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WHY THIS, WHY NOW, WHY THIS WAY?
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 Nițiș, 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.
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 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 seeing in 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.
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ONCE AN ARTIST, ALWAYS AN ARTIST
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.
MAGDA CÂRNECI
Poet and art critic/curator/historian, member of the acclaimed 80s literary generation, Magda Cârneci 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, translations 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 president 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.
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 period 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 Ceaușescu’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 artistic 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 generation” 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 generation, made up of Romanian practitioners of visual arts from the fields of graphic design, publicity, film, TV, comics 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 environment of a solid opposition to the dominant, “transitional”, political and cultural framework. It is when the Soros Centre for Contemporary Arts opens in Romania and an awareness 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 technologies and the one to do with institutions and the reconversion of the artistic world. The two layers are obviously connected, directly or indirectly, to the local and international 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 artistic techniques become generalized – video art, digital art, multimedia art – to say nothing of photography, installation and performance, whose development in Romania, although started as far back as the 70s and timidly manifest in the 80s (due to censorship), take visible shape after 1989. Apart from these, new opportunities appear for artistic intervention in more and more unconventional spaces, drastically changing both the ways artistic productions 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 issues, 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 culture that is increasingly more self-aware.
From a general aesthetic perspective, the most visible and innovating direction of this period is the one that abandons the idea that the artwork is a self-sufficient, self-centred entity anchored into the classical concepts of perfection, 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 conception and production of the artistic object, towards the artistic gesture that allows for fragmentariness, for temporariness, 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 immediate 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 different directions that were explored more than any others 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 repository 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 complete perspective of the period in question, that way it was outlined – provisionally and rather somberly – in the Transitionland 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 couple of major events, among which the war in former Yugoslavia, Romania’s accession to NATO and later to the European Union – the institutional structure in the field of visual arts also experienced a number of spectacular fractures and resettlings. The relation between the state and the private 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, diminished 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 Contemporary 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 aggressive polarization of the local artistic environment between 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 implanted 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 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 “underground” or “alternative” pre-1989 art became – through increased visibility and publicity, through constant institutional promotion – the dominant discourse, even the “official 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.
After a first, timid emergence in the 90s of a series of art galleries supported by various local and international institutions 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 alternative 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 contemporary 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 connoisseurs and art collectors.
This path, far from straight and difficult to systematize, was dotted with extremely tense moments and media scandals caused by a number of exhibitions that, through their topics, touched upon previously unapproachable areas 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 successful 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, Timișoara or Iași.
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 Iași, Bucharest Biennale or the International Biennale of Experimental Engraving (started in Timișoara and later continued 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 environment to mirror international cultural behaviour and practices.
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 Ghenie, Geta Brătescu, Victor Man, Irina Botea, Călin Dan, Daniel Knorr and others. The new generation of artists in Romania are more and more detached from the national past and increasingly connected to the transnational visual present. Young Romanian gallerists make bold appearances 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 transformation of local cultural mentalities. It is not always easy to discern the areas of discontinuity of a local artistic behaviour 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 untranslatable 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 uninterested 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 requirements of a market economy impregnated by immediate and marketable visual content.
Throughout these past 30 years, apart from “alternative” 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 articles 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 for video 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 increasingly unstable and unsettling socio-political reality. The ideal or requirement of an art anchored into the most accute issues in society remains a goal still to reach…
If the “socialist realism” of the communist era was replaced by a capitalist realism, even a “socialist-capitalist neo-realism”, as practiced, for instance, 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 homogenous and dominated by global economy, where historical, political and cultural differences currently perceived as highlight-worthy exoticisms cultivated for the sake of difference will in time disappear completely?
COSMIN NASUI
Specialist in art history – particularly the 20th 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 în Romanian Communism Panorama, Polirom Publishing House (upcoming); Petre Abrudan – Painters’ Colony Baia Mare 2019 (2019); Mass Culture in the “Golden Age”: Cîntarea României & Cenaclul Flacăra, PostModernism Museum Publishing House (2019); Eroticism in Romanian Modern and Contemporary Art, PostModernism Museum Publishing House (2014); Colorând griul/Colouring the grey, Vellant Publishing House (2011).
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 maintains to a large extent not only the structure it had before 1989 (cultural ministry, national, regional, county and local museums, culture houses, culture departments under the authority of local and county councils, the Artists’ Union (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 middle artistic tier. The institutions mostly abide by the “providential person” policy, meaning those persons gifted with artistic genius and even administrative in the more romantic 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 at intellectuals, 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 “export” subject.
Deeper problems such as a transparent use of public funding for art purchases or commissions and for exhibitions, a copyright legislation, a statute of the artist, the conservation and restoration of cultural heritage, the authentication, 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 communist 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 functioning after 1989 on the basis of the same legal statute outlined back in 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 institution lost not only real estate – galleries, residency spaces, workshops, land – but also movable goods and bank deposits (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 Mănescu – 1991; Nicolae Alexi – 1992; Alexandru Ghilduș – 1999; Zamfir Dumitrescu – 2002; Șerban Dumitru – 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 members in 2000.
Cultural and artistic heritage bewteen law and outlaw
There are still sensitive issues related to the delay in setting 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 mobile 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 functioning of museums and public collections. Many institutions, among which the Art Museum Cluj-Napoca (Bánffy Palace), the County Art Museum Brașov, the Contemporary Art Museum Galați, 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 the equivalent of 15 millions euro per year, the necessity for the authentication and appraisal of artworks is also addressed. Until 2013-2014 art experts and evaluators are only licensed by the Ministry of Culture. Only after the creation the Romanian Association of Art Experts and Evaluators (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 Evaluators, which “includes over 30 ANEVAR-certified evaluators 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 Federation.
Movements, groups, opposing parties
An argument in 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 connection 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 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 polemics for the sake of polemics.
There is, as I hinted at above, continuity even with respect to artistic groups that had been established before 1989. The most important such groups – kinema ikon, Prolog and 9+1 – continue to be active and enjoy success.
The Anastasia Foundation, led by painter Sorin Dumitrescu 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, established 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 exhibitions, biennials, festivals and artistic residencies where the selection was based on applications or project submission. Basically, these groups are mostly active in events funded in this manner and often their artworks are context-specific.
Naturally, new groups spring up on generational criteria, created by university students or alumni: Crinul, Pâlnia, 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 National Office for Documentation and Art Exhibitions faces competition from the Artexpo Foundation and both are managed by Mihai Oroveanu (son-in-law of Leonte Răutu 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 involvement from the controversial prime minister Adrian Năstase that the National Museum of Contemporary Art was established, managed by Mihai Oroveanu and Ruxandra Balaci.
