pracownia Dziatan, Dokumntacji i Upow-
szechniania, PDDiU], in combinatia lui de
comunicare sociala cu munca artistica si de
arhiva, efectuate in intregime pe o baza pri-
vat3, este o paraleld importanta la Koller. Tn
1972, Koller si-a completat programul cu un
manifest al miniaturizarii, intitulat ,Post-
comunicare (U.FO.)", In care a prezentat o
serie de carti postale cu texte scrise manu-
al. Avand in vedere natura ,miniaturizata”
a lucrarii sale, a aparut oportunitatea de a
utiliza reteaua artistilor grupului Mail Art
pentru distribuirea conceptelor sale.

In corespondenta purtata activ de la in-
ceputul anilor 1970, a aruncat o plasa rela-
tiv. mare, cooptand artisti din intreaga
lume: Klaus Groh (Oldenburg), Bernd
Lobach (Bielefeld), Endre Toth (Koln), Laszlo
Beke (Budapesta), Robert Rehfeldt (Berlin,
RDG), Zdzistaw Sosnowski (Wroclaw),
Galeria Sztuki Aktualnej (Wroclaw), Géza
Perneczky (Koln), Petr Stembera (Praga), Jifi
Valoch (Brno), J. H. Kocman (Brno), Clemen-
te Padin (Montevideo), Jorje Glusberg
(Centro de Arte y Comunicacion - CAYC,
Buenos Aires), De Appel (Amsterdam).
Colaborarea cu Bernd Lobach l-a facut pe
Koller sa lucreze cu publicatia ,Tischtennis
Akcionen ‘71" De-a lungul multor ani, a co-
laborat cu Klaus Groh, incepand cu proiectul

Jalius Koller, Proiectie
(U.F.0) / Projection
(U.F.0), 1973, b/w pho-
tograph. Foto/Photo:
Kvétoslava Fulierova.
Courtesy of the Archive
Kvétoslava Fulierova

de carte ,Aktuelle Kunst in Osteuropa”
Groh a fost, de asemenea, unul dintre
putinii scriitori care au publicat ganduri
despre operele lui Koller.*

Koller nu a devenit o figura proeminenta a
miscarii de Mail Art, desi el a facut schimb
de documentare a ideilor sale antiartistice
cu multi dintre reprezentantii sai; mai
degraba, el a cultivat marginal intermedia,
legata de formate mici si forme alternative
de comunicare. Proiectul sau de-o viata,
U.FO., se potrivea cu ideile lui Groh de
,democratizare larga a experientelor sen-
zoriale” si 0 extindere a perceptiei senzo-
riale printr-o utilizare neobisnuita a mass-
media familiare”.” Ca artist, Koller a multi-
plicat si si-a diversificat in mod deliberat
lucrarile, fara editii numerotate. El a impus
obiecte de uz comun, fara valoare, cu sem-
natura personala (taieturi din ziare, obiecte
gasite, materiale vechi etc.) si, astfel, chiar
si astazi el submineaza principiile de
functionare ale lumii artei, precum si re-
gulile pietei de arta.

Jalius Koller se autodefineste in mod simi-
lar in lucrari fotografice. Perturband sem-
nificatia obiectelor pretioase, unice si pro-
duse manual, Koller (dupa colaborarea
initiala cu fotograful Milan Sirkovsky) a uti-
lizat in scopuri documentare fotografiile de
amator ale partenerei sale Kvéta Fulierova,
cu care a impartit casa din 1974. Fotografia
nu i-a servit lui Koller doar ca mijloc de
documentare a performance-ului: printr-o
interventie ulterioara in imaginea foto-
grafica, el i-a deranjat legitimitatea si origi-
nalitatea. Tn contextul sau de autodocu-

mentare, starea fotografiei era subordo-
nata conceptului de actiune si, prin urmare,
fiecare actiune unica este, in general,
insotita de mai multe fotografii sau de mai
multe versiuni ale unei fotografii.

Vom gasi, de asemenea, proceduri anto-
nime in arhiva: fotografiile atent selectate,
care surprindeau situatii de viata personala
sunt scrise, completand conceptul existent
al actiunii. Constientizarea faptului ca sis-
temele impersonale de putere si de
supraveghere i-au infestat viata [-a facut pe
Koller sa foloseasca situatiile culturale ca
semnale si sa trateze inregistrarea continua
a propriei vieti ca pe o trimitere a unui
semnal in viitor.
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Julius Koller, Court (Tennis) / Teren (Tenis), 1972, latex paint on hardboard / pictura latex pe carton, 61,5 x 122 cm. Courtesy of the Linea Collection, Bratislava

Life as Signal. The Communicative
Challenges of Julius Koller's Archive

Text DANIEL GRUN

The material composition and arrangement of an archive follows on from the
ideas and attitudes that Jalius Koller formulated in the late 1960s in his man-
ifesto on “Cosmohumanistic Culture”." Koller's manuscript notes often
emphasised ordinariness: “linking the human being to materials, to things in
ordinary use”. The processes and rituals of personal life were seen as affects
and effects of social phenomena: “a demonstration of my life as signal”. He
identified these practices with the culture of life. That culture, he insisted, is
not bounded in time or space but operates actively in the reshaping of life to
a cultural game with just rules for all. “My game never ends; it is played out
continually in an undefined rhythm and intensity”? An essential part of
Koller's artistic activity is therefore orientated to the culture of everyday life,
to things of daily consumption and their labelling and designation by name,
question mark, U.F.0. acronym, or J. K. initials, and last but not least to the
accumulation of documents. Jozef Kroutvor, writing in the early 1970s,
described the dizzying transformation of art that Koller was then pursuing in
his work: “It turns out that the new art is not so much aesthetic transcen-
dence but rather a communication, a non-metaphorical manifestation of
reality itself. (...) Effective communication, not beauty, is what the form
relates to. Formal appearance doesn’t matter: what counts is communicative
quality and its associative capacity”.

Even a fleeting contact with Koller's archive is bound to leave one perplexed,
since the artworks and art documentation are overlaid by layer upon layer of
articles of daily consumption (printed materials). The artist’s personal life is
not external to the archive: on the contrary, the archival documentation in its
entirety represents a materialisation of the artist’s life and of his cultural
activity. According to Boris Groys, “...the documentation becomes indispensa-
ble, producing the life of the living thing as such: the documentation inscribes
the existence of an object in history, gives a lifespan to this existence, and
gives the object life as such - independently of whether this object was ‘orig-
inally’ living or artificial”.* By what means does archival documentation work
towards preserving the object’s vitality? The archive on the one hand is an
instrument for the storage of printed media; on the other hand, the archive
is itself a medium insofar as it is the artist's report. Like other archives, it
forms a territory of images and its unity consists in the manner of their
appropriation.” And just as in other archives, also in Koller's we find signs of
arrangement in the use of a taxonomic (thematically classified) and concur-
rently a diachronic (temporally successive) organisation of documents. These
two levels of organisation repeatedly intersect and alternate, so that one is
unable to determine which of them prevails in the archive’s arrangement.®
Following the diachronic line, based on the artist's documentational work
one can arrange the archive on a number of parallel timelines: a chronolo-
gical record of activities and their factual description; photographic docu-

mentation glued to a paper base and given a manually written caption; re-
ference material published in the daily press and in art magazines (often cut
out and glued to a base). Here it is worth noting Koller's method of self-his-
toricisation, based on precise chronological records of his innumerable,
often cyclically repeated activities (henceforward | will call those records
self-chronologies).” Created on the basis of a specific mode of combining and
layering photographic images with texts, they record a close linkage of art
and life - Lebenskunst - in the temporal succession of facts.

Following the taxonomic line, we go through sections designated with the-
matic names. Here the categories most frequently represented are those
selected from the print media and variously elaborated (entire volumes of
magazines, loose cuttings, compositions glued to paper). The taxonomy of the
archive names the territories of images - carefully arranged factographic cir-
cles of personal, social, cultural and political life, coexisting with themes
which without exaggeration could be classed as “fantastic science.” Taken all
together these ‘territories’ create an exceptionally extensive domain: the cul-
ture of consumption and the products of the mass media, determined by the
ideologies of the divided, bipolar world of that time. In one of Koller's undat-
ed notes we read: “For me the entire arsenal of mass-communication means
or media - photographs, postcards, magazines, newspapers, books (repro-
ductions) - all that too is a reality suitable for portrayal. These things are part
of contemporary life and they are real, numerous and importunate as never
before in human history.” The accumulated archive accompanies the con-
cepts of Koller's Antihappening and includes the following categories: “Junk
Culture” (compositions from wrapping materials and by-products of the
painting process); “Confrontations with Amateur Artists” (documentations of
summertime meetings and exhibition catalogues); “Science-fiction” (articles
and cuttings about U.F.0., Atlantis, the Bermuda Triangle, and other myster-
ies); “Archeology - Fantastic History” (popular and scholarly articles on the
mythic cultures of the ancient Celts and lost civilisations, elaborated to vary-
ing degrees). As part of his own process of learning about crucial develop-
ments in art, Koller took extensive notes from foreign resources. Most of the
records are kept in series of notebooks, where Koller transferred the infor-
mation from art magazines, exhibition catalogues, foreign publications, and
underground samizdats.

The range of Koller's practices of accumulation and documentation is there-
fore wide indeed, but if we rationalised this in terms of a collector's mania,
that would not bring us to an adequate understanding of his archive.” Taking
a closer look at the sources of the liberalisation of culture in Czechoslovakia
in the 1960s and the political evolution in the country after August 1968, we
will find a more appropriate answer. From 1963 the strict rules for direction
of information were progressively relaxed and the relative freedom of press,
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radio and television was strengthened, leading finally to a temporary aboli-
tion of censorship in January 1968. In The Restoration of Order, an essay
devoted to analysis of the political system in Czechoslovakia, the philoso-
pher Milan Simecka wrote that during this period there was an unusually
powerful public impact of political commentators and writers, who encour-
aged hope in democratic development in the country and acquired remark-
able political and moral authority. However, by 1972 the entire system of
direction of information was once again functioning impeccably. There was
a perfect uniformity of thought and expression pervading the mass media,
Simecka said, and an absence of any thinking that would go beyond the real-
ity of real socialism. During the period of normalisation (1972-1989) socialist
society had an all-pervasive surveillance sustained by thousands of secret
collaborators of State Security (or StB, the Czechoslovak secret police), who
spied even on the citizens' intimate private lives, and the general prying,
suspicion and fear was successfully projected into the communities of
artists and representatives of the so-called Second Public Sphere. Hence the
reasons for the extensive archive accumulations must be noted as early as
1965-1969, in the association with the whole range of the “Antihappening”,
and in Koller's practices of recording and elaborating publicly distributed
information. For the years of so called ,normalization“ it is the archive alone
that documents Koller's over-identification with the apparatuses of power,
the centralised direction of trade and artistic production.

It may be that for Koller's archive the dialectics of amnesia and memory" is
of less importance than the artist's will to communication, for which pur-
pose he employs the utopian dimension of mediated reality, seeking alter-
natives there for his own significatory actions and text cards (U.F.0. and
Atlantis). On all levels of his work Koller achieves communications: to his
artistic colleagues he addresses telegrams and distributes textcards; he
employs the formal expressions of state institutions; he monitors the media;
and (something highly characteristic of the archive) he constantly defines
himself polemically in relation to the contemporary representatives of the
artistic avant-garde, as well as towards the official institution of socialist art.
Right from its beginnings in 1970, the programme of the Universal
Futurological Organization (U.F.0.) developed in reliance on postal transmis-
sion of communications and uncomplicated tools of reproduction and dis-
semination.” Polish artist duo KwieKulik and the Studio of Activities,
Documentation and Propagation [Pracownia Dziatah, Dokumntacji i
Upowszechniania, PDDiU] in their combination of social communication with
artistic and archival work, undertaken wholly on a private basis is an impor-
tant parallel to Koller.

In 1972 Koller complemented his programme with a manifesto on miniatur-
isation, entitled “Post-communication (U.F.0.)", where he presented an
entire series of manually sketched textcards. Given the “miniaturist” nature
of his work, an opportunity arose to use the Mail Art artists’ network for dis-
tributing his concepts. In the correspondence that he actively conducted
from the early 1970s he cast a relatively wide net, taking in artists from all
over the world: Klaus Groh (Oldenburg), Bernd Lobach (Bielefeld), Endre
Toth (Koln), Laszlo Beke (Budapest), Robert Rehfeldt (Berlin, GDR), Zdzistaw
Sosnowski (Wroclaw), Galeria Sztuki Aktualnej (Wroclaw), Géza Perneczky
(koln), Petr Stembera (Prague), Jifi Valoch (Brno), J. H. Kocman (Brno),
Clemente Padin (Montevideo), Jorje Glusberg (Centro de Arte y Comuni-
cacion — CAYC, Buenos Aires), De Appel (Amsterdam). Collaboration with
Bernd Lobach led to Koller taking part in the publication Tischtennis
Akcionen '71. 13 Over many years he collaborated with Klaus Groh, beginning
with the book project Aktuelle Kunst in Osteuropa; Groh was also one of the
few writers who published thoughts on Koller's work." Koller never became
a prominent figure in Mail Art, though he exchanged documentation on his
anti-artistic ideas with many of its representatives; rather, he cultivated the
marginal inter-media, linked to small formats and alternative forms of com-
munication. His life-long U.F.0. project matched Groh's ideas of “broad
democratisation of sensory experiences” and “an expansion of sensory per-
ception through an unusual use of familiar media”.” As an artist Koller delib-
erately multiplied and varied his works, without numbering editions. He dig-
nified worthless objects of common use with his personal signature (news-
paper cuttings, found objects, junk materials etc.), and thus even today he
undermines the art world’s principles of functioning as well as the art mar-
ket's commodity rules.

Jalius Koller defined himself similarly in work with photography. Disturbing
the significance of precious, unique and manually produced objects, Koller
(after originally collaborating with the photographer Milan Sirkovsky) made
full use for documentary purposes of the amateur photography of his part-
ner Kvéta Fulierova, with whom he shared a household from 1974.
Photography did not serve Koller merely as a means of documenting per-
formance: by subsequent intervention in the photographic image he dis-
turbed its legitimacy and originality. In the context of his self-documenta-
tion the status of photography is subordinated to the concept of the action,
and therefore each single action is generally accompanied by several pho-
tos or by several versions of one photo. We also find opposite procedures in
the archive: carefully selected photos recording situations of personal life
are written in additionally to the existing concept of the action. The aware-
ness that impersonal systems of power and surveillance were infesting the
artist’s privacy led Koller to use cultural situations as signalisation and to
treat the ongoing record of his own life as the sending of a signal into the
future.

Jalius Koller, Undershirt (Junk Culture) / Maieu (Culturd Junk), 1968, latex and textile
on fiberboard/ latex si textil pe material sintetic, 62 x 46 cm. Courtesy of the SOGA
Collection, Bratislava

1. V. Potreba kozmohumanistickej kultiry. Z autorskych programov a akcii (“The Need for
Cosmohumanistic Culture. From the Artist's Programmes and Actions”), Vytvarny Zivot 15, 1970,
8, 41 (Manifesto dated VIII, 1969).

2. Archive of Visual Art, Slovak National Gallery in Bratislava (AVU SNG) undated manuscript card,
signed.

3. Jozef Kroutvor, Hra a pojem (“Game and Concept”), 1971, AVU SNG in Bratislava, autograph copy
of an unpublished text. Jilius Koller appropriated the text, stamped it and signed as it was his
own.

4, Boris Groys, “Art in the Age of Biopolitics: From Artwork to Art Documentation”. In: Art Power
(Cambridge, Mass / London: MIT Press, 2008), p. 57.

5. Allan Sekula, “Reading An Archive. Photography between labour and capital”. In: Liz Wells (ed.),
The Photography Reader (London: Routledge, 2002), p. 444. “Archives, then, constitute a terri-
tory of images: a unity of an archive is first and foremost that imposed by ownership.”

6. The original archive formed part of the living space of Kvéta Fulierova and Jilius Koller in their
three-room tower-block apartment on Kuldakova Street in the Bratislava suburb of Dibravka.
After the artist’s death Kvétoslava Fulierova donated the archive to three institutions: the
Slovak National Gallery, the Foundation for Contemporary Art, and the Jilius Koller Society.
Also important for archival research are the so-called “White Albums”, containing chronologi-
cal documentation of Koller's work and Kvéta Fulierova’s photo-archive.

7. For Koller these archives were not merely a factographic enumeration: principally they provide
a summation of his “critical-constructive” activities, as he himself named these records initial-
ly.

8. Le Matin des magiciens, Jacques Bergier and Louis Pauwels (Paris: Gallimard, 1960) was a fun-
damental source of inspiration. In 1969 this book appeared in a Czech translation by dr. Jifi
KonUpek, entitled Jitro kouzelnikd (Praha: Svoboda, 1969).

9. J.K, undated, AVU SNG.

10. This approach represents an essay by Petra Hanakova. Petra Hanakova, “Kultiirna stopa JK”

(“JK’s Cultural Track”). In: Jalius Koller Science-Fiction Retrospective (Bratislava: Slovak National

Gallery, 2010), p. 10.

Benjamin H.D. Buchloh, “Gerhard Richter's Atlas: The Anomic Archive “, 1993. In: Charles

Merewether, Archive. Documents of Contemporary Art (Cambridge, Mass / London: MIT Press /

Whitechapel Gallery, 2006), p. 99.

. tukasz Ronduda, Georg Schéllhammer, KwieKulik. Zofia Kulik & Przemystaw Kwiek (Zurich: JRP

Ringier, 2012).

. Bernd Lobach-Hinweiser (ed.), Multisensorische Ereignisse: Tischtennis Akcionen '71 (Bielefeld:

Informations Centrale fiir Ereignisse, 1971).

Klaus Groh (ed.), Aktuelle Kunst in Osteuropa. Jugoslawien, Polen, Romdnien, Sowjetunion,

Tschechoslowakei, Ungarn (K6ln: Dumont Verlag, 1972). Klaus Groh, “Die unbekannten UFOs in

der Begriffskunst des Tschechen Julius Koller”, Kunstnachrichten 2 / 1982, pp. 57-58.

Klaus Groh, “Mail Art / Correspondence Art: eine kiinstlerisch unbedeutende Randaktivitat

oder ein ernstzunehmendes Betdtigungsfeld fiir freie Kommunikation zwischen den Volkern”.

In: Kornelia Roder, Guy Schraenen (eds.): Osteuropa Mail Art im Internationalen Netzwerk

(Staatliches Museum Schwerin, 1996), pp. 185, 189.
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CRITICA INSTITUTIONALA:
DANIEL BUREN SI ANDREI CADERE

M Text
MAGDA RADU

Cadere a demonstrat ,,abilitatea de a combina o multitudine de idei pe
care alti artisti le-au explorat individual”’, reusind sa conceapd un
binom artistic - obiect si mod de a actiona - singular si inconfundabil.
in ceea ce priveste ,strategia deplasdrii” pe care Cddere a construit-o
sistematic si tenace intr-un interval de timp extrem de limitat, exem-
plul lui Daniel Buren a furnizat un reper important, reprezentand un
model pentru un tip de practica ce avea sa poarte mai tarziu numele

de ,critica institutionala”, dar si o sursa polemica.
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Apartament in Place Vendome in care Andrei Cadere a participat la o expozitie de pictura ce reuneste artisti care
pun in discutie pictura. Paris, 1973. Foto: Eustachy Kossakowski. Courtesy of the author
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Ca in cazul altor curente artistice sau per-
sonalitati cu care Cadere avea puncte de
aderenta, raportul sau cu Buren a func-
tionat dupa modelul apropriere-respin-
gere. Inca din 1969, artistul francez testa
limitele cadrului expozitional, lipind in
spatiul public, pe panouri destinate recla-
melor, celebrele sale benzi verticale cu
latime fixa, ordonate intr-o succesiune
care alterna albul cu o alta culoare. Acest
motiv formal, pe care Buren l-a utilizat cu
deplina consecventa pe durata intregii
sale cariere, a constituit si o modalitate
de a ,dezmembra pictura”, destructurand,
pe urmele lui Frank Stella, dualitatea
forma-continut si negand orice ,referinta
expresiva”, orice urma de ,iluzionism,
aluzie si metafora”.

Tnsa Buren va continua sa-si numeasca
benzile verticale ,pictura”, chiar daca pic-
tura - in acceptiunea sa - devenea o su-
ma de negatii, incluzand negarea manua-
litatii, respinsa de Cadere. La Buren ,pic-
tura” semnala locul de interventie a artis-
tului; de aceea dimensiunea formala era
importanta, pentru ca ea reprezenta
suportul / rampa de lansare a discursului
critic prin care Buren atragea atentia
asupra numeroaselor conditionari ce
actionau asupra existentei si locului artei
in societate. ,Aceasta schimbare a supor-
turilor si a procedurilor de productie a
condus la o varietate a formelor de dis-
tributie in cadrul activitatii lui Buren: de
la panza neintinsa pe sasiu la foi de har-
tie imprimate cu benzi verticale si expedi-
ate anonim prin posta; de la pagini inse-
rate in carti la panouri publicitare.
Depasirea / deplasarea modurilor tradi-
tionale de interventie artistica a rezultat
intr-o multitudine de locuri si forme de
expunere care pun in joc dialectica interi-
or-exterior, osciland intre contradictiile
inerente picturii si sculpturii si aducand
in atentie cadrele constrangatoare laten-
te ce reglementeaza traditiile acestor
arte, prinse in discursul conventional al
muzeului si al atelierului™.

Cadere pare sa fi imprumutat de la Buren
dialectica interior-exterior, facand vizibila
bara de lemn in sali de expozitii, precum
si in diverse locuri din spatiul public
(asezata direct pe trotuar, in vitrina unei
patiserii, In metrou, rezemata de copac,
fixata pe un perete exterior sau purtata
pe umar in timpul promenadelor urbane).
Alternanta / dualitatea interior-exterior a
jucat un rol esential in felul in care s-a
conturat treptat strategia lui Cadere.
Conceptul asupra caruia el a staruit intot-
deauna a fost acela al independentei fata
de sistem, desi, pentru a-si manifesta in-
dependenta, el a vizat un teritoriu anume:
acela al galeriilor de avangarda care



expuneau arta minimalista si conceptua-
[, cu alte cuvinte, s-a orientat inspre o
retea care avea deja un exercitiu in prac-
tica destabilizarii normelor artistice.
Libertatea si flexibilitatea lui Cadere in
raport cu protocolul conventional de
expunere au destule elemente Tn comun
cu versatilitatea pe care o demonstra
Buren in insertia dungilor sale verticale in
locuri si moduri neasteptate, intr-o con-
fruntare cu contextul (arhitectural, ideo-
logic) care gazduia opera de arta.
Interventiile lui Buren pun in evidenta un
Lcontextualism extrem”, care indica, n
cele mai multe situatii, o relatie polemica,
tensionata cu spatiul muzeului. Artistul
dejoaca asteptarile institutiilor si actio-
neaza nu doar in sensul revelarii sub-
stratului ideologic pe care il implica tacit
o structura arhitecturala (de exemplu
Muzeul Guggenheim din New York), ci si in
directia constientizarii faptului ca
muzeele sunt centre de putere, indepli-
nind la randul lor diverse functii politice,
economice si ideologice.

Ceea ceii apropie pe Buren si Cadere e con-
secventa cu care fiecare dintre ei a utilizat
acelasi motiv formal (la Cadere, variatiile
cromatice au loc in interiorul unei structuri
fixe), avand calitatea de a actiona ca factor
de identificare instantanee (pentru cunos-
catori, in special) si de semnalizare eficien-
ta a prezentei lucrarilor lor intr-un mediu
anume. Dungile verticale nu semnifica n
ele insele altceva decat o reductie a picturii
la ,gradul zero”; repetarea lor pe orice tip de
suport indica pura ,neutralitate” si ,deper-
sonalizare” a lucrarii de arta vizuale. Daca
Buren nu renunta cu totul la ,picturd” e spre
a face si mai patrunzatoare critica sa la
adresa modului de productie si de recep-
tare a artei traditionale, o pictura care intra
in textura urbana pentru a-si desemna pro-
pria vacuitate ca fapt artistic sau care al-
tereaza parametrii unui spatiu de expozitie.
lata cum comenteaza Alexander Alberro
sursele demersului lui Buren: ,fundamen-
tul intelectual al operei lui Buren e de
gasit in constiinta din ce Tn ce mai acuta,
tipica pentru gandirea culturala franceza
a anilor '60, a efectului pe care aparatul
cultural dominant il are nu doar asupra
legitimarii operelor de arta, ci si asupra
posibilitatilor structurale ale producerii
lor. Tn mod particular, Buren a urmat
indeaproape critica materialist-istorica a
culturii avansata de teoreticienii situ-
ationisti, predominant neo-marxisti™.
Pictura lui Cadere - dependenta, de fapt,
de un singur suport cu care face corp
comun — ,nu este complet neutra sau lip-
sita de stil”; ea pastreaza, prin factura exe-
cutiei, amprenta autorului ei. lata cum o
descrie Cadere: ,in masura in care este

constituita prin asamblarea unor seg-
mente din lemn, [bara] presupune o
raportare la pictura. De altfel, fiind cilin-
drica, suprafata pictata este fara sfarsit, nu
are nici recto, nici verso. Prin aceasta
demersul meu are un statut legat de
domeniul picturii, pe care il pune, in ace-
lasi timp, sub semnul intrebarii”.

Cum poate coexista statutul de ,produca-
tor de obiecte” care, potrivit viziunii teleo-
logice a lui Buchloh, a fost treptat eliminat
din proiectul artei conceptuale® (asa cum
orice forma de vizualitate a ajuns sa fie
perceputd drept ,prohibita”) cu proble-
mele investigate de ,critica institutionala”?
Pentru Cadere, fixarea picturii — sau a de-
monstratiei conceptuale care ,pune pic-
tura in discutie” - de un suport inseamna
dependenta ei fata de acel suport. El a
interpretat acest lucru in sensul sau lite-
ral, suportul putand fi perete, zid, fatada,
podea, tavan etc, dar a extrapolat sensul
fixarii, extinzandu-l asupra discursului
critic si ataselor lui fata de ceva particu-
lar, fata de cutare institutie sau expozitie.
De aceea sustinea, provocator, ca ,Buren
foloseste galeria intr-un sens decorativ”
sau ca Hans Haacke face ,anchete socio-
logice”. Cu toate ca intervenea cat se
poate de concret (si palpabil) intr-un con-
text expozitional, Cadere isi gandea critica
in termeni generici, abstracti. 1l interesa
sa interogheze critic ,ideea de muzeu”, nu
instantierea ei, si vedea proiectele site-
specific ca reiterand o dependenta pe
care vizau sa o denunte, cazand astfel in
propria capcana. Orice contingenta, vizi-
bila sau invizibila, care servea ca suport al
demonstratiei critice era respinsa de Cadere:
JAtitudinea mea nu are nimic de-a face cu
arhitectura, cu stilul, cu estetica unei galerii,
ea are de-a face cu ce e o galerie. O galerie
este o structura de putere. Atitudinea mea
are o pozitie critica fata de acea putere. De
aceeq, e posibil sa investighez puterea unei
galerii prin actiunile mele. Asta numesc eu
politic in strategia mea”.

Tnclinatia lui Cadere de a abstractiza con-
ceptia sa referitoare la ,spatiu” (privit
exclusiv ca ,spatiu politic”) poate starni o
discutie referitoare la diferentele cultura-
le care il separa de artistii asociati ,criti-
cii institutionale”. E de reflectat asupra
constatarii ca practica lui Cadere a fost
prea putin discutata in contextul istoric al
criticii institutionale, desi reprezinta un
exemplu demn de luat in considerare; cu
toate ca elemente care sa dea ocazia unor
astfel de apropieri au fost notate, anali-
zele istorice si critice ale fenomenului,
incepand cu textul fundamental al lui
Benjamin Buchloh si pana la recentul
compendiu ,Institutional Critique and
After” il exclud. Tn analiza pe care i-0

consacra lui Cadere, Cornelia Lauf vorbes-
te despre ,0 anumita intarziere datorata
emigrarii”’, de unde deducem ca pentru a
aspira la o oarecare recunoastere istorica,
un artist din Est trebuia sa se angajeze
intr-o cursa pentru a recupera decalajul
care il separa de avangarda occidentala. A
vorbi despre ,intdrziere” sau ,ramanere in
urma” reprezinta / este, cred, un mod in-
adecvat de a pune problema, deoarece
porneste de la presupozitia ca ,Vestul”
este detinatorul suprematiei culturale si
ignora complexitatea istorica a perioadei
in care a activat Cadere. Desigur, Andrei
Cadere a asimilat si pus in practica proce-
duri artistice si moduri de manifestare
care i-ar fi fost complet inaccesibile si
interzise in tara natala, insa absorbtia si
capacitatea de adaptare sunt insotite la
el de faptul ca s-a vazut, concomitent,
purtatorul unei diferente constitutive, pe
care a cautat mereu sa o afirme.

Prin actiunile pe care le-a intreprins,
Cadere s-a situat Tn marginea grupului
dominant (Haacke, Broodthaers, Buren,
Asher, ale caror practici au definit critica
institutionald), grup cu care avea cele mai
mari afinitati, caci ii Tmpartasea ati-
tudinea critica fata de reteaua de depen-
dente care conditionau sistemul artei.
Buren, chiar daca se lovea de cenzura, se
confrunta cu ea de pe pozitia artistului
care facea deja parte din canonul con-
ceptual; era frecvent invitat in expozitii
internationale si privit ca un echivalent
european al artistilor nord-americani
care redefineau parametrii activitatii
artistice la sfarsitul anilor '60. Judecand
dupa afirmatjile sale, Cadere a manifestat
0 pozitie critica fata de ,critica insti-
tutionala”. Dar, ca intotdeauna, raportarea
lui fata de artistii europeni care o practi-
cau era ambigua: pe de o parte, a cautat
sa se apropie de nucleul lor, aparand in
calitate de artist ,neinvitat” la expozitiile
la care acestia participau, pe de alta
parte, i-a criticat deschis in texte publi-
cate sau in interviuri.

Este binecunoscut incidentul ,Place
Venddme”": cu ocazia unei expozitii organi-
zate de Michel Claura si René Denizot in
1973, reunindu-i, printre altii, pe Daniel
Buren, Blinky Palermo si Niele Toroni,
Cadere si-a lasat bara de lemn cu care in-
cercase sa paraziteze vernisajul expozitiei
intr-o debara din apartamentul in care avea
loc evenimentul respectiv. Cadere a numit
aceasta bara Peinture sans fin (,picturd fara
sfarsit”), dand astfel o replica celor care i
refuzasera participarea si care au organizat
,O expozitie de picturd” ce reuneste anumiti
artisti care pun in discutie pictura.

Nu e singura data cand Buren il respinge;
un exemplu cunoscut este oferit de

55 |



Congresul de arta conceptuala de la Bruxelles din 1973.
Tn jurul participarii lui Cadere la expozitia care era pla-
nuitd n urma congresului (participare contestata de
Buren), organizatorii au intrat intr-un conflict prelungit,
reflectat prin scrisori explicative, dezmintiri si replici
taioase publicate in reviste de arta®. Desi Cadere si
Buren erau ,inamici recunoscuti””, Cadere a avut o atitu-
dine diferita cu ocazia expozitiei ,Projekt 74" din Koln,
cand lucrarile lui Haacke si Buren au fost cenzurate. El
s-a plimbat prin expozitie cu bara de lemn infasurata in
hartie alba, gasind astfel o modalitate de a protesta la
adresa cenzurii aplicate celorlalti artisti prin anularea
propriei lucrari; i-a confiscat acesteia posibilitatea ,de a
fi vazuta” si a replicat totodata interventiei organizato-
rilor, care utilizasera hartie alba pentru a acoperi textele
incomode ale lui Haacke.

Asa cum comenta Andrea Fraser® artistii interesati de
intelegerea artei ca ,subsistem social” si de testarea
limitelor interactiunii ei cu sistemul social in ansamblu,
au devenit ei insisi, inca de timpuriu, ,institutii ale isto-
riei artei”.

Cadere a actionat intotdeauna ca un marginal, ca un out-
sider, si i-a pus uneori fata in fata cu propriile lor limite.
De la un punctincolo insa, conceptiile lor par divergente:
Cadere mizeaza pe libertate, fluiditate, mobilitate, intr-o
permanenta cursa pentru a-si afirma independenta fata
de sistem (actionand, cu toate acestea, in raza sistemu-
lui), n timp ce ceilalti artisti ,institutionali” inteleg
autonomia ca pe un demers autoreflexiv al artei cu pri-
vire la statutul ei institutional intrinsec. Cadere tocmai
asta pare sa fi urmarit: el a aspirat la o libertate imposi-
bila, la libertatea absoluta a individului in fata sistemu-
lui (social, politic, artistic), utilizdnd regulile unui joc pe
care el voia sa-1 depaseasca. Poate din aceasta cauza, el
nu are cum sa figureze printre artistii ,canonizati” ai criti-
cii institutionale.

. Cornelia Lauf, ,A Tactic of the Margin”, All Walks of Life, p. 126.

. Buren a fost ridicat de politie in urma plasarii ilegale a benzilor sale verticale pe
panourile publicitare din Berna, in timpul expozitiei When Attitudes Become
Form din 1969. intr-o scrisoare adresata colectionarului belgian Herman Daled,
Buren afirma: ,Actiunea mea «subversiva» a fost atdt de bine inteleasa, incat m-
am trezit la inchisoare si amenintat in modul cel mai neplacut cu putintd.
«Libertatea» artistului nu exista decat in interiorul unui loc geografic si intelectu-
al bine stabilit.”, in Daniel Buren, Mot a Mot, A05, catalog, Centre Pompidou,
Paris, Editions Xavier Barral, Editions de la Martiniére, 2002.

. Benjamin H. D. Buchloh, “Conceptual Art 1962-1969: From the Aesthetic of

Administration to the Critique of Institutions”, “October”, Vol. 55 (larna 1990), p.

139.

Alexander Alberro, “The Turn of the Screw: Daniel Buren, Dan Flavin, and the Sixth

Guggenheim International Exhibition”, ,October”, Vol. 80 (Primavara 1997), p. 79.

A. Cadere, «Peinture sans fin», in Histoire d’un travail.

Buchloh, "Conceptual Art 1962-1969", p. 119.

. Andrei Cadere in conversatie cu Lynda Morris, in André Cadere: Peinture sans fin,
catalog, Staatliche Kunsthalle Baden-Baden, Bonnefantenmuseum Maastricht,
Musée d'Art Moderne de la Ville de Paris, Walter Konig, Koln, 2007, p. 31.

John C. Welchman (Ed.), Institutional Critique and After, SoCCAS Symposium, Vol.
I1, JRP Ringier, 2006.
Cornelia Lauf, All Walks of Life, p. 116.

. Pentru retiparirea documentelor generate de acest conflict, v. André Cadere,
Geschichte einer Arbeit, catalog, Kunstverein Munchen, Neue Galerie Am
Landesmuseum Joanneum Graz, 1996.

. Bernard Marcelis, All Walks of Life, p. 56. Punctul culminant al conflictului
Cadere-Buren este atins in pamfletul ,Waterloo”, in care Cadere il acuza pe artis-
tul francez ca face ,politica de cafenea”, fiind in acelasi timp un ,artist oficial al
Pietei Comune”; v. textul semnat de M. Gherghescu, ,Fill in the Blanks - sau cum
sa descifrezi un rebus de Andrei Cadere”, text publicat in Magda Radu (Ed), André
Cadere / Andrei Cadere, MNAC Bucuresti si Editura UNArte, 2011.

. Andrea Fraser, “From the Critique of Institutions to an Institution of Critique”, in
Institutional Critique and After, p. 123.

N

w

- o ~ w
2 [ o ¢ S

=

-
~

56 | ARTA 20-21/2016 | Conceptualismul in Estul si Centrul Europei

Institutional Critique:
Daniel Buren
and Andrei Cadere

Text MAGDA RADU

Cadere has demonstrated “the ability to combine a multitude of ideas which other
artists explored individually”’, managing to conceive an artistic pairing - object and
course of action - singular and unmistakable. In regard to the ,movement strategy”
which Cadere systematically and tenaciously built over an extremely limited period
of time, Daniel Buren's example provided him with n important landmark, repre-
senting a model for a type of practice which would later be called “institutional cri-
tique”, as well as a source of polemics. As in the case of other art movements or per-
sonality which touched Cadere’s areas of interest, his relation with Buren worked in
a closeness-rejection fashion. Ever since 1969 the French artist was testing the lim-
its of exhibitions, mounting on commercial billboards in the public space his
famous vertical stripes with fixed thickness, ordered in a succession alternating
white with another color.

This formal motif which Buren consistently used throughout his entire career, also
constitute a manner of “dismantling painting”, deconstructing, in the footsteps of
Frank Stella, the form-fond duality and denying any “expressive reference”, any
trace of “illusionism, allusion and metaphor”. However, Buren will continue to call
his vertical stripes “painting”, even though painting - according to his point of view
- was becoming a sum of negations, including the negation of handedness, reject-
ed by Cadere. For Buren ,painting” pointed out the artist’s place of intervention;
that is why the formal dimension was important, because it represented the sup-
port/launching pad for Buren’s critical discourse calling attention on the many con-
ditionings influencing art's existence and place in the society. ,This change in sup-
ports and production procedures led to a variety of forms of distribution in Buren’s
activity: from unstretched canvas on frame to paper sheets printed with vertical
stripes and mailed anonymously; from pages inserted into books to ad billboards.
Overcoming/shifting the traditional manners of artistic intervention resulted in a
multitude of places and manners of exhibition which bring into play the interior-
exterior dialectic, oscillating between the contradictions inherent to painting and
sculpture and bringing forth the constraining dormant frameworks governing the
traditions of these arts, captured in the conventional discourse of the museum and
the studio””.

Cadere seems to have borrowed from Buren the interior-exterior dialectic, making
the wooden bar visible in exhibition spaces, as well as in various places in the pub-
lic space (placed directly in the sidewalk, in the window of a pastry shop, leaning
against a tree, mounted on an external wall or carried on the shoulder during urban
promenades). The interior-exterior alternation/duality played an essential wall in
the gradual shaping of Cadere’s strategy. He always insisted on the concept of inde-
pendence from the system, although, in order to manifest his independence, he tar-
geted a certain territory: of avant-garde galleries exhibiting minimalist and concep-
tual art, in other words, he focused on a network which already had some practice
in destabilizing artistic norms. Cadere’s freedom and flexibility in relation to the
conventional exposure protocol had enough common traits with Burens versatility
in inserting his vertical stripes in unexpected places and manners, in confrontation
with the context (architectural, ideological) hosting the artwork. Buren'’s interven-
tions emphasize an “extreme contextualism”, indicating, in most situations, a
polemic, tense situation, with the museum'’s space.

The artist thwarts the institutions’ expectations and acts not only to the purpose of
revealing the ideological substrate an architectural structure tacitly involves (for
example, the Guggenheim Museum in New York), but also to the purpose of
acknowledging the fact that museums are power centers, performing, in their turn,
political, economic and ideological functions. That which brings Buren and Cadere
closer is the consistency with which each of them used the same formal motif (for
Cadere, the chromatic variations within a fixed structure), having the ability to act
as a factor of instantaneous identification (especially for connoisseurs) and for
effective signaling of the presence of their works in a certain environment. The ver-
tical stripes don't signify in themselves nothing more than a reduction of painting
to “zero”; their reproduction on any type of support indicates the pure “neutrality”
and “depersonalization” of the visual artwork.

If Buren doesn't give up altogether on “painting”, it is to make even more piercing
his criticism to the manner in which traditional art is produced and received a
painting entering the urban texture to designate its own emptiness as an artistic
fact, or which alters the parameters of an exhibition space. Here is how Alexander
Alberro comments upon the sources of Buren’s approach: , intellectual foundation
of Buren's work is located in the growing awareness, typical of 1960s French cultur-
al thought, of the effect that the legitimation of art by the dominant cultural appa-
ratus has not only on the reception of art works but also on the structural possibil-
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ities of their production. In particular, Buren was a close follower of the his-
torical materialist critique of culture put forward by the countercultural
group of predominantly neo-Marxist theorists known as the Situationists”*.
Cadere’s painting - dependent, in fact, by a single support with which it's
one - “is not completely neutral or devoid of style”; it preserves, through its
execution, its author's imprint. This is how Cadere describes it: ,To the
extent, to which it's made by assembling wooden segments, [the bar]
requires a relation with painting. In fact, as it's cylindrical, the painted sur-
face is endless; it has no front or back. By this, my approach has a status
related to painting, which it questions, at the same time”®. How can the sta-
tus of “producer of objects”, which, according to Buchloh’s teleological
vision, was gradually eliminated from the project of conceptual art® (as any
form of visuality came to be perceived as “prohibited”) coexist with the
issues investigated by ,institutional critique”?

For Cadere, setting the painting - or the conceptual demonstration “putting
the painting into question” - on a support represents its dependency on
that support. He interpreted this in its literal sense, as the support could be
a wall, fence, facade, floor, ceiling, etc., but extrapolated the sense of the
setting, expanding it over the critical discourse and its attachments to
something particular, to a certain institution or exhibition. That is why he
provocatively claimed that ,Buren uses the gallery in a decorative sense” or
that Hans Haacke makes ,, sociological surveys”. Although he intervened as
concretely (and palpably) as possible in an exhibition context, Cddere con-
ceived his critiques in generic, abstract terms. He was interested in critical-
ly interrogating the “idea of museum”, not its instantiation, and saw site-
specific projects as reiterating a dependence which they aimed to
denounce, thus falling into their own trap. Any contingency, visible or invis-
ible, which served as support for the critical demonstration was rejected by
Cadere: ,My attitude has nothing to do with the architecture, the style, or the
aesthetics of a gallery; it has to do with what a gallery is. A gallery is a power
structure. My attitude has a critical position towards that power. That is why
it's possible for me to investigate the power of a gallery through my actions.
This is what | call political in my strategy”’.

Cadere’s penchant to abstract his concept of “space” (regarded solely as
“political space”) can stir a debate regarding the cultural differences sepa-
rating him from the artists associated with “institutional critique”. It's inter-
esting that Cadere’s practice was discussed too little in the historical con-
text of institutional critique, although it represents an example worthy of
consideration; although the elements which would give the opportunity of
such approaches were noted, the historical and critical analyses of the phe-
nomenon, starting with Benjamin Buchloh’s fundamental text and up the
recent compendium Institutional Critique and After ¢ exclude him. In her
analysis of Cadere, Cornelia Lauf speaks of ,a certain delay due to immigra-
tion”?, from which we deduce that in order to aspire to some historical
recognition, an Eastern artist had to get into the race to catch up with the
Western avant-garde. Speaking of a “delay” or of “being behind” repre-
sents/is, in my opinion, an inadequate view, because it starts from the
assumption that the “West” is the holder of cultural supremacy and ignores
the historical complexity of the time when Cadere created. Of course, Andrei
Cadere assimilated and implemented artistic procedures and modes of
expression which would have been completely inaccessible in his home
country, but his absorption and ability to adapt are accompanied by the fact
that he saw himself, simultaneously, as the bearer of a constitutive differ-
ence, which he always sought to affirm.

Amongst his actions, Cadere was on the fringes of the dominant group
(Haacke, Broodthaers, Buren, Asher, whose practices defined institutional
critique), group with which he had the most affinities, as it shared his criti-
cal attitude toward the network of dependencies conditioning the art sys-
tem. Buren, even though he was facing censorship, he confronted it from the
position of the artist who was already a part of the conceptual canon; he was
frequently invited to international exhibitions and regarded as an European
equivalent to the North-American artists redefining the parameters of artis-
tic activities in the late 60’s. Judging by his statements, Cadere had a critical
position toward “institutional critique”. But, as always, his attitude towards
the European artists practicing it was ambiguous: on the one hand, he
sought to get closer to their core, appearing, as an “uninvited” artist, to their
exhibitions, and on the other hand, he openly criticized them in published
texts or interviews.

The ,Place Venddome” is well-known: on the occasion of an exhibition organ-
ized by Michel Claura and René Denizot in 1973, reuniting, among others,
Daniel Buren, Blinky Palermo and Niele Toroni, Cadere left the wooden bar
with which he tried to crash the opening of the exhibition, in a storage clos-
et in the apartment where the event was taking place. Cadere called this bar
Peinture sans fin (“endless painting”), thus retorting to the ones who
refused his participation and who had organized A painting exhibition
reuniting certain artists who call painting into question. This was not the
only time when Buren rejected him; a known example is given by the
Conceptual Art Congress in Brussels in 1973. Around Cadere’s participation
to the exhibition which was planned after the congress (participation con-

André Cadere at a exhibition which puts together artists who questioned painting,
flat in Place Vendéme, Paris / Andrei Cadere la o expozitie ce reuneste artisti care
pun in discutie pictura. Paris, apartament in Piata Vendome, 1973. Foto: Eustachy
Kossakowski. Courtesy of the author

tested by Buren), the organizers had a prolonged conflict, reflected by
explicative letters, retractions and sharp remarks published in art maga-
zines™.

Although Cadere and Buren were ,, known enemies”™, Cadere had a different
attitude during the Projekt 74 exhibition in Koln, when Haacke’s and Buren'’s
works were censored. He walked around the exhibition with his wooden bar
wrapped in white paper, thus finding a way to protest against the censor-
ship of the other artists by cancelling his own work; it robbed it the possi-
bility “of being seen” and also replied to the intervention of the organizers,
wo had used white paper to cover up Haacke's inconvenient texts. As Andrea
Fraser” commented, the artists interested in understanding art ad a “social
subsystem” and in testing the limits of its interaction with the social system
as a whole became themselves, very early on, “institutions in art history”.
Cadere always acted as a marginal, as an outsider, and sometimes confront-
ed them with their own limitations. From a certain point, however, their con-
ceptions seem to be divergent: Cadere relies on freedom, fluidity, mobility,
in a constant race to assert his independence from the system (nevertheless
acting within the system), while the other “institutional” artists understand
autonomy as art's auto-reflexive endeavor regarding its intrinsic institution-
al status. That is precisely what Cadere seems to have pursued: he aspires
to an impossible freedom, to the individual's absolute freedom from the
system (social, political, artistic), using the rules of a game he wanted to
overcome. Maybe that is why he cannot be listed among the “canonized”
artists of institutional critique.

1. Cornelia Lauf, ,A Tactic of the Margin”, All Walks of Life, p. 126.

2. Buren was arrested by the police for illegally placing his vertical stripes on billboards in
Berna during the exhibition a "When Attitudes Become Form" in 1969. In a letter addressed to
Belgian collector Herman Daled, Buren stated that: ,My «subversive» action was so well
understood that | found myself in jail and threatened in the most unpleasant manner. The
artist's «freedom» only exists within a very well determined geographical and intellectual
area.”, in Daniel Buren, Mot G Mot, A05, catalog, Centre Pompidou, Paris, Editions Xavier
Barral, Editions de la Martiniére, 2002.

3. Benjamin H. D. Buchloh, ,Conceptual Art 1962-1969: From the Aesthetic of Administration to
the Critique of Institutions”, “October”, Vol. 55, 1990, p. 139.

4. Alexander Alberro, ,The Turn of the Screw: Daniel Buren, Dan Flavin, and the Sixth
Guggenheim International Exhibition”, “October”, Vol. 80, 1997, p. 79.

5. A. Cadere, "Peinture sans fin", in Histoire d’un travail.

6. Buchloh, "Conceptual Art 1962-1969", p. 119.

7. Andrei Cadere conversing with Lynda Morris, in André Cadere: Peinture sans fin, catalog,
Staatliche Kunsthalle Baden-Baden, Bonnefantenmuseum Maastricht, Musée d’Art Moderne
de la Ville de Paris, Walter Kdnig, K6ln, 2007, p. 31.

8. John C. Welchman (Ed.), Institutional Critique and After, SOCCAS Symposium, Vol. I, JRP
Ringier, 2006.

9. Cornelia Lauf, All Walks of Life, p. 116.

10. For the reprint of the documents generated by this conflict, see André Cadere, Geschichte

einer Arbeit, catalog, Kunstverein Munchen, Neue Galerie Am Landesmuseum Joanneum Graz,
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Bernard Marcelis, All Walks of Life, p. 56. The climax of the Cadere-Buren conflict is reached

in the pamphlet “Waterloo”, in which Cadere accused the French artist of practicing ,Sunday

politics”, being at the same time “an official artist of the Common Market”; see the text of M.

Gherghescu ,Fill in the Blanks - sau cum sa descifrezi un rebus de Andrei Cadere”, text pub-

lished in Magda Radu (Ed), André Cadere / Andrei Cadere, MNAC Bucuresti and UNARTE

Publishing House, 2011.
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ANDREI CADERE

Mestesugul si conceptualismul

M Text
MIHAELA VARZARI

Orice discutie despre arta conceptuala din Romania
se izbeste de ,inainte” si ,dupa” '89 sau, de ce nu,
de continuarea starii de criza inceputa cu mult
inainte si devenitd permanenta. Trecerea de la
economia planificata la piata libera marcheaza si
trecerea de la arta conceptuala facuta in aparta-
ment, la cea expusa in galerii, ce semnaleaza in
acelasi timp si timida proliferare a unei piete artis-
tice. A insemnat si accentuarea unui proces, numit
de Dan Perjovschi, auto-amnezie sau auto-colo-
nizare, ce a culminat pe plan istoric cu aderarea
Romaniei la Comunitatea Europeand, ca stat
membru cu drepturi depline, intr-o manierad in care
negocierile au fost inexistente, iar compromisul nu
a fost asumat de catre noul stat.
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Andrei Cadere s-a aflat intr-o situatie asemanatoare, cea de
ruda indepartata si sacaitoare, dar cu aspiratii uriase de a
apartine lumii artistice contemporane de atunci, cand, in 1972, a
parasit Romania si s-a stabilit la Paris. Seria de bare rotunde de
lemn, realizata de Cadere intre momentul sosirii lui si 1978, anul
mortii sale, este bazata pe un algoritm matematic ce include o
eroare, care determina ordonarea segmentelor colorate.
Aceasta eroare nu a fost niciodata mistificata de Cadere, care a
sustinut tot timpul ca indica pozitia lui anarhica, de rebel ce
lupta din interiorul sistemului. Interesat, la fel ca si Daniel
Buren, in deconstruirea picturii, barele rotunde de lemn au fost
descrise chiar de Cadere ca ,pictura fara inceput si fara sfarsit”.
Plimbarile sau promenadele lui prin Paris cu bara rotunda de
lemn pe umar, precum un taran roman in drum spre camp in
zorii zilei sau, pur si simplu, ca un obiect decorativ, sunt acum
considerate acte performative. La fel sunt si aparitiile lui osten-
tative sau, mai bine spus, interventiile neoficiale la vernisajele
galeriilor de arta din Europa vestica, unde nu era intotdeauna
binevenit, din moment ce obiectul lui interactiona cu lucrarile
deja expuse. Bara de lemn cilindrica era manifestul lui cu care
forma one man museum, cu care a operat timp de sase ani la
Paris, dar si singura lucrare produsa pe care si-a asumat-o si
pentru care a emis certificat de autenticitate.

El a inteles lumea artei de atunci suficient de bine pentru a
decide sa se ,furiseze” prin usa din fata si sa exerseze gimnas-
tica mentala a unui agent dublu. Un autentic mercenar. Cadere
era marginalul generatiei asociata cu Hans Haacke, Michael
Asher sau Marcel Broodthaers, care a inteles ca a lasa lucrurile
sa vorbeasca de la sine inseamna, intotdeauna, a lasa formati-
unea hegemonica sa-si spuna cuvantul. Aceasta generatie, se
stie, a devenit extrem de renumita si insemnata, fiind asociata
cu prima faza a criticii institutionale, din care istoria artei a ales
sa nu-l includa pe Cadere. Atitudinea critica a artistului nu s-a
reflectat in munca lui, nu doar in raportul cu lumea artei, dar
chiar cu generatia din care facea parte la acel moment, reflec-
tata printr-o respingere imediata a esteticii practicii artei con-
ceptuale din SUA.

Profund constient de diferenta lui constitutiva, Cadere a decis
sa-si joace ultima carte si sa introduca, in mod inopinat in sis-
temul galeriilor relevante ale vremii, arta mestesugului, atat de
dispretuita de conceptualisti, ca fiind pur decorativa si arti-
zanala. Se poate spune chiar ca acest gest este similar cu cel al
artei practicate de artistele feministe ale vremii, care foloseau
materiale sau spatii domestice pentru a critica societatea patri-
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Imagini din expozitia / Views from the exhibition Documenting Cadere, 1972 - 1978, 7 februarie 2013, curatoare / curator: Lynda Morris. Courtesy of Modern Art Oxford

arhala dominanta si sistemul opresiv al artei, care expunea
putine femei. Acest detaliu, de a folosi mestesugul, absolut
necesar fabricarii barelor, ceva in zona abjectului pentru con-
ceptualistii care foloseau materiale perisabile, ce nu
supravietuiau in timp, devine important in discutia despre
imbratisarea in mod necritic a valorilor occidentale, de catre
Romania.

Prin practica sa, Cadere ,a fortat” lumea artei de atunci sa-i
accepte alteritatea, dezvaluind astfel contradictiile si ele-
mentele absurde ale sistemului artistic, chiar cel alternativ
celui traditional. Discutia inceputa de Cadere este inca vie.
Numele barei, Barres de rond bois, bare rotunde de lemn, nu
reprezinta altceva decat calitatile fizice ale obiectului in sine,
fara niciun fel de trimitere poetica, de parca obiectivul artistu-
lui ar fi fost sa reduca actul creator la cat mai putin posibil.
Acest putin insa insemna transparenta, reorientarea atentiei de
la obiect spre context, unde potentialitatea lucrarii de arta este
in relatie directa cu pozitia discursiva pe care o impune. Auto-
amnezia Romaniei actuale era la Cadere o autoexotizare, facuta
insa in mod asumat prin performativitatea actului ei. Folosirea
mestesugului este un act subversiv si indica o raportare critica,
chiar personala, la canonul vestic al sistemului de arta.

S-a mentionat deja, in argumentul acestui dosar, ca demateri-
alizarea artei tine intr-adevar de o turnura a artei contempo-
rane, care, as adauga, in timp a creat departamente de practici
mixte la universitati de arta din Vest, cu toate ca acum observ
in Londra o revenire la specificitatea mediumului. Tn Romania,
arta conceptuala coexista cu practici artistice bazate pe cerce-
tare artistica sau discursivitate, care favorizeaza procesul, si nu

ideea, dar care raman tributare dematerializarii, ce a permis
dezvoltarea lor. In termeni filozofici, aspectul transformativ al
procesului, in contrast cu conceptul, vazut prin prisma relatiei
dintre subiect si obiect, permite doar schimbarea obiectului.
Spre deosebire de alte influente vestice, precum minimalismul
sau expresionismul abstract, ale caror urme s-au facut atat de
vizibile, arta conceptuala, prin atentia acordata contextului
social si prin critica institutionala pe care a si initiat-o, a putut
fi adoptata de zone geografice diferite, in moduri idiosincratice.
Referindu-se la spatiul nord-american, Lucy Lippard vorbeste
despre un esec al artei conceptuale care, in ciuda caracterului
ei politic, de refuz al comodificarii artei, a fost Tncorporata in
piata artei, imediat dupa ce a fost considerata un succes. In
Romania de dupa 1989, arta conceptuala a fost primita ca sin-
gura forma artistica eliberatoare, asociata cu noutatea, intr-o
perioada in care ideologia de stanga era prost inteleasa, mai
ales in tarile ex-comuniste, unde aceasta nu exista inca.

In ansamblu, armonizatd sau nu cu miscarile sociale sau de
emancipare a femeilor, arta conceptuala a supravietuit si cred
ca in viitor poate exista la fel de mult ca si pictura de dinaintea
ei. Fara a folosi cuvinte goale si bombastice, ca neoavangarda
romaneasca, discutia despre arta conceptuala autohtona cred
ca are de-a face cu acel tertip, mestesugul folosit de Cadere in
raportarea lui la canonul vestic.



Andrei Cadere:
Ganduri despre Andre Cadere

B Text
ROXANA GIBESCU

Lleri a avut loc vernisajul nostru la Maeght. Cand am ajuns la intrare, Demersul perturbator si jucaus al lui
m-a primit o femeie care md astepta: de cand m-a zdrit, mi-a ordonat A”dtre' Cadere atijY?“'t usor 'Ej‘f”t[f';abl”
sd imi depun bastonul la intrare ldngd usd, zicdnd - «Aici e o casq PV Scena arisieapanziana inee €e a

. . N . . . . inceputul anilor '70. La orice iesire in
decenta» si alte tampenii de acelasi gen. Un prieten de-al meu chiar a iy public, fie ca era pe strads, printre
facut fotografii la toata intamplarea si, vazand acest lucru, femeia mi-  trecitori, in magazine, in autobuze sau in
a confiscat bastonul si l-a indesat intr-un dulap. Dar eu, prevazand  galerii, la muzee si la bienale de arta,
acest lucru, am adus cu mine si un baston mic, atat de mic ca mi-a  Cadere purta intotdeauna asupra sa, ca o
incdput in buzunar. Asadar, am intrat in expozitie si l-am pus pe ©xtensie a corpului sau, (cel putin) una
mochetd. Nu poti sd iti imaginezi cdt de eficient a fost micutul: multg """ Parete sale din lemn. Aceste Barres

” o . . N . de Bois Rond, compuse din segmente
lume a inceput sa se uite la el, au fost multi foto’_c’]1rafl in jurul lui etc. Pe  jingrice multicolore, asamblate dupa un

scurt, putem spune ca totul a decurs foarte bine”". sistem matematic atent gandit, nu aveau
sus sau jos, fata sau spate, iar cilindrul
introdus eronat de catre artist, invizibil
pentru ochiul neantrenat, descifreaza
aceeasi paradigma in mai multe ipostaze:
pe de-o parte, faptul ca el isi insera bara
neinvitat in expozitiile altor artisti, deci
bara lui era o eroare in sistemul expozi-
tional, iar apoi, insasi prezenta sa era
insolita si reprezenta o parazitare a lumii
artistice occidentale.

Desi este uneori incadrat eronat ca artist
minimal, corect ca artist conceptual si
nuantat afiliat artei contextuale?, Cadere
isi definea practica in afara oricaror
repere prestabilite, ca fiind o arta inde-
pendenta. Jan Swidzinski scrie in manifes-
tul artei contextuale despre ,L'art comme
art contextuel™ de un ansamblu de forme
de expresie artistica, diferite de arta
traditionala prin faptul ca sunt interventii
n spatiul public, au caracter activist si se
angajeaza in situatii prezente in campul
economic, mediatic sau al artelor specta-
colului. In cazul lui Cadere Tnsa, arta con-
textuala capata o calitatea procesuala,
deoarece porneste de la formele sale
artistice, Barres de Bois Rond, create in
mod independent Tn urma unor concepte
prestabilite, propunand o experimentare
live a evenimentelor din jurul acestora“.
,Despre lucrarea mea Barre de Bois Rond,
putem spune cu siguranta ca eu am pro-
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dus-o si ca tot eu am aratat-o in ceea ce
se constituie o activitate zilnica si deci
insesizabila. Tocmai datorita aspectului
cotidian, astfel de activitati nu pot fi
relatate cum trebuie - scria Cadere,
dupa ce, in 1976, cu ocazia unei expozitii
in Roma, la Galeria D’'Alessandro-Ferranti,
cu bara peste umar, plimbandu-se prin
oras in mod aleatoriu, el si-a intrebat vi-
zitatorii unde doresc sa vada expusa bara
lui, iar ulterior chiar a mers in locurile res-
pective: la Coliseum, in Piazza Barberini,
la oficiul telegrafic din oras sau la un ofi-
ciu postal.

Andrei Cadere avea sperante mai mari
pentru viitorul barei lui de lemn, cum
reise din mai multe conferinte si intervi-
uri pe care le-a tinut in perioada 1974-
1978. Intr-una din aceste conferinte, cea
de pe 10 decembrie 1974 de la Faculté de
Philosophie din Louvain®, Belgia, Cadere a
discutat despre inclusivitatea artei sale in
toate aspectele vietii. Prezentarea lui a
oferit un comentariu exhaustiv barei de
lemn si implicatiilor din jurul acesteia, a
accentuat procesul si obiectivele crearii
barei si a specificat faptul ca sensul
lucrarii si utilitatea ei sunt determinate
de faptul ca prezentarea are loc la o
Facultate de Filozofie. De asemenea, a
confirmat relevanta barei si a gestului sau
artistic si in cazul in care prezentarea ar fi
avut loc la Facultatea de Stiinte Politice
(prin constrangerile de ordin politic la
care e supus artistul), la Facultatea de
Economie (prin cota de piata si valoarea
comerciald) sau la Facultatea de Arhitec-
turd (prin insinuarea barei de lemn in
spatiul arhitectural si urbanistic): ,Un
punct de vedere este o utilizare. Toate
punctele de vedere luate in discutie, fiind
posibile, constituie Tn mod egal, fiecare, o
prezentare.

Pentru el, singurul si cel mai adecvat mod
de a utiliza o lucrare de arta a fost sa o ia
cu sine peste tot, chiar daca in acest mod,
risca sa nu fie vazuta ca o lucrare de artg,
cel putinin acest mod ea era vazuta de un
numar cat mai mare de oameni. Din tran-
scrierile conferintei, editate chiar de
artist, aflam ca, pentru Cadere, fiecare
contact cu un mediu non-artistic, fie ca e
vorba de plimbarile pe strada sau de lec-
turile pe care le-a sustinut, reprezenta o
declaratie de independenta fata de insti-
tutiile artistice. Dar specifica faptul ca
desi lucrarea sa este autonoma, acest
lucru nu exclude expunerea ei in mod tra-
ditional intr-un muzeu sau intr-o galerie.
Dimpotriva, bara devine astfel si mai efi-
cienta, in sensul ca faima artistica Ti
dadea ocazia lui Cadere sa calatoreasca
in cat mai multe locuri unde putea sa o
arate neconventional.
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OTTO SERIE DI PERMUTAZIONI, CIASCUNA CON UN ERRORE

Inaugur azione

martedi J) Maggio 1975 ore 18
aperto tti § glomi ore 16,30 - 19,30
chiuso domenica o lunedi

ANDRE CADERE

André Cadere, Sistem de permutari ale barelor rotunde de lemn, desen facut de artist pentru Lynda
Morris peste afisul expozitiei "For Lynda Morris", 1975 / System of permutation of the Round Bars of
Wood, drawing done by the artist for Lynda Morris fot the poster of the exhibition "For Lynda Morris",

1975. Courtesy of Lynda Morris Archive

Tn nota de subsol a textului conferintei,
Cadere subliniaza importanta locului sau
de origine, iar faptul ca vine din Estul
Europei pare sa fie o precizare importan-
ta: ,Nu ne putem imagina un american sa
vina cu lucrarea lui intr-o expozitie unde
nu a fost invitiat. Mentalitatea occiden-
tala, mandria si dispretul intelectual (si
confortul material) fac ca o asemenea ati-
tudine sa fie de neconceput pentru un
artist american. Gestul e posibil pentru
cei care, venind din tari marginale si care
nu poseda nimic, nu au nimic de pierdut.”
Doi ani mai tarziu, in interviul cu Lynda
Morris pentru Studio International, a
completat ca ,in tarile occidentale prole-
tarul are multe de pierdut, are un televi-
zor, 0 masina, o familie. Eu nu am nimic
de pierdut, chiar nimic, poate doar repu-
tatia, cadoul care mi-a fost oferit de catre
cultura occidentala.”® Tot Tn acest interviu,
subliniaza greutatea cu care si-a castigat
statutul pe scena artistica internationala

Si preconizeaza ca, intr-un viitor indepar-
tat, lucrarea sa va ramane indestructibila,
va fi relevanta si neschimbata in implicati-
ile ei, indiferent de context, iar pe dea-
supra, chiar va avea o valoare comerciala.

1. O scrisoare redactata de Cadere in urma vernisajului
expozitiei lui Valerio Adami (si Andrei Cadere, neinvitat),
care a avut loc la Galeria Maeght pe 22 noiembrie 1973;
Rémy Argenson, ,André Cadere, L'oeuvre en dépot”, in
,Bribes”, nr.2 [ aprilie 2015, p. 14.

2. Paul Ardenne, Un art contextuel: création artistique en
milieu urbain, en situation, d'intervention, de participation,
Flammarion, 2002, Paris, pp. 11-12.

3. Jan Swidzifiski, L’art comme art contextuel, Ed. Shillem
Galeries S. Petri, Lund, Suéde, 1976.

4. Paul Ardenne, op. cit., p 48.

5. André Cadere, Histoire d’un travail (1977-1978), Gand,
Herbert-Gewad, 1982, p.12.

6. André Cadere, Présentation d'un travail, utilisation d'un
travail, Hamburg / Hossmann Bruxelles / MTL, 1975, pp. 5-
15.

7. ldem, p. 9.

8. Lynda Morris, Documenting Cadere 1972-1978, Modern Art
Oxford / Koenig Books, London 2012, ,11 December 1976,
p.133.



Text ROXANA GIBESCU

“Our vernissage at Maeght took place yesterday. When I got to the
entrance, a woman received me there, who was waiting for me: as
soon as she saw me, she asked me to lay down my stick at the
entrance, near the door, saying “This is a decent house,” and
other some such rubbish. One of my feiends even took pictures of
the happening and seeing that, the woman confiscated my stick
and shoved it into a cupboard. However, as I had foreseen that, so

I also brought with me a smaller stick, so small that it could fit
inside my pocket. Therefore, | entered the exhibition and laid it
down on the floor. You cannot imagine how efficient that little
stick was: a lot of people started looking at it, photographers
swarmed around it, a.s.o. In short, we can say that everything pro-
ceeded just fine.”"

Andrei Cadere’s disturbing and playful gesture became easily identifiable
for the Paris art scene as early as the onset of the ‘70s. For any of his out-
ings in the public space, be it on the street, among passers-by, in shops, in
buses or in galleries, museums and art biennials, Cadere would always carry
(at least) one of his wood bars, as an extension of his body. These Barres de
Bois Rond, composed of multi-colored cylindrical segments assembled
according to a carefully thought mathematical system, had no upper of
lower end, no front or backside, and the cylinder erroneously inserted by the
artist, invisible to the untrained eye, decyphers the same paradigm in
several guises: on the one hand, the fact that he used to insert his bar, un-
invited to other artists’ exhibitions, which means that his bar was an error in
the exhibition system, and then his very presence was eery and it amounted
to parasitising the Western art world.

Although he is sometimes wrongly labelled as a minimalist artist, correctly
as a conceptual artist, nuancedly affiliated to contextual art? Cadere
defined his practice outside any pre-established landmarks, as an inde-
pendent art. Jan Swidzinski writes in the manifesto of contextual art about
“L'art comme art contextuel”?, a body of forms of artistic expression which
differ from traditional art in that they are interventions into the public
space, they have an activistic character and they engage situations which
are present in the economic, media, or the field of the performing arts. In
Cadere’s case, however, contextual art gains a process-like quality, since it
starts from its artistic forms, Barres de Bois Rond, indenendently created
and according to pre-established concepts, proposing a live experimenta-
tion of the events surrounding them.*

“About my work Barre de Bois Rond, we can surely say that | produced it and
that I have also been the one to show it in what is a daily, therefore, ungras-
pable, activity. It is owing to the daily aspect, that such activities cannot be
appropriately reported,”® Cadere wrote, after walking at random through
Rome in 1976, during an exhibition at the D’Alessandro-Ferranti gallery,
shouldering his bar, and asking the visitors where they wanted it exhibited,
and later on, going to the respective places himself: the Colisseum, Piazza
Barberini, the city’s telegraph office or a post office.

Andrei Cadere had high hopes for the future of his wood bar, as results
from several conferences and interviews he gave over 1974-1978. During
one of these conferences, on December 10, 1974, at the Faculté de
Philosophie in Louvain 6, Belgium, Cadere discussed about the inclusive-
ness of his art in all aspects of life. His presentation offered an exhaustive
comment on his wood bar and of the implications around it, it stressed the
process and the objectives of creating the bar and spelled out that the
sense of his work and its usefulness were determined by the fact that the
presentation took place in a Faculty of Philosophy.

He also confirmed the relevance of the bar and of his artistic gesture and
if the presentatoon had taken place in the Faculty of Political Science
(through the political constraints the artist is subject to), in the Economy
Faculty (due to the market and commercial value) or the Faculty of
Architecture (due to the insertion of the wood bar in the architectural and
urban space): "A point of view is the use we make of it. All the points of
view taken into consideration, being possible, they equally make up, each
and every one, a presentation.”

To him, the only and the most adequate way of using a work of art was to
take it with him everywhere, even if in doing so, it might not have been seen
as a work of art, at least, this way it could be seen by the largest number of
people. From the transcripts of the conference, edited by the artist himself,
we find out that, to Cadere, each contact with a non-artistic environment, be
it his street walks or his lectures, are a declaration of independence from
the art institutions. However, he explains that although his work is
autonomous, this does not preclude its exhibition in a traditional way, in a
museum or a gallery. On the contrary, the bar thus becomes even more effi-
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André Cadere, 1977, Museum van Hedendaagse Kunst, Ghent.
Courtesy of the author

cient, in that its artistic fame allowed Cadere to travel to as many places as
possible, where he could show it in a non-conventional way.

In a footnote to the text of the conference, Cadere underscores the impor-
tance of his birthplace, and the fact that he comes from Eastern Europe is a
major point he makes: “We cannot imagine an American coming with his
work to an exhibition where he has not been invited. The Western frame of
mind, the pride and intellectual contempt (and the material comfort) make
it impossible for such an attitude to belong to an American artist. The ges-
ture is possible only for those who, coming from marginal countries and who
possess nothing, have nothing to lose.”’

Later on, in his interview with Lynda Morris for Studio International, he
added that “in the Western countries, the proletarian has a lot to lose, they
have a tv set, a car, a family. | have got nothing to lose, really nothing, per-
haps only my reputation, the gift offered to me by Western culture.”® Also in
this interview, he underscores the difficulty with which he gained his status
on the international art scene and he foresees that, in a distant future, his
work will remain indestructible, that it will be relevant and unchanged by
its implications whatever the context, and moreover, it will even have a com-
mercial value.

1. Letter written by Cadere following the vernissage of Valerio Adami - (and Andrei Cadere,
who was not invited) which took place at the Maeght Gallery on November 22, 1973; Rémy
Argenson, "André Cadere, L'oeuvre en dépot” in “Bribes”, no. 2 / April 2015, p. 14.

. Paul Ardenne, Un art contextuel: création artistique en milieu urbain, en situation, d'inter-
vention, de participation, Flammarion, 2002, Paris, pp. 11-12.

. Jan Swidzifiski, Lart comme art contextuel, Ed. Shillem Galeries S. Petri, Lund, Sweden, 1976.

. Paul Ardenne, op. cit., p 48.

. André Cadere, Histoire d’'un travail (1977-1978), Gand, Herbert-Gewad, 1982, p.12.

. André Cadere, Présentation d'un travail, utilisation d'un travail, Hamburg / Hossmann
Bruxelles / MTL, 1975, pp. 5-15.

. Idem, p. 9.

8. Lynda Morris, Documenting Cadere 1972-1978, Modern Art Oxford / Koenig Books, London

2012, ,11 December 1976”, p. 133.
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Autoarhivarea
si redefinirea rolului

gandiril

vizuale

In arta Liei Perjovschi

M Text
CORINA L. APOSTOL

Istoricul de arta Hal Foster a remarcat ca
exista un impuls rizomatic deleuzian in
lucrarile anumitor artisti contemporani.
Folosind diverse colectii, activate prin
dinamici de conectare si deconectare,
aceste proiecte artistice sunt axate pe re-
imaginarea spatiului institutional, decon-
structia anumitor adevaruri, dezvoltarea
unor instrumente de cercetare si pro-
movarea interactiunii pentru arhive viitoa-
re." Artista Lia Perjovschi, fiind influentata
de experientele de represiune intermiten-
ta din timpul dictaturii romanesti, si-a
transformat opera de la utilizarea propriu-
lui corp ca semnificant pentru concepte si
emotii, la facilitarea receptiei critice a
ideilor prin intermediul modelelor edu-
cational-estetice.

Folosind arta ca un instrument de investi-
gatie critica si deschidere a imaginatiei
privitorului, Perjovschi a incurajat in mod
constant colaborari locale si interna-
tionale intre artisti, studenti si oameni de
stiinta din diverse domenii, cautand sa
restabileasca legaturile socio-culturale
care au fost distruse in timpul segregarii
de dinainte de 1989. In acelasi timp, arhi-
va ei include opere de arta originale, con-
ceptualizate ca modele estetice pentru
institutii alternative si ca forme de reacti-
vare a anumitor istorii suprimate sau
uitate, mentinand in acelasi timp o atitu-
dine critica fata de varii forme de abuz si
de represiune. Acestea au luat forma unor
ziare intitulate ,ZOOM diapozitiv”, ,sens”,
,globul 1990 - astazi”, ,arta in spatiul pu-
blic (ro): unele pozitii independente”, ,sala
de asteptare”; cronologii cum ar fi ,istoria
artei subiectiva de la modernism si pana
in prezent. arta si contextul sau” (1997-

2004) si diagrame sau ,harti mentale”
(1999-2006).

Tn ultimele doud decenii, valoarea
lucrarilor artistei a fost recunoscuta pe
plan international pentru capacitatea sa
de a submina autoritatea, emancipand
publicul si incurajand formularea de intre-
bari critice, gasirea de raspunsuri colective
si actiuni sociale.

Descriindu-se pe sine ca un ,detectiv in
arta si D) de texte, citind, copiind, taind si
remixand texte si imagini”, Perjovschi a
subliniat dorinta de a recupera pentru
comunitatea ei ceea ce generatiei ei i-a
fost refuzat Tnainte de revolutia din 1989
Intr-un interviu din 2007 cu istoricul de
arta Kristine Stiles, Lia Perjovschi a explicat
ca ea concepe arhiva sa artistica, precum
un depozit de documente si spatiu pentru
gandire critica care a fost incepand inca
din 1985 In acel an, Lia si Dan Perjovschi
au deschis apartamentul lor din Oradea,
pentru intalniri informale cu scriitori locali,
actori, antropologi, artisti si curatori. Cu
toate ca Dan Perjovschi a absolvit Acade-
mia de Arta din lasi si Lia Perjovschi
Academia din Bucuresti, ambii artisti au
declarat ca s-au simtit nepregatiti dupa ce
si-au incheiat educatia academica.’

