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DE CE ASTA, DE CE ACUM, DE CE ASA?

WHY THIS, WHY NOW, WHY THIS WAY?

Oistorie a artei vizuale romanesti pe bazd de proiecte
- ne-am gandit ca acesta ar fi un unghi interesant din
care sa urmdrim evolutia domeniului in ultimii 30 de ani.
Oare cum s-ar vedea din aceastd perspectiva - privite
ca proiecte care au schimbat complet peisajul ultimelor
trei decenii -, institutiile, organizatiile, platformele,
evenimentele?

Pentru public, arta plasticd din Romania apare nu
atat sub forma unei cronologii de artisti si de curente,
ci mai degrabd ca o paletd de expozitii, proiecte si
evenimente. De aici si necesitatea unei harti, a unui
ghid care sd ne ajute sa intelegem nevoile si intentiile
care au generat aceste initiative. Sa aflam mecanismele
din spatele evenimentelor si proiectelor de arta. Modul
in care produsul vizual ajunge la public poate fi la fel de
important ca produsul in sine.

Alaturi de Olivia Nitis, curator si critic de artd, am
incercat sd identificdm o parte dintre cele mai relevante
organizatii si proiecte care au influentat, intr-un fel sau

altul, ultimii 30 de ani. Evident ca si proiectul nostru,
asemenea celor despre care vorbim aici, ar trebui sa fie
intr-o continua evolutie si actualizare, pentru ca perioada
avutd in vedere este indelungatd, iar domeniul analizat a
fost marcat, la fel ca societatea romaneasca in ansamblu,
de schimbadri radicale. Aceasta este chiar a doua miza a
proiectului, posibilitatea de a-| dezvolta ulterior.

A history of Romanian visual arts based on projects
- we thought this would be an interesting angle to look
at the evolution of this field over the last 30 years. What
would they look like, seen from this perspective - as
projects that completely changed the landscape of the
past three decades - the institutions, the organizations,
the platforms, the events?

For today's public of artistic events, the visual arts
scene means not so much a chronology of artists and
trends, as rather a menu of exhibitions, projects and
events. That is why we thought a sort of map, or guide

would come in handy in order to better understand
what needs and intentions lie behind these initiatives,
what mechanisms prompt such art projects and events,
what challenges they face. How the artistic product
reaches the public is as important as the project itself.
Together with Olivia Nitis, curator and art critic,
we set out to identify some of the most relevant
organizations and projects that, in one way or another,
influenced the past 30 years. Obviously our project,
just like the projects we discuss here, is bound to
evolve and be updated constantly, because the period
under scrutiny is quite long and the field we survey was
marked, like Romanian society, by radical changes. This
is the other major stake of the project: the possibility to
develop it further.
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Demersul nostru nu a fost in primul rand unul
estetic, de analiza si valorizare, ci unul istoric, de
reconstituire. De aceea am incercat ca in privinta

informatiilor despre institutii/organizatii/spatii sa
aplicdm o matrice cat mai neutra si echidistantad. Le-
am solicitat chiar celor implicati informatiile necesare
siam intervenit asupra lor strict in privinta aspectelor
formale. Le multumim tuturor pentru implicare.
Inevitabil, utilizand doar materiale primite de |a cei
care au acceptat sd fie inclusi in volum, selectia care se
regdseste efectivin aceste pagini nu are pretentia de a fi
complet relevanta.

Este evident c3, pentru fiecare sectiune, era totusi
nevoie de o punere in context cat mai detaliatd, iar
pentru asta am solicitat colaborarea unor specialisti.
Ne-am bucurat de raspunsurile prompte, entuziaste,
la obiect. Si de aceastd datd am oferit libertatea totald,
sugerand doar tema generald astfel incat, per ansamblu,
sd putem acoperi cat mai mult din arealul vizat. Ceea ce
nu se regaseste in selectia de materiale de prezentare
este completat de opiniile si analizele din articole.

In ciuda crizei generate de pandemie, care ne-a
afectat aproape de la inceput, am continuat sa credem
cd ideea poaate fi dusa la bun-sfarsit chiar daca lipsa
de mobilitate si restrictiile au pus sub semnul intrebarii
restul proiectului STATE OF THE ARTS, din care acest
volum reprezintd doar o parte. Perspectivele nesigure in
ce priveste organizarea de evenimente cu public ne-au
facut sa ne concentrdm si mai mult asupra volumului,
imbogdtindu-| cu si mai multe puncte de vedere,
inclusiv cu un supliment la care nimeni nu s-ar fi gandit
in urma cu jumatate de an, care reuneste exemple,
retete, solutii prin care proiectele de toate felurile au fost
continuate, adaptate si finalizate in ciuda crizei.

Stim cd proiectul nostru nu reprezintd decat o
imagine, incompleta si perfectibild, intr-un fel un

Our approach was not primarily aesthetic, meant to
pass judgements, but historical, meant to put things
in perspective. This is why we tried to use a neutral and
equidistant matrix with respect to the institutions/
organizations/spaces. We requested the information
directly from those involved and only edited in order
to standardize the formal aspects. We thank everyone
for their collaboration. Inevitably, as we only used
materials provided by those who accepted to be
featured in this book, the selection actually found in
these pages cannot claim to be fully relevant.

Obviously, the material collected in each of the
larger chapters needed a broader context and for that
we turned to specialists in the field. We were very
happy to receive prompt answers, enthusiastic and
to the point. Here, too, we gave full freedom to the
authors of the texts and only suggested the broad
topic, so that the sum of the article should cover the
subject as thoroughly as possible. What is lacking from
the presentations is made up for by the opinions and
anlyses submitted by our contributors.

Despite the general confusion caused by the
pandemic, which affected us almost from the onset,
we continued to believe in this project even when the
restrictions and lack of mobility made it uncertain
whether we would be alle to carry through the larger
STATE OF THE ARTS project of which this book is only
one component. The uncertainties regarding the
possibility to organize face-to-face events made us
focus more on this volume and it was enriched with
further opinions and a supplement that no one would
have thought necessary half a year ago, a collecton of
exemples, recipes and solutions to continue, adapt and
complete projects in spite or in defiance of the crisis.
We know this project is just an incomplete and
perfectible image, in a way a freeze-frame of the

stop-cadru al momentului 2020, pentru cd, peste un
an - chiar si fara neprevazutul adus in viata noastra
de pandemie - lucrurile vor ardta deja putin altfel. Dar
analizata la un loc cu istoria de 30 de ani din spate, ne
ajutd sa intelegem mai bine ce vedem acum si chiar sd
anticipam ce vom vedea in cativa ani. E important s3
existe sin continuare acces si la informatia care vine
dintr-o altd epocd, in care online, digital, cloud, retea
sociald, comunicare instantanee etc. erau doar termeni
de fictiune. Acea culturd pe suport de hartie, consistenta
siindispensabild, trebuie recuperata si facuta accesibild
celor care prefera sd o , rdsfoiasca” (si) altfel.
Suntem convinsi cd cei care vor citi volumul inteleg
cd arta a fnsotit in fiecare moment omul si cd expunerea
la un obiect artistic - fie la modul individual, intr-un
spatiu de expunere; fie in grup, in cadrul unui eveniment
social precum Noaptea Muzeelor; fie online, in fata unui
dispozitiv - ar trebui sa provoace si azi aceleasi reactii ca
in urma cu 30 de ani. Acelea fara de care, desigur, viata
noastra ar fi lipsita de ceva esential.

octombrie 2020

2020 moment because a year from now - even without
the unforseen that the pandemic has brought to our
lives - things will already look a little different. But
analyzed together with the 30 year history behind it, this
image helps us understand what we see now and even
anticipate, to some extent, what we will be seeingin a
few years' time. It is important to have continued access
(also) to information that comes from a different age,
when online, cloud, digital, social network and instant
communication were SF notions. That whole culture on
paper, rich and indispensable, must be recovered and
made accessible to those who prefer to “leaf through it”
in a different manner.

We have no doubt that those who will read this
book understand that art was with us all the time and
exposure to an artwork - either individually, in an
exhibition space; or in large groups, during events like
Museum Night; or online, in front of some device -
should elicit today the same emotions it did 30 years
ago. Those emotion without which, of course, our life
would be devoid of somethng essential.

October 2020
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ARTIST AM FOST, ARTIST SUNT INCA

ONCE AN ARTIST, ALWAYS AN ARTIST

fn Romania comunist3 a existat un istoric
(traumatizant pentru unii, plin de avantaje
pentru altii) al relatiei dintre artist si institutiile
statului. Artistul trebuia ,,doar” sa se , incadreze”
n valorile propdvaduite de partid si beneficia
astfel de ,avantajele epocii de aur” (comenzi,
achizitii, expuneri, plecdri in strainatate).

Era o dependenta in care uniiincepusera sa

se simtd comod si pe care altii au refuzat-o, in
ciuda consecintelor. Dupa 1989 aceasta s-a
metamorfozat, intr-un ritm organic - poate
prea lent vazut din afara -, in normalitate. Au
aparut institutii noi ale statului care au devenit
cu timpul tot mai transparente in privinta
banului public, au fost create si institutii private,
adaptate economiei de piata.

De acum artistul poate alege de bund voie

cu cine sd lucreze ori, cum se intampla adesea,
poate ramane, in continuare, un singuratic.
Diferenta este cd, de aceastd datd, optiunea i
apartine (cel mai adesea) in totalitate.

Communist Romania had a history
(traumatizing for some, abounding in perks
for others) of the relation between artists
and state institutions. The artist had "only”
to "fit" the values preached by the Party in
order to enjoy the “benefits of the golden
age” (commissions, sales, exhibitions, trips
abroad). It was a sort of dependency that
some found really cosy, while others turned
town, despite the consequences. After
1989, this dependency metamorphosed
organically — maybe a bit too slowly, seen
from without - into normality. New state
institutions appeared and in time became
more transparent as to the spending of
public money and private institutions were
created, adapted to the market economy. The
artist can now choose who to work with or,
as it often happens, can choose to remain a
loner. The diference is that, today, the option
belongs (often) fully to the artist.
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foro: Vlad Rotaru

Poet3 si critic/curator/istoric de artd, membra a celebrei
generatii literare ‘80, Magda Carneci a fost si unul dintre
teoreticienii postmodernismului in spatiul romanesc si
est-european. Dupad Revolutia din 1989, la care a partici-
pat activ, s-a implicat in viata politica, civica si culturald. A
fost membra a Frontului Salvarii Nationale din 1990. A
fost directoarea Institutului de Istoria Artei din Bucuresti
intre 1990-1992. A publicat numeroase volume de poe-
zie, eseu, traduceri si un roman. A organizat numeroase
expozitii de artd, individuale si colective. A fost directoa-
rea ICR Paris intre 2006-2010. A fost presedinta GDS si
presedinta PEN Romania pana la finele lui 2019. Este
redactor-sef al revistei ARTA. Este membra a Parlamentu-
lui Cultural European (ECP), iarin 2019 a primit Legiunea
de Onoare din partea Statului Francez.

MAGDA
CARNECI

Poet and art critic/curator/historian, member of the ac-
claimed 80s literary generation, Magda Carneci was also
one of the theoreticians of postmodernism in the Romanian
and East-European space. After the 1989 Revolution, in
which she participated actively, she became involved in the
political, civic and cultural life of post-communist Romania.
She was a member of the 1990 National Salvation Front.
Between 1990-1992 she was the director of the Art History
Institute in Bucharest. She published poetry, essays, transla-
tions and a novel. She organized numerous solo and group
art shows. She was the director of the Romanian Cultural
Institute in Paris between 2006-2010. She was the presi-
dent of the Group for Social Dialogue and of PEN Romania
until the end of 2019. She is the editor-in-chief of ARTA
magazine. She is also a member of the European Cultural
Parliament. In 2019 she was awarded the French Legion of
Honour.

ARTA ROMANEASCA DUPA 30 DE ANI

Dintr-un anume punct de vedere, calat pe actualitate, s-ar
pdrea cd un abis separa in Romania, de o manierd simultan
dramaticd si spectaculard, perioada comunista de dinainte
de 1990 de cea, indelung tranzitionald, care a urmat Re-
volutiei din decembrie 1989 si pan& in prezent. In artele
plastice de pild3, s-ar putea presupune o adevdratd solutie
de continuitate intre glaciatiunea unui modernism cumin-
te si controlat de cenzura din ultima decadd comunista a
anilor '80, pe de o parte, si, pe de alta parte, bulversarea
morald, psihica si estetica adusa Tn anii '90 de brusca dis-
paritie a constrangerilor si ordinii totalitare, acompaniata
de deschiderea tarii catre restul convulsiv al lumii.

Aruncata la finele dictaturii ceausiste intr-un inevita-
bil haos social-politic-economic, lumea artistica roma-
neascd a mai trebuit sa suporte, in plus, siirumperea unei
noi ere estetice, din contactul cu cultura audio-vizuala
de masad si cu mediul artistic international, aflat el insusi
intr-o turbulentd transformare. In fapt, de-a lungul anilor
'90, schimbarile de directie aduse de procedeele artistice
postmoderne, deja la lucru din anii '70-'80, apoi presiu-
nea globalizdrii economice de tip neo-liberal si ideologia
multiculturalismului, evidente din anii '90 dar mai ales in
anii 2000, au remodelat puternic, uneori dramatic, scena
artisticd si piata artisticd mondiale.

Doud momente simptomatice par sa incadreze sufi-
cient de clar in Romania aceastd perioada artistica de 30
de ani. In 1988, celebra ,Bienals a Tinerilor Artisti” de la

Baia-Mare radiografia o noua generatie de plasticieni, nu-
mitd ,,optzecistd” dar si postmodernd, alcatuita din pictori,
sculptori, graficieni, designeri, artisti decoratori si critici
de art3. In 2010, un impozant album de art# intitulat 100
to Watch scaneazd cea mai noud generatie, declarat cos-
mopolitd, alcatuita de practicieni romani ai vizualului din
domeniile graphic designului, publicitatii, filmului, tele-
viziunii, benzii desenate etc. Intre aceste doud repere se
poate constata magnitudinea schimbarii de paradigma vi-
zuala si lungimea drumului parcurs, fie el plin de ocolisuri,
compromisuri si deturndri, intre cele doua ,ere artistice”
mentionate mai sus.

Dupa mediocritatea generald impusd de ideologia
comunistd (dar evitatd cu abilitate de multi plasticieni),
apoi in ciuda rezistentei la inovatie promovatd tenace de
curentele culturale postcomuniste, odatd cu a doua juma-
tate a anilor '90 incepe sd apard in mediul artistic roma-
nesc o opozitie mai consistentd la cadrul politic si cultural
dominant, de ,tranzitie”. E momentul in care se deschide
in Romania Centrul Soros pentru Artd Contemporana si se
dezvolta progresiv o constiinta a urgentei schimbarii, a ne-
voii de a dezvolta atitudini critice fata de procesele sociale
in curs. E momentul in care artistii incep sa afirme cu mai
mult curaj si dezinvolturd adevéruri inconfortabile impo-
triva cliseelor politice si achizitiilor culturale fosilizate, de-
pdsite de viteza in accelerare a schimbarilor dinjur, eviden-
te pe toate planurile.
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In evolutia cdmpului artistic local al acestor ultimi 30
de ani, se pot degaja doud linii principale de analizd, pe
care nu vom face aici decdt sa le atingem succint: cea din
jurul noilor tehnologii, pe de o parte, si cea legatd de insti-
tutii si de reconversia lumii artistice, pe de altd parte. Cele
doua linii sunt evident legate, direct sau indirect, de situa-
tia socio-culturaldinterna si externd, si angajeaza atitudini
publice mai mult sau mai putin clar asumate.

Tn anii ‘90 si mai ales la fnceputul anilor 2000, se gene-
ralizeaza noi tehnici artistice - arta video, arta digital3, arta
multimedia -, ca sd nu mentionam fotografia, instalatia si
performance-ul, a caror dezvoltare in Romania, desi ince-
putd incd din anii ‘70 si manifestatd timid (din cauza cen-
zurii) in anii ‘80, se contureazd pregnant abia dupd 1989.
Pe langad acestea, noi posibilitati de interventie artisticd in
spatii din ce in ce mai neconventionale isi fac de aseme-
nea aparitia, modificdnd radical modalitatile de expunere
a obiectului artistic si strategiile expozitionale. Multiple
manifestari vizuale, inovatoare si provocatoare, irump in
Bucuresti, dar si in marile orase romanesti. Apar noi ati-
tudini fata de social si de politic, dezinhibate si agresive,
si noi relatii cu publicul si cu spatiul public. Mai atente la
contextul imediat si mai reactive la chestiunile civice si po-
litice locale, aceste noi relatii estetice se impun pe scena
artistica in cadrul unei noi culturi urbane in expansiune,
care prinde progresiv constiinta de sine.

Dintr-o perspectiva esteticd generald, directia cea mai
vizibild si mai novatoare a acestei perioade este cea care
lasa in urmd ideea operei de artd ca entitate auto-suficien-
ta si auto-centratd, ancoratd in conceptele clasice de per-
fectiune, armonie si frumos, sau cel putin in notiunile mo-
derniste de absolut estetic si de obiect-fetis. Acest trend
nou, radical diferit de productia artistica anterioara, este
din ce in ce mai orientat catre procesualitatea deschisa a
conceptiei si producerii obiectului de artd, cdtre gestul ar-
tistic asumand fragmentarul, provizoriul, hazardul sau ac-
tiunea punctuald si efemerd, intr-un spatiu dat si intr-un

timp strict circumscris, preferand interactiunea activa cu
publicul si cu ambientul imediat unei existente de durata.
Aceastd orientare estetica noud, care tine seama de con-
textul social, politic si cultural al actului artistic, manifesta
o puternicd dimensiune relationald, comunicationald si
sociologizantd, absentd (desi nu intru totul) din paradigma
artistica anterioara.

Marile expozitii ale acestei perioade au ilustrat diferi-
tele directii explorate cu predilectie pe scena romaneasca
post-decembrista: utilizarea noilor tehnologii si angaja-
mentul artistului in actualitatea sociopolitica ardenta”;
punerea in lumind a dimensiunii feministe a anumitor
demersuri artistice™; aparitia unei noi priviri curatoriale
si muzeale asupra artei contemporane™; reconstituirea
unui pol al identitdtii traditionale, incarnate in curentul
neo-bizantin de dinainte de 1989, devenit neo-ortodox in
anii ‘90™"; recuperarea memoriei culturale a domeniului
vizual autohton™". Pe de altd parte, pentru o viziune de
ansamblu asupra perioadei, asa cum o traseaza provizoriu
sidestul de sumbru expozitia Transitionland din anul 2000
asupra primului deceniu postcomunist™**, astdzi inca as-
teptdm asemenea expozitii de sintezd promise siamanate.

De-a lungul celor 30 de ani in chestiune, jalonati de
cateva evenimente majore, intre care razboiul din fosta
Iugoslavie, integrarea Romaniei in NATO si apoi in Uni-
unea Europeand, structura institutionald a domeniului
artelor vizuale a cunoscut si ea cateva rupturi si reasezari

* Ex Oriente Lux (1993), 01010101 (1994), Media Culpa (1995), Civitas Solis
(1997), organizate de Centrul Soros pentru Arta Contemporana.

**Eu, En, Ich (1993), In Full Dress (2000), Arheologie feminina (2000) etc.

**x Art Unlimited srl (1994), Inter(n) (1995), Complexul muzeal (1996) etc.

***%%  Filocalia (1991), Byzance aprés Byzance (1993), expozitiile Fundatiei
Anastasia de la Galeria Catacomba din Bucuresti, expozitiile Noul Ierusalim ale
fundatiei Sfanta Virginia (organizate anual din 1992 pina la inceputul anilor 2000),
Versiuni ale transfigurarii (1998) etc.

**kxx  Creatie si sincronism european. Miscare artisticd a anilor '60-'70 din
Timisoara (1991), Bucuresti, anii '20-'40: intre avangardd si modernism (1993),
Grupul Prolog 1986-1996 (1996), EXPERIMENT. Interferente si prospectiuni in arta
romaneascd dupd 1960 (1996).

*xxkxx% - Muzeul National de Artd al Romaniei, curator Ruxandra Balaci.

spectaculoase. Raportul intre statal si privat s-a schimbat
destul de profund, noi actori institutionali au intrat in are-
na publicd. Rolul Ministerului Culturii®, ca si cel al Unijunii
Artistilor Plastici (UAP), s-a diminuat in mod accentuat in
agitata economie culturald locald, ca peste totin Europa de
Est, in timp ce noi institutii, majoritatea private, au preluat
stafeta intr-o anumita proportie. Dupa anii ‘90, marcati de
influenta majord a Centrului Soros pentru Artd Contempo-
rand in ce priveste introducerea noilor tehnologii artisti-
ce, alte centre si fundatii private au inceput sa propund o
ofertd artistica alternativd din ce in ce mai diversificata si
mai concurentiald™. Pe de alta parte, chiar la polul insti-
tutional, se deschide la Bucuresti, in anul 2004, un Muzeu
National de Arta Contemporana (MNAC) care provoacd -
prin optiunile estetice destul de exclusiviste si de radica-
le, orientate cdtre avangarda internationald - o polarizare
destul de virulentd a mediului artistic local intre generatii
si demersuri estetice contrastante. In 2003, crearea Insti-
tutului Cultural Roman a avut drept tel sd propund o imagi-
ne mai dinamica a culturii romane in straindtate: strategia
sa va da de aceea prioritate productiei vizuale novatoare,
aliniate la standardele internationale. Centrele culturale
strdine si fundatiile internationale implantate in Romania
in acesti ani au jucat si ele un rol in intensificarea schim-
burilor artistice romanesti cu exteriorul si implementarea
unor practici cosmopolite in arta locala.

Chiar si din punctul de vedere al schimbarilor instituti-
onale, putem spune deci ca arta marcanta a acestor ultime
doua decenii a fost cea produsd in cea mai mare parte in
afara sistemului mostenit de la vechiul regim comunist.
Arta non-oficiald, non-institutionald de dinainte de 1989 -
considerata in epocd drept ,rezistentd” sau , disidenta” - a
devenit cu mult mai vizibild in ultimele doua decenii, re-

* Minister numit si al cultelor pind in 2009, devenit apoi, printr-o schimbare de
nume semnificativd, si al patrimoniului cultural.

** Fundatiile Balkon, Sindan si Tranzit la Cluj, Intermedia la Arad, Periferic laIasi,
Arteast la Targu-Mures, Meta, FAV, Artexpo si Anastasia la Bucuresti etc. pentru anii
90; la care se adauga in anii 2000 fundatiile Ratiu Romania, Voiculescu, Patriciu etc.

ducind la un rang secund, uneori minor, discursurile artis-
tice acceptate si oficializate ale perioadei precedente. Intr-
un anume fel, in cadrul noilor forme de organizare artistica
mentionate mai sus, tocmai aceasta arta ,,underground”
sau ,alternativa” de dinainte de 1989 a devenit - prin vi-
zibilitate si publicitate, prin promovare institutionald con-
stantd - chiar discursul dominant, chiar ,arta oficiald” a
ultimei decade, intocmai ca in Occident.

In ce priveste presa de art3, in timpul acestor ultime
decenii si-au facut aparitia mai multe reviste de arta ori-
entate multidisciplinar si cosmopolit, care si-au propus sa
stabileascd o panorama cat de cat coerentd a unei situatii
creative emergente si confuze, dificil de sistematizat si de
analizat. Dar majoritatea au disparut dupa un timp destul
de scurt dintr-un peisaj al presei inflationar si concurenti-
al, dominat din ce in ce mai tare de gustul tabloid impus de
importul de titluri internationale™.

Dupa o prima si timida aparitie in anii ‘90 a unei serii
de galerii de artd sustinute de diverse institutii si fundatii
nationale si strdine™, abia in anii 2000, in a doua jumata-
te a acestora, un nou val de galerii private, tinute de tineri
profesionisti si orientate mai degraba cdtre arta alternativa
si de avangarda isi fac aparitia si continud sa functioneze
si fn prezent™**. Intarita de fenomenul recent al spatiilor
conduse de artisti (artist-run galleries) si mai ales de apa-
ritia licitatiilor de artd contemporana, o viziune concuren-
tiald si comerciald asupra artei actuale incepe sd prinda
consistentd. Aceasta, in absenta unui mediu suficient de
dens de cunoscatori si de colectionari de arta de ultima ac-
tualitate.

*** \lezi publicatiile Arta, Artelier, Balkon (devenita IDEA), Intermedia, Art Photo,

Version, Omagiu etc.

**%*  Eforie, GAD, SPACE, Galeria Noua, Galeria Galeria, Catacomba, Meta la
Bucuresti sau Tranzit si Sindan la Cluj, Bastion la Timisoara etc.

**x%x Plan B si Fabrica de pensule la Cluj; Vector laIasi; H'Art, Anaid Art, Galeria
posibild, CIV (Centrul de introspectie vizuald), Andreiana Mihail, Ivan, 030202, Atelier
35, Paradis Garaj, Pavilion Unicredit, UNA Galeria, Veroniki, etc. la Bucuresti.
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De-a lungul acestui parcurs nu tocmai linear si usor de
sistematizat, au existat si momente de mare tensiune, de
scandal mediatic, provocate de cdteva expozitii care, prin
subiectele lor, au atins zone Tnainte imposibil de abordat,
precum tabuurile sexuale sau estetice, interdictiile politi-
ce sau icoanele nationale etc. Acestea au fortat o dilatare
a problematicii artistice si a acceptabilitatii estetice a me-
diului cultural romanesc, atrdgind si o vizibilitate sporitd,
nu intotdeauna pozitiv, a productiei vizuale locale”.

In anii ‘90, au apérut si cateva festivaluri internationale
de arta organizate n diverse localitati din tara, intr-un efort
destul de reusit de descentralizare culturala si de sincroni-
zare culturald regionald, care a relevat noua forta creativa
si institutionald a unor centre precum Cluj, Timisoara sau
lasi™.

In anii 2000, a avut loc un numér de experimente cu-
ratoriale de anvergurd internationald, precum Bienala
Tinerilor Artisti de la Bucuresti, Bienala Periferic la Iasi,
Bucharest Biennale sau Bienala internationald de gravura
experimentald (inceputd la Timisoara si continuatd la Bu-
curesti). Ca sa nu mentionam mai recentele ,Nopti albe”
ale muzeelor si ale galeriilor de arta, care, dupa modelul
francez originar, au cunoscut un real succes n ultimii ani,
ceea ce denota dorinta mediului artistic local de a se alinia
la practici si comportamente culturale internationale.

In prezent, o seamd de plasticieni romani circul des-
tul de mult prin galeriile si muzeele din lumea intreagd, iar
cativa dintre ei cunosc un cert succes international, pre-
cum Mircea Cantor, Dan Perjovschi, Ion Grigorescu, Adrian
Ghenie, Geta Bratescu, Victor Man, Irina Botea, Célin Dan,

* Sexul lui Mozart (1991), Stiff Life (2004, cu Dumitru Gorzo si Suzana Dan);
F.A.Q. about Steve the Great ( 2004); European Influenza (2005, in care Daniel Knorr
|dsa gol pavilionul romanesc de la Bienala de la Venetia); Freedom for Lazy People
(2008, o primd expozitie de street art /artd urband care a provocat scandal la Institutul
Cultural Roman din New York); The Last Temptation (2008, la Bochum, in care o pianzd
de Alexandru Radvan, ,Omagiu lui Iuda XXXI", prezenta un barbat spanzurat si in
erectie ); Euromaniac (2008, in care Benedek Levente reprezenta harta Romaniei sub
forma unui sex feminin), etc.

** \lezi festivalurile AnnArt la Sfantu-Gheorghe, Zona Europa de Est la Timisoara,
Periferic la Iasi, Tranzit la Cluj, Art-East la Targu-Mures, Meta la Bucuresti, s.a.

Daniel Knorr si altii. Noua generatie de plasticieni din in-
teriorul tarii se aratd din ce in ce mai decontractatd fatd de
trecutul national si din ce in ce mai bine conectatd la pulsul
actualitatii vizuale transnationale. Tinerii galeristi romani
frecventeaza din ce in ce mai curajos marile targuri inter-
nationale de artd, unde productia romaneasca incepe in
sfarsit sd se vanda. Abundd si siteurile care promoveaza din
ce n ce mai inteligent si mai agresiv o varietate de obiecte
vizuale aflate din ce in ce mai pe fazd cu ce se cere pe piata
internationala de arta.

Un abis pare deci sd separe arta vizuald de dinainte si
de dupd 1989 in Romania. Cu toate acestea, dintr-un alt
punct de vedere, mai putin optimist, se poate pune intre-
barea dacd suficiente elemente novatoare au reusit cu ade-
varat sa patrundain ,fibra” mediului romanesc si sa trans-
forme in profunzime mentalitatile culturale locale. Nu e
intotdeauna facil sa decelezi zonele de discontinuitate ale
unui comportament artistic local, tensionat, as zice perpe-
tuu, intre perechi de poli ideologici opusi, intre cosmopo-
litism si provincialism, intre novatorism si traditionalism,
intre integrarea europeana si conservarea unei specificitati
nationale ireductibile.

Peste tot, in toate domeniile societatii romanesti, pare
cd starea de spirit care domind nu e cea de a reforma cu ade-
varat sistemul , post-totalitar-neo-liberal” aparut progresiv
in acesti ultimi ani, ci mai degraba de a ,manageria” un
amestec inextricabil de elemente noi si vechi si de a prezer-
va un sistem de privilegii, fie ele vechi sau recente. Arta strict
contemporand a ramasin continuare un mister pentru poli-
ticieni, birocrati si mass-media, dar si pentru marele public
divizat la randul sdu in sub-publicuri fragmentate si dezin-
teresate din ce Tn ce mai mult de ,,cultura inalta”. Statutul
economic si social al plasticienilor continua sa se degradeze
ineluctabil si multi dintre ei se reconvertesc spre profesiuni
mai bdnoase sau preferd sa emigreze. Pe de alta parte, e
adevdrat cd domeniul vizualului s-a l3rgit foarte mult, pand
la ainclude o mare cantitate de publicitate si kitsch. Dar

invatdmantul artistic din Romania rdaméaneincd insuficient
adaptat la exigentele unei economii de piata din ce in ce
mai impregnate de vizualitate imediatd si vandabila.

De-a lungul acestor ultimi 30 de ani, in afara artistilor
Lalternativi”, finalmente destul de putini, mediul artistic
romanesc nu si-a dat prea mult osteneala de a se analiza
in profunzime: mostenirea sa totalitard, incd nestearsa cu
totul, si viitorul sdu capitalist nesigur si nu cu totul dorit
raman teme insuficient explorate - iar numarul de expo-
zitii, de carti si articole dedicate acestor subiecte rdmane
in continuare teribil de limitat. Nicio ofertd expozitionald
locald suficient de importantd nu a fost acceptatd de mari-
le muzee occidentale: la fel ca in alte domenii, se importa
mult, dar se exportd mult mai putin. Romania rdmane o
scend artisticd secundard.

Inainte vreme, cum observa un artist ca Dan Perjovschi,
trebuia sd te lupti pentru arta video, pentru instalatie si pe-

subREAL, News from Dracula, 1995

formance. In prezent, trebuie inc s& te lupti pentru ca o
artd ,criticd” sau ,sociologicd” sd poatd propune un spatiu
de rezistentd lucidd si activa fatad de o realitate socio-poli-
tica din ce In ce mai nesigura si mai nelinistitoare. Idealul
sau exigenta unei arte ancorate in problematica cea mai
acutd a societdtii rdmane incd un tel de atins...

Daca ,realismul socialist” al epocii comuniste a fost
inlocuit in acesti ultimi ani cu un realism capitalist, chiar
un ,neo-realism socialist-capitalist”, asa cum e profesat de
pildd de ,scoala dela Cluj”, o scoald bine prizata actualmen-
te in Occident si in SUA, nu e sigur cd paradigma culturald
autohtona s-a schimbat cu adevdrat si in profunzime. Daca
~modernismul academic” de dinainte de 1989 este inlo-
cuit in prezent de un ,neo-modernism” de tip ,life-style”,
consumist si neo-pop, imitind toate modele occidentale si
libertin din toate punctele de vedere, nu e sigur ca dimen-
siunea critica, chiar angajatd, a actului artistic a fost cu
adevarat integratd in comporta-
mentul artistilor romani.

Acestea fiind zise, sunt
plasticienii romani foarte di-
feriti de colegii lor occidentali,
mad intreb? Sau, mai degrab3,
ei Impartdsesc un spatiu-timp
civilizational din ce in ce mai
omogen si mai dominat de
economia global3, in care dife-
rentele istorice, politice si cul-
turale, percepute in prezent ca
exotisme demne de a fi puse
in valoare si de a fi cultivate de
dragul diferentei, vor dispdrea
cu timpul de tot?

Istoria ne-o va spune, dar
pentru asta va trebui sa mai as-
teptdmincd 30 de ani...
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ROMANIAN ART AFTER 30 YEARS

From a certain point of view, adjusted to the here and
the now, it would look like, in Romania, there is an abyss
separating - at once dramatically and spectacularly - the
communist period before 1990 and the long transition pe-
riod from the 1989 Revolution to this day. In fine arts, for
instance, one could assume a true continuity between the
ice age of the docile, censorship-controlled modernism of
the communist 1980s, on the one hand, and, on the other,
the moral, mental and aesthetic confusion brought about
in the 1990s by the sudden lifting of the totalitarian order
and constraints accompanied by an opening of the country
towards the turbulent rest of the world.

Thrown into social, political and economic chaos at the
end of Ceausescu's dictatorship, the Romanian art scene
had to further face the offensive of a new aesthetic era
resulting from the contact with mass-media culture and
the international artistic environment, itself undergoing a
turbulent transformation. In fact, throughout the 90s, the
changes of direction brought about by postmodern artis-
tic devices, already operating since the 70s and 80s, then
the pressure of neo-liberal economic globalization and the
ideology of multiculturalism, obvious since the 90s but
particularly in the 2000s, remodelled heavily, sometimes
dramatically, the international art scene and art market.

Two indicative moments seem to offer a clear enough
description of this 30-year artistic period in Romania. In
1988, the famous “Young Artists Biennale” in Baia-Mare

x-rayed a new generation of artists, called “the 80s gen-
eration” as well as postmodern, made up of painters,
sculptors, graphic artists, designers, decorative artists and
art critics. In 2010, an impressive album entitled 100 to
Watch surveys the newest, declaredly cosmopolitan gen-
eration, made up of Romanian practitioners of visual arts
from the fields of graphic design, publicity, film, TV, com-
ics etc. Between these two milestones one can gauge the
magnitude of the change in visual paradigm and the long
road - though winding, full of compromise and detours -
travelled between the two “artistic eras” mentioned above.

After the general mediocrity imposed by communist
ideology (but aptly avoided by many artists) and despite
the resistance to innovation relentlessly promoted by post-
communist cultural trends, the second half of the 1990s
saw the emergence within the Romanian artistic environ-
ment of a solid opposition to the dominant, “transitional”,
political and cultural framework. It is when the Soros Cen-
tre for Contemporary Arts opens in Romania and an aware-
ness of the urgency of change develops gradually, a need to
build a critical attitude towards ongoing social processes.
It is when artists begin to courageously and outspokenly
state uncomfortable truths against political clichés and
fosilized cultural acquisitions, now left behind by the wind
of change visible everywhere.

Two main levels of analysis can be identified when it
comes to the evolution of the local artistic field of the last

three decades and we will do nothing more below than
touch upon them: the one revolving around the new tech-
nologies and the one to do with institutions and the recon-
version of the artistic world. The two layers are obviously
connected, directly or indirectly, to the local and interna-
tional socio-cultural situation and they both involve public
attitutes that were more or less openly owned.

In the 90s and especially in the early 2000s new artis-
tic techniques become generalized - video art, digital art,
multimedia art - to say nothing of photography, installa-
tion and performance, whose development in Romania,
although started as far back as the 70s and timidly mani-
fest in the 80s (due to censorship), take visible shape af-
ter 1989. Apart from these, new opportunities appear for
artistic intervention in more and more unconventional
spaces, drastically changing both the ways artistic pro-
ductions are exhibited and exhibition strategies. Multiple
visual manifestations, innovative and provocative, spring
up in Bucharest and the large cities around the country.
There appear new attitudes towards social and political is-
sues, uninhibited and aggressive, as well as a new type of
relation with the public and public space. More heedful of
the immediate context and more reactive to local civic and
political issues, these new aesthetic relations are asserted
on the artistic scene as part of a new expanding urban cul-
ture that is increasingly more self-aware.

From a general aesthetic perspective, the most vis-
ible and innovating direction of this period is the one that
abandons theidea that the artwork is a self-sufficient, self-
centred entity anchored into the classical concepts of per-
fection, beauty and harmony, or at least into the modernist
notions of aesthetic absolutism and fetish. This new trend,
fundamentally different from previous artistic production,
is increasingly oriented towards the open process of con-
ception and production of the artistic object, towards the
artistic gesture that allows for fragmentariness, for tem-
porariness, for accident or for the limited and ephemeral
action in a given space and time, displaying a preference

for an active interaction with the public and the immedi-
ate surroundings to a long-lasting existence. This new
aesthetic orientation, that takes into account the social,
political and cultural context of the artistic action, shows
a strong relational, communicational dimension and an
interest in sociological implications that was all but absent
from the previous artistic paradigm.

The grand exhibitions of this period illustrated the dif-
ferent directions that were explored more than any oth-
ers on the Romanian artistic scene after 1989: the use of
new technologies and the artist engaging with the ardent
socio-political context’; highlighting the feminist side of
certain artistic endeavours™; a new take on contemporary
art from curators and museums™”; the restoration of a re-
pository of traditional identity, incarnate before 1989 in
the neo-Byzantine current (which became neo-Orthodox
in the 90s)™"; retrieving the cultural memory of the local
visual field”***. On the other hand, if we are to have a com-
plete perspective of the period in question, that way it was
outlined - provisionally and rather somberly - in the Tran-
sitionland exhibition of 2000 that looked at the first post-
communist decade™ ", we are still waiting for such review
exhibitions that have been promised and postponed.

Over the 30 years we are looking at — marked by a cou-
ple of major events, among which the war in former Yugo-
slavia, Romania’'s accession to NATO and later to the Euro-
pean Union - the institutional structure in the field of vis-
ual arts also experienced a number of spectacular fractures

* Ex Oriente Lux (1993), 01010101 (1994), Media Culpa (1995), Civitas Solis
(1997), organized by the Soros Centre for Contemporary Art.

** Eu, En, Ich (1993), In Full Dress (2000), Feminine Archeology (2000) etc.

**%  Art Unlimited srl (1994), Inter(n) (1995), Museum Complex (1996) etc.

***x Filocalia (1991), Byzance aprés Byzance (1993), exhibitions organized by
the Anastasia Foundation at the Catacomba Gallery in Bucharest, the New Jerusalem
exhibitions organized by the Sfanta Virginia Foundation (yearly between 1992 and the
early 2000s), Versions of Transfiguration (1998) etc.

**xkx Furopean Creation and Synchronism. The Artistic Movement in Timisoara
in the 60s-70s (1991), Bucharest, from the 20s to the 40s: Between Avant-Garde and
Modernism (1993), Prolog Group 1986-1996 (1996), EXPERIMENT. Interferences and
Insights into Romanian Art after 1960 (1996).

*xxkxk National Art Museum of Romania, curator Ruxandra Balaci.
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and resettlings. The relation between the state and the pri-
vate sector changed rather significantly, new institutional
players entered the public arena. The role of the Ministry
of Culture’, as that of the Romanian Artists’ Union, di-
minished severely in the turbulent local cultural economy,
like elsewhere in Eastern Europe, while new institutions,
mostly private, took over to a certain extent. After the 90s,
marked by the strong influence of the Soros Centre for
Contemporary Arts with respect to the introduction of new
technologies, other private centres and foundations began
to put forward an alternative artistic proposal, increasingly
diversified and competitive™. On the other hand, even on
the institutional front, a National Museum of Contempo-
rary Art (MNAC) opens in Bucharest in 2004 and it causes
- through its rather exclusive and radical aesthetic options
oriented towards international avant-garde - a rather ag-
gressive polarization of the local artistic environment be-
tween generations and contrasting aesthetic discourses. In
2003, the creation of the Romanian Cultural Institute was
aimed at projecting a more dynamic image of Romanian
culture abroad; its strategy will, therefore, prioritize new
visual production, in tune with international standards.
Foreign cultural centres and international foundations im-
planted in Romania in this period also played their part in
intensifying artistic exchanges between Romanian and the
rest of the world and in introducing cosmopolite practices
to local arts.

Even from the point of view of institutional changes
we can say that any notable art produced over these past
decades comes from outside the system inherited from
the old communist regime. Non-official, non-institutional
art from before 1989 - seen at the time as “resistance art”
or “dissident art” - became much more visible in the last

*called Ministry of Culture and Religious Denominations until 2009 and then -
a significant change of name - Ministry of Culture and Cultural Heritage.

** Balkon, Sindan and Tranzit Foundations in Cluj, Intermedia in Arad, Periferic
inIasi, Arteastin Targu-Mures, Meta, FAV, Artexpo and Anastasia in Bucharest etc. in
the 90s; Ratiu Romania, Voiculescu, Patriciu Foundations in the 2000s etc.

decades, demoting the accepted and officialized artistic
discourses of the previous era to a secondary, sometimes
minor status. In a way, in the framework of these new forms
of artistic organization mentioned above, this very “under-
ground” or “alternative” pre-1989 art became - through
increased visibility and publicity, through constant institu-
tional promotion - the dominant discourse, even the “of-
ficial art” of the 2000s, just like in the West.

As for art publications, a number of art magazines
with a multidisciplinary and cosmopolite angle appeared,
which aimed to offer a coherent image, as far as possible,
of an emerging and rather confused creative situation,
difficult to systematize and to analyze. But most of them
were short-lived and disappeared rather quickly from the
inflationist and competitive media scene, increasingly
dominated by the tabloid taste enforced by the import of
international titles™".

Afterafirst, timid emergence in the 90s of a series of art
galleries supported by various local and international insti-
tutions and foundations™, it was only in the years 2000
that a new wave of private galleries appears, managed by
young professionals and oriented mainly towards alterna-
tive and avant-garde art; these galleries continue to exist
to this day™". Backed by the recent phenomenon of artist-
run spaces and especially by the emergence of contempo-
rary art auctions, a new, competitive and commercial view
on art starts to take shape. And, mind, this happens in the
absence of sufficient number of cutting-edge art connois-
seurs and art collectors.

This path, far from straight and difficult to systema-
tize, was dotted with extremely tense moments and media
scandals caused by a number of exhibitions that, through

*** Arta, Artelier, Balkon (later IDEA), Intermedia, Art Photo, Version, Omagiu etc.

***x  Eforie, GAD, SPACE, Galeria Noua, Galeria, Catacomba, Meta in Bucharest
or Tranzit and Sindan in Cluj, Bastion in Timisoara etc.

**x*% Plan B and Fabrica de Pensule in Cluj; Vector in Iasi; H'Art, Anaid Art,
Galeria Posibild, CIV (Centre for Visual Introspection), Andreiana Mihail, Ivan, 030202,
Atelier 35, Paradis Garaj, Pavilion Unicredit, UNA Galeria, Veroniki etc. in Bucharest.

their topics, touched upon previously unapproachable ar-
eas like sexual or aesthetic taboos, political interdictions
or national icons etc. They forced an widening of artistic
problematics and the aesthetic tolerance of the Romanian
cultural environment, attracting increased visibility (not
always positive) for local visual production™.

In the 1990s a few international art festivals emerged
in different places around the country, in a rather suc-
cessful attempt to decentralize cultural efforts and effect
a cultural synchronization between different regions. This
shone light on the new creative and institutional force of
centres like Cluj, Timisoara or Iasi™.

In the years 2000 a number of curatorial experiments
of international magnitude took place, such as the Young
Artists' Biennale in Bucharest, Periferic Biennale in Iasi,
Bucharest Biennale or the International Biennale of Exper-
imental Engraving (started in Timisoara and later contin-
ued in Bucharest). Not to mention the more recent “white
nights"” of museums and art galleries, which, following the
original French model, have become increasingly popular,
which reflects the eagerness of the local artistic environ-
ment to mirror international cultural behaviour and prac-
tices.

These days, a number of Romanian artists are quite
present in galleries and museums around the world and
some of them enjoy undeniable international success:
Mircea Cantor, Dan Perjovschi, Ion Grigorescu, Adrian Gh-
enie, Geta Bratescu, Victor Man, Irina Botea, Calin Dan,
Daniel Knorr and others. The new generation of artists in
Romania are more and more detached from the national

* Mozart's Sex (1991), Stiff Life (2004, Dumitru Gorzo and Suzana Dan); F.A.Q.
about Steve the Great (2004); European Influenza (2005, when Daniel Knorr left the
Romanian pavilion at the Venice Biennale empty); Freedom for Lazy People (2008, a
first street art/urban art exhibition that caused a scandal at the Romanian Cultural
Institute in New York); The Last Temptation (2008, in Bochum, where a work by
Alexandru Rédvan, "Homage to Judas”, showed a hanged, aroused man); Euromaniac
(2008, where Benedek Levente displayed the Romanian map as a woman'’s sex) etc.

** AnnArtin Sfantu-Gheorghe, Zona Europa de Estin Timisoara, Perifericin Iasi,
Tranzitin Cluj, Art-East in Targu-Mures, Meta in Bucharest etc.

pastandincreasingly connected to the transnational visual
present. Young Romanian gallerists make bold appear-
ances at the major international art fairs, where Romanian
art finally starts to sell. There is an abundance of websites
that promote, in an increasingly intelligent and aggressive
manner, a variety of visual objects in tune with the demand
on international art markets.

There is an abyss, therefore, separating the visual arts
before and after 1989. Nonetheless, from a different,
less optimistic, point of view, we could question whether
enough innovating elements really managed to penetrate
the Romanian “fiber” and to cause an in-depth transfor-
mation of local cultural mentalities. It is not always easy
to discern the areas of discontinuity of a local artistic be-
haviour which is tense - eternally, I would say - between
opposed ideological extremes, between cosmopolite and
provincial, between innovative and traditional, between
European integration and the conservation of an untrans-
latable national specificity.

It seems that everywhere, across all layers of Romanian
society, the dominant frame of mind is not to reform the
"post-totalitarian-neo-liberal” system that has gradually
emerged over these past years, but rather to “manage” an
inextricable mix of old and new and to preserve a system
of privileges, be they old or recent. Strictly contemporary
art remains to this day a mystery to politicians, bureaucrats
and the mass media, as well as to the general public, itself
divided into fragmented sub-categories, increasingly unin-
terested in "high culture”. The social and economic statute
of the artists continues to degrade ineluctably and many
of them reconvert to more lucrative professions or prefer
to emigrate. On the other hand, it is equally true that the
visual field has enlarged considerably, coming to include
a large quantity of publicity and kitsch. But art education
in Romania remains insufficiently adapted to the require-
ments of a market economy impregnated by immediate
and marketable visual content.
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Throughout these past 30 years, apart from “alterna-
tive" artists, not that numerous after all, the Romanian
artistic environment has not made much of an effort to
analyze itself too deeply: the totalitarian inheritance, not
yet completely erased, and the uncertain and not fully
embraced capitalist future are still insufficiently explored
topics - and the number of exhibitions, books and arti-
cles dedicated to these topics is still terribly limited. None
of the important local exhibitions was accepted by major
Western museums: as in other fields, much is imported
and little exported. Romania remains a second-rate art
scene.

Aforetime, as Dan Perjovschi remarked, one had to fight
forvideo art, installation and performance. Nowadays, one
has to fight so that some sort of “critical” or “sociological”
art can propose lucid and active resistance to an increas-
ingly unstable and unsettling socio-political reality. The
ideal or requirement of an art anchored into the most ac-
cute issues in society remains a goal still to reach...

If the “socialist realism” of the communist era was re-
placed by a capitalist realism, even a “socialist-capitalist

neo-realism”, as practiced, forinstance, by the “Cluj school
of art”, a school currently well received in Western Europe
and the USA, it is far from certain that the change to the
local cultural paradigm has reached its deeper layers as
well. If the “academic modernism” at play before 1989
is nowadays replaced by a “life-style”, consummerist and
neo-pop-style “neo-modernism”, imitating all Western
models and libertine in all respects, it is not certain that
the critical, even engaged, dimension of the artistic act was
truly integrated in the attitude of Romanian artists.

This being said, are Romanian artists so very different
from their Western colleagues, I wonder? Or do they rather
share a civilisational space-time more and more homog-
enous and dominated by global economy, where histori-
cal, political and cultural differences currently perceived as
highlight-worthy exoticisms cultivated for the sake of dif-
ference will in time disappear completely?

History will tell, but for this we will have to wait another
30years...

Always Coca-Cola, Teodora Vlaicu, 2017
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foro: Adi Bulboaca

Specialist in istoria artelor - secolul XX si contemporana
- si fondator al celei mai largi platforme online pentru
sustinerea si promovarea artei contemporane romanesti,
modernism.ro. Este curator la platforma muzeald

privatd PostModernism Museum si managing partner

la Nasui collection & gallery care expune, reprezinta

si promoveaza artisti romaniin tara si strdinatate.
Publicatii (selectiv): Artele plastice in regimul comunist
in Panorama Comunismului in Roménia, Liliana Corobca
(coord.), Ed. Polirom (in curs de aparitie); Petre Abrudan
- Colonia pictorilor Baia Mare 2019 (2019); Cultura de
masd in , Epoca de Aur”: Cintarea Roméaniei & Cenaclul
Flacéra, Ed. PostModernism Museum, 2019; Erotismul
in arta romaneascd moderna si contemporand, Ed.
PostModernism Museum, 2014; Colorand griul/Colouring
the grey, Ed. Vellant (2011).

COSMIN
NASUI

Specialistin art history - particularly the 20t century and
the contemporary period - and founder of the largest
online platform that supports and promotes Romanian
contemporary art, modernism.ro. He is a curator of the
private museum platform PostModernism Museum and
managing partner at Nasui Collection & Gallery, which
exhibits, represents and promotes Romanian artists

locally and abroad. Author of (selectively): Fine Arts under
Communism in Romanian Communism Panorama, Polirom
Publishing House (upcoming); Petre Abrudan - Painters’
Colony Baia Mare 2019 (2019); Mass Culture in the “Golden
Age”: Cintarea Romaniei & Cenaclul Flacdra, PostModernism
Museum Publishing House (2019); Eroticism in Romanian
Modern and Contemporary Art, PostModernism Museum
Publishing House (2014); Colorénd griul/Colouring the grey,
Vellant Publishing House (2011).

O PRIVIRE CONDENSAT RETROSPECTIVA ASUPRA CELOR
30 DE ANI DE ARTA ROMANEASCA DE DUPA 1989

Infrastructura institutionala artistica nationala

in anii '90, infrastructura culturald si artistica isi pastreaza
in cea mai mare parte forma de dinainte de 1989 (minis-
ter national, muzee nationale, regionale, judetene, locale,
case de culturd, directii de culturd pe langa consilii locale
si judetene, Uniunea Artistilor Plastici (UAP) cu filialele si
Combinatul Fondului Plastic etc.), dar si metodele de lu-
cru, caracterizate cel mai adesea de lipsa de transparenta.
Rezultatul direct este atrofierea si reprofilarea scenei de
mijloc a artei. Nu de putine ori este pastrata alinierea
institutiilor la politica , persoanelor providentiale”, inzes-
trate cu geniu artistic, inclusiv gospodaresc, in intelegerea
romanticd a termenului. Aceastd politica aduce in prim
plan oameni care se identificd cu institutiile statului.

Anii '90 rdman asadar caracterizati de nedemocratiza-
rea resurselor pentru arta, alocarea de resurse prin atribu-
ire directd, fara licitatii publice, fara proiecte manageriale,
cu numiri prin ordine de ministru, fard concursuri, uneori
doar cu simuldri scriptice de concursuri etc. La inceputul
anilor 2000, situatia nu era cu mult imbunatatita.

O proba a autismului dobandit de lumea artisticd in
comunism este lipsa de reactie promptd, prin mijloacele
specifice artelor, la contextul social si politic turbulent al
decadei anilor ‘90, marcatd de miscari sociale precum:
.golaniada” sau fenomenul , Piata Universitatii”, mineria-
de, manifestatii, greve etc. Aceste potentiale subiecte coti-
diene, cu puternicimpact politic dar si social, avand adesea

ca grup tintd intelectualii, nu sunt reflectate la timpul pre-
zent Tn arta contemporand a decadei ‘90. Aceste subiecte
apar tarziu ca reflectare in lucrdri de artd, de dupa 2004
(intrarea Romaniei in NATO) sau ceva mai pronuntat dupa
2007 (intrarea Romaniei in UE si condamnarea regimului
comunist ca ilegitim si criminal), ca un subiect bun mai
ales pentru ,exportul” cultural.

Probleme de profunzime precum: cele de transparen-
tizare a fondurilor publice alocate achizitiei sau comen-
zilor de artd sau evenimentelor expozitionale, legislatie
specifica drepturilor de autor, statut al artistului, conser-
vare si restaurare a patrimoniului cultural, autentificarea,
evaluarea si expertiza operelor de artd si a bunurilor cu
semnificatie simbolicd, acces la arhive, inregistrare a ca-
drului institutional legal al UAP, deconspirarea artistilor
siistoricilor de arta colaboratori ai regimului si mai ales ai
Securitatii au rdmas, unele pana tarziu, altele pana in pre-
zent, nerezolvate.

Uniunea Artistilor Plastici

Din inertie, adesea criticata UAP functioneazd si dupd
1989 cu statutul din anul deinfiintare, 1950, avand o baza
materiald mostenita din perioada comunistd: galerii, ateli-
ere de creatie, Combinatul Fondului Plastic, precum si eve-
nimente artistice ca saloane, premii, comisionari (adesea
netransparente), tabere si simpozioane etc. Ca o tendintd
generald, patrimoniul si baza materiald aflatd in proprieta-
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tea sau gestiunea UAP au fost dupad 1989 intr-o continua
scadere, institutia pierzand atat patrimoniu imobil - sedii
de galerii, case de creatie, ateliere, terenuri - cat si mobil
sau economii (UAP era printre putinele institutii din co-
munism care putea detine valutd), generand continuu da-
torii si penalizari.

Dupa 1989, dinamica presedintilor UAP care au repre-
zentat uniunea in raport cu institutiile statului este ceva
mai mare fatd de cele 4 mandate lungi de presedinti dintre
19505i 1990). Acestia au fost: 1990 - Horia Bernea; 1991
- Mihai Manescu; 1993 - Nicolae Alexi; 1999 - Alexan-
dru Ghildus; 2002 - Zamfir Dumitrescu; 2006 - Serban
Dumitru; 2010 - Petru Lucaci. Uniunea Artistilor Plastici
a crescut insa ca numar de membri: la 1 decembrie 1953,
UAP avea 576 de membri; in 1989, 1.318 de membri (967
membri titulari si 351 stagiari); iar dupd anii 2000 explo-
dase la peste 5.000 de membri.

Patrimoniul cultural artistic intre lege si farddelege

Exista Tnca sensibilitdti datorate intarzierii legiferdrii as-
pectelor legate de patrimoniul cultural mobil si o serie
intreagd de probleme, legate in lant, cand acestea sunt
facute. Legea nr. 182/2000 privind protejarea patrimo-
niului cultural national mobil a intrat in vigoare la 25 ia-
nuarie 2001. Aceastd lege a permis retroceddrile de opere
de arta din muzee, inclusiv cele clasate tezaur. Acest asalt
a fost sesizat atat in presd, cat si de catre diferiti manageri
de muzee.

Tarziu apare si legea nr. 311 din 8 iulie 2003 a muze-
elor si a colectiilor publice. Multe muzee, precum Muzeul
de Artd Cluj Napoca (Palatul Banffy), Muzeul Judetean de
Artd Brasov, Muzeul de Artd Contemporand Galati, isi pierd
partial sau total sediile; altele, precum Muzeul de Artd , Lu-
cian Grigorescu” din Medgidia, suntinchise.

Cu o piata de artd in dezvoltare, care adauga alte tipuri
de constrangeri si care atinge echivalentul a 15 milioane de
euro anual, in perioada 2013-2020 sunt adresate si nevoi

tot mai pronuntate de autentificare, expertiza si evaluare a
operelor de arta. Pana tarziuin 2013-2014, expertii si eva-
luatorii de artd erau acreditati doar de Ministerul Culturii.
Abia incepand cu constituirea Asociatiei Expertilor si Eva-
|uatorilor de Artd din Romania (AEEAR), conform standar-
delor ANEVAR SEV 2017, o serie de 57 de experti, membri
AEEAR, isi pot desfasura activitatea specializatd. Ceva mai
tarziu, casa de licitatie Artmark infiinteaza Societatea Eva-
luatorilor de Arta si Obiecte de Colectie care ,reuneste pes-
te 30 de evaluatori autorizati ANEVAR si experti atestati de
Ministerul Culturii, cu o mare experienta muzeal3, dar si
cu experientd practicd in piata de art3”. Intr-un ecosistem
organic al pietei de artd au aparut si au dispdrut case de
licitatii si alte structuri mai mult sau mai putin functionale
precum: Societatea Colectionarilor de Artd din Romania,
Asociatia Comerciantilor de Opere de Arta din Romania,
Federatia Patronald din Comertul cu Obiecte de Arta din
Romania, Patronatul Comerciantilor de Arta din Romania.

Miscari, grupuri si tabere

Ca argument al continuitatii unor tipuri de factori
coagulanti ai lumii artistice std generatia ‘80, cu incadra-
rea activitatii acesteia in Cenaclul Tineretului Atelier 35,
direct in subordinea UAP, dar in legdturd si coordonare
cu miscarea culturald de tineret asociata Uniunii Tinere-
tului Comunist (UTC) si Uniunii Asociatiilor Studentilor
Comunisti din Romania (UASCR). Aproape toate numele
relevante de artisti care au activat postrevolutionar, unii
ajungand in pozitiile de conducere ale lumii artistice, s-au
format, pregatit si au evoluatin cadrul Atelier 35.

Intr-o intoarcere la modelele antebelice (traditionalisti
versus modernisti) sau cu ecouri mult mai departe in timp,
au refnviat, la propriu, cele doud tabere: iconodulii (pictorul
Sorin Dumitrescu) si iconoclastii (criticul Erwin Kessler).
Descoperind puterea libertdtii de exprimare libera, energia
creatoare a fost cheltuitd adesea in schimburi explozive de
replici si invective care nu rareori amestecau atacul la per-

soand cu pamfletul. Aceste repliciintesate cu adjective gas-
tronomice au confiscat atentia scenei de art3, dar si a pu-
blicului captivat de parodia spectacolului. Efectul obtinut a
fost o gdlagie generalizatd, iar in loc de constructie, demo-
lare si mai ales polemica de dragul polemicii.

Exista, cum anticipam mai sus, o continuitate inclusiva
grupurilor de artisti formate inainte de 1989. Cele trei mari
grupuri - kinema ikon, Prolog si 9+1 -1si continua activita-
tea cu succes de public.

Fundatia Anastasia, condusad in calitate de presedinte
de pictorul Sorin Dumitrescu, demonstreaza si ea o afisare
programaticd a artei cdtre cultura ecleziald. Fundatia ,are
ca obiect principal de activitate consolidarea relatiilor din-
tre cultura laicd si cultura eclezial3”. In aceeasi zon3 orto-
dox3, Tnsd mai radical inteleasa, a activat pentru o perioa-
da cuplul de artisti Marian Zidaru si Victoria Zidaru, intr-o
formuld de grup sub numele de Noul Ierusalim si Fundatia
Sfanta Virginia, infiintatd in anul 1995.

Pe palierul opus traditiei au activat, unele lainceput in
siajul Centrului Soros pentru Artd Contemporana (CSAC),
grupurile subReal, Euroartist, 2D, 2META. Aceste grupuri
au fost create pentru a rdspunde mai ales formulei parti-
ciparii pe baza de proiect sau aplicatie in expozitii, bienale,
festivaluri si rezidente de artd. Practic, aceste grupuri sunt
active mai cu seama in cadrul unor evenimente artistice
finantate de acest fel, de multe ori lucrarile acestora fiind
create ca raspuns la un context specific.

Apar firesc, noi grupuri lansate pe criterii generationale,
de catre studenti sau fosti studenti din invatdmantul artis-
tic universitar precum: Crinul, Palnia, Rostopasca, Cutter,
Grupul celor 6, Supernova, Version, Noima.

Privatizarea institutiilor de arta

Similar cu alte domenii, cateva dintre institutiile de arta
si culturd ale statului ,comunist” se ,privatizeaza”, iar
functiile de conducere sunt preluate de cei din asa-numitul
.esalon doi” de altddatd. Oficiul National pentru Docu-
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mentare, Expozitii si Artd este ,concurat” de Fundatia
Artexpo, ambele conduse de Mihai Oroveanu (ginerele lui
Leonte Rautu si nepotul lui Ion Jalea), de altfel unul dintre
primii angajati ai oficiului de la infiintarea acestuia. Dupa
cum se stie, cu sprijinul siimplicarea directd a controversa-
tului prim-ministru Adrian Nastase, este infiintat Muzeul
National de Artd Contemporana avandu-i la conducere pe
Mihai Oroveanu si Ruxandra Balaci.

Célin Dan a jucat si el un rol important in ,privatiza-
rea” publicatiei si arhivelor revistei ARTA. Dupa disparitia
tragicd a lui Mihai Driscu si dupa o scurta conducere a
lui Dan Grigorescu, revista ARTA trece sub conducerea
redactorului-sef Calin Dan, ocazie cu care numerele revis-
tei devin adesea catalogul expozitiilor organizate de aces-
ta, in formulaindividuala sau de grup subReal, si al cercului
de apropiati al acestora. Arhiva revistei ARTA (dupad spusele
lui Calin Dan, circa 600 de kilograme de dosare in cutii)
este transferatd si , privatizata” de grupul subReal, pentru
a fi pusd in slujba acestuia in a accesa o serie de burse, pri-
mele dintre acestea la Klinstlerhaus Bethanien din Berlin
si Akademie Schloss Solitude. Arhiva a reprezentat un scop
lucrativ, devenind astfel la propriu o serie de lucrari ale
grupului subReal.

Publicatiile de arta si arhivele de specialitate
in postcomunism

Un bizar si totodatd bulversant comportament de continu-
itate, mdrturie al grelei despdrtiri de trecut, este si modul
in care revista ARTA isi numeroteazd si dateaza aparitiile a
sase din editiile din anul 1990 tot cu anul 1989. Nu pare
o simpld coincidentd cd revista ARTA sucombad in preajma
aparitiei Centrului Soros pentru Arta Contemporand al ca-
rui director, in perioada 1992-1995, a fost Calin Dan, de
altfel ultimul redactor-sef al revistei ARTA. Cum credem ca
la fel de neintampldtor, confruntdndu-se cu propriile pro-
bleme financiare dupa 1993, UAP ramane fdra memoria
institutionald a arhivei revistei ARTA, aceasta activitate de
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documentare fiind preluatd si continuatd de CSAC. Similar,
o parte importanta din arhiva Oficiului pentru Documen-
tare si Expozitii de Artd, privatizat ca activitate si devenit
resursa din fundatia Artexpo, ajunge, dupa o prelucrare de
cateva decenii timpn care nu a fost accesibild, in Sectia de
Documentare si Memorie Digitala a MNAC, dar si in anti-
cariatele bucurestene. lar partea igienizata (sanitizatd) a
arhivei istorice va deveni, de la finalul anului 2017, Cen-
trul de Documentare si Cercetare a Culturii Vizuale Mihai
Oroveanu.

Revista Artelier a fost editata Tn primii ani de CIAC, iar
apoi coeditata impreund cu Departamentul de Arta Con-
temporana al Muzeului National de Artd din Romaniei,
umpland locul detinut altddata de revista ARTA. Pentru pe-
rioada de inceput a anilor 2000, Intr-un bruiaj cauzat de
incercarile de adaptare sau de redefinire ale principalelor
retele institutionale (fie ele UAP, CSAC/CIAC ori MNAC), lo-
cul comunicdrii acestora este suplinit si apoi treptat luat de
doua grupuri online, o listd de email-uri si un grup de ya-
hoo: nettime-ro si incepem, care concentreaza discutiile si
dezbaterile artistice. Odata cu evolutia site-urilor, retelelor
sociale de tip Facebook si aplicatiilor specializate, aceste
dous grupuri dispar discret dupé cativa ani. In aceeasi pe-
rioada apare si dispare cultura fanzinelor.

Totn acest context descentralizat apare in 1999 revis-
tade arta contemporand Balkon de la Cluj, realizatd in cola-
borare cu revista omonima de la Budapesta, schimbandu-
sidelanr. 14, 2003, titlul in Revista IDEA arta + societate,
editatd de IDEA DESIGN & PRINT SRL.

Festivaluri, bienale, nopti albe si platforme

Evenimentele festivaliere de dupa 1989 sunt, in mod fi-
resc, uneori o forma de continuare, alteori de reactie la
adresa celor de dinainte. Chiar si ,Festivalul Cantarea Ro-
maniei”, a carui ultima editie a avut loc in 1989, ramane
adesea invocat dupa 30 de ani, ca reper mai ales pentru
nereusitele marilor programe culturale nationale.

Intr-un regim similar cu cele de dinainte de 1989, fes-
tivalurile care au animat anii '90 au fost cele studentesti.
Meritd amintite aici Festivalul Studentesc de la Timisoara
- Studentfest, Festivalul Gata Bucuresti, CineMalubit,
Bucuresti si altele.

In zona progresisté ,experimentald”, dup4 ce organi-
zase in 1981 expozitia Medium, la Sf. Gheorghe, artistul
Badsz Imre a organizat in 1990 prima editie a AnnART.
In acelasi elan festivalier de performance-uri a pornit si
bienala Periferic (1997-2008). Bienala Internationald a
Tinerilor Artisti, cu o prima editie organizata in 2004 de
Fundatia Culturala META, sau Simultan, un festival anual
de arta video si new media, care se desfdsoara la Timisoara
fncepand cu anul 2005.

In noul cadru de gandire evenimential3, cu agend cul-
turald corespondentd european (dar cumva opuse la ince-
put ca atitudine evenimentelor diurne de tipul ,zilelor” cu
date de aniversarifestive), sunt realizate si proiecte precum
Noaptea Alba a Muzeelor (incepand cu 2004), Noaptea In-
stitutelor Culturale (din 2006), Noaptea Galeriilor (cu pri-
ma editie in 2007) si apoi, desigur, intreaga pleiadd de zile
ale diverselor fenomene culturale care au umplut agenda
si calendarul organizatorilor si consumatorilor acestor ti-
puri de evenimente. Anii 2008-2010 sunt marcati de criza
economicd, care schimbd prioritatile multora dintre actorii
culturali si determind o schimbare reald a paradigmei prin
constituirea pietei de arta.

Schimbarea paradigmei de finantare a artei: CSR,
bénci si companii farma

In procesul deintegrare european& a Romaniei, fenomenul
finantarilor private isi schimbd mecanismele. Companiile
private nationale sau multinationale active in tard isi cre-
eazd propriile fundatii ca destinatar al finantarilor pentru
propriile evenimente generate in categoria artd, muzicd
si culturd. Treptat, aceste companii devin, din sponsori,
proprietari si gestionari ai fondurilor culturale proprii si ai

artistilor ,angajati”. intr-un fel bizar, se observa contami-
narea artistica a evenimentelor de tip corporate cu com-
ponente ,glamour”, ,hipster”, ,artsy”, ,lowbrow". Inclusiv
zona de street art (asociata la inceputul anilor '90 cu van-
dalismul) devine un tip de program de comunicare vizu-
ala oficiala pentru companii si produse precum Enel, BCR
(George), Seven UP, RedBull, Vodafone, Qreator etc.

Efectul destul de rapid este ca aceste companii active
prin evenimente (activdri) regulate depdsesc (dupd comu-
nicarea lor) cu mult numarul de vizitatori ai institutiilor de
artd ale statului si ai muzeelor nationale sau judetene de
artd din Romania.

O lista lunga le contine pe urmatoarele: Pavilion Uni-
credit a existat in perioada 2002-2016 generand proiecte
precum Bucharest Biennale, revista Pavilion, platforma si
revista Reforma; BRD finanteaza, prin Fundatia Scena 9,
spatiul Rezidenta BRD, revista Scena 9 si platforma onli-
ne cu acelasi nume; BCR/Erste Bank lanseazad tranzit.ro cu
sedii in Cluj, Iasi si Bucuresti; farmaciile Catena finanteaza
Fundatia Fildas, Galeria Senso, outletul media Senso TV;
Roger Akoury, actionar al lantului de farmacii SensiBlu,
isi creeazd Muzeul de Artd Recentd; in 2015, omul de
afaceri Ovidiu Sandor fondeaza Art Encounters Foundati-
on care din 2015 organizeaza bienala cu acelasi nume la
Timisoara. OMV Petrom finanteaza participarile galeriilor
romanesti la Vienna Art Fair, un tip de client service si con-
trol al ,activismelor” (camuflate siimpotriva gazelor de sist
sau poludrii etc.) si criticilor artei ca si corp social.

Dupa 20 de ani - o prima incercare de retrospectiva

Dupa trecerea primelordoud decade de lamomentul 1989,
o prima incercare de privire retrospectiva nu este initiativa
unei platforme sau a unui program muzeal, ci a casei de
licitatii Artmark, lansatd in 2007, prin fundatia proprie Art
Society (pe modelul enuntat mai sus) si pozitionatd rapid si
decisiv pe primul loc al pietei de artd din Romania. Expozitia
.X20", cu un colectiv de trei curatori - Liviana Dan, Adrian

P
d

Guta si Erwin Kessler - si lansata de un VIP al lumii mon-
dene, Mihaela Radulescu, cu un buget promis de 80.000
de euro, nu a mai avut loc. Dupd nenumdrate tergiversari,
delimitari ale artistilor si neintelegeriin cadrul echipei cura-
toriale, Art Society a organizatin schimbin 2012 , Artistul si
puterea”, cu un colectiv format tot dintr-un trio - Ruxandra
Garofeanu, Dan Haulica si Paul Gherasim -, adresandu-se
insd unei alte perioade istorice: 1950-1990. ,Au fost ex-
puse sase sute de picturi si aproape doua sute cincizeci de
pictori — pe cei doud mii de metri patrati ai parterului Bi-
bliotecii Nationale a Romaniei. Pentru realizarea expozitiei,
Ruxandra Garofeanu a lucrat cu aproape treizeci de muzee,
cam cu tot atdtia colectionari si ateliere de artisti.”

Arta monumentala postcomunistd

In postcomunism, si sectorul artei de for public a rémas o
bund perioada fara de lege, cu consecinte care se pot vedea
pana in prezent. Odata cu legea monumentelor de for pu-
blic nr. 120/2006 a fost constituitd si Comisia nationald
pentru monumentele de for public.

Fard circumstante atenuante, printre cele mai disputa-
te monumente de for public au rdmas chiar cele legate de
memorializarea luptei impotriva comunismului: Memori-
alul renasterii - Glorie Eterna Eroilor si Revolutiei Roméane
din Decembrie 1989 realizat de Alexandru Ghildus si am-
plasatin Piata Revolutieiin 2005 si Monumentul luptei an-
ticomuniste realizat de Mihai Buculei si amplasat in Piata
Presei Libere din Bucuresti, in locul fostei statui a lui Lenin,
in 2016. De notorietate a rdmas si un sir intreg de scan-
daluri prilejuite de concursurile organizate de BOR pentru
complexul urbanistic Catedrala ,,Mantuirii Neamului”. Alte
scandaluri au planatinjurul concursurilor dedicate monu-
mentelor aniversarii Centenarului Marii Uniri din 2018.
Sculptorul Mihai Buculei reuseste amplasarea monumen-
tului la Alba-Iulia, Ioan Bolborea nu reuseste insa punerea
in operd a proiectului sdu controversat in Piata Alba-Iulia
din Bucuresti, blocat intr-un proces cu Primaria Munici-
piului Bucuresti.
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Muzee private

Muzeul de Arta Modernd Pavel Susara si Muzeul de Arta
Recenta sunt ambele institutii private care s-au lansat pro-
gramatic, tezist in definirea tipului de intelegere al istoriei
artei romanesti din secolul XX, continuand perspectiva in-
stauratad a canonului postdecembrist de impunere mai cu
forta poeticd sau mai cu sarcasmul a caracterului de moder-
nitate sau de experimental ori de iesire din norme ca speci-
fice artei romanesti. Temele si enunturile expozitionale ale
acestora sunt bazate mai ales pe interpretdri de tip estetic,
personal-subiective, pe cdutarea de exceptii (momente,
artisti sau lucrdri ale schimbarii de paradigma) si mai putin
pe rezultatul cercetarii documentare a arhivelor si prezen-
tarea neviciatd de interpretare a temei si contextelor istori-
ce abordate. Cele doua perspective ale muzeelor private de
mai sus isi propun deocamdatd mai mult sau mai putin sa
puna sub semnaturd proprie istoria artei romanesti, intr-o
perspectivd autonom3, de sine suficienta.

Arta romaneasca in international

Dupa 1989, dorintele artistilor romani de a putea circula
si expune liber, mai ales in Occident, au avut de confrun-
tat noi asteptdri: ,rezistenta a institutiilor culturale si a
mentalitdtilor asa-numitelor <periferii>, rezistenta deter-
minatd de circumstante istorice, religioase, etnoculturale,
lingvistice”, apartenenta la o ,culturd mica”, integrarea in
circuite expozitionale care prezentau o anumita fatd, mai
mult sau mai putin adevaratd, supusd adesea unor noi ti-
pareideologice ale productiei artistice, lipsa resurselor, de-
calajul istoric sau intarzierea de 25 de ani fatd de Occident
profetitd de Brucan etc. Insd in anii '90 asistdm nu atat |a
plecari ale artistilor altddata blocati dupd , cortina de fier”,
cat la Intoarcerea din exil a artistilor romani ca sa lucreze,
sa expuna sau sd locuiasca in Romania. Printre acestia i
amintim aici pe Henry Mavrodin, Aurel Cojan, Paul Neagu,
Peter Jacobi, Doru Covrig Christian Paraschiv, Constantin
Pacea, Ingo Glass, Decebal Scriba, Dorin Cretu etc. Un pro-

gram consistent de expozitii cu artisti romani din diaspora
a fost organizat de Ruxandra Garofeanu la Galeria Dialog,
Sector 2 din Bucuresti. Treptat, in contextul reconfigurarii
canonului istoriografic prezentat mai sus, artisti romani
reprezentati de galerii internationale precum Galeria Ri-
chard Demarco din Edinburgh revin n atentia publicului
siapoi a prezentelor expozitionale comerciale ale galeriilor
romanesti in afara tarii.

Poate cel mai interesant fenomen cu un branding
pentru export este ,scoala de la Cluj”, termen disputat
intre cateva entitati locale precum Universitatea de Arta
si Design ,lon Andreescu”, Fabrica de Pensule, Cen-
tru de Interes, care pana in acest moment a beneficiat
exclusiv de expozitii ample de tip overview in spatiul
international precum: European Travellers - Art From
Cluj Today, Mucsarnok/Kunsthalle, Budapesta (2012);
Hotspot Cluj - New Romanian Art, Arken Museum of Mo-
dern Art, (May 2013 - February 2014).

Colectiv si reformele

In urma tragediei de la Colectiv din 2015 se declanseaz
un fenomen concentrat de culturd a protestului care con-
duceintr-o prima fazd la instalarea unui guvern tehnocrat,
cu un program public asumat de combatere a coruptiei,
sub semnul sloganului ,Coruptia ucide”. Aceastd cultura
a protestului manifestatd prin ocuparea Pietei Victoriei
si a spatiilor publice ale mai multor orase din Romania a
primit numele de #rezist. Lupta din zona artisticd muzeald
este reprodusa mai ales in mandatul ,ministrului strazii”
Vlad Alexandrescu, in care institutiile culturale ale statului
precum Opera, Muzeul National de Arta al Romaniei, Mu-
zeul National de Artd Contemporand, Muzeul National al
Taranului Roman, Muzeul National de Istorie a Romaniei
devin terenul unor aprige scandaluri provocate de evalu-
area si scoaterea la concurs a mandatelor de manageri ai
institutiilor.

Marile programe

insé, ca o mostenire a trecutului, un numitor comun al
marilor programe culturale a fost acela al lipsei de transpa-
rent3, de flexibilitate si viziune coordonati a acestora. Intre
2017 si 2018, programul aniversar al Centenarului Marii
Uniri, demarat in 2017, a suportat schimbarea de nu mai
putin de patru ori a ministrilor culturii in persoanele lui
Ionut Vulpescu, Lucian Romascanu, George Ivascu, Valer
Daniel Breaz, dar si a responsabililor programelor cultura-
le, ultima versiune oficiala a programului aniversar propu-
sa de George Ivascu prelungind aniversarea ca punte mul-
tianuald intre 2018-2020.

Europalia Romania a fost de asemenea prilejul unor
multiple schimbari ale echipelor de responsabilitate si
organizare, inclusiv al institutiei desemnate, fiind numite
pe rand Ministerul Culturii, Ministerul Afacerilor Externe
si apoi Institutul Cultural Roman, iar curatorul general/
echipa curatoriald au fost numite si schimbate de cinci
ori: la inceput un colectiv, apoi Maria Rus Bojan, Ovidiu
Sandor, Carmen Ducaru si la final Liliana Turoiu. Desigur,
propunerile artistice au urmat traseul acelorasi schimbari.
Expozitia principald, ,Sublimarea formei”, dedicata lui
Constantin Brancusi, prin costurile de asigurare mari ale
lucrdrilor, a consumat cea mai mare parte a bugetului in-
tregului program romanesc.

Sezonul Cultural Romania-Franta (2019) a fost un
.mare exercitiu”, incheiat cu medalieri si onoruri reciproce,
dar nu doar cu atat, ci si cu deconturi intarziate.

Competitia pentru titlul de Capitala Culturald Euro-
peana ,a fost considerabild, 14 orase depunandu-si initial
candidaturile (Alba Iulia, Arad, Bacdu, Baia Mare, Brdila,
Brasov, Bucuresti, Cluj-Napoca, Craiova, Iasi, Sfantu-Ghe-
orghe, Suceava, Targu-Mures si Timisoara). Dintre aces-
tea, 4 au fost selectate pentru etapa finald, in decembrie
2015: Baia Mare, Bucuresti, Cluj-Napoca si Timisoara,”
conform paginii web a Ministerului. Aceasta ocazie a mo-
bilizat primariile si institutiile locale pentru a-si demara,

P
d

unele pentru prima data, strategii culturale, repertorii de
institutii culturale locale si politici publice culturale etc. [In
Timisoara, orasul ales castigdtor - n.ed.] sub titulatura de
Timisoara Capitala Culturald Europeana 2021, suntin curs
procese de reformare a institutiilor locale, de moderniza-
re a infrastructurii, care au condus la scandaluri si demisii
si, dupd unii, risca sd ducd la retragerea titlului de Capitala
Culturald Europeana 2021.

Present past simple

Viitoare analize vor suporta desigur detalieri individuale
ale temelor punctate mai sus, inclusiv sectiuni de anexe ce
cuprinde documente oficiale, scrisori deschise sau petitii
publice care au jalonat primii 30 de ani de postcomunism.

subREAL, The Castle of Carpati, 1996
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A VERY CONCISE SURVEY OF THE 30 YEARS

OF ROMANIAN ART SINCE 1989

The national institutional artistic infrastructure

In the 1990s, the cultural and artistic infrastructure main-
tains to a large extent not only the structure it had before
1989 (cultural ministry, national, regional, county and lo-
cal museums, culture houses, culture departments under
the authority of local and county councils, the Artists’ Un-
ion (UAP) with its local branches and Combinatul Fondului
Plastic/Arts Supplies Plant), but also its methods, more
often than not characterized by lack of transparency. The
direct result is the atrophy and re-orientation of the mid-
dle artistic tier. The institutions mostly abide by the “provi-
dential person” policy, meaning those persons gifted with
artistic genius and even administrative in the more roman-
tic sense of the word. This policy brings to the fore people
who identify with state institutions.

In the 90s, therefore, resources are still not distributed
democratically, but rather in a discretionary fashion, there
are no open calls or public tenders, management positions
are appointed by the minister, without a selection process
based on a management project, sometimes with only the
appearance of a selection process. In the early 2000 things
were not much different.

The lack of reaction through specific artistic means
to the turbulent social and political context of the 90s
(marked by social upheavals like the “hooligans’ protest”
or the “University Square” phenomenon, by rallies, strikes
etc.) was telling of the autistic behaviour of the art world,

a consequence of communism. These potential subjects,
with a strong political, but also social impact, often aimed
atintellectuals, are not reflected in the contemporary art of
the 90s at the time they were taking place. They only show
up later in artworks, after 2004 (the year of Romania’s
accession to NATO) and even more so after 2007 (when
Romania joined the EU and condemned the communist
regime as illegitimate and criminal), mostly as a good “ex-
port"” subject.

Deeper problems such as a transparent use of public
funding for art purchases or commissions and for exhibi-
tions, a copyright legislation, a statute of the artist, the
conservation and restoration of cultural heritage, the au-
thentication, evaluation and expert analysis of artworks
and symbolic cultural goods, access to archives, a legal
institutional framework for the UAP, revealing the artists
and art historians who had collaborated with the commu-
nist regime or even the secret police have long remained
unaddressed. Some to this day.

Romanian Artists’ Union

Out of pure inertia, the often criticized UAP kept function-
ing after 1989 on the basis of the same legal statute out-
lined backin 1950. It inherited a material base made up of
galleries, artists' studios, Combinatul Fondului Plastic, but
also artistic events such as national exhibitions, awards,
commissions (rarely transparent), camps and symposia

etc. As a general tendency, the assets owned or managed
by the Union dwindled constantly after 1989 and the insti-
tution lost not only real estate - galleries, residency spaces,
workshops, land - but also movable goods and bank de-
posits (UAP was one of the few institutions allowed to own
foreign currency under communism), generating debts
and penalties.

Immediately after 1989, the presidents of the UAP
had much shorter terms in office compared to the four
presidents that had led the institution between 1950 and
1990. Thus, we have: Horia Bernea - took office in 1990,
Mihai Manescu - 1991; Nicolae Alexi - 1992; Alexandru
Ghildus - 1999; Zamfir Dumitrescu - 2002; Serban Du-
mitru — 2006; Petru Lucaci - 2010. At the same time, the
number of members increased considerably from 576 in
1953 to 1.318 members in 1989 (967 full members and
351 trainees) and the number soared to over 5.000 mem-
bersin 2000.

Cultural and artistic heritage bewteen law and outlaw

There are still sensitive issues related to the delay in set-
ting a legal framework for mobile cultural heritage and a
chain of problems once the legal framework did appear.
Law 182 of 2000 regarding the protection of national mo-
bile cultural heritage came into force on 25 January 2001.
It allowed artworks in museums, even if they were listed as
highest grade heritage, to be given back to initial owners.
This asault did not go unnoticed by the media and various
museum managers.

Three years later, Law 311/2003 regulates the func-
tioning of museums and public collections. Many institu-
tions, among which the Art Museum Cluj-Napoca (Banffy
Palace), the County Art Museum Brasov, the Contemporary
Art Museum Galati, have to be fully or partially relocated;
others, like the “Lucian Grigorescu” Art Museum in
Medgidia, are closed down.

Between 2013-2020, in the context of an emerging art
market that imposes extra requirements and amounts to
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the equivalent of 15 millions euro per year, the necessity
for the authentication and appraisal of artworks is also ad-
dressed. Until 2013-2014 art experts and evaluators are
only licensed by the Ministry of Culture. Only after the crea-
tion the Romanian Association of Art Experts and Evalu-
ators (AEEAR), acording to ANEVAR SEV 2017 standards,
a number of 57 experts, members of AEEAR, are able to
conduct their activity. A little later, Artmark auction house
establishes the Society of Art and Collectible Objects Eval-
uators, which “includes over 30 ANEVAR-certified evalua-
tors and experts licensed by the Ministry of Culture”. In the
organic ecosystem of the art market a number of auction
houses and more or less operational structures appeared
and disappeared. Among them: Romanian Art Collectors
Society, Romanian Association of Art Dealers (ACOAR), Art
Trade Employers Federation, Romanian Art Dealers Fed-
eration.

Movements, groups, opposing parties

An argumentin favour of the continuity of certain elements
in the art world is the 80s generation and its activity under
the umbrella of the Atelier 35 Youth Circle, which was under
the direct authority of the Artists Union, but also in connec-
tion with the cultural youth movement associated with the
Communist Youth Union (UTC) and the Romanian Union
of Communist Students Associations (UASCR). Almost all
relevant names who had any significant activity after the
Revolution, some of them in upper leadership positions of
the aer world, were trained and active at Atelier 35.

In a sort of return to antebellum models (traditionalists
vs modernists) or echoing far back than that, there was
a literal revival of the two opposing parties: iconodules
(painter Sorin Dumitrescu) and iconoclasts (art critic Erwin
Kessler). Discovering the power of the free speech, creative
energy was often wasted in explosive verbal clashes that
often combined lampoon and ad hominem attacks. These
arguments packed with gastronomical attributes held the
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attention of the art scene as well as of the public enthralled
by the parody of it all. The result was generalized noise and
any constructive efforts were lost to demolishion and po-
lemics for the sake of polemics.

There is, as I hinted at above, continuity even with re-
spect to artistic groups that had been established before
1989. The most important such groups - kinema ikon,
Prologand 9+1 - continue to be active and enjoy success.

The Anastasia Foundation, led by painter Sorin Du-
mitrescu as president, also shows a programmatic turning
of art towards ecclesiastic culture. The foundation’s “main
objective is to consolitate the relation between secular and
ecclesiastic culture”. In the same orthodox area, but with a
radical edge, the artistic couple Marian Zidaru and Victoria
Zidaru were active for a while in a group formula called the
New Jerusalem, as was the St. Virginia Foundation, estab-
lished in 1995.

At the opposite end there were several artistic groups
- subReal, Euroartist, 2D, 2META - some of them in the
wake of the Soros Centre for Contemporary Arts. The were
created in order to enable the artists to participate at exhi-
bitions, biennials, festivals and artistic residencies where
the selection was based on applications or project submis-
sion. Basically, these groups are mostly active in events
funded in this manner and often their artworks are con-
text-specific.

Naturally, new groups spring up on generational crite-
ria, created by university students or alumni: Crinul, Palnia,
Rostopasca, Cutter, The Group of 6, Supernova, Version,
Noima.

The privatization of art institutions

Just like in other fields, some of the art institutions and
cultural institutions of the "communist” state become
"privatized” and management is taken over by those who
had once constituted the so-called “second-tier”. The Na-
tional Office for Documentation and Art Exhibitions faces

competition from the Artexpo Foundation and both are
managed by Mihai Oroveanu (son-in-law of Leonte Rautu
and grandson of Ion Jalea), who was also one of the first
employees of the Office after its creation. It is common
knowledge that it was with the support and direct involve-
ment from the controversial prime minister Adrian Nastase
that the National Museum of Contemporary Art was estab-
lished, managed by Mihai Oroveanu and Ruxandra Balaci.
Célin Danalso played an essential partin the “privatiza-
tion” of the ARTA magazine and its archives. Following the
tragic disappearance of Mihai Driscu and after a brief term
as editor-in-chief by Dan Grigorescu, Calin Dan becomes
editor-in-chief and the issues of the magazine often turn
into catalogues for the exhibitions he organized, be they
solo shows or group shows as subReal, and for a close cir-
cle of artists. The archives (representing, according to Calin
Dan, some 600 kilos of file boxes) is transferred and "pri-
vatized” by the subReal group, and used so the group could
have access to a series of scholarships, the first among
them at Kinstlerhaus Bethanien in Berlin and Akademie
Schloss Solitude. The archive became a lucrative purpose,
turning literally into artworks by the group members.

Art publications and specialized archives in
post-communism

A bizarre and distressing example of continuity, again evi-
dence of the difficult break with the past, is the way ARTA
magazine numbers and dates six of its 1990 issues as
1989 issues. It does not appear to be simple coincidence
that ARTA sort of goes under just around the time the Soros
Centre for Contemporary Artis established, whose director,
between 1992-1995, was Célin Dan, the last editor-in-
chief of the magazine. It seems equally far from acciden-
tal that, while facing financial difficulties of its own after
1993, the Artists’ Union is left without its institutional
memory in the form of the archives of ARTA magazine and
the documentation process is taken oven and carried on

by the Soros Centre. Similarily, a significant part of the ar-
chive of the Office for Documentation and Art Exhibitions,
privatized as an activity and turned into a resource for the
Artexpo Foundation, will turn up, after a few decades dur-
ing which it was inaccessible, in the Documentation and
Digital Memory section of the Contemporary Art Museum,
aswell asin antique shops around Bucharest. And the san-
itized part of the historical archive will become, at the end
of 2017, the Mihai Oroveanu Centre for Documentation
and Research into Visual Culture.

Artelier magazine was first a Soros Centre publication,
later co-edited with the Department for Contemporary Art
of the National Art Museum, filling the void left by ARTA
magazine. In the early 2000s, amid various attempts at
adapting or redefining the main institutional networks (be
they the Artists’ Union, the Soros Centre [later renamed
International Centre for Contemporary Arts, ed. note] or
the MNAC) communication is made up for and lated taken
over by two online groups, an e-mail list and a yahoo list:
nettime-ro and incepem [we begin, Ro.], where artistic dis-
cussions and debates take place. Once websites begin to
be widely used, followed by social media and specialized
apps, these groups disintegrate discreetly over a couple
of years. The fanzine culture pops in and out of fashion
around the same time.

Itisin the same decentralized context that Balkon con-
temporary art magazine appears in Cluj, a collaboration
with the homonymous magazine in Budapest. With the
14t issue (2003), it changes its name to IDEA arta + soci-
etate, edited by IDEA DESIGN & PRINT.

Festivals, biennials, white nights and platforms

After 1989, festivals are, naturally, either a continuation,
or a reaction to similar manifestations that had existed
previously. Even “Cantarea Romaniei”, whose final edition
took placein 1989, is often referred to, even after 30 years,
especially in order to point out, by comparison, the insuc-
cess of national cultural programmes.
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Similarly to what had been going on before 1989, the
festivals that animated the 90s were student events. It
is worth mentioning the Student Festival in Timisoara -
Studentfest, Gata Festival in Bucharest, CineMalubit Film
Festival in Bucharest among others.

In the "experimental” progressive area, after having or-
ganized the Medium exhibition in Sf. Gheorghe in 1981,
artist Baasz Imre organized in 1990 the first edition of
AnnART. Amid the same general enthusiasm the Periferic
Biennale was launched, initially as a performance festival
(1997-2008). The International Young Artists Biennale
(first edition 2004), organized by the META Foundation, or
Simultan, an annual video art and new media festival tak-
ing place in Timisoara since 2005.

In this new mindset, in keeping with an European
agenda (but somehow, initially, in opposition to the spirit
of daytime events of the “Day of..."-type festively mark-
ing important anniversaries) there appear projects like
Museums Night (starting 2004), the Night of the Cultural
Institutes (since 2006), the White Night of Art Galleries
(dince 2007), followed by a whole array of days dedicated
to various cultural phenomena that filled the agendas of
organizers and consummers of this type of event. The years
2008-2010 are marked by a severe economic crisis that
forces many cultural operators to adjust their priorities and
brings about a real change of paradigm through the emer-
gence of the art market.

A new framework for art funding: CSR, banks and pharma

During the process of accession to the EU, the mecha-
nisms behind the private funding phenomenon are shift-
ed. National or multinational private companies create
their own foundations to be the recipients of funding for
the corporations’ own events in the field of art, music, cul-
turein general. Gradually, these companies that used to be
sponsors become the owners and managers of their own
cultural funds and of the "employed” artists. There follows
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a bizarre contamination of corporate-type cultural events
with "glamor”, "hipster”, "artsy”, "lowbrow"” components.
Street art itself (associated in the 90s with vandalism) be-
comes a sort of official visual communication tool for com-
panies and products such as Enel, BCR (George), Seven UP,
RedBull, Vodafone, Qreator etc.

The rather rapid effect is that such companies active
through regular events (activations) get far more visitors
(once the events are communicated) than any public state
institutions and museums in Romania.

A long list should include the following: Unicredit Pa-
vilion existed between 2002-2016 and generated projects
like Bucharest Biennale, Pavilion magazine and Reforma
magazine and platform; Romanian Development Bank
(BRD) funds, through the Scena 9 Foundation, BRD Resi-
dence space, Scena 9 magazine and online platform; Ro-
manian Commercial Bank/Erste Bank launched tranzit.ro
with locationsin Cluj, Iasi and Bucharest; Catena pharmacy
chain funds Fildas Foundation, Senco Gallery and Senso
TV media outlet; Roger Akoury, shareholder of the Sensi-
Blu pharmacy chain, creates the Museum of Recent Art; in
2015 businessman Ovidiu Sandor founds Art Encounters
Foundation, which has been organizing the homonymous
biennale in Timisoara. OMV Petrom funds the participa-
tion of Romanian galleries at Vienna Art Fair, a type of cli-
ent service and control over “activisms” (against shale gas,
pollution etc.) and over art critics as a social body.

After 20 years - a first attempt at a retrospective

Two decades afterthe 1989 moment, the first retrospective
initiative does not belong to a platform ortoa museum, but
to Artmark auction house, which had been opened backin
2007 through its own foundation, Art Society (along the
lines described above) and had quickly and decisively oc-
cupied the top position on the Romanian art market. The
X20 exhibition, curated by Liviana Dan, Adrian Guta and
Erwin Kessler and presented by a showbiz VIP, Mihaela
Radulescu, with a promised budget of 80,000 euro, never

took place. After countless procrastinations, artists back-
ing away from it and dissent withing the curatorial team,
Art Society did organize in 2012 Artistul si puterea with
a team made up again of three curators: Ruxandra Garo-
feanu, Dan Haulicd and Paul Gherasim. This exhibition,
however, focused on a different period: 1950-1990. "Six
hundred paintings by almost two hundred and fifty paint-
ers were shown on the 2,000 sqm of the ground floor of the
National Library. To put together the exhibition, Ruxandra
Garofeanu collaborated with almost thirty museums and
as many collectors and astist studios.”

Post-communist monumental art

After the fall of the communist regime, public art was also
left without a legal framework for a whle and the conse-
quences are visible to this day. When the law governing
public art was passed in 2006, a new National Commission
for Public Art Monuments was also established.

Among the monuments that sparked the biggest dis-
putes were precisely those meant to preserve the memory
of the fight against communism: Rebirth Memorial - Eter-
nal Glory to the Heroes of the 1989 Romanian Revolution
created by Alexandru Ghildus and installed in 2005 in the
Revolution Square and Anti-communist Fight Memorial
by Mihai Buculei and installed in 2016 in the Free Press
Square of Bucharest, where Lenin’s statue had once stood.
The series of scandals around the architecture competi-
tions organized by the Romanian Orthodox Church for the
National Redemption Cathedral complex are also vividly
remembered. There was also controversy around the com-
petitions for proposals to design monuments dedicated to
the 100t anniversary of the Great Union, in 2018. Sculp-
tor Mihai Buculei is successful in having the monument he
created installed in the city of Alba-Iulia, while Ioan Bolbo-
rea fails to have his controversial project approved for the
Alba-lIulia Square of Bucharest, as it remained stuck in a
legal battle against Bucharest City Hall.

Private museums

Pavel Susara Museum of Modern Art and the Museum of
Recent Art are both private institutions that embarked on
a programmatic discourse of defining the way the history
of 20% century Romanian art is to be understood, main-
taining the perspective of the post-1989 canon that, either
by poetic force or by sarcasm, established modern, experi-
mental or outside-the-norm traits as specific to Romanian
art. The theme, as well as the exhibition expression, are
based mainly on aesthetic, personal, subjective interpre-
tations, on a search for exceptions (moments, artists or
artworks that reflect a shift of paradigm), rather than on
research in archives and the presentation of the theme and
historical contextin a manner unspoiled by interpretation.
For now, the two museums we mentioned seem more or
less to want to put their own signature on the history of Ro-
manian art in an autonomous, self-sufficient manner.

Romanian art in the world

After 1989, Romanian artists’ desire to be able to travel
and exhibit internationally, especially in the West, faced
new challenges: "the opposition of cultural institutions
and the mentality of the so-called ‘peripheries’, an opposi-
tion determined by historical, religious, etno-cultural and
linguistic circumstances”, the fact that they came from a
“small culture”, the integration in the set of exhibition that
presented a certain image, more or less true, often subject
to new ideological patterns of artistic production, the lack
of resources, the historic gap or the 25 years setback pre-
dicted by Silviu Brucan etc. But what we see in the 90s is
not so much artists once blocked behind the iron curtain
leaving the country, as Romanian artists returning from
exile to work, exhibit or live in Romania. Among them we
should mention Henry Mavrodin, Aurel Cojan, Paul Neagu,
Peter Jacobi, Doru Covrig Christian Paraschiv, Constan-
tin Pacea, Ingo Glass, Decebal Scriba, Dorin Cretu etc. A
solid programme of exhibitions of Romanian artists from
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around the world was organized by Ruxandra Garofeanu at
Dialog Galleryin Bucharest. Gradually, with the rewriting of
the historiographical canon that we touched upon earlier,
Romanian artists represented by international galleries
such as Richard Demarco Gallery n Edinburgh are back in
the limelight and later included in commercial exhibitions
that Romanian galleries organize abroad.

Maybe the most interesting phenomenon turned into
an export brand is the "Cluj School” - a label claimed by
several local entities such as the Ion Andreescu University
of Art and Design, Fabrica de Pensule, Centrul de Interes
- which has so far benefitted from large-scale overview ex-
hibitions in various international locations like European
Travellers - Art From Cluj Today, Mucsarnok / Kunsthalle,
Budapest (2012); Hotspot Cluj - New Romanian Art, Arken
Museum of Modern Art, (May 2013 - February 2014).