Călin Dan also played an essential part in the ”privatization” of the ARTA magazine and its archives. Following the tragic disappearance of Mihai Drișcu and after a brief term as editor-in-chief by Dan Grigorescu, Călin 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 circle of artists. The archives (representing, according to Călin Dan, some 600 kilos of file boxes) is transferred and ”privatized” by the subReal group, and used so the group could have access to a series of scholarships, the first among them at Künstlerhaus 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 evidence 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 Art is established, whose director, between 1992-1995, was Călin Dan, the last editor-in-chief of the magazine. It seems equally far from accidental 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 archive 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 during which it was inaccessible, in the Documentation and Digital Memory section of the Contemporary Art Museum, as well as in antique shops around Bucharest. And the sanitized 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 începem [we begin, Ro.], where artistic discussions 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.
It is in the same decentralized context that Balkon contemporary art magazine appears in Cluj, a collaboration with the homonymous magazine in Budapest. With the 14th issue (2003), it changes its name to IDEA artă + societate, 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 ”Cântarea României”, whose final edition took place in 1989, is often referred to, even after 30 years, especially in order to point out, by comparison, the insuccess of national cultural programmes.
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 Timișoara – Studentfest, Gata Festival in Bucharest, CineMaIubit Film Festival in Bucharest among others.
In the ”experimental” progressive area, after having organized the Medium exhibition in Sf. Gheorghe in 1981, artist Baász 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 taking place in Timișoara 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 marking 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 emergence of the art market.
A new framework for art funding: CSR, banks and pharma
During the process of accession to the EU, the mechanisms behind the private funding phenomenon are shifted. 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, culture in 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 a bizarre contamination of corporate-type cultural events with ”glamor”, ”hipster”, ”artsy”, ”lowbrow” components. Street art itself (associated in the 90s with vandalism) becomes a sort of official visual communication tool for companies 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 Pavilion 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 Residence space, Scena 9 magazine and online platform; Romanian Commercial Bank/Erste Bank launched tranzit.ro with locations in Cluj, Iași and Bucharest; Catena pharmacy chain funds Fildas Foundation, Senco Gallery and Senso TV media outlet; Roger Akoury, shareholder of the SensiBlu pharmacy chain, creates the Museum of Recent Art; in 2015 businessman Ovidiu Șandor founds Art Encounters Foundation, which has been organizing the homonymous biennale in Timișoara. OMV Petrom funds the participation of Romanian galleries at Vienna Art Fair, a type of client 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 after the 1989 moment, the first retrospective initiative does not belong to a platform or to a museum, but to Artmark auction house, which had been opened back in 2007 through its own foundation, Art Society (along the lines described above) and had quickly and decisively occupied the top position on the Romanian art market. The X20 exhibition, curated by Liviana Dan, Adrian Guță and Erwin Kessler and presented by a showbiz VIP, Mihaela Rădulescu, with a promised budget of 80,000 euro, never took place. After countless procrastinations, artists backing away from it and dissent withing the curatorial team, Art Society did organize in 2012 Artistul și puterea with a team made up again of three curators: Ruxandra Garofeanu, Dan Hăulică and Paul Gherasim. This exhibition, however, focused on a different period: 1950-1990. ”Six hundred paintings by almost two hundred and fifty painters 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 consequences 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 disputes were precisely those meant to preserve the memory of the fight against communism: Rebirth Memorial – Eternal Glory to the Heroes of the 1989 Romanian Revolution created by Alexandru Ghilduș 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 competitions organized by the Romanian Orthodox Church for the National Redemption Cathedral complex are also vividly remembered. There was also controversy around the competitions for proposals to design monuments dedicated to the 100th anniversary of the Great Union, in 2018. Sculptor Mihai Buculei is successful in having the monument he created installed in the city of Alba-Iulia, while Ioan Bolborea fails to have his controversial project approved for the Alba-Iulia Square of Bucharest, as it remained stuck in a legal battle against Bucharest City Hall.
Private museums
Pavel Şuşară 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 20th century Romanian art is to be understood, maintaining the perspective of the post-1989 canon that, either by poetic force or by sarcasm, established modern, experimental 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 interpretations, 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 context in 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 Romanian 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 opposition 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 predicted 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, Constantin Pacea, Ingo Glass, Decebal Scriba, Dorin Creţu etc. A solid programme of exhibitions of Romanian artists from around the world was organized by Ruxandra Garofeanu at Dialog Gallery in 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 exhibitions 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 develops a culture-oriented phenomenon, a spin-off of the protests 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 during 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 Romanian 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 denominator of the grand cultural programmes was the lack of transparency, of flexibility and coordinated vision. Between 2017-2018, the Centennial programme, launched in 2017, saw no less than four successive ministers in office – Ionuț Vulpescu, Lucian Romașcanu, George Ivașcu, Valer Daniel Breaz – and various persons in charge of the cultural programmes. The final official version, put forward by George Ivașcu, extended the anniversary to cover the period 2018-2020.
Europalia Romania also occasioned various changes of the management teams, including changes of the institution 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 Romanian Cultural Institute, while the general curator/the curatorial team were appointed and then changed five times: first a body of several people, then Maria Rus Bojan, Ovidiu Șandor, Carmen Ducaru and finally Liliana Țuroiu. Naturally, the artistic content mirrored these changes. The main exhibition, “The Sublimation of Form”, dedicated to Constantin 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 applications (Alba Iulia, Arad, Bacău, Baia Mare, Brăila, Brașov, București, Cluj-Napoca, Craiova, Iași, Sfântu-Gheorghe, Suceava, Târgu-Mureș și Timișoara). Out of these 4 were shortlisted for the final stage of the competition, in December 2015: Baia Mare, București, Cluj-Napoca and Timișoara,” according to the Ministry website. It was an occasion that motivated city halls and local administrations to initiate, in some cases for the first time ever, cultural strategies, programmes for local cultural institutions, cultural policies etc. [In Timișoara, the city that eventually won the competition – editor’s note], under the title Timișoara European Capital of Culture 2021, reforms are currently under way at the level of cultural institutions, modernization 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 appendices containing official documents, open letters or petitions that have marked the first 30 years of the post-communist era.
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THE ART SALON, FROM NATIONAL TO OFFICIAL AND BACK AGAIN1
When it did not rest, as was the case before 1990, directly under the broad and comfortable umbrella of the Cântarea României Festival, the Art Salon, either national or municipal, would claim of its own accord, given its many conditioned 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 acquiescence 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 entries. Painters, sculptors, graphic artists and others, incapable 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 natural incapacity to reflect the living phenomenon, or by deliberate oversights and a purposeful manipulation of the 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 suspicion, but were scornfully eliminated from the sphere of public interest. Thus, the Salons did nothing else but flatter 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 communism was formally gone; unruffled and set in their officially-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 genres – those immemorial genres, that is – it implicitly stated that there is nothing else in Romania except painting, sculpture, engraving and decorative arts, with their various subcategories. Not to mention there was also a Youth Salon, because, according to the paternalistic logic of the totalitary state, the biologically and especially ideologically 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 sufficiently 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 accordingly: 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 also joined curatorship, in the shape of a collective of curators, an institution, and the only one who could be properly 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 hypothetical, it was inevitable that the phenomenon should disappear, 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 on irrelevance, 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 propaganda 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 at a mammoth exhibition, at a National or Municipal Salon, invariably placed under the same label of the high patriotic 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 artistic 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 manifestation – typical of the Municipal Salon, that survived the national one – to the global meaning of the phenomenon, to the artistic sector seen as a clearly defined social and human segment.