Tn acest context, Lia Perjovschi a conceput
deschiderea apartamentului lor, publicu-
lui, ca o modalitate de a crea un spatiu
pentru gandire critica si schimburile des-
chise n timpul dictaturii Ceausescu, cand
viata cotidiana era extrem de precara si
cenzura predomina in toate aspectele
vietii publice si private. A fost un act de
afirmare in puterea de a impartasi infor-
matii cu adevarat utile, punand bazele
unei retele neoficiale. Artista a descris

acest gest ca pe o strategie de supra-
vietuire. Tn 1990, imediat dupa revolutie,
artistilor Perjovschi li s-a oferit un studio
in cladirea Scarlat / Robescu din Bucuresti,
sub auspiciile Uniunii Artistilor Plastici.
Ei au inceput sa transforme acest studio
intr-o arhiva de carti, reviste si jurnale
despre arta si cultura internationala, pre-
cum si un depozit pentru lucrarile lor
(desene, fotografii ale unor performance-
uri, instalatii, obiecte de arta si video).
Aceasta arhiva a devenit proiectul Liei
Perjovschi, Arhiva de Arta Contemporana /
Centrul pentru Analiza Artei (prescurtat de
artista CAA/CAA) Tn 1997, un instrument de
analiza critica, utilizat pentru a stimula
colaborari locale si internationale intre
artisti, studenti si oameni de stiinta din
diverse domenii (istoria artei, arhitectura,
istorie, stiinte politice, antropologie, filo-
zofie, teatru).

Tn timp ce artisti ca Thomas Hirschhorn au
utilizat practici similare de colectare si de
arhivare, cu scopul de a crea spatii pentru
circulatia si nemarginirea gandirii, pentru
Perjovschi acestea reprezinta instrumente
de lucru intr-un context local precar.
Proiectul CAA/CAA este un model estetic
pentru o institutie interdisciplinara alter-
nativa, o platforma educationala de arta,
precum si o forma ce reactiveaza si recu-
pereaza istorii reprimate ca urmare a seg-
regarii de dinainte de 1989. Bogatia episte-
mologica a acestui proiect contrazice
teoriile negative cu privire la lipsa gandirii
critice in Europa de Est, care provin de la
generalizari despre saracia din regiune,
controlul statului asupra relatiilor sociale,
mobilitatea limitata a artistilor si lipsa de
informatii. Tntr-adevar, in timpul existentei
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sale de doua decenii in studio-ul artistilor,
vizavi de Universitatea Nationala de Arte
din Bucuresti, proiectul lui Perjovschi a
reusit sa inspire si sa educe tineri artisti,
curatori, filosofi, istorici de arta. Ca strate-
gie de rezistenta si spatiu alternativ de
cunoastere, proiectul a fost recunoscut la
nivel international intr-o era a globalizarii
si confuziei politice.

Proiectul CAA / CAA demonstreaza dorinta
puternica a artistei de a face posibile si
accesibile spatii de cunoastere si auto-
educare. In cadrul practicilor artistice
arhivale ale artistilor din Europa de Est,
Perjovschi prezinta o perspectiva epis-
temica ce nu poate fi redusa la o naratiune
eurocentrista a contemporaneitatii. Cu
toate ca este tentant pentru unii cerceta-
tori sa inscrie arta Liei Perjovschi in istori-
ografia occidentala a artei, in ciuda
asemanarii cu anumite proiecte artistice
conceptuale, lucrdrile ei trebuie ntelese
ca practici culturale si forme deschise ce
rezulta dintr-o locatie de cunoastere care
este intemeiata in urma experientelor din
perioada socialista si postsocialista.
Hartile, diagramele, cronologiile si colec-
tiille ei reprezinta un proiect ce rezista
provincializarii de catre o lume de arta ba-
zata pe cultura inalta, cu valorile si auto-
ritatile sale, si ca o lupta pentru eliberare.
Tn plus, artista continua sa incurajeze pu-
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Lia Perjovschi, Muzeul Cunoasterii / Museum of Knowledge, 2012, instalatie, Steirischer Herbst, Graz. Courtesy of the author

blicul sa stabileasca parametrii proprii
pentru a analiza, a categoriza si a absorbi
materialul pe care ea l-a colectat, per-
mitand germinarea unor valori sociale si
discursuri fara un autor individual, care nu
poate fi controlat de putere. Aceasta prac-
tica emancipatoare se afla la polul opus al
mentalitatii de frica si represiune care au
dominat contextul local, timp de decenii.
Tn acelasi timp, este o readaptare a strate-
giei de utilizare a apartamentelor private
de catre artisti, ca materializari de spatii
publice autentice sub dictatura, folosind
practici artistice discursive, performative si
experimentale, pentru a testa limitele cen-
zurii oficiale.

Folosind arhiva ca baza de lucru, precum si
experienta expertilor locali si internatio-
nali invitati, Lia Perjovschi a organizat
activitati artistice in cadrul carora a anali-
zat strategii pe scena artei romanesti si
dincolo de ea, sprijinind programe inova-
toare, metodologii critice si oferind o plat-
forma pentru activism prin arta. in anul
2000, Lia si Dan Perjovschi, impreuna cu
istoricul Adrian Cioroianu, au fost invitati
sa gazduiasca o emisiune despre arta con-
temporana, teatru, dans, muzica, literatura,
film, arhitectura si politica, la televiziunea
nationala. Intitulat Totul la vedere, show-ul
a acoperit o gama eclectica de subiecte,
inclusiv corpul uman, orasul, secolul doua-
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zeci si unu, centrul si periferia, piata de
arta, politici culturale si altele.

Lia Perjovschi a proiectat scenografia pen-
tru emisiunea TV, bazandu-se pe expe-
rienta ei in productiile de teatru. Intr-una
din schitele sale, a evidentiat prezenta
camerelor de luat vederi si a dispozitivelor
de iluminat, trasate in marker negru peste
setul TV, un comentariu cu privire la relatia
dintre televiziune si istorie, cu o semnifi-
catie deosebita pentru revolutia din 1989,
Sotii Perjovschi au intrerupt colaborarea
cu postul national de televiziune dupa
revenirea la putere a grupului neocomu-
nist. In acelasi timp, artista a continuat sa
organizeze intalniri importante si discutii
in studioul din Bucuresti, care a devenit un
catalizator pentru scena artistica din
Romania.

Tn 2003, CAA a inceput sa functioneze sub
denumirea ,CAA / CAA (Arhiva de Arta
Contemporana / Centrul pentru Analiza
Artei)". Schimbarea denumirii spatiului a
marcat o modificare conceptuala a inte-
legerii traditionale a arhivei ca platforma
de colectare si de prezentare de materiale.
Adica, un spatiu pentru comunicare,
imputernicire, reflectie si activism in jurul
relevantei sociale si politice a artei. Prin
discutii de grup, conferinte, prezentari, ate-
liere si expozitii, Lia Perjovschi a canalizat
un impuls educational, un angajament



fotografie de la primul Tdrg International Dada / Photo from The First International Dada Fair, 1920, Berlin.
Courtesy of the author

sociopolitic, prin arhivare si colectare, in
timp ce, in paralel, si-a construit contextul
propriu. Vizitatorii centrului CAA / CAA au
primit ziare publicate de artista, instru-
mente critice in sine prin care ea a comen-
tat asupra anumitor initiative locale si
internationale, in domeniul artei si culturii.
Arta Liei Perjovschi s-a dezvoltat din medi-
ul izolat al anilor 1980, adoptand diferite
tipuri de cunostinte (de la stiintele sociale
si umaniste la tehnologie), din contexte
diverse, precum Statele Unite ale Americii,
America Lating, tari europene (din Vest si
Est) si Coreea de Sud. Tn aceste contexte,
artista s-a implicat in comunitatile locale
cu ajutorul instalatiilor sale artistice, tinand
prelegeri, predand cursuri despre arta con-
temporand, actionand ca un diplomat
artistic si creand legaturi intre comunitatile
culturale din Romania si din strainatate.

De cand a devenit o artista nomada
autodeclarata, Lia Perjovschi a sintetizat
documentatia si practicile artistice asociate
cu CAA / CAAIn ceea ce ea a denumit ,CAA
Kit". Deplasandu-se la nivel global cu pro-
pria ei boite-en-valise duchampiang, ea a
invitat un public international sa devina
detectivi in arta - adica sa analizeze, sa
judece, sa Tnvete si sa actioneze pentru
viitor. Kit-ul Liei Perjovschi este format din
,materiale pentru detectivi’, ,cronologii si
harti mentale, materiale atent selectate din
arhiva sa, concentrate asupra unor anumite
teme sau ca raspuns la anumite eveni-
mente istorice, in functie de contextul in
care sunt expuse. De asemenea, in acest kit
sunt postere care documenteaza activi-
tatile de la CAA / CAA din Bucuresti,
demonstrand intentia artistei de a crea o

comunitate angajata. Perjovschi a recunos-
cut nevoia artistilor, in toate etapele vietii
lor creative, de a ramane in dialog cu comu-
nitatea internationala, prin intelegerea
constructiei istoriei artei intr-un context
global siin legatura cu politica, economia si
stiinta. Intr-o colectie de texte si imagini
reunite sub titlul Istoria artei subiective, de
la modernism si pand in prezent. Arta si
contextul sau (1997-2004), artista a organi-
zat informatii privind evolutiile culturale
locale si istoriografii internationale de arta.
Deconstruind istoria artei academice din
manualele de specialitate, artista a schim-
bat focusul central al disciplinei. Perjovschi
a mutat accentul spre analiza constructiei
culturale a textelor si a imaginilor despre
arta, in diferite contexte, precum si legatu-
ra dintre practicile artistice si evenimentele
sociale si politice importante.

In Istoria artei subiective, Perjovschi a
inclus nu numai artistii si lucrarile acesto-
ra, ci si decupaje din reviste, secvente de
film, evenimente mass-media, fotografii ale
diverselor spatii de expunere si institutii
sociale si culturale - entitatile care con-
troleaza prezentarea si receptia artei.
Prezentand termeni de istoria artei,
cronologia consta din date (intre 1826 si
2004), imagini incadrate, informatii istorice
si comentarii ale artistei, citate despre arta
si o bibliografie. intr-un proiect similar
cronologiilor, Lia Perjovschi a folosit dia-
grame sau ceea ce ea a numit ,harti men-
tale” (1999-2006), pentru a explora con-
cepte construite din informatiile care apar
in diferite sfere ale vietii culturale, sociale
si politice. Artista a explicat: ,Aceste lucrari
m-au ajutat sa inteleg dezvoltarea istoriei

Lia Perjovschi, ZOOM diaPOZITIV, 1998, ziar [ ZOOM,
slides 1998, journal. Courtesy of the author




si modul in care arta mea s-a dezvoltat, de
asemenea, in diferite contexte istorice”®
,Hartile mentale” sunt desene compuse
din concepte scrise de mana si cercetate
de catre artista, prezentate ca o retea de
interconexiuni si convergente. Fiecare
harta este organizata in jurul unui concept
de baza, pozitionat in centrul compozitiei.
Bazandu-se pe nucleele care abordeaza
teme precum ,ideologia”, ,comunismul’,
,artistul’, ,subcultura”, ,spatiul si timpul”
sau pur si simplu ,?", artista a cartografiat
relatii si comentarii culese din mass-
media (carti, ziare, opere de arta, cultura
populard). Ea a construit fiecare diagrama
scriind n jur asociatii si comentarii care se
rotesc vizual ca niste galaxii in jurul unor
centre ale universului. ,Hartile mentale”
sunt partial ilizibile, trasate precum niste
comentarii sau note de cercetare. Cu toate
ca aceasta strategie se poate dovedi oare-
cum dificila pentru privitor si critici, ea nu
este doar o dovada a cunostintelor extinse
ale artistei sau un simplu exercitiu in

deconstructie. Mai degraba, ele functio-
neaza ca structuri de limbaj care neaga
intelegerea completa sau definitiva a
lucrarilor. Similar ,cronologiilor”, hartile
sunt menite sa activeze dorinta de a
cunoaste, de a explora dincolo de simpla
contemplare prin construirea modelelor
proprii de organizare a cunostintelor si
conceptelor.

Un proiect legat de cele de mai sus, numit
Muzeul cunoasterii, incapsuleaza diverse
modele, Tncadrate intr-o structura necon-
ventionala si mai cuprinzatoare. In anul
2009, Lia Perjovschi a inceput sa lucreze si
sa prezinte Planuri pentru un muzeu al
cunoasterii, o instalatie muzeala bazata pe
,dosarele de cercetare” acumulate in CAA
/CAA - o institutie pe care artista spera sa
o0 construiasca 1n viitorul apropiat.
Caracterizat printr-o abordare interdisci-
plinara, acest viitor muzeu este o critica
implicita a expozitiei ca spectacol sau ca
forma de divertisment, reprezentand un
proces de lucru cu o constructie arhivala

Lia Perjovschi, Performances, 1987-2007, documentatie video / video documentation. Courtesy of the author
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deschisa. Lia Perjovschi a imaginat un
muzeu cu sapte departamente: corpul,
arta, cultura, pamantul, cunoasterea si
educatia, universul si stiinta, reflectand
propria abordare interdisciplinara de
organizare a informatiei. Instalatia Planuri
pentru un muzeu al cunoasterii cuprinde
desene proprii ale artistei (,diagrame”,
,cronologii” si ,harti mentale”), precum si
obiecte, diagrame, fotografii si diverse
copii color.

Cele mai multe dintre obiectele colectate
au fost cumparate de catre artista de la
magazine din muzeele din intreaga lume:
Lia Perjovschi se foloseste de aceasta cul-
tura materiala pentru a atrage atentia
asupra modului in care arta si muzeele
sunt comercializate, insa pot fi recuperate
de artista si publicul ei. Toate aceste ele-
mente sunt grupate in mod similar cu
departamentele proiectului, acestea ne-
excluzandu-se reciproc. Instalatia invita
publicul sa porneasca intr-o calatorie
analitica, similara cu o plimbare prin




Lia Perjovschi, Timelines, 2015, L'Art et L'Art,
Michel Rein, Paris. Courtesy of the author

Lia Perjovschi, Muzeul cunoasterii / Museum
of Knowledge, 2010, instalatie / installation,
Espai d'art contemporani de Castello.
Courtesy of the author

creierul uman. Muzeul cunoasterii creat de
Lia Perjovschi poarta asemanari cu
proiecte moderniste conceptuale, cum ar fi
JKulturwissenschaftliche Bibliothek” a lui
Aby Warburg, o colectie de carti, imagini si
obiecte aranjate ca o istorie a Renasterii,
care a demonstrat influenta Antichitatii
asupra culturii moderne, printr-o abordare
interdisciplinara. Spre deosebire de prede-
cesorul sau, Lia Perjovschi nu cauta un sin-
gur adevar istoric sau o istorie care sa
cuprinda toate stilurile artistice, sau o
perioada anume, mai degraba eforturile ei
submineaza preexistenta unui adevar sau
a unei istorii unificate. Proiectul artistei nu
are ca scop sa dea publicului o viziune
coerenta asupra realitatii, ci arata con-
flictele, contradictiile si inegalitatile lumii
noastre. In acelasi timp, pozitia Liei
Perjovschi nu este neutra, artista pozi-
tionandu-se de partea celor care nu au, a
celor asupriti sau marginalizati; din aceas-
ta pozitie ea lanseaza o critica a realitatii
globale existente.

Perjovschi concepe muzeul ca pe o harta
mentala, oferind o lentila in procesele de
selectie care informeaza opinia artistei
asupra practicilor culturale si a con-
secintelor acestora in societate, invitdnd
publicul la un proces similar de autore-
flectie. Proiectul dezvaluie metode de a
asocia obiecte si concepte si construirea
intelegerii lumii prin experientele dublate
de cercetare. Adoptand notiunile de auto-
arhivare si deschidere, Muzeul cunoasterii
este un model pentru descentralizarea
institutiilor de arta. Aceasta abordare criti-
ca a artistei este similara cu alte proiecte
experimentale, precum Portable intelli-
gence museum a artistului Tamas Sf. Auby
(2001), reproducerile Tn miniatura realizate
de artistul Vyacheslav Akhunov a operelor
sale in instalatia 17 m’ (1978-2007), ,Centrul
de Cercetare Artpool” din Budapesta, coor-
donat de artistul Gyorgy Galantai (1992-
prezent) sau instalatiile colectivului britanic
LArt & Language”, de la sfarsitul anilor 1960°.
Strategia Liei Perjovschi de expunere o dis-
tinge insa de colegii sai. Lucrarile ei sunt
strans legate de traditia dadaista, care a
aparut in Europa Centrala Tn timpul

Primului Razboi Mondial. Ma refer in spe-
cial la abordarea acestor avangarde artis-
tice, de la primul Dada Fair din Berlin, in
1920, unde artistii au prezentat obiecte de
arta si desene, prin care au estompat
granitele dintre lucrarile de arta si viata de
zi cu zi, perturband metodele conven-
tionale de prezentare a picturii si sculpturii
in galerii si muzee. La randul sau, Lia
Perjovschi prezinta hartile ei mentale pe
podelele institutiilor in care expune, aran-
jeaza colectia ei de obiecte aidoma unor
constelatii, construieste suporturi din
lemn pentru saci sau tricouri cu slogane,
lipeste diverse instrumente de masura
perpendicular pe pereti, amintind de
impulsul dadaist de prioritizare a valorii si
mesajului. Dupa cum a afirmat ea insasi,
,Sunt pentru artisti care gandesc, si nu
pentru artistii care doar produc”.

Mai mult, intre 2006 si 2010, artista a fost
invitata sa conceapa o cercetare artistica
despre miscarea dada in spatiul de arta
istoric de la Cabaret Voltaire din Zurich. Cu
aceasta ocazie, Lia Perjovschi a creat sapte
cronologii continand aproximativ o suta de
diagrame, dintre care cinci au fost expuse
in forma de laporellos, laolalta cu o harta
mentala pe tema Dada / Anti-Art. Acestea
au fost prezentate ca parti de cercetare, in
incercarea de a acumula cunostinte
despre dada, de a analiza miscarea avan-
gardista si ceea ce publicul poate invata de
la ea. Mai degraba decat sa prezinte un
produs final, cronologiile artistei au
deschis un teritoriu nou, prezentand
intreaga diversitate si complexitate dada.
Trasand parametrii gandirii ei in mod clar
pentru public, pentru a invata si a ras-
punde, Lia Perjovschi afirma posibilitatea
de a actiona si schimba societatea intr-o
lume violenta, nedreapta si plina de con-
tradictii. Artista experimenteaza cu diferite
abordari pentru a aduce laolalta teoria si
practica, solicitand totodata publicul sa
faca acelasi lucru. Ea deschide spatii pen-
tru naratiuni si interventii ale publicului,
incluzandu-l in proiectele artistico-edu-
cationale. n acelasi timp, lucrarile ei
raman dificil de interpretat. Acestea nece-
sita o investitie de timp, o analiza atenta si

nedivizata. Modelele interdisciplinare care
formeaza Muzeul cunoasterii cer o anu-
mita implicare de a gandi si de a actiona,
nu doar de a contempla. Prin proiectele
sale, artista ofera publicului sau o multitu-
dine de informatii, acumulate in peste
doua decenii, pe baza experientei extinse
si a schimburilor cu artisti si oameni de
stiinta din intreaga lume. Ea lasa de
asemenea intrebari fara raspuns, expri-
mand dorinta de a genera si a sti mai
multe, de a cere mai mult. Publicatiile ei
sunt pline de semne de intrebare si excla-
matii, in timp ce instalatiile prezinta
obiecte de zi cu zi, In diverse containere,
pentru ca privitorul sa le deschida, apoi sa
ia informatiile si sa le aplice la anumite
necesitati sociale.

Lia Perjovschi sugereaza intrebari supli-
mentare si continua sa scaneze concepte
si situatii, pe masura ce instalatiile sale se
dezvolta. Aceasta abordare riguroasa a
dezvoltarii resurselor intelectuale, alaturi
de dimensiunea morala si etica a muncii
sale au transformat-o pe artista intr-o fi-
gura vitala pe scena artei contemporane
romanesti, precum si un mentor pentru
generatii de tineri artisti, curatori si teo-
reticieni. Dupa cum artista insasi a remar-
cat: ,In general, sunt pentru implicare (cu
responsabilitate), pentru o societate mai
buna pentru toti. In ceea ce priveste arta in
special, eu sunt pentru ca institutiile sta-
tului sa aiba cel putin un buget minim
pentru arta contemporana si pentru sta-
bilirea criteriilor profesionale intr-un con-
text global. Educatie (cu empatie si modes-
tie) este un cuvant cheie”?
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Art historian Hal Foster noticed the existence of a Deleuzian rhizomatic
impulse in the works of certain contemporary artists. By means of various
collections, activated by connecting and disconnecting dynamics, these artis-
tic projects are focused on re-imagining institutional space, on deconstruct-
ing certain truths, on developing certain research tools and promoting inter-
action for future archives.! With an influence from intermittent repression
experiences during the Romanian dictatorship, the artist Lia Perjovschi
changed her work from the use of its body as a significant element for con-
cepts and emotions to an easier critical reception of ideas through educa-
tional-aesthetic models. Using her art as a tool for critical investigation and
opening the viewer's imagination, Perjovschi constantly encouraged local
and international cooperation between artists, students and scientists in var-
ious fields, aiming at re-settling socio-cultural connections once destroyed
during the segregation before 1989. At the same time, her archive includes
original works of art, conceptualized as aesthetic models for alternative insti-
tutions and as forms of reactivating certain suppressed or forgotten histories,
always maintaining a critical attitude towards various types of abuse and
repression. They formed a number of newspapers named “ZOOM diapozitiv”
(zOOM diapositive), “sens” (meaning), “globul 1990-astazi” (1990-today
globe), “arta in spatiul public (ro): unele pozitii independente” (art in public
space (ro): some independent positions), “sala de asteptare” (the waiting
room); chronologies such as “istoria artei subiectiva de la modernism si pana
in prezent. arta si contextul sau” (History of subjective art from Modernism -
today. Art and its context) (1997-2004) and diagrams or “harti mentale” (men-
tal maps) (1999-2006). During the last two decades, the value of the artist's
work has been acknowledged worldwide for its capacity to undermine
authority, thus emancipating the audience and encouraging the expression of
critical questions, the search for collective answers and social actions.

While describing herself as an “art detective and a text D) for her reading,
copying, cropping and remixing texts and images”, Perjovschi highlighted her
desire o recover for the benefit of her community the things her generation
had been denied before the 1989 revolution.? During an interview with art his-
torian Kristine Stiles in 2007, Perjovschi explained that she perceives her
artistic archive as a document storehouse and a space for critical thinking
that began as early as 1985.° During that year, Lia and Dan Perjovschi opened
up their apartment in Oradea for informal meetings with local writers, actors,
anthropologists, artists and curators. Even though Dan Perjovschi graduated
from lasi Art Academy and Lia Perjovschi from Bucharest Academy, both
artists professed to be unprepared after finishing their academic education.”
Given this context, Perjovschi perceived the action of opening up their apart-
ments to the public as a way to create a space for critical thinking and open
exchanges during Ceausescu’s dictatorship when daily life was extremely
precarious and censorship dominated all aspects of public and private life. It
stood as an act of affirmation in the power to share truly useful information
and laid the grounds for an unofficial network. The artist referred to her
action as a survival strategy. In 1990, right after the Revolution, the artists
Perjovschi were offered a studio in the Scarlat / Robescu building in
Bucharest, under the patronage of the Union of Artists. They began trans-
forming that studio into an archive for books, magazines and journals of
international art and culture, as well as a storehouse for their works (draw-
ings, photos of some performances, equipment, art objects and videos). This
archive became Liei Perjovschi's project named “Arhiva de Arta Contem-
porana / Centrul pentru Analiza Artei” - Contemporary Art Archive / Center
for Art Analysis (CAA/CAA, as abbreviated by the artist) in 1997, a tool for criti-
cal analysis used to stimulate local and international cooperation between
artists, students and scientists in various fields of interest (art history, archi-
tecture, history, political science, anthropology, philosophy, theater).

While artists like Thomas Hirschhorn used similar collecting and archiving
techniques with the purpose of creating spaces for fluent, endless thinking,
they represent for Perjovschi work tools in a precarious local context. The
CAA/CAA project is an aesthetic model for an alternative interdisciplinary
institution, an educational art strategy, as well as a means to reactivate and
recover history suppressed due to segregation before 1989. The epistemolo-
gical wealth of this project contradicts negative theories related to the lack
of critical thinking in Eastern Europe, resulting from generalizations on
poverty in this area, on state control over social relations, on the artists’
restricted mobility and lack of information. Indeed, during its two-decade
existence in the artists’ studio across Bucharest Art University, Perjovschi's
project managed to inspire and educate young artists, curators, philosophers,
art historians. As a resistance strategy and an alternative knowledge space,
the project was acknowledged worldwide during a time of globalization and
political confusion.

The CAA |/ CAA project proves the artist’s strong desire to make knowledge
and self education spaces possible and accessible. As part of the archival
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artistic practices of Eastern European artists, Perjovschi presents an epis-
temic perspective that cannot be reduced to a Eurocentric narration of con-
temporaneity. Even though it is tempting for some researchers to include
Perjovschi’s art into the Western art historiography, despite the similarities
with certain conceptual artistic projects, her works should be understood as
cultural practices and open forms resulting from a place of knowledge foun-
ded as a consequence of the experience during socialist and post-socialist
period. Her maps, diagrams, chronologies and collections should represent a
project outstanding rustication by an art world based on high culture, with its
values and authorities, and a fight for freedom. Moreover, Perjovschi keeps
on encouraging her viewers to establish their own parameters in order to
analyze, to categorize and to absorb the material she collected, allowing ger-
mination of certain social values and speeches without an individual author,
impossible for the state to control. This emancipating strategy is at the oppo-
site pole of the mentality of fear and repression dominating the local context
for decades. At the same time, it is a readjustment of the strategy involving
the use of private apartment by some artists as materializations of authentic
public areas under dictatorship, by means of discursive, performative and
experimental artistic practices aiming at testing the limits of official censor-
ship.

Using the archive and the experience of the guest local and international
experts as a work base, Perjovschi organized artistic activities where she ana-
lyzed strategies in the area of Romanian art and beyond it, by supporting
innovating programs, critical methodologies and by providing a platform for
art activism. In 2000 Lia and Dan Perjovschi, together with historian Adrian
Cioroianu, were invited to host a show about contemporary art theater,
dance, music, literature, film, architecture and politics on national television.
Named “Totul la vedere” (Everything in the open), the show covered an eclec-
tic range of subjects, including: the human body, the city, the 21st century, the
centre and the suburbs, the art market, the cultural policies and so on. Lia
Perjovschi designed the scenography for the TV show, based on her experi-
ence in theatre productions. In one of her sketches, she pointed out the pres-
ence of cameras and lighting equipment, drawn in black marker over the TV
set, a comment referring to the relation between television and history, with
a special meaning for the 1989 revolution. Perjovschi broke the cooperation
with the national TV channel after the neo-Communist group re-emerged as
leaders. At the same time, the artist continued to organize important meet-
ings and discussions in her Bucharest studio that became a catalyst for the
artistic context in Romania.

In 2003 CAA starting functioning as “CAA /CAA (Contemporary Art Archive /
Centre for Art Analysis)”. The change of the space name marked a conceptu-
al modification of the traditional understanding of the archive as a platform
for material collecting and presenting at its current function. That is a space
for communication, empowering, reflection and activism around social and
political relevance of art. By means of group talks, conferences, presenta-
tions, workshops and exhibitions, Lia Perjovschi channelled an educational
impulse, a social and political commitment, through the processes of archiv-
ing and collecting, while at the same time she built her own context. The visi-
tors of the CAA/CAA centre received newspapers published by the artist, criti-
cal tools allowing her to express comments on certain local and internation-
alinitiatives in art and culture. Perjovschi's art developed in an isolated envi-
ronment of the 80's, adopting different types of knowledge (from social and
human sciences to technology), from various backgrounds such as United
States of America, Central America, European countries (Eastern and
Western) and South Korea. In these backgrounds, the artist was involved in
local communities, by means of her artistic ensembles, holding lectures,
teaching about contemporary art, acting as an art diplomat and creating con-
nections between Romanian and foreign cultural communities.

Ever since she became a self-proclaimed nomad artist, Lia Perjovschi synthe-
sized the “CAA/ CAA” documentation and artistic practices into what she
named “CAA Kit". Travelling the world with her own Duchampian “boite-en-
valise”, she invited an international audience to become art detectives - that
is to analyze, to reason, to learn and to act for the future. Perjovschi’s kit
includes “detective materials”, “chronologies” and “mental maps”, carefully
selected materials from her archives focused on certain subjects or as an
answer to certain historical events, according to the context to which it is
exposed. Moreover, this kit contains posters documenting the activities of
“CAA/ CAA” in Bucharest, proving the artist's commitment to create a commit-
ted community. Perjovschi admitted the artists’ need, during all their creative
life stages, to be in a constant dialog with the international community, by
means of understanding the art history structure in a global context and in
relation to politics, economy and science. In a a collection of texts and
images under the name of “Istoria artei subiective de la modernism si pana
in prezent. Arta si contextul sau” (History of subjective art from modernism -
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Lia Perjovschi, Studio in Sibiu, Museum of Knowledge on vertical / Atelier Sibiu, Muzeul Cunoasterii pe verticald, 2016, fotografie. Courtesy of the author

today) (1997-2004), the artists organized information on local cultural evolu-
tions and international art historiographies. Deconstructing academic art his-
tory of the specialized books, the artist changed the central focus of the sub-
ject. Perjovschi switched the emphasis on the analysis of art texts and images
construction in various contexts, as well as the connection between artistic
practices and important social and political events.

In the “History of subjective art”, Perjovschi included not only artists and
their works, but also clippings from magazines, film scenes, media events,
photos of various exhibition areas and social and cultural institutions - enti-
ties controlling presentation and reception of art. In the presentation of art
history, chronology consists of dates (between 1826 and 2004), framed
images, historical information and the artist's comments, quotes on art and
a bibliography. In a project similar to chronologies, Perjovschi used diagrams
or what she called “mental maps” (1999-2006).

Aiming at exploring concepts built on information appearing in various areas
of the cultural, social and political life. The artist explained: “These works
helped me understand the development of history and also the way my art
developed in different historical contexts.” The “mental maps” are drawings
consisting of handwritten concepts researched by the artist, presented as an
inter-connection and convergence network. Each map is organized around a
basic concept placed in the centre of the composition. Based on the nuclei
approaching subjects such as “ideology”, “communism”, “artist”, “subcul-
ture”, “space and time” or simply “?”, the artist mapped relations and com-
ments collected from media (books, newspapers, art works, popular culture).
She built each diagram by writing around it associations and comments
rotating visually like galaxies around centres of universe. The “mental maps”
are partially illegible, marked as comments or research notes. Even though
this strategy can prove difficult for the viewer or critics, it stands not only as
proof of the artist's extended knowledge or a simple deconstructing exercise.
Instead, they operate as language structures denying full or permanent
understanding of the works. Similar to “chronologies”, the maps are meant to
activate the need for knowledge, for exploration beyond a simple contempla-
tion by means of building their own knowledge and concept organization
models.
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Another project related to the above, named “Museum of knowledge”, encap-
sulates various models, framed into a non-conventional and larger structure.
In 2009, Lia Perjovschi began working and presenting the “Plans for a muse-
um of knowledge”, a museum system based on the “research files” collected
during CAA/CAA - an institution that the artist hopes to build in the near
future. With an interdisciplinary approach, this future museum is an implicit
critic of the exhibition as a show or a type of entertainment, representing a
work process with an open archival construction. Perjovschi imagined a
seven-department museum: body, art, culture, earth, knowledge and educa-
tion, universe and science, reflecting her own interdisciplinary approach in
information organization. The system “Plans for a museum of knowledge”
includes the artist's own drawings (“diagrams”, “chronologies”, “mental
maps”), as well as objects, diagrams, photos and various colour copies.

The artist bought most of the collected items in museum shops all over the
world: Perjovschi uses this material culture to draw the attention on the way
art and museums are objects of trade, but they can be recovered by the artist
and her viewers. All these elements are grouped similarly to the project
departments, non-excluding each other. The system invites the viewers to
begin an analytical journey, similar to a derive in the human brain. Perjovschi’'s
“museum of knowledge” bears some resemblance with conceptual modernist
projects, such as Aby Warburg's “Kulturwissenschaftliche Bibliothek”, a col-
lection of books, images and objects arranged as the history of Renaissance,
proving the influence of ancient times on modern culture, by means of an
interdisciplinary approach. Unlike her predecessor, Perjovschi does not seek
a unique historic truth or a history including all artistic styles or a certain
time, but instead, her efforts undermine the pre-existence of a truth or a uni-
fied history.

The artist’s project does not aim at providing her viewers with a coherent vision
on reality, but it shows the conflicts, the contradictions and inequities of the
world. At the same time, Perjovschi is not in a neutral position, but she claims
a position on the side of those who have not, of the exploited or marginalized;
from this position, she launches her critic of the existing global reality.
Perjovschi conceives her museum as a mental map, providing a lens in the
selecting processes expressing the artist's opinion on cultural practices and
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Lia Perjovschi, Museum of Knowledge / Muzeul cunoasterii, 2010, installation / instalatie, Espai d'art contemporani de Castell6. Courtesy of the author

their consequences in society, and inviting the audience to a similar auto-
reflecting process. The project uncovers methods of associating objects and
concepts and ways of building world understanding by means of experiences
doubled by Perjovschi’s research. By adopting the notions of self-archiving
and openness, the “Museum of knowledge” is a model for decentralizing art
institutions. The artist’s critical approach resembles other experimental proj-
ects, such as: Tamas Sf. Auby's “Portable intelligence museum” (2001), minia-
ture reproductions of the works created by the artist Vyacheslav Akhunov in
the system “1 m?” (1978-2007 ), the “Artpool Research Center Artpool” in
Budapest coordinated by the artist Gyorgy Galantai (1992- today) or the sys-
tems of the British “Art & Language” group at the end of the 1960’s.°
Perjovschi’s exhibition strategy separates her from her colleagues. Her works
are in close connection with the Dadaist tradition that appeared in Central
Europe during World War 1. | am referring especially to the approach of the
artistic avant-garde of the first Dada Fair in Berlin in 1920 where the artists
presented art works and drawings fading the boundaries between art works
and daily life, disturbing the conventional methods of exhibiting painting and
sculpture in galleries and museums. In her turn, Perjovschi presents her men-
tal maps on the floors of the institutions where her exhibitions take place,
she arranges her item collection as constellations, she builds wooden bases
for sacks or T-shirts with slogans, she sticks various measuring tools perpen-
dicular to the walls, reminding of the Dadaist impulse of prioritizing value
and message.

As she stated herself: “I am on the side of the thinking artists, and not of the
ones who only produce.” Moreover, between 2006 and 2010, the artist was
invited to create an artistic research on the Dadaist movement in the historic
“Cabaret Voltaire” art space in Ziirich. On this occasion, Perjovschi created
seven chronologies including approximately one hundred diagrams, out of
which five were exhibited on laporellos, together with a mental map themed
“Dada / Anti-Art”". They were presented as research elements in an attempt
to accumulate information on Dada, to analyze the avant-garde movement
and what can the public learn from it. Instead of presenting a final product,
Perjovschi's chronologies opened a new territory, by presenting the whole
Dada diversity and complexity.

When clearly tracing her thinking parameters for the public, in order to learn

and reply, Perjovschi affirms the possibility to act and change society into a
violent, unfair and contradictory world. The artist experiments with different
approaches aiming at bringing together theory and practice, asking her view-
ers to do the same thing. She opens up spaces for public narrations and
interventions, including it in her artistic-educational projects. At the same
time, her works remain hard to interpret. They require a time investment, a
careful analysis and an undivided attention. The interdisciplinary models
forming the “Museum of knowledge” involve a certain amount of commit-
ment in thinking and acting, and not just contemplating. In her projects, the
artist offers her viewers a number of information collected over two decades,
based on her extended experience and her exchanges with artists and scien-
tists all over the world. Also, she leaves unanswered questions, expressing
her wish to generate and know more, to ask for more.

Her public is full of question and exclamation marks, while her systems pres-
ent day-to-day objects in various containers so that the viewer can open
them and then take the information and apply it to certain social needs.
Perjovschi suggests additional questions and keeps on scanning concepts
and situations as her systems are developing. This rigorous approach of intel-
lectual resource development, together with the moral and ethical dimension
of her work, turned Lia Perjovschi into a vital character of the Romanian con-
temporary art, as well as a mentor for generations of young artists, curators
and theoreticians. As the artist noticed: “Generally, | am a supporter of
(responsible) implication, of a better society for all of us. As far as art is con-
cerned, | encourage that state institutions have at least a minimum budget
for contemporary art and for the establishment of professional criteria with-
in a global context. Education (with empathy and modesty) is a key word”.?
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»Unde m-as duce, daca m-as putea duce, cine as fi, daca as putea fi,
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Mladen Stilinovic, Artistul care nu vorbeste engleza nu e artist / Artist Who Cannot Speak English is no Artist, 2008, installation, Taxispalais Art Gallery, Insbruck. Courtesy of the artist
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Cotidianul istoric, semantic al Semnului

Lucrarile extrem de numeroase si nede-
finite ale lui Mladen Stilinovi¢, create
intre anii 1970 timpurii si primii ani ai
celui de-al doilea deceniu al noului
secol, ofera posibilitatea de a confrunta
,semnele perormativului”, care provin
din antagonismele cotidianului tranzi-
tional socialist si global. Tn acest punct
de origine, Stilinovi¢ este un artist care
isi Tnsuseste, aranjeaza si reinter-
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preteaza semnele, adica cliseele, tipa-
rele si algoritmii politicii cotidianului.
Semnul este o urma. Semnul este opusul
notiunii de imagine ca reflectie a ceea ce
este in afara imaginii. Semnul este o
consecinta a inscriptiei corporale si prin
aceasta, este o urma, el devine semn
pentru ceea ce este absent, ceea ce s-a

intamplat deja, ceea ce a intrat deja in

ordinea memoriei sau in ierarhia istoriei.
Prezenta semnului nu este prezenta lite-
rala aici si acum cu cea care este suge-



rata de semn ca urma, dar atunci cand
devine urma, semnul nu mai este doar o
simpla urma, cu urma alcatuirii unui
semn si a stergerii urmelor intr-un proces
complicat de cultura, de practicile cultu-
rale ale contextualizarii si de-contextual-
izarii urmei ca cea pe care semnul este
menit sa o ateste. Opera de arta a lui
Stilinovic, fie ca este deliberat sincera ori
deliberat nesincera, se leaga in mod
esential de atestare. Ea este un martor al
cotidianului.

Inca de la inceput, Stilinovic a urmarit
legaturile ascunse dintre politica cotidia-
nului trivial si trauma generata de cotidi-
anul banal. Intuitiile sale se bazeaza pe
efectele traumatice ale relatiei dintre
imagini si cuvinte. Imaginile si cuvintele
sunt semne ale unei politici a cotidianu-
lui care este Tn deplasare continua.
Trauma nu este abisul Tntunecat demo-
nizat al umanului, ci o nervozitate
aproape tandra, motivata de ,lamentarea
trista” sau de ,autoanaliza orientata
cinic” a unui om care se trezeste in
fiecare dimineata, indeplineste anumite
sarcini de unul singur sau alaturi de alti
oameni si se duce apoi la culcare incon-
jurat de cenusiul nocturn al unui climat
continental, care nu este chiar climatul
extrem-continental al Europei de Est, ci
climatul moderat-continental al Europei
de Sud.

Mladen Stilinovic ca el insusi

Efortul artistic a lui Stilinovic¢ a Tnceput in
contextul foarte specific al artei croate
sau, mai bine zis, al artei zagrebiene, la
finele modernismului, marcat de miturile
expresionismului eroic socialist (picturile
lui Edo Murtic¢), de neoconstructivismul
utopic international de stanga si activist
(miscarea New Tendencies) si de o anga-
jare heterotopica fata de antiarta, dusa
pana la absurd (de la antifilmul lui Mihovil
Pansini (La Mangelos, i.e. Gorgona)? Spre
deosebire de artistii conceptuali care

explorau contradictiile practicilor cultu-
rale ale sistemului de arta modernist tar-
ziu (Goran Trbuljak, Braco Dimitrijevic),
Stilinovic a operat in spatiile hibride si
heterotopice ale cotidianului socialismu-
lui tarziu.

Intr-un grup de sase autori’, el a inceput
o perioada de organizare a unor actiuni
publice si private in spatiul cultural
jugoslav, dezvoltand un angajament critic
fata de diferite modalitati ale unui cotidi-
an absurd, in gama lingvistica, comporta-
mentala si senzuala a prezentabilitatii si
performativitatii subiectivizarii politice. EL
a lucrat cu sloganuri, cu fraze decupate
din doxa politica, cu obiceiuri urbane, cu
liniile de departajare dintre optimismul si
pesimismul socialist, precum si cu functi-
ile valorii pe piata socialista si expresiile
ca mesaje si antimesaje, cum ar fi ,al
meu al tau” sau ,0 mana de paine”, ,nu
am timp”, ,consumul de rosu”, ,rosu zgari-
at”, ,rosu slab sters”, ,rosul meu”, ,revo-
lutia 5 dinari”, ,atacul asupra artei mele /
este atacul impotriva socialismului si pro-
gresului”, ,aud oameni vorbind despre
moartea artei / moartea artei este
moartea artistului / cineva ncearca sa
ma omoare / ajutor” etc. in seriile sale de
fotografii, cum ar fi Prvi maj 1975 (Unu mai
1975; 1975), Frizer (Frizer, 1975) si Odnos
noga - kruh (Relatia: Picior — Pdine, 1977), a
localizat contexte politice, religioase si
cotidiene nesigure si instabile, in raport
cu el Tnsusi (concept) si comportamentul
sau (corp). Tn jurul lui 1980, el a facut
parte din primele platforme de auto-
organizare din lugoslavia, la galeriile
Podrum, PM si ale asociatiei artistilor din
Zagreb. Activismul auto-organizarii a mar-
cat pozitia sa ca artist opus sistemului
birocratic al modernismului tarziu.
Activitatile lui Stilinovi¢ din anii 1980 si
‘90 au inclus proiecte de ,arta ca manip-
ulare” si arta ca ,exploatare postcritica” a
semnelor istorice ale socialismului in
cadrul sistemelor de comunicare si iden-
tificare, contemporane la acea vreme si

apropiate de retroavangarda slovena. El a
descris caracterul manipulativ al operei
sale, n urmatoarea serie de declaratii:
,Subiectul operei mele este limbajul
politicii, adica refractarea acestui limbaj
in cotidian. Aceste lucrari nu sunt fictio-
nale. Mi-ar placea sa pictez. Pictez, dar
pictura ma tradeaza. Scriu, dar ceea ce
scriu ma tradeaza. Imaginile si cuvintele
se transforma in nonimaginile-mele, ne-
cuvintele-mele, si asta vreau sa urmaresc
in aceasta activitate — o nepictura-mea.
Daca limbajul (culoarea, imaginea etc.)
apartine ideologiei, iar eu vreau sa devin
proprietarul unui astfel de limbaj, vreau
sa il gandesc in consecinte. Nu e nici criti-
ca, nici ambiguitate. Ceea ce-mi vine, imi
vine ca intrebare, ca experienta, con-
secinta. Daca toate culorile, cuvintele,
materialele au multiple sensuri, care este
acela care iese n evidenta, ce inseamna
si oare inseamna ceva, sau este doar o
fantezie, un miraj? Intrebarea e cum sa
manipulezi ceea ce te manipuleaza, atat
de evident, atat de strigator, dar nici eu
nu sunt inocent — nu exista arta fara con-
secinte.”*

Aceste declaratii, in mod paradoxal facute
in masura in care pozitionarea retoric
accentuata a artistului in raport cu reali-
tatea artei si culturii contemporane, la
acea vreme, includeau si o cotitura
potentiala, care l-a dus, pe de o parte,
spre nietzcheanism, iar pe de alta parte,
spre metapolitica.

Nietzcheanismul lui Stilinovi¢

A fost in conflict direct cu propriul sine de
,creator inocent”, provenit din hegemoni-
ile marii modernitati, cu creatorul care
arata - pe el insusi, pe propria-i piele,
punctul de intrare al metafizicii - propria
savina ca agent si complice. Este genul de
teatralizare autocritica pe care o putem
recunoaste in raporturile sale cu ,biro-
cratia socialismului”: ,Birocratia moarta i
spune birocratiei moarte, tu esti biro-



cratie moarta”.” Este tipul de debirocrati-
zare a artistului care depaseste pragul
modernitatii si al sistemelor moderne de
autoidentificare a adevarului artei si
artistului autentic.

Unul dintre proiectele sale importante —
expus la Dokumenta 12° - a fost o serie de
imagini, instalatii si texte intitulate
Exploitation of the Dead (Exploatarea
mortilor) (1984-1990). Acest proiect a sta-
bilit o retea de semnificanti - a sters
urmele, adica urmele de politica, de
religie, de cotidian si de arta. A fost o
instalatie de imagini si obiecte pe
peretele din casa artistului sau dintr-o
galerie. Stilinovic¢ arata cum semnul, care
reprezinta un semn, ajunge sa fie golit,
sters, indepartat si moare - cum se
descompune intr-un semnificat - gol si
pustiu n cadrul culturii. Este ca si cum
Stilinovic ar fi atins insusi locul ,mortji
semnului”. Este ca si cum el ar fi proiectat
vizual si textual moartea unui semn, in
mod simbolic (un semn care isi pierde
intelesul), existential (un semn care Tsi
pierde utilizatorul, producatorul, recipi-
entul) sau transcendental (un semn care
nu mai reprezinta politica, religia sau
arta). Stilinovi¢ sustine ca fenomenul si
conceptul ,exploatarii mortilor” trimit la
mai multe lucruri: ,Exploatarea mortilor
se refera la mai multe lucruri in aceasta
expozitie. ntdi, exploatarea poeticii
moarte a picturii, a suprematismului, a
realismului socialist si abstractiei geo-
metrice. Al doilea, exploatarea semnelor
moarte: pentru mine, acele semne sunt
moarte pentru ca si-au pierdut semnifi-
catia sau pentru ca semnificatia lor este
atat de transparenta, incat este moarta
pentru mine. In al treilea rand, semnul
crucii si semnul stelei, care il reprezenta,
la origine, pe om, apoi care au devenit
semne folosite de religie si de ideologie
in scopurile lor proprii, in timp ce azi -
este propria mea interpretare - le vad ca
pe niste semne de cimitir, adica nu ca pe
semne moarte, ci ca semne ale mortii.
Intr-o analiza diferitd, acelasi lucru s-ar
putea spune despre culorile negru si rosu.
Tncad ceva: exploatarea mortilor pre-
supune o practica de credinta si ideolo-
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gie, si, la mijlocul anilor ‘80, a unei lucrari
de arta, adica exploatarea religiei, a ide-
ologiei si poeticii moarte a picturii, in
modul cel mai iresponsabil, agresiv si
plictisitor. Tn acest sens, eu imi Tnsusesc
aceasta practica si produc in acest fel
unele dintre acele lucrari (dar nu toate).
Nu inventez nimic, ci pur si simplu replic
0 atare practica. Desigur, atunci cand reli-
gia, ideologia sau arta incearca sa ,rein-
vie” o religie, o ideologie sau o arta
moarta, nimeni nu vorbeste despre
exploatarea mortilor, ci despre o revigo-
rare, despre traditie, nostalgie, mestesug...
Desigur, totul este valabil, dar daca incer-
Ci sa exploatezi un mort, atunci cred ca
trebuie sa fii constient de brutalitatea
unei asemenea fapte si de starea de
moarte a persoanei moarte, precum si de
faptul ca actul in sine se raporteaza la cel
care exploateaza mortii. Nu exista arta
fara consecinte.”

Prin acest concept de ,exploatare a sem-
nelor moarte”, Stilinovi¢ sugereaza ca in
arta pop, conceptuala si neoconceptuala,
fenomenele postmoderniste si trans- si
neo- din capitalismul tarziu exista un
consum dezmatat de produse, in timp ce
in culturile real-socialiste si post-social-
iste exista o exploatare dezmatata a sem-
nificatiilor estetice si politice. Ceea ce
conteaza pentru el este diferenta dintre
valoarea economica si sensul ideologic,
acea prapastie intre semnificatie si senti-
mentul semnificatiei.

Lucrarile tarzii din anii 1990 si 2000 s-au
reorientat treptat si profund de la o nos-
talgie negativa a socialismului si moder-
nismului, din Exploatarea mortilor, spre o
reconsiderare a ,contemporaneitatii, re-
fractara din anticiparile unei contempo-
raneitati din timpul razboiului” (instalatia
Bol / ,Durere”, 1990), via sindromul post-
conflict din proiectul Sahranjeni bol |/
,Durere inmormantata”, 2000), pana la o
identificare cinica a societatii de tranzitie
a transformarii (Geometrija kolaca |/
,Geometria prajiturilor”, 1993) si la un
cotidian tranzitional global din jocul-
piesa absurdului (Ljudi s vre¢icama |/
,0amenii punga”, 2001 si Nitko ne Zeli vid-
jeti /| ,Nimeni nu vrea sa vada”, 2009).
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Un proiect important sunt operele
antologate ale lui Stilinovi¢ - o serie de
carti care retraseaza explorarile sale de-a
lungul multor ani. Este un exercitiu bine
gandit si realizat prin autoarhivare, care
inseamna antologarea si clasificarea pro-
priilor productii artistice. De pilda, putem
mentiona urmatoarele carti: Ljudi s vreci-
cama (2001), Bol (2003), Umjetnik na djelu
(Artistul la lucru, 2007), Knjige umjetnika
(Cartile artistului, 2007)%, Vrijedanje anarhi-
je (Anarhia insultdtoare, 2007), Eksploa-
tacija mrtvih (2007), O novcu i nulama
(Despre bani si zerouri, 2008). Cartile con-
struiesc ierarhii de si raporturi in timp si
pe problematici individuale intre pro-
ductiile artistice ale lui Stilinovic. E vorba
de crearea unui sistem aparent haotic de
prezentare a unor proiecte paralele si a
bifurcatiilor lor interne. Este un fel de
Jdialectica a Illuminismului” autocritica.
Tn context european, Stilinovic este
recunoscut drept unul dintre principalii
artisti contemporani care urmaresc in
opera lor ,semnele” cotidianului lor local
si global, in raport cu intrebari funda-
mentale de numire a umanitatii in ter-
meni senzuali si conceptuali - adica de a
numi munca, familia, patria, finantele,
sexul, arta, natura, inima, constiinta,
sanatatea, conditiile de viata, standardul
de viata, omul etc. Intuitiile sale despre
,formele cotidiene de viata” au deschis
un domeniu neasteptat de anticipari
minimaliste, discrete si subtile ale con-
temporaneitatii intr-o lume schimbata.
Nihilismul sau postconceptual timpuriu a
castigat potentialul neasteptat al unei
JLtandreti critice”.
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Text MISKO SUVAKOVIC

“Where would I go, if I could go, who would I be, if I could be,
what would I say, if I had a voice...” (Samuel Beckett)’

Historical Everyday as the Semantics of the Mark

The extremely numerous and indefinite works of Mladen Stilinovic, creat-
ed between the early 1970s and the opening years of the new century's
second decade, offer an opportunity to confront “the marks of the perfor-
mative”, stemming from the antagonisms of the socialist and global tran-
sitional everyday. At his point of origin, Stilinovic is an artist who appro-
priates, arranges, and reinterprets the marks, i.e. clichés, patterns, and
algorithms of the politics of the everyday. The mark is an imprint. The mark
is the opposite of the notion of image as a reflection of what is outside of
the image. The mark is a consequence of a bodily inscription and thereby,
as a trace, it becomes a sign for that which is absent, which has already
occurred, which has already entered the order of memory or hierarchy of
history. The presence of the mark is not a literal presence here and now,
but that which is suggested by the mark as a trace, but when it becomes a
trace, a mark is no longer just a trace, but a trace of making a mark and
erasing traces in a process complicated by culture, by cultural practices of
contextualising and de-contextualising the trace as that to which the mark
is meant to attest. Stilinovic's work in art, whether deliberately sincere or
deliberately insincere, essentially relates to attesting. It is a witness of the
everyday.

Since the very beginning, Stilinovi¢ has pursued the hidden links between
the politics of the trivial everyday and the trauma stemming from the
banal everyday. The insights he makes rest on the traumatic effects of the
relationship between images and words. Images and words are marks of a
politics of the everyday that is in continual displacement. The trauma is
not the dark demonised abyss of the human, but an almost tender nerv-
ousness motivated by the “sad lamenting” or “cynically oriented self-
analysis” of a man who wakes up every morning, performs certain tasks by
himself or with/among other people, and then goes to bed surrounded by
the nocturnal greyness of a continental climate that is not quite the harsh
continental climate of Eastern Europe, but the moderate continental cli-
mate of Southeast Europe.

Mladen Stilinovic as Himself

Stilinovic's work in art began in the highly specific context of Croatian or,
more accurately, Zagreb art at the end of a modernism marked by the
myths of socialist heroic expressionism (the paintings of Edo Murtic), left-
ist international utopian and activist neo-constructivism (the New
Tendencies movement), and a heterotopian engagement with anti-art
prone to the absurd (from Mihovil Pansini’s anti-film to Mangelos, i.e.
Gorgona)? Unlike the early conceptual artists, who explored the contradic-
tions in the cultural practices of the late-modernist system of art (Goran
Trbuljak, Braco Dimitrijevic), Stilinovi¢ acted in the hybrid and heterotopi-
an spaces of the late-socialist everyday.

With a group of six authors?, he began a period of staging public and pri-
vate actions in Yugoslav cultural space, developing a critical engagement
with various modalities of an absurd everyday in the linguistic, behaviour-
al, and sensuous range of the presentability and performability of politi-
cal subjectivisation. He worked with slogans, phrases cut out from politi-
cal doxa, urban customs, the borderlines between socialist optimism and
pessimism, as well as with functions of value on the socialist market and
its reflections in everyday life.

This resulted with characteristic phrases and expressions as messages and
anti-messages, such as “mine yours” or “a handful of bread”, “I've no
time”, “consumption of red”, “scratched red”, “poorly erased red”, “my
red”, “revolution 5 dinars”, “attacking my art / is an attack against social-
ism and progress”, “I hear people talk of the death of art / the death of art
is the death of the artist / somebody is trying to kill me / help” etc. In his
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Mladen Stilinovic, Geometry of Cakes / Geometria prdjiturilor, 1993, installation.
Courtesy of the artist

series of photographs, such as Prvi maj 1975. (May Day 1975; 1975), Frizer
(Hairdresser, 1975), and Odnos noga - kruh (Relation: Leg - Bread,
1977), he located uncertain and unstable political, religious, and every-
day contexts in relation to himself (concept) and his behaviour (body).
Around 1980, he took part in Yugoslavia's first platforms of self-organising,
at galleries Podrum, PM, and the artists’ work association in Zagreb. Self-
organised activism marked his position as an artist opposed to the
bureaucratic system of late modernism.

Stilinovic's activities of the 1980s and '90s featured projects in “art as
manipulation” and art as a “post-critical exploitation” of the historical
marks of socialism within systems of communication and identification
that were contemporary at the time and close to the Slovenian retro-
avant-garde. He has described the manipulative character of his work with
the following series of statements: “The subject of my work is the language
of politics, that is, the refracting of that language in the everyday. These
works are not fictional. | would like to paint. | paint, but the painting
betrays me. | write, but what | write betrays me. Images and words turn
into not-my images, not-my words and that is what | want to pursue in this
work - a not-my painting. If language (colour, image, etc.) belongs to ide-
ology, I, too, want to become the owner of such a language; | want to think
it with consequences. It is neither criticism nor ambiguity. What comes to
me comes to me as a question, as experience, as a consequence. If
colours, words, materials bear multiple meanings, which one is it that
stands out, what does it mean and does it mean anything, or is it just



Mladen Stilinovic, Exploitation of the dead / Exploatarea
mortilor, 1998, installation, Zagreb. Courtesy of the artist

idling, a mirage? The question is how to manipulate that which is manipu-
lating you, so obviously, so blatantly, but | am not innocent either - there
is no art without consequences.”*

These statements, paradoxically made as an artist’s rhetorically enhanced
cynical positioning in relation to the reality of then-contemporary art and
culture also included a potential turn that led him, on the one hand, toward
Nietzscheanism and, on the other hand, toward meta-politics.

Stilinovic's Nietzscheanism was a direct conflict with his own self as an
“innocent creator”, stemming from the hegemonies of the great modernity,
with a creator who shows - on himself, on his own skin, the entry point of
metaphysics - his own guilt of an agent and accomplice. It is the kind of
self-critical theatricalisation that one may also recognise in his relationship
with the “bureaucracy of socialism”: “Dead bureaucracy says to dead
bureaucracy you are dead bureaucracy.” It is that kind of de-bureaucrati-
sation of the artist who exceeds the threshold of modernity and modern
systems of self-identification of the truth of art and a genuine artist.

One of his important projects - exhibited at Dokumenta 12° - was a series
of images, installations, and texts titled Exploitation of the Dead (1984-
1990). This project established a network of signifiers - erased traces, i.e.
traces of politics, religion, the everyday, and art. It was an installation of
images and objects on the wall in the artist’s home or in a gallery. Stilinovic
shows how the mark, which represents a sign, comes to be depleted,
erased, discarded, and dies - how it decomposes into a signifier - empti-
ness and nothingness within culture. It is as if Stilinovi¢ touched the very
place of the “death of the sign”. It is as if he visually and textually project-
ed the symbolic (a sign losing its meaning), existential (a sign losing its
user, producer, recipient), or transcendental (a sign no longer representing
politics, religion, or art) death of a sign.

Stilinovic argues that the concept and phenomenon of “Exploiting the
Dead” points to several things: “Exploiting the Dead refers to several differ-
ent things in this exhibition. First, the exploitation of dead poetics of paint-
ing, suprematism, socialist realism, and geometric abstraction. Second, the
exploitation of dead signs: for me, those signs are dead because they have
lost their meaning, or their meaning is so transparent that it is dead to me.
Of course, to others, those signs are not dead. Third, the sign of the cross
and the sign of the star originally represented man, and then became signs
used by religion and ideology for their own purposes; while today - this is
my own interpretation - | see them as graveyard signs, that is, not as dead
signs, but as signs of death. In a different analysis, the same might be said
about the colours black and red. Another thing: exploiting the dead implies
a practice of faith and ideology, and, in the 1980s, of the work of art, too,
that is, exploiting a dead religion, ideology, and poetics of painting in the
most irresponsible, aggressive, and boring way. | therefore appropriate that
practice and produce in that way some of those works (but not all of them).
I do not invent anything but simply replicate such a practice. Of course,
when religion, ideology, or art seek to “revive” a dead religion, ideology, or
art, no one speaks of exploiting the dead, but of a revival, tradition, nostal-
gia, craft... Of course, it is all valid, but if one seeks to exploit a dead per-
son, then | think one needs to be aware of the brutality of such an act and
the dead person’s deadness, as well as that the act relates to the one who
exploits the dead. There is no art without consequences.”’

With his concept of “exploiting dead signs”, Stilinovic suggests that in pop
art, conceptual and neo-conceptual art, postmodernist trans- and neo-
phenomena in late capitalism there is an unbridled consumption of prod-
ucts, whereas in late real-socialist and post-socialist cultures there is an
unbridled exploitation of aesthetic and political meanings. What matters to
him is the difference between economic value and ideological meaning,
that gap in meaning and the feeling of meaning.

Stilinovic's late work of the 1990s and 2000s was gradually and thoroughly
reoriented from a negative nostalgia for socialism and modernism in
Exploitation of the Dead toward a reconsideration of “contemporaneity”,
refracting from anticipations of a wartime contemporaneity (the installa-
tion Bol /[ “Pain”, 1990), via the post-conflict syndrome (the project
Sahranjeni Bol | “Buried Pain”, 2000), to a cynical identification of the tran-
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sitional society of commodification (Geometrija kolaca | “Geometry of
Cakes”, 1993) and global transitional everyday in a play of the absurd (Ljudi
s vre¢icama | “Bag People”, 2001 and Nitko ne Zeli vidjeti /| “Nobody Wants
to See”, 2009).

An important project is Stilinovic's collected works - a series of books rep-
resenting his explorations of many years. It is a well thought out and
realised exercise in self-archiving, which means collecting and classifying
one’s own artistic productions. For instance, one might mention the follow-
ing books: Ljudi s vre¢icama (2001), Bol (2003), Umjetnik na djelu (“The
Artist at Work”, 2007), Knjige umjetnika (“Artist’'s Books”, 2007)¢,
Vrijedanje anarhije (“Insulting Anarchy”, 2007), Eksploatacija mrtvih
(2007), O novcu i nulama (“On Money and Zeros”, 2008). The books con-
struct hierarchies of and relations among Stilinovic's artistic productions in
time and by individual problem topics. It concerns creating an ostensibly
chaotic system of presenting parallel projects and their internal bifurca-
tions. It is a kind of self-critical “dialectic of Enlightenment”.

In the European context, Stilinovic is recognised as one of the leading con-
temporary artists who pursue in their work “marks” of their local and glob-
al everyday in relation to fundamental questions of naming humanity in
sensuous and conceptual terms - i.e. naming work, the family, homeland,
finances, sex, art, nature, heart, consciousness, health, conditions of life,
standard of living, man, etc. His intuitions about “everyday forms of life”
have opened an unexpected field of minimal, discrete, and subtle anticipa-
tions of contemporaneity in a changed world. His early post-conceptual
nihilism has gained the unexpected potential of a “critical tenderness”.

1. Samuel Beckett, “Texts for Nothing”, in The Complete Short Prose 1929-1980, Grove Press,
1995, p. 114.

2 Nena Dimitrijevic (ed.), Gorgona, Zagreb, Galerije grada Zagreba, 1977.

3 Grupa Sestorice autora, Zagreb, SCCA, 1998.

4 Mladen Stilinovic, “Tekst nogom”, in Mladen Stilinovic, exhibition catalogue, Zagreb, Salon
Galerije suvremene umjetnosti, 1984.

5 Mladen Stilinovi¢, “Dead Bureaucracy”, in Mladen Stilinovi¢ SING!, ed. Branka Stipancic,
Budapest, Ludwig Museum - Museum of Contemporary Art, 2011, p. 142.

6 Documenta 12 - Katalog / Catalogue, Kassel, 2007, p. 122.

7 Darko Simici¢, “Razgovor s Mladenom Stilinovicem”, in Mladen Stilinovié - Eksploatacija
mrtvih 1984-1989, Zagreb, Edicija Simici¢, 1989, p. 1.

8 Branka Stipancic (ed.), Mladen Stilinovi¢ / Artist's Books 1972-2006, Istanbul and Eindhoven:
Platform Garanti Contemporary Art Center and Vanabbemuseum, 2007.
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Conceptualismul moscovit

o alternativa la avangarda si arta oficiala

W Text
EKATERINA LAZAREVA

In primul numdr al revistei sovietice ,A - Ya”, revistd neoficiald
editata la Paris, Boris Groys a publicat, articolul ,,Conceptualismul
romantic moscovit”". Articolul s-a numarat printre primele care
au semnalat afilierea unui spectru larg de atitudini artistice, care
nu apartineau artei oficiale sovietice, la asa numita tendinta con-
ceptuala si, in acelasi timp, a identificat si definit specificul
romantic al conceptualismului practicat la Moscova. Formarea
scolii conceptuale la Moscova se plaseaza la inceputul anilor ‘70,
majoritatea lucrarilor celor mai relevante fiind create pana in
1979. Pana in cea de-a doua parte a anilor '70, principalele forme
de arta conceptuala practicate de artistii din Moscova au fost
imaginea bidimensionald, obiectul sau cartea de artist. In cea de-
a doua parte a deceniului, accentul s-a mutat pe actiune si per-
formance, deschizand astfel drumul pentru instalatie, practicata
de-abia de la inceputul anilor '80.

Collective Actions, The Third Variant / Varianta a treia, 1978. Regiunea Moscovei, linia de cale ferata
Savyolovskaya, in apropierea satului Kyevy Gorky, 28 mai 1978. Documentare foto. / Moscow region,
Savyolovskaya railway line, near village Kyevy Gorky. May 28, 1978. Photo documentation.

Courtesy of the author and Stella Art Foundation, Moscow

Nucleul conceptualismului moscovit a atras
autori provenind din domenii si generatii
diferite, cum ar fi poetii Dmitri Prigov si Lev
Rubinstein, artistii Ilya Kabakov, Erik Bulatoy,
Victor Pivovarov, Ivan Ciuikov, Andrei
Monastirski, Irina Nahova, Nikita Alekseev, Igor
Makarevici, Elena Elaghina, Victor Skersis,
Vadim Zaharov, Rimma si Valeri Gherlovin, cat
si grupurile TotArt, Gnezdo (,Cuibul”), Inspec-
toratul pentru Hermeneutici Medicale etc.
Fondatorii Sot-Art, Vitali Komar si Aleksander
Melamid au fost si ei apropiati ai scolii concep-
tuale. Varietatea ideilor, a subiectelor si a atitu-
dinilor acestor artisti depaseste, fara indoiala,
limitele acestui eseu® De aceea, voi Incerca sa
trasez in mare ceea ce defineste arta concep-
tuala din Moscova, specificul sau si ceea ce o
evidentiaza in context international, discutand
doar cateva exemple care, citandu-1 pe Joseph
Kosuth, ,au contribuit la o acceptiune a artei
neexistenta anterior””.

Specificul artei conceptuale moscovite se
datoreaza, in mare masura, contextului in care
a aparut: scenei artistice neoficiale din fosta
Uniune Sovietica, realismului socialist care,
dimpotriva, era stilul acceptat oficial, cat si ide-
ologiei comuniste care impregnase toate
aspectele societatii si care, in anii '70, era deja
subiect de critica si ironie. Absenta expozitiilor,
a publicatiilor si a pietei de arta au fost defi-
nitorii pentru caracterul inchis si izolat al
comunitatii conceptualistilor, care si-au dez-
voltat astfel propriul limbaj* - de multe ori,
dificil de decodat pentru cei din afara si, de
asemenea, propria ierarhie, intr-un mod simi-
lar cu cel al Castaliei din Jocul cu mdrgelele de
sticld a lui Herman Hesse.

In interpretarea lui Groys, conceptualismul
vestic reflecta asupra realitatii, a limitelor lim-
bajului si a rolului artei, in timp ce conceptual-
ismul moscovit (si arta rusg, in general) inte-
lege reprezentarea artistica precum o enclava,
ca intruziune in realitatea curenta a unor alte
realitati. Groys mai considera ca ceea ce a con-
ferit specificul romantic si liric al conceptualis-
mului moscovit a fost acea ,unitate spirituala
ruseasca”, dar si opozitia fata de ariditatea cul-
turii oficiale. Astfel, investigarea limbajului,
definitorie pentru arta conceptuala, este, in
cazul conceptualismului rus, in primul rand
aplicata limbajului artistic, inclusiv cel al pic-
turii realist-socialiste, cat si uzajului acestuia
ca element al imageriei ideologice sovietice,
circulata la scara larga in URSS. Daca Sot-Art
deconstruia Tn mod explicit limbajul realismu-
lui socialist, conceptualismul, in viziunea
Ekaterinei Bobrinskaia, ,demistifica dreptul pe
care realismul socialist si-l arogase de a emite
judecati in numele realitatii”’.



Tn schimbul inlocuirii reprezentarii pictate
cu fotografia si / sau mesajul textual, aces-
ta ramane in limitele mediilor artistice
traditionale, cu o atentie sporita acordata
desenului. Tn plus, conceptualistii moscoviti
nu Tmpartaseau abordarea ,lingvistica” a
limbajului practicata de colegii lor din Vest,
ci preferau intelegerea limbajului ca ,liter-
aturd”, ca naratie, ca poveste, reafirmand
prin aceasta caracterul profund literar al
culturii ruse. Legatura dintre imagine si text
devine foarte importanta Tn cazul unei
cartii de artist, un gen specific conceptual-
ismului moscovit, descoperit aproape
simultan de catre Ilya Kabakov si Victor
Pivovarov. Ambii artisti au lucrat in anii '60
ca ilustratori de carte pentru copii si au
integrat temporalitatea cartii si imbinarea
dintre text si imagine in carti de artist care
implicau si aspectul performativ - dupa
cum reiese si din titlul textului lui Kabakov:
,esenta cartii este lectura”®.

Kabakov a fost, de asemenea, unul din pri-
mii artisti care au lucrat cu estetica lozinci-
lor sovietice, apropriindu-si tehnicile aces-
tora (email pe placaj), coloritul specific si
caligrafia scolara care a devenit, de altfel,
emblematica pentru conceptualismul mos-
covit. Una dintre temele centrale ale albu-
melor sale si ale instalatiilor de mai tarziu
a fost ,omul de rand”, intr-un mod similar
literaturii ruse din secolul al XIX-lea. Eroii
naratiunilor sale sunt de obicei personaje
marunte, a caror conditie precara le scoate
brusc la iveala dimensiunea lor metafizica.
Eroul se dizolva in imagine si, citandu-1 pe
Malevici, ,paseste catre alb”. Pentru
Kabakov, dialogul cu ideile avangardei ruse
trece dincolo de inovatia formala, relevand
contradictiile lor ideologice. Conceptualistii
refuza orice pretentie de a reorganiza sau
de a schimba (in mod romantic) lumea,
considerand totalitara abordarea puternic
polemica a avangardei. Kabakov l-a si
numit o data pe Malevici ,Seful cel mare”,
jar in lucrarile sale, de multe ori, a abordat
tema utopiei care dezamageste, care
devine doar o saracie impartasita, din care
scaparea poate imbraca forma plecarii in
spatiu ca excentricitate personala, la limita
nebuniei.

Picturile lui Eric Bulatov din prima parte a
anilor '70, inspirate de estetica impersonala
a afiselor cailor ferate, de exemplu, au fost
considerate, dincolo de polemicile cu avan-
garda istorica, in adevarat sens avangardist.
Lucrarea sa, Orizont, din 1971, relua imagi-
nea unei carti postale sovietice, in maniera
fotorealista, marcand astfel o ruptura de
precedenta generatie de artisti preocupati
de libertatea personala si de expresie.
Invazia de ,copii” ce aminteau de Pop-Art
devenea din ce in ce mai provocatoare,
proportional cu repulsia crescanda a aces-
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tor artisti fata de obiectele originale.
Conform afirmatiilor ulterioare ale lui
Bulatov, motivatia lucrarii Orizont a fost
,dorinta de a scapa de orice norma estetica
si de a practica cel mai simplu si mai actu-
al limbaj"".

Bulatov exploreaza relatiile dintre spatiul
iluzoriu al picturii, suprafata bidimensio-
nala a acesteia fiind accentuata de planul
textului sau de elementul formal, parte a
imaginii ,realiste”. In Orizont, dunga rosie,
care aminteste de panglica unei medalii
sau de un covor rosu, separa de privitor ori-
zontul unui peisaj marin si blocheaza
inaintarea spre orizont a unui grup de
muncitori sovietici Tmbracati neadecvat.
Dincolo de trimiterea fireasca la Calvarul
rosu al lui Malevici, cu imaginea calaretilor
rosii la orizont, acest semn vizual
blocheaza orice privire inspre o adancime a
spatiului, inspre linia orizontului si, in mod
simbolic, Tnspre viitor. Dunga rosie nu este
in acest caz o forma abstracta, suprema-
tista, ci este o panglica festiva brodata cu
auriu care citeaza in mod ironic si fundalul
auriu al icoanei. Acelasi contrast intre mis-
carea directionata catre adancimea per-
spectivala a picturii si semnul ideologic
blocant este prezent si in lucrarea Strada
Krasikov (1977), in care sunt reprezentati
cetateni in miscare intr-un plan paralel cu
placatul alb cu imaginea monumentala a
lui Lenin.

Tn alte lucrari, iluzia spatiului este intrerup-
ta de text, cum ar fi sloganul rosu care
acopera cerul in lucrarea Glorie CPSU (1975)
sau semnul de intrare interzisa suprapus
peste promisiunea textuala din lucrarea
Intrare. Lozincile si sloganele sovietice din
lucrarile lui Bulatov au fost cateodata aso-
ciate cu Sot-Art, desi coliziunea dintre
promisiunea spatiului si planeitatea
suprafetei releva imposibilitatea unei viziu-
ni complete si armonioase asupra lumii si
marcheaza granitele opresive ale unui
spatiu social.

Victor Pivovarov isi creeaza propria versi-
une a ,imaginii conceptuale”, inclusiv prin
lucrarile din radicala serie Proiecte pentru
un om singur (1975). In picturile sale din
prima parte a anilor '70, acesta renunta la
efectele picturale si foloseste doar patru
sau cinci culori, aplicate plat, in zone
delimitate, care amintesc de estetica sten-
cilului. Obiectele astfel reprezentate nu trec
prin filtrul ,deformant senzorial” al viziunii
individuale, dobandind, in schimb, ,cali-
tatile unui semn”®. Refuzul programatic al
scrierii de mana, personalizata, si lupta
impotriva oricarei expresii personale au
definit desenul sau caracteristic — generic
si idealizat, cat si setul de imagini identifi-
cabile imediat ca specifice lui Pivovarov.
Obiectele si personajele recognoscibile din
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Ilya Kabakov, in bucdtdria comund / In the Communal
Kitchen, 1991. Courtesy of Regina Gallery, Moskow

picturile lui Pivovarov sunt reprezentate in
spatii autonome, independente, distrugand
astfel iluzia unei picturi traditionale, in
sens clasic, de fereastra catre lume. Aceste
spatii, odata cu renuntarea la rame,
creeaza efectul de ,imagine deschisa”, care
implica o pluralitate a interpretarii. Absenta
evidenta a legaturilor logice intre obiectele
reprezentate - logica suprarealista a ,intal-
nirii dintre 0 masina de cusut si o umbrela
pe masa de operatii” - face loc unei
pierderi totale a oricarei logici, invocand
astfel haosul, entropia si absurdul.

Unele dintre operele sale cele mai
reprezentative, seria Proiectelor pentru un
om singur, urmata de seria Imagini pentru
un om singur (1975), au ca tema centrala
singuratatea, inteleasa nu ca tragedie, ci
dimpotriva, ca proiect al unei vieti mai
bune. Notiunea de proiect, astazi aproape
sinonima cu lucrare de arta, avea inca, in
Uniunea Sovietica a anilor '70, acceptiunea
de plan arhitectural, tehnic sau de lucrare
stiintifica, in domeniul artei aplicandu-se
de exemplu programului avangardei
istorice, cum ar fi Proiectele pentru afir-
marea noului — Proun, ale lui El Lissitzky.
Proiectele pentru locuinta unui om singur,
Proiectul pentru obiectele uzuale ale unui
om singur si Programul zilnic al unui om
singur par sa se inscrie in genealogia avan-
gardista a construirii unei noi ordini.

Cu toate acestea, alte proiecte, cum ar fi
Proiect de cer pentru un om singur, Proiect
de vise pentru un om singur si Model de
biografie pentru un om singur releva o
dimensiune metafizica si intimista, care
contrazice si depaseste logica si proiectiile
utopice ale avangardei. Spre deosebire de
pictura traditionala, lozincile lui Pivovarov
nu se adreseaza, asemenea modelelor ofi-
ciale, privitorului inteles ca individ, ci ca
multime, ca societate.