Colectiv and the reforms

In the wake of the Colectiv nightclub tragedy, there devel-
ops a culture-oriented phenomenon, a spin-off of the pro-
tests that led to the forming of a technocratic government
with a programme focused on fighting corruption, under
the motto "corruption kills". This culture of the protest,
manifested by occupying Victoria Square and public spaces
in several cities, came to be known by the hashtag #resist.
On the artistic scene the conflict boils over especially dur-
ing the office of Vlad Alexandrescu as minister of culture,
a "minister for the people protesting in the street”. Public
culture institutions - the Opera, the National Art Museum,
the Contemporary Art Museum, the Museum of the Roma-
nian Peasant, the National History Museum - become the
battle ground for scandals caused by the evaluation and
selection process for institution managers.

The grand programmes

Like some sort of legacy from the past, a common de-
nominator of the grand cultural programmes was the lack
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of transparency, of flexibility and coordinated vision. Be-
tween 2017-2018, the Centennial programme, launched
in 2017, saw no less than four successive ministers in of-
fice - Ionut Vulpescu, Lucian Romascanu, George Ivascu,
Valer Daniel Breaz - and various persons in charge of the
cultural programmes. The final official version, put forward
by George Ivascu, extended the anniversary to cover the
period 2018-2020.

Europalia Romania also occasioned various changes of
the management teams, including changes of the insti-
tution appointed to be in charge of the event: the festival
was, in turn, the responsibility of the Ministry of Culture,
of the Ministry of Foreign Affairs and, finally, of the Roma-
nian Cultural Institute, while the general curator/the cura-
torial team were appointed and then changed five times:
first a body of several people, then Maria Rus Bojan, Ovidiu
Sandor, Carmen Ducaru and finally Liliana Turoiu. Natural-
ly, the artistic content mirrored these changes. The main
exhibition, “The Sublimation of Form", dedicated to Con-
stantin Brancusi, used up the largest part of the budget.

Romania-France Cultural Season (2019) was a “huge
exercise” concluded with mutual honours and awards as
well as delayed financial reports.

The national competition for the European Capital of
Culture title "was fierce, 14 cities makind initial applica-
tions (Alba Iulia, Arad, Bacdu, Baia Mare, Braila, Brasov,
Bucuresti, Cluj-Napoca, Craiova, Iasi, Sfantu-Gheorghe,
Suceava, Targu-Mures si Timisoara). Out of these 4 were
shortlisted for the final stage of the competition, in De-
cember 2015: Baia Mare, Bucuresti, Cluj-Napoca and
Timisoara,” according to the Ministry website. It was an oc-
casion that motivated city halls and local administrations
to initiate, in some cases for the first time ever, cultural
strategies, programmes for local cultural institutions, cul-
tural policies etc. [In Timisoara, the city that eventually won
the competition - editor’s note], under the title Timisoara
European Capital of Culture 2021, reforms are currently
under way at the level of cultural institutions, moderniza-

tion work on local infrastructure, that led to scandals and
resignations and, according to some, may even lead to the
title being withdrawn.

Present past simple

Future studies will obviously delve into far more detailed
analyses of the topics touched upon here, including ap-
pendices containing official documents, open letters or
petitions that have marked the first 30 years of the post-
communist era.
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© Tudor Jebeleanu

Specialistin artd contemporand, autor al numerose
volume - Corneliu Baba, Editura Parkstone, Paris, 2001
(nominalizat la Premiul Academiei 2001), Pallady (2017),
Brancusi, un sculptor de la Rédsdrit (2020) -, albume si
cataloage, studii, articole si interviuri, volume de poezie
si proza scurtd. In 2002 ainfiintat Galeria Luchian 12,

n cadrul careia a organizat peste 20 de expozitii. Este
presedintele Asociatiei Expertilor si Evaluatorilor de Arta
din Romania, pe care a infiintat-oin 2005. In acelasian a
infiintat casa de licitatii Pogany. A curatoriat numeroase
expozitii de artd, iarin 2018 a fost curatorul general al
Salonului National de Art3, editia organizatd cu ocazia
Centenarului.

PAVEL
SUSARA

Expertin contemporary art, author of numerous books
- Corneliu Baba, Parkstone Publishing House, Paris,
2001 (nominated for the Romanian Academy Award),
Pallady (2017), Brancusi, a Sculptor from the East
(2020) -, albums and catalogues, studies, articles and
interviews, volumes of poetry and short fiction. In 2002
he opened Luchian 12 Gallery, where he organized over
20 exhibitions. He is the president of the Romanian
Association of Art Experts and Evaluators, which he

established in 2005. Also in 2005 he founded the Pogany

auction house. He curated numerous art exhibitions and
in 2018 he was the general curator of the National Art
Exhibition, anniversary Centenary edition.

SALONUL DE ARTA, DE LA NATIONAL LA OFICIAL SIRETUR

Cand nu era pus, ca inainte de 1990, direct sub copertina
incapatoare si confortabild a Cantdrii Romaniei, Salonul de
artd, fie el national sau municipal, se aseza singur, n vir-
tutea nenumaratelor reflexe conditionate, in descendenta
aceluiasi grandios festival Cantarea Romaniei, asa cum s-a
intdmplat in primii ani postrevolutionari. Cu mici exceptii,
el era o demonstratie masiva de conformism si de medio-
critate, fard structurd, fara idei si, mai ales, fara consecinte.
Cum artistii importanti refuzau cu obstinatie sa participe
la aceste bilanturi gregare, rdmanea loc suficient pentru
tot felul de prezente exotice. Pictori, sculptori, graficieni si
de alte specialitati, care nu reuseau de ani buni sa-si adu-
ne lucrari pentru o personald, se trezeau brusc, in preaj-
ma Salonului..., din prelunga lor picoteald si se infatisau
proaspeti, cu aceeasi lucrare pe care o tot plimbau de la
o editie la alta, de la national la municipal si viceversa. Se
ndstea, astfel, o specie noud in lumea artelor noastre con-
temporane: artistul salonard sau sezonierul. O efemerida
care batea din aripioare o clipd, iar apoi se stingea anonim,
odatd cu golirea melancolica a simezelor. Dar, pe langa
faptul cd era neverosimil de plat, Salonul... crea si o imagi-
ne falsa a artelor romanesti ale momentului; fie prin inca-
pacitatea naturald de a reprezenta fenomenul viu, fie prin
omisiuni voluntare si prin manipularea interesatd a privi-
torului. Chiar dacd numerosi artisti au incercat sa iasa - si
inainte de 1990, dar mai ales in primii ani de dupa - din
conventia tabloului si din traditia materialelor si a tehni-

cilor, sd relaxeze conceptele de obiect si de actiune artis-
tica, aceste tendinte au fost nu doar privite cu suspiciune,
ci si eliminate cu dispret din orizontul interesului public.
Astfel, Saloanele... nu faceau decat sd flateze asteptarile
marunte, sa administreze confortul privirilor incapabile
de risc si, mai ales, sa cultive n artistii insisi un sentiment
de sigurantd atemporald. Estropiind realitatea artistica,
falsificand coordonatele unui sistem in plind dinamicd,
aceste evenimente mamut deveniserd conserva simbolica
a propagandei comuniste chiar si atunci cdnd comunismul
dispdruse de drept; imperturbabil asezate intr-o estetica
acceptata oficial, ele nu prevesteau nicio schimbare majo-
rd, nu anticipau nicio rupturd, nu ldsau sa se intrezdreascd
nimic din ceea ce ar fi putut sd le tulbure echilibrul.
Concepute banal si previzibil pe genuri - adicd pe acele
genuri imemoriale -, se afirma implicit ca in Romania nu
exista decat picturd, sculpturd, grafica si arte decorative,
cu diversele lor increngdturi. Ba mai functiona chiar si un
Salon al tineretului pentru cd, dupa logica paternalistd a
statului totalitar, artistul matur biologic si, mai ales, ide-
ologic, trebuia sa-| ocroteasca si sa-lindrume pe cel tanar,
sa-i tempereze ndbaddile pana cand intelepciunea doc-
trinard se va pogori si asupra lui, iar imaginatia i se va fi
tocit indestul spre a putea expune cu drepturi depline la
seniori. Si ciclul acesta capdtase in timp aerul unei fatalitati
aproape cosmice. Premiile se dadeau si ele in consecinta:
pentru pictura, pentru sculpturd, pentru grafica s.a.m.d. si
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se imparteau frateste dupa criterii vagi, de la cele politice,
pand la cele umanitare sau sentimentale. Curatorul era si
el multiplu, adica un colectiv, oinstitutie si doar cel care fa-
cea panotarea mai putea fi identificat deoarece, in efortul
de a pune o minimd ordine in viitura de mediocritate, cine-
va trebuia sd duca pana la cotele ei maxime inventivitatea
muzeografica. Trebuia, cu alte cuvinte, sa dea macar cateva
accente de culoare kilometrilor de gri.

Fiind o constructie artificiald, ndscuta intr-un anu-
mit context si alimentatd din ratiuni si ele conjuncturale,
era inevitabil ca acest fenomen sd dispard, fie prin suspen-
darea lui voluntard, fie prin erodare naturald, prin lenta
epuizare a resurselor. Mentalitatea colectivistd, sentimen-
tul de sigurantd lasa pe care ti-| dd adapostul la umbra
multimii, statutul existential vag si starea morald ambigua
- generate amandoud de acea prezentd discretd, la limita
irelevantei, intr-un organism redundant si diform -, erau
atunci, in taieturd proaspata, evident de-a dreptul trauma-
tizante. Cu atat mai mult cu cat toti artistii momentului,
fara exceptie, aveau inca plamanii imbacsiti de respiratia
exclusiva in atmosfera unui propagandist cultural osifi-
cat pana aproape de abstractiune. Chiar si artistii liberi
in interior si neconcesivi in manifestarea lor publicd erau
absorbiti de context, intr-o asemenea masurd incat pareau
ei Tnsisi exponenti ai regimului, chiar daca pe un alt pali-
er. Simpla participare la o expozitie-mamut, la un Salon
national sau municipal, asezat invariabil sub acelasi gene-
ric al naltului devotament patriotic, inducea sentimentul
uneiinevitabile eroziuni genetice, similare aceleia de la ca-
patul unor multiple cdsatorii endogene. Aerul de bilant, de
raport contabil obligatoriu la sfarsit de an, in chip de con-
sacrare practica a unei politici infailibile, vicia implicit ma-
nifestarile artistice si le transforma intr-un fel de examen
eliminatoriu la capitolul ,,eficientei muncii” si de marturie
publica la acela care priveste ,,buna purtare” si inscrierea
corecta in,,codul echitatii si al eticii socialiste”.

Dupa circa un deceniu de zbateri in incertitudinile de
sistem, dupd nenumdrate modalitati de auto semnalare

si dupa diverse incercdri de comunicare cu publicul, arta
romaneasca a inceput sd dea iardsi semne cd este pe cale
sa-si redefineasca spatiul de manifestare si, mai mult de-
cat atat, chiar constiinta de sine. Prin relansarea Salonului
national de artd, lumea artisticd romaneasca sau, in parti-
cular, institutia care o reprezintd, adica UAP, a incercat sa
transmitd un nou tip de mesaj care mutd accentul de pe
manifestarea individuald - mai mult sau mai putin sponta-
nd -, si de pe aceea analitica si conceptualizata teoretic - a
Salonului municipal, care a supravietuit celui national -, pe
valoarea globala a fenomenului, pe sectorul artistic inteles
ca un segment social si uman bine definit.

Daca o asemenea manifestare ar fi avut loc mai de-
vreme, adicd imediat dupd esecurile care au urmat anilor
1990, reactiile ar fi fost vehemente, iar argumentele nici
nu trebuiau cdutate cu prea mare insistentd, pentru sim-
plul motiv cd ele se gaseau usor in amintirile noastre cele
mai recente, si anume in deja amintita memorie propa-
gandistica. Orice apel la Saloanele oficiale din Franta sau,
pand la un punct, chiar la celebrele noastre Saloane inter-
belice, nu avea nici o relevantd pentru ca, oricdt de mult
s-ar fi asemanat superficial, distanta era una incomensu-
rabila in esentd, adica prin premise si prin consecinte.

Intrebarea care se pune acum, in fata Salonului... re-
lansat in mai multe etape, este una foarte simpla si la fel
de banald: avem astazi alte conditii pentru astfel de eveni-
mente globale, sunt ele in mdsura sa traiascd prin propriul
lor proiect si sd se sustragd acelei memorii impovardtoare
pe care tocmai am invocat-o? Raspunsul este, in mod ca-
tegoric, unul afirmativ.

Salonul national de astdzi nu mai are nici o legdtura cu
intentiile si cu spiritul Cantarii Romaniei, iar motivatiile lui
adanci trebuie cdutate in cu totul altd parte decatin spatiul
tezelor politice si al propagandei rudimentare. Daca ar fi sa
invocdm o anumitd memorie a acestui Salon - si, pana la
un punct, ea chiar trebuie invocatd -, aceasta este, totusi,
aceea a Saloanelor oficiale interbelice. Ins3 dincolo de efor-
tul recuperator si de un anumit romantism al continuitatii,

ratiunea actualei variante a Salonului... trebuie cauta-
ta n alta parte, adica in realitatea noastra imediata, iar
aspiratiile acestuia - pentru cd prezentul sdu strict nu este
decat o componenta a unui context mai larg -, trebuie si
ele evaluate in functie de starea artei noastre de astazi.

in plan nemijlocit, Salonul national de art4 se naste ca
o reactie fata de tendintele centrifuge, de individualismul
excesiv, de pericolul atomizarii fenomenului si, in acelasi

OP1

timp, fata de riscul asocierii artistilor in mici grupuri ideo-
logice si pragmatice, uneori impenetrabile pana in pragul
autismului. Cu alte cuvinte, Salonul national este o revolta
a climatului artistic fata de riscul proprie-i disolutii din pri-
cina bataliei pe care artistul individual o duce zilnic pentru
a supravietui.

THE ART SALON, FROM NATIONAL TO OFFICIAL

AND BACK AGAIN*

When it did not rest, as was the case before 1990, directly
under the broad and comfortable umbrella of the Cantarea
Romaéniei Festival, the Art Salon, either national or munici-
pal, would claim of its own accord, given its many condi-
tioned reflexes, the legacy of the same grandiose festival,
the way it happened in the first years after the Revolution.
With few exceptions, it was a massive display of acqui-
escence and mediocrity, with no structure, no ideas and,
most seriously, of no consequence. As important artists
would obstinately refuse to take part in these gregarious
reviews, there was room enough for all sort of exotic en-
tries. Painters, sculptors, graphic artists and others, inca-
pable for years of putting together enough works for a solo

exhibition, would suddenly wake up from their prolonged
slumber just prior to the Salon and would show up fresh,
entering the same work they had been showing around,
from the national to the municipal edition and the other
way around. It was the emergence of a new species in the
local environment of contemporary arts: the salon regular,
the seasonal artist. A short-lived butterfly that would flap
its wings for a moment and then die unknown, once the
exhibition was melancholically taken down. But, besides
being unbelievably flat, the Salon also managed to create a
false image of the current state of Romanian art, either by
a naturalincapacity to reflect the living phenomenon, or by
deliberate oversights and a purposeful manipulation of the

* Technically, the name is the Official National Art Exhibition. However, we have chosen to keep the established Romanian term inherited from French, salon,

in order to capture the spirit of the author’ text (translator’s note).
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viewers. Even if numerous artists tried - even before 1990,
but especially immediately after - to break away from the
conventions of the painting and traditional materials and
techniques, to take on a relaxed concept of artistic object
and action, these tendencies did not only meet with suspi-
cion, but were scornfully eliminated from the sphere of
public interest. Thus, the Salons did nothing else but flat-
ter meagre expectations, manage the comfort of viewers
incapable of taking any risk and, most of all, cultivate in the
artists themselves a feeling of timeless security. Maiming
the artistic reality, falsifying the coordinates of a dynamic
system, these mammoth events had become the symbolic
preserve of communist propaganda even when commu-
nism was formally gone; unruffled and set in their offi-
cially-sanctioned aesthetics, they foreshadowed no major
change, predicted no break and let nothing shine through
that might upset their balance.

With a commonplace and predictable structure by gen-
res - those immemorial genres, that is - it implicitly stat-
ed that there is nothing else in Romania except painting,
sculpture, engraving and decorative arts, with their vari-
ous subcategories. Not to mention there was also a Youth
Salon, because, according to the paternalistic logic of the
totalitary state, the biologically and especially ideologi-
cally mature artist ought to nurture and guide the young,
to temper their fickleness until doctrinary wisdom should
descend upon them and their imagination should be suf-
ficiently blunted so as to be entitled to exhibit among the
seniors. And this cycle had acquired, in time, the feeling of
an almost cosmic fatality. Awards were also given accord-
ingly: for painting, for sculpture, for engraving etc. and were
equally distributed according to vague criteria that ranged
from political to humanitarian or sentimental. There was
alsojoined curatorship, in the shape of a collective of cura-
tors, an institution, and the only one who could be prop-
erly identified was the person in charge of mounting the
exhibition because, in the effort to put some order into the

deluge of mediocrity, somebody had to employ the highest
degree of inventivity. In other words, somebody had to pus
a few accents of colour to kilometres of grey.

Being an artificial construction, born out of a certain
context and fuelled by various reasons, albeit hypotheti-
cal, it was inevitable that the phenomenon should disap-
pear, either by voluntary termination, or by natural erosion,
by the slow depletion of resources. Collectivist mentality,
the feeling of cowardly security you get when hiding in the
shadow of the crowd, the vague existential statute and the
ambiguous moral state - both generated by that discreet
presence, bordering onirrelevance, inside a redundant and
shapeless organism - must have been, when the break was
fresh, simply traumatic. All the more so because all the
artists of the day, without exception, still had their lungs
filthy from breathing exclussively the air of a cultural prop-
aganda ossified almost to abstraction. Even artists with a
free spirit and who made no concessions in their public
manifestations were sucked in by this context, to such a
degree that they seemed themselves representatives of the
regime, even if on a different level. The mere participation
ata mammoth exhibition, ata National or Municipal Salon,
invariably placed under the same label of the high patri-
otic devotion, induced the feeling of an inevitable genetic
erosion, like that resulting from prolonged inbreeding. The
air of review, of end-of-year ballance sheet as practical
sanctioning of an infallible politics, implicitly tainted artis-
tic events and transformed them into an exam in “labour
efficiency” and a public testimony on “propriety” and “the
code of equity and socialist ethics".

At the end of almost a decade of struggles with the
uncertainties of the system, after countless attempts at
self-signalling and various endeavours to communicate
with the public, Romanian art started to show signs that it
is about to redefine its area of manifestation and, what is
more, to get a self-conscience. By relaunching the National
Art Salon, the Romanian art world or, in particular, the

institution that represents it, the Romanian Artists’ Union,
tried to send a different message that shifted the focus
from individual manifestation — more or less spontaneous
- and the analytical and theoretically conceptualized man-
ifestation - typical of the Municipal Salon, that survived the
national one - to the global meaning of the phenomenon,
tothe artistic sector seen as a clearly defined social and hu-
man segment.

If such an event had taken place earlier, that is, imme-
diately after the failures that followed the 1990 moment,
reactions would have been strong and there would have
been no need for arguments, simply because they would
have been easy to find in our own recent memories, the
propagandistic memory. Any reference to the Official Sa-
lonsin France or, to a certain extent, even to our own inter-
war Salons, was irelevant, because, despite any superficial
similarities, the distance was esentially immeasurable,
both with respect to the premises and to the consequences.

The question we are faced with today, regarding the
Salon that has been relaunched in several steps, is simple
and equally unoriginal: do we have, today, different pre-
conditions for such global events? Are they capable of living
through their own project and breaking away from the bur-
den of memory that we just mentioned here? The answer
is, most categorically, affirmative.

DPIN

Today's National Salon has nothing more to do with
the intentions and spirit of the Cantarea Roméniei Festival
and its deep motivations have to be looked for elsewhere
than in the area of political theses and crude propaganda.
If we were to invoke a certain memory of this Salon - and
it should be invoked, up to a point - it must be that of the
Official Salons of the inter-war period. But beyond any ef-
fort of recuperation and a certain romantism inherent in
continuity, the reason and meaning of the current version
of the Salon must be searched elsewhere, thatisin the here
and the now, and its aspirations - because its presence is
nothing but a cog in a larger wheel - must also be evalu-
ated starting from the state of Romanian arts today.

The National Art Salon is born as animmediate reaction
to the centrifugal tendencies, to the excessive individual-
ism, to the danger that the phenomenon might split into
a million pieces and, at the same time, to the danger that
artists might come togetherinto ideological and pragmatic
groups, sometimes impenetrable to the brink of autism. In
other words, the National Salon is the revolt of the artis-
tic environment against the danger of its own dissolution
caused by the artist’s daily struggle to survive.
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Istoric si critic de artd, jurnalist cultural. Este doctor
nistoria artei al UNARTE, cu o tezd despre istoria
Pavilionului Romaniei la Bienala de art3 de la Venetia. In
2015 a publicat In acest Pavilion se vede arti. Romania
la Bienala de arta de la Venetia (Editura Idea, Cluj). A
publicat studii in mai multe cataloage si cdrti colective.
Incepand cu 2007 scrie cronici de artd pentru diferite
publicatii culturale si de art3, locale sau internationale.
La Radio Romania Cultural semneaza numeroase
interventii si interviuri si este realizeazd emisiunea
saptamanala Arte frumoase. Ocazional curatoriaza
expozitii de artd, cea mai recenta fiind Bienala alb-
negru, la Muzeul de Artd din Satu Mare. Din 2016 este
lector asociat CESI - Centrul de excelentd in Studiul
Imaginii, Universitatea Bucuresti. Din august 2019 este
fericita mama a Gloriei.

DARIA
GHIU

Art historian, art critic and cultural journalist. She holds a
PhD from the National University of Arts in Bucharest, with a
thesis on the history of the Romanian Pavilion at the Venice
Biennale. In 2015, she published In this Pavilion One Can
See Art. Romania at the Venice Biennale (Idea Publishing
House, Cluj). Her studies are included in several catalogues
and anthologies. Since 2007, she has contributed art
reviews to various local and international art publications. At
Radio Romania Cultural she signs numerous interventions
and interviews on art; she is the radio author of Arte
frumoase [Fine Arts] weekly programme. She is an editor

of Casa Radio Publishing House. Occasionally, she curates
art exhibitions, the most recent being the 'Black and White’
Biennial, at the Art Museum Satu Mare. Since 2016 sheis an
associate professor at CESI - Center of Excellence in Image
Studies, University of Bucharest. Since august 2019 she is
the happy mother of Gloria.

O BIENALA DE ARTA PENTRU IMAGINEA ROMANIEI

Dupa o pauza de doua editii (1984 si 1986) in care Roma-
nia este absenta de la Bienala de la Venetia - pentru cd se
afla sub teroarea inchiderii culturale totale — in 1988, ca
prin minune, Pavilionul Romaniei isi deschide portile, cu
o intarziere de zece zile: artistul Napoleon Tiron fsi joaca
nu doar propriul rol, ci si pe acela de curator (adevaratului
comisar al expozitiei, Dan Haulica, nu i se dd viza) si critic
de arta. Instaleazd, de unul singur, o expozitie grandioasa
tocmai in fragilitatea ei, cu sculpturile sale in spatiu, oa-
meni masivi de lemn si totusi usori, cu aerul |3sat sa treacd
prin corpurile lor.

Intre aceastd prezents la bienald, care devine un one
man show conditionat de contextul politic, si editia din
1990, dominatd de personalitatea lui Mircea Spataru, un
one man show auster, caruia i se imprima rdnile recentei
Revolutii romane, sunt doar doi ani. Schimbdrile, de fapt,
nu sunt radicale Tn interiorul pavilionului. Doua expozitii
sobre, doi artisti consacrati. Dar dacd expozitia lui Tiron e
o gurd de aer intr-un moment al (auto)cenzurii instituite,
expozitia lui Spataru e o expresie a libertatii si a eliberarii
atelieruluiin postcomunism.

In 1993, Pavilionul tréieste o restaurare prin prezen-
tarea operei lui Horia Damian: emigrat in 1945 la Paris,
fusese expus in pavilion intr-o expozitie colectivad in 1942.
fn 1995 e timpul pentru o expozitie colectivd dedicatd
sculpturii, pe urmele mostenirii lui Brancusi. In 1997, e

timpul pentru o expozitie dubld: Ion Bitzan in interiorul
pavilionului, iar Ion Grigorescu in exteriorul acestuia. De
asemenea, la sediul Casei Romena di Venezia se deschide o
expozitie a tinerei generatii de artisti, optzecistii curatoriati
de Adrian Guta.

1999 marcheazd un punct de cotiturd in istoria
prezentelor romanesti, atat la nivel institutional, cat si in
ceea ce priveste continutul propriu-zis al expozitiei si de-
ciziile curatoriale. De acum rolurile sunt clare si bine de-
finite. Dacd pana atunci eram martorii figurii unice a cu-
ratorului (din 1968 pand in 1982, Ion Frunzetti, apoi Dan
Haulicd - exceptie fiind editia din 1993, curatoriata de
Radu Varia), in 1999 este instituit concursul de proiecte
pentru alegerea celui care reprezintd Romania la Bienala.
Vom fi martorii unor proiecte foarte diferite din punct de
vedere curatorial, dar diferentele si noutatea isi fac aparitia
si la nivelul mediilor artistice. In 1999 vedem expus in pa-
vilion un dublu proiect conceptual, sub semnatura lui Judit
Angel: grupul subREAL si Dan Perjovschi. Acesta din urma
intrd Tn vizorul presei internationale, iar desenele sale pe
podeaua pavilionului deschid discutia despre relatia privi-
tor-opera de arta. Spectatorii desenelor lui Perjovschi nu
mai sunt deloc pasivi, simpla lor prezenta in pavilion duce
la stergerea treptata a lucrdrii, pand la pierderea tot mai
puternicd a intelesului. Mesajul se topeste intr-o pastd de
necunoscut, ca in celebrul poem Passionément al lui Ghe-
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rasim Luca, in care cuvintele se adund doar temporar in
propozitii cu sens. Vrand-nevrand, dadaismul pare cd pune
piciorul pe acest pavilion.

Urmatoarele doua editii, 2001 si 2003, devin reprezen-
tative pentru expunerea pentru prima oara a noilor media:
arta video in 2001, si net art in 2003, care se suprapun pe
un boom al prezentei noilor media pe scena artisticd din
Romania acelor ani.

European Influenza, 2005, marcheaza un alt moment
important, de curatoriat extrem: un Pavilion Idsat gol, cu
doar cateva insemne. La scurt timp de la deschidere, pa-
vilionul devine o oglinda in care scena de artd locald nu
se recunoaste si raspunde in presd cu atacuri la persoa-
nd, care isi propun sd anuleze proiectul, in timp ce presa
internationald il vede ca pe un ,mare gest antiarta".

Low-Budgets Monuments, 2007, marcheazd un alt
fel de triumf: cel al teoretizdrii problemei monumentelor
printr-un discurs al contra-monumentalizdrii. Doi ani mai
tarziu, e timpul pentru o expozitie in colaborare cu un grup
de arhitecti, un proiect care discutd spatiul expozitional ca
«lume pusd pe scend”, asa cum scrie in catalog curatoa-
rea Alina Serban. In 2011, Performing History deschide o
discutie foarte ampld despre relatia, de multe ori tensio-
natd, Intre curator si artist, un proiect in care, neasteptat,
artistii si-au reapropriat spontan expozitia. Doi ani mai
tarziu, ne aflam intr-un alt punct culminant al istoriei par-
ticiparilor Romaniei la Bienala: O retrospectiva imateriald a
Bienalei de artd de la Venetia, care a rescris istoria Bienalei
cu ajutorul corpului si a prezentei sale n spatiu. Zi de zi,
ora de ord, in fata publicului se ,jucau” lucrari de art3, de
la picturd si sculptura oficiald pand la instalatii complicate.
Operele de arta se construiau si se topeau la scurt timp, to-
tul sub ochii privitorului.

In 2015, Adrian Ghenie ocupa pavilionul cu o expozitie
solo, sobr3, clasica. Pavilionul se intoarce la aspectul sdu
interbelic, cu trei incaperi. Imaterialului din 2013 1i ia lo-
cul un proiect cat se poate de vizibil, de concret. In 2017,

retrospectiva dedicatd artistei Geta Bratescu puncteaza un
alt moment esential: prezenta unei artiste atat de comple-
xe Tntr-o viziune solo. Expozitiile personale in Pavilionul
Romaéniei sunt atat de rare in istoria acestuia (1966, 1988,
1990, 1993, 2005, 2015), iar cele dedicate unei artiste
absolut absente, pana in acest an de referinta.

Ne aflam acum, in 2020, intr-un an-fantoma, in care
toate evenimentele se anuleaza, se reconfigureazd, se
amand. Pandemia globala rescrie istoria, inclusiv pe aceea
a institutiilor de artd. Cea mai recentd prezentd a Roma-
niei la Bienald a avut loc in 2019, atunci cand Pavilionul a
apartinut unui numar de trei artisti. Fiecare a luat in pose-
sie un spatiu (vestibul, peretii pavilionului, podeaua aces-
tuia) si i-a atribuit acestuia un gest sau mai multe. Anul
acesta ar fi trebuit sa fim martorii unei editii de bienala de
arhitecturd. Dar amanarea s-a prelungit, astfel ca arhitec-
tura va ocupa Pavilionul in 2021, iar arta se va intoarce in
Pavilion abiain 2022.

Pana atundi, la final, ramane valabild o intrebare, o
eternd problema: ce Tnseamnd reprezentare nationald?
Cine e in masurd sa ,ne" reprezinte cel mai just in Casa
Romaniei aka Pavilionul Romaniei la Bienala de arta de
la Venetia? Daca pana in 1989 am fost martorii unor pa-
vilioane ,asezate”, cuminti, si directionate de figura comi-
sarului unic, dupd acest moment, prezenta Romaniei isi
sparge unitatea, devenim spectatorii unor expozitii extrem
de diverse, receptate surprinzdtorin presalocald, dominate
uneori de scandal, alteori de o primire mai degrabd igno-
rantd a publicului. Au fost cazuri cdnd asteptam Leul de Aur
ca pe o promisiune niciodata atinsa. Pavilionul Romaniei
este, dupa 1990, o oglinda care ne aratd uneori altfel decat
am vrea sa ne vedem. Niciodata asteptarile nu reusesc sa
se armonizeze. Rdmane de vdzut ce va urma. E oistorie fdra
sfarsit.

Romania la Bienala de Arta de la Venetia dupa 1990

1990 (ed. a XLIV-a)
Comisar: Dan Haulica
Artist: Mircea Spataru

1993 (ed. a XLV-a)

Comisar: Radu Varia; vicecomisar:
Coriolan Babeti

Artist: Horia Damian

1995 (ed. a XLVI-a)

Comisari: Dan Hdulicd si Coriolan
Babeti

Artisti: George Apostu, Stefan Bertalan,
Mihai Buculei, Maria Cocea, Roman
Cotosman, Doru Covrig, Darie Dup,
Ovidiu Maitec, Paul Neagu, Ion
Nicodim, Neculai Paduraru, Constantin
Popovici, Mircea Roman, Napoleon
Tiron, Aurel Vlad, Marian Zidaru

Bienala de la Venetia, 1997, foto: Ion Grigorescu

Titlu: Mostenirea lui Brancusi in
Romania

1997 (ed. a XLVII-a)

Comisar: Dan Haulica; Vicecomisari:
Coriolan Babeti, Adrian Guta

(se organizeazd, pe langd Pavilionul
Romaniei, si o expozitie in Casa Romena
di Venezia)

Artisti: Ion Bitzan, Teodor Graur, Ion
Grigorescu, Iosif Kiraly, Valeriu Mladin,
Gheorghe Rasovszky, Sorin Vreme

1999 (ed. a XLVIII-a)

Comisari: Judit Angel (Pavilionul
Romaniei), Horea Avram (Casa
Romena); asistent comisar: Aurora
Dediu; comisar de onoare: Dan Haulica

Artisti: Dan Perjovschi, subREAL
(Pavilion); Alexandru Antik, Mircea
Florian, Dan Mihaltianu, Nicolae
Onucsan, Alexandru Patatics (Casa
Romena)

2001 (ed. a XLIX-a)

Comisar: Ruxandra Balaci; asistent
comisar: Raluca Velisar; curatori:
Ruxandra Balaci, Sebastian Bertalan,
Alexandru Patatics

Artisti: Context Network, Gheorghe
Rasovszky

2003 (ed. a 50-a)

Comisar si curator: Calin Man; asistenti
curator: Raluca Velisar, Adela Vdetisi
Organizator: MNAC

Artisti: Calin Man / kinema ikon.

Titlu: Alteridem. Exe.2

2005 (ed.a51-a)
Comisar: Marius Babias
Artist: Marius Babias
Titlu: European Influenza

2007 (ed.a 52-a)

Comisar: Mihai Pop, Curator: Mihnea
Mircan; asistent comisar: Bertha
Niculescu

Artisti: Victor Man, Cristi Pogdcean,
Mona Vatédmanu&Florin Tudor
Titlu: Low-Budget Monuments

2009 (ed.a 53-a)

Comisar: Monica Morariu; curator: Alina
Serban; asistent curator: Livia Pancu
Colaboratori: Alex Axinte, Cristi

Borcan, Livia Andreea Ivanovici; project
manager: Mirela Duculescu
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Artisti: Stefan Constantinescu, Andrea
Faciu, Ciprian Muresan
Titlu: The Seductiveness of the Interval

2011 (ed. a 54-a)

Pavilion

Curatori: Maria Rus Bojan, Ami Barak;
editor catalog: Bogdan Ghiu, in
colaborare cu Timotei Nadasanu (IDEA
arta+societate)

Artisti: Ion Grigorescu, Anetta Mona
Chisa, Lucia Tkacova

Titlu: Performing History

Noua Galerie a Institutului de Cultura si
Cercetare

Curatori: Adrian Bojenoiu, Alex.
Niculescu

Titlu: Romanian Cultural Resolution -
documentar

2013 (ed.a 55-a)
Pavilion

Curator: Raluca Voinea

Artisti: Alexandra Pirici si Manuel
Pelmus

Titlu: O retrospectivd imateriald a
Bienalei de arta de la Venetia

Noua Galerie a Institutului de Culturd si
Cercetare

Curator: Anca Mihulet

Artisti: Apparatus 22, Irina Botea si Nicu
IIfoveanu, Karolina Bregula, Adi Matei,
Olivia Mihaltianu, Sebastian Moldovan
Titlu: Reflection Centre for Suspended
Histories. An Attempt

2015 (ed.a 56-a)

Pavilion

Curator: Mihai Pop; arhitect: Attila Kim
Artist: Adrian Ghenie

Titlu: Darwin’s Room

Noua Galerie a Institutului de Cultura si
Cercetare

Curator: Diana Marincu

Artisti: Michele Bressan, Carmen
Dobre-Hametner, Alex Mirutziu, Lea
Rasovszky, Stefan Sava, Larisa Sitar
Titlu: Inventing the Truth. On Fiction
and Reality

2017 (ed.a 57-a)
Curator: Magda Radu
Artist: Geta Bratescu
Titlu: Apparitions

2019 (ed.a 58-a)

Curator: Cristian Nae

Artisti: Belu-Simion Fainaru, Dan
Mihdltianu, Miklos Onucsan

Titlu: Conversatii neterminate asupra
importantei absentei

Bienala de la
Venetia 1999.
foto: Dan & Lia
Perjovschi/Cristi
Alexa

DPIN

AN ART BIENNALE FOR ROMANIA'S IMAGE

After a two-edition hiatus (1984 and 1986), when Roma-
nia is absent from the Venice Art Biennale while under the
terror of complete cultural shutdown, the Romanian Pa-
vilion miraculously reopens in 1988, ten days late. Artist
Napoleon Tiron performs multiple roles: artist, curator (the
real commissary of the exhibition, Dan Haulicd, is denied
avisa) and art critic. He single-handedly mounts the exhi-
bition whose grandour derives precisely from its fragility,
with its scupltures in mid-air, the massive but still light
wooden figures which allow air to flow through them.

This biennale participation - turned one-man show due
to the political context - and the 1990 edition, dominated
by the personality of Mircea Spataru - an austere one-man
show which bears the wounds of the recent Romanian
Revolution - are separated by just two years. The changes
are not, in fact, radical inside the pavilion: two sobre exhibi-
tions, two well-established artists. But while Tiron's exhi-
bition is a breath of fresh air at a time of institutional (self)
censorship, Spataru’s is an expression of freedom and the
liberation of the artists's studio in the post-communist era.

In 1993 the Pavilion experiences a restoration with the
exhibition of Horia Damian’ works: the artist, who emi-
grated to Paris in 1945, had been shown in the Pavilion
in 1942, as part of a group exhibition. Two years later, in
1995, it is time for a group exhibition dedicated to sculp-
ture, following in the tracks of Brancusi's heritage. 1997
comes with a double show: Ion Bitzan inside the Pavilion,

Ion Grigorescu outside. It is also the year when Casa Rom-
ena di Venezia hosts a parallel exhibition of young artists,
the 80s generation, curated by Adrian Guta.

1999 marks a turning point for the Romanian presence
at the Biennale, both at an institutional level and with re-
spect to exhibition content and curatorial decision. More
than ever, roles are now definite and clear-cut. If up to this
point the exhibitions were dominated by the sole figure of
the curator (Ion Frunzetti between 1968 and 1982, fol-
lowed by Dan Haulicd, barring the 1993 edition curated by
Radu Varia), 1999 introduces the open call for the selec-
tion of the project that will represent Romania at the Bien-
nale. From that point on, not only will selected projects be
very diverse from a curatorial point of view, but there will be
diversity and novelty with respect to the artistic media as
well. 1999 comes with a double conceptual project, signed
Judith Angel: the subREAL group and Dan Perjovschi. The
latteris noticed by international media and his drawings on
the floor of the pavilion trigger a discussion on the relation
between the works of art and the onlooker. The spectators
of Perjovschi’s drawings are no longer passive, the simple
fact that they step inside the pavilion leads to a gradual
erasure of the work until the meaning is almost completely
lost. The message meltsinto a paste of unknown like in Gh-
erasim Luca’s poem Passionément, where words gather but
temporarily into meaningful sentences. Dadaism seems to
unintentionally set foot into the Romanian pavilion.
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The following two editions - 2001 and 2003 - are note-
worthy for the first-time exhibition of new media: video art
in 2001 and netartin 2003, coinciding with a boom of new
media presence on the Romanian art scene of the time.

European Influenza, from 2005, marks another impor-
tant milestone, that of extreme curatorial decision: the Pa-
vilion is left empty, with just a couple of markings. Shortly
after opening, it becomes a mirror in which the Romanian
art scene cannot find itself and consequently reacts with
personal attacks meant to nullify the project, while inter-
national press sees it as a “grand anti-art gesture”.

Low-Budget Monuments, 2007, is a triumph at a differ-
ent level: the theoretical discussion on the issue of monu-
ments through a discourse against monumentalization.
Two years later, it is time for a show devised in collabora-
tion with a group of architects, a project that tackles the
exhibition space as “a world set on stage,” as described by
curator Alina Serban in the catalogue. In 2011, Performing
History proposes a very ample discussion on the often tense
relation between artist and curator; a project in which the
artists spontaneously and unexpectedly claim back their
exhibition. Another two years later, another highlight of the
Romanian participation at the Biennale: An Immaterial Ret-
rospective of the Venice Biennale rewrites the history of the
Biennale by means of the body and its presence in space.
Day by day, hour by hour, works of art are “performed” in
front of the audience, from official painting and sculpture
to complicated installations. The art works are constructed
and soon after melt away before the eyes of the onlookers.

In 2015 Adrian Ghenie takes over the Pavilion with a
sobre, classic solo show. The Pavilion goes back to its origi-
nal, inter-war three-room design. The 2013 immaterial is
replaced by a new project which could not be more visible
and more concrete. Later, in 2017, the Geta Bratescu retro-
spective marks another first: such a complex artistin a solo
vision. Solo shows in the Romanian Pavilion were few and
far between (1966, 1988, 1990, 1993, 2005, 2015) and

those dedicated to a female artist were inexistent up to this
remarkable year.

We are now in 2020, a ghost year, in which all events
are either cancelled, reconfigured or postponed. The pan-
demic rewrites history, including the history of art insti-
tutions. Romania’s latest presence at the Biennale was in
2019, when the Pavilion was entrusted to three artists,
each of then taking posession of a certain space (the en-
trance hall, the walls, the floor) and enriched it with one or
several gestures. This year we should have had an Architec-
ture Biennale, but it was eventually postponed to 2021, so
that art will only return to Venice in 2022.

Until then, we are left with one valid question, with one
eternal problem: what is the meaning of national represen-
tation? Who is capable of representing “us” most accurate-
ly in the House of Romania, aka the Romanian Pavilion at
the Venice Biennale? If up until 1989 we had “sober”, com-
pliant pavilions directed by the hand and vision of a sole
commissary, from that point onwards Romanian presence
renounces unity and we deal with extremely diverse exhibi-
tions that faced a surprising reception in Romanian media,
dominated sometimes by controversy and sometimes by a
rather ignorant response from the public. There were mo-
ments when we looked forward to the Golden Lion as to a
promise never fulfilled. The Romanian Pavilion after 1990
is a mirror that reflects us, but not the way we would like it
to; expectations are never reconciled. What is next is still to
be discovered. It is a neverending story.

DPIN

Romania at the Venice Art Biennale after 1990

1990 (44 edition)
Commissary: Dan Haulica
Artist: Mircea Spataru

1993 (45" ed.)

Commissary: Radu Varia; assistant
commissary: Coriolan Babeti
Artist: Horia Damian

1995 (46* ed.)

Commissaries: Dan Haulica, Coriolan
Babeti

Artists: George Apostu, Stefan Bertalan,
Mihai Buculei, Maria Cocea, Roman
Cotosman, Doru Covrig, Darie Dup,
Ovidiu Maitec, Paul Neagu, Ion
Nicodim, Neculai Paduraru, Constantin
Popovici, Mircea Roman, Napoleon
Tiron, Aurel Vlad, Marian Zidaru

Title: The Heritage of Brancusi in Romania

1997 (47" ed.)

Commissary: Dan Haulic; assistant
commissaries: Coriolan Babeti, Adrian
Gutd

(Alongside the Romanian Pavilion,
there is a second exhibition at the Casa
Romena di Venezia)

Artists: Ion Bitzan, Teodor Graur, Ion
Grigorescu, Iosif Kiraly, Valeriu Mladin,
Gheorghe Rasovszky, Sorin Vreme

1999 (48" ed.)

Commissary: Judit Angel (Romanian
Pavilion), Horea Avram (Casa Romena)
Assistant commissary: Aurora Dediu;
honorary commissary: Dan Haulica

Artists: Dan Perjovschi, subREAL
(Pavilion). Alexandru Antik, Mircea
Florian, Dan Mihaltianu, Nicolae
Onucsan, Alexandru Patatics (Casa
Romena)

2001 (49t ed.)

Commissary: Ruxandra Balaci; assistant
commissary: Raluca Velisar; curators:
Ruxandra Balaci, Sebastian Bertalan,
Alexandru Patatics

Artists: Context Network, Gheorghe
Rasovszky

2003 (50" ed.)

Commissary and curator: Calin Man;
assistant curators: Raluca Velisar, Adela
Vdetisi

Organizer: National Museum of
Contemporary Art

Artists: Calin Man / kinema ikon.

Title: Alteridem. Exe.2

2005 (51 ed.)
Commissary: Marius Babias
Artist: Marius Babias

Title: European Influenza

2007 (52 ed.)

Commissary: Mihai Pop; assistant
commissary: Bertha Niculescu; curator:
Mihnea Mircan

Artists: Victor Man, Cristi Pogdcean,
Mona Vatamanu&gFlorin Tudor

Title: Low-Budget Monuments

2009 (53" ed.)

Commissary: Monica Morariu; curator:
Alina Serban; assistant curator: Livia
Pancu

Collaborators: Alex Axinte, Cristi
Borcan, Livia Andreea Ivanovici. Project
manager: Mirela Duculescu

Artists: Stefan Constantinescu, Andrea
Faciu, Ciprian Muresan

Title: The Seductiveness of the Interval

2011 (54t ed.)

Romanian Pavilion

Curators: Maria Rus Bojan, Ami
Barak; catalogue editor: Bogdan Ghiu,
collab. with Timotei Nadasanu (IDEA
Art+Society)

Artists: Ion Grigorescu, Anetta Mona
Chisa, Lucia Tkacova

Title: Performing History

New Gallery of the Istituto Romeno di
Cultura e Ricerca Umanistica
Curators: Adrian Bojenoiu, Alex.
Niculescu

Title: Romanian Cultural Resolution -
documentary

2013 (55t ed.)

Romanian Pavilion

Curator: Raluca Voinea

Artists: Alexandra Pirici, Manuel Pelmus
Title: An Immaterial Retrospective of the
Venice Biennale

New Gallery of the Istituto Romeno di
Cultura e Ricerca Umanistica

U\
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Curator: Anca Mihulet

Artists: Apparatus 22, Irina Botea and Nicu
IIfoveanu, Karolina Bregula, Adi Matei,
Olivia Mihaltianu, Sebastian Moldovan
Title: Reflection Centre for Suspended
Histories. An Attempt

2015 (56* ed.)

Romanian Pavilion

Curator: Mihai Pop; arhitect: Attila Kim
Artist: Adrian Ghenie

Title: Darwin’s Room

New Gallery of the Istituto Romeno di
Cultura e Ricerca Umanistica

Curator: Diana Marincu

Artists: Michele Bressan, Carmen Dobre-
Hametner, Alex Mirutziu, Lea Rasovszky,
Stefan Sava, Larisa Sitar

Title: Inventing the Truth. On Fiction and
Reality

2017 (57" ed.)
Curator: Magda Radu
Artist: Geta Bratescu
Title: Apparitions
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2019 (58" ed.)

Curator: Cristian Nae

Artists: Belu-Simion Fainaru, Dan
Mihaltianu, Miklos Onucsan

Title: Unfinished Conversations on the
Weight of Absence

Bienala de la Venetia, 2013, Alexandra Pirici & Manuel Pelmus,
An Immaterial Retrospective of the Venice Biennale,
foto: Eduard Constantin

Bienala de la Venetia, 2011, foto: Bogdan Ghiu
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Critic si istoric de artd, doctor in arte vizuale, expert

al Ministerului Culturii, jurnalist, membru fondator si
director al Fundatiei HAR (Habitat si Artd in Romania) si
expert al Casei de Licitatii Vikart. Din 1996 publica cronica
plastica, interviuri, reportaje, eseuri, studii de istoria
artei, monografii de monumente. Curator a peste 30 de
expozitii personale sau de grup, deschise in Bucuresti si
n alte orase mari ale tarii. A primit premiul pentru critica
acordat de Consiliul Director al Uniunii Artistilor Plastici
din Romania (2017) si Diploma de excelentd pentru
intreaga activitate, acordata de Filiala Buzdu a Uniunii
Artistilor Plastici din Romania.

LUIZA
BARCAN

Art critic and historian, expert on cultural goods for

the Ministry of Culture, journalist, founding member

and director of the HAR Foundation (Habitat and Artin
Romania), expert for Vikart Action House. Since 1996

she has been publishing art critique, interviews, essays,
studies on art history, monument monographs. She has
curated more than 30 solo or group shows in Bucharest
and different cities around the country. She received the
Award for Art Criticism from the Romanian Artists’ Union
(2017) and the Honorary Achievements Diploma for lifelong
achievements awarded by the Buzdu branch of the Artists’
Union.

ARTA SI MASS-MEDIA DE TREIZECI DE ANI INCOACE

Dupa Revolutia din 1989, artele vizuale precum si reflec-
tarea lor in media au intrat, in mod evident, intr-o noua
era. Redobandirea libertdtii, disparitia cenzurii si a nor-
melor ideologice impuse creatorilor, emisia non-stop a
televiziunii publice, au adus un val imens de entuziasm si
de sperantd. S-au ndscut rapid proiecte artistice, s-au pus
bazele, din pacate pentru scurt timp, unei foarte necesare
forme de solidaritate de breasld. Pe de alta parte, jurna-
lismul cultural, in toate formele lui, s-a vazut dintr-odata
in situatia de a opera procese de selectie in ceea ce privea
oglindirea activitatii artistice, a evenimentelor breslei si a
personalitatilor creatoare, in produsele media. Oferta de-
venise, dintr-odata, extrem de bogatd si de ispititoare, iar
cerberii culturii dispdruserd ca si cum nici nu existasera
vreodatd.

Din 1995, anul debutului meu in televiziune, mi s-a
oferit prilejul, ca tandr redactor, iar apoi ca realizator, ca
istoric si critic de artd, pe de alta parte, sa pun in dialog
aceste doua limbaje (comentariul de artd si prelucrarea
imaginii de televiziune), cu o deschidere pe care nu mi-as
fi putut-o imagina cu sase-sapte ani mai inainte. In anul
angajarii mele la Televiziunea Roméana, Imi amintesc de
existenta a doud emisiuni de arta plasticad, realizate de Ru-
xandra Garofeanu si de regretata Maria Magdalena Crisan.
Aveau format reportaj si abordau subiecte din prezentul
imediat al activitatii artistice. Acopereau o larga paleta de
expresii artistice si informau cu profesionalism publicul,

pe atunci inci interesat de culturd. Imi aduc aminte si de
existenta unei rubrici cvasi-constante, un fel de jurnal al
galeriilor, prezent in cadrul Actualitdtilor, precum si de
alte emisiuni, de tipul portret de artist, realizate in cadrul
Redactiei Culturd-Religie.

Dupa o scurtd perioadd in care mi-am exersat sporadic,
cu mari sincope, abilitatile de redactor de emisiuni dedica-
te artelor vizuale, am avut sansa unei experiente cu totul
speciale, care a ramas unica, o experienta total3, intensg,
dar din pdcate curmata chiar in momentul cand ar fi pu-
tut deveni un reper. In 1997, marea retrospectivd Corne-
liu Baba de la Muzeul National de Artd ii atragea atentia
inegalabilului om de televiziune si om de culturd losif
Sava. Nu mai putin, maestrul se Idsase cu totul cucerit de
expozitia personald de sculpturd Relicvarii a lui Laurentiu
Mogosanu, de la Galeria Catacomba, un proiect al pictoru-
lui academician Sorin Dumitrescu. Folosindu-se ca pretext
de ambele evenimente culturale (in cel mai adevarat sens
al cuvantului), losif Sava a dedicat o editie speciala a Sera-
tei muzicale TV unei confruntari directe intre artisti si cri-
tici de artd din generatii diferite, gdzduitd chiar in Galeria
Catacomba si avand ca background lucrarile lui Laurentiu
Mogosanu. Féra vreun ,preaviz”, am fost destul de abrupt
invitatd sa particip la emisiune in dubla calitate: ca redac-
tor si ca reprezentant al generatiei tinere de critici. Pusa
fata in fatd cu reprezentantii generatiei consacrate m-am
folosit de prilej pentru a sustine ca tinerii critici, ca si tinerii
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artisti, au nevoie de sustinerea profesorilor si a confratilor
deja afirmati. Emisiunea a starnit polemici, asa cum insusi
realizatorul ei isi propusese. Consecinta imediata in plan
profesional a fost cd, la sfarsitul lui 1997, primeam la fel
de abruptinvitatia de a organiza, in cadrul Seratei muzicale
TV, un vernisaj live, cu un artist contemporan invitat si care
sa fie promovat prin intermediul propriilor lucrari, panota-
te Intr-o mini-expozitie, care la randul ei urma sd devind
cadrul Seratelor, intr-unul dintre Studiourile 1, 2 sau 3 ale
Televiziunii Romane. Am fost sedusa de provocare si am
reusit, ajutata de sculptorul Alexandru, in calitate de vo-
luntarintr-un proiect de-a dreptul nebunesc, sa organizez,
timp de cinci luni, sambata de sdmbatd, un astfel de verni-
saj in cadrul Seratei. Au fost, probabil, cele mai frumoase
momente traite ca jurnalist de televiziune. Pensionarea
fortata si apoi disparitia brusca a lui losif Sava au provocat
moartea unui proiectinedit, careincepuse sa prinda contur
si consistentd. Obiectiv vorbind, acum, dupd mai bine de
doua decenii, cred ca se poate vorbi, din punctul de vedere
al jurnalismului cultural de televiziune, despre epoca losif
Sava - cand cuvintele-cheie erau profesionalismul, talen-
tul autentic, valoarea si responsabilitatea gestului creator,
al artistului si al teleastului, deopotriva - si cea de dupad el,
cu opusul acestor valori, pe care maestrul o presimtea si o
deplangea.

Un alt moment de gratie pentru jurnalismul cultu-
ral in ansamblu |-a reprezentat infiintarea, pe 26 aprilie
2002, a unui nou canal al televiziunii publice, TVR Cultu-
ral. In mod firesc, artele vizuale si-au aflat si in acest canal
de nisd locul meritat. Generatia mea venea ,la putere” si
eram foarte bucuroasa de faptul ca directia TVR Cultural
ii era incredintatd scriitoarei si realizatoarei Daniela Zeca
Buzura, o congenera cu care am comunicat siam colaborat
impecabil. Au urmat ani rodnici in emisiuni de arte vizuale
ce mi-au fost incredintate aproape in totalitate. Mai intai
am realizat documentarul Pictori roméni, o incursiune in
istoria artei moderne, menitd sd aduca pe micul ecran bi-

ografia si creatia celor mai importanti artisti ai penelului,
cu sprijinul muzeelor de artd. In paralel, la un moment dat,
am derulat un alt proiect de televiziune dedicat actualitatii
plastice siintitulat Rogvaiv. Avea format multiplu: reportaj,
stire, cronica de expozitie, portret de artist. O altd emisiu-
ne difuzatd pe TVR Cultural, pe care am indragit-o in mod
special, a fost documentarul , Frontierele privirii”, a carui
tematica s-a extins si asupra arhitecturii ca expresie vizu-
alé. In primul deceniu al secolului XXI mai existau pe TVR
Cultural si alte emisiuni de tip magazin care includeau
si o rubricd de art3 plasticd. In acea perioad3 mai realiza
emisiuni de profil si Carmen Barbulescu. Mi se pare impor-
tant de subliniat cd pand in 2013, anul cel mai negru din
istoria postdecembristd a TVR, redactorii erau specializati.
Nu putea realiza oricine o emisiune muzicald sau una de
literaturd, de teatru ori de arte vizuale, cum se intdmpla
in prezent. Mare ,reformd"” a televiziunii publice a urmarit
de fapt sa elimine specializarile, implicit profesionalismul,
uneori chiar obligandu-i pe redactori sau realizatori s facd
emisiuni faré nici o legdturd cu competenta lor. Incepea
era mediocritdtii, consideratd calitate esentiald pentru
a fi pe gustul unui public din ce in ce mai putin instruit.
2013 a fost si Tnceputul sfarsitului canalului TVR Cultural,
desfiintat la foarte scurt timp dupa aceea. Televiziunile pri-
vate s-auTnmultit la un moment dat, dararareori culturain
ansamblu, artele vizuale n particular si-au aflat loc printre
formatele acestora. In prezent, cultura a dispérut aproape
total de pe micile ecrane, exceptie facdnd unele emisiuni
de pe TVR 2, care a preluatintr-o oarecare masurd, maide-
grabd mascat, rolul pe care I-a jucat mai bine de un dece-
niu postul TVR Cultural.

Din 1996, in paralel cu activitatea de teleast, am ince-
put sa public cronica plasticd, interviuri cu artisti si repor-
taje a caror tema erau simpozioanele de creatie, in revistele
culturale: Contemporanul, Literatorul, Azi Literar, ArtPano-
rama, Museion (revista Muzeului Literaturii Roméane), mai
tarziu sin altele. Erau destul de multe astfel de publicatii

culturale, in orasele importante ale tarii, iar informatia cir-
culaastfel neingradita si cu repeziciune, chiardacd neaflam
abia in zorii erei digitale. Dupa trei decenii, mai existd foar-
te putine reviste culturale, unele sunt accesibile doar (sau
mai ales) in format digital si acestea supravietuiesc ane-
voios din doud motive principale: subfinantarea cronica si
dezinteresul cvasi-generalizat pentru culturd, manifestat
pe fondul unei decaderi abrupte a societatii romanesti, in
ansamblu. Asadar, artele vizuale sunt tot mai putin pre-
zente Tn paginile tot mai rarelor publicatii culturale, pentru
cd cele special dedicate lor au dispdrut de mult. Exceptie
face fantomatica revista Arta. Doar cateva reviste de cultu-
ra importante mai apar la chioscurile de vanzare a presei,
in capitald, si acestea in tiraje minuscule: Contemporanul,
Observator cultural, Romania literard. Rubricile dedicate
artelor vizuale au rdmas n sumarul lor, permanente. Cu
sigurantd, astfel de publicatii cu traditie se luptd pentru
existenta siin alte orase cu statut de centru cultural.

Am fost si redactor de radio in perioada anilor 2000-
2004, cand am realizat cateva emisiuni de arte vizuale la
Radio Romania International. Din toatd media romaneas-
cd, cred ca radioul public rdmane cel in care artele vizuale
au fost reprezentate tot timpul, fara sincope. Se cuvine sa

R

amintesc emisiunile de profil realizate timp de mai mul-
te decenii de criticul de artd Aurelia Mocanu. In prezent,
numele criticului de artd Roxana Pdsculescu, realizator
la Radio Romaénia Cultural, este cel de care se leaga actu-
alitatea artelor vizuale. Se pare c3, dintre toate limbajele
media, radioul a radmas cel mai conservator in abordarea si
promovarea fenomenului cultural. Rubrici dedicate eveni-
mentelor din zona artelor vizuale sunt prezente, uneori, si
pe canalul Radio Romania Actualitdti si, extrem de rar, pe
posturile de radio private.

Un aspect care merita mentionat macar in treacdt este
legat de posturile de televiziune private regionale unde,
mult mai adesea, dar din pdcate fara acoperirea corespun-
zdatoare, artele isi afld locul necesar si binemeritat.

Dupa trei decenii de libertate, concluziile care se pot
trage in privinta relatiei dintre mass media si artele vizuale
nu sunt prea incurajatoare. Entuziasmul de care aminteam
lainceput, specific primului deceniu de dupa Revolutia din
1989, a disparut demult si a [dsat locul blazarii. Cultura in
general, artele vizuale in particular, reprezinta o nisa din ce
in ce mai restransd. lar efectele sunt vizibile pretutindeni
in plan social.
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ART AND MEDIA OVER THE PAST 30 YEARS

After the 1989 Revolution visual arts and the way they
were reflected in the media obviously entered a new age.
The regained freedom, the lifting of censorship and the
disappearance of ideological standards formerly imposed
on creators, as well as around the clock broadcasting on
public television created a huge wave of hope and enthusi-
asm. Artistic projects were quick to spring up and the foun-
dations were laid for a very necessary, but sadly short-lived,
solidarity within the artistic guild. Cultural journalism, on
the other hand, suddenly found itself forced to apply a pro-
cess of selection when it came to reflecting artistic activ-
ity, events and creators in media products. All of a sudden,
the offer had become extremely varied and appealing and
the watchdogs of culture had vanished as if they had never
existed.

In 1995, the year I made my TV debut, I was offered
the opportunity, as a young producer and later as a show
host - in my capacity as art critic and historian, on the
other hand - to create a dialogue between these two lan-
guages (artistic review and editing of TV image), allowing
for an openness I could not have dreamed of six or seven
years earlier. The year I started working for the national
television there were, I remember, two shows dedicated to
fine arts, hosted by Ruxandra Garofeanu and the late Ma-
ria Magdalena Crisan, respectively. They were reportage-
like in format and presented current artistic activity. They

covered a broad array of artistic expressions and delivered
professional reports to a public that was still interested in
culture at the time. I also remember a semi-constant arts
report on the main newscast, a sort of art gallery agenda,
as well as other shows of the “artist profile” type, created
by the Culture and Religion Department.

At the end of a short period during which I was able
to infrequently try my hand at producing TV programmes
dedicated to visual arts, I was fortunate to have a very spe-
cial experience, unique to this day, a total, intense experi-
ence that was sadly cut short even as it could turn into a
landmark. In 1997, the great Corneliu Baba retrospective
at the National Art Museum caught the eye of losif Sava,
outstanding cultural and television personality. He had
been no less impressed by sculptor Laurentiu Mogosanu'’s
Relicvarii show at Catacomba Gallery, a project by painter
Sorin Dumitrescu. Using the two cultural events (in the
purest sense of the word) as a pretext, Iosif Sava dedicated
a special edition of his Musical Soirées to a direct confron-
tation between artists and art critics belonging to different
generations. The show was hosted by Catacomba Gallery,
with Laurentiu Mogosanu'’s works as a background. With
no prior notice, I was rather abruptly invited to be on the
show both as a producer and as a representative of the
young generation of art critics. I used the opportunity of
being face to face with established criticsand I made a case
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foryoung critics - and artists, for that matter - who needed
the support of their professors and colleagues who had al-
ready made a name for themselves. The show sparked con-
troversy, as its host always hoped it would. For myself, the
immediate consequence came towards the end of 1997
when Iwas invited, out of the blue, to set up live exhibition
openings as part of the Musical Soirées. Each week a young
contemporary artist was to be promoted by his own works,
shown in mini-exhibitions which were, in turn, to become
a set for the Soirées in one of the studios of the Romanian
Television. I was seduced by the challenge and, with the
help of sculptor Alexandru, a volunteer on a really mad pro-
ject, managed to organize such openings every Saturday for
five months. Those were probably the most beautiful times
for me as a TV journalist. When losif Sava was forced to re-
tire and soon after left us for good, a unique project that
was just gaining momentum was cut short. I think we can
speak now objectively, looking back over more than two
decades, of two distinct ages of TV cultural journalism: the
Iosif Sava age - defined by professionalism, authentic tal-
ent, by the value and responsibility of the creative gesture
(of the artistand the TV viewer alike) and the age that came
after him - defined by the exact opposite of these values,
an age whose coming he anticipated and decried.

Another high point for cultural journalism in Romania
was the inauguration, on 26 April 2002, of a new public
TV channel, the Cultural. Naturally, visual arts were given
their well deserved place on this specialized channel. My
generation was "coming to power” and I was very happy
when the management of the new channel was entrusted
to writer and TV host Daniela Zeca Buzura, with whom I
collaborated and communicated exceptionally well. The
years that followed were rich in programmes on visual
arts, which were almost exclusively entrusted to me. First
came the Romanian painters documentary, which delved
into modern art history and showcased the life and work of
the most important painters, with support from art muse-

ums. During the same period I ran another project on fine
arts news, called Rainbow (Rogvaiv), which combined sev-
eral formats: reportage, newscast, exhibition review, art-
ist profile. Another programme I was particularly fond of,
also on Cultural, was the Frontiers of Sight documentary,
which also covered architecture as a visual form of expres-
sion. In the first decade of the 21 century Cultural still
aired magazine-type programmes that included reports
on visual arts. Carmen Barbulescu is one of the jounalists
doing arts shows during that time. I find it worth empha-
sizing that, up to 2013, the bleakest year in the post-1990
history of the public television, programme producers were
perfectly qualified and specialized. Not any anyone could
produce a show on music or literature, on theatre or visual
arts, as is the case these days. The great "reformation” of
public television was aimed in fact at eliminating speciali-
zation and with it professionalism, sometimes even forcing
producers or hosts to work on TV programmes completely
outside their areas of expertise. It was the start of the age
of mediocrity, an essential quality if one was to be liked and
watched by an increasingly uneducated audience. 2013
was also the beginning of the end for the Cultural channel,
which was shut down shortly after. Private TV stations pro-
liferated, but culture as a whole and visual arts in particular
were rarely among their subjects of interest. Today culture
is all but inexistent on TV, with the exception of certain
shows on Channel 2 of the public television, the channel
that to a certain extent - and mostly covertly - took over
the role that the Cultural played for more than a decade.
Since 1996, alongside my work in television, I began
publishing art critique, artist interviews and reportages
on artistic symposia in cultural magazines: Contempo-
ranul, Literatorul, Azi Literar, ArtPanorama, Museion (the
Literature Museum review) and others. There were quite
a lot of cultural publications at the time in all the big cit-
ies around the country, helping information travel fast and
unhindered, even if we were still at the dawn of the digi-

tal era. Now, three decades later, there are very few cul-
tural magazines left in circulation, some only (or mostly)
available online, and they find it difficult to survive for two
reasons: chronic under-funding and the almost general
disinterest in things cultural, against the background of an
abrupt decay in Romanian society as a whole. So visual arts
are less and less present in the pages of the few publica-
tions remaining, while magazines dedicated to visual arts
have long since disappeared. The exception is the ghost-
like ARTA magazine. Only a couple cultural publications
stillappearin print and their circulation is often very small:
Contemporanul, Observator cultural, Roménia literara.
They still run regular columns on visual arts. Undoubtedly,
long-running publications like these are struggling in other
cultural centres as well.

I also worked in radio between 2000-2004 and I pro-
duced and presented a couple of programmes on visual
arts on the International station of the public radio. Of all
Romanian media, I think the public radio service is the only
one to have covered visual arts uninterruptedly. I should
mention the visual arts programme produced and pre-

DPIN

sented for several decades by the art critic Aurelia Mocanu.
Nowadays, the name most often associated with present-
ing a visual arts agenda on Cultural station is that of art
critic Roxana Parvulescu. It appears that, of all media lan-
guages, the radio has remained the most conservative in
its approach and promotion of the cultural phenomenon.
The News station of the public radio does include short
programmes dedicated to events in the field of visual arts,
as do some private stations.

It is also worth mentioning, in passing at least, the re-
gional private TV stations, which offer much better cover-
age to the arts, unfortunately fora much smaller audience.

At the end of three decades of freedom, the conclu-
sions one might draw regarding the relation between arts
and the mass media is less than encouraging. The enthusi-
asm [ spoke about at the beginning, specific to the 1990s,
has long since disappeared and been replaced by apathy.
Culture in general and visual arts in particular are an in-
creasingly narrow niche. And the effects of this are visible
everywhere in society.

U\
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UNIUNEA ARTISTILOR PLASTICI DIN ROMANIA

ROMANIAN ARTISTS' UNION

9 Bdiculesti 29, Bucuresti

@ www.uap.ro

Uniunea Artistilor Plastici din Romania (UAP) este o
organizatie profesionald a creatorilor din domeniul ar-
telor vizuale, nonguvernamentald, care numara peste
6.000 de membri.

Uniunea Artistilor Plastici Roméania este urmasa de
drept, mostenitoarea juridicd, morald-patrimoniald si con-
tinuatoarea traditiilor Sindicatului Artelor Frumoase din
Bucuresti (SAF) si a Sindicatelor Mixte din Provincie. Obiec-
tivul principal al UAP este acela de a functiona ca o organi-
zatie dedicatd artelor vizuale ca fenomen cultural precum
si protectiei sociale si promovdrii intereselor membrilor
ei. Infiintarea in 1995 a Aliantei Nationale a Uniunilor de
Creatori (ANUC), unde UAP este membra fondatoare, a
contribuit la redefinirea acestei organizatii, in sensul co-
labordrii cu celelalte organizatii profesionale pentru apa-
rarea statutului creatorilor de arta.

REVISTA ARTA

Revista ARTA a fost editata cu frecventd lunara de Uniunea
Artistilor Plastici din Roméania incepand cu anul 1954,
pani in anul 1989. Intre anii 1990 si 1993 mai apar ca-
teva numere intr-un nou format, dupd care isi inceteaza
brusc aparitia din cauza dificultatilor de subventionare
din partea UAP. Din 2010 s-a relansat in formula actuals,
iarin 2014 a fost addugatd si editia online.

Revista ARTA a fost singura publicatie de profil din tara
vreme de aproximativ 50 de ani, a reflectat constant acti-
vitatea din domeniul artelor vizuale, inregistrand preocu-

The Romanian Artists's Union (UAP) is a non-govern-
mental professional organization of creators in the field of
visual arts, numbering over 6,000 members.

UAP is the legal and moral successor as well as the
continuator of the traditions of the Bucharest Fine Arts
Syndicate (SAF) and of the Mixted Syndicates around the
country. The main objective of the UAP is to operate as an
organization dedicated to visual arts as a cultural phe-
nomenon, as well as to protect and promote the interests
of its members. The creation in 1995 of the National Al-
liance of Creative Unions (ANUC), with UAP as one of the
founding members, contributed to redefining the pur-
pose of the organization through collaboration with the
other profesional bodies in order to protect the statute of
art creators.

ARTA MAGAZINE

ARTA Magazine, edited by the Romanian Artists’ Union,
came outin monthly issues between 1954 and 1989. Be-
tween 1990 and 1993 a few more issues came out in a
new format, after which the publication was suddenly dis-
continued due to funding difficulties. It was relaunched
in 2010 in the current format and an online edition was
added in 2014.

For about fifty years ARTA Magazine was the only pub-
lication dedicated to visual arts in Romania, constantly
reflecting the agenda, interests, trends, accomplishments

parile, tendintele, realizarile si performantele plasticienilor
romani si constituindu-se in sursa de informatie profesio-
nistd, sistematicd si cat de cat completd asupra acestei peri-
oade din cultura vizuald romana.

Editia noua a revistei ARTA este o platforma de promo-
vare a productiei vizuale romanesti contemporane in spatiul
intern, dar si international, de participare la dialogul inter-
disciplinar, de facilitare a cunoasterii si intelegerii fenome-
nului vizual contemporan.

Proiectul este bilingv (romana si engleza), cu frecventa
de sase numere pe an, in editie tiparitd si online.

CENTRUL INTERNATIONAL AL ARTELOR VI-
ZUALE BUCURESTI

Se va dezvolta prin reconversia Combinatului Fondului Plas-
tic (CFP). In acest moment, in incinta CFP functioneaza, pe
langa spatiile de productie, sapte galerii de artd (Galeria Ni-
codim, Galeria Sector 1, UNA Galeria, S.E.N.A.T., Galeria San-
dwich, Galeria Artsafe, Galeria UAP), patru spatii individuale
depozit-galerie, peste 70 de studiouri de creatie, spatii de
productie, o scoald de artd, arhiva si sediul social al UAP.

Centrul va reprezenta o platformad interactivd, de co-
municare interdisciplinard intre artisti, critici de art3,
colectionari, reprezentanti ai mass-media, curatori, oameni
de cultura, cercetatori.

Centrulisi propune sa fie atdt un spatiu educational pen-
tru bursieri, studenti, oameni de culturd, cat si o sursa im-
portanta de informare despre aspectele culturale romanesti
pentru o largd audientd, prin intermediul unei oferte diver-
sificate in domeniul artelor vizuale.

Vainclude o colectie permanentd de arta contemporang,
sali de expozitii, spatiu multimedia pentru activitati intercul-
turale, ateliere deschise de arta decorativa (ceramica, sticlg,
textile), gravura si design conceptual si interactiv, studiouri
de creatie, zond rezidentiala pentru programele de mobilita-
te ale artistilor, galerii de arta cu vanzare pentru valorificarea
productiei de arta contemporand, casd de licitatie etc.

and triumphs of Romanian artists. It was the only pro-
fessional, systematic and (as far as possible) compre-
hensive source of information.

The new edition of ARTA Magazine is a platform that
promotes contemporary Romanian visual production for
a local and international audience, engages in intercul-
tural dialogue and facilitates the knowledge and under-
standing of the contemporary visual phenomenon.

The magazine comes out in Romanian and English,
six issues per year, in print and online.

THE INTERNATIONAL VISUAL ARTS
CENTRE BUCHAREST

The Centre will be developed through the reconversion
of the Arts Supplies Plant (Combinatul Fondului Plas-
tic - CFP). Currently, CFP houses, apart from production
spaces, 7 art galleries (Nicodim Gallery, Sector 1 Gal-
lery, UNA Galeria, S.E.N.A.T., Sandwich Gallery, Artsafe
Gallery, UAP Gallery), four warehouse-gallery individual
spaces, over 70 artist studios, production spaces, an art
school, the UAP archive and legal headquarters.

The Centre will be an interactive platform of inter-
disciplinary communication between artists, art critics,
collectors, media representatives, curators, intellectuals
and researchers. The Centre aims to be both an educa-
tional space for scholars, students and intellectuals in
general and animportant resource of information on the
Romanian cultural scenein all its aspects for a broad au-
dience, through a generous and diverse offer in the field
of visual arts.

It will include a permanent collection of contempo-
rary art, exhibition venues, a multimedia space for inter-
cultural activities, decorative arts workshops open to the
public (ceramics, glass, textiles), engraving and concep-
tual and interactive drawing, artist studios, a residential
area for artist mobility programmes, commercial art gal-
leries selling contemporary artworks, an auction house
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De asemenea va fi inclus Centrul de documentare cu
bibliotecd, artoteca, arhiva de documente, arhiva de arta
contemporana, librarie si institutii de educatie si formare
vocationald in domeniul artelor vizuale.

SALONUL NATIONAL DE ARTA CONTEMPORANA -
EDITIE NOUA

Redeschisin 2018, Salonul National de Artd Contempora-
nad continua traditia Saloanelor Oficiale initiate de artistii
romani inca din 1964 si aduce in atentia celor interesati
preocupdri si experimente ale artistilor vizuali din toate
genurile artistice.

Intentia este ca Salonul sd devind international, pentru
a pune in relatie arta roméaneascd cu scena internationald
si pentru a crea o mai buna vizibilitate pentru artistii ro-
mani.

PREMIILE UNIUNII ARTISTILOR PLASTICI DIN ROMANIA

Dupa opt ani de la decernarea ultimelor premii nationale,
Uniunea Artistilor Plastici din Romania, cu sprijinul Mi-
nisterului Culturii, reia o traditie si o practicd asumata de
breasla artistilor, incd de lainfiintare, ca Sindicat al Artelor
Frumoase. Premiile au fost acordate anual si in perioada
1961-2007.

Dupa o perioada de intrerupere, in 2015 a fost reluat
concursul pentru decernarea premiilor. Premiile UAP sunt
un bun prilej de a inventaria si a evalua activitatea artisti-
lor vizuali, de a crea un mediu profesionist stimulativ si de
a promova artele vizuale pe plan national.

ATELIERUL 35 SI CENTRUL ARTELOR VIZUALE -
MULTIMEDIA

Atelierul 35 este un spatiu neconventional consacrat inca
din anii 1960 ca un pol al innoirii din artele vizuale, un
spatiu pentru debut si o platforma de dezbateri publice
legate de schimbare.

etc. It will also have a Documentary Centre with a library,
an art library, a document archive, a contemporary art ar-
chive, a bookshop and vocational training and education
institutions in the field of visual arts.

THE NATIONAL CONTEMPORARY ART EXHIBITION -
NEW EDITION

Resumed in 2018, the National Contemporary Art Exhibi-
tion carries on the tradition of the Official National Exhi-
bitions initiated by Romanian artists as far back as 1964
and brings together the newest experiments and preoc-
cupations of visual artists from all genres.

The intention is for the Exhibition to become interna-
tional, in order to place Romanian art on the international
scene and provide better visibility for Romanian artists.

ROMANIAN ARTISTS' UNION AWARDS

Eight years from the last edition of the National Awards,
the Romanian Union Artist's Union, in collaboration with
the Ministry of Culture, resumes a tradition and practice
that the artistic guild has taken upon itself ever since it
first came togetherin the shape of the Fine Arts Syndicate.
The awards were bestowed between 1961-2007.

After a several years' interruption, the competition to
select the award recipients was reopened in 2015. The
UAP Awards are an excellent opportunity to assess and
evaluate the activity of visual artists, to generate a stimu-
lating creative environment and to promote visual arts
nationally.

ATELIER 35 AND THE VISUAL ARTS CENTRE -
MULTIMEDIA

Atelier 35 is an unconventional space that has made a
name for itself since the 1960s as a stage for renewal in
visual arts, a space where artists could make theit debut
and a platform for public debate around the meaning of,
and need for, change.

CENTRUL ARTELOR VIZUALE - MULTIMEDIA

Proiectul propune identificarea si prezentarea unei este-
tici locale care, prin subiectele abordate, limbajul plastic
folosit si formatele expozitionale si curatoriale, se con-
stituie intr-o directie de actualitate in cultura vizuald
contemporana. Tineri artisti acoperind o gama larga de
genuri de exprimare, de la pictura si desen, pana la per-
formance si instalatie, propun un format expozitional
flexibil, adaptabil diverselor tipuri de spatii de expunere.

ARTE IN BUCURESTI / ARTE IN TERITORIU

Cele opt editii de Arte in Bucuresti, incluse in cadrul unor
manifestari mai ample precum Zilele Bucurestiului in-
cearcd sd atraga atentia asupra domeniului arte vizuale,
sa-I faca mai cunoscut si sa ofere publicului sansa de a
intelege amploarea si diversitatea formelor de exprimare
din arta contemporana.

La fiecare editie proiectele expozitionale s-au derulat
in toate galeriile UAP dar siin spatii neconventionale sau
in strada pentru a da o cat mai mare amploare fenome-
nului si a integra zone marginale mai putin consacrate
manifestarilor culturale.

ARTE iN TERITORIU

Activitatea culturald pe domeniul artelor vizuale este
prezenta la nivelul intregii tdri prin manifestari consa-
crate deja in format anual sau bienal cum sunt cele de
la Cluj, Iasi, Timisoara, Oradea, Arad, Baia-Mare, Ploiesti
Ramnicu-Valcea, Targu-Jiu, Buzau, Targoviste, Ploiesti,
Focsani, Barlad, Turnu-Severin, Bradila, Galati etc.

THE VISUAL ARTS CENTRE - MULTIMEDIA

A a project that aims to identify and present a local aes-
thetic that, through the topic it approaches, the artistic
language it employs and the exhibition and curatorial dis-
course it adopts, constitutes itselfinto a current tendency
in contemporary visual culture. Young artists spanning a
broad array of genres - from painting and drawing to per-
formance and installation - put forward a flexible format,
that can be adapted to different venues.

ARTS IN BUCHAREST / ARTS AROUND THE COUNTRY

The eight editions to date of Arts in Bucharest, included in
larger-scale events such as Bucharest City Days, attempt
to draw attention to the field of visual arts, to promote it
and give the public an opportunity to better understand
the scale and diversity of the forms of expression specific
to contemporary art. With every edition, the exhibitions
were hosted both by UAP galleries and unconventional
spaces, but also went out into the street in order to inte-
grate marginal areas less commonly associated with cul-
tural events.

ARTS AROUND THE COUNTRY

Activity in the field of visual arts is not restricted to Bucha-
rest and various well-establisged events take place annu-
ally or biennially in cities like Cluj, Iasi, Timisoara, Oradea,
Arad, Baia-Mare, Ploiesti, Ramnicu-Valcea, Targu-Jiu,
Buzau, Targoviste, Ploiesti, Focsani, Barlad, Turnu-Sever-
in, Braila, Galati etc.
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GALERIILE UNIUNII ARTISTILOR PLASTICI

Pe langd implicarea in proiecte si evenimente de artg,
privitd ca o activitate secundar3, galeriile de artd ale UAP
au ca scop principal prezentarea si vanzarea lucrdrilor
de artd ale membrilor. Am aminti cateva dintre aceste
spatii din tard, gestionate de filialele teritoriale ale UAP:
Galeriile de Arta ,Reperaj” si ,Cetate” - Oradea; Galeria
JArcade 24" - Bistrita; Galeria de Arta - Sibiu; Galeria de
Artd nr. 1 - Satu Mare; Galeria de Arta — Alba Iulia; Gale-
ria de Artd - Baia Mare; Galeriile de Arta - Brdila; Galeria
de Artd - Ploiesti; Galeriile de arta din Palatul Culturii -
Targu Mures; Galeriile de Artd - Tulcea; Galeria , Agora”
- Resita; Galeria ,Apolodor” - Drobeta-Turnu Severin;
Galeria de Artd a Municipiului Hunedoara; Galeria de Artd
LArtex” - Ramnicu Valcea; City Gallery - Suceava; Colonia
Pictorilor - Baia Mare; Galeriile de Arta ,Cupola” - Iasi;
Galeria ,Delta” - Arad; Galeria ,,Europa” - Brasov; Galeria
de Arta ,Forma” - Deva; Galeria ,Geneza"” - Moinesti-
Bacau; Galeria de Artd ,Helios" - Timisoara; Galeriile de
Arta ,Ion Andreescu” - Buzau; Galeria ,Ion Frunzetti”
- Bacau; Galeria ,Ion Irimescu” - Suceava; Galeria ,Ion
Nicodim” - Constanta; Pavilionul expozitional Mamaia;
Galeria de Artd ,Lascar Vorel” - Piatra Neamt; Galeria
de Artd ,Metopa” - Pitesti; Galeriile Municipale de Artd
- Targu Jiu; Galeria de Artd ,,Nicolae Mantu” - Galati; Ga-
leria,,Noud" - Bacdu; Galeria de Arta , Theodor Pallady” si
Galeriile de Artd , Tonitza" - Iasi; Galeria ,Subsol - Casa
cu Arcade” - Sf. Gheorghe etc.

Dintre cele mai vechi si cunoscute galerii ale UAP din
Bucuresti: Galeria Caminul Artei/Centrul Artelor Vizuale,
cu o activitate intinsd pe cateva decenii si un simbol pentru
pictura romaneascd contemporand, Galeria , 15 Design -
Hanul cu Tei"; galeria , Galateea Contemporary Art”, prima
galerie de ceramicd contemporana din Romania deschisd
dupa 1990, intr-un spatiu care a apartinut UAP inca din
anii 1950, Galeria ,Orizont", initial destinata atat vanza-

GALLERIES OF THE ARTISTS' UNION

Alongside projects and art events, viewed as a secondary
activity, the main function of the art galleries belonging to
the Artists’ Unionis to display and sell artworks by the un-
ion members. Here is a selection of these spaces around
the country, managed by the local branches of the UAP:
“Reperaj” and “Cetate” art galleries — Oradea; “Arcade
24" Gallery - Bistrita; the Art Gallery Sibiu; Art Gallery
no.1l - Satu Mare; the Art Gallery Alba lulia; the Art Gallery
Baia Mare; the Art Galleries Brdila; the Art Gallery Ploiesti;
the Art Galleries located in the Palace of Culture, Targu
Mures; the Art Galleries Tulcea; "Agora” Gallery - Resita;
"Apolodor” Gallery - Drobeta-Turnu Severin; the Art Gal-
lery of the City of Hunedoara; "Artex” Art Gallery, Ramnicu
Valcea; City Gallery - Suceava; Painters’ Colony - Baia
Mare; "Cupola” Art Galleries - Iasi; "Delta” Gallery - Arad;
"Europa” Gallery - Brasov; "Forma"” Art Gallery - Deva;
"Geneza" Gallery - Moinesti-Bacdu; "Helios” Art Gal-
lery - Timisoara; "Ion Andreescu” Art Galleries — Buzdu;
“Ion Frunzetti” Gallery - Bacdu; "Ion Irimescu” Gallery
- Suceava; "Ion Nicodim” Gallery - Constanta; Exhibi-
tion Pavilion - Mamaia; "Lascar Vorel” Art Gallery - Piatra
Neamt; Metopa Art Gallery - Pitesti; Municipal Art Galler-
ies — Targu Jiu; "Nicolae Mantu” Art Gallery - Galati; the
“New" Gallery - Bacdu; "Theodor Pallady” Art Gallery and
"Tonitza"” Art Galleries - Iasi; ,Subsol - Casa cu Arcade”
Gallery - Sf. Gheorghe etc.

Among the oldest and best known galleries of the UAP
in Bucharest: Caminul Artei Gallery/Visual Arts Centre,
whose activity spans several decades and has long been a
symbol for Romanian contemporary painting; “15 Design
- Hanul cu Tei” Gallery; "Galateea Contemporary Art”
Gallery, the first gallery opened after 1990 in Romania
dedicated to contemporary ceramics, in a space that has
belonged to the UAP since the 1950s; "Orizont” Gallery,
initially both a commercial gallery and a space for tem-

rii de artd, cat si expozitiilor temporare, in prezent exclusiv
spatiu de expozitii; Galeria ,Simeza”, care deruleaza actu-
almente un program axat preponderent pe graficd; Galeria
JAtelier 35", spatiu gestionat de Asociatia Atelier 35, dar
infiintat in 1973 cu rolul de a fi o platforma de lucru - de
aici denumirea ,atelier” - pentru artistii tineri, emergenti,
care lamomentul respectiv nu puteau face parte din UAPR,
si devenita in timp un punct nodal al scenei de arta con-
temporane, adunand in jurul sdu moduri de productie
artistica experimentale si in cdutare de alte dinamici de
productie decat cea institutionala si cea de piata.

COMBINATUL FONDULUI PLASTIC

Combinatul Fondului Plastic (CFP) este o institutie care
apartine Uniunii Artistilor Plastici, infiintatd in 1952 ca
unitate aducatoare de venituri membrilor UAP. Initial,
existau ateliere de lucru in 11 imobile din Bucuresti:
ateliere de sculpturd (turndtorie bronz, cioplitorie pia-
trd etc.) ceramicd, textile, sticld, gravurd. Complexul de
cladiri multifunctionale din strada Baiculesti 29 a fost
construit in perioada 1966-1972. Aici se puteau executa
lucrari dupa prototipurile artistilor in aproximativ 18 teh-
nologii, inlocuind astfel micile ateliere cu o intreprindere
unicd. In 1972 seincepe producerea de culori pentru pic-
turd (ulei, tempera, guase, acuareld etc.), cu mare succes
pe piata international3, fiind de buna calitate si la preturi
rezonabile. In 1976 se infiinteazd atelierele tipografice,
prin care se puteau onora contractele cu diverse institutii
dar unde se tipareau si cataloage, afise, pliante etc. pen-
tru membrii UAP.

in prezent, in spatiile CFP functioneazs ateliere, galerii,
platforme si spatii de creatie artistica, dar continud si acti-
vitatea de productie, rdmandnd unitatea economicda Uni-
unii Artistilor Plastici din Romania. Rdmane si astazi cel
mai mare producator din domeniu pe piata romaneascad.

porary exhibitions, nowadays exclusively an exhibition
space; "Simeza” Gallery, currently running a programme
focused mainly on drawing and engraving; "Atelier 35"
Gallery, a space currently managed by the Atelier 35 As-
sociation, but going back to 1973, when it was set up as
a work platform - hence the name “studio” (atelier) - for
artists who were too young to be part of the UAP. In time,
Atelier 35 turned into a key space for the contemporary
art scene, bringing together artists in search of experi-
ment and of production dynamics that were different
from the institutional or the commercial.

ARTS SUPPLIES PLANT

The Arts Supplies Plant (known as CFP) is an institution
belonging to the Romanian Artists’ Union, established in
1952 to provide income for the union members. Initially,
there were workshopsin 11 different locations around Bu-
charest: sculpture workshops (bronze foundry, stone carv-
ing etc.), ceramics, textiles, glass, engraving. The complex
of multifunctional buildings at 29 Baiculesti Street was
erected between 1966-1972, replacing the small work-
shops by a single large enterprise. It was here that artists
could have their designs executed using around 18 differ-
enttechnologies. In 1972 the production of a broad range
of painting colours began (oil, tempera, gouache, water-
colour), very successful on the international market as it
delivered good quality at reasonable prices. The printing
workshops were set up in 1976 to cater for several insti-
tutions as well as for UAP members who could have cata-
logues, posters or flyers printed here.

Currently, the CFP spaces host workshops, galleries,
artist studios, apart from those production spaces that
continue to be operational. The plant is the economic
unit of the Artists’ Union, remaining to this day the larg-
est specialized production facility in Romania.




Galeria C.A.V. MULTIMEDIA © UAP

Bucuresti © UAP

Salonul National de Arta Contemporand, MNAR, Bucuresti, 2018 © UAP
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Salonul National de Artd, 2019, Galeria S.E.N.A.T. Combinatul Fondului Plastic, Bucuresti, © UAP
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Tnainte de 1989 erau putine galerii in provincie, de cele
mai multe ori gdzduind expozitii care nu puneau nici un
fel de probleme estetice, cu atat mai putin ideologice. Iar
toate muzeele parca devenisera locuri de fadcut generatii
noi de pionieri. Poate ca de aceea imediat dupa 1989
recuperarea spatiilor ,oficiale” de expunere a fost o

mizd atat de mare pentru artistii de valoare care, foarte
probabil, nu apucaserd sa se bucure vreodata de ele (sau,
cel putin, nu asa cum si-ar fi dorit). A existat un dinamism
remarcabil al evenimentelor cu miza, al numelor cu
adevdrat reprezentative care sd se ofere publicului, intr-o
organizare din ce in ce mai buna.

Ca orice reduta cucerita, spatiul oficial de expunere

s-a banalizat incetul cu incetul. A pdrut ca-si pierde
relevanta. Dar, in acelasi timp, noile generatii de

artisti si-au construit/descoperit propriile spatii de
manifestare (nu doar de simpld expunere). Au inceput

sa propuna alternative, in ciuda contestarilor din partea
traditionalistilor. Au demonstrat, pas cu pas, ca simeza
poate fi oriunde vrei sa fie daca ai de comunicat ceva de
valoare; ca ,salonul oficial” poate rdamane in continuare un
fruct interzis, dar lipsit de relevatd, atat timp cat publicul
poate fi sedus, adus si tinut captiv (da, incepuse epoca
internetului) Intr-o piatd, intr-o fosta hald industriala,
intr-o simpld mansarda.

EXPUN, DECI EXIST
ISHOW, THEREFOREI AM

Before 1989 there were few art galleries outside
Bucharest and they often orhanized exhibitions with no
aesthetic stakes, let alone ideological. While museums
seemed to have become the backgroung for induction
ceremonies for new generations of “pioneers”. It may
be the reason why, after 1989, taking back “official”
exhibition spaces became such an issue with valuable
artists who, most probably, had not had the chance to
enjoy them (or at least not the way they would have liked
to). There was a remarkable dynamic of engaged art
events, of truly representative artists being presented to
the public, in increasingly better organized events.

Like any stronghold finally conquered, official

exhibition spaces slowly became trite. They seemed to
lose relevance. But, at the same time, new generations
of artists built/discovered their own venues where to
manifest themselves (not just exhibit). Alternatives
appeared, despite criticism from traditionalists. It was
proven, step by step, that art can be exhibited anywhere
as long as you have something to communicate; that
the “official national exhibition” can remain a forbidden
fruit, but an irrelevant one as long as the public can be
seduced and held captive (it was the age of the internet)
in a square, in a former factory orin an attic.
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Curator si specialist in management si strategie cultural3,
director de programe in cadrul Muzeului National de

Artd Contemporand. Cu o activitate de peste 18 aniin
management cultural, a fost co-director Art Safari Bucuresti
2015 si consultant senior Art Safari 2016. In 2015-2016

a facut parte din echipa Curatorium care a conceput
programele si proiectele din dosarul de candidatura pentru
Bucuresti Capitald Culturald Europeana 2021. Director
executiv al Asociatiei Friends of MNAC (2012-2014); intre
2007-2011, coordonator de proiecte la ICR New York. Intre
2006-2016, a fost co-initiatorul si co-organizatorul Noptii
Albe a Galeriilor, co-asigurand managementul proiectelor
Asociatiei Ephemair. Ca presedinte al Fundatiei Societatea
de Concerte Bistrita, a asigurat managementul a numeroase
proiecte, printre care trei proiecte cu finantare europeang,
incluzand restaurarea clddirii Sinagogii evreiesti din Bistrita
si amenajarea unui centru multicultural = un model de
succes pentru reconversia unui monument pardsit in spatiu
cultural.

ANTIGONA
SILVIA
ROGOZEA

Specialistin cultural management & strategy and curator
with an activity of over 18 years, Programs Director with
the National Museum of Contemporary Art (MNAC). She
was Co-Director of Art Safari 2015 and Senior Consultant
for Art Safari 2016.In 2015-2016 she was part of the
Curatorium team that developed the bid for Bucharest
2021 - European Capital of Culture. Executive Director
of Friends of MNAC Association (2012-2014), projects
coordinator with the Romanian Cultural Institute New
York (2007-2011). Between 2006-2016, Co-initiator
and Co-organizer of the White Night of the Galleries, co-
managing Ephemair Association projects. As President of
the Bistrita Concerts Society Foundation, she managed
numerous projects, some of them financed through EC
grants, including the restoration and later reconversion of
the old Jewish Synagogue in Bistrita, a success story of a
rundown monument reconverted into an active cultural
space.

SPATIILE DE PREZENTARE A ARTEI VIZUALE
CONTEMPORANE ROMANESTI DUPA 1989.

DE LA POLARIZARI LA IMPLOZIE

Imediat dupa tumultul revolutionar din decembrie 1989,
mediul artistic national a trecut printr-o deschidere cdtre
ceea ce s-ar putea numi ,arta libera", cu o serie de preocu-
pari conceptuale ancorate in realitatea imediata si diversi-
ficarea tehnicilor si mediilor de lucru, astfel incat recupera-
rea decalajului existent intre fostul stat comunist si lumea
occidentald sa fie cat mai rapida si consistentd, pe alocuri
arzand etape. Deceniul este marcat de cdutdri continue si
asezari pe pozitii ferme din punct de vedere stilistic si con-
ceptual, de (re)activare si creare a spatiilor si institutiilor
de prezentare a artei contemporane, pe scurt de creionare
atat a formelor, cat si a fondului.

Haosul societal generalizat si momentele dramatice
din ,perioada de tranzitie” (1990-1997) au avut un efect
imediat asupra viziunii si menirii artei inspre directia im-
plicarii active in viata socio-politica, conducand la o schim-
bare de paradigma in ceea ce priveste Tnsusi rolul artei,
discursul artistic dobandind in acel moment libertatea si
curajul de a fi critic si exorcizant. Maturi si experimentati
in creatia lor, dar si abili in mersul institutiilor de resort,
artistii din generatia optzecistd si-au redefinit pozitiile pe
coordonatele schimbarii, pozitionandu-se, cumva firescin
traditia artistica romaneasca, intr-un grupism polarizat pe
antonimia dintre vechi si nou, manifestat printr-o opozitie
beningna intre spiritualitate si noile medji, grupati sub de-
numirile generice de Neoortodoxistii si Experimentalistii.

Expozitiile sunt gazduite Tn galeriile cunoscute ale Uni-
unii Artistilor Plastici (Simeza, Cdminul Artei, Orizont, Ga-

lateea din Bucuresti, Helios din Timisoara, galeriile UAP
din Oradea), spatii cu o culturd deja stabilitd in arta vizua-
I3 (Teatrul National Bucuresti, Sala Dalles), muzee de artd
si alte institutii muzeale. Prima manifestare colectivd a
directiei spirituale in arta romaneasca este expozitia Filo-
calia, organizatd de Alexandra Titu si Sorin Dumitrescu la
TNB Bucuresti In 1990 si 1991, Filocalia 1 prezentand si
fragmente de frescd din bisericile demolate de Ceausescu
in Bucuresti la sfarsitul anilor '80. La Galateea expun in
1990 Ioana Batranu, Mircea Tohatan, Mihai Sarbulescu,
Ion Grigorescu, Teodor Graur, Olimpiu Bandalac, Horea
Pastina — Portret 1990, o viziune ironica asupra portretis-
ticii omagiale din Epoca de Aur. Tot in 1990 are loc a treia
expozitie (dupd primele doud simeze din 1981 si 1982) a
Grupului 9+1 (Horia Bernea, Gheorghe Berindei, Florin Ciu-
botaru, Marin Gherasim, Vasile Gorduz, Sorin Dumitrescu,
Neculai Pdduraru, Mircea Spataru, Napoleon Tiron si An-
drei Plesu) si invitatii sai: Calin Beloescu, Darie Dup, Gruia
Florut, Mihai Sarbulescu, Mircea Roman, Grigorian Rusu, la
Sala Dalles. Marcand lansarea grupului subREAL, in 1991,
la galeria Orizont este organizatd expozitia Alimentara -
Cdlin Dan, Teodor Graur, Ion Grigorescu, losif Kiraly, Dan
Mihdltianu, Constantin Petraschievici; urmata in acelasi an
de Sexul lui Mozart |a galeria Etaj 3/4, organizata de gru-
pul subREAL, curator Calin Dan. La Muzeul Colectiilor de
Artd din Bucuresti este prezentatd cARTe. Cartea ca obiect,
organizatd de Dan Perjovschi, Geta Bratescu, Radu Igazsag,
Ileana Ploscaru, Roxana Trestioreanu si Andrei Oisteanu.
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In Timisoara au loc expozitiile Stare fir4 titlu, organizatori
Atelier 35 si grupul Alb 16 (Ileana Pintilie, Sorin Vreme,
Tiberiu Giucd, Ioan Oprescu, Simona Nutiu), Muzeul de
Artd si Galeria Helios; dar si Creatie si sincronism european.
Miscarea artisticd timisoreand a anilor 60-70 la Muzeul de
Arta Timisoara, curator Ileana Pintilie, o retrospectivd a neo-
avangardei timisorene care propunea recuperarea activitatii
experimentale a grupurilor 111 si Sigma.

Au loc debuturile unor manifestdri care continua si ele
traditia taberelor de creatie sau actiunilor din ultimii ani ai
regimului comunist: in 1990 se organizeaza prima editie a
Festivalului International de Arta Viie - AnnART, desfasurat
in aer liber langa Lacul Sfanta Ana, primul festival anual de
performance art din Romania, initiat de Balasz Imre si con-
tinuat de Ut8 Gusztav pandin 1999, iar 1992 are loc prima
editie a Simpozionului de artd contemporand, organizat de
Maxim Dumitras la Sangeorz-Bai.

La nivel institutional, incepand cu anul 1990 si pana in
2000 se executa lucrdri de restaurare sireconsolidarea cla-
dirii Muzeului RPR, actualul Muzeul National de Artd al Ro-
maniei (MNAR), sia operelor afectate de conflictele din pe-
rioada Revolutiei, iar Horia Bernea devine director general
al Muzeului Taranului Roman. Oficiul de Expozitii devine
in 1990 Oficiul National pentru Documentare si Expozitii
de Arta (ONDEA), director Mihai Oroveanu (1990-2001).