If such an event had taken place earlier, that is, immediately 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 Salons in 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 preconditions for such global events? Are they capable of living through their own project and breaking away from the burden of memory that we just mentioned here? The answer is, most categorically, affirmative.
Today’s National Salon has nothing more to do with the intentions and spirit of the Cântarea României 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 effort of recuperation and a certain romantism inherent in continuity, the reason and meaning of the current version of the Salon must be searched elsewhere, that is in the here and the now, and its aspirations – because its presence is nothing but a cog in a larger wheel – must also be evaluated starting from the state of Romanian arts today.
The National Art Salon is born as an immediate reaction to the centrifugal tendencies, to the excessive individualism, to the danger that the phenomenon might split into a million pieces and, at the same time, to the danger that artists might come together into ideological and pragmatic groups, sometimes impenetrable to the brink of autism. In other words, the National Salon is the revolt of the artistic environment against the danger of its own dissolution caused by the artist’s daily struggle to survive.
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AN ART BIENNALE FOR ROMANIA’S IMAGE
After a two-edition hiatus (1984 and 1986), when Romania is absent from the Venice Art Biennale while under the terror of complete cultural shutdown, the Romanian Pavilion miraculously reopens in 1988, ten days late. Artist Napoleon Tiron performs multiple roles: artist, curator (the real commissary of the exhibition, Dan Hăulică, is denied a visa) and art critic. He single-handedly mounts the exhibition 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 Spătaru – 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 exhibitions, two well-established artists. But while Tiron’s exhibition is a breath of fresh air at a time of institutional (self)censorship, Spătaru’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 emigrated 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 sculpture, 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 Romena di Venezia hosts a parallel exhibition of young artists, the 80s generation, curated by Adrian Guță.
1999 marks a turning point for the Romanian presence at the Biennale, both at an institutional level and with respect 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, followed by Dan Hăulică, barring the 1993 edition curated by Radu Varia), 1999 introduces the open call for the selection of the project that will represent Romania at the Biennale. 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 latter is 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 melts into a paste of unknown like in Gherasim Luca’s poem Passionément, where words gather but temporarily into meaningful sentences. Dadaism seems to unintentionally set foot into the Romanian pavilion.
The following two editions – 2001 and 2003 – are noteworthy for the first-time exhibition of new media: video art in 2001 and net art in 2003, coinciding with a boom of new media presence on the Romanian art scene of the time.
European Influenza, from 2005, marks another important milestone, that of extreme curatorial decision: the Pavilion 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 international press sees it as a “grand anti-art gesture”.
Low-Budget Monuments, 2007, is a triumph at a different level: the theoretical discussion on the issue of monuments through a discourse against monumentalization. Two years later, it is time for a show devised in collaboration with a group of architects, a project that tackles the exhibition space as “a world set on stage,” as described by curator Alina Șerban 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 Retrospective 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 original, 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 Brătescu retrospective marks another first: such a complex artist in 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 pandemic rewrites history, including the history of art institutions. 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 entrance hall, the walls, the floor) and enriched it with one or several gestures. This year we should have had an Architecture 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 representation? Who is capable of representing “us” most accurately in the House of Romania, aka the Romanian Pavilion at the Venice Biennale? If up until 1989 we had “sober”, compliant 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 exhibitions that faced a surprising reception in Romanian media, dominated sometimes by controversy and sometimes by a rather ignorant response from the public. There were moments 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.
1990 (44th edition)
Commissary: Dan Hăulică
Artist: Mircea Spătaru
1993 (45th ed.)
Commissary: Radu Varia; assistant commissary: Coriolan Babeți
Artist: Horia Damian
1995 (46th ed.)
Commissaries: Dan Hăulică, Coriolan Babeți
Artists: George Apostu, Ștefan Bertalan, Mihai Buculei, Maria Cocea, Roman Cotoșman, Doru Covrig, Darie Dup, Ovidiu Maitec, Paul Neagu, Ion Nicodim, Neculai Păduraru, Constantin Popovici, Mircea Roman, Napoleon Tiron, Aurel Vlad, Marian Zidaru
Title: The Heritage of Brancusi in Romania
1997 (47th ed.)
Commissary: Dan Hăulică; assistant commissaries: Coriolan Babeți, Adrian Guță
(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 (48th ed.)
Commissary: Judit Angel (Romanian Pavilion), Horea Avram (Casa Romena)
Assistant commissary: Aurora Dediu; honorary commissary: Dan Hăulică
Artists: Dan Perjovschi, subREAL (Pavilion). Alexandru Antik, Mircea Florian, Dan Mihălțianu, Nicolae Onucsan, Alexandru Patatics (Casa Romena)
2001 (49th ed.)
Commissary: Ruxandra Balaci; assistant commissary: Raluca Velisar; curators: Ruxandra Balaci, Sebastian Bertalan, Alexandru Patatics
Artists: Context Network, Gheorghe Rasovszky
2003 (50th ed.)
Commissary and curator: Călin Man; assistant curators: Raluca Velisar, Adela Văetiși
Organizer: National Museum of Contemporary Art
Artists: Călin Man / kinema ikon.
Title: Alteridem. Exe.2
2005 (51st ed.)
Commissary: Marius Babias
Artist: Marius Babias
Title: European Influenza
2007 (52nd ed.)
Commissary: Mihai Pop; assistant commissary: Bertha Niculescu; curator: Mihnea Mircan
Artists: Victor Man, Cristi Pogăcean, Mona Vătămanu&Florin Tudor
Title: Low-Budget Monuments
2009 (53rd ed.)
Commissary: Monica Morariu; curator: Alina Șerban; assistant curator: Livia Pancu
Collaborators: Alex Axinte, Cristi Borcan, Livia Andreea Ivanovici. Project manager: Mirela Duculescu
Artists: Ștefan Constantinescu, Andrea Faciu, Ciprian Mureșan
Title: The Seductiveness of the Interval
2011 (54th ed.)
Romanian Pavilion
Curators: Maria Rus Bojan, Ami Barak; catalogue editor: Bogdan Ghiu, collab. with Timotei Nădășanu (IDEA Art+Society)
Artists: Ion Grigorescu, Anetta Mona Chișa, 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 (55th ed.)
Romanian Pavilion
Curator: Raluca Voinea
Artists: Alexandra Pirici, Manuel Pelmuș
Title: An Immaterial Retrospective of the Venice Biennale
New Gallery of the Istituto Romeno di Cultura e Ricerca Umanistica
Curator: Anca Mihuleț
Artists: Apparatus 22, Irina Botea and Nicu Ilfoveanu, Karolina Bregula, Adi Matei, Olivia Mihălțianu, Sebastian Moldovan
Title: Reflection Centre for Suspended Histories. An Attempt
2015 (56th 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, Ștefan Sava, Larisa Sitar
Title: Inventing the Truth. On Fiction and Reality
2017 (57th ed.)