Autorul nsusi actioneaza in numele unei
institutii imaginare, un imaginar Institut
pentru Studiul Singuratatii, propunand un
program de solitudine programatica, de
austeritate moderata si de infranare de la
lucrurile ne-esentiale. Forma proiectelor
este cea a documentatiei tehnice, ampren-
ta autorului si expresia artistica fiind
reduse la minimum. Dar chiar si formele
depersonalizate si austere ale imaginii,
cum este cazul Proiectelor pentru un om
singur, au o motivatie lirica, de asemenea
specifica lui Pivovarov, spre deosebire de
lozincile realizate de colegul si prietenul
sau Ilya Kabakov — cum ar fi, de exemplu,
Listd de asteptare pentru Gioconda sau
Duminicd seara (1980). Aceasta motivatie
lirica poate fi efectul ,spiritului metafizic”
care, afirma Pivovarov, s-a stins in 1976.
Prezenta si disparitia acestuia devin evi-
dente Tn comparatia cu pictura conceptua-






lista vestica a anilor '60, care urmarea
diminuarea nu doar a efectelor picturale si
a expresiei personale, dar si a insesi expre-
sivitatii subiectului.

Tn 1976, prima actiune de grup a unor artisti,
printre care se numarau Andrei Mona-
stirski, Nikita Alekseev, Nikolai Panitkov si
Gheorghi Kizevalter, s-a desfasurat in aer
liber. Mai tarziu, grupul si-a preluat numele
de Actiuni colective (,Kollektivnye Deist-
viya” - KD) din subtitlurile expozitiei Noua
Arta Sovietica: viziunea informala de la
faimoasa Bienniale del Dissenso de la
Venetia, din 1977, unde a fost expusa docu-
mentatia actiunilor lor. Avand ca tema cen-
trala dematerializarea practicii artistice,
care, conform conducatorului grupului,
Andrei Monastirski, urmarea ,provocarea
perceptiei anti-eveniment”®, grupul a fost
influentat de minimalismul lui John Cage,
de filozofia orientala (in special Budismul
Zen) si de absurdul poeziilor OBERIU (Daniil
Harms, Aleksei Vvedenski s.a.). Ulterior,
grupului i s-au alaturat si Igor Makarevici,
Elena lelaghina, Serghei Romasko si Sabina
Hensghen, la actiunile lor participand si
numerosi alti membri ai cercului conceptu-
alist de la Moscova, iar actiunile au fost
documentate si comentate in volumele
scrise la masina Caldtorii in afara orasului.
Alte surse pentru imitatia ironica au fost
excesul birocratic de documente, scheme,
texte si comentarii, conform lui Monastirski,
printre cele mai importante surse pentru
actiunile KD s-au numarat ,dadaistii,
OBERIU, Fluxus si lucrarile Comitetului
Central al GPSU din timpul lui Leonid
Brejnev” ™.
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Majoritatea actiunilor s-au desfasurat la
tara, pe terenuri agricole necultivate, lista
invitatilor, contactarea lor si traseul fiind
planificate cu grija, urmarindu-se crearea
unui anumit orizont de asteptare in consti-
inta participantilor, iar actiunea se autode-
finea, de multe ori, ca ,non-actiune”.
Intr-adevar, actiunile KD nu au avut cono-
tatii simbolice, corporale, psihologice,
sociale sau ideologice. KD lucrau cu zona
mentala a perceptiei, construindu-si actiu-
nile nu ca lucrari de arta in sine, ci ca
raspuns din partea privitorului.

Jnainte de Tnceputul evenimentului pe
campul real, campul asteptarilor este
«umplut» de anticipare si presupunere.
Este evident ca aceste asteptari si pre-
supuneri devin din ce in ce mai putin con-
crete si apropiate de adevar, cu cat se stie
mai putin despre eveniment. Daca aceasta
concretete este redusa, campul asteptarii
ramane gol, creand suspans pana la
inceperea actiunii. Experienta «goliciunii»
campului real se intrepatrunde si se supra-
pune experientei asteptarii continue, a
campului asteptarii «golit» complet. Se
dezvaluie apoi deodata ca actiunea insasi
nu va avea loc. Ceea ce ni s-a aratat, de
fapt, a fost demonstratia propriei perceptii,
nimic mai mult. Ceea ce asteptam nu s-a
intamplat, in schimb, asteptarea si antici-
parea noastra au fost reale si le-am expe-
rimentat” "

Pentru prima actiune, pe 13 martie 1976,
publicul s-a adunat pe campia Izmailovski
(numita de KD ,campul demonstratiei”).
Dupa o perioada de suspans, s-au putut
distinge doua siluete venind dinspre

Eric Bulatov, Orizont / Horizon, 1971-1972.
Courtesy of the author

padure (,zona nediferentiatd”), care, dupa
ce s-au apropiat, au inmanat certificate de
participare la actiunea Aparitia. In actiunea
Stop (1983), drumul Tn grup pana la locul
actiunii a constituit, de fapt, evenimentul in
sine si a fost inregistrat de catre artistii care
i-au urmarit, neobservatj, pe participanti.
In cadrul esteticii KD, o atentie deosebita
este acordata marginilor, granitelor cu
,zonele nediferentiate”, locurilor nedefinite
de unde incepe sau unde se sfarseste acti-
unea, lucrurilor ascunse intentionat
atentiei publicului, lucrurilor prezente in
,campul de expunere”, dar absente din
,campul demonstratiei”, devenind astfel
,obiecte extrademonstrative”. Unele actiuni
tindeau catre stergerea granitelor dintre
arta si viata de zi cu zi, fiind adresate unui
Lpublic posibil’, care incidental se putea
intalni cu sloganul lasat in padure ,Nu ma
plang de nimic si imi place totul, desi nu
am fost niciodata aici si nu stiu nimic
despre acest loc”, putea vedea sfera argin-
tie care pluteste pe rau sau putea auzi
intdmplator sunetul clopotului ingropat in
zapada (Slogan, Sferd si Liblikh, 1977).
Actiunile grupului KD au constituit, in
cadrul  conceptualismului  moscovit,
ipostazele sale procesuale, imateriale, ale
creativitatii colective, ale autonomiei insti-
tutionale si ale alternativei, ale arhivei si
comentariului si, de asemenea, ale rezis-
tentei apolitice in fata regimului opresiv.

1. Groys, B., ,Moskovskii Romanticheskii Konzeptualism”, ,A -
Ya", 1979, nr. 1, Paris, pp. 3-11.

2. Pentru informatii suplimentare despre arta conceptuala
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Viktor Pivovarov, Grddind eidetica / Eidetic Garden, 2010, ulei pe panza / oil on canvas. Collection of the artist
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Viktor Pivovarov, Te salut, al doilea sine al meu! / | Salute You, My Second Selfl, 1999,
acuareld, tus de India pe hartie / watercolor, India ink on paper. Collection of the
artist

Viktor Pivovarov, Tandrete / Tenderness, 2003, ulei pe panza / oil on canvas.
Collection of the artist




Installation view of Viktor Pivovarov, The Snail’s Trail, Garage Museum of Contemporary Art, Moscow, 2016. Photo: Olga Alexeyenko. Courtesy of Garage Museum of Contemporary Art

Moscow Conceptualism:

alternative to Avant-garde and officious

Text EKATERINA LAZAREVA

In the first issue of the non-official Soviet art magazine “A - Ya” edited in
Paris there was published an article by Boris Groys, “The Moscow Romantic
Conceptualism”". The article was one of the first to connect a wide spectrum
of non-official Soviet art practices to the so-called “conceptual” turn and
gave an important specifying characteristic to Moscow version of Conceptual
art as romantic. However, the formation of the conceptual school at the
Moscow art scene falls on the beginning of the 1970’s, and the majority of its
key art works was created before 1979. In the beginning and mid-70’s the main
artistic forms of the Moscow Conceptualism were a picture, an album, and an
object, and in the 2nd half of the decade the focus was displaced towards
performance and actions, opening ways for installations only in 1980’s.

The wide circle of authors from various generations connected with the
Moscow Conceptual School includes poets Dmitry Prigov and Lev Rubinstein,
artists Ilya Kabakov, Erik Bulatov, Victor Pivovarov, Ivan Chuykov, Andrey
Monastyrsky, Irina Nakhova, Nikita Alekseev, Igor Makarevich, Elena Elagina,
Victor Skersis, Vadim Zakharov, Rimma and Valery Gerlovin and the groups
TotArt, Gnezdo (Nest), Medical Hermeneutics Inspection, etc. The founders of
Sots-Art, Vitaly Komar and Alexander Melamid were also quite close to con-
ceptual school. The variety of the ideas, subjects and approaches developed
by these authors doesn't certainly fit in the limits of my essay® | will there-
fore try to give the most general idea on specifics of the Moscow
Conceptualism in the international context and will discuss only few exam-
ples that, being put into Joseph Kosuth's words, have added something to the
conception of art that wasn't there before they started>.

The specificity of the Moscow version of Conceptual art was in many respects
caused by the context of its emergence within non-official art scene of the
late USSR, where the only allowed in official culture style was Socialist
Realism and where all the areas of everyday life were penetrated by the per-
vasive presence of Communist ideology that in 70's began to be perceived
critically and / or ironically. The lack of exhibitions, publications and art mar-
ket defined the enclosed, hermetic character of the conceptualists’ commu-
nity that created its own language*, often remained unclear to external
observers and their own Hierarchy, resembling Castalia from Herman Hesse's
Das Glasperlenspiel.

And it is the “unity of collective soul yet living in Russia” and opposed to arid-
ness of official culture, according to Groys, defined the “lyrical” or “romantic”
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character of Moscow Conceptual School. In Groys's interpretation, the
Western Conceptualism reflexes upon the present world and the language
borders and the place of art in it, and the Moscow Conceptualism as Russian
art in general talks about other world and sees art as the invasion of anoth-
er world into ours.

Therefore the language investigation, central to Conceptual art, in the
Moscow Conceptualism is primarily addressed to the language of art itself,
including the language of realist paintings and its usage in the ideological
visual imagery widely circulated in USSR. And if Sots-Art explicitly decon-
structed the language of the Socialist Realism, the Conceptualism, according
to Bobrinskaya, "demystified its right to take out judgments on behalf of life".
Instead of replacing painterly representation with photography and/or text it
remains within traditional artistic media paying special attention to drawing.
Besides, Moscow Conceptualists didn't share the “linguistic” approach to lan-
guage revealed by their Western colleagues and works with language as “li-
terature”, narrative, story reaffirming by that the literature-centered charac-
ter of Russian culture. The interrelation between picture and text becomes
extremely important within conceptual album, a special genre of Moscow
Conceptualism, invented almost simultaneously by Ilya Kabakov and Victor
Pivovarov. Both artists have worked in 1960's as illustrators of kids' books and
brought the book temporality and the union of text and image into album
that involve the performative aspect of its demonstration. As follows, from
the title of Kabakov's text: “All the album’s matter is the leafing through”®.
Kabakov was also one of the first artists, who worked with aesthetics of Soviet
informational stands appropriating their techniques of enamel paint on
hardboard, their typical coloring and the hand-written school-like calligraphy
that became emblematic for Moscow Conceptualism in general. One of the
central themes of Kabakov's albums and later installations was the “small
man” resembling the 19-th century Russian literature. The typical hero of
artist's stories is usually miserable and insignificant and his scarce life con-
ditions suddenly reveal their metaphysical backside. Hero dissolves inside
picture, “step out into the white” in Malevich’'s words.

For Kabakov the dialogue or even polemics with the ideas of the Russian
avant-garde go far beyond formal innovations and reveal the ideological con-
tradiction. The Conceptualists refuse any pretension for reorganization and
even (romantic) change of the world, and perceive the Russian avant-garde’s
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strong-willed approach to life as authoritarian. The artist once called
Malevich "the big chief" and in his works later he often addressed the theme
of utopia that has deceived expectations and turned into poor communal life,
from which it is possible to depart to space only as a personal eccentricity on
the verge of madness.

Already beyond the polemics with historical avant-garde and as a true avant-
gardism there were apprehended the paintings by Eric Bulatov of early 1970’s,
inspired by the artist's interest towards impersonalized painterly images
such as railway posters. His painting Horizon (1971) repeated a Soviet post-
card in photorealistic manner and marked radical rupture with the older
generation of artists focused on personal freedom and self-expression. The
invasion of “not original” production image close to Pop-Art strategies was
the more provocative the more odious was this kind of production for non-
official artists. According to the artist’s later comments this work was dictat-
ed by aspiration "to get rid of any esthetic normativity and to speak the most
simple, modern language"’.

Bulatov explores the relations between illusory space of the picture and its
flat surface accented by the plane of the text or the formal element, dropping
out of the "realistic" image. In "Horizon" the red strip reminding a medal rib-
bon or a carpet path closes the horizon of the seascape from the viewer and
stops the movement of the represented group of Soviet employees dressed
inappropriately for the sea coast towards the horizon. Beyond natural asso-
ciations with Malevich's picture "The red cavalry" with a number of red riders
on the horizon, this visual sign stops any movement of a gaze into depth of
the space, towards horizon, and symbolically towards future as unavoidable
"beam in eye". The red strip here is not an abstract, Suprematist form; it's a
ceremonial decorated ribbon with golden borders that ironically remind the
golden backgrounds of icons.

A similar contrast of the movement directed into the illusionary picture’s
depth and the withstanding ideological sign is presented in the picture
"Krasikov Street" (1977), where busy citizens move not towards but besides
the white banner with Lenin’s monumental figure. In some other works of
Bulatov the illusion of picture’s depth is broken by text, for example, the red
propaganda slogan blocking the blue sky in the picture "Glory to CPSU" (1975)
or the red warning "There is no entrance" crossing-out dreamy-blue promise
"Entrance" going into prospect. The use of communistic ideology signs and
slogans in Bulatov's paintings is sometimes related to Sots Art, however, the
collision of the prospect receding into the distance and the surface of picture
reveals impossibility of a complete and harmonious world view and marks
the borders of social space and their pressure upon man.

At the same time Victor Pivovarov creates his own version of "conceptual pic-
ture", including the most radical ones from the series "Projects for a Lonely
Man" (1975). In his paintings of early 1970’s he abolishes the idea of painterly
effects and uses four to five local flat colors applied as a kind of stencil-plate.
The represented objects lose signs of "sensual deformation" of individual
vision and "disclose characteristics of a sign"®. At the same time conscious
refusal of individual handwriting, the "fight against self-expression" leads to
formation of that type of generalized, ideal drawing and that characteristic
set of images, which are unmistakably identified by the viewer as
"Pivovarov's".

The recognizable characters and objects of Pivovarov's pictures exist in
autonomous independent spaces destroying organic illusion of a classical
picture as the window to the world. These spaces together with renounce-
ment of a frame create an effect of "open picture", implying plurality of inter-
pretation of the objects and images represented. The visible lack of logic
relations, reminding the surrealist’s favorite logic of a "casual meeting of a
sewing machine and an umbrella on the operating table" here is turned
towards the loss of sense of any relations bringing forefront the notions of
chaos, entropy and absurdity.

One of artist’s key works, the six stands from the “Projects for a Lonely Man”
series, accompanied by the "Pictures for a Lonely Man" (1975) is devoted to
the matter of loneliness understood by no means tragically but representing
a project for better life. The notion of "project", today almost equivalent to
"art work", in Soviet 1970's still belonged to area of architectural, scientific or
technical developments, and in the field of art clearly addressed the projec-
tion rise of historical Avant-garde, for example, El Lissitzky's Proun’s (Projects
for the affirmation of the New). Pivovarov's “Projects of the housing for a
lonely man”, "Project of everyday objects for a lonely man” and “Daily regime
of a lonely man” apparently fitted into this genealogy of avant-garde con-
struction and organization of new life. However other projects, as the "Project
of the sky for a lonely man", "Project of dreams for lonely man" and "The draft
of the biography of a lonely man" reveal metaphysic and intimate dimension
inappropriate for avant-garde utopian projections and overturning the
avant-garde logic.

Unlike traditional picture, the stand-picture is addressed not to individual
viewer, but to many of them, to society. The author as well acts here on behalf
of an imagined institution, some scientific research institute of the
Loneliness suggesting a program of conscious loneliness, moderate austeri-
ty and self-restriction of unnecessary things. The formal decision of the
“Projects” series was reduced to minimum author’s and even artistic pres-
ence and engaged dry language of project documentation.

But it can be noticed that event the depersonalized and formal dry version of
conceptual picture as "Projects for a lonely man" had a lyrical beginning that
characterize Pivovarov's works in comparison to later stand-pictures of his

closest colleague Kabakov such as "Waiting list for Gioconda" or "Sunday
evening" (1980). This lyrical beginning could be connected with "metaphysi-
cal air" which, according to Pivovarov, finished in 1976. Its presence and
exhaustion is especially notable in comparison with the Western conceptual
painting of 1960’s that reduced not only a pictorial effects and author's man-
ner, but any character or subject as well.

In the same 1976 the first action of a group or artists including Andrey
Monastyrsky, Nikita Alekseev, Nikolay Panitkov and Georgy Kizevalter was
organized outdoors. Later the group adopted the name “Collective actions”
(Kollektivnye Deistviya (KD)) taken from the section title of the exhibition
"New Soviet art: the informal prospect" of the famous Bienniale del Dissenso
in Venice (1977), where their documentation was represented. Bringing the
focus to dematerialized art practice, that according to the leader of the group
Andrey Monastyrsky was aimed to the “aggravated perception of "not
events""? the group absorbed the influences from John Cage’s minimalism,
Eastern philosophy (especially Zen Buddism) and absurdism of OBERIU poet-
ry (Daniil Kharms, Alexei Vvedensky etc).

Subsequently Igor Makarevich, Elena Yelagina, Sergey Romashko and Sabina
Haensgen have joined the group and many other people from the Moscow
Conceptualism circle took part in their actions that were carefully document-
ed and commented in the typewritten volumes “Trips out of town”.
Bureaucratic overproduction of the documents, schemes, texts and com-
ments reveal another source of ironic imitation: according to Monastyrsky the
most significant sources of KD practice were "dadaists, OBERIU, Fluxus and
the work of the Central committee of CPSU at the time of Leonid Brezhnev"".
Most of the actions were organized on uncultivated fields in the country, the
list of invited guests, the way of their notification and the way to the place of
action was carefully thought. Thus, a certain space of expectation was formed
in the audience consciousness and it was demonstrated to itself within the
action often representing an "empty action". Indeed the actions of KD didn't
contain any symbolical implication, didn't involve corporal, psychological,
social or ideological spheres. KD worked with the mental area and construct-
ed as their work of art not the action itself but its reception by the viewer.
"Before the beginning of the event on the empirical field the "field" of expec-
tation is filled with many anticipations and assumptions. It is obvious that the
"less known" is about the future event, the less concrete would be these
anticipations and assumptions. If this concreteness is minimized, the field of
expectation will practically remain empty and intense till the beginning of
action. The experience of "emptiness" of the real field and the continuing
expectation experience as empty "field" of expectation interlock. We will tell
at once that the action itself is done as eyewash. What was shown to us was
actually the demonstration of our perception, nothing else. It is not what we
were waiting occurred, happened... but namely out expectation has occurred
and happened"™.

In the first action on March 13, 1976 the audience gathered on empty
Izmaylovsky field (in terms of KD "the sign demonstration field") after certain
suspense could distinguish two figures approaching to them from the wood
("undifferentiated zone"). They have crossed the field and have handed to
attendees the certificate of participation in the “Appearance” action. In the
"Stop" action (1983) the collective travel to action venue was the action itself
and it was documented with tape recorder by the artists who were impercep-
tibly following the audience.

In the aesthetics of KD special significance is attributed to edges, marginalia,
a boundary "undifferentiated zone", to non-obvious beginning or end of
action, to what escapes or is intentionally hidden from the audience atten-
tion, what is present at the "sign exposition field", but is absent in the
"demonstration field" and becomes "extra demonstration object". Some
actions erase border of art and everyday life and are addressed to "imagined
viewer", who will incidentally see the slogan - “I don’t complain about any-
thing and | like everything, though I've never been here and know nothing
about this place” - remained in the wood or the silver sphere floating down
the river, or will incidentally hear the electric call dug in snow ("Slogan",
"Sphere" and "Liblikh", 1977).

The KD contribution to Moscow Conceptualism is connected with non-mate-
rial, process art, collective creativity, institutional autonomy and alternative,
as well as the notion of archive and commentary, and also apolitical resist-
ance to the ruling regime.
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Conceptualismul
comunal moscovit’

M Text
VICTOR TUPITSYN

Pentru inceput, voi mentiona cateva nume si voi reliefa unele probleme
care merita atentie. Alaturi de Komar si Melamid, Ilya Kabakov si
Andrei Monastirski pot fi considerati fondatorii conceptualismului rus.
In anii '70 si '80, mai ales lor li s-a datorat initierea in lumea alterna-
tiva a artei moscovite a unui grup compact de artisti conceptuali, care
s-au afirmat sub numele de cercul MANA (Moscow Archive of New Art).
Aproape toate segmentele operei conceptualismului moscovit sunt in
mod esential reprezentdri ale limbajului vietii comunale sovietice.
Acuta ,receptivitate a limbajului” majoritatii artistilor rusi se datorea-
za faptului ca fiecare dintre ei a fost produsul unei educatii comunale
si al circumstantelor care insotesc traiul la comun al chiriasilor, cu
toate trasaturile caracteristice ale vietii comunale ,institutionale”
(adica obligatorii). Spre deosebire de ei, conceptualistii din a doua
generatie - sau, ca sa fim mai exacti, neo-conceptualistii - pot fi legati
de viata la comun ,contractuald” (deci electiva). Aceasta categorie din
urma ii include pe membrii grupurilor ,Mukhomor”, ,SZ” si ,Medical
Hermeneutics”.
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Vitaly Komar, Aleksandr Melamid,
Citare |/ Quotation, 1972. Foto
/Photo: Hermann Feldhaus.
Courtesy of the author
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Asadar, in "Ten Characters" (1972-1988)
Kabakov isi ascunde intotdeauna ,Eul” auc-
torial in spatele unui conglomerat de per-
sonaje, aceasta teama de a se identifica pe
sine a avut un efect pozitiv (a se citi ,inalta-
tor”), intrucat a contribuit la ,conceptualis-
mul vietii comunale moscovite”, o practica
multimedia ce Tmbratiseaza ideea de artist
ca schizo-producator, care opereaza in
cadrul unui act auctorial efemer (conspira-
tiv). Dat fiind faptul ca divizarea
schizofrenica a ,Eului” auctorial este ade-
sea premisa pentru crearea unei multitudi-
ni de personaje, Kabakov pare, in unele din
instalatiile sale, sa se incadreze in definitia
de ,schizo-cameleon”. Cel din urma, adica
sinele polifonic, flexibil si evaziv, este, de
fapt, productia sa fundamentala.

Tn lucrarile grupului Collective Actions (CA),
(Monastirski, Nikolai  Panitkov, Igor
Makarevici, Elena Elaghina, Sergei Romasko,
Sabine Hansgen, Nikita Alekseev si
Gheorghii Kizevalter), ,personajul” este un
agent al vorbirii, divizat in imaginea si
asemanarea sa. In performance-ul Ten
Appearances (1981), Monastirski si colegii
sai din CA i-au rugat pe zece privitori sa
traga franghii din centrul unui cadmp nza-
pezit, pana la padurea din apropiere.

Cand acei zece oameni au ajuns la o dis-
tanta considerabila unul fata de altul si
fata de membrii grupului CA, care ii obser-
vau, acestia au fost fotografiati. Cand s-au
intors, li s-a oferit posibilitatea de a se uita
la fotografii. Desi fotografiile fusesera fa-
cute cu un aparat obisnuit, si nu cu un
Polaroid Instamatic, nimeni nu le-a contes-
tat veridicitatea.

De fapt, fotografiile erau ale membrilor din
grupul CA insisi, care vizitasera acel camp
nainte si care isi facusera poze unul altuia.
Distanta, care a facut chipurile practic
indistinctibile, a contribuit la succesul falsi-
ficarii. Aceasta a fost dezvaluita mult mai
tarziu, n ceea ce a reprezentat momentul
culminant al proiectului "Ten Appearances".
A mai fost expusa si fragilitatea granitei
dintre reprezentarea faptului si faptul



s

Collective Actions Group, Zece aparitii / Ten Appearances, 1981. Photo: Igor Makarevich, Georgii Kizevalter. Courtesy of the author



Ilya Kabakov, Raspunsuri ale Grupului Experimental /
Answers of Experimental Group, 1970-1971. Foto /
Photo: Igor Makarevich. Courtesy of the author

reprezentarii. In timpul performance-urilor
grupului CA, vointa de a vorbi este repri-
mata, iar ,timpul verbal” este umplut cu
actiune. Vorbirii 1i vine si ei randul dupa
actiune - in momentul actelor verbale
,compensatorii”, cum ar fi interpretarea,
descrierea si amintirea.

Charlotte Moorman, care a cantat la violon-
cel in 1976, in deschiderea instalatiei lui
Komar si Melamid (K&M) Music Writing
“Passport™, a facut figura de ,personaj”
(chiar dacd nu a stiut asta). Acesta din
urma este (pentru K&M) incarnarea textului
extra-comunal, fie el canonic sau apocrif.
Pentru acesti artisti, identificarea cu astfel
de figuri este o forma de individuatie, o
incercare de a se separa de masa anonima,
fara chip. In Quotation de K&M (1972),
vedem randuri egale de dreptunghiuri albe,
schitate pe un fundal rosu si plasate intre
ghilimele. Tn mare, aceste spatii goale,
potrivite pentru insertia unor perle de dis-
curs autoritar, creeaza aparenta unui
tablou minimalist. Cu toate acestea, struc-
tura eidetica (de limbaj) este perceputa,
chiar si in lipsa unui mesaj specific con-
cretizat, ca o incarnare a vointei de a dom-
ina si de a controla. Spre deosebire de
Kabakov, K&M au supus totusi discursul
autoritar, nu pe cel al vietii comunale, unei
lecturi deconstructive. Kabakov refuza sa
creada in existenta unor naratiuni ,libere
de viata comunald”, in timp ce K&M sunt
convinsi ca vizualitatea este intotdeauna
infestata cu discurs autoritar.
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Tn anii '80, raspandirea fetisismului marfii
in sfera productiei de text, in domeniul
cunoasterii, al ideilor si documentatiei a
ajuns intr-un asemenea punct, incat diho-
tomia obiect vs text pare acum depasita.
In ceea ce priveste conceptualismul din
Rusia, eclectismul si caracterul sau
omnivor, capacitatea sa de a vietui pasnic
cu alte genuri si stiluri - pictura de sevalet,
fotografia etc. - il fac totusi sa fie un
fenomen al vietuirii comunale.

Desi conceptualistii moscoviti pot fi
descrisi ca insesizabili — insesizabili pre-
cum o urma in padure, fie te poti bucura
de endgame, ori poti incepe sa cauti noi
paradigme de expunere si forme alterna-
tive de interactiune cu publicul.

Acestea fiind spuse, as dori sa subliniez
asemanarea dintre arta si democratie,
sustinand ca acestea sunt la fel de greu
de atins si sunt ambele menite sa existe
sub forma disidentei. Tnsa chiar daca
promisiunea (sau proiectul) lor nu se va
indeplini, participarea noastra la ele
este, cu toate acestea, cruciala. Ar trebui
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sa ne gandim de doua ori inainte de a ne
dezangaja din acest proces, deoarece
singura modalitate de a experimenta
arta si democratia (mai ales in societatea
de consum) este de a nu Tnceta niciodata
sa le reinventam.

Daca arta si democratia sunt menite sa
existe si sa supravietuiasca in afara
industriei artei si industriei democratiei,
aceasta se datoreaza in primul rand
interactiunii noastre cu ele.

Pentru a incheia, voi adauga ca o imagine
a conceptualismului moscovit a fost data
de expozitia din 1999, Global Conceptua-
lism: Points of Origin, 1950s-1980s, organi-
zata la Muzeul de Arta din Queens, New
York. Curatoarea sectiunii rusesti a expoz-
itiei a fost Margarita Tupitsyn.

* Excerpt din eseurile Moscow Communal Conceptualism
(Parachute, 1996) si Immaculate Conceptualism (Parkett,
2008).

1. La New York, Moorman a interpretat, la Ronald Feldman Fine
Arts, partitura muzicala din Music Writing “Passport” (1975).
Titlul expozitiei din 1976 a fost Color is a Mighty Power!



Text
VICTOR TUPITSYN

To begin, | will mention several names and outline some issues that deserve
attention. Along with Komar and Melamid, Ilya Kabakov and Andrei
Monastyrsky may be regarded as the founders of Russian Conceptualism. In
the seventies and eighties they were chiefly responsible for the initiation into
the alternative Moscow art world of a tight group of conceptual artists who
announced themselves as the MANA (The Moscow Archive of New Art) circle.
Almost all segments of Moscow conceptualism’s oeuvre are essentially rep-
resentations of Soviet communal speech. The acute “speech receptivity” of
most Russian artists owes itself to the fact that each of them was the prod-
uct of communal upbringing and of the circumstances that accompany com-
munal tenantship with all the distinctive features of “institutional” (i.e., oblig-
atory) communality. Unlike them, second-generation conceptualists - or, to
be more precise, neo-conceptualists - can be linked to “contractual” (i.e.,
elective) communality. This latter variety includes members of groups:
“Mukhomor”, “SZ", and “Medical Hermeneutics”.

Although in Ten Characters (1972-1988) Kabakov would always hide his autho-
rial “I” behind legions of characters, this fear of identifying himself had a pos-
itive (i.e., “uplifting”) effect inasmuch as it contributed to “Moscow communal
conceptualism”, a multimedia practice that embraces the idea of the artist as
schizo-producer who operates within the framework of an ephemeral (con-
spiratorial) authorship. Given that the schizophrenic division of the authorial
“I" is often a prerequisite for the production of a multitude of personages,
Kabakov, in a number of his installations, seems to fit the definition of
“schizo-chameleon”. The latter, i.e., the polyphonic, flexible, and evasive self
is, in fact, his ultimate production.

In the works of the Collective Actions (CA) group (Monastyrsky, Nikolai
Panitkov, Igor Makarevich, Elena Elagina, Sergei Romashko, Sabine Hansgen,
Nikita Alekseev, and Georgii Kizevalter), the “character” is an agent of speech
bisected into its image and likeness. In the performance Ten Appearances
(1981), Monastyrsky and his CA colleagues asked ten viewers to pull ropes
from the center of a snowbound field toward the surrounding wood. When
these ten people had moved a considerable distance from each other and
from the CA members who were observing them, they were photographed.
When they returned, they were offered a chance to look at the photographs.
Although the photographs were taken with regular camera and not a Polaroid
Instamatic, no one questioned their authenticity. In fact, the photographs
were of the CA members themselves who had visited the field previously and
had taken pictures of each other. The distance that made the figures practi-
cally indistinguishable contributed to the success of this falsification. It was
exposed much later, which was the planned culmination of Ten Appearances.
Also exposed was the fragility of the border between representation of fact
and the fact of representation. During the performances of CA group, the will
to speak is repressed while the “verbal time” is filled with action. Speech has
its turn after action - at the moment of “compensatory” verbal acts, such as
interpretation, description, and recollection.

Charlotte Moorman, who in 1976 played cello at the opening of Komar and
Melamid's (K&M's) installation Music Writing “Passport”, served (however
unknowingly) as a “character”. The latter (for K&M) is the incarnation of the
extra-communal text, either the canonical or the apocryphal. For these
artists, identification with such figures is a form of individuation, an attempt
to separate themselves from the faceless, anonymous mass. In K&M’s
Quotation (1972), we see even rows of white quadrangles sketched on a red
background and placed within quotation marks. In all, these empty spaces,
suitable for the insertion of pearls of authoritarian speech, form the sem-
blance of a Minimalist painting. Nonetheless, its eidetic (speech) structure,
even without a specific concretized message, is perceived as an incarnation
of the will to power and control. In contradistinction to Kabakov, however,
K&M subjected not communal but authoritarian discourse to a deconstruc-
tive reading. Unlike Kabakov, who refuses to believe in the existence of “com-
munal-free” narratives, K&M are convinced that visuality is always infected
with authoritarian speech.

In the 1980s, the expansion of commodity fetishism into the sphere of text
production, into the realm of knowledge, ideas, and documentation, has
reached such a point that the dichotomy of object vs. text now seems outdat-
ed. As for conceptualism in Russia, its eclecticism and omnivorousness, its
ability to live peacefully with other genres and styles - easel painting, pho-
tography, etc. - still makes it a communal phenomenon.

Despite the fact that Moscow conceptualists can be portrayed as elusive -
elusive like a trace in the forest, one may either enjoy the endgame, or start
looking for new exhibition paradigms and alternative forms of interaction

Vitaly Komar, Aleksandr Melamid, Quotation, 1972.
Photo: Hermann Feldhaus. Courtesy of the author

with audience. Having said that, | would like to highlight similarity between
art and democracy, by arguing that they are equally unattainable and both
destined to exist in the form of dissent. But even if their promise (or project)
is not going to be fulfilled, our participation in it is still crucial. One should
think twice before disengaging from this process, for the only way to experi-
ence art and democracy (especially in the consumer society) is to never stop
re-inventing them. If art and democracy are meant to exist and survive out-
side the industry of art and industry of democracy, it is primarily through our
interaction with them.

To conclude, I will add that Moscow Conceptualism was featured in the 1999
exhibition Global Conceptualism: Points of Origin, 1950s-1980s, displayed in
Queens Museum of Art, New York. Margarita Tupitsyn curated the Russian
part of the show.

* (Excerpts from this author’s essays, Moscow Communal Conceptualism, Parachute, 1996, and
Immaculate Conceptualism, Parkett, 2008).

1. In New York, at Ronald Feldman Fine Arts, Moorman performed the musical part of Music
Writing “Passport” (1975). The 1976 exhibition title was Color is a Mighty Power!



STATUL NSK IN TIMP’

B Text

MARINA GRZINIC

Dupd caderea Zidului Berlinului in 1989 si odata cu ,eliberarea”
Europei de Est de socialism si comunism in anii '90, grupul
IRWIN, cu alti componenti ai colectivului Neue Slowenische
Kunst (NSK) din Ljubljana, a inceput proiectul Statul NSK in
timp. Colectivul NSK are o istorie multiformad. La inceputul
anilor '80, grupul artistic IRWIN, grupul muzical Laibach, un
grup de teatru, cunoscut cel mai bine dupa figura unuia dintre
fondatorii sai, Dragan Zivadinov, si grupul de design cunoscut
sub numele de Noul Colectivism, au format unul dintre cele mai
puternice colective de arta si sociale din Europa de Est, cunos-
cut sub numele german Neue Slowenische Kunst, acronimul
NSK, sau Noua Arta Slovena, in traducere romana. Limba ger-
mana a fost folosita in mod constient in cazul Neue
Slowenische Kunst, pentru a detecta conexiunile cu influenta
germana repudiata asupra artei, culturii si istoriei slovene.
Acelasi lucru se aplica si in cazul grupului muzical Laibach -
numele cu care a fost rebotezata Ljubljana in timpul ocupatiei
sale in cel de-al Doilea Razboi Mondial de cdtre Germania
nazistd a lui Hitler. incd din procesul numirii sale, asadar, NSK
a condensat o modalitate traumatica precisa de a se raporta la
istoria si realitatea Sloveniei.

Marina Grzinic, Aina Smid, Post-socialism + Retroavant-garde + Irwin,
1997, video. Courtesy of the author and artists

Ambasadele NSK sunt spectre ale ambasadelor

Statul NSK in timp a fost stabilit in singura maniera
posibila pentru acest lucru, ca o entitate virtuala
care nu avea niciun teritoriu real (deoarece s-a spus
ca tocmai din cauza problemelor teritoriale am fost
martorii Razboiului din Balcani Tn anii '90, in fosta
lugoslavie), Tnsd numai cu emblemele unui stat real
- pasapoarte, steag etc. - care au fost elaborate ca
artefacte. Incepand din anii '90, au fost inaugurate
ambasadele si consulatele Statului NSK in Timp, si
asta in apartamente si case private, camere de hotel
etc., pentru a ridica inca o data semnul intrebarii
asupra politicilor de spatiu din cadrul si dinafara
Balcanilor / Europei si Artei ca Institutie. Unul dintre
formatele cele mai remarcabile pentru Statul NSK a
fost Ambasada NSK de la Moscova, intr-un aparta-
ment privat — care avea adresa: Leninskii Prospect 12,
ap. 24 - stabilita in mai si iunie 1992. Fatada acestei
cladiri rezidentiale a fost infrumusetata cu insem-

nele artistic articulate ale unei ambasade de stat. Din
acel moment incolo, au fost deschise consulate NSK
la Florenta, in Italia (1993), la Hotel Ambasciatori, si la
Uman, in Croatia (1994), in bucataria lui Marino
Cettina, apartamentul privat al proprietarului
Galeriei Dante. Spatii care fusesera mereu conside-
rate a fi in afara matricei artei si culturii sau la mar-
ginile sistemului au fost brusc transpuse in centrul
sistemului de arta.

Tn Tncercarea de a sublinia momentul dialectic sin-
tetic dezvoltat de Statul NSK in Timp, m-am intrebat,
la mijlocul anilor '90, cum am putem eticheta acest
element spiritual al corporalitatii (Statul in Timp) si
acest element corporal al spiritualitatii (ambasadele
si consulatele Tn spatii private concrete)? Am propus
sa le definim ca pe niste spectre. Am spus, re-elabo-
rand Spectrele lui Marx de Jacques Derrida, ca Statul
NSK in Timp este spectrul statului; ambasadele NSK
sunt spectrele Ambasadelor.
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Marina Grzini¢, Aina Smid, Post-socialism + Retroavant-garde + Irwin, 1997,
video. Courtesy of the author and artists

Statul NSK in Timp este o transpunere, in aceeasi
masura in care este si o spectralizare a evacuarii spati-
ilor istorice, sociale si politice specifice din fosta Europa
de Est, de conditia sa non-spatiala actuala.

Partea mai intunecata a proiectului

Acest paralelism dintre arta si stat ridica anumite intre-
bari radicale. Una se refera la modul de stabilire a sis-
temului de reguli si instructiuni care stau la baza for-
marii unui sistem de arta. De ce? In paralel cu Statul NSK
in Timp, s-a nascut din nou un alt stat, de data aceasta
nsusi statul sloven. Tn iunie 1997, Slovenia, care fusese
pana atunci o republica in cadrul statului iugoslay, s-a
separat de acesta si a devenit, printr-un proces de
recunoastere internationala, un stat independent.

Intre timp, statul sloven s-a transformat intr-un stat
national din ce in ce mai restrictiv, care a ajuns astazi
aproape la impunerea unor restrictii, excluderi si
deposedari tipice pentru un stat rasial. Noul stat natio-
nal sloven a fost central in producerea unor cetateni de
rangul doi (LGBTQ) si al unor non-cetateni (oamenii
Eradicati din Slovenia). Eradicatii au fost mai ales
oameni din celelalte republici iugoslave, care locuisera
in Slovenia. Ei sunt mai ales de etnie non-slovena sau
mixta si includ un numar semnificativ de membri ai
comunitatilor rome. Unii dintre cei ,eradicati” se nas-
cusera in Slovenia dar, pe baza cetateniei republicane
sau a locului de nastere al parintilor lor, au ramas
cetateni ai Republicii Socialiste Federative lugoslavia,
sau ai altor republici iugoslave. In februarie 1992, 27 671
de astfel de oameni si-au pierdut toate drepturile
sociale, civile si politice. Aceasta actiune a fost de natura

pur administrativa (si astfel, a exclus orice posibilitate
de apel).

De asemenea, statul national sloven a inceput cu re-
aproprierea istoriei colectivului NSK (acesta nu s-a opus
unei astfel de miscari). Tn mod paradoxal, NSK a fost
initial neglijat si dispretuit de republica socialista a
Sloveniei si de politicienii sai, dar dupa independenta
Sloveniei Tn 1991, statul a inceput sa glorifice NSK,
Slovenia avea nevoie de el ca de un element in istoria sa
nou rescrisa.

Pe de alta parte, Statul NSK in Timp, care nu se subscrie
notiunii de teritoriu, imita continuu procedurile statului
ca atare. Asta Tnseamna ca este construit prin aparte-
nenta cetatenilor sai. Cetatenia se castiga prin procesul
de aplicare, ce rezultd in dobandirea pasaportului (de
artd). Dat fiind faptul cd imaginea pasaportului NSK
reproduce aspectul pasaportului standard al unui stat
suveran, a fost clar ca el avea sa fie folosit, mai devreme
sau mai tarziu, de catre detinatorii sai. Pe langa asta,
procesul de dobandire a cetateniei Statului NSK'in Timp
pare sa fie unul simplu. Nu trebuie decat sa completezi
un formular si sa platesti 24 de euro. Este oare chiar atat
de simplu, si pentru cine?

In mod clar, nu pentru oamenii Eradicati, mentionati
anterior! in ce mod le-ar servi lor un pasaport NSK? Asta
intrucat dupa 24 de ani, ceea ce li s-a intamplat oame-
nilor eradicati nu a fost reparat in niciun fel si cu atat
mai putin compensat. Slovenia le-a furat pasapoartele
acestor oameni, documentele, si deci le-a furat viata si
i-a impins la moarte reala si sociala.

Grupul tinta al Statului NSK'in Timp, mai ales la inceput,
au fost artistii si comunitatea de arta, dar odata cu
includerea potentiala a oricui, statul NSKin Timp a pre-
luat moralitatea falsa a unui stat national real. Mai mult
decat atat, el nu a pus asta cu adevarat sub semnul
intrebarii, ci mai degraba s-a pozitionat in logica doc-
trinei neoliberale contemporane.

Odata cu criza refugiatilor din 2001, Statul NSK'Tn Timp a
fost tinta unui numar enorm de cereri de cetatenie,
provenind mai ales de la nigerieni. IRWIN a Tncercat sa
medieze aceasta situatie, subliniind abordarea artistica
a proiectului si incadrand proiectul in arta.

Tn mai 2007, IRWIN a deschis un birou temporar la
Londra, unde a purtat - in colaborare cu antropologii
vizuali Esben Hansen si Julie Boticello — o serie de dis-
cutii cu nou-acceptatii cetateni ai Statului NSK in Timp,
mai ales cu nigerienii. Ulterior, INWIN a vizitat Lagosul si
au continuat sa exploreze subiectul. NSK a respectat
protocolul agreat, dar a adaugat o scrisoare de expli-
catie, afirmand ca Statul NSK in Timp este numai un
proiect artistic. A devenit clar ca starea mentala im-
partasita de cetatenii Statului NSK Tn Timp este inrada-
cinata n logica Lumii Tntai.

« Acest text scurt beneficiazd de analiza mai veche a statului NSK in timp de Marina
Grzinic si de o noua citire, stabilitd de Marina GrZinic si Jasmina Zaloznik.



NSK EMBASSIES ARE SPECTERS OF EMBASSIES. After the fall of the Berlin wall
in 1989, and with the “liberation” of Eastern Europe from Socialism and
Communism in the 1990s, the group IRWIN with other components of the
Neue Slowenische Kunst (NSK) collective from Ljubljana started the project
The NSK State in Time. The NSK collective has a multiform history. In the
beginning of the 1980s, the fine art group IRWIN, with the music group
Laibach, a theatre group, best known for one of its founding figures Dragan
Zivadinov, and with the design group known as New Collectivism, formed
one of the most powerful art and social collectives from the East of Europe,
known by its German name Neue Slowenische Kunst, the acronym NSK, or
New Slovenian Art when translated into English. The German was conscious-
ly used in the case of Neue Slowenische Kunst to detect the connections
with the disavowed German influence on Slovenian art, culture and history.
The same applies for the name of the music group Laibach; Laibach is how
Ljubljana was renamed during the Second World War occupation of the city
by Hitler's Nazi Germany. Already in the process of naming, therefore, NSK
condensed a very precise traumatic way of dealing with Slovenian history
and reality.

The NSK State in Time was established in its only possible manner, as a vir-
tual entity that had no real territory (as it was said that it was precisely
because of territorial concerns that we were witnessing the Balkan war in
the 1990s in former Yugoslavia) but only with the insignias of a real State -
passports, flag, etc., - which were elaborated as artifacts. From the 1990s
the NSK State in Time's Embassies and Consulates were inaugurated BUT in
private apartments and houses, hotel rooms, etc., in order to question again
the politics of space within/without the Balkans/Europe and the Art
Institution. One of the most remarkable format of the NSK State was the
NSK Embassy in Moscow in a private apartment (address: Leninsky Prospect
12, apt. 24) established in May and June 1992.The facade of this residential
dwelling was embellished with the artistically articulated insignia of a state

Marina Grzinic, Aina Smid, Naked Freedom, 2010, video.
Courtesy of the author and artists
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embassy. From that moment on as well NSK Consulates were opened in
Florence, Italy (1993), at the Hotel Ambasciatori, and in Umag, Croatia (1994),
in the kitchen of Marino Cettina, the Dante Gallery owner’s private apart-
ment. Spaces that had always been considered to be out of the matrix of art
and culture, or at the margins of the system, were suddenly transposed into
the centre of the art system.

In an attempt to emphasize the synthetic dialectical moment developed in
the NSK State in Time, | asked myself in the mid-1990s how we could label
this spiritual element of corporeality (the State in Time) and this corporeal
element of spirituality (embassies and consulates in concrete private
spaces)? | proposed that we define them as specters. | stated, re-elaborat-
ing Jacques Derrida The Spectres of Marx, which the NSK State in Time is the
specter of the state; NSK Embassies are specters of Embassies.

The NSK State in Time is a transposition, as much as it is also a spectraliza-
tion of the evacuation of specific historical, social and political spaces of the
former Eastern Europe, of its present non-space condition.

THE DARKER SIDE OF THE PROJECT. This parallelism between art and State
poses some radical questions. One is about the way to establish the system
of rules and instructions that are at the base of the formation of an art sys-
tem. Why? Parallel to the NSK State in time another State has been born
anew, this is the Slovenian state itself. In June 1991, Slovenia being until then
a republic within the state of Yugoslavia split from it and became through a
process of international recognition an independent state.

In the meantime the Slovenian state transformed itself more and more in a
restrictive nation-state that comes today near to a racial-state imposing
restrictions, exclusions and dispossessions. The new nation-State of
Slovenia was central in the production of second grade citizens (LGBTQ) and
non-citizens (the Erased people in Slovenia). The Erased were mainly peo-
ple from other former Yugoslav republics, who had been living in Slovenia.
They are mostly of non-Slovene or mixed ethnicity, and they include a sig-
nificant number of members of Romani communities. Some of the “erased”
were born in Slovenia but, on the basis of the republican citizenship and
birthplace of their parents, had remained SFRY citizens of other Yugoslav
republics. In February 1992, 25.671 such people lost all social, civil, and polit-
ical rights. This action was of purely administrative nature (and thus exclud-
ed any possibility of appeal).

As well the nation-state of Slovenia started with re-appropriation of the his-
tory of the NSK collective (that did not oppose such a move). Paradoxically,
as NSK was first neglected and despised by the socialist republic of Slovenia
and its politicians but after Slovenia gained its independence in 1991 the
state started glorifying NSK; Slovenia needed it as an element in its newly
rewritten history.

On the other side, the NSK State in Time, which is escaping the notion of ter-
ritory, imitates continually the procedures of the state as such. This means,
that it is built through a membership of citizens. Citizenship is gained
through the process of application that results in acquiring of the (art) pass-
port. As the appearance of the NSK passport is reproducing the look of the
standard sovereign state passport, it was clear that it would be sooner or
later used by its holders. Additional to that, the process of becoming a citi-
zen of the NSK State in Time seems to be a simple one. One has only to ful-
fill an application form and to pay 24 euro. Is it really that simple and for
whom?

Definitely not for the previously mentioned Erased people! How would the
NSK passport serve to them? As after 24 years what happened to the erased
people is by no means repaired, less compensated. Slovenia robed these
people of passports, documents and therefore stole their life and pushed
them into real and social deaths.

The target group of the NSK State in Time namely at least, in the beginning,
was artists and the art community, but with its potential inclusion of
whomever, the NSK state in time took over the fake morality of the real
nation-state. More, it did not question it really, but rather positioned itself
in its very logic of its contemporary neoliberal doctrine.

With the refuges crisis starting in 2001, the NSK State in Time was targeted
by an enormous number of applications by mostly Nigerians. IRWIN tried to
mediate this situation, emphasizing the artistic approach of the project and
by closing the project within art.

In May 2007, IRWIN opened a temporary office in London where it held - in
collaboration with the visual anthropologists Esben Hansen and Julie
Boticello — a series of discussions with the newly accepted citizens of the
NSK State in Time, mostly Nigerians. Later IRWIN visited Lagos, and they con-
tinued exploring the subject. NSK kept the agreed protocol but added an
explanatory letter stating that the NSK State in Time is only an artistic proj-
ect. It became clear that the shared mental state of the citizens of the NSK
State in Time is rooted in the logic of the First World.

« This short text benefits from the older analysis of the NSK state in time by Marina Grzini¢ and a
new reading established by Marina Grzini¢ and Jasmina ZaloZnik.
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Wanda Mihuleac:
Reconstructie de peisaj

W Text
MICA GHERGHESCU

,Ho costruito una struttura sfaccettata in cui ogni breve testo sta vicino
agli altri in una successione che non implica una consequenzialitda o una
gerarchia ma una rete entro la quale si possono tracciare molteplici
percorsi e ricavare conclusioni plurime e ramificate.”" / Italo Calvino,
proiect pentru ,Oragele invizibile din a treia lectie despre exactitate”,
Lectiile americane, 1985

Analizand instalatiile sculpturale ale Wandei Mihuleac, Pierre Restany utiliza la mijlocul
anilor 1980 un joc metaforic intre notiunea de ,topos” in acceptiunea lui de loc retoric
ingloband totalitatea referintelor culturale ce il determina si notiunea dinamica de ,nos-
tos”, drum mitic si eroic de reintoarcere catre un centru al subiectivitatii perfecte, matri-
ciale’. Proiectele ecologice, constructiile imaginare pentru insule utopice sau machetele
intitulate semnificativ lthaca sau Byzanthinicon raspund si prelungesc interpretarea topo-
logica a unui ciclu de lucrari prin care Wanda Mihuleac investigheaza, in maniera subtila,
inca de la mijlocul anilor 1970, raporturile semantice intre spatiu, timp, memorie, locuire a
lumii, peisaj si posibilitatea telescoparilor neasteptate dintre formele de existenta si
expresie cu modificare de continut. ,E un fel de a gandi discontinuu, dar tocmai trecerea
de la un camp semantic la altul, suprapunerea intuitiva, nu rationala, a unui sistem axio-
logic la altul, produce perplexitatea descoperirii unor coincidente care pot naste intrebari
nelinistitoare™ scria artista intr-un text de referinta publicat in ,Arta” in 1982, stabilind
relatii de contiguitate intre spatiul codificat al utopiei si spatiul codificat al limbajului.

Nu intamplator, una dintre primele interventii directe pe corpul coregrafei Liliana
lorgulescu purta n 1975 butada lui Marshall McLuhan medium is the message, inaugurand
un durabil sir de reflectii asupra calitatii limbajului, a interpretarii si asupra mijloacelor de
constructie a sensului. Wanda Mihuleac adauga mai departe, in acelasi text si in cheie
enigmatica: “triada — UTOPIA — TIMP EXISTENTIAL — CUNOASTEREA PAROXISTICA DE SINE
devine un mod al limbajului care isi va pierde sensul in masura in care se va integra in
tacerea operei.”*

Ma voi opri asupra catorva momente mai putin analizate de literatura critica, dar exem-
plare din punctul meu de vedere pentru o practica artistica mereu atenta fata de instabil-
itatea obiectului si a reprezentarii, o practica atenta in egala masura la felul de a descrie
si a transpune in discurs si in spatiul expozitional constructii conceptuale menite sa
exploreze calitatea prospectiva a actului de creatie, dar si calitatea lui de experienta emi-
namente interdisciplinara.

Wanda Mihuleac este un motor activ al constelatiilor artistice si intelectuale legate de
lunga istorie a Atelierului 35 si de organizarea unor expozitii tematice care, privite retro-
spectiv, fac autoritate in peisajul artistic al anilor 1970-1980; de la primele evenimente
expozitionale pe care le organizeaza in cadrul Atelier 35 si care tematizeaza explorari de
factura conceptuala (,Situatie si concept" in 1974, ,Atelier 35", cu Horia Bernea, Decebal
Scriba si Antonio Albici) pana la expozitiile de reper ,Scrierea”, in 1980 (impreuna cu Mihai
Driscu, Institutul de Arhitectura din Bucuresti), ,Starea proiectiva a desenului" (cu Dragos
Gheorghiu si Calin Demetrescu, Atelier 35, 1981), ,Spatiul-obiect" (cu Mihai Driscu, Institutul
de Arhitectura din Bucuresti, 1982) sau Spatiul-oglindd (cu Mihai Driscu, Institutul de
Arhitectura din Bucuresti, 1986), ea ramane una dintre primele figuri de artist-curator din
spatiul artistic romanesc, care utilizeaza expozitia ca mediu conceptual.

Demersul ei ramane modelat de metodologii sincretice - de ceea ce am putea numi, cu un
vocabular artistic actual, metode de ,cercetare artistica” - ce se revendica in contextul cul-
tural al timpului in egala masura de la teoriile structuraliste revazute prin filtrul semioticii’,
de la 0 anumita aplicabilitate formala a principiilor cibernetice si a teoriilor sistemelor, de
la un tip de literatura care isi devoaleaza mecanismele interne de conceptie, dar si de la o
observatie de factura antropologica, sensibila la obiectele de frontiera si la situatiile con-
textuale, multiple, ale producerii unui eveniment.

Marturisind o totala ,neincredere fata de obiect™, Wanda Mihuleac dejoaca increderea fata
de real creand ,dispozitive” de lectura a lumii inconjuratoare; sunt dispozitive multiple
deoarece pluralitatea situatiilor nu poate fi restituita decat fragmentar, printr-o diversitate

Wanda Mihuleac, Mediul este mesaj / The Medium is
the message, 1975. Courtesy of the artist



a mediilor de comunicare si de expresie -
de aici apelul la diferite suporturi interme-
diale (film, video, fotografie, fotomontaje si
tehnici mixte, muzica spectrala, instalatii
efemere sau materiale care pacalesc per-
ceptia). Privite n aceasta luming, proiectele
de reconfigurare a peisajului Tmi apar ca
bune ,dispozitive” operationale de a rein-
teroga lumea. Reconstructie simetrica de
peisaj, serie de litografii realizate in 1977,
destabilizeaza, de exemplu, iluzia mimetica
asupra lumii, dar lasa sa se banuiasca o
spatializare a acesteia in n dimensiuni.
Constructiile spatiale cu suprafata continua
(1980) activeaza principiul benzii lui
Moebius in diferite ipostaze formale.
Proiectele ecologice cu moduli de peisaj cu
oglinda de apa (1980), decupeaza si prele-
veaza fragmente de natura care devin la
randul lor esantioane reprezentative, priviri
fugare intr-un spatiu multidimensional.
Nenumaratele proiecte pentru ,insule”
penduleaza, ca orice utopie perfectd, intre
tentatia fantastica prospectiva si rezidu-
urile arheologice ale memoriei unui loc,
reunind ntr-o coprezenta fictiva viitorul si
trecutul. Este vorba de o pendulare pe care
istoriografia artei a ezitat sa o ataseze fie
unui conceptualism impur, fie unui post-
modernism versatil. Preocuparile Wandei
Mihuleac sunt coerente, de altfel, cu cerceta-
rile similare ale unui Serban Epure pentru
teoria benzilor S, topometriile subiective
ale lui Doru Tulcan sau oglindirile lui
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Wanda Mihuleac, Reflex, 1980. Courtesy of the artist

Decebal Scriba, artisti care interogheaza, la
randul lor, datele ontologice ale spatiului
inconjurator, dar si relatia care se insta-
leaza intre acest spatiu potential infinit si
subiectivitatea creatoare. O scurta privire
auxiliara asupra unei constelatii atat de
eclectice ca grupul Junij de la Ljubljana,
alaturi de care artista expune intre 1977 si
1985, ajunge pentru a explica racordarea
perfecta la preocupari heterogene care
inteleg spatiul inconjurator ca matrice con-
ceptuala si teren experimental - sunt sem-
nificative din acest punct de vedere ,inter-
ventiile” lui Christo, Luis Camnitzer, Nils
Udo sau experientele artistilor iugoslavi.
Seria de actiuni si documente fotografice
Reflex (1980) condenseaza mai departe in
J[facerea operei” aceasta pendulare con-
stanta intre instabilitatea lumii si spatiul
subiectiv al creatiei. Adevarate dispozitive
semantice mobile, modulii de oglinda per-
fect tautologici in cercul vicios al definitiei
lor conceptuale sunt capabili de a perturba
si reconfigura mediul contextual in care se
afld (inconjurati de o vegetatie luxurianta,
adusi la malul secetos al unui ochi de apa
sau replasati strategic sub un miel jupuit).
Toata incarcatura simbolica a oglinzii,
materie, se stie, periculoasa pentru ca
demultiplica straturile existentei, e concen-
trata Tn aceste lucrari care pastreaza des-
chiderea ramificata a sensurilor, fara a
inchide imaginea. Pentru ca, spune mai
departe Wanda Mihuleac, ca intr-o perfecta
banda Moebius: ,Scriitura si lectura deter-
mina astfel un spatiu curb, un mediu al
schimburilor si reversibilitatii, unde ne vom
afla n sfarsit pe aceeasi parte cu limbajul
nostru.”

1. ,Am construit o structura n fatete in care un scurt text ala-
turat unui altuia, fara sa se afle cu acesta din urma intr-o
relatie cauzala sau ierarhica, intrd intr-un fel de retea care
permite desenarea unor parcursuri multiple si aparitia de
concluzii numeroase, ramificate.” (t.a.)

2. Pierre Restany in Wanda Mihuleac, Bucuresti, Muzeul de
Arta al R.S. Romania, mai - iunie 1988.

3. Wanda Mihuleac, ,Spatii subiective”, ,Arta”, Anul XXIX, nr.
10-11, 1982, pp. 26-27. Fragmente republicate in Alexandra
Titu (ed.), Experiment in arta romaneasca dupd 1960,
Bucuresti, CSAC, Centrul Soros pentru arta contemporana,
1997, pp. 137-139.

4. Eadem.

5. Amintesc aici antologia editata de Solomon Marcus in 1982,
Semiotica matematicd a artelor vizuale, Bucuresti, Editura
Stiintifica si Enciclopedica.

6. Interviu cu autoarea articolului, Paris, 27 martie 2016.



Text
MICA GHERGHESCU

“Ho costruito una struttura sfaccettata in cui ogni breve testo sta vici-
no agli altri in una successione che non implica una consequenzialita
o una gerarchia ma una rete entro la quale si possono tracciare
molteplici percorsi e ricavare conclusioni plurime e ramificate.” / Italo
Calvino, project for “The Invisible cities from the third lesson on exact-
ness”, American Lessons, 1985

In analyzing Wanda Mihuleac’s sculpture installations, Pierre Restany used
in the mid 1980s a metaphorical game between the notion of “topos” in its
sense as a rhetorical place encompassing all cultural references determin-
ing it and the dynamic notion of “nostos”, mythical and heroic road of return
toward a center of perfect, matrix subjectivity.” The ecological projects,
imaginary constructions for utopic islands or models significantly named
Ithaca or Byzanthinicon respond to and prolong the topological interpreta-
tion of a cycle of works with which Wanda Mihuleac investigates in a subtle
manner, ever since the mid-1970s, the semantic relations between space,
time, memory, world inhabitance, landscape and the possibility of unexpect-
ed telescoping between the forms of existence and expression with change
of contents. “It's a discontinuous way of thinking, but it's exactly the transi-
tion from one semantic field to another, the intuitive, not rational superpo-
sition of an axiological system to another, that produces the perplexity of
discovering consequences which may raise disquieting questions” Wanda
wrote in a reference text published in Arta in 1982, establishing contiguity
relationships between de codified space of utopia and the codified space of
language. It's not by accident that one of the first direct interventions on
Liliana lorgulescu’s body bore in 1975 Marshall McLuhan’ witticism medium
is the message, inaugurating a durable series of reflections on the quality of
language, interpretation and on the manners of meaning construction.
Wanda further added, in the same text and on an enigmatic tone: “...the triad
- UTOPIA -EXISTENTIAL TIME - PAROXYSMAL SELF-KNOWLEDGE becomes a
mode of language which will lose its meaning as it becomes integrated in the
silence of the work.™

| shall stop here on several moment less analyzed by critical literature, but
exemplary in my opinion for an artistic practice always attentive to the
instability of the object and of representation, a practice equally attentive to
the manner of describing and transposing into the discourse and into the
exhibition space conceptual constructions meant to explore the prospective
quality of the act of creation, but also its quality of eminently interdisci-
plinary experience. Wanda Mihuleac is an active engine of artistic and
intellectual constellations related to the long history of Atelier 35 and the
organization of thematic exhibition, which, in retrospect, are the authority
in the artistic landscape of 1970-1980; from the first exhibition events
organized at Atelier 35, thematizing conceptual explorations (Situatie si con-
cept | “Situation and concept”, 1974, Atelier 35, with Horia Bernea, Decebal
Scriba and Antonio Albici) and up to the landmark exhibitions Scrierea /
“The writing” in 1980 (together with Mihai Driscu, Bucharest Institute of
Architecture, Starea proiectiva a desenului / “The Projective State of
Drawing” (with Dragos Gheorghiu and Calin Demetrescu, Atelier 35, 1981,
Spatiul-obiect / “Space-Object” (with Mihai Driscu, Bucharest Institute of
Architecture, 1982) or Spatiul-oglindd / “Mirror-Space” (with Mihai Driscu,
Bucharest Institute of Architecture, 1986), she remains one of the first figures
of artist-curator in the Romanian artistic space using the exhibition as a
conceptual environment. Her approach remains shaped by syncretic
methodologies - of what we could call in current artistic language methods
of “artistic research” - which are equally reclaimed in the cultural context of
time from Structuralist theories re-envisioned by semiotics 5, from a certain
formal applicability of cybernetic principles and system theories, from a
type of literature which reveals its internal mechanisms of conception, but
also from an anthropological observation, sensitive to frontier objects and
to the contextual, multiple situations of the occurrence of an event.
Avouching a total “distrust of the object”™, Wanda Mihuleac thwarted the
trust in the real creating “devices” for reading the surrounding would; they
are multiple devices because the plurality of situations can only be returned
in fragments, through a diversity of mediums of communication and expres-
sion - that's why she calls upon different intermedia supports (film, video,
photography, photomontage and mixed techniques, spectral music,
ephemeral installations or materials deceiving perception). Seen in this
light, the landscape reconfiguration projects appear to be good operational
“devices” for re-interrogating the world. Reconstructie simetrica de peisaj /
“Symmetrical Landscape Reconstruction”, series of lithographs made in1977,
destabilizes, for example, the mimetic illusion of the world, but allows for
the possibility of its spatial division into n dimensions. The spatial construc-
tions with continuous surface (1980) activate the Mdbius strip principle in
various formal instances. The ecological projects with landscape modules
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Wanda Mihuleac, Mirror-Space (with Mihai Driscu), Bucharest Institute of Architecture/

Spatiul-oglindd (cu Mihai Driscu), Institutul de Arhitectura, Bucuresti, 1986.
Courtesy of the artist

with water mirror (1980) cut and draw out nature samples which at their turn
become representative samples, glimpses into a multidimensional space.
The countless projects for “islands” oscillate, as any perfect utopia, between
the prospective fantastic temptation and the archeological residues of a
place’s memory, reuniting in a fictional co-presence, the future and the past.
It's an oscillation which art historiography hesitated to attach either to an
impure conceptualism, or to a versatile postmodernism. Wanda Mihuleac'’s
pursuits are otherwise consistent with the similar research of a certain
Serban Epure for S stripes theory, Doru Tulcan's subjective topometry or
Decebal Scriba’s mirrorings, artists who also interrogate the ontological data
of the environment, as well as the relationship created between this poten-
tially infinite space and creative subjectivity. A quick auxiliary look at a con-
stellation as eclectic as the Junij group in Ljubljana, with which Wanda
exhibits in 1977 and 1985, suffices to explain the perfect connection to het-
erogeneous concerns which see the environment as a conceptual matrix and
an experimental field - from this point of view, the “interventions” of
Christo, Luis Camnitzer, Nils Udo or the experiences of the Yugoslav artists
are significant.

The series of actions and photographic documents Reflex (1980) further con-
denses into the “silence of the work” this constant oscillation between the
instability of the world and the subjective space of creation. True mobile
semantic devices, the mirror modules perfectly tautological in the vicious
circle of their conceptual definition are able to disrupt and reconfigure their
conceptual environment (surrounded by lush vegetation, brought to a dried
waterhole, or strategically relocated under a skinned lamb). All this symbol-
ic charge of the mirror is known to be dangerous because it de-multiplies
the layers of existence; it is concentrated in these works which preserve the
branched opening of meanings, without closing the image. Because, Wanda
carries on, like in a perfect Mobius strip: “Writing and reading thus deter-
mine a curve space, an environment of exchanges and reversibility, where
we will finally be on the same side as our language.”

1. ,| have constructed a faceted structure where a short text joined to another, without having a
causal or hierarchic relation to the latter, enters a sort of network which allows drawing mul-
tiple pathways and the emergence of numerous, branched conclusions.” (a.t.)

2. Pierre Restany in Wanda Mihuleac, Bucharest, The Museum of Art of the Socialist Republic of
Romania, May-June 1988.

3. Wanda Mihuleac, “Spatii subiective”, “Arta”, Anul XXIX, no. 10-11, 1982, pp. 26-27; fragments
republished in Alexandra Titu (ed.), Experiment in arta romaneasca dupd 1960, Bucuresti,
CSAC, Soros Center for Contemporary Art, 1997, pp. 137-139.

4. Eadem.

5. I recall here the anthology edited by Solomon Marcus in 1982, Semiotica matematica a
artelor vizuale, Bucharest, Editura Stiintifica si Enciclopedica.

6. Interview with the author of the article, Paris, March 27th 2016.
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UN CAMP AL POSIBILITATILOR -

DECEBAL SCRIBA SI SEMIOTICA APARENTEI

Activitatea lui Decebal Scriba din anii ‘70, intrata intr-un con de
umbra odata cu emigrarea artistului in Franta dupa 1989, a fost
supusd recent unui amplu proces de revizitare (si implicit,
istoricizare), sub curatoriatul Oliviei Nitis, prin intermediul a

doua expozitii instalate la Victoria Art Center din Bucuresti si la
Galeria Calina din Timisoara. Recapitularea extensiva a acestor
proiecte si experimente releva astazi un interes conceptual
pregnant si, as indrazni sa spun, chiar singular in arta
romdneasca a acelui deceniu, prin insistenta in acest registru
al activitatii artistice. Coordonatele acestor lucrari deschid
multiple planuri, intre care se pot remarca, pe de o parte, cel al
analizei sistemelor de reprezentare, de producere si reproduc-
ere a spatiului, insotit de cel al conceptualizarii sistemelor de
semnificare (vizuale, matematice si textuale) si a actiunii

asupra semnificantului si transformarilor sale, iar pe de alta
parte, in planul unei asumdri private, interiorizate si aproape
existentiale, a actului artistic.

Decebal Scriba, Actiuni / Actions, 1973, text dactilografiat.
Courtesy of the artist

Cel din urma se desfasoara intotdeauna la granita
instabila dintre interior si exterior, pe care o trans-
greseaza si 0 suspenda totodata, instaurand sepa-
ratia temporara intre spatiul autonom al sinelui inte-
les ca o interiorizare filtrata a regimului simbolic
existent, si cel public, specific codificarii con-
ventionale, impersonale si normative. Acest proces
intim de reflectie asupra limbajului si procesului
artistic devine catalizatorul notatiilor vizuale, codifi-
cate dupa un algoritm personal, uneori lingvistic,
alteori matematic, de multe ori enigmatice sau abre-
viate, ce sunt expuse publicului (in unele situatii,
insotite de legende).

In prima privinta, se poate remarca o predilectie
pentru examinarea hiatusului dintre un proces sau
obiect imaginar, ce ramane in cele din urma
necunoscut publicului, asemeni unui secret neim-
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partasit, si sistemele de reprezentare care incearca
sa il reconstruiasca. Aceasta reconstructie devine si
pretextul unei constructii artistice propriu-zise, frag-
mentare si uneori seriale. Actul artistic este adesea
deconstruit, expunandu-se elementele sale constitu-
tive si relatiile dintre acestea, fapt ce marturiseste
astfel primatul conventiilor de semnificare asupra
incercarilor de recodificare care definesc insusi actul
artistic.

Spre exemplu, seria de desene Studii de val (1979),
aparent abstracte, tradand un gestualism controlat,
evoca procesele de aglutinare a limbajului specifice
lui Cy Twombly. Pentru pictorul american, frotajul,
scrierea grabita, ,mazgaleala”, exploateaza incapaci-
tatea semnului de a-si alege un regim cert de sem-
nificare, de ordin vizual sau textual, ramanand la
intersectia dintre cele doua. In aceasta oscilatie vo-

| 94 | ARTA 20-21/2016 | Conceptualismul in Estul si Centrul Europei // Conceptualism in Eastern and Central Europe



Decebal Scriba, A - Z, 1973, tiraj argentic. Courtesy of the artist

luntara, semnul grafic devine un potential semnificant
care canalizeaza impulsul comunicational si, totodata, il
prezinta in acest stadiu nascent, pulsional.

Tn situatia lui Decebal Scriba, procesul de reprezentare
este mai amplu, pentru ca integreaza o importanta
dimensiune imaginara. Semnele grafice sunt marcile
vizuale ale unui poem ce se desfasoara doar in gandirea
artistului, dar nu este cunoscut sau transmis publicului,
marturisind incapacitatea sistemului de reprezentare
vizuala (in acest caz, desenul, formula vizuala esentiala,
conditie de posibilitate pentru toate celelalte medii) de
a deveni un releu transparent intre intentia autorului si
semnificatia decodificata de public. Structurile generate
pe hartie, rezultate prin transferul (nelipsit de frictiuni)
intre doua sisteme de semnificare, devin posibile
reprezentari ale organizarii materiei si a interactiunilor
produse la nivelul particulelor elementare, re-cartografi-
ate si supradimensionate.

Proiectul a avut drept punct de pornire observatia deza-
gregarii unei particule intr-un dispozitiv experimental
(camera Wilson), inregistrand urmele lasate de ele-
mentele constituente ale materiei intr-un mediu dens.
valul face referire, pe de o parte, la iluzia fundamentala
pe care o constituie materialitatea (valul Mayei) - o posi-
bila stare condensata a energiei, iar pe de alta parte, la
ideea unei picturi ,absolute”, nonmimetice, constiente
de statutul sau de imagine (ivita din discutiile frecvente
purtate intre Decebal Scriba si Horia Bernea), capabila
sa isi descrie propria conditie.

O analiza a sistemelor de reprezentare si semnificare
este realizata n dipticul fotografic Zidul, datand din 1972,
in care caramizile unui zid gasit in Bucuresti, in decursul
unei plimbari, sunt numerotate spontan de artist in
ordine crescatoare si descrescatoare, subliniind astfel

caracterul arbitrar al sistemului de semnificare ales, dar
si ideea subsidiara (cu vadite conotatii politice) potrivit
careia orice zid construit poate fi daramat. Aceste anali-
ze sunt aprofundate in lucrari precum Apa (1972), The
Word as A Sign (,Cuvantul ca semn”) (1973), A-Z (1973),
Proces A (1974) sau in seria de lucrdri intitulata
Separating Systems (,Sisteme separatoare”) (1973), in
care dimensiunea conceptuala este deseori utilizata
pentru a reconstrui sau completa un proces de transfor-
mare a unui semnificant. Uneori, aceasta transformare
poate avea loc doar prin aditia unui semn (si opacizarea
suportului pe care acest semn este marcat), fara a
schimba structura semnificantului vizual, precum in
lucrarea Situatie M din 1973 (lucrare din seria Semne, care
prezinta un aspect al sistemelor separatoare - relatia
dintre interiorul spatiului atelierului si exteriorul sau,
suspendata si chestionata). Alteori, poate include trans-
formari la nivelul fizic al semnificantului, transformari
sugerate prin intermediul unui proces aditional de
denotare simbolica.

Dimensiunea performativa a lucrarilor lui Decebal Scriba
din aceasta perioada, uneori implicitd (rezumandu-se la
simpla interventie conceptuald, inteleasa ca act de
resemnificare a unei situatii existente, a unui ready-
made, In cea mai purd traditie duchampianad), alteori,
explicita (ca in situatia lucrarii Darul, din 1974), nu este
neglijabila. Pe de o parte, ea nuanteaza posibilele com-
paratii si incadrari ale acestor lucrari intr-o directie
,analitica”, specifica artei conceptuale nord-americane,
interesata de natura si functiile artei, iar in subsidiar, de
analiza critica a vizualitatii si a obiectului artistic. De
pilda, seria de interventii conceptuale realizate in 1973 si
intitulata sugestiv Actiuni, descrie o matrice a posibilelor
interventii asupra unui obiect imaginar, pornind de la
verbe care Tncep toate cu litera ,a”; ele expun un posibil
alfabet care cartografiaza procesul creator si descrie
totodata arta ca pe un camp al transformarilor si opera-
tiilor petrecute n interiorul unui sistem (semnificant si
de putere) definit de permutdri, combinatii si pozitionari.
Abrevierea, absorbtia, abrogarea, abuzul, aclamarea,
abolirea, abandonul, absolutizarea, acapararea, acuza,
acreditarea desemneaza toate operatii conceptuale care
se pot, de asemenea, materializa in spatiul social, unde
pot modifica sau introduce raporturi de putere intr-o
situatie (artistica) existentd, insotind mai neutrele adau-
giri, accelerari sau actualizari.

Procesul de obliterare a semnificantului, specific trecerii
de la un stadiu entropic la un stadiu dezordonat de
transmitere a informatiei, si recuperarea sa la nivelul
procesului interpretativ sunt analizate in lucrarile A-Z si
Proces A. In A-Z, fiecare litera mare de tipar este com-
pusa din litera opusa, multiplicata si tiparita la dimensi-
uni mici: ,A" dintr-o serie de z-uri si respectiv ,Z" din
multiple a-uri. Intre aceste semne grafice este expusa o
punga de pamant. Desi are aparenta unei caligrame
enigmatice, lucrarea ne prezinta deopotriva o meditatie
asupra limbajului si limitarilor sale si o posibila medi-
tatie asupra materialitatii si caracterului finit al oricarei
actiuni umane (inceputul aflandu-se in sfarsit si sfarsi-
tul in Tnceput). Conceptul condenseaza aici intreg proce-
sul creator ce se poate ulterior materializa, lucrarea con-



Decebal Scriba, Proces A, 1974, text si tiraj argentic. Courtesy of the artist

Decebal Scriba, Sisteme separatoare / Separating Systems #2, 1973, text si tiraj argentic.
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Courtesy of the artist
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stituind, la randul sau, o reprezentare a acestui proces de
condensare conceptuala.