Initiatd si coordonatd de artistul Sorin Dumitrescu, in
1992 se infiinteaza la Bucuresti Galeria Catacomba, in ca-
drul Muzeului Colectiilor, desfasurand intre 1992 si 2003
un program neo-ortodox, definit drept o intalnire intre cult
si culturd. Galeria Catacomba se deschide cu o personald a
lui Vasile Gorduz, iar grupul Prolog beneficiazd de o puter-
nica vizibilitate in programul galeriei.

Un moment important in coagularea directiei noilor
tehnologii in arta este reprezentat de infiintarea Centrului
Soros pentru Arta Contemporana (CSAC) condus de Cdlin
Dan (1993-1995); tot in 1993 infiintdndu-se si Fotogale-
ria G@D, in spatile ONDEA de la Teatrul National Bucuresti,

un proiect coordonat de Mihai Oroveanu si Ruxandra Ba-
laci, in cadrul cdruia expun o serie de tineri artisti: Mircea
Cantor (prima expozitie personald), Nicolae Comdnescu,
Mona Vatdmanu si Florin Tudor, Stefan Cosma sau Ale-
xandra Croitoru.

Intre 1994 si 2001 functioneazd Departamentul de
Artd Contemporand al MNAR, condus de Ruxandra Balaci,
in cadrul caruia sunt organizate expozitii retrospective ma-
jore si editate cataloage pentru artisti ca Ion Bitzan, Geta
Brétescu, Ion Grigorescu, Paul Neagu sau Horia Bernea. In
1994, Mihai Oroveanu infiinteazd Fundatia Artexpo, cu
scopul atragerii finantarilor si sustinerii proiectelor artisti-
cein paralel siin colaborare cu ONDEA si G@D. La Muzeul
de Artd Timisoara este prezentatd expozitia Orient-Occi-
dent, curator Ileana Pintilie, iar la Muzeul de Artd din Arad,
Art Unlimited S.R.L., curator Judit Anghel.

Irina Cios vine la conducerea CSAC (1995-1997), re-
denumit Centrul International pentru Arta Contempora-
na - CIAG; iar la Timisoara are loc in 1995 prima editie a
Festivalului International de Performance Zona, Timisoara,
curator Ileana Pintilie. Incepe o perioadi cu actiuni si ma-
nifestari menite sa intareasca sau sd construiasca nuclee
zonalein arta vizuala: se deschide Casa Tranzit in Sinagoga
din Cluj (1996); INTER(n), curator Judit Anghel, Muzeul de
Artd Arad, 1995; Avangarda romaneasca, curator Alexandra
Titu, Galeriile Alfa, Bacdu, 1996; Simpozionul International
de sculpturd de la Gadrdna, organizat de Fundatia Arca,
1996-1997; Simpozionul de arta contemporanad INTERAR-
Teast, Open Studio, organizatori Fundatia de Arta Contem-
porana Targu Mures, CIAC, UAP, 1997; se infiinteazd Mu-
zeul de Artd Comparatd din Sangeorz-Bdi, organizator Ma-
xim Dumitras, si Fundatia Tranzit din Cluj-Napoca; iar la
Iasi artistul Matei Bejenaru, prin Fundatia Vector, initiaza
Festivalul de performance Periferic (1997-2009), devenit
in 2001 Bienala de artd contemporand Periferic, prima
manifestare de acest gen care se organizeaza in Romania.
Sunt organizate expozitii de arta contemporana in spatii

mai putin conventionale, precum Muzeul Agriculturii din
Slobozia, dar si demersuri de re-activare in zona contem-
porand/experimentald ale unor spatii precum Muzeul de
Arta din Tulcea (Salonul National de Gravurd, curator Ibra-
him Keita, 1998) sau Galeria UAP din Oradea (expozitia
de pictura experimentald Trans ora-de vest, artisti Marcel
Bunea, Vioara Bara, Ioan Burlacu, Ilie Boca, Onisim Colta,
Zarnescu, Ioan si Teo Muresan, Ioan Augustin Pop, 1998).

Momentul 1998 marcheaza aparitia grupurilor
Jreactionare” de tineri artisti, care contesta conceptual si
formal generatia anilor '80: in atelierele Academiei de Arte
din Bucuresti se naste grupul Rostopasca (1998-2001),
din care fac parte initial Nicolae Comanescu, Alina Pentac,
Dumitru Gorzo si Angela Bontas, ulterior adaugandu-se
Alina Buga, Florin Tudor si Mona Vatamanu; iar grupul Cut-
ter (initiatin 1997) se converteste in Studio 468 (Madalina
Anton, Gabriela Boiangiu, Cristina Coleasd, Claudiu Con-
stantin, Marius Fratild, loan Godeanu, Cosmin Gradinariu,
Anca Igndtescu, Cosmin Manolache, Sergiu Negulici, Dan
Panaitescu, Ionut Popa, Alexandru Petreanu) si infiinteaza
Institutul de Constructii si Deconstructii, pseudo-institutie
de cercetare si actiune artisticg; la Cluj ia fiinta grupul Su-
per us, devenit apoi Version (1998-2005: Mircea Cantor,
Ciprian Muresan, Gabriela Vanga, N. Baciu). Poate cel mai
radical gest al acestei noi generatii, menit sa (isi) demon-
streze forta si vointa, are loc in cadrul Sdptdmanilor cultu-
rale Rostopasca, si anume Non-stop painting, Rostopasca
in spatiul Galeriei Atelier 35 din str. Eforie, unde membrii
grupuluisiinvitatii lor, printre care si Gili Mocanu, au pictat
fard oprire timp de 24 de ore.

In 1999, se constituie Fondul Cultural National care
va incepe sa functioneze din 2006 ca Administratia Fon-
dului Cultural National (AFCN), o constantd in finantarea
proiectelor independente incepand cu anii 2000. La nivel
national, apar noi organizatii si spatii: la Cluj, Centrul Cul-
tural Sindan, coordonat de Maria Rus-Bojan, iar la Targu
Mures, Fundatia ArtEast; Arhiva de Artd Contemporana

(AAC), condusa de Lia si Dan Perjovschi, devine Centrul de
Analiza a Artei (CAA).

Apare prima datd in spatiul public chestiunea
imanentei crearii unui cadru muzeal dedicat in exclusivi-
tate artei contemporane in cadrul simpozionului Muzeul
si arta contemporand, participanti Liviana Dan, Irina Cios,
Simona Tdndsescu, Adrian Gutd, Horea Avram, Dan Per-
jovschi, Teodor Graur, Dan Zbarcea (Bienala Periferic 3, cu
tema Centru-Periferie, curator Matei Bejenaru, Iasi 1999).

Anii 2000 inregistreazd o explozie a fenomenului ar-
tei vizuale contemporane: se impune generatia 2000,
se consolideazd activitatea organizatiilor si institutiilor,
se infiinteaza Muzeul National de Arta Contemporana
(MNAC), apare fenomenul de piata de artd, apar primele
galerii comerciale si case de licitatie, primele artist-run-
spaces, primele proiecte de artd in spatiu public si proiecte
independente de amploare, artistii se organizeazd in blo-
guri, retele de comunicare si diseminare a informatiilor,
se dezvoltd fenomenul bienalelor si apar noi polarizari,
de aceastd datd avand la baza nu recursuri conceptuale,
ci vechi concurente zonale (Scoala de la Cluj/Scoala de
la Bucuresti). Deceniul este marcat de o efervescentd in
circulatiaideilor sistilurilor, de inceputuri absolute, de tes-
tare a unor noi forme de (auto)organizare si (auto)promo-
vare artisticd; se pun bazele unor formule de colectionare a
lucrarilor de arta contemporana pe circuitul specific pietei
de artd, firav si nefiscalizat pentru inceputul deceniului, cu
evolutii notabile in crearea unor tendinte in colectioanarea
si monetizarea unor tinere staruri nationale, darsi ale unor
figuri marcante din epoca comunistd, cu reverberatii in sis-
temul international al pietei de artd (fenomenul ascensi-
unii artistilor asociati cu Scoala de la Cluj/Galeria Plan B,
fenomenul recuperdrii artistilor importanti din perioada
comunistd).

In anul 2000, MNAR, prin Departamentul de Artd
Contemporand, prezintd Transitionland Roméania 2000,
curator Ruxandra Balaci, o abordare cronologica a scenei
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de arta contemporand in tranzitie, de la Horia Bernea la
grupul Rostopasca. In acelasi an debuteazi programul de
artd contemporana din cadrul Centrului Cultural Palatele
Brancovenesti de la Mogosoaia, initiat de Doina Mandru
(director 2000-2009), cu numeroase expozitii retrospecti-
ve (Ion Lucian Murnu, Paul Gherasim, Stefan Ramniceanu,
Marian Zidaru, Aurel Bulacu, Florin Ciubotaru, Liviu Russu,
AurelVlad, Darie Dup, Florica Prevenda, Stela Lie, Titu Ton-
cian, Alexandru Pasat, Mircea Roman, Anca Muresan, Anca
Boeriu sau Mihai Topescu). In 2001 se inaugureazi Galeria
Noud, coordonatd de Aurora Kiraly, parteneri institutionali
CIAC (Irina Cios) si Fundatia Pro Helvetia (Gabriela Tudor),
cu un program expozitional destinat cu predilectie pre-
zentarii fotografiei si artei video, multimedia si promovarii
artistilor tineri (galeria se inchide in 2008).

Prima galerie comerciald este deschisd la Hotel Marriott
din Bucuresti: Galeria Assamblage, organizator Sarah Einik
(2000-2003), iar in 2001 Matei Caltia infiinteaza Galeria
deINTERESE, redenumita ulterior Galeria Posibild (2003);
o altd galerie fiind Galeria Sabina si Jean Negulesco, inte-
meiatd de Ileana Micodin, curator Maria Magdalena Crisan
(deschisa pana in 2005), urmatd in 2002 de H'art Gallery
(Dan Popescu).

In 2001 apare hotdrarea de infiintarea MNAC prin
comasarea Oficiului National pentru Documentare si
Expozitii de Arta (ONDEA) cu Departamentul de Arta Con-
temporana din cadrul MNAR, Muzeul National de Artd
Contemporana fiind gazduit in Casa Kalinderu (Kalinderu
Medialab) siin sediul TNB (Galeria Etaj 3/4). La Kalinderu
Medialab se deschide COOP Media Festival ed. 2, eveni-
ment care reunea zona experimentalistd in arta contem-
porand si muzica electronicd: Angela Bontas, Mona Vata-
manu si Florin Tudor, Anca Benera, Ioana Nemes, Nicolae
Comanescu, Gili Mocanu expun aldturi de D] care mixeaza
live: D) Mike si Electric Brother.

In timp ce arta stradald si graffiti aduc forme ale ar-
tei contemporane pentru publicul neavizat, publicul larg,

prin taguri si picturi murale ilegale, fenomenul bienalelor
se adreseaza pentru inceput publicului specializat: Biena-
la Tinerilor Artisti, organizator Fundatia Culturald META,
este a doua bienala de arta contemporana din tara si pri-
ma din Bucuresti (2001-2014); Bienala Bucuresti (Bucha-
rest Biennale), organizator Fundatia Pavilion (2002-pre-
zent), condusa de Rdzvan Ion si Eugen Rddescu; Bienala
Internationald de Gravura Experimentald (2002 - prezent),
organizatori Olivia Nitis, Ciprian Ciuclea.

Isi fac cunoscuti influenta noi structuri independen-
te in cadrul unor institutii, precum GALERIA din cadrul
Universitatii Nationale de Arta Bucuresti (2002), redenu-
mitd ulterior UNAgaleria, functionand ca o platformd de
sprijinireastudentilorinzona epozitionald;iarin 2003 este
creatd o super-structurd institutionald, si anume Institutul
Cultural Roman cu antenele sale din strdindtate, cu o acti-
vitate importanta in sprijinirea si finantarea proiectelor de
arta contemporana, cu precadere in perioada 2005-2012,
sub conducerea lui Horia-Roman Patapievici. in zona inde-
pendentd, anul 2003 marcheaza primul artist-run space:
2020 Home Gallery, organizat de Vlad Nanca, in care au
expus/performat si alti tineri artisti bucuresteni precum
Stefan Comsa, Ioana Nemes, Mona Vatamanu si Florin
Tudor. In acelasi an se consemneazi si prima interventie
urbana, tot la Bucuresti: Coconii lui Dumitru Gorzo.

MNAC este inaugurat in noul sediu din Palatul Parla-
mentului (director Mihai Oroveanu; din 2014 director Ca-
lin Dan), provocand (deja) o controversa apriga in lumea
artistica vizavi de decizia de situare a unui simbol al avan-
gardei free spirit intr-o cladire atat de incdrcata de trecutul
megalomanic si dictatorial. Aceasta controversa persista,
ea fiind adresatad si invocata in discutii publice de insesi
conducerea MNAC, fara o finalitate imediata.

In 2004 se deschide o altid galerie comerciald la
Bucuresti, Anaid Art Gallery (Diana Dochia), galeria mu-
tandu-se in 2015 la Berlin, dar rdmanand fidela proiecte-
lor incepute in Romania si artistilor romani reprezentati. in

anul urmator se infinteaza galeria Plan B, Cluj, la initiativa
artistilor Adrian Ghenie si Mihai Pop, cu un rol crucial inim-
punerea artistilor clujeni pe piata internationald, la cote ne-
atinse dealti artisti contemporani romani. Ciprian Muresan,
Serban Savu, Cristi Pogdcean, Victor Man sunt prezentati la
cele mai mari targuri de artd din lume, sunt titrati de New
York Times in 2007, fenomenul pune Clujul pe harta artei
contemporane si apare denumirea de Scoala de la Cluj, desi
neasumata si contestatd de initiatorii curentului.

Galeria isi va deschide un sediu si in Berlin din 2008,
largindu-si lista de artisti reprezentati prin addugarea unor
artisti emerging, precum si artisti din fenomenul de recupe-
rare (Mihai Olos, Horia Damian, Ion Bitzan, Octav Grigores-
cu). Astfel, apare in limbajul critic polarizarea dintre , Scoala
de la Cluj", prin primul val - Victor Man, Adrian Ghenie,
Serban Savu, Ciprian Muresan, Gabriela Vanga, Mircea Su-
ciu, Marius Bercea - si al doilea val - Oana Farcas, Dragos
Baditd, Mirela Moscu, Betuker Istvan, Veres Szabolcs, Zsolt
Berszan, Robert Fekete, Ioana Iacob, Leonard Silaghi, Anca
Bodea, Ioana Oldhut - si ,Scoala de la Bucuresti” prin noul
figurativ reprezentat de Francisc Chiuariu, Dragos Burlacu,
Roman Tolici, Gili Mocanu, Zoltan Bela, Mihail Cosuletu, Si-
mona Vildu, Catdlin Petrisor, Ana Maria Micu.

fn momentul 2005-2008, raportarea la acesti doi poli
zonali nu se facea de pe pozitii antagonice, ci mai degraba
stilistice. Seria de expozitii importante organizate de H'art
Gallery la Bucuresti cu artisti bucuresteni (F.A.Q. about Ste-
ven the Great, artisti Suzana Dan, Dumitru Gorzo, Tara von
Neudorf; Sdru’'ména pentru masd, Ana Banicd; Ohne Tech-
nik, Gili Mocanu; In Exitus, Roman Tolici; Ups and Downs,
Vlad Nancd) este acompaniatd de expozitii ale artistilor clu-
jeni la aceeasi galerie bucuresteana (Blackout, artisti Mircea
Suciu, Marius Bercea, Serban Savu si Adrian Ghenie 2005;
Foaia de pontaj, Serban Savu la inceputul lui 2006, Mircea
Suciu se bucura de expozitii personale in 2005 si 2006).
Evolutia ulterioara diferita pe piata de artd internationals,
CU un succes rasunator pentru partea clujeana, desi prima

participare a unei galerii romanesti la un targ international
este cea a H'art Gallery la Arte Fiera Bologna in 2005, face
ca referirea criticd la aceastd polarizare sa se construiasca
in termeni dichotomici in numai cativa ani de la lansarea
internationald a artistilor bucuresteni si clujeni.

In 2007 se deschide Galeria de Artd Contemporani
a Muzeului National Brukenthal Sibiu, curatoare Liviana
Dan, asistent Anca Mihulet, iar la Bucuresti se infiinteaza
Ivan Gallery, condusd de Marian Ivan. La Bucuresti are loc
prima editie a evenimentului maraton Noaptea Albd a Ga-
leriilor, organizat de Asociatia Ephemair, din 2016 acest
eveniment devenind national. Capitala Culturald Europea-
na Sibiu inregistreazd proiecte de arta contemporana (no-
tabil fiind performance-ul stradal Balloon People al Alinei
Buga), iar la Cluj ia fiinta in 2009 spatiul de creatie si difu-
zare a artei contemporane, Fabrica de Pensule, cu o acti-
vitate programatica ce a contribuit la consolidarea pozitiei
Clujului ca pol cultural national si european.

n 2008 are loc prima licitatie de artd a Casei Artmark,
Licitatia de Iarnd 2008: Fata in roz de Nicolae Tonitza se
adjudeca cu 120.000 de euro; iar Pdunii privirilor de Ion
Tuculescu, cu suma de 80.000 de euro. Fiind prima casa
de licitatii avizatd CINOA din Romania, se stabileste ca lider
de piatd secundard incd din primele luni de activitate.

1n 20009, artistii Adrian Bojenoiu si Alexandru Nicules-
cu infiinteazd Club ElectroPutere Craiova (cu o prezenta
notabild si la Bucuresti la Centrul Artelor Vizuale din cadrul
galeriilor UAP in perioada 2012-2013), cu un program
expozitional sustinut, organizarea a doud editii Mobile
Biennale (2014, 2017) si program de rezidente artistice
(2016-2020).

Incepand cu sfarsitul anilor 2000 si panain prezent, fe-
nomenul artelor vizuale contemporane (picturd, sculptura,
fotografie, instalatie, performance, happening, arta video,
new media, mixed & trans media, artd in spatiu public) de-
vine unul dintre cele mai vii din spectrul cultural national,
in continua dezvoltare, inregistrand o crestere semnificati-
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va, exponentiald, atat in zonele institutionald si alternativa
- organizatiile si spatiile independente -, cat siin piata de
artd contemporand.

In ultimul deceniu, diferentele generationale dintre
profesionisti au Tnceput sa se estompeze, existand un pu-
ternic curent n activitatea muzeelor si galeriilor de recu-
perare a generatiei anilor '70-'80. Generatia tanarg, foarte
activd in zona de underground in anii 2000, a devenit mult
mai prezenta si vocald, multe dintre spatiile alternative de
tip underground devenind emblematice, in timp ce o parte
dintre evenimentele de artd contemporand au intrat intr-
un mainstream de activare urbana, printr-un efect organic
de multiplicare. In plus, in cazuri punctuale, parteneria-
tele public-ONG-privat incep sa asigure continuitatea si
sustenabilitatea unor evenimente anuale, calendarul eve-
nimential anual devenind mai previzibil. In ciuda acestor
progrese, chestiunile insuficientei spatiilor pentru ateli-
ere (UAP pierzand multe dintre spatiile sale in perioada
1990-2010) si a finantarii proiectelor rdman problemele
cele mai stringente, in conditiile inexistentei unor finantari
multianuale, mai ales pentru costurile de productie ridica-
te si expunere a proiectelor new media.

In perioada 2010-2015, Muzeul National de Art§ Con-
temporand (MNAC) a dispus de trei sedii: MNAC Palatul
Parlamentului, cu cinci etaje care gdzduiesc expozitii (in-
clusiv din domeniile arhitecturii, memoriei urbane si in-
dustriilor creative), evenimente, performance-uri, confe-
rinte, prezentdri de artisti, programe educative etc.; MNAC
Anexa (Calea Mosilor 62-68, in zona extinsa a Centrului
Vechi), trei etaje dedicate prezentarii proiectelor tinerilor
artisti (unde au functionat la parter - Spatiul Platforma si
la etajul 1 - Salonul de Proiecte, 2011-2015), precum si
din domeniul fotografiei (etaj 3) si MNAC Dalles (situat in
Piata Universitdtii), ambele inchise in prezent circuitului
expozitional din ratiuni de risc seismic.

Continuand traditia anilor 1990-2000, alte muzee na-
tionale careinclud programatic productia si prezentarea de

expozitii de arta contemporana sunt: Muzeul National de
Arta (cu sediul central in Palatul Regal din Calea Victoriei si
cele trei muzee satelite: Muzeul Colectiilor de Artd, Muzeul
K.H. Zambaccian, Muzeul Theodor Pallady), Muzeul Téra-
nului Roman, Muzeul Satului ,, Dimitrie Gusti” sau Muzeul
National Cotroceni. Acestora li se adaugd muzeele de arta
din marile orase: Timisoara, Arad, Galati, Brasov, Craio-
va, Iasi, Constanta samd. Bibliotecile integreaza la randul
lor aceastda functie, dintre acestea mentionam Biblioteca
Nationald din Bucuresti, cu spatii generoase pentru pre-
zentarea proiectelor de arte vizuale.

In 2012 este infiintatd reteaua tranzit.ro Bucuresti/
Cluj/Iasi/Sibiu, o platforma de cercetare, productie si pre-
zentare a artei contemporane din cadrul retelei est-euro-
pene tranzit.org.

ArCuB - Centrul Cultural al Municipiului Bucuresti in-
clude in obiectivele sale promovarea artelor vizuale con-
temporane, odatd cu deschiderea noului sediu din Hanul
Gabroveni in 2014. De asemenea, Muzeul Municipiului
Bucuresti (Palatul Sutu, Palatul Voievodal Curtea Veche,
Muzeul Theodor Aman, Muzeul Storck, Muzeul Victor Ba-
bes, Muzeul George Severeanu, Casa Memoriala Nottara,
Observatorul Astronomic Vasile Urseanu, Casa Cesianu,
Casa Memoriald Gheorghe Tatdrescu, Muzeul Nicolae Mi-
novici, Colectia de Artd Ligia si Pompiliu Macovei) are o
activitate continud in zona artei vizuale contemporane. In
aprilie 2015 se deschide la Bucuresti PostModernism Mu-
seum (Cosmin Nasui), primul muzeu privat din Romania,
al cdrui focus este reprezentat de artd si inovatie.

Incepand cu a doua parte a anului 2014, programul
expozitional MNAC este structuratin doud sezoane cu pre-
zentarea a patru-cinci noi expozitii ample, printre care se
numara importante retrospective din curentul recuperd-
rilor: Ion Bitzan, Mihai Olos, Octav Grigorescu si Georgeta
Ndparus, Wanda Mihuleac, Nistor Coita, Liviu Stoicoviciu
sau expozitii personale ale unor artisti consacrati precum
Gheorghe Rasovszky, 2META sau Iosif Kiraly. De asemenea,

misiunea muzeului este asumatd programatic siin activa-
rea comunitatii prin dezvoltarea programelor educationale
si de responsabilitate sociala.

fn 2014 are loc prima editie Art Safari Bucuresti, lan-
sat ca un targ de artd contemporana pentru primele doud
editii, reconfigurandu-si ulterior formula intr-una de pa-
vilion muzeal temporar, cu expozitii de arta patrimoniald
si contemporand. Evenimentul se bucurd de o publicita-
te incomparabild cu cea a unei institutii de tip muzeal si
dobandeste Tn scurt timp o notorietate aparte pentru pu-
blicul larg neavizat, avand in fiecare an tot mai multi vizita-
tori din categoriile publicului larg.

in 2015 are loc prima editie a bienalei Art Encounters
Timisoara, incluzand si Aradul in aceastd prima editie, ur-
mata de alte doud editiiin 2017 si 2019. Acest eveniment
se impune ca o destinatie obligatorie pentru publicul spe-
cializat, reusind sd coaguleze fortele artistice in dialog cu
spatii diverse din Timisoara, activand astfel categorii noi
de public local. Tot in 2015, de aceasta datd la Bucuresti,
debuteaza festivalului tinerilor artisti Diploma, organizat
la nivel national din 2018.

Un alt spatiu dedicat productiei si prezentdrii artei vi-
zuale contemporane se deschide la Bucuresti in 2016, la
initiativa si finantata de o institutie bancara: Rezidenta
Scena9. Salonul de proiecte este relocat in acelasi an intr-un
spatiu din Palatul Universul, un nou hub creativ al capita-
lei. In acelasi an, la Iasi se deschide Borderline Art Space,
un spatiu care se impune treptat ca avanpost al productiei
de expozitii ai artistilor local tineri sau consacrati.

Mirajul co-creativitatii sidemocratiei federalizate a Clu-
jului se destramdin 2016 printr-un episod shakespearean,
intriga cdruia fiind constituitd de trddarea unui grup de
artisti si galeristi (Daria Dumitrescu, Florin Stefan si Zsolt
Berszan) care inregistreazd pe ascuns la OSIM marca Fa-
bricii de Pensule si isi creaza o alta entitate, functionand
din 2017 intr-un alt spatiu industrial reconvertit, sub de-
numirea de Centrul de interese (fosta fabrica Tehnofrig).

Restul fostilor parteneri din Fabrica de Pensule - Fundatia
AItART (Szakats Istvan si Rarita Zbranca si altii), ReciprocA,
GroundFloor, Colectiv A, Galeria Plan B - si altii au ame-
nintat cd i vor da Tn judecata pe cei trei care au inregistrat
marca fara stiinta lor. La distanta de numai patru ani, in
ianuarie 2020, Fabrica de Pensule din strada Henri Bar-
busse devine o amintire, dupa mai bine de un deceniu de
activitdti culturale de calitate care au impus institutia pe
plan european, noua strategie fiind aceea de transforma-
re din spatiu-gazda in retea de expertizd. Istoria nu poate
decat sa se repete in iulie 2020, cand una dintre cele doua
entitdti care administreaza atelierele si expozitiile din Cen-
trul de Interese din Cluj, si anume Federatia Centrul de In-
teres, condusa de Florin Stefan, se strdduie sa o submineze
pe cealaltd, Asociatia Artistilor CDI, pentru a gestiona sin-
gurd banii publici care sunt atrasi la Centrul de Interes, iar
galeriile Sabot si Baril sunt fortate sd iasd din spatii.

In 2017 este inaugurat primul muzeu romanesc pri-
vat dedicat in exclusivitate artei contemporane Muzeul de
Artd Recentd/MARe (director Erwin Kessler), cu o expozitie
permanentd in care apar lucrdri-cheie de Ion Tuculescu,
Andrei Cadere, Ion Grigorescu, Paul Neagu, Stefan Berta-
lan, Nicolae Comanescu, Roman Cotosman, Pavel Ilie, Diet
Sayler, Alexandru Chira, Horia Bernea, Florin Mitroi, Mari-
an Zidaru, Ioana Batranu, Vioara Bara, Teodor Graur, Dan
Perjovschi, Dumitru Gorzo, Victor Man, Ecaterina Vrana,
Vlad Nancd, Gili Mocanu, Anca Muresan, Ovidiu Fenes,
Cristina David, Ion Barlddeanu etc. In 2018 se deschide
un alt muzeu privat de artd la Bucuresti, anume Muzeul de
Artd Moderna si Contemporana Pavel Susara.

Inaugurat la finele lui 2017, Centrul de Documentare si
Cercetare a Culturii Vizuale Mihai Oroveanu functioneaza
la MNAC sub forma unei biblioteci deschise publicului
larg si specializat, onordnd amintirea istoricului de artd,
fotografului, curatorului si directorului fondator MNAC. In
2018, MNAC deschide expozitia cu caracter permanent din
colectia proprie, VAZAND ISTORIA - 1947-2007. COLECTIA
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MNAC, dupa precedentele expozitii de valorificare si cer-
cetare a colectiei, Triaj (2016-2017) si Colectia ca arhivd
(2015-2016).

In 2019 isi incepe activitatea la Cluj Centrul Cultural
Clujean, o organizatie non-guvernamentald de culturd
si dezvoltare urbana rezultata din candidatura Clujului la
titlul de Capitald Culturala Europeand 2021 (castigat de
Timisoara) si cu o misiune ce abordeaza provocdri strate-
gice ale societdtii, prin proiecte interdisciplinare intr-o va-
rietate de domenii: arta contemporand, educatia culturald
si artistica, regenerarea urband, coeziunea si incluziunea
sociald, bunastarea emotionala si mentald, industriile cul-
turale si creative, dezvoltarea rurald, cresterea capacitatii
sectorului cultural, inovarea sociala si urband, cooperarea
international3.

In Bucuresti au functionat in ultimii zece ani peste 20
de spatii alternative, cu programe si evenimente ce confe-
ra vietii urbane o efervescenta aparte, unele dintre spatii
bucurdndu-se de o longevitate aparte. Unele dintre ele au
fost formulate ca centre de arta cu un program continuu,
darau rezistat cativa ani pe scena artistica, precum Victoria
Art Center, CIAC - The Ark, Make a Point, MORA, Carol 53,
Go Art Projects, Stirbei 143, casa din spatele curtii, Home
Matasari, The CAN, WASP, ARTHUB, altele fiind spatii de
tipul artist-run space Sandwich II, Alert Studio, Dyptich Art
Space, Galeria Mignon (grupul artistic DALPOFZS), Cetatea
Artelor (Artidava) - Asociatia Macaia. Unele cu o activitate
de peste 10 ani, altele aparitii efemere in Bucuresti, o ca-
tegorizare clara a acestor spatii alternative este dificild, de
exemplu Sandwich II, Alert Studio sau Dyptich Art Space
impunand un program curatorial continuu si coerent, insa
nu se declara galerii comerciale. Make a Point, CIAC - The
Ark, Carol 53 sau WASP sunt exemple de reconversie a
unor spatii industriale sau abandonate si introducerea lor
n circuitul urban contemporan.

Au existat si unele spatii vocal alternative - multe din-
tre ele cu o viziune interdisciplinard si critic-inovatoare,

precum ODD, WASP sau Colivia (Funky Citizens). O catego-
rie aparte este reprezentatd de spatiile din zona HORECA,
baruri sau spatii de smart cooking din zona underground,
ce includ n programele lor expozitii de arta contempora-
na, cele mai active dintre ele fiind A1, Alandala, Dianei 4
sau FROG. O noutate pentru scena bucuresteanad este re-
prezentatd de aparitia unor spatii de expunere cu program
continuuin cadrul unor spatii comerciale, de tip office buil-
ding: Expozitiei 1F, Metropolis Art Collection.

Zona alternativa este primordiala in aspectul eveni-
mential al artelor vizuale contemporane bucurestene, or-
ganizatiile si spatiile alternative sunt participante sau or-
ganizatoare ale unor evenimente urbane de tipul Noaptea
Alb4 a Galeriilor, Festivalul Femei pe Matésari etc. In Bucu-
restiul cultural, in care activitatea este concentratd aproa-
pe exclusivin centrul orasului, spatiile alternative sunt cele
care animd in mod creativ cartierele bucurestene, cu o ac-
tivitate comunitara implicita.

Zona alternativa include si o serie de proiecte de arta
n spatiu public, foarte putine ca numar, insa extrem de
importante pentru explorarea spatiului urban si crearea de
repere (artistice, vizuale) in spatii publice diverse, cu ac-
centuarea, reinventarea sau generarea de noi identitdti ale
spatiilor respective, prin amplasare unor opere de arta sau
instalatii ori interventii de street art. Dupd primul proiect
bucurestean de arta in spatiul public, Proiect 1990 (2010-
2014, 20 de proiecte pe soclul lui Lenin din Piata Presei
Libere), au urmat Spatiu expandat (din 2011, in diverse
spatii publice din oras), SPAM (2012-2014, 6 proiecte pe
unul dintre soclurile din Parcul Carol), Episodul 3: Garajul
Ciclop (2013, 43 de artisti), Art on Display (din 2014, 24
proiecte in vitrinele comerciale si spatii exterioare din zona
Caii Victoriei). Una dintre dificultatile majore pentru arta
n spatiul public este dificultatea obtinerii aprobdrilor ne-
cesare din partea autoritatilor locale, precum si lipsa unui
cadru legal pentru zona de street art.

In timp ce galeriile din reteaua nationald UAP isi pi-
erd din relevantd si sunt reduse considerabil ca numar cu
fiecare an, numai in Bucuresti au activat in ultimul dece-
niu peste 30 de galerii comerciale de artd contemporand,
dintre care mentionam 418 Contemporary Art Gallery,
Aiurart, Anaid Art Gallery, Anca Poterasu Gallery, Art A, Art
Yourself Gallery, Artfooly. The Slice of Art Gallery, Atelier
030202, Eastwards Prospectus/GAEP, Funnel Contempo-
rary Art, Galeria 26, Galeria AnnArt, Galeria Galateca, Gale-
ria Horatiu Maldele, Galeria Ivan, Galeria Montage, Galeria
Posibild, Galeria Romniceanu, Galeriile BMR, Gallery, H'art
Gallery, Imbold, LABORNA Contemporary Art Gallery, MO-
BIUS Gallery, Nasui Collection & Gallery, Nicodim Gallery,
PleshooContemporary, Senso Gallery, Suprainfinit Gallery,
Zorzini Gallery.

Dintre galeriile comerciale, o proportie de aproxima-
tiv 50% dispune de o viziune curatoriald consistentd, un
portofoliu semnificativ de artisti, de echipamente tehnice
adecvate si a participat la targuri internationale de arta.
Activitatea galeriilor comerciale este astfel inegald - inega-
litati de altfel inerente unei piete emergente -, iar numarul
galeriilor relevante este scdzut in comparatie cu alte capi-
tale europene, precum siin contextul relevantei domeniu-
lui la nivel international.

In piata de artd functioneaza si galerii comerciale de
artd ce prezinta arta contemporand alaturi de arta de pa-
trimoniu: European Art Gallery, DanaArtGallery, Dimisca
Studio (artd naiva, artd singulard), Galeria Occidentului,
Galeria Romand, Rotenberg & Uzunov Art Gallery.

Casele de licitatii de arta Artmark, Goldart, ALIS, Grim-
berg, AraArt functioneaza in piata secundara de arta con-
temporanad, alaturi de case de licitatii online precum La-
vacow sau Seabam. Piata romaneascd beneficiazd de o po-
zitionare puternicd in zona puterii de cumparare, in ultimii
aniinregistrandu-se o crestere a segmentului de cumpara-
tori first time buyers, tineri colectionari care se orienteaza
spre achizitii de affordable art - artisti emergenti, lucrdri

la preturi mai reduse -, mai degraba decdt spre nume de
artisti recunoscuti si lucrdri la cotatii mai ridicate. Cu toa-
te acestea, numarul colectionarilor de arta contemporand
este destul de redus, o buna parte dintre colectionari inca
preferand lucrdri de artd patrimoniala.

Alte asociatii si structuri profesionale sunt: Asociatia
Comerciantilor de Opere de Artd din Romania (ACOAR),
Patronatul Comerciantilor de Artad din Romania, Societa-
tea Colectionarilor de Artd din Romania, Fondul CertInvest
Artd Romaneasca, Asociatia Expertilor si Evaluatorilor de
Arta, Asociatia Galeriilor de Artd Contemporana.

O serie de alte evenimente din domeniul designului
si industriilor creative (Romanian Design Week) sau de
activare urbana (Street Delivery, Rahova Delivery, Train
Delivery, Femei pe Mdtasari) au componente de artd vi-
zuald contemporand, evenimente colaterale in spatii de
arta contemporand etc. De asemenea, in Bucuresti se or-
ganizeazd din 2006 Rokolectiv, electronic music and re-
lated arts festival. Alte evenimente ce animeaza din anul
2014 calendarul artelor vizuale sunt: Bucharest Art Week
si Weekendul Galeriilor Bucuresti.

Avand in vedere structura publicului tintd al eveni-
mentelor de artd contemporand, care este alcatuitd din
persoane cu un nivel de educatie ridicat (in general cu
studii superioare), cu venituri medii si peste medie, per-
soane cu disponibilitate de a cdldtori, zona artelor vizuale
contemporane se confruntd cu o situatie bizara in timpul
crizei pandemice 2020: poate produce artd, dacd identi-
fica resurse financiare suficiente, Insa publicul, si asa frag-
mentat, este redus substantial. Un procent important din
vizitatori sunt cetdteni strdini. Audienta fidel3 este forma-
ta din membri ai comunitatilorindustriilor creative, artisti,
curatori, persoane din mediile de afaceri si din publicitate,
la care se adauga reprezentanti ai unor muzee si institu-
tii culturale, ai sponsorilor si partenerilor, ai ambasade-
lor acreditate, ai centrelor culturale strdine si romanesti,
jurnalisti din presa internd si internationald. In conditiile
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unei mobilitati reduse siimpunerea unor masuri preventi-
ve conjugate, ca distantarea sociald si limitarea grupurilor,
muzeele, galerile, evenimentele independente incearcd sa
asigure o continuitate a programelor proprii pana la reve-
nirea la normal. Numai ca nimeni un poate sti cumva arata
acel normal. Dupa un deceniu de auto-fagocitare a forme-

lor create, de epuizare a formelor evenimentiale testate,
de ruperi de antante si batere inapoi catre o stilistica mai
putin reactionara, ne intrebam care va fi efectul pe termen
mediu si lung al perioadei Coronavirus pe scena artelor vi-
zuale contemporane din Romania.

SPACES FOR THE PRESENTATION OF CONTEMPORARY ART

IN ROMANIA AFTER 1989.

FROM POLARISATIONS TO IMPLOSION

In the wake of the revolutionary commotion of December
1989, the local artistic environment went through a period
of opening towards what could be called “free art”, display-
ing a series of conceptual preoccupations anchored in the
immediate reality and a diversification of techniques and
media meant to quickly make up for the gap between the
former communist state and the Western world, at times
even cutting corners. The decade is marked by continuous
searching, by very rigid stylistic and conceptual positions,
by a (re)activation and creation of institutions and spaces
for the presentation of contemporary art, in short an out-
lining of both forms and content.

The generalized chaos in Romanian society and the
dramatic moments that characterized the “transition pe-
riod"” (1990-1997) had immediate effect on the vision and

mission of art towards active involvement in social and po-
litical life, leading to a change of paradigm where the very
role and function of artis concerned; as a result, the artistic
discourse gained then the freedom and courage to be criti-
cal and to perform exorcisms. Mature and experienced,
but also knowledgeable as to the working of the institu-
tions, artists of the 1980s generation redefined their posi-
tions along the lines of change and positioned themselves,
somewhat naturally given the Romanian artistic tradition,
in groups polarized around the opposition between old
and new, illustrated by a benign clash between spirituality
and the new media, grouped under the generic names of
Neo-orthodoxists and Experimentalists.

The exhibitions are hosted by the well-known galleries
of the Artists’ Union (Simeza, Cdminul Artei, Orizont, Gala-

teea in Bucharest, Helios in Timisoara, the UAP galleries in
Oradea), spaces with an established visual arts culture (the
National Theatre (TNB) in Bucharest, the Dalles Hall), art
museums and other museum institutions. The first collec-
tive manifestation of the spiritual directionin Romanianart
is the Filocalia exhibition, organized by Alexandra Titu and
Sorin Dumitrescu at the TNBin 1990 and 1991, Filocalia I
even including fresco fragments from churches Ceausescu
had demolished in the late 1980s. Ioana Batranu, Mircea
Tohatan, Mihai Sarbulescu, Ion Grigorescu, Teodor Graur,
Olimpiu Bandalac, Horea Pastina - Portret 1990 exhibit
in 1990 at Galateea Gallery an ironic take on the homage-
type portraiture of the Golden Age. Also in 1990, the third
exhibition is organized (previous exhibitions had taken
place in 1981 and 1982) of the 9+1 Group (Horia Bernea,
Gheorghe Berindei, Florin Ciubotaru, Marin Gherasim,
Vasile Gorduz, Sorin Dumitrescu, Neculai Paduraru, Mir-
cea Spataru, Napoleon Tiron and Andrei Plesu) and their
guests (Calin Beloescu, Darie Dup, Gruia Florut, Mihai Sar-
bulescu, Mircea Roman, Grigorian Rusu), this time at the
Dalles Hall. To mark the launch of the SUbREAL Group, an
exhibition is put up in 1991 at Orizont Gallery: Alimentara
(Grocery Shop), showing works by Calin Dan, Teodor Graur,
Ion Grigorescu, losif Kiraly, Dan Mihaltianu, Constantin
Petraschievici. It was followed that same year by Sexul lui
Mozart (Mozart’s Sex) at Etaj % Gallery, organized by sub-
REAL Group and curated by Calin Dan. The Museum of Art
Collections Bucharest shows cARTe. Cartea ca obiect, organ-
ized by Dan Perjovschi, Geta Bratescu, Radu Igazsag, Ileana
Ploscaru, Roxana Trestioreanu and Andrei Oisteanu. In
Timisoara, the Art Museum and Helios Gallery show Stare
fard titlu, organized by Atelier 35 and Alb 16 Group (Ileana
Pintilie, Sorin Vreme, Tiberiu Giuca, Ioan Oprescu, Simona
Nutiu), as well as European creation and synchronism. The
artistic movement in Timisoara in the 1960s-1970s at the
Art Museum Timisoara, curator Ileana Pintilie, a retrospec-
tive of the neo-avant-garde in Timisoara that recuperated
the experimental activity of 111 and Sigma groups.

A series of events make their debut, also continuing the
tradition of creative camps and other endeavors from the
final years of the communist regime: the first edition of the
International Festival of Living Art — AnnART takes place in
the open-air location close to St. Ana Lake, the first annual
performance art festival in Romania, initiated by Balasz
Imre and carried on until 1999 by Uté Gusztav, while the
first edition of the Contemporary Art Symposium organized
by Maxim Dumitras at Sdngeorz-Bai takes place in 1992.

Where institutions are concerned, restoration and
consolidation works are carried out on the building of the
Romanian Popular Republic Museum, today’s National Art
Museum (MNAR), and on the artworks damaged during
the Revolution; Horia Bernea becomes director general of
the Romanian Peasant’s Museum. The Exhibitions Office
becomes in 1990 the National Office for Documentation
and Art Exhibitions (ONDEA), director Mihai Oroveanu
(1990-2001).

Catacomba Gallery is established in 1992 at the Art
Collection Museum, at the initiative and under the care of
artist Sorin Dumitrescu, and runs between 1992-2003 a
neo-orthodox programme, defined by the meeting be-
tween cult (as in faith) and culture. Catacomba Gallery
opens with a Vasile Gorduz personal exhibition and the
Prolog Group benefits from a lot of visibility in the gallery
programme.

An important milestone in shaping the trend for new
technologies in the arts is represented by the opening of
the Soros Centre for Contemporary Arts (CSAC), managed
by Calin Dan (1993-1995); G@D Photogallery is estab-
lished in the same year in the ONDEA spaces at the Na-
tional Theatre Bucharest, a project coordinated by Mihai
Oroveanu and Ruxandra Balaci, where a series of young
artists are shown: Mircea Cantor (first personal exhibition),
Nicolae Comanescu, Mona Vatamanu and Florin Tudor,
Stefan Cosma or Alexandra Croitoru.

The Contemporary Art Department of the National Art
Museum, led by Ruxandra Balaci, is operational between
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1994 and 2001 and organizes major retrospectives and
publishes catalogues for artists such as Ion Bitzan, Geta
Bratescu, Ion Grigorescu, Paul Neagu or Horia Bernea. In
1994 Mihai Oroveanu establishes the Artexpo Founda-
tion with the intention of attracting funding and support
for artistic projects, while also collaborating with ONDEA
and G@D. The Art Museum Timisoara organizes the Ori-
ent-Occident exhibition, curated by Ileana Pintilie, and the
Art Museum Arad puts on Unlimited S.R.L., curator Judit
Anghel.

Irina Cios becomes the director of the CSAC, now re-
named International Centre for Contemporary Art = CIAC
(and will lead the institution between 1995-1997); the
first edition of the Zona International Performance Festi-
val, curated by Ileana Pintilie, takes place in Timisoara. It
is the dawn of a period full of events meant to reinforce or
create local nuclei in visual arts: Tranzit House opens in
the Cluj Synagogue (1996); INTER(n), curator Judit Ang-
hel, Art Museum Arad, 1995; Romanian Avant-garde, cu-
rator Alexandra Titu, Alfa Galleries, Bacau, 1996; Gardna
International Sculpture Symposium. organized by Arca
Foundation, 1996-1997; INTERARTeast Contemporary
Art Symposium, Open Studio, organized by Contemporary
Art Foundation Targu Mures, CIAC, and UAP, 1997; the
Comparative Art Museum in Sangeorz-Bai is established,
organized by Maxim Dumitras and the Tranzit Foundation
in Cluj-Napoca; in Iasi, artist Matei Bejenaru, through the
Vector Foundation, initiates Periferic Performance Festival
(1997-2009), which in 2001 became Periferic Contempo-
rary Art Biennale, the first of its kind to be held in Romania.
Art exhibitions are organized in less conventional spaces
like the Agriculture Museum in Slobozia, as well as pro-
jects aimed at the reactivation, along contemporary/ex-
perimental lines, of spaces such as the Art Museum Tulcea
(Official National Engraving Exhibition, curator Ibrahim
Keita, 1998) or the Artists’ Union Gallery in Oradea (Trans
ora-de vest experimental painting exhibition, 1998, show-

ing works by Marcel Bunea, Vioara Bara, Ioan Burlacu, Ilie
Boca, Onisim Colta, Zarnescu, Ioan and Teo Muresan, Ioan
Augustin Pop).

1998 marks the emergence of “reactionary” groups of
young artists that formally and conceptually denounce the
80s generation: Rostopasca group is born in the studios
of the Bucharest Art Academy, initially made up of Nico-
lae Comanescu, Alina Pentac, Dumitru Gorzo and Angela
Bontas, later joined by Alina Buga, Florin Tudor and Mona
Vatdamanu; the Cutter group (initiated in 1997) turns into
Studio 468 (Madalina Anton, Gabriela Boiangiu, Cristina
Coleasd, Claudiu Constantin, Marius Fratild, Ioan Gode-
anu, Cosmin Grddinariu, Anca Igndtescu, Cosmin Manol-
ache, Sergiu Negulici, Dan Panaitescu, Ionut Popa, Alex-
andru Petreanu) and founds the Construction and Decon-
struction Institute, a pseudo research and artistic action
institution; Super us group is created in Cluj, later turned
into Version (1998-2005: Mircea Cantor, Ciprian Muresan,
Gabriela Vanga, N. Baciu). Maybe the most radical gesture
of this new generation, meant as a show of force and will,
takes place as part of the Rostopasca Cultural Weeks: Non-
stop painting, Rostopasca at Atelier 35 on Eforie street in
Bucharest, during which group members and their guests,
including Gili Mocanu, painted without interruption for 24
hours.

The National Cultural Fund is established and it will
become operational in 2006 as the Administration of the
National Cultural Fund (AFCN), a constant source of fund-
ing forindependent projects since 2000. Around the coun-
try, new organizations and spaces pop up: Sindan Cultural
Centre in Cluj, coordinated by Maria Rus-Bojan; ArtEast
Foundation in Targu Mures; the Contemporary Art Archive
(AAC), led by Lia and Dan Perjovschi, becomes Centre for
Art Analysis (CAA).

On the occasion of the Museum and Contemporary Art
Symposium, the need for a museum dedicated exclussive-
ly to contemporary art is brought up publicly for the first

time. The event was part of Periferic Biennale 3, curator
Matei Bejenaru, Iasi 1999, with the participation of Livi-
ana Dan, Irina Cios, Simona Tanasescu, Adrian Gutd, Horea
Avram, Dan Perjovschi, Teodor Graur, Dan Zbarcea.

The years 2000 witness an explosion of the contem-
porary visual arts phenomenon: the 2000 generation
becomes established, the activity of organizations and
institutions is consolidated, the National Museum of Con-
temporary Art (MNAC) is created, there emerges an art
market, as well as the first commercial galleries and auc-
tion houses, the first artist-run spaces, the first art projects
in the public space and large-scale independent projects.
Artists become organized on blogs, communication and
dissemination networks, the biennale phenomenon takes
off and new polarizations appear, based this time not on
conceptual discourse, but rather on old rivalries between
different regions (the Cluj School vs the Bucharest School).
The decade is marked by an enthusiastic circulation of
styles and ideas, by absolute firsts, by the testing of new
forms of (self)organization and artistic (self)promotion;
the foundations are laid for new formulas of collecting
contemporary art using the specific mechanisms of the art
market - still flimsy and unregulated by a fiscal policy at
the start of the decade - with noteworthy evolutions in the
creation of new collecting trends and capitalizing on some
young international stars as well as leading figures of the
communist era, with ripple effect on the international art
market (the ascent of the artists associated with the Cluj
School/Plan B Gallery, the recuperation of important art-
ists of the communist period).

In 2000 MNAR, through the Department for Contem-
porary Art, presents Transitionland Romania 2000, curator
Ruxandra Balaci, a chronological review of the contem-
porary art scene during the transition period, from Horia
Bernea to the Rostopasca Group. That same year, the con-
temporary art programme at the Mogosoaia Palaces Cul-
tural Centre is initiated by Doina Mandru (director 2000-

2009). The programme included numerous retrospectives
(Ion Lucian Murnu, Paul Gherasim, Stefan Ramniceanu,
Marian Zidaru, Aurel Bulacu, Florin Ciubotaru, Liviu Rus-
su, Aurel Vlad, Darie Dup, Florica Prevenda, Stela Lie, Titu
Toncian, Alexandru Pasat, Mircea Roman, Anca Muresan,
Anca Boeriu or Mihai Topescu). Galeria Noua is inaugurated
in 2001, coordinated by Aurora Kiraly, with CIAC (Irina
Cios) and Pro Helvetia Foundation (Gabriela Tudor) as in-
stitutional partners and an exhibition programme focused
mainly on photography, multimedia and video art and on
promoting young artists (the gallery closes down in 2008).

The first commercial gallery opens at the Marriott Hotel
in Bucharest: Assamblage Gallery, organized by Sarah Einik
(2000-2003), while in 2001 Matei Caltia opens Galeria
de Interese, later renamed Galeria Posibila (2003). Sabina
and Jean Negulesco Gallery, founded by Ileana Micodin, re-
mains open untill 2005, while H'art Gallery (Dan Popescu),
opensin 2002.

In 2001 the National Museum of Contemporary Art
is established through the fusion of the National Office
for Documentation and Art Exhibitions (ONDEA) and the
Department for Contemporary Art within MNAR. Initially,
MNAC is located in Kalinderu House (Kalinderu Medialab)
and the National Theatre (Etaj % Gallery). COOP Media
Festival ed. 2 opens at Kalinderu Medialab, an event that
brings together the experimentalist side of contemporary
art and electronic music: Angela Bontas, Mona Vatdmanu
and Florin Tudor, Anca Benera, Ioana Nemes, Nicolae
Comanescu, Gili Mocanu exhibit alongside D]s mixing live:
D) Mike and Electric Brother.

While street art and graffiti bring forms of contem-
porary art to the uninitiated public, to the general public,
through tags andillegal murals, the biennale phenomenon
engages, initially, with a specialized audience: Young Artists
Biennale, organized by META Cultural Foundation, is the
second contemporary art biennale in the country and the
first in Bucharest (2001-2014); Bucharest Biennale (since
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2002), managed by Razvan Ion and Eugen Radescu; Inter-
national Experimental Print Biennale (since 2002), organ-
ized by Olivia Nitis and Ciprian Ciuclea.

New independent structures make themselves known
as part of certain institutions, such as GALERIA within the
Fine Arts University in Bucharest (2002), later renamed
UNAGaleria, which functioned as a platform to help stu-
dents show their work. In 2003 an institutional super-
structure is created, the Romanian Cultural Institute and
its network abroad, with an important role in supporting
and funding contemporary art projects, especially be-
tween 2005-2012, when it was managed by Horia-Roman
Patapievici. In the independent zone, the year 2003 brings
the first artist-run space: 2020 Home Gallery, organized by
Vlad Nanca, where other young artists from Bucharest ex-
hibited or performed as well: Stefan Comsa, loana Nemes,
Mona Vatamanu si Florin Tudor Stefan Comsa, loana
Nemes, Mona Vatdmanu and Florin Tudor. The first urban
intervention is performed that same year, also in Bucha-
rest: Dumitru Gorzo's Cocoons.

MNAC's new venue in the Palace of Parliament is inau-
gurated (director Muhai Oroveanu, followed by Cdlin Dan
in 2014), (already) causing fierce controversy in the artistic
circles around the decision to locate a symbol of free spirit
avant-garde in a building so closely linked to the megalo-
maniac, dictatorial past. The controversy is still alive today,
addressed and brought up in public talks by the very man-
agement of the museum, with no immediate result.

Another commercial gallery opens in Bucharest in
2004, Anaid Art Gallery (Diana Dochia), later relocated to
Berlin but still true to the project it had started in Romania
and to the Romanian artists it represented. The next year
Plan B Gallery is established in Cluj, at the initiative of art-
ists Adrian Ghenie and Mihai Pop, playing a crucial partin
promoting Romanian artists on the international market.
Artworks by these artists came to be sold for higher prices
than ever before for a Romanian artist. Ciprian Muresan,

Serban Savu, Cristi Pogacean, Victor Man are presented at
the largest artfairsin the world, make titles in The New York
Times in 2007, placing Cluj on the world map of contem-
porary art. The name Cluj School of Art was thus coined,
although the initiators of the trend never acknowledged it
and even opposed it. The gallery will open anothervenuein
Berlin in 2008, adding several emerging artists to its line-
up, as well as artists belonging to the recuperation phe-
nomenon (Mihai Olos, Horia Damian, Ion Bitzan, Octav
Grigorescu). Thus, the critical discourse starts to show the
polarization between "The Cluj School of Art” with its first
wave - Victor Man, Adrian Ghenie, Serban Savu, Ciprian
Muresan, Gabriela Vanga, Mircea Suciu, Marius Bercea -
and its second wave - Oana Fdrcas, Dragos Baditd, Mirela
Moscu, Betuker Istvan, Veres Szabolcs, Zsolt Berszan,
Robert Fekete, Ioana Iacob, Leonard Silaghi, Anca Bodea,
Ioana Oldhut - and , The Bucharest School of Art” with its
neo-figurative represented by Francisc Chiuariu, Dragos
Burlacu, Roman Tolici, Gili Mocanu, Zoltan Bela, Mihail
Cosuletu, Simona Vilau, Catalin Petrisor, Ana Maria Micu.
In 2005-2008 reference to the two local poles implied
no antagonistical position, but rather stylistic differences.
Thus, a series of important exhibitions at H'art Gallery in
Bucharest showing artists from Bucharest (F.A.Q. about
Steven the Great, artists Suzana Dan, Dumitru Gorzo, Tara
von Neudorf; Sdru’ména pentru masd, Ana Bdnicd; Ohne
Technik, Gili Mocanu; In Exitus, Roman Tolici; Ups and
Downs, Vlad Nanca) is accompanied by exhibitions show-
casing artists from Cluj (Blackout, artists Mircea Suciu,
Marius Bercea, Serban Savu and Adrian Ghenie - 2005;
Foaia de pontaj, Serban Savu - early 2006; several Mircea
Suciu personal shows in 2005 and 2006). The different
evolutions they later had on the international market, with
huge triumphs for the Cluj artists - although H'art Gallery
was the first Romanian gallery to attend an international
art fair, Arte Fiera Bologna in 2005 - causes all references
to this local polarization to gain dichotomic undertones

just years after the first international exposure of artists
from the two cities.

The Contemporary Art Gallery at the Brukenthal Mu-
seum in Sibiu opens in 2005, curator Liviana Dan, assis-
tant curator Anca Mihulet, while Marian Ivan launches
Ivan Gallery in Bucharest. The first edition of the marathon
event The White Night of Art Galleries takes place in Bu-
charest, organized by Ephemair Association. It extends at
a national level in 2016. Sibiu European Capital of Culture
includes contemporary art projects (with Balloon People,
Alina Buga's street performance, as the most noteworthy),
while Fabrica de Pensule is established in Cluj, a space for
creation and dissemination of contemporary art with a
programmatic activity that helped consolidate the city's
position as a national and European cultural hotspot.

The first auction organized by Artmark auction house
takes place in 2008: the Winter Auction. Girl in pink
by Nicolae Grigorescu goes for 120,000 euro and Ion
Tuculescu’s Peacocks of sight for 80,000 euro. Artmark,
the first CINOA-licensed auction house in Romania, estab-
lishes itself as the leader of the secondary art market from
the very first months.

Artists Adrian Bojenoiu and Alexandru Niculescu found
Club ElectroPutere Craiova in 2009, with a relevant pres-
ence in Bucharest as well, at the Visual Arts Centre (part
of the UAP network of galleries) between 2012-2013.
Cluj ElectroPutere carries on a consistent exhibition pro-
gramme, organizes two editions of the Mobile Biennale
(2014, 2017) and a residency programme (2016-2020).

From the late 2000s until today, the contemporary
visual arts phenomenon (painting, sculpture, photogra-
phy, installation, performance, happening, video art, new
media, mixed&trans media, public art) becomes one of
the liveliest in the local cultural landscape. It continues to
grow, in fact registering significant expansion both in the
institutional and alternative areas - organizations and in-
dependent spaces - and on the contemporary art market.

During the past decade the generational differences
between professionals have begun to fade and there has
been a strong trend among museums and galleries to re-
cuperate the generation of the 1970s and 80s. The young-
er generation, very active underground in the 2000s, has
grown much more present and vocal and many of the un-
derground spaces have become iconic, while some of the
contemporary art events have entered a sort of urban ac-
tivation mainstream through an organic process of multi-
plication. Besides, in certain cases, public-private partner-
ships have started to ensure the continuity and sustenabil-
ity of annual events, thus making the annual event agenda
a bit more predictible. Despite this progress, the issue of
the insufficient studio spaces (the Artists’ Union lost many
of its spacec between 1990-2010) and that of funding re-
main serious, given there is no possibility for multi-annual
funding, especially for the high production costs that new
media events involve.

During 2010-2015 the National Museum of Contem-
porary Art had three different venues: MNAC main quar-
ters, in the Palace of Parliament, five floors housing exhibi-
tions (including architecture, urban memory and creative
industries), events, performances, conferences, artists
presentations, educational programmes etc.; MNAC Annex
(62-68 Calea Mosilor, in the larger Old City Centre), three
floors dedicated to presentations of new artists (the same
venue hosted Platforma Space on the ground floor and Sa-
lonul de Proiecte on the first floor, 2011-2015), as well as
photograpfhy projects (on the third floor) and MNAC Dalles
(close to University Square). The latter two are currently
closed because the buildings are not structurally sound.

Continuing the tradition of the years 1990-2000,
other national museums include contemporary art ex-
hibitions in their programmes: the National Art Museum
(with its main venue on Calea Victoriei and the three sat-
ellite museums - the Museum of Art Collections, the K.H.
Zambaccian Museum and the Theodor Pallady Museum),
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the Romanian Peasant’'s Museum, the "Dimitrie Gusti"”
Village Museum or Cotroceni National Museum. To these,
one should add the art museums in major cities around
the country: Timisoara, Arad, Galati, Brasov, Craiova, lasi,
Constanta and others. Libraries integrate this function as
well, and we will mention here the National Library in Bu-
charest, boasting generous spaces for visual arts projects.

tranzit.ro Bucuresti / Cluj / Iasi / Sibiu network is es-
tablished in 2012, a platform for research, production and
presentation of contemporary art, part of the East-Europe-
an tranzit.org network.

ArCuB - Bucharest Cultural Centre lists promotion of
contemporaryvisual artsamongits objectiveswhenitinau-
gurates the new venue at Hanul Gabroveni, in 2014. Also,
the Bucharest Municipal Museum (including Sutu Palace,
Curtea Veche Voivodal Court, Theodor Aman Museum,
Storck Museum, Victor Babes Museum, George Severe-
anu Museum, Nottara Memorial House, the Astronomical
Observatory, Cesianu House, Gheorghe Tatarescu Memo-
rial House, Nicolae Minovici Museum, Ligia and Pompiliu
Macovei Art Collection) runs constant contemporary visual
arts projects. PostModernism Museum is opened in 2015
in Bucharest by Cosmin Nasui, the first private museum in
Romania, with a focus on art and innovation.

Starting with the second half of 2014, the exhibi-
tion programme of MNAC is structured into two seasons,
each including four or five ample new exhibitons, among
which important retrospectives in the recuperation trend:
Ion Bitzan, Mihai Olos, Octav Grigorescu and Georgeta
Ndparus, Wanda Mihuleac, Nistor Coita, Liviu Stoicoviciu,
or personal shows of established artists like Gheorghe Ra-
sovszky, 2META or Iosif Kiraly. Also, the museum makes it
its mission to activate the local community through educa-
tional or community outreach programmes.

The first edition of Art Safari Bucharest takes place in
2014, initially as a contemporary art fair and changing
its formula from the third edition to become a temporary

museum pavilion with exhibitions of heritage and con-
temporary art. The event enjoys a degree of publicity in-
comparable to any museum institution and quickly gains
considerable reputation with the general, uninitiated pub-
lic, registering more and more visitors with every edition,
mainly general public.

2015 brings the first edition of the Art Encounters Bi-
ennale in Timisoara, a first edition that also includes the
city of Arad. It continues in 2017 and 2019 and becomes a
go-to event for a specialized audience, managing to place
artists in dialogue with various spaces around Timisoara
and thus to activate new categories of local public. 2015
also marks the debut of another festival, this time in Bu-
charest: Diploma, a festival for young artists that goes na-
tionalin 2018.

Another space dedicated to the production and pres-
entation of contemporary visual arts opens in Bucharest in
2016, at the initiative, and with financial support from, a
banking institution: Rezidenta Scena9. In the same year,
Salonul de Proiecte is relocated to a new space in the Uni-
versul Palace, a new creative hub in Bucharest. Borderline
Art Space opens in Iasi and gradually makes its mark as an
outpost for exhibitions of local artists, be they established
or emerging.

The dream of co-creativity and federalized democracy
in Cluj comes to an end in 2006 with a rather Shakespear-
ean moment caused by the betrayal of a group of artists
and gallerists (Daria Dumitrescu, Florin Stefan and Zsolt
Berszan) who secretly register the Fabrica de Pensule
trademark and create a new separate entity, under the
name Centre of Interest, that moves in 2017 to another
reconverted industrial venue, the former Tehnofrig factory.
The rest of the Fabrica de Pensule partners - AltART Foun-
dation (Szakats Istvan and Rarita Zbranca and others), Re-
ciprocA, GroundFloor, Colectiv A, Galeria Plan B - and
others threaten to bring the culprits to court. A short four
years later, in January 2020, Fabrica de Pensule on Henri

Barbusse street becomes only a memory, after more than
a decade of high-quality cultural programmes that estab-
lished the European relevance of the organization. The new
strategy is to transform it from a space that hosts projects
into an experts’ network. History can only repeat itself in
2020, when one of the two entities that manage the stu-
dios and exhibitions at the Centre of Interest, namely the
Centre of Interest Federation, managed by Florin Stefan, is
trying to undermine the other one, CDI Artists Association,
in order to manage on its own the public funds that the
Centre of Interest attracts, while the Sabot and Baril galler-
ies are evicted from the spaces they occupied.

The first private Romanian museum opens in 2017,
dedicated exclussively to contemporary art: MARe - Mu-
seum of Recent Art (director Erwin Kessler), with a per-
manent exhibition showing key works by Ion Tuculescu,
Andrei Cadere, Ion Grigorescu, Paul Neagu, Stefan Berta-
lan, Nicolae Comdnescu, Roman Cotosman, Pavel Ilie, Diet
Sayler, Alexandru Chira, Horia Bernea, Florin Mitroi, Mar-
ian Zidaru, Ioana Batranu, Vioara Bara, Teodor Graur, Dan
Perjovschi, Dumitru Gorzo, Victor Man, Ecaterina Vrana,
Vlad Nancd, Gili Mocanu, Anca Muresan, Ovidiu Fenes,
Cristina David, Ion Barlddeanu etc. Another private art mu-
seum opens in Bucharest the following year, namely the
Pavel Susara Modern and Contemporary Art Museum.

Inaugurated towards the end of 2017, the Mihai
Oroveanu Centre for Documentation and Research into
Visual Culture functions at the Museum of Contemporary
Art (MNAC) as a library open for the specialised as well
as the general public, honouring the memory of the art
historian, photographer, curator and founder director of
MNAC. In 2018 the museum opens the permanent ex-
hibition SEEING HISTORY - 1947-2007. MNAC COLLEC-
TION, which comes in the wake of previous exhibitions
that were meant to shine light on and research the mu-
seum collection: Triage (2016-2017) and Collection as
Archive (2015-2016).

Cluj Cultural Centre is established in Cluj in 2019, a
non-governmental organization focused on culture and
urban development, grown out of Cluj's bid for 2021 Euro-
pean Capital for Culture (a title won by Timisoara) and with
a mission to take on strategic challenges in society through
interdisciplinary projects in a vast array of fields: contem-
porary art, cultural and artistic education, urban regenera-
tion, social cohesion and inclusion, emotional and mental
well-being, cultural and creative industries, rural develop-
ment, increasing the capacity of the cultural sector, social
and urban inovation.

More than 20 alternative spaces have been function-
ing in Bucharest over the last ten years, some enjoying an
unparalleled longevity, running programmes and events
that give a certain zing to urban live. Some of these spaces
started out as art centres with continuous operation, but
only survived a few years - Victoria Art Center, CIAC - The
Ark, Make a Point, MORA, Carol 53, Go Art Projects, Stirbei
143, the house at the back of the garden, Home Matasari,
The CAN, WASP, ARTHUB -, while others were artist-run
spaces: Sandwich 1II, Alert Studio, Dyptich Art Space, Ga-
leria Mignon (DALPOFZS artistic group), Cetatea Arte-
lor (Artidava) - Macaia Association. Since some boast an
activity extending over more than ten years, while others
were short-lived presences, it is difficult to put them into
clear-cut categories. For instance, Sandwich II, Alert Stu-
dio or Dyptich Art Space run a continuous and coherent
curatorial programme, without labelling themselves com-
mercial galleries. Make a Point, CIAC - The Ark, Carol 53 or
WASP are examples of reconversion of industrial or aban-
doned spaces reintroduced into the contemporary urban
landscape.

There have also been some vocally alternative spaces
- some of them with an interdisciplinary and critically-
inovative vision, such as ODD, WASP or Colivia (Funky Citi-
zens). A specific category is represented by HoReCa spaces,
underground bars or smart cooking venues that include art
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exhibitions in their programmes. The most active among
them are A1, Alandala, Dianei 4 or FROG. A novelty on the
cultural scene of Bucharest is the emergence of exhibition
spaces with continuous operation in office buildings: Ex-
pozitiei 1F, Metropolis Art Collection.

The alternative scene is paramount for contemporary
visual art events in Bucharest. Alternative spaces and or-
ganizations either participate in or initiate urban events
like The White Night of Art Galleries, Women on Matdsari
Festival etc. In a city like Bucharest, where cultural activity
is almost exclussively concentrated around the centre, it is
alternative spaces that creatively animate the various dis-
tricts of the city, with the community outreach that goes
with it.

The alternative scene includes a series of public art
projects, admittedly few, but terribly important for explor-
ing urban space and creating (artistic, visual) landmarks in
various public spaces. By installations or street art inter-
ventions, these projects help accentuate, reinvent or gen-
erate new identities for the respective places. After the first
such project in Bucharest, Proiect 1990 (2010-2014, 20
projects on the pedestal of Lenin's statue) there followed
Expanded space (since 2011 in various places around
the city), SPAM (2012-2014, 6 projects placed on one of
the pedestals in the Carol Park), Episode 3: Ciclop Garage
(2013, 43 artists), Art on Display (since 2014, 24 projects
in commercial shop windows and spaces with direct access
from the sidewalk on Calea Victoriei). One of the major dif-
ficulties is securing the necessary permits from local au-
thorities, apart from the lack of a legal frame for street art.

While the galleries of the Artists’ Union lose relevance
and disappear every year, more than 30 commercial gal-
leries selling contemporary art have been active during the
last decade in Bucharest alone. Of these, we will mention
some here: 418 Contemporary Art Gallery, Aiurart, Anaid
Art Gallery, Anca Poterasu Gallery, Art A, Art Yourself Gal-
lery, Artfooly. The Slice of Art Gallery, Atelier 030202,

Eastwards Prospectus / GAEP, Funnel Contemporary Art,
26 Gallery, AnnArt Gallery, Galateca, Horatiu Mdldele Gal-
lery, Ivan Gallery, Montage Gallery, Posibila Gallery, Rom-
niceanu Gallery, BMR Galleries, Gallery, H'art Gallery, Im-
bold, LABORNA Contemporary Art Gallery, MOBIUS Gal-
lery, Ndsui Collection & Gallery, Nicodim Gallery, Pleshoo-
Contemporary, Senso Gallery, Suprainfinit Gallery, Zorzini
Gallery.

Some 50% of commercial galleries have a consistent
curatorial vision, a significant artist portfolio, adequate
technical fittings and a history of attending international
art fairs. The activity of commercial art galleries is thus un-
even - whichisinevitable on an emergent art market - and
the number of relevant galleries has diminished compared
to other European capital cities

There are also galleries that show contemporary art
alongside heritage art: European Art Gallery, DanaArtGal-
lery, Dimisca Studio (naive art, singular art), Galeria Occi-
dentului, Galeria Romang, Rotenberg & Uzunov Art Gal-
lery.

Auction houses Artmark, Goldart, ALIS, Grimberg,
AraArt operate on the secondary contemporary art market
alongside online auction houses like Lavacow or Seabam.
The Romanian market is strong with respect to purchasing
power, the recent years showing an increase in first time
buyers, young collectors who mostly go for affordable art
- emerging artists, lower priced artworks -, rather than for
established artists that sell for higher prices. Nonetheless,
the number of contemporary art collectors is rather low
and quite a few of them still show a preference for herit-
ageart.

Other associations and professional entities worth
mentioning: Romanian Association of Art Dealers (ACOAR),
Romanian Art Dealers Federation, Romanian Society of Art
Collectors, CertInvest Romanian Art Fund, the Association
of Art Experts and Evaluators, Contemporary Art Gallery
Association.

A number of events in the field of design and creative
industries (Romanian Design Week) or urban activation
(Street Delivery, Rahova Delivery, Train Delivery, Women
on Mdtdsari) have a contemporary art component or in-
clude related events in contemporary art spaces. Also, Bu-
charest has been since 2006 the scene of Rokolectiv, an
electronic music and related arts festival. Other events on
the visual arts calendar since 2014 are Bucharest Art Week
and Galleries Weekend Bucharest.

Keeping in mind the structure of the target audience
of contemporary art events, made up of educated people
(often with a university degree), with average and higher-
than-average income, who are willing to travel in order to
attend these events, the contemporary visual arts scene is
faced with a bizarre predicament during the pandemic: it
is capable of producing art, given sufficient financial re-
sources, but the public, already fragmented, is severely re-

Seeing Histrory 1947-2007, Clara Duran, MNAC Collection

duced. A significant number of visitors are foreign citizens.
The core audience is made up of members of the creative
industries community, artists, curators, business people,
aswell as representatives of museums and cultural institu-
tions, of sponsors and partners, of foreign embassies and
cultural centres, local and international journalists. In the
context of reduced mobility and restrictive measures like
social distancing and strict limitations on groups of people,
museums, galleries, independent events endeavor to en-
sure the continuity of their programmes until things return
to normal. Only that no one can really know what that nor-
mality will ook like. After a decade of cannibalizing on the
forms created, of exhausting the types of events tested, of
breaking alliances and reversing to less reactionary stylis-
tics, we have to wonder what the medium- and long-term
effect of the Coronavirus period will be for Romanian con-
temporary art.
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Istoric de arta, membra in Comitetul consultativ al Revue
Roumaine d’Histoire de I'Art, in sectia de criticd a UAP

si AICA (Association internationale des critiques d'art).
Cercetdtor la Institutul de Istoria Artei al Academiei
Romane. Profesor invitat in perioada 1990-2001 la
UNARTE. Bursiera a Fundatiei Paul G.Getty in 1994. A
publicat numeroase articole, studii, carti despre arta
romaneascd modernd in context european, a participat

la organizarea unorimportante expozitii dedicate artei
interbelice. Autoarea monografiilor Vasile Popescu (1971),
Dimitrie Ghiatd (1985), Milita Petrascu (2004) si a
volumului Anii ‘20, traditia si pictura romaneasca (2000).
A primit Premiul George Oprescu al Academiei
Romanein 2015.

Se descrie ca: ,Istoric de artd la pensie. Mai scrie despre
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arta.

IOANA
VLASIU

Art historian, member of the consultative committee

of Revue Roumaine d’Histoire de I’Art, member of the
critic’s section of the Romanian Artists’ Union and of AICA
(Association internationale des critiques d'art). Researcher
at the Institute of Art History. Guest professor with the Fine
Arts University of Bucharest between 1990-2001. Getty
Scholar, 1994. She published numerous articles, studies,
books on Romanian modern artin the European context
and contributed to organizing landmark exhibitions on

inter-war art. She is the author of several artist monographs:

Vasile Popescu (1971), Dimitrie Ghiatd (1985), Milita
Petrascu (2004) and of The 1920s. Romanian Painting and
tradition (2000). She received the George Oprescu Award of
the Romanian Academy in 2015.

She describes herself as: “Retired art historian who still
writes about art”.

MUZEELE SI ARTA CONTEMPORANA IN POSTCOMUNISM.

CATEVA REPERE

Romania postcomunistd mostenea o retea vastd de mu-
zee la nivelul intregii tdri, de la muzee specializate pe un
singur domeniu (artd, istorie, stiinte naturale, etnografie),
la muzee judetene care contineau sectiuni pentru cateva
sau pentru toate aceste discipline. Organizate la inceputul
anilor 1950 ca instrument al activitdtii de propaganda a
ideologiei comuniste, muzeele au traversat timp de patru
decenii o istorie care a Inregistrat momentele de relaxare
sau de ascutire a controlului politic asupra culturii. Au ofe-
rit perspective si naratiuni asupra trecutului si prezentului
artistic, care aveau sa fie puse in discutie si deconstruite
lent in perioada care a urmat, structura lor dovedindu-se
a fi mai curand rigida. La inceputul anilor 1990 sistemul
institutiilor muzeale, etatist si puternic centralizat, cu
finantare tot mai precard, a avut de infruntat convulsiile si
dificultatile tranzitiei.

Deschiderea muzeelor fatd de arta contemporand fuse-
se relativ limitatd pand in 1989, cu mari deosebiri totusi de
la un muzeu la altul, acestea depinzand de factorul uman
- competenta si deschiderea pentru contemporanad a celor
direct responsabili sau implicati in studierea si expunerea
patrimoniului. Un singur muzeu revendica in titulatura sa
notiunea de contemporan - Muzeul de Arta Contempora-
nd din Galati, care a ajuns sd detina si sa expuna un patri-
moniu reprezentativ pentru tendintele novatoare din arta
anilor 1970 si 1980. Muzeelor de artd li se repartizau, prin
mecanismele Ministerului Culturii, lucrdri din expozitiile

curente de arta contemporand, fie ele colective sau per-
sonale. Un fond bogat, oricat de eclectic, inca prea putin
cercetat pand astazi, se afld risipit prin muzeele din tara.

Dupa 1990, in conditii de libertate si in plina restabi-
lire entuziasta a legdturilor cu Occidentul si de racordare
la noile practici, medii si tehnologii care au bulversat chiar
si conventiile artistice moderniste, mai ales agenda politi-
cd si sociald a artistilor tineri isi cautd o noud vizibilitate si
eficientd. Oficiul de expozitii bucurestean ONDEA, devenit
Artexpo/Teatrul National, impreund cu Fotogaleria GAD,
a suplinit partial nevoia de spatii destinate artistilor con-
temporani. O alternativa a oferit si Centrul Soros pentru
Artd Contemporand (1992), care a facut posibild organi-
zarea unor expozitii de anvergura cu un program curato-
rial explicit si coerent, selectate prin concurs de proiecte,
si oferind un model de actiune culturald in domeniul ar-
telor vizuale. Infiintarea Muzeului de Artd Contemporani
din Bucuresti (2001, director Mihai Oroveanu; din 2014 1n
sediul din Palatul Parlamentului) a reusit, in ciuda polemi-
cilor si a faptului ca a fost un proces destul de indelungat,
sd-si creeze un profil autentic si sd polarizeze scena artis-
ticd romaneasca.

La o privire rapida pare evident cd muzeele, institutii
de consacrare, au fost, in ansamblul lor, reticente la pro-
vocarile artelor vizuale actuale si la nevoia acestora de
repozitionare in societatea de dupa rasturnarea din 1989.
De aceea, initiativele de succes au fost mai mult individu-
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ale, la nivel de interes profesional si bunavointd sau de en-
tuziasm fatd de noile practici artistice.

Muzeul de Arta din Bucuresti a oscilat intre respingerea
si promovarea artei contemporane. Primul director de dupa
1989, Theodor Enescu, a considerat ca exigentele unei
muzeografii superioare, intemeiate pe cercetare exhaus-
tiva, impun serioase limitdri, motivand astfel refuzul de a
expune arta contemporand. A acceptat totusi functionarea
independentd a Galeriei Catacomba la subsolul Muzeului
Colectiilor, care, prin Fundatia Anastasia (Sorin Dumitres-
cu), a desfasurat un program recuperator al artei sensibile
la spiritualitatea crestina.

In perioada 1994-2001, sub un nou directorat,
functioneaza Departamentul de Arta Contemporana (fon-
dator Ruxandra Balaci), care a organizat in Sala Cretulescu
numeroase expozitii de pictura, sculptura, panad la instalatii
multi-media, foto, obiect si asamblaje, ale unor artisti
consacrati sau dintre cei mai tineri deja cu un profil preg-
nant, din generatiile anilor '60-'80 (printre care Ion Bitzan,
Horia Bernea, Marin Gherasim, Ion Grigorescu, Petru Lu-
caci, Aurel Vlad, Marilena Preda Sanc, Gh. Rasovschi etc.),
inclusiv din diaspora (ca Paul Neagu, Radu Dragomirescu,
Diet Sayler, Ingo Glass).

Muzeele de artd din vestul tarii, Timisoara si Arad, s-au
deschis printre primele deopotriva recuperarii tendintelor
novatoare din perioada comunistd si recentelor tendinte
artistice precum arta video, instalatii, performante si ori-
entdrii acestora spre un discurs preponderent etic, politicsi
social. Ileana Pintilie a organizat in perioada 1991-1993,
la Muzeul de Arta timisorean, nu fard o opozitie obstinatd
din interior, expozitia grupului Sigma (1991), itineratd la
Bucuresti (expozitia Pdmantul, 1992, finantata de Minis-
terul Culturii, cu catalog) si primul festival de performance,
Zona (1993). Pe aceastd cale muzeul a incercat, din paca-
te doar pentru o perioadd foarte scurta, o noud raporta-
re la comunitate si la asteptdrile ei, o revizuire a misiunii
institutiei muzeale, care devenea, din for de consacrare a

valorii artistice, si un loc de mediere si comunicare a unor
realitdti stringente.

Muzeul de Artda din Arad, are un interes constant
pentru o muzeologie/curatoriat orientatd spre societa-
te, in care experienta directd sd nlocuiascd vizita pasi-
va, de la expozitiile din 1994-1996 (Judith Angel) pana
la mai recentul Media Art Festival (din 2014). La Muzeul
Brukenthal de la Sibiu a functionat din 2007 Galeria de
Artd Contemporana unde cele doua curatoare, Liviana Dan
si Anca Mihulet, au alternat expozitii ale unor artisti ro-
mani si straini importantiin paralel cu rezidente de artisti.

Muzeeledin Cluj, Iasi, Constanta, Craiova, Targu-Mures,
Sfantu-Gheorghe, Centrul Cultural Palatele Brancovenesti
Mogosoaia s-au ilustrat de-a lungul ultimelor trei decenii,
timid sau curajos, prin testarea unor modalitdti curato-
riale de reinventare a experientei muzeale si de reinves-
tire cu sens a fenomenului artistic, fie punctuale, fie mai
consecvent dezvoltate. Muzeul de Arta din Cluj, de pild3,
a incredintat unor artisti sau teoreticieni de marcd, unii
din domenii conexe - Gabor Tompa, George Banu, Ciprian
Muresan - misiunea de a concepe expozitii pornind de la
patrimoniul muzeului, un mod interesant de a improspata
perspectivele si perceptiile, de a comunica cu publicul de
pe o alta pozitie decat cea a istoricului de arta specialist.
Muzeul este astfel in masura sd construiasca o istorie a ar-
tei diferitd de cea canonicd si sd intre in dialog cu ea.

O abordare singulard si irepetabild in peisajul muzeo-
logiei post-1989 ramane Muzeul Taranului Roman, care,
desi muzeu de antropologie, a fost conceput de un artist
deja renumit la acea vreme, Horia Bernea, cu sprijinul unei
echipe de exceptie. MTR s-a impus ca operd de artd total3,
ca instalatie purtdnd marca Horia Bernea, prin rdsturna-
rea conventiilor muzeografice curente in numele instituirii
unei pedagogii emotionale, nu didactic muzeale. A initiat
cu mult succes un proces de reformulare a statutului mu-
zeuluisia legitimarii sale sociale, devenind un loc de convi-
vialitate frecventat siiubit de bucuresteni. Meritd salutate

orientarea spre artd a unor muzee cu profil atipic, de pilda
Muzeul Agriculturii din Slobozia care a stiut sd reuneasca
original artd contemporana, patrimoniu artistic tdrdnesc si
patrimoniu industrial, sau implicarea Muzeului de Stiinte
Naturale din Arad in Media Art Festival.

Deschiderea la Bucuresti a Muzeului de Arta Recentd
(2018, director Erwin Kessler), muzeu privat, cu o mica,
dar exigentd, expunere permanentd (de la Ion Tuculescu,
trecand selectiv prin generatia anilor 1960, pana la artisti
afirmati dupa 1990, dar si cu artisti strdini de notorietate),
dinamizeaza relatia artei de azi cu publicul.

Un muzeu de artd contemporanad intentioneaza de ani
buni s3 fondeze si Fundatia Anastasia, posesoarea unui
patrimoniu de 900 lucrari, prezentat public cu ocazia
expozitiei Pinacoteca interzisa (MTR, 2012).

Referinte (selectiv):

Magda Carneci, Artele plastice in Romania. 1945-1989, Cu
o addenda 1990-2010, Editura Polirom, Bucuresti, 2013;

Experiment in arta romdaneascd dupd 1960. CSAC,
Bucuresti, 1997, catalog. Curator Alexandra Titu;

Adrian Gutd, ,Arta romaneasca dupd 1989" in Arta din
Roménia; Din preistorie in contemporaneitate, Editura
Academiei Romane/Editura Mega, Cluj-Napoca, 2018;

Ileana Pintilie, Actionismul in Roménia in timpul comunis-
mului, Ideea Print, Cluj, 2000.

MUSEUMS AND CONTEMPORARY ART IN POST-COMMUNISM.

A COUPLE OF LANDMARKS

Post-communist Romania inherited a vast museum net-
work spread across the country, from specialised muse-
ums (art, history, natural history, etnography) to county
museums made up of sections dedicated to some or all of
these disciplines. Organized in the late 1950s as propa-
ganda tools for communist ideology, museums had a four-
decade history that recorded moments of either relaxation
or tightening of political control over culture. They offered
perspectives on and narratives of the artistic past and pre-

sent that were to be questioned and slowly deconstructed
in the following years and for the most part their structure
proved rigid. In the early 1990s the museum system,
etatist and strongly centralized, poorly subsidized, had to
face the upheavals and difficulties of transition.

Before 1989, museums had shown rather limited
openness to contemporary art, although that varied greatly
depending on the human factor - the competence and re-
ceptiveness to contemporary art of those directly responsi-
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ble orinvolved in studying and exhibiting artistic heritage.
A single museum made a claim to the contemporary in
its title = The Contemporary Art Museum in Galati, which
came to own and exhibit a collection that was representa-
tive for the innovatve trends in the 70s and 80s art. Art
museums were distributed, through the Ministry of Cul-
ture, artworks from contemporary art exhibitions, be they
solo or group shows. Arich, albeit eclectic lot, insufficiently
studied to this day, lies scattered in various museums
around the country.

After 1990, amid a full and enthusiastic renewal of the
ties with the West and a reconnection to the new practices,
media and technologies that had overturned even modern-
ist artistic conventions, the political and social agenda of
young artists is in search of a new visibility and eficiency.
The Exhibition Office in Bucharest (ONDEA), which now
became Artexpo/National Theatre, and the GAD Photo-
gallery partially answered the need for spaces dedicated
to contemporary artists. An alternative also came from
the Soros Centre for Contemporary Art (est. 1992), which
made possible a few grand exhibitions with an explicit
and coherent curatorial discourse, selected through open
calls and thus setting an example of cultural action in the
field of visual art. The creation of the Museum of Contem-
porary Art in Bucharest (2001, director Mihai Oroveanu;
since 2014 |ocated in the Palace of Parliament), managed,
despite controversies and despite being a rather lengthy
process, to carve out its own profile and to polarize the Ro-
manian art scene.

It is obvious, at a quick glance, that museums, as a
whole, were less than eager to take up the challenges of
today’s visual arts and their need to reposition themselves
socially after the 1989 upheaval. That is why successfull
initiatives were mostly individual, arising from profession-
al interest and benevolence or enthusiasm towards the
new artistic practices.

The National Art Museum in Bucharest oscillated be-
tween rejecting and promoting contemporary art. The

institution’s first director after 1989, Theodor Enescu,
seemed to think that the demands of a superior muse-
ography, based on exhaustive research, imposed seri-
ous limitations and thus motivated his refusal to exhibit
contemporary art. He did however allow the independent
Catacomba Gallery to function in the basement of the Mu-
seum of Art Collections. Catacomba, through the Anastasia
Foundation (set up by Sorin Dumitrescu) led a programme
of recuperation of art sensitive to Christian spirituality.

Between 1994 and 2001, under a new directorship,
we have the Contemporary Art Department (founded by
Ruxandra Balaci), responsible for a considerable number
of events in the Cretulescu Hall, ranging from painting and
sculpture exhibitions to multimedia, photography and ob-
ject installations. They exhibited both established artists
and younger, but already visible, artists from the 60s-80s
generations (Ion Bitzan, Horia Bernea, Marin Gherasim,
Ion Grigorescu, Petru Lucaci, Aurel Vlad, Marilena Preda
Sanc, Gh. Rasovschi etc.), including some from the dias-
pora (Paul Neagu, Radu Dragomirescu, Diet Sayler, Ingo
Glass).

Art museums in the west of the country, in Timisoara
and Arad, were among the first to open up both to a recu-
peration of inovative trends from the communist era and to
the most recent artistic trends: installations, performance,
steering them towards a mostly ethical, political and social
discourse. Between 1991 and 1993 Ileana Pintilie set up
at the Art Museum in Timisoara, not without obstinate
opposition from within, an exhibition of the Sigma group
(1991), later itinerated to Bucharest (the Earth exhibition,
financially supported by the Ministry of Culture, complete
with a catalogue) and the first performance festival, Zona
(1993). It was the museum'’s (unfortunately short-lived)
endeavour to reconnect to society and its expectations,
to review the mission of the museum as an institution, to
turn it from a mere stage for confirmation of artistic value
to a place of mediation and communication of poignant
realities.

The Art Museum in Arad, from the 1994-1996 exhibi-
tions (Judith Angel) to the recent Media Art Festival (since
2014), had shown a constant interest in a curatorial dis-
course with its face turned towards society, where direct
experience replaces the passive visit. The Brukenthal Mu-
seum in Sibiu has been home since 2007 to the Contem-
porary Art Gallery, where the two curators, Liviana Dan and
Anca Mihulet, have alternated exhibitions of important
Romanian andinternational artists, while at the same time
running artistic residencies.

The museums in Cluj, Iasi, Constanta, Craiova, Targu-
Mures, Sfantu-Gheorghe, as well as the Brancoveanu
Palaces Cultural Centre in Mogosoaia, have made timid
or brave attempts, over the last three decades, at testing
curatorial recipes of reinventing the museum experience
and of breathing new meaning into the artistic phenom-
enon. Some of these attempts have been one-offs, others
have been consistently carried through. The Art Museum
in Cluj, for instance, has entrusted some well-known art-
ists or theoreticians, some of them from outside the field of
visual arts - Gabor Tompa, George Banu, Ciprian Muresan
- with the task of devising exhibitions starting from the
museum collections, an interesting opportunity to refresh
perspectives and perceptions, to communicate with the
public from a different position than that of the art histo-
rian. The museum is thus capable of writing an alternative
art history, other than the canonical, and engage in a dia-
logue with it.

A singular and unrepeatable approach in the world of
Romanian museology after 1989 is the Romanian Peas-
ant’s Museum (MTR) which, despite being a museum of
anthropology, was devised by an artist, Horia Bernea, with
the support of an exceptional team. MTR distinguished
itself as a holistic work of art, an installation bearing the
mark of Horia Bernea, by turning current museographical
conventions on their head in the name of an emotional
pedagogy as opposed to a didactic one, typical to muse-
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ums. It was successful in initiating a process of rewriting
the role of the museum and its social legitimacy by be-
coming a place of conviviality much loved by the people
of Bucharest. It is also worth mentioning the orientation
towards art of a couple of museums with a different profile,
such as the Museum of Agriculture in Slobozia that man-
aged to combine in a very original manner contemporary
art, rural artistic heritage and industrial heritage, or thein-
volvement of the Museum of Natural Science in Arad in the
Media Art Festival.

The opening of the Museum of Recent Art in Bucha-
rest (2018, director Erwin Kessler), a private museum with
a small but discerning permanent exhibition (from Ion
Tuculescu through - selectively - the 60s generation to
artists that emerged after 1990, as well as well-known art-
ists from other countries) gives a new dinamic scope to the
relation between today's art and the public.

The Anastasia Foundation, with its collection of 900
works of art, has also strived for years to set up a museum
of contemporary art, but so far has only managed to exhibit
its collection in one show in 2012 (The Forbidden Pinaco-
theca, at the Romanian Peasant’'s Museum).
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ARTA MEDIA CA EXPRESIE A NOULUL.

UN TUR DE ORIZONT LOCAL

Intrat cu acte in reguld in vocabularul artistic si critic au-
tohton dupd 1990, termenul de artad media a devenit si-
nonim cu cele mai noi tendinte in artd, genericul unei
lumi cumva aparte, a cunoscatorilor, pe undeva obscurg,
asumat marginald, sofisticata si bransata. Un domeniu au-
to-identificat nu doar afirmativ, ci si polemic in raport cu
traditionalele limbaje si institutiile care le expun si le vand
produsele.

Sicefel de lume e asta? Dacd e sd ne uitdm la sintagma
Larta media”, trebuie sd remarcam ca reprezinta o umbrela
semanticd destul de cuprinzdtoare ce include - in functie
de autor, orientare profesionald siinteres - de la film expe-
rimental si artd video, la instalatii multimedia, performan-
ce care include tehnologii si sisteme si aplicatii mobile, cu
sau fara interactivitate, cu sau fard computerizare. ns3, in
pofida identitatii pestrite a domeniului, ceea ce defineste
arta media Tnainte de toate - o definitie care lucreazd in
mod transversal, structural nu taxonomic - este ideea de
noutate. Doud chestiuni md grabesc sd adaug aici: aceas-
ta dimensiune, identificabila si, de fapt, esentiala in orice
discurs artistic, trebuie recuperata teoretic, dincolo de di-
rectivele ortodoxiei postmoderne care o desfiinteazd (ala-
turi de alte concepte importante precum originalitatea,
frumosul sau avangarda). Dar in acelasi timp, noutatea
nu trebuie vazuta reductiv ca un criteriu strict cronologic,
adicd, in logica faptului ca arta media, prin insasi natura
ei tehnologica, trebuie sa fie noud. Aceasta este o asumare

cu riscuri macar pentru faptul ca, daca e sd o comparam cu
sculptura, sa zicem, arta media e noud, ins3, in istoria den-
sa si acceleratd de azi, video-ul, de exemplu, nu mai poate
fi considerat nou, la peste 50 de ani de la rdspandirea si
utilizarea sa in lumea artistica.

Tocmai de aceea, nu criteriul temporal, ,vechimea”
practicilor si limbajelor conteaza in stabilirea noutatii, ci
mai degraba constitutia mediului, modul de functionare,
adresare si semnificare. Indiferent de terenul argumenta-
tivin care se misca si de arsenalul lor teoretic, majoritatea
autorilor converg de faptin a subliniaideea de noutate cao
dimensiune esentiald a artei media. De exemplu, Jay David
Bolter si Richard Grusin in cartea lor devenitd de capataiin
domeniu, Remediation: Understanding New Media, afir-
mad cd noutatea constd in modul in care noile medii includ
si acomodeaza vechile medii si, totodatd, modul in care
acestea din urmad se adapteaza la conditiile mediilor actu-
ale (un argument semnificativ, zic eu, tocmai pentru ca e
croit pe ideea eminamente postmoderni a recurentei). In
schimb, Lev Manovich, in a sa nu mai putin faimoasa carte
The Language of New Media, face diferenta dintre mediile
traditionale si noile medii pe criteriul computerizdrii, adica
n raport cu procesul de digitalizare. Mark B.N. Hansen in
New Philosophy for New Media sustine cd noutatea constd
in operationalizarea corporald a informatiei, acea , realiza-
re" sau ,implinire” pe coordonatele care leaga simturile si
creierul [body-brain achievement]. Jason Farman, in Mobi-
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le Interface Theory: Embodied Space and Locative Media, la
randul lui identificd epicentrul schimbarii in utilizarea cor-
pului de cdtre spectator, acolo unde converg informatia di-
gitala si configuratia spatiului real al experientei. Apoi, Ste-
ve Dixon, in Digital Performance: A History of New Media in
Theatre, Dance, Performance Art and Installation, sustine
ca in pofida relativismului postmodern care propovaduia
ideea eternelor reciclari ale formelor culturale, noile medii
aduc efectiv ceva nou in discursul artistic si astfel instru-
mentalizarea experimentului si a ideii de avangarda.

Dar, pentru a intelege pe deplin ce si cum se intampla
in fluidul domeniu al artei media, chestiunea noutatii tre-
buie vazutd intr-o perspectivd mai larga, dincolo de dome-
niul artisticin discutie si mai adancinistorie. In acest sens,
sa ne amintim ca obsesia noutdtii e mereu prezentad la noi
cel putin de la sfarsitul secolului 19 incoace, de cand, in
procesul de modernizare, cultura romana imprumuta for-
me cdrora, se plangea mentorul ,Junimii”, Titu Maiorescu,
le lipseau tocmai fondul - contextul si mecanismele pro-
ducerii lor. Desigur, dincolo de mult circulatul slogan al
formelor fara fond, lucrurile sunt mai complicate de atat.
Functionarea culturilor mici (nu doar a celei romanesti)
presupune cumva organic raportarea la marile modele,
insd interpretarea acestui raport trebuie facutd mult mai
nunantat decat in termeni binari si strict ierarhic. Dupa
cum au ardtat printre altii Hans Belting, Piotr Piotrowski,
sau Igor Zabel, in cautarea noutdtii, artistii est europeniau
produs volens nolens discursuri artistice specifice, aparte
in ceea ce priveste resorturile lor creative si de perceptie.
Aceastd diferenta consta in utilizarea unui set de semni-
ficatii de multe ori diferit, recursul la umor si ironie, pana
nu demult absenta ideologizarii critice si, mai ales in tim-
pul comunismului, o oarecare convingere (modernistd
in esentd) n puterea artei de a schimba daca nu lumea,
atunci macar constiintele.

Dacd e sa ne uitdm peste umar la maniera in care artis-
tii activi in sfera noilor medii din Romania cdutau si gestio-

nau noul (siimplicit valorile occidentale) - la nivel de lim-
baj, atitudine, sau forme de conceptualizare - identificam
doua moduri diferite de explorare, unul rational si progra-
matic, altul mai degrabd intuitiv, nascut parca in virtutea
unui ,inconstient avangardist”. De exemplu, grupul Sigma
imbratisa in anii 70 o strategie ce reflecta convingerea,
aproape utopicd, in constructivism si progres tehnologic
dublata de un oarecare entuziasm social, atitudini altmin-
teri prezente de ambele parti ale ,Cortinei de fier”. Astfel
s-au nascut: Turnul informational (1970), o structura
complexd care combina arhitectura, sculptura si spectaco-
lul de lumina si sunet, Multivision 1 (1972) prima instala-
tie video din Romania (si una dintre primele in lume), sau
filmele experimentale ale grupului, printre care se cuvine
amintit vizionarul Eu-Tu-Martor. Constiintd vizuald (1979)
a lui Constantin Flondor. Tot in sfera cautarii programatice
a noului ce viza conceptualizarea si experimentele vizua-
le 1i gasim in acei ani pe pionierii artei pe computer: Ser-
ban Epure, Florin Maxa si Mihai Jalobeanu. In aceeasi ani,
*70-"80, grupul kinema ikon a optat, in schimb, pentru o
abordare mai degrabd intuitiva ce viza explorarea de noi te-
ritorii Tn filmul experimental, activarea imaginatiei vizuale,
extinderea mediului de productie artistica, cat si cautarea
de varii solutii de raportare critica la realitate.