Curator: Magda Radu
Artist: Geta Brătescu
Title: Apparitions
2019 (58th ed.)
Curator: Cristian Nae
Artists: Belu-Simion Făinaru, Dan Mihălțianu, Miklos Onucsan
Title: Unfinished Conversations on the Weight of Absence
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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 enthusiasm. Artistic projects were quick to spring up and the foundations 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 process of selection when it came to reflecting artistic activity, 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 languages (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 Maria Magdalena Crișan, 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 special experience, unique to this day, a total, intense experience 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 Iosif Sava, outstanding cultural and television personality. He had been no less impressed by sculptor Laurențiu Mogoșanu’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 confrontation between artists and art critics belonging to different generations. The show was hosted by Catacomba Gallery, with Laurențiu Mogoșanu’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 critics and I made a case for young critics – and artists, for that matter – who needed the support of their professors and colleagues who had already made a name for themselves. The show sparked controversy, as its host always hoped it would. For myself, the immediate consequence came towards the end of 1997 when I was 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 project, managed to organize such openings every Saturday for five months. Those were probably the most beautiful times for me as a TV journalist. When Iosif Sava was forced to retire 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 talent, by the value and responsibility of the creative gesture (of the artist and 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 museums. During the same period I ran another project on fine arts news, called Rainbow (Rogvaiv), which combined several formats: reportage, newscast, exhibition review, artist 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 expression. In the first decade of the 21st century Cultural still aired magazine-type programmes that included reports on visual arts. Carmen Bărbulescu is one of the jounalists doing arts shows during that time. I find it worth emphasizing 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 specialization 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 proliferated, 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: Contemporanul, 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 cities around the country, helping information travel fast and unhindered, even if we were still at the dawn of the digital era. Now, three decades later, there are very few cultural 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 publications remaining, while magazines dedicated to visual arts have long since disappeared. The exception is the ghostlike ARTA magazine. Only a couple cultural publications still appear in print and their circulation is often very small: Contemporanul, Observator cultural, România literară. 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 produced 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 presented for several decades by the art critic Aurelia Mocanu. Nowadays, the name most often associated with presenting a visual arts agenda on Cultural station is that of art critic Roxana Pârvulescu. It appears that, of all media languages, 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 regional private TV stations, which offer much better coverage to the arts, unfortunately for a much smaller audience.
At the end of three decades of freedom, the conclusions one might draw regarding the relation between arts and the mass media is less than encouraging. The enthusiasm I 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 increasingly narrow niche. And the effects of this are visible everywhere in society.
ROMANIAN ARTISTS’ UNION
The Romanian Artists’s Union (UAP) is a non-governmental 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 phenomenon, as well as to protect and promote the interests of its members. The creation in 1995 of the National Alliance of Creative Unions (ANUC), with UAP as one of the founding members, contributed to redefining the purpose 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 out in monthly issues between 1954 and 1989. Between 1990 and 1993 a few more issues came out in a new format, after which the publication was suddenly discontinued 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 publication dedicated to visual arts in Romania, constantly reflecting the agenda, interests, trends, accomplishments and triumphs of Romanian artists. It was the only professional, systematic and (as far as possible) comprehensive 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 intercultural dialogue and facilitates the knowledge and understanding 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 Plastic – CFP). Currently, CFP houses, apart from production spaces, 7 art galleries (Nicodim Gallery, Sector 1 Gallery, 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 interdisciplinary communication between artists, art critics, collectors, media representatives, curators, intellectuals and researchers. The Centre aims to be both an educational space for scholars, students and intellectuals in general and an important resource of information on the Romanian cultural scene in all its aspects for a broad audience, through a generous and diverse offer in the field of visual arts.
It will include a permanent collection of contemporary art, exhibition venues, a multimedia space for intercultural activities, decorative arts workshops open to the public (ceramics, glass, textiles), engraving and conceptual and interactive drawing, artist studios, a residential area for artist mobility programmes, commercial art galleries selling contemporary artworks, an auction house etc. It will also have a Documentary Centre with a library, an art library, a document archive, a contemporary art archive, 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 Exhibition carries on the tradition of the Official National Exhibitions initiated by Romanian artists as far back as 1964 and brings together the newest experiments and preoccupations of visual artists from all genres.
The intention is for the Exhibition to become international, 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 together in 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 stimulating 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.
The Visual Arts Centre – MULTIMEDIA
A a project that aims to identify and present a local aesthetic that, through the topic it approaches, the artistic language it employs and the exhibition and curatorial discourse it adopts, constitutes itself into a current tendency in contemporary visual culture. Young artists spanning a broad array of genres – from painting and drawing to performance 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 integrate marginal areas less commonly associated with cultural events.
Arts around the country
Activity in the field of visual arts is not restricted to Bucharest and various well-establisged events take place annually or biennially in cities like Cluj, Iași, Timișoara, Oradea, Arad, Baia-Mare, Ploiești, Râmnicu-Vâlcea, Târgu-Jiu, Buzău, Târgoviște, Ploiești, Focșani, Bârlad, Turnu-Severin, Brăila, Galați etc.
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’ Union is to display and sell artworks by the union 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 – Bistrița; the Art Gallery Sibiu; Art Gallery no.1 – Satu Mare; the Art Gallery Alba Iulia; the Art Gallery Baia Mare; the Art Galleries Brăila; the Art Gallery Ploiești; the Art Galleries located in the Palace of Culture,Târgu Mureş; the Art Galleries Tulcea; ”Agora” Gallery – Reșița; ”Apolodor” Gallery – Drobeta-Turnu Severin; the Art Gallery of the City of Hunedoara; ”Artex” Art Gallery, Râmnicu Vâlcea; City Gallery – Suceava; Painters’ Colony – Baia Mare; ”Cupola” Art Galleries – Iași; ”Delta” Gallery – Arad; ”Europa” Gallery – Brașov; ”Forma” Art Gallery – Deva; ”Geneza” Gallery – Moinești-Bacău; ”Helios” Art Gallery – Timișoara; ”Ion Andreescu” Art Galleries – Buzău; ”Ion Frunzetti” Gallery – Bacău; ”Ion Irimescu” Gallery – Suceava; ”Ion Nicodim” Gallery – Constanța; Exhibition Pavilion – Mamaia; ”Lascăr Vorel” Art Gallery – Piatra Neamţ; Metopa Art Gallery – Piteşti; Municipal Art Galleries – Târgu Jiu; ”Nicolae Mantu” Art Gallery – Galaţi; the “New” Gallery – Bacău; ”Theodor Pallady” Art Gallery and ”Tonitza” Art Galleries – Iași; „Subsol – Casa cu Arcade” Gallery – Sf. Gheorghe etc.