In Proces A, artistul experimenteaza capacitatea de regene-
rare a unui sistem natural luat drept model, explorand tre-
cerea de la ordine la dezordine si inapoi la ordine prin erozi-
unea progresiva a unui semn - cuvantul englezesc ,cuvant”
- atat in forma sa fizica, completa, cat si in situatia exis-
tentei sale imaginare, dematerializate, semnul artistic,
genereaza informatie. Daca lucrarea Apa documenteaza un
proces similar de (de)materializare, care exploreaza relatia
dintre proprietatile semnificantului si semnificatia sa con-
ventionala prin intermediul tautologiei explorate cu insis-
tenta de Joseph Kossuth cu doar cativa ani mai devreme,
interventia realizata in lucrarea Cuvantul ca semn, mai com-
plexa, devine pretextul expansiunii unui enunt realizat prin
descompunerea fiecarui cuvant intr-un sistem alternativ de
coduri de ordin matematic, ce sunt ulterior recombinate,
utilizand principii elementare din teoria sirurilor si a multi-
milor. Recompunerea acestui text, desi posibila, este secun-
dara aici procesului prin care, odata cu trecerea intr-un sis-
tem de semnificare adiacent, capacitatile de generare si
transmitere a informatiei se modifica la randul lor.

Pe de alta parte, imaginile arhivate ale unor asemenea acti-
uni conceptuale pot fi intelese ca avand o semnificativa
incarcatura emotionala, ce marturiseste un sentiment de
claustrare specifica multor artisti din Estul si Centrul Euro-
pei. Din aceasta perspectiva, lipsa de comunicare pe plan
social, resimtita de artist, pare a deveni acuta, iar formulele
de expresie vizuala, minimale, discrete, propun o poetica a
relatiilor interumane si o potentiala reconfigurare a tesutu-
lui social. Tn cea din urma privinta, ele marturisesc esecul
dimensiunii terapeutice a artei angajate social in societatea
romaneasca a deceniului 7, asumata existential, similare
tematizarilor esecului pe plan personal realizate cu o com-
parabila candoare poetica de Bas Jan Ader.

Acest sentiment de izolare a generat si interventia spontana
din seria Sistemelor separatoare, in care ferestrele atelieru-
lui au fost notate potrivit unei matrice combinatorii, inver-
sand relatia dintre interior si exterior, dintre atelierul artis-
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tului (ca spatiu al gandirii solitare) si lume. In foto-per-
formanta Darul, din 1974, artistul se plimba pe strazile
Bucurestiului tinand Tn mana un obiect imaginar rectan-
gular ce poate sugera o cutie. Seria de patru fotografii
inregistreaza plimbarea solitara a artistului, trecand
aproape neremarcat de trecatori. Implicarea artistului
intr-o experienta mentala de ordin privat si dezinteresul
privitorilor neavizati, deveniti un public ad-hoc, incapa-
bil de aglutinare colectiva sub privirea camerei
fotografice, sugereaza distanta ce separa procesul de
gandire al artei de spatiul social fragmentat, in care
aceasta nu se poate incadra. Astfel, ea devine o decla-
ratie implicita a nonconformismului in raport cu un
spatiu social predefinit ideologic.

Tn acelasi timp, actul artistic poate fi privit ca un experi-
ment social. Este limpede ca nimeni nu preia gestul
artistului, care ar fi sperat ca acest gest simbolic altruist,
esential pentru o economie asimetrica fundamentala,
intemeiata pe generozitate (si pe excesul specific dona-
tiei Tn raport cu negocierea si schimbul), sa poata deveni
un catalizator al transformarilor ulterioare, petrecute n
constitutia subiacenta, in infraepiteliul sferei publice din
societatea romaneasca a acelui moment. Din aceasta
perspectiva, fotografiile care inregistreaza aceasta activi-
tate poetica si solitara pot fi asociate documentatiei
fotografice a gesturilor subversive si totodata aproape
imperceptibile realizate de Jifi Kovanda in contextul opre-
siv al Pragdi de dupa ocupatia sovietica din 1968. In
lucrarea Contact, realizata pe 3 septembrie 1979, Kovanda
atinge usor trecatorii, iar acest proces performativ este
capturat de la distanta, in maniera unui observator care
supravegheaza spatiul public, ramanand totodata
ascuns intr-o paradoxala exterioritate imanenta. Daca in
cazul lui Decebal Scriba se poate vorbi despre ,rezis-
tenta”, ea ramane insa la nivelul retragerii intr-un spatiu
mental autonom, care contesta interferenta ideologiilor
politice Tn procesul conceptiei artistice, precum si con-
ventiile dominante ale existentei cotidiene prin recodi-
ficarea limbajului vizual si examinarea capacitatilor sale
de semnificare si agregare a informatiei.
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Decebal Scriba, Cuvantul ca semn / The word as a sign, 1973, text dactilografiat.

Courtesy of the artist

Tn toate aceste procese de transformare si recodificare a
semnificantului vizual pe care le provoaca, Decebal
Scriba asuma faptul ca ,mai putin inseamna mai mult”,
ca orice pierdere n detaliile materiale este compensata
de un nou camp de posibilitati de semnificare, generat
prin interactiunea (necesara) cu publicul, care este
solicitat sa participe cognitiv in procesul perceptiei
artistice si al interpretarii estetice. In fapt, caracterul
deseori tautologic al relatiei dintre semnificant si sem-
nificatia sa este utilizat de artist in maniera programat-
ica pentru a limita deformarile inevitabile, produse n
procesul comunicational in care imaginea este recom-
pusa imaginar de privitorul-participant la situatia de
comunicare artistica astfel construita.



A Field of Possibilities — Decebal Scriba
and The Semiotics of Appearance

Text CRISTIAN NAE

Decebal Scriba'’s activity in the 70ies, which was
overlooked following his emigration to France in
1989, has been recently subjected to a vast
process of revisiting (and implicitly, of being
placed in a historical context), curated by Olivia
Nitis, through the agency of two exhibitions
arranged at the Victoria Art Center in Bucharest
and the Calina Gallery in Timisoara. The exten-
sive recapitulation of these projects and experi-
ments highlights today a strong conceptual
interest which is, | dare say, even singular in the
Romanian art of that decade. The coordinates of
those works open up many levels, including, on
the one hand, that of the analysis of the systems
of representation and production and reproduc-
tion of space, alongside that of the conceptual-
ization of the (visual, mathematical and textual)
signification systems and, on the other hand, at
the level of a private, interiorized and nearly
existential assumption of the artistic act.

The latter always takes place at the unstable
border between the inside and the outside,
which it transgresses and at the same time sus-
pends, installing the temporary separation
between the autonomous space of the self,
understood as a filtered interiorizing of the
existing symbolic regime, and the public one,
specific of the conventional, impersonal and
normative codification. This intimate process of
reflection on the language and artistic process
becomes the catalyst for the visual notes, codi-
fied according to a personal, sometimes linguis-
tic, other times mathematical algorithm, which
are more often than not enigmatic or abbreviat-
ed, and exposed to the public (in some cases,
accompanied by captions).

In the first case, we can notice a predilection to
examining the hiatus between an imaginary
process or object, which remains ultimately
unknown to the public, like an unshared secret,
and the systems of representation which try to
reconstruct it. This reconstruction also becomes
the pretext for a fragmentary and sometimes
serial artistic construction. The artistic act is
often deconstructed, exposing its constitutive
parts and the relationships between them,
which attests to the primacy of the signification
conventions over the attempts at re-codifying
which define the artistic act itself. For instance,
the series of apparently abstract drawings
Studies of veil (1979), which betrays a controlled
gestualism, evokes Cy Twombly's specific lan-
guage agglutination processes. To the American
painter, the frottage, the hurried writing, the
»dawdling”, exploit the incapacity of the sign to
choose a certain regime of signification, either
visual or textual in nature, remaining at the
intersection between the two. In this voluntary
oscillation, the graphic sign becomes a potential
signifier which channels the communicational
impulse, as well as presents at this nascent, pul-
sional, stage.

For Decebal Scriba, the representation process
is wider, as it integrates a major imaginary
dimension. The graphic signs are the visual

| 98 | ARTA 20-21/2016 | Conceptualismul in Estul si Centrul Europei // Conceptualism in Eastern and Central Europe

Decebal Scriba, The Wall / Zidul, 1972, argentic print. Courtesy of the artist

marks of a poem which unravels only in the
artist's thinking, but is not known or transmitted
to the audience, witnessing to the system’s inca-
pacity of visual representation (in this case, the
drawing, an essential visual formula, a condition
of possibility for all the other media) to become
a transparent relay between the author’s inten-
tion and the signification decoded by the audi-
ence. The structures generated on paper, result-
ed through the transfer (not lacking frictions)
between two signifying systems, become possi-
ble representations of the organization of mat-
ter and of the interactions at the level of the
elementary particles, re-charted and oversized.
The project had its starting point in the observa-
tion of the dissolution of a particle in an experi-
mental device (the Wilson chamber), registering
the traces left by the constituent elements of
the matter in a dense medium. The veil is refer-
ring, on the one hand, to the fundamental illu-
sion that materiality represents (Maya's veil) - a
possible condensed state of energy - and, on
the other hand, to the idea of an “absolute,”
non-mimetic painting, conscious of its status as
an image (stemming from the frequent discus-
sions between Decebal Scriba and Horia
Bernea), apt to describe its own condition.

An analysis of the systems of representation and
signification is achieved in the photographic
diptych The Wall, dating from 1972, where the
bricks of a wall found in Bucharest during a walk
are spontaneously numbered by the artist, in a
rising and descending order, thus underscoring
the arbitrary character of the chosen significa-
tion system, as well as the subsidiary idea (with
obvious political connotations) according to
which any wall that has been erected can be
brought down. These analyses are deepened in
works like Water ("Apa”) (1972), The Word as A
Sign ("Cuvantul ca semn") (1973), A-Z (din 1973),,
Process A (1974), or in the series of works titled
Separating Systems ("Sisteme separatoare")
(1973), where the conceptual dimension is some-
times used to reconstruct of to complete a
process of transforming a signifier. Sometimes,
this transformation can take place only through
the addition of a sign (and by rendering opaque
the support which marks this sign), without

changing the structure of the visual signifier,
such as in the work Situation M ("Situatie M") of
1973 from the series Signs ("Semne"), which
presents an aspect of the separating systems -
the relationship between the interior, the space
of the study, and its exterior, suspended and
questioned. Other times, it can include physical
transformations of the signifier, which are sug-
gested by an additional process of symbolic
denotation.

The performative dimension of Decebal Scriba’s
works from this period — sometimes implicit
resumed at a mere conceptual intervention,
understood as an act of re-signification of an
existing situation, of a readymade, in the purest
Duchampian tradition), other times, explicit -
like in the case of the work The Gift (“Darul”) of
1974 - is not negligible. On the one hand, it
nuances the possible comparisons and inclu-
sions of these works in an “analytical” direction,
specific of North American conceptual art, inter-
ested in the nature and functions of art, and, in
the subsidiary, in the critical analysis of visuality
and of the artistic object. For instance, the
series of conceptual interventions achieved in
1973 and suggestively titled Actions (“Actiuni”),
describe a matrix of the possible interventions
on an imaginary object, starting from verbs all
starting with the letter “a”: they expose a possi-
ble alphabet which maps the creative process
and also describes art as a field of the transfor-
mations and operations occurring within a (sig-
nifying and power) system defined by permuta-
tions, combinations and positionings.
Abbreviation, absorption, abrogation, abuse,
acclamation, abolishment, abandon, absolutiza-
tion, seizure, accuse, accreditation - all desig-
nate conceptual operations which can also
materialize in the social space, where they can
modify or introduce relationships of power in an
existing (artistic) situation, accompanying the
more neutral additions, accelerations or
updates. The process of obliteration of the signi-
fier, specific of the transition from an entropic
stage to a disordered stage of transmission of
information and its recovery at the level of the
interpretative process is analysed in the works
A-Z and Process A. In A-Z, each capital letter is



composed of the opposed letter, multiplied and
printed in a small size: "A" from a series of z-s
and respectively, "Z", from multiple a-s. A bag of
earth is exposed between these graphic signs.
Although it has the appearance of an enigmatic
calligram, the work offers us both a meditation
on language and its limitations and a possible
meditation of the materiality and the finite char-
acter of any human action (with the beginning at
the end and the end at the beginning).

The concept condenses here the entire creative
process, which can subsequently materialize,
with the work being in its turn a representation
of this process of conceptual condensation. In
Process A, the artist experiments the capacity of
regeneration of a natural system taken as a
model, exploring the shift from order to disorder
and back to order through the progressive ero-
sion of a sign - the English word “word”. Both in
its complete physical form and in the situation
of its imaginary, dematerialized existence, the
artistic sign generates information. Whereas the
work Water documents a similar (de)materializa-
tion process, which explores the relationship
between the properties of the signifier and its
conventional signification through the agency of
the tautology insistently explored by Joseph
Kosuth only a few years before, the intervention
achieved in the more complex work The Word as
Sign, becomes the pretext of expanding an
enunciation made by decomposing each word
into an alternative system of mathematical
codes, which are later on recombined, using
elementary principles from the theory of series
and multitudes. The recomposing of this text,

Decebal Scriba, The Gift / Darul, action, 1974, argentic edition. Courtesy of the artist

although possible, is secondary here to the
process through which, with their passage into
an adjacent signification system, the capacities
of generating and sending information are
modified, in turn.

On the other hand, the archived images of such
conceptual actions can be understood as having
a significant emotional charge, which attests to
a claustrophobic feeling specific to many East
and Central European artists. From this perspec-
tive, the lack of social communication the artist
feels seems to become acute, and the minimal,
discreet formulas or visual expression propose a
poetics of inter-human relationships and a
potential reconfiguration of the social tissue. As
to the latter aspect, they attest to the failure of
the therapeutic dimension of socially committed
art in the Romanian society of the seventies,
existentially assumed, similar to the representa-
tions of the personal failures achieved with a
comparable candour by Bas Jan Ader. This feel-
ing of isolation has also generated the sponta-
neous intervention from the series of The
Separating Systems, in which the windows of the
study were marked according to a combinatory
matrix, reversing the relationship between the
interior and the exterior, between the artist’s
study (as a space for solitary thinking) and the
world. In the photo-performance The Gift (1974),
the artist walks the streets on Bucharest holding
an imaginary rectangular object in his hand,
which might suggest a box.

The series of four photographs records the
artist’s solitary walk, as he walks around, almost
unnoticed by the passers-by. The artist's

Decebal Scriba, Water / Apa, 1972, argentic edition. Courtesy of the artist

involvement in a private mental experience and
the lack of interest of the unaware onlookers
turned into an ad-hoc audience, incapable of
collective agglutination under the gaze of the
photographic camera, suggests the distance
separating the process of thinking art from the
fragmented social space where the former can-
not fit. Thus, art becomes an implicit statement
of non-conformism in relation to an ideological-
ly predefined social space. At the same time, the
artistic act can be seen as a social experiment, It
is clear that nobody takes over the artist’s ges-
ture, who would have hoped that his altruistic
symbolic gesture, essential to a fundamental
asymmetrical economy, based on generosity
(and on the specific excess of the donation in
relationship to the negotiation and the
exchange), can become a catalyst of the subse-
quent transformations undergone by the subja-
cent constitution, in the infra-epithelium of the
public sphere of the Romanian society of the
time.

From this perspective, the photographs record-
ing this poetical and solitary activity can be
associated with the photographic documenta-
tion of the subversive and at the same time
almost imperceptible gestures made by Jifi
Kovanda in the oppressive context of Prague,
after the Soviet occupation of 1968. In his work
Contact, made on September 3, 1979, Kovanda
lightly touches the passers-by, and this perfor-
mative process is captured from a distance, like
an observer who monitors the public space,
staying at the same time under cover in a para-
doxical immanent exteriority. Whereas in
Decebal Scriba's case we can speak of “resi-
tance”, it is present however, only at the level of
the withdrawal from a mentally autonomous
space, which contests the interference of the
political ideologies in the process of artistic
conception, as well as the dominating conven-
tions of everyday life, by re-codifying the visual
language and examining its capacities of signifi-
cation and aggregation of information.

In all these processes of transformation and re-
codifying of the visual signifier that he provokes,
Decebal Scriba assumes the fact that “less
means more,” that any loss in material details is
compensated by a new field of possibilities of
signification, generated by the (necessary) inter-
action with the audience, who is invited to par-
ticipate in a cognitive way in the process of
artistic perception and of aesthetic interpreta-
tion. Actually, the often tautological character
of the relationship between the signifier and the
signification is used by the artist in a program-
matic way, to limit the unavoidable deforma-
tions in the process of communication , where
the viewer, participant in the situation of

the artistic communication thus constructed,
recomposes the image in his/her imagination.



Julian Mereuta

W Text
OLIVIA NITIS

»In a remote zone, find a proper wall and write with big letters:
/ Art is not for tomorrow, art is for today. / The piece is valu-
able too with this text: / Art is not for tomorrow, art is for
today. // JM 1972"
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Julian Mereuta, Un paradox eleat / An Eleate Paradox, 1972, text manuscris. Document CAYC.
Copyright: Julian Mereuta estate. Courtesy of Decebal Scriba
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Julian Mereuta, Omul ca un ceas / Man as a ClocR, 1972, text manuscris, document CAYC.
Copyright: Julian Mereuta estate. Courtesy of Decebal Scriba

Redescoperirea post-mortem a operei lui Julian
Mereuta apare ca un demers imperativ in contex-
tul unui nou val de recuperari ale productiilor
artistice din Romania anilor '60-'80, racordate la
avangardele vestice contemporane ale momentu-
lui, la conceptualismul perioadei, in cea mai mare
masura. Paradigma recuperarii pe axa Vest-Est
ramane una dintre cele mai complicate si greu de
depasit probleme ale raportarii la arta realizata
in contexte politice antidemocratice si precare
economic, acolo unde arta produsa nu intra in
circuit, devenind in postsocialism o surpriza pla-
cuta pentru interesele colectionarilor institutio-
nalizati din acelasi Vest.

Julian Mereuta si alti artisti ai perioadei in dis-
cutie au fost, incepand cu 1990, prezenti in tarile
in care si-au trait din plin statutul de emigranti,
activi, unii mai discret decat altii, cu incercari de
a dezvolta cariere internationale si de a deveni
vizibili pentru scena artistica din Romania. Pentru
Romania, timp de mai bine de 25 de ani, Julian
Mereuta si altii ca el au fost invizibili, o invizibili-
tate pe care o putem argumenta cultural, eco-
nomic, politic, pe fondul precaritatii si al frag-
mentarii scenei culturale, pe diverse paliere si
straturi psihosociale, insa realitatea ramane una
brutala: incepi sa existi in functie de anumite
interese si uneori existi dupa ce mori.

Intdlnirea mea cu Julian Mereuta s-a produs in
2012 la Paris, Tn contextul unei burse de cercetare
a Politicilor corpului si mecanismelor de putere
in Romania in perioada 1970-1990, oferita de
Colegiul Noua Europa. Dincolo de o serie de acti-
uni  performative antisistem, documentate
fotografic (1970-1972, Capturat, Un artist bun este
un artist tuns), interesele sale conceptuale au
ocupat si continuau sa ocupe locul esential in
activitatea orientata catre digital si on-line art,
vizand o problema recurentd, cea a apartenentei,
a excluziunii, a interiorizarii, dupa cum este for-
mulat statement-ul platformei Frequently-
nowhere.com: ,Probably the generic term Con-
temporary Art means the oppressive obligation of
being inside the Community. It seems that in the
realm of under surveillance freedom, to disregard
this unwritten but taken for granted rule, may
lead to immediate exclusion. Is that so? Maybe
not. Let’s say perhaps... Or undecidable. This blog,
then? Why not? To wander on territories, marked
too perhaps but less so, and where one could
breathe differently. That is NOWHERE. Frequently.
Contemporary, naturally. But with the unformu-
lated desire to find a lost link”
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Gasirea acelei legaturi pierdute traverseaza con-
ceptualismul lui Julian Mereuta, regasit la nivelul
unor texte conceptuale realizate intr-o perioada
in care artistul il intalneste pe poetul Gellu Naum
(1972), cu care dezbate subiectul performance-
ului nonintentional. Tn aceasta perioada este
invitat de George Glusberg sa participe la CAYC
Buenos Aires in cadrul expozitiei ArtSystem 2 la
lowa University Museum,.

Centrul pentru Arta si Comunicare (Centro de Arte
y Comunication) din Buefios Aires a functionat ca
un centru avangardist al secolului XX in Argen-
tina, fondat in 1968 ca workshop multidisciplinar
cu misiunea productiei si diseminarii artei siste-
mice, urmarind integrarea mass-mediei, a culturii
populare, a tehnologiei si artelor in aceeasi retea.
Interesele conturarii unei comunitati artistice
locale si internationale pe fondul tensiunilor po-
litice din America Latina, definirea libertatii si a
identitatilor accentuau ideea unei identitati colec-
tive Tn care libertatea se masura prin granite cre-
ative si prin integrarea artei in toate sectoarele
vietii sociale (strada, fabrica, mediu privat).
Viziunea asupra unei arte locale a fost inlocuita
de perspectiva unei arte delocalizate, antinatio-
naliste prin identificarea unor problematici
specifice comunitatii artistico-sociale inter-
nationale. ,CAYC is committed to the promotion
and development of projects and shows in which
art, technology and community concerns are com-
bined in an effective interchange that highlights
the new unity of art, science and the social envi-
ronment in which we live... It is composed of
artists, sociologists, logicians, mathematicians, art
critics and architects whose common task is to dis-
cuss current trends in mass communication and
the failure of traditional art forms, with a view to
bringing about a receptiveness to new systems of
expression in which researchers and artists seek to
profile the artistic interests of the twenty-first-cen-
tury man.” (Jorge Glusberg, Art in Argentina, Milan:
Giancarlo Politi Editore, 1989, p. 20)

Manifestul CAYC nu este departe de alte mani-
feste artistice ale perioadei, de Manifestul Artei
Palpabile (Ediburgh, lulie 1969) a lui Paul Neagu,
cu care Mereuta colaboreaza realizand actiunile
simultane Bucuresti-Paris, HOW TO FEED SOME
100 FRIENDS WITH DELICIOUS ART, respectiv Cake
Man, in care precizeaza la punctul 6 ca ,arta tre-
buie sa functioneze social”. Anarhismul incon-
fortabil al organizatorilor la nivelul mecanismelor
de stat a determinat cenzurarea expozitiei "Art
Systems 11" din 1972 (Sala Roberto Alt Square din

Julian Mereuta, Colturi rupte / Broken Corners, 2007, video extrase. Copyright: Julian Mereuta estate.
Courtesy of Decebal Scriba
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Julian Mereuta, Nicdieri dupa doua zile / Nowhere two days after, 2007, video extras. Copyright: Julian Mereuta estate. Courtesy of Decebal Scriba
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cadrul primariei din Buenos Aires, expozitie organizata
simultan la CAYC si Muzeul de Arta Moderna), si
urmarirea curatorului George Glusberg de politia
argentiniana. Tn 1998-1999, tinand cont de contributia
celor 67 de artisti, a avut loc o reconstructie a proiec-
tului CAYC (,Realitati Latino-Americane / Solutii
Internationale”), cu o platforma digitala realizata in
colaborare cu Universitatea din lowa, Tn contextul a 50
de ani de la ratificarea Declaratiei Drepturilor Omului
de catre Natiunile Unite.

Doua lucrari ale lui Julian Mereuta figureaza in aceasta
colectie: An eleate Paradox si Man as Clock, ambele din
1972. Din aceeasi serie fac parte si alte texte concep-
tuale, arhivate de catre Decebal Scriba, responsabil in
acest moment cu arhiva artistului.

Directia conceptuala a lui Mereuta, in acest caz, indica
articularea unor proiecte de intentie, un soi de schita
de laborator la nivel descriptiv, pentru ca in concep-
tualism ideea este cea care conteaza, iar intr-un con-
text represiv distanta dintre idee si realizarea ei devine
de neparcurs. Oferta artistului este insa mult mai com-
plexa, textul avand rolul unui discurs conceptual
asumat si provocand metatext. Poemul postmodern pe
care il scrie Mereuta pastreaza linia gandirii performa-
tive, focusat mereu asupra spatialitatii, a ,gasirii” unui
teritoriu al granitelor performative, acel undeva cu
potentialitatea desfasurarii unei actiuni care se ter-
mina Tnainte de a incepe.

Conceptualismul lui Mereuta trece ulterior intr-un alt
tip de discurs vizual, desen, pictura, fotografie, com-

puter based image, video. Ultimele doua sunt
reprezentative pentru ultimii ani, fiind interesat de o
imagine neoconstructivista cu elemente industriale, in
care arhitectura imaginii propune o detasare emotion-
ala, metalica, o constructie cvasiartificiala dominata de
layere, suprafete reflectorizante, unghiuri taioase
deformate prin filmarea de tip zoom in.

Cu certitudine, recuperarea artei lui Julian Mereuta
este importanta si nu poate fi realizata in bloc, ci prin
dezvoltarea unor analize paralele, care pot recontextu-
aliza acest discurs complex si dificil de controlat, prin
formule curatoriale, metode contemporane de abor-
dare dinamice, sistematice, cronologice si noncrono-
logice, care pot duce la un volum de interpretari.
Opera lui Mereuta este un instrument de lucru, pentru
moment greu accesibil ca arhiva, dar fragmentele cu
care operam in prezent trebuie asumate ca atare si, in
acelasi timp, luate ca obligatie nu doar fata de intere-
sul recuperarii unei arte individuale, insulare, frag-
mentare, ci fata de intelegerea, arhivarea si conser-
varea unui intreg context care poate defini constiinta
unei perioade artistice in istoria artei recente.

Conceptualism in Eastern and Central Europe



Text OLIVIA NITIS

“In a remote zone, find a proper wall and write with big letters: / Art is not for
tomorrow, art is for today. / The piece is valuable too with this text: / Art is
not for tomorrow, art is for today. // JM 1972"

The post-mortem rediscovery of Julian Mereuta’s work appears as an imper-
ative step in the context of a new wave of recovering the artistic productions
in Romania during the years 1960/70/1980, connected to contemporary west-
ern avant-gardes of the moment, and to the conceptualism of the era to the
greatest extent. The paradigm of recovery on the West-East axis remains one
of the most complicated and difficult to overcome problems of relating to art
created in antidemocratic political contexts, precarious from an economic
perspective, where the art that was created did not enter the mainstream,
becoming in post-socialism a pleasant surprise for the interests of institu-
tionalized collectors from the same West.

Julian Mereuta and other artists of the period discussed here have been,
since 1990, present in the countries where they fully lived their migrant sta-
tus, in an active manner, some of them more discreet than others, attempt-
ing to develop international careers and becoming visible for the art scene in
Romania. In Romania, Julian Mereuta and others like him were invisible for
over 25 years, an invisibility which was caused by cultural, economic and
political aspects, by the insecurity and fragmentation of the cultural scene, at
various levels and psycho-social layers, but the brutal reality remains: you
begin to exist according to certain interests and you sometimes emerge into
existence after you die.

My encounter with Julian Mereuta took place in 2012 in Paris, in the context
of a research fellowship on the Body politics and power mechanisms in
Romania during 1970-1990, awarded by the New Europe College. Beyond a
series of anti-system performative actions photographically documented
(1970-1972, Captured, A good artist is one whose hair is cut short - ,,Capturat”,
"Un artist bun este un artist tuns”), his conceptual interests had occupied and
were still occupying the essential place in his activity oriented towards digi-
tal and on-line art, focusing on a recurrent problem, that of belonging, exclu-
sion, inwardness, as stated on the platform Frequentlynowhere.com:
“Probably the generic term Contemporary Art means the oppressive obliga-
tion of being inside the Community. It seems that in the realm of under sur-
veillance freedom, to disregard this unwritten but taken for granted rule, may
lead to immediate exclusion. Is that so? Maybe not. Let's say perhaps... or
undecidable. This blog, then? Why not? To wander on territories, marked too
perhaps but less so, and where one could breathe differently. That is
NOWHERE. Frequently. Contemporary, naturally. But with the unformulated
desire to find a lost link.”

Finding that lost link underlies Julian Mereuta’s conceptualism, found at the
level of some conceptual texts created at a time when the artists met the poet
Gellu Naum (1972), with whom he debated the subject of non-intentional per-
formance. During that time, he was invited to participate in CAYC Buenos Aires,
in the exhibition ArtSystem 2 at lowa University Museum, invited by George
Glusberg. The Center for Art and Communication (Centro de Arte y
Comunication) in Buenos Aires functioned as an avant-garde hub of the twen-
tieth century in Argentina, founded in 1968 as a multidisciplinary workshop,
having the mission to produce and disseminate systemic art aimed at integrat-
ing mass-media, popular culture, technology and arts in the same network.
The interest in shaping a local and international art community amid politi-
cal tensions in Latin America, as well as defining freedom and identities, were
emphasizing the idea of a collective identity which measured freedom by cre-
ative borders and by integrating art into all sectors of social life (street, fac-
tory, private sphere). The vision of a local art was replaced by the perspective
of a delocalized one, anti-nationalistic through the identification of issues

Julian Mereuta, Man as a ClocR, 1972,
typewritten text for CAYC. Copyright: Julian
Mereuta estate. Courtesy of Decebal Scriba

Julian Mereuta, Art is for tomorrow, 1972,
typewritten text. Copyright: Julian Mereuta
estate. Courtesy of Decebal Scriba

specific to the international artistic-social community: “CAYC is committed to
the promotion and development of projects and shows in which art, technol-
ogy and community concerns are combined in an effective interchange that
highlights the new unity of art, science and the social environment in which
we live.... It is composed of artists, sociologists, logicians, mathematicians, art
critics and architects whose common task is to discuss current trends in mass
communication and the failure of traditional art forms, with a view to bring-
ing about a receptiveness to new systems of expression in which researchers
and artists seek to profile the artistic interests of the twenty-first-century
man." (Jorge Glusberg, Art in Argentina, Milan: Giancarlo Politi Editore, 1989,
p. 20)

The CAYC manifesto is not far from other art manifestos of that time, such as
Paul Neagu's Palpable Art Manifesto (Edinburgh, July 1969), with whom
Mereuta collaborated to create the simultaneous actions Bucharest-Paris,
HOW TO FEED SOME 100 FRIENDS WITH DELICIOUS ART respectively Cake Man,
where he states in section 6 that “art must function socially”. The uncomfort-
able anarchism of the organizers regarding state level mechanisms led to the
censorship of the Art Systems Il exhibition in 1972 (Roberto Alt Square Hall in
the City Hall of Buenos Aires, exhibition organized simultaneously at CAYC
and the Museum of Modern Art), as well as to the tracking of the curator
George Glusberg by the Argentine police. In 1998/99, taking into account the
contribution of the 67 artists, there was a reconstruction of the CAYC project
(Latin-American Realities / International Solutions) with a digital platform
created in collaboration with the University of lowa in the context of celebrat-
ing 50 years from the ratification of the Declaration of Human Rights by the
United Nations.

Two works by Julian Mereuta were included in this collection: An eleate
Paradox and Man as Clock, from 1972. The series also included other concep-
tual texts filed by Decebal Scriba, who is in charge at the moment with the
artist's archive.

In this case, Mereuta’s conceptual direction indicates the articulation of some
intention projects, a sort of laboratory sketch at a descriptive level, because
in conceptualism it is the idea that matters, and in a repressive context the
distance between idea and its implementation becomes unbridgeable.
However, the artist’s offer is far more complex, the text performing the role
of an assumed conceptual discourse, challenging to reach the metatext. The
postmodern poem that Mereuta writes preserves the line of performative
thinking, always focused on spatiality, on “finding” a territory of performative
borders, that “somewhere” with the potential to carry out an action that ends
before it begins. Later on, Mereutd’s conceptualism shifts to another type of
visual discourse, drawing, painting, photography, computer based image,
video. The last two are representative for recent years, as he has been inter-
ested in a neo-constructivist image with industrial elements, in which the
architecture of the image suggests emotional remoteness, metallic, a quasi-
artificial building dominated by layers, reflective surfaces, sharp angles
deformed by the zoom in type of recording.

It is certainly of utmost importance to recover Julian Mereutd’s art, but this
can only be achieved by developing parallel analyses which can recontextu-
alize this complex and difficult to control discourse, through curatorial for-
mulas, dynamic contemporary approach methods, systematic, chronological
and non-chronological, which can lead to numerous interpretations.
Mereuta’s work is a tool, for the moment difficult to access as an archive, but
the fragments we operate with must be assumed as such and, at the same
time, taken as an obligation not only towards the interest in recovering an
individual, fragmented art, but also towards understanding, archiving and
preserving an entire context which can define the consciousness of an art
period in the history of recent art. / English translation by Roxana Ghita



PAUL NEAGU SI GRUPUL DE ARTA
GENERATIVA. CONCEPTE , AMALGAMATE"

M Text
ILEANA PINTILIE

A deschide o cercetare despre conceptualism in Europa de Est mi se pare nu
numai binevenita, dar si necesara. Cum se stie, tema a fost ocolita in spati-
ul cultural romanesc, dar ea nu lipseste din spatiul international. Este mer-
itul lui Piotr Piotrowski de a fi inventariat stadiul cercetarilor si de a fi con-
tribuit el insusi la acestea, oferind propriile concluzii, intr-un capitol intreg
din importanta sa lucrare, In the Shadow of Yalta . in acest context, autorul
puncteaza aspecte ale conceptualismului estic, comparabil intr-o oarecare
masura cu cel occidental, mai ales sub aspect formal. Dintr-o perspectiva
mai largd, care are in vedere si motivatiile interioare ale creatiei, dar si con-
textul sociopolitic regional diferit, asemandrile inceteaza, facand loc unor
notabile diferente.

Citandu-l pe Laszlo Beke, vom admite ca
daca arta conceptuala nu ar fi aparut in
Occident, ea ar fi putut fi inventata in Est,
,in ceea ce priveste functia teoretica, eco-
nomica si politica™ Facand aceasta afir-
matie, Beke avea in vedere exemplul mail-
artei, care intrunea intr-o singura forma
artistica atat un proces de creatie liber, ce
putea sa scape cu usurinta de interventia
autoritatilor si a cenzurii prin modalitatile
sale de difuzare, cat si simplitatea minimal-
ista a mijloacelor de a o produce.

Tn timp ce in Polonia conceptualismul se
asemana destul de mult cu varianta lui
occidentala, aceeasi miscare artistica a
imbracat in Ungaria forme politice radicale,

iar in Romania s-a manifestat ca o modali-
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zentarilor preluate din realitatea inconjura-
toare a caracterizat arta de debut a unor
tineri absolventi, la mijlocul anilor 1960.
Atat Paul Neagu, cat si Horia Bernea tin-
deau spre ,un limbaj direct, lipsit de
prejudecati, plecand de la premisa ca este
mai important ce gandim despre un obiect,
decat obiectul insusi si realizarea lui™.
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Paul Neagu, Grupul de Arta Generativa, lucrare
din seria Cosmosizing Man, 1972, desen.
Copyright: The Estate of Paul Neagu, DACS 2016

Creatia de inceput a lui Paul Neagu a mar-
cat o ruptura fata de arta figurativa, o
tendinta spre abstract si spre conceptual,
regasita inca de la ideea initiala a proiec-
tului sau de licenta din 1965, in care a uti-
lizat medii precum fotografia, desenul si
pictura. Subiectul ales pentru aceasta
lucrare — Targul de pe Muntele Gaina - i-a
permis tanarului Neagu sa transforme o
aglomeratie pestrita de oameni in struc-
turi cvasiabstracte, organizate conform
unei compozitii puternice a doua axe
diagonale ce se intretaie intr-un punct
central, devenit un punct nodal de
energie vitala, ce emana forta. Ruptura
fata de arta traditionala s-a accentuat si
mai mult Tn anii imediat urmatori studi-
ilor academice, cand artistul a conceput
si a realizat cutiile tactile, sustinute teo-
retic de ,Manifestul artei palpabile" (1968)
4. ,Cutiile" erau concepute ca niste
obiecte 5 ce se raportau la corpul uman
pentru a putea fi manipulate, ele vizand
tactilitatea chiar prin multitudinea de
materiale utilizate in compunerea lor, dar
avand in vedere si alternanta dintre vizibil
si ascuns. Construite pe un sistem de
Jstructuri alveolare”, asemanator cu cel
uman (celule), obiectele puneau in dis-
cutie relatia dintre individ si societate.

Titlul generic de Colector de merite® de-
semna obiecte de dimensiuni mai mari,
de Tnaltimea unui stat de om, care
amestecau ideea de tehnologie (sugerata
de denumirile lor) cu ironia disimulata,
fiind menite a ridica intrebari cu privire la
modul in care se acordau medaliile, in
timpul comunismului. Denumirile acestui
gen de obiecte frizau adesea absurdul:
Rationalizator de colaps si anticolaps,
Colector de prestigiu, Computer criteriologic
compact, Functionalizator neconstruit,
Radiatoare gemene etc’. Atat titlurile aces-
tor obiecte, cat si presupusa functie de a
determina modalitatile de acordare a
,medaliilor de merit socialiste” aveau
rolul de a ironiza modul in care regimul
isi instaura propriile valori, fara relevanta

fata de societate. In 1968, aceste obiecte
au devenit parte dintr-o actiune stradala®
din Bucuresti, ajungand chiar si pe partea
carosabila a unui bulevard circulat.
Primele concepte artistice ale lui Neagu
au fost definite in perioada 1965-1969,
cand creativitatea sa debordanta traseaza
deja repere ideatice care se vor regasi
permanent in opera lui de mai tarziu.
Printre acestea, vom aminti perechea
conceptuala impuls-vector’, care sublini-
aza importanta fortelor fundamentale
sesizate de artist in lumea Tnconjuratoare,
invizibile, dar totusi detectabile sub forma
unor axe fundamentale strabatand obiec-
tele sau siluetele umane, generand liniile
subtile de organizare a structurilor spa-
tiale sau compozitionale. Tot din aceeasi
categorie face parte si sistemul mental de
organizare, de la singular la multiplu,
conceput de Paul Neagu dupa modele
filosofice si lingvistice, careia i corespun-
dea un model vizual bazat pe forme geo-
metrice elementare, intr-o evolutie ierar-
hica (triunghi, paralelipiped, spirala).
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Evolutia conceptelor lui Paul Neagu se
reflecta si Tn desenele din seria Antropo-
cosmos, care instaurau un sistem de
reprezentare a figurii umane ce urma o
decompozitie a intregului Tnspre struc-
turile alveolare (celulare), privite ca niste
unitati esentiale menite a evidentia
traseele-retele de energii. Raportat la
corp, artistul dezvolta un sistem amplifi-
cat de la unu la multiplu, de la individual
la colectiv, de la microcosmos la macro-
cosm, avand ca referinta universul uman
siin care exista o comunicare pe verticala
intre diferitele paliere. Seria de lucrari
Antropocosmos s-a implinit prin desene,
picturi, gravuri sau chiar arta manjabila si
a pus in evidenta, intre altele, cunoas-
terea corpurilor ca substante. Aceasta
serie, complementara obiectelor tactile, a
fost continuata si in emigratia artistului in
Marea Britanie. Format la Bucuresti si in
circumstantele perioadei comuniste, Neagu
si-a dezvoltat in spatiul public romanesc o
modalitate de disimulare, cautand elu-
darea temelor impuse oficial si pastrarea
unei libertati de expresie.

Conceptele elaborate de Paul Neagu in
tara s-au dezvoltat si au primit o noua
dimensiune in Marea Britanie. Invitat cu o
expozitie personala in Galeria lui Richard
Demarco la Edinburgh, Tn 1969, Paul Neagu
a propus, in afara de lucrarile de pe
simeze, si un proiect de interventie urbana,
anume ambalarea statuii Lordului Melvill,
aflata in scuarul din fata galeriei. Proiectul
imbraca statuia cu un fel de montgolfier
impartit in structuri celulare simple si
marca iesirea din cadrul strict al operei de
arta, cu limitele respective — de obiect de
contemplat - si deschidea calea unor
abordari conceptuale in spatiul public®.
Grupul de Arta Generativa, infiintat in
1972, a fost un concept inedit si complex
prin care artistul se manifesta in cinci
ipostaze distincte, purtand nume diferite:
Paul Neagu, in calitate de manager al
grupului, era singurul vizibil si cunoscut,
ocupandu-se de organizarea diverselor
expozitii si gestionand prezenta publica a
celorlalti membri. Acestia se numeau
Philip Honeysuckle, Edward Larsocchi,
Anton Paidola si Husney Belmood, fiecare
avand creionate o personalitate distincta,
o0 preocupare si un stil specific — unul era
poet, altii desenatori, pictori sau meta-
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fizicieni. Dincolo de speculatia psiholo-
gicd", se poate afla in acest proiect si 0
experienta filozofica propusa de artist, un
exercitiu de ,atomizare”, de impartire si
de divizare a eului. Acest concept a fost
extrem de productiv pentru Neagu, stimu-
landu-l sa conceapa cinci concepte artis-
tice diferite si sa lucreze conform acestora,
sa creeze evenimente capabile sa puna in
valoare desenele sau picturile si sa le pro-
moveze cu ajutorul mai multor publicatii.
Grupul de Arta Generativa a fost prezentat
ca atare in expozitii si in diverse proiecte
pana in 1976, cand artistul a hotarat sa
dezvaluie fictiunea lui. Dintr-o perspec-
tiva mai larga, ni se pare unul dintre cele
mai autentice proiecte conceptuale ale lui
Neagu, prin care a obtinut o multiplicare
proteica a eului creator, oferind fatete noi
si gasind astfel mai multe canale de
transmitere a ideilor si a creatiilor sale.
Toate aceste personaje fictive erau com-
plementare fata de el, cu ajutorul lor
oferind viziuni interpretative diferite.

De obicei, in arta clasica, artistul este
retras in spatele operei, dar cu aceste
proiecte, Neagu se prezinta direct la lucru:
desenatorul Philip Honeysuckle apare
provocator prin lucrarile care reprezinta
insasi mana ce deseneaza, iar aceasta
mana, tinand o pensula sau un creion,
exprima actul creatiei in sine. Tn alt gen
de lucrari apare coroana unui copac
vazuta de sus, iar aceste viziuni din zborul
unei pasari ii corespundeau lui Belmood;
pictura abstracta a unui cerc care revarsa
raze colorate dintr-un centru ilustra de
fapt un iris in viziunea lui Larsocchi, iar
Paidola, poetul sau metafizicianul, figura
Cu pictarea unor cuvinte, scrise stilizat
pana la incifrare. Tn 1973, Neagu a expus o
mare parte din lucrarile acestei perioade
la Serpentine Gallery din Londra, dar si
intr-o expozitie de grup la Liverpool, iar,
in afara de desenele si picturile de care
vorbeam, se mai aflau in spatiu mai multe
suporturi si un fel de mese pe care erau
etalate si serii de obiecte aparent intam-
platoare, dispuse haotic si lasand impre-
sia unui amalgam generator de infinite
subiecte de inspiratie.

Din punctul de vedere al creatiei, Neagu a
reusit sa aplice exemplar principiul
deconstructiei, caci, in spatiile de expozi-
tie, desenele sau picturile (pe panza
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preparata, dar fara sasiu) erau prezentate
ca niste fragmente dintr-un corp masiv de
lucrari. Titlul acestor lucrari prezentate
compact era Simultaneously Apprehended
Elements, in care elementele erau inter-
sanjabile; de multe ori, intre desene se
aflau spatii goale, adica o coala alba care
oferea o pauza privirii. Imaginile reprezen-
tate Tn desene sau in picturi erau destul
de stranii, cautand unghiuri insolite de
reprezentare ale unor obiecte sau detalii
anatomice incomprehensibile la o prima
privire.

Conceptele artistice ale lui Neagu s-au
conturat inca din primii ani de dupa
debut si au evoluat strans legate, intr-o
perfecta sincronicitate si coerenta cu tex-
tele teoretice pe care artistul le-a pus la
indemana specialistilor si a publicului, in
scop lamuritor. Pornind de la realitatea
inconjuratoare observata direct, prin
intermediul inductiei (facand trecerea de
la particular la general), el a ajuns sa me-
tamorfozeze aceasta realitate in concepte
sustinute de idei filosofice.

1. Piotr Piotrowski, In the Shadow of Yalta. Art and Avant-
garde in Eastern Europe, 1945-1989, Reaktion Books,
London, 2009, cap. ,Conceptual Art between Theory of Art
and Critique of the System”, p. 315 si urm.

2. Apud Piotrowski, Op. cit., p. 316.

3. Horia Bernea, Iconografie de dupd cunoastere - context
abstract, text pentru Bienala Tineretului, Paris, 1971, p. 1.

4. Apdrut initial in pliantul expozitiei de la Galeria Demarco
din Edinburgh, din august 1969, textul a fost reluat in ace-
lasi an si in revista ,Arta” din Bucuresti.

5. De altfel, chiar asa - Obiecte - s-a intitulat prima expozitie
personala a lui Neagu, realizatd la Bucuresti in ianuarie-
februarie 1969.

6. Titlul unuia dintre desene sugereaza schita unui concept:
Plan de idee. Obiect ,Selector de valori” (1969).

7. Referitor la denumirile inventate de artisti, desemnand
obiecte (in cazul lui P. Neagu) sau notiuni-concepte pro-
prii, sa-l amintim pe H. Bernea, cu cateva exemple: Brarb
semnifica in viziunea lui unicitate, caracter antropomorfic,
simetrie, Verg simboliza notiunea de vectorialitate, iar
Mucarfa echivala, conform lui Bernea, cu informal, obiect
deschis, apud Iconografie de dupd cunoastere - context
abstract, loc. cit.

8. Aceasta actiune solitara a fost considerata prima din spa-
tiul public romanesc din perioada comunismului.

9. Pe versoul unui desen, Neagu notase o echivalenta intre
impuls & vector respectiv ,Colector” (obiect) si ,tornada”,
care reveleaza asocierile de concepte constituite cu timpul
ntr-un limbaj specific lui.

. Desi mediatizat in presa locala scotiana, proiectul meta-
morfozarii statuii Lordului Melvill nu a fost pus, in cele din
urma, n aplicare.

. In timp ce Paul Overy considera ca acest grup a avut scop-
ul de a simula si a Tnlocui absenta fratilor si a prietenilor
ramasi acasd, Richard Demarco era de parere ca grupul
este expresia unei nevoi de autoaparare in fata unei vul-
nerabilitati.
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Paul Neagu and the Generative Art Group.
“Amalgamated” Concepts

Text
ILEANA PINTILIE

Starting a research work on conceptualism in Eastern Europe is, arguably, not
only welcome but also necessary. As known, this topic has been avoided in
the Romanian cultural arena, while being present on the international one.
One should credit Piotr Piotrowski for having inventoried the various
research works and for committing himself to such an undertaking, by shar-
ing his own conclusions, in a whole chapter of his important work, In the
Shadow of Yalta." Within this context, the author points out various aspects of
aesthetic conceptualism, which is somewhat comparable to the Western one,
especially form-wise. From a broader perspective, that also contemplates the
inner motivations of creation, but also the different regional social and polit-
ical context, the similarities disappear and are replaced by certain notable
differences.

Following a quote from Laszlo Beke, we will admit that if conceptual art had
not appeared in the Western world, it could have been invented in the East
“in terms of its theoretical, economic and political function.” In his state-
ment, Beke had in mind the example of mail-art, which brought together in
one single artistic form both a free creation process that could have easily
escaped the intervention of the authorities and censorship by its distribu-
tion means, and the minimalistic simplicity of the production means.

While in Poland conceptualism is rather similar to its Western version, the
same art movement in Hungary took radical political forms, and in Romania
it manifested itself as a way of taking distance from the communist regime,
that required an ideologically militant art which artists opposed, a different
thought system or a new set of concepts and ideas. The distancing from clas-
sical figurative art, from the formalism of representations taken from the sur-
rounding reality defined the art debut of certain young graduates in the mid-
'60s. Both Paul Neagu and Horia Bernea tended to employ “a straightforward,
unprejudiced language, based on that what we think of an object is more
important (...) than the object itself and its making.”

In its early years, the work of Paul Neagu marked a break-away from figura-
tive art, a tendency towards abstraction and conceptualism, that can be
detected ever since the original concept of his bachelor’s degree project from
1965, which employed media such as photography, drawings and paintings.
The subject chosen for this work - The Fair on Mount Gaina - enabled young
Neagu to transform the variegated gathering of people into quasi-abstract
structures, organized in accordance with a strong composition along two
diagonal axes that intersect each other at a central point, which is turned into
a force-emanating nodal point of vital energy. The departure from tradition-
al art became only deeper in the years immediately following his academic
studies, where the artist designed and made the tactile boxes; on the theo-
retical support of the Palpable art manifesto (1968). The boxes were
designed as objects® that related to the human body in order to be handled,
and aiming at tactility by the very multitude of materials used in their com-
position, but also bearing in mind the alternation between the visible and the
hidden. Built on a system of “alveolar structures,” similar to the human one
(cells), the objects bring into discussion the relationship between the individ-
ual and society.

The generic Merits Collector title® designated larger objects, as tall as a
human being, which combined the idea of technology (as suggested by their
names) with dissimulated sarcasm, with a view to eliciting questions as to the
way in which medals were awarded in the communist era. The names of this
kind of objects would often border on the absurd: Collapse and anti-collapse
rationalizer, Prestige collector, Compact criteriological computer, Unbuilt
functionalizer, Twin heaters etc’ Both the titles of those objects and the
alleged function of determining the way in which “the socialist medals of
merit” were awarded were meant as a sarcasm towards the way in which the
regime established its own values, with no relevance to society. In 1968, such
objects became part of a street action® in Bucharest, and even ended up on
the roadway of a heavy-traffic boulevard.

Neagu's first artistic concepts were defined in 1965 through 1969, when his
larger-than-life creativity already outlines ideatic landmarks that are recur-
rent in his later work. Among them, mention should be made of the impulse-
vector conceptual pair, that evidences the importance of the fundamental
forces observed by the artist in the surrounding world, invisible and yet

Paul Neagu, Group of Generative Art, Iris, undated, oil on canvas / Grupul de Arta
Generativa, Iris, nedatat, pictura pe panza fara sasiu. Copyright: The Estate of Paul
Neagu, DACS 2016

detectable in the form of fundamental axes running through objects or
human figures and generating the subtle organization lines of the spacial or
compositional structures. The same category contains the mental organiza-
tional system that goes from the singular to the multiple, designed by Paul
Neagu according to philosophical and linguistic models, in line with a visual
model based on elementary geometric shapes in a hierarchic evolution. (tri-
angle, parallelpiped, spiral).

The evolution of Paul Neagu's concepts is also reflected in his drawings from
the Antropocosmos series that established a representation system of the
human figure that followed a decomposition of the whole towards the alve-
olar (cell) structures, regarded as essential units meant to evidence the ener-
gy routes-networks. With respect to the body, the artist develops an ampli-
fied system from one to multiple, from individual to collective, from micro-
cosms to macrocosms with the human universe as a reference and where
there is vertical communication among the various tiers. The Antropocosmos
series accomplished itself through drawings, paintings, engravings or even
edible art, and pointed out, inter alia, the knowledge of the bodies as sub-
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Paul Neagu as H. Belmood (GAG), Tree see from above, 1972, drawing.
Copyright: The Estate of Paul Neagu, DACS 2016

stances. This series complementary to tactile objects was continued in the
artist's emigration years in the United Kingdom. And under the circum-
stances of the communist era, Neagu developed in the Romanian public
space his own method of dissimulation while seeking to elude the officially
imposed themes and preserve his freedom of expression.

The concepts developed by Paul Neagu in his country grew and acquired a
new dimension in the United Kingdom. Invited to join Richard Demarco’s
Gallery in Edinburgh with a personal exhibition in 1969, Paul Neagu proposed,
apart from his works on the picture rails, an urban response project, namely
the wrapping of Lord Melvill's statue located in the square in front of the
gallery. The project would dress the statue in a sort of Montgolfier split into
simple cell structures and marked the exit outside of the boundaries of art-
work, with its respective limits — an object to contemplate - and opened the
avenue to conceptual approaches in the public space.”

The Generative Art Group, set up in 1972, was an original and complex con-
cept through which the artist expressed himself in five distinct hypostases,
under various names: Paul Neagu as the group manager was the only visible
and known one, and he dealt with the organization of various exhibitions,
while also managing the public presence of the other members. They were
Philip Honeysuckle, Edward Larsocchi, Anton Paidola and Husney Belmood,
and each of them had a distinct, well outlined personality, preoccupation and
specific style — one of them was a poet, others were draughtsman, painters
or metaphysicians. Beyond psychological speculation,” one can also find in
this project a philosophical experience proposed by the artist, an exercise in
the “atomization,” splitting and division of the self. This concept was
extremely productive for Neagu, because it stimulated him to design five dif-
ferent artistic concepts and to work accordingly, to create events able to
showcase the drawings or paintings and promote them with the aid of sever-
al publications.

The Generative Art Group was introduced as such in exhibitions and in vari-
ous projects until 1976, when the artist decided to unveil its fiction. From a
wider perspective, it appears to us as one of Neagu's most genuine concep-
tual projects, through which he obtained a Proteus multiplication of the cre-
ative self, while attaching new facets to it and so identifying more than one
channel of conveyance for his thoughts and creations. All these fictitious
characters were complementary to him and helped him offer different inter-
pretive views.
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In classical art, the artist is usually withdrawn behind his work, but with those
projects Neagu shows himself directly at work: draughtsman Philip
Honeysuckle appears to the eye in a provocative way through the works that
represent the very hand that draws, and this hand holding a brush or a pen
expresses the act of creation per se. In another type of works, one can notice
the crown of a tree seen from above, and such bird’s eye visions would be
attributed to Belmood: the abstract painting of a ring that pours colored
beams from a center-core actually illustrates an iris in the view of Larsocchi,
and Paidola, the poet or metaphysician, painted words, written in a stylized
manner up to becoming codes. In 1973, Neagu exhibited a large part of his
works from that period at The Serpentine Gallery in London, but also at a
group exhibition in Liverpool and, apart from the aforesaid drawings and
paintings, that space also included several supports and some kind of tables,
displaying a series of apparently random objects, laid there chaotically and
leaving the impression of an amalgamate, that would generate countless
inspiring subjects.

From the viewpoint of creation, Neagu succeeded in applying the principle of
deconstruction in an exemplary manner, as the drawings or paintings (on
processed canvas but with no chassis) displayed in exhibitions were present-
ed as fragments of a massive body of work. The title of such works, exhibited
in a compact manner, was Simultaneously Apprehended Elements, where the
elements were interchangeable; more often than not, there were empty
spaces between the drawings, read a blank page acting as a respite for the
eyes. The images represented in the drawings or paintings were strange
enough, with original angles in the representation of objects or anatomic
details that could not be comprehended at first glance.

Neagu’s artistic concepts became apparent starting his early years and they
evolved in close connection, in a perfect synchronicity and coherence, with
the theoretical texts the artist made available to experts and audience for
clarity purposes. Starting off from the surrounding reality, as observed in a
direct manner, through induction (making the passage from the particular to
the general), Neagu ended up transforming this reality into concepts sup-
ported by philosophical ideas.

1. Piotr Piotrowski, In the Shadow of Yalta. Art and Avant-garde in Eastern Europe, 1945-1989,
Reaktion Books, London, 2009, cap. ,Conceptual Art between Theory of Art and Critique of the
System”, p. 315 and subsequent.

2. Apud Piotrowski, Op. cit., p. 316.

3. Horia Bernea, Iconografie de dupd cunoastere - context abstract (Iconography after knowledge
- an abstract context), a text for the Paris Youth Biennial, 1971, p. 1.

4, Originally published in the brochure of the exhibition from the Demarco Gallery in Edinburgh,
from August 1969, the text was republished in the same year in the ,Arta” magazine in
Bucharest.

5. As a matter of fact, Obiecte was the name of Neagu's first exhibition, dated January-February
1969 in Bucharest.

6. The title of one of the drawings suggests the sketch of a concept: Idea plan. Object ,Value
selector” (1969).

7. Concerning the names invented by artists, that designate objects (in the case of P. Neagu) or
personal notions-concepts, one should mention H. Bernea with several examples: Brarb signi-
fies uniqueness in his vision, an anthropomorphic nature, and symmetry. Verg symbolozes the
concept of vectoriality, and Mucarfa stands for, according to Bernea, informal, open object,
apud Iconography after knowledge - abstract context, loc.cit.

8. Considered the first public space action during Romanian Communism.

9. On the backside of a drawing, Neagu had noted an equivalence between impulse & vector
respectively ,Collector” (object) and ,tornado” that reveals the associations of concepts built
over time in a language of his own.

. While publicized in the local Scottish media, the project of the transformation of Lord Melvill's
statue has never come to life.

. Whereas Paul Overy opined that the group in question aimed at stimulating and replacing
missing siblings and friends left behind at home, Richard Demarco regarded the group as the
expression of a need of self-defense in front of vulnerability.
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SERBAN EPURE

si estetica sistemica a Benzilor S.

B Text
CRISTIAN NAE

Serban Epure reprezinta o figura putin investigata din campul artei romanesti interesate de experiment si de
ceea ce astdzi am putea numi ,cercetare artistica”, asociata neoavangardelor deceniilor 6 si 7 ale secolului
XX si deseori caracterizatd drept artd ,alternativd”. In pofida existentei unei documentatii consistente despre
opera sa de pand in anul 1974, insotitd, din fericire, de o serie de texte programatice publicate de artist in
revista ,Arta” intre 1970 si 1971, emigrarea sa relativ timpurie in Statele Unite ale Americii (in 1980) [-a plasat
ulterior intr-un con de umbrd, ce se cuvine a fi retrospectiv inteles si devoalat.

Serban Epure, Cibernetica. Sistem aflat in interactiune
cu mediul ambiant, ilustratie la rubrica ,Glosar”, din
revista ,Arta”, nr. 1, 1971, p. 36. / Cybernetics. A System
in interaction with the Environment, illustration for the
"Glossary" column in “Arta” Magazine, no. 1, 1971, p. 36
© Revista ARTA 2016

Devenit artist nspre anul 1968, cu o
pregatire anterioara inginereasca 1in
domeniul electronicii si telecomunicati-
ilor, automatizarii si ciberneticii, Epure a
beneficiat de scurta perioada de
deschidere culturala inceputa la acea
vreme, participand la cateva expozitii de
arta contemporana din Romania, organi-
zate la Torino, Koln, Beirut, Tel Aviv si
Varsovia. In anul 1973, Serban Epure este
invitat de Georges Boudaille, la acea
vreme directorul Bienalei din Paris, sa
participe Tmpreuna cu Horia Bernea si
Paul Neagu in sectiunea internationala a
celei de a 8-a editii a evenimentului. In
catalogul expozitiei, Epure este mentionat
laconic la sectiunea de ,Film”. Dupa cum
reiese din conversatia purtata cu Boudaille,
artistul roman este invitat de juriul inter-
national sa prezinte un film despre
,Benzile S. Posibilitatile lor estetice si
ambientale”, realizat intre 1972 si 1973, in
prezentarea caruia intampina insa unele
dificultati tehnice.

Filmul, produs pe 35 mm de studiourile
Sahia din Bucuresti, nu poate fi convertit
in standardul de prezentare tehnica al
bienalei (16 mm) si este in cele din urma
inlocuit cu o serie de 240 de diapozitive
care prezinta diverse versiuni ale Benzilor
S-18. Printre diapozitivele conservate inca
la Biblioteca Kandinsky a Centrului ,Geor-
ges Pompidou" din Paris, se gasesc ima-
gini ale unor constructii spatiale mini-
male, de mari dimensiuni, construite din
asemenea benzi si amplasate atat in
ambient natural, cat si in spatiul urban, in
forme geometrice diverse, precum si o
imagine cu Epure inconjurat de aceste
benzi in atelierul sau. Aceste structuri
generative, bazate pe algoritmi com-

putationali, reprezinta o preocupare
artistica constanta a artistului in anii
1970, ale caror posibilitati de dezvoltare
deopotriva plastica si functionala nu
inceteaza sa le exploreze potrivit angaja-
mentului sau fata de aspectul cibernetic
al artei.

Constituite printr-un principiu de genera-
re simplu, ce utilizeaza un algoritm mate-
matic, Benzile S sunt fasii plane de hartie
si |/ sau plastic, ce se pot desfasura
spatial, generand forme geometrice
dinamice, maleabile, proteice. Propriu-zis,
aceste lucrari constau in benzi de mate-
rial rectangular, care pot fi pliate potrivit
unui modul triunghi-dreptunghi. Pentru
Epure, plierea lor genereaza ,fraze” care
utilizeaza elemente ale unui alfabet ele-
mentar, deopotriva geometric si cromatic
(utilizand culori predeterminate, precum
alb, rosu, albastru si negru). Aceasta pli-
ere poate fi realizata in plan, spatial sau
mixt. Toate acestea reprezinta variabilele
unei matrice combinatorii, in care struc-
turile generate se pot inscrie, eliminand
astfel din campul productiei vizuale
deopotriva ponciful ,subiectivitatii pro-
funde”, care se exprima in opera, Si
accentul asupra materiei prelucrate sim-
bolic, specific esteticii formaliste. Este
cunoscut faptul ca, la sfarsitul deceniului
7 al secolului trecut, aceste presupozitii
estetice au fost considerate de Rosalind
Krauss a instaura si sustine mitul autoru-
lui ca origine absoluta a operei privita ca
o creatie (intuitiva), mai curdnd decat ca o
productie in campul intersubiectiv si
rational(izat) al culturii’. Aceasta din urma
este ea nsasi structurata logic, similar
campului lingvistic definit de gandirea
saussuriana drept un ansamblu de ele-
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"Obiectul nu devine decat un pretext, un catalizator
pentru a pune in evidentd o idee”. (Serban Epure)

Serban Epure, Motiv decorativ / Decorative Tracery, ilustratia copertei IV, din revista ,Arta”, nr. 6, 1971 / cover illustration from "Arta“ Magazine, no.6, 1971. © Revista ARTA 2016
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mente ce se afla in relatii mutual opozi-
tive si in raport cu care fiecare element
din acest camp isi dobandeste sensul.
Intelese ca arta conceptuald, Benzile S
reprezinta materializari posibile ale unei
idei, mai curand decat forme spatiale de
sine statatoare. Aparenta lor monumen-
talitate este dezavuata nu doar de mate-
rialul precar, cu vadite note industriale
(plastic), ce le-ar putea inscrie intr-o
estetica minimalista, ci mai ales de
planeitatea suprafetelor ce descriu in
spatiu volume ce apar privitorului a se
afla intr-o continua miscare, generata in
mod potential de directia de lectura a
benzilor. Asemeni benzilor Moebius, dezvol-
tarea acestor structuri este liniara, cursi-
va, in pofida angularitatii proprii planuri-
lor pe care le genereaza, cat si aparent
nelimitata. Contextualizate sumar drept
.desene spatiale”, Benzile S se apropie,
prin aspectul lor structural si generativ,
atat de neoconstructivism, dezvoltat la
acea vreme de grupul SIGMA din Timi-
soara sau de explorarile in domeniul
gandirii computationale, Epure fiind invi-
tat sa expuna la Festivalul de Arta si
Cercetari Contemporane de la Bordeaux
in 1973), cat si de serialismul combinato-
riu, matricial, practicat de Sol LeWitt,
incepand cu sfarsitul anilor '60.
Declaratiile lui Epure privind statutul lor
ontologic se apropie ele insele foarte
mult de celebrele afirmatii ale lui LeWitt
publicate in revista ,Artforum” in 1967,
deseori citate drept adevarate definitii de
manual ale artei conceptuale: ,felul in
care opera de arta se prezinta nu este
prea important. Trebuie sa arate cumva
daca are o forma fizica. Indiferent ce
forma poate avea in cele din urma, ea tre-
buie sa inceapa cu o idee” si "ideea
devine o masina care produce arta™.
Potrivit artistului roman, ,accentul este
pus pe descoperire, mai curand decat
asupra obiectului Tnsusi care poate fi ori-
care. Obiectul nu devine decat un pretext,
un catalizator pentru a pune in evidenta o

idee™. Aceste afirmatii, datand din 1970,
pot fi suspectate a veni cu un decalaj tipic
pentru conditia periferica a Estului Euro-
pei, in contextul artei internationale, la
acea vreme, si de a reprezenta exemplul
unei preluari tardive a ideilor lui LeWitt sau
semnul influentei exercitate de arta con-
ceptuala americana asupra artei romanesti.
Nimic mai putin adevarat. Gandirea lui
Epure s-a dezvoltat independent, facili-
tata de formarea sa intelectuala de tip
cibernetic, pe care artistul o defineste in
raport cu ceea ce a teoretizat drept
Lestetica sistemelor”, in mod independent
de textul cu titlul omonim publicat de
Jack Burnham* tot in revista ,Artforum”,
n 1968. Daca pentru Burnham, prioritatile
culturii contemporane se defineau in ter-
meni de organizare, iar arta consta in
,relatii intre oameni si intre oameni si
mediul lor inconjurator™, pentru Epure,
ea se defineste drept ,matematizarea
functiilor celor mai variate ale vietii studi-
ind natura ca pe ansamblul influentelor si
interdependentelor intre sistemele care o
compun™. Daca pentru LeWitt, arta con-
ceptuala nu este cu necesitate logica,
pentru Epure, ideea artistica devine un
adevarat software.

Gandirea sa este, de altfel, sincrona cu
celebrele expozitii "Information" si "Soft-
ware", desfasurate la New York in 1970, si
esteticii cibernetice impartasite de artistii
invitati de curatorii Kynaston McShine si
Jack Burnham in acele expozitii’. Ea este,
de asemenea, sincrona cu preocuparile
pentru cibernetica si explorarea artei ca
sistem, ce aveau loc concomitent in
Buenos Aires’. In cea din urma privinta,
gandirea generativa imbratisata de Epure
se apropie mai curand de afirmatiile lui
Alejandro Puente, potrivit caruia ,artistul
devine un «proiectant de sisteme care
produc obiecte» mai curand decat un
proiectant de obiecte™. Lecturand schim-
bul de scrisori dintre Epure si Bernea,
existent n arhivele bienalei din Paris, se
pot observa un numar de indicii care ne

Serban Epure, Structurd matematicd. Cupola geodezicd,
ilustratie la rubrica ,Glosar”, din revista ,Arta”, nr. 1/
1971, p. 36. /| Mathematical Structure. Geodesic dome,
illustration for the "Glossary" column in “Arta”
Magazine, no. 1, 1971, p. 36 © Revista ARTA 2016

banalitate originalitate

Serban Epure, Fig. 2, ilustratie la rubrica ,Glosar”, din
revista ,Arta”, nr. 3 / 1971, p. 36 / Figure 2, illustration
for the "Glossary" column in “Arta” Magazine, no. 1, 1971,
p. 36 © Revista ARTA 2016

RE $| RR
(Re N Re)

Serban Epure, RE si RR, ilustratie la rubrica ,Glosar”, din
revista ,Arta”, nr. 3 / 1971, p. 36 / RE and RR, illustration
for the "Glossary" column in “Arta” Magazine, no. 1, 1971,
p. 36 © Revista ARTA 2016
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Serban Epure, Frunzd. Sistem stabilizat prin autoreglare,
ilustratie la rubrica ,Glosar”, din revista ,Arta”, nr.2 /
1971, p. 36 / Leaf. Stabilized system by autoregulation,
illustration for the "Glossary" column in “Arta” Magazine,
no. 1, 1971, p. 36 © Revista ARTA 2016
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sugereaza ca, deja in 1973, participarea
artistilor romani la circuitul artistic inter-
national era restrictionata, fiind, de
asemenea, ingreunata de dificultatile
financiare specifice unui sistem artistic in
care galeriile private lipsesc, iar dialogul
cu lumea artei engleze, nord sau sud-
americane se produce cu dificultate®.

Pe de alta parte, concentrarea lui Epure
asupra reconceptualizarii si explorarii
desenului drept un mediu fundamental al
intregii arte plastice indica o preocupare
constanta pentru intelegerea profunda si
redefinirea vizualitatii, asociindu-se astfel
conceptualismului ,analitic” in clasifi-
carea propusa de Peter Osborne, care,
potrivit teoreticianului britanic, tematiza
arta insasi, procesele creatoare si contex-
tul discursiv si institutional in care arta
este produsa si receptata, instituita si
valorizata". Pentru Epure, desenul repre-
zinta ,viata punctului in spatiu”, miscarea
sa generand linia, iar aceasta din urma
planul. Dezvoltarea desenului presupune
o0 serie de operatii care dirijeaza formele
catre diverse etape, intelese drept stari
succesive ale campului in care desenul
opereaza, transformandu-l, la randul sau.
Progresia sa spatiala depinde, la randul
sau, de tensiunile interne ale acestui
camp si de feed-back-ul primit in dez-
voltarea sa. In mod similar, celelalte ele-
mente fundamentale ale limbajului vizual
(culoare, valoratie, pata etc.) sunt intelese
drept semnificantii plastici fundamentali
care compun alfabetul artelor vizuale
intr-o maniera ce reaminteste totodata
de spiritul Bauhaus si de cel al construc-
tivismului sovietic.

Structurile sale, desi aparent asemana-
toare formal cu cele ale lui Daniel Buren,
raman comparabile doar la un nivel
superficial, Epure nefiind interesat de
dezvoltarea analizei sistemelor lingvistice
si asupra contextului institutional si a
relatiilor de putere care il traverseaza,
asemeni formelor matriciale care sunt
utilizate de artistul francez in maniera
indexicala, penduland intre estetizarea
obiectului functional si functionalizarea
semnului estetic®. Pendularea intre o
intelegere sistemica, cvasistructuralista a
campului artei, si mai vechea preocupare
a avangardelor pentru redefinirea limba-
jului plastic, precum si intre analiza artei
ca productie intelectuala, rationalg,
potential democratica si dezvoltata pe
temeiul limbajului universal al matem-

Conceptualism in Eastern and Central Europe

aticii si presupozitia autonomiei acestui
limbaj in raport cu sfera sociala (in care
gandirea sistemica se extindea deja n
acel moment) fac arta lui Epure din anii
70 dificil de situat in pozitiile predetermi-
nate ale neoavangardelor.

Dezvoltata ulterior n directia artei digi-
tale si sistemelor informatizate de comu-
nicare, ea a ramas intre timp marginala in
istorisirile dominante ale artei postbelice
la nivel global; Tnsa isi construieste astazi
propriul spatiu intr-o revizitata microisto-
rie a artei conceptuale din Estul Europei.
Benzile S semnaleaza importanta acor-
data de Epure autonomiei gandirii
rationale, intarita de formarea autodidac-
ta a artistului si caracterul autoreflexiv al
limbajului vizual inteles ca sistem infor-
mational indeosebi Tn contextul artei ro-
manesti din deceniul 7,1n care ,antipoliti-
cul” dobandeste o semnificatie aparte,
ce se cuvine in continuare a fi aprofundata.

1. Rosalind Krauss, The Originality of the Avant-Garde and
Other Modernist Myths, The MIT Press, Cambridge Mass,
1986.

2 Sol Le Witt, "Paragraphs on Conceptual Art”, , Artforum”, 5:10,
1967. Republicat in Alexander Alberro and Blake Stimson,
(eds), Conceptual Art: A Critical Anthology, The MIT Press,
Cambridge Mass, pp. 12-13.

3 Serban Epure, "Réalisme Mathématique”, manuscris aflat in
dosarul participarii lui Epure la cea de a 8-a editie a bienalei
de la Paris, conservat de Biblioteca Kandinsky, Arhivele
Centrului Georges Pompidou, Paris.

4 Jack Burnham, "System Aesthetics”, ,Artforum”, Septembrie,
1968.

5 Ibidem.

Serban Epure, op. cit.

7 incd din 1968, la ICA Londra are loc expozitia "Cibernetic
Serendipity", curatoriata de Jasia Reichardt, al cdrei concept
explora utilizarea algoritmilor in productia artistica. Mai
precis, artistii testau capacitatea computerelor de a genera
formatiuni artistice (poezie, compozitii vizuale, structuri
generatoare de muzicd).

8 1n 1968, Centro de Arte y Communication din Buenos Aires,
Argentina, organizeaza expozitia "Arte y Cibernetica", iar in
1971 are loc expozitia "Arte de Sistemas en el Museo de Arte
Moderno", la care participa artisti din Anglia, Argentina,
Germania, Austria, Canada, Columbia, Cehoslovacia, Franta,
Italia, Japonia, Olanda, Spania, Peru si Puerto Rico (0 a doua
versiune a expozitiei fiind realizatd la ICA Londra in 1974).

9 Extras din lucrarea-manifest a lui Alejandro Puente, "System
and Object", prezentd in expozitia "Hacia un Perfil del Arte
Latinamerico", organizata de CAYC, Buenos Aires in 1972.

10 Este adevarat insa ca, in aceeasi perioadd, Paul Neagu si

Horia Bernea sunt deja expusi de Richard Demarco in Anglia,

urmati de lon Bitzan sau Ovidiu Maitec. Printre putinii artisti

romani care au avut contacte du Centro de Arte y Communi-
cation in anii 1970 se numara Julian Mereutd si lon Muresa-
nu. Paradoxal, Epure nu participa la acest circuit de idei.

Peter Osborne, "Conceptual Art and / as Philosophy”, in

Michael Newman and John Bird (eds.), Rewriting Conceptual

Art, Reaktion Books, 1999, pp. 49-50.

Benjamin H.D. Buchloh, Neo-Avantgarde and Culture

Industry. Essays on European and American Art from 1955 to

1975, The MIT Press, Cambridge Mass., 2003, pp. 126-134.

13 Klara Kemp-Welch, Antipolitics in Central European Art.
Reticence as Dissidence under Post-Totalitarian Rule, 1.B.
Tauris, Londra si New York, 2014.
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Serban Epure and the Systemic
Aesthetics of the S Bands

“The object becomes no more than a pretext, a catalyst for the
underlining of an idea”. (Serban Epure)

Serban Epure is one of the less analyzed and studied Romanian artists who were
interested in experiment and in what we would call today “artistic research” -
practice associated with the neo-avant-gardes of the 50ies and the 60ies and
often defined as “alternative”. His artworks have been thoroughly documented
up to 1974 and were also fortunately accompanied by a series of artistic state-
ments the artist has published in the “Arta” magazine in 1970 and 1971; however
his moving to the United States in 1980 has cast a shadow over his later works,
shadow which, retrospectively, must be correctly understood and explained.

Serban Epure turned towards art around 1968, his prior education comprising of
engineering studies in the fields of electronics, telecommunications, automatics
and cybernetics, and due to the brief cultural opening of the period he subse-
quently exhibited in the contemporary art shows organized by Romania in
Torino, Koln, Bayreuth, Tel Aviv and Warsaw. In 1973 he was invited by the then
director of the Paris Biennial, Georges Boudaille, to exhibit alongside Horia
Bernea and Paul Neagu within the international section of the 8th edition. In the
biennial catalogue he was briefly mentioned in the section dedicated to film.
From the conversation with Boudaille it follows that he has been invited by the
international board to present a film about the S bands. Their aesthetical and
ambiental potential, film he made between 1972 and 1973 and the presentation
of which proved to be a technical challenge.

The film has been a 35 mm production of the Sahia Studios in Bucharest, impos-
sible at the time to convert to the 16 mm format which was standard for the
biennial, and was therefore replaced by a slideshow of 240 slides presenting the
various versions of the S-18 Bands. Among the slides kept in the Kandinsky
Library of the Georges Pompidou Centre in Paris one can still find images of
Epure’s minimalistic, ample ambiental structures of various geometrical forms,
constructed from S bands and located in natural or urban environments, and
also an image of Epure himself, in his studio, surrounded by such bands. These
generative structures based on computational algorithms, their visual and func-
tional potential and the cybernetic aspects of art have been constant, major
themes for Serban Epure since 1970.