Manifestate insular si sporadic, aceste fenomene artis-
tice nu au creat o mostenire directd - ar zice unii, o dez-
voltare dialecticd - n raport cu productiile artei media din
anii "90 (poate singura exceptie e, desigur, kinema ikon,
care activeaza neintrerupt de 50 de ani!). Tocmai de aceea,
expozitia Ex Oriente Lux din 1993 - prima expozitie anuala
a Centrului Soros pentru Artd Contemporana, curatoriata
de Célin Dan la Sala Dalles din Bucuresti - a avut cu ade-
varat valoare de rupturd de paradigmd artisticd, sociald si
mediaticd, marcand profund tot ce a urmat dupa aceea in
sfera artei media de la noi. Dupd acest important moment,
lucrurile se diversifica si se extind: apar institutii noi (pe
Ianga CSAC, amintim infiintarea Muzeului National de Arta

Contemporana (MNAC) la Bucuresti, in 2004, instaurarea
unui program curatorial pe zona artelor media de cdtre
Ruxandra Balaci la Kalinderu Media Lab, functional intre
2001 si 2009, infiintarea unor festivaluri dedicate artei
media - de exemplu, cel mai vechi care este inca functio-
nal, Simultan, a demarat in 2005 la Timisoara la initiativa
lui Levente Kozma), apoi, accesul la echipamente devine
mai facil (odatd nu doar cu dezvoltarea tehnologica, ci si cu
ameliorarea vietii si diversificarea resurselor, mai ales dupa
intrarea Romaniei in EU) si, nu in ultimul rand, extinderea
Ltribului” artei media, in ceea ce priveste atat artistii cat si
producatorii si publicul. Ineditd a fost si prezenta Romaniei
la Bienala de la Venetia in cateva randuri cand expozitiile
au fost gandite programatic in directia artei media: proiec-
tul din 1999, Alberti’s Open Window / Windows 98 - Open
(curator: Horea Avram, artisti: Alexandru Antik, Mircea Flo-
rian, Dan Mihadltianu, Nicolae (Mikl6s) Onucsan, Alexan-
dru Patatics); proiectele (functiondnd alternativ) din 2001,
Terra Nova al artistului Gheorghe Rasovszky, curator Ru-
xandra Balaci, si cel intitulat Context Network, curatori Ale-
xandru Patatics si Sebastian Bertalan, la care au participat:
Bogdan Achimescu, Alexandru Antik, Olimpiu Bandalac,
Sandor Bartha, Matei Bejenaru, Sebastian Bertalan, Mir-
cea Cantor, Cilin Dan, Teodor Graur, Ut6 Gusztav, Salbolcz
KissPal, Calin Man, Dan Mihaltianu, Alexandru Patatics,
Rostopasca, Sorin Vreme; proiectul kinema ikon din 2003,
curatoriat de Calin Man, specific perioadei hypermedia a
grupului (ineditd in peisaj romanesc), cuprindea instala-
tii interactive, cu un , discurs nonliniar si rizomatic”. Toate
aceste proiecte au avut un impact remarcabil in lumea ar-
tisticd internationald, chiar dincolo de legendara bienald.
De la mijlocul anilor 2000 incolo, noul in zona artei
media a devenit sinonim cu update si upgrade: accesul fa-
cil la transferul de date mobil (3G, 4G, 5G...), calitatea tot
mai buna a imaginii (HD, 4k+), ancorarea permanenta in
social media, filosofia open-source, sofisticarea platforme-
lor si aplicatiilor, toate joaca un rol esential in dezvoltarea
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si extinderea semnificativa a artei media din ultimii ani.
Dar e musai sa notam cd desi diversificarea limbajelor, a
tehnologiilor si a accesului sunt cruciale in productia si re-
ceptia artei media, aceasta tine in primul rand de concept
si experientd spectatoriald, nu doar de masindrie. Cum ar
veni, nu numai de inginerie, ci si de esteticd (ca sa utilizez
un alt cuvant reabilitat recent).

Artistii instrumentalizeaza toate aceste dimensiuni si
evolutii, exploreaza cele mai variate tehnologii: se produce
mult, se consumad pe masur3, se stabilesc intdlniri intere-
sante si hibridizdri fructuoase. Cateva directii si abordari
recente se cuvin mentionate pentru a da o imagine de an-
samblu asupra fenomenului. Una dintre directii este cea
a instalatiilor multimedia interactive, o optiune care nu
doar reflectd flexibilitatea utilizarii instrumentarului teh-
nologic, ci si dorinta artistilor de a da, prin interactivitate,
o dimensiune participativa si localizata (ca site-specificity)
actului artistic. Cateva nume care activeaza n aceasta di-
rectie sunt: Alexandru Patatics, Alexandru Antik, kinema
ikon, reVoltaire (Calin Man), Mircea Florian, Ciprian Ciu-
clea, Marius Jurca, Modulab, Hybrid Lab (Eranio Petruska
& Ana-Bianca Tudoricd), Saint Machine (Marilena Opre-
scu Singer), Cosmin Haias, Ioan Cernei, Tincuta Heinzel,
Martin Balint, Taietzel Ticalos, Adela Muntean, Cristina
Pop-Tiron, George Cringasu s.a.

Un alt mod de abordare vizeazd zona performativului,
adicd aintalnirii dintre corpul actant si tehnologiile sonore
si de vizualizare, intalniri ce au loc atat in spatii traditonale
de tip scend, cat si in varii locatii ,alternative”, atat in cer-
curi restranse, de nisa, cat sifn cadrul unor evenimente pu-
blice de mare anvergurd, cu bugete pe masura. Printre ar-
tistii care activeaza constant in aceastd zona trebuie men-
tionati: KOTKI visuals (grup format din Mihaela Kavdanska
& Dilmana Yordanova, artiste care activeaza si individual),
Catalin Cretu, Andu Dumitrescu, gH {Dslx}, Sillyconductor
(Catalin Matei), Cinty Ionescu, Vali Chincisan, Carmen Li-
dia Vidu s.a.
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Arta video a ramas o constantd in practica artistica de
la noi din anii "90 pand astdzi, insa, desigur, in ultimii ani
notdm frecventa tot mai mare a proiectiei video in expozi-
tii, un indicator al accesului tot mai facil la tehnologie, al
internalizarii de catre numerosi artisti a modului ,,video”
de productie artistica si, ca atare, al importantei crescande
a artei media n toate sferele de productie si diseminare.
Abordarile sunt diverse, de la eseuri video bazate pe efect,
emotie si atmosferd, la (pseudo)naratiuni ancorate in rea-
litatea imediatd. Cateva nume, din diferite generatii, care
lucreaza frecvent cu video: Patricia Teodorescu, Mihai Gre-
cu, Calin Dan, Olivia Mihdltianu, Istvan LaszI6, Marilena
Preda-Sanc, Stefan Botez, Flaviu Cacoveanu s.a. Artisti care
abordeazd sporadic video-ul sunt: Dan Mihaltianu, Miklés
Onucsan, Gheorghe Raszovszki, SubREAL, Catalin Burcea,
Ciprian Muresan, Mircea Cantor, Irina Botea Bucan, San-
dor Bartha, loana Sisea, Matei Bejenaru, Larisa Crunteanu,
Pavel Brdila, Daniel Djamo, etc.

In conexiune directd cu mutatiile majore in campul
tehnologic actual care vizeaza construirea unor realitati
hibride situate intre materialitate si virtualitate (sub ge-
nerice ca Realitate Viruald sau Realitate Augmentatd) si
accesul tot mai facil la mobilitate si transferabilitate, la
interactivitate si participare, gasim in ultima vreme tot
mai multi artisti: Adrian Grecu, KOTKI visuals, Augmented
Space Agency, Les Ateliers Nomad, Dorin Cucicov, Alina
Rizescu, Adrian Tabacaru, Bogdan Ceangu, Emil Dragan,
Maria Ndstase, Octavian Albu, indexAR, Silviu Visan aka
Dreamrec, SPIDER group, Aural Eye s.a.

Pand la urmd, aceste schimbdri de registre, de abordari
si directii arata cd noul in sfera productiei artistice media
este mereu o chestiune negociabild in care se intalnesc si
se suprapun peste tehnologia ca atare, obiectul, corpul si
conexiunea, apoi locul (si localizarea) si toate relationarile
spatiale si culturale pe care le presupun, dar si, desigur, toa-
te mecanismele aferente de semnificare si reprezentare.

MEDIA ART AS AN EXPRESSION OF NEWNESS.
AN OVERVIEW OF THE ROMANIAN ART SCENE

The term “media art” entered the Romanian artistic and
critical vocabulary after 1990 when it became synonymous
with the newest artistic tendencies, a somewhat obscure,
assumedly marginal, sophisticated and detached world of
the connoisseurs. A field that identifies itself not only in
an affirmative way, but also polemically in relation to tra-
ditional means of expression and to the institutions that
exhibit and sell such products. But what kind of a world

is this? If we take a closer look at the phrase “media art”
we should note that it is a rather comprehensive semantic
umbrella thatincludes - depending on author, profession-
al orientation and interest - anything from experimental
film and video art to multimedia installations, technology-
based performance and mobile systems and applications,
with or without interactivity, computational or not. How-
ever, despite the motley nature of the field, what defines

media art first and foremost - a definition that operates
transversally, structurally and not taxonimically - is the
idea of newness. There are two things I must add here:
this dimension, which is identifiable and indeed essential
to any artistic discourse, must be reclaimed, against the
norms of postmodern orthodoxy that invalidate it (along-
side other important concepts such as originality, beauty
oravant-garde). At the same time, however, newness must
not be seen reductively as a strictly chronological principle,
i.e. by the logic that media art, given its technological na-
ture, must necessarily be new. This is a risky assumption,
at least because, compared, say, to sculpture, media art is
new, butin the flux of today’s dense and accelerated histo-
ry, video art, forinstance, can no longer be considered new,
fifty years after it began to be used widely in art production.

Precisely for this reason it is not the temporal criterion,
the "age” of artistic practices and languages that mat-
ter in determining newness, but rather the configuration
of the medium, the way it works, it engages and it signi-
fies. Regardless of the arguments put forward and of the
theoretical apparatus employed, most authors concur
in underlying the newness of media art. For instance, Jay
David Bolter and Richard Grusin, in their book Remedia-
tion: Understanding New Media, which has become a key
reference in the field of media theory, state that newness
resides in the way new media refashion older media and
the ways in which older media refashion themselves to an-
swer the challenges of new media (a significant argument,
in my opinion, precisely because it resonates with the very
postmodern idea of recurrence). In his turn, Lev Manovich,
in his equally famous book The Language of New Media,
distinguishes between traditional media and new media
based on the use of computer technology, that is, on the
process of digitalization. Mark B.N.

Hansen, in New Philosophy for New Media, claims
that newness consists of the corporeal use of information
along the lines that link the senses and the brain, in other
words, a body-brain achievement. Jason Farman in Mo-
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bile Interface Theory: Embodied Space and Locative Media,
identifies the epicenter of the shift in the use of the body
by the spectator, the place where digital information and
the configuration of the actual space of experience con-
verge. Finally, Steve Dixon, in Digital Performance: A His-
tory of New Media in Theatre, Dance, Performance Art and
Installation, maintains that despite postmodern relativ-
ism that preached the eternal recycling of cultural forms,
new media effectively bring something new to the artistic
discourse and thus the instrumentalization of the ideas of
experiment and the avant-garde.

However, in order to fully understand what and how is
happening in the shifting field of media art, the issue of
newness must be regarded in a broader perspective, going
beyond the artistic field in question, and deeper into his-
tory. Let us remember that the obsession with newness
has always been with us, at least since the late 19th cen-
tury when, as part of the process of modernization, Roma-
nian culture would borrow forms that - as literary critic Titu
Maiorescu decried - lacked precisely the substance, that is
to say the context and the mechanisms to produce them.
Obviously, leaving aside the overused phrase “form without
a substance”, things are more complicated. The functioning
of small cultures (not only Romanian) somehow organically
implies a reference to greater models, but this relation must
be interpreted more subtly than just in binary terms and
strictly hierarchically. As Hans Belting, Piotr Piotrowski or
Igor Zabel, among others, have pointed out, East-European
artists in search of newness have inadvertently produced
specific artistic discourses, singular in their creative and
perceptive scope. This difference is defined by using an of-
ten different set of meanings, employing humourand irony,
the absence (until recently) of critical ideologization and,
especially under communism, by a certain (basically mod-
ernist) belief in the power of art to change if not the world,
then at least the consciences. If we look back at the way Ro-
manian artists active in the field of media art searched for
and managed newness (and Western values implicitly) - at
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the level of language, attitude or other conceptual forms -
we are able to identify two different means of exploration:
one rational and programmatic and one rather intuitive,
as if born out of an “avant-garde unconsciousness”. For
instance, the Sigma group embraced in the 1970s a strat-
egy that indicated an almost utopian belief in constructiv-
ism and technological progress doubled by a certain social
enthusiasm; both these attitudes being, in fact, present
on either side of the Iron Curtain. Thus came to be works
such as: Information Tower (1970), a complex structure
combining architecture, sculpture and a spectacle of light
and sound, Multivision I (1972), the first video installation
in Romania (and one of the first in the world), the group's
experimental films, of which we should mention Constan-
tin Flondor's visionary I-You-Witness. Visual Consciousness
(1979). Also within the realm of the programmatic search
for newness aimed at conceptualization and visual experi-
ment we have the pioneers of computer art: Serban Epure,
Florin Maxa and Mihai Jalobeanu. During the same years,
1970s-1980s, the group kinema ikon opted, on the other
hand, for a rather intuitive approach by exploring unchar-
tered territories in experimental film, by activating visual
imagination, by expanding the medium, as well as by look-
ing for different solutions of critically engaging with reality.

Manifested in a marginal manner and as infrequent
occurrences, these artistic phenomena did not produce a
direct legacy - a dialectic development, some would call it
- in relation to media art productions of the 1990s (with
the obvious, and possibly only, exception of kinema ikon
which has been continuously active in the last 50 years).
Precisely for that reason, the 1993 Ex Oriente Lux exhibi-
tion - the first annual exhibition of the Soros Centre for
Contemporary Art, curated by Célin Dan at the Dalles Hall
in Bucharest - represented a profound break from the pre-
vious artistic and social paradigm, leaving a deep mark on
everything that followed in the field of media art. After this
milestone moment, the landscape of media art extended
and became more diverse: new institutions appear (apart

from the Soros Centre mentioned above, we should refer to
the National Museum of Contemporary Art (MNAC), estab-
lished in 2004, Ruxandra Balaci's curatorial programmein
the field of media art at the Kalinderu Media Lab, opera-
tional between 2001-2009, the launch of several media
art festivals - the oldest and still running being Simultan,
establishedin 2005 in Timisoara at the initiative of Levente
Kozma); also, we should note that the equipment becomes
more readily accessible (due not only to technological pro-
gress, but also to better living conditions and more diverse
resources, especially after Romania’s accession to the EU)
and, last but not least, the expansion and diversification
of the media art "tribe” which includes more and more
artists, producers and public. It is also worth noting Ro-
mania’s presence at the Venice Biennale with exhibitions
programmatically conceived in the parameters of media
art: the 1999 project, Alberti’s Open Window /Windows
98 - Open (curator: Horea Avram; artists: Alexandru Antik,
Mircea Florian, Dan Mihdltianu, Nicolae (Miklés) Onuc-
san, Alexandru Patatics); the (alternating) 2001 projects,
Terra Nova by artist Gheorghe Rasovszky, curator Ruxandra
Balaci and Context Network, curators Alexandru Patatics
and Sebastian Bertalan, with the participation of: Bogdan
Achimescu, Alexandru Antik, Olimpiu Bandalac, Sandor
Bartha, Matei Bejenaru, Sebastian Bertalan, Mircea Can-
tor, Cilin Dan, Teodor Graur, Uts Gusztav, Salbolcz KissPal,
Calin Man, Dan Mihdltianu, Alexandru Patatics, Rostopas-
ca, Sorin Vreme; the 2003 kinema ikon project, curated by
Calin Man, specific to the group’s hypermedia period (quite
innovative in the Romanian context), included interactive
installations with a “nonlinear and rhizomatic discourse”.
All these project had remarkable international impact, far
beyond the legendary biennial.

Since the late 2000s newness in media art became
synonymous with update and upgrade: easy access to mo-
bile data transfer (3G, 4G, 5G...), increasing image quality
(HD, 4k+), permanent presence on social media, the open
source philosophy, the growing number of sophisticated

platforms and apps, all play a crucial part in the significant
development and expansion of media art in the recent
years. But it is imperative to note that, even if the diversity
of languages, technologies and access is essential to the
production and reception of media art, it is first and fore-
most a matter of concept and spectatorial experience, not
just of machinery. In other words, not only a matter of en-
gineering, as it were, but also of aesthetics (to use another
recently rehabilitated term).

The artists instrumentalize all these dimensions and
evolutions, explore the most diverse technologies: there
is a lot of production, a lot of consumption, interesting
encounters and fruitful hybridizations take place. Several
recent directions and approaches are worth mentioning in
order to have a comprehensive image of the phenomenon.

One of these directions is that of interactive multime-
dia installations, an option that reflects not only the flex-
ible use of technology, but also the artists’ desire to em-
ploy interactivity to give a participative and localized (in the
sense of site-specificity) dimension to the artistic process.

Among the names active in this field: Alexandru Patat-
ics, Alexandru Antik, kinema ikon, reVoltaire (Calin Man),
Mircea Florian, Ciprian Ciuclea, Marius Jurca, Modulab,
Hybrid Lab (Eranio Petruska & Ana-Bianca Tudoricad), Saint
Machine (Marilena Oprescu Singer), Cosmin Haias, Ioan
Cernei, Tincuta Heinzel, Martin Balint, Taietzel Ticdlos, Ad-
ela Muntean, Cristina Pop-Tiron, George Cringasu et al.

Another approach of technology focuses on the per-
formative, more exactly, on the meeting between the acting
body and the visual and audio technologies, a meeting that
takes place equally in traditional spaces (such as stage) and
invarious “alternative” locations, equallyin close circles and
in large-scale public events with adequate budgets. Among
the artists with constant activity in this area: KOTKI visuals
(made up of Mihaela Kavdanska & Dilmana Yordanova, two
artists who work also individually), Catalin Cretu, Andu Du-
mitrescu, gH {Dslx}, Sillyconductor (Cétdlin Matei), Cinty
Ionescu, Vali Chincisan, Carmen Lidia Vidu et al.

OP1N

Video art had been constantly present in Romanian art
since the 1990s, although in the recent years we have wit-
nessed an increasingly frequent use of video in exhibitions,
indicating that technology is ever more readily available,
that many artists have internalized the "video mode” in
their artistic production and, consequently, that media art
is gaining increased importance in various spheres of pro-
duction and dissemination. The approaches are diverse,
ranging from video essays based on effect, emotion and
atmosphere to (pseudo)narratives anchored in the here
and the now. Among the artists (spanning all generations)
that frequently employ the video are: Patricia Teodorescu,
Mihai Grecu, C3lin Dan, Olivia Mihaltianu, Istvan Laszlo,
Marilena Preda-Sanc, Stefan Botez, Flaviu Cacoveanu et al.
Other artists who work rather occasionally with video are:
Dan Mihdltianu, Miklés Onucsan, Gheorghe Raszovszki,
subREAL, Catalin Burcea, Ciprian Muresan, Mircea Cantor,
Irina Botea Bucan, Sandor Bartha, Ioana Sisea, Matei Be-
jenaru, Larisa Crunteanu, Pavel Brdila, Daniel Djamo etc.

An increasing number of artists maintain a direct rela-
tionship with the major mutations in technology aimed at
building hybrid realities at the border between the mate-
rial and the virtual worlds (aka Virtual Reality or Augment-
ed Reality), and with the profound shifts in what concerns
access, mobility and data transfer, interactivity and par-
ticipation: Adrian Grecu, KOTKI visuals, Augmented Space
Agency, Les Ateliers Nomad, Dorin Cucicov, Alina Rizescu,
Adrian Tabacaru, Bogdan Ceangu, Emil Drdgan, Maria
Nastase, Octavian Albu, indexAR, Silviu Visan aka Dream-
rec, SPIDER group, Aural Eye et al.

Ultimately, these changes regarding the conceptual
framework, approach and direction indicate that newness
in the field of media art production is always a negotiable
issue where technology as such overlaps with object, body
and connection, as well as with the location (and locali-
zation) and all the spatial and cultural connections these
overlapping involve, as well as with all the related mecha-
nisms of representation and signification.
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Lucreazd in comunicare de aproape un deceniu. Mai
mult de patru ani la Institutul Polonez din Bucuresti,
actualmente pentru Fundatia MARe/Muzeul de Artd
Recentd, inca de lainfiintarea acesteia in 2015, implicit
pentru muzeul cu acelasi nume, deschisin 2018. A
lucrat un an la Carturesti si patru ani la ICR. A rdspuns

de strategia de comunicare pentru inaugurarea MARe/
Muzeul de Artd Recentad si rdspunde de comunicarea
muzeului (social media, presa). Membru fondator al
Asociatiei de Arte si Litere ASALT (1999-2002). intre
membrii ASALT: Gili Mocanu, Mugur Grosu, Mircea
Tuglea, George Vasilievici, Sorin Dinco, Grigore Soitu,
Harry Tavitian. A publicat texte in seria Prima data
(Editura Art) siin alte volume colective. Ti place s3 scrie si
sd deseneze. Locuieste in Bucuresti, poartd ochelari, este
casatorit si are doi baieti. Si un motan.

SILVIU
DANCU

Silviu has been in PR for almost a decade. First for the
Polish Institute in Bucharest, for four years, and currently
for the MARe Foundation/Museum of Recent Art (since its
beginningsin 2015) and implicitly for the museum, which
opened in 2018. He has worked for Carturesti and for the
Romanian Cultural Institute. He devised the communication
strategy for the inauguration of MARe and is in charge of
the museum’s communication (press and social media).
Founding member of ASALT - Arts and Letters Association
(1999-2002), whose members include Gili Mocanu, Mugur
Grosu, Mircea Tuglea, George Vasilievici, Sorin Dinco,
Grigore Soitu, Harry Tavitian. His texts were included in

the First time series at Art Publishing House. He likes to
write and to draw. Silviu lives in Bucharest, wears glasses, is
married and has two sons. And a tomcat.

CECI N'EST PAS UNE QUARANTAINE

Catoate celelalte muzee siinstitutii culturale (si nu numait),
MARe/Muzeul de Artd Recentd si-a inchis portile pe perioa-
da starii de urgentd. Doar cd un muzeu de arta nu seinchide
atat de simplu. {i poti inceta activitatea cu publicul, dar nu-|
Jinchizi”. Pentru cd inainte de a fi un spatiu de expunere, de
prezentare catre public a unor lucrari de artd, potrivit unei/
unor viziuni curatoriale, muzeul este un spatiu de gazduire
a respectivelor obiecte de arta. Iar cerintele, in acest sens,
sunt extrem de precise: temperatura, umiditatea, lumina,
toate trebuie s3 fie fixate la parametrii optimi. Nu poti opri
curentul intr-un muzeu de artd! Nu poti renunta nici la ser-
viciile de paza si de securitate, la plata asigurarilor, la servi-
ciile juridice, de contabilitate, |a serviciile de mentenanta.
Ba am putea observa cd atunci se intensifica activitatea ad-
ministrativd, se fac reparatii, corecturi, amenajdri. Un mu-
zeu de artd este activintotdeauna, inclusivin afara orelor de
program sau in situatii de urgenta.

Pe scurt, din punct de vedere administrativ, logistic,
economic sau financiar, din punct de vedere al cerceta-
rii, conservarii si (desigur!) al comunicarii, un muzeu de
artd functioneaza exact atdta timp cat fiinteazd ca atare.
Asadar, inchiderea temporard a MARe/Muzeul de Artd Re-
centd, pe perioada celor doud luni de stare de urgentd, nu
a insemnat nicidecum inchiderea activitatii muzeului sau
Loprirea” ca dintr-un buton a functionarii acestuia.

Si totusi, ce sd@ comunici publicului de vreme ce
expozitiile sunt ascunse de usi incuiate, evenimentele

punctuale (de poezie, de film, vernisajele etc.) suntanulate
sau amanate? Ce mai ramane din profilul public, vizibil
al unui muzeu? Nu cumva a devenit doar o versiune mai
pretentioasd a propriului depozit? Nicidecum, pentru cd
un muzeu este conceput pentru a fi vizitat, spre deosebire
de depozit, rezervat doar echipei si specialistilor invitati/
acreditati. Si, in plus, face lucruri. Organizeaza evenimente.
Se ,misca”.

MARe nu a stat in perioada inchiderii sale. Dimpotri-
v3. Inc3 de la inceputul stirii de urgentd, muzeul a gizduit
un eveniment. Fara public. Sau cu public virtual. ,Fugit
de-acasa. Gorzo la MARe" a fost o actiune a artisului Du-
mitru Gorzo care, timp de mai bine de o saptamana (intre
21 si 27 martie - perioada a debutat chiar cu ziua lui de
nastere!), s-a refugiat in muzeu, unde a observat lucrari-
le, unde a produs lucrari noi, inedite (multe dintre ele ur-
mand sd figureze intr-un catalog), unde a ,intervenit” (tot
virtual) pe lucrarile expuse, intr-un soi de ,vandalism” cri-
tic. Desigur, nici o lucrare nu a avut de suferit la propriu.
Documentandu-si video si in desen perioada de auto-ca-
rantinare la MARe, Dumitru Gorzo a fost deopotrivd artist
si vizitator, ,,activdnd” muzeul cand toate lucrurile pareau
sa faca acest lucru imposibil.

Tot in perioada de inchidere, Ioana Serban si Cristian
Vechiu, curatori ai muzeului, au fost ghizii unui public
virtual, pe un traseu ideal in MARe. ,Una pe zi" a fost un
proiect maraton. Pariul curatorilor a fost dublu: pe de o
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parte sa produca texte inedite de prezentare a lucrdrilor
din colectia permanentd (adica sa nu repete ceea ce era
deja publicat in catalogul oficial al colectiei), pe de alta
parte sd prezinte lucrdrile intr-o ordine anume, prin care sa
introduca privitorul (cititor!) in ordinea intima si in secre-
tele conceptului curatorial care stau la baza expozitiei. Au
rezultat 82 de texte inedite despre cele 123 de lucrari ale
celor 82 de artisti prezentati in tot atatea zile. Toate texte-
le au fost scrise de cei doi curatori, exceptand unul singur,
produs de Dan Popescu, invitat special atunci cand , trase-
ul” a ajuns in dreptul lucrdrii lui Gili Mocanu.

,Singurin MARe" reprezintd o serie de 13 filme scurte,
de prezentare, in care Erwin Kessler, istoric al artei si direc-
torul muzeului, a vorbit despre cate o lucrare si despre cate
un artist din colectia permanenta, ultimele fiind dedicate
acelor lucrdri care pot fi vazute din strad3, fard a fi nevoie
sd patrunzi in muzeu. Iar ,Dincolo de Carantina de fier” a
constat Intr-o miniserie de marturii video ale catorva din-
tre artistii care au participat la expozitii ale muzeului (in-
clusivtemporare).

Spre final, cdnd deja muzeele aveau dreptul de a se re-
deschide pentru public (in conditii extrem de bine specifi-
cate), MARe (care s-a redeschis nu imediat dupd 15 mai,
ci pe data de 24 mai) a ales sd iasa din starea de urgenta
tot cu o ,auto-izolare” in muzeu a unor artisti. De data
aceasta vorbim despre coregrafii Cosmin Manolescu si An-
dreea Belu. ,Eventually, in the end everything will make
sense” este evenimentul de debut al stagiunii ,Dans la
MARe", un proiect cultural initiat de Cosmin Manolescu, la
invitatia muzeului MARe. Este produs de Fundatia MARe,
in parteneriat cu Goethe-Institut Bucuresti, Fundatia Ga-
briela Tudor si Muzeul de Arta Vizuala Galati si co-finantat
de Administratia Fondului Cultural National (AFCN) si de
Centrul Cultural Expo Arte aflat in subordinea Primariei
Municipiului Bucuresti.

Gandit initial ca o sdptamana de repetitii (17-24 mai)
in linistea unui muzeuinchis, , Eventually, in the end every-

thing will make sense” a devenit un mini-spectacol zilnic,
la care spectatorii puteau participa din strada, urmdrind
prin peretii vitrati ai parterului muzeului performance-ul
celor doi artisti. Un performance la care puteau participa,
apropiindu-se cat de mult sau chiar interactionand prin
geam.

«Sejur la MARe. Valul negru” a fost evenimentul for-
mal, de redeschidere a muzeului pentru public, primul
episod dintr-o serie n care lucrdri provenind din colectii
private sunt ,invitate” la MARe pentru a fi expuse, fie
prin nlocuirea altei lucrari de acelasi artist, fie pentru a
se adauga acesteia (sau acestora). Pe 24 mai a fost vorba
despre o lucrare de Roman Cotosman, imprumutatd de la
colectionarul Marius Niculescu.

Unde e comunicarea aici, as putea fi intrebat? Peste
tot, dar fara sd fie totul. Paradoxal, perioada de inchidere
nu a presupus o scadere a activitatii de comunicare, ci o
intensificare a acesteia, atat ca frecventa, cat si din punct
de vedere al complexitatii. Aceste proiecte au presupus,
toate, 0 muncd de echipd in contextul in care echipa nu se
mai putea reuni la propriu. Au fnsemnat sedinte online,
deplasdri cu declaratii, activitdti ,live” realizate in viteza,
comprimate n intervale de timp mult mai scurte.

in termeni de comunicare, cele doud luni de inchidere
auinsemnat maimultca oricand atatformd, catsicontinut.
Inregistrérile si editarile video au crescut ca pondere si ca
importantd, ceea ce a fadcut sd reconsideram rolul canalului
nostru de YouTube. La fel, acolo unde a fost cazul, trans-
misiile live au recuperat ceva, fie si aparent, din contactul
nemijlocit (macar in termeni de timp, daca nu de spatiu)
intre artisti (implicit muzeu) si public.

Am inceput sd ludm mai in serios Tn calcul faptul de a
promova si produsele originale de la Shopul muzeului (chi-
ar dacd acest lucru se va intampla abia de acum Tnainte).

Sigur, pagina noastrd de Facebook a rdmas cel mai
important mijloc de comunicare cu publicul. Dar, intr-o
perioadd cand toata lumea este refugiatd pe retelele de

socializare, creste si competitia. Noi ne mandrim insd ca
avem o comunitate de urmaritori (atat pe Facebook, cat si
pe Instagram) care s-a dezvoltat organic. Acest lucru s-a
vazut. Sifn astfel de perioade realizezi mai mult ca oricand
ca ceea ce considerai ca fiind normal, a devenit, deodata
esential! Da, este esential sd rdspunzi la comentarii, sa
multumesti pentru un share, sd inviti sd aprecieze pagina
0 persoand ca s-a manifestat pe o postare, dar nu a optat
sa urmdreascd pagina ca atare. Este esential sa identifici,
sa stabilesti si sd mentii un ritm al postdrilor, evitand cu

0]
d

strictete sa nu devii nici prea ,mut”, dar nici prea , galagios".
Atunci cand onlineul e singura ,realitate”, te porti ca atare.
Pe scurt, pe tot parcursul starii de urgenta, MARe nu s-a
«reinventat”. Pur si simplu nu a avut nevoie. Doar si-a de-
scoperit o laturd noud. Desi, muzeu privat fiind, a resimtit
din plin efectele inchiderii. Cat despre comunicare... nu
s-a ,inchis” niciodatd. Nici n-avea cum. Comunicarea se
inchide atunci cdnd un muzeu nu mai functioneaza. Iar
MARe, dupa cum am aratat, nu stie sa nu functioneze.

CECI N'EST PAS UNE QUARANTAINE

Like all museums and cultural institutions (and not only!),
MARe/Museum of Recent Art closed its gates during the
state of emergency. Only you cannot close an art museum
that easily. You can stop any activity with the public, but
you do not just “close” it. Because, before being a space
where artworks are exhibited and presented to the public
according to a curatorial concept (or several), a museum
is a space that houses the respective artworks. And the
requirements, in this respect, are extremely specific: tem-
perature, humidity, lighting must be set to exactly the right
levels. You cannot possibly switch off electricity in an art
museum! You cannot discontinue security, maintenance,
legal and accounting services, you cannot stop paying the
insurance premiums. We could even say that this is when
behind-the-scenes activity really picks up when repairs

and adjustments get done. An art museum is constantly
active, including after hours or during a state of emergency.

And still, what can you communicate to the public as
long as the exhibitions are hidden behind locked doors and
events (openings, poetry readings, film screenings etc.) are
either cancelled or postponed? What is left of the public,
visible profile of a museum? Is it more than a fancy version
of its own storage space? Not at all, because a museum is
meant to be visited, unlike the storage area, which is re-
served for the museum team and authorized specialists.
And, besides, it does things. It organizes events. It “moves.”

MARe was not idle while closed. Quite to the contrary.
Even in the early days of the state of emergency it hosted
an event. With no public. Or just virtual public. "Fugit de-
acasd. Gorzo la MARe/Runaway from Home, Gorzo at
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MARe" was an event by artist Dumitru Gorzo who took ref-
uge inside the museum for more than a week (between 21-
27 March, starting on his very birthday!) where the studied
the artworks, produced a couple of new ones (most of which
will feature in a catalogue) and made a (virtual) "interven-
tion" on the artworks on show, a sort of critical "vandalism”.
Obviously, no harm came to any of the artworks. By docu-
menting his self-quarantine at MARe on video and through
drawings, Dumitru Gorzo was at once artist and visitor, "ac-
tivating” the museum when it seemed all but impossible.

Two of the museum'’s curators, Ioana Serban and Cris-
tian Vechiu, guided a virtual public tour following an ideal
route through MARe. ,,Una pe zi/One a Day” was a mara-
thon project. The curators made a double bet: to produce
new presentations for the artworks in the permanent col-
lection (that is to say without repeating anything already
included in the official catalogue) and to showcase the
artworks in a specific order, thus introducing the viewer
(reader!) to the intimate logic and secrets of the curatorial
concept behind the exhibition. The result was 82 new texts
on the 123 works of the 82 artists in as many days. All texts
were written by the curators with one exception: Dan Pope-
scu was invited to write the presentation when the ,tour”
stopped in front of Gili Mocanu’s work.

“Singurin MARe/Alone in MARe" is a series of 13 short
films. In each film Erwin Kessler, art historian and direc-
tor of the museum, speaks about one artist and one art-
work in the permanent collection. The last short films were
dedicated to those particular works that can be seen from
the street, without stepping into the museum. "Dincolo
de Carantina de fier/Behind the Iron Quarantine” was a
mini series of video testimonials from some of the artists
included in the museum’s exhibitions (including the tem-
porary ones).

Towards the end, when museums were allowed to reo-
pen for the public (follwowing very specific guidelines),
MARe (that did not open immediately, but one week later)
chose to exit the state of emergency with a new "self-iso-

lation” of artists in the museum. This time it was choreog-
raphers Cosmin Manolescu and Andreea Belu. "Eventually,
in the end everything will make sense” is the opening event
of the "Dans la MARe/Dance at MARe" season, a project
initiated by Cosmin Manolescu at the invitation of the mu-
seum. It is produced by MARe Foundation in partnership
with Goethe-Institut Bucharest, Gabriela Tudor Founda-
tion and the Visual Arts Museum in Galati.

Initially designed as a week-long period of rehearsals
in the tranquility of a closed museum, ,Eventually, in the
end everything will make sense"” turned into a daily mini-
show and the public could watch from the street, through
the glass walls at the ground floor of the museum, the two
artists’ performance. A performance they could even get
involved in, getting as close as safely possible or interract-
ing with it through the glass walls.

“Sejur la MARe. Valul negru/On a Visit to MARe. The
Black Wave"” was the formal reopening event, the first epi-
sode in a series in which artworks from private collections
are ,invited” to MARe to be exhibited, either by replacing
another work by the same artist, or by adding to it. On May
24 the artwork in case was one of Roman Cotosman's, on
loan from collector Marius Niculescu.

And where is communication in all this, you could ask
me. Everywhere, without being everything. Paradoxically,
while the museum was closed to the public, communica-
tion efforts were not diminished, if anything they inten-
sified in frequency and complexity. All these projects re-
quired team work at a time when the team could not meet
physically. It meant online meetings, signed forms to allow
one to go out in the street, “live” activities in great haste,
compressed in much shorter time frames.

From the communication point of view, the two
months when the museum was closed were more complex
than ever, with respect both to form and to content. Re-
cordings and video editing became much more numerous
and important, which made us reconsider the utility of our
YouTube channel. Where possible, live posts made up (or

at least appeared to) for some of the unmediated contact
between artists (and musum) and public.

We even seriously considered promoting the original
products available at the museum gift shop (even if it will
only happen in the future).

Of course, our Facebook page remained our chief
means of communication. At a time when everyone takes
refuge on social networks we are proud to have a commu-
nity of followers (on Facebook and Instagram) that has
grown organically. It showed. It is at times like this you re-
alize that what you used to take for granted is, in fact, es-
sentiall Yes, it is essential to answer comments, to thank
people for sharing, to invite someone who reacted to a post

OP1

to like your page. It is essential to identify, establish and
respect a frequency to your posts, avoiding to be too “si-
lent” but also too “noisy”. When online is the only reality,
you use it as such.

To sum up, MARe did not “reinvent” itself during the
two months’ state of emergency. It simply didn't need
to. It only discovered a new side. Although, as a private
museum, it felt the effects of being closed full on. As for
communication... it never “shut down.” It couldn’t have.
Communication only shuts down when a museum ceases
to function. And MARe, as we showed, does not know how
not to function.

U\
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LINA TARMURE

S-a nascut la Bistrita, unde a lucrat pentru Fundatia Societatea de
Concerte, ajutdnd la organizarea evenimentelor culturale realizate
sub egida ONG-ului, precum Festivalul de Poezie si Muzica de
Cameri ,Poezia e |a Bistrita”. In prezent studiazi istoria si teoria
artei la Universitatea de Arte din Bucuresti si este co-fondator al
spatiului tip artist-run Diptych Art Space.

Lina was born in Bistrita, where she worked for the Concert Society
Foundation. She was involved in running the cultural events
organized by the Foundation, such as the Poetry and Chamber
Music Festival “Poezia e |a Bistrita”. She is currently studying art
history and theory at the Arts University in Bucharest and is one of
the founders of Diptych artist-run space.

ZOLTAN BELA

A absolvit Universitatea de Arte si Design din Cluj-Napoca, iarin
prezent tréieste si lucreaz in Bucuresti. In ultimii ani, artistul
experimenteaza cu pictura abstracta si figurativd, realizeazd
obiecte de artd si instalatii. Abordeazd tematici ale memoriei,
fiind interesat de explorarea texturilor si a tiparelor urbane, dar
si de istoriile subiective, personale.

Zoltan graduated from the Art and Design University in Cluj-
Napoca and currently lives and works in Bucharest. Over the
past years, the artist has been experimenting with abstract
and figurative painting, making art objects and installations.
He investigates themes related to memory, being interested
in exploring urban textures and patterns, as well as subjective,
personal histories.

DIPTYCH ART SPACE - DIN CULISELE UNUI SPATIU

TIP ARTIST-RUN

Diptych Art Space este un spatiu tip artist-run, care a
fost deschis de Lina Tarmure si Zoltan Béla in septembrie
2019. Suntem doi fondatori ai spatiului care activeazd in
acelasi domeniu, Tnsd pe pdrti diferite ale baricadei. Lina
este studenta la istoria si teoria artei, iar Béla artist vizual.
Dat fiind acest duo, este posibil ca Diptych sa nu fie vazut
ca un artist-run space in adevaratul sens al conceptului, ci
ca un hibrid dintre un spatiu tip artist-run si un spatiu de
expunere a artei contemporane eliberat de obligatiile unei
galerii de artd comerciala.

Talerele balantei pe care se afld procesul de creatie
artistica si administrarea spatiului nu se afla niciodatd la
acelasi nivel - intotdeauna cand e nevoie de mai mult ran-
dament intr-una, cealalta este pusd pe locul doi, nefiind
posibil un echilibru perfect. Ca administrator al unui spatiu
expozitional esti organizator, promotor, psihoterapeut si
zidar - asadar, e nevoie de rabdare, de nervi tari si un de
contract bine structurat.

Este o cale lungd si dificild de la dorinta si idee pana
la materializarea unei colabordri intre artisti, intrucat de
multe orijocurile de putere si interesele reprezinta un fac-
tor decisiv.

Pentru cd lucrdm cu artisti si fiecare este diferit, abor-
darea noastrd este personalizatd, colaborarile fiind uni-
ce. Astfel, oferim sprijin diferit in functie de necesitdtile
fiecdruia, fie c3 este vorba de panotare, digitalizare a
informatiilor sau logistica.

E important sd ai mintea deschisd, sd iti asumi greselile
si faptul cd nu poate sd iasa totul perfect. Dupd fiecare
colaborare finalizatd tragem linie si discutdm despre ce
a mers bine si ce nu, ce am Tnvatat, unde am gresit si ce
e imperativ de facut in plus, incepand cu urmatorul eve-
niment. Un alt element fundamental este reprezentat de
comunicarea dintre membrii echipei de organizare, asadar
incercam sd fim mereu cat mai transparenti si deschisi,
desi uneori poate fi deranjant si dificil, in special cand nu
avem aceeasi viziune.

Peste o lund implinim un an de cand am deschis
Diptych, un an in care am organizat cinci expozitii, am
inghetat trei luni in pandemie si era sa renuntam de ca-
teva ori la tot. Evident, satisfactiile au fost mari: trei din
cinci expozitii personale pe care le-am organizat au fost in
premierd in Romania (Pinczehelyi Sdndor, Micleusanu M.,
Maria Balabas), facem parte din ALIAJ (o structurd cola-
borativa intre patru artist-run spaces active din Bucuresti:
Alert Studio, Atelier 030202, Diptych si E T A ] artist-run
space, care isi propune sa valorifice resursele materiale si
creative disponibile in vederea dezvoltarii unor proiecte cu
focus pe arta contemporana de o mai mare anvergurd in
raport cu posibilitatile fiecdrui spatiu privit independent)
si am observat cum incet, dar sigur, incepe sa se contureze
un public recurent al spatiului.

Diptych are oportunitatea de a primi un ajutor din
sectorul privat, care ne sponsorizeaza, reusind astfel sa
iesim la liman n fiecare lund cu cheltuielile spatiului si
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cele de productie a evenimentelor. Ne dorim, totusi, o
independenta financiara, lucru pentru care consumam o
mare parte din energie.

Romania nu este o tard care sa iti usureze in vreun fel
munca din domeniul cultural, asadar te lovesti de multe
ori de frustrari datorate ineficientei sistemului economic
national. Visam la un viitor in care s3 existe niste fonduri
speciale, tip indemnizatii, pentru aceste tipuri de spatii
independente, care sa fie finantate local, de exemplu din
fonduri culturale publice.

Asadar, oricine se gandeste sa se ocupe de artd si de
promovarea acesteia in Romania ar trebui sa fie prega-
tit sd facd compromisuri si sd nu aiba asteptari prea mari
din punct de vedere al castigurilor, cel putin la inceput. Nu
poate exista motivatie pentru continuitate in acest dome-
niu daca nu exista drag pentru artd. Combustibilul cu care
functiondm noi, spre exemplu, este chiar arta contempo-
rana expusa, rezultatul final al unei expozitii facandu-ne sa
ne gandim cu bucurie la urmatoarea.

DIPTYCH ART SPACE - BEHIND THE SCENES OF AN

ARTIST-RUN SPACE

Diptych Art Space is an artist-run type of space opened by
Lina Tarmure and Zoltan Béla in September 2019. We are
two founders working in the same field, but somehow at
different ends of it - Lina is a student of art history and the-
ory, while Béla is a visual artist, a painter. Given this par-
ticular duo, Diptych may not be regarded as an artist-run
space proper, but rather as a hybrid between an artist-run
space and a space that exhibits contemporary art free from
the obligations of a commercial gallery.

When you try to ballance artistic creation and the man-
agement of an artspace, the scales are always tilted - when
one requires more input, the other necessarily takes sec-
ond place; a perfect ballance is never possible. As manager
of an exhibition space one has to be an organizer, a pro-
moter, a counsellor and a mason, all in one - so it takes
patience, a cool head and a solid contract.

There is a long and difficult way from desire and idea to ac-
tually bringing a collaboration between artists into effect,
since often power games and personal interests play a de-
cisive role. Because we work with artists and each of them
is different, our approach is personalized and each collabo-
ration is unique. We offer support according to every art-
ist's particular needs, whether it be with mounting up the
exhibition, digitalizing the information or logistics.

Itis paramount to have an open mind, to own your mis-
takes and to accept that everything cannot be perfect. At
the end of each collaboration we take stock and discuss,
evaluate what went well and what did not, what we learnt,
where we made mistakes and what we absolutely must
change starting with the next event. Another essential
aspect is the communication among the members of the
team, so we try to be open and transparent, even if it can

be inconvenient and difficult, especially when our points of
view are different.

In September it will be one year since we opened Dip-
tych, one year during which we had five exhibitions, we
froze for three months because of the pandemic and we
almost gave it all up several times. Obviously, the satisfac-
tions were also great: three of the five solo shows we or-
ganized were premieres in Romania (Pinczehelyi Sandor,
Micleusanu M., Maria Balabas), we are part of ALIA] (a
collaborative structure set up by four artist-run spaces in
Bucharest - Alert Studio, Atelier 030202, Diptych and ET
A} - that aims to capitalize on the physical and creative
resources of the spaces in order to develop contemporary
art projects at a larger scale than what each space would be
able to individually) and we noticed that, slowly but surely,
a loyal public is building up.

At the present time, Diptych is fortunate enough to
be receiving financial support from the private sector, in
the form of sponsorship, which helps us draw even at the

OP1N

end of the month with overhead and events production.
We wish, nonetheless, for financial independence and we
channel most of our efforts towards that end.

Romania is not a country which makes it easy for you to
do the work you want to doin the cultural sector, so there is
a lot of frustration due to the inefficiency of the economic
system. We dream of a future where there is special fund-
ing available, in the form of allowances, for independent
spaces like ours. They could be funded locally, forinstance,
from cultural funds.

So anyone who is thinking of going into art and pro-
moting artin Romania should be prepared to make certain
compromises and keep expectations low when it comes to
income, at least in the beginning. There can be no motiva-
tion in this field if you don't love art. The fuel we function
on, for instance, is the very contemporary art we exhibit
and the conclusion of each event makes us happily antici-
pate the next.
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MUZEUL NATIONAL DE ARTA AL ROMANIEI - MNAR
NATIONAL ART MUSEUM OF ROMANIA

9 Calea Victoriei 49-53, Bucuresti

Muzeul National de Arta al Romaniei a luat fiintd in 1948,
anin care i s-a dat in folosintd cladirea fostului palat re-
gal de pe Calea Victoriei din Bucuresti, puternic afectat in
urma bombardamentelor din 1944. Inc3 de la inceput
muzeul a avut un caracter enciclopedic, grupand colectii
variate de artd romaneascd, europeand si orientald. Este
pastrdtorul celui mai reprezentativ patrimoniu de arta
medievala si moderna romaneasca, un instrument indis-
pensabil pentru cunoasterea culturii vizuale romanesti.
Deschis din 1950 publicului larg, MNAR cuprinde Galeria
Nationald (cu Galeria de Artd Veche Romaneascd si Ga-
leria de Arta Roméaneasca Moderna), Galeria de Artd Eu-
ropeana precum si spatiile istorice ale fostului palat regal
(Sala Tronului, Sufrageria Regala, Scara Voievozilor).

Galeria de Artd Veche Romaéneasca prezinta o in-
cursiune cronologica n arta celor trei provincii istorice,
Moldova, Tara Romaneascd si Transilvania, din secolele
XIV-XIX. Icoane, fragmente de frescd, piese de mobilier
sculptat, numeroase broderii si obiecte liturgice, ma-
nuscrise si tiparituri pretioase sugereaza bogatia si gus-
turile domnitorilor, boierilor si inaltilor ierarhi ai vremii,
evocand universul evului mediu roméanesc asa cum este
oglindit in mediul bisericesc.

Galeria de Arta Romaneasca Moderna prezintd picturi
si sculpturi realizate de la mijlocul secolului al XIX-lea
pana spre sfarsitul secolului XX. Procesul de moderniza-
re a societatii romanesti este evident in felul in care arta

@ www.arts.ro/ muzeul-colectiilor-de-arta

The National Art Museum of Romania (MNAR) was foun-
ded in 1948, when it was granted use of the former Royal
Palace on Calea Victoriei, severely damaged during the
1941 air raids. From the very start, the museum was en-
cyclopedicin character, bringing together vast collections
of Romanian, European and Oriental Art. It is the keeper
of the most significant collection of medieval and mo-
dern Romanian art, an essential tool to the knowledge of
Romanian visual culture. Opened to the public in 1950,
MNAR includes the National Gallery (with the Romanian
Medieval Art Gallery and the Romanian Modern Art Gal-
lery), the European Art Gallery and the historic spaces of
the former royal palace (the Throne Hall, the Royal Dining
Room and the Voivodes' Stairway).

The Romanian Medieval Art Gallery offers a chronolo-
gical journey through the art of the three historical princi-
palities: Moldavia, Wallachia and Transylvania, spanning
the period between the fourteenth and the nineteenth
centuries. Icons, mural paintings, carved furniture, em-
broideries and religious objects, as well as manuscripts
and precious books reflect the richness and tastes of the
dynasts, the high dignitaries and the high clergy of the
time, a glimpse into the medieval universe as mirrored in
the religious environment.

The Romanian Modern Art Gallery showcases painting
and sculpture from mid-nineteenth century to late twen-
tieth century. The modernization of Romanian society

devine parte a vietii de zi cu zi, patrunzand in interioarele
aristocratiei si burgheziei locale si facand obiectul unor
comenzi oficiale. Pictori precum Aman, Grigorescu,
Luchian, Tonitza sau Baba, sculptori precum Paciurea sau
Brancusi participa prin creatia lor la dinamica realitatilor
culturale contemporane.

Galeria de Artd Europeand porneste de la nucleul
colectiei de tablouri a regelui Carol I si prezintd operele
de artd organizate pe scoli (italiand, germanad si austria-
cd, spaniold, flamanda, olandezd si francezd), in ordine
cronologicd. Ele ilustreazd cele mai importante curente
artistice, de la renasterea germana la barocul italian sau
flamand si pana la impresionismul si post-impresionis-
mul francez prin lucrari de Tintoretto, Vasari, Cranach cel
Batran, El Greco, Rubens, Rembrandt, Monet, Rodin, Bo-
urdelle, Signac.

MUZEUL COLECTIILOR DE ARTA
@ www.mnar.arts.ro

Muzeul Colectiilor de Arta a luat fiintd in 1978 ca sectie
a Muzeului National de Arta al Romaniei, ocupand fostul
Palat Romanit de pe Calea Victoriei, una dintre primele
clddiri reprezentative ale Bucurestiului de la inceputul
secolului al XIX-lea. La infiintare reunea 19 colectii. Mu-
zeul detine 44 de colectii donate statului roman incepand
cu 1927 de diverse familii, artisti sau urmasi si legatari
ai acestora. Colectiile Elena si Anastase Simu, Beatrice si
Hrandt Avachian, Corneliu Baba sau losif Iser sunt printre
cele maiimportante.

9 Calea Victoriei 111, Bucuresti

shows in the way art becomes part of everyday life, making
its way into the homes of local aristocracy and bourgeoisie
and becoming the object of official commisions. Painters
like Aman, Grigorescu, Luchian, Tonitza or Baba, sculptors
like Paciurea or Brancusi contribute, through their work,
to the new dynamics of contemporary cultural realities.

The European Art Gallery originates in the picture gal-
lery of King Charles I and is organized chronologically by
schools (Italian, German and Austrian, Spanish, Flemish,
Dutch and French). They illustrate the most important art
movements from German Renaissance to Italian or Fle-
mish Baroque and the French Impressionism and post-
Impressionism through works by Tintoretto, Cranach the
Elder, El Greco, Rubens, Rembrandt, Monet, Rodin, Bour-
delle, Signac.

ART COLLECTIONS MUSEUM

The Art Collections Museum was inaugurated in 1978 as
a department of the National Art Museum and is housed
in the former Romanit Palace on Calea Victoriei, one of the
representative early-nineteenth century buildings in Bu-
charest. Initially, it was made up of 19 collections. Nowa-
days, the Museum includes 44 collections donated to the
Romanian state by various families since 1927, by artists
or their successors and inheritors, the Elena and Anastase
Simu Collection, the Beatrice and Hrandt Avachian Collec-
tion, the Corneliu Baba and the Iosif Iser Collections are
among the most important.
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MUZEUL K.H. ZAMBACCIAN

9 Muzeul Zambaccian 21 A, Bucuresti

Muzeul K.H. Zambaccian fiinteazd din 1947, an in care
omul armean de culturd Krikor Zambaccian (1889-1962)
si-a donat statului roman colectia, impreund cu casa
construita special. Actuala expunerea respectd in linii
mari amenajarea realizatad de reputatul colectionar si cri-
tic de artd. Aceasta cuprinde lucrdri de picturd, sculptu-
rd, grafica si mobilier, printre care picturi de Grigorescu,
Andreescu, Luchian, Pallady, Petrascu, Tonitza, Corneliu
Baba, sculpturi de Constantin Brancusi, Oscar Han, Cor-
nel Medrea. Lor li se adaugd un valoros grupaj de lucrari
ale unor pictori impresionisti si postimpresionisti, unic
ca ansamblu in muzeele din Romania. Intalnim lucréri
de Renoir, Cézanne, dar si de Picasso, Matisse, Bonnard,
Marquet, Utrillo.

MUZEUL THEODOR PALLADY
9 Spatarului 22, Bucuresti

Muzeul Theodor Pallady functioneaza intr-una din cele
mai vechi case din Bucuresti, cu o istorie ce incepe in a
doua jumdtate a secolului al XVIII-lea. Casa cu un etaj,
inconjurata de o gradina primitoare, se afld in apropierea
Bisericii Armenesti de pe bulevardul Carol I. A apartinut
negustorului armean Kevork Nazaretoglu, fiind cunoscu-
ta sub numele Casa Melik, dupa faimosul ei proprietar,
Tacob Melik, sustindtor al pasoptistilor si autor al lucrdrii
L'Orient devant L'Occident. Renovatd in 1822, ldsata sa
cada n ruind si din nou reparat3, distrusd de un incen-
diuin 1913, a fost refacuta si modernizatd in anii 1920 si
dupd cel de-al Doilea Rdzboi Mondial, cand intrase dejain
proprietatea statului roman.

K.H. ZAMBACCIAN MUSEUM

WWW www.mnar.arts.ro/muzeul-k-h-zambaccian

The K.H. Zambaccian Museum was founded in 1947,
when Armenian art collector and critic Krikor Zambaccian
(1889-1962) donated his art collection to the Romanian
state, together with the house purpose built for it. The
current exhibition is mostly true to the original display.
It includes painting, sculpture, drawings and furniture.
Among others, it shows paintings by Grigorescu, Andrees-
cu, Luchian, Pallady, Petrascu, Tonitza, Corneliu Baba, as
well as sculptures by Constantin Brancusi, Oscar Han, Cor-
nel Medrea. These works are joined by a valuable selection
of Impressionists and post-Impressionists, making the
collection unique among Romanian museums. We find
here works by Renoir, Cézanne, as well as by Picasso, Ma-
tisse, Bonnard, Marquet, Utrillo.

THEODOR PALLADY MUSEUM

www \yww.mnar.arts.ro/muzeul-theodor-pallady

The Theodor Pallady Museum is located in one of the ol-
dest houses in Bucharest, a merchant's house whose
history can be traced back to the second half of the ei-
ghteenth century. The one-storey building, surrounded
by a welcoming garden, is located close to the Armenian
Church. It originally belonged to Armenian merchant Ke-
vork Nazaretoglu, but is it known as the Melik House after
its famous owner Iacob Melik, author of the book L'Orient
devant L'Occident. Renovated in 1822, allowed to fall into
disrepair and then restored, destroyed by fire in 1913, it
was redone and modernized in the 1920s and then after
the Second World War, by which time it was already the
property of the Romanian state.

Din 1971 gdzduieste colectia sotilor Serafina si Ghe-
orghe Raut, apropiati ai pictorului Theodor Pallady, ale
carui lucrdri din perioada pariziand aflate in locuinta
acestuia din Place Dauphine au fost donate de cei doi
statului roman impreund cu propria colectie. Fost di-
rector al filialei Marmorosch Blank din Paris, Raut si-a
alcdtuit o colectie de artd cu un caracter heteroclit, care
cuprinde pictura europeana din secolele XVI-XIX, sculp-
turd micd, obiecte de arta decorativd, textile, mobilier si
ceramica orientald.

KEw

M

Since 1971 the building has housed the art collection of
Serafina and Gheorghe Raut, friends of painter Theodor
Pallady. They donated to the Romanian state Pallady's
works from his Parisian years, together with their own col-
lection. Former director of the Paris subsidiary of Marmo-
rosch Blank bank, Raut made up a heteroclite collection
that includes European paintings from the sixteenth to
the nineteenth centuries, small sculpture, decorative art,
textiles, furniture and Oriental ceramics.

L]
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MUZEUL NATIONAL DE ARTA CONTEMPORANA - MNAC
NATIONAL MUSEUM OF CONTEMPORARY ART - MNAC

9 Izvor 2-4, Bucuresti lm'i WWW.mMnac.ro

Fondat in 2001, Muzeul National de Arta Contemporana
este cel mai mare spatiu dedicat artei contemporane din
Romania. Muzeul a functionat initial in cadrul Kalinderu
Medialab, fnainte de a se muta in cladirea cu o puternica
incarcatura simbolica a Casei Poporului, inincinta Palatu-
lului Parlamentului, incepand cu 2004.

MNAC urmareste sa promoveze nume relevante alear-
tei contemporane romanesti si sa prezinte, adesea pentru
prima oara in Romania, artisti internationali de renume.

Marile vernisaje de primdvard si de toamnd, organi-
zate pe toate etajele muzeului, au devenit evenimente
de referintd in viata culturald bucuresteana si nationala.
Expozitiile prezinta lucrari diverse, de la noile media pana
la mediile traditionale, de la artd conceptuald pana la
banda desenat3, arhitecturd, design si planificare urbana.

MNAC e o institutie deschisa catre comunitatile cre-
ative, gazduind periodic intalniri cu artistii, spectacole,
festivaluri si ateliere.

Vézand istoria - 1947-2007
Expozitia permanentd a colectiei

MNAC este un muzeu tanar, care gestioneaza o colectie
ilustrand evolutiile artelor vizuale din Romania dupa
1960. Incepand din toamna anului 2018, MNAC dedic
colectiei sale cel mai generos spatiu al muzeului, intr-un
program pe termen lung, cu o miza innoitoare: istoria
artei contemporane din Romania (1947-2007), revizita-

The National Muzeum of Contemporary Art, established
in 2001, is the largest space dedicated to contemporary
art in Romania. The museum was initially hosted by Ka-
linderu Medialab before it was relocated in 2004 to the
symbolically charged building of the Parliament Palace,
formerly known as the House of the People.

MNAC aims to promote relevant Romanian contempo-
rary artists as well as to exhibit well-known international
names, most of them never before shown in Romania.

The grand spring and autumn openings, that cover all
the floors of the museum, have become landmarks of the
cultural calendar of the city and of the country. The exhi-
bitions showcase a large variety of artworks from new me-
dia to traditional media, from conceptual art to comics,
architecture, drawing and urban planning.

MNACis always open to the creative community, host-
ing regular shows, festivals, workshops and “meet the art-
ists” events.

Seeing History - 1947-2007
Permanent exhibition of the museum collection

MNAC is a young museum that manages a collection that
illustrates the evolutions of visual arts in Romania after
1960. Since 2018 MNAC has dedicated the most gen-
erous space in the museum to its own collection. It is a
long-term project with revolutionary stakes: the history
of contemporary arts in Romania (1947-2007) revisited

ta intr-un discurs expozitional care pune pe acelasi plan
dimensiunea documentard si cea artistica, productia
de obiect cultural si contextul in care aceasta a avut loc.
Vdzand istoria (1947-2007) este gandita ca o platforma
deschisd de prezentare, analiza si dezbatere, realizatd pe
principiile curatoriatului colectiv si destinatd unei conti-
nue transformari prin acumularea de cunoastere.

Street Art la MNAC | URBAN STEPS
20 de grafferi care au scris istoria zidurilor din Romania

Tot la MNAC puteti vedea primul proiect complex de
graffiti curatoriat si gazduit de o institutie muzeald din
Romania. De-a lungul scarii interioare a muzeului se
desfdsoard o lucrare murald de 500 de metri patrati, ce
aduna laolalta cele mai importante voci ale street artului
romanesc.

Educatie muzeald la MNAC
Programe pentru copii si adulti

MNAC are o sectie dedicatd educatiei muzeale, cu dificila
misiune de a sensibiliza publicul larg la arta contempora-
nd, in conditiile precaritatii cu care se confrunta educatia
artistica la nivelul invdtamantului general din Romania.

Relatia cu comunitatea
O expozitie despre rasismul la romani pleaca de la MNAC
spre Pipera

Programul de Relatie cu comunitatea are ca obiectiv dez-
voltarea publicului muzeului prin derularea unor proiec-
te educationale si interventii artistice n locuri dedicate
unor comunitati tintite. Astfel, muzeul devine o agora
pentru dezbatere a temelor care prin dialog intre membrii
societdtii pot fiintelese mai bine, depdsind limiteleimpu-
se de prejudecata.

M

through a discourse that gives equal weight to the docu-
mentary and the artistic, to the production of cultural ob-
jects and the context in which it occurred. Seeing History
(1947-2007) is conceived as an open platform for presen-
tation, analysis and debate based on the principles of col-
lective curating and bound to be continuously transformed
through the accumulation of knowledge.

Street Art at MNAC | URBAN STEPS
20 graffiti artists who have written the history of Romanian
walls

The first complex graffiti project curated and hosted
by a Romanian museum can also be seen at MNAC: a 500
sqm mural going up the inner staircase brings together the
most important voices of Romanian street art.

Museum education at MNAC
Programmes for children and adults

MNAC has a special department dedicated to museum
education and entrusted with the difficult task of making
the general public sensitive to contemporary art as a way of
compensating the almost complete lack of art educationin
the school curriculum.

Community Outreach
An exhibition on rasism in Romania leaves MNAC and
heads for the Pipera district

The Community Outreach programme is aimed at devel-
oping the museum public through educational projects
and artistic interventions in places dedicated to specific
communities. The museum thus becomes an agora, en-
couraging debate on topics that can be better understood
through dialogue between members of society, once the
barriers of prejudice are removed.
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Unul dintre proiectele de referinta a fost Muzeul No-
mad de Artd Contemporand, o expozitie itinerantd pe
tema inegalitatii de sanse si a discriminarii etnice, un
muzeu pop-up care a caldtorit dupa lansare cdtre dis-
trictul de business al capitalei cu o misiune: sa apropie
emotional doud lumi care nu se intalnesc niciodata -
cea a turnurilor Tnalte din Pipera si cea a comunitatilor
marginale.

Colectia MNAC

Colectia MNAC reuneste aproximativ 7.500 de lucrari
ce dateaza din perioada anilor 1920 si pand in prezent.
O parte sunt mostenite din cadrul unor structuri ante-
rioare, precum Oficiul National pentru Documentare si
Expozitii de Arta (ONDEA, care la randul sdu a cumulat
patrimoniul Oficiului de Expozitii al Consiliului Culturii
si Educatiei Socialiste — OE al CCES), respectiv Depar-
tamentul de Artd Contemporand din cadrul Muzeului
National de Artd al Romaniei — MNAR. O altd parte au
fost achizitionate de la artisti in intervalul 2002-2008.
De asemenea, muzeul detine o colectie remarcabild de
diapozitive, fotografii si negative.

Editura MNAC

Intr-un amplu efort de cercetare curatoriald, MNAC Tsi
propune sd ofere publicului acces la istoria recentd a ar-
telor vizuale din Romania. Atat expozitiile monografice
dedicate unor nume de prima mdrime, marginalizate in
perioada 1960-1990, precum si expozitiile curente se
regasesc in publicatiile realizate de editura MNAC, o edi-
turad dedicata documentarii fenomenului contemporan,
pentru uzul cercetdtorilor actuali si ai generatiilor viitoare.

MNAC inclusiv

Accesul la arta este un drept fundamental, iar muzeul
nostru sustine neconditionat acest drept. MNAC a re-

One of the landmark projects was the Nomadic Mu-
seum of Contemporary Art, a travelling exhibition on the
topic of the inequality of chances and ethnic discrimina-
tion, a pop-up museum that travelled to the business
district of Bucharest on a mission: to bring closer togeth-
er emotionally two worlds that never meet: the high tow-
ers of the Pipera district and the marginal communities.

MNAC Collection

The MNAC collection numbers around 7,500 works dat-
ing from the 1920s to the present day. Part of them are
inherited from previously existing structures, such as the
National Office for Documentation and Art Exhibitions
(ONDEA, which, in turn, aggregated the patrimony of the
Exhibition Office of the Council for Socialist Culture and
Education) and the Department for Contemporary Art
in the National Art Museum of Romania. Another part
of the collection is made up of works purchased from
artists between 2002-2008. The museum also boasts a
remarkable collection of slides, photographs and nega-
tives.

MNAC Press

MNAC wishes to offer the public access to the recent his-
tory of visual arts in Romania. Both monographic exhi-
bitions showcasing important names marginalized in
the 1960s-1990s and the regular exhibitions are to be
found in the publications of MNAC Press, a publishing
house dedicated to researching the contemporary phe-
nomenon for the use of today's researchers and the fu-
ture generations.

MNAC inclusive

Access to art is a fundamental right and MNAC upholds
it unconditionally by resuming a long process of making
the museum accessible to persons with physical disabili-

luat un lung proces de accesibilizare pentru persoane-
le cu dizabilitdti fizice si neuro-cognitive: parteneriate
cu organizatii de profil (Supereroi printre noi, Asociatia
Nationald a Surzilor din Romania etc.); ateliere pentru
copii cu dizabilitdti; tururi ghidate pentru persoane cu
deficiente de auz.

Material-scapes, Petru Lucaci, foto: Bogdan Oprea

M

ties or suffering from neurocognitive disorders: partner-
ships with specialized organizations, workshops for disa-
bled children, guided tours for the hearing impared.
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COMPLEXUL MUZEAL ARAD - GALERIA DE ARTA
ARAD MUSEUM COMPLEX - THE ART GALLERY

9 Piata George Enescu 1, Arad

| *W,i www.museumarad.ro

Galeria de artd a Complexului Muzeal Arad functioneaza,
astazi, intr-o cladire construita in stil eclectic la inceput
de secol XX. Expozitia permanentd, reorganizatd in anul
2013, este structurata diacronic in intervalul secole-
lor XVIII-XX. Sunt expuse lucrdri semnificative pentru
evolutia colectiei de art3, care la randul ei este o interfatd
a mediului cultural arddean, cu trimiteri implicite la va-
lori estetice.

Expozitia permanentd rememoreaza momentul des-
chiderii pinacotecii orasului Arad, odatd cu inaugurarea
Palatului Cultural (octombrie 1913), reprezentat prin
clasicii picturii maghiare; maniera de lucru cultivatd
in centrele de influentd artistica din secolul al XIX-lea,
respectiv Academiile din Paris, Mlinchen, Disseldorf,
Dresda,Viena, Budapesta, care a modelat educatia ar-
tisticd a burgheziei locale, comanditarad de portrete sau
interesatd sa-si decoreze interioarele cu scene de gen si
peisaje; reconstituirea unui interior in stil Biedermeier
provincial (care face trecerea inspre un segment gene-
ros al expunerii, unde sunt desfasurate etape din istoria
colectiei, din perioada interbelica pand in zilele noastre,
cu accentul pe reconsiderarea si recuperarea creatiei
artistilor locali); Scoala de Picturd de la Baia Mare, care
a influentat atat artisti arddeni, cat si deschiderea pu-
blicului inspre curentele innoitoare din arta europeana
a primului sfert de secol XX; o selectie din primele lucrari
de artd romaneascad, intrate in colectia Palatului Cultural

The Art Gallery of the Arad Museum Complex is housed
nowadays in an ecclectic-style building dating from the
early 20% century. The permanent exhibition, reorganized in
2013, is structured diachronically and spans the 18 to the
20t centuries. It includes artworks that are representative
for the evolution of the collection, which in turn is a mirror
of the cultural environment of Arad, with implicit references
to aesthetic values.

The permanent exhibition recalls the opening of the
Arad pinacotheque, on the occasion of the inauguration of
the Palace of Culture (October 1913), and the event is repre-
sented in the exhibition by the classics of Hungarian paint-
ing; the styles cultivated in the artistic centres of the 19t
century - the Paris, Munich, Disseldorf, Dresden, Vienna,
Budapesc academies - that shaped the artistic education of
local bourgeoisie who commissioned portraits or decorated
theirinteriors with landscapes and genre paintings; a replica
of a Biedermeier provincial interior (that marks the passage
to a generous section of the display that shows the differ-
ent phases in the history of the collection, from the inter-
war period to the present day, with a focus on reconsidering
and recovering the creation of local artists); the Baia Mare
School of Painting that influenced both the works of artists
from Arad and the public’s opening towards novel currents
in European art in the first quarter of the 20 century; a se-
lection of the first artworks by Romanian artists to enter the
collection of the Palace of Culture in the 1920s; drawing,

n anii '20; graficd, pictura si sculptura realizate de artisti
arddeni sau care au activat vremelnic n oras, in perioa-
da interbelicd; un insert de artd romaneasca moderna,
care propune micro-expozitii care se succed, la intervale
de timp delimitate, pe aceeasi simezad unde sunt aran-
jate tematic (peisaj, portret, natura moartd) opere ale
artistilor regdsiti in muzeele de artd din Romania. Lu-
crarile acestora sunt repere pentru evolutia colectieiin a
doua jumatate a secolului trecut.

Spatiul liniar al galeriei, parcursin zece sdli, se inche-
ie cu un paralelipiped alb in care isi de/ruleaza proiec-
tele expozitionale membrii si invitatii kinema ikon. Trei
generatii de creatori, dintre care o parte se manifesta de
50 de ani, continud s produca obiecte si evenimente ar-
tistice experimentale, in format vizual, cinetic si acustic.

Expozitiile temporare, organizate in trei sali distincte
ale muzeului de artd, alterneazd arta contemporana ro-
maneascd sau straind cu expozitii de colectie: picturd eu-
ropeana (sec. XVIII-XIX), artd romaneasca (sec. XIX-XX).

© www.museumarad.ro
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painting and sculpture by artists from Arad who only briefly
worked in the city between the Two World Wars; an insert of
modern Romanian art that proposes successive micro-ex-
hibitions, at specificintervals, on the same walls where one
can see a thematic display (landscape, portrait, still life) of
works by artists shown in art museums around the country.
Their works are the landmarks of the collection’s evolution
during the second half of the past century.

The linear space of the gallery, laid out over ten rooms,
ends with a white room where the members and guests of
the kinema ikon group unfold their projects. Three gen-
erations of artists, some of whom have been active for 50
years, continue to produce experimental objects and artis-
tic events in a visual, kinetic and accoustic format.

Temporary exhibitions, hosted by three distinct rooms
in the art museum, alternate contemporary Romanian or
international art and exhibitions from the museum collec-
tion: European painting (18 to 19t centuries) or Roma-
nian art (19% to 20t centuries).
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MUZEUL DE ARTA CLUJ-NAPOCA

ART MUSEUM CLUJ-NAPOCA

9 Piata Unirii 30, Cluj-Napoca

( *W,i www.macluj.ro

Muzeul de Arta Cluj-Napoca, infiintatin 1951, este una din-
tre cele mai prestigioase institutii muzeale cu profil artistic
din Romania, fiind nominalizatin anul 1997 pentru Premiul
Muzeul European al Anului - EMYA. Calitatea programelor
culturale organizate a fost recompensata cu premii natio-
nale acordate de Ministerul Culturii si Patrimoniului Nati-
onal pentru expozitiile Culturd si artd armeneasca la Gherla
(2003), Abodi Nagy Béla (2005) si Avangarda din Roméania
in colectii clujene (2007), precum si cu distinctia acordatd
de Comitetul Roman al ICOM pentru impactul asupra pu-
blicului a programului , De gustibus et coloribus...” (2010).
Muzeul are o colectie de peste 14.000 de piese de picturg,
sculpturd, grafica, artd decorativa si fond documentar, cel
mai important fond patrimonial de artd romaneascd din
Transilvania.

Parteneriatele si colabordrile pe care Muzeul de Artd le-a
dezvoltat pun in valoare patrimoniul institutiei Tn circuitul
muzeal national si european. In acest scop, Muzeul de Art3
Cluj-Napoca a elaborat si dezvoltat proiecte in colaborare cu
0 mare varietate de parteneri: ambasade, universitati, insti-
tutii de culturd, centre si asociatii culturale, festivaluri inter-
nationale, galerii de artd si ONG-uri. Printre cele mai sem-
nificative colaborari se numara acelea cu: Catedra de Arte
a Universitdtii din Pécs (Ungaria), Muzeul de Artd Brasov,
Muzeul National de Istorie a Romaniei, Muzeul National de
Artd Contemporana Bucuresti, Galeriile Artmark, Fundatia
Polaris, Ambasada Portugaliei, Institutul Cam&es, Ambasa-

The Art Museum in Cluj-Napoca, created in 1951, is
one of the most prestigious art museums in Romania,
shortlisted in 1997 for the European Museum of the
Year Award. The quality of its programmes had been re-
warded with awards from the Ministry of Culture for the
exhibitions Armenian Art and Culture in Gherla (2003),
the Abodi Nagy Béla show (2005) and Romanian Avant-
garde in Collections from Cluj (2007), as well as with
the distinction awarded by the Romanian Committee
for ICOM for the impact of the programme ,,De gustibus
et coloribus...” (2010). The museum has a collection of
over 14,000 art works (painting, sculpture, engravings,
decorative art and document archive), making it the
most important collection of Romanian art in Transyl-
vania.

Through numerous partnerships and collabora-
tions, the museum’s collection is promoted both locally
and internationally. To this end, the Art Museum in
Cluj-Napoca has initiated and implemented projects in
collaboration with a large body of partners: embassies,
universities, art institutions, cultural centres and asso-
ciations, international festivals, art galleries and NGOs.
Among the most significant collaborations: the Arts
Faculty at the University of Pécs (Ungaria), Brasov Art
Museum, National History Museum, National Museum
of Contemporary Art, Artmark Galleries, Polaris Foun-
dation, Embassy of Portugal, Camdes Institute, Embassy

da Republicii Kazakhstan, Centrul Ratiu pentru Democratie,
Centrul de Arta din Transilvania/ Erdélyi Mivészeti Kézpont
[EMUK], Galeria Quadro, Asociatia Art Image, Asociatia Cul-
turald Art Act, Fundatia Culturald Bienala Internationald de
Grafica Cluj, IAGA - International Art Gallery Angels, Socie-
tatea Maghiara de Culturd din Transilvania - EMKE, Univer-
sitatea de Arta si Design Cluj-Napoca (UAD), Universitatea
.Babes-Bolyai”, Liceul de Arte Vizuale ,Romulus Ladea"” -
Cluj-Napoca, Uniunea Artistilor Plastici din Romania etc.

© Muzeul de Artd Cluj-Napoca

M

of Kazakhstan, Ratiu Centre for Democracy, Transilva-
nia Art Centre / Erdélyi Mivészeti Kozpont [EMUK],
Quadro Gallery, Art Image Association, Art Arc Cultural
Association, Cluj International Engraving Biennale Cul-
tural Foundation, Hungarian Cultural Society Transil-
vania (EMKE), Art and Design University Cluj-Napoca,
Babes-Bolyai University, Romanian Artists’ Union.
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MUZEUL DE ARTA CRAIOVA
ART MUSEUM CRAIOVA

www www.muzeuldeartacraiova.ro

9 Calea Unirii 15, Craiova

Muzeul de Arta Craiova a fost inaugurat in august 1954,
avand ca sediu cea mai cunoscutd cladire de patrimoniu a
orasului: Palatul Jean Mihail. Fondul de baza al patrimoniu-
lui muzeului I-a constituit Pinacoteca ,Alexandru si Aristia
Aman", la care s-au addugat transferuri de lucrariimportan-
te, achizitii proprii, precum si noi donatii, mare parte dintre
ele facute de cdtre artistii romani, ajungandu-se astazila un
fond de peste 8.000 de piese de artd romaneasca si strdina.

Muzeul de Arta Craiova a fost prezent la numeroase eve-
nimente de anvergurd internationald dedicate sculptorului
Constantin Brancusi, organizate de cunoscute institutii de
profil din intreaga lume, printre care Centrul Georges Pom-
pidou (Paris), Muzeul Guggenheim New York (SUA), Muzeul
Guggenheim Bilbao (Spania), Fondation Beyeler (Elvetia),
Muzeul Boijmans Van Beuningen (Olanda), Muzeul de Arta
Philadelphia (SUA), BOZAR (Bruxelles). De asemenea, mu-
zeul a participat cu lucrari din patrimoniul propriu la cele
mai importante expozitii dedicate marilor artisti romani, pe
plan national siinternational, incepand cu Theodor Amansi
Nicolae Grigorescu si terminand cu Ion Tuculescu, Corneliu
Baba si o serie intreaga de artisti contemporani.

Pe plan local, Muzeul de Artd Craiova s-a axat, in princi-
pal, pe valorificarea creatiei celor mai reprezentativi artisti
contemporani romani, printr-o serie de expozitii si cataloage
de autor, menite sd evidentieze caracteristicile, importanta,
diversitatea si contextul artei contemporane romanesti.
Printre expozitii temporare organizate n ultimii ani se nu-

The Art Museum in Craiova was inaugurated in august
1954 in the best-known historic building in the city,
the Jean Mihail Palace. The museum collection was
built around the ,,Alexandru and Aristia Aman" Pinaco-
theque, which was later enriched through transfers of
important art works, acquisitions, as well as donations
- mostly from Romanian artists -, bringing the total to
more than 8,000 Romanian and international art works.

The Museum was involved in numerous large-scale
international events dedicated to sculptor Constan-
tin Brancusi, organized by prominent art institutions
around the world: Georges Pompidou Centre (Paris),
Guggenheim New York (USA), Guggenheim Bilbao
(Spain), Fondation Beyeler (Switzerland), Boijmans Van
Beuningen Museum (Netherlands), Philadelphia Art
Museum (USA), BOZAR (Brussels). Also, it has partici-
pated with works from its own collection in large local
and international exhibitions dedicated to important
Romanian artists from Theodor Aman and Nicolae
Grigorescu to Ion Tuculescu, Corneliu Baba and various
contemporary artists.

At its own venue, the Art Museum Craiova has been
focusing mainly on showcasing the works of the most
representative Romanian contemporary artists through
exhibitions and catalogues meant to reflect the fea-
tures, importance, diversity and context of Romanian
contemporary art. Among the most recent temporary

Anish Kapoor, Vlad Nancd si Nona Inescu, Nigel Rolfe);
tropogeografii atavice; Trama Rama Drama (Mircea Ro-

CALIPS@ (Marian Zidaru); La catedrd cu Aman (Nicolae
Alexi, Carmen Apetrei, Anca Boeriu, Oana Bordeanu, Ioa-

M

exhibitions are Nexus - Fuziuni deschise (Paul Neagu,
Constantin Brancusi, Tony Cragg, Mariane Eigenheer,
Neville Gabie, Anish Kapoor, Vlad Nanca and Nona Inescu,
Nigel Rolfe); Dealuri si Campii - Ion Tuculescu and Horia
Bernea - atavistic anthropogeographies; Trama Rama
Drama (Mircea Roman); Lectie despre imperfectiune (Pe-
ter Jecza); ePOCALIPS@ (Marian Zidaru); La catedrd cu
Aman (Nicolae Alexi, Carmen Apetrei, Anca Boeriu, Oana
Bordeanu, Ioana Ciocan, Andrei Ciubotaru, Carla Dusch-
ka, Calin Stegerean s.a.); Ani de zile (Florin Mitroi).

mdra: Nexus - Fuziuni deschise (Paul Neagu, Constantin
Brancusi, Tony Cragg, Mariane Eigenheer, Neville Gabie,

Dealuri si Cdmpii - Ion Tuculescu si Horia Bernea - an-

man); Lectie despre imperfectiune (Peter Jecza); ePO-

na Ciocan, Andrei Ciubotaru, Carla Duschka, Calin Stege-
rean s.a.); Ani de zile (Florin Mitroi).

OJ'eAoleldeliesp|naznwl @

Vernisa), marti 3 nolembria 2005, ora 1800,
Mugeul de Artd Crafova, Palatil jean Minail, Cabea Unidl 15

dealuri si cimpii
ION TUCULESCU si HORIA BERNEA
3 noiembrie 2015 - & martie 2016 |

ION TUCULESCU
RECONSTITUIREA

16 TULIE = 01 SEPTEMBRIE 2020

o expozitie de ERWIN KESSLER
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MUZEUL DE ARTA VIZUALA GALATI

VISUAL ART MUSEUM GALATI

WwWW www.mavgl.ro

9 Tecuci 3, Galati

Muzeul de Artd Vizuald din Galati este primul muzeu de art3d
contemporand romaneascd din tard, inaugurat in 1967 si
conceput sa prezinte cele mai noi tendinte ale fenomenului
plastic in devenire, directie pe care si-o pastreaza si astdzi.

Lucrdrile din sdlile de expunere constituie o selectie
dintr-un patrimoniu mult mai amplu, completat adesea
cu un patrimoniu virtual din atelierele artistilor contem-
porani. Colectiile muzeului cuprind creatii de artd roma-
neascd din cea de-a doua jumatate a secolului al XIX-lea
si din secolul XX (Teodor Aman, Nicolae Grigorescu, Octav
Bdncild, Theodor Pallady, Ghe. Petrascu, Stefan Dimitrescu,
Nicolae Tonitza, Camil Ressu, Lucian Grigorescu, Nicolae
Mantu), reprezentanti ai avangardei romanesti (Victor Bra-
uner, M.H. Maxy, Hans Mattis-Teutsch, Marcel Iancu, Irina
Codreanu, Milita Petrascu etc.) si lucrdri ale artistilor care
formeazd o punte de legdtura intre prima si a doua juma-
tate a secolului XX (Corneliu Baba, Alexandru Ciucurencu,
Ion Tuculescu, Henri H. Catargi, Dumitru Ghiatd, Rudolf
Schweitzer-Cumpana). Insi cea mai insemnat3 parte a pa-
trimoniului si a expunerii permanente o constituie operele
realizate in perioada 1967-2012. Nume importante ale
picturii si sculpturii contemporane romanesti sunt pre-
zente pe simezele muzeului: Horia Bernea, Ion Salisteanu,
Ion Alin Gheorghiu, Marin Gherasim, Teodor Moraru, Octav
Grigorescu, Georgeta Napdrus, Paula Ribariu, Stefan Caltia,
Gheorghe Anghel, Ion Irimescu, Vida Geza, George Apostu,
Ovidiu Maitec, Napoleon Tiron etc.

The Visual Art Museum in Galati is the first contempo-
rary art museum in Romania. It was created in 1967 and
designed to showcase the newest trends of the emerging
artistic phenomenon, a mission it has maintained to this
day.

The works exhibited in the museum are only part of
a much larger collection often complemented by a vir-
tual patrimony from the studios of contemporary artists.
The museum collections include Romanian art from the
second half of the 19t century and the 20 century (Teo-
dor Aman, Nicolae Grigorescu, Octav Bdncild, Theodor
Pallady, Ghe. Petrascu, Stefan Dimitrescu, Nicolae Tonit-
za, Camil Ressu, Lucian Grigorescu, Nicolae Mantu), rep-
resentatives of the Romanian avant-garde (Victor Braun-
er, M.H. Maxy, Hans Mattis-Teutsch, Marcel Iancu, Irina
Codreanu, Milita Petrascu etc.) and works by artists that
span the two halves of the 20t century (Corneliu Baba, Al-
exandru Ciucurencu, Ion Tuculescu, Henri H. Catargi, Du-
mitru Ghiatd, Rudolf Schweitzer-Cumpana). But the main
part of the collection and of the permanent exhibition is
made up of works created between 1967 and 2012. Iconic
names of contemporary Romanian sculpture and paint-
ing are showcased in the museum: Horia Bernea, Ion
Sélisteanu, Ion Alin Gheorghiu, Marin Gherasim, Teodor
Moraru, Octav Grigorescu, Georgeta Naparus, Paula Rib-
ariu, Stefan Caltia, Gheorghe Anghel, Ion Irimescu, Vida
Geza, George Apostu, Ovidiu Maitec, Napoleon Tiron etc.

Colectiile de picturd si sculptura sunt completate de
colectia de graficd (Wanda Mihuleac, Marcel Chirnoaga,
Mircia Dumitrescu, Dan Erceanu, George Leolea etc.) si
de arta decorativa (Ana Lupas, Serbana Dragoescu, Mimi
Podeanu, Cela Neamtu, Riti si Peter Iacobi, Serban Gabrea,
Costel Badea, Radu Ténasescu etc.).

Dintre numeroasele donatii facute de artisti muzeului
se remarcd prin valoarea si amploarea lor donatia ,Idel
Ianchelevici” (sculptor belgian de origine romana), donatia
.Georgeta si Constantin Ardmescu” (artisti americani
nascuti la Galati) si donatia ,Roth-Ionescu”, cuprinzand
opera Lolei Schmierer Roth. Ele imbogatesc patrimoniul
muzeului cu peste 400 de lucrari de picturd, grafica si
sculptura.

Muzeul organizeazd expozitii, micro-expozitii, eveni-
mente (concerte, dezbateri, expuneri pe teme de arta, lectii
de istoria artei, proiectii de filme), simpozioane, tabere de
creatie si alte programe care promoveaza cele mai semnifi-
cative orientdri din arta contemporanad romaneasca in tara
si peste hotare.

© Muzeul de Artd Vizuala Galati
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Alongside the painting and sculpture collections there
is a considerable collection of drawings and engravings
(Wanda Mihuleac, Marcel Chirnoagd, Mircia Dumitrescu,
Dan Erceanu, George Leolea etc.) and decorative art (Ana
Lupas, Serbana Dragoescu, Mimi Podeanu, Cela Neamtu,
Riti and Peter Iacobi, Serban Gabrea, Costel Badea, Radu
Tanasescu etc.).

Among the numerous donations the museum has re-
ceived from artists, three are especially notable: the "Idel
Ianchelevici” donation (Belgian sculptor born in Romania),
the "Georgeta and Constantin Ardamescu” donation (Amer-
ican painters born in Galati) and the “Roth-Ionescu” works
by Lola Schmierer Roth. Together, these donations contrib-
ute more than 400 artworks to the museum collection.

The museum organizes exhibitions, micro-exhibitions,
events (concerts, debates, conferences, art history lectures,
film screenings), artistic camps and programmes that pro-
mote the most significant trends in contemporary arts.
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MUZEUL DE ARTA IASI
ART MUSEUM IASI

9 Bd. Stefan cel Mare si Sfant 1, Iasi

|""""""’,l www.palatulculturii.ro

Muzeul de Artd Iasi, infiintat in 1860, face parte din Com-
plexului National Muzeal ,Moldova". Muzeul addposteste
una dintre cele mai insemnate colectii de opere de arta
din Romania, tezaurizand peste 10 000 de lucrari (pictu-
ra, graficd, sculpturd) care acopera cinci secole de istorie
romaneasca si europeand. Colectia cuprinde exponate
din arta universald (structurata pe scoli nationale: itali-
and, spaniold, flamanda-olandezd, germana, austriaca,
rusd, polonezd), arta modernd romaneasca (incepand cu
sfarsitul secolului al XVIII-lea, pand la perioada interbeli-
cd) si arta contemporand romaneasca (unde un loc special
a fost rezervat scolii iesene de arte plastice).

Partener incontestabil al creatiei contemporane, Mu-
zeul de Artd Iasi consacrd o atentie deosebita artistilor
plastici din noua generatie, prin organizarea a numeroase
expozitii si evenimente temporare, fiind un actor dinamic
in mediul cultural national si international, iar patrimo-
niul muzeului se Imbogdteste continuu, n special prin
donatii ale artistilor contemporani. Printre evenimente-
le care se desfasoara la Muzeul de Artda mentiondm Bie-
nala Internationald de Gravurad ,N-E Iasi-Chisinau”, care
reuneste la fiecare doianilucrdri de graficd din lumea largg,
incurajand creatia contemporand si mobilitatea artistica.

The Art Museum Iasi, founded in 1860, is currently part
of the “Moldova” National Museum Complex. It houses
one of the most significant art collections in Romania,
that totals more than 10,000 works (painting, engrav-
ings, sculpture) spanning five centuries of Romanian and
European art history. The permanent exhibition includes
world art (by schools: Italian, Spanish, Dutch-Flemish,
German, Austrian, Russian, Polish), Romanian modern
art (from late 18t century to the interwar period) and
Romanian contemporary art (with particular focus on the
Iasi school of art).

Undeniable partner to contemporary artistic creation,
the Iasi Art Museum places special emphasis on the new
generations of artists through numerous temporary exhi-
bitions and events and it plays an active role on the local
and international cultural scene. The museum collection
is enriched every year through donations from contem-
porary artists. Among the projects hosted by the museum
is the “N-E Iasi-Chisindu” International Printing Bien-
nale, which brings together artists from all over the world,
encouraging contemporary creation and artistic mobility.

© Muzeul de Artd Iasi
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MUZEUL JUDETEAN DE ARTA PRAHOVA
PRAHOVA COUNTY ART MUSEUM

9 B-dul Independentei 1, Ploiesti WWW yww.artmuseum.ro

Muzeul Judetean de Arta Prahova ,, Ion Ionescu-Quintus”
isi are originea in Pinacoteca Ploiesti, in 1931. In trece-
rea anilor numele sdu s-a schimbat, iar numele actual il
poartd din 2005 si reflecta faptul cd muzeul este gazduit
din 1969 in Palatul Ghitd Ionescu, denumit astfel dupa
tatdl lui Ion Ionescu-Quintus, iar colectia muzeului cu-
prinde donatii importante din partea familiei Quintus.

Muzeul are o colectie ce cuprinde artd romaneascd
din sec. al XIX-lea pand in prezent. Expunerea muzeala
constd intr-o expozitie de bazd, situatd la etaj, o trecere
in revistd a evolutiei artelor plastice, de la primitivi la con-
temporani, cu lucrdri din patrimoniul propriu. Parterul
este dedicat expozitiilor temporare, unde regasim nume
sonore contemporane romanesti: Horea Pastina, eveni-
mentul anului 2017, Stefan Ramniceanu, evenimentul
anului 2018, retrospectiva Dan Platon (2017) etc., dar si
artisti straini: Iurie Matei (Republica Moldova), Ammar
Alnahhas (Siria), precum si expozitii ce reflectd rezultate-
le colabordrilor artistice cu: India, Japonia, Mexic, Rusia,
Spania, Polonia, Germania, Franta, Belgia, Italia, Cehia,
Elvetia, Israel, Finlanda sau Ungaria.

Unul dintre cele mai de succes proiecte este Biena-
la Internationald de Gravurd Contemporana ,losif Iser”,
ajunsa la cea de a XIII-a editie 1n 2019, care aduna la fie-
care editieTnjur de 350 de participanti si 500 de lucrdri, o
buna parte dintre ele fiind donate muzeului. Acest fapt a

The “Ion Ionescu-Quintus” Prahova County Art Museum
originated in 1931 as the Ploiesti Pinacotheque. Over the
years the name has changed and the current name, that
dates from 2001, reflects both the fact that the museum
has been housed since 1969 in the Ghitd lonescu Palace, so
named after the father of Ion Ionescu-Quintus, and the fact
that the museum collection includes significant donations
made by the Quintus family.

The museum collection is made up of Romanian art
from the 19* century to the present day. The permanent ex-
hibition, made up of artworks from the museum collection,
is located on the top floor and spans the evolution of plastic
arts from the primitives to contemporary artists. The ground
floor is reserved for temporary exhibitions of well-known
Romanian contemporary artists: Horea Pastina (the event of
the year 2017), Stefan Ramniceanu (2018), the Dan Platon
retrospective (2017), as well as international artists: Iurie
Matei (Republic of Moldova), Ammar Alnahhas (Syria) or
exhibitions that sum up the results of international artistic
cooperation with India, Mexico, Russia, Poland, Germany,
France, Belgium, Italy, the Czech Republic, Switzerland,
Israel, Finland or Hungary.

One of the most successful projects of the museum is
the "Iosif Iser” International Contemporary Engraving Bien-
nale (13 editions by 2019) that brings together around 350
artists and 500 artworks, many of which are donated to the
museum. As a result, the museum collection has been con-

condus laimbogdtirea colectiei de graficad cu gravuri con-
temporane semnate de artisti din intreaga lume.

Muzeul sustine programe pentru copii, dar si pro-
grame destinate copiilor institutionalizati sau celor cu
deficiente de auz si de vaz, aldturi de parteneriate cu
institutii de fnvatdmant, constand in ateliere de educatie
plastica, prelegeri si vizite tematice.

M

siderably enriched with contemporary engravings and
prints.

The museum runs programmes for children, spe-
cial programmes from children in childcare institu-
tions, hearing- or sight-deprived children, as well as
partnerships with educational institutions consisting
in workshops, lectures and themed guided tours.

© Muzeul Judetean de Arta Prahova
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MUZEUL DE ARTA TULCEA
ART MUSEUM TULCEA

9 Grigore Antipa 2, Tulcea

Sectia de artd a Muzeului Delta Dundrii, infiintat in 1950
de Gavrila Simion, s-a conturat incepand cu anul 1972,
insd colectiile de arta au luat nastere inca din anii ‘50, fi-
ind constituite din lucrari ale unorimportanti artisti locali.
Anul 1957 marcheaza prima expozitie temporara de arta
plasticd, urmatd de achizitionarea lucrarilor expuse si de
formarea unui nucleu al viitoarei sectii de artd a muzeului.

Patrimoniul muzeului se imparte in sapte colectii:
picturd modernd si contemporand, sculpturd moderna si
contemporang, icoane secolele XVIII-XX, graficd moder-
na si contemporand, placi de gravura (colectie unicd in
tard), arta orientald secolele XVIII si XIX, artd decorativa
secolele XVIII-XX. Arta roméneasca este extrem de bine
reprezentatd, de lainceputurile picturii romanesti moder-
ne (Theodor Aman, Nicolae Grigorescu, Stefan Luchian si
Ion Andreescu), trecand prin pictura de lainceputul seco-
lului XX (Sava Hentia, Nicolae Vermont, Leon Biju, Octav
Bdncild si altii) si lumea pictorilor dobrogeni (Gheorghe
Sérbu, Vasile Pavlov, Constantin Artachino etc.). Arta in-
terbelica este reprezentata de lucrari semnate de Ghe.
Petrascu, Theodor Pallady si sculptorul Dimitrie Paciurea.
O sala este dedicata Grupului celor Patru: Nicolae Tonitza,
Francisc Sirato, Stefan Dimitrescu si Oscar Han. Lucrari de
Stefan Popescu, Cecilia Cutescu Storck, Jean Al. Steriadi,
Camil Ressu, losif Iser oferd o imagine a primei jumdtati
a secolului XX. Expozitia despre artele si influentele din
Dobrogea nu ar fi completd fara reprezentanti ai Scolii de

( '"""",i www.arta.muzeutulcea.ro / www.icemtl.ro

The Art Section of the Danube Delta Museum - established
in 1950 by Gavrila Simion - began to take shape in 1972,
but the art collections date back to the 1950s and were ini-
tially made up of works by important local painters. 1957
was the year of the first temporary art exhibition and the
artworks on display were purchased and went on to form the
basis of the future art section.

The patrimony of the museum is divided into seven col-
lections: modern and contemporary painting, modern and
contemporary sculpture, 18t-20% centuries icons, modern
and contemporary engraving, engraving plates (the only
collection of its kind in Romania), 18t"-19% centuries. Ori-
ental art, 18"-20t centuries decorative art. Romanian art
is very well represented, from the beginnings of modern
painting (Theodor Aman, Nicolae Grigorescu, Stefan Luchi-
an, Ion Andreescu) through early 20* century. (Sava Hentia,
Nicolae Vermont, Leon Biju, Octav Bancila et al.) and local
painters from Dobrogea (Gheorghe Sarbu, Vasile Pavlov,
Constantin Artachino etc,). Inter-war art is present through
works by Gheorghe Petrascu, Theodor Pallady and sculptor
Dimitrie Paciurea. One room is dedicated to the Group of
Four: Nicolae Tonitza, Francisc Sirato, Stefan Dimitrescu
and Oscar Han. Works by Stefan Popescu, Cecilia Cutescu
Storck, Jean Al. Steriadi, Camil Ressu, Iosif Iser give a taste
of the first half of the 20" century. An exhibition on art and
influences from Dobrogea would not be complete without
representatives of the Black Sea School: Petre Iorgulescu-

la Marea Neagrd: Petre Iorgulescu-Yor, Ion Theodorescu-Sion,
Max Wexler Arnold, Vasile Popescu si altii.

Un alt punct forte al muzeului este colectia de lucrdri ale
unora dintre cei mai mari artisti avangardisti: Victor Brauner,
Max Hermann Maxy, Corneliu Michailescu, Marcel Iancu,
Hans Mattis-Teutsch, Milita Patrascu, Ion Tuculescu, Sabin
Popp, Romulus Ladea. Colectia de 14 lucrari de pictura si grafi-
ca semnate de Victor Brauner este cea mai impresionanta din
tard.

Cea de-a doua jumatate a secolului XX este ilustratd de
capodopere semnate de Olga Greceanu, Margareta Sterian,
Lucia Demetriade Baldcescu, Dimitrie Ghiata si altii. La limi-
ta dintre modernism si arta contemporana, ii gasim, printre
altii, pe Corneliu Baba, Alexandru Ciucurencu, Ion Irimescu,
Henri H. Catargi si lon Jalea. Expunerea permanenta este in-
cheiatd de artistii romani contemporani: Teodor Hrib, Eugen
Craciun, Constantin Piliutd, Vladimir Setran, Viorel Margi-
nean, Eugen Ispir etc.

Parterul muzeului a gdzduit frecvent expozitii temporare,
fie ale artistilor contemporani, fie retrospective. De aseme-
nea, aici au avut loc mai multe bienale de arta nationale si
internationale. Campania ,Adopta o picturd” a fost lansata ca
un proiect pilot de strangere de fonduri destinate restaurd-
rii lucrdrilor reprezentative de artd moderna din patrimoniul
Muzeului de Artd Tulcea. Desfdsuratd intre anii 2016-2017,
prima editie s-a concretizat prin restaurarea a 12 lucrari.

M

Yor, Ion Theodorescu-Sion, Max Wexler Arnold, Vasile
Popescu et al.

A highlight of the museum is the collection of works
by some of the masters of the avant-garde: Victor Bra-
uner, Max Hermann Maxy, Corneliu Michailescu, Mar-
cel Iancu, Hans Mattis-Teutsch, Milita Patrascu, Ion
Tuculescu, Sabin Popp, Romulus Ladea. The 14 works
by Victor Brauner (paintings and engravings) constitute
the largest Brauner collection in the country.