Among the oldest and best known galleries of the UAP in Bucharest: Căminul 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 temporary 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 Association, 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 experiment 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 workshops in 11 different locations around Bucharest: sculpture workshops (bronze foundry, stone carving etc.), ceramics, textiles, glass, engraving. The complex of multifunctional buildings at 29 Băiculești Street was erected between 1966-1972, replacing the small workshops by a single large enterprise. It was here that artists could have their designs executed using around 18 different technologies. In 1972 the production of a broad range of painting colours began (oil, tempera, gouache, watercolour), 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 institutions as well as for UAP members who could have catalogues, 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 largest specialized production facility in Romania.
I SHOW, THEREFORE I 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 or in an attic.
ANTIGONA SILVIA ROGOZEA
Specialist in 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 Bistrița 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 Bistrița, a success story of a rundown monument reconverted into an active cultural space.
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”, displaying 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 outlining of both forms and content.
The generalized chaos in Romanian society and the dramatic moments that characterized the “transition period” (1990-1997) had immediate effect on the vision and mission of art towards active involvement in social and political life, leading to a change of paradigm where the very role and function of art is concerned; as a result, the artistic discourse gained then the freedom and courage to be critical and to perform exorcisms. Mature and experienced, but also knowledgeable as to the working of the institutions, artists of the 1980s generation redefined their positions 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, Căminul Artei, Orizont, Galateea in Bucharest, Helios in Timișoara, 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 collective manifestation of the spiritual direction in Romanian art is the Filocalia exhibition, organized by Alexandra Titu and Sorin Dumitrescu at the TNB in 1990 and 1991, Filocalia I even including fresco fragments from churches Ceaușescu had demolished in the late 1980s. Ioana Bătrânu, Mircea Tohătan, Mihai Sârbulescu, Ion Grigorescu, Teodor Graur, Olimpiu Bandalac, Horea Paștina – 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 Păduraru, Mircea Spătaru, Napoleon Tiron and Andrei Pleșu) and their guests (Călin Beloescu, Darie Dup, Gruia Floruț, Mihai Sârbulescu, 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 Călin Dan, Teodor Graur, Ion Grigorescu, Iosif Király, Dan Mihălțianu, Constantin Petrașchievici. It was followed that same year by Sexul lui Mozart (Mozart’s Sex) at Etaj ¾ Gallery, organized by subREAL Group and curated by Călin Dan. The Museum of Art Collections Bucharest shows cARTe. Cartea ca obiect, organized by Dan Perjovschi, Geta Brătescu, Radu Igazság, Ileana Ploscaru, Roxana Trestioreanu and Andrei Oișteanu. In Timișoara, the Art Museum and Helios Gallery show Stare fără titlu, organized by Atelier 35 and Alb 16 Group (Ileana Pintilie, Sorin Vreme, Tiberiu Giucă, Ioan Oprescu, Simona Nuțiu), as well as European creation and synchronism. The artistic movement in Timișoara in the 1960s-1970s at the Art Museum Timișoara, curator Ileana Pintilie, a retrospective of the neo-avant-garde in Timișoara 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 Balász Imre and carried on until 1999 by Ütő Gusztáv, while the first edition of the Contemporary Art Symposium organized by Maxim Dumitraș at Sângeorz-Băi 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 between 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 Călin Dan (1993-1995); G@D Photogallery is established in the same year in the ONDEA spaces at the National 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 Comănescu, Mona Vătămanu and Florin Tudor, Ștefan Cosma or Alexandra Croitoru.
The Contemporary Art Department of the National Art Museum, led by Ruxandra Balaci, is operational between 1994 and 2001 and organizes major retrospectives and publishes catalogues for artists such as Ion Bitzan, Geta Brătescu, Ion Grigorescu, Paul Neagu or Horia Bernea. In 1994 Mihai Oroveanu establishes the Artexpo Foundation with the intention of attracting funding and support for artistic projects, while also collaborating with ONDEA and G@D. The Art Museum Timișoara organizes the Orient-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 renamed International Centre for Contemporary Art – CIAC (and will lead the institution between 1995-1997); the first edition of the Zona International Performance Festival, curated by Ileana Pintilie, takes place in Timișoara. 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 Anghel, Art Museum Arad, 1995; Romanian Avant-garde, curator Alexandra Titu, Alfa Galleries, Bacău, 1996; Gărâna International Sculpture Symposium. organized by Arca Foundation, 1996-1997; INTERARTeast Contemporary Art Symposium, Open Studio, organized by Contemporary Art Foundation Târgu Mureș, CIAC, and UAP, 1997; the Comparative Art Museum in Sângeorz-Băi is established, organized by Maxim Dumitraș and the Tranzit Foundation in Cluj-Napoca; in Iași, artist Matei Bejenaru, through the Vector Foundation, initiates Periferic Performance Festival (1997-2009), which in 2001 became Periferic Contemporary 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 projects aimed at the reactivation, along contemporary/experimental 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, showing works by Marcel Bunea, Vioara Bara, Ioan Burlacu, Ilie Boca, Onisim Colta, Zărnescu, Ioan and Teo Mureșan, 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 Nicolae Comănescu, Alina Pențac, Dumitru Gorzo and Angela Bontaș, later joined by Alina Buga, Florin Tudor and Mona Vătămanu; the Cutter group (initiated in 1997) turns into Studio 468 (Mădălina Anton, Gabriela Boiangiu, Cristina Coleașă, Claudiu Constantin, Marius Frățilă, Ioan Godeanu, Cosmin Grădinariu, Anca Ignătescu, Cosmin Manolache, Sergiu Negulici, Dan Panaitescu, Ionuț Popa, Alexandru Petreanu) and founds the Construction and Deconstruction Institute, a pseudo research and artistic action institution; Super us group is created in Cluj, later turned into Version (1998-2005: Mircea Cantor, Ciprian Mureșan, 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: Nonstop 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 funding for independent projects since 2000. Around the country, new organizations and spaces pop up: Sindan Cultural Centre in Cluj, coordinated by Maria Rus-Bojan; ArtEast Foundation in Târgu Mureș; 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 exclussively to contemporary art is brought up publicly for the first time. The event was part of Periferic Biennale 3, curator Matei Bejenaru, Iași 1999, with the participation of Liviana Dan, Irina Cios, Simona Tănăsescu, Adrian Guță, Horea Avram, Dan Perjovschi, Teodor Graur, Dan Zbârcea.
The years 2000 witness an explosion of the contemporary visual arts phenomenon: the 2000 generation becomes established, the activity of organizations and institutions is consolidated, the National Museum of Contemporary Art (MNAC) is created, there emerges an art market, as well as the first commercial galleries and auction 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 artists of the communist period).