The results of an elementary generating principle based on a mathematical
algorithm, the S bands are flat strips of paper or plastic which can evolve into
dynamic, malleable, proteic geometrical structures. The artworks consisted of
such rectangular strips which could be folded forming triangular or rectangular
modules. For Epure, the folding of the bands generated “phrases” which utilized
elements of an elementary alphabet, at the same time geometrical and chro-
matic (using predetermined colors such as white, red, blue and black). The fold-
ing could develop bi-dimensionally, three-dimensionally, or as a combination of
both. These were the variables of a combinatory matrix for the generated struc-
tures, the artwork being thusly cleared of the “profound subjectivity” stereotype
and also of the focus on the symbolically processed matter, so specific to the
formalist aesthetics. It is known that in the late 60ies, Rosalind Krauss conside-
red these aesthetic presuppositions to be the origin and support of the myth of
the author as sole source for the artwork - understood as a (intuitive) creation
rather than a product of the inter-subjective and rational(ized) culture 1. Culture
itself is logically structured, in a way similar to the linguistic field defined in the
Saussurean acceptation as an ensemble of mutually opposing elements, in rela-
tion with which each element gains meaning and identity.

Understood as conceptual art pieces, the S bands are materializations of ideas
rather than individual forms. Their apparent monumentality is contradicted not
only by the precariousness of their - declaredly industrial (plastic) - material,
which could define them as minimalistic, but also, and mostly so, by the surface
of the shapes contouring in space volumes which appeared as being in constant
motion: a movement potentially generated by the direction in the visual succes-
sion of the bands. Just like for Moebius strips, the development of these struc-
tures is linear, cursive and - in spite of the angled planes it generates - appa-
rently unlimited. Contextually summarized as “spatial drawings”, the S bands
can be linked, in their structural and generative aspects, to the neo-construc-
tivism (practiced at the time by the SIGMA group in Timisoara) to the computa-
tional thinking explorations (Epure being invited at the 1973 Bordeaux Festival
for Contemporary Art and Research), or even to the combinatory, matricial
serialism practiced by Sol LeWitt in the late 60ies.

Epure’s statements on the ontological status of the S bands also cite the famous
textbook definitions of conceptual art LeWitt published in Artforum in 1967:
“What the work of art looks like isn't too important. It has to look like something
if it has physical form. No matter what form it may finally have it must begin
with an idea” and “the idea becomes a machine that makes the art™. According
to the Romanian artist, “the focus is on the discovery rather than on the object
itself, which can be anything. The object becomes no more than a pretext, a
catalyst for the underlining of an idea™. These statements from 1970 could be
seen as a - typically for the peripheral status of Eastern Europe - delayed
endorsement of LeWitt's ideas, or as the result of the influence of American con-
ceptual art, but nothing could be further from the truth. Epure’s thinking devel-
oped independently, under the influence of his cybernetics studies which Epure
defines as the “system aesthetics”, again independently from the homonymous
title of the article published in Artforum, also in 1968, by Jack Burnham?.

If for Burnham, the priorities of contemporary culture are defined according to
organization, and art means the “relations between people and between people
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and the components of their environment”, for Epure it is defined as “rendering
mathematical the most varied functions of life, in studying nature - understood
as the sum of the influences and interdependencies between its systems™.

If for LeWitt, conceptual art is not necessarily logical, for Epure the artistic idea
becomes a sort of software. His ideas are synchronous with the renowned
exhibitions Information and Software, organized in New York in 1970, and the
cybernetic aesthetics shared by the artists selected by curators Kynaston
McShine and Jack Burnham’.

They are also synchronous with the interest in cybernetics and the exploration
of art as a system that was practiced at the same time in Buenos Aires®. The gen-
erative ideas embraced by Epure are, from this last perspective, more closely
related to the affirmations of Alejandro Puente, according to whom ,the artist
becomes a designer of systems producing objects rather than a producer of
objects™. Reading the letters exchanged by Epure and Bernea, found in the
archives of the Paris Biennial, one can discover early signs of the difficulties in
communicating with the British, North and South American art scenes, of the
increasing restrictions applied to the participation of Romanian artists to inter-
national shows, as early as 1973, the ideological difficulties being doubled by the
financial ones - symptomatic of a system bereft of private galleries®.

On the other hand, Epure’s focus on the re-conceptualization and exploration of
drawing as a fundamental medium for visual arts understood in their entirety is
proof of his constant interest for the profound understanding and redefining of
the visual. He can be therefore associated with the ,analytical” conceptualism
classified by Peter Osborne, which, according to the British theoretician, thema-
tizes art itself, its creative processes and the discursive and institutional con-
texts in which it is produced, received, established and valorized™. For Epure,
drawing represents the “life of a point, in space”, its movement generating the
line and the line generating the plane.

The development of the drawing implies a series of actions which guide the
form towards its various stages, understood as successive stages in the trans-
formation of the space the drawing is operating in. The spatial progression is
related to the inner tensions of this space and the feed-back received during its
development. Similarly, the other fundamental elements of the visual language
(color, value, surface, etc) are understood as pertaining to the visual alphabet ,
of signification, in a way reminding of the Bauhaus spirit and at the same time
of the Russian constructivism. Epure’s structures are only apparently similar to
those of Daniel Buren, since he is not interested in extending the analysis of
linguistic systems also over the institutional context and its shifts in power, like
the French artist who utilizes matricial forms in an indexical manner, oscillating
between the aestheticization of the functional object and the functionality of
the aesthetical sign™.

The swinging from a systemic, quasi-structuralist understanding of the arts to
the older preoccupation of the avant-gardes for the redefinition of visual lan-
guage, and from the analysis of art as an intellectual, rational, potentially demo-
cratic production which is developed on the grounds of the universal mathema-
tical language, to the assumed autonomy of this language in relation with
society (already permeated by the systemic thinking), render Epure’s artworks
from the 70ies difficult to place among the pre-determined attitudes of the neo-
avant-gardes. Subsequently developed towards digital art and communication,
his art remained peripheral to the global, post-war, mainstream art histories;

it is however redefining its own position within a re-visited micro-history of the
conceptual art in Eastern Europe. In Epure’s art, the S bands reveal the impor-
tance - enhanced by his autodidactic formation - of the autonomy of rational
thought, and the auto-reflexive quality of the visual language understood as
informational system, especially in the context of the Romanian art of the 60ies,
when the “anti-political” has a special significance which should undoubtedly
be the subject of future analysis.

1. Rosalind Krauss, The Originality of the Avant-Garde and Other Modernist Myths, The MIT Press,
Cambridge Mass, 1986.

2 Sol LeWitt, "Paragraphs on Conceptual Art”, “Artforum”, 5:10, 1967. Republished in Alexander Alberroand
Blake Stimson, (eds.), Conceptual Art: A Critical Anthology, The MIT Press, Cambridge Mass, pp. 12-13.

3 Serban Epure, "Réalisme Mathématique”, manuscript from the file on Epure’s participation in the 8th edi-

tion of the Paris Biennial, The Kandinsky Library, The Georges Pompidou Centre Archives, Paris.

Jack Burnham, "System Aesthtics”, “Artforum”, September 1968.

Ibidem.

Serban Epure, op. cit.

The Cibernetic Serendipity exhibition which explored the use of algorithms in visual arts is organized in

1968 at the ICA London, curator Jasia Reichardt. The artists tested the capacity computers had for gener-

ating art (poetry, visual compositions, and musical structures).

8 1n 1968, The Centro de Arte y Communication din Buenos Aires, Argentina, organized the exhibition Arte y
Cibernetica, in 1971 The Museum of Modern Art organized the exhibition Arte de Sistemas en el Museo de
Arte Moderno, showcasing works of artists from England, Argentina, Germany, Austria, Canada, Columbia,
Czechoslovakia, France, Italy, Japan, The Netherlands, Spain, Peru and Puerto Rico (the second version of
the exhibition was organized at The ICA London, in 1974).

9 Excerpt from the manifesto-work of Alejandro Puente, System and Object, shown in the exhibition "Hacia

un Perfil del Arte Latinamerico" organized by The CAYC, Buenos Aires in 1972.

It is however true that in that period Paul Neagu and Horia Bernea are already presented by Richard

Demarco in England, followed by lon Bitzan or Ovidiu Maitec. Among the few Romanian artists who had

contacts with The Centro de Arte y Communication in the 70ies are lulian Mereuta and lon Muresanu.

Paradoxically, Epure does not take part in this particular exchange of ideas.
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Conceptual Art, ReaktionBooks, 1999, pp. 49-50.
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Artistul interconectat/Artistul functionar:
"Zero"-urile si "Bucuriile” lui Endre Tot

*

B Text
KLARA KEMP-WELCH

In ciuda pluralismului care
pdatrunsese in viata culturald a
Ungariei, Tot isi aminteste ca era
frustrat de izolarea continud a
tarii sale de artistii si de evolutiile ORULOK, HOGY EZT A MONDATOT LENYOMTATHATTAM
internationale, o situatie la care | AM GLAD THAT | COULD HAVE THIS SENTENCE PRINTED
se adauga si fluxul constant al tot .

mai multor colegi de-ai sai care Tot Endre
alegeau drumul emigratiei’. In . Budapest, 1971
1970, Tot si-a anuntat decizia de a

deveni ,un conceptualist” si a

inceput sa adune cea mai

cuprinzatoare lista de adrese pos-

tale ale unor artl?t’ 'nternatlona“ Endre Tot, Sunt b d td frazd tipdrita / | lad that | Id h thi t inted, 1971
din Ungaria’ la vremea respect"va“’ Czu’rfes()c,) ;}Za#’gsl;roscaamaceasa raza tparita am glai at | cou ave this sentence printed, .
folosind toate contactele exis- '
tente la care avea acces, con-
sultandu-se cu colegi din
Cehoslovacia, precum Petr Stem-
bera si Jifi Valoch, si profitand de
lista  ,cooperdrii  Artistilor
Internationali” si de calendarul de
evenimente internationale care
era alcatuit si actualizat in mod
regulat, inca din 1968, de Klaus
Groh, pe langa consultarea unor
reviste straine, care, la vremea
aceea, a furnizat adesea liste de
adrese ale artistilor.

* Eseul de fatd este o versiune prescurtatd a Cap. 4 din
volumul autoarei. V. Klara Kemp-Welch, Antipolitics in
Central European Art. Reticence as Dissidence under
Post-Totalitarian Rule 1956-1989, London, IB Tauris,

2014. As dori sa imi exprim multumiri lui Cristian Nae 3 . . .
pentru sprijinul oferit in editarea textului. 3. Endre Tot, Vorbiti engleza? / Do you speak English?, 1971. Courtesy of the artist.
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Endre Tot, Pdnzele mele nepictate /
My Unpainted Canvases, 1971 (detaliu / detail).
Courtesy of the artist.

Aceste investigatii i-au dat posibilitatea
sa contribuie, printre altele, la sectiunea
postala a celei de-a saptea Bienale de la
Paris, organizata de Jean-Marc Poinsot in
1971. Desi, oficial, participarea la bienala
era europeana, aceasta era controlata la
nivel central de o comisie desemnata, iar
reprezentarea nationala tindea sa fie
sporadica, reflectand vicisitudinile poli-
ticii culturale interne, la momente diferite
- cu unele editii care vadeau o deschidere
mai mare catre noile tendinte, in timp ce
altele tindeau sa reafirme ortodoxia,
incluzand artisti care lucrau in mediile
traditionale. Bienala oferea si oportu-
nitati pentru participarea periferica a
unor artisti, la evenimente colaterale. Tn
mod crucial, artistii puteau sa isi trimita
lucrarile, fara ca ei sa poata participa (de
pilda, Koller a trimis un numar de piese
textile ca sa fie incluse Tn cea de-a sasea
editie, din 1969).

Editia a saptea a ocazionat o privire de
ansamblu extraordinara a celor mai
recente tendinte de la inceputul noului
deceniu, cu sectiuni organizate tematic
sub titulaturi precum ,Concept”, ,Hiper-
realism”, ,Interventii”, ,Lucrari de grup”,
,Filmele artistilor” si sectiunea girata de
Poinsot -, Expeditii” (,Envois”).

In textul introductiv pentru sectiunea
,Envois" — ,Comunicarea la distanta si
obiectul estetic” -, Poinsot sustinea ca,
folosind institutia postei, ,comunicarea la
distanta” oferea o posibilitate pentru
artisti de a ,asuma toate problemele
legate de diseminarea si realizarea” activ-
itatii lor, evitand prin asta galeriile si
institutiile artistice traditional respons-
abile de medierea ntre artist si public?
Sub constrangerile formelor traditionale
de - ditributie institutionalizata -, obser-
va el, diseminarea unui obiect presupune
un travaliu mai mare decat productia sa,
deoarece se sprijina pe intermediari. Arta
postala elimina nevoia de intermediari,
permitandu-le artistilor sa isi distribuie
lucrarile direct catre destinatar. Poinsot

explica faptul ca toate lucrarile primite la
sectiunea ,Envois” fusesera acceptate,
deoarece criteriul pentru acea sectiune
stipula ca lucrarile sa soseasca intr-un
mediu anume, indiferent de forma si de
continut.

Tot a intrezarit o oportunitate in asta si a
trimis o selectie de lucrari pe tema lui
zero - o ,carte postala zer0", ,scrisori
zer0” (in codul zero), cat si o telegrama
care spunea ,nimic, nimic, nimic”, pentru
prima sa participare la un eveniment
international la aceasta scara. Aceste
comunicari simple, constand dintr-o serie
de zerouri executate la masina de scris,
ocoleau indexicalitatea expresiva a pic-
turii, subliniind faptul ca forma si conti-
nutul erau mai putin importante decat
modalitatea lor de diseminare.

Fara indoiala, principala preocupare a
artistilor era acum sa depaseasca pozitia
marginala a avangardei maghiare in
lumea internationala a artei, asumand
distribuirea lucrarii catre un public mai
larg, prin posta. Tot a semnalat angaja-
mentul sau fata de arta conceptuala, prin
doua publicatii de tip samizdat - una inti-
tulata enigmatic Nothing Ain't Nothing
(Nimic nu e nimic) (1971), cealalta, My
Unpainted Canvasses (Panzele mele nepic-
tate) (1971).

Cea din urma a fost un catalog de 12 pa-
gini a ceea ce numea el ,viitoare tablouri”,
ca si cum ar fi sarit inainte in timp, ca sa
se scuze de productia viitoare de tablouri,
oferind, in schimb, o selectie de dimensi-
uni dreptunghiulare si lasand tablourile
goale. In timp ce universul artistic al lui
Koller era impartit intre dubiul articulat
de semnele sale de intrebare si de entuzi-
asmul ironic pentru OZN-uri, doi dintre
pilonii centrali ai noii intreprinderi con-
ceptuale a lui Tot urmau sa fie imbra-
tisarea zeroului, precum si parodiile sale
umoristice ale culturii optimismului,
articulate printr-o serie de actiuni pe ter-
men lung, pe care le-a numit ,bucurii”.
Ambele serii explorau vicisitudinile cen-
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zurii est-europene, care au fost atat de
stralucit ilustrate de romanul lui Kundera,
cu un simt ludic, dar acut al ironiei.
Prima lucrare din aceasta serie a lui Tot,
din 1971, a fost o carte postala cu propozi-
tia | am glad that | could have this sen-
tence printed” (,sunt bucuros ca am putut
tipari aceasta propozitie”), tiparita, sem-
nata si datatd, in maghiara si in engleza.
Asa cum explica Tot, mai tarziu, ,am
imprimat-o pe o bucata de carton, ilegal,
pe sest, noaptea, la o tipografie din Pesta.
Asa cum se stie, la vremea respectiva era
nevoie de o autorizatie speciala ca sa
tiparesti te miri ce”’. Pe langa faptul ca
si-a folosit contactele personale pentru a
produce o piesa simpla, aparent auto-
reflexiva, bazata pe text, el realizase si o
piesa ironica, ce avea sa fie imediat lizi-
bila nu doar pentru cercul sau din
Ungaria, ci si astfel alcatuita incat sa
poata fi distribuita prin posta pe plan
international.

Daca mediul este mesajul, mesajul simplu
al lui Tot transmitea bucuria rara de a
obtine accesul la mediul rar al tipografiei,
contracarand, cu prima sa lovitura con-
ceptuala, cea mai puternica arma a auto-
ritatilor in razboiul impotriva disidentei
politice.

Intr-o maniera la fel de prozaica si de
minimalista, cartea sa postala anunta
bucuria nou gasita a unui limbaj care
putea fi inteles de straini, potential facil-
itand dialogul international — un alt prim
exemplu al acelui tip exact de activitate
pe care autoritatile incercau sa il descu-
rajeze. O alta piesa de dimensiunea unei
carti postale din 1971 a tematizat mai
explicit bariera lingvistica. Intrebarea Do
you speak English? (,Vorbiti engleza?”) a
fost facuta aproape ilizibila sub o masa
de zerouri — un performance de autocen-
zura abia mascand dorinta de a trece din-
colo de bariera lingvistica dintre Ungaria
si restul lumii, punand intrebarea artis-
tica urgenta a unui limbaj universal
impartasit.
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Daca Tot a inlocuit gesturile anterioare
abstracte si elementele ready-made cu
zerouri vesele, el isi reaminteste ca aces-
tea erau, in mare parte, ,un protest
impotriva imposibilitatii de comunicare in
Ungaria comunista”“. Alti artisti au fost
impresionati de ce au vazut ca fiind ,ati-
tudinea critica inerenta a gestului lui Tot:
un pictor talentat, renunta brusc la pic-
tura si nu este bucuros decat daca poate
sa deseneze 000"°. Zerourile au inlocuit
maghiara cu alt vehicul imposibil, care sa
permita articularea imposibilitatii comu-
nicarii insesi, transmitand in continuare
dorinta de a comunica cu price pret -
chiar daca tot ce putea fi comunicat era
doar aceasta dorinta in sine.

,Ce se intampla daca nu intelegi sau scrii
intr-o limba care sa poata fi inteleasa de
oricine”, a scris Tot pe marginile unei alte
carti samizdat de artist, numita, de data
asta, Incomplete Informations / verbal &
visual 1971-1972, publicata de I.AC, The
International Artists’ Cooperation, fon-
data de Klaus Groh. Faptul ca Tot a putut
sa recurga la ajutorul lui Groh pentru a-si
publica cartea, sugereaza ca se afirmase
repede n cercurile internationale. Desi
Géza Perneczky dramatizeaza situatia,
scriind ca Tot obisnuia sa ,ia trenul pe
furis de la Budapesta la Belgrad, ca sa-si
trimita in Occident lucrarile de arta pos-
tala”®, Tot isi aminteste ca cenzura artei
postale era inegala: ,Scrisorile mele erau
controlate rar sau deloc si asa am putut
comunica foarte bine cu lumea occiden-
tala”’. In loc sa inchida sensurile, zero-
urile lui Tot s-au deschis spre o infinitate
de interpretari posibile, asa cum a spus-o
Tot printr-o dubla negatie caracteristica:
Nothing ain’t nothing (,Nimic nu e nimic”)
(1971).

Zerourile sale au generat si au exportat
dorinta de comunicare, fara insa a revela
vreo informatie de care sa se poata lega
potentialii cenzori. Ken Friedman a obser-
vat ca modul Tn care Tot folosea repetitia
este comparabil cu acumularile lui
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Arman®. Acumularile de zerouri ale lui Tot
de pe o pagina s-au intalnit cu un sistem
rival - stergerea. Zerourile si alfabetul au
intrat Tntr-un razboi mut pentru a pro-
duce mesaje codificate indescifrabile,
trimise spre lume dintr-o tara unde
fiecare era obisnuit sa citeasca printre
randuri.

La Tnceputul anilor 1970, participarea
Ungariei la expozitii internationale a
inceput sa se amplifice, adesea partial
datorita eforturilor ungurilor emigrati de
a sprijini artistii care ramasesera in tara.
Istoricul de arta Janos Brendel, care emi-
grase in Polonia, a jucat un rol hotarator
in crearea unei serii de oportunitati pen-
tru ca tinerii maghiari sa expuna acolo.
Desi, asa cum am aratat, Polonia era tara
cea mai relaxata din punct de vedere cul-
tural dintre statele satelit, sub Gierek, in
anii '70, organizarea unei expozitii cu
artisti neoficiali dintr-o tara vecina
ramanea o intreprindere meritorie si o
combinatie de negocieri atente si de
modificari ale regulilor. Mergand pe
urmele succesului sau repurtat prin fap-
tul ca a reusit sa coordoneze Expozitia
unui grup de artisti maghiari, itinerata la
Poznan, L6dz, Sopot, Szczecin si la
Koszalin, in 1970, Brendel a reusit sa orga-
nizeze o expozitie cu sase dintre cei mai
impozanti artisti experimentali maghiari,
la Galeria Foksal din Varsovia. in mai 1972,
la Foksal s-a vernisat expozitia unor lu-
crari de St. Jauby (unul din seria de pseu-
donime ale lui Szentjoby), Gyorgy Jovano-
vics, Laszlo Lakner, Miklos Erdély, Gyula
Pauer si Endre Tot.

Nu putea fi vorba ca artistii maghiari sa
obtina permisiunea de a participa la
expozitie prin canale oficiale si totusi
Brendel a reusit sa 1i aduca pe baza unor
invitatii personale. In compania picturii
lui Lakner, ,Forma este: efortul maxim in
posibilitatile date ale unei situatii date”,
un citat conceptualist provocator din
eseul timpuriu al lui Lukacs, ,Cultura
estetica a anilor 1909+13", lucrarea lui



Endre Tot, Sunt bucuros daca pot sd imprim
zerouri / | am glad if | can stamp zeros,
Blackburn Museum, 1973. Courtesy of the artist.

Szentjoby, Transee portabila pentru treij,
Algebra morala - actiune solidara, a lui
Erdély - o piesa complexa, care includea
fotografiile unui ,vanator de capete” cam-
bodgian si harti si declaratii care
denuntau razboiul ca forma de ,crima
institutionalizata”, ,Pseudo” manifestul
lui Pauer, subliniindu-i teoria despre
obiectele menite sa provoace in mod
deliberat idei false, actiunea de stampi-
lare a lui Tot, in care el statea si stampila
coli de hartie cu propriile sale stampile,
intr-o actiune numita | am glad if | can
stamp in Warsaw too (1972) (,Sunt bucuros
daca pot sa stampilez si la Varsovia”), a
capatat fara indoiala, accente politice.
Asa cum spunea Andrea Bordacs, stampi-
lele ui Tot erau implicit ,furate din maini-
le unor secretare ursuze, ale unor diri-
ginte postale masive si ale unor tovarasi
care isi foloseau si abuzau de puterea
lor™. Prezentate alaturi de aceste lucrari
de forta, actiunile si zerourile lui Tot
ironizau in tacere absurditatile birocratiei
socialiste. Continuandu-si activitatea de
stampilare de la Varsovia din anul prece-
dent, Tot a mai intentionat sa realizeze
prima din seria sa de actiuni de scris
zerOuri la masina. El a scris: ,Voi bate la
masina la masa de scris - din galerie. /
Doar zer0000uri! / Timp de aproape doua
ore pe zi. Pe masa de scris va fi un anunt,
cu urmatorul text: «sunt bucuros daca pot
sa bat zer00Ouri la masina». Nota: voi
avea nevoie de multa hartie - hartieFLUX
- asa, ca sa pot lucra in continuu / timp
de doua ore pe zi. / Daca termin munca
de fiecare zi, voi lasa totul pe masa, asa
ca sa pot continua a doua zi, cand ajung
la galerie. / n felul acesta, intreg proce-
sul muncii in timpul sederii mele acolo va
fi VIZIBIL si AUDIBIL / dar doar timp de
doua ore pe zi. As fi bucuros daca am
putea expune la viitorul EXPOU /
Hastings / toate rezultatele muncii per-
manente / facuta in fiecare zi

Actiunile de scris la masina combina
asadar trei forme de practica artistica,

estompand granitele dintre performance,
expunere si arta postala ®. Cu toate ca
putem interpreta decizia lui Tot de a nu
petrece decat doua ore pe zi cu munca
aceasta secretariala, ca o referinta la rit-
mul mai mult decat lent de lucru al anga-
jatilor la stat pe treptele vastului aparat
birocratic socialist, in conformitate cu
gluma ,noi ne facem ca lucram, ei se fac
ca ne platesc”, aceasta nu a fost singura
activitate pe care o planificase Tot pentru
Flux-Expou. Dimpotriva, el isi propunea
un program foarte plin - pe langa scrisul
la masina, Tot isi propunea sa scruteze un
perete timp de o ora pe zi si sa petreaca
o0 ora stampiland documente: ,Voi urmari
/ ma voi uita la perete - in galerie. Timp
de exact o ora pe zi. Pe spatele meu va fi
un anunt, cu urmatorul text pe el: «Sunt
bucuros ca pot sa privesc / sa ma uit la /
perete timp de o ora pe zi» si «Voi
stampila la masa de scris - din galerie».
Doar un rez0! / Timp de aproximativ o ora
pe zi. Pe masa de scris va fi un anunt, cu
urmatorul text pe el: «Sunt bucuros ca
pot sa stampilez un zer0»" ™.

Stampilele-zer0 erau circulare, cu un zero
in centru si cu inscrisul ,stampila-zero de
Endre Tot". Bucuros sa stea la masina sa
de scris sau sa foloseasca una din
stampilele sale, Tot lua aspectul unui
functionar ravasit, care isi indeplinea
norma cu zel. Zerourile si stampilele lui
Tot au umplut teancuri de coli cu antet de
la  County Borough of Blackburn
Recreation Committee Museums and Art
Galleries. Fiecare pagina era atent impri-
mata si datata. Asa cum se cuvenea,

paginile aveau o emblema cu inscriptia
latina ARTE ET LABORE, care rima cu
solemnitatea declaratiei de dragoste pen-
tru birocratie a lui Tot si sublinia univer-
salitatea eticii muncii birocratice, cat si a
institutiei de arta, ca parte a unei sfere
birocratice mai mari. Pe de o parte, Tot se
juca de-a conformistul, absorbit de
munca birocratica, iar pe de alta, el Tsi
insusea clar autoritatea stampilei oficiale
in scopuri personale. Una dintre stam-
pilele pe care le folosea scria ,DOCUMEN-
TELE MA CALMEAZA", ca si cum stampi-
larea ii folosea lui Tot ca modalitate de a
se convinge ca totul este in ordine.

Daca, asa cum sustinea Benjamin
Buchloh in Arta conceptuald, 1962-1969: de
la estetica administratiei la critica insti-
tutiilor, trasatura esentiala a conceptua-
lismului a fost un impuls birocratic, iar
conceptualismul occidental a reprezentat
in mod inconstient ,ultima (si poate cea
mai durabild si mai devastatoare) erozi-
une la care a fost supusa sfera in mod
traditional separata a productiei artistice
in eforturile sale perpetui de a emula
epistema dominanta din cadrul paradig-
matic propriu artei insasi’, mimarea de
catre Tot a epistemei birocratice socialiste
tarzii a fost, din perspectiva mea, mai
umoristica, mai asemanatoare cu spiritul
Fluxus ™. Daca Tot ,a mimat logica opera-
tionala” a socialismului tarziu, el era
constient de faptul ca nu avea nimic de
castigat din demascarea ambitiei statului
socialist de a folosi productia artistica
drept unealta pentru controlul ideologic -
la urma urmelor, autoritatile nu se stra-
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duisera niciodata prea mult ca sa as-
cunda acest scop. In termeni personali,
insa, avea mult de castigat jucand rolul
artistului est-european.

Publicul principal al lui Tot a fost, fara
indoiala, cel occidental si, in cea mai mare
parte, glumele sale erau destinate expor-
tului = conformandu-se viziunilor occi-
dentale despre Est ca un univers adanc
birocratizat. Ca atare, Tot a folosit dinami-
ca Est-Vest, asa cum a fost ea caracteriza-
ta de Slavoj Zizek, ca mecanism prin care:
,Europa de Est functioneaza pentru
Occident ca Ego-ldealul sau (Ich-ldeal):
punctul din care Occidentul se vede ca
ceva care poate fi placut, o forma idealiza-
ta, demna de dragoste. Obiectul real al
fascinatiei pentru Occident este astfel,
privirea, si anume, privirea presupus naiva
prin care Europa de Est se uita Tnapoi la
Vest, fascinata de democratia sa” "

Fara indoiala, aderenta lui Tot la ceea ce
Buchloh a numit mai tarziu ,definitiile
restrictive ale artistului ca functionar care
catalogheaza”, caracteristice conceptualis-
mului, a reprezentat mai mult decat o
modalitate de a se amuza pe seama biro-
cratilor de stat anchilozati, uzurpandu-le
rolul - desi exista si 0 doza de amuzament
n asta™ Tn performance-ul actiunii sale
de a scrie zerouri la masina, din cadrul
Fluxshoe, intr-o serie de institutii britani-
ce, Tot a criticat si eforturile conceptualis-
mului anglo-american de a da lovitura
fatala artistului ca subiect expresiv. Sol Le
Witt anuntase, in 1967, ca scopul artistului
conceptual era sa ,le furnizeze informatii
privitorilor” si sa ,urmareasca premisa
predeterminata pana la concluzia sa,
evitand subiectivitatea. Artistul in serie
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nu incearca sa produca un obiect frumos
sau misterios, ci functioneaza doar ca un
slujbas care catalogheaza rezultatele
premisei sale ™.

Cu toate acestea, Tot, departe de a se
exclude din proiectul conceptual, s-a
plasat in centrul scenei, ironizand ceea ce
Buchloch a numit ,estetica ,indiferentei”
artei conceptuale ®. Tn mod manifest, el
nu a reusit sa ofere nicio propozitie
analitica serioasa proprie — in cuvintele
sale: ,Daca Kosuth a fost un conceptual-
ist, atunci eu nu sunt unul”. Ceea ce il
intereseaza pe Tot nu este atat propozitia,
cat rolul performativ al functionarului. El
a recunoscut puterea secreta a acestei
functii. Asa cum explica Roland Barthes,
in ironicul sau ,raport al functionarului
catre stapanul sau” JTu esti deplin
stapan asupra mea, dar eu te cunosc
intru totul””.

Intr-o dubld cacealma, el a folosit acti-
unea pentru a repune in scena capcanele
conceptualismului si pentru a-i critica
premisele, dovedind ca artistul functionar
nu este nici umil, nici inocent si ca nu
urmareste, in cele din urma, decat sa se
autopromoveze. Osciland intre afirmatie
si negatie si, prin repetitie sistematica,
punand in scena epuizarea critica a
ambelor, Tot si-a manifestat oboseala
provocata de aceasta dihotomie. Abolind
distinctia dintre ,limbajul subteran” si
LLlimbajul oficial” si fuzionandu-le intr-o
serie ironica de declaratii care pot fi citite
simultan ca fiind conformiste sau
disidente, el nu a pus doar sub semnul
intrebarii insusirea artei in scopuri ideo-
logice, cu potentialul acesteia ca vehicul
pentru critica.
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Artist Networker / Artist Clerk:
Endre Tot's Zero’s and Gladnesses*

Text KLARA KEMP-WELCH

Despite the pluralism that had now clearly crept into
Hungarian cultural life, Tot recalls feeling frustrated by
Hungary’s on-going isolation from international artists and
developments, a situation which was not helped by the steady
flow of more and more of his colleagues into emigration 1. In
1970, Tot announced his decision to become “a conceptualist”,
and set about compiling the most comprehensive international
artists’ mailing list in Hungary at that time, drawing on all the
existing contacts he could, in consultation with colleagues in
Czechoslovakia, such as Petr Stembera, and Jifi Valoch, and
taking advantage of the “International Artists’ Cooperation”
list and the calendar of international events that was regularly
compiled and updated for sharing, as of 1968, by Klaus Groh’s,
besides rifling through issues of foreign magazines, which, at
that time, often provided lists of artists’ addresses.

These investigations yielded the opportunity to contribute, among others, to the
postal section of the VII Biennale de Paris organised by Jean-Marc Poinsot in
1971. Although, officially, East European participation in the Biennial was central-
ly controlled by appointed commissioners, and national representation at the
Biennial tended to be sporadic, reflecting the vicissitudes of domestic cultural
policy at different times - with certain editions should greater openness to new
tendencies, and others tending to reassert orthodoxy, including artists working
in traditional media, the Biennale also offered opportunities for artists to parti-
cipate peripherally, though collateral events. Crucially, it was feasible for artists
to send works without, themselves being able to attend (Koller, for instance,
sent a number of textile pieces for inclusion in the VI Biennale, of 1969). The VII
Biennale was an extraordinary survey of the latest trends at the beginning of the
new decade, with sections organised thematically under the headings “Concept”,
“Hyper-realism”, “Interventions”, “Group works”, “Artists’ Films”, and the section
masterminded by Poinsot - “Envois”.

In his introductory essay for the “Envois” section, Communication at a Distance
and the Aesthetic Object, Poinsot argued that “communication at a distance”,
taking advantage of the institution of the post, provided an opportunity for
artists to “take charge of all the problems connected with the dissemination and
realisation” of their work, thereby bypassing galleries and artistic institutions
traditionally responsible for mediating between artist and receiver’. Under the
constraints of traditional forms of institutionalised distribution, he observed,
the dissemination of an object entails more labour than its production, for it
relied on middlemen. Mail art cut out the need for middlemen, enabling artists
to distribute their work directly to the receiver.

Poinsot explained that all the works received for the “Envois” section had been
accepted - as the criterion for the section was that works should arrive in a par-
ticular medium, without regard to form or content. Tot saw an opportunity, and
sent a selection of works on the theme of the zero - a “zer0 postcard”, “zer0
letters” (in zero-code), and a telegraph reading “nothing nothing nothing”, for
what would be his first participation in an international event on this scale.
These simple communications, consisting of series of zeros executed on a type-
writer, eschewed the expressive indexicality of painting, emphasising that form
and content were less important than the means of their dissemination.
Arguably, the artists’ overriding concern was now to overcome the marginal
position of the Hungarian avant-garde in the international art world, by taking
charge of distributing of his work to a wider audience, in the mail.

Tot signalled his embrace of conceptual art through two samizdat publications -
one enigmaticcally entitled Nothing Ain’t Nothing (1971), the other, My Unpainted
Canvasses (1971). The latter was a twelve page catalogue of what he called his
“future paintings”, as though skipping forward in time to excuse himself from
future painterly production, offering, instead a selection of rectangular, and
dimensions, while leaving the pictures themselves blank. If Koller's artistic uni-
verse was split between the doubt articulated by his question marks, and his
ironic enthusiasm for U.F.0.s, two of the central pillars of Tot's new conceptual
enterprise were to be his espousal of the zero, and his humorous parodies of
the culture of optimism, articulated via a long-term series of actions which he
called “gladnesses”. Both series explored the vicissitudes of Central European

censorship sketched out so brilliantly in Kundera’s novel, with a playful but
pointed sense of irony.

Tot's first “gladness” piece, of 1971, was a postcard with the sentence “I am glad
that | could have this sentence printed”, printed, signed and dated, in Hungarian
and English. As Tot later explained: “It was printed on a piece of cardboard, ille-
gally, on the side, at night, in a printing press in Pest. As is well known, permis-
sion had to be obtained at that time to print anything™. In addition to using his
personal contacts to produce a simple, apparently self-reflexive text-based
piece, he had made an ironic piece that would be immediately legible not just
for his Hungarian circle, while simultaneously suited for international distribu-
tion in the mail. If the medium is the message, Tot's simple message conveyed
the rare joy of gaining access to the medium of printing, tackling, with his first
conceptual strike, the authorities’ most powerful weapon in the war against
political dissidence.

In an equally matter of fact and understated way, his postcard announced his
newfound gladness in a language that could be understood by foreigners,
potentially facilitating international dialogue — another prime example of pre-
cisely the sorts of activity the authorities were seeking to discourage. Another
postcard-sized piece of 1971 thematised the language barrier more explicitly.
The question Do you speak English? was rendered almost illegible beneath a mass
of zeros - a performance of self-censorship barely masking the desire to cross
the linguistic divide between Hungary and the world, posing the urgent artistic
question of a shared or universal language.

If Tot replaced his earlier abstract gestures and readymade elements with glad
zeros, he recalls that these were to a great extent a “protest against the impos-
sibility of communication in communist Hungary™. Other artists were impressed
by what they saw as the “attitude of criticism inherent in Tot's gesture: a talent-
ed painter suddenly gives up painting and he is only glad if he can draw 000™.
Zero's replaced Hungarian as another impossible vehicle from which to articu-
late the impossibility of communication itself while continuing to convey the
expressive desire to communicate at all costs - even if all that could be commu-
nicated was this desire itself. “What you don’t understand write in a language
that can’t be understood by anyone”, Tot scrawled in the margin of another
early samizdat artist’s book, this time called Incomplete Informations / verbal &
visual 1971-1972, published by the I.A.C, The International Artists’ Cooperation,
founded by Klaus Groh. That Tot was able to seek Groh's assistance in publishing
the book at this early stage suggests he had established himself in international
circuits swiftly.

Although Géza Perneczky dramatizes the situation, writing that Tot “used to
stealthily board the train in Budapest and ride to Belgrade, to send his mail art
dispatches to the West™, Tot recalls that censorship of the mail was erratic, at
best: “My letters was scarcely controlled or not at all and because of that | could
communicate very well with the western world”. Rather than close down mean-
ing, Tot's zeros opened out to an infinity of possible interpretations, as Tot
expressed in, in a characteristic double negative: Nothing ain’t nothing (1971).
His zeros generated and exported the desire to communicate, but without
revealing any information that potential censors could latch onto. Ken Friedman
has observed that Tot's use of repetition is comparable to Arman’s accumula-
tions®. Tot's accumulations of zeros met on the page, with a rival system - era-
sure. Zeros and the alphabet entered into a silent war to produce undecipher-
able coded messages, sent out into the world from a country where everyone
was accustomed to reading between the lines.

The early 1970s saw a steady increase in Hungary’s participation in international
exhibitions, often in part due to the efforts of émigré Hungarians to support
artists who had remained behind. The art historian Janos Brendel, who had emi-
grated to Poland, was instrumental in producing a number of opportunities for
young Hungarian artists to exhibit there. Although Poland was the most cultu-
rally relaxed of the satellite countries, under Gierek, in the 1970s, to organise an
exhibition of unofficial artists from a neighbouring satellite country remained no
mean feat, and a combination of careful negotiation and rule-bending. Following
up on his success at having managed to coordinate the “Exhibition of a Group of
Hungarian Artists” which toured Poznan, LodZz, Sopot, Szczecin, and Koszalin, in
1970, Brendel succeeded in organising an exhibition of six of the most important
Hungarian experimental artists at the Foksal Gallery in Warsaw.

In May 1972, the Foksal opened a show of work by St. Jauby (one of Szentjoby’s
series of pseudonyms), Gyorgy Jovanovics, Laszlo Lakner, Miklos Erdély, Gyula
Pauer, and Endre Tot. There could be no question of Hungarian artists’ receiving



permission to attend the exhibition through official channels, however Brendel
succeeded in bringing them over on personal invitations. In the company of
Lakner’s painting The Form is: the maximum effort in the given possibilities of a
given situation, a provocative conceptualist citation from Lukacs's early essay
Aesthetic Culture’ of 1910-13, Szentjoby’s Portable Trench for Three, Erdély’s Moral
Algebra - Solidarity Action - a complex piece featuring photographs of a
Cambodian “head hunter” and charts and statements denouncing war as a form
of “institutionalised murder”, and Pauer’s “Pseudo manifesto”, outlining his the-
ory of objects designed to deliberately provoke false ideas, Tot's stamping
action, in which he sat and stamped sheets of paper with his own rubber stamps
in an action called I am glad if I can stamp in Warsaw too (1972) undoubtedly
acquired political overtones. As Andrea Bordacs has put it, Tot's stamps were
implicitly “filched from the hands of morose secretaries, hefty postmistresses
and comrades using and abusing their power”. Presented alongside these pow-
erful works, Tot’s actions and zeros silently mocked the absurdities of socialist
bureaucracy.

Following on from his stamping activity in Warsaw the previous year, Tot also
proposed to carry out the first of his first zer0-typing actions. He wrote: “I will be
typing at a writing table - in the gallery. / Only zer0000s! / For about two hours
a day. On the writing-table there will be a note, with the following text on it: ‘I
am glad if I can type zer0000s’. Note: | will need a lot of paper — FLUXpaper - so,
that | can work continuously / for about two hours a day. / If | finish my day’s
work, I'll leave everything on the table, so, that | can go on with it the next day,
when [ arrive at the gallery. / In this way the whole process of work during my
staying there will be VISIBLE and AUDIBLE as well / but only for two hours a day.
/ I'd be glad if we could exhibit in the next SHOE / Hastings / all the results of
the permanent work / done every day”.

The typing actions thus combine three forms of artistic practice, blurring the
boundaries between performance, exhibition, and mail art 10. While one might
interpret Tot's decision to devote just two hours a day to carrying out his secre-
tarial work as a reference to the less than feverish pace of work of state
employees on the rungs of the vast socialist bureaucratic apparatus, in line with
the joke “we pretend to work and they pretend to pay us”, this was not the only
activity Tot had planned for the Flux-Shoe. On the contrary, he proposed a very
busy schedule - in addition to typing, Tot proposed to stare at the wall for an
hour a day, and spend an hour a day stamping documents: “I will be watching /
gazing at / the wall - in the gallery. For exactly one hour a day. On my back
there will be a note, with the following text on it: ‘Il am glad if | can watch / gaze
at / the wall for an hour a day’, and ‘I will be stamping at a writing-table - in the
gallery. / Only a zer0! / For about one hour a day’. On the writing-table there
will be a note, with the following text on it: ‘Il am glad if | can stamp a zer0".""

The zero-stamps were circular, with a zero in the centre and the label “zero-
stamp by Endre Tot". Gladly seated at a typewriter or wielding one of his rubber
stamps, Tot took on the guise of an unkempt clerk, eagerly fulfilling his norm.
Tot's zeros and stamps filled piles of the “County Borough of Blackburn
Recreation Committee Museums and Art Galleries” letter-headed notepaper.
Each page was carefully labelled and dated. Appropriately the pages carried a
coat of arms with the Latin inscription ARTE ET LABORE, rhyming with the solem-
nity of Tot's own labour of bureaucratic love, and highlighting the universality of
the bureaucratic work ethic, and the art institution as part of a wider bureau-
cratic sphere. On the one hand Tot played at being a conformist, engrossed in
the bureaucratic bind, and on the other, he clearly appropriated the authority of
the official seal for his personal ends. One of the stamps he used on his corre-
spondence read “DOCUMENTS MAKE ME CALM”, as though stamping served for
Tot as a way to convince himself that everything was in order.

If, as Benjamin Buchloh argued in Conceptual Art 1962-1969: From the Aesthetics
of Administration to the Critique of Institutions, a bureaucracy impulse was con-
ceptualism’s key feature, and Western conceptualism unwittingly represented
“the last of the erosions (and perhaps the most effective and devastating one)
to which the traditionally separate sphere of artistic production had been sub-
jected in its perpetual efforts to emulate the regnant episteme within the para-
digmatic frame proper to art itself”, Tot's mimicry of the late socialist bureau-
cratic episteme was, in my view, more humorous — more akin to the Fluxus spir-
it” If Tot “mimed the operating logic” of late socialism, he was well aware that
there was nothing to be gained by exposing the socialist state’s ambition to use
artistic production as a tool of ideological control - after all, the authorities had
always done little to disguise this aim. In personal terms, though, there was a
good deal to be gained by playing the part of the Eastern artist.

Tot's primary audience was undoubtedly a western one, and, for the most part
his jokes were jokes for export - playing into the hands of Western visions of
the East as a thoroughly bureaucratised universe. As such, Tot's took advantage
of the East-West dynamic, as characterised by Slavoj Zizek, the mechanism
according to which: “Eastern Europe functions for the West as its Ego-ldeal (Ich-
Ideal): the point from which the West sees itself as a likeable, idealized form,
worthy of love. The real object of fascination for the West is therefore the gaze,
namely, the supposedly naive gaze by means of which Eastern Europe stares
back at the West, fascinated by its democracy™.

Arguably, though, Tot’s espousal of what Buchloh later called conceptualism’s
“restrictive definitions of the artist as a cataloguing clerk”, was more than just a
way to poke fun at pen-pushing State bureaucrats, usurping their role -
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although this also came into it". By performing his zero-typing action as part of
the Fluxshoe tour, in a series of institutions in the UK, Tot also critiqued Anglo-
American conceptualism’s efforts to deal a final blow to the artist as expressive
subject. Sol Le Witt had announced, in 1967, that the goal of the conceptual
artist was “to give viewers information” and to “follow his predetermined prem-
ise to its conclusion avoiding subjectivity. The serial artist does not attempt to
produce a beautiful or mysterious object but functions merely as a clerk cata-
loguing the results of his premise”®.

Tot, however, far from evacuating himself from the conceptual project, placed
himself centre stage, mocking what Buchloh called conceptual art’s “aesthetic of
‘indifference’”. He manifestly failed to offer any serious analytic proposition of
his own - as he put it: “If Kosuth was a conceptualist, then | am not one”. What
interests Tot, is not so much the proposition, but the performative role of the
clerk. He recognised the secret power in this position. As Roland Barthes
explained, in his ironic “report of the clerk to his master” - “You have every
mastery of me, but | have every knowledge of you.””

In a double bluff, he used action to restage the pitfalls of conceptualism and to
make a critique of its premises, proving that the artist clerk is neither humble
nor innocent but ultimately seeking self-promotion. Oscillating between affirma-
tion and negation and, through systematic repetition, staging the critical
exhaustion of both, Tot displayed his weariness with the dichotomy. By abolish-
ing the distinction between “underground language” and “official language” and
fusing the two into an ironic series of declarations that can be read as conform-
ist or dissident simultaneously, he not only called into question the appropria-
tion of art for ideological purposes, but also its potential as a vehicle for cri-
tique.
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OLIMPIU BANDALAC

Intalnire cu Sfinxul

Tn general, in lucrarile mele urmaresc interactivitatea cu pub-
licul, de aceea am fost mereu interesat de ambient si instalatie.
Elementele arhaice apartinand culturii locale constituie puncte
de pornire in lucrul meu. Istoria noastra este lunga si bogata,
iar eu descopar infinite posibilitati si influente multumita
amestecului mostenirii estice cu cea vestica. Nascuta si cladita
la jJumatatea distantei dintre Europa si Asia, dintre Nord si Sud,
structura noastra este complexa si oarecum confuza. Arta mea
penduleza intre aceste elemente. Pentru lucru folosesc uneori
materiale simple, unele reciclate, prezentarea finala fiind foarte
importanta. incepand cu anii '90 am fost atras de noile media si
performance. Hranite din entuziasmul perioadei petrecuta de
mine in cinematografie (13 ani in studiouri de animatie) filmele
video, proiectele multimedia si actiunile live in public, m-au
ajutat sa ies din zona traditionala a artelor. Cred ca incercarea
de a pastra prospetimea elementara a contactului cu hartia,
panza, stratul fotosensibil, raza de lumina, definesc programul
meu artistic. Lucrul meu penduleza intre tehnicile artistice
traditionale si noile media de exprimare.
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Olimpiu Bandalac, Spatiul Descoperirii, expozitia Jntalnire cu Sfinxul” 2005
-2015 / Solo Show, Galeria Victoria Art Bucuresti. Courtesy of the artist
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Cateva ganduri

Expozitia ,Intalnire cu Sfinxul” 2005 - 2015 / Solo Show, Galeria Victoria Art
Bucuresti, (decembrie 2015-ianuarie 2016)

Pornind de la explordrile mele In muntii Bucegi (Romania) -
incepute in 2005 - unde o stanca transformata permanent de
natura poarta numele de Sfinx, am traversat o serie de stari
care m-au marcat profund. Lucrul meu, in calitate de artist, a
fost afectat si nu m-am mai putut gandi la altceva. Am citit cat
mai mult si, aproape atras ca de un magnet, am revenit pe acel
platou muntos golas. Concomitent, am imaginat si intreprins
calatorii succesive catre desertului Sahara (Egipt), unde
troneaza marele Sfinx de la Gizeh (Cairo) - considerat cea mai
mare sculptura realizata vreodata de om.

Sfinxul egiptean marcheaza de fapt inceputul desertului - o
intalnire fascinanta si infricosatoare pentru artist. Desertul pare
sa se prelungeasca peste distantele geografice, niveland parca
departarea enorma dintre cei doi sfincsi, unul - creatie, ce
initial pare una a naturii, celalalt - creatie a omului. Varstele
celor doi sfincsi par sa fie apropiate, cel putin din perspectiva
muritorului de rand. Desertul cuprinde si invaluie totul, pustiind
sufleteste pe cel care se afla cu picioarele in nisip. Pot percepe
un schimb de ,mesaje” subteran intre cei doi sfincsi, iar fasci-
natia de a-i vedea impreuna m-a facut sa ,alerg" de la unul la
celalalt...

Pentru mine ,a sta si a tacea” in preajma fiecaruia dintre Sfincsi
este cel mai notabil lucru facut in ultima vreme. Pare o tema
fara varsta, la care m-as putea intoarce oricand, lasand-o
mereu neterminata. Materialele filmate si imaginile se constitu-
ie In documente ale unei stari de asteptare nedefinite, unde
Jinstabilitatea” din anii trecuti se risipeste. Desertul infinit te
lasa mut, nimicnicia ta ca fiinta pieritoare devine evidenta si
aduni dovezi ale inutilitatii zbaterii zilnice. Ca si artist ,simt” ca
intre cei doi sfincsi se intampla ceva... Revelatia acestei legaturi
,subterane” sau ,aeriene” m-a condus in cercetarile mele. Dar,
subliniez ca la baza acestora sta numai intuitia mea de artist -
firul meu calauzitor.

Proiectul ,intalnire cu Sfinxul” se constitue drept un reflex al
starilor artistului in fata grandorii naturii, a puternicei ei
nemarginiri in contrast cu nimicnicia si fragilitatea fiintei
omenesti, ce-si cauta oglindirea si propria cunoastere. Fiintele
pereche de pe pamant (gemenii) se contempla si se oglindesc,
la fel ca si cei doi Sfincsi. Perechi de creaturi se confrunta de la
distantd, in timp ce universul isi continua evolutia in spirala,
netulburat (reprezentat de simbolul ,Uroboros”). Zbaterile



Olimpiu Bandalac, Spatiul Descoperirii, expozitia JIntalnire cu Sfinxul” 2005 - 2015 / Solo Show, Galeria Victoria Art Bucuresti. Courtesy of the artist

Olimpiu Bandalac, Spatiul Ilumindrii, expozitia ,intalnire cu Sfinxul” 2005 - 2015 /
Solo Show, Galeria Victoria Art Bucuresti. Courtesy of the artist

noastre zilnice, angoasele si ambitiile palesc, se disipeaza ca si
nisipul printre degete. Este ceea ceea ce se intampla in ,Spatiul
descoperirii”.

Cu toate aceste premize pesimiste, omul continua sa constru-
iasca si-si ia drept aliat tocmai natura. In ,Spatiul de incercare/
infruntare” este imaginata o instalatie functionala ce se con-
stitue Tntr-un motor al universului, destinat sa repuna in cauza
conditia omului in acord cu universul. Ruptura cu acesta s-a
produs mult prea demult, in illo tempore, cand cerul si paman-
tul formau un tot.

Olimpiu Bandalac, Spatiul Incercdrii, expozitia ,intalnire cu Sfinxul” 2005 - 2015 /
Solo Show, Galeria Victoria Art Bucuresti. Courtesy of the artist

Avand Tnmagazinata o energie uriasa, pe care artistul o simte si
o marturiseste, cei doi Sfincsi pot re-activa motorul universului.
Fasciculele luminoase (raze laser) trimise intre ei si catre bolta
ceresca sugereaza acesta noua activitate creatoare.

Aceste zbateri si incercari sunt urmate, in ,Spatiul iluminarii’, de
o mare de liniste = unde se poate contempla Rasaritul. Este
ceea ce speram sa vedem si sa revedem dupa orice confruntare
majora. Cine a vazut rasaritul (asa cum l-am vazut eu pe
Muntele lui Moise, Tn Sinai) poate fi incredintat ca mai exista o
speranta, in univers.
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DAN PERJOVSCHI

Istoria de aproape

Text
DARIA GHIU

in 1997, la Chisindu, artistul Dan Perjovschi a realizat un performance pe care l-a intitulat Life from the
Ground. ,Md tdrdsc cu fata in asfalt, descriu la microfon (amplificat) ce vad. Sunetul se aude in sala de expo-

zitie... Tora™. La extrema cealalta - sau poate, din contrad, foarte aproape de aceasta situatie - se afla un Dan

Perjovschi contemporan, care foloseste propria expunere totala si descrie, prin desenele si mesajele lui, real-
itatea din jurul sau, plasandu-se in vecindtatea ei, ori, din contrd, luand o considerabila distanta fata de
aceasta. Live from the Ground pare metafora perfecta pentru o intreaga existenta: artistul ca reporter de
teren, preocupat de cele mai mici detalii din jurul sau, preocupat de lumea marginala, pe care sa o traduca
in cuvinte si desen. Altfel spus, artistul care priveste catre ceea ce noi neglijam, catre lumea micd, catre
insignifiant, pe care decide sa il faca public, instaurand un ,cod etic”’ propriu. Artistul care foloseste proprii-
le arme de intelegere a lumii, pe suporturi temporare.

Desi ar parea ca mutam acest text in registrul poeticului, si nu
in cel al criticii de arta, o afirmatie precum cea conform careia
artistul Dan Perjovschi isi traieste viata sub forma unui imens
proiect de arta conceptuala nu face altceva decat sa usureze si
sa ingreuneze, in acelasi timp, miza acestui articol. Sa faci o
analiza a operei lui Dan Perjovschi este deopotriva un gest
aparent simplu, la indemana, cat si unul deosebit de complicat.
Opera lui Dan Perjovschi este arborescenta si penduleaza intre
gesturi conceptuale per se si actiuni in al caror centru sta
desenul, cu un referent exterior lui, desene care capteaza real-
itati cotidiene de mai mare sau mai mica amploare.

Gest conceptual pur ar putea sa fie considerat, de exemplu, cel
prin care artistul si-a tatuat, intr-un performance public, in
1993, in cadrul Festivalului ,Zona” de la Timisoara, ,Romania” pe
umar, pentru ca, zece ani mai tarziu, in Removing Romania, sa
elimine acest tatuaj, tot intr-un performance, cu ocazia expozi-
tiei ,In den Schluchten des Balkans” ("In the Gorges of the
Balkan"), curatoriata de René Block. Stergerea publicd a acestui
tatuaj, cu ajutorul laserului, a insemnat mai mult decat o anu-
lare @ Romaniei si luarea unei distante fata de propria tara: a
insemnat si diseminarea unor molecule microscopice in tot cor-
pul, altfel spus, identificarea totala cu ,Romania”, un gest de
apropriere definitiva.

Actiunile care au in centru desenul sunt, in cazul lui Perjovschi,
orice gest de marcare temporara a unui teritoriu, cu ajutorul
markerului ori a cretei, cu reprezentari grafice, fie ca ne referim

Dan Perjovschi, Life from the Ground, 1997, Chisinau. Courtesy of the artist

Luam ca definitie pentru arta conceptuala pe cea cu care se
deschide cartea cu acelasi titlu, LArt conceptual, de Tony
Godfrey: ,Arta conceptuala nu se agata nici de forme, nici de
material, ci de idei si sensuri™ si, in cuvintele lui Lucy Lippard:
JArta conceptuala, pentru mine, semnifica o opera in care ideea
este esentiala si materialul secundar, fara greutate, efemer,
ieftin, fara pretentii si / sau dematerializat™. Joseph Kosuth ne
completeaza definitia: ,arta conceptuala are ca principiu de
baza ideea conform careia artistul munceste asupra sensului, si

la spatii de muzeu (MoMA, New York, 2007), spatii de trecere
aflate tot in contextul artei (Bienala de Arta de la Venetia,
Arsenale, 2007), spatii publice, ferestre catre strada apartinand
unor galerii cu statut incert (iunie 2016, proiectul ,Arta la fereas-
tra - Galeria Simeza").
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nu asupra formei, culorilor si materialelor™.

In aceasta cheie a dematerializarii, fiecare gest artistic al lui
Dan Perjovschi poate fi citit ca element dintr-un sistem com-
plex, un tot construit programatic, din acte prin care obiectul de
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Dan Perjovschi, Arta le fereastrd - Galeria SIMEZA, 2016. Coordonare si curatoriat
proiect: Anca Boeriu, Corina Gabriela Duma

LJArta la fereastra - Galeria Simeza" este un proiect organizat de UAP Bucuresti
pentru a atrage atentia publicului larg asupra disparitiei/ inchiderii spatjilor de
expunere si de lucru din Bucuresti. Fotografie: Corina Duma

Dan Perjovschi, rEST, 1999,
Pavilionul Romaniei, Bienala de
arta de la Venetia, curatoare:
Judit Angel. Courtesy of the artist
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Dan Perjovschi, Print screens, Facebook, 2013. Desene de Dan Perjovschi, preluate in alte context. Courtesy of the artist

arta este continuu destructurat, prin curatarea suportului si
reintrarea acestuia din urma in circuit. Vorbim despre stergere
ca act asumat de artist: disparitia desenelor prin interventia
vizitatorilor care calca pe podea pentru a vedea si citi tocmai
desenul situat acolo (Pavilionul Romaniei, Bienala de Arta de la
Venetia, 1999, rEST), prin interventia organizatorilor de expozitie
la finalul acesteia (zugravirea peretilor la MoMA, New York, 2007,
de exemplu, ori spalarea ferestrelor la Palais de Tokyo, Paris,
2012, in cadrul Trienalei de Arta) ori prin chiar interventia artis-
tului ca parte din show, in fata spectatorilor, pentru a elibera
suprafata de lucru pentru noi desene (Galeria Simeza, 2016).
Un alt caz vizeaza o dematerializare simbolica, prin aparitia
desenelor in presa, pe hartie de ziar, cum ar fi revista 22, locul
in care artistul publica desene saptamanal din anii '90: in
aceasta situatie, desi desenul ramane pe hartie si intr-o arhiva,
el isi pierde actualitatea si dispare de pe piata, in regim de
cateva zile. Un caz mai recent de dematerializare, asupra caruia
voi reveni, este aparitia cu desen si text intr-un spatiu care ia ca
premise de lucru tocmai dematerializarea, tocmai absenta ma-
terialului: mediul virtual si lucrarile care raspund unei realitati
imediate, plasate pe retele sociale, cum este Facebook.

Tnainte sa revenim asupra acestui al treilea tip de spatiu, meri-
ta detaliat in cateva randuri unul dintre cele mai recente
proiecte ale lui Dan Perjovschi, din cadrul unei serii mai mari, in
care au fost implicati mai multi artisti, intitulat "Arta la fereas-
tra — Galeria SIMEZA", initiat de Corina Gabriela Duma si Anca
Boeriu si desfasurat la Galeria Simeza, un spatiu de arta apar-
tinand Uniunii Artistilor Plastici din Romania, pus in pericol de
fragilitatea cladirii. Din aceasta cauza, vizitatorii s-au aflat brusc
in imposibilitatea de a mai intra, ceea ce a dus la unica plasare
a artistului in spatiul expozitional, punandu-se doar pe sine
intr-un posibil pericol. Asadar, la Tnceputul lunii iunie, artistul
s-a instalat pentru cateva ore n spatiu, iar vizitatorii - pe
strada, au asistat la spectacol. Dan Perjovschi a umplut cu
desene ferestrele, apoi a sters rapid tot (si a lasat dare albe in
urma sa), apoi a desenat din nou. A repetat acest gest de mai
multe ori. Desenele discutau situatia spatiului in sine ori pe cea
politica - nationala ori internationala. Fereastra a ramas, la
final, pentru cateva zile, cu ultimul rand de desene si mesaje,
desenele precedente fiind documentate (sau nu) in fotografii.
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Desenele pe care artistul le posteaza pe Facebook, pe propriul
sau wall, reprezinta o alta situatie de expunere totala. Wall-ul /
Zidul virtual devine locul in care desenul rasare imediat, dintr-o
pura intamplare: istoria, prezentul, stirea se transforma, aproa-
pe pe loc, intr-un desen cu mesaj.

Artistul se afla mereu in spatele ecranului, nu e doar un canal
obiectiv de informatii, ci, mai ales, o entitate care le proceseaza.
Altfel spus, un ,interpret”, un comentator, un ,traducator”, care
vine cu propria intelegere si cu propriul umor. Tn acest caz,
dematerializarea este deja produsa prin insasi conditia virtua-
lului. Mai mult decat atat, comentariile vizitatorilor, ,prietenilor”
sai virtuali, modifica unghiul de perceptie a lucrarii initiale si
poate duce, in anumite cazuri, la nuantarea lucrarii, la alterarea
ei. In alte situatii (cazul Rosia Montand, de exemplu), desenele
artistului s-au propagat cu o incredibila viteza in mediul offline,
ajungand sa fie imprimate pe hartii A4 ori cartoane si purtate la
proteste. Altfel spus, cu anumite desene ale lui Perjovschi pu-
blicul s-a identificat.

Fie ca observatiile vin de la pamant, de pe asfaltul concret, ori
acestea sunt furnizate prin intermediul desenului, Tn mediul
online, pe ,zidul” virtual - la doua extreme —, Dan Perjovschi e
artistul pentru care suprafata de lucru e ceva temporar, orice
incercare de a ,grava” mesajul pentru totdeauna parand nu
doar nenecesara, dar de evitat. Arta sa risca asadar sa nu poata
fi muzeificata; sau muzeificarea ei, conservarea acesteia, sa se
petreaca la un alt nivel, prin intermediul documentarii momen-
tului, prin fotografie ori prin publicarea unei carti. Astfel,
lucrarile lui Dan Perjovschi capteaza contextul larg, inclusiv pe
cel artistic, si devin o marturie extinsa asupra societatii, asupra
a ceea ce artistul a ,vazut”, la un moment dat, in jurul sau.

1 Email trimis de artist autoarei textului, 24 aprilie 2016.

2 Istoric de artd si o buna cunoscatoare a lui Dan Perjovschi, Kristine Stiles foloseste aceasta
sintagma cand vorbeste despre desenele artistului, intr-un studiu recent intitulat "Acute
Civility in Dan Perjovschi's Core Drawings”, aparut in Gabriela Gantenbein (ed.), Textures of
Thought: Geta Brdtescu, lon Grigorescu, Dan Perjovschi, Passagen Verlag Wien, 2015.

3 Tony Godfrey, L'art conceptuel, Phaidon Press, 2003, traducere din limba engleza de Nordine
Haddad, p. 4.

4 Idem, p. 14.

5 Ibidem.



NECULAI PADURARU

Spirite umane

Cuvintele mele sunt un fel de pietre dintr-un joc pentru cel care doreste sa descifreze itele jocului. Sunt destule
capcane intinse prin colturi ascunse in care se poate rataci acela care nu are rabdare si nu are imaginatie.
Cuvintele sunt scrise pentru a provoca spiritul cititorului. Intre obisnuit si surprinzdtor este o granitd subtire,
ca lama briciului, in care te poti tdia daca nu ai rabdarea si inclinatia potrivita.

Este foarte important unghiul din care privesti lucrurile. Opera artistului este un dar pentru privitor. Tot ce am
facut si fac are ca scop sa ma cunosc. Pentru mine, arta este un mijloc intelectual de a transmite sentimentele
si informatiile pe care le detin - din lumea pe care o cunosc - catre lumea care este interesatd. M-am gandit
la un fel de banca pe care se asaza privitorul si mediteaza la oferta mea.

Imagine din expozitia personald ,Spirite umane" de la Festivalul International de Teatru de la Sibiu, 2015. Courtesy of the artist
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Imagine din expozitia personala ,Spirite umane" de la Festivalul International de Teatru de la Sibiu, 2015. Courtesy of the artist

Lucrarile din ciclul ,Spirite umane” sunt proiectii ale imaginatiei
mele, pe care le-am facut vizibile si le-am prezentat publicului.
In depozitul memoriei mele sunt informatii stocate intr-un izvor
viu de care ma pot sluji. Am incercat sa atrag atentia asupra
spiritului uman, despre care ne imaginam ca stim multe, dar de
fapt nu cunoastem mare lucru. Voi continua sa-mi pun intre-
bari. Sunt spiritele o forma de energie care circula in univers?
Oare extraterestrii pot fi spiritele noastre care se intorc acasaz...
Cine stie?... Ce sunt visele? Ce ne spun visele? Poate visele noas-
tre sunt formele de existenta ale unor spirite care locuiesc in
noi si ele ne poarta in cele mai misterioase lumi!
De cate ori am visat ca zbor, de fapt spiritul meu zbura. Aproape
toate lucrarile mele s-au nascut din visele mele. Nu cautatj, aici,
sculptura savanta, cautati misterul unei calatorii imaginare -
ideea reprezentarii spiritului uman - n locuri si lumi diferite.
Daca nu avem grija de spiritul nostru, mi-e teama sa nu
devenim niste roboti. Lucrarile din ciclul ,Spirite umane” sunt
niste instalatii ale tiparelor umane, prezente in locuri si situatii
diferite. Pentru mine, in abordarea ,Spiritelor umane”, virtuozi-
tatea nu mai este prioritara. In urma numeroaselor Tntrebari
legate de ,Spiritele umane”, am incercat sa subliniez cat de
pretioase si cat de apropiate pot fi ele de noi. intr-o alta lume,
m-am intalnit cu spiritul tatalui meu, venind din tinutul um-
Neculai Paduraru, Globalizare, alamd, bronz. Courtesy of the artist brelor, strabatut de Tntuneric si frig. L-am luat in brate, ca sa-l
simt aproape, dar parca tineam un fel de compas din cozonac pe
care-l miscam cu frica, ca sa nu se sfarame — mutandu-l cand pe
un picior, cand pe celalalt, masurandu-mi umbra.
Se spune despre creatia umana ca are la baza energia si spiri-
tul uman. Lucrarile mele contin energia mea, viata mea si spir-
itul meu. Prin lucrarile din ciclul ,Spirite umane” ma straduiesc
sa fac o punte intre om - operd - spirit. Incerc sa aduc lumea
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Imagine din atelierul artistului. Courtesy of the artist




Neculai Paduraru, Artistul si opera, desen pe hartie. Courtesy of the artist

Neculai Paduraru, Contor curent artistic.
Courtesy of the artist

Neculai Paduraru, Vise ruginite. Courtesy of the artist
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Neculai Paduraru, Aspirator de vise, desen pe hartie. Courtesy of the artist

Neculai Paduraru, Planeta cu spirite. Courtesy of the artist

invizibila Tntr-o lume vizibila. In ograda mea, randunelele se
asezau pe sarma pe care intindea mama rufele, ciripeau fru-
mos, dar nu intelegeam de ce nu-si fac cuib sub streasina casei.
La intrebarile mele, tata a taiat in tabla conturul a doua ran-
dunele pe care le-a pus pe casa. Mi-a vorbit de spiritul ran-
dunelelor care ne ocrotesc casa, dar eram prea mic Si n-am
inteles nimic despre spirit; pana cand randunelele si-au facut
cuib sub streasina. In satele noastre, inca se mai vad pe case
contururi de pasari, taiate in tabla, anuntand prezenta acelui
spirit. Astazi, eu, cu energia mea, tai in tabla siluetele umane,
asezandu-le in planuri diferite, pentru a da profunzime com-
pozitiei.

Poate, ca sa intelegem mai bine spiritele, ar trebui sa patrun-
dem in lumea lor, sa devenim ca ele, sa ne pierdem printre ele,
asa cum ne-am pierde intr-o multime de oameni, intreban-
du-ne ce-am vazut si ce-am inteles. Sa mergem pe drum, prin
padurea de duhuri, fara sa le suparam, chiar daca le simtim -
tot timpul - in spatele nostru. Se intampla sa intoarcem capul,
dar sa nu le vedem. Le simtim privirea in ceafa, dar mergem mai
departe. Spiritul meu este intrupat in dimensiuni discutabile,
avand libertatea de a calatori in cele mai diverse lumi, intorcan-
du-se in corpul meu atunci cand doreste - aducandu-mi
bucuriile sau tristetile lumii.

Operele mele sunt cuiburi pentru spiritul meu, loc de odihna
pentru vremea in care trupul meu nu-l va mai putea gazdui.
Cand nu voi mai fi, sper sa nu moara spiritul meu, c¢i sa
vietuiasca si sa ajunga la privitori prin intermediul lucrarilor
mele. Viata mea este o padure de ganduri, pe care le-am oferit
oamenilor. De la Sagna vin toate, pe care le-am vazut, le-am
trait si le-am comparat cu alte minuni ale lumii. Mi-e gandul la
toate cate au fost, cate or sa mai fie si cate vor mai ramane.

-

Neculai Paduraru, Emisie-Receptie. Courtesy of the artist
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,Sens” in loc de ,,concept”

VLAD BASALICI

in dialog cu: RALUCA VOINEA

In 2012, artistul Vlad Basalici a luat decizia de a-si data toate lucrdrile incepdnd din acel moment cu ,2012”,
indiferent daca acestea sunt realizate in 2014, 2024 sau 2034. Timpul urma sa stea in loc, iar multi au
crezut cd acest lucru se va intampla cu intreaga viata de pe pamant pe 21 decembrie al acelui an.
Apocalipsa insa nu s-a aratat, cu atat mai putin in forma descrisa de profetii sai - desi ea continua sa
ameninte planeta si sd fie evaluatd (de cdtre oamenii de stiintd, de data asta) ca fiind mai mult sau mai putin
sigura si apropiatd.

Unul dintre proiectele pe care Vlad Basalici le-a inceput in 2012
este The Last Archive. Mai intai, a colectionat, cu ajutorul priete-
nilor si sustinatorilor, o serie din ceea ce ar fi putut fi ultima
editie a unor ziare, din Australia pana in China, din Romania
pana in Germania si in Statele Unite, toate publicate pe 21
decembrie 2012. Unele dintre aceste ziare anuntau cu litere
incendiare (auto)distrugerea lumii noastre, altele isi continuau
fluxul obisnuit de stiri, despre economia globala, mici gainarii
cotidiene sau performante din sport, de servit la cafeaua de
dimineata sau in calatoria cu metroul. The Last Archive a fost
astfel mai intdi o colectie, iar apoi a ajuns sa includa in fiecare
an un proiect care raspunde colectiei. Pana acum au fost reali-
zate trei proiecte n aceasta serie: Péter Szabo: The Old, the New
and the End (2013), Monotremu: Redemption Day (2014) si Giles
Eldridge: What Happens If Nothing Happens (2015). Proiectul
vlad Basalici, Largo, 2012, performance. Courtesy of the artist ramane deschis. Mai jos o scurta conversatie cu Vlad Basalici,
despre practica sa n contextul artei conceptuale.

Arta conceptuala

Vlad Basalici: Mi se pare ca arta conceptuala a devenit un ter-
men umbreld (folosit mai des peiorativ) care poate sa fie
aproape orice fel de arta actuala care e legata de notiuni ca
proces, context, documentare, ready-made, aspecte care oricum
au ajuns sa fie integrate in ceea ce Tnseamna arta, conceptuala
sau nu. De exemplu, orice lucrare este interconectata cu un
context care e parte din ceea ce faci, accepti sau nu asta. Sa
luam situatia desenelor de pe zidul ghetoului din Baia Mare,
realizate de studentii de la Universitatea de Arte din Cluj, la
invitatia primarului rasist, care i-a instrumentalizat. Aceste
desene, desi aveau o doza de naivitate nu au putut sa scape
unui context care are implicatii mai largi. Acest termen, ,con-
cept”, e atat de vag in arta, neavand mare legatura cu modul in
care este folosit in filozofie sau chiar in lucrarile canonice din
anii '60, si acolo ramane problematic. Chiar dihotomia asta,
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experienta estetica vs. cunoastere e falsa, cel putin in traditia
kantiana in care am fost educat in facultate, unde cunoasterea
implica atat concept, cat si intuitie sensibila. As folosi mai
degraba termenul de ,sens” in loc de ,concept”. Care e sensul
lucrarii X?

Arta conceptuala romaneasca

V.B.. As evita sa folosesc sintagma ,arta conceptuala
romaneasca”, in primul rand, fiindca nu e un demers unitar pro-
gramatic, ceea ce se intampla sunt strategii individuale asumate
ca atare, in functie de sensibilitati si influente. Si apoi, mai apare
0 problema legata nu de arta in sine, ci de receptarea ei. Cand
arta este bagata in acest sertar, pe care il numim arta conceptu-
ala, fie ca e arta africana sau est-europeana, tinde sa se uni-

Vlad Basalici, Intervale sparte / Broken Intervals, 2012, video, 1'00. Courtesy of the artist

formizeze si sa fie perceputa sub aceeasi grila epistemologica,
deja cu o istorie stramta, cu un sistem ingust de referinte.

Raluca Voinea: Da, Insa daca te vezi activand intr-un context, in
care atat conditiile de productie sunt similare, cat si presiunile
economice, politice sau sociale, la care artistul raspunde sau pe
care le evita, cred ca te poti situa cumva prin raport la alti artisti,
care activeaza n acelasi context. Chiar daca aceasta raportare e
una de distanta. Ai putea sa dai cateva exemple de artisti din
Romania, care ti se pare ca au practici conceptuale interesante?

V.B.: Da, Mikloés Onucsan mi se pare un artist care are o practica
interesanta, prea putin cercetata in Romania si chiar dincolo,
unde inevitabil se impune canonul. Tmi place ca in lucrarile lui,
armatura asta conceptuala poate fi decodificata pana la un
punct, dar, in acelasi timp, lasa un rest care scapa unei singure

6: 149
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Vlad Basalici, Fdrd titlu sau unele zile sunt mai bune decat altele (h) / Untitled or Some days are better than others (h), 2012, fotomontaj, serie compusa din 12 printuri
cromogenice composite / photomontaj, a series composed of twelve chromogenic prints, 78 x 45 cm. Courtesy of the artist

citiri. Lucrarile lui vin din directii diferite si se intalnesc, dar
refuza sa formeze o opera unitara, care are mai degraba aspec-
tul unui corpus, care in definitia data de Dictionarul limbii
romane literare contemporane (1955-1957) inseamna culegere de
frag-mente din mai multi autori, de documente, inscriptii etc.
referitoare la un anumit subiect sau la o anumita epoca. Apoi
un alt artist, care, din pacate, acum nu mai este activ e Eduard
Gabia, de la care am invatat cum sa iti pui intrebari atunci cand
construiesti o lucrare. Practica lui presupune o armatura con-
ceptuala, dar care nu avea scopul sa faciliteze intelegerea, cum
se intampla cel mai des, ci sa creeze o coerenta organica, nece-
sara pentru ca fiecare performance de-al lui sa functioneze
dupa regulile proprii. E ca si cum ceea ce ti se infatiseaza este
un extraterestru, care iese din sistemul tau de referinta, iar
intelegerea modului prin care el functioneaza se produce in
opozitie cu ceea ce deja stil.