The second half of the 20t century is illustrated
through masterpieces by Olga Greceanu, Margareta
Sterian, Lucia Demetriade Balacescu, Dimitrie Ghiatd
and others. At the border between modernism and
contemporary art we have, among others, Corneliu
Baba, Alexandru Ciucurencu, Ion Irimescu, Henri H. Ca-
targi and Ion Jalea. The permanent display is rounded
up by contemporary Romanian artists: Teodor Hrib, Eu-
gen Crdciun, Constantin Piliutd, Vladimir Setran, Viorel
Marginean, Eugen Ispir etc.

The ground floor has often been a space for tempo-
rary exhibitions, be they contemporary art or retrospec-
tives. The space has also hosted several national and
international art binnales. The Adopt a Painting cam-
paign, a fundraiser for the restoration of key works in the
museum's collection, ran between 2016-2017 and the
first edition resulted in 12 artworks being restored.

23J|N| BUY 3P [NZN\ ©
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MUZEUL DE ARTA RECENTA (MARe)
MUSEUM OF RECENT ART (MARe)

9 Primdverii 15, Bucuresti

| *W,i www.mare.ro

MARe (deschis n 2018) prezintad publicului peste 150
de opere, expuse intr-o cladire de 1200 m? desfdsuratd
pe cinci niveluri, dotata cu toate spatiile, echipamente-
le, serviciile, programele si cadrele de specialitate cerute
de exigentele muzeografice actuale. Conceput de YTAA
(Youssef Tohme Architects and Associates), muzeul
prezinta o colectie permanenta cu cele mai reprezenta-
tive lucrdri de artd romaneasca realizate din anii 1960
si pana astdzi. Dupd Muzeul SIMU (demolat in 1964,
n.ed.), MARe este primul muzeu privat de artd care se
deschide in Romania n ultimii 100 de ani, intr-o cladire
care i este dedicatd exclusiv, nu intr-o constructie oare-
care, convertita la sarcina de muzeu.

Prin accentul pe care-l pune pe arta romaneasca
produsa din anii '60 pana astazi, MARe ofera vizitatori-
lor o perspectivd criticd asupra riscurilor, a reusitelor si
a compromisurilor artistilor romani in timpul dictaturii
comuniste si dupé céderea regimului, in 1989. In iulie
1965, la cel de-al IX-lea Congres al PCR, ideologia ofi-
ciala s-a dezis de dogma realismului socialist in scopul
deaincuraja,diversitatea stilistica” in domeniul artelor,
dar fara a depdsi limitele impuse de regim. Din acel mo-
ment, artisti ignorati pana atunci, precum autodidactul
Ion Tuculescu au fost transformati in eroi si profeti ai
innoirii. Artistii mai tineri au preluat repede tehnicile
si mijloacele artei occidentale, de la abstractie si neo-
constructivism la fotorealism si de la performance la

MARe (established 2018) exhibits over 150 art works in
a 1200 sgm, five-storey building equipped with all the
services, spaces, programmes and specialists required
by today’s standards. Designed by YTAA (Youssef Tohme
Architects and Associates) the museum shows a perma-
nent collection with some of the most representative
Romanian artworks from the 1960s to the present day.
After the SIMU Museum (demolished in 1964 - edi-
tor's note) MARe is the first private art museum to open
in Romania during the last hundred years in a building
especially designed as a museum, not converted to this
function.

By focusing on Romanian art produced since the
1960s, MARe offers its visitors a critical point of view on
the achievements as well as compromises made by Ro-
manian artists under the communist dictatorship and
after the fall of the regime in 1989.In July 1965, on the
occasion of the 9" Congress of the Romanian Commu-
nist Party, official ideology broke away from the dogma
of socialist realism in order to encourage “stylistic di-
versity” in the field of arts while remaining within the
limits imposed by the regime. From that point on, previ-
ously ignored artists like the self-taught Tuculescu were
turned into heroes and prophets of renewal. Younger
artists were quick to adopt the means and techniques of
western art from abstract art and neoconstructivism to
photorealism and from performance to installation and

instalatii siland art. In expozitia permanent3 apar lucriri-
cheie de Ion Tuculescu, Andrei Cadere, Ion Grigorescu,
Paul Neagu, Stefan Bertalan, Nicolae Comdnescu, Roman
Cotosman, Pavel Ilie, Diet Sayler, Alexandru Chira, Horia
Bernea, Florin Mitroi, Marian Zidaru, loana Batranu, Vi-
oara Bara, Teodor Graur, Dan Perjovschi, Dumitru Gorzo,
Victor Man, Ecaterina Vrana, Vlad Nancd, Gili Mocanu,
Anca Muresan, Ovidiu Fenes, Cristina David, Ion Barla-
deanu si multi altii.

MARe organizeazd anual trei expozitii temporare
cu artd romaneascd si trei expozitii temporare cu artisti
strdini de importanta internationald. Dintre cele mai re-
cente expozitii amintim Marginali, izolati si exlusi in arta
romdneasca (2020, curator Erwin Kessler), Gregor Sch-
neider: Camere moarte/Dear Rooms (2020, curator Erwin
Kessler), GPS: Geometrii Post Sistem (2019, curatori Er-
win Kessler, Carola Chisiu, Dan Popescu).

Fugit de-acasd, Gorzo la MARe, 2020, foto: Silviu Dancu

V| A

land art. The permanent collection exhibits key-works by
Ion Tuculescu, Andrei Cddere, Ion Grigorescu, Paul Neagu,
Stefan Bertalan, Nicolae Comédnescu, Roman Cotosman,
Pavel Ilie, Diet Sayler, Alexandru Chira, Horia Bernea,
Florin Mitroi, Marian Zidaru, Ioana Batranu, Vioara Bara,
Teodor Graur, Dan Perjovschi, Dumitru Gorzo, Victor Man,
Ecaterina Vrana, Vlad Nancg, Gili Mocanu, Anca Muresan,
Ovidiu Fenes, Cristina David, Ion Barladeanu and many
others.

MARe has an annual frequency of three temporary
exhibitions of Romanian art and three temporary shows
exhibiting foreign artists. Among the most recent shows:
Marginals, Isolated and Excluded in Romanian Art (2020,
curator Erwin Kessler), Gregor Schneider: Camere moarte/
Dead Rooms (2020, curator Erwin Kessler), GPS: Ge-
ometrii Post Sistem (Post-System Geometries) (2019, cu-
rators Erwin Kessler, Carola Chisiu, Dan Popescu).

Fete de vis, 2019, foto: Adi Bulboaca
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ARCUB
ARCUB

9 Lipscani 84-90, Bucuresti

( *""“ www.arcub.ro

ARCUB - Centrul Cultural al Municipiului Bucuresti este
o institutie de culturd cu o experienta de peste 24 de ani
in promovarea culturii orasului Bucuresti in toate formele
sale de expresie artisticd. Inspirat si motivat de generozi-
tatea creativa si de viziunile artistice pe care le genereaza
un oras aflat intr-un continuu proces de inventare, ARCUB
este animat de dorinta de a crea un mediu cultural recep-
tiv tuturor formelor de artd si accesibil unui public cat mai
larg.

Infiintat in 1996 ca un centru cultural multidiscipli-
nar, ARCUB are misiunea de a reda identitatea culturala
complexa a orasului Bucuresti prin proiecte proprii, prin
parteneriate cu unele dintre cele mai importante institutii
de culturd locale, prin sustinerea sectorului cultural inde-
pendent.

In anul 2016, ARCUB initiaz& Programul Expozitional
de la Hanul Gabroveni si se pozitioneaza rapid ca unul
dintre cele mai importante spatii expozitionale de artd
contemporana din capitala. De la picturd la sculptura si
asamblaj video, performance sau tehnici mixte, pana la
seria de conferinte tematice ,,Ce punem in rama?", progra-
mul expozitional de la ARCUB a cdutat sa atinga subiecte
si forme de exprimare diverse, sa expuna atat artisti mai
putin cunoscuti, cat si consacrati, cu lucrdri din colectii
private pe care bucurestenii nu au ocazia sd le vadd in mu-
zee. Programul expozitional de la ARCUB a inclus expozitii
precum TZARA.DADA. etc., o celebrare a 100 de ani de da-

ARCUB - Bucharest Cultural Centre is an institution with
a 24 year experience in promoting the culture of the
capital city in all its forms. Inspired and motivated by the
creative generosity and the artistic vision generated by a
city thatis continuously reinventingitself, ARCUB strives
to build a cultural environment open to all forms of art
and accessible to an ever larger audience.

Established in 1996 as a multidisciplinary centre,
ARCUB had made it its mission to convey the complex
cultural identity of the city of Bucharest and this is
achieved through its own projects, through partnerships
with the most important local cultural institutions and
by offering support to the independent cultural sector.

In 2016 ARCUB launches the Exhibition Programme
at Hanul Gabroveni and rapidly makes its mark as one of
the most important exhibition spaces for contemporary
art in the city. From painting, sculpture and video as-
semblage to performance and mixed technique and the
debate series entitled “What shall we place in a frame?”,
the exhibition programme developped by ARCUB has
been trying to tackle the most diverse topics and expres-
sions, to show lesser known, as well as established art-
ists, and to exhibit artworks from rarely seen private col-
lections. It is worth mentioning the exhibitions TZARA.
DADA. etc., a Celebration of 100 Years of Dadaism (cura-
tor Erwin Kessler), Constantin Brancusi: the Man and the
Objects (curators Erwin Kessler and Doina Lemny), 30.

daism (curator Erwin Kessler), Constantin Brancusi: omul
si lucrurile (curatori Erwin Kessler si Doina Lemny), 30.
Artistul la treizeci de ani (curator Dan Popescu), Ucenicie
printre arte: colectionarul Sorin Costina si arta romaneasca
a anilor 1970-1990 si expozitii solo ale artistilor Dumitru
Gorzo, Rébert Kételes, Ana Banica.

Artistul la 30 de ani, foto: Daniel Oprea

The Artist at 30 (curator Dan Popescu), Apprenticeship
among The arts: Collector Sorin Costina and Romanian
Art of the 1970s-1990s as well as the solo Shows of Art-
ists Dumitru Gorzo, Rébert Kételes, Ana Banica.




MUZEUL NATIONAL COTROCENI
COTROCENI NATIONAL MUSEUM
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9 Geniului 1, Bucuresti ( *W,l www.muzeulcotroceni.ro

Ansamblul de la Cotroceni a fost, in cei peste 350 de ani
de existentd, manastire domneasca, resedinta prin-
ciard, palat regal si palat al pionierilor. Din 1990, in
spatiul nou al ansambluluiisi are sediul Administratia
Prezidentiald, iar din anul 1991, vechiul Palat a deve-
nit Muzeul National Cotroceni.

Prin activitatea sa si prin proiectele realizate, Mu-
zeul National Cotroceni se prezinta ca o institutie mo-
dernd, reusind sd se sincronizeze cu noile tendinte din
muzeologia contemporand, prezentand, in acelasi timp,
in mod autentic, identitatea istorica si actualitatea cul-
turald romaneascd. Pe langd expozitia permanents,
Muzeul National Cotroceni detine spatii expozitionale
destinate evenimentelor temporare: spatiile medievale
(pivnitele si cuhniile). Unul dintre proiectele de referinta
este Salonul Artelor Decorative, care sintetizeaza toate
manifestdrile sau proiectele relevante de peste anin do-
meniul artelor decorative.

Over more than 350 years the Cotroceni Ensemble has
been, in turn, a monastery, a princely residence, a royal
palace and the pioneers' palace. The new wing of the
Palace has been the seat of the Presidential Administra-
tion since 1990, while the old Palace became Cotroceni
National Museum in 1991.

Both its main activity as a museum and its projects
make up the picture of a modern institution in tune
with the latest trends in contemporary museum sci-
ence while at the same time staying true to the histori-
cal identity and Romanian cultural realities. Alongside
its permanent exhibition, Cotroceni National Museum
organizes temporary exhibitions and events in various
spaces (the medieval spaces particularly: the cellars and
the old kitchens). One of the most important projects is
the National Exhibition of Decorative Arts, a review of
the relevant projects and events organized over the pre-
vious year in the field of decorative arts.

Vernisaj Friedrich von Bomches, © Muzeul National Cotroceni

Expo Conexiuni Convergente, © Muzeul National Cotroceni




creart Gallery este unul dintre partenerii permanenti
ai Bucharest Biennale si Reforma Photo Days - Festival
de Fotografie Contemporana.

creart Gallery is one of the longtime partners of Bu-
charest Biennale and Reforma Photo Days - Contempo-
rary Photography Festival.

CREART
CREART

Seamless Affinities, installation & project realized in VR, Claudia Braileanu, work in progress, 2020

2
o
<
[32)
I
-
w
o
=
=
"]

9 Piata Alexandru Lahovari 7, Bucuresti

creart - Centrul de Creatie, Artd si Traditie este un ser-
viciu public aflat in subordinea Primariei Municipiului
Bucuresti, fiind succesorul Centrului de Conservare si
Valorificare a Traditiei si Creatiei Populare, infiintat in
1957. creart functioneaza sub aceasta titulatura din anul
2011 si are misiunea de a raspunde nevoilor culturale co-
munitare prin oferirea de produse si servicii culturale di-
verse: festivaluri nationale si internationale, concursuri,
expozitii, targuri, seminarii, concursuri de educatie civica,
ateliere de creatie.

GALERIA CREART

creart Gallery (curator sef Razvan Ion) s-a pozitionat ca
una dintre cele mai cunoscute galerii de artd contempo-
rana apartinand de o institutie publicd. Galeria este de-
dicata solo show-urilor artistilor romani si internationali,
precum si organizarii de dezbateri si conferinte impreuna
cu artistii si curatorii prezenti in expozitii.

Programul este constituit din expozitii utilizand medii
diferite, incercand sa promoveze excelenta in arta con-
temporana. Galeria se concentreaza, totodat3d, si pe me-
diile noi tehnologice utilizate in artd precum inteligenta
artificiald, blockchain, realitatea virtuald, realitatea augu-
mentatd etc. Dintre cele mai recente expozitii: Catalin Bur-
cea, Safety Rooms (2020), Adi Bulboaca, Staging the Stage
(2019), Andreea Chiricd, Inside Out (2019).

www - www.creart.ro / creartgallery.ro

creart - Centre for Creation, Art and Tradition is a pub-
lic service subordinated to the Bucharest City Hall and
is the successor of the Centre for the Conservation of
Tradition and Folk Art originally founded in 1957. creart
has been active under the new title since 2011, seeking
to answer the cultural needs of the community through
a varied cultural offer: local and international festivals,
exhibitions, fairs, civic education projects and creative
workshops.

CREART GALLERY

creart Gallery (chief curator Razvan Ion) has become one
of the best known contemporary art galleries function-
ing as part of a public institution. The gallery runs solo
shows of Romanian and international artists, as well as
debates and conferences involving the participating art-
ists and curators.

The exhibitions showcase different media in an at-
tempt to promote excellence in contemporary art. It
also focuses on the new technologies employed in
art, such as artificial intelligence, blockchain, virtual
reality, augmented reality etc. Among the most re-
cent shows: Catalin Burcea, Safety Rooms (2020), Adi
Bulboacd, Staging the Stage (2019), Andreea Chiricg,
Inside Out (2019).
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INSTITUTUL CULTURAL ROMAN

ROMANIAN CULTURAL INSTITUTE

9 Aleea Alexandru 38, Bucuresti WWW - \y\ww.icr.ro

Institutul Cultural Roman (ICR) este o institutie publi-
cd infiintatd in 2003 prin reorganizarea Fundatiei Cul-
turale Romane. Obiectivul principal al ICR este cresterea
vizibilitatii valorilor romanesti prin incurajarea dialogului si
a colabordrii intre comunitatea culturald si artistica roma-
neasca si cea internationald.

Proiectele ICR in domeniul artelor vizuale includ
expozitiile organizate la sediul propriu din Aleea Alexandru
38, cele din alte spatii din Bucuresti si din tard, proiectele
derulate de reprezentantele ICR din strdindtate, sprijini-
rea participarii artistilor sau galeriilor din Romania la eve-
nimente sau targuri de artd internationale. La acestea se
adauga co-organizarea participdrii romanesti la Bienala de
Artd de la Venetia.

ICR a derulat un intens program expozitional in spatiul
propriu al ICR intre 2006-2012, curatoriat de Tudor ]Jebe-
leanu. Dintre expozitiile notabile din acea perioadd amin-
tim Marin Gherasim (2007), George Tzipoia, (2009), Vladi-
mir Setran (2012).

Dintre proiectele importante mentiondm expozitiile
Culorile Avangardei. Arta in Roménia 1910-1950 (curator
Erwin Kessler), Cel ce se pedepseste singur — Stefan Berta-
lan, Florin Mitroi, Ion Grigorescu: arta si Roméania n anii
'‘80-'90 (curator Erwin Kessler), Colouring the Grey. Second
Wave of Romanian Contemporary Emerging Artists, in ca-
drul sectiunii ,Special Programs” a celei de IV-a editii a Bi-
enalei Internationale de Arta Contemporana de la Moscova

The Romanian Cultural Institute (ICR) is a publicinstitu-
tion established in 2003 following the reorganization of
the Romanian Cultural Foundation. The mission of the
Institute is to increase the visibility of Romanian values
and encourage dialogue and collaboration between the
Romanian and the international art scene.

Visual arts projects include exhibitions organized on
its own premises at 38 Aleea Alexandru as well as else-
where in Bucharest and around the country; the projects
run by the ICR branches throughout the world; support
for participation of Romanian artists and galleries at in-
ternational art fairs or events, as well as co-managing
the Romanian presence at the Venice Art Biennale.

An intense and coherent exhibition programme
hosted by the ICR main venue ran between 2006 and
2012 and was curated by Tudor Jebeleanu. Notable
exhibitions from that period include: Marin Gherasim
(2007), George Tzipoia (2009), Vladimir Setran (2012).

Noteworthy among the ICR's major projects are the
exhibitions Colours of the Avantgarde. Art in Romania
1910-1950 (curator Erwin Kessler), He Who Punishes
Himself: Stefan Bertalan, Florin Mitroi, Ion Grigorescu:
Art and Romania in the 80s and 90s (curator Erwin Kes-
sler), Colouring the Grey. Second Wave of Romanian Con-
temporary Emerging Artists (curator Cosmin Nasui), in
the ,Special Programs” section of the 4" Moscow Inter-
national Contemporary Art Biennale and, most recently,

(curator Cosmin Nasui) si, cel mai recent, o ampl3 retros-
pectivd Brancusi. Sublimarea formei (Bruxelles, in cadrul
Festivalului Europalia Romania, curator Doina Lemny).

ICR oferd anual doud burse ,,Constantin Brancusi”, adre-
sate artistilor plastici romani cu studii universitare de speci-
alitate incheiate si cu performante recunoscute in domeniu.
Prin acest program, artistilor li se ofera oportunitatea de a
lucra intr-un mediu artistic international si de a dezvolta
proiecte artistice in atelierul inchiriat de Romania la Cité In-
ternationale des Arts, Paris.

De-a lungul anilor, imediat dupd infiintarea ICR sute
de artisti, critici sau grupuri din domeniul artei plastice au
beneficiat de promovarea si de sprijinul ICR pentru partici-
parea la evenimente si programe internationale sau chiar a
unor expozitii organizate de ICR in straindtate. De aseme-
nea a fost facilitata participarea unor artisti din strainatate
la evenimente sau proiecte desfasurate in Romania.

TN 11 PUBR

the large Brancusi. Sublimation of Form retrospective
(Brussels, part of the Europalia International Festival,
curator Doina Lemny).

ICR grants two annual ,Constantin Brancusi”
scholarships for Romanian artists with a university
degree and notable accomplishments in the field. Art-
ists have the opportunity to work in an international
artistic environment and to develop projects in the
studios leased by the Romanian state at Cité Interna-
tionale des Arts, Paris.

Over the years, hundreds of artists, critics or organi-
zations have benefitted from promotion and received
support for participation at international programmes
and events or exhibitions organized by ICR abroad. The
presence of international artists at projects organized in
Romania has also been facilitated.

Expozitie Vladimir Setran, 2012, foto: Mihai Cratofil
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CENTRUL CULTURAL PALATELE BRANCOVENESTI
BRANCOVEANU PALACES CULTURAL CENTRE

9 Valea Parcului 1, Mogosoaia

Centrul Cultural ,Palatele Brancovenesti de la portile
Bucurestiului” este o institutie aflata in subordinea Consi-
liului General al Municipiului Bucuresti, care functioneaza
in Palatul Brancovenesc de la Mogosoaia, construit de Con-
stantin Brancoveanu la inceputul secolului al XVIII-lea si
restaurat de printesa Martha Bibescu in primele patru de-
cade ale secolului XX. Devenit monument istoric prin de-
cret regal in anul 1945, este trecut in proprietatea statului
roman prin legea nationalizérii. In perioada 1956-19771n
palat a functionat un muzeu de artd brancoveneascs, fili-
ala a actualului Muzeu National de Arta al Romaniei. Din
anul 2001, etajul adaposteste expozitia permanentd, con-
stituitd din piese care recreeazd atmosfera interioarelor
epocii brancovenesti.

Incepand cu anul 2001, Centrul Cultural Palate-
le Brancovenesti isi asuma un nou rol, deschizdndu-si
spatiile de la parter, cuhnie, foisor si ghetdrie pentru
expozitii temporare dedicate artei contemporane, astfel
promovarea si organizarea de expozitii de arta contempo-
rana devine parte a activitatii culturale a centrului, care isi
face astfel loc printre platformele culturale importante ale
Bucurestiului. Printre cele mai recente expozitii se numa-
rd Expansiuni la suprafatd, artisti Ilie Rusu si Constantin
Rusu (curator Horea Avram), Elevatio, artist Elena Scutaru
(curatori Adriana Oprea, Simona Vildu), Amprente, artist
Vladimir Cioroiu (curator Madélina Mirea).

|*"€; www.palatebrancovenesti.ro

"Brancoveanu Palaces at the Gates of Bucharest” Cul-
tural Centre is an institution under the authority of the
General Council of the City of Bucharest, located in the
Brancoveanu Palace in Mogosoaia built in early 18
century and restored in the first decades of the 20t cen-
tury. It became a historical monument by royal decree in
1945 and was later nationalized. Between 1956-1977
the palace hosted a museum specialized in Brancove-
anu-period art, a subsidiary of today’s National Art Mu-
seum. Since 2001 the upper stories have been housing
the permanent exhibition made up of pieces that recre-
ate the atmosphere of Brancoveanu-age interiors.

Starting with the year 2001, the Cultural Centre has
taken on a new role by opening the spaces located at
the ground level, the former kitchens, the ice house for
temporary exhibitions of contemporary art. Organizing
and promoting contemporary art exhibitions becomes
part of the centre’s activity, which thus turns into one of
Bucharest's prominent cultural platforms. Among the
most recent exhibitions: Expansiuni la suprafatd, artists
Ilie Rusu and Constantin Rusu (curator Horea Avram),
Elevatio, artist Elena Scutaru (curators Adriana Oprea,
Simona Vildu), Amprente, artist Vladimir Cioroiu (cura-
tor Madalina Mirea).

Expansiuni de suprafata

Ilie Rusu
Constantin Rusu

curator Horea Avram
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STATE OF THE ARTS

MUZEUL NATIONAL AL TARANULUI ROMAN
NATIONAL MUSEUM OF THE ROMANIAN PEASANT

9 Kiseleff 3, Bucuresti www \y\ww.muzeultaranuluiroman.ro

Muzeul National al Taranului Roman este o institutie
dedicata cunoasterii culturii traditionale din Romania.
Chiar dacd muzeul functioneazd de mai bine de un
secol, dupa nenumdrate transformari, inclusiv schim-
bari ale sediilor, conceptia privind expozitia permanenta
si expozitiile temporare ale acestuia s-au modificat, in-
cercand sa tind pasul cu schimbarile din societate, fard a
trdda misiunea sa originara.

De mai multi ani, Muzeul Taranului incearca sa se
pozitioneze drept un facilitator al dialogului intre arte si
culturi, gdzduind adeseori expozitii de arta contempora-
nd, romaneasca si strdind. Uneori, temele alese erau in-
spirate direct din patrimoniul cultural detinut de Muzeu
sau erau legate de cultura traditionald. Alteori, temele
erau complet inovatoare, nefiind, nicicum, corelate pa-
trimoniului cultural.

Vernisaj Constantin Pacea © MNTR

The National Museum of the Romanian Peasant is an in-
stitution dedicated to the knowledge of traditional culture
in Romania. Even if the museum has been in existence for
over a century and has been through countless transfor-
mations, including changes of venue, the concept behind
its permanent and temporary exhibitions had been adjus-
ted, in tune with social changes, always staying true to the
original mission of the museum.

For several years the Peasant’s Museum had been po-
sitioning itself as a facilitator of dialogue between cultu-
res, often hosting contemporary art exhibitions, Romanian
andinternational. Sometimes the themes were directly in-
spired by the museum'’s collection or had to do with tra-
ditional culture. On other occasions the exhibitions were
centred on completely new themes, with no connection
whatever to cultural heritage.

Conexiune in Brahma, 2019 © MNTR

Tonitza 70, 2019
© MNTR




2
o
<
[32)
I
-
w
o
e
=
"]

418GALLERY
418GALLERY

° Strada Portului 68, Cetate lm'l www.418gallery.com

418GALLERY a fost fondata in 2008 la Bucuresti de Dr.
Joana Grevers, istoric de artd, si Guy K. Williamson, om de
afaceri si colectionar de artd american. In 2017 s-a des-
chis si o sucursala la Miinchen. Tot din 2017, galeria isi
are sediul central in Cetate, devenind astfel prima gale-
rie rurald din Romania. Cetate are un spatiu de expozitie
generos si multiple ateliere de lucru pentru artistii de
varf, care pot experimenta liber cu medii diverse precum
instalatie, sculpturd, artd cineticd si land-art.

Galeria este dedicatd atat promovdrii artistilor tineri,
emergenti, cat si avangardei romanesti si est-europene
din anii '60 si '70. Cativa artisti au creat artd abstractd
in spatele Cortinei de Fier, iar 418GALLERY si-a facut o
misiune din a-i promova in afara tarii. Dintre evenimen-
tele notabile la care 418GALLERY a fost promotoare este
expozitia Abstract Expressionism Behind the Iron Curtain
de la Pollock-Krasner House and Study Center, din anul
2017.

Din 2008, 418GALLERY & Fundatia Joana Grevers or-
ganizeazd in fiecare vard o rezidenta de sculpturd, iar par-
cul de sculpturd Cetate Arts Danube a fost creat de artistii
invitati de-a lungul anilor.

418GALLERY was founded in Bucharest in 2008 by Dr Jo-
ana Grevers, an art historian born in Romania, and Guy K.
Williamson, an American businessman and art collector.
In 2017 the gallery opened a branch office in Munich. In
the same year, it moved its headquarters to Cetate, Dolj
Country, thus becoming the first rural gallery in Romania.
There is a generous exhibition space at Cetate, as well as
numerous studios for our young cutting-edge artists, who
are free to experiment with different media such as instal-
lations, sculpture, kineticart and land art.

The Gallery is dedicated both to promoting young,
emerging artists and to showcasing the Romanian and
Eastern European avant-garde of the 60s and the 70s.
There were a few artists who created abstract art behind
the Iron Curtain and 418GALLERY has made it its mission
to promote them internationally. Abstract Expressionism
Behind the Iron Courtain at the Pollock-Krasner House and
Study Center (2017) is one of the most important exhibi-
tions initiated by the gallery.

Since 2008 418GALLERY & Joana Grevers Foundation
have been organizing annual sculpture residencies and the
sculpture park at Cetate Arts Danube was created over the
years by the participating artists.

© 418GALLERY
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ANCA POTERASU GALLERY
ANCA POTERASU GALLERY

° Popa Soare 26, Bucuresti lm'l www.ancapoterasu.com

Galeria Anca Poterasu este o galerie de artd contempo-
rana din Bucuresti, fondatd in 2011 intr-o casd de patri-
moniu de pe strada Plantelor. In 2019 s-a mutat la actu-
ala adresd din strada Popa Soare, pdstrandu-si identita-
tea istoricd si devenind un reperin zona centrului vechi.

Galeria promoveaza portofoliile a cincisprezece
artisti din zone diferite ale Romaniei prin participarea
la targuri internationale de renume, printre care Paris
Photo, Artissima, Arco Madrid si NADA Miami din State-
le Unite. Oportunitatile pe care galeria le oferd artistilor
sdi se subsumeazad eforturilor de a construi impreund o
scend de artd contemporana si o piata locald pentru dez-
voltarea artistilor indiferent de mediile in care lucreaza.

Galeria reprezinta urmatorii artisti Matei Bejena-
ru, Decebal Scriba, Aurora Kiraly, Belu-Simion Fdina-
ru, Doina Simionescu, Iulian Bisericaru, Daniel Djamo,
Sebastian Hosu, Zoltan Bela, Stoyan Dechev, Olivia
Mihdltianu, Larisa Crunteanu, Adelina Ivan, Megan Do-
minescu, Dragos Badita.

Din 2015, Galeria Anca Poterasu deruleaza ala-
turi de ARAC (Asociatia Roméana de Artd Contempo-
rand) programe de rezidentd pentru curatori si artisti
internationali, sprijinind astfel dialogul international.

In urmatorii doi ani se va desfésura in parteneriat
cu Rezidenta ARTAK350 din Islanda un proiect de an-
vergurd destinat extinderii publicului local de artd con-
temporana printr-o serie de evenimente si rezidente ar-

Anca Poterasu Gallery is a contemporary art gallery in Bu-
charest, founded in 2011, initially in a historic house on
Plantelor Street. In 2019 it relocated to its current address
while preserving its historical identity and thus becoming a
landmark in the old city centre.

The gallery represents fifteen artists from around Roma-
nia and promotes them through participation at prominent
international art fairs, such as Paris Photo, Artissima, Arco
Madrid and NADA Miami. The oportunities thus offered to
the gallery artists are only part of the joint efforts to create a
local contemporary art scene and to build a local market for
artists regardless of their media of choice.

The artists represented by the gallery are Matei Beje-
naru, Decebal Scriba, Aurora Kiraly, Belu-Simion Fdinaru,
Doina Simionescu, Iulian Bisericaru, Daniel Djamo, Sebas-
tian Hosu, Zoltan Bela, Stoyan Dechev, Olivia Mihaltianu,
Larisa Crunteanu, Adelina Ivan, Megan Dominescu, Dragos
Badita.

Since 2015 Anca Poterasu Gallery, in collaboration with
the Romanian Contemporary Art Association (ARAC), has
been running residency programmes for international art-
ists and curators, fostering international dialogue.

Over the next two years the gallery will run an ample
project together with the ARTAK350 Residency in Iceland,
meant to expand the local public interested in contempo-
rary art through a number of events and residencies. Start-
ing from topics like climate change, economic and war-de-

tistice. Avand ca principale teme schimbarile climatice,
migratia economicd si de razboi, noile tehnologii, pro-
iectul vizeazd generarea unui dialog despre evolutiile so-
ciale si perceptia lor la nivel global. Proiectul se va finaliza
cu o expozitie a publicului, un proiect-pilot, in premierd
in Romania, care implica direct contributia publicului
bucurestean in selectia lucrarilor de artad din portofoliul
galeriei in urma unei campanii de constientizare.

In the Eye of the Storm, 2019, © Anca Poterasu Gallery

=

termined migration and new technologies, the project seeks
to generate dialogue on social evolutions and the way they
are perceived globally. The project will conclude with a pub-
lic's exhibition, a pilot project and a first in Romania. Follow-
ing an awareness campaign, the gallerygoers in Bucharest
will be directly involved in selecting the artworks for the gal-
lery portfolio.
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ANDREIANA MIHAIL GALLERY

www www.andreianamihail.com

Deschisd in noiembrie 2006, Galeria Andreiana Mihail
a urmdrit inca de la inceput crearea unui program care
sd includd in principal artisti romani tineri, dar si artisti
internationali la inceput de cariera. In cei aproape zece
ani de functionare, galeria a organizat in jur de 40 de
expozitii cu artistii galeriei sau cu artisti invitati si a par-
ticipat la 24 de targuri internationale de artd. In 2008,
Galeria Andreiana Mihail a fost prima galerie din Roma-
nia admisa la Art Basel, unde a prezentat proiectul Auto
da Fe al artistului Ciprian Muresan.

Printre artistii reprezentati s-au numadrat: Cipri-
an Muresan, Ion Grigorescu, Adrian Ghenie, Mona
Vatamanu si Florin Tudor, Matei Bejenaru, Katerina
Drzkova, Stefan Savu, Tom Chamberlain, Alexandra
Croitoru, Rézvan Botis, Philip Patkowitsch, Adi Matei,
Mihai Iepure Gorsky, Edi Constantin sau Cristi Pogdcean.

In expozitiile galeriei au fost invitati artisti ca: Mircea
Cantor, Tessa Farmer, Hideko Inoue, Gabriela Vanga,
Cristian Alexa, Duo Van der Mixt, Andreea Faciu, Cristian
Rusu, Matei Lazarescu.

Prezentarile galeriei au fost remarcate in articole
principale de jurnalisti de la New York Times (Holland
Cotter, castigdtor al Premiului Pulitzer), Financial Times,
London Times, The Guardian, Frankfurter Allgemeine
Zeitung etc.

Opened in November 2006, Andreiana Mihail Gallery set
out from the very start to create a programme that included
emerging artists - mostly Romanian, but also international.
During its ten years existence the Gallery organized around
40 exhibitions, showing the Gallery’s own artists or invited
artists and was present at 24 international art fairs. In 2008
Andreiana Mihail was the first Romanian gallery to be ad-
mitted at Art Basel with the project Auto da Fe by artists
Ciprian Muresan.

Among the artists represented by the gallery over the
years are Ciprian Muresan, Ion Grigorescu, Adrian Ghenie,
Mona Vatamanu and Florin Tudor, Matei Bejenaru, Kat-
erina Drzkova, Stefan Savu, Tom Chamberlain, Alexandra
Croitoru, Razvan Botis, Philip Patkowitsch, Adi Matei, Mihai
Iepure Gorsky, Edi Constantin or Cristi Pogdcean.

The Gallery also exhibited invited artists such as Mircea
Cantor, Tessa Farmer, Hideko Inoue, Gabriela Vanga,
Cristian Alexa, Duo Van der Mixt, Andreea Faciu, Cristian
Rusu, Matei Lazarescu.

The Gallery's presentations at art fairs were noticed and
written about by journalists from New York Times (Pulitzer
Prize winner Holland Cotter), Financial Times, London Times,
The Guardian, Frankfurter Allgemeine Zeitung etc.
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ANNART GALLERY
ANNART GALLERY

9 Andrei Muresanu 1, Bucuresti lm'l www.annartgallery.ro

Galeria AnnArt, infiintatd in 2011, este sustinutd in-
tegral din fonduri private si, pe parcursul celor aproape
zece ani de functionare neintreruptd, s-a constituit ca un
reper de bund practica atat pentru artisti, cat si pentru
colectionari si publicul avizat. Portofoliul sdu reuneste
nume de prim rang ale artei contemporane, ca Sorin Ilfo-
veanu, Stefan Caltia, Vladimir Setran, Francisc Chiuariu,
Florica Prevenda, Dorin Cretu sau Gheorghe Fiki, alaturi
de artisti tineri valorosi intre care Constantin Rusu, Maia
Oprea, Ioana Nicoard, Claudiu Lazar, Andrei Tudoran sau
Andreea Albani.

AnnArt publicd, sub sigla proprie, cataloage de artist,
ce seregdsescin reteaua Humanitas; acorda o bursa anu-
ala pentru tineri; participa ca interlocutor pe teme legate
de piata de arta in publicatii si emisiuni de specialitate
si lifestyle - revista Arta, Forbes, Adevarul, Igloo, Viata
Romaneascd, Alist, Harper's Bazaar, life.ro, Zebra/RFI,
Radio Romania Cultural. Participd la targuri si expozitii
internationale de artd - Vienna Contemporary, ArtSafari,
ArtLondon 15, Nicosia/Cipru, Marea Britanie, in parte-
neriat cu Institutul Cultural Roman, Muzeul Taranului
Roman sau Ministerul de Externe.

AnnArt Gallery, founded 2011, is supported exclussively
through private funding and has made a name for itself,
over almost ten years' uninterrupted activity, as a best prac-
tice example both for the artists and for the collectors and
informed public. The gallery portfolio includes prominent
representatives of contemporary art such as Sorin Ilfoveanu,
Stefan Caltia, Vladimir Setran, Francisc Chiuariu, Florica
Prevenda, Dorin Cretu or Gheorghe Fiki, alongside promis-
ing young artists like Constantin Rusu, Maia Oprea, loana
Nicoara, Claudiu Lazar, Andrei Tudoran or Andreea Albani.

AnnArt publishes art catalogues, available in the Hu-
manitas bookshops; it offers an annual stipendium for
young artists; is a frequent participant in debates on top-
ics related to the art market in art or lifestyle publications
and on radio shows: Arta Magazine, Forbes, Adevdrul, Igloo,
Viata Roméneascd, Alist, Harper’s Bazaar, life.ro, Zebra/RFI,
Radio Romania Cultural. The gallery participates in interna-
tional art fairs and shows: Vienna Contemporary, ArtSafari,
ArtLondon 15, Nicosia/Cyprus, Great Britain, in partnership
with the Romanian Cultural Institute, the Romanian Peasant'’s
Museum or the Ministry of Foreign Affairs.

© Galeria AnnArt
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ARTHALLE GALLERY
ARTHALLE GALLERY

9 Washington 18, Bucuresti lm'l www.arthalle.com

Un spatiu inedit, dedicat in exclusivitate artei contempo-
rane, Galeria ARTHALLE are ca scop principal sa incuraje-
ze pasiunea, aprecierea pentruarta contemporand, dar si
achizitia.

Localizatd n centrul Bucurestiului, galeria propune o
agendd riguroasd de evenimente, cu cel putin opt expozitii
anuale ale artistilor manageriati, care se constituie in de-
mersul curatorial principal. Intentia noastra este de a ex-
pune deopotriva artisti consacrati, cat si emergenti, atat
romani, cat si stréini. In perspectivé, oferta va fi comple-
tatd de cursuri de artd, prelegeri si ateliere destinate atat
artistilor, cat siiubitorilor de artd.

Vliziunea galeriei este promovarea libertatii de expresie
a artistilor, prin expunerea acestora intr-un cadru propice
atat lor, cat si colectionarilor. Dezvoltarea unui mediu ac-
tiv si creativ consolidazd misiunea ARTHALLE de a-si crea
o identitate bazata pe ideea unui ,acum” exigent, elibe-
rat paradoxal de canonul rigid al cerintelor temporale si
spatiale, dar sensibil in permanentad la relatia de evolutie
continuad dintre artd si publicul tot mai avizat si mai curios.

Pe méasura ce fiecare artist continua sa-si rafineze per-
sonalitatea artistica, evolueaza si colectia de idei, care ge-
nereaza o crestere exponentiald a impactului.

In plus fatd de programul de expozitii, ARTHALLE pune
mare pret pe sprijinirea artistilor prin inlesnirea dialogului
si a relatiei cu institutii publice, organizatiiprivate, muzee
si entitdti care comisioneaza lucrari.

Aunique space dedicated to contemporary art. ARTHALLE
Gallery is entirely devoted to contemporary art. Our main
goal is to encourage the love, appreciation and collecting
of contemporary art.

The gallery, located in the heart of Bucharest, will
maintain a rigorous exhibition schedule that features
more than 8 rotating exhibitions by our artists each year.
Exhibitions are the largest part of what we offer and our
ambition is to show well-known national and internation-
al artists, as well as emerging artists, but we also plan to
offer art courses, lectures and workshops for both artists
and art lovers.

It is the Gallery's vision to sustain the artists’ freedom
of expression by exhibiting them in a setting that is fertile
for the artist and the collector alike. The robust nurturing
of an active creative environment solidifies ARTHALLE's
mission to start building an identity centered on the idea
of an exigent ‘now’, paradoxically freed from a rigid canon
of spatial and temporal demands, but always sensitive to
an ever-evolving dynamic between artand an increasingly
educated and inquisitive public. As each artist continues
to refine their voice, the expanding collection of ideas
evolves, exponentially multiplying its reach.

Alongside its internal programming, ARTHALLE places
greatimportance on supporting the artists through foster-
ing dialogue and relationships with publicinstitutions, pri-
vate foundations, museums, and commissioning bodies.

(English version by ARTHALLE)

Icons of Utopia, Andrei Ciurdarescu, 2019, @ ARTHALLE
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BORDERLINE ART SPACE
BORDERLINE ART SPACE

° Belvedere 18, Iasi lm'l www.borderlinespace.com

Borderline Art Space (Iasi) este o galerie de arta infiintata
in 2015 care promoveazd arta contemporana produsa in
diverse situatii sociale, politice si de granitd si creeazd
discurs critic despre problematici prezente si poetice.
Borderline Art Space este interesat sd expuna atat artisti
emergenti, catsiartisti cu o practica deja recunoscuta si, in
timp ce contribuie la dezvoltarea structurii institutionale
artistice, isi asuma, de asemenea, angajamentul pen-
tru un rol educational. In acest scop, organizdm anual o
expozitie cu cele mai interesante lucrdri ale absolventilor
facultdtilor de arte din tard, dar si expozitii nationale cu
artisti internationali sau validati deja de institutiile din
lumea artei.

Printre artistii care au expus la Borderline Art Space
se numadra: Dan Acostioaei, Ana Adam, Dragos Alexan-
drescu, Delia Andries, Liliana Basarab, Vusi Beauchamp
(Africa de Sud), Lucian Bran, Lucian Bruma, Mircea But,
Ciprian Ciuclea, Stefan Constantinescu, Suzana Dan,
Juliane Eirich (Germania), Gregor Eldarb (Polonia/Sue-
dia), Tatiana Fiodorova (Republica Moldova), Igor Grubi¢
(Croatia), Silvia Hell (Italia), Iosif Kiraly, LOLO & SOSAKU
(Argentina/ Japonia), Bergthor Morthens (Islanda), An-
drei Nacu, Dan Perjovschi, Pusha Petrov, Erminia PIU, Pa-
tricia Rodas (Finlanda), Catélin Rulea, Roxana Savin, Ka-
trin Streicher (Germania), Mihail Trifan, Jeannette Unite
(Africa de Sud), Andrei Venghiac, Mihai Verestiuc.

Borderline Art Space is an art gallery in Iasi that promotes
contemporary art produced in various social, political and
borderline contexts and generates a critical discourse on
current and poetic issues. Borderline Art Space is inter-
ested in exhibiting both emergent and established artists
and, while contributing to the development of an insti-
tutional artistic structure, takes on an educational role as
well. To this end, the gallery puts up an annual exhibition
showcasing the most representative works of art univer-
sity graduates from around the country, alongside exhi-
bitions showing international artists or local artists that
already enjoy recognition by art institutions.

Among the artists who have shown their works at
Borderline Art Space are Dan Acostioaei, Ana Adam,
Dragos Alexandrescu, Delia Andries, Liliana Basar-
ab, Vusi Beauchamp (South Africa), Lucian Bran, Lu-
cian Bruma, Mircea But, Ciprian Ciuclea, Stefan Con-
stantinescu, Suzana Dan, ]Juliane Eirich (Germany),
Gregor Eldarb (Poland/Sweden), Tatiana Fiodorova
(Republic of Moldova), Igor Grubi¢ (Croatia), Silvia Hell
(Italy), Iosif Kiraly, LOLO & SOSAKU (Argentina/Japan),
Bergthor Morthens (Iceland), Andrei Nacu, Dan Perjovs-
chi, Pusha Petrov, Erminia PIU, Patricia Rodas (Finland),
Catalin Rulea, Roxana Savin, Katrin Streicher (Germa-
ny), Mihail Trifan, Jeannette Unite (South Africa), An-
drei Venghiac, Mihai Verestiuc.

foto: Sanziana Cetera, Robert Boeriu
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ELITE ART GALLERY
ELITE ART GALLERY

° Piata Natiunilor Unite 3-5, Bucuresti lm'l www.eliteart-gallery.com

Elite Art Gallery debuteazd in anul 2003 sub egida
Asociatiei Elite Art Club UNESCO cu proiectul de pionierat
intitulat , Pictori de azi la Balcic”, devenit concept curatori-
al cu notorietate datoritd consecventei si calitatii dovedite
de-a lungul anilor. Traditia de saptesprezece ani a taberei
a reunit artisti din diferite generatii si a motivat deschide-
rea unui spatiu dedicat expozitiilor de arta contemporana.
In aceste conditii, proiectul a devenit elementul cataliza-
torin mecanismul de functionare al galeriei, concentrat pe
promovarea artei si a valorilor specifice culturii romanesti
prin sprijinirea tinerilor artisti si prin actiuni de recuperare
a patrimoniului. Activitatea se adreseaza mediului de afa-
ceri si lumii culturale in acelasi timp si este orientata spre
valorile de excelenta si profesionalism.

Prin intermediul galeriei s-a initiat un program com-
plex de promovare a artistilor plastici contemporani,
care a presupus fixarea unui calendar cultural pe termen
lung menit sd organizeze expozitii in sediul propriu, n
cadrul evenimentelor externe sau in spatii alternative.
Prin eforturile asociatiei, artistii au fost inclusi in nume-
roase proiecte culturale desfasurate pe plan national si
international. Tot in vederea sustinerii sectorului artistic
a fost realizat un site de specialitate (www.eliteart-gallery.
com) si un magazin online (www.weshopart.ro).

Sustinutd exclusiv din fonduri private, galeria a expus
pana in prezent peste 250 de artisti romani, printre care
se numard Constantin Flondor, Horea Pastina, Mihai Sar-

Elite Art Gallery made its debut in 2003 under the um-
brella of the Elite Art Club UNESCO Association, with the
pioneering project entitled “Today's Painters in Balcic.”
Its consistent approach and undeniable quality over the
years turned the project into a well-known curatorial
concept. Over seventeen years the creative retreat has
brought together artists from various generations and
prompted the creation of a space for contemporary art
exhibitions. Thus, the project became the catalyst of
the gallery, which focused on promoting Romanian art
and cultural values by supporting young artists and the
recovery of cultural heritage. The gallery addresses both
the business and the cultural environment and is driven
by excellence and professionalism.

Through the gallery, a complex programme meant
to promote contemporary artists was set in motion, that
involved a long-term agenda of exhibitions on the gal-
lery's own premises, at different other venues as well as
in alternative spaces. The association made it possible
for numerous artists to be involved in local and inter-
national projects. A website (www.eliteart-gallery.com)
and an online shop (www.weshopart.ro) complement
these efforts.

The gallery, which is exclussively privately funded,
has exhibited over 250 Romanian artists to date, among
which Constantin Flondor, Horea Pastina, Mihai Sar-
bulescu, Ion Grigorescu, Christian Paraschiv, Ilie Boca,

bulescu, Ion Grigorescu, Christian Paraschiv, Ilie Boca,
Corneliu Vasilescu, Maurice Novac, George Mircea, Fran-
cisc Chiuariu, Florian Lucan, Suzana Dan, Roman Tolici
sau Felix Aftene.

foto: Cristian Nistor
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Corneliu Vasilescu, Maurice Novac, George Mircea, Fran-
cisc Chiuariu, Florian Lucan, Suzana Dan, Roman Tolici
and Felix Aftene.
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GAEP
GAEP

9 Plantelor 50, Bucuresti ( *W,i www.gaepgallery.com

Gaep este o galerie de artd contemporana cu un program vi-
brant de expozitii ce prezinta lucrarile unorartisti consacrati
sau in curs de afirmare. Fondatd de Andrei Breahnd (gale-
rist si manager cultural) si Raluca Soaita (arhitectd), galeria
s-a numitinitial EASTWARDS PROSPECTUS, iar activitatea
s-a axat pe prezentarea unor practici artistice din Europa
de Est. In 2019 si-a schimbat numele in Gaep pentru a
reflecta noul caracter international al programului sau,
un rezultat al conexiunilor stabilite n timp cu scena ar-
tisticd internationald. Actualul program cuprinde practici
artistice ce reflectd diferite contexte sociopolitice si pozitii
generationale, intr-o incercare de a transcende granitele
stabilite si de a circula lucrari de arta si idei in noi moduri.
Galeria i reprezinta pe Razvan Anton, Pavel Brdila, Vlatka
Horvat, IStvan ISt Huzjan, Sebastian Moldovan, Damir
Ocko, Raluca Popa, Marilena Preda Sanc si colaboreaza cu
Radu Cioca, Felipe Cohen, Zeljko Jerman, Tania Mouraud,
Mircea Stdnescu siIgnacio Uriarte.

In decurs de sase ani, Gaep a prezentat 28 de expozitii
in Bucuresti, intr-un demers constant de a aduce in fata
publicului lucrari ale artistilor galeriei sau ale unor artisti
invitati, multi dintre ei expusi astfel pentru prima oard in
Romania. In plus, printr-o interventie urband desfisurat
in 2016 simultan pe 100 de billboarduri, arta Taniei Mo-
uraud a ajuns in noua orase din tara. lar prin participarea
la 22 de targuri internationale, printre care Artissima,
ARCOmadrid, Art Brussels, miart si LOOP Barcelona, Gaep

Gaep is a contemporary art gallery with a vibrant exhibi-
tions programme featuring the work of established and
emerging artists. Founded by Andrei Breahna (gallerist
and cultural manager) and Raluca Soaita (architect), it
was initially called EASTWARDS PROSPECTUS and focused
on artistic practices from Eastern Europe. In 2019, it
changed its nameinto Gaep to become consistent with the
new international nature of the programme, a result of the
connections established over time with the international
world of contemporary art. The current programme in-
cludes artistic practices that reflect various socio-political
contexts and different generational positions, in an attempt
to transcend established borders and circulate artworks
and ideas in new ways. The gallery represents eight artists
- Rézvan Anton, Pavel Brdila, Vlatka Horvat, IStvan ISt
Huzjan, Sebastian Moldovan, Damir Ocko, Raluca Popa,
Marilena Preda Sanc - and collaborates with other six -
Radu Cioca, Felipe Cohen, Zeljko Jerman, Tania Mouraud,
Mircea Stdnescu, Ignacio Uriarte.

Over a span of six years, Gaep presented 28 exhibi-
tions, showcasing new artworks and introducing artists
that had never before been shown in Bucharest. In 2016,
alarge-scale urbanintervention staged simultaneously on
100 billboards brought the work of Tania Mouraud to nine
Romanian cities. And by being present at 22 international
art fairs, such as Artissima, ARCOmadrid, Art Brussels, mi-
art and LOOP Barcelona, Gaep connected the local scene

a conectat scena de artd locala cu publicul international
pasionat de artd contemporand. Doud dintre aces-
te participdri au fost premiate: Premiul Opening
la ARCOmadrid 2019, cu o prezentare solo IStvan ISt
Huzjan, si Mentiunea speciald Sardi per ['arte in cadrul
sectiunii Back to the Future la Artissima 2017, cu o pre-
zentare solo Marilena Preda Sanc.

Pear Fate Meter, 2020, foto: Damir OCko

to an international audience of art enthusiasts. Two of
these participations were award-winning: Opening Prize
at ARCOmadrid 2019, with a solo presentation of IStvan
ISt Huzjan, and Sardi per I'arte Special Mention of the
Back to the Future Section at Artissima 2017, with a solo
presentation of Marilena Preda Sanc.
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GALATECA
GALATECA

° C.A. Rosetti 2-4, Bucuresti

( W*,l www.galateca.ro

O galerie de arta contemporand si design creata in anul
2012. Un proiect in evolutie, multidisciplinar, a carui ra-
ddcind s-a ancorat in traditia cladirii la parterul cdreia se
afld: Biblioteca Centrald Universitara Carol I, dar si intr-o
puternicd legdtura cu fenomenul cultural contemporan,
fiind prima galerie premiatd la Anuala de Arhitectura
din Romania (cu proiectul semnat de arh. Radu Tea-
cd). Galateca a dezvoltat sute de programe si proiecte
nationale siinternationale, a explorat multiplele teritorii
siforme de exprimare artisticd: de la benzi desenate la
artd video; de la picturd si desene la instalatii si arta
performativd; de la festivaluri la participari la targuri
nationale siinternationale, workshopuri, cursuri, eve-
nimente; de la artisti straini la artisti romani contem-
porani cu succes n strdindtate care au creat proiecte
multidisciplinare in colaborare cu Galateca. Evenimente
inedite au transformat spatiul galeriei in sald de teatru,
de concert sau in scena de dans si performance. Galateca
si-a asumat o strategie coerentd de promovare a valorilor
romanesti prin programele Romanian Art Energy si Ma-
iastra, precum si doud directii definitorii pentru spiritul
Galateca: designul si arta contemporand internationala.
Galeria a dezvoltat zeci de colaborari internationale,
parteneriate culturale de anvergurd, proiectele sale au
depasit spatiul galeriei (Arta la Intrare, Inside/Outside
sau Miiastra). In strategia curatorialé au fost incluse pro-
iecte si programe special destinate studentilor si artistilor

Contemporary art and design gallery since 2012. A con-
tinuously evolving, multidisciplinary project whose roots
are deeply anchored in the tradition of the building hous-
ing it —= The Carol I Central University Library, but also
closely connected to the European cultural phenomenon,
being the first gallery to be awarded a prize at the Roma-
nian Architecture Annual (architect Radu Teaca's design).
Galateca initiated hundreds of national and international
programmes and has explored all forms of artistic expres-
sion: from comics to video art; from painting and draw-
ing to installations and performing arts; from festivals to
participations at international art fairs, workshops, and
events; from international artists to contemporary Roma-
nian artists successful abroad who developed projects to-
gether with Galateca. Imaginative events have turned the
gallery space into a theatre venue, a concert hall or dance
and performance stage. Galateca took on a coherent strat-
egy of promoting Romanian values through programmes
like Romanian Art Energy and Mdiastra, as well as through
the two priorities that define the spirit of Galateca: design
and international contemporary art.

The gallery has been involved in dozens of internation-
al collaborations, large-scale cultural partnerships and its
projects have spread far beyond the physical space of the
gallery (Art at the Gates, Inside/Outside or Mdiastra). The
curatorial strategy involved programmes especially tar-
geted to students and emerging artists and young creators

emergenti, sunt sustinuti creatorii tineri prin concepte
expozitionale precum Grafica Tandra sau Supermarketul
deartd. Lainceputul anului 2013 s-a lansat NeoGalateca,
spatiu ce completeazad zona expozitionald si care a deve-
nit in scurt timp o referintd pentru publicul interesat de
cadouri de arta si design, obiecte inspirate din expozitiile
Galateca sau alte expozitii internationale relevante, o
selectie variata de artd si design este prezentata si online
pe www.neogalateca.com.

Galateca a devenit Tn acest scurt timp o referintd, o
platforma in continua schimbare, in armonie cu ceea ce
se intampld in lumea artistica internationald si roma-
neasca. Povestea Galateca se scriein continuare cu fiecare
proiect, cu fiecare expozitie, cu fiecare artist.

© Galateca

=

have been supported constantly through exhibition con-
cepts such as Young Graphic Design or The Art Supermar-
ket. In 2013 a new space was added - Neogalateca - to
complete the exhibition space and it soon became a go-to
place for people interested in art and design gifts inspired
from the artworks on show in the gallery and other rele-
vantinternational exhibitions; a varied selection of art and
design is also available online at www.neogalateca.com.

Galateca has became over the past eight years a land-
mark, a continuously changing platform in tune with the
latest developments on the Romanian and international
art stage. The story of Galateca is being written with every
project, every exhibition and every artist it shows.
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H'ART GALLERY
H'ART GALLERY

9 C.A. Rosetti 25, Bucuresti

( '""""’,l www.hartgallery.ro

Galeria H'art s-a infiintat in anul 2002, dintr-o nevoie orga-
nica: Dan Popescu petrecea timp cu cei mai tineri artisti ai
generatiei 2000 si, treptat, interesul pentru arta lor a cdpdtat
o dimensiune acaparatoare. In sens pozitiv. La scurt timp,
Dan Popescu a renuntat la cariera universitara si a inceput
sa-si dedice tot timpul organizarii de expozitii, scrierii de tex-
te, editarii de cataloage, dar mai ales sprijinirii tinerilor artisti
care isi doreau s& lucreze si si expuna si nu aveau unde. In-
ceputurile au fost dificile din mai multe perspective: imposi-
bilitatea de a transplanta mecanismele vestice asa cum erau
ele, de aici si reticenta constantd a mediului cultural la ori-
ce schimbare sau noutate. Acum cativa ani, doi colectionari
aflati in vizita in Bucuresti, au fost siderati si dezamdgiti ca
cele cateva galerii din acel moment nu erau toate pe aceeasi
stradd si cd trebuiau sa ,alerge” dupd elein oras. Li s-a expli-
cat faptul cd majoritatea initiativelor din acel moment sunt
tinute Tn viatd de pasiune, mai degraba decat de fonduri si
ca fiecare galerist a optat pentru singura varianta disponibil3,
nicidecum pentru cea mai buné. In acelasi mod, anii 2000
sunt marcati de ,lupta” cu sistemul: dificultatea de a expune
in galeriile UAP-uluisi derizoriul cu care era privita noua arta:
de la artisti consacrati si pana la patriarhi culturali. In acest
format, Galeria H'art de pe strada Mihai Eminescu 105-107
era o gurd de oxigen. Un spatiu in care se vedea artd, fard cu-
vantdriin timpul vernisajelor, in care vizitatorii se puteau uita
la lucrari fard sd ceard explicatii si sa primeasca motivatii. Aici
s-au facut unele dintre cele mai indraznete expozitii ale ani-

H'art Gallery was founded in 2002 out of an organic
necessity. Dan Popescu was spending time among the
youngest artists of the 2000 generation and his interest
in their art gradually engulfed him. Shortly after, Dan
Popescu gave up his university career and devoted all his
time to organizing exhibitions, writing texts and pub-
lishing catalogues, but most of all to supporting young
artists who wanted to work and to exhibit but there was
no place for them to do so. The beginnings were diffi-
cult: it was impossible to simply transplant Western
mechanism here and the cultural environment showed
constant resistance to change and novelty. A few years
ago, some collectors visiting Bucharest were astonished
that the few galleries that existed were not located on
the same street and had to be “chased” around the city.
It was explained to them that most initiatives are kept
alive by passion rather that funding and that every gal-
lerist, far from choosing the best option, had to go for the
only available one. Also, the years 2000 were marked by
the "battle” with the system, by the difficulty to exhibit
in the galleries of the Artists’ Union and the fact that the
artistic establishment viewed the new art as laughable.
In this context, H'art Gallery on 105-107 Mihai Emi-
nescu Street proved a life buoy. A space where one could
see art without listening to speeches at openings, could
look at the art on the walls without asking for explana-
tions or getting motivations. It was here that some of the

lor 2000: Welcome to Paradise (2005) a lui Dumitru Gorzo,
Mit Technik (2006) a lui Gili Mocanu sau RealPolitik a lui
Ton Barladeanu.

Dupa primul faliment, H'art s-a mutat intr-un bloc, la
etajul 5. Desi vocile critice spuneau ca lipsa , vitrinei” la stra-
da va aduce numai deservicii, publicul de la vernisaje si cel
care viziteaza galeria a crescut si, mai mult, s-a diversificat.
Portofoliul galeriei s-a diversificat si el, expunand si lucrdrile
unor artsit din generatiile anterioare precum Marian si Vic-
toria Zidaru sau Marin Gherasim, dar si tineri formati dupd
2010: George Anghelescu, Stefan Ungureanu, Codruta Cer-
nea sau Virginia Toma.

Din 2012, Galeria H'art nu mai participa la targurile de
artd. De atunci, eforturile lui Dan Popescu si ale Ioanei Ma-
rinescu (istoric de artd si curator) s-au concentrat asupra
organizarii de expozitii si editrii de cataloage. In perioada
2015-2017, galeria a derulat si proiectul H'art Appendix,
(o extensie de spatiu de pe Calea Victoriei 91-93), dar le-
gatd ca program si continut de spritul H'art. In prezent, ga-
leria isi continud misiunea de a face accesibila pasionatilor
de artd cea mai buna si mai interesantd selectie de artisti,
cu cele mai putine compromisuri posibile.

most daring exhibitions of the 2000s took place: Welcome
to Paradise (2005) by Dumitru Gorzo, Mit Technik (2006)
by Gili Mocanu, or RealPolitik by Ion Barladeanu.

After the first bankruptcy, H'art relocated to the 5t floor
of an apartment building. Critical voices said the lack of
a “shopwindow” will prove detrimental, but the number
of visitors and people attending the openings grew and,
what's more, the public became more diverse. As did the
gallery portfolio, which now came to include works by art-
ists from previous generations, such as Marian and Victo-
ria Zidaru or Marin Gherasim, as well as young artists that
came onto the stage after 2010: George Anghelescu, Stefan
Ungureanu, Codruta Cernea,Virginia Toma.

After 2012, H'art Gallery has no longer attended art
fairs. Since then, Dan Popescu and Ioana Marinescu (art
historian and curator) have focused on putting on exhibi-
tions and publishing catalogues. During 2015-2017 the
gallery ran the H'art Appendix project, an extension of its
space at 91-93 Calea Victoriei, true in programme and con-
tentto the H'art spirit. Today, H'art continues its mission to
make the best selection of artists accessible to art aficiona-
dos while making as few compromises as possible.

Bologna Arte Fiera, 2006,
Dumitru Gorzo pictdnd o lucrare
din seria ,Femei cu puld”

in stanga, lucrdride V. Nanca,

The Flags si A. Croitoru din
seria ROM_din 2004
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IAGA CONTEMPORARY ART
IAGA CONTEMPORARY ART

9 Closca 9-11, Cluj-Napoca lm'i www.iagacontemporaryart.com

Galerie infiintata in 2014, specializata in arta contempo-
rand, cu o colectie ce include lucrari originale, atat semna-
te atat de artisti consacrati, cat si de artisti in curs de afir-
mare. Misiunea IAGA este de a crea o relatie intre diferiti
artisti provenind din diferite parti ale Europei, o retea for-
mata din artisti, colectionari, experti. Galeria promoveaza
artisti din Romania, Italia, Polonia, Moldova si alte tari, in
principal artisti tineri, cdrora le oferd astfel posibilitatea
de ase dezvolta.

Cu toate cd este o galerie tandra, IAGA este foarte ac-
tivd Tn piata internationald de artd, dovada fiind colabo-
rarea cu institutii si galerii importante din intreaga lume
si targurile si evenimentele de artd la care participa in
fiecare an, printre care Bologna Artefiera, Art Athina, Art
Market Budapest, Art Thessaloniki, Art Brussels. Merita
mentionata si colaborarea cu marele maestru Hermann
Nitsch, care a avut ca rezultat expozitia personald a artis-
tului organizata in 2017 in spatiile galeriei.

Art gallery established in 2014 and specializing in con-
temporary art, IAGA boasts a collection of original works
both by emerging and established artists. IAGA makes it
its mission to create connections between artists from all
over Europe, as well as a network of artists, collectors and
art experts. The gallery promote artists from Romania,
Italy, Poland, Moldova and other countries, with a focus
on young artists who are given the possibility to grow.

Despite being a young gallery, IAGA is extremely ac-
tive in the international art market and this is demon-
strated by numerous collaborations with art institutions
and galleries the world over and the participation at in-
ternational art fairs and events, among which Bologna
Artefiera, Art Athina, Art Market Budapest, Art Thessa-
loniki, Art Brussels. It is worth mentioning the collabo-
ration with renowned artist Hermann Nitsch, which re-
sulted in a personal exhibition at the gallery’s own venue
in 2017.

S

Solo show Waiting For you, Francesco Arecco, 2019, foto: Stefan Badulescu

Solo show Rivelazioni, Silvia Inselvini, 2019, foto: Stefan Badulescu
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JECZA GALLERY
JECZA GALLERY

9 Calea Martirilor 51/52-53, Timisoara wwW \yww jeczagallery.com

Galeria Jecza, fondatd in 2011 la Timisoara, a avut de
la inceput o puternicd inclinatie pentru scena istorica
locald, foarte importantd in anii 1960 si 1970 ca pio-
nierat al formelor de arta experimentale precum hap-
pening-urile, arta video si instalatiile (grupul Sigma
printre altele). Galeria reprezintd artisti si colective
de artisti, dar si personalitati tinere si remarcabile, cu
un interes directionat spre sculptura contemporana si
formele de arta experimentald. Prin juxtapuneri cura-
toriate ale artistilor din diferite generatii, galeria incu-
rajeaza proiectele de cercetare aprofundate, legate de
diverse practici artistice.

Alaturi de o fundatie de arta si o editura fondatd in
2001, galeria a devenit un puternic centru de cercetare
pentru mostenirea artei moderne si contemporane din
Europa de Est. Misiunea galeriei este de a incuraja dia-
logulintre artisti, cu accent pe conditia arteiin prezent.
Recent, galeria a devenit parte a primei edituri de artd
din Romania, The Source Workshop sau arteditions.ro

Printre proiectele recente se numard Drawing is Witch-
craft, or the Other Way Round al artistei Ana Adam, cura-
tor Ami Barak (martie 2020); The Drawing Lesson, Genti
Korini, curator Cristian Nae (noiembrie 2019); Serving Art
Again al grupului subREAL, curator Ami Barak (septembrie
2019); We Are Both to Blame but it’s More Your Fault, Ioana
Sisea (iulie 2019); The Unpleasant Show, curator Carmen
Casiuc (aprilie 2019); 1965-1975 al artistului Ciprian Ra-

Jecza Gallery, founded in 2011 in Timisoara, had from
the onset a strong propensity for the local historical
scene, very important in the 60s and 70s as pioneers
of experimental art forms such as happenings, video
art and installation (the Sigma group among others). It
represents artists and artist collectives, as well as young
and prominent figures with a special interest in contem-
porary sculpture and experimental art forms. Through
curated juxtapositions of artists from different genera-
tions, the gallery encourages in-depth research projects
related to various art practices.

Alongside an art foundation and a publishing house
founded in 2001, the gallery became a strong research
center into the heritage of modern and contemporary art
in Eastern Europe. The gallery made it its mission to en-
courage the dialogue between artists, with a strong em-
phasis on the condition of art today. More recently, the
gallery became part of the very first art publishing house
in Romania, called The Source Workshop or arteditions.ro

Recent projects include: Drawing is Witchcraft, or the
Other Way Round by Ana Adam, curated by Ami Barak
(March 2020); The Drawing Lesson by Genti Korini, cu-
rated by Cristian Nae (November 2019); Serving Art
Again by subREAL, curated by Ami Barak (September
2019); We Are Both to Blame but it's More Your Fault by
Ioana Sisea (July 2019); The Unpleasant Show, curated
by Carmen Casiuc (April 2019); 1965-1975 by Ciprian

dovan (ianuarie 2019); Now, Jane McAdam Freud (oc-
tombrie 2018); This Could Be It, Roman Cotosman in
dialog cu Mircea Popescu (iulie 2018); The Unpleasant
Show (martie 2018); The Power of the Line (decembrie
2017); On Duty, Olga Chernusheva (septembrie 2017);
Impossible Garden, Alex Mirutziu in dialog cu Dan Be-
udean, curator Liviana Dan (iunie 2017); 2x80: Megert
/ Flondor, curator Alina Serban (ianuarie 2017) alaturi
de o serie de retrospective: Grupul Sigmal, Paul Nea-
gu, Constantin Flondor si multi altii. Lucrdrile noastre
se regasesc in colectiile Tate Modern, Mumok Viena, Art
Collection Telekom si ale unor importanti colectionari
publici si particulari.

Serving Art Again, losif Kiraly & Calin Dan, curator Ami Barak,
foto: Marius Poput, ©]eczaGallery

Radovan (Jan 2019); Now by Jane McAdam Freud (Octo-
ber 2018); This Could Be It, Roman Cotosman in dialogue
with Mircea Popescu (July 2018); The Unpleasant Show
(March 2018); The Power of the Line (December 2017);
On Duty by Olga Chernusheva (September 2017); Impos-
sible Garden, Alex Mirutziu in dialogue with Dan Beudean,
curated by Liviana Dan (June 2017); 2x80: Megert / Flon-
dor, curated by Alina Serban (Jan 2017) alongside a num-
ber of retrospective exhibitions by the Sigmal Group, Paul
Neagu, Constantin Flondor and many more, over the past
9 years of intensive activity. Among our collectors are Tate
Modern, Mumok Vienna, Art Collection Telekom and other
important private and public collections.

(English version by Jecza Gallery)

Drawing is witchcraft or the other way rounds, Ana Adam,
curator Ami Barak, ©]eczaGallery
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GALERIA LABORNA
LABORNA GALLERY

9 Icoanei 17, Bucuresti lm'i www.laborna.ro

Galeria LABORNA a fost fondatad in 2013, la initiativa lui
Ciprian Paleologu. Echipa actuald este formatd din Cristi-
na Garabetanu, Ciprian Paleologu si Naiana Vatavu. Galeria
LABORNA inregistreaza desfasurarea lunard profesionald a
demersului artistic individual. Evenimentele pentru public,
numite BORNE, conserva ceea ce face artistul/colectionarul
in mod normal, intr-o perioada fixa de timp, cu intentia de a
prezenta o arhiva completd si complexa, mai mult decdt ceea
ce ar presupune o ,expozitie”.

Lucrarea de artd este astfel privita in ,facerea” ei, o ra-
diografie a etapelor de realizare extrem de epuratd de alti
factori externi procesului de creatie. In perioada 2013-2020
au avut loc 33 de BORNE, alaturi de expuneri individuale
de artist precum si expozitii din seria LABORNA & Friends,
unde Galeria invitd artisti sa expuna lucrari ,in progress”,
nefinalizate (sub o anumita tema). De asemenea, in cadrul
BORNELOR colectionarul de artd contemporand Daniel
Stefanica si-a expus procesul de construire a unei colectii de
artd contemporana.

Galeria LABORNA a participat la targuri de arta nationale
si internationale, a creat programul de rezidenta ,.IMG"
pentru tineri interesati de implicarea in managementul cul-
tural, a fost gazda a Premiilor Crama Oprisor pentru Desen
Contemporan etc. Galeria a construit pentru tineri un spatiu
distinct, SCARA, unde au expus peste 30 de artisti aflati la
inceputul carierei.

LABORNA Gallery was founded in 2013 at the initia-
tive of Ciprian Paleologu. The current team is made up
of Cristina Garabetanu, Ciprian Paleologu si Naiana
Vatavu. LABORNA Gallery records the monthly profes-
sional unfolding of individual artistic activity. The public
events, called BORNE (MILESTONES), freeze what the
artist/collector normally does in a given period of time,
in order to present a complete and complex archive,
much more that what an “exhibition” would entail.

The artwork is thus seen in its “making,” an x-ray of
the creation stages cleared from any facts that are not
part of the creative process. There have been 33 MILE-
STONES between 2013-2020, alongside solo shows and
exhibitions part of a series called LABORNA & Friends,
where artists are invited to exhibit ,work in progress,”
unfinished works (subsumed to a certain theme). Also
as part of the MILESTONES, collector Daniel Stefanica
exhibited the process of building a contemporary art
collection.

LABORNA Gallery has participated at local and in-
ternational art fairs, created the “IMG" residency pro-
gramme for young people interested in cultural man-
agement, hosted the “Oprisor Wineries Contemporary
Drawing Awards" etc. Also, the Gallery created a special
space for young artists, SCARA, where more than 30
emerging artists have shown their work.

Accesul in laboratorul artistului sau al colectionarului
este rar, perspectiva completd n care se construieste vi-
ziunea sa fiind de cele mai multe ori dificil de urmdrit. De
aceea Galeria LABORNA este un concept unicat si original,
prezentandu-se de fapt ca un contor: creatie si colectie in
timp real.

Access into the artist’s or the collector’s laboratory
is a rare thing, making it difficult to have a full perspec-
tive on the shaping of their artistic vision. This is why
LABORNA Galleryis a unique and original concept, posi-
tioning itself, in fact, as a gauge: real-time creation and
collecting.

Expozitie Cristina Garabetanu
© LaBorna Gallery

A\

foto: din colectia
Daniel Stefdnicd
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GALERIAMEA.RO
GALERIAMEA.RO

W*,l www.galeriamea.ro

GaleriaMea.ro a fost lansatdin 2019 din nevoiadea,um-
ple” acea lipsd de artd originald in mediul online. Ne-am
propus sd promovam artisti din Romania, expunandu
arta lor originald publicului larg.

Am ales 0% comision din vanzari in ideea de a oferi
clientilor pretul corect stabilit direct de artist. Pretul ta-
blourilor in aceasta galerie este stabilit de catre artist,
este ca si cum iubitorii de arta ar cumpara direct din ate-
lierele lor de pictura. In plus, clientii nostri au posibilita-
tea de a contacta artistii prin telefon cu orice intrebdri
referitoare la tablourile acestora. Am dorit astfel sd ofe-
rim transparenta toald in prezentarea si achizitionarea de
lucrdri de arta online.

Suntem deja in al doilea an in care artistii pe care i
listam la GaleriaMea.ro au decis sa replateasca taxa de
expunere. Aceastd decizie de a continua aldturi de noi
reflectd succesul pictorilor in cadrul GaleriaMea.ro, o ga-
lerie care primeste zilnic oferte de cumpadrare din partea
clientilor.

Observam o tendintd de apropiere de mediul on-
line din partea colectionarilor de artd, tocmai datorita
rapiditatii in procesul de achizitionare a tabloului preferat
pe pagina web a galeriei, construit special pentru a oferi
usurinta in sortarea tablourilor expuse: dupa temd, pret,
marime sau noutdti.

GaleriaMea.ro was launched in 2019 out of the need to
“fill” that lack of original art online. We wanted to promote
Romanian artists by exhibiting their original art for the
general public.

We chose to charge 0% commission on sales because
we wanted to offer clients the correct price that the artists
set for their work. The price of the artworks in this gallery
is decided by the artist; it is as if art lovers were buying di-
rectly from the artists’ studios. Moreover, our clients have
the possibility to contact the artists directly, should they
have any questions regarding the artworks. We aimed at
complete transparency with respect to the presentation
and purchase of artworks online.

We are already in the second year of running the gallery
and the artists we list have chosen to renew the payment
of the presentation fee. This decision to go on together re-
flects the success the artists enjoy on GaleriaMea.ro, a gal-
lery that receives daily offers from clients.

We notice a growing interest from collectors in online
purchases, which is due precisely to the speedy process of
purchasing the desired artwork on the gallery’s website,
designed especially to ease the viewer's experience: the
works are displayed by theme, price, size or starting with
the newest arrivals.

A
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GALERIA POSIBILA
GALERIA POSIBILA

9 Popa Petre 6, Bucuresti ( M,l www.posibila.ro

Galeria Posibila a fost infiintata de Matei Caltia in anul
2003, dupa inchiderea Galeriei de Interese deschi-
sd Tn 2000. Galeria Posibild este o galerie privatd, care
actioneaza ca un mediator al artei. Galeria si-a construit
identitatea treptat ca platforma de experiment artistic,
expozitional si curatorial.

Istoricul acesteia cuprinde o activitate diversd, nu doar
editoriald - cu artisti precum Nicu Ilfoveanu, Dan Per-
jovschi, Ion Dumitriu, Matei Bejenaru, Gili Mocanu, dar
si educationald prin atelierele Copii creativi, sau proiec-
tul Biblioteca de Galerie, imbogdtita anual cu publicatii
alese de artisti care au colaborat de-a lungul timpului cu
Galeria Posibild. Cartile fac parte din domeniul de interes
al galeriei, avand o repartizare pe diferite teme (arhivg,
tehnica, serii, interior, peisaje fictive, grading, natur3, loc,
expozitii, intindere). In 2018, am initiat o serie editorial3
de intelegere a fotografiei, deschisa cu monografia artis-
tului Bogdan Girbovan.

In ultima perioads, galeria a pornit discutia unei or-
donari a arhivei galeriei, pentru a sistematiza materialele
stranse de-a lungul a 20 de ani de la infiintare.

Galeria Posibild was founded by Matei Caltia in 2003, af-
ter Galeria de Interese, opened in 2000, closed down. It
is a private gallery acting as an art mediator. The gallery
has gradually built an identity for itself as a platform for
experimenting with art, with exhibition practices and cu-
ratorial concepts.

The history of the gallery includes various activities:
editorial - involving artists such as Nicu Ilfoveanu, Dan
Perjovschi, Ion Dumitriu, Gili Mocanu; educational -
through the Creative Children workshops, or the Gallery
Library project, enriched every year with publications se-
lected by the artists who have collaborated with Galeria
Posibild. The Gallery shows significant interest in books,
organized by topics (archive, technique, series, interior,
fictional landscapes, garden, nature, place, exhibitions,
span). In 2018 we started a new series, introduction into
photography, that opened with a monograph of artist
Bogdan Girbovan.

Recently, we have embarked on talks about ordering
the gallery archive, in order to systhematize the materials
we have collected over 20 years of existence.

© Galeria Posibila
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GALERIA ROMANA
ROMANA GALLERY

9 Lascar Catargiu 1, Bucuresti wwWw \www.galeriaromana.ro

Galeria Romang, situata in rondul Pietei Romane, a fost
deschisd in 2014 si organizeaza expozitii de arta plastica
si decorativd, clasicd si contemporana, precum si multe
evenimente conexe. In cei sase ani de activitate, Galeria
Romand a organizat peste 30 de expozitii de picturd, gra-
ficd, sculpturd, instalatie, performance, atat personale cat
side grup. Au fost expusi artisti romani consacrati, nume
importante in peisajul cultural romanesc siinternational,
darsiartisti tineri, emergenti; expozitii de artd comparatd,
expozitii de ceramica si portelan, de bijuterie contempo-
rand, expozitii de icoane ortodoxe traditional bizantine;
evenimente culturale cu tematica sociala (in colaborare
cu Samusocial Romania, a organizat o expozitie de pic-
turd si desen a persoanelor fard addpost din Bucuresti) si
educativ plasticd, lansdri de carte, conferinte, ateliere de
creatie (Programul ,Educatie prin artd” in colaborare cu
Fundatia Catharsis Art), colabordri cu muzee si institutii
din tar3 si din stréinatate etc. Incepand cu anul 2016,
galeria face parte circuitul Noaptea Albad a Galeriilor si
Weekendul Galeriilor.

Galeria Romand opened in 2014 and is known for exhibi-
tions of fine art and decorative art, classic as well as con-
temporary, and numerous connected events. Over its six
years' existence the Gallery has run more than 30 solo and
group exhibitions of painting, drawing, sculpture, perfor-
mance and installations, showcasing well-known Roma-
nian artists, important names on the local and interna-
tional art scene, as well as young, emerging artists; com-
parative art exhibitions, pottery and porcelain, contem-
porary jewellery, exhibitions of Byzantine icons; cultural
events with a social message (for instance, a painting and
drawing exhibition by homeless persons in Bucharest, or-
ganized in partnership with Samusocial Romania); edu-
cational programmes, book presentations, conferences
and workshops (the “Education through Art” programme,
jointly with the Catharsis Art Foundation), collaborations
with museums and cultural institutions around the coun-
try etc. Since 2016 the gallery has been part of the White
Night of Art Galleries and the Gallery Weekend routes.

© Galeria Romana
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GALERIASECTOR 1
SECTOR 1 GALLERY

9 Baiculesti 29, Bucuresti www \www.sectorlgallery.com

Sector 1 este o galerie de arta contemporana care functi-
oneazad ca un spatiu de artd cu intentia de a contribui la
evolutia scenei artistice contemporane, plasand in centrul
intereselor sale ideea artistului, oferindu-i totala libertate de
expresie intr-un mediu liber de orice constrangeri. Galeria
gazduieste lucrdrile artistilor siisi deschide portile iubitorilor
de arta care sprijind si incurajeazd creatia artistica.

Inaugurarea galeriei, in 2017, s-a realizat cu o expozitie
de grup care ainclus sapte tineri artisti din Cluj - Radu Bdies,
Istvan Betuker, Norbert Filep, Pavel Grosu, Lucian Popdil3,
Marcel Rusu, Alexandra Serban - aldturi de Ioan Sbarciu,
invitatul special al expozitiei. Prima etapa a programului
curatorial al galeriei a continuat cu expozitii individuale ale
fiecdruia dintre artistii mentionati si s-a incheiat cu o noud
expozitie de grup.

Debutul celei de-a doua etape a programului curatorial
a fost reprezentata de Mother Tongue, o prima expozitie de
grup care a urmarit prezentarea de metode alternative de
observatie a actului desendrii, construita pe paleta larga de
intelesuri dobandite pana acum, si a continuat cu Frumusete
constientd, o altd premierdn programul curatorial al galeriei,
care a marcat debutul colaborarii cu patrimoniul de lucrdri al
artistei Yvonne Hasan. Cea mai recentd expozitie a galeriei a
fost Flow State. Betuker/Gaspar, o expozitie a artistilor Istvan
Betuker si Szilard Gaspar, conceputd ca o conversatie intre
medii diferite ce dezvaluie ceva din intimitatea creatoare a
celor doi artisti, prezentati pentru prima data in dialog.

Sector 1 is a contemporary art gallery functioning as an
art space committed to contributing to the evolution of
the contemporary art scene, placing the artist's ideas at
the center of its interest, allowing complete freedom of
expression and creating a constraint-free environment.
The gallery hosts the works of the artists and actively wel-
comes the art lovers who support and encourage creation.

The opening of the gallery in 2017 was marked by a
group exhibition of seven young Cluj based artists - Radu
Bdies, Istvan Betuker, Norbert Filep, Pavel Grosu, Lucian
Popaild, Marcel Rusu, Alexandra Serban - together with
Ioan Sbarciu, the exhibition’s special guest. The first
phase of our curatorial programme continued with solo
shows for each of these artists and closed with a second
group show.

The beginning of the second curatorial phase of the
gallery was marked by Mother Tongue, a first group show
seeking to highlight alternative methods of observing the
act of drawing, built on the broad spectrum of meanings
it has gained so far, and continued with Conscious Beau-
ty, another first in the curatorial programme of the gal-
lery, marking the debut of the collaboration with Yvonne
Hasan's artistic estate. Our latest exhibition was Flow
State. Betuker/Gaspar, a duo show of Istvan Betuker and
Szilard Gaspar created as a conversation between differ-
ent media, revealing something of the creative intimacy of
the two artists, for the first time in an exclusive dialogue.

(English version by Sector 1 Gallery)

© Galeria Sector 1
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GALERIA SUPRAINFINIT
SUPRAINFINIT GALLERY

° Mantuleasa 22, Bucuresti lm'l www.suprainfinit.com

Galeria SUPRAINFINIT, infiintata in 2015, dezvolta un
program axat pe productii artistice contemporane si pe
colabordri cu artisti romani si internationali, atat tineri
cat si la mijlocul carierei. Galeria reprezintd patru artisti
romani - Apparatus 22 (colectiv artistic), Vlad Nanc3, Eu-
gen Rosca si Larisa Sitar - si patru artisti internationali:
Peles Empire, Indrikis Gelzis, Alessandro Teoldi si Kristin
Wenzel. Expandand programul artistic cu SEQUENCE -
un proiect de vitrind si SALTMINE - un spatiu dedesub-
tul galeriei dedicat expozitiilor temporare si performan-
ce-ului, din punct de vedere curatorial, galeria propune o
abordare multifatetata in raport cu contextul local si cu
continutul pe care il prezintda. Numele de SUPRAINFINIT
aminteste de un univers utopic si multiplu creat de colec-
tivul artistic Apparatus 22.

De asemenea, galeria a organizat expozitii cu artisti
romani consacrati, precum Florin Mitroi si Andrei Chinti-
[3. Dintre expozitiile de grup care au investigat diverse te-
matici actuale amintim: (pre)(history) Romanian at Now,
Becoming my extinction, si SUB. O serie de colaborari in-
directe cu alte institutii: WIELS Contemporary Art Centre
din Bruxelles pentru expozitia solo a Larisei Sitar, Kvost
din Berlin pentru expozitia solo a lui Vlad Nanc3d, Bienala
Art Encounters de la Timisoara pentru participarea duo-
ului artistic Peles Empire, Kunsthal Gent pentru proiectul
artistic initiat de Apparatus 22, Musée de la Chasse et de
la Nature din Paris pentru expozitia de grup in care a parti-

SUPRAINFINIT Gallery, founded in 2015, has a programme
focused on contemporary artistic production and col-
laboration with Romanian and international artists, both
emerging and established. The gallery represents four Ro-
manian artists — Apparatus 22 (art collective), Vlad Nancg,
Eugen Rosca and Larisa Sitar - and four international art-
ists: Peles Empire, Indrikis Gelzis, Alessandro Teoldi and
Kristin Wenzel. Extending its artistic programme with SE-
QUENCE - a shop window project and SALTMINE - a space
located below the gallery and dedicated to temporary exhi-
bitions and performances, the gallery puts forward, from a
curatorial point of view, a multifaceted approach in relation
to the local context and the content it presents. The name,
SUPRAINFINIT, is a reminder of a utopian, multiple uni-
verse created by the Apparatus 22 collective.

The gallery has also organized exhibitions of well-
known Romanian artists, like Florin Mitroi and Andrei
Chintil3, as well as group exhibitions that investigated vari-
ous themes: (pre)(history) Romanian at Now, Becoming My
Extinction and SUB. A series of indirect collaborations with
different institutions: with WIELS Contemporary Art Centre
in Brussels for Larisa Sitar's solo show, with Kvost in Berlin
for Vlad Nancéd's solo show, with the Art Encounters Bien-
nale in Timisoara for the participation of the Peles Empire
art duo, with Kunsthal Gent for the artistic project initiated
by Apparatus 22, with Musée de la Chasse et de la Nature in
Paris for a group exhibition that included Eugen Rosca. It is

cipat Eugen Rosca. Aparitiile de mentionatin diverse re-
viste de artd si platforme de specialitate: KUNSTFORUM
International, Revista ARTA, Art Viewer, Blok Magazine,
Kajet Digital, Revista Zeppelin, Akademie Schloss Soli-
tude, Tzvetnik. Mentiondri in carti si cataloage: Roma-
nian Cultural Resolution II: Contemporary Art Now, Art
and Democracy in Post-Communist Europe.

=
J

worth mentioning some of the arts magazines and special-
ized platforms that have covered the activity of the gallery:
KUNSTFORUM International, ARTA Magazine, Art Viewer,
Blok Magazine, Kajet Digital, Zeppelin Magazine, Akademie
Schloss Solitude, Tzvetnik. Citings in books and catalogues:
Romanian Cultural Resolution II: Contemporary Art Now, Art
and Democracy in Post-Communist Europe.

Sky-like hope,
© Galeria SUPRAINFINIT

Becoming my extinction
© Galeria SUPRAINFINIT
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CENTRUL DE INTERES
CENTER OF INTEREST

9 Strada Fabricii de Chibrituri 9A, Cluj-Napoca *'E; www.centruldeinteres.art

Centrul de Interes, deschis in 2017, este cea mai mare co-
munitate artisticd din Cluj, care include spatii expozitionale
(SPATIU INTACT, Bazis Contemporary, ATRIUM), spatii ar-
tist-run (CAMERA), spatii de rezindentd (ATELIER INTACT,
BAZIS Project Space, CAMERA Project Space), spatii de pro-
iecte (Galeria Nano, A+ Project Space, FRICHE) si ateliere de
lucru (ale unor artisti precum Alex Mirutziu, Zsolt Berszan,
Istvan Betuker, Andrei Ciurdarescu, Valentin Ionescu, Ga-
briel Marian, Ovidiu Leuce, Dan Maciuca, Irina Dumitrascu
Madgurean, Adrian Ghiman, Mihai Pldtic3, Florin Stefan, Szi-
lard Gaspar, Veres Szabolcs). Centrul de Interes s-a stabilit
rapid ca un spatiu de referintd pentru iubitorii de arta con-
temporana.

In cei trei ani de existent3 a organizat 94 de expozitii si
multe alte proiecte conexe, care au adunat peste 11.000 de
vizitatori. Centrul de Interes a gdzduit o serie de expozitii
personale ale unor artisti precum Bill Viola (prima expozitie
personald in Romania), Zharko Basheski, A Constructed
World, Pepo Salazar, Jane McAdam Freud, Dmitry Kawarga,
Cristi Puiu (prima expozitie personala a regizorului), Mircea
Suciu, Vlad Nanca sau Alex Mirutziu. Acestora li s-au addu-
gat expozitii de grup Tn cadrul Sezonului Romania-Franta,
in cadrul programului de schimb cultural cu Institutul de
Artd Contemporana - Dunaujvaros sau Bienala de Artd
Contemporand ,Creatia Tanara Europeana”, o bienald itine-
rantd care porneste din Montrouge si de-a lungul a doi ani
se plimbd in orasele europene partenere, in Romania orasul

The Center of Interest, founded in 2017, is the larg-
est artistic community in Cluj, including 6 exhibition
spaces (INTACT SPACE, Bazis Contemporary, ATRIUM),
artist-run spaces (CAMERA), residence spaces (ATELIER
INTACT, BAZIS Project Space, CAMERA Project Space),
project spaces (Nano Gallery, A + Project Space, FRICHE)
and artist studios (Alex Mirutziu, Zsolt Berszan, Istvan
Betuker, Andrei Ciurdarescu, Valentin Ionescu, Gabriel
Marian, Ovidiu Leuce, Dan Maciuca, Irina Dumitrascu
Magurean, Adrian Ghiman, Mihai Platica, Florin Stefan,
Szilard Gaspar, Veres Szabolcs). The Center of Interest
rapidly became a reference space for lovers of contem-
porary art.

In more than three years of existence, the Center of
Interest has organized 94 exhibitions and many other
related events, attended by over 11,000 visitors. It host-
ed solo shows of various artists, such as Bill Viola (first
solo show in Romania), Zharko Basheski, A Constructed
World, Pepo Salazar, Jane McAdam Freud, Dmitry Ka-
warga, Cristi Puiu (the filmmaker’s first show), Mircea
Suciu, Vlad Nanca sau Alex Mirutziu, as well as group
shows under the umbrella of the France-Romania Sea-
son, as part of the cultural exchange programme with
the Contemporary Art Institute - Dunaljvaros or as
part of the "Young European Creation” Contemporary
Art Biennale - a travelling biennale that starts in Mon-
trouge and, during a two-year tour, stops in partner cit-

partener fiind Cluj-Napoca, iar spatiul gazdd, Centrul de
Interes, prin efortul Fundatiei Culturale Intact.

De asemenea, incepand cu anul 2019, Centrul de In-
teres gdzduieste evenimentul Performance Day, care face
cunoscutd publicului scena de performance locald si
internationald. Cu acelasi interes, cel mai mare centru de
artd contemporana clujean gazduieste spectacole de tea-
tru, show-uri multimedia, concerte, conferinte sau mese
rotunde. Noul fenomen artistic clujean a fost remarcat
incad de la inceputuri de unele dintre cele mai prestigioa-
se publicatii internationale: Vogue, Artribune, Art Press,
Connaissance des Arts sau Contemporary Lynx. Modelul
coexistentei a mai multor artisti sub acelasi acoperis pare
nu doar sa functioneze la Cluj, ci sa fie unul de succes,
apreciat si dincolo de hotare.

Vernisaj - YAP Studio, © Centrul de Interes

SPALLLDEA

ies around Europe (the Romanian partner is Cluj-Napoca
through the Center of Interest).

Also, since 2019, the Center of Interest hosts the “Per-
formance Day” event, which introduces the public to the
local and international performance scene. With equal
interest, the largest contemporary art center in Cluj hosts
theater performances, multimedia shows, concerts, con-
ferences or round tables. The new artistic phenomenon
in Cluj did not go unnoticed by some of the most pres-
tigious international publications: Vogue, Artribune, Art
Press, Connaissance des Arts sau Contemporary Lynx. The
model we propose - the coexistence of several artists un-
der the same roof - seems not only to work, but to thrive
and be appreciated outside Romania.

Visit Cluj Napoca, foto: Radu Padurean, © Centrul de Interes

»
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CLUB ELECTROPUTERE
CLUB ELECTROPUTERE

° Alexandru Ioan Cuza 11, Craiova

Club ElectroPutere este un centru de artd care functioneaza
ca organizatie non-profit. Infiintat in 2009 la Craiova, CEP
incurajeaza colaborarea intre artisti, curatori, cercetdtori si
alti actori culturali prin programe si rezidente interdisci-
plinare. Activitatea centrului se concentreaza pe productia
de manifestari culturale contemporane. CEP promoveaza
in special arta alternativa, noile media, multiculturalismul
si interdisciplinaritatea, in incercarea de a crea legdturi
intre contextul local si mediul cultural international. Din
2009 CEP a dezvoltat diverse programe culturale, incluzand
productie artistica si expozitii, cercetare artistica si curato-
riald, conferinte si publicatii.

CEP oferd un program de rezidente in cadrul carora
participantii isi dezvolta propriile proiecte si au ocazia de a
lucra si a locui in Craiova, familiarizandu-se astfel cu orasul
si zona Olteniei.

Programul galeriei este conceput ca un spatiu care vine
in sprijinul productiei si expunerii de artd contemporana si
a experimentului artistic. Interesul nostru si scopul nostru
declarat este acela de a functiona ca o platformd pentru
lucrarile artistilor relevanti pentru discursul actual. Dorim
sa-i ajutam n realizarea de noi productii si sa prezentdm
publicului viziunea lor artistica.

Prin programele axate pe cercetare si dezvoltare, CEP a
initiat in 2012 proiectul Mobile Biennale, care isi propune
sa largeasca si sd analizele contextul in care este produsd
arta contemporand. MB reuneste artisti, curatori si teoreti-

lm'l www.clubelectroputere.ro

Club ElectroPutereis a Craiova based center for art that op-
erates as a not-for-profit organization. Founded in 2009
in Craiova, CEP is devoted to establishing close coopera-
tion between artists, curators, researchers and other cul-
tural actors through interdisciplinary programmes and
residencies. The center's activity focuses on producing and
researching contemporary cultural events. CEP promotes
chiefly alternative art, new creative media, multicultural-
ism and interdisciplinary approaches, in an attempt to cre-
ate connections between the local context and theinterna-
tional cultural scene. Since 2009, CEP has developed vari-
ous cultural projects based on a structure of programmes,
including artistic production and exhibitions, curatorial
and artistic research, book publications and conferences.

CEP offers a Residency Programme in which the par-
ticipants develop their individual projects, giving them the
opportunity to live and work in Craiova, thus acquainting
themselves with the city and its surrounding area.

The Gallery programme is conceived as a space that
supports production and exhibition of contemporary art
and artistic experiments. Our overall interest and declared
aimis to serve as a platform for the works of artists who are
relevant to the current discourse. We want to help them in
the production of new works and introduce the public to
their artistic approach.

Through its research and development-oriented pro-
grammes, Club ElectroPutere initiated in 2012 the project

cieni si personalitati de pe scena artistica internationala.
Fiecare editie este organizatd pornind de la o strategie
clard si de la un proiect curatorial pe care se construieste
intregul demers.

Fiind o platforma a carei agenda radiaza deschidere,
Club ElectroPutereisi propune sa disemineze o conceptie
deschisd asupra artei si sa pund intrebdri legate de
productia artistica actuald a generatiei tinere de artisti,
dar sisa abordeze teme relevante din punct de vedere so-
cial, politic si cultural.

SPALILDE A

Mobile Biennale, that aims to expand and analyze the re-
lational context of contemporary art. MB brings together
international artists, curators, thinkers and figures of the
international art scene. Each edition is organized starting
from a clear-cut strategy and a curatorial plan that inform
the entire project.

As a platform whose agenda radiates openness, Club
ElectroPutere aims to propagate an open concept of art
and pose questions about current artistic production of the
young generation of artists as well as to take up socially,
politically and culturally relevant themes.

(English version by CEP)

A perverted belief in rationality, video, silk, copper pipe, variable dimention,
Kim Ekberg & Hannah Wiker Wikstrém, 2018, foto: Adrian Bojenoiu
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INSTITUTUL PREZENTULUI
INSTITUTE OF THE PRESENT

9 Dionisie Lupu 50, Bucuresti lm'l www.institutulprezentului.ro

Institutul Prezentului (IP) este o platforma de cercetare si
resurse artistice in domeniul culturii vizuale si performa-
tive conceputa de Stefania Ferchedau si Alina Serban si
lansatd Tn 2016. Centrat pe artisti si istoriile lor persona-
le, pe experiente determinate temporal si forme de (auto)
arhivare, Institutul examineaza diverse practici si situatii
din trecutul recent pina in prezent din perspectivd trans-
nationald si transculturald. Formatele de lucru includ:
proiecte de cercetare, laboratoarele Lumea potrivit lui...
si COLLEGIUM,; seria de conferinte Privind spre viitor,
privind in trecut; expozitii-document, precum 24 de
argumente. Conexiuni timpurii in neo-avangarda ro-
maéneasca 1969-1971, gazduitd de Muzeul National de
Arta al Romaniei (7 noiembrie 2019 - 2 februarie 2020),
bazata, intre altele, pe o cercetare in arhivele Demarco de
la Edinburgh, arhiva Bienalei de Tapiserie de la Lausanne,
Institutul de Artd Modernd din Niirnberg s.a.; reconstituiri
precum, recent, piesa Genezd, 1970, de Miriam Raduca-
nu, reinterpretata de Madalina Dan; editare de publicatii
in format bilingv, romand-engleza, precum seria tiparita
Parkour, dedicata interviurilor de artist, si online, platforma
editoriald www.institutulprezentului.ro.

Prin demersurile sale, Institutul Prezentului sustine
accesul publicului larg, dar si al noilor generatii de artisti si
producatori din domeniul culturii performative si vizuale,
la resurse de cunoastere semnificative, la contactul neme-
diat cu personalitati si momente-reper ale scenei artistice

Institute of the Present (IP) is a research and artist re-
source platform in the field of visual and performing cul-
ture conceived by Stefania Fercheddu and Alina Serban
and launched in 2016. Centred on artists and their per-
sonal accounts, time-specific encounters and means of
(self-)archiving, the Institute looks at various practices
and situations from the recent past until today from a
transnational and transcultural perspective.