In 2000 MNAR, through the Department for Contemporary Art, presents Transitionland Romania 2000, curator Ruxandra Balaci, a chronological review of the contemporary art scene during the transition period, from Horia Bernea to the Rostopasca Group. That same year, the contemporary art programme at the Mogoșoaia Palaces Cultural Centre is initiated by Doina Mândru (director 2000-2009). The programme included numerous retrospectives (Ion Lucian Murnu, Paul Gherasim, Ștefan Râmniceanu, Marian Zidaru, Aurel Bulacu, Florin Ciubotaru, Liviu Russu, Aurel Vlad, Darie Dup, Florica Prevenda, Stela Lie, Titu Toncian, Alexandru Păsat, Mircea Roman, Anca Mureșan, Anca Boeriu or Mihai Țopescu). Galeria Nouă is inaugurated in 2001, coordinated by Aurora Király, with CIAC (Irina Cios) and Pro Helvetia Foundation (Gabriela Tudor) as institutional 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 Câlția opens Galeria de Interese, later renamed Galeria Posibilă (2003). Sabina and Jean Negulesco Gallery, founded by Ileana Micodin, remains open untill 2005, while H’art Gallery (Dan Popescu), opens in 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 ¾ 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 Bontaș, Mona Vătămanu and Florin Tudor, Anca Benera, Ioana Nemeș, Nicolae Comănescu, Gili Mocanu exhibit alongside DJs mixing live: DJ Mike and Electric Brother.
While street art and graffiti bring forms of contemporary art to the uninitiated public, to the general public, through tags and illegal 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 2002), managed by Răzvan Ion and Eugen Rădescu; International Experimental Print Biennale (since 2002), organized by Olivia Nițiș 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 students 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 between 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 Nancă, where other young artists from Bucharest exhibited or performed as well: Ștefan Comșa, Ioana Nemeș, Mona Vătămanu și Florin Tudor Ștefan Comșa, Ioana Nemeș, Mona Vătămanu and Florin Tudor. The first urban intervention is performed that same year, also in Bucharest: Dumitru Gorzo’s Cocoons.
MNAC’s new venue in the Palace of Parliament is inaugurated (director Muhai Oroveanu, followed by Călin 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 megalomaniac, dictatorial past. The controversy is still alive today, addressed and brought up in public talks by the very management 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 artists Adrian Ghenie and Mihai Pop, playing a crucial part in 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 Mureșan, Șerban Savu, Cristi Pogăcean, Victor Man are presented at the largest art fairs in the world, make titles in The New York Times in 2007, placing Cluj on the world map of contemporary 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 another venue in Berlin in 2008, adding several emerging artists to its line-up, as well as artists belonging to the recuperation phenomenon (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, Șerban Savu, Ciprian Mureșan, Gabriela Vanga, Mircea Suciu, Marius Bercea – and its second wave – Oana Fărcaș, Dragoș Bădiță, Mirela Moscu, Betuker Istvan, Veres Szabolcs, Zsolt Berszan, Robert Fekete, Ioana Iacob, Leonard Silaghi, Anca Bodea, Ioana Olăhuț – and „The Bucharest School of Art” with its neo-figurative represented by Francisc Chiuariu, Dragoș Burlacu, Roman Tolici, Gili Mocanu, Zoltan Bela, Mihail Coșulețu, Simona Vilău, Cătălin Petrișor, 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; Săru’mâna pentru masă, Ana Bănică; Ohne Technik, Gili Mocanu; In Exitus, Roman Tolici; Ups and Downs, Vlad Nancă) is accompanied by exhibitions showcasing artists from Cluj (Blackout, artists Mircea Suciu, Marius Bercea, Șerban Savu and Adrian Ghenie – 2005; Foaia de pontaj, Șerban 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 Museum in Sibiu opens in 2005, curator Liviana Dan, assistant curator Anca Mihuleț, while Marian Ivan launches Ivan Gallery in Bucharest. The first edition of the marathon event The White Night of Art Galleries takes place in Bucharest, 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 Țuculescu’s Peacocks of sight for 80,000 euro. Artmark, the first CINOA-licensed auction house in Romania, establishes 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 presence 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 programme, 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, photography, 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 independent 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 recuperate the generation of the 1970s and 80s. The younger generation, very active underground in the 2000s, has grown much more present and vocal and many of the underground spaces have become iconic, while some of the contemporary art events have entered a sort of urban activation mainstream through an organic process of multiplication. Besides, in certain cases, public-private partnerships have started to ensure the continuity and sustenability 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 remain 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 Contemporary Art had three different venues: MNAC main quarters, in the Palace of Parliament, five floors housing exhibitions (including architecture, urban memory and creative industries), events, performances, conferences, artists presentations, educational programmes etc.; MNAC Annex (62-68 Calea Moșilor, 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 Salonul 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 exhibitions in their programmes: the National Art Museum (with its main venue on Calea Victoriei and the three satellite museums – the Museum of Art Collections, the K.H. Zambaccian Museum and the Theodor Pallady Museum), 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: Timișoara, Arad, Galați, Brașov, Craiova, Iași, Constanța and others. Libraries integrate this function as well, and we will mention here the National Library in Bucharest, boasting generous spaces for visual arts projects.
tranzit.ro București / Cluj / Iași / Sibiu network is established in 2012, a platform for research, production and presentation of contemporary art, part of the East-European tranzit.org network.
ArCuB – Bucharest Cultural Centre lists promotion of contemporary visual arts among its objectives when it inaugurates the new venue at Hanul Gabroveni, in 2014. Also, the Bucharest Municipal Museum (including Şuţu Palace, Curtea Veche Voivodal Court, Theodor Aman Museum, Storck Museum, Victor Babeș Museum, George Severeanu Museum, Nottara Memorial House, the Astronomical Observatory, Cesianu House, Gheorghe Tătărescu Memorial 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 exhibition 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 Năpăruș, Wanda Mihuleac, Nistor Coita, Liviu Stoicoviciu, or personal shows of established artists like Gheorghe Rasovszky, 2META or Iosif Kiraly. Also, the museum makes it its mission to activate the local community through educational 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 contemporary art. The event enjoys a degree of publicity incomparable to any museum institution and quickly gains considerable reputation with the general, uninitiated public, registering more and more visitors with every edition, mainly general public.
2015 brings the first edition of the Art Encounters Biennale in Timișoara, 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 Timișoara and thus to activate new categories of local public. 2015 also marks the debut of another festival, this time in Bucharest: Diploma, a festival for young artists that goes national in 2018.
Another space dedicated to the production and presentation of contemporary visual arts opens in Bucharest in 2016, at the initiative, and with financial support from, a banking institution: Rezidența Scena9. In the same year, Salonul de Proiecte is relocated to a new space in the Universul Palace, a new creative hub in Bucharest. Borderline Art Space opens in Iași 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 Shakespearean moment caused by the betrayal of a group of artists and gallerists (Daria Dumitrescu, Florin Ştefan 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 Foundation (Szakats Istvan and Rariţa Zbranca and others), ReciprocA, 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 established 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 studios and exhibitions at the Centre of Interest, namely the Centre of Interest Federation, managed by Florin Ștefan, 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 galleries are evicted from the spaces they occupied.