The Last Archive

R.V. Legat de perceptia asupra artei, ca fiind locala sau nu,
lucrarea ta, The Last Archive, e cat se poate de universala, cand
ai asamblat colectia de ziare ai pornit oare de la aceasta para-
lela, Tntre cum producem cunoastere, in acelasi timp in care o
receptam?

V.B.: Cred ca nu m-am gandit niciodata la The Last Archive ca la
o lucrare proprie, ci mai mult ca la un context deschis catre alti
artisti, pe care nu il pot controla, fiindca lucrarile care sunt real-
izate Tn cadrul arhivei nu sunt ale mele, doar am creat impre-
una cu tine conditiile ca sa se intample ceva in fiecare an, pe 21
decembrie. Tn acelasi timp, arhiva are legatura cu ceea ce fac,
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fiindca se inscrie in aceeasi logica, aceea care m-a determinat
sa imi datez toate lucrarile cu anul 2012. Dar sa revin la intre-
bare. Da, cred ca momentul producerii cunoasterii si momentul
receptarii ei produc un clivaj, mai putin detectabil acum, cand
internetul e canalul principal de transmitere a informatiilor, dar
e foarte vizibil in cazul arhivei care contine ziare care au fost
tiparite pe 20 decembrie 2012, inainte de presupusa Apocalipsa
si au fost citite pe 21 decembrie 2012, cand deja contextul se
schimbase. Chiar daca posibilitatea sfarsitului lumii nu a fost
luata in serios de la inceput, ea era inscrisa intr-un camp al
posibilitatilor si se hranea din dorinta ca ceva sa se intample,
dupa criza.

R.V.: 21 decembrie a devenit pentru noi, in ultimii 3 ani, o data
fixa, pe de o parte, o certitudine (stim ca va avea loc vernisajul
unei expozitii inspirate de The Last Archive in spatiul de la
tranzit.ro/Bucuresti), pe de altd parte, reiterarea continua a
ultimului moment, pare un fel de ziua cartitei, invitam de
fiecare data oamenii sa traiasca alaturi de noi ceea ce ar putea
fi ultimele lor clipe. Cum este pentru tine ziua de 21 decembrie
si ce asteptari ai, in general, de la artistii pe care ii invitam sa
propuna un proiect in acest cadru?

V.B.: Cred ca ceea ce imi doresc cel mai mult e ca fiecare artist
invitat sa extinda spatiul semantic al arhivei si s-o apropie de
experienta lor proprie. Apoi, mi se pare provocator faptul ca
odata cu trecerea fiecarui an, distanta de 2012 se largeste si ce
e relevant acum legat de arhiva incepe sa fie tot mai diferit fata
de ceea ce era de exemplu Tn 2013, primul an al The Last Archive
dupa constituirea ei. De aici cred ca vine provocarea pentru
artistii participanti, care produc o actualizare a sensului arhivei.



R.V.: 1l vezi ca pe un proiect care ar putea continua ad infinitum?
De altfel, motivul pentru care ai decis sa-ti datezi toate lucrarile
cu 2012 e legat de obsesiile tale pentru timp si pentru instru-
mentele cu care il masuram, care sunt, in acelasi timp, masuri
ale existentei umane. Ai putea vorbi despre cateva dintre aces-
te lucrari?

Alte proiecte

V.B.: Ar fi ironic ca un proiect despre sfarsitul lumii sa continue
la nesfarsit, mi-ar placea ca macar sa supravietuiasca mai mult
decat mine. Am ales sa imi datez toate lucrarile cu acelasi an,
fiindca am vrut ca tot ce produc sa existe intr-o sincronicitate,
impotriva unei naratiuni care implica o progresie de la o lucrare
la alta. O sa vorbesc un pic despre alte lucrari ale mele. Este
ceea ce este e un performance in care m-am intrebat cum poate
publicul sa perceapa trecutul a ceva care tocmai s-a intamplat

n timpul unei piese care dureaza 45 de minute? in untitled or
some days are better than others, am colat fotografii mate si
lucioase cu marimea 9 x 13 cm, ale unor suprafete negre, in
ideea ca atunci cand elimini continutul din fotografie, forma si
marimea ei mai pastreaza un rest de continut care functioneaza
ca un ready-made si acest ready-made se pliaza pe o istorie
personala, legata de formatul ,9 x 13", cel mai des format deve-
lopat in laboratoarele foto in epoca pre-digitald. Tn Privind,
asteptand, produsa in cadrul primei expozitii de la tranzit.ro/
Bucuresti, Km. 0. Reprezentari si repetitii ale Pietei Universitatii,
am plasat o camera de supraveghere, care urmarea ceasul de la
Universitate. A fost o lucrare Tn spatiul public, instalata fara
aprobari, fiindca erau mari sanse sa nu primesc nici una. E una
din lucrarile in care folosesc ceasurile in mod literal, ca instru-
mente care normalizeaza timpul si il fac sa para previzibil.

Vlad Basalici, O casa unde obisnuiau sa locuiasca oamenii / A house where people used to live , 2012, video, 4'50". Courtesy of the artist

135 |






\,ﬂ/

by
2 ..ﬂ._m..,
W
0

o
il

W?.




Stefan Bertalan: Timisoara si avangardele europene
28 ianuarie - 10 martie 2016

Artisti invitati: lon Andreescu, Vlad Gaivoronschi, Doru Tulcan
Corneliu Vladimir Butnarescu, Sebastian Schon, Sandala Gutu
Palatul Baroc, Timisoara

1 STEFAN BERTALAN:
TIMISOARA SI AVANGARDELE EUROPENE

I Text
CRINA CRANTA

Intre 28 ianuarie si 10 martie 2016, a fost expusd la Muzeul de Artd din Timisoara integrala ,Stefan
Bertalan”, cu subtitlul , Timisoara si avangarda artelor europene”. Au fost prezentate, in premierd, toate
piesele artistului, aflate in colectiile proprii, creatii datand din perioada 1965-1991, planse, desene, picturd,
obiecte, fotografii, expuse impreund cu lucrdri ale celor mai buni studenti ai sai: lon Andreescu, Vlad
Gaivoronschi, Corneliu Vladimir Butndrescu si Sebastian Schon.
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Stefan Bertalan, Trei variante ale unei structuri luminoase, 1974. Courtesy of the author
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Stefan Bertalan, Hexagonul structurat in sapte hexagoane
subiimpartite, 1970-1971. Courtesy of the author

Stefan Bertalan este unul dintre primii adepti ai curentelor
artistice neoavangardiste din Romania. Isi incepe studiile la
Scoala de Subingineri a Uzinei Siderurgice Hunedoara, apoi
continua cu pictura la Institutul de Arte Plastice ,loan
Andreescu” din Cluj (1956-1962). Din 1962, devine profesor de
specialitate al Liceului de Arta din Timisoara, unde il cunoaste
pe Constantin Flondor. Stefan Bertalan este cofondator al
Grupului 111 si membru al grupului de arta experimentala Sigma
1(1970-1980), documentat de Gheorghe Sfaiter in scurtmetrajul
Grupul Sigma.

Dubla sa specializare il indreapta catre interdisciplinaritate si
intermedialitate, explorand domenii precum bionica, ciberneti-
ca, matematica, grafica pe computer, arhitectura, psihologie si
sociologie, concepand din intersectia lor lucrari experimentale,
usi deschise in construirea de noi inginerii vizuale. Lucrarile lui
Stefan Bertalan impun modificarea eticii creatorului de forme,
precum si a pedagogului, asociindu-se cu energia din alte
domenii. Tn felul acesta, arta lui Bertalan Tmbraca un caracter
holistic, artistul devenind programator conceptual. Schitele sale
studiaza structuri regulate / neregulate, aleatorii, haotice, care
conduc mai apoi la studii legate de perceptie si rolul ritmului,
al haosului si al ordinii asupra sensibilitatii perceptiei, studii ce
autentifica amprenta creatiei artistice specifice lui Bertalan.
,Am expus o conopida intr-o relatie naturala, nu dintr-o dorinta
extravaganta printre expozanti, ci, manat de sentimente gene-
roase, am dorit sa vizualizez o ordine strabuna ce strabate uni-
versul, un exemplu din multitudinea formelor intre care ne
invartim, de multe ori ignorate sau comod clasate ca haos. Nu
le dam nicio importanta, dar exemplul de fata are menirea de a
ne indica cel putin o ramificatie posibila, care poate produce
unele bucurii primare, trairi minuscule pe care se poate cladi
psihismul omului modern, in bruiajul progresului tehnic. Dar nu
neaparat trairi obligate, estetice, ci, de la caz la caz, diverse sa-
tisfactil, Tnsa cu siguranta o asemenea atentie provoaca
nuantele unei atitudini intelectuale”, afirma artistul.

,Desigur - continua acesta - trairile mele, nuantate, pasionante
fata de obiectul expus au fost mult mai profunde si constelate,
cred, vizualizate partial in desene, decat, spre exemplu, o
explicitare a formei organice, abstractizarea legilor ei de
crestere pentru elementele conopidei, motivand Tntrebarea:
cum se organizeaza? Dar conopida mi-a povestit ca, in istoria ei
milenara, natura i-a daruit multa experienta de viata, si de
aceea oamenii mereu au privit-o, precuml si dintr-un motiv

simplu si limpede, de cunoastere, apoi au descoperit in ea, ca
siin alte forme naturale, forma ideala, pentagonul si spirala. Ea
m-a si imbarbatat, insuflandu-mi curajul reafirmarii unor ade-
varuri de mult spuse ca meritorii. Am si facut-o! Mi-a vorbit apoi
despre bolta ei ciudata, care se deschide catre lume si caldura
ei, din niste principii si o intelepciune supla: faptul cresterii
multimii elementelor sale pe o spirala de tip logaritmic nu-i
prezerva altceva decat identitatea continua, unitatea si diversi-
tatea fiintei, extensia ei in spirala rezolva perfect problema
cresterii, indepartandu-se constant de polul sau de plecare,
central, ale carui siruri apartin unor reguli de crestere de tip
Fibonacci: 123 5813 21 34 etc,, sau: 3 4 7 1118 29 47"

summary

Between 28 January and 10 March 2016, Timisoara Art Museum exhibited
Stefan Bertalan: Timisoara and the European Art Avant-garde show. For
the first time all the artist's works from 1965 to 1991 were reunited along
with artworks of his best students: lon Andreescu, Vlad Gaivoronschi,
Corneliu Vladimir Butnarescu and Sebastian Schon. Stefan Bertalan is
one of the first neo avant-garde Romanian artists. He began his studies
at the Sub-Enginner School of the Siderurgical Factory in Hunedoara,
and then he studied painting at the "loan Andreescu" Art Institute in
Cluj (1956-1962). In 1962 he became a teacher at Timisoara Art
Highschool where he met Constantin Flondor. Stefan Bertalan was the
co-founder of the Group 111 (1+1+1), the first experimentalist group in
Romania and was a member of the Sigma 1 Group (1970-1980), docu-
mented by Gheorghe Sfaiter in a short film, Sigma Group, shown in this
exhibition. Bertalan's double schooling guided him into interdisciplinar-
ity and intermediality, exploring domains such as bionics, cybernetics,
mathematics, computer graphics, architecture, psychology and sociolo-
gy, out of which he created experimental artworks, opening doors for
new approaches in visual art engineering and in concept programming.
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Music box: Sound Installations and Video-music

Saptamana Internationala a Muzicii Noi (SIMN)
Artisti: Jens Brand, Hans W. Koch, Roswitha von den Driesch, Jens-Uwe Dyffort, Frauke Eckhardt,

Ulrich Eller, Rolf Julius, Christina Kubisch, Tilman Kiintzel, Franz Martin Olbrisch, Erwin Stache
Ciprian Ciuclea, Mihaela Vosganian, Gheorghe Costinescu, Mihai Cucu

Curatori: Stefan Fricke, Johannes S. Sistermanns

Deschidere: Vineri, 27 mai 2016, ora 21.00

Mediateca Universitatii Nationale de Muzica din Bucuresti, Sala Aquarium, Bucurest

. MUSIC BOX:
EXPOZITIE SOUND ART LA SIMN 2016

I oL Text
CATALIN CRETU

Vernisajul expozitiei ,Music box: Sound Installations and Video-music" - prima de acest gen din cadrul festi-
valului Saptdmana Internationald a Muzicii Noi (SIMN), ajunsd deja la editia a XXVI-a - a avut loc pe 27 mai
2016, in Sala Aquarium a Mediatecii Universitatii Nationale de Muzica din Bucuresti. Fondata in anul 1990 de
catre compozitorul Stefan Niculescu si organizata de Uniunea Compozitorilor si Muzicologilor din Romania,
SIMN a coagulat, in ultima saptamana a lunii mai, comunitatea muzicienilor preocupati de fenomenele sonore
contemporane, oferind publicului concerte, recitaluri si alte manifestari inedite, toate axate pe creatii din
secolele XX si XXI. In acest context, prezenta unor artisti din zona sound art a fost mai mult decat binevenitd.

Ciprian Ciuclea, SIGNAL: 8 minutes after, 2016, instalatie de sunet, Mediateca Universitatii Nationale de Muzica din Bucuresti. Courtesy of the author
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Imagini din expozitia "Music box: Sound Installations and Video-music”, Saptamana Internationala a Muzicii Noi (SIMN), Curatori: Stefan Fricke, Johannes S.
Sistermanns, 27 mai 2016, Mediateca Universitatii Nationale de Muzica din Bucuresti, Sala Aquarium. Foto: Catalin Cretu

Expozitia “Music box” a propus vizitatorilor doua tipuri de incar-
nari artistice: instalatii si video-music, cu participare romaneasca
si internationala. Partea cea mai consistenta a fost reprezentata
de "Klangkunst - A german sound", o expozitie mobila de arta
sonora actuala in Germania, produsa de Deutscher Musikrat si
realizata in parteneriat cu Goethe-Institut Bucuresti, un demers
colectiv al unor artisti germani, coordonati si reprezentati de
curatorii Stefan Fricke si Johannes S. Sistermanns.

De peste doua decenii, in spatiul vorbitor de limba germana,
arta sonora invita publicul sa descopere ineditul si sa exploreze
sunetul si spatiul, intr-o dimensiune interioara sau exterioara,
intr-un timp personal, cu propriul univers de perceptii. Artistii
reprezentati cu lucrari individuale in aceasta expozitie au influ-
entat in mod decisiv istoria artei sonore din Germania. Au fost
receptivi la conceptul curatorilor de a contura cu lucrarile lor un
mic spatiu mobil de arta sonora si de a-i conferi viata din punct
de vedere vizual si auditiv. Toate obiectele sunt lucrari distincte
de arta sonorg, atat individual, cat si in interactiune cu celelalte.
Vizitatorii au avut posibilitatea de a asculta, de a se juca sau de
a modela lucrarile. n plus, prin intermediul cartilor si al laptop-
ului, s-au putut informa mai in detaliu cu privire la minunata si
uimitoarea lume a artei sonore, un univers care a fost pentru
cateva clipe casa lor.

Tot in genul sound art se incadreaza si lucrarea SIGNAL. 8 MIN-
UTES AFTER. a artistului Ciprian Ciuclea, interesat de proiectele
site-specific care se axeaza mai ales pe aspectele conceptuale
ale receptarii, combinand lumina, sunetul si arta video, plasate
in relatie cu aspectele stiintifice ale existentei umane. Lucrarea
a avut ca punct de pornire o serie de fotografii cu un telescop
astronomic, pentru a observa dinamica petelor solare. Intre
observator si Soare se creeaza un interval sau un moment de
asteptare care poate fi reprezentat in spatiu, iar printr-o trans-
formare a semnalului vizual se poate obtine o secventa sonora.
Cele opt minute pe care lumina le parcurge pana la noi creeaza
o iluzie a prezentului, producand totodata o distorsiune data de
interactiunea cu particulele din spatiu si atmosfera terestra,
fenomenul putand avea o dimensiune estetica.

Partea de video-music a fost reprezentata de creatiile a doi
compozitori. Gheorghe Costinescu, rezident la New York din
1969, o personalitate complexa a muzicii romanesti, cu pre-
ocupari in zona pedagogiei, muzicologiei, dirijatului, teatrului
instrumental, profesor la Lehman College of the City University
of New York, autor al unor importante studii si articole despre
muzica noua, eseuri de estetici comparate si un Tratat de fonolo-
gie muzicald, a propus doua lucrari: One Minute Tribute:
9/11/2001 - pentru cvartet de percutie si fotografie animata
(2015), un film de scurtmetraj ce combina inregistrarea piesei de
percutie, compusa in 2002, cu animatia instalatiei Tribute in
Light, fotografiata de Dan Nguyen in 2009, si Tai-Chi on the
Hudson - pentru cvartet de coarde si animatie (2015), ce
cuprinde ipostaze ale desenelor fiecarei pozitii a seriei Yang
Long Form, pe care artistul o exerseaza, muzica pentru cvartet
de coarde fiind compusa cu intentia de a face o corespondenta
cu pozitiile, miscarile si, pe cat posibil, cu spiritul acestei arte
martiale.

Mihaela Vosganian, compozitoare si performera, si-a propus, pe
de-o parte, sa reitereze functiile arhetipale ale artei - functia
ritualica, cathartica, vindecatoare si extatica, iar pe de alta
parte, sa exprime o noua forma a supra-realului, denumita de
artista trans-realul, rezultat din explorarea starilor de constiinta
extinsa/modificata sau din experimentarea visarii lucide.
Lucrarea propusa, Saturnian - Lord of the rings — pentru mediu
electronic si foto-video design - este prima piesa creata, dintre
cele sapte dedicate si inspirate de teoria kabbalistica a ciclu-
rilor planetare anuale. Conceput Tmpreuna cu artistul vizual
Mihai Cucu, ciclul integral de aapte piese urmeaza sa constitu-
ie un performace 3D, accesibil in spatii nonconventionale, de
tipul Planetariilor sau Observatoarelor astronomice.

Vernisajul expozitiei s-a bucurat de prezenta directorului SIMN,
compozitorul Dan Dediu, directoarea Goethe-Institut Bucuresti,
Dr. Evelin Hust, si curatorul Johannes S. Sistermanns, cu totii
accentuand importanta prezentei manifestarilor de tipul sound
art in spatiul artistic romanesc.
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in-side / out-side Il - separating systems

Artist: Decebal Scriba
Curatoare: Olivia Nitis
aprilie-mai 2016

Galeria Calina, Timisoara

i DECEBAL SCRIBA

IN-SIDE / OUT-SIDE Il

Text

ILEANA PINTILIE

Recuperarea artei romanesti din anii 1970-1980 s-a declansat ca
0 operatiune si un proces incepute imediat dupa caderea
Cortinei de Fier, dar care se desfasoara lent, fara o sustinere
oficiala semnificativa si fara un proiect cultural generat de
urgenta istorica. In acest context, cele doud expozitii (Victoria Art
Center, Bucuresti, 2015 si actuala expozitie de la Timisoara),
realizate de artistul Tnsusi, n colaborare cu Olivia Nitis, sunt
adevarate recuperari de istoria artei recente, oferind publicului
si specialistilor o privire plina de sens asupra creatiei lui Scriba,
din anii 1970-1980.

Perioada tulbure a dictaturii Ceausescu, au adus nenumarate
inchideri succesive (de la restrangerea libertatii de a calatori, la
acutizarea operatiunilor de cenzurd), astfel incat pentru un
tanar artist in plina afirmare, cu idei si proiecte dintre cele mai
interesante, acesti ani au echivalat cu o lupta disperata pentru
afirmare si pentru aparitii in spatiul public. Decebal Scriba se
dovedeste a fi un artist conceptual autentic, iar expozitia din
Timisoara, cu unitatea spatiala a galeriei, ilustreaza perfect
acest gen de arta, cu lucrari reduse minimalist la texte si
fotografii alb-negru.

Un prim grupaj aduna laolalta concepte artistice etalate cu
ocazia expozitiei ,Situatie si concept" (1974), din spatiul Atelier
35 de la Galeria ,Orizont” din Bucuresti, unde participanti au
fost, alaturi de Scriba - Horia Bernea si Antonio Albici. Printre
aceste lucrari se afla si Actiuni (1973), un text dactilografiat, care
enumera diferite verbe cu un potential de actare, iar acest text
simplu, scris pe o coala alba, are puterea de a deschide calea
imaginatiei privitorului cititor. Alteori, in Situatie (parte din seria
,Sisteme separatoare”, 1973), Decebal Scriba opereaza cu con-
ceptele ,de inauntru" si ,in afara" notate minimalist in cateva
cuvinte, rezumand parca datele unei ,fise”, alaturi de fotografia
alb-negru ce reprezinta interventia pe fereastra unui spatiu
cunoscut — atelierul in care a lucrat, la Institutul de Arte Plastice
din Bucuresti.
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Decebal Scriba, Corp-semn #1, nedatat. Courtesy of the artist



Decebal Scriba, Fara titlu, 1982. Courtesy of the artist

lesirea in public s-a facut prin intermediul unor actiuni tot de
tipul ,situatiilor” (spre exemplu, actiunea Darul din 1974, din
Bucuresti), in care artistul a strabatut strazile orasului cu un
obiect imaginar in maini, dorind sa interfereze cu privitorii,
destul de rezervati insa. Aceasta actiune nu a fost singulara, ea
fiind urmata de alte postiri (Mdsti de stare, 1975-1976) sau de
interventii in spatiul public (Memorie, 1980). Interesul pentru
corp, un material de lucru la indemana, intr-o perioada de
restrictii si de cenzura, nu il paraseste nici ulterior, devenind
astfel un semn, o expresie identitara si conceptuala pura (Corp
- Semn, 1982). Faptul ca el insusi s-a preocupat de noile medii
[-a determinat sa initieze si sa gazduiasca, in propria sa casa cu
grading, seria de ntalniri artistice intitulate House pARTy din
Bucuresti (1987-1988), printre putinele din perioada comunis-
mului, care au beneficiat de Tnregistrari video. Intalnirile din
acea casa au ramas fapte artistice memorabile, initiind un fel
de minifestival multimedia si anticipand, prin aceasta,
deschiderea care a avut loc Tn mod firesc dupa caderea comu-
nismului.

Anii 1980 aduc o turnura in creatia lui Decebal Scriba, si anume
o inclinatie tot mai pronuntata pentru un tip de desen cvasi-
abstract, dar fundamentat pe cercetarea matematica si fizica,
de unde preocuparea lui pentru fractali. Studiile de val, de
ghem sau ale altor destructurari informale se afla in dialog cu
cercetarile conceptuale si minimaliste anterioare. Exista in
aceste cercetari ale materiei informe, care ofera o provocare in
ceea ce priveste reprezentarea, o complementaritate cu medi-
tatia filosofica. Experimentele corporale continuate in noul
deceniu exprimau nevoia de exteriorizare a unor tensiuni si
nelinisti din ce Tn ce mai vizibile, provocate de accentuarea
conditiilor dificile de trai. Actiunile fotografice Cortina (1980)
sau Fara legatura cu inecul (1985) sunt sugestive, vorbind de la
sine si ele nu mai au nevoie de explicatii sau comentarii.
Recuperarea unei parti din creatia lui Decebal Scriba ofera o
privire atenta asupra cercetarilor lui din anii 1970-1980, cel
putin dintr-un anume punct de vedere, acela al conceptelor
interioare. Ar fi fost util poate ca aceasta parte sa fie comple-
tata cu activitatea lui publica - de participant activ si coorgani-
zator al unor evenimente si manifestari expozitionale care au
marcat anii 1980 (House pARTy, expozitiile ,Scrierea" si ,Oglinda"
etc.). Dar despre asta probabil intr-o noua expozitie.

Decebal Scriba, Actions, 1973, text dactilografiat. Courtesy of the artist
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Reality Check
Artist: Aurora Kiraly

Curatoare: Liviana Dan
4 martie-9 aprilie 2016
Galeria Calina, Timisoara

| AURORA KIRALY

SUPRAPUNERILE REALITATII PERSONALE

MARIA OROSAN-TELEA

In ultimele doud decenii, pe ldngd o constantd activitate artisticd, Aurora Kiraly a fost prezentd, prin
proiectele sale curatoriale, in prima linie a artei contemporane romanesti. De numele sau se leaga infiintarea
Galeriei Noi de la Bucuresti, in anul 2001. In contextul vidului institutional de la sfdrsitul anilor '90, cdnd
Centrul Soros pentru Arta Contemporana isi diminueaza semnificativ activitatea, si pand pe la mijlocul anilor
2000, cand MNAC-ul, galeriile comerciale si spatiile alternative vor ajunge sa revitalizeze arta contemporand
romaneasca, o initiativa precum Galeria Noud, dedicata fotografiei si noilor media, reuseste sa coaguleze in
jurul sau o serie de artisti si sa-si creeze un statut bine determinat.

Expozitia Aurorei Kiraly de la Galeria Calina din Timisoara face
parte dintr-o platforma mai ampla conceputa de curatoarea
Liviana Dan, ce a constat pana acum dintr-o serie de proiecte
expozitionale semnate de lulia Toma, Vlad Nanca, Apparatus 22
si Aurora Kiraly, in cadrul carora instalatia este valorizata ca
,mod de productie si amplasare”. Extrem de ofertanta ca posi-
bilitati de configurare spatiala, instalatia permite includerea
sub o umbrela totalizatoare a unei infinitati de asocieri intre
obiecte si materiale diverse.

Abordarea Aurorei Kiraly asupra instalatiei este una riguroasa,
lipsita de spectaculozitate si emfaza. Inspirata de mijloacele
artei conceptuale, artista recurge in mare masura la text, pentru
a formula un discurs coerent si sustinut cu privire la realitate.
Background-ul sau este cel al unui artist care lucreaza prepon-
derent cu fotografia, ghidat de o necesitate stringenta de a filtra
siinregistra fragmente de realitate. Capacitatea mediului fotogra-
fic de a functiona ca instrument de investigare a propriei relatii
cu lumea se regaseste indirect si in expozitia de la Calina. ,Reality
Check" aduce astfel in discutie diversele niveluri la care realitatea
exterioara interfereaza cu structura intima a individului.
Suprapunerea pare a fi 0 metoda de lucru care serveste foarte
bine finalitatii. Fiecare dintre cele trei proiecte prezentate
opereaza, intr-o forma sau alta, cu suprapuneri. Love-Life-
Memory este o ampla instalatie spatiala, alcatuita din panze
brodate cu o scriitura caligrafica si colaje de texte lipite pe
perete. Discursul se concentreaza, in acest caz, asupra modului
in care realitatea exterioara individului se suprapune, ca fundal
constant si perturbator, unei realitati personale. Ganduri intime
si discrete sunt alaturate cuvintelor si expresiilor preluate din
universul mediatic, unde fluxul de informatii, care vine spre tine
n cascada, foloseste obsesiv, repetitiv, clisee verbale.

Profund autoreferentiala, lucrarea Tales from a Topographic Skin
suprapune, la propriu si la figurat, peste imaginea fragmentara
a propriilor pete de vitiligo, transpusa prin pictura, texte care
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nareaza diverse momente de o mare incarcatura emotionala
negativa. Scurtele relatari, asemanatoare unor fragmente de
jurnal, functioneaza ca o metoda autocurativa. Punerea pe
tapet a unor aspecte delicate ale vietii personale echivaleaza cu
infruntarea propriilor temeri si angoase.

Seria de fotografii expuse sub titlul de Reconectare urmareste
capacitatea individului de a privi lumea din jur, realitatea
inconjuratoare, cu deschidere spre orice lucru surprinzator pe
care aceasta i-l poate oferi. Cadrelor fotografice, surprinse in
timpul unei singure plimbari prin padure, le sunt asociate
scurte texte, proiectate asupra spectacolului naturii. Elemente
vizuale amorfe, precum o creanga de copac sau o buturuga
retezata, sunt potentate prin conexiuni multiple, stabilite la
nivel mental. Metoda propusa poate fi vazuta si ca o reiterare la
scara ampla a celebrului procedeu suprarealist prin care pete
amorfe de culoare, obtinute aleatoriu, sunt ajustate pentru a
crea o imagine figurativa.

Chiar daca opereaza cu diferite genuri de informatie textuala,
expozitia ,Reality Check" afiseaza o structura extrem de unitara.
De la coerenta cu care conceptul general este urmarit in fiecare
lucrare in parte, pana la mijloacele tehnice folosite pentru
punerea in scena a celor trei proiecte, toate elementele converg
intr-un punct unic.

summary

Aurora Kiraly's exhibition "Reality Check", part of a larger project con-
ceived by the curator Liviana Dan, discusses, using art installations, the
various ways in which reality interferes with the inner structure of the
individual. Aurora Kiraly's approach on art installation is rigorous and
devoid of spectacularity. Inspired by conceptualist means of expression,
the artist largely uses the text in order to formulate a coherent and sus-
tained discourse on reality. Her background is that of an artist who uses
photography as a necessity to evoke and filter what surrounds her. The
strong capacity of this medium to investigate one’s relationship with the
outside world is convincingly present in this exhibition.



Aurora Kiraly, Love-Life-Memory, 2016, instalatie, broderie pe panza si texte colate pe perete. Courtesy of the artist and Galeria Calina

Aurora Kiraly, Love-Life-Memory (ansamblu si detaliu), 2016, instalatie,
broderie pe panza si texte colate pe perete. Foto: Ugron Reka. Courtesy of the
artist and Galeria Calina
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Resurrected
Curatoare: Ada Muntean

Artisti: Andreea Anghel, Anca Badea, Gabriel Bica, Adelina Cacio, Cristina Coza-Damian, Pavel Grosu,

loana lacob, Norbert Dako-Graff, Elena Ilash, Tudor Jucan, Florin Marin, Corina Oprea, Daniel Popescu,

Axenia Rosca, Ozana Muresan, Alina Staicu, Herbert Christian Stoeger, Gabriel Sotian

Muzica: BCVSN
10-18 martie 2016
Urania Palace, Cluj-Napoca

RESURRECTED

VOICA PUSCASIU

Proiectul curatoriat de Ada Muntean a intrunit un numar de nu
mai putin de 19 tineri artisti clujeni, sub umbrela unui concept
relevant pentru starea actuala a societatii din Romania, si
anume renasterea constiintei civice, provocata de tragicul
eveniment din Clubul Colectiv. Faptul cad populatia (mai ales
cea) tanara din aceasta tara a reusit sa iasa din starea de letar-
gie care o caracteriza a adus in discutie resuscitarea si recon-
figurarea acestui concept ca miza in existenta omului contem-
poran, de unde si tematica principala a acestei expozitii. Spatiul
ales a fost in sine o tentativa de readucere in actualitate a
Palatului Urania, fostul Cinematograf ,Favorit” din Cluj, o locatie
mai degraba scoasa din uz, dar care in ultimul an a inceput sa
gazduiasca din ce in ce mai multe evenimente.

Subiectul, care, de altfel, se preteaza la multiple interpretari, a
fost abordat in maniera profund personale de catre artisti,
fiecare dintre ei pastrandu-si propria directie si viziune. Acest
fapt Tnsa nu a favorizat neaparat coerenta expozitiei, fiind
foarte dificil de urmarit ideea conceptului de la care se pornise
initial, si asta din cauza variatiilor nu numai stilistice sau de
mediu, uneori poate necesare, ci si a celor tematice. In acest
caz, erau binevenite, pe alocuri, scurtele texte explicative, core-
spunzatoare fiecarui proiect.

exhibitions in Romania
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Printre lucrarile care s-au facut remarcate a fost Cassiopeia,
instalatia lui Daniel Popescu, care, pornind de la mitul grecesc
al vanitoasei regine si al fiicei sale Andromeda, ambele trans-
formate in constelatii, a realizat un elegant obiect ce levita intre
pamant si bolta cereasca, iar prin rotatia sa facea stelele sa dis-
para, pentru ca, mai apoi, tot ele sa renasca. in sfera cosmica,
dar tratata intr-un sens mai pragmatic, se incadra si lucrarea
Closer to Totality a Adelinei Cacio, o transpunere grafica a unei
stele inghitite de o gaura neagra, care in loc sa dispara cu
desavarsire, este ulterior evacuata sub forma unui jet de plas-
ma. Aceasta observatie a cercetatorilor in astrofizica dovedeste
forta regenerativa a distrugerii, fiind in acelasi timp de un opti-
mism cu totul irelevant pentru specia umana.

In ciuda asteptarilor legate de spatiu, acesta a fost bine folosit
si majoritatea lucrarilor au fost puse in valoare, inclusiv
ecranele cu proiectele video, instalatiile si sculpturile carora li
s-a rezervat un loc central. Din pacate insa, proiectia video
Impressions in RGB, semnata de loana lacob si Norbert Dako-
Graff, lucrare interesanta atat vizual, cat si conceptual, nu a
beneficiat de cea mai buna conjunctura, aceasta necesitand un
spatiu mai intunecat pentru a fi experimentata cu adevarat.
Probabil unul dintre meritele cele mai semnificative ale acestei
expozitii a fost, pe langa implicarea unui numar mare de artisti,
faptul ca a reusit sa atraga si un public foarte larg, atmosfera de
la vernisaj fiind intretinuta de BCVSN - Live Analog Extravaganza,
un proiect muzical electronic analog in patru parti, compus de
Paul Bucovesan special pentru aceasta ocazie.

summary

In the light of the tragic events at Club Colectiv in October 2015 in
Bucharest that prompted the awakening of the social conscience of
Romania’s youth, Ada Muntean'’s curatorial project aims to bring forth a
number of young artists in a show that point out many concepts of rebirth
or reset. From the chosen venue to the artworks themselves, everything
revolves around this theme, or at least they try to do so. An ample show,
surprisingly good in its appearance, the exhibition gathered a large crowd
and even had some spectacular highlights.

Oana Damian, Self-managed, 2016, polyptych, oil
on canvas, 120 x 120 cm. Courtesy of the author



On Space / despre Spatiu

Artist: Petrica Stefan
Curatoare: Ilina Schileru
31 martie-10 iunie 2016
418 Gallery, Bucuresti

PETRICA STEFAN. DESPRE SPATIU

ILINA SCHILERU

L-am sunat pe artistul Petrica Stefan pentru prima data cu
patru saptamani inainte de deschiderea expozitiei. Voiam sa-|
cunosc Tnainte de a ma apuca sa redactez textul curatorial. i
vazusem lucrarile intr-un folder trimis de Ecaterina Dinulescu,
galerista 418 Gallery, si am incercat un exercitiu de imaginatie,
presupunand ce tip de personalitate ar putea avea pictorul, ce
il Tmpinge sa se reverse peste compozitii, intr-o serie de gesturi
aproape haotice, de ce face recurs la expresionism si cum isi
gandeste strategia de interactiune cu panza.

Am descoperit, cumva neasteptat, un personaj discret, in
antiteza cu tumultul plin de exuberantele cromatice pe care le
vazusem in reproducerile digitale. Mai degraba, l-am putut aso-
cia grafismelor pe care le adauga peste traseele impastate.
Grafismele sunt noi ca element, capata mai mult imbold in seria
noua de la 418 Gallery. In seria Embryos, expusa la Calina in 2013
la Timisoara, traseele cu markerul erau incipiente si usor
timide.

Tn schimb, expozitia curenta de la Bucuresti deschide portaluri
catre alte dimensiuni. Dupa ce am vorbit despre viata lui din
facultate si despre conversatiile pe care le avea cu profesorii, pe
marginea expresionismului american de dupa anii 1950, l-am
intrebat despre spatiile pe care eu le imaginez privindu-i
lucrarile. Petrica nu avea neaparat nevoie de o traducere a
panzelor, este mai degraba curios sa observe de la distanta
interactiunea celuilalt cu pictura lui. Pe mine m-a dus cu gan-
dul la intervalul calatoriei din serialul (tot) american, Lumi
Paralele, care descria in fiecare episod incercarea unui grup de
personaje pestrite de a regasi dimensiunea de unde plecasera
printr-un experiment. De fiecare data ajungeau intr-un univers
paralel, pe aceeasi Terra, dar nu pe cea cautata.

Cei pasionati de expresionism abstract au, cu siguranta, mate-
rial de contemplare. Fiecare lucrare este un instantaneu al unei
lumi. Pentru ca Petrica s-a jucat mult cu paleta de uleiuri, i-am
propus sa panotam in functie de campul cromatic din spatele
grafismelor si al experimentelor browniene. Asa s-au delimitat
doua sali, cea cu lumile albastre si cea cu lumile alb-visinii, din
prima, respectiv, ultima sala. Am gasit si binoame, ca cel din
ultima sala, care functioneaza in sistem pozitiv-negativ, pe care
nu le-am putut desparti. lar piesa centrala, dipticul realizat in
mare parte prin paralelism si perpendicularitate a liniei, suge-
rand tridimensionalul unei virtuale serii urmatoare, troneaza in
sala mare, spre deliciul celor care se lasa sedusi de grafism.

Petrica Stefan, Inside Delusion, 2015, ulei pe panza, 140 x 140 cm.
Courtesy of 418 Gallery

Vernisajul s-a bucurat de prezenta semnificativa a unui public
neomogen: artisti, colectionari, prieteni, studenti, galeristi. Chiar
si ambasadorul Germaniei la Bucuresti a fost curios sa viziteze
galeria, spre finalul serii. Copiii au fost cei mai inspirati sa
decodifice hartile descrise de Petrica, mai ales in compozitiile
dinamice si in posibile chei figurative.

Tn contextul artelor contemporane, in mijlocul unei aglomerari
de medii diverse, de la instalatie la performance in afara spati-
ului de galerie, sa declari ca pictezi influentat de un curent
vechi de mai bine de jumatate de secol este un act de curaj. Sa
iti asumi ca ai un traseu care nu se muleaza automat in amal-
gamul contextului contemporan poate fi riscant. Dar Petrica
Stefan isi asuma un traseu prin care stabileste comunicarea cu
publicul artei lui. Dialogul, pentru el, este cu sine, in atelier. Tn
fiecare zi, cand l-am sunat, era fie in drum spre atelier, fie se
intrerupea din lucru. Validarea lui ca artist se face n intimitatea
propriului spatiu de creatie.
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Julian Rosenfeldt, Poster Manifesto, in Manifesto, with Cate Blanchett, February 10 - July 10, 2016, Hamburger Bahnhof -
Museum fiir Gegenwart, Berlin, Multimedia Video Installation on 13 Monitors. Photo: Mute Insurgent 2016



MANIFESTO

Artist: Julian Rosenfeldt cu Cate Blanchett

10 februarie-10 iulie, 2016

Hamburger Bahnhof - Museum fiir Gegenwart, Berlin

| MANIFESTO

BY JULIAN ROSENFELDT

Text

DENISE PARIZEK

Noua instalatie de filme a lui Julian Rosenfeldt, Manifesto, in-
clude 13 filme care curg in paralel, toate interpretate si prezen-
tate de actrita australiana Cate Blanchett. Setea de manifeste
continua pana azi, neintrerupta, poate mai mult decat oricand.
La prima vedere, expozitia s-a concentrat pe situatia in care ne
aflam in acest moment - a venit vremea unui manifest cu ade-
varat inteligent. Pe primul monitor vedem fitilul arzand si
scotand scanteile unei mari rachete de focuri de artificii,
evoluand in prim-plan si cu incetinitorul. Focul se prelinge
fnainte si nu stim daca vom fi destul de rapizi ca sa il stingem,
inainte ca bomba sa explodeze - eu una nu am fost destul de
rapida, am fost ametita, implicata.

A doua poveste reflecta piata de arta, isterica si ipocrita, pre-
cum scena galeriilor de arta (sau secta ori corporatia new age),
facandu-ma sa ma simt, in acelasi timp, prizoniera si amuzata.
Fiecare personaj are sarmul si atractia sa, nu intotdeauna pla-
cute, dar mereu autentice. Rosenfeldt trece in revista diferite
niveluri ale societatii si educatiei si prezinta o gama larga de
reprezentanti actuali. Finalul este destul de apocaliptic, un
vagabond, singur intr-o pustietate, un fost instrument de spi-
onaj al americanilor, pe creasta unui deal numit Teufelsberg,
dealul diavolului. Niste doamne batrane, amuzandu-se precum
copiii, continua sa aprinda fitilele unor rachete de artificii, dan-
sand precum vrajitoarele din Macbeth.

A venit potopul fara apa, a rasarit in mintea mea, amintindu-mi
de cartea lui Margaret Atwood, pe care am citit-o recent, in tim-
pul sederii mele in Canada. La vremea respectiva, un potop
apocaliptic, fara apa, similar, a devorat in flacari Fort Mc Murray,
la marginea campurilor petroliere de nisip canadiene din Alber-
ta. Trecand de la literatura la realitate si inapoi la arta, mi-am
dat seama de necesitatea manifestelor astazi. Rosenfeldt /
Blanchett definesc cerintele insistente referitoare la constienti-
zarea si responsabilitatea artistilor. Ei cer sa cunoasca respon-
sabilitatea noastra fata de societate si mediul Tnconjurator.
Expozitia maseaza creierul, ochii, urechile, inima si sufletul -
lucru care se intampla rar, acela de a fi activat pe mai multe
niveluri intr-o singura expozitie de arta.

Pana la ultima treime a secolului XX, existau doar putine mani-
feste scrise de femei. Majoritatea acestora, scrise de barbati,
explodau de testosteron, asa ca faptul ca artistul a ales o actrita
pentru performarea textului este o alegere in sine binevenita. El
a rearanjat vocile multiple ale manifestelor in noi monologuri.
In paralel, a inceput sa schiteze diferite scene, jucate azi, in care
femeile monologheaza. In sfarsit, a editat ansamblul in 12 scene
si in 12 colaje de text corespunzatoare.

Umorul provine din combinatia de cuvinte rostite si din scena-
riul Tnsusi. Rosenfeldt a folosit retete diferite pentru fiecare
scenga, in functie de text. Manifestul Futurismului, care este

despre viteza si acceleratie, e plasat in lumea marii finante.
Texul lui Sol LeWitt despre arta conceptuala este o scena
exceptionala, mai mult decat performance-ul unui manifest.
Coplesitoare ca un orgasm este o scena din Manifest, in care
toate monitoarele arata close-up-uri cu Cate Blanchett, iar ea
canta un manifest ca pe o mantra tibetana, sentimentul fiind
similar cu acela de a te simti prizonier intr-un dom de sunet
orchestral. Tmi treceau fiori pe sira spinarii si mi s-a facut pielea
de gaina.

Cuvintele si imaginile se suprapun in Manifest, care mai de care
incercand sa atraga atentia — si in toate acestea, apare un ton
urgent, provenind din toate aceste afirmatii pe care Rosenfeldt
le strange laolalta in colajele sale de texte. Fiecare film dezvolta
un spectru de personaje extrem de individualizate: o vaduva, un
profesor, un papusar, un broker, 0 mama, o muncitoare, un
savant, un coregraf rus, un pop star, un dealer de arta sau un
sef de big band ori de secta (aceeasi atitudine, acelasi compor-
tament), un moderator - un jurnalist, un om fara adapost.
Ansamblul de colaje din numeroase manifeste este combinat
cu o tehnologie cinematica si cu un travaliu al camerei sofisti-
cate, cu costume autentice (sunt sigura ca haina omului fara
adapost a fost luata de la un om fara adapost), cu un machiaj
uimitor, cu locatii remarcabile si cu jocul actoricesc al extraor-
dinar de talentatei Cate Blanchett. Ea se transforma in perso-
naje si combina textele cu un context surprinzator de prezent.

Rosenfeldt a facut colaje ale unor manifeste scrise de artisti,
arhitecti, coregrafi si cineasti — incluzand texte de Filippo
Tommaso Marinetti, Tristan Tzara, Kazimir Malevici, André
Breton, Guy Débord, Claes Oldenburg, Yvonne Reiner, Sturtevant,
Adrian Piper, Sol Le Witt sau Jim Jarmusch. Multe dintre acestea
dezvaluie o putere teatrala si literara surprinzatoare. Vitalitatea
si furia unui artist autodeterminat, libertin si subversiv sunt
inscrise in energia tematica si peformativa a proclamatiilor. Prin
taierea si combinarea textelor unor personaje diferite, apar 13
monologuri poetice. Interesul lui Julian Rosenfeldt in lumile
muncii si vietii prezentului aduce textele noi de manifest din
aceasta lucrare, laolalta cu situatiile de azi.

Manifest pune sub semnul Tntrebarii rolul artistului in societa-
tea de azi. Manifestele au ramas prizonierele lumii politice pana
in momentul in care artistii vizuali au adoptat acest gen, tocmai
datorita caracterului sau critic fata de societate. Odata cu
Manifestul Futurismului (1909), Marinetti a declansat un val de
scriere de manifeste. In acest demers, a luat nastere manifestul
ca gen, incluzand aspecte precum comunicarea vie si precisa a
intentiei autorului, limbajul apelativ, provocarea militanta si,
adesea, autopromovarea propagandistica.

Manifestele de artist se adreseaza adesea si unor teme sociale,
care merg dincolo de arta. in ianuarie 2016, manifestul lui
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Detail view of Julian Rosenfeldt, Last Monitor - Homeless Person in Manifesto, with Cate Blanchett, February 10 - July 10, 2016, Hamburger Bahnhof - Museum fiir Gegenwart,
Berlin, Multimedia Video Installation on 13 Monitors. Photo: Mute Insurgent 2016

diem25 (diem25.0rg) a fost prezentat la Berlin, la prima intalnire
deschisa a acestei noi miscari europene, dincolo de partide
politice si de lobby-ism. Obiectivul lor este de a restructura
politica si economia intr-o afacere transparenta si serioasa, cu
scopul de a aduce din nou laolalta tarile individuale ale Uniunii
Europene, de a le incuraja sistemul de justitie sociala si eco-
nomica: ,Acesta este procesul invizibil prin care criza Europei ne
intoarce popoarele spre interior, unul Tmpotriva celuilalt, ampli-
ficand jingoismul si xenofobia preexistente. Privatizarea anxi-
etatii, frica de «celalalt», nationalizarea ambitiei si renationa-
lizarea politicii ameninta cu o dezintegrare toxica a intereselor
comune, de pe urma careia Europa nu are decat de suferit”
(extras din manifestul lui diem25 / diem25.0rg/manifesto).
Manifestele nu sunt numai relevante, ele sunt vizionare, mai
ales in noua interpretare a lui Julian Rosenfeldt. Istoria artei
este un derivat al istoriei si noi invatam din istorie sau cel putin
ar trebui sa o facem. Artistii din toate disciplinele si-au formu-
lat intotdeauna gandurile si viziunile a caror consistenta a tre-
buit dovedita. Sfatul lui Roselfeldt pentru noi este sa citim ma-
nifestele artistilor ca pe niste seismografe ale epocii lor.
Manifest este ca un sutin cur, pentru noi toti, care nu ne-am dat
seama pana acum ca timpul pentru liberté, egalité si solidarité
este mort, cel putin de la venirea vremurilor neoliberale. E tim-
pul sa ne trezim si sa actionam! Julian Rosenfeldt ne-a oferit in
dar o lucrare pretioasa, sustenabila si asupra careia trebuie sa
deliberam, sa dezbatem.
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MANIFESTO by julian Rosenfeldt

Julian Rosenfeldt's new film installation Manifesto includes 13 films run-
ning in parallel all embodied and presented by the Australian actress
Cate Blanchett. The longing for manifestos continues uninterrupted today,
perhaps more than ever. At first glance, the show has focused out the sit-
uation we are in at the moment - it's time for a real smart manifest. A
burning and sparking fuse cord of large fireworks rocket, seen in close-up
and extreme slow motion, is visible on the first monitor. The fire is run-
ning and we don’t know if we will be fast enough to delete it, before the
bomb will explode - in fact | was not fast enough, | was infected, involved.
The second story mirrors the hysterical and hypocrite art market and
gallery scene (or sector new age corporation), it made me feel caught but
amused as well. Every figure has its charm and attraction, not always lika-
ble, but always authentic. Rosenfeldt flips through different levels of society
and education and presents a broad range of nowadays representatives.
The end is quite apocalyptic, a tramp, alone in the middle of nowhere, for-
mer bugging device of the Americans, on the top of a hill called Teufelsberg,
hill of the devil. We see the fuse cord from the prologue once again. Some
old ladies, amused as children, continue to ignite a few more rockets and
are dancing like the witches in Macbeth. The waterless flood has come,
appeared in my mind, remembering the book by Margaret Atwood | had
recently read during my stay in Canada. At that time a similar apocalyptic
waterless flood burnt down Fort Mc Murray at the edge of the Canadian oil
sand fields in Alberta. Swapping from literature to reality and back into art,
| realized the necessity of manifestos today.

Rosenfeldt / Blanchett define insistent requirements for the awareness
and responsibility of artists. They ask to gain knowledge about our
responsibility to society and environment. The exhibition massages brain,
eyes, ears, heart, and soul - rare to be activated on several levels by a
singular art show. Until the last third of the twentieth century there were
only few manifestos written by women. Most of them, written by men,
were just bursting with testosterone, to choose an actress for declaiming
the text is a smart choice of the artist. He rearranged the multiple voices
of the manifestos into new monologues. In parallel he started to sketch
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different scenes, performed today, in which women talk monologue.
Finally he edited the assemblage down to twelve scenes and twelve cor-
responding text collages.

The humor stems from the combination of the spoken word and the sce-
nario itself. Rosenfeldt used different recipes for each scene depending
on the text. The manifesto of Futurism, which is about speed and acceler-
ation, is placed in the world of high finance. Sol LeWitt’s text about
Conceptual Art is an exceptional scene rather than performing a mani-
festo. Overwhelming like an orgasm appears one scene in Manifesto, all
monitors are showing close-ups of Cate Blanchett and like a Tibetan
mantra she is singing a manifest, the feeling is similar with being trapped
in an orchestral sound dome. Shivers were running down my spine and |
got goose pimples.

Words and images overlap in Manifesto, competing for attention — and all
the same an urgent tone is issued by all the pronouncements that
Rosenfeldt gathers together in his text collages. Each film develops a
spectrum of highly individual figures: a widow, a teacher, a puppeteer, a
broker, a mother, a working class woman, a scientist, a Russian choreog-
rapher, a pop star, an art dealer or leader of a big brand or a sect (same
attitude, same behaviour), a moderator / journalist and a homeless man.
The commitment of collages from numerous manifestos are combined
with sophisticated film technology and camera work, authentic costumes
(I am sure that the coat of the homeless man has been taken from a
homeless man), amazing make up, remarkable location and an extraordi-
nary talented acting of Cate Blanchett. She transforms into figures and
combines the texts with an unexpected, present context.

Rosenfeldt collaged manifestos by artists, architects, choreographers, and
filmmakers - including texts by Filippo Tommaso Marinetti, Tristan Tzara,
Kazimir Malevich, André Breton, Guy Débord, Claes Oldenburg, Yvonne
Reiner, Sturtevant, Adrian Piper, Sol Le Witt or Jim Jarmusch. Many of
them reveal a surprisingly theatrical and literary power. The vitality and
the fury of a self determined, libertine and subversive artist is inscribed
in the thematic and performative energy of the proclamations. 13 poetic
monologues emerged by way of cutting back and combining the texts of

various figures. Julian Rosenfeldt’s interest in the work and life worlds

of the present brings the new manifesto texts in this work together with
situations of today.

Manifesto questions the role of the artist in today’s society. Manifestos
remained caught in a political realm until visual artists adopted the genre
precisely because of its character as critical of society. With the Futurist
Manifesto (1909), Filippo Tommaso Marinetti triggered a wave of mani-
festo writing. In the process, the genre of the manifesto took shape,
including aspects like the vivid and precise communication of authorial
intention, appellative language, militant provocation, and often propagan-
distic self-promotion. Artist manifestos also often address social themes
that go beyond art.

In January 2016 the manifesto of diem25 (diem25.0rg) was presented in
Berlin, at the first open meeting of this new European movement, beyond
political parties and lobbyism. Their objective is to reface policy and
economy in a transparent and serious business with the goal to bring sin-
gle countries of the European Union together again, to encourage their
social justice and economic system: “This is the unseen process by which
Europe’s crisis is turning our peoples inwards, against each other, ampli-
fying pre-existing jingoism, xenophobia. The privatization of anxiety, the
fear of the ‘other’, the nationalization of ambition, and the re-nationaliza-
tion of policy threaten a toxic disintegration of common interests from
which Europe can only suffer.” (excerpt from the manifesto by diem25 /
diem25.0rg/manifesto).

The manifests are not still relevant; they are visionary, especially in the
new interpretation of Julian Rosenfeldt. Art history is a derivation of his-
tory and we learn from history, or should do so. Artists of all disciplines
have always been phrasing thoughts and visions whose consistency had
to be proven. Rosenfeldts’ advice for us is to read artists manifestos as
seismographs of their age. Manifesto is like a kick in the ass, for all of us,
who have not recognized till now, the time of liberté, egalité and solidar-
ité was killed, since at least the coming of neoliberal times. It is time for
rise and shine! Julian Rosenfeldt has gifted us a precious work, sustain-
able, necessary to deliberate, to debate.
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Hotel Dallas

Livia Ungur si Sherng-Lee Huang

Screening: Festivalul International de Film Berlin
Februarie 2016

HOTELUL VISELOR

| Mutatii culturale si fragmentari istorice in filmul Hotel Dallas

ANNA HARSANYI

Intr-una din primele scene din Hotel Dallas, un film
de Livia Ungur si Sherng-Lee Huang, B si P, tineri
pionieri, sunt personajele principale ale unei drame.
B este ucis in timp ce incerca sa il protejeze pe P de
atacul, pe bicicleta, al celui de-al treilea personaj, o
pioniera geloasa pe nume P. Pe patul de moarte, B
tine un discurs melodramatic despre visele sale de
colectivizare si dezvoltare urbana, o adevarata
elegie a loialitatii fata de un sistem aflat in pragul
colapsului. Scenariul parodiaza moartea personaju-
lui Bobby din serialul american Dallas, care
urmdreste viata unei familii de extrem de bogate de
magnati ai petrolului. (Dallas a fost prezentat si in
Romania in anii '80, fiind singurul serial strdin
difuzat de televiziunea nationald).

Livia Ungur si Nic Ungureanu intr-o scena din Hotel Dallas,
Dir: Livia Ungur and Sherng-Lee Huang, 2016. Courtesy of the author
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Tn serialul Dallas, Bobby, ranit intr-un accident, se afla pe un pat
de spital, inconjurat de prieteni si de membri ai familiei, carora
le Tmpartaseste sperantele pe care le nutrise pentru viitor.
Discrepanta dintre cele doua scene il pregateste pe spectator
pentru jocul dintre realitatile aparent incompatibile, care inter-
actioneaza pe toata durata filmului Hotel Dallas. Rezultatul este
un amalgam poetic de iconografii culturale, intretesute cu
naratiuni despre emigratie, mit si amintire. Hotel Dallas
urmareste biografia Liviei Ungur, care a castigat loteria vizelor si
s-a mutat de la Galati la New York, pentru a studia artele. Tn
film, Ungur o intruchipeaza pe Livia, receptionera la Hotel Dallas
din Slobozia, o replica la scara reala a fermei din serial, con-
struita de lIlie Alexandru, fan al serialului si om de afaceri
imbogatit prin mijloace dubioase, dupa 1989. La hotel, Ungur il
intalneste pe Mr. Here, interpretat de Patrick Duffy, actorul care
[-a jucat pe Bobby din serial. Mr. Here ajunge la Slobozia in 2004
si calatoreste prin timp, traversand peisajul fizic si social al
Romaniei. O calatorie paralela este cea a personajului Livia,
care Tsi marturiseste dorinta de a emigra la New York, pentru a-
si indeplini visul de a deveni artista. Impreuna, cei doi il inso-
tesc pe spectator intr-un tur al cliseelor culturale romanesti si
occidentale.

Astfel, cu un cozonac de casa, ei viziteaza sculpturile lui
Brancusi de la Targu Jiu si Cimitirul vesel de la Sapanta, de unde
comanda o cruce. La randul ei, Livia este imbracata in costum
complet de cowboy texan: jeansi, palarie, cizme de piele.

n curtea hotelului din Slobozia se afla, Th mod inexplicabil, o
replica (la scara redusa) a Turnului Eiffel. Fiecare dintre aceste
simboluri culturale este in sine incarcat de semnificatii. Capriciul
amestecarii lor nu tine cont de sensul lor original, formandu-se
astfel o noua instanta - o alternativa imaginara la vechile diho-
tomii dintre Est si Vest, dintre comunism si capitalism.

Tntr-un interviu recent, artista declara: ,Rupem aceste simboluri
culturale din contextele lor originale si le amestecam, pentru a
crea o supercultura imaginara care le cuprinde pe toate”.

Unul dintre simbolurile culturale in mod evident recurente in
film este Coloana infinitului lui Brancusi. Ea apare intre scene, ca
reper temporal, apoi ca monument in Targu Jiu, apoi chiar pro-
filat pe cerul New York-ului. Acest joc al contextelor in care
apare sculptura defineste probabil cel mai bine experienta
vizionarii filmului Hotel Dallas, in care timpul, spatiul si per-
ceptia sinelui sunt infinite.

Coloana, personajele filmului si propriile noastre vieti sunt in
continua desfasurare. Ca participanti la aceasta din ce in ce mai
complexa intersectare de experiente, putem sa reactionam la
transformarile contextului, fie prin afirmarea ferma a unei pozi-
tii fixe, fie prin asumarea unei continue cautari ascendente a
ceea ce va urma. Sau le putem face pe amandoua, simultan:
ramanem pe loc, in timp ce visam la ceea ce a fost si la ce va
veni, in jurul sau inaintea noastra.



Livia Ungur si Sherng-Lee Huang, Hotel Dallas, 2016.
Courtesy of the author

Hotel of Dreams. Cultural shifts and historical
disconnects in Hotel Dallas

In an early scene in Hotel Dallas, a film by Livia Ungur and Sherng-Lee
Huang, the characters B and P, young pionieri, are caught in a tragedy.

B has been killed trying to shield P from a bicycle attack by a third
pioniera jealous of P. On his deathbed, B gives a melodramatic mono-
logue of his dreams of collectivization and urban growth, performing an
elegiac loyalty to a system on the brink of collapse. This plot point mimics
the death of the character Bobby from the classic American soap opera
Dallas, about a fabulously wealthy Texas family of oil magnates. (Dallas
was also broadcasted in Romania in the 1980's, the only foreign TV series
played on public airwaves.)

In Dallas, Bobby lays in a hospital wounded from an accident surrounded
by friends and family, sharing the hopes he once had for their futures.
The incongruity between these two scenes prepares the viewer for the
symbolic interplay between seemingly incompatible realities that runs
throughout Hotel Dallas. The result is a poetic amalgam of cultural
iconography threaded into intertwining narratives of immigration, me-
mory and myth.

Hotel Dallas focuses its narrative on the biography of Ungur, who won the
green card lottery and moved from Galati to New York City, to study art. In
the film, Ungur plays Livia, the lobby attendant of the Hotel Dallas in
Slobozia, a real-life replica of the iconic ranch in Dallas. It was built by Ilie
Alexandru, a fan of the series and part of the post-1989 crop of Romanian
businessmen enriched by dubious means. At the hotel, Ungur encounters
Mr. Here, played by Patrick Duffy, the actor who famously portrayed
Bobby in Dallas. Mr. Here arrives in 2004, and travels back in time, tra-
versing Romania's physical and social landscape. A parallel journey is the

Razvan Doroftei,
Serena Sgardea, Sonia
Chihaia, Maria Buzatel,
Bogdan Velicu Tntr-o
scena din Hotel Dallas,
Dir: Livia Ungur si
Sherng-Lee Huang,
2016.

Courtesy of the author

—

story of Ungur's character, who reveals her desire to emigrate to New York
and fulfill her dreams of becoming an artist. The pair takes the viewer on
a tour of cascading Romanian and Western cultural clichés.

They travel with a homemade cozonac (cake) to visit Brancusi's sculptural
complex at Targu Jiu and to pick up a custom-made tombstone at the
Merry Cemetery in Maramures. In turn, Livia is dressed in full-on Texas
cowboy gear: denim, cowboy hat, and leather boots. In the hotel's back-
yard rises, inexplicably, an Eiffel Tower replica. Each of these cultural
symbols is evocative on its own. They are blended together with an over-
the-top whimsy that confounds their established meanings to form a new,
imagined moment - a fairy tale alternative to the old dichotomies of East
and West, communism and capitalism. In a recent interview, Ungur stated,
,We dislocate the icons from their original contexts, mix them together
and twist them around, and create an imaginary super-culture that
encompasses all of them.”

One symbol that conspicuously recurs is Brancusi's Infinite Column. It
appears as a marker of time between scenes, as a beautiful monument in
situ at Targu Jiu, and even as part of New York City's skyline. This playful
rendering of the sculpture in and out of context perhaps best relates to
the experience of watching Hotel Dallas: time, place, and sense of self are
infinite. Like the Column and the characters in the film, our lives are con-
stantly unfolding. As participants in an increasingly intersecting world of
experiences, we either adapt to our surroundings, standing firm and
monumental within our environment, or we continue searching upward
for what comes next. Or, we do both - we sit in place while dreaming of
what was once before and what will unfold above, or ahead, of us.
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Re:cycle
Sonic Protest Festival

Artisti: Lucas Abela, Adam Bohman, Nicolas Collins, Yves-Marie Mahe, Projectsinge

Curatori: Frang de Quengo, Arnaud Riviére

3-15 April, 2016
La Generale, Paris

| FLIPPER,

TEMPLUL CODURILOR INVERSATE

ANDRA CHITIMUS

Arta sunetului este o entitate misterioasd, care se ascunde in spatele tropilor muzicali, formeaza hibrizi sculp-
turali sau se insinueaza in arta video, si cdreia continud sa nu i se poata aplica o definitie simpld. Spunem ca
arta sunetului are ca mediu predilect sunetul si totusi cu greu apreciem piese care nu contin si unele elemente

fizice sau vizuale.

Lucas Abela, Pinballpianola, 2016, in Re:cycle, Sonic Protest Festival, Curators: Franq
de Quengo, Arnaud Riviére, 3 — 15 April, 2016, La Generale, Paris. Courtesy of the
author

“Re:cycle” este o expozitie de sound art organizata in cadrul fes-
tivalului anual Sonic Protest din Paris, festival dedicat tuturor
formelor de muzica underground si experimentala. Cu toate ca
tema centrala a expozitiei este sunetul, optiunile curatoriale par
a inclina mai curand in favoarea obiectului. Festivalul se orga-
nizeaza deja de mai bine de un deceniu, iar partea de expozitie
din 2012, dar cu toate acestea, mai ales dupa expozitia din acest
an, s-ar putea afirma ca ea inca se afla in curs de definire. Desi
este Tnca legata de festival, expozitia se doreste a fi apreciata si
independent de acesta.

Anul acesta, expozitia s-a desfasurat intr-un spatiu public - La
Generale - spatiu manageriat de Primaria Parisului, intr-o fosta
centrala electrica. La Generale gazduieste proiectele diverselor
comunitati si organizatii, indiferent de profil: teatru, arte, muzica
sau educatie. Acest spatiu s-a dovedit o alegere foarte buna, fiind
de mari dimensiuni, deschis si modular, si avand, datorita trecu-
tului sau industrial, un plafon foarte Tnalt. Spatiul este similar
culiselor unui teatru, lipsind doar decorurile si scena. Portile mari
dau direct in strada, invitand publicul, iar langa un bar improvizat
se afla cateva panouri pe care sunt expuse colaje si obiecte cas-
nice ciudate, astfel incat s-ar putea crede ca este vorba de un
nou local la moda. Ca si spatiul, expozitia “Re:cycle” este constru-
ita in jurul ideilor de interactiune si comunitate, nefiind dedicata
numai celor care nu sunt dispusi sa participe activ.

Proiectul lui Nicolas Collins, Tudor's Walk, deschide expozitia si
explica, intr-o anumita masura, insiruirea neconventionala de
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oale, cratite si sticle. Ca multe dintre compozitiile sale, Tudor's
Walk este mai curand un instrument, decat o piesa in sine.
Artistul a folosit un mic amplificator portabil, care face obiectele
sa rezoneze, si a elaborat o serie de instructiuni pentru vizitatorii
care doresc sa interactioneze cu lucrarea. Practic, vizitatorii pot sa
asculte muzica de pe propriul telefon, afland cum se aude, de
exemplu, "Single Ladies" printr-un bol de plastic, o oala cu gura
in jos sau o sticla de bere. Amplificatorul poate fi chiar scos in
strada si testat pe orice material imaginabil. Acest instrument,
aparent simplu, provoaca de fapt la o meditatie profunda asupra
naturii sunetului si asupra modului in care suntem afectati de
lumea din jur. Sursa sunetului, filtrata prin materiale de tip arte
povera, genereaza instantaneu piese muzicale. Tudor's Walk
functioneaza aproape ca o masinarie de sound art, ea putand fi
citita atat ca o benigna unealta educationala, prin care copiii
invata despre natura sunetului, cat si ca un comentariu sarcastic
la snobismul deseori asociat artei contemporane.

Intr-o conferinta din cadrul festivalului, artistul a afirmat ca ceea
ce admira cel mai mult la John Cage este capacitatea acestuia de
a nu tine cont de propriul ego in elaborarea lucrarilor, iar Collins
pare sa urmareasca, intr-un fel, acelasi scop. Desi lucrarea poate
fi, fara indoiala, interactionata si individual, sensul expozitiei este
cel al experientei colective. Tn spatiul deschis din spatele unor
draperii se gaseste Templul Zgomotului, instalatia din jocuri de
flipper modificate a lui Lucas Abela. Ce poate fi mai specific
Frantei decat acest joc, Pinball sau, cum ii spun ei, le flippeur? De
la filmele Nouvelle Vague la cafenelele de cartier, jocurile de
flippeur sunt un ingredient de baza al culturii franceze, niciodata
demodandu-se complet, deci neafectate nici de recenta subcul-
tura a hipsterilor.

Jocul de flipper, acest simbol al culturii pop, a fost modificat de
artist, devenind o masina interactiva de produs sunet.
Inspirandu-se din jocurile pe computer si interfata lor intuitiva,
instalatia Templul Zgomotului este alcatuita din masini care
transforma jocul in arta. Mai intai, Pinballpianola, un hibrid verti-
cal de pian si flipper, in care bila loveste corzile aflate la vedere.
Pitchfork este un sir de diapazoane care suna cand sunt atinse
de bile. Cea mai impresionanta este cu siguranta Bilele din
Chutlu, o masina in forma de pentagrama, decorata cu imagini
sataniste, cu corzi si clape pentru efecte sonore, destinata pen-
tru cinci jucatori. Desi toate masinile au clape pentru efecte
sonore si generatoare de sunet alb ajustabile, sunetul creat de
bilele propriu-zise este destul de slab, mai ales Tn cazul loviturilor
ratate si a scorului care nu inregistreaza toate loviturile. Din acest
punct de vedere, cea mai eficienta este Flipoff, o combinatie de
flipper cu fotbal de masa, vopsita in culori stridente, cu mostre



de muzica electronica din anii ‘80, care cu siguranta face vizitarea
expozitiel mai amuzanta daca sunt mai multi vizitatori simultan.
La etaj, un mic casetofon conectat la un laptop ofera o imagine
interesanta: monitorul transmite date preluate de pe caseta,
transcriind o imagine care aduce cu primele incercari de arta
electronica, totul fiind Tnsotit de un text existentialist. Lucrarea
Logfordata, a artistului Jean-Francois Blanquet din grupul
Projectsigne, preia semnale audio de pe casete si le decodeaza
ca text si imagine, cu toate erorile care decurg din transcriere.
Publicul poate derula inapoi, nainte sau schimba banda.
Inregistrarile video, preluate de Yves-Marie Mahe, sunt o ilustrare
dadaista a culturii pop de la televizor, cu un sarcasm tipic francez;
piesa centrala a instalatiei compuse din trei filme video este o
prezentare a postului francez Gall TV, pe care se suprapune un
dublaj de voce masculina. in timpul festivalului, lucrarea prezen-
ta un colaj de clipuri TV despre miscarea punk. Yves-Marie
comenteaza, prin aceste continue juxtapuneri, asupra diferitelor
coduri vizuale si culturale. Cu toate acestea, lucrarile nu au inter-
activitatea jucausa a celorlalte piese si ar fi functionat poate mai
bine proiectate ca interludii vizuale ntre etapele festivalului,
decat izolate in spatiul expozitiei.

Colajele lui Adam Bohman sunt surprinzator plasate la intrare,
expunerea - usor fortata — amintind oarecum de expozitiile sco-
lare, desi continutul se Tncadreaza in tema expozitiei. El trateaza
foarte inspirat inversiunea codurilor - sociale, media sau cultura-
le, iar lucrarile ar fi beneficiat cu siguranta de o mai mare atentie
acordata interactivitatii.

Desi majoritatea lucrarilor sunt destul de credibile din punct de
vedere artistic, efectul general al expozitiei este unul relativ
deconcertant. Indiferent de cat de artistica poate fi muzica elec-
tronica, pentru editiile viitoare ale expozitiei ar putea fi benefica
implicarea unui curator extern, ca sa nu ramana doar ,acea
expozitie din cadrul festivalului” - ceea ce ar fi pacat, selectia
lucrarilor demonstrand pana acum un potential extraordinar.

The Pinball Temple of Inverted Codes

Sound art is a particularly elusive beast; hiding behind music tropes, form-
ing sculptural hybrids or seeping into video art, it continues to evade a
simple definition. We say sound art uses sound as its primary medium, yet
we seem reluctant to validate pieces lacking a physical or visual element.
"Re:cycle" is the sound art exhibit in connection with the annual Sonic
Protest festival in Paris, dedicated to all forms of underground and experi-
mental music. While the interest for sound remains at its core, you can see
the curatorial choices lean towards the object rather than the sonic. The
music festival has been around for over a decade, but the exhibition part
only started in 2012. And, given this year's exhibition, | would say they're
still figuring this part out. While still connected to the festival, the show
aims to be appreciated independently.

This year they chose La Generale for the venue, a community space funded
by the Mairie de Paris, situated in a Haussmanian building that used to be
an electricity distribution plant. La Generale functions as a community
project space open to proposals from various groups and organizations, be
it in theatre, arts, music or education. This unique venue was a very well
chosen spot for this playful exhibition: the space is large, open and modu-
lar, with a very tall ceiling, baring its industrial past. It resembles the back-
stage of a theatre, only without the decor or actual stage.

The large doors lay open directly onto the street, in an overly inviting way.
A small series of panels show a couple of collages and some strange
household objects are placed on a side of an improvised bar. If you didn't
know any better, you'd think you were entering some hip new bar. Much
like the space itself, "Re:cycle" is a show built around interaction and com-
munity; it's definitely not a place for those who don't like to get their
hands a little dirty.

Nicolas Collins' project, Tudor's Walk, opens the show and sheds some
light onto the unorthodox array of pots, pans and bottles. Like many of his
scores and pieces, Tudor's Walk is more of a device rather than a piece in
itself. The artist has found this small, portable amplifier that helps objects
resonate and laid out some guidelines for the visitors to play with it, by
adding their own audio input. Basically, you can take your phone and lis-
ten to how Single Ladies might sound played through a plastic bowl, an
upside down pot or a beer bottle. Heck, you can even take it out on the
street and test out whichever material you might fancy; the only limit is
your imagination! This deceptively simple device offers a very insightful

Lucas Abela, Balls of Chutlu, 2016, in Re:cycle, Sonic Protest Festival, Curatori: Franq
de Quengo, Arnaud Riviére, 3-15 April, 2016, La Generale, Paris. Courtesy of the author

meditation on the nature of sound and how the world around us affects it.
The sound source, filtered through arte povera materials produced instant
noise pieces. Tudor's Walk acts almost like a machine for creating sound
art; it can be read both as benign, education tool for kids learning about
sound, and a sarcastic commentary on the snobbery often associated with
contemporary art pieces.

In a conference during the festival, the artist stated that what he admired
most about John Cage was his capacity of taking the ego out of his pieces;
in a way, Collins' work strives towards the same goal. While this piece
could also cater for solo enjoyment, the core of the exhibition almost
seems to demand a group viewing. In the large, open space behind the
curtains lies The Temple of Din, a modified pinball machine installation by
Lucas Abela. What could be more French than the pinball or le flippeur as
they call it? From Nouvelle Vague movies to neighbourhood cafes, pinball
machines remain a staple of French culture: they never quite got out of
style, so the recent hipster revival wouldn't seem to affect them.

This pop culture icon had been pimped by the artist to become an interac-
tive noise-making machine. Taking cues from arcade culture and its intu-
itive interface, The Temple of Din features for machines that turn play
into art. First, there's Pinballpianola, an upright piano hybrid featuring a
ball hitting the exposed cords. Pitchfork is an array of tuning forks that can
be triggered by the ball. The most impressive one is definitely Balls of
Chutlu, a pentagram-shaped machine with guitars and effect pedals,
adorned with Satanist imagery, designed for five players.

While all the machines feature a series of effect pedals and adjustable
white noise generators, the sound created by the actual pinball is relative-
ly poor, especially for a bad, as the gage keeps losing the ball. In this
respect, the most effective machine was the Flipoff, a pinball / foosball
hybrid painted in bright disco colours, featuring 80s synth samples. This
would have definitely made for a more enjoyable visit if there were more
than two people in the space at the time.

Upstairs, a small tape player hooked to a laptop made for an intriguing
sight: the monitor was picking up data from the magnetic tape, transcrib-
ing a shredded visual reminiscent of early net art, accompanied by an
utterly existentialist text. Logfordata, designed by artist Jean-Frangois
Blanquet of the Projectsigne collective, takes audio signal recorded onto
cassette tapes and decodes it as text and visual data, welcoming the sub-
sequent additional glitches. The device is made available for the audience
to rewind, fast forward or switch sides.

Yves-Marie Mahe's found footage videos take a Dadaistic approach to the
portrayal of pop culture in the media with typically French sarcasm; the
centrepiece of the three-video installation was a France Gall TV perform-
ance deconstructed by a male voice over. During the festival, a collage of
TV clips about the punk movement was being shown. Yves-Marie tena-
ciously juxtapositions make for a bittersweet commentary on different
visual and cultural codes. However, they do lack the interactive playfulness
of the other pieces and perhaps worked better projected as visual inter-
ludes between the acts at the festival than in the exhibition space.

Adam Bohman's collages at the entrance feel slightly out of place: their
display resembles 4th grade hallway shows and although their content
does fit the theme, their inclusion seems forced. Overall, it was a very
inspired show playing on the inversion of codes, be it social, media or cul-
tural, but it would have probably worked better focusing simply on the
interactive aspect. While the rest of the pieces might give it more art world
credibility, they end up being more of a buzzkill than anything else. No
matter how artsy the experimental music world may be, it would probably
benefit from an outside curator in the future. Otherwise, it would just con-
tinue to be “that art show that comes with the festival”, which is a pity
since their choice of works shows great potential.
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“When does the money get here?” or HOW TO WORK BETTER
Artisti: Peter Fischli & David Weiss
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5 februarie — 27 aprilie 2016

Muzeul Solomon R. Guggenheim, New York

. FISCHLI & WEISS.

WHEN DOES THE MONEY GET HERE

TIMEA ANDREA LELIK

Organizand cea mai cuprinzatoare expozitie a duoului de artisti
elvetieni Peter Fischli si David Weiss, retrospectiva de la muzeul
Guggenheim ofera o imagine de ansamblu completa, dar jucausa
a corpusului comun de opere produse de cei doi artisti din 1979
si pana in 2012. Titlul imprumutat de la o fresca permanenta
facuta de cei doi in afara orasului Zurich, Cum sa lucrezi mai bine,
sintetizeaza corpusul de lucrari, precum si expozitia in sine, ca pe
0 cautare continua de a fi creativ, productiv si intuitiv.