The Institute’'s main lines of activity include: research
projects; The World according to... and COLLEGIUM labs;
the Looking Forward, Looking Back conference series;
documentary exhibitions; as well as 24 Arguments. Early
Encounters in Romanian Neo-Avan-Garde 1969-1971,
hosted by the National Art Museum of Romania (7 No-
vember 2019 - 2 February 2020) and based, among other
things, on research conducted at the Demarco archives in
Edinburgh, the archives of the Lausanne Tapestry Biennale,
the Modern Art Institute in Nuremberg etc.; reenactments
like, recently, the Genesis piece (1970) by choreographer
Miriam Raducanu signed by artist Madalina Dan; bilingual
publications, in Romanian and English, such as the Parkour
series, in print, dedicated to artist interviews, and the
online editorial platform www.institutulprezentului.ro.

The Institute of the Present encourages open access
for the general public, as well as for new generations of
artists and producers in the field of visual and performa-
tive culture, to significant knowledge resources and to un-

romanesti si internationale. Intre artistii cu care Insti-
tutul Prezentului a lucrat in ultimii ani in proiectele sale
se afld: Constantin Flondor, Ion Grigorescu, Peter Jacobi,
Lucian Metianu, Octavian Nemescu, Miriam Raducanu,
Diet Sayler, Matei Bejenaru, Lia Perjovschi, Borut Vogel-
nik/Grupul IRWIN, Helgard Haug/Rimini Protokoll, Vera
Mantero, Xavier Le Roy.

SPALLL DE £

mediated contact with leading personalities and landmark
moments of the Romanian and international art scene.
Among the artists involved in the Institute's recent projects
are: Constantin Flondor, Ion Grigorescu, Peter Jacobi, Lucian
Metianu, Octavian Nemescu, Miriam Raducanu, Diet Sayler,
Matei Bejenaru, Lia Perjovsch, Borut Vogelnik/Grupul IRWIN,
Helgard Haug/Rimini Protokoll, Vera Mantero, Xavier Le Roy.

24 de argumente. Conexiuni timpurii in neo-avangarda romaneasca 1969-1971.
Serioja Bocsok, © Institutul Prezentului
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KUNSTHALLE BEGA
KUNSTHALLE BEGA

9 Circumvalatiunii 10, Timisoara www  kunsthallebega.ro

In raport cu arta contemporani, orasul este un material.
Transferul estetic il fac muzeele, galeriile, spatiile alterna-
tive. Investirea fizic nu poate fi insa de la inceput concep-
tuald. Totul trebuie relationat de context, atmosfera, de
discutii, solutii, impresii. Aceasta pentru ca muzeele oferd
de multe ori un vid de afectivitate, iar galeriile distrug ca-
pacitatea de a lucra liber. Doar spatiile alternative rdman
acomodate la practica artistilor.

In trecerea de la institutiile clasice/oficiale la spatiile
practice/exprimentale este nevoie de locuri care sa preia
in acelasi timp calitatile muzeului si experimentalismul
spatiilor alternative. Existenta unei kunsthalle/un loc li-
ber functiondnd pe baza valorilor muzeale este evident cea
mai buna solutie pentru un oras cu multd artd. Dupa di-
mensiunea sociald, politicd, esteticd, o kunsthalle 7i adau-
gd unui oras si o dimensiune expansiv utopica. Kunsthalle
Bega va ingloba din start aceastd expansiune utopicd, insa
va experimenta si contributia vizualitatii la coeziunea so-
ciala a orasului.

Kunsthalle Bega este un proiect al Fundatiei Calina,
initiat de Alina Cristescu, Liviana Dan si Bogdan Rata.

In relation to contemporary art, the city is the raw material.
The aesthetic transfer is accomplished by museums, gal-
leries, alternative spaces. But physical shaping cannot be
conceptual from the start. Everything needs to be linked to
a context, to an atmosphere, to discussions, solutions, im-
pressions. This is because museums often display a lack of
affection, while galleries destroy the ability to work freely.
Only alternative spaces accommodate the practice of artists.

When going from classic/official institutions to prac-
tical/experimental spaces, there is a need for spaces that
combine the qualities of a museum with the openness to
experiement specific to alternative spaces. The existence
of a kunsthalle/an independent place whose functioning is
grounded on museum values is obviously the best solution
for a city full of art. Apart from the social, political and aes-
thetic function, a kunsthalle adds an expansively utopian
side to a city. Kunsthalle Bega will include this utopian ex-
pansion from the very start, but also the contribution of the
visual to the social cohesion of the city.

Kunstalle Bega is a project of the Calina Foundation, ini-
tiated by Alina Cristescu, Liviana Dan and Bogdan Rata.

Echinoctiu, Serban Savu, 2020, © Kunsthalle Bega

Lay me down across the line, 2019,
© Kunsthalle Bega
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REZIDENTA BRD SCENA9
BRD SCENA9 RESIDENCE

9 Ton Luca Caragiale 32, Bucuresti WWW \yww.scena9.ro

Rezidenta BRD Scena9, infiintata in 2018, este un centru
cultural destinat tinerei generatii de creatori de culturd
contemporana. Este un spatiu de exprimare, explorare si
experiment pentru creatorii de culturd contemporana, care
provoaca si genereaza dialoguri semnificative intre artisti,
idei si public si care rdspunde nevoii de identificare pe harta
culturald a orasului a unui spatiu capabil sa implementeze
un program previzibil si coerent de evenimente culturale.

Structura programelor dezvoltate de Rezidenta BRD
Scena9 are la baza trei piloni: comunitate, accesibilitate
culturald si educatie culturald. Localizarea intr-una dintre
cele mai frumoase zone ale Bucurestiului, parcul Gradina
Icoanei, vecinatatea cu o multime de alte spatii de cultu-
rd sau evenimente care deja au amprentat viata culturala
a orasului de mai bine de zece ani, ofera Rezidentei BRD
Scena9 un context favorabil pentru a dezvolta o serie de
programe care sustin familiarizarea publicului larg cu eve-
nimentele de artd contemporana.

BRD Scena9 Residence, founded in 2018, is a
cultural centre for the new generation of producers
of contemporary culture. It is a space that invites
expression, exploration and experiment, that generates
significant dialogue between artists, ideas and public
and provides a solution to the need for a suitable space
capable to run a predictable and coherent programme
of cultural events.

The programmes developed by BRD Scena9
Residence are structured around three values:
community, cultural accessibility and cultural
education. Being located in one of the most beautiful
areas of Bucharest, close to a large number of cultural
spaces and events that have been shaping the cultural
life of the city for more than ten years, BRD Scena9
Residence enjoys a favourable context in which to
run projects that familiarize the general public with
contemporary art events.

Mattis Teutsch. Avangarda si realism
constructiv, Szilard Miklos,
curator Ionut Cioand, 2019

Bucharest Artworlds at The Wrong Biennale #4,
curatori Lavinia Cazacu, Cosmin Mitea, 2020




g
o
<
[32)
I
=
W
o
=
=
0n

SPATIUL DE ARTA CONTEMPORANA - SAC
SAC - CONTEMPORARY ART SPACE

9 Gral. Berthelot 5, Bucuresti www \w\ww.sacbucharest.ro

SAC este o initiativa privata, non-profit, care se poziti-
oneaza ca un organism alternativ fatd de sistemul
organizational comercial sifatd de sistemulinstitutional
public, cu scopul de a participa la (re)contextualizarea si
actualizarea productiilor contemporane independente
printr-un set de resurse si strategii eficiente de stabilire
a unui dialog nemijlocit intre producatori si public.

Spatiul de Arta Contemporana functioneaza ca un
cadru pentru organizare, productie si diseminare, pus
la dispozitie artistilor pentru a stabili o relatie autenticd
cu un public angajat si avizat. In peisajul organizatiilor
locale, SAC intentioneaza sa activeze ca o legdturd de
relationare pentru realizarea de noi medjii de prezentare
si comunicare a productiei si ,identitatii” artistice.

SAC este o interfatd de colaborare artisticd si
curatoriald care pune in contact discipline si servicii cu
scopul de a organiza discursul si productia artisticd prin
expozitie, cercetare si comunicare. Obiectivul SAC este
acela de a crea, in colaborare cu artisti, curatori si teo-
reticieni de pe scenele artistice locale si internationale,
contexte actualizate de dialog si interactiune sub auspi-
ciile expresiei artistice.

SAC is a private non-profit initiative positioned as an alter-
native organism to the organisational trade system and to
the public institutional system, with the aim of participating
in the (re)contextualisation and the historical update of
contemporary independent productions through a set of
resources and effective strategies for establishing an un-
altered dialogue between the producer and the audience.

SAC operates as a frame for organisation, production
and dissemination at the producer’'s hand to establish an
authentic relationship with an engaged and informed au-
dience. On the local map of organisations, SAC intends to
activate as a cooperative link with the respect of configuring
new contexts of placement and communication for the ar-
tistic production and “identity".

SAC s a transdisciplinary interface of artistic and cura-
torial collaboration which connects disciplines and services
with the purpose of organising the artistic discourse and
production through the functions of Exhibition, Research
and Communication. The aim of /SAC is to create, in col-
laboration with the artists, curators and theoreticians from
the local and international contemporary “art worlds”, up-
dated contexts of dialogue and interaction under the aus-
pices of artistic expression.

(English version by SAC)

© Spatiul de Artd Contemporand
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CASA TRANZIT
TRANZIT HOUSE

9 George Baritiu 16, Cluj-Napoca *'&1 www.tranzithouse.ro

Proiectul Casa Tranzit s-a nascut in 1997 ca raspuns la
nevoia multiplelor grupuri de artisti si intelectuali clujeni
de a avea un centru independent de artd si gandire con-
temporana. Initial, spatiul fostei sinagogi Poalei Tzedek a
fost Inchiriat de la proprietarul sdu, Comunitatea Evreilor
din Cluj. In anul 1998 Kénczei Csilla a fondat Fundatia
Tranzit cu scopul de a fi administratorul spatiului. Ast-
fel dorinta devine realitate: spatiul fostei sinagogi Poalei
Tzedek devine Casa Tranzit, un centru de artd si culturd
contemporand, primul proiect de acest gen din Romania,
in prezent avand un program cultural constant.

Promovarea interculturalismului este un principiu
fundamental al proiectului Casei Tranzit, care promovea-
za modele alternative de abordare a diversitatii culturale,
axandu-se pe tematicile conlocuirii si ale interactiunii in-
tre diferite grupuri culturale si etnice.

Casa Tranzit este printre primele spatii culturale inde-
pendente din Romania si a functionat timp de 23 de ani
ca punct nodal al dialogului dintre multiple comunitdti
culturale locale, jucand un rol activ in formarea unui etos
intercultural siin reprezentarea artei contemporane.

Printre cele maiimportante proiecte putem mentiona:
Tabdra Interkulti, program de educatie non-formald si
creatie artistica pentru copii; Festivalul de artd contem-
porand Zilele Tranzit; Zilele Filmului Maghiar din Cluj;
Missing since 1944 (in cadrul programului cultural evre-
iesc, 2008, 2017); Arhiva Tranzit (2007/2008, 2020);

The Tranzit House project was born back in 1997 as an
answer to the need many groups of artists and intellectu-
als in Cluj felt, namely to have an independent centre for
arts and contemporary thinking. Initially, the space of the
former Poalei Tzedek synagogue was rented from its owner,
the Jewish Community in Cluj. In 1998 Konczei Csilla es-
tablished the Tranzit Foundation to manage the space and
the desire becomes reality: the former synagogue becomes
Tranzit House, a centre for contemporary arts and culture,
the first ever project of its kind in Romania. Currently, the
centre runs a permanent cultural programme.

Promoting interculturalism is a fundamental princi-
ple of the Tranzit House project that encourages alterna-
tive means of approaching cultural diversity based on the
ideas of co-habitation and interraction between different
cultural and ethnical groups.

Tranzit House was one of the first independent cul-
tural spaces in Romania and has been functioning for 23
years as a cornerstone of dialogue between multiple local
cultural communities, playing an active partin shapingan
intercultural ethos and in representing contemporary art.

Among our most important projects: Interkulti Camp,
a non-formal education and artistic creation programme
for children; Tranzit Days Contemporary Arts Festival;
Hungarian Film Days in Cluj; Missing since 1944 (as part
of the Jewish cultural programme, 2008, 2017); Tranzit
Archive (2007/2008, 2020); RESONANCES - New Music

linia de muzicd contemporanda REZONANTE - Program
de Muzica Noud (2019/2021); linia de teatru si arta per-
formativad TRANZITII (2019/2020).

La finele anului 2020, Casa Tranzit va deschide pu-
blic Arhiva Tranzit, un demers de valorizare a memoriei
comunicative, definitd de interactiunile interpersonale
care au avut loc in cadrul scenei culturale independente
si alternative n ultimile doud decenii. Arhiva va putea fi
consultata la locatie si online pe site-ul www.tranzithou-
se.ro. Continutul arhivei este relevant atat pentru istoria
post 1990 a artei contemporanein Romania, catsi pentru
istoria recenta a politicilor culturale. Fundatia Tranzit este
unul dintre pionierii miscarii artistice independente clu-
jene, colabordnd cu multiple grupuri artistice si institutii
culturale din tard si din striinatate. Impreund dorim s&
reflectdm asupra istoriei recente a artei contemporane si
asupra noilor tipuri de institutii culturale apdrute in peri-
oada post-decembristd: spatiile independente.

SPALLLDEA

Programme (2019/2021); TRANSITIONS - theatre and
performance series (2019/2020).

Towards the end of 2020, Tranzit House is due to open
to the public the Tranzit Archive, a project aimed at high-
lighting communicative memory defined by the personal
interactions that have taken place on the alternative and in-
dependent art scene over the past two decades. The archive
will be accessible on location as well as online on the Tran-
zit House website. The contents of the archive are relevant
both for the post-1990 history of Romanian contemporary
art and for the recent history of cultural policies. Tranzit
Foundation is one of the pioneers of the independent ar-
tistic movement in Cluj and has collaborated with numer-
ous artistic groups and cultural institutions in Romania and
abroad. Together we wish to ponder on the recent history
of contemporary art and on the new types of cultural insti-
tutions that have come to life after 1990: the independent
spaces.

Eveniment Rehearsing Proximity de UPF in cadrul Zilelor Tranzit 2019, foto: Emil Florea
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iectul a primit in 2012 ECF Foundation Princess Margri-
ett Award siin 1998 SOROS Center for Contemporary Art
Award for Curating).

awarded the ECF Foundation Princess Margriett Award in
2012 and the SOROS Center for Contemporary Art Award
for Curating in 1998).

AAC /CAA (ARHIVA DE ARTA CONTEMPORANA/CENTRUL DE ANALIZA ARTEI)
CAA/CAA (CONTEMPORARY ART ARCHIVE/CENTER FOR ART ANALYSIS )

(English version by CAA)
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@ facebook.com/lia.perjovschi

Un muzeu de artd contemporana in dosare, bazat pe
cercetarea artei si a contextului ei, teoria si practi-
ca artei, studii culturale, teorie critica. Banca de date
internationald comprehensivd ,activatd vocal”, capsuld
de cunoastere. Cadru si platformd pentru idei, dialog,
experimente, comunicare, empowerment, cu interes pe
dezbaterile curente in domeniul artei, noi teorii cultura-
le, despre relevanta sociald si politica a artei, autonomia,
schimbdrile ei.

Activ din 1985 sub diferite forme si denumiri (intal-
niri informale interdisciplinare in apartamentul Liei si
al lui Dan Perjovschi din Oradea, atelierul experimental
pe care |-am creat in 1987 si coordonat pana in 1993 n
Academia de Arta Bucuresti si in atelierul comun Lia si
Dan Perjovschi din strada Berthelot, in muzee, galerii,
spatii non-profit, spatii coordonate de artisti, in mass
media...). Un proiect rdmas privatin ciuda efortului de a-|
formaliza (cuvantul arhiva pare sa dea frisoane politice -
am ajuns la curtea suprema cu dosarul de infiintare)...
din 2010 la Sibiu...

Bazat pe o metoda investigativa, incearca sa gaseas-
ca sensul, cautd idei ascunse, pierdute, lucrdri si autori
relevanti (din lipsd de spatiu trebuie sd aplice selectia),
acoperd perioada tranzitiei, merge in pas cu timpul, ca-
utd normalitatea ca exceptie prezervand o atitudine di-
zidenta (dizzy), criticd in contextul consumerismului, al
stagnarii intelectuale din timpul neoliberalismului (pro-

A contemporary art museum in files, focusing on art and
its context, on art theory and practice, on cultural studies
and critical theory. Comprehensive international database,
"a voice-activated” capsule of knowledge. A frame and
platform for ideas, dialogue, communication, empower-
ment focusing on issues that reflect the current debate in
the art field and new cultural theories on the social and po-
litical relevance of art, its autonomy and its changes.

The CAA has been active since 1985 in different shapes
and under different names (informal interdisciplinary
meetings in Lia and Dan Perjovschi’'s home in Oradea, in
the frame of the experimental studio created in 1987 and
coordonated until 1993 at the Art Academy in Bucharest
(created by Lia), in Lia and Dan Perjovschi's artist studio
on Berthelot street, in museums, galleries, non-profit or
artist-run spaces and in the mass media...) A project that
remained private in spite of the effort to have it formal-
ized (the word archive seems to send political shivers down
people’s backs - the founding documents went to the su-
preme court) ... in Sibiu since 2010 ...

Based on an an investigative method, searching for
sense, for hidden and lost ideas, for relevant works and
authors (very selective for lack of space), it covers the
transition period, stays in tune with the times, looking for
normality as exception and preserving a dizzydent (from
dizzy) critical attitude in a context of consumerism and in-
tellectual stagnation during neoliberalism (the project was




2
o
<
[32)
I
-
w
o
=
=
"]

KNOWLEDGE MUSEUM
KNOWLEDGE MUSEUM

@ facebook.com/lia.perjovschi

Knowledge Museum (Muzeul Cunoasterii), proiect dema-
rat de Lia Perjovschi in 1990, in care recicleaza celelal-
te proiecte. Un proiect de cercetare interdisciplinara, de
cultura generald si antropologie culturald contemporana,
prezentat ca o machetd de arhitecturd - pe o masa, pe
pereti, in spatiu desfdsurat in spatii, diagrame din cerceta-
rea interdisciplinara, (din carti, reviste, Internet...) obiec-
te din magazinele muzeelor vizitate de pe toatd planeta
(material didactic), imagini de pe Facebook. Sapte depar-
tamente (pamant, corp, artd, culturd, cunoastere, stiinta,
univers). Nu este ,muzeul”, este un punct de plecare de
baza, este strategia, solutia mea la intrebarea: Ce putem
face sd imbunatatim, sa schimbam? Cunoasterea inseam-
na supravietuire, sa faci ce poti din ce ai. Cunoasterea
transforma , obiectul” in , subiectul” istoriei.

Knowledge Museum is a project in which I recycle all my
other projects. I presentit like an architect presents a sca-
le model - on a table, on the walls, or in a space, using
diagrams from my interdisciplinary research: from books,
reviews, the Internet and objects bought from museums
shops around the globe from 1999 untill today (used for
educational purposes), images from Facebook. The mu-
seum comprises seven departments: Earth, Body, Art,
Culture, Knowledge, Science, and Universe.

Itis not "The Museum®, it is a basic starting point. It is
my solution to the question: What can we do to change,
to make things better? Knowledge is survival, ismaking do
with what you have. Knowledge is transforming the «ob-
ject» in the «subject» of history.

(English version by KM)

© Knowledge Museum
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CAZUL101
CAZUL101

9 Zarii 20, Bucuresti @n facebook.com/cazul101

Cazul101 este un artist-run space multidisciplinar initiat
de un grup de artisti din Bucuresti la inceputul anului
2018. Incé studenti la UNArte, fondatorii acestui proiect
au simtit nevoia de a oferi scenei emergente de art3 din
Romania un spatiu liber, ce cautd sa creeze un context
care sd incurajeze si, in acelasi timp, sa incomodeze opera
de arta.

Cazul a functionat in primul an intr-un spatiu din
Cotroceni, unde a organizat 9 evenimente artistice di-
verse urmate de alte doud evenimente nomade in spatii
alternative. Deoarece este un proiect viu intr-o conti-
nud schimbare, Cazul1l01 deschide la inceputul anului
2019 o noua locatie situatd tot in Cotroceni: un garaj de
3x5mp transformat intr-un spatiu expozitional destinat
instalatiilor si lucrdrilor site-specific. Echipa Cazului pro-
pune astfel un mediu care constrange spatial, dar care
incurajeaza arta actuala oferind libertate totald de expri-
mare artistilor invitati.

Cazul101 (Casel01) is a multidisciplinary artist-run space
initiated in early 2018 by a group of artists from Bu-
charest. Still art students at the time, the founders of the
project felt the need to provide the emerging Romanian
art scene with a free space seeking to create a context that
encourages and, at the same time, inconveniences the
artwork.

During the first year, the Case funtioned at a venue
in the Cotroceni district, where 9 different artistic events
were organized, followed by another two in alternative
spaces. As a living, continuously changing project, Ca-
zul101 moved to a new location in 2019, still in the same
neighbourhood: a 3by5 sqm garage turned into an exhi-
bition space for installations and site-specific works. The
Case team thus offers a space that imposes spatial con-
straints but encourages today's art by giving artists com-
plete freedom of expression.

foto: facebook.com/cazul101
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DIPTYCH
DIPTYCH

9 Plantelor 58, Bucuresti @ facebook/diptychartspace

Amplasat intr-o fosta galerie de arta, Diptych (deschis in
2019) continud expunerea artei contemporane in paralel
cu un spatiu creativ, un atelier.

Cartierul unde se afld este un exemplu de ce-ar fi pu-
tut deveni Bucurestiul unor politici de urbanism si arhi-
tectura armonioase: dorinta de oras-grading, ilustrata
prin chiar numele strazii - Plantelor, locuinte in stil neo-
romanesc, Art Deco si Modernist, construite in special in
perioada interbelicd. Multe dintre ele au rezistat comu-
nismului, iar acum continua sa reziste lipsei de interes
han, este acum monument istoric. Cartografia zonei este
foarte densa din punct vedere artistic: trei galerii de art3,
un studio foto si ateliere de creatie.

Numele spatiului expozitional provine in primul rand
de la arhitectura locului - sunt doud camere suprapuse,
un diptic arhitectural legat de scari -, dar si de la scopul
acestui loc - acela de a prezenta publicului bucurestean
atat arta contemporand romaneasca siinternationald, cat
si moduri de exprimare artisticd inedite.

Artistii invitati sa participe cu expozitii personale sunt
din medii de artd foarte diferite - se expune de la pictu-
ra si obiect, la fotografie; de la foto-video, la sunet; de la
instalatie, la performance si poezie. Vor fi prezenti artisti
inediti, putin sau deloc vizibili in oras si tara.

Am inaugurat spatiul cu expozitia artistului maghiar
Sandor Pinczehelyi - Visionary/Works 1973-2014; a

Located in a former art gallery, Diptych (founded 2019)
continues to exhibit contemporary art while at the same
time serving as a creative space and art studio.

The neighbourhood where it is located is an example
of what the entire Bucharest could be if urban policies
were in harmony with architectural style. Strada Plant-
elor [Plants Street] evokes a longing for a garden-city rich
in foliage and houses in Neo-Romanian, Art Deco and
Modernist styles, erected mainly between the two wars.
Most of the buildings survived the communist era and are
now fighting to survive the lack of interest from the ad-
ministration; they do it (also) through art.

The gallery’s building was originally meant to function
as an inn and is now a protected historical monument.
The neighbourhood is dense in art spaces, with three art
galleries, a photo studio and several creative studios.

The name “Diptych” comes from the architectural lay-
out of the space: two vertically stacked rooms connected
by stairs, but it also reflects its double purpose: to show-
case both Romanian and international contemporary art
and unique means of expression.

The artists invited to exhibit come from all walks of
art: painting, sculpture, photography, sound, film, instal-
lation, performance and poetry. They are unknown artists,
little, if at all, shown anywhere else.

We launched the space with an exhibition of Hungar-
ian artist Sandor Pinczehelyi - Visionary/Works 1973-

urmat expozitia Angstwurm al lui Micleusanu M., Ma-
ria Balabas - Performing Intimacy iar pandemia a inchis
usile Diptych cu expozitia Raport de santier al artistului
Claudiu Cobilanschi. Planuitd anul trecut si realizatd on
line, a fost lansarea Aliaj Barsa, o aliantd a patru artist-
run spaces din Bucuresti (Alert Studio, Atelier 030202,
E T A] si Diptych) prin expozitia Scurt circuit.

foto: Diana P3un si Sabina Cruceanu

e

2014; then came the Angstwurm show of Micleusanu
M., Maria Balabas - Performing Intimacy and then the
pandemic closed the space down during Claudiu Cobi-
lanschi’s Worksite Report. Planned last year and put into
practice online was the launch of Aliaj Barsa, an alliance
of four artist-run spaces in Bucharest (Alert Studio, At-
elier 030202, E T A] and Diptych) with the Shortcircuit
exhibition.
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ETA]
ETA]

9 George Enescu 43, Bucuresti www  www.etajartspace.com

Infiintat in mai 2018 in apartamentul din str. George
Enescu 43 al artistului Mircea Modreanu, ET A ] a gaz-
duit si organizat pand in prezent peste 30 expozitii si eve-
nimente. E T A ] este un artist-run space, un catalizator
care vizeaza eficienta actului artistic in contextul actual.
Mai multi artisti 1si asumd aici rolurile necesare vitaliza-
rii si coordonadrii spatiului. Obiectivele principale ET A ]
sunt axate pe cresterea vizibilitatii artistilor emergenti in
cdutare de solutii alternative pentru lansarea si etalarea
publicd a creatiei lor.

Directiile estetice pe care si le propune E T A ] sunt
eclectice, spontane si, de multe ori, experimentale. Exis-
ta insd si elemente ordonatoare specifice precum carac-
terul in situ al lucrdrilor expuse si concepute de artistii
promovati. Celor care expun aici |i se cere s3-si gan-
deascd imaginea expusa in acord cu o experienta care
o depaseste pe cea strict vizuald. Artistii sunt provocati
sa-si puna creatiile intr-un context senzorial complex. Se
doreste ca experienta esteticd sd fie fi posibila din diver-
se ipostaze: spatiald, tactild, acusticd, interactiva sau de
dialog, toate subordonate unei gandiri in imagini optice.
Nu de putine ori expozantii si-au dus lucrdrile la un ni-
vel care corespunde tendintelor artei la nivel global. Prin
ceea ce noi numim obiectualizarea desenului, a imaginii
bidimensionale, creatiile capata existenta plenara si forta
estetica necesare in contextul practicilor actuale.

Spatiula gdzduitin generalartistitineri, unii cunoscuti,
altii inca neafirmati pe scena artei. Prin numarul mare si

Founded in 2018 in artist Mircea Modreanu’s appart-
ment on 43 George Enescu street, E T A] has hosted and
organized more than 30 exhibitions and events to date.
E T A]is an artist-run space, a catalyst dealing with the
efficiency of the artistic processin today's context. Several
artists take on the roles necessary to run and vitalize the
space. The main objectives of E T A] focus on improving
the visibility of emerging artists in search of alternative
solutions to launch and present their works.

The aesthetic directions assumed by E T A ] are eclec-
tic and often experimental. There are, however, specific
guiding elements like the in situ character of the artworks
shown and conceived by the artists collaborating with ET A ].
Artists who exhibit here are required to consider the
image they display according to an experience that goes
beyongthevisual. Artists are given the challenge to set their
works in a complex sensory context. The aesthetic experi-
ence proves possible from different perspectives: spatially,
tactilely, accousticly, interractively or through dialogue, all
subordinated to a conception in optical images. Quite of-
ten, the artists who exhibit here have taken their worksto a
level answering to the requirements of art acquisition and
to current global trends. By what we call the objectification
of the drawing, of the bidimensional image, the artists’
creations achieve the full existence and aesthetic force
necessary in the context of today's practices.

The artists who have been shown here are mostly
young - some better known, others emerging. Through

frecventa de expozitii, E T A ] radiografiaza practicile din
comunitatea artistilor independenti si a absolventilor
facultatilor de artd. Au existat si exceptii de la colaborarea
cu tineri artisti emergenti sau cunoscuti. In 2019 a fost
organizatd si gazduitad expozitia lucrarilor artistului Ghe-
orghe Berindei, care s-a dovedit o provocare curatoriald
interesantd pentru echipa.

In ceea ce priveste spatiile de expunere, echipa ETA]
cautd, in spiritul culturii artist-run, sd identifice posibile
locatii care sd aduca laolaltd publicul si artistii. ET A] con-
siderd ca o abordare artist-run este necesara si esentiala
pentru inchegarea unei comunitdti consistente de artisti
si consumatori de artd. Modul de organizare artist-run
este foarte cald in raport cu publicul, ceea cefi confera au-
tenticitate si prospetime. In octombrie 2019, la invitatia
lui Dimitrie Grigorescu si in colaborare cu echipa K41, a
fost vernisatd o expozitie colectivad in inima orasului da-
nez Copenhaga, intr-un un spatiu de evenimente artistice
care functioneazd dupa modelul celui din Bucuresti.

Un proiect conex este E T A] on wheels, o galerie mo-
bild de tip pop-up, prin care se doreste explorarea carac-
terului nomad al expunerii si creatiei artistice. Proiectul a
debutat printr-o expozitie colectiva pe terasa blocului de
ateliere din str. Eforie si are in vedere deplasarea prin mai
multe locatii din tara.

the number and frequency of its exhibitions, ET A ] ex-
amines the practices of the ever growing community of
independent artists and art school graduates. There have
been exceptions from the collaboration with artists from
the youngest generations. In 2019 E T A ] organized a
Gheorghe Berindei show, which proved an interesting cu-
ratorial challenge for the team.

As regards exhibition venues, the team at ET A] seeks,
in the spirit of artist-run culture, to identify possible ven-
uesinwhich artists and the public can get together. ETA]
believes thatan artist-run approachis not even necessary,
but essential in order to coagulate a healthy community
of artists and art comsummers. The artist-run model of
organization is also extremely warm towards the public,
which gives it authenticity and freshness. In 2019 the E
T A team, at the invitation of Dimitrie Grigorescu and in
collaboration with the K41 team, opened a group exhibi-
tion in the heart of Copenhagen in a space modelled on
the one in Bucharest.

A spin-off of the gallery at 43 George Enescuis ETA]
on wheels, a pop-up style mobile gallery that explores the
nomadic character of artistic creation and display. The
project took off through a group exhibition on the rooftop
of the studio building on Eforie street and the intention is
to take it across the country.

D-Day, 2018, © ETA]
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MATCA
MATCA

9 Memorandumului 8, Cluj-Napoca

MATCA artspace este un spatiu independent gestionat si
curatoriat de la inceputul lui 2017 de trei artisti vizuali din
Cluj-Napoca (Matei Tosa, Alexandru Muraru si Alexandra
Mocan), initiat din nevoia acestora de a se distanta de prac-
ticile definitorii ale asa-zisei etichete a ,scolii de la Cluj”, un
proiect-platforma menit sa cerceteze si sa incurajeze defini-
rea artei prin continut Tnaintea propunerii vreunui demers
tehnic. Proiectul s-a initiat regenerand un fost atelier de
pieldrie care a fost convertit in spatiu de expunere. In ca-
drul proiectelor pe care le desfasoara, MATCA urmareste sa
repereze felul in care arta se formuleaza in prezent, in spe-
cial pe plan local, avand ca motivatie integrarea in spatiul
vizibil a unor practici care reflecta posibilitatile de dezvoltare
si reflectie ale artistilor intr-un timp in care valorile si repe-
rele se modeleazd si remodeleaza constant. Prin programul
expozitional pe care il mobilizeaza, initiativa propune sa
investigheze productia vizuald contemporana prin prisma
intentiilor si a contextelor ce stau la baza creatiei artistice.

O altd miza importantd a spatiului este aceea de a juca
un rol de instrument de cercetare in arta locala din Cluj-Na-
poca, care vizeaza sa declanseze un dialog non-ierarhicintre
artistii tineri si cei consacrati, odata cu dinamica selectiei de
artisti cu care colaboreaza. O motivatie constantd MATCA
artspace legata de ceea ce priveste investigarea modului in
care arta se defineste, a fost aceea de a repera momentul de
maturizare sidesprindere a artistilor tineri de ambientul pre-
luat siTnvatat odatd cu parcurgerea studiilor de profil, ca ne-

@ facebook.com/matca.center

MATCA Artspaceis anindependent space managed and
curated since early 2017 by three visual artists in Cluj-
Napoca (Matei Tosa, Alexandru Muraru and Alexandra
Mocan). It was born out of the artists’ need to distance
themselves from the defining practices of the so-called
“Cluj school” label through a platform-project meant
to research and encourage defining art by its content
before putting forward any technical proposition. The
project was initiated by bringing back to life a former
tannery, which has since been converted into an exhi-
bition space. Through all its projects MATCA seeks to
identify the way art is formulated nowadays, especially
locally, and its motivation is to integrate practices that
reflect the artists’ opportunities for development and
reflection in an age when values and standards are con-
stantly reshaped. Through its exhibition programme,
MATCA seeks to investigate contemporary visual pro-
duction via the intentions and contexts that generate
artistic creation.

Another important pledge is to play the part of a
research instrument into local art in Cluj-Napoca, by
generating a non-hierarchical dialogue between young
and established artists. As part of its investigation into
the way art is defined, MATCA has shown constant mo-
tivation towards identifying the moment young artists
break free from the background they inherited and as-
similated during their art studies, a need to find and
present the artists close to the moment when they set-

voie de a gdsi si enunta artistii in perioada apropiata asezarii
intr-un specific personal si asumat al practicii lor. Odata cu
anumite colaborari, parte din artistii expusi aici au reusit sa
intre Tn contact cu alte institutii care le-au mediat practica,
iaracest aspect este unul pe care spatiul doreste sa il pastreze
activin zona sa de specific, de a facilita integrarea artistilor cu
care colaboreaza intr-un asa-zis ansamblu de circuit. Abor-
darea in acest sens a presupus mereu apropierea, dialogul
si empatia cu artistii cu care s-a colaborat, sperand, in mod
asumat, ca acest lucru sa fie un specific ce defineste spatiul pe
piata culturald - deschiderea fatd de nevoile artistilor cu care
colaboreaza reprezentdnd mereu o prioritate.

Mare parte din expozitiile organizate aici sunt cele de
grup, care sunt concepute intr-o mare mdsura pentru a reuni
diverse viziuni si angajarea receptivitatii unui public divers.

Soon his Body will be still, © MATCA

e

tle into their own, assumed specificity. On the occasion
of certain collaborations, some of the artists who ex-
hibited here were able to come into contact with other
institutions that later mediated their practice and this is
one aspect that the artspace wishes to maintain: to fa-
cilitate the integration of the artists into the art scene,
as it were. This was always achieved by closeness to, by
dialogue and empathy with the artists, hoping this will
define the artspace on the cultural scene: openness to
the needs of the artists as a constant priority.

A significant part of the exhibitions conceived here
are group shows, meant to bring together different artis-
tic visions and to engage a diverse audience.
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FUNDATIA ART ENCOUNTERS

ART ENCOUNTERS FOUNDATION

9 Casa ISHO, Take Ionescu 46C, Timisoara

Fundatia Art Encounters din Timisoara si-a inceput ac-
tivitatea in 2015, odatd cu prima editie a bienalei cu
acelasi nume, la initiativa colectionarului si antrepre-
norului Ovidiu Sandor, care si-a propus sa dezvolte o
platforma de sprijin pentru arta contemporand din Ro-
mania si de conexiune a scenelor artistice din regiune
si din arealul international. Viziunea Fundatiei Art En-
counters urmdreste cateva puncte importante pentru
nevoile identificate in cadrul peisajului artistic existent:
sustinerea productiei artistice, educatia prin artd, mo-
bilitatea artistilor si a curatorilor, crearea de noi retele
institutionale si coproductii expozitionale.

Din 2018, Fundatia sustine constant un program
artistic condus de curatoarea Diana Marincu aldturi de
o echipa de baza, care se desfasoara la sediul Fundatiei,
Casa ISHO din Timisoara, intr-un spatiu expozitional
de 264 mp. Acest program permanent se axeaza pe ex-
punerea unora dintre numele importante ale artei con-
temporane din Romania, dar si pe sustinerea tinerilor
artisti, adesea in dialog unii cu ceilalti. De asemenea,
expozitiile internationale au in vedere un context artis-
tic care rezoneazd cu scena romaneascd, gasind punc-
te de reper comune, istorii similare sau oportunitdti de
intelegere a unui fenomen vizual transregional. Colabo-
rarile institutionale si crearea unor retele atat in ceea ce
priveste expozitiile, cat si in privinta rezidentelor, sunt
importante pentru misiunea pe termen lung a Fundatiei,

|**’§_ www.artencounters.ro

The Art Encounters Foundation in Timisoara was esta-
blished in 2015, the year of the first edition of the ho-
monymous biennial, at the initiative of art collector and
entrepreneur Ovidiu Sandor, who set out to develop a
platform to support contemporary arts in Romania and
to connect the local and international art scene. The vi-
sion of the Art Encounters Foundation is centred around
several key aspects, based on what was identified as lack-
ing in the local artistic environment: support for artistic
production, education through art, mobility of artists and
curators, the development of new institutional networks
and the co-production of exhibitions.

Since 2018 the Foundation has been running a con-
stant artistic programme, led by curator Diana Marincu
and a core team, at its own venue, the ISHO House, that
boasts a 264 sqm exhibition space. This permanent
programme focuses on showing established Romanian
contemporary artists alongside emerging artists, more
often than not in dialogue. International exhibitions re-
flect an artistic context that resonates with the Romanian
art scene, identifying common ground, similar histories
or the opportunity to better understand a transregional
visual phenomenon. Institutional collaborations and the
building of networks for both exhibitions and residencies
are key to the Foundation’s long-term mission: to find allies
and partners in order to stay connected to the most im-
portant topics, experiments and needs of contemporary

de a gasi aliati si parteneri pentru o ancorare solida in
cele mai importante teme, experimente si nevoi ale ar-
tei contemporane. Fundatia organizeazd, de asemenea,
proiecte punctuale in afara Timisoarei, in colaborare cu
institutii sau independent.

Bienala Art Encounters este cel mai vizibil si vizitat
proiect al Fundatiei, cu un program care se extinde de
la an la an, expozitiile de artd fiind insotite de dezbateri,
ateliere, performance-uri, arta n spatiul public si me-
diere intensivd. Parteneriatele Bienalei s-au inmultit de
asemenea, prin colaborarea cu numeroase institutii si
organizatii de culturd nationale si internationale, alaturi
de angajamentul publicului.

Bienala Art Encounters 2019, Muzeul de Transport Public ,Corneliu Miklosi".
De la stanga la dreapta: Stélp de proiectie perifericd, Bella Rune, 2019; Porumbelul nesupus, Agnieszka Polska, 2019, foto: Adrian Catu.

DRGANIZA PLA DRV

art. The Foundation also runs individual projects outside
of Timisoara, either independently or in collaboration
with different institutions.

The Art Encounters Biennale is the Foundation's
most visible and visited project, with a programme that
becomes larger with every edition. Art exhibitions are
doubled by talks, workshops, performances, art in public
spaces and intensive mediation. The partnerships of the
Biennale have expanded to include new collaborations
with various Romanian and international institutions and
organizations, which complement the constant commit-
ment of the public.
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FUNDATIA CALINA
CALINA FOUNDATION

9 Mérdsesti 1-4, Timisoara

( '""""’,l www.calina.ro

Alina Cristescu si Romul Nutiu s-au gandit in urma cu
zece ani la un spatiu de artd contemporana, ceva intre un
incubator ce reprezenta universitatea si o gradina deiarna
ce concretiza muzeul. Deliberat ori nu, spatiul numit Ga-
leria Calina a functionat dupa o reguld impusa de Roberta
Smith, critic de arta la New York Times: ,Placerea este o
forma importantd de cunoastere”. Fie cd vorbea despre
frumos, fie cd vorbea despre eficacitate, galeria pretuia
reactia. Eminenta artistului si eleganta jurnalistei au folo-
sit practica critica fata de spatiu. Cand il construiesti bine,
spatiul fixeazd imaginea.

Alexandra Titu, Ileana Pintilie, Constantin Prut, Pia
Brinzeu, Dan Haulica, Emil Moldovan, Olivia Nitis, Robert
Serban, Cristian-Robert Velescu, Marcel Tolcea, Cipri-
an Radovan, Carol David, Ruxandra Demetrescu, Liviana
Dan, Diana Marincu, Razvan Ion, Rose Marie Barrientos
se hotdrasc sa sustina teoretic proiectul lui Romul Nutiu
interesat atat de modernism cat si de avangarda.

Calina este un cub alb cu problemele unui spatiu soci-
al. Are temele si vulnerabilitdtile, utopia si presiunea, ris-
cul si panica comentariului asemenea multor institutii de
artd. Dar are si o identitate puternicd. Depasind cinismul
multor galerii, foloseste angajamentul social ca material.
Practica de artd axata pe transparentd, feminism, identi-
tate pune tot mai multe intrebari... care sunt prioritatile,
ce teme trebuie studiate, care sunt metodele eficiente,
care sunt exemplele, care sunt caracteristicile, care este
contextul, care sunt sansele, care granitele, care este

Alina Cristescu and Romul Nutiu envisaged, ten years ago, a
contemporary art space, something in between an incubator
representing the university and a winter garden materializ-
ing the museum. Either by accident or by design, the space
called Calina Gallery functioned according to a rule laid down
by Roberta Smith, art critic with the New York Times: “Pleas-
ure is an important form of knowledge.” Either it was about
beauty or about efficacy, the gallery cherished reaction. The
eminence of the artists and the elegance of the journalist
made use of the critical practice towards the space. When
correctly constructed, space anchors the image.

Alexandra Titu, Ileana Pintilie, Constantin Prut, Pia
Brinzeu, Dan Hdulicd, Emil Moldovan, Olivia Nitis, Robert
Serban, Cristian-Robert Velescu, Marcel Tolcea, Ciprian
Radovan, Carol David, Ruxandra Demetrescu, Liviana Dan,
Diana Marincu, Razvan Ion, Rose Marie Barrientos decide to
theoretically endorse Romul Nutiu's project, that was inter-
ested both in modernism and the avant-garde.

Calina is a white cube with the problems of a social
space. It has the topics and the vulnerabilities, the utopia
and the pressure, the risk and fear of comment of many art
institutions. But it also has a strong identity. Leaving behind
the cinical approach of many galleries, it uses social engage-
ment as a material. Art practice based on transparence, on
feminism, on identity poses more and more questions...
what are the priorities, what themes should be investi-
gated, what are the most efficient methods, what are the
exemples, what are the characteristics, what is the context,

transparenta... Proiectele curatoriale propuse in galerie
de Olivia Nitis si de Diana Marincu au accentuat aceastd
relevanta sociald si prezenta in propriul lor timp.

Cu o agenda preluatd critic, Liviana Dan propune o
platforma despre gandirea in desen, despre desenul con-
temporan caidee si proces si o platformd de proiecte care
furnizeaza fundalul si informarea contextuald asupra in-
stalatiei. Un proiect initiat de Bogdan Rata, ARTISTHE-
TEACHER, in parteneriat cu Facultatea de Arte si Design
demonstreaza cat de importanta este prezenta artistului
in actul educational, dar si cat de utile sunt laboratorul,
atelierul, analiza sociald, rezistenta politica.

Galeria isi redefineste pozitia. Din 2017 Calina Spa-
tiu de Arta Contemporana a trecut de la relatia cub alb/
influenta discursului estetic la 0 zond a culturii vizuale
interesatd de proiectele full spectrum istorie.mit.loc.eco-
logie.lege sustinute de prezentdri, dezbateri, seminarii si
expozitii.

Kunsthalle Bega continud programul fundatiei aco-
modand calitatile muzeale la practica artistilor si acor-
dd BEGA ARTPRIZE, premiul anual pentru un curator.
(Liviana Dan)

what are the odds, the borders, the transparence... The cu-
ratorial projects proposed by Olivia Nitis and Diana Marincu
emphasized this social relevance and this presence in their
own time.

With a critically applied agenda, Liviana Dan proposes a
platform about thinking in the drawing, about contempo-
rary drawing as idea and process and a plarform for projects
that provides the backdrop and context for the installation.
A project initiated by Bogdan Ratd in partnership with the
Art and Design Faculty, ARTISTHETEACHER, demosntrates
the importance of the artists in the process of education as
well as the benefits of the laboratory, the studio, of social
analysis and political resistence.

The gallery redefines its position. Since 2017 Calina
Contemporary Art Space has gone from the relationship
white cube/influence of aesthetic discourse to an area of
visual culture that is interested in full spectrum projects:
history.myth.ecology.law backed by presentations, debates,
seminaries and exhibitions.

Kunsthalle Bega continues the programme of the foun-
dation by accommodating museum characteristics to the
artists’ practice and awards the annual BEGA ARTPRIZE to
a curator. (Liviana Dan)

Perspective shift,
Bogdan Rata, 2018
© Fundatia Calina
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ASOCIATIA CULTURALA CONTRASENS
CONTRASENS CULTURAL ASSOCIATION

9 Proclamatia de la Timisoara 3, Timisoara

ONG fondatin 2015 care dezvolta siimplementeaza pro-
iecte din domeniul artelor vizuale, educatiei prin cultura,
educatiei si formarii culturale pentru copii, tineri si adulti.

Asociatia Culturald Contrasens (ACC) este un centru
pentru artd contemporand si artistii contemporani, o
platforma pentru educatie, formare si crestere prin cul-
turd. Sustine si documenteaza productia de arta contem-
porand romaneascad si 0 promoveazd atat in Romania,
cat si in strdindtate; ACC actioneaza ca o interfata intre
artisti, public si sponsori pentru a face spatiul cultural
accesibil, inclusiv si pentru a angaja noi publicuri cu arta
contemporana.

In ultimii ani, Contrasens a pregatit tineri absolventi
in management cultural, criticad si jurnalism cultural,
mediere culturald, media si film literacy. Experienta
asociatiei este in mediere si programele de educatie non-
formald bazate pe artd, inclusiv gandirea criticd prin arta,
in curatorierea si producerea de proiecte de artd vizuala
cu o dimensiune politica si sociald declarata, construi-
ta pe artd, ca forma si modelare sociala si politica. ARTA
PRAXIS POLITIC.

|"""""""’,l www.accontrasens.ro

Romanian NGO founded 2015 that operates with art,
culture and education through culture for children, youth,
and adults.

Contrasens Cultural Association is a hub for local
and emergent contemporary art and artists, a platform
for education, training and growth through culture. It
supports and documents the production of Romani-
an contemporary art and promotes it locally as well as
abroad and acts as an interface between artists, public
and sponsors in order to make the cultural space accessible
and inclusive, and to engage new publics with contem-
porary art.

In the past years, Contrasens has trained young gra-
duates in cultural management, cultural criticism, and
journalism, cultural mediation, media, and film literacy.
Our expertise is in mediation and art-based non-formal
education programs, including critical thinking through
art, in curating and producing visual art projects with a
declared political and social dimension built on art as
shaped and shaping the social and the political. ART AS
POLITICAL PRAXIS.

(English version by Contrasens)

PILLAR ARTIST, The Candidate, Ion Dumitrescu, Florin Flueras, Alina Popa,
in cadrul expozitiei WE TRANSFER: Art and Politics in Aprropriate Hands, 2019
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ASOCIATIA DIPLOMATIC ART

DIPLOMATIC ART ASSOCIATION

9 Aurel Popovici 12, Timisoara

Proiectul cultural Diplomatic Art a fost initiat in 2010, iar
primele doud editii au fost derulate prin Uniunea Artistilor
Plastici din Timisoara. In 2017 a fost infiintatd Asociatia
Diplomatic Art, care a preluat administrarea conceptului si
a activitatii.

Accentul acctivitdtii cade pe promovarea creatiei
artistilor profesionisti contemporani care provin din tarile
care au consulate in Timisoara (18 consulate in 2020),
artistilor din orasele infrdtite cu Timisoara, din foste si
viitoare capitale culturale europene sau din alte zone de
interes, la care se adauga artisti romani. Sunt incurajate
colaborari internationale, evenimentele artistice pluridis-
ciplinare care au loc atat in galerii de artd, cat si in spatii
alternative. In perioada 2017-2018 conceptele curato-
riale au pus accent pe antropologie vizuald si fotografie:
Casa e traslocco (Italia), Berlin Brigade si Berlin18 meets
Timisoara2l (Germania). CONSULART - Ecouri Europe-
ne, un proiect de sine statdtor (derivat din conceptul larg
Diplomatic Art) a fost demarat in 2019 in parteneriat cu
Asociatia Timisoara Capitald Europeand a Culturii 2021, ca
parte a programului cultural Timisoara 2021. CONSULART
este un proiectinterdisciplinar de colaborare intre un artist
roman si unul strdin, rezultand o creatie comuna in situ,
expusa n spatiul consulatului sau in proximitatea acestuia.

Incepand din 2014 au avut loc 22 de evenimente
cu 97 de artisti din 25 de tdri. Unii dintre artisti au fost
reprezentanti nationali la diferite editii ale Bienalei de la

www  diplomatic-art.blogspot.com

The Diplomatic Art project was initiated in 2010 and the
first two editions were organized by the Timisoara branch
of the Romanian Artists’ Union. In 2017, Diplomatic Art
Association was established to take over the concept and
administrative activity.

The focus of the organization is on promoting con-
temporary artists from countries that have a consulate
in Timisoara (18 as of 2020), artists from Timisoara's
sister cities, from former and future European Capitals
of Culture and from other areas of interest, as well as Ro-
manian artists. The association encouraged collabbora-
tion between Romanian and international artists and
multidisciplinary events hosted not only by art galleries,
but by alternative spaces as well. During 2017-2018 the
curatorial discourse focused on visual anthropology and
photography: Casa e traslocco (Italy), Berlin Brigade and
Berlin18 meets Timisoara2l (Germany). CONSULART
- European Echoes, a separate project (a spinoff of the
larger Diplomatic Art concept) started in 2019 as part of
the Timisoara 2021 cultural programme. CONSULART is
an interdisciplinary project based on the collaboration
between a Romanian and an international artist and re-
sulting in an in situ joint creation that will be exhibited
either at the consulate orin its neighbourhood.

22 events have been organized since 2014 involving
97 artists from 25 countries, some of whom had been
chosen to represent their respective countries at the

Venetia: Azstalos Zsolt (Ungaria), Sandro Bracchitta (Ita-
lia), Igor Josifov (Macedonia de Nord), Diana Rossi (pri-
ma participare a Paraguayului la Bienald). Acestora Ii se
adaugd proiectul Rented Air Spaces semnat de Robert
Baramov (Bulgaria) in incercarea sa de a atrage atentia
asupra necesitatii Tnfiintarii Pavilionului Bulgaria; pio-
nieri ai instalatiilor video interactive - Christa Sommerer
(Austria) si Laurent Mignoneau (Franta); precursor al vi-
deo-art in tara sa — Angie Bonino (Peru); artiste care au
deschis un nou ,consulat” la Timisoara, Utopian Consu-
late of Mars - Christine Niehoff (Germania) si Amy Ale-
xander (Australia - o candidata pentru selectia primilor
pamanteni stabiliti pe planeta Marte).

© Asociatia Diplomatic Art

Venice Biennale: Azstalos Zsolt (Hungary), Sandro Brac-
chitta (Italy), Igor Josifov (Northern Macedonia), Diana
Rossi (Paraguay’s first ever participation at the Biennale),
as well as the project Rented Air Spaces by Robert Bara-
mov, highlighting the necessity for a Bulgarian pavilion at
the Biennale; pioneers of interactive video installations:
Christa Sommerer (Austria) and Laurent Mignoneau
(France); Angie Bonino (Peru), a forerunner of video art
in her country; artists who opened a new ,consulate” in
Timisoara, Utopian Consulate of Mars: Christine Niehoff
(Germany) and Amy Alexander (Australia, a candidate to
be one of the first earthlings to settle on Mars).
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ASOCIATIA EPHEMAIR
EPHEMAIR ASSOCIATION

facebook.com/Asociatia.Ephemair |*'f§ www.ephemair.ro

Asociatia Ephemair este o organizatie fondatd in 2011,
ai carei membri au o activitate de aproape 20 de ani in
domeniul cultural. Scopul principal al acestei organizatii
este productia de proiecte care promoveaza cultura con-
temporanad si tinerii artisti din Romania.

Unul dintre cele mai importante evenimente initiate
de cdtre membrii Asociatiei Ephemair este Noaptea Alba
a Galeriilor (NAG), un proiect care a adus in atentia publi-
cului arta contemporana si care a devenit in paisprezece
ani unul dintre cele mai populare evenimente din Roma-
nia. Alte proiecte cu continuitate initiate si dezvoltate de
Asociatia Ephemair sunt: Art on Display, primul eveni-
ment extins in mai multe locatii care transforma spatiile
vitrinelor in galerii temporare de artd vizibile in spatiul
urban, si Weekend-ul Galeriilor Bucuresti, ale carui prime
trei editii au avut loc in perioada 2014-2016.

Ephemair Association was founded in 2011 by people with
almost 20 years' experience in the cultural field. The main
objective of the association is to develop projects that pro-
mote contemporary culture and young Romanian artists.

One of the mostimportant eventsinitiated by the Ephe-
mair members is the White Night of Art Galleries (NAG), a
project that brings contemporary art into the spotlight and
has became, over the past fourteen years, one of the most
popular events in Romania. Other projects initiated and
developed by the Ephemair Association are: Art on Dis-
play, the first event to have been extended to various loca-
tions, that turns shop windows into temporary art galleries
and Art Gallery Weekend, whose first 3 editions took place
between 2014-2016.

Art on Display, © Asociatia Ephemair
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EXPERIMENTAL PROJECT
EXPERIMENTAL PROJECT

facebook.com/experimentalpr

Experimental Project este o asociatie non-guverna-
mentald, apolitica si nonprofit initiatd de Olivia Nitis
si Ciprian Ciuclea in anul 2010 in Bucuresti, dedicata
promovadrii si sustinerii cercetarii si practicilor artistice
contemporane. Experimental Project isi propune s3 ofere
un spatiu public de exprimare si afirmare a valorilor cul-
turale si artistice. De la infiintare a derulat proiecte de
anvergura, colabordnd cu sute de artisti si curatori locali
si internationali si stabilind parteneriate institutionale
pe termen lung cu institute si centre culturale. Asociatia
Experimental Project organizeazd Bienala Internationald
de Gravura Experimentald (IEEB) cu sapte editii pand in
prezent. IEEB este membrd a Asociatiei Internationale
a Bienalelor si se concentreaza pe diverse aspecte
ale multiplicarii imaginii vdazute ca un mediu de arta
contemporana cu o vastd oferta tehnica si vizual3, care
depdseste abordarea traditionald. Bienala incurajeaza
experimentul, provocarea perceptiilor conventionale,
redefinirea si re-contextualizarea tehnicilor de gravura.
IEEB functioneaza ca un contra-spatiu pentru a discuta
rolul gravurii in arta contemporand, nu ca un capitol
separat, ci ca o declaratie de incluziune. Arta multiplicarii
imaginii, in viziunea noastrd, este o combinatie in-
tre tehnicd si concept, precum si un mijloc de expresie
intersectional si transversal, combinand tehnici specifice
cu performance-ul, arta video sau obiectul.

Asociatia afostinvitatdin 2013 la ViennaFairin cadrul
proiectului special DIALOGUE: NEW ENERGIES dedicat

www  www.experimentalproject.ro

Experimental Project is a non-governmental, apolitical,
not-for-profit organization initiated by Olivia Nitis and
Ciprian Ciucleain 2010, dedicated to supporting and pro-
moting contemporary artistic practices. Experiemental
Project aims to offer a public space where cultural and ar-
tistic values can be expressed and asserted. From the be-
ginning the organization has run large-scale projects that
involved collaboration with hundreds of local and inter-
national artists and curators and long-term institutional
partnerships with cultural centres and culturalinstitutions.
Experimental Project is the organizer of the International
Experimental Engraving Biennale (IEEB) that has run se-
ven editions to date. IEEB is a member of the International
Biennale Association and focuses on the various aspects of
multiplying the image regarded as a contemporary art me-
dium with an extensive technical and visual offer that goes
beyond the traditional approach. The biennale encourages
experiment, the challenging of conventional perception,
redefining and re-contextualizing the engraving techniqu-
es. IEEB functions as a counter-space to discuss the role
of engraving in contemporary art not as a distinct chapter,
but as a declaration of inclusion. The art of multiplying the
image is, in our view, a combination between technique
and concept, as well as an intersectional and a cross-secti-
onal means of expression, mixing specific techniques with
the performance, the video art or the object.

Experimental Project was invited in 2013 to ViennaFair
as partof the project DIALOGUE: NEW ENERGIES dedicated

asociatiilor non-profit. In 2015 a fost invitat la binecunos-
cuta conferinta internationala de la New York, CAA (College
Art Association) pentru a sustine o prezentare a activitatii
sale in calitate de platforma alternativd. Experimental Project
a colaborat cu alte platforme interdisciplinare pentru real-
izarea unor proiecte multimedia, conferinte si proiecte de
dans contemporan si performative. Printre partenerii sai se
numard WASP - Working Art Space and Production, Tangaj
Dance, Centrul National al Dansului Bucuresti. Inanul 2017
a realizat, in parteneriat cu Tangaj Dance, 7 CounterBody (o
posibila perceptie a materiei instabile), un proiect perfor-
mativ prezentat la Centrul National al Dansului, Bucuresti,
inclus in programul european Aerowaves Twentyl8 Artists.
De asemenea proiectul a fost prezentat la Fabrica de Pen-
sule (Cluj-Napoca), la Perform(D)Ance/Zilele Dansului
Contemporan (Brasov), Festivalul Babel (Targoviste), Festi-
valul Plartforma (Klaipeda, Lituania) etc.

In 2018, Experimental Project a fost partenera celei de a
doua editii a Conferintei Internationale de Oftalmogenetica,
gézduitd de Universitatea Transilvania din Brasov. In 2019
a organizat proiectul international Principiul Migratiei,
prezentat la the New York Foundation for the Arts, co-
finantat de AFCN.

to non-for-profit organizations. In 2015 it was invited to
present its activity as an alternative platform at the well-
known CAA (College Art Association) international confe-
rence in New York. Experimental Project has collaborated
with other interdisciplinary platforms for multimedia
projects, conferences, performance and contemporary
dance projects. Among its partners: WASP - Working Art
Space and Production, Tangaj Dance, the National Dance
Centre Bucharest. In 2017, in collaboration with Tangaj
Dance, it organized 7 CounterBody (a possible perception
of instable matter), a performative project presented at
the National Dance Centre and included in the Aerowa-
ves Twentyl8 Artist European programme. The project
was also presented at Fabrica de Pensule (Cluj-Napoca),
Perform(D)Ance (Brasov), Babel Festival (Targoviste),
Plartforma Festival (Klaipeda, Lithuania) etc.

In 2018 Experimental Project was the partner of
the second edition of the International Ophtalmogene-
tics Conference hosted by the Transilvania University in
Brasov. In 2019 it organized the international project
entitled The Principle of Migration, presented at the New
York Foundation for the Arts.

IEEB, editia a 7-a, Istorii fabricate. Adevar si fictiune in istoria

Lying with My Partner, Elana Katz,
recentd, 2017, foto: Ciprian Ciuclea
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THE INSTITUTE
THE INSTITUTE

9 Stirbei Vodd 104, Bucuresti *'&1 www.institute.ro

The Institute promoveazd industriile creative si
initiativele sociale locale, urmdrind sd contribuie la mo-
dernizarea Romaniei. The Institute initiaza si organizea-
zd evenimente de peste 20 de ani si a construit o comu-
nitate ce reuneste antreprenori, profesionisti, membri
ai societatii civile si publicul industriilor creative din
Roménia. Prin tot ceea ce face, contribuie la construirea
unei infrastructuri puternice pentru dezvoltarea antre-
prenoriatului creativ si a societatii civile in tar3, creste si
diversifica audienta atelierelor, designerilor, micilor afa-
ceri, agentiilor si manufacturilor, promovand, totodata,
antreprenorii si profesionistii creativi, pe plan national si
international.

Este fondator al Romanian Design Week, DIPLOMA,
al Galei Societatii Civile, AdPrint, Internetics si Cartie-
rul Creativ, organizator al Effie Awards Romania, Scoala
ADC*RO si ADC*RO Awards.

The Institute promotes local creative industries and soci-
al initiatives, aiming to contribute to the modernization
of Romania. The Institute has been initiating and orga-
nizing projects and events for over 20 years and has thus
succeeded in creating a community that brings together
entrepreneurs, members of the civil society and the public
interested in creative industries. Through all its various
activities, The Institute helps build a strong infrastructure
to support the development of creative entrepreneurship
and of the civil society, it boosts and expands the audience
of workshops, designer studios, small businesses, agenci-
es and handicraft workshops, while at the same time offe-
ring local and worldwide promotion to creative professio-
nals and entrepreneurs.

TheInstitute is the founder of Romanian Design Week,
DIPLOMA, the Civil Society Gala, AdPrint, Internetics and
Creative Quarter. It is also the organizer of Effie Awards
Romania, ADC*RO School and ADC*RO Awards.
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MUZEUL PENTRU ARTA MODERNA SI CONTEMPORANA

PAVEL SUSARA (MAMCO)

PAVEL SUSARA MUSEUM FOR MODERN AND

CONTEMPORARY ART (MAMCO)

9 Intrarea Viitorului 4, Bucuresti

Fundatia pentru Artd Moderna si Contemporana Pavel
Susara, cunoscutd ca Muzeul pentru Artd Moderna si
Contemporana Pavel Susara (MAMCO) isi desfasoarad acti-
vitatea intr-un spatiu modern de circa 400 mp dintr-o vila
interbelica din Bucuresti.

Desi spatiul a fost deschis publicului in 2018, au fost
organizate zeci de evenimente: expozitii de arta plastica,
lansdride film documentar, intalniri cu publicul pe temede
istorie si de istoria artei, participari in cadrul NAG, lansari
de emisiuni de timbre si alte evenimente n parteneriat
cu diverse institutii. Programul Fundatiei se centreaza in
special pe promovarea artei moderne si contemporane
romanesti, dar include in discursul sdu si evenimente,
expozitii de artd ale unor artisti strdini, atat timp cat opera
lor intra in tipul de viziune curatoriald care promoveaza
arta fundamentata pe cercetare si pe mestesug si nu este
unul disolutiv si propagandistic.

Printre evenimente se numadra: Viziuni, efigii, semne,
in care au fost prezentate lucrari de picturd semnate An-
drei Cadere, Doru Bucur si Virgil Preda; Florin Niculiu
- Memorie si modernitate; Miki Trifan - Fabula Mundi;
participare NAG 2018 cu proiectia filmului documentar
Comoara Naivd in regia lui Copel Moscu; expozitia Ziarului
Neconventional, proiect multianual al Paulei Ribariu. In
2019 si 2020 au fost organizate urmatoarele proiecte si
expozitii: Salonul de miniaturd, editia I, Aurel Dumitru -

facebook.com/mamcopavelsusara

The PavelSusara Foundation for Modern and Contempo-
rary Art, known as the Pavel Susarda Museum for Modern
and Contemporary Art (MAMCO) is housed in a modern,
400 sqm space in a villa in Bucharest.

Although the space was only opened for the public in
2018, the foundation has already organized dozens of
events: art exhibitions, documentary film screenings, talks
on history and art history, participations at the White Ni-
ght of Art Galleries, stamp issues and events run in part-
nership with various institutions. While focusing mainly
on promoting modern and contemporary Romanian art,
the foundation programme also includes events and ex-
hibitions showcasing international artists, as long as their
discourse fits the curatorial vision centred on promoting
art based on research and craft and is not engaged in dis-
solution and propaganda.

Among the events organized by the Foundation: Visi-
ons, Effigies, Signs, painting by Andrei Cadere, Doru Bucur
and Virgil Preda; Florin Niculiu - Memory and Modernity;
Miki Trifan - Fabula Mundi; participation at the White
Night of Art Galleries 2018 with the screening of the do-
cumentary The Naive Treasure, director Copel Moscu, the
Unconventional Paper exhibition, a multianual project by
Paula Ribariu. The following projects and exhibitions were
organized in 2019-2020: National Miniature Exhibition,
1t edition, Aurel Dumitru - The Wheel, Gheorghe Lungu

Roata, Gheorghe Lungu - Babel, Loulou Siem - A Pregnant
Woman Wishing Her Child to Be Beautiful Must Look at
Beautiful Objects, Ion Pop - Sinteze, Dalina Badescu - Tot,
Corneliu Baba si elevii sdi.

- Babel, Loulou Siem - A Pregnant Woman Wishing Her
Child to Be Beautiful Must Look at Beautiful Objects, Ion
Pop - Synthesis, Dalina Badescu - Everything, Corneliu
Baba and his pupils.

© MAMCO Miki Trifan, Fabula Mundi, © MAMCO
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FUNDATIA CULTURALA META
META CULTURAL FOUNDATION

9 Luigi Galvani 61-63, Bucuresti

( '"'"‘,l www.metacult.ro

Fundatia Culturald META, infiintata de sculptorul Romelo
Pervolovici, activeaza in domeniul artelor vizuale din Roma-
nia din 1995, fiind unul dintre primele ONG-uri de pe scena
artistica locald contemporand. Debutdnd cu interesul pentru
obiectul artistic tridimensional, Fundatia META este deschi-
sa astazi spre zonele alternative ale artei contemporane si
orientarile experimentale recente, propunandu-si initierea
si realizarea unui dialog inter/trans/multi/pluridisciplinar
in spatiile culturale neconventionale. Fundatia isi propune
sd promoveze arta contemporand romaneasca, atat pe plan
local, cat si pe planinternational, sd stabileasca retele regio-
nale si europene de cooperare in domeniul cultural, care sd
conducd la o mai bunad reprezentare a artei romanesti con-
temporane, sa deschidd mediile culturale romanesti catre
schimbarile care au loc pe scena artisticd actual3. In cei pes-
te 25 de ani de activitate, Fundatia Culturald META a organi-
zat numeroase expozitii de arta contemporand romaneascd,
simpozioane de sculptura si interdisciplinare, workshopuri,
rezidente de creatie.

Intre 2004-2014 Fundatia a organizat Bienala Tinerilor
Artisti. Sub genericul ,arta este intotdeauna in altd parte”,
Bienala a reprezentat unul dintre cele maiimportante eveni-
mente de artd vizuald din Bucuresti, cu tematici de actuali-
tate Tn contextual social si artistic, adresatd artistilor tineri si
celor aflati lainceput de cariera.

Dintre proiectele de anvergura ale Fundatiei META mai
amintim: Un secol de sculpturd romaneasca, dictionar tiparit,

META Cultural Foundation, established in 1995 by
sculptor Romelo Pervolovici, is one of the first NGOs on
the local contemporary art scene. Starting from aninte-
rest in the tridimensional art object, META Foundation
is open today to the alternative areas of contemporary
art and the recent experimental trends, seeking to ini-
tiate an inter/trans/multi/pluridisciplinary dialogue in
unconventional cultural spaces. The Foundation aimsto
promote Romanian art, both locally and internationally,
to set up regional and European cooperation networks
in the field of culture that would allow a better repre-
sentation of Romanian contemporary art, to encoura-
ge the local cultural environment to open towards the
changes happening on today’s artistic scene. Over more
than 25 years, META Cultural Foundation has organized
numerous contemporary art exhibitions, sculpture and
interdisciplinary symposia, workshops and residencies.
Between 2004-2014, the Foundation organized the
Young Artists Biennale, under the motto “art is always
somewhere else". The Biennale, dedicated to young
artists at the beginning of their careers, was one of the
most important visual art events in Bucharest, firmly
anchored in the current social and artistic context.
Among the large-scale projects initiated by the
Foundation it is worth mentioning A Century of Roma-
nian Sculpture, a dictionary including more than 1,000
artists; A Century of Romanian Architecture, a free, bi-

reluat intre 2013-2014 in format electronic, care cuprinde
peste 1000 de artisti; Un secol de arhitecturd romaneascd,
o enciclopedie gratuitd, bilingva, a arhitectilor romani si a
arhitecturii create pe teritoriul romanesc in perioada 1890-
2018; Rezidenta internationald de creatie audiovizuald de la
Slon. Din 2018, Fundatia Culturald META s-a aldturat proiec-
tului initiat si coordonat de Kaunas Biennial, Magic Carpets,
o platforma dezvoltata de treisprezece parteneri europeni si
sustinutd prin Programul Europa Creativa al UE, iar profilul
proiectului din Romania se contureaza n jurul artei video.

Bienala Reconstruction, 2008, © Fundatia Culturald META

lingual encyclopedia of Romanian architects and archi-
tecture in Romania between 1890-2018; The Interna-
tional Audio-Video Creation Residency in Slon. In 2018
META Cultural Foundation joined the Magic Carpets
project, initiated and coordinated by Kaunas Biennial, a
platform developed by thirteen European partners and
supported by the Creative Europe Programme. The Ro-
manian component focuses on video art.
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RETEAUA NATIONALA A MUZEELOR DIN ROMANIA
NATIONAL NETWORK OF ROMANIAN MUSEUMS

WWW  www.muzee.ro / www.museumsmeetmuseums.ro

Reteaua Nationald a Muzeelor din Romania (RNMR) este
o retea institutionald (alcatuitd din institutii publice sau
private cu activitate in domeniul muzeal) cu reprezen-
tativitate nationald, care urmadreste sd sprijine si sd dez-
volte viata muzeelor, orientandu-si activitdtile asupra
patrimoniului cultural, turismului cultural si pregatirii
profesionale.

Din 2009, RNMR este organizatorul Noptii Muzeelor
in Romania si partenerul oficial al mércii europene Noap-
tea Muzeelor.

Din 2017 RNMR organizeaza seminarul international
Museums Meet Museums, prin care intentioneazd sd
corecteze deficitul major al evenimentelor de acest fel in
estul Europei. Organizat anualinjurul unei teme de ma-
xima actualitate pentru muzeologia romaneascd, semi-
narul invitd la Bucuresti reprezentanti ai celor maiimpor-
tante muzee ale lumii, curatori, experti muzeali, teoreti-
cieni din domeniu. Evenimentul isi propune o apropiere
productiva a muzeelor de comunitatile creative, care pot
contribui la valorificarea mai bund a colectiilor muzeale.

RNMR a co-organizat la Bucuresti editia 2016 a We
Are Museums, evenimentul anual al reteleiinternationale
a profesionistilor din domeniul muzeal si cultural.

The National Network of Romanian Museums (RNMR) is an
institutional network comprising public and private institu-
tions active in the field. RNMR seeks to support and develop
the life of museums by focusing on cultural heritage, cultu-
ral tourism and professional development.

Since 2009 RNMR has been the organizer of Museum
Night in Romania and official partner of the European Mu-
seums Night brand.

Since 2017 RNMR has organized the Museums Meet
Museums international workshop, an international project
meant to make up for the severe lack of similar events in
Eastern Europe. Organized annually around a relevant topic
for Romanian museography, the workshop brings together,
in Bucharest, representatives of the world’s main museums,
curators, museum experts, and theoreticians. Moreover,
the event seeks to achieve a productive encounter between
museums and creative communities that can help to better
capitalize on museum collections.

RNMR co-organized the 2016 edition of We Are Muse-
ums, the annual event of the international network of cultu-
re and museum professionals. WAM 2016 took place in Bu-
charest and was hosted by the Contemporary Art Museum.

© Reteaua Nationald a Muzeelor din Romania

."T d

- 'I--“'-!g""-

[NOAPTEAL
M ZEELOR!

0
t




2
o
<
[32)
I
-
w
o
=
=
"]

ASOCIATIA VOLUM ART
VOLUM ART ASSOCIATION

facebook.com/asociatia.volumart

Asociatia Volum Art a fost infiintatd in 2010 n Bucuresti
de Judit Balint (Balko) si Mihai Balko. In perioada
2011- 2017 asociatia a organizat anual proiectul de artd
publicd Spatiu expandat. Obiectivul principal al acestui
proiect a fost sustinerea si promovarea artei publice, mai
precis crearea unei platforme care incurajeaza dezvoltarea
acestui gen artistic, asigurarea suportului financiar pentru
producerea de lucrdri de arta destinate spatiului public,
dezvoltarea discursului critic in domeniu si incurajarea
schimbului de idei si experintd intre artisti si specialisti
din domeniile conexe (arhitectura, sociologie si antropo-
logie), atat la nivel national, cat si international. In cadrul
acestui program s-au dezvoltat sapte proiecte, fiecare
dintre acestea urmarind sa abordeze problematicile artei
publice dintr-o altd perspectiva. De-a lungul celor sapte
proiecte au fost comisionate 33 lucrdri noi de artd prezen-
tate Tn spatiul public urban, cinci lucrdri video, au fost or-
ganizate patru expozitii de arta, o conferintd internationla
centratd in jurul problematicii monumentului de for pu-
blic, un workshop moderat de prof. Jeroen Boomgaard de
la University of Amsterdam si artistul Hans van Houwelin-
gen (Olanda) si doua seri de proiectii in cartierele Drumul
Taberei si Floreasca din Bucuresti.

www www.volumart.org | spatiuexpandat.wordpress.com

Volum Art was founded in 2010 in Bucharest by Judit
Balint (Balko) and Mihai Balko. Between 2011-2017 the
association organized annual editions of the public art
project Expanded Space. The main aim of the programme
was to support and promote public art, specifically by cre-
ating a platform to further the development of this artistic
genre, to ensure financial support for the production of
public art, to develop the critical discourse and to enco-
urage the local and international exchange of ideas and
experience between artists and specialists in connected
fields (architecture, sociology, anthropology). Seven yearly
projects were organized as part of the programme, each
seeking to approach theissue of public art from a different
perspective. The outputs of the seven projects were a total
of 33 art works commissioned and presented in the urban
public space, 5 video works, 4 art exhibitions, one inter-
national conference on the topic of public monuments,
one workshop conducted by prof. Jeroen Boomgaard from
University of Amsterdam and artist Hans van Houwelin-
gen (Netherlands) and two nights of film screenings in the
Drumul Taberei and Floreasca districts of Bucharest.

Luchezar Boyadjiev, foto: L. Boyadjiev

subREAL - multumiti, nemultumiti, foto: Mihai Balko

Rados Antonijevic, foto: Lucian Nastase
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COTA. CARE ESTE COTA

THE MARKET VALUE. WHAT IS THE MARKET VALUE

Afost o lucrare de diploma care avea ca subiect cota

de arta in Romania, sustinutd candva spre finalul

anilor 1990. Azi ar pdrea ceva revolutionar pentru

acel moment. In realitate era desuet. Fir3 o piatd de
arta (proprie) si fdra prezente notorii in piata de artd
mondiald, era imposibil sa propui altceva decat referiri
teoretice la acest subiect.

Dar formele creeaza continut, asa ca anii 2000 au
inceput sd aduca in discutie si monetizarea artei. Artistii
doreau sd vanda, evenimentele private erau nevoie

sd ,produca” pentru a se putea perpetua, investitiile
trebuiau recuperate.

Idei precum a plati pentru a vedea, a investiin arta

pe termen lung, a cultiva un public pe care sail poti
fideliza intr-o oarecare masura par banale in prezent.
Nu mai mird pe nimeni ca evenimentele de arta private,
independente, sunt de mult mai numeroase decat cele
.de stat”. Publicul nu mai trebuie sa caute, ciise ofera cu
obstinatie (mai ales in mediul online) contexte in care se
manifesta arta.

Desigur, vor spune unii, au disparut criteriile valorice.
Vedem expozitii pentru ca sunt ,cool” ca eveniment, nu
neapdrat de valoare. Dar cine are dreptul sa le judece?
Doar timpul. Si, dupa cum se va vedea, multe astfel de
initiative au aparut, au fascinat o perioada, iar apoi au
lasat locul altora.

There was a disertation, defended sometime in the late
1990s, on the market value of art in Romania. Today it
might seem it was revolutionary in its day. In fact it was
already irrelevant. Without a (local) art market and with
no notable presences on the international market, it was
impossible to put forward anything else but theoretical
references.

But forms generate substance and content, so the

years 2000 brought along the idea of adding market
value to art. Artists wanted to sell, independent

events were forced to “produce” in order to carry on,
investments had to pay off.

Ideas like paying to see art, making long-term
investments, cultivating your public to make it loyal to a
certain degree, all seem commonplace today. It comes
as no surprise to anybody that independent events have
long been more numerous that those organized by state
institutions. You do not have to look anymore, there is an
abundant offer (especially online) of contexts where art
can be seen.

Of course, some will say, there is no value argument
anymore. We see exhibitions because they are ,cool”
events, not because of their value. But who can judge?
Only time. And, as we shall see here, many such
initiatives sprung up, fascinated for a while and then
made room for others.
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foto Adi Bulboaca

Curatorindependent, director general al Pavilionului

de Artd Bucuresti - Art Safari, vicepresedinte al UAP.
Afdcut parte din juriul concursului pentru selectarea
proiectului care a reprezentat Romania la cea de-a 58-a
editie a Bienalei de la Venetia si este membru al consiliului
stiintific al Muzeului National Cotroceni. A facut parte din
echipa Curatorium, care a dezvoltat proiectul ,Bucharest
2021 - European Capital of Culture”. Este initiatoarea si
coordonatoarea mai multor programe de arta in spatiul
public, a curatoriat numeroase expozitii si a fost lector la
diferite conferinte despre arta in spatiul public si practica
curatoriald. A publicat |a editura Vellant cartile A+B, Proiect
1990 - program de arta in spatiul public 2010-2014 si
Transformation. Romanian Sculpture 25 Years After the
Revolution”.

IOANA
CIOCAN

Independent art curator, Director General of the
Bucharest Art Pavilion - Art Safari, vice-president of

the Romanian Artists’ Union. She satin the jury that
selected the Romanian project for the 58t edition of the
Venice Biennale and is also a member of the scientific
committee of the Cotroceni Museum. Ioana was part

of the Curatorium team that developed the project
“Bucharest 2021 - European Capital of Culture”. She
initiated and coordinated several public art programmes,
curated numerous exhibitions and was a speaker at
various conferences on art in public spaces and curatorial
practices. She is the author of A+B, Project 1990 - public
space art programme 2010-2014 and Transformation.
Romanian Sculpture 25 Years After the Revolution, both at
Vellant Publishing House.

THE NEW NORMAL IS NOW

Am redescoperit in pandemie, izolati si speriati, efectul te-
rapeutic al artei. Arta ne desprinde din tumultul vietii, ne
echilibreazd si ne readuce speranta. Fdra vernisaje, concer-
te si teatru live, organizatorii de evenimente au cdutat in
mediul online solutii de supravietuire artistica.
Creativitatea si ispiratia sunt instrumente necesare nu
doar artistilor, ci si celor care intermediaza legdtura dintre
acestia si public, fie cd sunt organizatori de evenimente,
reprezentanti ai galeriilor si ai muzeelor sau chiar artistii.
Prezenta in social media este sinonima cu a exista; siteul,
conturile de Facebook si Instagram sunt informatii aproa-
pe obligatorii pe cartea de vizita sau in oricare alta prezen-
tare. Vizibilitatea si accesul unui numar cat mai mare de
persoane la noutdtile legate de evenimentele din dome-
niu, la lucrarile cele mai recente ale artistilor, participarea
la expozitii sau la targuri de profil se reflectd in numarul de
vizitatori de pe site, in likeurile primite sau in numdrul de
urmaritori de pe paginile de socializare. Cunostintele des-
pre campaniile de marketing online si optimizare SEO sunt
astazi un must-have pentru orice business de succes. Ma-
joritatea siteurilor oferd optiunea de abonare la newsletter,
pentru a informa periodic publicul despre activitatea pe
care o reflectd, despre evenimentele viitoare, dar si pentru
a stimula cumpararea de bilete. Parteneriatele media cu
diverse publicatii, interviurile si aparitiile la radio si la TV,
dar si advertorialele de pe bloguri si promvarea prin cola-
borarea cu influenceri sunt utilizate pentru a avea acces la

grupuri-tinta diverse, in functie de scopul comunicarii. De
asemenea, identitatea vizuald are un rol esential in stabili-
rea unui loc determinat in mintea consumatorului de arta.
Brandingul comunica valori si mesaje diferite in functie
de arta pe care o reprezinta si de publicul tintd caruia i se
adreseazd - de la simplitatea minimalistd, |a creativitatea
jucdusa folositd de unele galerii sau de muzee de artd con-
temporand, la stilul mai sobru si clasic al institutiilor si al
evenimentelor care promoveaza arta de patrimoniu. Pen-
tru artistii si personalitatile din domeniu care si-au consa-
crat deja numele, brandul personal devine cel mai puternic
mijloc de promovare, reputatia fiind garantia autenticitdtii
siavalorii acestora.

La fel ca frumusetea, arta este n ochii privitorului, oa-
menii fiind cei care 7i dau sens si valoare. Cultivarea relatiei
dintre artisti, arta si public si reinventarea acesteia de-a
lungul timpului sunt esentiale, un element neputand
exista fara celelalte. Fie cd este doar ocazionala, prilejuita
de evenimentele de profil, sau, dimpotriva, cultivatd si de
lungd duratd, interactiunea publicului cu arta sta la baza
dezvoltarii scenei dedicatd acesteia. Atat publicul larg,
cat si vizitatorii, colectionarii sau diverse companii - prin
programe de CRS - se regasesc in creatiile artistice. O fac
vizitand expozitii, cumparand lucrari sau oglindind, prin
intermediul artei, valorile brandului pe care il reprezinta.

Interactiunea cu arta este sprijinita sub diverse forme,
astfel incat sa devina cat mai accesibila tuturor, de la tiche-
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tele culturale pe care angajatorii le pot oferi angajatilor,
pana la gratuitatea la evenimentele artistice, stabilita pen-
tru anumite categorii de persoane. Vitalitatea sectorului
creativ depinde insa de monetizarea lucrarilor de arta, de
mecanismele prin care lucrdrile artistilor pot fi vandute si
de cumpardtorii acestora, cei care sustin aceastd piata ma-
joritar fiind colectionarii sau de vanzarea biletelor |a teatru
sau cinema.

Motivatiile celor care urmaresc sdisi cultive aceastd pa-
siune sunt diverse, insa, de cele mai multe ori, pasiunea
este cea care stad la baza colectionarii lucrdrilor de arta.
Arta reprezintd o oglindire a colectionarului, o extensie a
personalitatii si a valorilor sale, un mod de conectare cu
istoria trecutd sau recentd, o sursd de inspiratie n viata
de zi cu zi, dar si o modalitate de a sprijini artistii sau de a
investi pe termen lung. Mijloacele de a cumpara artd sunt
variate; de la achizitionarea lucrdrilor direct din galerie sau
prin participarea la licitatii tematice, pana la vanzari priva-
te facilitate de consultanti din domeniu sau directin cadrul
pavilioanelor de art3 si a expozitiilor, online sau offline.

Nevoia de frumusete, de inspiratie si de multe ori efec-
tulterapeutic pe careil are artafi poartd - atat pe cei carevor
sa colectioneze lucrari, cat si pe cei care cauta un moment
de conectare cu ei sau cu lumea exterioard - la expozitii si
manifestari artistice, in locuri dintre cele mai diverse: de
la muzee si galerii de artd, pand la spatii neconventionale
dedicateintegral arteisauin locuriin care asocierea cu arta
nu pare una evidentd. Libertatea pe care o au astazi artistii,
mediile diverse pe care le folosesc pentru a se exprima, fac
ca arta sa fie prezentd din ce in ce mai mult in spatiul pu-
blic, nu doarin locurile conventionale. Ea te surprinde sub
forma de graffiti pe ziduri, prin instalatiile urbane care de-
coreazd siruri secrete de trepte din oras, prin proiectiile vi-
deo de pe cladiri sau prin cosurile de gunoi animate. Arta te
inconjoara in coffee shopuri si restaurante, la festivalurile
de muzica, in spatii industriale reinventate, in huburi cre-
ative sau pur si simplu pe strada. Arta devine astfel fluida
si mobild, paraseste soclurile si simezele si se simte con-

fortabil in oras. Misterul si ineditul expozitiilor temporare,
evenimentele one-time only creeazd valva si aduc arta la
rangul de happening.

Interactiunea cu arta este prezenta din ce in ce mai des
nu doar in locurile sau la evenimentele dedicate acesteia.
Arta ne insoteste chiar pana in birou. Si nu, nu e vorba de
micile obiecte diverse care ne decoreaza spatiul de lucru, ci
de adevarate expozitii la locul de munca. Din ce in ce mai
multe companii aleg sd aducd arta mai aproape de angajati
pentru a-i motiva, inspira si pentru a le stimula creativita-
tea. Astfel, nume de artisti celebri se regdsesc in colectii
precum cele ale unor cunoscute companii (bancile fiind
principalele posesoare ale unor astfel de colectii), Insa si
lucrari ale unor tineri artisti contemporani isi gasesc locul
in diverse sedjii, oferindu-le vizibilitate si recunoastere au-
torilor.

Arta se adapteazd gusturilor, bugetului si interesu-
lui cumpdratorilor, iar colectionarii cumpara din pasiune
sau pentru a investi pe termen lung. Accesul la arta este
croit sd se potriveasca varstei si disponibilitdtii financia-
re pe care o au colectionarii. Nicicind oamenii nu au mai
fost atat de conectati la lumea artei, iar asta se datoreaza
si expansiunii social media si a mijloacelor de comunicare
online. Usurinta prin care publicul are acces la informatie
aduce pe piatd un nou segment de cumpardtori tineri, care
se simt confortabil departe de lumea intimidanta a artei,
dar au acces in timp real la informatii si la preturile pietei.
Odata cu aparitia platformelor online, aproximativ 50%
din achizitionarea lucrdrilor de artd s-a mutat din galerii
sau din sali de licitatie. Existd insa in continuare cumpdra-
tori pentru care procesul de achizitie se face doar in urma
recomandarilor expertilor de artd, prin vanzdri in spatii
care garanteaza autenticitate si sigurantd, precum case de
licitatii, expozitii, targuri de artd sau vanzdri private asista-
te de consultanti in domeniu.

Desi in majoritatea timpului muzeele sunt frecventa-
te mai mult de turisti decat de publicul local, iar intr-o zi
obisnuitd numarul de vizitatori poate fi numarat pe dege-

te, evenimentele sociale organizate in jurul artei sunt un
prilej de a-i reuni atat pe cunoscatorii din domeniu, cat si
pe cei curiosi si mai putin initiati. Anual, marile evenimen-
te artistice din Bucuresti si din tara devin ocazii unice de a
reuni zeci sau chiar sute de mii de participanti. Experienta
vizitdrii pe timp de noapte a expozitiilor a prins avant dupa
modelul marilor muzee si galerii europene, astfel cd Noap-
tea Muzeelor sau Noaptea Alba a Galeriilor (NAG), dar si
manifestdrile de artd digitald in aer liber, precum Festivalul
International al Luminii - Spotlight din Bucuresti sau fes-
tivalul de light-art Lights On Romania din Cluj, mobilizea-
z3 un numar impresionant de vizitatori, chiar dacd doarin
intervalul catorva ore. De asemenea, Muzeul temporar Art
Safari Bucuresti ofera publicului experienta vizitelor Night
tours, o ocazie unica de a admira pe timp de noapte arta
romaneasca de patrimoniu, dar si lucrdri arta contempo-
rana siinstalatii.

Arta contemporana este liantul cu publicul tanar si
pretextul aparitiei de noi galerii, muzee si spatii alterna-
tive pentru expozitii. De la MNAC sau proaspatul MARe,
la zecile de galerii de artd contemporand, pana la spatii
neconventionale amenajate Tn foste hale, precum Combi-
natul Fondului Plastic din Bucuresti, Centrul de Interes sau
Fabrica de Pensule din Cluj, la cladiri istorice reinventate ca
spatii artistice, precum Palatul Stirbei, Vila Oromolu - unde
si-a deschis portile Qreator, sau Hanul Gabroveni, care
gazduieste centrul cultural ARCUB -, numdrul punctelor de
pe hartd care marcheazd destinatiile artistice urbane este in
continua crestere. Un loc bine stabilit in peisajul artistic il
ocupa si proiectele care imbina arta si tehnologia de utima
ord in adevarate experiente senzoriale. Astfel, arta digitala
emergenta aduce instalatii interactive, realitate virtualg,
realitate augumentata, video-mapping si inteligentd arti-
ficiald in cadrul evenimentelor new media precum George
Street Gallery, One Night Gallery, BINAR sau platforma RA-
DAR, prima galerie de new media art din Romania.

Sensibilitatea lucrarilor de artd a inspirat lumea si a re-
dat oamenilor optimismul si increderea de multe ori de-a

lungul istoriei. Creatiilor artistice li s-au ridicat muzee si
galerii, addposturi in care aceste valori sd poata fi pastra-
te in siguranta si admirate in timp. Aprecierea subiectivd a
publicului a fost mereu necesard pentru a stabili valoarea
si Tnsemnatatea creatiilor artistice, intre creatorii si con-
sumatorii de artd stabilindu-se aceasta fragild relatie de
interdependentd. Fie ca este vorba de publicul cultivat si
educat, fie de unul nou si curios, artistii datoreaza oame-
nilor care 1i inconjoara o parte din renumele, sustinerea si
posibilitatea de a crea in continuare. Acest schimb tdcut
creeazd scantei de sperantd si frumusete care bucurd pret
de o clipa sufletele sau schimba cu adevarat destine.
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THE NEW NORMAL IS NOW

During the pandemic, isolated and scared, we rediscovered
the therapeutic effect of art. Art takes us away from the tur-
moil of everyday life, gives us ballance and hope. With no
exhibition openings, no live concerts and theatre shows,
event organizers looked for ways to survive online.
Creativity and inspiration are necessary tools not only
for artists, but also for those who mediate between the
artists and the public, whether they are event organizers,
gallerists or even artists themselves. To be present on social
media means to exist; the website, the Facebook and Ins-
tagram accounts are almost mandatory on anyone'’s busi-
ness card and on any presentation. Visibility and the widest
possible access to news related to events in the field, to the
artists’ most recent works, presence in exhibitions or at art
fairs is reflected in the number of visitors on the website,
in likes and followers on social media. Knowledge of online
marketing campaigns and search engine optimization are
a must-have today for any successful business. Most web-
sites offer the option to subscribe to a newsletter in order
to keep the public informed of the activity they reflect, of
future events, but also in order to stimulate ticket sales.
Media partnerships with various publications, interviews
and radio or TV presence, as well as advertorials on blogs
and promotion through influencers are used in order to
engage with various target groups, depending on the aim
of the communication. Visual identity is equally important
in reaching art consummers. Branding communicates dif-

ferent values and messages depending on the art it stands
for and the audience it targets - from minimalist simplic-
ity to the playful creativity employed by certain galleries or
art museums, to the sober, classic style of institutions and
events promoting heritage art. For artists and key peoplein
the field whose name is already established, the personal
brand becomes the most powerful promotion tool, their
reputation as a warranty of value and authenticity.

Like beauty, artinin the eye of the beholder and it is the
people who instill it with meaning and value. It is essen-
tial to nourish the relation between artists, art and public
and to keep reinventing it over time, since neither can exist
without the others. Whetherit is occasional, linked to indi-
vidual events, or it is long-term and cultivated in time, the
interaction between art and the public is the foundation
on which the art scene is built. Both the general public, the
visitors, the collectors and certain companies - through
CSR programmes - are reflected in artistic creations. This
happens when they go to exhibitions, they purchase art-
works or they mirror, through art, the values of the brand
they represent.

Interaction with art is supported in different ways, so
as to make it accessible to everyone, from cultural vouch-
ers that employers can offer to employees to artistic events
with free access for certain categories of visitors. But the
vitality of the cultural sector depends on the monetization
of artworks, on the mechanisms that allow artworks to be

sold and on the buyers - collectors being those who sup-
port the market to a large extent - or on ticket sales.

The motivations of those who look to cultivate this pas-
sion are diverse but, more ofter than not, it is passion that
drives art collectors. Art is a mirror of the collector, an ex-
tension of their personality and values, a way to connect
to old or recent history, an inspiration for day-to-day life,
but also a way to support artists or to make long-term in-
vestments. There are various means to purchase art: from
buying artworks directly at the gallery or at auction to buy-
ing during an art pavilion or exhibition, online or offline, to
sales facilitated by specialized consultants.

The need for beauty and, often, the therapeutic effect
of art bring people - both those interested in collecting it
and those who simply look for a moment to connect with
themselves of the world around - to exhibitions and artis-
tic events in the most diverse places: from museums and
galleries to unconventional spaces fully dedicated to art or
places that have no obvious connection with art. Due to the
freedom that artists enjoy today, to the various expression
means at their disposal, art is more and more present in
the public space, not just in conventional spaces. Art sur-
prises us in the shape of graffiti on walls, of urban instal-
lations that decorate secret stairways around the city, of
video projections on buildings or animated trash cans. Art
is all around us in coffee shops and restaurants, at music
festivals, in reinvented industrial spaces, in creative hubs
orsimplyin the street. It becomes fluid and mobile, leaving
the pedestals and the gallery walls, feeling very comfort-
able around the city. The mistery and novelty of temporary
exhibitions and one-time only events create excitement
and turn art into happenings.

Interaction with art no longer takes place exclussivelyin
places or at events specifically dedicated to art. It is around
us even in the office. And no, we are not talking about the
little objects decorating the work space, but of full-scale
exhibitions. More and more companies choose to bring

art closer to the employees as motivation, inspiration and
a way to stimulate creativity. Thus, well-known artists are
to be found in collections belonging to certain companies
(banks are some of the main owners of such collections),
but artworks by emerging artists also find their place at
company headquarters, benefitting from visibility and no-
toriety.

Art adapts to the tastes, the budgets and interests of
buyers and collectors are motivated either by passion or
by the promise of long-term investment returns. Access to
art is tailored so as to fit the age and financial resources of
collectors. Never before have people been so connected to
the world of art and this is also due to the advance of social
media and online communication. Easy access to infor-
mation created a new layer of young buyers, who are more
comfortable away from the intimidating world of art, but
still just a click away from real-time information and pric-
es. With the boom of online platforms, some 50% of art
purchases moved away from galleries and auction houses.
However, there are still buyers who only make purchases
based on recommendations from art experts and in plac-
es that guarantee authenticity and safe transactions, like
auction houses, galleries, art fairs or private sales assisted
by consultants.

While most of the time museums are visited more by
tourists than by locals, and the number of visitors on a reg-
ular day can be counted on the fingers of one hand, social
events organized around art are a good opportunity to bring
together both the connoisseurs, the curious and the unini-
tiated. Each year, the grand art events in Bucharest and in
other cities number tens or hundreds of thousands of par-
ticipants. The experience of night-time visits to exhibitions
kicked off on the model started by great European muse-
ums and galleries, so that Museums Night or the White
Night of Art Galleries (NAG) and open-air digital art events,
like the International Light Festival - Spotlightin Bucharest
or Lights-On Romania in Cluj attract impressive numbers of
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visitors, albeit for a few hours. Likewise, the temporary mu-
seum - Arts Safari Bucharest offers Night Tours, a unique
opportunity to view Romanian heritage art, as well as con-
temporary art and installations, at night-time.

Contemporary art represents the connection to the
younger public and the pretext for opening new galleries,
museums and alternative exhibition spaces. From MNAC
(Museum of Contemporary Art) and the young MARe (Mu-
seum of Recent Art) to the tens of contemporary art galler-
ies and unconventional spaces in former industrial facili-
ties like Combinatul Fondului Plastic (Art Supplies Plant)
in Bucharest, the Center of Interest or Fabrica de Pensule
(Brush Factory) in Cluj, to historic buildings reinvented as
art spaces, like for instance Stirbei Palace, Oromolu Villa
and Hanul Gabroveni (that houses ARCUB Cultural Cen-
tre), the map of urban artistic destinations is constantly
expanding. Another important category is represented by
projects that combine art and state-of-the-art technology
into real sensory experiences. Emergent digital art brings
interactive installations, virtual reality, augmented real-
ity, video-mapping and artificial intelligence in new media
events like George Street Gallery, One Night Gallery, BINAR
or the RADAR platform, the first new media art gallery in
Romania.

The sensibility of artworks has inspired people through-
out history, giving them back optimism and trust. Muse-
ums and galleries have been built to house them, shelters
where these values can be kept safe and be admired. The
subjective appreciation of the public has always been nec-
essary in order to establish the value and significance of
artistic creations and this fragile bond of interdependency
was born between creators and consummers. Whether
they be an educated, knowledgeable public or a new and
curious public, artists owe to the people around them part
of their reputation and the possibility to keep creating. This
tacit exchange sparks hope and beauty that gladdens the
heart fora moment or even changes destinies.

© Art Safari

© Art Safari
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foto Adi Bulboacd

Curator, critic siistoric de artd. Scrie despre artistii
romani actuali in diverse publicatii de artd siin cataloage
de expozitii, colaborand cu oameni de artd, curatori si
galeristi. Lucreaza ca muzeograf si cercetdtor la Sectia
Documentare-Memorie Digitala din cadrul Muzeului
National de Arta Contemporana din Bucuresti (MNAC),
oferind tururi ghidate in expozitiile muzeului tuturor celor
interesati si curiosi in legdtura cu arta contemporand. A
curatoriat si a coordonat productia mai multor expozitii

la MNAC (printre care Oliver Ressler. Proprietatea e furt,

in 2016 si Error 404. Teritorii ale absentei, curator Horea
Avram, in 2017). Este membrd a Asociatiei Internationale
a Criticilor de Arta (AICA) si o intereseazd, ca tema de
cercetare, discursul si conditia criticii de arta din Romania
comunistd.