The first private Romanian museum opens in 2017, dedicated exclussively to contemporary art: MARe – Museum of Recent Art (director Erwin Kessler), with a permanent exhibition showing key works by Ion Țuculescu, Andrei Cădere, Ion Grigorescu, Paul Neagu, Ștefan Bertalan, Nicolae Comănescu, Roman Cotoșman, Pavel Ilie, Diet Sayler, Alexandru Chira, Horia Bernea, Florin Mitroi, Marian Zidaru, Ioana Bătrânu, Vioara Bara, Teodor Graur, Dan Perjovschi, Dumitru Gorzo, Victor Man, Ecaterina Vrana, Vlad Nancă, Gili Mocanu, Anca Mureșan, Ovidiu Feneș, Cristina David, Ion Bârlădeanu etc. Another private art museum opens in Bucharest the following year, namely the Pavel Șușară 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 exhibition SEEING HISTORY – 1947-2007. MNAC COLLECTION, which comes in the wake of previous exhibitions that were meant to shine light on and research the museum 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 European Capital for Culture (a title won by Timișoara) and with a mission to take on strategic challenges in society through interdisciplinary projects in a vast array of fields: contemporary art, cultural and artistic education, urban regeneration, social cohesion and inclusion, emotional and mental well-being, cultural and creative industries, rural development, increasing the capacity of the cultural sector, social and urban inovation.
More than 20 alternative spaces have been functioning 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, Știrbei 143, the house at the back of the garden, Home Mătăsari, The CAN, WASP, ARTHUB –, while others were artist-run spaces: Sandwich II, Alert Studio, Dyptich Art Space, Galeria Mignon (DALPOFZS artistic group), Cetatea Artelor (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 Studio or Dyptich Art Space run a continuous and coherent curatorial programme, without labelling themselves commercial galleries. Make a Point, CIAC – The Ark, Carol 53 or WASP are examples of reconversion of industrial or abandoned 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 Citizens). A specific category is represented by HoReCa spaces, underground bars or smart cooking venues that include art 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: Expozitiei 1F, Metropolis Art Collection.
The alternative scene is paramount for contemporary visual art events in Bucharest. Alternative spaces and organizations either participate in or initiate urban events like The White Night of Art Galleries, Women on Mătăsari 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 districts 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 exploring urban space and creating (artistic, visual) landmarks in various public spaces. By installations or street art interventions, these projects help accentuate, reinvent or generate 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 difficulties is securing the necessary permits from local authorities, 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 galleries 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 Poteraşu Gallery, Art A, Art Yourself Gallery, Artfooly. The Slice of Art Gallery, Atelier 030202, Eastwards Prospectus / GAEP, Funnel Contemporary Art, 26 Gallery, AnnArt Gallery, Galateca, Horaţiu Mălăele Gallery, Ivan Gallery, Montage Gallery, Posibilă Gallery, Romniceanu Gallery, BMR Galleries, Gallery, H’art Gallery, Imbold, LABORNA Contemporary Art Gallery, MOBIUS Gallery, Năsui Collection & Gallery, Nicodim Gallery, PleshooContemporary, 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 uneven – which is inevitable 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, DanaArtGallery, Dimisca Studio (naïve art, singular art), Galeria Occidentului, Galeria Romană, Rotenberg & Uzunov Art Gallery.
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 heritage art.
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 Mătăsari) have a contemporary art component or include related events in contemporary art spaces. Also, Bucharest 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 resources, but the public, already fragmented, is severely reduced. 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, as well as representatives of museums and cultural institutions, 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 ensure the continuity of their programmes until things return to normal. Only that no one can really know what that normality will look 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 stylistics, we have to wonder what the medium- and long-term effect of the Coronavirus period will be for Romanian contemporary art.
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MUSEUMS AND CONTEMPORARY ART IN POST-COMMUNISM.
A COUPLE OF LANDMARKS
Post-communist Romania inherited a vast museum network spread across the country, from specialised museums (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 propaganda 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 present 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 receptiveness to contemporary art of those directly responsible or involved in studying and exhibiting artistic heritage. A single museum made a claim to the contemporary in its title – The Contemporary Art Museum in Galați, which came to own and exhibit a collection that was representative for the innovatve trends in the 70s and 80s art. Art museums were distributed, through the Ministry of Culture, artworks from contemporary art exhibitions, be they solo or group shows. A rich, 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 modernist 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 Photogallery 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 Contemporary Art in Bucharest (2001, director Mihai Oroveanu; since 2014 located 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 Romanian 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 professional interest and benevolence or enthusiasm towards the new artistic practices.
The National Art Museum in Bucharest oscillated between rejecting and promoting contemporary art. The institution’s first director after 1989, Theodor Enescu, seemed to think that the demands of a superior museography, based on exhaustive research, imposed serious 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 Museum 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 Crețulescu Hall, ranging from painting and sculpture exhibitions to multimedia, photography and object 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 Sânc, Gh. Rasovschi etc.), including some from the diaspora (Paul Neagu, Radu Dragomirescu, Diet Sayler, Ingo Glass).
Art museums in the west of the country, in Timișoara and Arad, were among the first to open up both to a recuperation 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 Timișoara, 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 exhibitions (Judith Angel) to the recent Media Art Festival (since 2014), had shown a constant interest in a curatorial discourse with its face turned towards society, where direct experience replaces the passive visit. The Brukenthal Museum in Sibiu has been home since 2007 to the Contemporary Art Gallery, where the two curators, Liviana Dan and Anca Mihuleț, have alternated exhibitions of important Romanian and international artists, while at the same time running artistic residencies.
The museums in Cluj, Iași, Constanța, Craiova, Târgu-Mureș, Sfântu-Gheorghe, as well as the Brâncoveanu Palaces Cultural Centre in Mogoșoaia, 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 phenomenon. 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 artists or theoreticians, some of them from outside the field of visual arts – Gabor Tompa, George Banu, Ciprian Mureșan – 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 historian. The museum is thus capable of writing an alternative art history, other than the canonical, and engage in a dialogue with it.
A singular and unrepeatable approach in the world of Romanian museology after 1989 is the Romanian Peasant’s Museum (MȚR) which, despite being a museum of anthropology, was devised by an artist, Horia Bernea, with the support of an exceptional team. MȚR 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 museums. It was successful in initiating a process of rewriting the role of the museum and its social legitimacy by becoming 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 managed to combine in a very original manner contemporary art, rural artistic heritage and industrial heritage, or the involvement of the Museum of Natural Science in Arad in the Media Art Festival.
The opening of the Museum of Recent Art in Bucharest (2018, director Erwin Kessler), a private museum with a small but discerning permanent exhibition (from Ion Țuculescu through – selectively – the 60s generation to artists that emerged after 1990, as well as well-known artists 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 Pinacotheca, at the Romanian Peasant’s Museum).