Facand inconjurul rotondei, privitorii sunt invitati sa descopere
seria de lucrari diferite, care se intind pe trei decenii, alcatuite din
materialele cele mai neasteptate si abordand teme ciudate si
neobisnuite.

Tn acord perfect cu aceastd descriere, expozitia include prima
lucrare a celor doi, Seria carnatilor (1979), in care artistii au re-
prezentat scene narative, folosind carnati, alimente si obiecte
casnice la intamplare. Corpusul rezultant de lucrari consta din
zece gravuri care au capturat scene ale vietii cotidiene, de la o
defilare de moda la un accident auto. Prefigurand interesul
artistilor fata de calitatea estetica a obiectelor cotidiene, aceasta
serie le-a evidentiat si interesul comun fata de scenele narative
si puterea metaforei.

Adaugand umorul si ironia neintentionata investigatiei sensului
vietii cotidiene, Fischli si Weiss au reusit sa surprinda acel sens
al uimirii, care exista - in mod aparent paradoxal — in banal.
Abordarea lor interogativa fata de arta si viata este vizibila in
mod recurent in intreaga expozitie, in lucrari precum Large
Question Pot (,Marele borcan cu intrebari”) (1984) si aventurile lui
Sobolan si Urs. Cea mai mica rezistentd (1980-1981) marcheaza
prima aparitie a celor doi, infatisand alter-ego-urile artistilor,
cum se angajeaza in comun intr-o calatorie plina de aventuri,
rezultata din evenimente cruciale, dar si triviale. De-a lungul
odiseei lor, Sobolan si Urs pun intrebari care pleaca de la cele
lumesti, pana la problemele mai mari legate de existenta,
aparent intr-o cautare continua a descoperirii modului in care
omul se descurca in viata cotidiana. Videourile cu Sobolan si Urs
anunta de asemenea investigatia artistilor referitoare la concepte
popular opuse, cum ar fi frumusete vs kitsch sau banal vs sublim,
in acest caz exemplificate prin juxtapunerea mizerabilului
sobolan si a opusului sau romantic, indragitul urs panda, pe cale
de disparitie. Fischli si Weiss realizeaza acest lucru in mod
repetat, rasturnand asteptarile fata de realitate si reprezentand
cele doua personaje ca pe niste ,parteneri egali in crima”, pe tot
parcursul diverselor lor aventuri.

Expunerea acestui corpus divers de lucrari - constand din
videouri, sculpturi, fotografii, instalatii site specific, proiectii de
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diapozitive, cartj, lucrari pe hartie - pare sa se potriveasca per-
fect cu natura eclectica a operei, Tn care nicio parte nu este
neaparat mai importanta decat alta. Ne invartim peste tipurile la
fel de captivante si de iscoditoare, nenumite, de arta, care poarta
in ele un inteles mult mai adanc decat poate fi perceput initial.

Expozitia subliniaza astfel, cu succes, creativitatea de care dau
dovada cei doi in povestirea aspectelor insesizabile ale lumii
noastre cotidiene, gratie dorintei lor de a cuprinde in aceeasi
masura maretul si bicisnicul.

Fischli & Weiss. When does the money get here

Displaying the most comprehensive New York survey of the work of the
Swiss duo Peter Fischli and David Weiss, the Guggenheim museum retro-
spective offers a thorough but playful overview of the joint body of work
produced by the two artists from 1979 to 2012. Borrowing the name from a
permanent mural made by the duo outside of Ziirich, How to Work Better
summarizes the body of work as well as the exhibition as a continuous
pursuit in being creative, productive and insightful.

Circling up the rotunda the viewers are invited to discover the series of
different works spanning three decades, made in most unexpected materi-
als and addressing odd and unusual topics. Perfectly fitting this descrip-
tion, the exhibition included the duo's first work, the Sausage Series (1979)
where the two artists staged narrative scenes using sausages and random
food and household items. The resulting body of work consists of ten
prints which ended up capturing scenes of everyday life, from a fashion
show to a car accident. Prefiguring the artists' interest in the aesthetic
quality of everyday objects, this series also showcased their common
interest in narrative scenes and the power of the metaphor.

Adding humor and unintentional irony to the investigation and meaning of
everyday life, Fischli and Weiss managed to capture a sense of wonder
which is - seemingly paradoxically - existent in the banal. Their interroga-
tive approach to art and life is recurrently visible throughout the exhibi-
tion in works such as the Large Question Pot (1984) and the adventures of
Rat and Bear. The Least Resistance (1980-1981) marks the first appearance
of these two, showing the artists' alter-egos jointly embarking on a journey
filled with adventures resulting from crucial as well as trivial events.
Throughout their odyssey, Rat and Bear ask questions ranging from the
mundane to larger issues on existence, seemingly in a continuous pursuit
of figuring out how one gets by in everyday life. The Rat and Bear videos
also announce the artists' investigation of popular opposites such as
beauty vs kitsch or banal vs sublime, in this case exemplified by the juxta-
posing of the despicable rat to a romantic opposite, the beloved and
endangered panda bear. Fischli and Weiss repeatedly accomplish this by
subverting expectations of reality and showing these two characters as
equal “partners in crime” throughout their various adventures.

The display of this diverse body of work - consisting of videos, sculptures,
photography, site-specific installations, slide projections, books, works on
paper - seems to perfectly fit the eclectic nature of the oeuvre, where no
part is necessarily more important than any other. One swirls around the
equally captivating and inquisitive unnamed types of art that carry much
deeper meaning that noticeable at first. The show thus successfully high-
lights the creativity used by the duo in recounting unnoticeable aspects of
our everyday world through their enthusiastic desire to equally grasp the
great and the small.



Installation view: Peter Fischli, David Weiss: How to Work Better, 5 februarie-27 aprilie, 2016, Solomon R. Guggenheim Museum. Photo: David
Heald. Courtesy of Solomon R. Guggenheim Foundation
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Visions of a Genius

Artist: Hieronymus Bosch

13 februarie-8 mai, 2016
Het Noordbrabants Museum
Den Bosch, Olanda

Hieronymus Bosch, The Temptation of Saint Anthony (fragment), ca. 1500-1510, oil on
oak panel, 38,6 x 25,1 cm. Kansas City, Missouri, The Nelson-Atkins Museum of Art,
purchase William Rockhill Nelson Trust. Photo: Rik Klein Gotink, and image process-
ing: Robert G. Erdmann for the Bosch Research and Conservation Project. Courtesy of
the author
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HIERONYMUS BOSCH

VISIONS OF A GENIUS

I Text
TIMEA ANDREA LELIK

Hieronymus Bosch (cca. 1450-1516, Den Bosch) este un personaj
care nu mai are nevoie de introducere. Cea mai completa expozitie
,Hieronymus Bosch" de pana acum a fost deschisa in 2016, pentru
a comemora 500 de ani de la moartea sa (pregatirea acestei expo-
zitii a insemnat un efort de noua ani). Astfel, din cele 24 de picturi
si 20 de desene atribuite lui Bosch, 17 picturi si 19 desene sunt
expuse in cadrul acestei expozitii, organizate la Muzeul Noord-
brabants din orasul natal al artistului, Hertogenbosch (Den Bosch).
Pregatirea expozitiei a insemnat si o cercetare extinsa a restransei,
dar fascinantei sale opere, cercetare ce a dus la numeroase rezul-
tate notabile, printre cele mai importante fiind atribuirea lui Bosch
a lucrarii Ispitirea Sfantului Anton, datata 1500-1510, aflata la
Muzeul de Arta Nelson-Atkins, din Kansas City, Missouri.

Tn decursul cercetarii amanuntite a operei lui Bosch - in total, mai
putin de 50 de desene si picturi - aceasta compozitie linistita, dar
complexa a parut sa completeze in mod evident seria peisajelor
sale populate de personaje bizare si comice.

Desi lucrarea a suferit interventii majore in prima parte a secolului
XX, tehnica lui Bosch a ramas evidenta in pensulatie, dar si in
tratarea detaliilor, cum ar fi micile creaturi monstruoase care i se
infatiseaza Sfantului Anton. Monstrul imbracat in palnie, pestele cu
picioare de pasare, sau creatura cu cioc de lingura, care sta la
masuta plutitoare, fac parte in mod evident din bestiarul
suprarealist si nebunesc imaginat cu candoare de Bosch. Aceste
cateva personaje se regasesc si in alte lucrari ale sale, dedicate
Sfantului Anton, cum ar fi Ispitirea Sfantului Anton din 1502, aflata
la Muzeul National de Arta Antica din Lisabona.

Expozitia urmareste temele principale ale operei lui Bosch,
expunerea spectaculoasa fiind insotita de display-uri care pre-
zinta aspectele cele mai importante ale cercetarii si cele mai noi
descoperiri. Expozitia cuprinde si un mare numar de desene
recent atribuite lui Bosch, fiind astfel aproape dublat numarul
desenelor atribuite lui - in decursul cercetarii au fost evidentiate
legaturile dintre desene si picturi, s-au urmarit asemanarile din-
tre ele si, de asemenea, a fost analizat in profunzime procesul
elaborarii lucrarilor.

Desi repertoriul imagistic al lui Bosch apartine, in mare, traditiei
vizuale a epocii, candoarea si creativitatea sa ies din canoanele
reprezentarii medievale. Acesta este probabil motivul pentru care
el a fost mult timp aproape uitat, inainte de a fi redescoperit, catre
sfarsitul secolului al XIX-lea.

A-l considera doar un precursor al suprarealismului este fara
indoiala insuficient, opera sa fiind cu totul si cu totul unica si origi-
nala, cu Tnca multe aspecte care mai pot fi descoperite si cercetate.
Modul in care a reprezentat, extrem de inventiv si perspicace, cele
mai launtrice temeri ale omului il face pe Bosch mai mult decat un
vizionar: el este un adevarat magician al imaginii, imaginile sale
fiind mai pregnante decat multe lucrari mai recente.



Hieronymus Bosch. Visions of a Genius

Hieronymus Bosch (ca. 1450 - Den Bosch, 1516) is a figure who does not
need further introduction. In order to commemorate precisely 500 years
from his death, nine years of preparations have gone into the most com-
prehensive "Hieronymus Bosch" exhibition to date. From the 24 paintings
and 20 drawings attributed to the artist, 17 paintings and 19 drawings are
on view in the Noordbrabants Museum exhibition from the artist's home
town 's - Hertogenbosch.

The exhibition also triggered the most extensive research performed on
his limited yet fascinating body of work, resulting in many notable achieve-
ments that have furthered the study of his oeuvre. One of the most
notable accomplishments is the attribution of The Temptation of Saint
Anthony, dated 1500-1510 from the Nelson-Atkins Museum of Art, Kansas
City, Missouri to Hieronymus Bosch himself. Expanding the small body of
work - a total of less than 50 paintings and drawings - this quiet yet com-
plex painting seems to fit in perfectly with Bosch's landscapes, populated
with bizarre and comical creatures. While the painting has been heavily
retouched in the early twentieth century, Bosch's skilful technique is still
visible in the brushwork and the handling of the small details, such as the
tiny monsters that appear in front of Saint Anthony. Creatures such as the
figure covered in a funnel armature, the bird-legged fish, as well as the
floating table seating a spoonbill beaked figure; perfectly integrate in the
surreal and wacky world ingeniously imagined by Bosch.

Hieronymus Bosch, Triptych of the Hermit Saints, ca. 1495-1505. Venezia, Gallerie
dell’Accademia. Photo: Rik Klein Gotink, and image processing: Robert G. Erdmann
for the Bosch Research and Conservation Project. Courtesy of the author

These few ingenious figures are to be seen in other works commemorat-
ing the life of the Saint, such as the The Temptation of Saint Anthony, ca.
1502, from the Museu Nacional de Arte Antiga in Lisbon.

The exhibition is arranged thematically, in dramatically lit galleries, the
works being accompanied by visual displays that draw on the research
undergone in unveiling new details about the artist's works. The exhibition
also includes a large number of drawings, which recently have almost dou-
bled in number and attribution to Bosch himself. These have now been
connected to the artist's paintings, providing a more elaborate insight into
the making of his artworks, and showing many similarities to characters
from his famous paintings.

While much of the imagery painted by the master was in line with the visu-
al tradition of the period in which he worked, his ingenuity and creativity
transgress canonical forms of representational art of the Medieval Ages. It
is likely that this was the reason for which he had long passed into obscu-
rity before being rediscovered at the end of the nineteenth century.
Recognizing Bosch as a forerunner of Surrealism is insufficient merit
though, as his work is still a singular creation today, with numerous
aspects yet to be discovered. Succeeding to pictorially represent haunting
human fears living inside the mind in a most inventive and canny manner
makes Bosch more than a visionary; he is a sort of magician of images,
whose work still surpasses much of the art to be seen today.
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TANIA MOURAUD

Venirea mea In Romania este o

Intoarcere la radacini pe calea artel”

M interviu

ELODIE STROECKEN

Una dintre cele mai respectate figuri din arta contemporana franceza,
Tania Mouraud a avut prima sa expozitie personald in Romania la
Eastwards Prospectus, in perioada 19 mai-31 iulie. In dialog cu Elodie
Stroecken, curatoroarea expozitiei OTNOT, artista dezvaluie semnifi-
catia personala a prezentei sale aici si contextul in care au fost reali-
zate atat fotogrdfiile si lucrarile video expuse in galerie, cat si inter-
ventia urbana din Bucuresti si din alte opt orase: lasi, Roman, Bacau,

Buzau, Pitesti, Craiova, Sibiu si Cluj.
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Elodie Stroecken: La galeria Eastwards
Prospectus, expui seria fotografica
,Balafres”, pe care ai initiat-o in 2014 si
din care putem descoperi cele mai
recente imagini. Fotografiile au fost real-
izate Tn bazinul Kolnului din Germania, in
trei mine in aer liber de extractie a lignit-
ului. Acest minereu, un combustibil fosil
de o calitate mediocra din punct de
vedere energetic, pentru care Germania
este principalul producator la nivel mon-
dial, constituie astazi cea mai poluanta
sursa de energie. Cu toate acestea, este
exploatat intens, printr-un procedeu care
pare insatiabil si care distruge mii de
hectare: minele ,se deplaseaza” in terito-
riu, mancand din sol, pe de o parte, si
rambleind imensele goluri produse intre
timp, pe de alta parte, astfel ca noi pei-
saje sunt schitate. Titlul seriei fotografice
face referire la ranile profunde provocate
Pamantului de fiinta umana, autoarea
unei distrugeri totale a istoriei, precum si
a culturilor din zona. Ce te-a determinat
sa mergi in aceste locuri?

Tania Mouraud: Asa cum se intampla
adesea, proiectul s-a nascut din lectura
presei. Dau peste o imagine care ma tul-
bura si ea devine punctul de pornire
pentru o creatie noua. E valabil si pentru
unele fotografii ale mele, cat si pentru
unele lucrari video. Once Upon a Time,
de exemplu, isi are originea intr-o revista
de companie: acolo am vazut o imagine
cu un utilaj enorm care cuprindea, de jur
imprejur, trunchiul copacului pentru a-l
tdia apoi in butuci. Am avut senzatia ca
propriul meu corp era intr-o stransoare.
E nevoie sa am o raportare intima si emo-
tionald la un subiect, pentru a-l aborda.

E.S.: Si o raportare vizuala, asadar?

T.M.: Da, dar uneori si una auditiva. In
cazul Balafres, am dat peste un articol in
»Le Journal du Dimanche”. L-am decupat.
Mi-am spus imediat ca trebuie sa ma duc
sa vad acest loc. Imaginea era foarte
proasta si, totusi, de la ea a pornit totul.
Am inceput sa fac cercetari suplimentare
pe internet, am vazut alte fotografii si
mi-am dat seama de imensitatea dezas-
trului. Ce m-a marcat a fost faptul ca era
vorba despre ,cele mai mari utilaje din
lume”. Ma interesa sa vad cu ochii mei
aceasta pustietate. Odata ajunsa acolo,
estetica mea ,in spatele frumusetii,
oroarea” a preluat controlul...

E.S.: Ai ales sa abordezi subiectul intr-o ma-
niera extrem de directa si indiscutabil subtila.



Tania Mouraud, Made in Palace, 326/10, 326/9, 326/8 (triptic), 1981, fotografie argentica pe hartie Agfa Record Rapid. © Tania Mouraud, ADAGP.
Courtesy of the artist and Eastwards Prospectus

T.M.: Pot sa spun ca reactionez la ceea ce
exista la fata locului. In 2014, am plecat
cu gandul sa filmez, dar cand am vazut
aceste peisaje, am decis sa le fotografiez.
Am facut un video abia in anul urmator.
Cand lucrez, am adesea in minte Istoria,
precum si numeroase cadre din cine-
matografie sau din televiziune, tablouri
pe care le-am vazut in muzee, cand eram
copila. Cred ca aceasta abordare
genereaza efectul despre care vorbesti.
Tratez, Intr-adevar, subiectul intr-o
maniera directd, dar el este trecut, de la
bun inceput, prin filtrul atitudinii mele
fata de fluxul de imagini al societatii in
care traim.

E.S.: Pentru ca te lasi ghidata de instinct
si de emotii, poti sa-mi spui ce ai simtit
cand ai ajuns la fata locului?

T.M.: Am resimtit ceea ce Cézanne numea
,O0 mica senzatie”. Ea corespunde
momentului Tn care am certitudinea ca
este exact ceea ce mi-am dorit.

E.S.: Cum ai procedat sa abordezi acest
subiect si aceasta situatie care se arata
in fata ochilor tai? Ai fost, de exemplu,

tentata sa te joci cu scara ei fara sens?

T.M.: Una dintre fotografii dezvaluie acest
joc, dar nu este cea mai buna din serie.
In tarile pe care le cunosc, precum India,
oamenii sunt peste tot. Aceste locuri, in
schimb, sunt atat de pustii, incat pana si
utilajele par mici, dar ele sunt singurele

care iti permit sa Tntelegi spatiul. Un
spatiu care ar putea fi de pe o alta pla-
neta... Pentru mine, obiectivul nu era sa
fac un reportaj despre utilaje, ci sa ma
apropii de o activitate al carei sens nu-1
cunoastem. Prima data cand am ajuns la
0 asemenea mina, m-am trezit situata
undeva deasupra, pentru ca exploatarile
sunt incredibil de adanci... Nu mai
vazusem niciodata intinderi de pamant in
culori diferite. Ele corespund unor stra-
turi geologice aduse la lumina prin
excavatii. Aceasta paleta de nuante se
regaseste in primele mele fotografii. Am
fost fascinata, de asemenea, de
coabitarea cu alte surse de energie, pre-
cum morile de vant. in mod straniu, ele
se afla in acelasi camp vizual, dezvaluind
schizofrenia societatii contemporane,
care oscileaza intre distrugerea extrema
a naturii si orientarea, dintr-un sentiment
de culpabilitate, catre energiile regenera-
bile. Dar inainte de toate, trebuie sa spun
ca descoperirea acestor peisaje mi-a
trezit amintiri din tinerete, din vremea n
care ma uitam la westernuri. De la varsta
de 17 ani, de cand am vazut Desertul rosu
[Il deserto rosso, 1964], al lui Antonioni,
am fost mereu fascinata de uzine, de fur-
nale. Am avut mereu un loc unde ma
puteam duce ,sa contemplu uzina mea”.

E.S.: In expozitie, prezinti o instalatie
video numita Pandemonium. Si ea a fost
realizata in Germania si descrie in gros

plan fuiorul continuu de fum ce se inalta
din furnale, seamanand cu cele ale unor
centrale nucleare.

T.M.: Tn realitate, sunt centrale termice,
alimentate cu lignitul extras de la cativa
kilometri distanta. Pentru ca ratiunea de
a exista a minelor, cu toate consecintele
lor, este productia de electricitate Tn
aceste centrale!

Am realizat Pandemonium in urma celei
de-a treia deplasari in Germania, in 2015.
Sunt trei mine in landul Renania de
Nord-Westfalia unde am fost: Inden,
Garzweiler si Hambach. La finalul ultimei
calatorii, am vrut sa ma intorc la
Garzweiler, pentru a fi sigura ca am reali-
zat toate imaginile pe care mi le doream.
Numai ca accesul era blocat de politie,
din cauza prezentei unor manifestanti
ecologisti. Cu mare regret, m-am indrep-
tat inspre o alta mina. Nu mai aveam
fotografii de facut. Privind Tn jur, am
vazut furnalele si le-am filmat de
departe, mecanic, asa cum fac adesea
cand am o camera cu mine si vreau sa
inregistrez situatii sau scene pe care le
voi exploata ulterior. M-am uitat seara la
nregistrare si mi-a placut mult. Prin
urmare, m-am dus din nou, a doua zi
dimineata, pentru o filmare mai lunga,
chiar Tnainte de a ma intoarce in Franta.
Tmi place foarte mult faptul ca din cand
n cand se zareste cerul albastru in
spatele cantitatilor enorme de CO2 care
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Tania Mouraud, Lovituri 117 > 119/ Balafres 117 > 119, 2015, cerneluri pigment pe hartie Fine Art. © Tania Mouraud, ADAGP. Courtesy of the artist and Eastwards Prospectus

umplu cadrul. in mod deliberat, am cen-
trat imaginea pe formarea fuioarelor de
fum, pentru a exclude orice element
anecdotic si a-i permite privitorului sa
oscileze intre reminiscentele Istoriei si
prezentul acestei morti invizibile.

E.S.: Datorita acestei incadrari, privitorul
pierde uneori notiunea de scard. Fumul
se confunda cu cerul, care devine
abstract, la fel ca intr-un alt video al tau,
Niagara, pe care l-ai realizat din spatele
caderilor de apa ale cascadei cu acelasi
nume si care introduce spectatorul in
inima materiei, lichida si abstracta.
Imersat in imagine, el nu mai stie daca
este vorba despre fum, despre ap3,
despre cerneala, confruntandu-se astfel
cu dezlantuirea naturii. Am vorbit mult
despre caracterul pictural al fotografiilor
si al lucrarilor tale video, mai ales atunci
cand natura devine subiectul compoziti-
ilor. Ai un simt foarte acut al detaliului,
ceea ce-ti permite sa creezi serii de
imagini pe care le-am putea descrie ca
pure abstractiuni.

T.M.: Cred ca asta se datoreaza fascinatiei
mele fata de pictura. Banca mea de cadre
fixe este Muzeul. Probabil de aceea, in
seriile care au legatura cu natura se
impune aceasta idee de a lucra la mar-
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ginea fotografiei, fie prin prisma alegerii
subiectului, fie prin prisma anumitor pro-
prietati ale aparatului foto, asa cum se
intampla, de exemplu, in seria Made in
Palace. ncerc pe aceasta cale sa comunic
sentimentul de a fi un element strain,
sentimentul de solitudine. Aspectul
detaliilor este in principal rezultatul
echipamentului ales, dar si al faptului ca
este vorba despre niste instantanee. Tin
foarte mult la aceasta maniera de a
fotografia. Hartia folosita pentru impri-
mare este cruciald, de asemenea. Nu
vreau sa utilizez o hartie lucioasa, pre-
cum cea a fotografiei de reportaj. Optez
pentru o hartie mai catifelata, care imi
permite sa obtin ceea ce in anii '80
numeam ,printul carbune” al atelierului
Fresson.

E.S.: Tn expozitie prezinti seria fotografica
Désastres, pe care ai realizat-o chiar
inainte de Balafres, in padurile de langa
Saint-Etienne (Franta). Infatisezi hectare
de paduri distruse. Din nou, ramai la dis-
tanta. De altfel, in toate ciclurile de
fotografii, punctul tau de observatie este
unul extrem: esti fie foarte aproape, fie
foarte departe de subiectul fotografiat. n
Vitrines, Rétrovisées, Borderland sau
Rubato, esti aproape de subiect, intrand

parca in materia lui, in timp ce n
Backstage, Balafres, Désastres, te inde-
partezi mult mai tare sau esti nevoita sa
te ndepartezi. Prin urmare, trebuie sa
folosesti obiective mult mai puternice.

T.M.: Un avantaj al teleobiectivului, din
punct de vedere plastic, este ca apla-
tizeaza imaginea. Mai ales n seria
Désastres, care aproape ca scoate la
iveala niste stampe chinezesti.

E.S.: Face to Face este un video ceva mai
vechi (2009), dar el anunta deja seriile
tale recente de fotografii.

T.M.: La originea videoului Face to Face
s-a aflat un articol de cincisprezece ran-
duri din cotidianul gratuit ,Metrou”, pe
tema ,celei mai mari gropi de deseuri
metalice din Europa”, de langa Duisburg,
numita Schrottinsel. Am decis sa merg
acolo pentru a filma. Am plecat singura,
dupa ce am schimbat tot echipamentul: o
camera cat palma si toate celelalte
lucruri inghesuite intr-un mic sac. Pentru
prima data, m-am folosit de un mono-
pied. In prima zi, am inchiriat o ambar-
catiune pentru a merge in prospectie si a
vedea toate fostele uzine inchise de pe
valea Ruhrului. Am trecut chiar pe langa
aceasta groapa. in aceeasi dupa-amiaza



Tania Mouraud, A fost odatd / Once Upon a Time, 2011-2012, videograme. © Tania Mouraud, ADAGP. Courtesy of the artist and Eastwards Prospectus

Tania Mouraud, Fatd in fata / Face to Face, 2009, instalatie video,
imagine, montaj si sunet. © Tania Mouraud, productie MOA
Vancouver. Courtesy of the artist and Eastwards Prospectus

m-am dus intr-un loc dezafectat pentru
a o filma de departe. Atunci a trecut
trenul german pe care-l vedem in video.
Muntele de deseuri metalice m-a facut
imediat sa ma gandesc la gramezile de
corpuri umane din Nuit et Brouillard
[Alain Resnais, 1956]. A doua zi
dimineata, am obtinut permisiunea de a
filma chiar in locul respectiv. Paznicul
care m-a lasat sa intru nu s-a speriat de
o doamna in varsta fara echipament
sofisticat. Am filmat asadar cu
nonsalanta si, dupa patru sau cinci ore,
m-a lasat sa urc pe cea mai inalta
macara de acolo.

E.S.: ,Mica ta senzatie” n-a fost afectata
de frica?

T.M.: Nu! Cand filmez, sunt in elementul
meu, nimic nu mi se poate intampla, iar
fortele mele cresc substantial. Sunt com-
plet concentrata pe ceea ce fac. in
aceasta lume a barbatilor, ma simt com-
plet libera si duc viata pe care vreau s-o
duc. Ma simt vie. Ma simt eu Tnsami.
Acest video a fost prezentat, printre
altele, la Musée d’Anthropologie de
'Université de Colombie Britannique de
Vancouver. Mi s-a parut interesant si
logic sa-1 arat Tn expozitia ,Border Zone”,
care a tratat subiectul frontierelor cul-

turale dintre popoare. Aceasta instalatie
a devenit simbolul mortii altor culturi,
iar utilajul - simbolul distrugerii.

E.S.: Aceasta lucrare video, care reprezin-
ta inima expozitiei de la Eastwards
Prospectus, constituie, dupa parerea
mea, o ocazie formidabild de a intelege
ca opera te nu este niciodata documen-
taristica, nici narativa, ci este deschisa
unor niveluri multiple de lectura, de
natura istoricad, sociala, universala si
autobiografica. Aceasta intelegere va
imbogati imaginile, fie ca este vorba
despre fotografii sau despre video. No
Name are, la randul sau, o legatura cu
Romania.

T.M.: Este o instalatie care cuprinde doua
filme, dintre care unul a fost realizat la
lasi, cu permisiunea marelui rabin al
Bucurestiului. Cand am ajuns in cimitirul
evreiesc din oras, am fost frapata de
faptul ca jumatate dintre morminte nu
mai aveau pietre funerare. Fusesera
furate pentru constructia unor case. Este
o practica intalnita si in alte tari din
Europa de Est. Am filmat mormintele
timp de peste cinci ore... Am scos apoi
metodic toate imaginile Tn care apareau
morminte cu pietre funerare. Aceasta
absentd a numelor semnifica pentru

mine eradicarea din memorie a celor
care se odihnesc acolo. Tn acest cimitir
s-ar putea afla chiar mormintele unor
membri ai familiei mele. Am trecut toate
imaginile printr-o nuanta de sepia cu o
tenta portocalie, care incetoseaza per-
ceptia si o face ireala. Privirea nu se
poate fixa pe ceva anume. La final, am
comprimat cele cinci ore de filmare
intr-un film cu durata de 11 min si 48
sec. Multi oameni mi-au marturisit ca
imaginea mormintelor 7i duce cu gandul
la sinele de tren. Cealalta parte a insta-
latiei video a fost realizata la Paris.
ncetul cu incetul, apare o forma ab-
stracta si ne dam seama ca este o gura,
dar nu stim exact ce face. Ea reprezinta
inexprimabilul. Nu mai exista cuvinte
pentru aceasta barbarie a omenirii.

De aceea i-am si dat titlul No Name.

E.S.: La finalul parcursului expozitional,
prezinti una dintre ,scrierile” tale.
Folosesti aici modelul de scriitura
,explodata” cu care experimentezi din
anii 2000 si care duce cu gandul la o
grafie inspirata de street art. Greu
descifrabila, ea propune privitorului o
fraza din Alice in Tara Minunilor, de Lewis
Carroll: ,But if the world has absolutely
no sense, who's stopping us from inven-
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ting one?”. Tmi place foarte mult, pentru ca inglobeaza
un optimism care te caracterizeaza. Cruzimea lumii iti
displace si, totusi, pastrezi speranta ca lucrurile se pot
schimba.

T.M.: Aceasta fraza este la finalul parcursului, dar de la
ea porneste totul. Este o interogatie pe tema respon-
sabilitatii artistului, a fiintei umane si pe tema respon-
sabilitatii individuale. Marile probleme sunt cele care
anima arta. Le regasesc si in propozitia pe care o voi
repeta pe panouri publicitare din Romania, pe durata
expozitiei. Este vorba despre o propozitie care mi-a
mers direct la inima si pe care mi-am insusit-o. i
apartine lui Benjamin Fondane: «Crier toujours jusqu’a la
fin du monde». Cu Fondane a fost o mare intalnire. Cand
pregdateam expozitia de la Centre Pompidou-Metz, am
cunoscut un membru al Societatii de studii ,Benjamin
Fondane”, care mi-a oferit un CD cu texte ale acestui
autor. Asa am descoperit propozitia. Faptul ca Fondane
vine de la lasi, la fel ca o parte a familiei mele...

E.S.: CRIERTOUJOURSJUSQUALAFINDUMONDE pare sa
reprezinte un remarcabil ecou la lucrarea solicitata de
Frac Lorraine la Metz, cu titlul HOWCANYOUSLEEP? si
expusa in mod permanent. Ar fi extraordinar ca aceasta
propozitie a lui Benjamin Fondane sa deving, ca la Metz,
o instalatie permanenta. Daca ,scrierile” tale in spatiul
public sunt astazi citite adesea prin prisma street art-
ului, mi se pare important sa amintim ca ai inceput
acest tip de lucrari Tn anii '70. n 1977, pentru prima
data, ai coborat in strada...

T.M.: Totul a inceput cu City Performance n°1. Ziarele
titrau in epoca: ,Strigatul Taniei Mouraud in oras”. Era,
de fapt, o luare de pozitie. La acea vreme, era vorba mai
ales despre iesirea din sistemul muzeu / galerie, in
functie de o dezvoltare rizomatica.

E.S.: Prin urmare, ai decis sa intervii pe panouri publici-
tare.

T.M.: Mi se parea important sa intervin in locurile unde
se gaseau mesajele comerciale. Sa folosesc un singur
cuvant pentru a spune: ,Ceea ce propuneti nu ma
intereseaza”.

E.S.: Este, asadar, un gest inedit!

T.M.: Nou pentru practica artistica era utilizarea redun-
dantei din publicitate. Altii intervenisera deja pe
panouri publicitare, dar fara aceasta strategie a
repetitiei si a diseminarii mesajului. Pentru ca impor-
tant in oras este sa intelegi tintele de lectura posibile.
Este o luare de pozitie individuala si anonima, cel putin
la fata locului, pentru ca, apoi, mesajul este preluat de
pres3, iar numele artistului devine cunoscut. in cadrul
expozitiei, mi-am dorit sa fie panouri publicitare si la
Roman si lasi, doua orase cu o semnificatie aparte in
istoria familiei mele. Sunt foarte fericita ca am ocazia sa
expun in Romania. intr-un fel, venirea mea aici este o

Tania Mouraud, Infern / Pandemonium, 2015-2016, videograme. © Tania Mouraud, ADAGP. intoarcere la raddcini, pe calea artei.
Courtesy of the artist and Eastwards Prospectus
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Tania Mouraud, City Performance, 1977-1978, interventie
urbana, Paris, colectia FRAC Lorraine. © Tania Mouraud,
ADAGP. Courtesy of the artist and Eastwards Prospectus
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Tania Mouraud, Spatele scenei / Backstage 0129, 2013, editie digitala pe hartie Fine Art. © Tania Mouraud, ADAGP. Courtesy of the artist and Eastwards Prospectus



Doina Simionescu
(1947-2016)

Text: MARILENA PREDA-SANC Scena artelor vizuale autohtone era bine temperata in anii '70 de
niste politici culturale atente ca imaginea sa ramana cat mai trib-
utard tematicilor realismului socialist. In acest climat, destul de
restrictiv, Doina Simionescu, alaturi de alti artisti precum Mihai
Olos, Wanda Mihuleac, Geta Brdtescu, lon Bitzan, Stefan Bertalan,
Doru Tulcan si Sorin Dumitrescu, modela o imagine grafica dis-
tinctiva, care a devenit foarte repede o imagine emblematica, vali-
data international prin mai multe premii obtinute la concursul de
desen ,Juan Mird”. In 1979, Luis Bosch | Craunas, director al
Fundatiei ,Joan Mird”, scria: ,Desenele Doinei Simionescu se car-
acterizeaza prin elocventa semnului si a gestului care impre-
sioneaza prin rafinamentul inovator”, acestea ,incorporeaza in
opera sa o istorie a reprezentarii limbajului ca semn”.

Litografiile si desenele semnate de Doina Simionescu pana in 1990 se dezvolta
din schite minimaliste, ce contin o structura compozitionala elaborata, pe care
se articuleaza suprafete abstracte, dinamizate de o caligrafie gestuala, spontana,
perfect sincronizata, rezultatul fiind adevarate orchestratii cromatice dodeca-
fonice, dirijate cu multa eleganta. Urma gestului facut cu pensula sau penita
pare ca se autogenereaza spre a construi, ntr-o viziune spatiala, o lume supusa
unei estetici a frumosului sublim, a unui frumos compatibil cu misterul unei
descifrari empatice. Desenele artistei contureaza un peisaj atemporal, viu Si
seducator, care te absoarbe Tn contemplare, dar care te obliga sa ai si o atitu-
dine participativa, fiindca imaginile sale te conduc in lumile spiritului, trezesc
Doina Simionescu n anii '90, fotografie. Courtesy of the author inteligenta corporala, au magie.

Doina Simionescu, Desen, 1995, colaj, hartie manuald, 48 x 64 cm. Courtesy of the author
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Doina Simionescu, Hommage a Rococco, Imagini din expozitia Colectia ca arhiva. Foto: Larisa Sitar. Courtesy of MNAC

Dupa 1990, grafiile sale, incorporate in straturi suprapuse,
aglutinate cu migala si cu sim{ matierist, prin interventii de
colaj, devin reliefuri, obiecte, ca in cele din urma sa populeze
spatii vaste in instalatii ce contin zeci si zeci de desene.
Hommage au Roccoco, instalatie compusa din numeroase cutii
negre, in care sunt asezate hartii de diferite calitati, sifonate si
modelate ca asternut-suport pentru imaginile sale, ne poarta
cu gandul la posibile lumi delicate si persuasive, transante si
imprevizibile, ludice si rebele. Printr-un gest-respiratie, incar-
cat mental, descria, intr-un alfabet personal, povesti abstracte
in caligrafii sonore, ce modeleaza un spatiu deschis emotiilor,
controlat Tnsa de dramatismul finitudinii. Cutiute Tn cutii cu
grafii miniaturale, carti de artist si environment-uri complexe,
toate fac parte din opera unei artiste vizuale pentru care
desenul a insemnat linie, culoare, forma pura.

Liviana Dan, in catalogul Doinei Simionescu din 1998, preciza:
Jintoarcerea la forma pura, la culoarea pura = un lux si un priv-
ilegiu care, odata castigat, nu poate fi usor uitat”. In
nenumaratele noastre conversatii, i-am remarcat capacitatea
de a intelege si comunica din si in putine cuvinte, spiritul fin
de observatie. Discreta, nuantata, atenta la cei din jur,
intelegea lumea, arta si artistii, oamenii. A ales existenta
tacuta, aproape de familie, prieteni, de natura de la Gruiu, de
atelierul sau. Traia pentru arta si desenele sale vorbesc in
acest sens. Le vad ca fiind prelungiri ale senzatiilor, senti-
mentelor, cugetarilor sale, o simbioza mentala-gestuala
transcodata in imagine. Desenele Doinei contin un dozaj per-
fect de luciditate si spontaneitate, ele sunt reverii pentru suflet
si spirit.

Doina Simionescu, Desen, 1989, tus pe hartie manuald, 57 x 96 cm. Courtesy of the author
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Contextualizarea
mediului artistic
din Cluj

M Text
ROBERT TERCIU

Rezonanta Clujului in sfera artistica contemporana se bazeaza pe artisti,
curatori, activisti si editori care au creat, dezbatut, experimentat si au
schimbat idei intr-un climat critic, atasat unei atmosfere de sustinere
reciprocd. Personajele afiliate domeniului de activitate (Casa Tranzit,
Protokoll Studio, ,Balkon” / ,Idea arta+societate”, Version, Supernova,
Duo Van der Mixt, Planwerk) ,,au conturat ceea ce astdzi poate fi con-

ceput mai mult ca o comunitate artistica decat o scena”’. Mergand mai

departe in aceasta directie, aflam ca ,viata artistica clujeana a fost
vibranta in anii “80, pe cand in anii 90 au fost create initiative alterna-
tive, urmate de o dezvoltare programatica in anii 2000, pentru a atinge
apogeul in momentul prezent”? In cazul acceptdrii acestei traditii invo-
cate de directorul fostului centru cultural Sindan, entuziasmul oferit de
succesul actual al scenei artistice ar trebui sa inceapa de la
recunoasterea eforturilor tuturor celor care ,au pavat calea posibilitatii
de a se bucura de contactul si vizibilitatea internationala pentru aceasta

3

generatie de artisti””.
Exista astfel exemple de recunoastere a
,numerosi artisti care au fost considerati
exemple si surse de inspiratie pentru ge-
neratia post-'89™, insa curatorul poseda o
interpretare generala, dar exemplificata de
Mihai Pop: ,generatia din a doua jumatate
a anilor 2000 a initiat o veritabila tentativa
de reabilitare a catorva artisti eminenti din
generatiile precedente, aproape necunos-
cuti international”. Mircea Cantor se ocupa
de Geta Bratescu, de lon Grigorescu si a
facut posibila revenirea lui Rudolf Bone, iar
Victor Man a organizat o expozitie de lan-
sare pentru Stefan Bertalan. Utilizarea per-
spectivei istorice reflecta faptul ca insti-
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tutiile si initiativele artistice din trecut au
avut un rol prin faptul ca ,mai devreme,
dupa intrarea in noul mileniu, au avut o in-
fluenta decisiva asupra achizitiilor actuale
ale scenei artistice mature”. Acceptarea
unor premise si a unor forme de traditie
ale platformei artistice din spatiul clujean
semnifica maturizarea scenei artistice si
stadiul ei actual.

Datorita faptului ca aceasta metropola a
Romaniei, cu un istoric bogat si diversifi-
cat, ,un loc exceptional de putere si radi-
anta in ceea ce priveste arta contempo-
rana"’, nu este capitala acestei tari, statu-
tul poate fi perceput ,mai mult un obsta-
col, decat un factor pozitiv pentru creativ-
itatea orasului”®. Pe de alta parte, numarul
mare de studenti rezidenti in acest centru
universitar produce o ,vibratie urbana™, prin
diversitatea ideilor exprimate in interesele
mediului studentesc care, in mare parte, re-
zida in diferite activitati cu caracter cultural.
Multiculturalitatea a fost mereu o parte
integranta a acestui spatiu, iar majoritatea
populatiei de etnie romana a orasului este
atinsa doar in a doua parte a secolului pre-
cedent. Din aceasta cauza, ,obiceiul Bucu-
restiului de a privi Clujul ca parte ulterioa-
ra a proiectului roman”™ a dus la o lupta
cu catalogarea acestui spatiu ca provincie,
factor ce a determinat situatia in care
artistii clujeni sa se confrunte cu o mai
mare dificultate in a se afirma pe plan
national decat artistii bucuresteni. Prin



urmare, solutia succesului pentru mediul
artistic clujean a fost infiltrarea pe piata
internationala a artei, care a avut ca efect
subinteles si validarea pe care creatori ai
filtrului de gust artistic bucurestean sa nu
0 poata ignora”". Validarea artistilor din
Cluj se atesta astfel prin invitatiile de par-
ticipare la expozitii internationale in
cadrul unor institutii importante, din
reprezentarea lor de catre galerii-lider
din lume, dar si de ,atentia criticii si
prezenta lor in publicatii de arta-cheie” ™.
Cum nicio personalitate competitiva nu
mai cauta recunoasterea pe plan local, ,0
scena activa urmareste dezvoltarea des-
fasurata in lume, este libera de orice prejudi-
ciu si compatimire provinciala” .

Din perspectiva financiar-institutionala,
suportul minim oferit de administratia
orasului sau de stat pentru sustinerea
artei contemporane a condus la necesi-
tatea auto-finantarii, tocmai ,din acest
motiv, deschiderea Clujului spre scena
artistica internationala nu este bazata
doar pe calitatea intelectuala, dar de ase-
menea constituie o metoda de supravie-
tuire”™. Intentia artistica nu urmareste
validarea sau recunoasterea artei de un
alt grup artistic, ci consta in producerea
artei autentice, sprijinita pe aceeasi
intentie artistica. Initiativele private si
institutiile independente din mediul
artistic clujean au, din pacate sau din
fericire, ,0 prea mare greutate in com-
paratie cu sectorul public". Asadar, din
perspectiva exterioara, cele doua efecte
produse pot fi privite ca scopuri: lupta cu
provincialismul si infiltrarea pe piata
internationala, ceea ce reprezinta funda-
mentul unui ,mediu fertil pentru dez-
voltarea artistica”™® Acest discurs poate
lua forma unei lupte geografico-artistice
intre doi poli creatori de arta. Aceste
referinte sunt necesare datorita istoriei
culturale diferite a celor doua spatii, in
urma carora influentele asupra artei au
fost percepute, evident, diferit.

Crearea unei forme antagonice in mediul
artistic intre Cluj si Bucuresti nu poate fi

decat daunatoare, competitia fiind nece-
sar cautata in spatiul occidental sau in
mediul artistic international: ,a iesi in
lume este cel mai important lucru, este
esentialul care face lucrurile interesante
si reprezinta plasarea intregului intr-un
sistem mai larg””. Cu toate acestea, tre-
buie evidentiate originile fiecarui grup
dezvoltat in spatiul cultural aferent. In
demersul acestei cautari a originilor, este
indispensabil sa dezvoltam conceptual
ideea de grup.

Tn arta moderna si contemporana, grupul
reprezinta nucleul artistic inovator:
,modernitatea, modernismul, avangarda,
sursele directe ale artei contemporane si
o buna parte din practicile ei curente sunt
definite de spiritul de grup™. Grupul
artistic este autoconstituit, fiind liber si
avand prerogativele unor afinitati elective
pe baza ideilor sau perspectivelor conver-
gente, pe baza cautarilor stilistice, intelec-
tuale sau politice consecvente®.
Consecintele acestor grupuri sunt crearea
de teze, practici, forme si teorii specifice
grupului, Tn cea mai mare parte acestea
fiind ,contrapuse unei traditii anume,
reprezentata ca fundal sau ca opozant”®.
Aceasta fraza este extrem de importanta
intrucat defineste conceptia filozofiei
despre arta romaneasca contemporana,
postdecembrista, insa care cu dificultate
poate fi aplicata in cazul scenei artistice
din Cluj. Aceasta poate fi contestata prin
faptul ca la Cluj nu a existat un program
artistic premeditat, un curent teoretizat
care apoi sa fie urmarit artistic si la care
artistii sa se ataseze. Pe scena artistica
clujeana, colaborarea sau constituirea
grupurilor a constat in dorinta comuna de
a crea o platforma artistica, nu un pro-
gram artistic teoretizat. Altfel spus, Cluj
reprezinta ,un mediu unde artistii si insti-
tutiile (independente) s-au consolidat
reciproc cu toata atentia pentru arta con-
temporana directionata intr-un singur loc”
? Fabrica de Pensule.

Un exemplu mai timpuriu de colaborare
este bazat pe o initiativa privata a dr. Dan

Stoicescu. Tn 1999, ,climatul cultural Si
academic din Cluj a oferit contextul
potrivit pentru o astfel de initiativa",
materializata in acordarea de suport
financiar pentru o sfera larga de proiecte

culturale. Printre acestea, programul
,Re: Location & Shake", un parteneriat cu
institutii finlandeze, a implicat zece cura-
tori din opt centre artistice europene si a
promovat 110 artisti in 21 de expozitii intr-
o perioada de trei ani. Dintre expozitii, 7
au fost rezervate Romaniei, promovand 52
de artisti, dintre care jumatate activau in
Cluj, printre care se numarau Victor Man,
Adrian Ghenie si Ciprian Muresan.
Orgoliile locale au condus la contextu-
alizarea diferentei sub nuante antagonice
intre cele doua spatii, ele fiind active, si
pe parcursul anilor '90. Cum lucrurile au
evoluat, iar deschiderea catre globalizare
a avut ca efecte crearea de noi conceptii
in mentalul colectiv romanesc, cel putin
la nivel cultural, situatia pare diferita in
ultima perioada. Tn privinta celor doi poli
creatori de arta, in interviul acordat de
Mihai Pop, acesta sintetizeaza bine starea
de spirit din mediul artistic din anii "90:
JInainte se vorbea despre pictura clujea-
na (pictura de la Cluj) vs pictura bucures-
teana, am crescut in termenii acestia
conflictuali, hraniti artificial de mediul
academic (clujenii stiu sd deseneze,
bucurestenii au culoare, dar sunt superfi-
ciali etc.). Pe atunci profesorii nostri nu se
gandeau ca intr-o lume libera miza se
muta de la scena locala la cea inter-
nationala”?.

Din cele spuse sesizam opozitia indusa
celor doua spatii culturale, prin prisma
unui martor la fenomenele artistice con-
temporane. In realitate, intr-adevar, aces-
te doua centre se folosesc de un instru-
mental artistic diferit, iar acesta poate fi
creator de arte diferite din perspectiva
stilistica, Tnsa accentul pus pe antagonis-
mul dintre cele doua scoli nu este rele-
vant, decat in sensul perceptiei stilistice a
recunoasterii internationale, a identi-
ficarii unui grup dupa stil. Avem ocazia sa
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Robert Terciu, Fabrica de Pensule, 2016,
fotografie digitala. Courtesy of the artist

intelegem mai bine fenomenul prin inter-
mediul unei opinii exterioare societatii
noastre, cu un fundal ideologic dezvoltat
diferit si, in acelasi timp, a unei opinii
interioare datorita implicarii sale in ceea
ce ulterior a fost definit ca Scoala de la
Cluj -, ,mai degraba o fraza improprie
care descrie un fenomen bazat in princi-
pal pe revenirea spectaculoasa a picturii
figurative”*. Opinia este exprimata astfel:
Leste intotdeauna o chestiune problemat-
ica daca artistii care au studiat impreuna
si-au lucrat ori s-au nascut in acelasi oras
pot fi grupati si descrisi ca fiind o mis-
care, cu atat mai mult atunci cand acesti
artisti sunt tineri si ajung la o recunoas-
tere internationala, fiecare pe rand””.

Tn concluzie, referintele stilistice ar trebui
sa reprezinte filonul principal dupa care
este posibila o catalogare a unei scoli. De
asemenea, termenul scoala este unul vag
si poate fi perceput in sensul academic,
institutional sau in calitate de curent
intr-un domeniu®. Problematica tratarii
unui grup artistic ca scena, scoala sau
curent include in primul rand filonul
creatiei artistice ca stil, artistii grupati in
Cluj fiind diversi ca metoda, stil si tratare
artistica, asadar scena clujeana este ,mai
bine descrisa ca o serie de grupuri si
initiative care coexista intr-un singur
loc””. Din aceasta cauza, granitele con-
ceptuale sunt foarte fine, iar atestarea a
ceea ce astazi pare incomprehensibil
doar istoria o va putea oferi.

Tn urma cautdrii unei geneze in privinta
artistilor consacrati international, obser-
vam apartenenta multora la Universitatea
de Arta si Design ca formatie. La o prima
impresie, avem tendinta sa catalogam
succesul acestora in urma studiului reali-
zat la universitate, perceptie intarita de
comparatia scenei clujene cu Scoala de la
Leipzig. Diferenta consta in faptul ca
artistii, in special pictorii cu renume, nu
au fost influentati decat intr-o mica
masura de cadrele didactice, spre deose-
bire de cei de la Leipzig, coborati dintr-o
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traditie picturala veche (discutie cu pic-
torul Serban Savu): ,stiam ca suntem
diferiti de profesorii universitari sau alti
membri din sistemul existent, ca voiam
anumite lucruri, nu raportate la regulile
lor, ci la ale noastre™. Cu toate acestea,
aportul universitatii se aplica Tn cazul
spatiului cultural clujean datorita schim-
barii ,sistemului de relatii internationale
care a fost adus in prim plan in urma unui
impuls la Tnceputul mileniului”?.

Prin urmare, dupa cum aflam de la Jane
Neal, exista efervescenta culturala a
orasului care a rezultat o atractie turistica
si intelectuala, acesta fiind epicentrul
transilvanean care atrage spirite dori-
toare de intelectualizare. Din perspectiva
coordonatoarei Galeriei Sabot, gazduita
de Fabrica de Pensule, intrebata de ceea
ce crede despre scena artistica din Cluj in
anul 2013, aflam ca ,daca prin scena ne
referim la sistem, atunci, din nou, este un
scenariu trist — un muzeu mucegait, o uni-
versitate problematica, cateva galerii
timide si, mai mult, avem o mare masa de
oameni, intelectualii Clujului, potriviti per-
fect rolului de consumatori, dar sunt apa-
tici si complet dezinteresati de arta con-
temporana™. In fond putem fi de acord cu
lipsa de interes a majoritatii fata de arta
contemporana, din moment ce nu exista,
dupa cum am aflat si de la Liviana Dan, o
educatie in ceea ce priveste arta contem-
porana. Mai apropiat de subiect este ceea
ce observa insusi Adrian Ghenie: ,pentru
0 scena artistica riguroasa este necesar
sa se inceapa cu o deschidere catre edu-
catie”. Desi, alternativele pot aparea
doar intr-o zona unde exista o scena artis-
tica dinamica, precum in cazul Clujului:
,CU cat devenim mai cunoscuti peste granite
Ccu atat mai invizibili suntem acasa” .

Este intr-adevar o situatie de compatimit
faptul ca avem nevoie de interventii
externe, pentru a ne recunoaste valorile,
sau ca gasim informatiile din afara mai
relevante decat cele romanesti, insa
aceasta situatie e o chestiune de tranzitie
a societatii romanesti: ,istoria artei ro-
manesti este restanta. Avem nevoie de o
munca de recuperare, de analiza, de
reanalizare si intelegere a contextelor
locale si a integrarii artei romanesti in
contextele internationale™.

Revenind la ideea de grup, nu voi trata
ambele spatii culturale datorita lipsei de
discernamant obiectiv asupra unor com-
paratii ce ar putea avea ca rezultat supe-
rioritatea sau inferioritatea vreunui
mediu artistic. Pentru o incercare de gru-
pare, un argument poate fi ,sensul ca
opera artistica rezoneaza cu ceva din
epoca” * ceea ce duce la un nou
fenomen. Profilarea notiunii de grup, gen-
eratie sau miscare modernista formeaza
ceea ce numim ,definitie de tip produs™.
Tn cazul clujean, valul ar fi format din
doua generatii, sinteza a doua miscari
simultane. Prima miscare este conturata
de refuzul federalizarii politico-sociale si
ideologice, care, in jurul anului 2000, ia
forma unei saturatii fata de ,nationalis-
mul neo-ortodoxist si de radicalismul
imprumutat de avangarda”*. Ca efect al
relaxarii politico-ideologice din mediul
artistic, se renunta treptat la idealismele
si militanismele anilor '90. Cea de-a doua
miscare este evidentiata ca efect al
economiei de piata libera, de alaturarea
noii generatii la consumism, ,un fenomen
cultural structuralmente nou””.
Orientarea clujeana ar fi condus la un
realism anti-pop, eliptic si elitist, vizibil
filtrat intelectualist ,cu un aer magic, vag



suprarealist, care concentreaza realitatea
intr-o alegorie a intelectului”*, in opozitie
cu naiv-modernismul scolii traditionale
de la Cluj. Altfel spus, ultima parte a
anilor 2000 din spatiul clujean ar fi carac-
terizati printr-un ,neorealism socialist-
capitalist™, o scoala ,marcata de un tena-
ce figurativism, urmarind o integrare cos-
mopolita la nivelul mentalitatilor™.
Rezultatul ar consta in ,nesiguranta ca
dimensiunea lucida, critica, angajata in
realitate a actului artistic a fost absorbita
de artistii romani” .

Prin urmare, noua orientare devine con-
trapusa opozant traditionalismului pic-
tural clujean, insa vom observa in cele ce
urmeaza o pliere dogmatica pe un alt stil

Rares Balardu, Autoportret, 2015, ulei pe panza, 30 x 40 cm.
Courtesy of the author

pictural, care ar reprezenta o contra-
punere de fundal a noii picturi clujene.
Sub acest caracter, complexitatea noului
val clujean ar fi format ca sinteza de grup
care improprietareste ambele aspecte ale
miscarii de grup. Astfel, membrii Scolii
,pornesc o miscare de recuperare a artis-
tului, a pictorului ca subiectivitate ire-
ductibila, manifestata idiosincratic, prin-
tr-o iconografie, semiologie, tehnologie,
etica si politica proprie”*, altfel spus, pic-
torul se reinventeaza prin pictura si nu
mai este catalogat ca artist, pictorul a
devenit subiect al istoriei prin arta pro-
dusa, fenomen ce marcheaza ,0 contri-
butie a Scolii de la Cluj la reconfigurarile
esteticii contemporane™®.

Serban Savu, Art market, 2015, ulei pe panza, 197 x 152 cm. Courtesy of the author

Periodizarea subiectului pictural al spa-
tiului clujean este cuprinsa in perioada
1970-1980 sau in actualitatea anilor "90.
Subiectul pictural reuseste sa atinga
problemele sentimentale ale deceniilor
mentionate sau se limiteaza la simpla
reprezentare a cotidianului comunist.
Pictura clujeana poseda un influx concep-
tualist bazat pe o distantare intelectuala,
combinata cu o nostalgie afectiva temati-
zata, dar sporadic pusa ,dramatic si
autentic pe tapet”*. Inducerea sentimen-
tului perceptibil de catre privitor se afla
intr-o evocare apatica ce diminueaza
autenticitatea pe baze cognitive, dez-
voltand o ,pictura ce enunta emotia, dar
nu o sustine™. Evocarea subiectelor de
factura experimental-cotidiana este reali-
zata intr-un mod netraumatic, prezentand
frustrarea sociala paroxista, identifican-
du-se in vremuri trecute si crepusculare,
pe cand reprezentarea prezentului devine
opaca si incerta. Comunismul apare ca ,0
lume pierduta, violenta in profunzimea ei,
si totusi acuta ca atractie intelectuala,
culturala™®, Tn cazul caruia extragerea
tematica semnifica un act cognitiv-afectiv
prin utilajul artistic propriu ce apeleaza la
nostalgie sau umor in evocarile sale si
,devine - insesizabil - o modalitate de
izbavire a intregului complex istoric de
spectrul totalitarist ce-l apasa”. Relatia
arta-discurs intelectualist creeaza o arta
prelungita ideologic spre stanga, cu
,pretioase protocoale plastice de dreap-
ta”, in care abordarea intelectuala si co-
merciala este incurajata ca ,act de auto-
cunoastere a experientei recente” .
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Nicolae Romanitan, Cluj, 2015, fotografie digitala.
Courtesy of the author

Complexul de influente asupra modului
de lucru al spatiului clujean ar fi legat de
traditia tipologica a picturii locale babiste
(Corneliu Baba, Vladimir Zamfirescu, Sorin
Dumitrescu), apoi prin filtrul picturii pro-
logiste (Paul Gherasim, Horea Pasting, lon
Grigorescu), elemente acompaniate de o
nrudire cu ,sadismul neutru al lui
Borremans sau cu misterul post-logic,
poetic si a-vital al lui Tuymans™. Expli-
catia acestor influente devine un punct
interesant in care observam analogia
facuta de istoricul de arta intre ideologic
si nuanta coloristica a picturii din cele
doua spatii. Griul folosit in spatiul clujean
ar fi o evocare a griului comunist, ,Scoala
de griuri de la Cluj"* reprezentand cenu-
siul acelor decenii, in opozitie concreta cu

colorismul efervescent al consumismului
ilustrat de grupul Rostopasca.

Prin urmare, sferele sunt dezbinate prin
paleta cromatica folosita de pictori. Daca
putem observa o cromatica ce foloseste
preponderent griul in perioada de in-
ceput a pictorilor studiati (2005-2007), a
trata aceasta caracteristica intr-o publi-
catie din 2013, pentru o integrare intr-un
grup, este irelevanta. Griul ar fi o conexiu-
ne cu prosilogismul bucurestean, iar vizi-
unea visului-cosmar ar constitui o lega-
tura cu estetismul aceluiasi curent, insa
fara insertia simbolismului sau a icono-
grafiei ortodoxiste. Prin personajele
folosite, observam intuitia pictorului in
privinta sugerarii comportamentale a
personajelor care trimit sau provin din

Robert Terciu, Cluj, 2016, fotografie digitala. Courtesy of the artist
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.modele, figuri, gesturi, atitudini, vesti-
mentatie si circumstante ce evoca o pe-
rioada istorica recent trecuta, vag desue-
ta, dar tratata simpatetic, nostalgic™.

Pe parcursul anilor '90, supravietuirea
picturii in spatiul bucurestean ar fi influ-
entat sporadic pictura clujeana, care si-a
mentinut o pozitie de pastrare a bunului
simt si ,buna practica plastica pe care il
pastrase prosilogismul”®, in totala opozi-
tie fata de reactia zgomotoasa bucu-
resteana bazata pe o pictura dezlantuita.
Griul s-ar indrepta spre doua directii:
prima ar fi izbavirea de comunism,
printr-o forma sic de nostalgie, ca replica
la cromatismul bucurestean. Asadar, griul
este caracterizat prin amabilitate, filtru de
receptare mai usor digerabil decat zbu-
ciumul cromatic particular consumismu-
lui, spectacularului si abundentei. A doua
directie s-ar defini prin acelasi rol critic
fata de civilizatia postindustriala. Ambele
directii tind spre acelasi punct, radierea
cromatismului bucurestean, reprezentant
al noii epoci consumiste. De aici a rezultat
o atitudine nostalgica a picturii clujene, o
pictura ,rece, neutra, aproape stiintifica,
de insectar, unde sunt prinse in ace per-
sonaje, atitudini si scene ale trecutului”, o
influenta a ,purgatoriului informational si
informatic pe care l-a alcatuit (neo)con-
ceptualismul anilor '90", consecinta fiind
o indreptare a iconografiei si ideologiei
spre elemente intelectuale, speculative®.
Tn concluzie, Erwin Kessler face o compa-
ratie intre curentul artistic bucurestean si
cel clujean, primul adoptand nuantarea
cromatica a consumismului si a noii gene-
ratii, influentata de capitalism, prin paleta
coloristica diversificata in pictura, in timp
ce scena clujeana ramane sub influenta
tonalitatii sumbre, o amprenta a comu-



Marius Bercea, Horizontal Sublime, 2013, ulei pe panza, 100 x 190 cm. Courtesy of the author

nismului. Asadar cromatismul-revo-
lutionar bucurestean foloseste ca instru-
ment artistic tonalitatea haotica si pur
coloristica, pe cand tonalitatea picturala
clujeana este perceputa ca o continuitate
a metodologiei academice de sorginte
comunista, nefiind, de exemplu, o urmare
traditionala a ,expresionismului maghiar™".
Scoala de la Cluj reprezinta astfel ,un
esafodaj stilistic, institutional publicistic
si promotional prin care se afirma ca
atare, ca un brand distinct””. Tocmai aici
sesizam problema tratarii generale: esafo-
daj stilistic! Tn cazul acesta, este afirmat
tocmai ceea ce gruparile artistice de la
Cluj nu reprezinta, pot fi un esafodaj, dar
nicidecum in sens stilistic. Scena clujeana
difera fata de un grup format, asa cum a
fost explicat, prin faptul ca nu a fost teo-
retizat premeditat, artistii avand propriile
intentii stilistice, iar ceea ce i leaga este
crearea platformei artistice Tn sens de
grupare existentiala, dar fara un program
comun definit. Consider ca mai potrivit ar
fi fost sa fie caracterizati ca esafodaj artis-
tic, dar nu stilistic. Cu alte cuvinte, ,este
evident din al lor modus operandi ca in

timp ce difera ca stil, impartasesc o cre-
dinta comuna in a mentine integritatea
viziunii artistice si curatoriale™, o calitate
care a distins galeriile si artistii din
regiune in contextul international.
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After Brancusi este un volum colectiv de studii, coordonat de
Irina Carabas si Olivia Nitis, publicat in urma cercetarilor
prezentate la conferinta internationala din cadrul proiectului
"The Saint of Montparnasse from Document to Myth. A Century of
Constantin Brancusi Exegesis" (coord. loana Vlasiu). Titlul lucrarii
sugereaza un interes al criticilor si istoricilor de arta pentru o
revizitare a cercetarilor despre Brancusi.

Autorii studiilor analizeaza diferite aspecte in legatura cu viata,
opera si contextul receptarii acestora (studiile despre perioada
socialista din Romania al Irinei Carabas si al Magdei Predescu),
dar si contextul destinelor si lucrarilor facute de sculptorii
romani, cum ar fi Paul Neagu (lleana Pintilie — despre atelierul
lui Neagu din Londra sau Magda Radu - o analiza a lucrarilor tim-
purii ale artistului) sau George Apostu, artisti care primesc
mostenirea brancusiana si sunt inevitabil influentati de aceasta.
Punctul de pornirea al proiectului "The Sante of Montparnasse" a
fost reprezentat de valorificarea donatiei din arhiva ,Barbu
Brezianu” - un eveniment deosebit de important atat pentru
Institutul de Istoria Artei ,G. Oprescu” cat si pentru istoria stu-
diilor desper Brancusi.
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AFTER BRANCUSI

f fings of the Interational Conlerence
organized in the frame of the project
The Saint of Montpamasse’ from Document fo Myth.
A Century of Constantin Brancusl Scholarship.

Edited by kina Canabay & Ofvio Nifiy

Donatia a fost facuta in 2008 catre fiul lui Brezianu, dupa
moartea acestuia, si a stat la baza infiintarii in 2009 a
Centrului de Studii ,Brancusi”. Proiectul initiaza transformarea
unei arhive personale in una cu caracter institutional, accesi-
bila cercetatorilor si functionala din punct de vedere al
selectiei continutului. Ea este compusa din trei parti: carti,
corespondenta cu unii dintre cei mai importanti exegeti ai lui
Brancusi si o cantitate impresionanta de fise documentare
realizate de Brezianu. Importanta unei astfel de contributii are
mai multe semnificatii - reprezinta cercetarea pasionata de o
viata a unui istoric si, in acelasi timp, constituie o marturie
pentru ceea ce loana Vlasiu numeste ,laboratorul de cerce-
tare al unui istoric de arta”.

Folosind documente din Arhiva ,Brezianu”, dar si perspective
noi de cercetare, studiile volumului After Brancusi incearca sa
schimbe atat unghiul de interpretare si receptare a vietii si
operei lui Brancusi, cat si sa atraga atentia asupra schimbarii
de paradigma care se produce asupra mediului artistic, dupa
aceasta experienta culturala de mare amploare. // Text:
IOANA MARINESCU
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George Nechita & Michele Bressan va prezinta

Text: George Nechita

Imagini: Michele Bressan

Concept grafic si machetare: Bogdan Topirceanu
Bucuresti, 2014, 128 p.

Mediul cultural romanesc privilegiaza cuvantul scris, iar imaginile
sunt mai degraba receptate dintr-o perspectiva logocentrica. lata
de ce dezbaterile despre arta contemporana sunt castigate mai
curand de forta argumentului, decat de puterea de sine statatoare
a imaginii. De regula, textele care insotesc un catalog sau un album
de arta sunt mai degraba complementare imaginii si dezvaluie fie
detalii biografice despre autor, fie ofera date despre circumstantele
in care s-au produs operele de artd. Sunt extrem de rare situatiile
n care imaginea / lucrarea de arta sa fie punctul central al discursu-
lui pe care il propune autorul textelor. n acest proiect, fara un titlu
propriu-zis si cu un statut intentionat indecis (nici album de artd,
nici volum de versuri), se infratesc un poet si un artist. George
Nechita (poetul) si Michele Bressan (artistul) incearcd sa puna in
valoare doua realitati diferite: Nechita este liric in text, iar Bressan
narativ in imagine. O aldturare sanatoasa intre cuvant si imagine.
Cele doua perspective se completeaza reciproc, fara ca vreuna sa
produca un centru de putere - textul nu este o explicatie a imaginii,
iar imaginea nu este o ilustratie a poeziei. Fotografiile lui Bressan
povestesc despre lumea pe care o vede numai el, in timp ce Nechita
incearca sa se explice pe sine insusi, pentru el insusi. Artistul si
poetul se alatura, dar nu se descifreaza unul pe celalalt. Asocierea
lor este intima si nascuta din dorinta de a crea ceva care sa le placa
in primul rand lor. Ceea ce au in comun cele doua viziuni este per-
spectiva frusta a unui imaginar cotidian care ii inghite pe ambii —
nu visul este cel care produce idealul in acest caz, ci distilarea unui
cuprins dezolant de banal si cu nimic iesit din comun, care se
transforma in vis. // Text: IOANA MARINESCU

summary

In this project, without a proper fitting name and with an intentionally
indecisive status (neither art album nor book of verses) a poet and an
artist unite like brothers. George Nichita (the poet) and Michele Bressan
(the artist) attempt to highlight two different realities. Nichita is lyrical in
text and Bressan narative through image. A sound / flourishing juxtaposi-
tion of word and image. The two perspectives complement each other,
without one of them producing a centre of power - the text is not the
explanation for the image, the image is not an illustration of the poetry.
Bressan’s photographs recount of a world only visible to himself while
Nichita tries to explain himself, for himself. // Translated from Romanian:
DIANA-ANDREEA NOVACEANU
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Bucuresti Arhitecutra. Un ghid adnotat

Autori Mariana Celac, Octavian Carabela,
Marius Marcu-Lapadat

Editor; Ordinul Arhitectilor din Romania,
Bucuresti, 2016

Bucurestiul incepe sa dezvolte, de cativa ani buni, o constiinta de
sine din ce in ce mai dinamica, mai matura. E ceea ce demon-
streaza convingator si acest ghid recent, aparut la 11 ani dupa
ultimul ghid adnotat, ramas in urma schimbarilor rapide ale orasu-
lui. Autorii pun la indemana marelui public si a celui specializat o
lucrare foarte bine conceputa, cu multa informatie excelent struc-
turatd, si cu ilustratii colorate de calitate la fiecare pagina. Ghidul
contine o scurta cronologie pe epoci si stiluri a orasului intre 1880
si 2015, dezvoltata in opt planse cu texte explicative si ilustratii
adecvate. Apoi harta capitalei romanesti e impartita in 10 carouri
(de laAla 0), care se succed in miscare spiralata din centrul orasu-
lui pina la periferii. In cadrul fiecarui carou, sunt prezentate 4 feluri
de obiecte de arhitectura, respectiv cladiri (vile, case, blocuri, edi-
ficii, institutii), locuri (piete, strazi, parcuri, scuaruri etc), proiecte (de
arhitecturd, urbanism, sistematizare) si intdmpldri (cutremure,
demoldari, momente istorice tari) - fiecare cu cate o descriere scurta
dar sugestiva si cu toata informatia necesara. In total sunt 400 de
obiecte/ exemple, listate si numerotate clar pentru fiecare carou,
referinte care se regasesc si in cele cateva indexuri de la final
(cronologic, alfabetic, de autori - arhitecti / ingineri/ artisti).

Asa cum rezulta convingator din ghid, Bucurestiul e o entitate vie,
in plina evolutie, alcatuita din mii si mii de ,obiecte urbane” (imo-
bile, strazi, monumente, arbori, fantani, parcuri, statii de metrou si
autobuze, curti, stalpi, panouri de publicitate, chioscuri, graffiti etc)
care-i definesc personalitatea. Bucurestiul e un personaj urban,
are fraze si replici, are o istorie, un discurs, o retorica alcatuite din
cartiere si bulevarde. Cu bune si rele, Bucurestiul se dovedeste a fi
nu ,micul Paris”, cum s-a tot clamat inutil, ci o metropola sud-est
europeana cu propriul ei caracter, amestec original de occidenta-
lism si orientalitate, care merita pretuit ca atare si aparat de exce-
sele edilitare prin solidaritatea locuitorilor sai. Un ghid exceptional,
care are merita tradus Tn engleza. // Text: MAGDA CARNECI



Brancusi - O viata vesnica / Brancusi. An Afterlife

Autoare: Alexandra Croitoru

Introducere: Cristian Nae

Editia in limba romana: Idea Design & Print Editura,
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Alexandra Croitoru intreprinde in studiul Brancusi - O viatd vesnicd
un tip de artistic research prin care exploreaza productia vizuala a
culturii de masa din jurul mitului sculptorului, insistand asupra
mecanismelor prin care faima internationald a artistului devine in
Romania o modalitate de afirmare a identitatii nationale. O for-
mula consacrata deja din secolul al XIX-lea este aceea de a trans-
forma viata si opera unui artist intr-un bun colectiv. Artistului ales
pentru aceasta functie i se inchina monumente, i se dedica cere-
monii, i se compun cantece, iar imaginea lui si opera sa capata
dimensiuni mitologice. Si in cazul lui Brancusi se produce o astfel
de ,canonizare”: critica si istoria artei intemeiaza o disciplina noua
- brancusologia, iar in mediul cultural se oficiaza sarbatori si
comemorari care urmeaza in paralel discursul nationalist.
Alexandra Croitoru compara astfel mitul brancusian cu situatia
canonizarii unui sfant si urmareste iradierea aurei lui Brancusi -
modulin care aceasta se intrupeaza in viata de zi cu zi a subiectilor
credinciosi.

Cultul pentru Brancusi, care nu se naste spontan, din interes pen-
tru artist sau pentru opera lui, infloreste in diferite contexte ofi-
ciale, integrandu-se si camuflandu-se apoi in cultura de masa, prin
texte de specialitate, texte de fictiune, campanii guvernamentale,
comerciale etc, contribuind la crearea, intarirea si performarea
unei ,identitati romanesti”. Toate acestea se reflecta si capata
forma intr-un tip de ,nationalism banal” (termen introdus de
Michael Billig), care preia si instrumentalizeaza elemente din viata
si opera lui Constantin Brancusi. Manifestarea in cotidian a acestui
nationalism banal nu se produce in cazul lui Brancusi doar ca un
mecanism dirijat al elitelor culturale spre masele populare, ci este
vorba despre o naturalizare si vernacularizare a formelor culte, pe
fondul modelului religios si al cutumelor preexistente.

Tn lucrarea sa, Alexandra Croitoru nu-si propune sa analizeze este-
tica si opera sculptorului, a caror valoare si calitate artistica nu le
pune in discutie. Artista cauta sa analizeze mitul si, in acelasi timp,
sa deconspire autoritatea patriarhala a sculptorului de geniu. Daca
pentru Walter Benjamin, aura operei se pastreaza intr-o oarecare
masura si in copie, pentru Alexandra Croitoru, aura este localizata

in ansamblul discursiv alcatuit de sistemul de reprezentari si de
practici institutionale. Strategia ei de deconstructie este, asa cum
observa Cristian Nae, ,sa foloseasca afirmarea subversiva a unor
atitudini si concepte dominante intr-un anumit context cultural
[urmarind] sa deturneze capitalul simbolic al acestor asocieri prin
prezentarea sa hiperbolica”.

Studiul Alexandrei Croitoru e o contributie care se adreseaza atat
artistilor cat si istoricilor de arta, fiind insotita si de o documentare
vizuala, in care arhiva vizuala a lui Vlad Nanca joaca un rol covarsi-
tor. Brancusi — O viata vesnica este o lucrare binevenita pentru
mediul cultural romanesc, fiindca ridica o problema majora, si
anume ca venerarea lui Brancusi conduce la receptarea unilate-
rala a acestuia drept simbol intangibil, care il indeparteaza de
la o analiza critica, rationala si, in final, ii falsifica intentiile artis-
tice, confiscandu-le in interiorul unui discurs nationalist, care
umbreste pozitia sa realmente importanta in istoria sculpturii
moderne. // Text: IOANA MARINESCU

summary

Alexandra Croitoru’s study is a contribution geared towards both artists
and art historians, having also annexed visual documentation, in which
the visual archive of the artist Vlad Nanca plays an important part.
Brancusi - O viatd vesnicd is a welcome addition to the Romanian cultur-
al medium, for it raises a major issue, specifically that the worship of
Brancusi leads to the unilateral reception of himself as an intangible sym-
bol that dismisses him from a critical, rational analysis, and finally, falsi-
fies his artistic intent, confiscating it inside a nationalist discourse that
shadows his truly important position in the history of modern sculpture.
Alexandra Croitoru, doesn’t propose to analyze the aesthetics and works
of the Constantin Brancusi, who's worth and artistic quality are unques-
tionable. Croitoru seeks to inspect the myth and, at the same time,
expose the patriarchal authority of the genius sculptor. If for Walter
Benjamin the works’ aura is maintained in a certain degree in a copy, she
pinpoints the aura to the discursive ensemble compiled from the system
of representation and institutional practices. Her deconstructing strategy,
as Cristian Nae notes, is “to use the subversive affirmation of dominant
attitudes and concepts in a certain cultural context [intending] to hijack
the symbolic capital of this assemble through her hyperbolic presenta-
tion”. // Translated from Romanian: DIANA-ANDREEA NOVACEANU
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Texte: Alexandra Titu, loan lovan, Constantin
Prut, Emil Moldovan, Dumitru Serban.
Fotografii: Stelian Acea, Anamaria Serban, Duta
Ilie, Vasile Filip, Florin Hornoiu, Vasile Sarandan,
Laurian Popa, Remus Rotaru.