ADRIANA
OPREA

Curator, critic and art historian. She writes about
contemporary Romanian artists in various art publications
and exhibition catalogues, while constantly collaborating
with art professionals, curators and gallerists. She works as
a museographer and researcher at the National Museum of
Contemporary Artin Bucharest (MNAC), where she offers
guided tours through the museum’s exhibitions on view

to all those interested and curious about contemporary

art. She curated and coordinated the production of several
exhibitions at MNAC (among which Oliver Ressler. Property
is Theft, in 2016 and Error 404. Territories of Absence,
curator Horea Avram, 2017). She is a member of IAAC
(International Association of Art Critics) and for several
years her main topic of research has been the condition and
discourse of Romanian art criticism under communism.

... VOI VRETI SA FACETI EXPOZITII FARA

SA STITI FOTOGRAFIE...?*

Lumea artei contemporane romanesti s-a maturizatin ulti-
mii 20 de ani. Sunt de altfel singurii la care ma pot raporta
legitim pentru cd am cunoscut-o indeaproape, cu preca-
dere pe cea de la Bucuresti. Impresia de maturizare o avem
mai multi, pentru cd ne-o mdrturisim unii altora, de la o
vreme. E plin de copii mici (si din ce in ce mai mari! ©) la
vernisaje, aproape cu totii am devenit (desi inca tineri! ©)
parinti pe piata munciiin arta romaneasca. Indiferent daca
esti sau nu adeptul generationismului in istoria artei sau
daca crezi in Dumnezeu, Covid 19 si optzecism, e greu sa
pui la indoiald dinamica generationald a artei romanesti,
manifesta sub multe forme. Ea este evidentd in istoria in-
stitutiilor de arta, in gestionarea resursei umanein campul
muncii artei, in aparitia cartilor de sintezd despre fenome-
ne ale artei vizuale recente, in expozitii retrospective si in
proiecte expozitionale de cercetare, in doctorate si fondari
de noi institutii si organizatii, in filosofia proiectelor candi-
date si participante |a Bienala de la Venetia, in orientarile
si reorientarile scolilor de artd romanesti, in infiintarea si
desfiintarea galeriilor si spatiilor de artd, in emigrari, ab-
sente, reveniri, disparitii si preludri de stafetd, in supravie-
tuirea discursului despre arta, sub toate avatarurile lui.
Chiar daca tendinta de a judeca totul in termeni ze-
cimali, inclusiv pasul inegal si aleatoriu al istoriei, e o

predispozitie colectivd probabil antropologicd, nu cred cd
putem usor eluda impresia ca exista in arta romaneascd
recenta nu doar o cezura majora incontestabild marcata de
momentul 1989 (ea a fost deja consemnata si studiata de
cunoscatori mai buni, mai maturi si mai ambitiosi decat
mine, cum e criticul siistoricul de arta Magda Caérneci), dar
cd ea a fost urmata si de alte cateva praguri culturale ul-
terioare ceva mai fluide, blande si difuze, unul in jurul lui
2000 si altul probabil in jurul lui 2010. Numai ca rupturile
ascund intotdeauna continuitati, cariere de arta intrerupte
brutal siintoarse cu 180 de grade in 1989 se reiau si merg
mai departe in ambiante si cu recuzite noi, cursul fluid al
lucrurilor nu tine cont de artificiale departajari didactice,
tot asa cum mirosul trece nestingherit pe sub porti. Asa ca
intreruperile si pauzele aduc adeseori relansari si reveniri
spectaculoase, trecutul si prezentul se invitd reciproc la
un dans ambiguu al analogiilor. Exista generatia marilor
schimburi si iesiri in Vest din anii '60-"70, cum o consem-
neaza inegalabilul Richard Demarco in ,Romanian Art To-
day” la al sdu Edinburgh International Festival din 1971;
existd generatia ‘80 clasicizatd in discursul despre artd sub
condeiul criticului si istoricului de artd Adrian Gut3, exis-
ta generatia , neorealismului neurotic romanesc” pe care
miza criticul de artd Luiza Barcan din 2001, dupd cum

*Mihai Oroveanu, fondatorul Muzeului National de Artd Contemporang, intr-una din numeroasele conversatii despre orice pe care le initia cu oamenii tineri din
jurul lui, jucadndu-si bine rolul in dinamica generationald despre care vorbeste textul de fatd.
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exista ,generatia asteptatd” de artisti romani sub 35 de
ani semnalatd in 2005 in presa din Romania sau generatia
.Scoliila de la Cluj” ochitd la Bienala de la Praga din 2007.

Expozitii precum 50 Design UNArte: o istorie vizuald a
scolii de la Bucuresti (1969-2019) de la MNAR o arata atat
de limpede: oameni (inca! ©) tineri din lumea artei sunt
curiosi in legaturd cu trecutul domeniului lor de studiu
sau activitate si se investesc in cercetarea istoriei institu-
tiilor de artd si a mentorilor predecesori care le-au marcat.
Toate sublumile lumii artei autohtone reclama mai nou
istorii institutionale, si nu putini sunt profesionistii de arta
romani care se angajeaza cu arme si bagaje in - sub toa-
te formele posibile - (re)scrierea lor: expozitiile si confe-
rintele organizate in 2014 cu ocazia aniversarii a 150 de
ani de fnvatdmant de artd romanesc de arta sunt un alt
exemplu in acest sens. Atentia acordatad istoriei instituti-
ilor din lumea artei sub formatul expozitiei, acompaniate
de obicei de publicatii |a fel de relevante, deci de linii lungi
de cercetare, studiu si productie editoriala, e semnificativa.
Se simte o detasare, o distanta criticd, un bun interval de
perspectivd care aseaza prezentul si trecutul, oricat de di-
hotomice, in raporturi de reciproc interes amiabil. Anii ‘50
sunt (incd timid, parcd) istoricizati, anii '60-'70, mai ales
ei, au avut parte deja de o adevarata iconicizare, nu mai
vorbesc de anii ‘80, istoricizati deja incd din anii '90, iar
acestia din urma incep sa devina la randul lor subiecte de
analizd discursiva si inspectie curatoriald (despre asta va fi
vorba intr-o prima conferintd organizatd in 2020 de sectia
romaneasca a Asociatiei Internationale a Criticilor de Artd
din Romania, reactivatd de catre curatorii si istoricii de arta
Horea Avram si Cristian Nae). As we speak exista in lucru
istorii ale invdtdmantului de istoria artei din Bucuresti si
in Romania. Comunitatea artei contemporane romanesti
se uita in urma si isi istoricizeaza propriul trecut ca si cum
si-as scruta propria umbra.

Pe o coordonata diacronicd, generatiile (incd! ©) tinere
de artisti si profesionisti de artd isi cautd parintii simbolici,

mame si tati, frati mai mari, strdmosi si linii genealogice,
familii de apartenentd si afinitate culturald, si e impre-
sionantd multitudinea de institutii de arta implicate in
acest proces colectiv de recuperare, revalorizare si aduce-
re in actualitatea prezentului. Este o autentica reafirmare
a unora dintre artistii contemporani ,vechi”, multi dintre
ei deloc absenti in timpul scurs dintre o generatie si alta,
captati insd abia acum in secventele initiale, uneori l3sate
in urma sau chiar repudiate ale carierei lor, alteri aurelo-
tate cu nimburi eroice, pusi abia acum intr-o perspectiva
integratioare, adusi cu (uneori toate) varstele distincte ale
biografiei lor artistice laolalta, ca in etalarea unor ,opere
complete”: Ana Lupas, Ion Grigorescu, Horia Bernea, Ion
Nicodim, Geta Bratescu, Marin Gherasim, Florin Niculiu,
Stefan Bertalan, Ion Bitan, Florin Maxa, Mihai Olos, Con-
stantin Flondor, Octav Grigorescu, Mihai Horea, Vladimir
Setran, Gheorghe Berindei, Andrei Chintild, Marian Zidaru,
Alexandru Chira, Corneliu Brudascu, Victor Ciato.

Grupul Sigma, spre exemplu, (re)devine o adevarata
prezenta vie in lumea artei beneficiind de 2 recente expo-
zitii impecabile, ample si profunde, sintetice si amdnun-
tit documentare, desi foarte diferite una de alta: 1.1.1.+
Sigma + Expozitie retrospectiva: Poetica spatiului. Utopie
si cercetare, curatoriatd de Ileana Pintilie la The Office in
cadrul Cluj Art Week-End din 2014 si SIGMA: cartografia
fnvdtarii 1969-1983, curatori Alina Serban, Andreea Pala-
de-Flondor si colectivul Space Caviar (2015, Art Encoun-
ters, Anuala timisoreana de arhitecturd). Se poartd recon-
stituirile, re-enactmenturile, reinstalarile, reactualizarile,
care devin modalitati de readucere in mintea si imaginatia
prezentului a unor ansambluri de practici, intamplari si
imagini semnificative pentru momentul existentei lor in
trecut: refacerea in 2014 la Cluj a instalatiei Multivision a
grupului Sigma, consideratd prima instalatie multimedia-
I3 in arta contemporand romaneasca, a fost memorabila.
Dar siintregi expozitii de referinta ale artei romanesti sub
comunism sunt reconstituite sau evocate: 5 artisti timiso-

reni (Art Encounters, 2017), Situatii si concepte (Salonul
de proiecte, 2017), Dincolo de frontiera concept (curator
Magda Radu, Art Encounters, 2017). Expozitia Functiona-
rul invizibil al lui Ciprian Muresan de la Muzeul de Arta din
Cluj (2014) este o referire - maiincoace si mai aproape de
noi decat rapelurile la istoria artei universale si la dinamica
genericd original-copie-apropiere-reluare uzualein practi-
ca lui artistica - o referire la , parintii” sculpturii romanesti
pe care-i cunoaste prea bine prin formatia lui initiald de
sculptor. Tntreg Proiectul 1990 (2010-2014) al Ioanei Cio-
can, care invita artisti sd plaseze ceva pe soclul gol al fostei
statui, frumoase de altfel, a lui Lenin de Boris Caragea din
fosta Piatd a Scanteii (de fapt sa se raporteze, parte pentru
intreg, la statuia de atunci lipsd, prin racordul cu soclul ei
de acum gol), poate fi vazut si ca o repliere criticd, uneori
jucdusa, alteori gravd, asupra institutiei maestrilor artei,
garnitura de Artisti Emeriti, toti acesti tati incordati ai artei
care au marcat istoria artei romanesti in prima perioadd a
comunismului.

O lunga serie de colabordri, expozitii si proiecte colec-
tive internationale derulate pe mai bine de o decadd, ca o
mod3, ca o oferta culturald datd drept raspuns unei cereri
implicite venite simetric dinspre ambele capete ale fostu-
lui fir rosu de demarcatie Est-Vest, au venit sa corecteze,
cu lecturi solide facute la zi si in cunostinta de cauza, in-
tarzieri si decalaje, disonante, defazdri si contradictii intre
.ce fadceam noi aici” in Est si ,ce faceau ei acolo” in Vest,
nuantand si ajustand naratiunile canonice despre arta tre-
cutului recent. (In termenii antropo-ideologici cunoscuti,
s-a produs resemantizarea pe de o parte a , rusinii” fostului
Est de a fi intarziat la intalnirea cu ora istoriei, de a fi fost si
de a fi in continuare defazat, diferit, de a fi perpetuu Cea-
laltd arta contemporang, si recalibrarea pe de altd parte a
LVvinovatiei” fostului Vest de a fi contribuit politic la aceasta
intarziere si diferentd, de a fi decis si batut in cuie fara drept
de apel diferenta insasi). Anvergura energiilor, resurselor,
masivitatii organizatorice si perseverentei umane impli-
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cate n acest fenomen de reintalnire Est-Vest a fost real-
mente impresionanta si se poate urmari, la o reconstituire
atentd a ultimilor ani ai artei romanesti, cum a marcat pu-
ternic cariere de artisti, curatori, dealeri si galerii, destine
de comunitati artistice in toto. Acest univers profesional fe-
bril al ultimilor 20 de ani, prezent in permanenta pe teren,
gata oricand sa sacrifice orice pentru a bea alcoolul tare si
ametitor al atat de mult doritei recunoasteri internationale
(ah, himera generatiei mele, recunoasterea!), nu a facut
doar sa initieze rescrierea istoriei sinuoase a fostului divi-
de Est-Vest, ci a si promovat si sustinut o nouad arta a pre-
zentului in care diviziunea ideologica intre (fostele) Est si
Vest se resemantizeaza. Succesul international al artistilor
si galeristilor care au fondat, participat sau orbitat, mediat
international n jurul Fabricii de Pensule de la Cluj (ca sa
nu reduc nedrept consemnarea, prin expresia incetdtenitd
«Scoala de laCluj”, doar la picturad) este varful de lance al fe-
nomenului. Aiciintrd si bund parte din expozitiile-panoplie
organizate de obicei in (fostul) Vest, dar nu numai, cu arta
romaneascd recenta - cu ,grei” ai generatiilor anterioare si
cu emergentii promitatori ai generatiei de azi: de la When
History Comes Knocking. Romanian Art from the 80s and
90s in Close Up, curator Judit Angel (2010), la Galeria Plan
B din Berlin, pand la A few Grams of Red, Yellow and Blue.
New Romanian Art (2014), curator Ewa Gorzadek, la Centre
for Contemporary Art, Ujazdowski Castle din Varsovia.

Mai mult, ecuatia (fostului) Est-Vest s-a complicat
adaugandu-i-se si marile nume absente, diaspora artisti-
cd romaneasca Tn raport cu care comunitatea autohtond a
initiat un proces complex de recuperare si revendicare, prin
analogii, transmisii, mosteniri, Estate-uri, ateliere redes-
coperite, arhive artistice reactivate, fonduri de lucrari re-
valorizate, interviuri autobiografice (Partea asta care parca
are nevoie sd iasd printr-un loc al corpului meu, Salonul de
proiecte, 2019): Paul Neagu, Iulian Mereutd, Decebal Scri-
ba, Pavel Ilie, Matei Lazarescu, Christian Paraschiv, Peter
si Ritzi Iacobi, Diet Sayler, Roman Cotosman, Doru Covrig,
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Horia Damian, Florina Coulin. Nu inceteaza sé ma fascine-
ze, sd md punad pe ganduri si sd md inspire totodatd aldtu-
rarea unor artisti din generatii complet diferite si separate
net in timp (nume canonizate ale unora dintre cei care nu
mai sunt printre noi, aldturate unor artisti tineri in plind
middle-career: Paul Neagu si Stefan Sava pe acelasi perete
in participdrile Galeriei Ivan la targurile internationale sau
Stefan Sava si Ion Grigorescu in acelasi proiect si expozi-
tie la Galeria Ivan: Aruncarea umbrei, in 2018). De altfel,
puteai vedea la un moment dat cum o tandra artistd va-
loroasa ca Iulia Toma trece printr-o apasatd etapd de par-
curs a la Geta Bratescu, dupa cum imageriile lui Constantin
Flondor sau Stefan Bertalan transpar uneori cu putere la
artistii gruparii Noima, ca in multe alte cazuri de devorare
simbolicd, fireasca pana la un punct, a maestrului de catre
ucenic.

Urmarind siragul de margele al istoriei artei, rupt de
atatea ori, reinnodat si reluat de atatea ori, devin cu atat
mai admirabile longevitatile, firele neintrerupte, carierele
durabile care traverseaza parca imperturbabil epoci si cri-
ze: arta lui Teodor Graur sau a Marilenei Preda-Sanc sau,
si mai bine, a ineluctabilului Ton Grigorescu. Imi amintesc
de o perioadd, nu chiar scurtd, in care artistul Ion Grigores-
cu aparea peste tot, uneori in acelasi timp: si in expozitii
personale si cu participari la colective, si in artist talk-uri
si Tn Pavilionul Romaniei de la Bienala de la Venetia, siin
albume, siin cataloage, siin Romania, siin multe locuriin
afara ei - a existat un real moment Ion Grigorescu unde-
va dupd 2000, caruia i-a urmat un moment similar Geta
Bratescu (creat, poate in mod fatidic, chiar fnainte si dupa
disparitia artistei). Ion Grigorescu si Geta Bratescu - tata
si mama simbolici ai unei generatii de artisti tineri care au
vrut sd stie si sa arate, vorba lui Dan Perjovschi, ,,de unde
venim noi”, figurile iconice paternale ale artei noastre ac-
tuale romanesti (si atentie, Tn ordinea strictd a Intampla-
rilor, el mai intai, ea pe urma: pe tata I-am asumat primul,
abia apoi pe mamd ©).

Gruparea Prolog si comunitatea artisticd stransa in ju-
rul ei uimeste si ea prin consecventd, aratd oarecum cd are
sens sa faci arta spirituald si sub comunism, si in capita-
lism, miza pare s3 rdimana neschimbati. in 2018 a avut loc
poate editia cea mai interesantd a evenimentului periodic
+Arte in Bucuresti”, curatoriatd de Cdlin Stegerean, cu fa-
milii si cupluri de artisti, tematizand filiatiile, afinitatile
si liniile , dinastice” ale artei romanesti actuale: fii si fiice,
mame si tati, soti si sotii, grupuri si cupluri. Mitologia fe-
meilor artiste capatad noi contributii, adicd despre ele pro-
fesionistii barbati nu inceteaza sa spund, in plin consens
cu noul spirit al timpului, ca sunt de 1000 de ori ,mai pu-
ternice si mai talentate” decat, prin comparatie, meschinii
artisti masculini (dupd cum, analogic, fnainte de 1989,
alti profesionisti barbati nu incetau sd spuna cd ele fac o
artd ,intimistd, feminind si interiorizatd"): loana Batra-
nu, Ecaterina Vrana, Vioara Bara, Anca Muresan, Marilena
Preda-Sénc, Simona Runcan. Sunt revalorizate nu doar
carierele artistelor, ci si longevitatea si vitalitatea mediilor
traditional feminizate: o aratd prezenta Danielei Fainis la
Galeria Senso sau expozitia Eflorescente (Daniela Fainis si
Arina Ailincai) la Galeria AnnART (2017), precum si Cinci
decenii de tapiserie, Centrul Cultural Palatele Brancove-
nesti de la Mogosoaia (2017), atat o expozitie de mediu
artistic cat si de istorie institutionald. Unele din expozitiile
spatiului Galateea, prima galerie romaneasca axatd exclu-
siv pe ceramica, sunt o placere.

Se simte un senin perspectivism al lumii artei, o dis-
tantare a ei istoricd mai echilibrata fata de ce i-a premers,
0 maniera ceva mai asumata si matura de a se raporta la
versiunile ei anterioare (in comparatie cu starea afectiva
a primilor ani de dupa 1989), privind acum trecutul fara
manie si incruntare, ba chiar cu un inceput de tandrete,
dar si cu evidente puseuri de eroizare idealistd. Atribuirea
unui exceptionalism anumitor episoade din trecutul artei
noastre se simte puternic in aparitia si succesul imediat
cu care s-a impus termenul neo-avangardd, referindu-se

la un fenomen local cu caracter (tot) implicit generational,
ridicat in sldvi prin noua etichetd, un concept imprumutat
din discursul occidental si aplicat in anii din urma feno-
menului autohton, pentru a desemna generatia artistilor
care debuteazd in anii '60-'70 in Romania cu practici
multimediale, experimentale si conceptuale. Termenul
neo-avangarda functioneaza ca o relegare si racordare is-
torica a artei noastre la arta internationald a prezentului
de atunci (dupa cum pare sa o indice titlul Here and Then/
Aici si atunci, a sectiunii semnate de curatorul Magda Radu
in proiectul Romanian Cultural Resolution de la Leipziger
Baumwollspinnerei din 2010 - curatori Mihnea Mircan,
Magda Radu, Adrian Bojenoiu, Mihai Pop - un alt epi-
sod important in dialogul artistic recent al fostelor Eu-
rope de Est si de Vest). Intr-un fel, aparitia si impunerea
neo-avangardeiin constiinta si discursul artistic romanesc
corespunde unei nevoi de sincronizare pe care au primit-
o si practicile romanesti ale anilor ‘80 atunci cand au fost
puse sub incidenta postmodernismului. Schimburile Est-
Vest ale ,neo-avangardei artistice romanesti” vor fi ime-
diat inspectate indeaproape cu ajutorul unor aparate de
cercetare si desfasurari curatoriale remarcabile: este cazul
expozitiei 24 de argumente. Conexiuni timpurii in neo-
avangarda roméneascd 1969-1971, curator Alina Serban,
la MNAR in 2019. Si iatd cum se edificd astfel profiluri cu-
ratoriale sculptate-n piatrd, autofasondri profesionale prin
concentrarea asupra cate unui subiect, prin dedicarea ex-
clusivd asupra unei tematici, unei perioade si geografii is-
torice, asupra unei intregi lumi artistice, cum a fost lumea
artei romanesti din anii '60-'70 - lumea pdrintilor nostri
culturali, pe vremea cand erau si ei la rdndul lor tineri -,
iar cazul curatorului Alina Serban, consecvent si ambitios,
este reprezentativ, chiar exemplar.

Nu poti fi decat uluit sd vezi cum o galerie precum
H'Art, care oferea expozitia F.A.Q. about Steve the Great in
2005, face mai nou solo show-uri ale ,maestrului Marin
Gherasim” (Geometria magmei, 2015). Adresarea i apar-
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tine Tnsusi galeristului Dan Popescu, altminteri un critic
convins al sistemului oficial de invatamant artistic roma-
nesc, in interiorul caruia Marin Gehrasim este o autoritate,
iartermenul ,maestru” desemneaza o adevarata institutie
care péstreaza un traditional si, incd, neclintit mecanism
de canonizare. Oldies, but goldies, aiimbatranit, dragd Dan
Popescu, te-ai asezat la casa ta, te-ai cumintit, s-ar putea
spune ©. Siinvers, |a fel de neobisnuit pare la prima vede-
re modul in care un artist run space precum ETA], coordo-
nat de o manad de artisti tineri talentati si haiosi, expune
pictura artistului Gheorghe Berindei in 2019. De altfel, si
traiectoriile artistilor odatd emergenti, catre sfarsitul anilor
‘90, probeaza si ele, traversand meandrele complicate ale
intrariiin noul secol, schimbarea, decantarea, canonizarea
lenta, maturizarea si consacrarea venite altminteri firesc,
lungul drum al ,desantului” catre recunoastere (cum ar
spune-o mai sugestiv decat mine limbajul criticii de arta
dinainte de 1989): Alexandru Rédvan, Nicolae Comé&nescu,
Ciprian Muresan, Dumitru Gorzo. In ordinea longevititilor,
traseul gruparii kinema ikon continua sd fie un model de
consecventd, continuitate, riguroasd autoistoricizare si
autoarhivare, cdci seriile lor de expozitii si proiecte din ul-
timii 15 ani continuad sa se desfasoare cu o impresionan-
td constanta de ceasornic, traversand epoci si anotimpuri
intr-un lent proces de post-canonizare (ce faci dupa ce ai
fost deja unanim recunoscutin lumea artei, ce romane mai
poti scrie dupa ce ai luat deja toate (?) premiile simbolice
ale recunoasterii culturale meritate?). Si proiectul mamut
Artistul si puterea. Ipostaze ale picturii romanesti 1950-
1990, organizatd de Ruxandra Garofeanu, Dan Haulica si
Paul Gherasim a fost, in felul lui, tot o forma de a istoriciza
pe larg si de ,a salva” istoria artei noastre de pana in pre-
zent, incercandu-se cu greu sd i se soarbd numai nectarul
din ea, nu si otrava. Si tocmai a aparut in 2019 Arta roma-
neasca din preistorie in contemporaneitate, coordonata de
Razvan Theodorescu si Marius Porumb, la Editura Acade-
miei Romane si Editura Mega din Cluj.
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Nu ma pot opri indeajuns de mult asupra noii serii a
revistei Arta (din 2010 incoace) si asupra noilor cdrti de
artd, de toate felurile, un intreg nou univers editorial care
a dat in floare, tasnind aproape ca un success story roma-
nesc. Este fard indoiald un mod de obtinere sau reafirma-
re a recunoasterii profesionale s3 intreprinzi o cercetare
pe o tematica de artd, perioada sau personalitate anume
si apoi fie sa faci o expozitie temeinic documentatd, fie sa
publici o carte superba cu texte de autoritate. Vocile noilor
generatii de istorici de arta romani pot fi auzite pe indelete
in publicatiile incluse si premiate in cele deja 7 editii ale
Premiilor Cele mai frumoase carti, a cdror existentd, desi
nu recompenseaza doar publicatii de art3, e simptomatica
pentru noi prin eainsasi: de niste ani se scrie, se publica, se
fac carti superbe, se scot publicatii chic, se aduna rafturi de
discursinteligent siimagine de calitate, tiparite nu de puti-
ne oriireprosabil (de unde firescul premierii design-ului de
carte), despre arta contemporand romaneascd. Iar aceasta
denotd o aceeasi maturizare a mediului artistic romanesc
prin dobandirea unei optime distante fata de fenomenul
comentat, printr-o umoare senina si harnica, intreprinza-
toare sitenace, bine intentionata si profesionista. Expozitia
si cartea de studiu par sd fie mediile predilecte prin care
se manifestd maturizarea si profesionalizarea lumii artei
romanesti din ultima perioada. Si poate ca tot aprofunda-
rea si consolidarea profesionald indicd si faptul cd multe din
expozitiile recente semnificative nu sunt simple expozitii,
ciintregi proiecte curatoriale, desfasurari largi pe mai mul-
te secvente, ,seriale”, expozitii in mai multe parti si buge-
tari peintervale multianuale prin care ceea ce se urmareste
sunt mai mult decat niste imagini ori obiecte, cat mai cu-
rand idei, orientari, discursuri, procese cognitive, intr-un
cuvant o veritabila knowledge production.

Lume dominatd de departe de artistii autohtoni, cu sau
fara cariereinternationale - numeri pe degete evenimente-
le de arta cu protagonisti exclusivi strdini sau internationali
in Romania -, ,scena de artd romaneasca contemporand”,

cum i se spune incetatenit, este, asemenea oricarei scene,
o constructie cu mai multe paliere. Sunt mai multe arte
contemporane aici. Prin propria-i denumire, Salonul de
proiecte trimite aluziv - poate ironic, in orice caz detasat -
la ceea ce incd existd si probabil va mai exista o vreme: sa-
loanele colective de arta romaneascd, cele care isi preluau
odatd titulatura de la modelul de referinta francez, pentru
a supravietui cu brio regimului comunist, persisdnd pana
astdzi. Avem pe de o parte Salonul de proiecte si avem pe
de alta saloanele nationale de arta in Romania (unele, desi
nu toate, organizate inca de Uniunea Artistilor Plastici),
in acelasi timp: artele contemporane distincte coexista.
Sunt mai multe publicuri ale artei contemporane, ceea ce
se vede cu limpezime la Art Safari, un targ de artd care a
pornitde la instalareaintr-o constructie-cortin Piata Ate-
neului, ca sa se mute ulterior in frumoasele cladiri istorice
ale Bucurestiului eclectic dinainte si de dupa 1900, intitu-
Idndu-se ambitios ,,muzeu temporar”, ceea ce e o intere-
sant3 strategie de status. In general, nivelul publicului de
artd contemporand a crescut si el, si o remarca multi dintre
profesionisti - trebuie sd fii foarte atent ce oferi azi si cum
marketizezi evenimentul de artd, cui i-I transmiti, pe cine
chemi sd il consume si cum gestionezi relatia complexd si
long-term cu acest nou consumator, incontestabil, daca nu
mai educat, cel putin maiinformat decat inainte. Sunt mai
multi colectionari autohtoni care cumpard artd locald si o
si expun, muzeul colectionarului de artd contemporana
anuntandu-se a fi viitorul partener cu care muzeul public
de artd contemporana va trebui sd imparta si sa-si dispute,
.,scena”.

Vernisajele artistilor incep sa nu mai fie motivul princi-
pal de vaicdreald intre oamenii de artd de la noi, adicd acele
vesnice serate intime la care vizitatorii participanti sunt,
fir-ar sa fie, si ei tot, si numai, artisti. (Odatd) obisnuita
solitudine endogama a ,scenei” se incheie incet-incet, iar
locul ei i-| ia treptat-treptat lumea seducatoare de jocuri
de paiete, ecrane, scintilatii a spectacolului multimedial

(si nu de putine ori scump) care se adreseaza populatiilor
numeroase de consumatori lacomi ai erei imaginii. Sunt
mai multe lumi conexe lumii artei. Relatia lor unele cu al-
tele a devenit complexd: la un eveniment periodic cum e
Romanian Design Week se etaleaza un univers profesional
in care traiesc si lucreaza foarte multi artisti sau mai bine
zis multi creatori de continut si imagerie, intr-o simbioza
din ce in ce mai accentuata si fecunda cu ,,lumea artei vi-
zuale”, numitd asa ntr-un sens care era odata strict (mai
vechea noastrd ,arta plastica” de pe filiera francezd), dar
care tinde sa-si piardd acum delimitdrile clare. Romanian
Design Week aratd cum mai multe lumi , creative” (acesta
e noul termen) de naturd si inspiratie artistica, dar si an-
treprenoriald, se impletesc si curg fluid una in cealalta. La
fel cum curg si banii. Tot Romanian Design Week ne arata
o lume profesionald care pare sa aiba o relatie mai sana-
toasa, armonioasa si asumatd cu banii si lumile finantelor
decat o face lumea traditionald a artei vizuale (cel putin
romanesti). Si aceeasi Romanian Design Week ne aratd
cd existd o multitudine de formate expozitionale posibile,
relevand cat de cruciald a devenit noua meserie de succes
care joaca tare in peisajul artei contemporane romanesti:
arhitectul de expozitie.

Deja sunt niste ani de cand expozitiile galeriilor si mu-
zeelor de artd romanesti par sa arate altfel (decat aratau
in general expozitiile de artd, si de artd contemporang, in
Romania nainte). ,Scena” artei contemporane romanesti
are o noud recuzita, si multe scenografii posibile. Peretii
drepti si curati sunt o legitima obsesie pentru multi din-
tre cei care fac expozitii, nu intotdeauna, dar din ce in ce
mai mult, o reusitd. Compartimentdri abile, mobilier au-
xiliar tehnicist si metalic, suprafete lucioase, ecrane bine
plasate, plafoane de beton nivelate, plansee acoperite cu
sape fard crapaturi, spoturi elegante, clante si usi asorta-
te, pereti de rigips mobili pe rotile, scaune chic - iata noile
personaje care populeaza spatiile de artd contemporana.
Avem la un capat hale industriale delabrate in care iti sa-
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vurezi ecoul in hduri goale si odihnitoare (Combinatul
Fondului Plastic, Halele Carol, Fabrica, noul sediu al Ga-
leriei Zorzini, WASP Working Art Space and Production,
Halucinarium, Centrul de interes, Halele Timco/Kunsthal-
le Bega); dupa cum am avut la vernisaje panouri de sem-
nalare si instructaj in muncd in care eram anuntati ca ,in
aceastd incapere se lucreaza cu unelte neferoase” (Fabrica
de Pensule).Iarla celdlalt capat avem casele matdsoase ale
vechilor boieri si aristocrati, clasa sociala inaltd a vechilor
urbi romanesti - transformate in concept store-uri, targuri
sezoniere de industrii creative sau pur si simplu galerii, cu
sobele lor sublime, masive, glazurate ca niste prajituri din
povesti, si cu uriasele marchize intacte la intrare (Galeria
Nicodim in Palatul Cantacuzino, Galeria Anca Poterasu in
ultimele ei 2 sedii, Rezidenta BRD, Galeria Aiurart, Galeria
Posibila, Galeria AnnART, Galeria Romana).

Avem imobile moderniste cochete (noul sediu al Gale-
riei H'Art, Galeria 418); si ar fi greu de trecut cu vederea
felul cum ti se oferd incaperea toaletei de lux a Galeri-
ei Eastwards Prospectus, cu blanurile, perdelele, sticlele
de parfum, licori si lotiuni ale ei, dupd cum cu greu poti
uita felul cum deschideai o usd la Intdmplare in Galeria
26/0TA si iti aparea in fata ochilor o bucatarie de vara cu
dale racoroase, cu o bancd si o0 masa de lemn de pe care
te privea proaspat un buchet de violete intr-o penumbra
vermeeriand. Texturile, materialitatile, luciurile, mirosu-
rile, consistentele si aromele spatiilor de artd s-au schim-
bat dupa pasul in care s-au schimbat orasele romanesti
ele Tnsele si chimia colectivd a comunitdtilor umane care
le populeazd. Banii si infrastructura, antreprenoriatul si
investitiile au creat noi peisaje, noi privelisti, noi coloraturi
si sinestezii in aproape toate ambiantele urbane roma-
nesti, care se rasfrang inerent si asupra anvergurii, puterii
de cuprindere si desfdsurare materiald a artei produse si
expuse acum, aici. A trecut ceva vreme de cand, probabil
dinspre Cluj (adica dinspre o ambianta atat de serioasa,
profesionistd si sofisticatd incat si hainele vizitatorilor




g
o
<
[32)
I
=
W
o
=
=
0n

neanuntati se asorteazd acolo cu exponatele) s-a rdspandit
moda peretelui complet alb si aproape complet gol de ga-
lerie de artd emergentd, pe care intrevezi cateva patrdtele
inegale intunecoase si dense, asezate perfect la aceeasi
indltime si la aceeasi distanta unele de altele, fard gres si
fara ezitare: pictura cea noua expusa in noile galerii co-
merciale dedicate noii lumi financiare si economice timid
emergente dupa 2000 in Romania. Si mai intreb: cine ar
putea uita etichetele expozitiei SIGMA: cartografia invatarii
1969-1983 (2014), desprinse parca din plansele de hartie
milimetricd asupra carora trudeau artistii romani expe-
rimentali in anii '70? Si cine ar putea trece indiferent pe
Ianga vastul exercitiu de contextualizare, inclusiv prin abila
alegere a unor anume spatii de expunere si cadraj, care are
loc periodic de |a o editie |a alta a Bienalei Art Encounters?

Sunt mai multe tipuri de spatii, si mai multe tipuri
de evenimente de artd, mai multe areale discursive, mai
multe comunitdti, mai multe bibliografii obligatorii, mai
multe limbaje si buzz words: intr-un fel se vorbeste la Ga-
leria Romana si cu totul altfel la Tranzit. Arta romaneasca
recentd are pop-up spaces sione night show-uri, Nopti Albe
ale Galeriilor, Cluj si Bucharest Art Weekend-uri. Episodic,
s-au Intdmplat lucruri faine in niste white-cube-uri reduse
la esenta lor ca niste capsule concentrate: Cube Musette,
GeamMAT/Muzeul de Artd din Timisoara (Mihai Zgondoiu,
Bogdan Rata), Golden Frame/Atelier 030202 (Mihai Zgon-
doiu), Arta la fereastrd/GaleriaSimeza, Celula de artd/Carol
53 - kleine aber feine. In proiectul Cultura Artist Run,
criticd, rezistentd, evadare (Rezidenta BRD, 2018) Igor Mo-
canu ne-a prezentat o alta specie de ,Cealaltd” artd con-
temporand, in plind derulare sub ochii nostri in Romania
alaturi de toate celelalte arte contemporane sincrone ei. Ea
e Tn anumite privinte poate mai importantd decat , Aceas-
ta" arta contemporana romaneasca, asupra spatiilor care-
ia s-a concentrat textul prezent: ea este arta Muzeului Orb
(Veda Popovici), a Paradis Garajului (Claudiu Cobilanschi),
a Biroului de Cercetdri Melodramatice (Alina Popa, Irina

Gheorghe), a 2020 Home Gallery (Vlad Nanca) sau a tea-
trului Lorgean (Jean-Lorin Sterian). O istorie a ei, fie si una
doar vizuala si cromatica, ar i mult mai greu de scris. Dupa
cum sunt convinsa cd mult mai greu de reconstituit va fi
la un moment dat istoria recentelor spatii artist run in ge-
neral: Centrul de Introspectie Vizuald la Cdminul Artei cu
frumoasa ei sigld neon verde, Centrul Artelor Vizuale (CAV)
Multimedia coordonat de Radu Pandele, Lucian Hrisav si
Ioana Marsic, ETA] artist run space dus de Mircea Modrea-
nu si echipa.

Daca nu ar fi fotografiile, si tot ti-ar ramane pentru
multa vreme Tn minte cateva , bijuterii”, geme si nestema-
te (subiective, bineinteles): aproape toate expozitiile gale-
riei Sabot de |a Cluj, unele expozitii cu protagonisti romani
ale galeriei Plan B de la Berlin, ambientele duoului Peles
Empire si ale trioului Apparatus 22, poate toate solourile
lui Vlad Nanca, expozitia lui Mihnea Mircan Spatiu (Con-
tinuare si sfarsit) de la Rezidenta BRD in cadrul Sezonului
Romania-Franta din 2019, cateva expozitii de la Centrul
Artelor Vizuale (CAV) Multimedia coordonat de Radu Pan-
dele, Lucian Hrisav si Ioana Marsic, spatiul SLQDT de la
Cluj, expozitia Portret-/Atelier: Ovidiu Simionescu. Virtutile
in Sala Frumusetea Crucii de la Muzeul Taranului Roman
din 2015, sau expozitia de-o noapte a Ancai Muresan, Pic-
turd la colt, in Casa Mita Biciclista de Noaptea Alba a Galeri-
ilordin 2011. Sau felul in care Centrul pentru Cultura Con-
temporand Club Electroputere (fondat in 2009 de Adrian
Bojenoiu si Alexandru Niculescu) a inconjurat vreme de
cativa ani cu artd contemporand fostul cinematograf din
cladirea de tip ,casa de cultura a sindicatelor” a Craiovei.

Evenimentele de artd contemporand in Romania par
sa arate altfel, cred, si pentru ca fotografierea lor le arata
altfel; acele exhibition views par de mai buna calitate, mai
consonante cu domeniul fotografiei de display sau de ar-
hitecturd; se poate spune si cd ele aratd mai bine in foto-
grafii, par mult mai fotogenice decat altddata. (Apropo de
fotografie si fotografi, una din calitatile unanim apreciate

in expozitiile curatoriate de catre Mihai Oroveanu la MNAC
sila Galeria Etaj % era spatiul.) Se poate spune cd de-acum
inainte, fotograful de expozitie si arhitectul de expozitie
sunt cu noi. Iar timpul trece (platitudinile raimén ©). Intre
timp, artistii tineri nu mai sunt nici ei tinerii care erau
odatd - Mircea Cantor pomeneste intr-un interviu cum e
pastrat in comunicatele de presa mereu tanar, cum nu re-
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useste sd imbatraneasca pentru o lume a artei care il vrea
neschimbat, si unii dintre noi simtim foarte acut cum lu-
mea se incapdtaneaza sa ne vrea perpetuu tineri, infasurati
n artd. Nici noii, tinerii parinti ai lumii artei inconjurati de
chiote de copii la vernisaje, nu mai sunt de-acum atat de
tineri. Nimeni nu mai e chiar atat de tanar, din pdcate. Sau
poate din fericire ©.

... YOU WANT TO PUT ON EXHIBITIONS WHEN YOU
KNOW NOTHING ABOUT PHOTOGRAPHY...?*

The Romanian contemporary art scene has grown up over
the past 20 years. Which is the only time frame I can legiti-
mately speak of, since I have known it first-hand, particu-
larly in Bucharest. This feeling of growing up is one many
of us share, because we keep confessing it to one another
for some time now. There are a lot of small children (who
are growing up ©) at exhibition openings, almost all of us
have become parents (even if we are still young ©) while
working in the field of art. Whether or not you are a believer
in generationism in the history of art, you believe in God, in
Covid 19 orin the 80s generation, it is difficult to deny the
generational dynamics in Romanian art, with its manifold
manifestations. It is conspicuous in the history of art insti-
tutions; in the way the human resource is managed in the
field; in books that survey recent visual arts phenomeng;
in Ph.D. papers and new institutions and organizations; in

the philosophy behind the projects submitted and selected
for participation at the Venice Biennale; in the (changes
of) directions displayed by Romanian art schools; in the
making and unmaking of galleries and art spaces; in emi-
grations, absences, come-backs, disappearances and con-
tinuations, in the survival of the discourse on art in all its
forms.

Even if the tendency to judge everything by tens, in-
cluding the uneven and haphazard pace of history, is a
collective, probably anthropological predisposition, we
cannot easily escape the feeling that not only does recent
Romanian art display a major, undeniable rhythm marked
by the 1989 moment (already noted and studied by far
better, more mature and more ambitious experts than my-
self, such as the art criticand historian Magda Carneci), but
that it was followed by several other, milder and somewhat

* Mihai Oroveanu, founder of the National Museum of Contemporary Art, during one of his frequent conversations on everything and anything that he used to
have with young people, playing to perfection his role in the generational dynamics that this text is all about.
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more fluid, cultural thresholds, one around the year 2000
and another one some ten years later. But rifts always hide
continuity, artistic careers that were cut off brutally and
turned on their headsin 1989 are picked up and carried on
in new contexts, using new props; the flow of things pays
no heed to artificial didactic classifications, the way smells
waft in freely under the door. So breaks and interruptions
often cause spectacular revivals and comebacks, past and
present invite one another to an ambiguous dance of anal-
ogies. There is a generation marked by important exchang-
es with and trips to Western Europe in the 60s-70s, as
recorded by the unrivaled Richard Demarco in “Romanian
Art Today"; there is the 80s generation, turned into a clas-
sic by art critic and historian Adrian Guta; there is the gen-
eration of the “Romanian Neurotic Neorealism” that art
critic Luiza Barcan used to bet on back in 2001 and there is
the "expected generation” of Romanian artists under 35,
announced by Romanian press in 2005 or the generation
of “the Cluj School” spotted at the 2007 Prague Biennale.
Exhibitions like 50 Design UNArte: a Visual History of
the Bucharest School (1969-2019) at the National Art Mu-
seum prove it clearly: (still ©) young people in the world of
art are curious about the history of their own field of study
or activity and become involved in research on the history
of art institutions and the people that left their mark on
them. All the subdivisions of the local art world now claim
institutional histories and more than a few art profession-
als enthusiastically take to (re)writing them - in all possible
shapes and forms: the exhibitions and conferences organ-
ized in 2014 to mark 150 years of art education in Roma-
nia are just one example. The history of art institutions en-
joys significant attention in the shape of exhibitions usu-
ally accompanied by equally relevant publications, there-
fore by research, study and editorial production. There is
a new detachment, a critical distance, a perspective that
set past and present, no matter how dichotomic, in a rela-
tion of amicable mutual interest. The 50s are (still timidly,

it would seem) historicized, the 60s and 70s, particularly,
are already iconic, not to mention the 80s, historicized
already in the 90s, while the 90s themselves are slowly
becoming the subject of discourse analysis and curatorial
scrutiny (this will be the topic of a first conference organ-
ized in 2020 by the Romanian International Association of
Art Critics — AICA, reactivated by art historians and curators
Horea Avram and Cristian Nae). As we speak, studies on the
teaching of art history in Bucharest and Romania are being
written. The contemporary artistic community is looking
back and turning its own past into history.

Generations of (still ©) young artists and art profes-
sionals are looking for their symbolic parents, ancestors
and genealogies, families formed along common cultural
affinities and there is an impressive number of art insti-
tutions involved in this collective process of recovery and
revalorization of the past. We witness an authentic redis-
covery of “old"” contemporary artists, many of whom were
in no way absent in the timelapse between one generation
and the next, but are only now picked up on the original,
sometimes abandoned, sometimes disowned, wavelength
of their careers, put into a new, all-inclusive perspective,
(often all) the distinctive ages of their artistic biographies
are drawn together in a sort of “complete works”: Ana
Lupas, Ion Grigorescu, Horia Bernea, Ion Nicodim, Geta
Bratescu, Marin Gherasim, Florin Niculiu, Stefan Bertalan,
Ion Bitan, Florin Maxa, Mihai Olos, Constantin Flondor,
Octav Grigorescu, Mihai Horea, Vladimir Setran, Gheorghe
Berindei, Andrei Chintild, Marian Zidaru, Alexandru Chira,
Corneliu Brudascu, Victor Ciato.

The Sigma group, for instance, is (once again) a true
presence on the art scene with two impeccable, recent ex-
hibitions, both of them extensive and serious, synthetic
and minutely documented, while at the same time com-
pletely different: 1.1.1.+Sigma+Retrospective Exhibition:
the Poetics of Space. Utopia and Research (2004), cura-
tor Ileana Pintilie, at the Office, part of Cluj Art Week-End

and SIGMA: Cartography of Learning 1969-1983 (2015),
curators Alina Serban, Andreea Palade-Flondor and Space
Caviar, at Art Encounters. There is a trend that calls for
reenactments, reinstallations, reactualizations, that be-
come a means of bringing into today’s minds and im-
agination a set of practices, events and images that were
significant in their day: the 2014 recreation in Cluj of the
Multivision installation of the Sigma group, regarded as the
first multimedia installation in Romanian contemporary
art, was memorable. Entire exhibitions of Romanian art
under communism were also recreated or evoked: 5 Art-
ists from Timisoara (Art Encounters, 2017), Situations and
Concepts (Salonul de proiecte, 2017), Beyond the Concept
Frontier (Art Encounters 2017, curator Magda Radu). Cip-
rian Muresan's The Invisible Clerk exhibition at the Art Mu-
seum in Cluj (2014) is a nod - closer to us than the usual
references to universal art history and the original-copy-
approach-revival dynamics in his artistic practice - to the
“parents” of Romanian sculpture whom he knows only too
well given his initial formation as a sculptor. Ioana Ciocan’
whole Project 1990 (2010-2014), that invited artists to
place something on the empty pedestal where Boris Cara-
gea's statue of Lenin used to stand, (an invitation, in fact,
to relate, part to whole, to the missing statue) can be seen
as a critical, sometimes playful, sometimes serious, take
on the institution of the masters of the arts, that artists
emeriti brigade, those tense fathers of the arts that marked
the history of Romanian art through early communism.

A long series of collaborations, international group ex-
hibitions and projects organized for over a decade were a
kind of fashion, an answer to a demand that came at once
from both ends of the former red line that connected East
and West and they came to rectify, through adequate and
informed study, delays and gaps, dissonances, overlaps
and contradictions between “what we did here,” in the
East and "what they did there,” in the West, adding nu-
ances and adjusting the canonical narrative on the art of
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the recent past. (In anthropological-ideological terms,
what happened was a resemanticization: on the one hand,
the “shame” that the former East felt at being late, at still
being out of tune, different, of always being the Other
contemporary art; on the other hand, the “guilt” that the
former West experienced at having contributed politically
to this delay and difference, at having determined and im-
posed difference itself.) The scope of energies, resources,
massive logistics and human perseverance involved in this
East-West reunion was really impressive. And we could see
clearly, should we look closely at Romanian art over the last
several years, how it put its mark on the careers of artists,
curators, dealers and galleries, on the destinies of artistic
communities in toto. This ardent professional universe of
the last 20 years, always on the field, always ready to sac-
rifice anything for just a taste of the much desired inter-
national acknowledgement (oh, this chimera of my gen-
eration, acknowledgement!), did more that just initiate the
rewriting of the sinuous history of the former East-West
divide: it promoted and supported a new art of the present
where the ideological rift between (the former) East and
West acquires a new meaning. The international success
of artists and gallerists who either founded, participated in
or circled around Fabrica de Pensule in Cluj (a reference to
the “Cluj School of Art” would unjustly reduce it down to
just painting) spearheads the phenomenon. This includes
a large part of the display-exhibitions organized usually in
the (former) West, but not only, showing recent Romanian
art - the "heavies” of the previous generations and the
promising emerging artists of today’s generation: from
When History Comes Knocking. Romanian Art from the 80s
and the 90s in Close Up (2010), curator Judit Angel, at Plan
B Gallery in Berlin, to A Few Grams of Red, Yellow and Blue.
New Romanian Art (curator Ewa Gorzadek, at the Centre for
Contemporary Art, Ujazdowski Castle, in Warsaw).

What is more, the (former) East-West equation be-
came further complicated once the great absent names
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were added to it: the Romanian artistic diaspora, towards
which the local community started a process of recupera-
tion and reclaiming through analogies, transfers, inherit-
ance, estates, rediscovered studios, reactivated artistic
archives, artworks that were assigned new value, autobi-
ographical interviews (This Bit that Seems to Want to Get
Out through a Certain Part of My Body, Salonul de proiecte,
2019): Paul Neagu, Iulian Mereutd, Decebal Scriba, Pavel
Ilie, Matei Lazarescu, Christian Paraschiv, Peter and Ritzi
Iacobi, Diet Sayler, Roman Cotosman, Doru Covrig, Horia
Damian, Florina Coulin. What constantly fascinates me,
gives me pause and inspires me at the same time is the jux-
taposition of artists from completely different generations
(canonic names that are no longer among us, alongside
young artists in full middle-career: Paul Neagu and Stefan
Sava shown on the same wall at international art fairs by
Ivan Gallery, or Stefan Sava and Ion Grigorescu as part of
the same project and exhibition at Ivan Gallery: Casting
a Shadow, 2018). Actually, you could see, for instance, a
young and good artist like Iulia Toma going through a pro-
nounced Geta Bratescu phase, just as Constantin Flondor's
or Stefan Bertalan's imagery are sometimes striking with
the artists in the Norma group - like many other cases of
symbolic devouring, natural to a certain extent - of the
master by the apprentice.

Following the string of beads of art history, so often
broken, so often reknotted and resumed, the uninter-
rupted paths, the lasting careers that span, seemingly un-
perturbed, ages and crises, are all the more admirable: the
art of Teodor Graur or Marilena Preda-Séanc or, even better,
that of the ineluctable Ion Grigorescu. I remember a pe-
riod, not a short one, when Ion Grigorescu was everywhere,
sometimes simultaneously: personal shows, group shows,
artist talks, the Romanian Pavilion in Venice, albums and
catalogues, both in Romania and abroad - there existed
a real Ion Grigorescu moment sometime after 2000, fol-
lowed by a similar Geta Brdtescu moment (generated,

maybe prophetically, immediately before and after the
artist's death). Ion Grigorescu and Geta Bratescu - sym-
bolic father and mother of a generation of young artists
who wanted to know and to show, as Dan Perjovschi put
it, "where we come from", the iconic paternal figures of to-
day’'s Romanian art (and, mind, in the order things actually
happened, he was first, she came after: we acknowledged
the father first, then the mother ©).

The Prolog Group and the artistic community around it
shows amazing consistency, showing that it makes sense
to make spiritual art both under communism and under
capitalism, that the stakes seem to remain unchanged.
In 2008 maybe the most interesting edition of the an-
nual “Arts in Bucharest” event took place, curated by Cdlin
Stegerean, with artistic families and couples, making a
theme out of the filiations, affinities and “dynastic” lines
of today’'s Romanian art: sons and daughters, mothers
and fathers, husbands and wives, groups and couples. The
mythology of female artists is added to, male profession-
als keep declaring, perfectly in tune with the newest spirit
of the times, that women are 1,000 times “stronger and
more talented” than - by comparison - the petty male art-
ists (the way other male professionals before 1989 kept
saying women make an “intimist, feminine and inward-
looking art”): Ioana Batranu, Ecaterina Vrana, Vioara Bara,
Anca Muresan, Marilena Preda-Sanc, Simona Runcan. Not
only the artists's careers are endowed with new meening,
but also the longevity and vitality of the traditionally femi-
nine media. It is evident in the presence of Daniela Fainis
at Senso Gallery or the Efflorescence exhibition (Daniela
Fainis and Arina Ailincai) at AnnArt Gallery (2007), as well
as Five Decades of Tapestry at the Brancoveanu Palaces
Cultural Centre in Mogosoaia, an exhibition displaying not
only an artistic medium, but also an institutional history.
Some of the exhibitions in the Galateea space, the first
Romanian gallery dedicated exclussively to ceramics, are a
delight.

A serene perspectivism of the art world is in the air, a
more balanced historic distancing from what existed be-
fore, a more owned and mature way of referring to its own
previous versions (as compared to the emotional attitude
immediately after 1989). Art is now looking upon its own
pastwithout anger and without frowning, even with a slight
tenderness, but also with bouts of idealist erosion. Sticking
an “exceptional” label on certain past episodes in the his-
tory of our art is obvious in the emergence and immediate
success of the newly-coined term neo-avant-garde, mean-
ing a local phenomenon (also) with an implicitly genera-
tional character, praised through the new label, a concept
borrowed from the Western discourse and applied over the
past several years to the local phenomenon to designate
the generation of artists who made their debut in Roma-
nia in the 60s-70s with multimedia, experimental and
conceptual practices. The term neo-avant-garde functions
as a historic connection of our art to the international art
of that present (as the title Here and Then/Aici si atunci
seems to indicate. It is the title of the section signed by cu-
rator Magda Radu as part of the project Romanian Cultural
Resolution at Leipziger Baumwollspinnerei in 2010 - cu-
rators Mihnea Mircan, Magda Radu, Adrian Bojenoiu, Mi-
hai Pop -, another important episode of the recent artistic
dialogue between the former East and West). In a way, the
fact that the neo-avant-garde emerged and stuck in Roma-
nian conscience and artistic discourse speaks of a need for
synchronization that the artistic practices of the 80s also
received when they were placed under the umbrella of
postmodernism. The East-West exchanges of the “Roma-
nian artistic neo-avant-garde” will be promptly scrutinized
through some remarkable research and curatorship: the
exhibition 24 Arguments. Early Connections in Romanian
Neo-Avant-Garde 1969-1971, curator Alina Serban, at the
National Art Museum in 2019. And this is how curatorial
profiles are carved in stone, professional self-fashionings
effected through focusing on one subject, through exclus-
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sive dedication to one topic, to one period and historical
geography, to one entire artistic world, like that of the 60s-
70s - the world of our cultural parents at a time when they
themselves were young - and the example of curator Alina
Serban, consistent and ambitious, is representative and
even commendable.

One can only look in astonishment at a gallery like
H'art, which proposed the exhibition F.A.Q. about Steve the
Greatin 2005, has recently turned to solo shows of “master
Marin Gherasim” (Geometry of Magma, 2015). The form
of address belongs to gallerist Dan Popescu himself, oth-
erwise a strong critic of the official art education system
in Romania, which holds Marin Gherasim as an authority,
and the very term “master” designates an institution which
preserves a traditional and, still, set-in-stone mechanism
of canonization. Oldies, but goldies, you've grown old, Dan
Popescu, you've settled down, you've gone tame, one could
say ©. And the other way around, it seems equally unusual
at a first glance for an artist-run space like E T A ], run by
a bunch of talented and funny young artists, to exhibit
in 2019 the painting of Gheorghe Berindei. Actually, the
paths of artists who were once emerging, in the late 90s,
also show, after negotiating the complicated meandres of
the threshold between the centuries, signs of change, of
decanting, of slow canonization and maturity which are
altogether natural: the long way of “descending” into ac-
knowledgement (in the more suggestive pre-1989 critical
language): Alexandru Radvan, Nicolae Comanescu, Ciprian
Muresan, Dumitru Gorzo. As for longevity, the trajectory of
the kinema ikon group seems to be a paragon of consisten-
¢y, continuity, rigorous self-historicization and self-archiv-
ing, because their exhibitions and projects over the past 15
years continue to be impressively clockwork, going through
ages and seasons in a slow process of post-canonization
(what do you do when you've already been unanimously
acknowledged, what novels can you write once you've won
all (?) the symbolic awards of well-deserved cultural ac-
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knowledgement?). The mammoth project The Artist and
the Power. Instances of Romanian Painting 1950-1990
organized by Ruxandra Garofeanu, Dan Haulicd and Paul
Gherasim was, in its own way, another means of histori-
cizing and “saving” our history up to the present day by
trying hard to extract just the nectar, not the poison. Ro-
manian Art from Prehistory to the Present Day, coordinated
by Rdzvan Theodorescu and Marius Porumb, came out in
2019 at the Romanian Academy Publishing House and
Mega Publishing House in Cluj.

I cannot dwell long enough on the new series of the
ARTA magazine (since 2010) and the new art books, of every
descriprion, a whole new publishing universe in bloom, al-
most like a Romanian success story. One can undoubtedly
gain or reassert professional acknowledgement by under-
taking research on a certain artistic topic, period or figure
and present the result either in a well-documented exhi-
bition or in a beautiful book with authoritative texts. The
voices of the younger generations of Romanian art histori-
ans can be heard in publications shortlisted or even award-
ed prizes at the seven editions of the Most Beautiful Books
Awards. The very existence of this competition - which is
open to more categories than just art books - is sympto-
matic to us by itself: for some years now people have been
writing and publishing, splendid books and chic publica-
tions have been printed, bookcases full of intelligent dis-
course and good-quality visual have been amassed, often
printed in exceptional conditions (hence a very natural
award for book design) about Romanian contemporary art.
And this is telling of that maturity of the local artistic envi-
ronment which had achieved the proper distance from the
phenomenon it comments upon, a serene and dilligent,
enterprising and tenacious, well-meaning and profes-
sional disposition. The exhibition and the research book
seem to be, of late, the media of choice that demonstrate
the maturity and professionalization of the Romanian art
world. Maybe it is indicative of the same professional de-

velopment that many of the significant recent exhibitions
are not simple exhibitions, but full-fledged curatorial pro-
jects, unfolding across several dimensions, “series”, mul-
tiple-episode exhibitions with multi-anual budgets whose
interest goes beyond images or objects to ideas, directions,
discourse, cognitive processes, in short a true knowledge
production.

A world dominated by far by local artists, with or without
international careers - one can count on the fingers of one
hand the art events in Romania that featured exclussively
international artists - the “Romanian Contemporary Art
scene”, as it is called, is, like any scene, a multi-tiered con-
struction. There is more than one contemporary art here.
Through its very name, Salonul de proiecte (Projects Salon)
makes reference - maybe ironically, detachedly in any case
- to what exists still and will continue to exist for a while:
the collective national exhibitions (salons) of Romanian art,
that once took their name from the French model in order
to survive the communist regime and still survive to this
day. So, on the one hand we have Salonul de proiecte and on
the other hand we have the national art exhibitions (some
of them, but not all, still organized by the Artists’ Union),
all at the same time: the different contemporary arts coex-
ist. There are also differenct publics of contemporary arts,
which is more than clear at Art Safari, an art fair that started
with a tent-like structure in a square in Bucharest and later
moved to beautiful historic buildings around the city, am-
bitiously calling itself a “temporary museum”, which is an
interesting status strategy. As a whole, the level of the con-
temporary art public has grown too and many profession-
als notice it - you have to be very careful what you offer and
how you marketize art events, who you communicate them
to, whom you invite to consume them and how you manage
the complex long-term relation with this new consumer -
who is, undeniably, if not more educated, at least better in-
formed than before. There are more and more local collec-
tors who buy Romanian art and exhibit it, the contemporary

art collector's museum announcing itself to be the future
partner with which the state contemporary art museum will
have to share, and compete for, the “scene”.

Art exhibition openings are ceasing to be the main
whining reason for local art professionals, that is to say
those eternal intimate soirées where the publicis made up
- what a surprise - also by artists. The (once) regular en-
dogamous solitude slowly comes to an end, and is gradu-
ally replaced by a seductive world of the (often expensive)
multimedia show, with its sequins, screens and sparkle,
that addresses the numerous populations of eager con-
summers of theimage age. There are several worlds related
to the world of art. Their mutual relationship has become
complex: on the occasion of a recurrent event like Roma-
nian Design Week a professional universe is displayed that
includes a lot of artists, or rather creators of content and
imagery, in an increasingly pronounced and fertile relation
with the “visual art world”, a name designating a sense that
was once much stricter (our old “plastic arts”, a nod to the
French connection), but now tends to have a looser mean-
ing. Romanian Design Week shows how several “creative”
worlds (this is the new name) of artistic, as well as entre-
preneurial lineage and inspiration, merge and flow into
one another. As flows the money. Romanian Design Week
displays a professional world that seems to have a healthi-
er, harmonious and assumed relationship with money and
the world of finance than the traditional world of the visual
arts (ar least in Romania). And the same event also shows
that there is a whole array of possible exhibition formats,
revealing the crucial role of a new strong player in the field:
the exhibition architect.

It's already been years since exhibitions in Romanian
galleries and art museums started to look different (differ-
ent from what art exhibitions and, in particular, contem-
porary art exhibitions, used to look like). The “scene” of
the Romanian contemporary art has new props and many
possible scenographies. Clean straight walls are a rightful
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obsession with those who organize exhibitions and, al-
though not always, they are more often than not a success.
Clever compartments, auxiliary furniture, shining surfaces,
ingeniously placed screens, matching doors and handles,
well-levelled concrete ceilings, floors with no cracks, ele-
gant spotlights, mobile plasterboard walls on castors, chic
chairs - these are the new characters that populate con-
temporary art spaces. At one end of the spectrum we have
dilapidated industrial spaces where you can listen to the
echo of your own voice in void, relaxing emptyness (Com-
binatul Fondului Plastic, Carol production halls, Fabrica,
the new Zorzini Gallery venue, WASP Working Art Space
and Production, Halucinarium, Center of Interest, Timco
production halls/Kunsthalle Bega); we also had exhibition
openings with specific signalling and safety boards warn-
ing us that “work with non ferrous tools is carried out in
this room" (Fabrica de Pensule). At the other end we have
the silky houses belonging to the former boyars and ar-
ristocrats, the high class of the Romanian cities of former
days - transformed into concept stores, seasonal creative
industry fairs or simply art galleries, with their sublime
terracotta stoves, massive and glazed like fairytale cakes,
with their huge and intact marquees (Nicodim Gallery in
the Cantacuzino Pallace, the last two venues of the Anca
Poterasu Gallery, the BRD Residence, Aiurart Gallery,
Posibild Gallery, AnnART Gallery, Romana Gallery).

We have stylish modernist buildings (the new venue
of the H'art Gallery, 418 Gallery); and it would be hard to
overlook the luxury powder room of the Eastwards Pro-
spectus Gallery with its furs, its curtains, its perfume and
lotion bottles, and equally hard to forget how, were you to
open the door of Galeria 26/0TA, you would look upon a
summer kitchen with cool paving stones, a wooden bench
and table with a bunch of violets in a Vermeer-worthy
half-shade. The textures, the materialities, the shimmers,
the smells, the textures and aromas of art spaces have
changed at the same pace as Romanian cities themselves
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and the chemistry of the human populations inhabiting
them. The money and the infrastructure, entrepreneurship
and investments have created new landscapes, new sights,
new colours and synesthesias in almost all Romanian ur-
ban surroundings, and this reverberates in the scope and
material extent of the art that is produced and exhibited
here and now. It's been a while since there spread, prob-
ably from Cluj (that is, a place so serious, professional and
sophisticated, that even the clothes of the accidental visi-
tor match the exhibits), the fashion of the totally white and
almost totally empty wall of the emerging art gallery, on
which one can see a few unequal, dark and dense squares
hanging at exactly the same height and exactly the same
distance from one another, unerringly and unhesitantly:
the new painting exhibited in the new commercial gal-
leries dedicated to the new financial and economic world
timidly emerging in Romania in the early 2000s. And I also
ask: who could forget the labels of the SIGMA: Cartography
of Learning 1969-1983 exhibition of 2003, which seemed
cut out of the millimeter paper that Romanian experimen-
tal artists used to labour over in the 70s? And who could
pass unfeeling by the huge exercise in contextualization -
including by the clever choice of exhibition spaces - that
happens with every edition of the Art Encounters Biennale?

There are more types of spaces, more types of art
events, more areas of discourse, more communities, more
compulsory bibliographies, more languages and buzz
words: there’s one way of speaking at Romana Gallery and
another way at Tranzit. Recent Romanian art has pop-up
spaces and one night shows, White Nights of Galleries,
Cluj and Bucharest Art Weekends. Fine things have been
known to happen in white cubes reduced to their essence
like as many concentrated capsules: Cube Musette, Geam-
MAT/Timisoara Art Museum (Mihai Zgondoiu, Bogdan
Ratd), Golden Frame/Atelier 030202 (Mihai Zgondoiu),
Art in the Window/Simeza Gallery, Art Cell/Carol 53 -
kleine aber feine. Through the project Artist-run Culture,

Critique, Resistance, Escape (BRD Residence, 2018) Igor
Mocanu showed us another species of “the Other” con-
temporary art unfolding before our very eyes alongside
all the other concurrent contemporary arts. It is perhaps,
in many respects, more important than “This” Romanian
contemporary art whose spaces this text has been dwell-
ing on: it is the art of the Blind Museum (Veda Popovici),
of the Paradis Garage (Claudiu Cobilanschi), of the Melo-
dramatic Research Bureau (Alina Popa, Irina Gheorghe), of
2020 Home Gallery (Vlad Nanca) or of the Lorgean theatre
(Jean-Lorin Sterian). A history of it, be it simply visual and
chromatic, would be much more difficult to write. AndIam
equally convinced that the history of the recent artist-run
spaces will be much more difficult to reconstruct at some
point: the Visual Introspection Centre at the Cadminul Artei
with its beautiful green neon sign, the Multimedia Visual
Arts Centre (CAV) coordinated by Radu Pandele, Lucian
Hrav and Ioana Marsic, ETA] artist-run space managed by
Mircea Modreanu and his team.

Even if it were not for photographs, we would still be left
with a number of “jewels”, gems and precious stones (sub-
jective, obviously): almost all the exhibitions of the Sabot
gallery in Cluj, some of the exhibitions with Romanian pro-
tagonists at Plan B gallery in Berlin, the spaces of the Peles
Empire duo and the Apparatus 22 trio, maybe all of Vlad
Nanca's solo shows, Mihnea Mircan’s Space (Continuation
and End) exhibition at the BRD Residence as part of the
2019 Romania-France Season, a couple of exhibitions at
the Multimedia Visual Arts Centre, the SLQDT space in Cluj,
the Portrait/Studio: Ovidiu Simionescu. Virtues exhibitionin
the Beauty of the Cross hall at the Museum of the Romanian
Peasant in 2015, or Anca Muresan’s one-night exhibition,
Painting at the Corner, in the Mita Biciclista house as part
of the 2011 White Night of Galleries. Or the way Club Ele-
troputere Cultural Centre (established in 2009 by Adrian
Bojenoiu and Alexandru Niculescu) for a few years brought
contemporary art to a former cinema in Craiova.

Contemporary art events in Romania seem different, I
think, because they are photographed in a different way;
those exhibition views are of far better quality, more in
tune with display or architecture photography; one could
say they look better in photos, they are more photogenic
than they used to be. (Speaking of photographs and pho-
tographers, one of the things people unanimously praised
about the exhibitions curated by Mihai Oroveanu at MNAC
and Etaj 3/4 Gallery was the space.) One could say that
the exhibition photographer and the exhibition architect

Expozitie Gheorghe Berindei la ETA] artist-run space, @ ETA)]

are here to stay. Time goes by (and platitudes remain ©).
Meanwhile, young artists are not as young as they used
to be - Mircea Cantor says in an interview that in press
releases he is always young, that he is unable to grow old
because the art world wants him unchanged and some of
us feel that the world insists obstinately that we should
remain forever young, wrapped in art. We ourselves, the
young parents of the art world, surrounded by children at
exhibition openings, are no longer that young. No one is,
unfortunately. Or maybe fortunately ©.
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Istoric de artd, curator si doctorand la Universitatea
Nationald de Arte Bucuresti. Ioana este interesata de
biografia artistic si cercetarea artistic. In prezent
scrie o tezd despre biografia cuplurilor de artisti si

cum se articuleaza povestile, daca existd o poveste
despre ea, despre el si despre cuplul din care fac parte.
Lucreaza de peste 13 ani la Galeria H'art, una dintre
primele galerii private de arta contemporana deschise
in Romania. Interesele ei combina istoria si teoria artei
cu practica concretd de a lucra cu artisti activi pe scena
contemporand.

IOANA
MARINESCU

Art historian and curator interested in artists’
biographies and artistic research, currently a Ph.D.
student at the Fine Arts University in Bucharest with

a thesis on the biographies of art couples and the way
stories articulate, on whether we can speak of her story,
his story and the story of the couple. Ioana had been
with H'art Gallery for more than 13 years. Her interests
combine art history and theory with hands-on work
with contemporary artists.
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DE CE AM SPUS NU TARGURILOR INTERNATIONALE DE ARTA

La Tnceputul anilor 2000, galeria H'art dadea tonul vietii
culturale, alaturi de Galeria Posibild sau Galeria Anaid. Dan
Popescu a preluat si a adaptat la mediul local contempo-
ran imaginea galeristului care-si pune pielea in saramura
si luptd pentru artistii sdi si pentru conditii de viatd mai
bune, ale lor si ale operelor de arta. Criticii capitalismului
au vazutimediat in imaginea galeristului, pe cea a art dea-
lerului, concentrat asupra pietei de arta si cotelor artistilor,
alte ,instrumente” care au fost aclimatizate din mers. Po-
pescu a respins mereu aceste etichete, incercand sa imbra-
ce rolul cvasi-inexistent al unui curator-mecena, care ex-
plicd si ajutd productia artisticd, dar avand mereu in minte
propriile gusturi si criterii.

Lucrurile nu au fost niciodata simple si fiecare lup-
ta castigatd a venit la pachet cu pdci subversive, in care
castigdtorul nu rdmane cu jumatate din regat si nici nu se
insoara cu fata TImparatului. Din fiecare incercare au fost
lucruri de invatat, care au modelat mai apoi traseul si mi-
siunea galeriei H'art: de la participarea la primul targ de
artd internationald (Bologna Arte Fiera 2005, alaturi de
Dumitru Gorzo), primul faliment (dupa criza din 2008),
relocarea strategicd (2011) de la un spatiu cu vitrine la
strada intr-un apartament la etajul 5 si pana la renuntarea
completd de a-si mai ,vinde" artistii si sufletul la targuri si
expozitii (Volta Art Fair, 2012). Multe voci au spus cd , Po-
pescu a Tnnebunit” sau mdcar ca e un filosof arogant, care
nu vrea sa lupte pentru cota artistilor si cad i condamna la

undestin local tragic. Deciziile lui de aTncuraja colectionarii
locali si dezvoltarea proiectelor care sa permita publicului
national siinternational sd vadd arta contemporana roma-
neascd in Bucuresti se vor dovedi benefice sau nu, in timp.
In 2006 Galeria H'art expunea, aldturi de Galeria Po-
sibild, lucrdrile lui Dumitru Gorzo si ale lui Vlad Nanca.
Solidaritatea dintre membirii breslei venea pe fondul unei
lipse acute de resurse: de la transportul de opere de artd
calificat (care nu exista propriu-zis si care a fost inventat
si dezvoltat odata cu aceste participari) pana la formulele
de asigurare sau impértirea costurilor de expunere. In co-
municatul de presa al evenimentului, concentrat in acea
perioadd asupra artistilor si galeriilor din Estul Europei,
se anunta suflul unei , Europe noi(!)", oportunitatile de a
compara idei si de a deschide o noud piata catre circuitul
comercial. Dumitru Gorzo expunea pentru publicul italian
imagini ale ,noului taran”, in care privea cu ironie si umor
satul maramuresean, o combinatie de idealism rural si su-
flul lumii modern. Vlad Nancd prezenta The Flags (2004),
o lucrare din doud parti, in care simbolurile si culorile erau
inversate: steagul Uniunii Europene redatin rosu si galben,
secera si ciocanul galbene, dispuse pe un fond albastru.
Sentimentul aventurii si al noilor oportunitati nu a fost
de lunga durata. Deplasarile si participarile internationale
presupuneau costuri de proportii, care abia se amorti-
zau (nu neaparat din vanzarea la targuri), uneori in de-
cursul unui an si totdeauna cu sprijinul colectionarilor
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si pasionatilor de artd din Romania, mai degraba decat a
celor din strainatate. Hoardele de colectionari si curatori,
n-au venit insa niciodata sau cel putin nu la H'art. Iar Dan
Popescu nici nu a incurajat instrdinarea lucrdrilor artistilor
pentru sume derizorii. Strategia sa de lunga durata a fost
sd incurajeze pdstrarea lucrarilor in tard si disponibilitatea
ca ele sd fiein continuare expuse, chiar dacd erau vandute.

Fenomenul participarii la targurile internationale a
fost o practicd pe care majoritatea galeriilor nou apdrute
(Galeria Anca Poterasu - 2011; Zorzini F Gallery - 2012;
Mobius Gallery - 2016) si l-au asumat ca atare. ,, Profesio-
nalizarea” ocupatiei de artist, ainceput sa vind la pachet cu
importanta de a expune in afara tarii si de a fi prezentat cu
lucrari la targuri. Iar aceasta practicd este importanta pen-
tru CV si cariera artistilor: comisiile de acordare a burselor
si rezidentelor de creatie vor sd stie pozitia si locul tau pe
piatd. Desigur, echilibrul dintre comercial si artistic nu tre-
buie niciodatd incdlcat, chiar daca nu exista reguli ,scrise”

ART IS NOT IN ( RIS

ART (S CRiSIS

in acest sens. Un curator strain trebuie sd vada , cantitatea
perfecta” de participare si vizibilitate, ca apoi artistul sau
artista sd fie redistribuite in jocul cultural al expozitiilor sau
bienalelor.

1In 20009, selectia pentru Volta Show, din Basel, presu-
punea lucrdri ale lui Ion Barladeanu, Florin Ciulache, Ale-
xandru Paul si Raul Ciosici. Era un moment important de
expunere internationald a lui Barladeanu, recent desco-
perit de Dan Popescu (la recomandarea lui Ovidiu Fenes).
Colajele sale au putut fi vazute in timpul targului si acest
demers a reprezentat un moment de vizibilitate pentru lu-
crarile sale. Dar nici macar in cazul lui nu au fost o aparitie
fulminanta. Desi povestea si opera lui Barladeanu au atras
constant ziaristi, curatori si artisti din alte tari, cariera lui
s-a construit Tn etape si cu mult efort, iar participarea la
Volta n-a stricat, dar nici n-a ajutat asa cum ar putea pdrea
din exterior. Un an mai tarziu, Barldadeanu a expus la ga-
leria Anne de Villepoix, in Paris, iar din 2016 a inceput sd

| SHALL HAVE No MoRE
ART SUF_EKMAKKETSf

faca parte din proiectul Museum of Everything, o selectie
dedicatd artei brute si artistilor autodidacti.

Participarea galeriei H'art la targurile internationale se
sfarseste cu ultima experientd de la Volta, in 2012, unde
erau prezentate lucrarile lui Gili Mocanu, Raul Cio, Anca
Muresan si ale Arantxei Etceverria. Cu un an inainte, in
2011, Dan Popescu isi exprimase deja ferm pozitia, in le-
gdturd cu discutiile despre piata de arta si viciile ei: ,Dupa
fiecare targ pe care-| bifez am un sentiment acut de greata
si extenuare. Parcd am petrecut o saptamana intr-un su-
permarket. Acelasi sentiment, asezonat cu ceva furie, 1l
am si Tn urma viziondrii bienalelor de tot felul. Acest sis-
tem de galerii-curatori-bienale-targuri-case de licitatii
transforma artistul in producatorul propriului sdu brand,
experimentalismul, functionalitatea artei se transformdin
decorum, in gesticulatie de tip «fashion». Totul devine un
balci al desertaciunilor orchestrat in favoarea noului zeu al
comertului”, explica Popescu.

Ultima data la Volta se incheie cu celebra fraza: , Art is
notin crisis. Art is crisis! Ishall have no more art superma-
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kets!”. Dezamagit de atmosfera mercantild si prea putin
concentratd asupra artistilor, Popescu isi strange lucrarile
cu o zi Tnainte de finalizarea targului si scrie pe perete cele
mentionate anterior. Toti ceilalti gateristi rdman cu gurile
cdscate si acest demers furd atentia intregului show. Fina-
lul povestii se incheie cu organizatorii siderati care 1l suna,
neintelegand atitudinea de frondd. Li se explica cd este un
gest artistic si ca trebuie sd-I priveasca ca atare. Ei raspund
ca, Intr-adevar, e o poantd bund, dar ca este obligat prin
contract sa ramana pana la finalul targului.

Pandemia si carantina din primdvara lui 2020 au afec-
tat incontestabil lumea artistica. Mai mult decat orice, au
fost lovite targurile de art3, pentru cd mobilitatea a fost in-
treruptd si cash-flow-ul incetinit. Cu toatd digitalizarea si
optimizarile care au venit la pachet, lumea ainghetat pen-
tru o clipa, timp in care si-a reevaluat (poate?) prioritatile.
Dacd |-am cita din nou pe Dan Popescu, ,Lumeas-a schim-
bat pentru toatd lumea, dar nu si pentru galeria H'art. Noi
am avut grijd sa ne schimbam fnainte”.

WHY WE SAID NO TO INTERNATIONAL ART FAIRS

In the early 2000s, H'art Gallery was setting the tone for
cultural life in Romania, alongside Galeria Posibild and
Anaid Gallery. Dan Popescu adopted and adapted to the
local contemporary art scene the figure of the gallerist put-

ting his neck on the line and fighting for his artists and for
a better life - both for the artists and for their works. Critics
of capitalism were quick to see reflected, in the image of
the gallerist, the image of the art dealer, focused on the art
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market and on the artists’ value on it, a new set of “instru-
ments” that were accommodated on the fly. Popescu al-
ways rejected these labels and tried to take on the virtually
inexistent role of the curator-cum-maecenas, one who ex-
plains as well as supports artistic production while always
steering by his own tastes and criteria.

Things were never simple and every battle won came
with periods of subversive peace, of the kind where the vic-
tor does not get half the kingdom and does not marry the
king's daughter, either. Each challenge was a lesson learnt,
that later shaped the path and mission of H'art Gallery:
the first participation in an international art fair (Bologna
Arte Fiera 2005, with Dumitru Gorzo), the first bankruptcy
(after the 2008 economic crisis), the strategic relocation
(2011) from a venue with a storefront to a fifth floor flat
and the final decision to stop selling its artists and its soul
at fairs and exhibitions (Volta Art Fair, 2012). Many were
the voices that claimed that “Popescu has lost his mind”
or called him an arrogant philosopher who refuses to fight
for the artists’ market value, thus condemning them to a
tragic local destiny. His decision to encourage local collec-
tors and the development of projects that allow the local
and international public to view Romanian art in Romania
has yet to prove its soundness.

In 2006 H'art Gallery exhibited, together with Galeria
Posibild, the works of Dumitru Gorzo and Vlad Nanca. This
solidarity between members of the guild was explained
by a serious lack of resources necessary for specialized art
shipping (which was basically inexistent and had to be
invented and developed for and on the occasion of these
art fair participations), ensurance and exhibiting fees,
which were split among the galleries. The press release of
the event, that focused at the time on East European art-
ists and galleries, spoke about the fresh breath of a “new
Europe(!)”, about opportunities for comparing ideas and
bringing a new market into the commercial circuit. Du-
mitru Gorzo showed the Italian public images of the “new

peasant”, in which he looked ironically and humoristically
at the villages of Maramures, a blend of rural idealism and
the breath of the modern world. Vlad Nanca showed The
Flags (2004), a work made up of two partsin which colours
and symbols were reversed: the European Union flag was
red and yellow, while the hammer and sickle were yellow
on a blue field.

This sense of adventure and new opportunities was not
long-lived. Participating in art fairs and travelling to them
involved significant expenses that were barely offset (not
necessarily through sales at the fairs themselves) over a
whole year and only with support from collectors and art
aficionados in Romania. The crowds of collectors and cura-
tors never came, however, at least not to H'art’'s. And Dan
Popescu never encouraged the selling of the artists’ works
for laughable sums. His long-term strategy was to encour-
age keeping the artworks in Romania and to have them
available for display, even if they were in private collections.

Attending international fairs was a practice that most
new galleries (Anca Poterasu Gallery - 2001, Zorzini F.
Gallery - 2012, Mobius Gallery - 2016) took on for what it
was. To make a “profession” out of being an artist became
necessarily linked to the importance of showing one’s work
abroad and of being presented at art fairs. And this is im-
portant for the artists’ CV and their careers: scholarship
and residency boards are interested in the artist’s place
and value on the market. Naturally, the ballance between
the commercial and the artistic must never be broken,
even if there are no written rules as to it. A foreign curator
must first see the “perfect amount” of participation and
visibility for the artist to be cast in the cultural game of ex-
hibitions and biennales.

In 2009, the selection for the Volta Show in Basel in-
cluded works by Ion Barladeanu, Florin Ciulache, Alexandru
Paul and Raul Ciosici. It was a key moment of international
exposure for Barladeanu, recently discovered by Popescu
(at Ovidiu Fenes' recommendation). His collages could be

seen at the fair and this meant visibility for his art. But he
did not take the art scene by storm. Although Barladeanu’s
story and his work constantly attracted international jour-
nalists, curators and artists, his career was slow and labo-
rious to build and showing at Volta, while it did no harm,
obviously, did not help as much as it might seem, either.
One year later, Barlddeanu exhibited at Anne de Villepoix
Gallery in Paris and in 2016 he became involved with the
Museum of Everything project, a selection dedicated to
outsider art and self-taught art makers.

H'art Gallery's attendance of international art fairs
comes to an end with the 2012 edition of the Volta, where
it presented the works of Gili Mocanu, Raul Cio (Ciosici),
Anca Muresan and Arantxa Etceverria. One year earlier,
in 2011, Dan Popescu had already stated, in no uncertain
terms, his opinion of the discussions on the art market and
its vices: "After each fair I check off I am left with a strong
feeling of nausea and exhaustion. It's like living in a super-
market for a week. It is the same feeling, spiced with a bit of
anger, that I get after going to biennales of any description.
This system of galleries-curators-biennales-fairs-auction
houses turns the artist into a producer of its own brand,
while the experimentalism, the function of art is converted
to decorum, to "fashion”-style gesturing. It all becomes a
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vanity fair orchestrated so as to serve the new god of trade,”
he explains.

The last presence at Volta ends with the famous state-
ment , Art is not in crisis. Art is crisis! I shall have no more
supermarkets!” Disappointed by the mercantile atmos-
phere that focused too little on the artists, Popescu takes
down his stand one day before the end of the fair and
writes the above statement on the wall. All gallerists re-
main dumbfounded and his gesture steals the show. The
story ends with the bewildered phone calls from the organ-
izers, who fail to understand his rebelliousness. Popescu
explains it was an artistic gesture that has to be taken as
such. They answer that it was, indeed, a brilliant joke, but
that he is bound by the contract to stay until the end of the
fair.

The pandemic and the lockdown undoubtedly affected
the art world. More than anything, it dealt a huge blow to
art fairs, because mobility was cut and the cashflow slowed
down. Despite all the digitalization and the optimizations
that followed, the world froze for a moment, taking a res-
pite to (maybe?) rethink its priorities. If we were to quote
Popescu again, "The world has changed for everyone, ex-
cept for H'art. We were wise enough to change earlier.”

o]\




2
o
<
[32)
I
=
W
o
w
<
=
0n

Fondatorul si directorul artistic al Bienalei de Artd
Contemporand Periferic din Iasi (1997-2008). Este
membru fondator al Asociatiei Vector din Iasi, fiind si
presedintele institutiei in perioada 2001-2011. intre
2003 si 2007 a fost directorul artistic al Galeriei Vector
dinIasi. Tot atunci a initiat si manageriat proiectul de
culturd sociald cARTier, realizat impreunad cu Asociatia
Vector. Este fondator si director al Centrului de Fotografie
Contemporana din Iasi (2015), organizatorul Bienalei
de Fotografie Contemporand Camera Plus. In proiectele
din ultimii ani investigheaza - prin fotografie, video si
performance-uri -, politici de reprezentare n fotografia
si filmul documentar social, metode interdisciplinare de
generare a proiectelor artistice hibride.

MATEI
BEJENARU

Founder and artistic director of the Periferic Contemporary
Art Biennale in Iasi (1997- 2008). He is one of the founder
members of the Vector Association and was its president
between 2001-2011. He was artistic director of the
Vector Gallery in Iasi between 2003 and 2007, during
which time he also initiated and managed the cARTier
social culture project. He is the founder and director of

the Centre for Contemporary Photography in Iasi (2015)
and he runs the Camera Plus Contemporary Photography
Biennale. Over the last few years, through his photo,

video and performance, projects through his photo, video
and performance projects, he has been investigating the
politics of representation in social issue photography and
documentary film, interdisciplinary methods of generating
hybrid artistic projects.

PROIECTUL PERIFERIC - O PRIVIRE RETROSPECTIVA

Ideea de a organiza la Iasi o manifestare de artd contem-
porand care sa promoveze noi medii de expresie artisticd a
aparut la mijlocul anilor 1990, la putin timp de la caderea
comunismului in Europa de Est. Societatea romaneasca
trecea atunci printr-o perioadad de mari convulsii sociale
si politice, iar ruperea de trecut era dureroasa. Eram stu-
dent la arte plastice |a Iasi si eram interesat sa aflu cum se
reflectd in plan artistic tranzitia noastra catre democratie.
VVeneam constant la Bucuresti pentru a participa, la n-
ceput ca spectator, apoi ca artist, la diferite expozitii cu
program si care, prin medii artistice noi, performance art,
intalatii, artd video, problematizau conditia noastra post-
comunist3. In anii 1990 existau in Romania douj festi-
valuri internationale de performance, unul la Timisoara
(Zona - Europa de Est, organizat de Ileana Pintilie) si altul
la Sfantu Gheorghe (Festivalul AnnArt, al carui director era
Ut6 Gusztav). In acest context, in 1997 am organizat la
Centrul Cultural Francez prima editie a festivalului Perife-
ric, consacrat artelor performative. Desigur, la inceput am
avut cativa artisti invitati de la Bucuresti ins3, in anii ur-
matori, evenimentul a devenit international si a crescut in
complexitate si vizibilitate atat in tard cat si in straindtate.

Dupa 1990 artele performative au avut, in toate tarile
foste comuniste, un efect eliberator, discursul despre corp
fiind o consecinta a traumei sociale pe care o trdiamin acea
perioadd. Dupa primele editii ale Periferic-ului am reusit
sa cooptam in echipa organizatoare, pe langa artisti, si un

grup de tineri filosofi care au inceput sd scrie lucruri mai
complexe despre relatia centru-periferie si despre functia
si formele artei contemporane in contextul nostru local,
dominat de provincialism, traditionalism si conservato-
rism. In anii 1990, publicul manifestérilor Periferic-ului
nu era foarte numeros, fiind format in special din tineri
artisti si intelectuali din Iasi, alaturi de jurnalistii, artistii
si curatorii participanti. In 2001, odat3 cu transformarea
Periferic-ului in bienald de arta contemporand, lucrurile
au devenit mai complexe. Am fondat Asociatia Vector, care
a devenit institutia organizatoare a evenimentului, am di-
versificat manifestarile si mediile artistice, iar expozitiile
au avut loc Tn spatii oficiale precum Palatul Culturii si al-
ternative, Baia Turceascad lasi, spatiu pe care incd de atunci
[-am identificat ca posibila locatie pentru un Centru de
Artd Contemporani. In prezent, Priméria Iasi are un pro-
iect cu fonduri europene pentru reabilitarea Baii Turcesti si
reconversia intr-un centru cultural.

In anii 2000, Periferic-ul a devenit unul dintre cele
mai complexe proiecte de artd contemporand din Roma-
nia, avand o participare internationald semnificativd. In
decursul catorva editii (2001, 2003, 2006, 2008) am ex-
pus majoritatea artistilor romani relevanti, in cadrul unor
proiecte artistice complexe, realizate de curatori romani
si internationali. Multe lucrdri artistice au fost produse de
artisti la Iasi, ca rezultat al unor rezidente artistice. Dimen-
siunea educationald si dialogul cu intelectualii progresisti
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locali a creat o platforma despre rolul culturii contempo-
rane in emanciparea societatii. Ca urmare a Periferic-ului,
orasulIasi a fost pus pe harta artistica din Romania si, intr-o
oarecare mdsura, pe cea internationald. Am fost bucurosi
sa avem ca invitati grupuri de jurnalisti, studenti sau iubi-
tori de arta din diferite tdri, care aveau curiozitatea si in-
teresul sa vada cum poate functiona din punct de vedere
profesional un eveniment complex, intr-un context fara
traditie In domeniu si fard infrastructurd culturald adecvata.

Finantarea Periferic-ului s-a facut in special cu fon-
duri europene, accesate prin dosare de aplicatii iar, dupa
2003, am reusit sd atragem si bugete de pe plan national
(Primaria Iasi, granturi AFCN sau ICR). Proiectul a creat o
scena artisticd locald si un public tandr, interesat de arta
contemporana insa care, odata cu trecerea anilor a devenit
mai redus ca numar dupd ultima editie din 2008. Perife-
ric-ul s-a realizat cu multd munca si entuziasm din partea
noastrd, fapt apreciat deinvitati. Acest lucru explicd marele
capital de simpatie si imaginea pozitiva a proiectului, care
s-au mentinut pana in prezent, la mai bine de zece ani de
lainchiderea sa.

De ce nu a mai continuat proiectul? In opinia mea sunt
mai multi factori. Primul a fost cd echipa care I-a organizat
a obosit, Asociatia Vector nu s-a consolidat institutional

indeajuns de mult pentru a putea coordona un eveniment
profesionist cu pretentii. De asemenea, cu exceptia colegi-
lor filosofi, care au devenit intre timp curatori si teoretici-
eni, ceilalti eram artisti care voiam sd ne continudm cariera
artisticd. Niciunul dintre noi nu a dorit sd devind manager
cultural. Un alt motiv a fost acela cd nu am primit un spri-
jin suficient pe plan local pentru organizarea evenimen-
tului, iar fondurile europene, dupd integrarea Romaniei
in UE, in 2007, au fost mult mai dificil de accesat. De fapt
Periferic-ul a fost un eveniment care, printre altele, a avut
rolul de a orienta elitele tinere cdtre valorile democratice
europene. Acum, in 2020, cand curentul anti-european a
castigat adepti si la noi, situatia este diferitd. Un alt factor
care a influentat incheierea proiectului a fost criza econo-
mica din 2008-2010, accesul la resurse fiind dramatic li-
mitat in acea perioada.

In calitate de initiator si director artistic al Periferic-ului
consider ca terminarea luiin 2008 a fost o decizie pragma-
ticd. Proiectul a avut o semnificatie pentru o perioada is-
toricd, iar aceasta se incheia atunci... Ma bucur sa vad cum
ideile si viziunea proiectului au inspirat alti artisti si mana-
geri culturali de la noi, care continuad si in prezent munca
dificild de creare a infrastructurii artistice contemporane
din Romania.

THE PERIFERIC PROJECT - LOOKING BACK

The idea of holding a contemporary art event in Iasi to pro-
mote new means of artistic expression first emerged in the
mid 1990s, soon after the fall of the communist regime.
Romanian society was going through social and political
turmoil and the break from the past was proving painful.
I was an art student in Iasi at the time and I was interested
to find out how our transition towards democracy was re-
flected in the arts. I travelled constantly to Bucharest to
attend - initially as a visitor, later as an artist - various
programmatic exhibitions that used new artistic media -
performance art, installations, video art - to problematize
our post-communist condition. There were only two inter-
national performance festivals in Romania in the 90s: one
in Timisoara (Zona - Europa de Est, organized by Ileana
Pintilie) and the otherin Sfantu Gheorghe (AnnArt Festival,
director Ut Gusztav). This is the broader context in which
we organized the first edition of the PERIFERIC Festival
of performance art in 1997 at the French Cultural Cen-
tre. Naturally, the first edition featured a few artists from
Bucharest, but in the following years the project became
international, grew in complexity and enjoyed ever greater
visibility both in Romania and abroad.

After 1990 performance arts had a liberating effect in
all former communist countries and the discourse on the
body was a consequence of the social trauma we were ex-
periencing at the time. After the first edition of the Periferic
we managed to bring into the organizing team, alongside

the artists, a group of young philosophers who started to
elaborate onthe relation between centre and periphery and
the function and forms of contemporary arts in our provin-
cial-, traditional- and conservative-minded local context.
The public that attended the Periferic events in the 90s
was less than numerous, comprising mostly young artists
and intellectuals from Iasi, journalists, the participating
artists and the curators. When the Periferic festival turned
into a contemporary art biennaale in 2001, things became
a bit more complex. We founded the Vector Association,
which took over organization of the biennale, increased the
number and diversity of events and artistic media and the
exhibitions were put up both in institutional venues, like
the Palace of Culture, and alternative locations, the Turk-
ish Baths in Iasi, which we identified even back then as a
possible venue for a Centre for Contemporary Arts. A pro-
ject is now under way, led by the Iasi City Hall and founded
through a European cultural programme, to rehabilitate
the Turkish Baths and turnitinto a cultural centre.

In the years 2000 Periferic came to be one of the most
complex contemporary art projects in Romania, with ex-
tensive international participation. Over four consecutive
editions (2001, 2003, 2006, 2008) we exhibited a large
number of relevant Romanian artists in complex artistic
projects led by Romanian and international curators. Many
of the art works showcased were produced during artistic
residencies in Iasi. The educational component and con-
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tinued dialogue with progressive local intellectuals gave
rise to a platform of ideas on the role of contemporary
culture in social emancipation. Thanks to Periferic, lasi
started to matter on the Romanian artistic scene and, to
a certain extent, on the international one as well. We were
glad to have, as guests, groups of journalists, students or
art lovers from various countries who were interested and
curious to see how a complex and professional event can
be possible in a place with no relevant tradition and no ad-
equate cultural infrastructure.

The funding for Periferic was secured mostly by apply-
ing for European funds. After 2003 we also managed to at-
tract local funding (from the Iasi City Hall, the Administra-
tion of the National Cultural Fund and the Romanian Cul-
tural Institute). The project helped generate a local artistic
scene and encouraged the emergence of a young genera-
tion of public interested in contemporary art, but it dwin-
dled gradually after 2008, the year of the last Periferic. A lot
of work and a lot of enthusiasm wentinto shaping and run-
ning Periferic and this did not go unnoticed by our guests.
This also explains the positive image of the project that still
endures, more than ten years after it was discontinued.

Why did it not go on? There is, in my opinion, more than
one reason. First, the team that organized the event grew
tired, the Vector Association did not reach the institutional
maturity that could alow it to run a professional, large scale
event. Second, with the exception of our philosopher col-
leagues, which went on to become curators or theoreti-
cians, we were artists who wanted to pursue our artistic
careers. Neither of us had a desire to become cultural
managers. There was also the insufficient local support at
a time when European funding became less easily accessi-
ble once Romaniajoined the EUin 2007.In effect, Periferic
was meant, among other things, to introduce young elites
to European values. Things are different now, in 2020,
when the anti-European trend had started to catch.

As initiator and artistic director of Periferic, I believe
that discontinuing it back in 2008 was a pragmatic deci-
sion. The project had been relevant for a certain histori-
cal period that was coming to an end... I am happy to see
how the ideas and vision of that project offered ispiration
to other artists and cultural managers who are carrying on
with the difficult task of building a cultural infrastructure
in Romania.

Info Point conceput de grupul Raum Labor (Berlin), Periferic 8, 2008
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Teoretician, curator si manager cultural. A fost profesor
asociat la University of California, Berkeley, Lisbon
University, Central University of New York, University
of London, Sofia University si University of Kiev. A
sustinut conferinte la diferite institutii de arta precum
Witte de With, Rotterdam, Kunsthalle Viena, Artin
General, New York, Calouste Gulbenkian, Lisabona si
Casa Encedida, Madrid. A editat numeroase volume si a
curatoriat mai multe excpozitii. Preda studii curatoriale
si gandire critica la Universitatea Bucuresti. Din 2017
este coordonatorul Galeriei CreArt. Trdieste si lucreazd
la Viena.

RAZVAN
ION

Theoretician, curator and cultural manager. He was an
associate professor at University of California, Berkeley,
Lisbon University, Central University of New York, University
of London, Sofia University and University of Kiev. He has
given conferences and lectures at different art institutions
like Witte de With, Rotterdam, Kunsthalle Vienna, Art

in General, New York, Calouste Gulbenkian, Lisbon, and
Casa Encedida, Madrid. He is the co-founder of Bucharest
Biennale, Pavilion Journal and Reforma. He edited several
books and curated exhibitions. He teaches curatorial studies
and critical thinking at the University of Bucharest. He has
been the coordinator of CreArt Gallery since 2017. He lives
and works in Vienna.

EDIT YOUR FUTURE

Moralitatea cetdteanului rezida in constiinta cd siguranta
noastrd colectivd este mai importantd decat orice
supravietuire. Daca moralitatea ar fi consideratd o simpla
placere individuald, atunci supravietuirea ar deveni intr-
adevdr indoielnica. O societate de spectatori fdrd niciun
fel de feedback moral este o societate inghetat3, lipsita de
orice posibilitate de progres. Revolta, vocea ridicatd, cu sau
fara un raspunsimediat din partea autoritatilor, sunt nece-
sare in procesul construirii unei democratii, a unei societati
puternice care si se sprijine pe practica solidarititii. In
aceeasi logicd, ce ar fi lumea in care trdim fard frictiunile
academice |a nivel teoretic provocate de interpretarea dife-
ritd, antagonista chiar, a unor concepte?

Bienalele ar trebui vazute ca initiative independente
ale societatii civile, distantate constient de calculele scenei
artistice globale. Multe bienale s-au ndscut din conflicte
continue care au produs cunostinte conceptuale, vizuale si
functionale, care ne-au oferit puncte de vedere multiple.

Cand seia decizia organizarii unei bienale in epoca post-
adevarului - termenul prin care este descrisa acum criza
globald - nu fncape indoiala ca artistii si curatorii cred in
faptul ca@ productiile si expozitiile de arta contemporana
sunt o modalitate esentiald de rdspuns la problemele si pre-
ocuparile socio-politice si culturale si oportunitatea cea mai
provocatoare de a comunica cu societatea spectacolului.

in epoca post-adevarului, se crede c& adevirul nu este
doar fabricat sau manipulat, ci si ca importanta lui este

minord. Scopul puterii politice si a retelelor sale pare sa fi
devenit acela de a crea o imagine neautenticd a lumii, fara
nevoia de a fi convingatoare, ¢i mai degraba cu intentia
de a sldbi judecata, de a intari prejudecatile si de a genera
emotie. Sursele de stiri controlate de fortele politice creea-
za informatii derutante in care inseldtoria, relatarile false si
barfa circuld rapid. Falsurile [ansate online se pot transfor-
ma usor in aparente ale adevérului. In consecintg, in cali-
tate de curatori si organizatori de bienale, credem cu tarie
ca lucrarile de artd contemporana - cu rolul lor de cdutare
a adevarului, de a pune intrebari si de a inova - au puterea
sd intre fara rezerve n acest vartej al post-adevarului si sa
dea totul peste cap.