Grafica: Remus Rotaru / Mark Design.

Jana Gertler
Imagini din spatele fruntii

Editura UNArte, Bucuresti, 2013. 118 p.
Coordonatori proiect: Andreea Buga, Adrian Buga
(Argo Art Consulting).

Texte: Maia Morgenstern, Codrut Malineanu,
Malin Malineanu. Fotografii: lulia Cdmpeanu,
Victor Bortas.

Layout: Alexandru Braniste. Procesare imagine:
Eugen Vasile. Pregatire pentru tipar: Square
Media.

Hermaia

hermaia

Autori: Chris Tanasescu, Grigore Negrescu.
Cu o nota de subsol de 0. Nimigean.
Editura Vinea, Bucuresti, 2009, 311 p.
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Coperta: Grigore Negrescu.

Texte coperta a IV-a: David Baker, O. Nimigean,
Antonio Patras, Constantin Acosmei, Ilya
Kaminsky.

Mavrodin. Analogii, obsesii
eseuri, scrisori catre Maestru

_—
Editura Paideia, Bucuresti, 2014, 199 p.
Coordonatoare proiect: Ileana Stanculescu.
Conceptie grafica si texte: Henry Mavrodin.
Fotografii: Benvenuto Barovier, lleana
Stanculescu, Violeta Ardeleanu-Paici, lonut
Ardeleanu-Paici, Henry Mavrodin. Layout, pre-
press, elaborare digitald imagini: lonut
Ardeleanu-Paici, Silviu Gaiu.

Radu Bogdan. Corespondente culturale

L
RADU.BOGDAN ’

i

Selectie alcatuita de Madalina Mirea. Fundatia
+Radu Bogdan”, Bucuresti, 2013. 190 p. Prefata,
note si comentarii: Madalina Mirea.
Corespondenta: Radu Bogdan, Tristan Tzara, M.H.
Maxy, Razvan Theodorescu, Daniel Spoerri, Albert
Skira, Giséle Freund, Aurel Bauch, Fanny Rabel,
Jacques Lassaigne, Perpessicius, Adrian Maniu,
Nichifor Crainic, G. Oprescu, Dinu Pillat, Edgar
Papu, Andrei Plesu, Emil Cioran, Marcel lancu,
Noriko Oshikiri, Anthony Vidler, Albert Boime,
Inge Morath, Madalina Mirea, Myra Boime, Diane
Chesnais, Matei Stircea-Craciun. Texte: Radu
Bogdan, Nichifor Crainic. Traducere: Madalina
Mirea, Andreea Grecu. Consultant: Expert grafic
Prof. Univ. Dr. Lucian lonescu. Fotografii: Arhiva
Fundatiei ,Radu Bogdan”, Aurel Bauch. Design
grafic: Aurora Kiraly.

Verbaliser 'homme approximatif.
Hommage a Tristan Tzara 1916-2016
Proposition: Wanda Mihuleac. Editions
Transignum, Paris, 2016. 77 p.

Introduction: Guy Chaty, Wanda Mihuleac.
Poeme: Tristan Tzara, Max Alhau, Linda Maria
Baros, Shirley Sharroff, Evelyne Bennati, Claude
Ber, Eva-Maria Berg, Marilyne Bertoncini, Magda
Carneci, Francine Caron, Guy Chaty, Dominique
Chipot, Sylvestre Clancier, Daniel Daligand, Jean-
Luc Despax, Lou Dubois, Bluma Finkelstein, Anita

VERBALISER L'BOMME APPRO IMATIF
Hommage & Tristan Tzara

P TRANI

Gretsch, Laurent Grison, J C Lambert, Gilbert
Lascault, Sarah Mostrel, Yves Namur, Beatrice
Libert, Davide Napoli, Cecile Oumhani, Denis
Parmain, Serge Pey, Minh-Triet Pham, Jean
Portante, Olivier Salon, Alain Snyers, Matei
Visniec.

Lucrari / imagini: Anonyme XXI, Marieta Olivares,
Sabine André Donnot, Adrienne Arth, Sylvie
Pesnel, Bernard Bardinet, Marilena Preda Sanc,
Martine Chittofrati, Chantal Denis, Daniel
Daligand, Floarea Tutuianu, Lou Dubois, Serban
Foartza, Liliane Safir, Andra Badulesco, Pierre
Cayol, Ghislaine Escande, Petru Lucaci, Eva
Gallizzi, lon Isaila, Mirela Anura, Alexandru
Jakabhazi, Julien Voinot, Romelo Pervolovici,
Bernardette Fevrier, Guin Amant, Muriel Modr,
Suzana Fantanaru, Irene Boisaubert, Joela
Visniec.

Design grafique: Andra Badulesco.

ANTOLOGII

Meeting Point. Arad Biennial — Bienala
Internationala de Pictura, Grafica,
Sculptura. 3rd Edition, 2011

BaUmas

. Editor: Editura Brumar, Timisoara, 2011, 306 p.
Texte: Serban Dumitru, Onisim Colta, Alexandra
Titu, Constantin Prut, Gamus Arpad. Fotografii:
Remus Rotaru, Adrian Sandu, Florin Hornoiu.
Coperta & Layout: Remus Rotaru.

New York - Paris — Toronto

4-12 octombrie 2013, Biblioteca Nationald a
Romaniei, Bucuresti. Artisti: Gevork Chubaryan,
Frangoise Abraham, Costa Dvorezky. Organizator:
Jean Naturel. Editor: Biblioteca Nationala a
Romaniei. Bucuresti, 2013, 94 p. Texte: Elena
Tirziman, Radu Boroianu, Jean Naturel.
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Anca Boeriu. Atelier de vise

Anca Boeriu
ATELIER DE VISE

Editor: Galeria de Arta Senso:

Coperta si coordonare catalog: Anca Boeriu.
Texte; Doina Pauleanu, Cristian Velescu, Anca
Boeriu. Corectura: Dana Saporan.

Fotografii: Cristina Ardelean, Alexandru Simion
Boeriu. Design grafic si tehnoredactare: Adrian
Cioropina.

MONOGRAFII

Aurel Cojan. A stroll in the air

A STROLL IN THE AIR

’V’*,
?f

| i
r_é-.. '

Autor: Emmanuel Daydé. Alain Margaron Editeur,

Paris, 2010, 111 p. Editorial coordination: Nadia
Cera, Anne Lemaitre. Translation: Erin Lawlor.
Photography: Alberto Ricci. Graphic conception:
Delia Sobrino.

Conu’ Ricu

Autor: Florin Colonas.

Rawex Coms, Bucuresti, 2014, 126 p.

Foto: M. Campean. Coperta: Raluca Tudor.
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Elisabeth Ivanovsky.
Convorbire cu Serge Meurant

Editura Sofia, Bucuresti, 2010. 93 p.
Traducere din limba franceza de Mariuca
Alexandrescu.

Editie Tngrijita si postfata de Vladimir Bulat.
[Cu 9 reproduceri dupa lucrarile originale.].
Fotografii: E. Bernard.

DVD / MULTIMEDIA

The sound of ceramics / imaginary
sounds for ceramic art, performers

and public

Galateea Contemporary Art, Uniunea Artistilor
Plastici din Romania, Bucuresti, 2014. Interactive
performance with Irinel Anghel and Darie
Nemes-Bora. Film: Virgil Vasile Oprina. Format:
.MPEG. Artists: Adela Bonat, Mana Bucur, Maria
Cioata, Gherghina Costea, Georgiana Cozma, ludit
Craciun, Gheorghe Craciun, Mariana Olteanu,
David Olteanu, David Leonid Olteanu, Aniela
Ovadiuc, Romana Mateias, Cristina Popescu
Russu, loana Setran. Curators: Irinel Anghel,
Cristina Popescu Russu.

Arhetipare. Ceramica, sticla, fotografie

Andrei Flonan & Eugen Moritz

Autori: Andrei Florian, Eugen Moritz. Editura
Napoca Star, Cluj-Napoca, 2012. Catalog in format
.PDF, Muzeului de Arta Cluj-Napoca, 29 februarie
- 25 martie 2012. Text: Negoita Laptoiu, Gheorghe
Arion, Eugen Moritz.

Patricia Teodorescu. Video edition 02

Kultur Kontakt Austria, DVD Authoring by Zone,
Wien, 2011.

REVISTE

Recherches. Culture et Histoire dans
U'Espace Roman

CHER

11

ecrire

aille

deux
Moldavies)

Numéro 11, Automne 2013. 333 p. ,Ecrire ailleurs:
deux Moldavie(s)". Sous la direction de Héléne
Lenz. Université de Strashourg.

Autori: Héléne Lenz, Dorin Stefanescu, Ramona
Blajan, Cristian Stamatoiu, Adriana Decu,
Speranta Milancovici, Claudia Draganoiu, Mihaela
Dobos, Alexandra Vranceanu, Marina Muresanu
lonescu, Marina Chiriac, Lidia Mihova, Constantin
Pricop, Philippe Loubiére, Gina Puica, Dumitru
Crudu, Marius lanus, Olga Baltag, Norman Manea.
Maquette et mise en page: Ersie Leria.
Conception couverture: Julien Simon.

Urmuz

VITRINA DE AM‘A nouA
No, 1-2 V-2 ;ouparh o G0 80GZA LA
2016 dumosmamcmuu

JE SUIS

VOLT  IRE.
CABA ET
VOL AIRE.

PUIUC!?I! CU §| DESPRE POETIE
INGRIIITA DE FLORIN DOCHIA

No. 1-2 / 2016. 48 p. Editor: Florin Dochia.
Ilustratii: Mihai Zgondoiu, Lajos Tihanyi, larina
Nicolae, meathead. Texte: Maria Dobrescu,
Codrut Radi, Florin Dochia, Mioara Bahna,
Octavian Mihalcea, Ada Carol, Dan Mircea Cipariu,
Virgil Diaconu, Andreea Voicu, Angi Cristea, John
Ashbery, Elsa Morante, Charles Baudelaire, Franz
Kafka, Bryan Adams, Jay Hawkins, Ben E. King,
Todd Duncan, Black, Calvin Lewis, Andrew Wright.

Traduceri: Adriana Bulz, Alexandra Irimia, Florin
Dochia, Dan Danila.
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ALBA IULIA

Galeria de Arta a Municipiului Alba

Str. 1 Decembrie 1918, BL. M9, parter
Eugen Dornescu - ,Secvente” - pic-
tura, desen

Curator: Alexandru Nicolae Ispas
02.06. - 30.06.2016

ARAD

Galeria ,Delta”

Str. Mihai Eminescu 2

JSculptura azi”

Artisti: Ana Kovacs, Ciprian Lupsa,
Stefan Pavliuc, Eugeniu Tibuleac
04.06. — 04.07.2016

e Hersel

Alexandru Pecican - ,Traditie si
experiment” - Happening in tramvai
18.06.2016

Dorel Gaina - ,Memorii-risipa”
Happening in tramvai
19.06.2016

BACAU

Galeria ,,Nouad”

Str. N. Balcescu 12, parter

Dany Madlen si Gheorghe Zarnescu -
,Dialog cu Dany Madlen” - pictura,
grafica, sculptura

20.04. — 04.05.2016

info art publishing

Teodor Visan - pictura
Curator: Vasile Craita-Mandra
17.06. - 12.08.2016

Galeria ,lon Frunzetti”

Str. N. Balcescu 12, etaj

lon Mihalache - ,Natura statica”
Prezinta: lulian Bucur
01.04. - 01.05.2016

,Saloanele Moldovei” - arte vizuale
Expozitie internationala, concurs,
editia a XXVI-a

Organizatori: Bacau & Chisinau

14.07. - 12.08.2016

Galeria ,Alpha”

Str. Marasesti nr. 21

Zuzu Caratanase - ,ab antiquo” -
grafica
Artisti:
Ropotan
Curatoare: Carmen Istrate Murariu
27.04. - 20.05.2016

Andra Marisoiu, Adriana

BAIA MARE

Galeria de Arta

Bdul Bucuresti 6

Mihaela Paula Olimpia Ghit & Mirona
Pintean - ,SI - DO" - pictura
Curatori: loan Angel Negrean, Laura
Ghinea

03.05. - 17.05.2016

,Olimpiada Nationala de Arta”
Expozitie cu lucrarile premiate
Curator: Directia Liceului de Arta din
Baia Mare

17.05. - 31.05.2016

,Atestate” - arhitectura si design
Liceul de Arta Baia Mare
Curator: OAR

24.05. - 31.05.2016

JAtestate” - grafica, ceramica, textile
Liceul de Arta din Baia Mare
Curator: Directia Liceului de Arta din
Baia Mare

31.05. - 14.06.2016

Rodica Tartan -
Simbol” - pictura
14.06. — 28.06.2016

,Semn, Imagine,

info art

GALERIILE UAP DIN ROMANIA

BISTRITA

Galeria ,Arcade 24"

Piata Centrala 24

Doina Mihailescu - ,Akroasis” - pic-
tura, grafica

Curator: Oliv Mircea

20.04. = 05.05.2016

AKROASIS
aKpoanic w

eseu vizual %w
DOINA MIHAILESCU

.

ARCADE 24

,O data ca niciodata”
Concurs international, editia a VlI-a
31.05. - 15.06.2016

Dan Crecan - ,Peisajul din care
lipsesc” - pictura

Curator: Oliv Mircea

28.06. - 15.07.2016

BRASOV

Galeria ,Europa”

Str. Muresenilor 1
www.bvart.ro

Bartha Biborka - grafica
03.05. - 18.05.2016

Adrian Timar - foto print, desen
19.05. - 31.05.2016

lon Oratie & Nicolae Daicu - arte
vizuale
01.06. - 15.06.2016

Aurelia Marginean Stoe - pictura
16.06. — 30.06.2016

BRAILA

Galeriile de Arta

Piata Traian 2

,Salonul National de Plastica Mica

din Braila” - editia a XVlIl-a

Curatori: Gheorghe Mosorescu, Maria
Stoica

10.03. = 13.04.2016

BUCURESTI
Galeria ,Orizont”

B-dul N. Balcescu 23 A
www.galeria-orizont.blogspot.com

Janza - Art Inter Cultural” - arte
vizuale

Expozitia Taberelor Fundatiei ,lanza
- Art Inter Cultural”

26.04. - 10.05.2016

JSalonul Sticlei”

Artisti: Irina Anghel, Mariana Apostol,
Mihai Bancila, Cristina Bolborea,
Gheorghe Butnariu, Lucian Butu-
cariu, Vladimir Serban Cioroiu,
Romeo Dragnea, Eugenia Barac
Enescu, Alexandru Ghildus, Mihai
Hlihor, Cristina Iliescu, Madalina lon,
Ovidiu lonescu, Dorel Manole,
Constantin Marincea, Marian Nacu,
Mihaela Obada, David Olteanu,
Madalina Papastere, Dan Popovici,
Radu Popovici, Carmen Puscariu,
Horia Puscariu, Doru Rotaru, loana
Stelea, lon Tamaian, Mihai Topescu,
Cornela Untilov

Curator: Lucian Butucariu

11.05. = 24.05.2016

I AT I  A0  t 108

STICLE!
2016== .

Ruxandra Sybil Mermeze Soncu-
teanu - picturg, arte textile
26.05. - 24.06.2016




,Ceramica / Sticla / Metal”

Licenta & Master UNArte
Coordonatori: ~ Ovidiu  lonescu,
Bogdan Hojbota, lon Bogdan Lefter,
Dan Popovici, loana Stelea, Liana
Svintiu

28.06. - 07.07.2016

Galeria ,Simeza”
B-dul Magheru nr. 20, sector 1
www.simeza.blogspot.com

,ARTA LA FEREASTRA - Galeria Simeza”
Proiectul, initiat de Anca Boeriu si
Corina Gabriela Duma, este con-
ceput ca o forma de protest si sen-
sibilizare a opiniei publice la
mdsura de evacuare si Tncetarea
activitatii in galeria Simeza, pe
motiv ca imobilul, in care se aflq,
este trecut Tn categoria ,cladiri cu
risc seismic gradul 1". Lucrdrile
artistilor se expun numai in vitrina
galeriei.

Curatoare: Anca Boeriu
si Corina Gabriela Duma

Zoltan Beéla - pictura, obiect
19.04. - 25.04.2016

lonut Theodor Barbu - pictura
26.04. - 02.05.2016

Sabin Dron - pictura
03.05. - 09.05.2016

Cristina Bolborea - ceramica
10.05. - 16.05.2016

Razvan lon - ,Geostrategic Love” -
fotografie
24.05. - 30.05.2016

Petru Dominic Virtosu — pictura
31.05. - 06.06.2016

Dan Perjovschi - ,Am imbulinat-0" -
desen
07.06. - 13.06.2016

Andrei Ciubotaru - pictura
21.06. - 27.06.2016

Vladimir Setran - pictura
28.06. - 04.07.2016

Galeria ,Caminul Artei”

Centrul Artelor Vizuale (CAV)

Str. Biserica Enei 16, parter, etaj
www.uapr-pictura—bucuresti.blogsp
ot.com

,5 din cinci / 6 din sase” - pictura,
grafica

Artisti: Pino Di Genaro, Renato
Galbusera, Maria Jeannelli, Antonio
Miamo, Claudio Zanini, lonut Barbu,

Florin  Mocanu, Costin Neamtu,
Lisandru Neamtu, lulian Dalin Toma
Curatori: Maria Jannelli, Lisandru
Neamtu

26.04. - 09.05.2016 (parter, etaj)

,Salonul Mic Bucuresti 2016" - pic-
tura, grafica, sculptura, arta decora-
tiva

Curator: lonut Barbu

11.05. - 24.05.2016 (parter, etaj)

,Grup 33" - pictura

Initiator si coordonator:
Mircea Muresan

Curator: Marius Barb (parter)
26.05. - 08.06.2016

Alexandru Papuc - ,e-migrant”
Curator: Alexandru Papuc
26.05. — 08.06.2016 (etaj)
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,Licente — Master - Facultatea de
Arte Decorative”

Coordonator: Lisandru Neamtu
10.06. — 24.06.2016 (etaj)

Centrul Artelor Vizuale
Multimedia

Str. Biserica Enei 16, parter
WWW.Uap.ro

Eva Skrovinova - ,Here you stare” ——
pictura, instalatii

Parteneriat Centrul Ceh si CAV
Multimedia Center
20.03. = 15.04.2016
Oana Paula Vainer - ,Sol Lucet
Omnibus”

Curatoare: Valentina lancu

19.04. - 06.05.2016

,POLISHED HONESTY”

13.05 - 03.06.2016

Adrian Newel Paun - ,98"
Curatoare: Simona Dumitriu
21.06. - 02.07.2016

Galeria ,Galateea” Contemporary
Art

Calea Victoriei 132
www.galeriagalateea.blogspot.com
www.galateeagallery.com

Mihai Ungureanu - ,Hello”
Curatoare: Adela Bonat Marculescu
16.05. - 14.06.2016

Diana Butucariu -
ceramica

Curatoare: Gherghina Costea
17.06. - 17.07.2016

TIPOGRAFIA - Spatiu de Arta

M P LU W

diana butug

Jemplum” -

T 8

Contemporana
Str. Baiculesti 29 (incinta C.F.P)
www.recombinat.ro

Catalin Geana - sculptura, pictura
01.03. - 31.03.2016

Ramon Sadic - Comunismul magic”
- pictura
01.04. - 25.04.2016

Albert Kaan & Mihai Popescu - ,The
new creative class #”

Proiectul este o platforma de
expunere si educatie

Curatoare: Flavia Lupu

25.05. - 28.06.2016

Bienala Internationala de Arta
Contemporana din Bucuresti / BB7
Editia a Vll-a - Evenimente paralele
26.05. - 29.06.2016

ARTHALE Spatiu de Arta
Contemporana
Str. Baiculesti nr. 29 (incinta CFP)

LAnything goes / Nucleu 0005”

Grupul Nucleu 0000: Vlad Anghel,
Gabriel Barbu, Lia Bira, Diana
Boghiu, Flaviu Cacoveanu, Roberta
Curca, doamnanadia, Marius Felciuc,
Anna Grozavu, Anastasia Manole,

Diana Miron, Marina Oprea, Rio Rio,
Dragos Serafim, Vlad Ster, Ana
Cristina Toma, Tristan, Vangjiush
Vellahu, taitzel ticalos

Proiect initiat de Gabriela Mateescu
03.05. - 30.05.2016

Galeria ,Atelier 35"

AnYy

THING
. GOES

str. Selari 13

,Knots” # Schizo Culture # Counter
Education # Anti Psychiatry
27.05. - 26.06.2016

Florin Poenaru - ,Utilitarian read-
ings # 3" Bertold Brecht's aesthetics
28.06.2016

Simion Cernica - ,Exchange Agent”
Rezidenta si expozitie

21.06. - 30.07.2016

BUZAU

Galeriile de Arta ,lon Andreescu”
B-dul Nicolae Balcescu, BL Crinul
Alb, parter / etaj
www.uapbuzau.ro

Ana-Maria Bogles -, Viziuni” - pictura
Curator: Valeriu Susnea
10.05. - 10.06.2016

Nichita lon Rusu - pictura
Curator: Valeriu Susnea
16.06. — 30.06.2016

CLUJ- NAPOCA
Galeria 45 Contemporary Art

Str. luliu Maniu 45
www.facebook.com/galerias5cluj

Horia Bernea - ,Sens”
Colectia dr. Sorin Costina
Curator: Alexandru Pasat
24.05. - 24.06.2016

SENS/BERNEA
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CONSTANTA

Art Gallery
Tomis Mall, etaj 1

,Desenul si hartia”

Filiala UAP Constanta |

Curatori: Eusebio Spinu, Constantin
Papadopol, Cosmin Grosu

12.05. - 16.05.2016

CRAIOVA
Galeria ,,ARTA”

B-dul Unirii 12
Www.uapcraiova.go.ro

Marcel Dutu - ,Discurs la ceruri” -
tehnica mixta
03.05. - 15.05.2016

Mihail Trifan - pictura si obiect
01.06. - 22.072016 / Muzeul de Arta
Craiova, Palatul ,Jean Mihail”

N

HUNEDOARA

Castelul Corvinilor / Sufrageria
Behlen

Cristian Sergiu lanza - ,Ceramica si
sculptura mica”
08.06. - 06.07.2016

IASI
Galeriile de Arta ,Tonitza”

Str. Lapusneanu 7-9
WWWw.uapriasi.ro

Bienala de fotografie si imagine
dinamica ,Camera Plus”
,Evenimente fara cauza (1)

Artisti: Andrei Nacu, Mihai Nistor,
Andrei Venghiac

Curatoare: Lavinia German
20.05.2016

Andreea Mara Mancas -
,Colortherapy” - pictura
01.06. - 10.06.2016

,Eminesciana”

Expozitie si concurs international —
Editia a VI-a

10.06. — 20.06.2016

Vasile Leondar — ,NUD-ul in arta” -
desen, sculptura

Lansarea sculpturii monumentale
,Never again” in 28 iunie

20.06. - 30.06.2016
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Galeriile de Arta ,Cupola”

Str. Cuza Voda 2
Www.uapriasi.ro
Daniela Caraman - ,Fluxul memo-
riei” — pictura

01.05. - 10.05.2016

Bienala de fotografie si imagine
dinamica ,Camera Plus”
JEvenimente fara cauza () -
fotografie

Artisti: Bianca Basan, Lucian Bran,
Nona Inescu, Alex Maxim, Andrei
Nacu, Mihai Sovaiala, Horatiu
Sovaiala, Andrei Venghiac
Curatoare: Lavinia German
20.05.2016

Gabriel Gheorghiu & Smau Lucian -
pictura, sculptura
20.06. — 30.06.2016

,Calatorie initiatica dincolo de

limite” - pictura
04.07 - 10.07.2016

Galeria de Arta ,Theodor Pallady”

Str. Lapusneanu 7-9
WwWw.uapriasi.ro

Bienala de fotografie si imagine
dinamica ,Camera Plus”

JArhive nomade”

Artisti: Dan Acostioaei, Tudor Bratu,
Alexandra Croitoru, Tatiana Fiodorova
Curator: Cristian Nae

20.05.2016

Ana Maria Ovadiuc - ,Trei pisici Si un
ghem patrat” — acuarela, lansare de
carte

10.06. - 20.06.2016

Codrut Serban-Hroby - fotografie
20.06. - 30.06.2016

Galeria de Arta mobila

Piata Unirii

,Simeza ieseand” - pictura, grafica,
sculptura

Curator: Felix Aftene

20.05. - 31.05.2016

ORADEA

Galeria Arte Vizuale

Calea Republicii 15
www.facebook.com/uap.oradea

,StagiART” - Salonul de Primavara a
Stagiarilor UAP, editia a Il-a

Curator: Radu Tirnovean

09.05. - 20.05.2016

PLOIESTI

Galeria de Arta

SUCEAVA

Galeria ,lon Irimescu”

Str. Piata Victoriei 4

Gabriela Dobre - pictura
19.05. - 01.06.2016

RAMNICU VALCEA

Galeria de Arta ,Artex”

Str. Calea lui Traian 114, Bloc L,
Centru, parter
www.uapvalcea.ro

Raffaella Maron - ,Cercurile” -
grafica, sculptura

Curatori: Luise Pierluigi, Gheorghe
Dican

13.05. - 26.05.2016

Laurentiu Dimisca - ,Poveste fara
sfarsit” - pictura

27.05. - 09.06.2016

SATU MARE

Galeria ,Centrul nou”

Piata 25 Octombrie

Maria Olteanu
acuarela
08.04. = 12.05.2016

,Deslusiri” -

LMicul print” - arte vizuale

Artisti ai Filialei UAP Satu Mare si
invitatii

Curatoare: Cristina Gloria Oprisa
14.05. - 05.06.2016

JInsemn solar” - arte vizuale
Artisti: Filiala UAP Satu Mare si invi-
tatii

Curatoare: Cristina Gloria Oprisa
07.06. — 09.07.2016 / Muzeul de Arta
Satu Mare

Alexandru Szabo - pictura, grafica
13.06. - 30.06.2016

Aurel Rosu - pictura, sculptura
01.07. = 29.07.2016

SIBIU

Galeria de Arta

Piata Mare nr. 12

Rudolf Kocsis - ,Vitis” — sculptura,
desen

27.05. - 15.06.2016

SLOBOZIA - IALOMITA

Galeria ,Arcadia” / Centrul
Cultural UNESCO ,lonel Perlea”

Str. Matei Basarab nr. 22

,Salonul de primavara” - picturg,
sculptura, grafica, ceramica, textile
Curator: Gheorghe Petre

12.04. = 14.05.2016

Marcela Smeianu - pictura
Curator: Gheorghe Petre
14.06. - 12.07.2016

Str. Ciprian Porumbescu 1

Calin  Baban ,Promenade la
Amsterdam” - pictura si grafica
Curator: Calin Baban

01.04. - 25.04.2016

Eugenia Boteanu & Victor Foca —
Jandem” - pictura

20.05. - 10.06.2016

TARGU JIU

Galeriile Municipale de Arta
Str. Traian 27, parter

Ilina Schileru - ,Gradina Icoanei” -
grafica
05.05. = 20.05.2016

,Culoare si lumina in arta plastica
gorjeand” - arte vizuale

Expozitie cu lucrarile taberei

de pictura, Thassos, 9 - 16 mai
Curatori: Vasile Fuiorea,

Florin Gheorghiu

20.05. - 29.05.2016

Jmpreund pentru Cumintenia
Pamantului”

Filiala UAP Targu Jiu pentru
atragerea de fonduri necesare sub-
scriptiei demarate de Guvernul
Romaniei, pentru achizitionarea
lucrarii Cumintenia Pamantului, de
Constantin Brancusi

Curatori: Vasile Fuiorea, Florin

Gheorghiu
30.05. - 08.06.2016

,Culoare si lumina in arta plastica
contemporana gorjeand”, Editia a Ill-a
Tabara Internationala de Arte
Vizuale, Documentare si Promovare
artistica Thassos

Artisti:  Florin  Gheorghiu, lliana
Gheorghiu, Valer Neag, Gheorghe
Plaveti, Vasile Fuiorea, Dan Adrian
Bandea, Tina Popa, lolanda Boban,
Florin Mocanu

Curatori: Florin Gheorghiu, Vasile
Fuiorea

21.05. — 29.05.2016

Cristina Ploscariu - ,Fara titlu” -
grafica
09.06. - 29.06.2016
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TARGU MURES

Galeria de Arta
Palatul Culturii, parter

JAriadnae”

Salon de arte textile
Curator: Dalma Nagy
08.04. - 30.04.2016

Rodica Vescan - ,La copaci” - pic-
tura
02.05. - 24.05.2016

Anghel Vultur - ,Locuri si lumi” —
pictura
25.05. - 25.06.2016

Anita Jeler & Rozalia Zsoka Menyei -
pictura

21.05. - 03.06.2016

TIMISOARA

Galeria de Arta ,Helios”
P-ta Victoriei 6 (parter)

,Realitate si iluzie” - editia a XXl-a -
arte vizuale

Zilele maghiare banatene

12.05. 25.05.2016

,Heptacromia IIl”
26.05. - 09.06.2016

Marian Victor Gingiu -
Pozitiva
09.06. — 22.06.2016

LVibratia

,Unseen - Celebrating DADA"
Curatoare: Maria Orosan-Telea

23.06. - 06.07.2016

Alma & Patric & Viorel Cosor -
Jocul”

07.07. - 20.07.2016

TULCEA

Galeriile de Arta
Strada Isaccei M1

,Salon de grafica si desen”
21.05. - 21.06.2016
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SPATII DE ARTA CONTEMPORANA DIN ROMANIA

BUCURESTI

Aiurart - Contemporary Art
Space

Str. Lirei nr. 21

aiurart.ro

Cosmin Haias - ,Unelte pentru
viitor”

Curatoare: Olivia Nitis
21.04. - 28.05.2016

Dumitru  Gorzo &  Gheorghe
Rasovszky - ,lzvorul 2"
01.07.2016

Anaid Art Gallery

Str. Slobozia nr. 34
anaidart.ro

Alexandru Radvan - ,Animal tropi-
cal” - instalatie interactiva
Curatoare: Diana Dochia

05.07.2016

Anca Poterasu Gallery

Str. Plantelor nr. 56
ancapoterasu.com

Olivia Mihaltianu - ,Winyan Kipanpi
Win, The Visit” - fotografie, film
Artist invitat: Stoyan Dechev
Curatoare: Anca Verona Mihulet
06.05. - 03.07.2016

AnnArt Gallery

Str. Paris nr. 39
annartgallery.ro

Florica Prevenda - ,Serenity” - pic-
tura / Serie realizatda in perioada
2009 - 2010

21.04. - 07.06.2016

Art Yourself - Contemporary
Art Gallery

Bd. Dacia nr 51, etaj 1
artyourselfgallery.ro

Daniela Fainis — ,Floarea vietii" -
ceramica
Emilia Persu -
pictura

26.04. - 15.05.2016

,Cut Yourself Art” -

Amalia Dulhan - ,Despre fericire” -
desen
Alina Constantin
sapte”
17.05. - 14.06.2016

- ,Doua zeci si

Atelier 030202

Str. Sfanta Vineri, nr. 11

(Sala Noua a Teatrului de Comedie)
atelier030202.blogspot.com

Mihai Ungureanu - ,Sapte”
Curatoare: Simona Vilau
30.03. - 25.04.2016

Simona Vilau - ,Humanesque” -
pictura

Coordonator: Mihai Zgondoiu
04.05. - 13.06.2016

Ana Daria Vlad - ,A constellation away”
Coordonatoare stiintifica: Daniela
Frumusanu

15.06. - 04.07.2016

Galeria DIALOG
Centrul Cultural ,Mihai Eminescu”,
Primaria sectorului 2

Mircea Paul Goreniuc - ,De la ciopli-
tura in radacini la sculptura monu-
mentala”

17.05. - 27.06.2016

Elite Art Gallery
Str. Academiei nr. 15

,Ad Bacum”

Artisti: Ilie Boca, Dragos Burlacu,
loan Burlacu, Cristina Ciobanu,
Marius Craita Mandra, Vasile Craita

Mandra, Dumitru Macovei, Georgian
Mazerschi, lon Mihalache, Dionis
Puscuta

Curatori: Mihai Sarbulescu,
Constantin Tinteanu

21.06. - 09.07.2016

Galeria Galateca

Str. CA. Rosetti nr. 2-4
galateca.ro

,Romanian Design Week 2016"
Coordonatoare: loana Sanda Avram,
Dorina Horatau

20.05. - 05.06.2016

Ivan Gallery

POMAMIAM

CLADS (S

Str. Dr. Dimitrie Grecescu nr. 13
ivangallery.com

Lia Perjovschi — ,Timeline cu mar-

tori” - fotografie, obiecte
19.05. - 02.07.2016

Galeria ,Mihai Nicodim”

Palatul Cantacuzino, Calea Victoriei
nr. 141, etaj |

galerianicodim.ro

Zhou Yilun - ,The Monkey On
Horseback” - pictura, obiecte
12.05. - 11.06.2016

,Omul negru” - arte vizuale

Artisti: Daniel Albrigo, Darja Bajagic,
Will Boone, Mike Bouchet, Breyer P-
Orridge, Gunter Brus, Brian Butler,
Church of Euthanasia, John Duncan,
Damien Echols, Brock Enright, Bob
Flanagan, John Wayne Gacy, Ed Gein,




Adrian Ghenie, Douglas Gordon, John
Houck, Jim Jones, Jamian Juliano-
illani, Ted Kaczynski, Daniel Keller,
Mike Kelley, Marco Lavagetto, Lazaros,
Tala Madani, Lionel Maunz, Asger Kali
Mason, Ravnkilde Moulton, Alban
Muja, Ciprian Muresan, Steven
Parrino, Hamid Piccardo, Ana Prvacki,
on Rafman, Sheree Rose, Sterling
Ruby, Benja Sachau, Max Hooper
Schneider, Richard Serra, Robert
Therrien, Banks Violette, Ecaterina
rana, Zhou Yilun

18.06. = 09.07.2016

Galeria Mobius
Str. Mendeleev nr 2

Andrei Gamart, - ,Mirror for the full
Moon" - pictura

Curator: Razvan lon

12.05. = 20.07.2016

Odeon Gallery

Proiect sprijinit de Dana Art Gallery
Calea Victoriei nr. 40-42
danaartgallery.ro

Larisa Melic - ,Oglindiri” - pictura
25.04. - 15.05.2016

Clara Manea - ,Fier Vechi” - pictura
£3.05. - 23.06.2016

Metropolis Art Centre - Dana Art
Gallery

Str. Grigore Alexandrescu nr. 89-97
danaartgallery.ro

Daniela Zbarcea - ,Exercitii de respi-
ratie” — pictura
3.04. - 23.05.2016

Milena Grigore - ,in afara lumii” - pictura
25.05. = 20.06.2016

Galeria Posibila

Str. Popa Petre nr. 6

posibila.ro
galeriaposibilapublications.blogspotro

Stefan Caltia - ,Despre arbori”
8.05. - 06.06.2016

Stefan Caltia - ,Locuri”

R7.04. - 01.07.2016

Senso

Bd. Unirii nr. 15
sensotv.ro

Nicolae Moldovan - ,Forma imacu-
lata” - ceramica
12.05. - 10.06.2016

,Poduri europene. Traditie si conti-
nuitate” - arte vizuale

Expozitie Internationala a Femeilor
Creatoare, Editia a XIV-a

10.06. - 28.06.2016 (Muzeul de Arta
Constanta)

Anca Boeriu -
grafica, pictura
16.06. - 08.07.2016

Anca Boeriu ATELIER DE VISE

uwpotifhe de pictusd ygrafick 16w OH Ll TS

JAtelier de vise” -

Suprainfinit Gallery

Fabrica Sinatex, Str. Popa Nan nr. 82,
etaj 2

suprainfinit.com

Virginia Lupu - instalatie
14.04. - 20.05.2016

tranzit.ro/bucuresti

StrGazelei nr. 44
ro.tranzit.org

Seckin Aydin - ,Istorii spulberate” -
desen, obiect, pictura

Parte din Actopolis. The Art of Action.
Lucrarile fac trimiteri la urbanism,
intreruperea comunicarii, memoriile
colective si strategiile de supra-
vietuire ale civililor in timpul si dupa
razboaie.

Curatorii programului ,Actopolis"
Bucuresti:  Stefan Ghenciulescu,
Raluca Voinea

09.05. - 27.05.2016

Armina Pilav - ,Sarajevo Album”
Naratiuni si experiente colective ale
orasului. Parte din Actopolis. The Art
of Action.

Curatorii programului ,Actopolis"
Bucuresti: Stefan Ghenciulescu si
Raluca Voinea

09.05.2016

,Bucuresti Sud: Construieste-ti pro-
priul oras!”

Actiune participativa in cadrul
proiectului Actopolis. The Art of
Action / Bucuresti-Sud. Construies-
te-ti propriul oras!. Este un exercitiu
civic si cultural, destinat si dedicat
cetatenilor.

23.05. - 28.05.2016

Victoria Art Center
Calea Victoriei nr. 12 C
(langa Biserica Zlatari)
artvictoria.ro

,Start Point Prize” — Artisti: Roxana
Tanase, Roland Twotimes, Sabina
Dragomir, Florina Dragus, Mihaela
Mihalache, Raluca Margescu, Paula
Onet, lonut Stefan

Competitia StartPoint Prize are ca
scop selectarea celor mai bune
proiecte ale absolventilor din aca-
demiile si universitatile de arta din
Europa, creand, in acelasi timp, o
platforma pentru viitoare colaborari
intre tinerii artisti.

28.06. - 26.07.2016

VICTOR 1/ #S\RT oe ——

Zorzini Gallery

Piata Natiunilor Unite, Str. Sfintii
Apostoli nr. 44, Corp A, etaj 3
zorzinigallery.com

Radu Solovastru - "Glycemic. The
beginning” - obiect
10.05. - 25.07.2016

loan Aurel Muresan - "Solo Show” -
pictura
30.06. - 15.06.2016

418 Contemporary Art Gallery
Intr. Armasului nr. 12, etaj 2
418gallery.com

Petrica Stefan - "On space” - pictura
31.03. - 01.05.2016
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Centrul Cultural al Municipiului
Bucuresti - Gabroveni ARCUB
Str. Lipscani nr. 84-90

Johan Bavman - "Swedish Dads”
Expozitie de fotografie despre tatii
constienti de egalitatea dintre sexe
12.05. = 29.05.2016

Centrul Cultural Palatele
Brancovenesti

Str. Valea Parcului nr. 1, Mogosoaia
palatelebrancovenesti.ro

n

Simona Runcan - ,Retrospectiva
Curatoare: Cristina Coocaru, Patricia
Badulescu
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16.04. - 08.05.2016 (Palat)

Andreea Albani - ,(Time # 0.4) The
Poem” - pictura

Noaptea Muzeelor

Curatoare: Raluca Baloiu

21.05.2016

,Fluide(s) 50 de desene «la patru
maini» franco-romane”/ Proiect al
asociatiei Scene et Danube, expozi-
tie si atelier

Curatori: Petra Petresco, Aurel Bulacu
04.06. - 30.06.2016 (Palat)

Muzeul National de Arta
Contemporana

Str. Izvor nr. 2-4,

Palatul Parlamentului, aripa E4
mnac.ro

Carmen Dobre- Hametner & Attila
Kim - ,A doua lege”

Parte din Punctul alb si cubul negru
Coordonatoare MNAC: Malina
lonescu

Curatoare: Diana Marincu, Anca
Verona Mihulet

20.04. - 26.06.2016 (Etaj 4)

,DADA.RO”

Artisti: Victor Brauner, B. Fundoianu,
Marcel lancu, Paul Paun, Tristan
Tzara, lon Vinea

26.06.2016 (prima parte)

Curator: Radu Stern

Coordonatoare MNAC: Irina Radu
20.04 - 0910.2016 (Etaj 2)

,Romania Powered by Nature”

O expozitie work in progress dedi-
cata naturii si initiativelor cu impact
asupra mediului, ecoturismului i
economiei bazata pe resurse natu-
ral dezvoltate de mediul public, pri-
vat si societatea civila.

27.05. - 27.06.2016 (Sala Dalles,
MNAC)

Jimi place / Nu-mi place... prin artd”
- pictura, instalatji textile

Asociatia Da'DeCe propune dez-
voltarea creativitatii si Tncurajarea
curiozitatii naturale a copilului Tn
raport cu obiecte semnificative
pentru cultura si civilizatie, prin
diverse activitati de improvizatie
artistica.

Participanti: copii de 9-12 ani, alaturi
de profesorii Aurora Kiraly, Daniela
Balaneanu, Irina Cangeopol, Cuzina
15.06. — 15.07.2016 ( Etaj 4)

Jifi Kovanda -, Antieroism si rezistentd”
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Curator: Calin Dan
Coordonatoare MNAC: Sandra
Demetrescu

30.06. - 2310.2016 (Parter)

JFortareata Singuratatii din padurea
sfanta a zgomotului etern”

Artisti: Larisa Sitar, Roman Stétina
Curatoare: Diana Marincu, Anca
Verona Mihulet,

Coordonatoare MNAC: Malina lonescu
07.07. - 28.08.2016 (Etaj 4)

=

Muzeul National al Taranului
Roman

Sos. Kiseleff nr. 3
muzeultaranuluiroman.ro

JFIG. 2"

Artisti: loan lacob, Mircea Roman,
Aurel Vlad, Florentina Voichi
Expozitia reprezinta un manifest al
artistilor adresat societatii roma-
nesti contemporane, marcate in
mod profund de tragedia petrecuta
n anul 2015, in clubul Colectiv
Curatoare: Monica Murariu

21.04. - 29.05.2016 (Sala Foaier)

Felicia Simion - ,Fotografii”
27.06. - 04.07.2016 (Sala Acvariu)

Eva Cerbu (Siegler) - ,Carusel” -
desen, gravura, tehnica mixta, pictura
02.06. — 17.072016 (Sala ,Tancred
Banateanu”)

JIndonezia”
28.07. - 03.08.2016 (Sala Acvariu)

Rodica Marinescu - ,Acoperisuri” -
fotografie
13.07. - 14.08.2016 (Sala Foaier)

UNAgaleria

Universitatea Nationala de Arte din
Bucuresti

Str. G-ral Budisteanu nr. 10

LJArt Safari”

Standul UNArte prezinta proiectii si
printuri legate de istoricul univer-
sitatii, filme realizate de studentji
Departamentului Foto-Video, pre-
cum si un numar amplu de publi-
catii aparute la Editura UNArte
05.05. - 15.05.2016

,Ziua Portilor Deschise”

Proiecte de ceramica, moda, biju-
terie, sculptura, pictura, grafica, xilo-
gravura, ateliere de olarit si gravura
pe sticla, activitati creative si colaj
muzical LIVE

18.06.2016

CLUJ NAPOCA

Muzeul de Arta Cluj Napoca
Piata Unirii nr. 30
macluj.ro

Liviu Vlad - ,Lumina si locuri, desen,
culoare”

30.03. - 17.04.2016
Constantin Flondor - ,Veranda cu
flori de zapada” - pictura

31.03. = 24.04.2016

,Que viva Picasso. Grafica si ilus-
tratie de carte”

Concept curatorial: Thomas
Emmerling, Dan Breaz

30.03. - 01.05.2016

Vlad Olariu - ,Glory Holes” - sculptura
14.04. - 15.05.2016

loana Olahut - ,Frica, durere,
foame” - pictura
27.04. - 15.05.2016

Valentin Codoiu - pictura
12.05. - 29.05.2016

JInfluente ale modernismului in
arta contemporana din Austria”
Ecouri ale avangardei istorice in
opera a trei artisti contemporani
Artisti: Bernhard Buhmann, Claudia
Larcher, Tina Lechner

11.05. = 29.05.2016

,Ce mai face Penelopa?” - tapiserie,
sculptura, sticla

Bienala de tapiserie, sculptura si
artele focului, Editia a IV-a

19.05. - 05.06.2016

Dan Beudean - ,God Luck and Good
Speed” - grafica
25.05. - 05.06.2016

Elena Basso Stanescu - ,Gradini de
lumina” - arte textile
19.05. - 12.06.2016

,Master Key” - arta bazata pe
tehnologie in cultura vizuala
Curatori: Offenbacher Ferenc, Orosz
Marton

Comisara de expozitie: Alexandra
Sarbu

31.05. - 19.06.2016

,Maraton RECALL"

Evolutia artistica a celor 13 artisti
detinatori ai marilor premii (2011-
2015), absolventi si masteranzi ai
Universitatii de Arta si Design din
Cluj Napoca

02.06. - 19.06.2016

Alexandru Antik JViziuni in
intuneric” - perfomance, instalatie
Curator: Sebestyén Gyorgy Székely
Initiator: Z Angles Gallery

Comisara de expozitie: Alexandra Sarbu
21.05. - 26.06.2016

S00 Zold Margit - grafica
Curatoare: Helga Unipan
08.06. - 03.07.2016

Mircea Roman & Sipos Sandor -
JArmuri interioare” - sculptura
Curator: Dan Breaz

15.06. - 10.07.2016

loana Antoniu - ,Miraj” - pictura
23.06. - 17.07.2016

Virgilius Moldovan - ,Cazul vocativ”
- sculptura

Curator: Kopacz Kund

Comisar de expozitie: Dan Breaz
06.07. - 31.07.2016

Galeria ,Casa Matei”
Str. Matei Corvin nr. 6

,Deltacraft, mestesug & design con-
temporan” - Colaborare cu ZAIN -
Design Expression
15.04. - 29.04.2016

,Expo Maraton 2016"

Artisti: Teodora Diana Bogdan,
Andrei Ispas, Eszter Kilyen, Vladimir
lonut, Balan, Sabina Elena Dagomir,
Mihai Gules, Radu Pandele, Anca-
Emilia Statica, Melinda Dobriban,
Barna Gabor, Mihai lonel, Alexandra
Filimon, Daria Langa, Andra Roman,
Vasile Catarau, Florentina Chirita
05.05. - 31.05.2016

Quadro
Str. Napoca nr. 2-4, etaj |, ap. 64
galeriaquadro.ro

,Salon pestrit 3"
Expozitie cu vanzare deschisa din
14.01.2016

Fabrica de Pensule - spatiu de
arta contemporana

Str. Henri Barbusse nr. 59-61
fabricadepensule.ro

Galeria Plan B (etaj Ill si parter)
plan-b.ro

Belu Simion Fainaru - ,Help Me
Lose My Mind" - prezentari vizuale
Coordonatoare: Diana Marincu
23.05. - 28.05.2016

Teodor Graur & Cristian Rusu - ,M”
Curatoare: Diana Marincu
10.06. - 31.07.2016

Lateral ArtSpace (etaj | si curte)
lateralartspace.com

Alexandra Cretu - "Home sweet home”
22.04. - 15.05.2016

,Fete cu idei (Baieti si picturi)”
Artiste: Liliana Basarab, loana
Gheorghiu, Aurora Kiraly, Delia Popa,
Raluca Popa

Curatori: Delia Popa, Giles Eldridge
10.06. - 30.06.2016

,Performance” - Artisti: loana
Gheorghiu, Anda Prunea, Mihai
Morar

10.06.2016




Spatiul Superliquidato (etaj I11)

George Cringasu - "Artefactual
Persistence”
19.03. - 15.05.2016

Andreea Ciobica - "No Actual
Continuum in This Referent”
10.06. - 16.07.2016

Spatiul Pilot

Radu Pandele & Rudy von Kronstadt
- ,?uropa”

Curator: Claudiu Lazar

30.06. — 30.07.2016

tranzit.ro/cluj
Str. Samuel Brassai nr. 5
ro.tranzitorg

10 pentru FILM la TIFF”
31.05. - 05.06.2016

Alexandra Popescu - ,Strada
o0 negociem; orasul, il redefinim”
Ferestrele si spatiul tranzitro/cluj
vor fi ocupate. Artista va folosi infra-
structura institutiei pentru a inter-
actiona si comunica cu publicul
trecator din perspective punk,
anarhiste, vegane si feministe
(15.07. - 11.09.2016)

GALATI
Muzeul de Arta Vizuala Galati

Str. Domneasca
mavgl.ro

LJArte. Reciclari. Terapii. Educatii”
Expozitie Internationala
11.05. - 21.05.2016

Florian Doru Crihana - ,Arta in culo-
rile noptjii” - pictura
07.05. - 23.05.2016

Stefan Buturca - pictura
10.06. - 05.07.2016

IASI
tranzit.ro/iasi

Bd. Primaverii nr. 2, etaj 7
ro.tranzitorg

Andrei Dinu — ,Prosper Center AW 2016"
Colectie de design vestimentar.
23.05. - 16.06.2016

Benny Brunner & Keno Verseck -
"Modelul Erpatak”

Film documentar: proiectie si dis-
cutie cu Keno Verseck, Florin Bobu
si Ovidiu Gherasim-Proca

11.06.2016

SIBIU

Galeria de Arta Contemporana
a Muzeului National Brukenthal

Anca Albani - ,Human body rituals”
- pictura

Curatoare: Laura Coltofean

15.06. - 22.07.2016

Alexandru Cinean - "Faust: Vanity

and Despair”

Curatori: Jan de Maere, Alexandru
Sonoc

06.05. - 03.07.2016

,Salonul Scolii de Fotografie Image
Art”, Editia a lll-a"
Curatori: Adrian Luca, Daniel Baltat
03.06. - 03.07.2016

SFANTU GHEORGHE
Magma - Contemporary Art Space

Piata Libertatii nr. 2
magmacm.ro

"4 Urban Tales”
16.04. — 28.05.2016

"Abstract Now"

Artisti: Heiko Zahlmann, Nelio, Fabio
Petani

11.06. — 30.07.2016

TIMISOARA

Jecza Gallery

Calea Martirilor nr. 51 / 45
jeczagallery.com
jeczagallery.blogspot.com

Sorin Scurtulescu - "Movement of
Light” - pictura
24.06. - 25.09.2016
Sophie Zénon "Ad  VITAM" -
fotografie

Dialog intre doua serii ale artistei:
,Mumiile Palermo (2008) si ,Omul
peisaj (Alexandre)” (2015)

15.04. - 15.06.2016

Calpe Gallery

Str. Hector nr. 1, Bastion Theresia,
corp D

calpegallery.ro

,Secvente romanesti din Arta
Contemporana” - ,Dictionarul de
arta moderna si contemporanad” de
Constantin Prut

Curatori: Alexandra Titu, Constantin Prut
17.05. - 30.06.2016

Galeria Calina
Str. Marasesti nr. 1-3
calina.ro

Decebal Scriba - "In side / Out
side Il - Separating Systems” —
fotografie, grafica, video

18.04. — 21.05.2016

Mimi Ciora - ,Zane”
25.05. - 01.07.2016
) o

Catalin Burcea - "I'm Feeling Better
Day by Day!”
04.07. - 12.08.2016

GALERII DE ARTA ROMANESTI

DIN STRAINATATE
MAI - IULIE 2016

BERLIN

Anaid Art Gallery

Joachimstrasse 7
www.anaidartgallery.com

Zsolt Berszan - "Dissecting the
Unknown”

Curatoare: Diana Dochia

29.04. - 30.06.2016

LZsolt Bearszan
BESETCTING THE UNENOWN

Aurel Vlad - "Silent Witness” -
sculptura
Curatoare: Diana Dochia

VIENA

Five Plus Art Gallery

ArgentinierstralBe 41
www.fiveplusgallery.eu

lulian Bisericaru - "Things will be
missed” - pictura

Colaborare cu Galeria Anca
Poterasu

01.06. - 30.06.2016

Felix Abrudan - "Silent eloc-
quence” - fotografie digitala
17.06. - 29.06.2016

NEW YORK

Ana Cristea Gallery

521 West 26th Street
www.anacristeagallery.com

Teodora Axente - "The Noise of
Silence” - pictura
08.05. = 02.07.2016

SLAG Gallery

56 Bogart Street, Ground Floor,
Brooklyn
www.slaggallery.com

Dan Gratz - "Cloud Minder” - pic-
tura
29.04. - 29.05.2016

"With Passion” - mixed media,
video, instalatie

Artisti: Naomi Safran-Hon, Erika
Baglyas, Alsha Wessler, Masha
Zusman, Jody Wood

03.06. - 17.07.2016

ZURICH

BARBARA SEILER Gallery

Anwandstrasse 67
www.barbaraseiler.ch

Marijn van Kreij & Nickel van
Duijvenboden - "Contingence for
Beginners”

02.04. - 07.05.2016

Melodie Mousset - "There it
Should be it is Going Inside, like
Here” - instalatie

13.05. - 18.06.2016
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APOSTOL, Corina L. (n. 1984)
este istoric de arta si cura-
toare. In prezent, este doc-
toranda in cadrul departa-
mentului de Istoria Artei al
Universitatii Rutgers si cura-
toare la Muzeul Zimmerli din
New Brunswick, NJ, SUA.
Traieste si activeaza in New
York.

APOSTOL, Corina L. (b.1984) is
an art historian and curator.
She is a PhD candidate in the
Department of Art History at
Rutgers University and works
as a curator at the Zimmerli
Museum in New Brunswick,
NJ, USA. She lives and works
in New York.

BANDALAC, Olimpiu este un
artist vizual care traieste si
lucreaza in Bucuresti.

BANDALAC, Olimpiu is a visu-
al artist who lives and works
in Bucharest.

BASALICI, Vlad (n. 1984) este
artist vizual. Tn 2012 a initiat,
impreuna cu Raluca Voinea,
proiectul ,Ultima Archiva".
Traieste si activeaza in
Bucuresti si Londra.

BASALICI, Vlad (b. 1984) is a
visual artist. He initiated the
project Last Archive, together
with Raluca Voinea, in 2012.
He lives and works in
Bucharest and London.

BOGDAN, Cristina este critic
de arta si curatoare. Este
redactoare online a Revistei
ARTA. Trdieste si activeaza in
Bucuresti.

BOGDAN, Cristina is an art
critic and curator. She is cur-
rently online editor of Revista
ARTA. She lives and works in
Bucharest.

BRASOVEANU, Madalina

(n. 1982) este istoric de arta
si curatoare independenta.
In prezent este doctoranda
la Istoria si Teoria Artei,
Universitatea Nationald de
Arte Bucuresti si activeaza ca
cercetator intr-o echipa afili-
ata Colegiului Noua Europa
din Bucuresti. Traieste Tn
Oradea.

BRASOVEANU, Madalina

(b. 1982) is an independent
art historian and curator. She
is currently PhD student at
the Faculty of Art History and
Theory, National University of
Arts in Bucharest, and she
works as researcher within a
team affiliated to New Europe
College in Bucharest. She
lives in Oradea.

CARNECI, Magda este
scriitoare si critic de arta.
Actualmente este redactor-
sef al Revistei ARTA si
presedinta a PEN Club
Romania. Traieste si
activeaza la Bucuresti si
Paris.
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colaboratori

CARNECI, Magda is a writer
and an art critic. At present,
she works as editor-in-chief
for Revista ARTA and is presi-
dent of PEN Club Romania.
She lives and works in
Bucharest and Paris.

CHITIMUS, Andra (n. 1988)
este artista si curatoare. In
prezent, scrie pentru revis-
tele ARTA si "The Attic”, are
un podcast saptamanal la
Pigalle Paris Radio si
activeaza ca D). Traieste intre
Amsterdam, Paris si
Bucuresti.

CHITIMUS, Andra (b. 1988) is
an artist and curator. She
writes for ARTA and “The
Attic" magazine, has a weekly
music podcast on Pigalle
Paris Radio and DJs. Currently
lives and works on various
projects in Amsterdam, Paris
and Bucharest.

CRANTA, Crina (n.1986) este
ceramista si profesoara non-
formala. Este membra co-
fondatoare a proiectului
,Gradina din Gura Siriului",
artista in cadrul Kabinet si a
infiintat platforma de edu-
catie prin arta Arte Liebere.
Traieste si activeaza in
Bucuresti.

CRANTA, Crina (b. 1986) is a
ceramist and informal
teacher. She is co-founder of
the Gradina din Gura Siriului
Project, artist at Kabinet and
founded the learning trough
art platform “Arte Liebere”.
She lives and works in
Bucharest.

CRETU, Catalin (n. 1971) este
compozitor i artist multime-
dia. In prezent, este cerceta-
tor stiintific la Centrul de
Muzica electroacustica si
Multimedia al Universitatii
Nationale de Muzica
Bucuresti. Traieste si
activeaza in Bucuresti.

CRETU, catalin (b. 1971) is a
composer and multimedia
artist. Currently, he works as
researcher at the Electro-
Acoustic Music and
Multimedia Centre of the
National University of Music
Bucharest. He lives and works
in Bucharest.

CSEH-VARGA, Katalin

(n. 1986) este critic si istoric
de arta. In prezent, lucreaza
ca asistenta cercetdtoare la
Facultatea de Studii Est si
Sud-Est Europene din cadrul
Universitatii Ludwig-
Maximilian, Miinchen, si ca
lector la Departamentul de
Teatru, Film si Media al
Universitatii din Viena.
Traieste si activeaza la
Miinchen, Berlin si Viena.

CSEH-VARGA, Katalin (b. 1986)
is an art critic and historian.
She is currently working as a
research assistant at the

contributors

Graduate School of East and
Southeast European Studies
at the Ludwig-Maximilians-
University in Munich and as a
lecturer at the Department of
Theatre, Film and Media
Studies at the University of
Vienna. She lives and works
in Munich, Berlin and Vienna.

DUMA, Corina Gabriela este
designer grafic. Semneaza
conceptul grafic al Revistei
ARTA (serie noud) a Uniunii
Artistilor Plastici din
Romania. In prezent

este Lector asociat Dr. la
Universitatea Nationala de
Arte din Bucuresti. Traieste
si activeaza in Bucuresti.

DUMA, Corina Gabriela is a
graphic designer. She signs
the graphic concept of
Revista ARTA (new series),
published by the Romanian
Artists Union. Currently she
works as Associate Lecturer
at the National University of
Arts Bucharest. She lives and
works in Bucharest.

GHEORGHE, Catalin este
teoretician, curator si editor.
Preda cursuri de Estetica
artelor vizuale, Studii vizuale
aplicative si Teorii si practici
ale cercetarii artistice la
Universitatea de Arte
,George Enescu” din lasi,
este editor al seriei de publi-
catii ,Vector - cercetare criti-
ca in context” si curator al
platformei educationale de
cercetare critica si productie
artistica Vector - studio de
practici si dezbateri artistice.
Traieste si activeaza n lasi.

GHEORGHE, Catalin is a theo-
retician, curator and editor.
He teaches Aesthetics,
Applicative Visual Studies and
Theories and Practices of
Artistic Research at the
University of Arts “George
Enescu” in lasi, is the editor
of "Vector - critical research
in context” publication series
and the curator of Vector -
studio for art practices and
debates. He lives and works
in lasi.

GHERGHESCU, Mica este
critic si istoric de arta. In
prezent, este cercetatoare si
responsabild cu dezvoltarea
cercetarii stiintifice la
Bibliothéque Kandinsky,
Centre Pompidou, Paris.
Traieste si activeaza intre
Bucuresti si Paris.

GHERGHESCU, Mica is an art
critic and historian. Currently,
she is a researcher and head
of scientific research devel-
opment at Bibliotheque
Kandinsky, Centre Pompidou,
Paris. She lives and works
between Bucharest and Paris.

GHIU, Daria este doctor in
istoria artei, critic de arta si
jurnalista. In prezent, este
jurnalista la Radio Romania

Cultural si redactoare la
Editura Casa Radio. Traieste
si activeaza in Bucuresti.

GHIU, Daria is a PhD, art critic
and journalist. Currently she
works as journalist at Radio
Romania Cultural and editor
at Casa Radio Publishing
House. She lives and works
in Bucharest.

GIBESCU, Roxana este
cercetdtoare si curatoare. In
prezent, este doctoranda la
Centrul de Excelenta in
Studiul Imaginii
(Universitatea Bucuresti).
Traieste si activeaza in
Bucuresti.

GIBESCU, Roxana is a
researcher and curator.
Currently, she is a PhD candi-
date at the Centre for
Excellence in the Study of
Image (University of
Bucharest). She lives and
works in Bucharest.

GRUN, Daniel (n. 1977) este
istoric de arta, scriitor si
curator. In prezent lucreaza
n cadrul Academiei de Arte
si Design din Bratislava.
Traieste si activeaza la
Bratislava.

GRUN, Daniel (b. 1977) is an
art historian, writer and cura-
tor. He works at the Academy
of Fine Arts and Design in
Bratislava. He lives and works
in Bratislava.

GRZINIC, Marina (n. 1958)
este profesoara universitard,
doctor, artista si scriitoare.
Este cercetatoare in cadrul
Institutului de Filozofie al
Centrului de Cercetare al
Academiei Slovene de Stiinte
si Arte si profesoara a
Academiei de Arte Frumoase
din Viena. Traieste si
activeaza in Ljubljana si
Viena.

GRZINIC, Marina (b. 1958) is
univ. prof. dr, philosopher,
artist and writer. She is
researcher at the Institute of
Philosophy at the Scientific
and Research Center of the
Slovenian Academy of
Science and Arts, Ljubljana,
and professor at the
Academy of Fine Arts Vienna.
She lives and works in
Ljubljana and Vienna.

GULEA, Dan (n. 1977) este
critic siistoric literar. in
prezent, este profesor de
limba si literatura romana si
comentator pe platforma
online voxpublica.reali-
tatea.net. Traieste si
activeaza in Ploiesti.

GULEA, Dan (b. 1977) is a liter-
ary critic and historian. He
works as Romanian Language
and Literature teacher and
editorialist for voxpublica.
realitatea.net. He lives and
works in Ploiesti.

HARSANYI, Anna este cura-
toare, educatoare si manager
cultural. In prezent, este
educatoare in cadrul
Muzeului Municipal din New
York si Coordonatoare
Programe pentru New York
Arts Practicum. Traieste si
activeaza in New York.

HARSANYI, Anna is a curator,
educator and arts manager.
She works as educator at the
Museum of the City of New
York and she is the Program
Coordinator for the New York
Arts Practicum. She lives and
works in New York City.

KEMP-WELCH, Klara (n. 1977)
este lector in disciplina mo-
dernismul secolului XX la
Courtauld Institute of Art din
Londra. Ea lucreaza in dome-
niul retelelor artei si
artistilor experimentali din
Europa de Est si America
Latina. Traieste si activeaza
la Londra.

KEMP-WELCH, Klara (b. 1977)
is Lecturer in 20th Century
Modernism at the Courtauld
Institute of Art in London. She
works on experimental art
and artists’ networks in
Eastern Europe and Latin
America. She lives and works
in London.

LAZAREVA, Ekaterina

(n. 1978) este istoric al artei,
artist si curator. Ea lucreaza
ca cercetator principal la
Institutul de Stat pentru
Studiul Artelor si este lector
la Universitatea Umanistica
de Stat din Rusia. Traieste si
activeaza in Moscova.

LAZAREVA, Ekaterina (b. 1978)
is an art historian, artist and
curator. She works as senior
researcher at the State
Institute of Art Studies and
lectures at the Russian State
University for Humanities.
She lives and works in
Moscow.

LELIK, Timea Andrea

(n. 1986) este istoric de arta
si scriitoare. In prezent este
consultant artistic pentru
Paul van Esch & Partners din
Amsterdam, Olanda. Traieste
si activeaza Tn Amsterdam.

LELIK, Timea Andrea (b. 1986)
is an art historian and writer.
She works as an art consul-
tant for Paul van Esch &
Partners Art Advisory in
Amsterdam, The Netherlands.
Lives and works in
Amsterdam.

LUCACI, Petru (n. 1956) este
artist vizual si profesor uni-
versitar. In prezent este conf.
univ. dr. la Universitatea
Nationald de Arte din Bucu-
resti, presedinte al Uniunii
Artistilor Plastici din Roma-
nia, director al Revistei ARTA
si director artistic pentru
Victoria Art Center din




Bucuresti. Traieste si
activeaza in Bucuresti.

LUCACI, Petru (b. 1956) is a
visual artist and professor.
Currently he works as
Associate Professor at the
National University of Arts
Bucharest, President of the
National Union of Visual
Artists, Director of ARTA
Journal and Art Director at
Victoria Art Center for
Contemporary Cultural
Production, Bucharest. He
lives and works in Bucharest.

MARINCU, Diana (n. 1986)
este curatoare si critic de
arta. In prezent, este doctor-
anda la Universitatea
Nationala de Arte din
Bucuresti. Traieste si
activeaza in Cluj-Napoca.

MARINCU, Diana (b. 1986) is a
curator and art critic. She is
currently a PhD candidate at
the University of Arts in
Bucharest. She lives and
works in Cluj-Napoca.

MARINESCU, loana (n. 1988)

este doctoranda si curatoare.

In prezent, este curatoare
pentru H'art Gallery din
Bucuresti. Traieste si
activeaza in Bucuresti.

MARINESCU, loana (b. 1988) is
a doctoral student and cura-
tor. Currently, she works as
curator for Hart Gallery in
Bucharest. She lives and
works in Bucharest.

MOCANU, Igor (n. 1984) este
critic de arta si curator. In
prezent este editor la Revista
ARTA si coordonator de cerce-
tare la Centrul National al
Dansului - Bucuresti. Traies-
te si activeaza Tn Bucuresti.

MOCANU, Igor (b. 1984) is an
art critic and curator. He
works as editor for Revista
ARTA and Head of Research
for Bucharest National
Contemporary Dance Center.
Lives and works in Bucharest.

MORGANOVA, Pavlina

(n. 1974) este istoric de arta
si curatoare. In prezent, este
directoarea Centrului de
Cercetare si vice-rector pen-
tru programe de studiu in
cadrul Academiei de Arte din
Praga. Trdieste si activeaza
la Praga.

MORGANOVA, Pavlina
(b.1974) is an art historian
and curator. She works as
director of the Research
Center and vice-rector for
study affairs at the Academy
of Fine Arts in Prague. She
lives and works in Prague.

MOURAUD, Tania (n. 1942)
este artista vizuala. Traieste
si activeaza in Paris.

MOURAUD, Tania (b. 1942) is a
visual artist. She lives and
works in Paris.

NADER, Luiza (n. 1976) este
istoric de arta. In prezent,
este lector universitar la
Universitatea din Varsovia,
Institutul de Istoria Artei.
Traieste si activeaza in
Varsovia.

NADER, Luiza (b. 1976) is an
art historian. Currently she
works as assistant professor
at the University of Warsaw,
Institute of Art History. She
lives and works in Warsaw.

NAE, Cristian este teoreti-
cian si critic de arta. In
prezent, este conferentiar
universitar la Facultatea de
Arte Vizuale si Design din
lasi, curator al Centrului de
Fotografie Contemporana din
lasi si cercetator asociat la
Colegiul Noua Europa din
Bucuresti. Traieste si
activeaza in lasi.

NAE, Cristian is an art critic
and theorist. He works as
associate professor at the
Faculty of Visual Arts and
Design in lasi, as associate
researcher at the New Europe
College, Bucharest and as
curator of the Center for
Contemporary Photography
lasi. He lives and works in lasi.

NITIS, Olivia (n. 1979) este
curatoare independenta. In
prezent este cercetatoare la
Institutul de Istoria Artei ,,G.
Oprescu” al Academiei
Romane si vicepresedinta
Asociatiel Experimental
Project. Traieste si activeaza
in Bucuresti.

NITIS, Olivia (b. 1979) is an
independent curator. She
currently works as researcher
at the Institute of Art History
“G. Oprescu” of the Romanian
Academy and vice-president
of Experimental Project
Association. She lives and
works in Bucharest.

OROSAN-TELEA, Maria

(n. 1983) este asistenta in
cadrul catedrei de Istoria si
Teoria Artei a Facultatii de
Arte si Design din Timisoara.
Traieste si activeaza in
Timisoara.

OROSAN-TELEA, Maria
(n.1983) is Assistant Lecturer
of art history at the Faculty of
Arts and Design from
Timisoara. Lives and works in
Timisoara.

PARIZEK, Denise (n. 1963)
este curator si critic de arta.
In prezent este membra a
spatiului artist-run
Schleifmiihlgasse 12-14 din
Viena. Traieste si activeaza Tn
spatiul european.

PARIZEK, Denise (b. 1963) is a
free lancer art curator, art cri-

ticand member of artist run space

Schleifmuhlgasse 12-14. Lives
and works in Europe.

PADURARU, Neculai (n. 1946)
este artist vizual si profesor
universitar. In prezent, este
profesor universitar al
Universitatii Nationale de
Arta din Bucuresti. Traieste si
activeaza in Bucuresti.

PADURARU, Neculai (b. 1946)
is a visual artist and profes-
sor. Currently, he is a profes-
sor for the National Univer-
sity of Arts in Bucharest. He
lives and works in Bucharest.

PINTILIE, Ileana este critic
de arta, curatoare si profesor
universitar la Facultatea de
Arte, Universitatea de Vest
din Timisoara. Traieste si
activeaza in Timisoara.

PINTILIE, Ileana is an art critic
and curator, professor at the
Arts Faculty, West University
in Timisoara, Romania. She
lives and works in Timisoara.

POPESCU RUSSU, Cristina
este artista vizuala,
ceramistd si curatoare. In
prezent este vicepresedinta
Uniunii Artistilor Plastici din
Romania. Traieste si
activeaza n Bucuresti.

POPESCU RUSSU, Cristina is a
ceramist, visual artist and a
curator. At present, she is
vice-president of the Visual
Artists Union of Romania. She
lives and works in Bucharest.

PREDA SANC, Marilena
(n.1955) este artista vizuala
si profesoara. In prezent,
coordoneaza doctorate in
Arte Vizuale in cadrul
Universitatii Nationale de
Arta din Bucuresti. Traieste si
activeaza in Bucuresti.

PREDA SANC, Marilena
(b.1955) is an artist and pro-
fessor. Currently, she is PhD
in Visual Arts coordinator at
the National University of Arts
in Bucharest. She lives and
works in Bucharest.

PUSCASIU, Voica (n. 1988)
este absolventa de Istoria
Artei si in prezent doctor-
anda in domeniul Filosofiei
la Universitatea ,Babes-
Bolyai” din Cluj-Napoca.
Traieste si activeaza in Cluj-
Napoca.

PUSCASIU, Voica (b. 1988) is
an Art History graduate and
currently a PhD researcher in
Philosophy at the ,Babes-
Bolyai” University of Cluj-
Napoca. She lives and works
in Cluj-Napoca.

RADU, Magda (n. 1978) este
curatoare si istoric de arta.
In prezent, este co-curatoare
a programului "Salonul de

proiecte". Traieste si
activeaza in Bucuresti.

RADU, Magda (b. 1978) is an
art historian and curator.
Currently she is co-curator of
the Salonul de proiecte pro-
gram. She lives and works in
Bucharest.

SCHILERU, Ilina (n. 1986)
este artista vizuala si cura-
toare. In prezent, este cura-
toare principala si organiza-
toare a EBienale - Bucuresti.
Traieste si activeaza in
Bucuresti.

SCHILERU, Ilina (b. 1986) is a
visual artist and curator. She
works as main curator and
organizer for EBienale —
Bucharest. She lives and
works in Bucharest.

SEKEL), Sanja (n. 1987) este
cercetatoare si curatoare.

In prezent este asistent stiin-
tific la Institutul de Istoria
Artei si curatoare la Galeria
Miroslav Kraljevi¢ din Zagreb.
Traieste si activeaza la
Zagreb.

SEKELJ, Sanja (b. 1987) is a
researcher and curator. She
works as a scientific assistant
in the Institute for Art History
in Zagreb and is a member of
the curatorial team of Gallery
Miroslav Kraljevic in Zagreb.
She lives and works in
Zagreb.

STROECKEN, Elodie (n. 1985)
este istoric de arta si cura-
toare. In prezent, lucreaza la
Centre de Création
Contemporaine ,Olivier
Debré” din Tours, unde
pregateste redeschiderea
institutiei, programata pen-
tru primavara 2017. Traieste
si activeaza in Tours.

STROECKEN, Elodie (b. 1985)
is an art historian and cura-
tor. Currently she works on
the re-opening (scheduled
for spring 2017) of the ,Olivier
Debré” Centre for
Contemporary Creation, in
Tours. She lives and works in
Tours.

SUVAKOVIC, Misko (n. 1954)
este profesor de estetica si
teoria artei. In prezent, este
decan si profesor la
Facultatea de Media si
Comunicare. Traieste si
activeaza la Belgrad.

SUVAKOVIC, Misko (b. 1954) is
professor of aesthetics and
theory of art. He works as
dean and professor of Faculty
of Media and Communication.
He lives and works in
Belgrade.

TERCIU, Robert (n. 1991) este
critic de arta si curator. In
prezent, este unul din orga-
nizatorii Cluj Art Weekend si
masterand la Facultatea de

Litere a Universitatji ,Babes-

Bolyai” din Cluj-Napoca.
Traieste si activeaza in Cluj-
Napoca.

TERCIU, Robert (b. 1991) is an
art critic and curator.
Currently, he organizes Cluj
Art Weekend and is doing a
Master in Letters at the
University “Babes-Balyai”
from Cluj-Napoca. He lives
and works in Cluj-Napoca.

TITU, Alexandra (n. 1948)
este curatoare, teoretician,
critic de arta, cercetatoare n
arta contemporana $i scri-
itoare. In prezent activeaza
ca profesoara in cadrul scolii
doctorale a Facultatii de Arte
si Design a Universitatii de
Vest Timisoara. Traieste si
activeaza in Bucuresti si
Timisoara.

TITU, Alexandra (b. 1948) is a
curator, art critic and theo-
retician, researcher on con-
temporary arts and writer.
Currently she is a professor
at the Doctoral School within
the Art and Design Faculty of
the West University in
Timisoara. She lives and
works in Bucharest and
Timisoara.

TUPITSYN, Victor (n. 1945)
este critic, filozof si teoreti-
cian al culturii. Dr. Tupitsyn
este Profesor Emerit al
Universitatii Pace din
Westchester, New York.

S-a mutat Tn SUA in 1975,
locuieste insa si in Franta
si ltalia.

TUPITSYN, Victor (b. 1945) is a
critic, philosopher, and cul-
tural theorist. Dr. Tupitsyn is
Emeritus Professor of Pace
University in Westchester,
New York. Based in the US
since 1975, he also lives in
France and ltaly.

VARZARI, Mihaela este cura-
toare si critic de arta. In
prezenta, ocupa pozitia de
cercetatoare in Istoria si
Filozofia Artei la University of
Kent, Marea Britanie. Traieste
si activeaza in Londra.

VARZARI, Mihaela is an art
critic and curator. Currently,
she is a researcher in History
and Philosophy of Art at the
University of Kent, UK. She
lives and works in London.

VOINEA, Raluca (n. 1978)
este curatoare si critic de
artd. In prezent este co-
director al Asociatiei
Tranzit.ro si redactoare la
revista ,IDEA arta + soci-
etate”. Traieste si activeaza
n Bucuresti.

VOINEA, Raluca (b. 1978) is a
curator and art critic. She is
co-director of Tranzitro
Association and co-editor for
“IDEA arts + society” journal.
She lives and works in
Bucharest.
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