Din motive similare, in ultimele doua deceniis-aremar-
cat cd mai ales orasele mici, nu metropolele, aratd dorinta
de a organiza bienale. Dincolo de beneficiile economice
si turistice, ar trebui sa ne concentram asupra intelesului
provocator al ,expozitiilor”, adica acela de a provoca gan-
direa criticd prin forme de arta supuse analizei publicului;
acela de a aduce pe scena o productie verbala, vizuald sau
tangibild; de a provoca o confruntare cu opinia publica si de
a crea un spatiu comun de discutii in care publicul pasiv sa
fie provocat sa participe la dezbatere. Expozitiile sunt pre-
zentate de buna voie privirii publicului si centrelor de pute-
re manipulatoare ale ordinii sociale si politice.

Dacd arta este rdspunsul, atunci intrebarea este cum
poate fi facut capitalismul mai frumos. Si totusi, arta mo-




g
o
<
[32)
I
=
W
o
=
=
0n

dernd nu inseamn doar frumusete. inseamn3 si functie.
Care e functia artei intr-un capitalism dezastruos? Arta
contemporand se hraneste cu firimiturile unei masive re-
distribuiri , pe scara larga dinspre bogati spre saraci, realiza-
ta printr-o lupta in jos intre clasele sociale” (David Harvey).
Productia de arta traditionald ar putea servi drept model
pentru noii imbogatiti, un model creat prin privatizare, ex-
propriere sispeculatie. Sigur cd exista exploatare siin cadrul
sistemului artistic, exista si aici lucratori (artisti) exploatati.
Cu toate acestea, prin institutiile sale, arta politica se poa-
te concentra pe un nou model de ordine social3, de vreme
ce a generat deja un model practicat si exploatat (Boris
Groys). Asa cum observa Hannah Arendt, nu trebuie sa cre-
dm o nouad clasd, ci mai degraba sa le respingem pe toate.
Ar trebui sa Intelegem spatiul artistic ca pe unul politic, nu
ca pe unul care reprezinta situatii politice din alte domenii.
Arta nu e detasata de politic; politica ei rezidd in productie,
distributie si in felul in care e perceputd. Dacd acceptam
asta ca pe un adevar, poate vom depasi modestia politicii
de reprezentare sivom lansa un nou fel de politica, una care
deja exista, in fata noastrd, asteptand sa fie adoptata.

O expozitie este si o fortd in sine. Aceastd seductie a jo-
curilor de putere face bienalele atat de dorite. Rolul artistu-
lui si al curatorului de bienald intr-o perioada a polarizarii
sociale, a rdsturndrilor politice, a catastrofelor ecologice sia
presiunilor de tot felul este de a rdspunde oferind multiple
cdi de a provoca noi tipuri de gandire criticd, prin operele
de artd selectate.

Sunt de parere ca forta unei expozitii rezidd in atitu-
dinea colectiva si in colaborarea artistilor, curatorilor si
organizatorilor, chiar si atunci cand, in conditii de lucru
tensionate, pot aparea dispute sau conflicte inevitabile
intre ei. Dacd oamenii se asteaptd sd-si recupereze, sd-si
restabileascd si sd-si recalibreze judecata, sensibilitatea si
cunostintele prin operele de artd, planificarea colectiva si
cooperantd, unitatea conceptuald, logica si functionald a
unei bienale garanteaza influenta de duratd a expozitiilor
in subconstientul privitorilor.

Tranzitia criticilor institutionali din mediul academic
cdtre structuri autonome este mai mult decat binevenitad
in contextul transformarii incepute deja in comunicarea
criticd. Acolo gdsim resursele necesare pentru a depasi
momentul de simpla contemplare a situatiei, posibilitatea
de a construi situatii si capacitatea pentru structurile pu-
blice de a-si manifesta activ propriul aport critic, care poa-
te functiona ca o institutie alternativa la formele clasice de
reglementare. Dispunem de resursele de a ne privi viitorul;
trdim intr-o perioadd in care actul artistic poate legitima
cel mai bine tipul de pozitionare de care are nevoie o enti-
tate holisticd si hegemonica.

Cand suntem de acord cu faptul cd o revolutie nu este
o forma de rezistentd, ci mai degraba un catalizator in pro-
cesul social, atunci nu va mai fi nevoie de victime inocen-
te si nici nu vor mai exista daune colaterale. Pe masura ce
hegemonia asimileaza toate modurile noastre de expresie,
am putea identifica in structura ei posibilitatea de a trans-
lata multi-culturalismul politicilor guvernamentale in co-
municarea civicd, abdtand falsa globalizare concentratd
pe economia de piatd si generarea capitalului virtual poli-
centralizat spre o globalizare a comunicarii critice benefica
tuturor micro-societatilor.

Implicatiile artei sunt intr-adevar insondabile si, pana
la un punct, arta poate fi pusa la addpost in ce priveste alte
valori precum utilitatea, suveranitatea, estetica si mesajul
ei. Totusi, dacd arta Tnsasi intra in conflict cu aceste valori,
vor apdrea intrebdri cu adevarat fundamentale.

De ce avem nevoie astdzi? De un stat minimal? De un
stat al egalitatii de sanse? De un post-stat? Cum intervin
rolul si metodologia artei? Ar putea fi arta un instrument al
luptei, al progresului si al dezbaterii?

Notd: ,Edit Your Future” a fost titlul si conceptul Bucharest Bienna-
le 8, curatoriatd de Beral Madra & Razvan Ion. Articolul de fata include
fragmente din textul original conceput impreund cu Beral Madra.

Articol in limba englezd in original, publicat in MaHKUscript. Jour-
nal of Fine Art Research, in noiembrie 2019.

EDIT YOUR FUTURE

The morality of the citizen resides in the awareness that
our collective security is more important than any survival
whatsoever. If morality would be considered a mere indi-
vidual pleasure then survival becomes questionable in-
deed. A society of spectators without any moral feedback is
a frozen society devoided of any chance to progress further.
The riot, the screaming voice, with or without immedi-
ate responses of authorities is necessary in the process of
building up a democracy, a powerful community supported
by the practice of solidarity. Similarly, what would the world
we are living in be without academic frictions at a theoreti-
cal level because of different antagonistic conceptions of
concepts?

Biennales should be seen as independent civil soci-
ety initiatives, consciously distanced from the calculating
powers of the global art scene. Many biennials have been
realized through ongoing conflicts and crises that produced
conceptual, visual, and functional knowledge providing us
with many viewpoints in our quest for evocative and effec-
tual biennales in any part of the world.

When deciding to make a biennale in the age of Post-
truth — which is now the popular term for the description of
the global crisis - there is no doubt that artists and curators
believe that contemporary art productions and exhibition
are the most crucial means of dealing with sociopolitical-
cultural problems and concerns, and the most challenging
way of communicating with the society of spectacle.

In the age of Post-truth, it is believed that truth is not only
fabricated or manipulated, but also of minor importance.
The purpose of political power and its networks seems to
have become to create a untruthful view of the world, with-
out the necessity to convince elites or voters, but rather to
blur judgments, fortify prejudices and provoke emotions.
The news sources manipulated by political powers also
create a confusing world of information where deceptions,
false stories and gossip circulate with disturbing speed.
Lies shared online within a network easily transform into
truth manifestations. Consequently, as biennale curators
or organizers we believe that contemporary art works, with
their truth-seeking, inquisitive, cutting-edge quality have
the power to enter into this Post-truth turmoil without any
reservation and spoil the game.

For similar reasons, cities rather than capitals and mega-
lopolis had the ambition of making biennales during the
two recent decades. Setting aside the economic-touristic
benefits, we should concentrate on the provocative meaning
of “exhibition” i.e. submitting critical thinking through art
works for inspection or examination by the public; putting
a verbal, visual, or tangible production on the scene; chal-
lenging a confrontation with public opinion, and creating a
complex agora to provoke the participation of the passive
public into the debate. Exhibitions are willingly exposed to
the gaze of the public and to the manipulating powers of
the political or social order.
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If art is the answer, the question is how capitalism can
be made more beautiful. Yet, modern art is not just about
beauty. Itis also about function. What is the function of art
in disastrous capitalism? Contemporary art feeds on the
crumbs of the massive wealth redistribution “on a large
scale from the poor to the wealthy, made through an ongo-
ing downward battle between the classes” (David Harvey).
The production of traditional art could serve as a model for
the nouveau riche, a model designed by privatization, ex-
propriation, and speculation. For sure there is exploitation
within the art system, there are exploited workers (artists)
as well. However, through its institutions, political art can
focus on a new model of social order, since it has already
generated an exploited and practised model (Boris Groys).
As Hannah Arendt noted, we need not create a new class,
but rather reject all classes. We should understand the ar-
tistic space as a political one instead of representing po-
litical situations from other areas. Art is not detached from
politics; its politics reside in its production, its distribution,
and its perception. If we consider this a fact, perhaps we

Aga Ousseinov, Nandor Angstenberger, Bucharest Biennale 8,
foto: Catalin Burcea.

will surpass the flatness of the representation policy and
launch a new kind of policy that is already there, right in
front of our eyes, ready to be embraced.

An exhibition is also a power in itself. It is this seduction
of the power-game that makes biennales so desirable. The
role of the artist and the curator in a biennale at a time of
social polarization, political upheaval, ecological catastro-
phe and all kinds of pressure is to respond by introducing,
through the selected artworks, multifarious ways able to
provoke new possibilities of critical thinking.

I believe that the power of the exhibition is located in the
collaborative and collective attitude and supervision of art-
ists, curators and organizers, even when under tense work-
ing conditions there can be plausible disputes or conflicts
between them. If the people are expecting to restore, heal
and re-balance their appreciation, sensibility and knowl-
edge through artworks, the updated collective and collabo-
rative planning, the conceptual, sensible and functional
unity of a biennale guarantees the longstanding influence
of the exhibition into the subconscious of the people.

Gabi Stamate, Juan Esteban Sandoval, Nalan Yirtmacg, Bucharest Biennale 8,
foto: Catalin Burcea.

The transition of institutional critics from the aca-
demic environment to autonomous structures is more
than welcome for the conversion that already began in
critical artistic communication. There we find the neces-
sary resources to overcome the moment of contemplating
the situation, the possibility to construct situations and
for functional public structures to bring their own critical
input into play, which can function as an alternative insti-
tution for the classic forms of regulation. We have the re-
sources to contemplate our future; we live in a time where
the artistic act can legitimize best the kind of positioning a
holistic, hegemonic entity needs.

When we acknowledge that a revolution is not a form
of resistance, but rather a catalyst in the social process,
theninnocent victims will no longer be necessary, and nei-
ther will be collateral damage. As the hegemony assimi-
lates all our means of expression, we could identify in its
structure the possibility to relocate the multi-culturalism
of governmental politics into civic communication, diverg-
ing the false globalisation focused on market economy

Knowing Me Knowing You, 2012,
Filip Gilissen intervention

and the generation of the virtual policentralised capital
into a globalization of critical communication beneficial to
all micro-societies.

The implications of art are unfathomable indeed and,
up to a certain extent, art can be safeguarded in terms of
othervalues, such as its utility, its sovereignty, its aesthet-
ic, and its message. However, when artitself would conflict
with such values, some of the most shattering questions
will emerge.

What do we need today? A basic-state? A state-of-
equalities? A post-state? How does the role and meth-
odology of art intercede? Could art be a tool for struggle,
progress, and debate?

Note: “Edit Your Future” was the title and concept of Bucharest Biennale
8 curated by Beral Madra & Rézvan Ion. The present text contains parts of the
original text conceived with Beral Madra.

The article first appeared in English in MaHKUscript. Journal of Fine Art Re-
search, in November 2019.

pentru ilustrare au fost preluate imagini din www.facebook.com/bucharestbiennial

Martin Balint, Bucharest Biennale 8, foto: Catalin Burcea.
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O visatoare captiva in corpul unui organizator de
evenimente. Afinitatea pentru artd si frumos, dar si
dorinta de a schimba (mdcar putin) lumea prin experiente
pozitive, i-au condus traseul din lumea corporatista

in cea a organizatiilor non-guvernamentale, iar apoi a
antreprenoriatului. Crede in sinergiile dintre oameni, in
faptul ca lucrurile nu se petrec intamplator si ca fuziunea
initiativelor cat mai diverse poate avea un impact
semnificativ. Cdutand formule magice de colaborare, a
organizat evenimente sociale cu sute de participanti la
MNAC, Combinatul Fondului Plastic sau in locuri ascunse
din oras, imbinand arta si entertainmentul in experiente
unice. S-a aldturat echipei Art Safari cu dorinta de a
infrumuseta viata oamenilor.

ALEXANDRA
MARIN

A dreamerin the body of an events organizer. Her taste
for art and beauty and her desire to change the world (at
least a little bit) through positive experiences have led her
from the corporate world to that of NGOs and further to the
entrepreneurial world. She believes in synergies between
people, in the fact that things happen for a purpose and
that the combination of the most diverse initiatives can
spark significant outcomes. Looking for magical formulas
for collaboration, she has organized social events with
hundreds of participants at the Museum of Contemporary
Art, at Combinatul Fondului Plastic orin secluded places
around the city, fusing art and entertainment into one-of-
a-kind experiences. She joined the Art Safari team out of a
desire to bring beauty to people’s lives.

PIATA DE ARTA DIN ROMANIA

«Tabloul Tardncutd cu fuior pe cale de Nicolae Grigorescu
a fost adjudecat, marti seara, la pretul de 220.000 de euro
la licitatia de primdvard organizata online”. Asa suna ince-
putul comunicatului de presd care anunta in luna martie a
anului 2020, in plind pandemie, rezultatele inregistrate de
liderul pe piata de licitatii din Romania.

Interesul pentru marii maestri ai artei romanesti si
oportunitatea de investitie in artd raman aproape neafec-
tate chiar si in conditii vitrege pentru diversele ramuri ale
economiei. Operele de artd cunosc o tendintd de apreciere
a valorii pe termen mediu si lung, operele de patrimoniu
fiind considerate in general cele mai sigure. Pe de alta par-
te, arta tanara contemporana prezinta un risc investitional
mai pronuntat. In acest context, artistii romani de renume
conduc in continuare topurile de vanzari pe piata localg,
Nicolae Grigorescu rdmanand pictorul national si prefera-
tul marilor colectionari, urmat de Nicolae Tonitza, precum
si de nume reprezentative ale avangardei.

In ultimii ani s-au remarcat, de asemenea, cativa artisti
contemporani, arta contemporand avand nevoie, de regu-
I3, de un termen investitional mai redus, in timp ce arta de
patrimoniu cunoaste o apreciere graduald. Cresterea pietei
de artd contemporana este sustinutd de tranzactiondri ale
marilor nume de pe scena internationald de art3, precum
Adrian Ghenie, reprezentant al Scolii de la Cluj, care a van-
dutin urma cu un an trei lucrdri doar in Roméania. Cele mai

importante tranzactii ale anului nu reprezintd insd mai
mult de 10% din piata vanzdrilor publice, spre deosebire
de pietele internationale mature, unde tranzactionarea
celor mai importanti artisti ajunge la 50% din totalul
tranzactiilor. Piata romaneasca de artd este ncd extrem de
tanard, ale carei ,vedete” muzeale se adjudeca la preturiin
jurul sumei medii de 100.000 euro, aproximativde 300 de
ori mai mici fatd de tranzactiile semnificative de pe piata
internationala.

Fiind o piata a produsului cultural, piata de arta din
Romania se afld intr-un stadiu emergent, cunoscand din
1990 pand in prezent o crestere continud si un ritm de
apreciere sustinut, cu precddere din anii 2000. Avand
capacitatea de a-si spori valoarea in timp si de a avea un
randament crescut, vanzarea de artd a nregistrat cresteri
chiar siin perioadele cu risc financiar ridicat. Mediul artis-
tic poate fi afectat temporar, dar circulatia operei de arta se
poate adapta rapid, folosind canale alternative pentru a se
pune in valoare.

Ultimii zece ani au fost caracterizati de o crestere sur-
venitd pe fondul revigordrii intregii economii romanesti.
Odata cu aceastd crestere, piata de artd a primit o infu-
zie de capital, ca parte a unei mai largi bugetari cultura-
le. Daca interesul colectionarilor romani ramane prepon-
derent concentrat Tnspre numele reprezentative ale artei
romanesti de patrimoniu, ultimii ani au propulsat in van-
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zdrile publice si segmentul de artd contemporand, cu un
numadrul de lucrari vandute in crestere, inclusiv datorita
prezentei in selectiile caselor de licitatii.

In ceea ce priveste mijloacele de achizitionare a lucri-
rilor de art3, in special artd contemporana, noii cumpa-
ratori se orienteaza adeseori cdtre operatorii economici
autorizati si reglementati, care ofera transparentd, servicii
de calitate, garantia autenticitatii, precum si catre experti
si specialisti, de preferintd toate acestea impreund, ca intr-
un one-stop-shop. Se apeleazd mai putin la dealer, prie-
teni sau alte oportunitati. Tendinta de a apela la servicii
specializate conduce la profesionalizarea pietei, cumpa-
ratorii concentrandu-se pe marii jucatori, preferand sa
apeleze la prestatori de servicii de vanzare si post-vanzare,
fiind atenti la drepturile lor si la reglementari, multi dintre
ei urmdrind tezaurizarea n artd si ludnd in calcul eventu-
alitatea revanzarii dupa cresterea pietelor lor de referinta.

Lumea artei rdmane particulard in mod semnificativ
prin nivelul scazut de digitalizare, comparativ cu alte sec-
toare.Vanzarileonlineau reprezentat undomeniu esential
pentru cei care urmaresc o dezvoltare a afacerilor in artg,
in incercarea de a cultiva noi colectionari. Exista diferite
moduri in care preferintele si nevoile colectionarilor de
artd online se disting de perceptiile traditionale ale celor
care cumpard arta offline. Acesti colectionari din lumea
digitald s-au obisnuit cu accesul imediat la informatiile
online, suntinclinati adesea sa faca documentare pe cont
propriu si sa contacteze o galerie sau o casa de licitatii
doardupa ce au capatatincrederein artist siin lucrarile de
artd pe care ar dori sa le cumpere. Colectionarii cu putind
experientd afirmd adesea cd lumea artei offline este una
intimidanta si ca de aceea o prefera pe cea online. Cumpa-
ratorii online achizitioneaza in numar coplesitor lucrari de
artd pentru a trdi inconjurati de ea, ca sursd de inspiratie
in viata lor de zi cu zi.

O categorie aparte de cumpdratori de artd o reprezin-
ta corporatiile. Acestea investesc n artd pentru a modela

Tardncuta cu fuior, Nicolae Grigorescu, 1874
@ ro.wikipedia.org

si iImbundtatii imaginea brandului, deoarece simt ca arta
conferd personalitate afacerii, influentand in bine imagi-
nea acesteia. Achizitiile de arta au devenit o parte inte-
granta a culturii de la locul de munc3, iar asta se refera atat
la angajati, cat si la clienti. In loc s& cumpere art3 pentru
doar pentru a-si impresiona clientii, companiile investesc
in opere care sd 1i motiveze si sd Ti inspire pe angajati. Unii
experti considera cd lucrarile de artd de la locul de munca
inspird creativitate si stimuleaza intelectul angajatilor.
Putem spune ca azi oricine poate achizitiona obiecte
de artd. Existd diverse mijloacele de a avea acces la de-
talii despre lucrari, pot beneficia de expertizad si de toa-
te informatiile necesare legate de tranzactionare (fie cd
aceasta se face prin case de licitatii, galerii sau experti, fie
cd are loc n sald, prin telefon sau online din celdlalt capdt
al lumii). Pot profita de o varietate a stilurilor si a perioade-

THE ROMANIAN ART MARKET

“Nicolae Grigorescu’s painting Peasant Girl with Spindle on
Her Way went for 220,000 euros at the spring auction or-
ganized online on Tuesday evening.” This was the first line
of the press release announcing the latest results of the
leader of the Romanian art auction market in March 2020,
amid the pandemic.

P
J

lor artistice - de la numele de patrimoniu la celebritatile
contemporane sau tinerii artisti supercontemporani
-, precum si de o plaja larga de preturi accesibile atat
colectionarilor reputati, cat si tinerilor interesati, accesul
de artd fiind mai facil decat oricand. De asemenea, liber-
tatea de exprimare si de circulatie a artistilor dupa 1990,
prezenta la expozitiile internationale si bienale au pro-
pulsat nume importante de artisti romani contemporani,
reprezentanti ai scolilor de la Bucuresti sau Cluj. Acestia se
adecveaza bine asteptarilor artistice ale publicului actual,
atat prin mesaj, cat prin tehnicile si temele abordate, cre-
and astfel un segment nou de cumpdratori si aducand o
schimbare in dinamica pietei.

The interest elicited by the great masters of Romanian
art and the investment opportunities offered by art remain
almost unchanged even in times of hardship for various
economic sectors. The value of art tends to increase in the
long run and heritage artworks are generally considered to
be the safest investments. On the other hand, young con-
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temporary art is seen as higher investment risk. This being
the case, renowned Romanian artists continue to lead the
sales charts on the local market, with Nicolae Grigorescu
a strong favourite with important collectors, followed by
Nicolae Tonitza and some leading names of the avant-
garde.

Over the past years a number of contemporary artists
have risen to prominence, as contemporary art usually has
a shorter return on investments, while the value of heritage
art shows gradual increase. The growth of the contempo-
rary art market is encouraged by sales of artworks by inter-
nationally acclaimed artists. Adrian Ghenie, for instance,
sold three paintings in Romania alone last year. However,
the largest transactions of the year do not make up more
than 10% of the total public sales, unlike on mature in-
ternational art markets, where the sale of artworks by the
best-selling artists reaches 50% of total transactions. The
Romanian art market is still very young and its “stars” go for
an average of 100,000 euros, about 300 times lower than
significant sales on the international markets.

Being a cultural product market, the Romanian art mar-
ket is still emergent, even if it has increased steadily since
1990, and even more so from 2000 onward. As art can in-
crease value over time and can deliver significant return, art
sales have been known to grow even at times of high finan-
cial risk. The art world can be temporarily affected, but the
circulation of artworks can adapt quickly and use alterna-
tive channels.

The past ten years have seen a rise generated by the re-
vitalization of Romanian economy as a whole. This rise has
brought along an inflow of capital as part of a more gener-
ous budget for culture. While the interest of Romanian
collectors remains focused on iconic names of Romanian
heritage art, over the past years contemporary art has seen
a boost as well, with an increase in sales due partly to the
presence of contemporary artworks in the catalogues of
auction houses.

As regards the channels through which artworks are pur-
chased, new buyers usually enlist the services of licensed,
regulated economic entities that offer transparency,
quality services and a guarantee of authenticity, but also
go to specialists and experts; the preference is for all of
these at once, like some sort of one-stop shop. Purchasing
through dealers, friends or other means is less of an option.
This tendency to make use of specialized services leads to
the development of a professional market, with the buyers
more prone to employ sale and after-sale services, paying
greater attention to their own rights as buyers as well as
to regulations, since most of them are interested in art as
investment and consider a re-sale once the market value
increases.

The world of art remains a significantly particular case
by its low level of digitalization as compared to other sec-
tors. Online sales have been essential in the attempt to
encourage new collectors. The needs and preferences of
online art collectors are different from the more traditional
perceptions of offline buyers in several respects: collectors
in the digital world have become accustomed to instant ac-
cess to online information, often tend to conduct their own
research and to only contact a gallery or an auction house
once they have come to trust the artists and the artworks
they are interested in buying. Less experienced collectors
often see the offline art market as intimidating and there-
fore prefer to purchase online. The overwhelming majority
of online buyers purchase artworks in order to surround
themselves with art, as a daily source of inspiration.

When it comes to art buyers, corporations are a category
all by themselves. They make investments in artin order to
shape and improve their brand image because they feel art
lends personality to their business. Art buying has become
part of workplace culture and it is about the employees just
as much as it is about the clients. Rather than just buying
art to impress the clients, they invest in artworks that mo-
tivate and inspire their employees, since there are experts

who believe the presence of art in the work space stimu-
lates creativity.

We could say that anyone can purchase an artwork
nowadays. There is easy access to details on the works
and there is available expertise and information on what
transactionsinvolve (no matterif the transaction is made
via an auction house, a gallery or an expert, no matter if
the buyer sits in the room or makes his purchase over the
phone or online from the other end of the world). Buyers
can have access to a large variety of styles and artistic pe-
riods - from heritage artists to contemporary celebrities
oryoung supercontemporary artists — as well as to a wide
price range. Also, the freedom of expression and move-
ment that artists have enjoyed after 1990, participation
at international art fairs and biennales, have brought to
the fore contemporary Romanian artists, representatives
of the Bucharest and Cluj schools of art. They are well
suited to the expectations of today’s public both through
their message, their subjects and the techniques they
employ, thus helping to create a new layer of art buyers
and causing the dynamics of the art market to change.
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PAVILIONUL DE ARTA BUCURESTI - ART SAFARI
BUCHAREST ART PAVILION - ART SAFARI

www - www.artsafari.org

facebook.com/artsafaribucharest

Muzeul temporar Art Safari este un eveniment cultural de-
dicat artei din Romania, unic ca structurd siamploare, ajuns
la cea de-a saptea editie. Evenimentul anual aduce laolal-
ta artd romdneasca de patrimoniu, artd contemporana,
expozitii internationale, precum si programul educational
Art Safari Kids si experienta de vizitare a expozitiilor pe timp
de noapte - Night Tours.

In fiecare an, muzeul prinde viatd in clidiri istorice
minunate din Bucuresti, inaccesibile publicului in restul
timpului, care are astfel ocazia de a trece pragul unor adeva-
rate bijuterii de arhitecturd si de a se proiecta cu totul intr-
un univers al frumosului. Vizitatorii pot admira lucrari de te-
zaur ale maestrilor artei romanesti, opere pretioase reunite
din toate colturile tariiin cadrul Pavilionului Muzeal, oferind
o0 experienta unica de incursiune in opera marilor maestri ai
artei romanesti. Anul 2019 a stat sub semnul geniului co-
pildriei lui Nicole Tonitza, in expozitia care a cuprins peste
300 de lucrari imprumutate de la cele mai importante mu-
zee si colectii private din Roméania si din Europa.

Editia 2020 gazduieste cea mai mare retrospectiva Ghe-
orghe Petrascu, artistul peisajelor venetiene si al interioare-
lor burgheze, din ultimii 50 de ani. Reprezentantii miscarii
artistice contemporane se reunesc sub Pavilionul Central, in
cadrul expozitiei Scoala de la Bucuresti - Traditie, amor, trd-
dare ce survoleaza scena artistica bucuresteand din ultimii
30 de ani, incluzand artisti romani contemporani a caror
operd a capatat deja dimensiuni internationale si care ne

Art Safari temporary museum is a cultural event dedi-
cated to Romanian art, unique in structure and scope.
It brings together Romanian heritage art, contemporary
art, international exhibitions, as well as the educational
programme Safari Kids and the Night Tours - night-time
visits of the exhibitions.

Each year, the museum comes to life in exquisite his-
toric buildings in Bucharest otherwise unaccessible to
the general public, who thus has the opportunity to enter
genuine architectural gems and get fully immersed into
a beautiful universe. The visitors can admire old masters
of Romanian art, priceless works gathered from around
the country to the Museum Pavilion, experiencing first-
hand the work of the Romanian grand masters. The 2019
edition was dominated by the genius of Nicolae Tonitza
- the exhibition included over 300 works on loan from
the most important museums and private collections in
Romania and Europe.

The 2020 edition will be home to the largest Gheo-
rghe Patrascu retrospective in the past 50 years. Repre-
sentatives of the contemporary artistic movement meet
in the Central Pavilion in the exhibition The Bucharest
School - Tradition, Love, Betrayal that revisits the Bucha-
rest artistic scene of the past 30 years, including some of
the contemporary artists whose work has been acknowl-
edged internationally and are now present in museums
like Tate Modern or the Pompidou Centre in Paris. The

reprezinta astazi in locuri precum Tate Modern din Londra
sau la Centre Pompidou in Paris. Universul unic al pictorului
Sabin Balasa, exponent al ,,romantismului cosmic” si unul
dintre cei mai cunoscuti si iubiti artisti romani, se dezvdluie
la Art Safari prin miturile si simbolurile prezente in lucrdrile
sale, in cadrul expozitiei Sabin Bdlasa. Albastru.

Pavilionul International si expozitia The Art of Behaving
Badly, semnatd Guerrilla Girls, aduc pentru prima datd in
Romania arta rebeld a grupului anonim feminist din New
York care a scos la lumind sexismul ce caracterizeazd lumea
artei. Una dintre lucrdrile iconice, primul poster color lansat
de artiste Do Women Have to be Naked to Get into the Met.
Museum?, care a facut inconjurul lumii, va fi expusa in ca-
drul Art Safari 2020.

Organizator: Art Society Cultural Centre Foundation

© Art Safari

unique universe of painter Sabin Balasa, representative
of the “cosmic romanticism” and one of the best-loved
Romanian artists, will be revealed through the myths
and symbols in his works in the exhibition Sabin Bélasa.
Blue.

The International Pavilion and the exhibition The Art
of Behaving Badly by Guerilla Girls bring to Romania, for
the first time, the rebel art of the anonymous feminist
group from New York that has shed light on the sexism
inthe art world. One of theiriconic works, the first post-
er the artists launched, Do Women Have to be Naked to
Get into the Met. Museum?, that has been exhibited
worldwide, will be shown at Art Safari 2020.

Organized by: Art Society Cultural Centre Foundation
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MEDIA ART FESTIVAL ARAD
MEDIA ART FESTIVAL ARAD

@ facebook.com/mediaartarad www \\ww.mafa.ro

Media Art Festival Arad este un proiect kinema ikon si, prin
urmare, punctul central este experimentul vizual, sonor,
performativ in varianta sa ludicd, tehnologica, hibrid3, di-
gitald, analoga, voit redundanta. MAFA cautd modalitati
de joacd, folosind spatiile disponibile pe post de pretext.
Preocupdrile din domeniul artei si tehnologiei reunesc
un grup eterogen de artisti/e multimedia. Festivalul
promoveazd artistii tineri, cauta sa motiveze producdto-
rii locali si sd faciliteze crearea unor retele de colaborare
internationale in domeniul cultural. Curatori: Calin Man si
Ileana Selejan.

2014 / MA.F.A.1:R.A.M / Random Access Memory

spatii: Muzeul de Artd Arad | media: fotografie, instalatii
video, audio, net.art | motto: ,,Any byte of memory can be
accessed without touching the preceding bytes”

Premiza expozitiei este omniprezenta fotografiei in
peisajul vizual contemporan. Componente: fotografie,
proiectii si instalatii video, instalatii interactive, net.art +
colectia permanentd a Muzeului de Arta Arad. Propunerile
artistilor reprezintd interventii directe in spatiul muzeului,
conceptualizate independent, dar prezentate n dialog cu
actuala colectie permanenta.

2015 / M.A.F.A.2: R.E.M.X/ Rapid Eye Movement
spatii: Atrium Mall Arad, Muzeul de Arta Arad, MNAC
Bucuresti | media: instalatii media, video, sound works |

Media Art Festival Arad is a kinema ikon project and, as
such, revolves around visual, audio, performative ex-
periment in its ludic, technologic, hybrid, digital, analog,
intentionally redundant form. MAFA searches for play
modes and used available venues as pretexts. Common
interests in art and technology bring together a heteroge-
neous group of multimedia artists. The festival promotes
young artists, seeks to motivate local producers and to
facilitate the creation of international collaborative net-
works in the field of culture. Curators: Calin Man and II-
eana Selejan.

2014 / MA.F.A.1:R.A.M / Random Access Memory
venues: Art Museum Arad | media: photography, video and
audio installation, net.art | motto: ,Any byte of memory
can be accessed without touching the preceding bytes”

The premise is the omnipresence of photography in
the contemporary visual landscape. Components: pho-
tography, video projection and installations, interactive
installations, net.art + the permenent collection of the Art
Museum Arad. The artists propose direct interventions
into the museum space, conceptualized independently
but presented in dialogue with the current exhibition.

2015/ M.A.F.A.2: R.E.M.X/ Rapid Eye Movement
venues: Atrium Mall Arad, Art Museum Arad, MNAC Bu-
charest | media: media installation, video, sound works |

motto: ,No matter how fast you are, there's always some-
one faster"”

La a doua editie am mutat arta unde i este omului
mai drag: la mall. In sala magazinului nr. 112 de la etajul
1, Atrium Mall Arad, au fost expuse instalatii video, multi-
media, fotografie, obiect, proiectii video si instalatii sonore.

2016 / M.A.F.A.3: DADADA

spatii: Muzeul de Artd Arad, kf Arad | media: instalatii
media interactive, video, performance | motto: ,Dacad o
imagine face cat o mie de cuvinte, atunci o imagine cu text
explicativ face cat o mie de cuvinte minus cuvintele textului
explicativ”

Dupa un stop-over la MNAC, festivalul a revenit la Mu-
zeul de Artd Arad. Titlul DADADA face trimitere la aniver-
sarea a 100 de ani de la inceputurile miscarii Dada. Desi
intentionat, reperul ramane accidental. Expozitia princi-
pala a propus o abordare ludica a relatiei cuvant-imagine,
darsi a muzeului ca arhiva.

2017 / MAA.F.A.4: CINEMA
spatii: Cinema Arta Arad, Muzeul de Arta Arad | media:
instalatii media, video proiectii, AV performance, concerte
| motto: ,If you're not having fun, you’re doing something
wrong" — Groucho Marx

Nucleul festivalului constd intr-un grup de instalatii
site-specific care transforma sala de cinema in sald de
expozitii. Instalatiile si proiectiile colonizeaza cinemato-
graful in timpul zilei si il bantuie noaptea. In acelasi timp,
sala de expozitii kinema ikon de la Muzeul de Arta Arad
se transformad in sald de proiectie pentru o serie de filme
experimentale.

2018 / M.A.F.A.5: De Rerum Natura

spatii: CMA, Stiintele Naturii, Muzeul de Arta Arad | media:
instalatii media, video, AV performance, concerte | motto:
.Cedit enim, rerum novitate extrusa, vetustas semper” —
Lucretius.

motto: ,No matter how fast you are, there’s always some-
one faster”

For the second edition we moved art where people like
to go: at the mall. On the 1*t floor of Atrium Mall Arad we
exhibited video installation, multimedia, photography,
objects, video projections and audio installations.

2016 / M.A.F.A.3: DADADA

venues: Art Museum Arad, kf Arad | media: interactive me-
dia installation, video, performance | motto: ,If an image
is worth a thousand words, then an image with an explana-
tory caption is worth one thousand words minus the num-
ber of words that make up that caption”

After a stop-over at MNAG, the festival returned to the
Art Museum Arad. The title DADADA refers to the 100
years anniversary of the Dada movement. Although inten-
tional, the reference remains accidental. The central exhi-
bition put forward a playful approach of the word-image
relationship, as well as of the museum as an archive.

2017 / MAA.F.A.4: CINEMA
venues: Arta Cinema, Arad, Art Museum Arad | media: me-
dia installation, video projection, AV performance, con-
certs | motto: "If you're not having fun, you're doing some-
thing wrong” — Groucho Marx

The nucleus of the festival is a group of site-specificin-
stallations that transform the movie theatre into an exhibi-
tion space. Installations and projections colonize the cin-
ema during the day and haunt it at night. At the same time,
the kinema ikon exhibition space at the Art Museum turns
into a screening space for a series of experimental films.

2018 / M.A.F.A.5: De Rerum Natura

venues: Natural History Museum, Art Museum Arad | me-
dia: media installation, video, AV performance, concerts |
motto: ,,Cedit enim, rerum novitate extrusa, vetustas sem-
per” — Lucretius.
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Expozitia principala propuneinterjectii siintersectii
cu/printre galeriile si exponatele sectiei de Stiintele
Naturii de la Complexul Muzeal Arad. Interventiile in
spatii atipice sau ,non-conventionale” au devenit ca-
racteristice festivalului. Aceste gesturi nu trebuie sd fie
percepute in opozitie cu estetica cubului alb.

2019 / MA.F.A.6: dig:it
spatii: Muzeul de Arta Arad, kinema ikon | media:
instalatii media, video, AV performance, concerte |
motto: <img src="../dig:it.gif"> Have A Nice Click

La editia din 2019, spatiul virtual a fost ales ca
spatiu de expunere a lucrdrilor de artd, cu amenda-
mentul cd a existat si un reper fizic - Muzeul de Arta
Arad. Interactivitatea lucrarilor expuse a avut un dublu
sens: 1. vizitatorii au interactionat cu lucrarile si 2. lu-
crarile insele au interactionat intre ele.

2020 / M.A.F.A.7: SyZyGy
spatii: Faber Timisoara, Cinema Arta Arad, kinema
ikon, Rezidenta Scena 9 Bucuresti | media: instalatii
media, video steaming | motto: WTF

Cand planetele se aliniaza intr-un univers paralel,
pe cerulinstelat din ecranul oricarui device se activeaza
automat o alarma. Options: Reset - Cancel - Escape -
Emergency SOS (?)

Organizatori: Primaria Municipiului Arad, Centrul Mu-
nicipal de Cultura Arad

The central exhibition proposes interjections and in-
tersections with/among the galleries and exhibits in the
Natural Sciences section of the Arad Museum. Interven-
tions in atypical or "non-conventional” spaces have be-
come a trademark of the festival. These gestures, however,
are not to be perceived in opposition with the white cube
aesthetic.

2019 / MA.F.A.6: dig:it
venues: Art Museum Arad, kinema ikon | media: media in-
stallation, video, AV performance, concerts | motto: <img
src="../dig:it.gif"> Have A Nice Click

Forthe 2019 edition we chose virtual space for an exhi-
bition venue, but there was a physical setting as well — the
Art Museum. There was a two-way interactivity: 1. the visi-
tors interacted with the works and 2. the works interacted
with each other.

2020 / M.A.F.A.7: SyZyGy
venues: Faber Timisoara, Arta Cinema Arad, kinema ikon,
Rezidenta Scena 9 Bucharest | media: media installations,
video streaming | motto: WTF

When planets align in a parallel universe, an alarm
goes off on the starry sky of every device. Options: Reset -
Cancel - Escape - Emergency SOS (?)

Organized by: Arad City Hall, Arad Cultural Centre

Media Art Festival

i i8 16

DADADA

DADADA

\i
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NOAPTEA ALBA A GALERIILOR

WHITE NIGHT OF ART GALLERIES

facebook.com/noapteagaleriilor www \yww.noapteagaleriilor.ro

Noaptea Alba a Galeriilor (NAG) este un eveniment initiat
in 2007 de Asociatia Ephemair, ale cdrui obiective princi-
pale sunt promovarea culturii contemporane si sustinerea
comunitdtii artistice independente din Romania.

Pana in prezent au fost organizate 13 editii NAG in
Bucuresti si 4 editii la nivel national in alte 13 orase: Arad,
Baia Mare, Brasov, Cluj Napoca, Craiova, Iasi, Miercurea
Ciuc, Petrila, Resita, Sibiu, Sfantu Gheorghe, Targu Mures
si Timisoara. Extinderea nationald a dus la dezvoltarea
unei retele de parteneriate intre organizatii din cele 14
orase si participarea a aproape 100 de spatii (galerii de
artd contemporand, spatii alternative, studiouri de artist,
hub-uri culturale, institute culturale etc.) in programul
anual NAG.

NAG produce anual proiecte speciale sub forma unor
expozitii, proiecte editoriale sau interventii in spatiul
public care promoveazd tinerii artisti. Prin programul
Search & Research.Ro NAG a adus in Romania curatori si
specialisti strdini care au interactionat direct cu scena ar-
tistica local3.

In prezent NAG este cel mai extins eveniment dedicat
culturii contemporane din Romania.

Organizator: Asociatia Ephemair

The White Night of Art Galleries (NAG) is a project started
in 2007 by the Ephemair Association and its main objec-
tive is to promote contemporary culture and to support
the independent artistic community in Romania.

To date, there have been 13 NAG editions in Bucharest
and 4 national editions spreading to 13 other towns: Arad,
Baia Mare, Brasov, Cluj Napoca, Craiova, Iasi, Miercurea
Ciuc, Petrila, Resita, Sibiu, Sfantu Gheorghe, Targu Mures
and Timisoara. Going national led to the creation of a net-
work of partnerships between organizations active in the
14 cities and the participation of almost 100 spaces (con-
temporary art galleries, alternative spaces, artist studios,
cultural hubs, cultural institutes etc.) in the annual pro-
gramme.

Everyyear, NAG produces special projects: exhibitions,
editorial projects orinterventions in public space promot-
ing young artists. Through the programme Search & Re-
search.Ro, NAG had brought to Romania international
curators and artists who had the opportunity to interract
first hand with the local artistic scene.

Currently, NAG is the most extensive event dedicated
to Romanian contemporary culture.

Organized by: Ephemair Association

© Asociatia Ephemair / NAG
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NOAPTEA MUZEELOR
MUSEUM NIGHT

facebook.com/noapteamuzeelor

( *""&1 noapteamuzeelor.org

Noaptea Muzeelor a fost o initiativd propusd in urma
cu 16 ani comunitatii muzeale europene de Ministerul
Culturii si Comunicarii din Franta, sub patronajul ul-
terior al Consiliului Europei, al UNESCO si al Consiliu-
lui International al Muzeelor (ICOM). In Romaniaeveni-
mentul este organizat din 2009 de Reteaua Nationala a
Muzeelor din Romania (RNMR), care a devenit partenerul
oficial al marcii europene Noaptea Muzeelor in tara
noastrd. Evenimentul a devenit probabil cea mai popula-
ra marca culturald din tard raportat la numarul de bene-
ficiari si la cel de proiecte, expozitii, activitati, interventii
culturale si reprezentatii artistice organizate intr-o sin-
gurd zi. Este si motivul pentru care Noaptea Muzeelor re-
prezinta un adevarat fenomen social, care apropie anual
de muzeele si de organizatiile culturale din toatd tara cir-
ca un milion de oameni. Intentia este de a relationa mu-
zeele cu comunitatile creative locale sau cu alte institutii
si organizatii culturale si de a transforma orasele in zeci
de camere urbane pline de surprize culturale, experi-
mente siinovatii.

Momentul de referinta a fost in 2009 cand a fost de-
clarat exemplu de bune practici. S-a apreciat originali-
tatea modului de organizare a evenimentului in marile
centre urbane, prin conectarea muzeelor cu alte entitdti
si spatii culturale sub forma unor circuite personalizate,
modul de implicare a publicului si creativilor, faptul ca
testeaza produse noi special create pentru eveniment

Museum Night was an initiative the French Ministry of Cul-
ture came up with 16 years ago. It later came under the pa-
tronage of the Council of Europe, UNESCO and the Interna-
tional Council of Museums (ICOM). Since 2009, the event
has been organized in Romania by the Romanian Museum
Network (RMNR), which became the official partner of the
Museum Night brand. The organizer's main objective is to
promote the event across the country and enable access to
the cultural content made available by the participating in-
stitutions. Museum Night has slowly become probably the
most popular cultural brand in the country by number of
beneficiaries and projects, exhibitions, events, cultural in-
terventions organized in a single day. It is also why Museum
Night has turned into a social fenomenon that brings almost
one million people to museums and cultural organizations
every year. The organizer has made it its mission to bring
museums closer to the local creative communities and other
relevant institutions and to transform cities into as many
urban chambers full of surprises, experiements and innova-
tion.

The year 2009 was a significant milestone: Museum
Night was singled out as one of the best examples in the
whole of Europe for the way in which it capitalized on the
original idea of the project and managed to attract the pub-
lic towards museums. What was particularly noted was the
originality, tha way the event was organized in the large ur-
ban centres by connecting museums to other creative spaces

(cafea, ceai, mancare - diferite ingrediente pentru
experiente de neuitat), pentru modul cum schimbd di-
namica si programul orasului - restaurante, transport
(autobuz si bicicletd), publicitate stradald etc. Un alt
moment important a fost in 2016, cdnd RNMR a fost
invitatd de ICOM Franta la Dijon, pentru a prezenta
reteta succesului in organizarea Noptii Muzeelor chiar
in tara care a inventat-o.

Organizator: Reteaua Nationala a Muzeelor din Romania

© Noaptea Muzeelor

in the form of personalized routes, the fact that every year it
generates interesting alchemies and tests new products es-
pecially created for the event (coffee, tea, food - various in-
gredients for an unforgettable experience), the way it modi-
fies the dynamics of the city - restaurants, transport, street
advertising. Another landmark was the year 2016, when
the National Museums Network received an invitation form
ICOM France to Dijon to present its own recipe for success in
the very country that initiated the profect.

Organized by: National Museums Network
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ROMANIAN DESIGN WEEK
ROMANIAN DESIGN WEEK

facebook.com/romaniandesignweek

Romanian Design Week este un festival anual care pro-
moveazd designul romanesc contemporan ca instrument
care poate contribui la progresul social, economic si cul-
tural. Este primul proiect dedicat in exclusivitate desig-
nului, care se adreseazd atat publicului amator, cat si
profesionistilor. In fiecare an, RDW traseazi o hart a eve-
nimentelor si a spatiilor ce promoveaza designul.

Romanian Design Week s-a impus in cele sapte editii
de pand acum ca fiind cel mai important festival multi-
disciplinar din Romania - o radiografie a stadiului actual
de dezvoltare a designului si a industriilor creative locale:
arhitecturd, urbanism, design de interior, design grafic,
ilustratie, design vestimentar, design de obiect sau a altor
initiative sau proiecte care folosesc creativitatea ca princi-
pald resursa de dezvoltare.

Organizator: The Institute

( *"‘!’b‘t www.institute.ro/romanian-design-week

Romanian Design Week is an annual festival that pro-
motes contemporary Romanian design as a possible
pathway to social, economic and cultural progress. It is
the first project focusing exclussively on design and it ad-
dresses both professionals and the general public. With
each edition, RDW draws a map of events and spaces
promoting design.

Romanian Design Week has clearly positioned itself,
through the seven editions completed so far, as the most
important multidisciplinary event in Romania - a com-
plete picture of where local design and creative indus-
tries now stand generating by showcasing architecture,
urban planning, interior design, graphic design, illustra-
tion, fashion design, object design and other projects and
initiatives that employ creativity as their main resource.

Organized by: The Institute
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ATELIERELE BRANCUSI
BRANCUSI WORKSHOPS

facebook.com/simpozionsculptura (www centrulbrancusi.ro

Simpozionul multi-art, initiatin anul 2016 de Centrul de Cer-
cetare, Documentare si Promovare , Constantin Brancusi” din
Targu Jiu, continud seria manifestdrilor artistice desfasurate
in orasul lui Brancusi incepand cu anul 2001, sub forma ta-
berelor si simpozioanelor de sculptura si pictura. In plus, pro-
iectul Atelierelor aduce ca noutate organizarea unor ateliere
de film, grafica, ceramicd. Se urmareste, astfel, diversificarea
productiei artistice din domeniul artelor vizuale prin aborda-
rea mai multor forme de exprimare plastica sau vizuald, dar
si media.

Plecand de laideea ca orasul lui Brancusi, care gazduieste
cea maiimportanta lucrare si singura monumentald a mare-
lui sculptor roman - Ansamblul Monumental ,,Calea Eroilor”
-, este firesc sa promoveze si sa gazduiasca o manifestare de
amploare, unde sd se stimuleze creativitatea artistilor plas-
tici, intre anii 2001-2019 au fost organizate 16 editii ale
simpozioanelor nationale si/sau internationale de sculptura.
Dintre acestea, 15 au fost destinate lucrarilor monumentale,
iar una s-a finalizat cu lucrdri de dimensiuni medii, gazduite
in spatiul Muzeului de Arta din Targu-Jiu. Cele peste 100 de
lucrari monumentale au fost amplasate pe spatiul public, in
diferite parcuri, intersectii rutiere sau in fata unor institutii
publice. In acest moment, orasul poate fi considerat un ade-
vdrat muzeuin aer liber al artei moderne. De-a lungul timpu-
lui, au participat la simpozioanele de sculptura aproximativ
90 de artisti romani si straini, reprezentand scoli artitice dife-
rite, spatii culturale diverse, tendinte artistice de pe intregul

The multi-art symposium was initiated in 2016 by the
“Constantin Brancusi” Center for Research, Documen-
tation and Promotion in Targu Jiu as a way to continue
the artistic events that had been taking place in Bran-
cusi’'s hometown since 2001 in the form of sculpture
and painting camps or symposia. The Workshops have
added to these events film, engraving and ceramics
workshops with the purpose of diversifying artistic
production through different means of visual expres-
sion.

Starting from the idea that Brancusi's birthplace,
home to the sculptor’'s most important work and only
large-scale creation - the Heroes' Way Monumental
Ensemble - ought to promote and host a significant
event able to stimulate artistic creativity, 16 editions
of the national and/or international symposium took
place in Targu Jiu between 2001-2019. Fifteen of
these were dedicated to large-scale sculpture and one
to medium-sized works, housed by the local Art Mu-
seum. The more than 100 resulting sculptures were
placed in parks, public squares or in front of various
institutions. The city can now be rightly considered
an open-air, free museum of modern art. Around 90
Romanian and international artists have participated
to the successive editions of the sculpture symposia,
representing various cultural spaces and artistic trends
the world over. The nine editions of the painting camp/

mapamond. De asemenea, din cele noud editii ale simpozi-
onului/taberei de picturd, denumitd initial , Iosif Keber”, au
rezultat, de asemenea, cca. 100 de lucrdri, expuse in muzee,
institutii, galerii.

Organizator: Centrul de Cercetare, Documentare si Promovare
»Constantin Brancusi” din Targu Jiu

Dialog, Nicolae Fleissig, 2016

symposium resulted in over 100 works that were exhib-
ited in museums, institutions and galleries.

Organized by: Centrul de Cercetare, Documentare si Pro-
movare ,,Constantin Brancusi” din Targu Jiu

Soarele Gorjului, Emil Bachiyski, 2012




STATE OF THE ARTS

BUCHAREST BIENNALE
BUCHAREST BIENNALE

@ facebook.com/bucharestbiennial

BUCHAREST BIENNALE (BB), singura bienala din Roma-
nia membru deplin al IBA - International Biennial Asso-
ciation, este considerata cel mai reprezentativ manifest
pentru arta contemporand din Europa Centrald si de Est.
Organizatd de o asociatie non-profit, BB urmadreste sd in-
curajeze creativitatea artistilor, accesul public la cultura,
dialogul intercultural precum si cunoasterea istoriei si a
patrimoniului cultural al popoarelor europene si non-eu-
ropene.

BUCHAREST BIENNALE construieste un parteneriat
durabil intre Bucuresti - mai mult decdt un oras, un sim-
bol al moduluiin care politicul se reflecta in toate aspecte-
le vietii - si restul lumii; se conecteaza la o problema uni-
versald, care nu ia in considerare contextul geografic sau
istoric: problema rezistentei in cotidian.

BB oferad o platformd de analiza si, potential, de recon-
figurare a imaginarului actual social, politic si economic.
Bienala este o incercare de a intoarce aceste , experiente”
predeterminate cu susulinjos, de a reimagina procesul de
dominatie, confirmand pozitia Bucurestiului ca un spatiu
al actiunii si schimbului cultural.

Prima editie a BUCHAREST BIENNALE a avut loc in
2005. BB9, curatoriata de Henk Slager, ar fi trebuit sa se
desfasoare in iunie 2020, dar a fost anulatd din pricina
pandemiei. Editia din 2022 va fi prima bienala din lume
care va fi curatoriatd cu ajutorul inteligentei artificiale -
programul Jarvis -, si se va desfdsura in Galeria de Realita-
te Virtuald Spinnwerk.

4 Organizator: Asociatia ArtPhoto
D6

|""""""’,i www.bucharestbiennale.org

BUCHAREST BIENNALE (BB), the only Romanian biennial
full member of IBA - International Biennial Association, is
regarded as the most representative cultural manifest for
contemporary arts in Central and Eastern Europe. Run by
an independent, nonprofit organization, BB aims to en-
courage artists’ creativity, public access to culture, the dis-
semination of art and culture, inter-cultural dialogue and
knowledge of the history and cultural heritage of the Euro-
pean and non-European peoples.

The BUCHAREST BIENNALE is building a strong part-
nership between Bucharest - which is more than a city, it
is a symbol of how the political can be reflected in every as-
pect of life - and the rest of the world; it links to a universal
issue - that does not take into consideration the geograph-
ical or historical context: the issue of resistance in daily life.

BB provides a platform to analyze, and potentially re-
direct, current social, political and economic imaginaries.
The Biennale is an attempt to turn these scripted “experi-
ences” upside down, to re-think and re-imagine processes
of domination, while positioning the city of Bucharest as a
field of cultural action and exchange.

The first Bucharest Biennale took place in 2005. BB9,
curated by Henk Slager, was originally scheduled for June
2020, but was cancelled due to the pandemic. The 2022
edition will reportedly be the first biennial in the world cu-
rated with the help of artificial intelligence, the Jarvis pro-
gramme, and it will be hosted by the Spinnwerk Virtual Re-
ality Gallery.

Organized by: ArtPhoto Assoc.

© BB8, foto Radu Tudoroiu

© BB6, Marilena Preda-Sanc (Globe, project, world globe, nails, 1999), Dan Beudean (The Hunter).
Foto: Sorin Florea
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ONE NIGHT GALLERY
ONE NIGHT GALLERY

facebook.com/onenightgallery |**§ www.onenightgallery.com

One Night Gallery este prima galerie de new media art
din Romania care imbina arta si tehnologia Intr-un nou
concept de expozitie ad-hoc si sustine tinerii artisti si
designerii romani prin crearea unor experiente artistice
alternative, ce pun accentul pe inovatie si tehnologie.
Punte intre artist si public, One Night Gallery i provoaca
pe artisti sa foloseascd noi instrumente de storytelling
digital precum realitatea virtuald, realitatea augmentata,
video mapping, inteligenta artificiala sau instalatiile
neconventionale.

Misiunea proiectului este de a democratiza arta si de
a o aduce Tn atentia oamenilor prin intermediul tehnolo-
giei, In mod gratuit, prin crearea unor contexte in care
acestia pot interactiona cu arta, ca rezultat al unui dialog
ntre artistii contemporani si noile tehnologii.

Fiecare editie One Night Gallery are loc intr-un nou
spatiu, pe care vizitatorii il pot descoperi intr-o noud
perspectivd. Prima editie a avut loc in noiembrie 2017. De
atunci s-au mai incheiat Inca 14 editii, toate in Bucuresti
cu exceptia uneia care a avut loc la Timisoara. Peste 100
de proiecte au fost curatoriate de-a lungul celor aproape 3
ani de exisistentad.

One Night Gallery is the first media art gallery in Roma-
nia that combines art and technology in a new ad-hoc
exhibition concept and supports young Romanian artists
and designers by creating alternative artistic experiences
with an accent on inovation and technology. Like a bridge
between artist and public, One Night Gallery challenges
artists to use new digital storytelling tools, such as virtual
reality, augmented reality, video mapping, artificial intel-
ligence or unconventional installations.

Our project has made it its mission to democratize art
and bring it to the attention of the public through tech-
nology, by creating contexts where the people can interact
with art, as a result of the dialogue between contemporary
artists and the new technologies.

Each One Night Gallery edition takes place in a new
space that visitors can discover from a new perspective.
The first edition was in November 2017 and we have
completed 14 other editions since, all in Bucharest with
the exception of only one, which took place in Timisoara.
More than 100 projects were curated during these almost
three years.

© One Night Gallery
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BIENALA INTERNATIONALA DE GRAVURA MICA GRAPHIUM
GRAPHIUM - INTERNATIONAL SMALL ETCHING BIENNALE

Bienala Internationald de Gravura Micd Graphium, un
proiect initiat in 2004 de graficianul Ciprian Chirileanu,
este dedicata tehnicilor de gravura traditionale (tiparinalt,
adancsiplan). Prin participarea artistilor profesionisti, gra-
vori din toatd lumea, evenimentul inscrie orasul Timisoara
in circuitulinternational al gravurii contemporane. Contex-
tul Bienalei Graphium: (1) atelierul de gravurd Graphium,
infiintat n anul 1980 in cadrul Uniunii Artistilor Plas-
tici, filiala Timisoara, a ramas singurul de acest profil din
tard, dupd desfiintarea celui din Bucuresti, in anul 2004
(atelierul Podul); (2) organizarea unui salon de gravura
studenteascd Graphium, in 1995 (prima si singura editie);
(3) demararea la Timisoara, a Bienalei Internationale de
Gravurd Experimentald, in anul 2003.

Initial, prima editie a Bienalei Graphium, numita pilot,
a fost ganditd cu scopul de a atrage principalele orase ale
euroregiunii DMKT (Dundre-Mures-Cris-Tisa), respectiv
Novi Sad (Serbia), Szeged (Ungaria) si Timisoara (Roma-
nia) in mecanismul organizatoric. Fiecare oras organiza
o datd la trei ani, prin rotatie, Salonul International de
Gravurd Micd Graphium, denumirea propusa initial, eve-
niment care putea atrage surse de finantare din cele trei
tari. Dificultatile de comunicare si deplasareintre cele trei
orase, dublate de lipsa de interes a firmelor locale care
motivau dependenta lor de sediul central din Bucuresti,
a restrans aproape total aceasta abordare noud de mana-
gement artistic, care reprezenta o actiune inedita pentru
atragerea surselor de finantare pentru evenimente artis-

Graphium, the International Small Etching Biennale, a
project initiated in 2004 by graphic artist Ciprian Chirile-
anu, is dedicated to traditional etching techniques. The
biennial, attended by professionals from all over the world,
puts Timisoara on the map of international contemporary
etching events. The larger background against which the
Graphium Biennale came to exist: (1) the Graphium stu-
dio, set up back on 1980 by the Timisoara branch of the
Romanian Artists's Union, was the only one of its kind left
in the country once the studio in Bucharest closed down
(the Podul studio); (2) the one and only edition of the
Graphium etching exhibition for students, that took place
in 1995; (3) the debut of the International Experimental
Engraving Biennial in 2003 in Timisoara.

The first edition of the Graphium Biennale, called a
pilot edition, was initially aimed at attracting the main
cities in the DMKT region (Danube-Mures-Cris-Tisa),
thatis Novi Sad (serbia), Szeged (Hungary) and Timisoara
(Romania) into the organization mechanism. Each city
in turn was to hold every three years the Graphium Inter-
national Exhibition of Small Etching, the initial name of
the event, which should thus be able to attract funding
from all three countries. The difficult communication and
travel between the three cities, doubled by a lack of inter-
est from local commercial entities that invoked their de-
pendency of the headquarters in Bucharest, cut short this
new approach on artistic management which was a novel
take on attracting funding for international artistic events

tice internationale organizate in Romania anului 2004,
relativ putine la nivel local si prea putine la nivel national,
cu exceptia Bucurestiului.

Denumirea consacratd, ,Bienala Internationald de
Gravura Micad Graphium”, a fost adoptat3 la editia a doua,
in 2006. Se poate spune astfel cd pentru o perioadd de
patru ani (2003-2006), Timisoara a devenit cel mai
atractiv pol al graficii si in mod special al gravurii din Ro-
mania. Aici au fost prezentate publicului doud bienale
internationale de gravura aparent total opuse prin tehni-
cile promovate (una traditionald, cealalta experimentald),
dar complementare, inclusiv prin alternanta lor anuals,
un fapt rarisim si probabil unicin Europa, cel putin, la care
s-a adadugat colaborarea si sustinerea reciproca a celor doi
intiatori, Ciprian Ciuclea si Ciprian Chirileanu. Intre timp
bienala experimentald s-a mutat la Bucuresti (2007), iar
cu putin timp Tnaintea primei expozitii a bienalei Gra-
phium, editia a treia (2008), coordonatorul s-a retras din
motive personale. Bienala Internationala de Gravurd Mica
Graphium a fost reluatd Tn anul 2017 cu editia a patra, iar
in 2019 s-a incheiat editia a cincea, avand acelasi organi-
zator, Uniunea Artistilor Plastici, filiala Timisoara, respec-
tiv Atelierul de gravurd Graphium.

Organizator: Uniunea Artistilor Plastici Timisoara

LAJ
|~

in Romania in 2004, at a time when funding was scarce,
especially outside of Bucharest.

The name “Graphium - International Small Etching
Biennale” was adopted at the second edition, in 2006.
We could say that, for a period of four years (2003-2006),
Timisoara became the focal point of drawing and especial-
ly engraving in Romania. It was here that two international
biennials took place which, while apparently the opposite
of one another with respect to the techniques promoted
(experimental vs traditional), were in fact complementary,
including by the way they alternated, an extremely rare,
probably unique occurrence in Europe. The collaboration
and mutual support between the two initiators, Ciprian
Ciuclea and Ciprian Chirileanu, could only be beneficial.
However, in 2007 the experimental biennial relocated to
Bucharest and in 2008, shortly before the start of the 3+
edition of the Graphium biennale, the coordinator was
forced to withdraw for personal reasons. The Graphium In-
ternational Small Etching Biennale was resumed in 2017
(4t edition), with the 5% edition following in 2019, both
organized by the Timisoara branch of the Romanian Art-
ists’ Union and the Graphium Engraving Studio.

Organized by: Romanian Artists' Union Timisoara

Vernisaj Kohsei Toshio Yoshizumi, 2006, © Graphium
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BIENALA INTERNATIONALA DE GRAVURA BUCURESTI
BUCHAREST INTERNATIONAL PRINT BIENNALE

facebook.com/bucharestprintbiennale

Bienala Internationald de Gravurd Bucuresti, eveniment
initiat de Uniunea Artistilor Plastici din Romaniain 2014,
reafirmd interesul artistilor din toata lumea pentru rein-
ventarea imaginii gravate si reface traseul dintre traditie,
mdiestrie si artistul secolului nostru, dar desface in acelasi
timp granitele dintre tehnicile gravurii si modalitdtile de
expresie contemporane.

Cea mai recenta editie, desfdsurata in 2019 sub titlul
Crossing Borders, a adus la Bucuresti 125 de artisti din
toate generatiile si de pe toate meridianele, selectati din
peste 300 de inscrisi, asigurdnd astfel diversitatea nu
doar din punct de vedere conceptual, ci si din perspectiva
modalitatilor de folosire a tehnicilor traditionale ale gra-
vuriiin arta contemporana.

Organizator: Uniunea Artistilor Plastici

Bucharest International Print Biennale, organized since
2014 by the Romanian Artists’ Union, confirms the on-
going interest in reinventing printed images and strives
to retrace the path from tradition through craftsmanship
to the 215t century artist, while at the same time erasing
the borders between printing techniques and contempo-
rary means of expression.

The latest edition of BIPB was held in 2019 under the
title Crossing Borders and brought together in Bucharest
125 artists of all generations and from all corners of the
world, selected out of more than 300 applications. Diver-
sity was thus the key word, not only from a conceptual
point of view, but also concerning the means of using tra-
ditional printing techniques in contemporary art.

Organized by: Romanian Artists’ Union
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PERIFERIC
PERIFERIC

facebook.com/AsociatiaVector

Proiectul Periferic a fost initiat in 1997 de artistul Matei
Bejenaru. Lainceput, Periferic a fost un festival de perfor-
mance care a crescut in primele sale patru editii (1997,
1998, 1999 si 2000) pentru a atinge nivelul unui eveni-
ment de artd contemporand cu recunoastere regionald.
In 2001 a fost fondaté Asociatia Vector, care si-a asumat
rolul de organizator al bienalei de artd contemporana Pe-
riferic. Periferic 5 a devenit astfel prima bienala de arta
contemporana organizatd in Romania, apreciatd pentru
eforturile sale si pentru reusita de a se integra intr-o se-
rie de retele institutionale si artistice internationale, dar
si criticatd pentru apropriere necritica a formatului vestic
de bienald.

De aceea, Periferic 6 si 7 au luat forma a ceva diferit
decat s-ar fi asteptat cineva de la o bienala. Presiunea
timpului asupra intuitiilor curatoriale si a reprezentarilor
artistice, apdruta odata cu aproprierea formatului biena-
lei, a fost depasitd Tn favoarea claritatii discursive, astfel
ca primul simptom ca Periferic devine altceva decdt o
bienala clasicd (un proiect cu finalizare o datd la doi ani,
dar care ignord restrictiile impuse de timp?) a fost faptul
ca distanta temporald dintre P6 si P7 a fost de trei ani.
De asemenea, dacd intentiile initiale ale Periferic erau
de a reuni diferite atitudini artistice legate de tema, deja
mult discutata si imposibil de epuizat, a RELATIEI DIN-
TRE CENTRU SI PERIFERIE, si de a crea o serie de discutii
teoretice despre conditiile productiei de arta in contexte

( *"‘g‘_ perifericbiennial.wordpress.com

The Periferic project was initiated in 1997 by Romanian
artist Matei Bejenaru. In the beginning, Periferic was a
performance festival which grew up over the first 4 edi-
tions (1997, 1998, 1999 and 2000) to the level of a re-
gional contemporary art event. In 2001 Matei Bejenaru
founded the Vector Association which took over the or-
ganization of what was to become the Periferic Biennial.
Periferic 5 thus emerged as the first biennial ever to be or-
ganized in Romania and was curated by Matei Bejenaru.
Periferic 5 was widely acclaimed for its efforts and its suc-
cessin integrating in certain international artistic and in-
stitutional frameworks, but also criticized for its less than
critical appropriation of the western format of a biennial.

Therefore, Periferic 6 and 7 took the shape of some-
thing different than what one would expect from a bi-
ennial. The compulsion that time puts on the curatorial
insights and artistic representations, once with the ap-
propriation of the biennial format, has been surpassed in
favour of discursive clarity, so that the first symptom that
Periferic is something different from what one seeks in a
biennial (a biannual project with less restrictions?) was
the fact that Periferic 6 and Periferic 7 were held three
years apart. Also, whereas Periferic ‘s initial intention was
to collect different artistic attitudes related to the diehard
theme THE CENTRE-PERIPHERY RELASHIONSHIP and to
create a series of theoretical discussions about the condi-
tions for art production in marginal cultural contexts, the

marginale, discursul a devenit din ce n ce mai autonom
si mai inovativ prin deplasarea lui spre o analizd mai rafi-
nata a contextului, ludnd in considerare cresterea econo-
mica rapida si prefacerile socio-culturale dramatice din
societatea romaneasca.

Periferic 8 (si ultima) a incercat sd abordeze din nou
conditiile si posibilitatile producerii de evenimente de
artd in Romania, realizdnd in acelasi timp exercitiul unei
auto-repozitionari, odatd cu introducerea unei teme cri-
tice: cum putem implica si educa diferite straturi ale pu-
blicului pentru a facilita un acces deschis si intelegerea
evenimentelor de artd contemporana. P8 a dorit sa
construiasca publicuri locale si astfel a construit o abor-
dare paradigmatica pentru alte initiative similare din re-
giune. Proiectul a cdutat sd Intdreascd constiinta cultu-
rald locald cu scopul de a forma o comunitate civild dina-
mica, responsabild pentru propriul sdu context, sugerand
cd arta contemporana este un domeniu transdisciplinar
acolo unde problemele sociale si politice, care afecteaza
intreaga societate, pot fi discutate.

Organizator: Matei Bejenaru (1997-2001), Asociatia
Vector (din 2001)

Performance Dan Perjovschi, Periferic 2, 1998

\

discourse became slightly autonomous and innovative by
moving towards a more refined analysis of the context,
taking into consideration the fast economic growth and
socio-cultural dramatic changes within the Romanian so-
ciety in the last decade.

Periferic 8 (last edition) attempted to re-address the
conditions and possibilities for producing art events in
Romania while exercising a self-repositioning with the
introduction of a critical theme: how can we involve and
educate different layers of public in order to grant open
access to and understanding of contemporary art events.
P8 aspired to build local audiences and by doing so estab-
lished a paradigmatic approach for other similar initia-
tives in the region. The project sought to strengthen local
cultural consciousness in order to form a dynamic civil
community that feels responsible for its own context and
suggested that contemporary art is a transdisciplinary
field where social and political issues that affect a wide
range of people can be discussed.

Organized by: Matei Bejenaru (1997-2001), Vector
Association (from 2001)

(English version by Periferic)
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BIENALA DE ARTA PLASTICA LASCAR VOREL

LASCAR VOREL ART BIENNALE

Derulata fard intrerupere timp de 23 de ani, Bienala de
Artd Plastica , Lascdr Vorel” a fost conceputd ca un Festi-
val Concurs Bienal National de Arta Plasticd. Prima editie
aavutlocin 1997, dar aceasta a fost de fapt a patra, dupd
o intrerupere de peste 15 ani, a unei expozitii nationale
de artd plastica ce se organiza la Piatra Neamt si purta
numele lui Lascar Vorel. Ajunsa in 2019 la editia a XVI-
a, Bienala Lascar Vorel este una din cele mai prestigioase
manifestari nationale de art3, care a reusit sa aduca la
Piatra Neamt artisti plastici consacrati din intreaga tard.
Lucrdrile de artd premiate au imbogatit colectia de arta
contemporana a Complexului Muzeal Neamt.

Organizatorul bienalei, Fundatia Vorel, infiintatd
in 1996, deruleazad constant proiecte care valorificd si
continua traditiile din domeniul artei si culturii: expozitii
retrospective, expozitii documentare, editare de albume
de autor. In perioada 1998-2008, Fundatia Vorel a orga-
nizat Tabdra Nationald de Arte Plastice ,Nicolae Tonitza"
de la Durdu, care s-a dovedit a fi un experiment reusit,
motiv pentru care Fundatia Vorel doreste reluarea lui ca
0 consecintd fireasca a viabilitatii proiectului Bienalei de
Arta Plasticd , Lascar Vorel".

Organizator: Fundatia Vorel

With an uninterrupted 23 year history, the Lascdr Vorel
Art Biennale was initially conceived as a National Bien-
nial Art Competition. The first edition took place in 1997,
but it was in fact the fourth edition, after a 15 year long
pause, of a national art exhibition organized in Piatra
Neamtand bearing the name of Lascar Vorel. With 16 edi-
tions now completed, the Lascdr Vorel Biennale is one of
the most prestigious national art events and had brought
together established artists from all over the country. The
artworks that received awards at the successive editions
went on to enrich the contemporary art collection of the
Neamt Museum Complex.

The Vorel Foundation, organizer of the biennial, was
established in 1996 and has constantly run projects
aimed at continuing and highlighting artistic traditions:
retrospective and documentary exhibitions, publication
of albums. Between 1998-2008, the Vorel Foundation
organizes the “Nicolae Tonitza” National Art Camp in
Durdu. It proved to be a successful experiment and for
this reason the Foundation intends to resume it and
make it a permanent project, a natural consequence of
the endurance and success of the Lascdr Vorel Biennale.

Organized by: Vorel Foundation

© Fundatia Vorel
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In plind pregétire a proiectului, ne-am trezit in martie
2020 ca intreaga lume s-a inchis. Pandemia a devenit
pentru toti o problema cu mult mai mare. Ne-a pusin
imposibilitatea de a socializa, de aiesi din case, de a
cauta in arhive, de a vedea la fata locului ce e de vazut.

We were working on this project when the world shut
down in March 2020. The pandemic became a much
larger issue for everyone. It made it impossible to
socialize, to get out of the house, to search in archives,
to just go and see what we needed to see. We asked

Ne-am intrebat daca nu cumva e cazul sa renuntam.
Sa punem punct fara sa fi ajuns la concluzii.
Mai mult, proiectele despre care urma sa scriem,
pe care urma sd le prezentdm - n acest volum si in
alte evenimente care, vrand-nevrand, au ajuns sa
ia 0 altd forma decat cea pe care ne-am imaginat-o
initial - erau in aceeasi situatie. Brusc, informatia
cuprinsd in volum nu mai reprezenta chiar
realitatea momentului. Realitatea era un amestec
de panica, uluire, adaptare din mers, supravietuire,
schimbare de prioritdti. Si pentru artisti, si pentru
galeristi, si pentru muzee, si pentru organizatorii de
evenimente.
Cred cd existd o relatie guvernatd de panicd de
ambele parti. In primul rand, artistul s-a vizut
in starea de alerta nevoit sd improvizeze si sa se
adapteze, iar revenirea la atelier se face in conditii nu
foarte clare. Asta presupune ca nimeni nu stie exact
dacd mai are unde expune in perioada urmatoare,
dacd publicul va veni si va gusta cu aceeasi dorinta
produsele artistice. Cumpadratorii nu mai privesc
arta ca pe ceva ce trebuie sd aibd azi, prioritizand
alte domenii pentru investitiile lor, ne spunea Andi
Daislerin vard.

Apoi panica a fost inlocuita de ratiune. La
urma urmei, pandemia nu ne-a luat canalele de
comunicare, ba chiar ne-a ajutat sd descoperim

unele noi. Si ne-a dat un ragaz sd ne gandim. I-am
intrebat pe cei care ne-au oferit materiale pentru
volum despre propriile lor probleme, retete, solutii si
alternative. O parte dintre ele se regdsesc in paginile
urmatoare. Si ne arata putin din imaginea viitorului
lumii artei vizuale. Asadar, proiectul nostru despre
ultimii 30 de ani, care oricum prefigura perioada
urmdtoare, arunca si o lumina neasteptatd asupra
viitorului, asa cum se vede el azi.

Zoom in on what's really going on.

ourselves if it would be a better idea to just quit. To
put an end without having reached conclusions.
What is more, the project we were going to
write about, that we were going to present - in
this book but also in events that, whether we
liked it or not, eventually took a different shape to
what we initially had in mind - were in the same
situation. Suddenly, the information contained in
this book did not fully represent the reality of the
moment. Reality was a mix of panic, stupefaction,
adaptating on the fly, changing of priorities. At
once for artists, for curators, for museums and for
event organizers.

I'think right now the relation is governed by
panic at both ends. On the one hand, the artists
have found themselves forced to improvise and to
adapt and it is not very clear in what conditions
they will be going back to the studio. This means
no one knows exactly if they will be able to exhibit
anywhere in the following period, if the public will
still come or will show the same interest. Buyers do
no longer look at art as something they must have
today, they tend to invest in other things, as Andi
Daisler told un last summer.

Then panic was replaced by reason. After
all, the pandemic did not take away the
communication channels; on the contrary, it
helped us discover new ones. And it gave us time to
think. We asked our collaborators who submitted
materials for this book about their own problems,
solutions, recipes and alternatives. Some of them
are collected in the following pages. And they offer
a glimpse of the future of visual arts. So our project
about the last 30 years, which already hinted at
what is to come, casts an unexpected light on the
future as it can be seen today

Zoom in on what's really going on.
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ANDI DAISLER

Reporter de presa scrisd, radio si TV, membru in
echipa care a/gestionat candidatura Cluj-Napoca
la titlul de Capitald Europeana a Culturii 2021. In
2015 lanseaza, prin Daisler Print House, Lights
On - primul concurs de solutii pentru iluminatul
festiv al spatiilor publice.

Workedin media - printed press, radio, TV.
He was part of the team that developed the
bid for Cluj-Napoca,2021 European Capital of
Gulture;In-2015 helaunches Lights On - the first
competition-for festive illumination solutions for
public spaces.

GEORGE PLESU

Presedintele Asociatiei Culturale Altlasi - care
a dezvoltat proiectele altiasi.ro (din 2008),
iasimulticultural.ro (site, aplicatie de mobil si
catalog) - si directorul galeriei de artd contemporand
Borderline Art Space. A fondat Art+Design, o librdrie
cu carte de artd, arhitecturd si design si platforma
pentru evenimente din zona industriilor creative.

President of Altlasi Cultural Association.=which
developed the altiasi.ro (since 2008) and
iasimulticultural.ro (site, app and catalogue) projects
= and director-of Borderline(Art Space contemporary
art gallery. He recently created Art+Design, a
bookshopselling books on art, architecture and
design-and-platform for events in the sphere of
creative industries.
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INTERVIU IN OGLINDA

Cum au supravietuit artistii, s-a schimbat modul lor de exprimare? Cum au rezistat galeriile, spatiile de arta?

Pentru multe galerii si spatii de artd din jurul nostru
finantarile publice reprezintd o gurd de dxigen atat de
necesara. Din acest punct de vedere, muncipiul Cluj are
o0 pozitie avantajata pentru cd nu a sistat finantarile sec-
torului independent, chiar dacd evenimentele trebuie
organizate putin diferit fatd de toate estimarile initiale.
Toate structurile din subordinea statului-au facut putin
spre nimic pentru a supravietui, (muzeele n-au imple-
mentat mai nimic, salile.de spectacol sunt blocate cu
toate cd banii vin in continuare). De cealatd parte, toti
privatii auincercat sa gdseasca solutii astfel incat lucruri-
le sd mearga inainte pentru toata lumea.

Au fost numerosi artisti care si-au adaptat imediat dis-
cursul siau reusit sa ajungd la noj audiente in aceastape-
rioadd. Evident, ceiale'cdror practici artistice le-au per-
mis unele schimbari. Am remarcat in Romania proiectul
de la White Cuib, inceput de Dan Perjovschi, la care s-au
aldturat peste 20 de-artisti din strdindtate.\E fantasticd
aceastd'capacitate a artistilor de/a surprinde esentaintr-
un desen, intr-o imagine — care foloseste sau nu, text -,
de a transmite sentimente universale.Iar aceasta a fost,
probabil, una dintre cele mai neasteptate descoperiri
pentru cei care se indoiau de rolul artei.

Care credeti ci vor fi in viitor directiile de evolutie in aceste zone: artist/atelier - spatiu de prezentare a
produsului artistic - consumator?,

Arta trece printr-o crizd extrem de profundd, as spune
cd vorbim de una mai profunda decat criza economica,
pentru ca e un domeniu catalogat extrem de gresit in
Romania. Catd vreme nu exista educatie, oamenii nu
vor intelege ce privesc si asta 1i va priva de tot ce vine
impreund cu arta. Spatiile de prezentare a produsului
artistic sunt ‘categoria cea mai. interesantd pentru cd

~multe spatii'noi vor aparea in vreme ce spatii vechivor

dispdrea. E oarecum firesc in contextul n care spatiile
inchise trebuie regandite ca abordare, artele performa-
tive, ca desfdsurare, in vreme ce arealele muzeale stim
de anii trecuti ca sunt pe o pantd descendenta in privinta
atractivitdtii pe care o prezinta publicului larg. Mai ales
acum, dupa luni intregi de stat inchisi in casa, nimeni
nu-si mai doreste sd intre undeva ca sa vada ceva, cred ca
toata lumea mizeaza pe spatiile exterioare.

Am scris un articol in;Dilema veche despreviitorul lumii
artei: e putin probabil’sd mai revenim 'vreodatd la ce-a
fost Tnainte de pandemie. Criza economica care va urma
si reticenta multor oameni de a-si relua activitatea la
parametrii cunoscuti vor produce efecte relevante si in
arta. Targurile de arta, licitatiile, expozitiile sunt Tnpri-
mul rand evenimente sociale. Online-ul - asa cum s-a
vazut dejain aceste luni - nu poate inlocui decat pattial,
incomplet, experienta care-i fdcea pe-multi-sa fie o parte
a aceastei lumi: de la colectionari la artisti, de la directori
de: institutii la curatori; dela_publicul°galeriilor fa_cel al
muzeelor'sibienalelor.
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Cum vedeti evoluﬁa proiectelor artistice?

Ca peinca o provocare. Cred cd vom vedea in continuare
o coagulare a fortelor catre niste zone in care mai exis-
td fonduri si dinamism si cred cd vom vedea colectivizari
interesante de artisti din domenii similare.'La Cluj-Na-
poca, Centrul de Interes prezintd in aceste-momente
exact opusul, printr-o rupturd masiva similara celei din
2016 de la Fabrica de Pensule, artistii care produceau in
spatiile mentionate certdndu-se de la fondurile publice.

Dar cred cd astea sunt doar niste exceptii si majorita-
tea artistilor si-au dat seama de dificultatea stdrii de fapt
sivor lucra impreund pentru cele mai bune rezultate in
aceastd perioadd.

Aceasta perioada; in care am fost obligati’sa he reamin-
tim de fragilitatea existentei noastre, de efemeritatea
lucrurilor dupa care alergam si sd fludm o-pauza de la bu-
siness as usual, va produce efecte'siin lumea artei. M-as
bucura, in planisocial, s fie adoptat intr-un-final un sta-
tut al artistului, care sd-asigure protectie acestei catego-
rit. In|plan personal, mi-am pus/ihtrebarea dacé munca
asta‘de’'misionariat, pe care o facem o mand de oameni
in tard promovand arta contemporana - mult mai putin
interesanta si glam decat cred unii'—; meritd continuata.

Momentan et merg mai departe cu Borderline Art Space
si cu libraria Art+Design, pe care am deschis-o7n octom-

brie 2019, unde, pe langa carte de artd, arhitectura si de-
sign,.gazduim-proiecte expozitionale in format prietenos
siaccesibil pentru public.

TWIN INTERVIEW

How did-artists survive? Were they forced to change the way they expressed themselves? How did galleries
and art spaces cope?

For-many galleries and art'spaces around us public fun-
ding s a life buoy. From this point of view, the city of Cluj
is priviledged because the funding for the independent
sector'was never discontinued, even if events now have
to be different from was initially planned. Public art in-
stitutions have done next to nothing in order to survive
(museums had almost no activity, ‘performance venu-
es are closed, even if the money keeps coming). On the
other hand, all the independent entities have done their
best to come up with solutions so that things could go on
foreveryone involved.

There were quite a lot of @rtists who 'immediately adap-
tedtheir discourse and thus managed to reach new audi-
ences during this period. Obviously, we are talking about
those whose artistic practice allowed such/ changes to

begin‘with. In Romania, I have noticed the project of the

White Cuib Gallery, started by Dan Perjovschi, who was
joined by moreithan 20 international artists. Itis really
amazing - this ability the artists have to capture the es?
sence in a drawing, in an image - with or without em-
ploying text =and to convey universal feelingé_. And this
was, probably, one of the'most-unexpected, discoveries
for those who still doubted the role of art.
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What do you thinl will be the evolution of the relation between artist/studio - spaces for the presentationof
artictic products - art consummer?

Artis going through deep crisis, I would say even deeper
than the economic crisis, because art asra field is.very
incorrectly defined in Romania. As long as educatijon is
lacking, people will not understand what it is they are
looking at and this will deprive them from everything that
art has to offer. The spaces for the presentation of artis-
tic production are the most interesting category, because
many new spaces will pup up while others will disap-
pear. It is'natural, in a way, since indoor spaces will have
to be reconsidered and approached differently, perfor-
ming arts will performing asts as well and we know and
we know for'some time that museums have been losing
their appeal for the public. Especially now, after months
of lockdown, people will be less eager to go indoors to see
something. I think the accent will be on outdoor venues.

I'wrote an article in Dilema veche on the future of the art
world: it is unlikely we will ever-go backto-the way-things
were before the pandemic. The economic crisis that will
come and mdny people'si reluctance to resume their ac-
tivity to the same extent will have relevant impact on art
as well. Art fairs, auctions, exhibitions'are;first and-fore-
most, social events. The online + as we could see during
these péét months =can but particlly, incompletely re-
place the'first-hand experience that made many wish
to be partof this world: from collectors to artists; from
managers to curators; from the public of galleries to the
public of museumsand-biennials.

How do you see the evolution of arts projects?

As yet another challenge. I think we will see a focus on
some areas where there is still funding and energy and
we will withess interesting examples of artists from si-
milar fields coming together. In Cluj-Napoca, the Cen-
ter of Interest is now doing the exact opposite, thereis a

“massive rift similar to what happened in-2016 at Fabrica

de Pensule, the artists who worked in those spaces qua-
relling over public funds:.

But I thinkthese are just exceptions and most artists
realized the gravity of the current situation and will be

. -working together to get the best results possible in these

times.

This period, when we were forced to remember how fra-
gile our existence is, how short-lived thethings we chase
afterand totake a break from businessjas usual, will ripple
into the art world as well. I would be very glad if a status
of the artjsts were adepted, to-offer some protection to
this| professional category. Personally, I'did ask myself if
this missionary work that a couple of us are doing around
the country, promoting contemporary art - much less
interestingand glam than some people would think - is
worth carrying on. For'the moment I'am going forward
with Borderline Art Space and the Art+Design bookshop
that.I opened in October 2019/and where, apart f,r_bm
books onart, architecture and design,” we host friendly
and accessible exhibition projects.
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Suprainfinit Gallery

.. situatia actuald ne-a impins sa reflectdm asupra
ei sisd o deconstruim prinfiltrul curatorial/artistic.
Asadar, doua dintre expozitiile din sezonul de toamna
abordeazd contextul actual si efectele acestuia, una
dintre ele implicand doar artisti din Bucuresti, pentru a
sustine pe cat posibil scena artisticd independenta.

[ithe current situation has forced us to reflect on
itand'deconstruct it through the curatorial/artistic
lens. Therefore, two of our exhibitions in the fall season
focus on the current context and-its.effects. One of the
exhibitions will'only include artists fromBuchatest, in
an attempt to support the independent artistic scene.

Rezidenta BDR Scena9

Spiritul antreprenorial al operatorilor culturali'si
sustenabilitatea proiectelor culturale vor contribui la
supravietuirea ih urmadtorii ani a tuturor proiectelor si
spatiilor culturale.

The entrepreneurial skills of cultural operators and
the sustainability of future projects will contribute to the
suryvival of all projects and cultural spaces in the years to
come,

Centrul de interes

[...] am oferit si continudm sd oferim continut foto-
video cu activitatea artistilor care au lucrat in tot acest
timpin atelierele lor.

[...] we have made available and are continuing to
make available foto and video content on theactivity of
artists who'have been working in their studios/all- this
time.

AnnArt Gallery

Artistii nostri de portofoliu au lucrat intensin
perioada recentelor restrictii, deci avem la dispozitie
un nou fond important de lucrari. Am organizat deja
prima expozitie, Ilfoveanu, cu un mesaj filmat din partea
artistului, care a compensat din plin lipsa traditionalului
vernisaj. Spatiul fizic al galeriei, cu acces la terasd,
ofera siguranta si confort pentru vizionarea , pe viu"
a lucrdrilor - care noud nise pare esentiald pentru
cunoasterea si intelegerea artei. [...] Continudm <.

The artists we represent worked hard while the
restrictions lasted, which-means we have a fresh set
of works. We already organized the first exhibition,
showing works by Ilfoveanu, and avideo message
fromthe artistmore than made up for the traditional
opening. The gallery, with its terrace, offers a safe and
comfortable space to seeartworks -, face toface’ -
which, to us, is the' only'way to knowand understand art.
Wegoon .
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ETA]artist-run space

Publicul online a fost singurul caruia ne puteam
adresa. Ins3 digitalul, prin imaterialitatea si
impersonalitatea sa, nu a parut o solutie viabila
pentru actiunile E T AJ pe perioada restrictiilor. Asa
cum lucrarea artistului nu poate exista fara insemnul
material, asa nici actul de a aduce creatia artistilorin
fata publicului nu poate exista cu-adevarat fara ca ceva
memorabil s se intample, fara fenomenul din cotidian,
fard actul material care sa marcheze ritualicintamplarile
generate de expunerea publicd a lucrdrii artistice.

LOG OUT 2.0 - proiectii video, a avut doud prezente,
una in strada si unain online. S-ar fi putut opta pentru
publicarea creatiilor video in mediul online. S-a vrut
insa interventia efectiva in spatiul real aflat la granita
dintre strada si white cube, mai precis pe cadrul ferestrei
galeriei, acolo unde, in timpul stdrii de urgenta, au
fost proiectate clipurile video a peste 50 de artisti. Cu
aceastd ocazie a iesit la iveald preocuparea artistilor
pentru arta video.

The online public was the only one we could address.
But the digital, immaterial and impersonalas it is, was
not seen as a viable alternative to our activity while
the restrictions were enforced. Just as the artist’s work
cannot exist without the physical.object, bringingthe
artists’ creation to the'public cannot really be without
something memorable happening, without the everyday
phenomenon, withoutthe tangible act that ritually
marks the events generated by the public display ofa
work of art.

LOG OUT 2.0 - video:screenings happened in the
street and online. We could have opted for uploading
the video creations online. But we wanted to have
that actual intervention in the real space somewhere
betweenthe street and the white cube, more specifically
in the gallery windows, where videos by more than-50
artists werescreened duringthe state of emergency.
This also breught to life the artists’ interestin video art:

Asociatia Culturald Contrasens

Am inceput digitalizarea resurselor educationale,
astfel incat acestea sd poata fi accesate de oricine,
gratuit, de pe site-ul nostru de resurse in educatie
www.tmcult.ro

We began to digitalize our'educational resources so
they can be accessed by anybody, free of charge, on our
dedicated website www.tmcult.ro

One Night Gallery

One Night Gallery transforma centrul orasului intr-o
expozitie stradala de new media art.

One Night Gallery turns thecity centreinto a new
media art street exhibition.
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Galeria Anca Poterasu

Am lansat un nou viewing room, cu expozitia A
Room of One’s Own, prezentata anterior la New York. [...]
Alaturi de alte 200 de galerii, ne-am alaturat initiativei
NADA (New Art Dealers Alliance) de a experimenta un
nou format de targ pentru a sprijini galeriile si artistii.
Astfel, am participat la proiectul This is Fair unde
am prezentat, in.camere virtuale, lucrdrile artistilor
Sebastian Hosu, Stoyan Dechev si Aurora Kiraly.

We launcheda new viewing room, with the‘exhi-
bition'A Room-of One's Own, previously shownin New
York.[...] Together with 200 other galleries we joined
the NADA (New Art dealers Alliance) initiative to experi-
ment with a newart fair format to support galleries and
artists.\We were part of the This/is Fair project where we
presented, in virtual roems, works by artists Sebastian
Hosu, Stoyan Decheviand AuroraKiraly.

Fundatia Art Encounters

In luna iunie am demarat un program nou de
mentorat online, dedicat studentilor la arte si tinerilor
artisti. Cei sase mentori din cadrul programului
au fost selectati in urma unui apel deschis de
rezidente artistice, prin proiectul CAMPart, Fundatia
reafirmandu-si angajamentul fatd de scena artisticd
romaneasca, aflata acum intr-un moment dificil.

[:::] rdmanem constienti de limitdrile mediului
digital si de necesitatea unui spirit permanent alert,
critic si flexibil, gata sa gaseasca resursele interne pentru
a ne mentine relevanti siatenti la cei din jurul nostru.

InJune we started a new online mentorship pro-
gramme dedicated to arts'students and emerging ar-
tists:The six-mentors were selected through:an open call
via the CAMPart project, the Foundation confirming its
commitmenttothe Romanian artistic scene which is
going through a difficult patch.

[...] we continue to be aware of the limitations of the
digital space and;of the need toalways bealert, critical
andflexible; ready to.find inner.resources i orderto stay
relevant and attentive t6 what is going onl around us.

Art Safari

Vremurile dificile pe care le-a parcurs lumeala
inceputul acestui an au avut efecte neasteptate pentru
lumea artei. Dar, dincolo de tulburare, pandemia a
adus si inspiratie pentru artisti, arta devenind un limbaj
universal pentru comunicare si sustinere in aceasta
perioadd. Pavilionul Copiilor - ,Art is Your Superpower”
va reunintr-o expozitie speciald, toate lucrarile realizate
de copii in perioada de izolare.

The difficult timestheworld has gone throtigh have
had unexpected-effectsin the art world. But,-beyond the
disturbance, the pandemy hasalso broughtinspiration
totheqartists and art turned into a universal language
forcommunication and support. The Childrens’ Pavi-
lion ~,;Artis Your Superpower”.will show,in aspecial
exhibition, all the artworks childrenhave made during
lockdown.
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Dyptich Art Space

Pe toata durata starii de alerta, activitatea spatiului
a fost exclusiv online, constand in-lucrari video din
expozitiile de anul acesta si de anul trecut, postate
saptamanal pe Facebook. Lucrurile, modulin care vom
face vernisajele, se vor schimba[...] Evenimentele vor fi
mai controlate'si poatevor avea o durata mai lunga.

All through thestate of emergency the activity space
moved onlineiand it consisted of weekely posts on
Facebook with videos from this year's and last year's
exhibitions. Things will change; exhibitions will net be
the same[...] The events will be more strictly controlled
and maybe will last longer. '

Muzeul de Arté Craiova

Odata cu restrictiile; Muzeul de Artd Craiova
aincercat sa fie cat mai prezent in mediul virtual,
pentru a-si tine aproape publicul: a fost refacut site-
ul muzeului si a fost realizat un tur virtual cu toate
informatiile necesare.

Once'the restrictions were put into place, the Art
Museum in Craiova-tried to be-aspresent as possible
online, in order to stay-close to its public: the museum’s
website was redone:and completed with'a virtual tour.

Muzeul de Artd Cluj

Inci din prima s&ptdmana de instaurare a stirii de
urgentd am trecut la un mecanism de comunicare in
spatiul virtual [...] A fosticreat un cont de Instagram si
un canal de YouTube [...] Estein curs de implementare
ostrategie de promovare a patrimoniului si a creatiei

artistice, care sa extindd paleta de oferte deja existentd.

Even in the first week of the state of emergency we
switched to amechanism of online communication
[...] We created a YouTube channel and an-Instagram
account[...] We are working on a new strategy of
promoting oUr heritage and artistic création in addition
tolthe existing offer.

Galeria Romana

in aceastd perioad3 [...] este aproape imposibil 3
reusim sd ne adaptam. Ins3si existenta unei galerii de
artd depinde, in mare mdsur3, de prezenta publicului
si de interactiunea pe care o putem avea cu acesta. Nu
credem ca ar fi pozitiva si viabila o altd modalitate de
adaptare la situatia actuala.

In this period [...}we find it almost impossible to
adapt. The very existence of an art gallery depends, to a
huge extent, on the physical presence of the public and
the interfaction we can have with the public. We/do hot
believe it would be feasible and constructive to try-to
find means to adapt to what is going on.
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Asociatia Daisler, Cluj-Napoca -

Noisuntem un ONG care incearcd sa promoveze
revitalizarea spatiului public print intermediul unor
concepte culturale si creative unice. Pe perioada de
urgenta [...] am devenit voluntari, ne-am concentrat pe
lucrurile cu impact pe care puteam sd le facem pentru
altii. Asa ca ne-am transformat din manageri culturaliin
livratori de ajutoare pentru cei cu nevoi speciale.

We arelan NGO that strives to'promote the'tevitali-
zation of the public space through unique cultural and
creative concepts. During the state of emergency [...] we
turned into volunteers, we focused on things that could
make an impact; on things we could do for'other people.
So we turned from'cultural managers into aid deliverers
to people with special needs.

Jecza Gallery

..amincercatsad péstrém o relatie puternicd si
dinamica atat cu publicul, cat si cu colectionarii,
oferindu-le oportunitatea de a ne vedea toate
manifestarile online, prin intermediul.unor viewing
rooms special concepute, interviuri cu artisti, declaratii
aleartistilor si descrieri detaliate-ale lucrarilor.
Indemn&m publicul nostru s& se implice in discutiile live
cu artistii si curatorii nostri, vrem sa crestem numarul
celordin comunitatea noastrd si sdinitiem noimoduri de
realizare a schimburilor culturale.

we tried tojkeep a strong and vivid relatiopship ||
with our collectors and public by offering them the
chance to see all our shows onlineg, via special designed
viewing.-rooms; artistinterviews, artist talksand detailed
descriptions to all works:-We encourage ourpublic to
engage in live conversations with'our artists apd.cura-
tars, enhance the community and open new ways of
cultural exchange.

LaBorna

Prin natura galeriei urmarim derularea fireasca a
demersului artistilor, iar perioada pe care o traversam
nu face exceptie. Putem sa cartografiem parcursul sau
realizarea lucrarilor siin aceasta perioada de restrictii.

Through the Very nature of the'gallery we-are always
tuned to the artists’ work process and this period we are
going throughis-no exception. We-can still map the pro-
gress of the artworks.

Dr. Joana Grevers, 418Gallery '~

Nuputem decat sd mergem inainte si sa ne
continuam activitatea; avand in vedere responsabilitatea
pe care ne-am asumat-o pentru artistii nostri si viitorul
artei lor.

We canonlygo forward and continue what.we were
doing, keepingin mind the responsibility we took on fdr
our artists and the future of their creation.
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Lia Perjovschi

Cum ma adaptez schimbadrilor?... Cu'calm,
flexibilitate si creativ... eu voi continua ceea ce facem,
dacd eu sau contextul ma voi/ma va impinge la o noud
schimbare o voi face, am o concluzie/statement s& fac
ce pot din ce am unde sunt fard sa uit de ceea ce vreau...

Indiferent ce facem, cred ca eimportant sd
intelegem existenta noastra fragild de oameniin
univers, pe planetd, in'societate, sd intelegem lumea in
care tradim...cred cad e important sa nu uitdam cd totul este
relativ, nimic nu-i ceea ce pare, sd stim ce vrem, ce ne
place, cenu ne placeside.ce, sd fim adevarati, onesti,
sa ne bucurdm de viata..:da, sunt probleme, dar pe cele
pe care le vedem poate cd trebuie sd le rezolvdm, fiecare
cu bune sirele, in context cu bune si rele, sa visam dar
sa-nu uitdm de dimensiunea umana (nimic nu-i putin)
totul depinde de plan, muncg, scenariu, timp, incredere,
entuziasm, lumina...

How do I'adapttochange? ... With calm, flexibility
ahd-creativity... Iwill continue to.do what L was doing,
if L or the context will force me to change I will, it is my
conclusion/statementto do'what I can with what I have,
whereverTam, without forgetting what Iwant to do...

No matter what I do, Tthink itisimportant to un-
derstand our fragile existence of peoplefin the universe,
on the planet, in society,'to better understand the world
we live in... Ithink it is important not to forget that-eve-
rything is relative, nothing is what it seems. We should
know whatwe want, what we like and what we don't
like'and why, to betrue, honest, to enjoy life...'yes, there
are problems, but maybe we should solve the ones we
see. for better or for worse, to keep dreaming without
forgetting otirhumat'dimension (nothing s too little)
everything depends on a plan, on work, on time, trust,
enthusiasm,light...