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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 traditional 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 that includes – depending on author, professional 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. However, 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 (alongside other important concepts such as originality, beauty or avant-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 nature, must necessarily be new. This is a risky assumption, at least because, compared, say, to sculpture, media art is new, but in the flux of today’s dense and accelerated history, video art, for instance, 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 matter in determining newness, but rather the configuration of the medium, the way it works, it engages and it signifies. 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 Remediation: 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 answer 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 Mobile 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 converge. Finally, Steve Dixon, in Digital Performance: A History of New Media in Theatre, Dance, Performance Art and Installation, maintains that despite postmodern relativism 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 history. Let us remember that the obsession with newness has always been with us, at least since the late 19th century when, as part of the process of modernization, Romanian 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 often different set of meanings, employing humour and irony, the absence (until recently) of critical ideologization and, especially under communism, by a certain (basically modernist) belief in the power of art to change if not the world, then at least the consciences. If we look back at the way Romanian artists active in the field of media art searched for and managed newness (and Western values implicitly) – at 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 strategy that indicated an almost utopian belief in constructivism 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 Constantin Flondor’s visionary I-You-Witness. Visual Consciousness (1979). Also within the realm of the programmatic search for newness aimed at conceptualization and visual experiment we have the pioneers of computer art: Şerban 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 unchartered territories in experimental film, by activating visual imagination, by expanding the medium, as well as by looking 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 exhibition – the first annual exhibition of the Soros Centre for Contemporary Art, curated by Călin Dan at the Dalles Hall in Bucharest – represented a profound break from the previous 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), established in 2004, Ruxandra Balaci’s curatorial programme in the field of media art at the Kalinderu Media Lab, operational between 2001-2009, the launch of several media art festivals – the oldest and still running being Simultan, established in 2005 in Timișoara at the initiative of Levente Kozma); also, we should note that the equipment becomes more readily accessible (due not only to technological progress, 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 Romania’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 Mihălțianu, Nicolae (Miklós) Onucsán, 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, Sándor Bartha, Matei Bejenaru, Sebastian Bertalan, Mircea Cantor, Călin Dan, Teodor Graur, Ütö Gusztav, Salbolcz KissPál, Călin Man, Dan Mihălţianu, Alexandru Patatics, Rostopasca, Sorin Vreme; the 2003 kinema ikon project, curated by Călin 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 mobile 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 foremost a matter of concept and spectatorial experience, not just of machinery. In other words, not only a matter of engineering, 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 multimedia installations, an option that reflects not only the flexible use of technology, but also the artists’ desire to employ 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 Patatics, Alexandru Antik, kinema ikon, reVoltaire (Călin Man), Mircea Florian, Ciprian Ciuclea, Marius Jurca, Modulab, Hybrid Lab (Eranio Petruska & Ana-Bianca Tudorică), Saint Machine (Marilena Oprescu Singer), Cosmin Haiaş, Ioan Cernei, Tincuţa Heinzel, Martin Balint, Tăietzel Ticălos, Adela Muntean, Cristina Pop-Tiron, George Crîngaşu et al.
Another approach of technology focuses on the performative, 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 in various “alternative” locations, equally in 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), Cătălin Crețu, Andu Dumitrescu, gH {Dslx}, Sillyconductor (Cătălin Matei), Cinty Ionescu, Vali Chincişan, Carmen Lidia Vidu et al.
Video art had been constantly present in Romanian art since the 1990s, although in the recent years we have witnessed 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 production 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, Călin Dan, Olivia Mihălţianu, István László, Marilena Preda-Sânc, Ştefan Botez, Flaviu Cacoveanu et al. Other artists who work rather occasionally with video are: Dan Mihălţianu, Miklós Onucsán, Gheorghe Raszovszki, subREAL, Cătălin Burcea, Ciprian Mureşan, Mircea Cantor, Irina Botea Bucan, Sándor Bartha, Ioana Sisea, Matei Bejenaru, Larisa Crunţeanu, Pavel Brăila, Daniel Djamo etc.
An increasing number of artists maintain a direct relationship with the major mutations in technology aimed at building hybrid realities at the border between the material and the virtual worlds (aka Virtual Reality or Augmented Reality), and with the profound shifts in what concerns access, mobility and data transfer, interactivity and participation: Adrian Grecu, KOTKI visuals, Augmented Space Agency, Les Ateliers Nomad, Dorin Cucicov, Alina Rizescu, Adrian Tăbăcaru, Bogdan Ceangu, Emil Drăgan, Maria Năstase, Octavian Albu, indexAR, Silviu Vișan aka Dreamrec, 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 localization) and all the spatial and cultural connections these overlapping involve, as well as with all the related mechanisms of representation and signification.
SILVIU DANCU
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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: temperature, 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 reserved 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-acasă. Gorzo la MARe/Runaway from Home, Gorzo at MARe” was an event by artist Dumitru Gorzo who took refuge 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) ”intervention” on the artworks on show, a sort of critical ”vandalism”. Obviously, no harm came to any of the artworks. By documenting his self-quarantine at MARe on video and through drawings, Dumitru Gorzo was at once artist and visitor, ”activating” the museum when it seemed all but impossible.
Two of the museum’s curators, Ioana Șerban and Cristian Vechiu, guided a virtual public tour following an ideal route through MARe. „Una pe zi/One a Day” was a marathon project. The curators made a double bet: to produce new presentations for the artworks in the permanent collection (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 Popescu was invited to write the presentation when the „tour” stopped in front of Gili Mocanu’s work.
”Singur în MARe/Alone in MARe” is a series of 13 short films. In each film Erwin Kessler, art historian and director of the museum, speaks about one artist and one artwork 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 temporary ones).
Towards the end, when museums were allowed to reopen 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-isolation” of artists in the museum. This time it was choreographers 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 museum. It is produced by MARe Foundation in partnership with Goethe-Institut Bucharest, Gabriela Tudor Foundation and the Visual Arts Museum in Galați.
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 interracting 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 episode 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 Cotoșman’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, communication efforts were not diminished, if anything they intensified in frequency and complexity. All these projects required 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. Recordings 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 community of followers (on Facebook and Instagram) that has grown organically. It showed. It is at times like this you realize that what you used to take for granted is, in fact, essential! Yes, it is essential to answer comments, to thank people for sharing, to invite someone who reacted to a post to like your page. It is essential to identify, establish and respect a frequency to your posts, avoiding to be too “silent” 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.
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DIPTYCH ART SPACE – BEHIND THE SCENES OF AN ARTIST-RUN SPACE
Diptych Art Space is an artist-run type of space opened by Lina Țărmure and Zoltán 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 theory, while Béla is a visual artist, a painter. Given this particular 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 management of an artspace, the scales are always tilted – when one requires more input, the other necessarily takes second place; a perfect ballance is never possible. As manager of an exhibition space one has to be an organizer, a promoter, 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 actually bringing a collaboration between artists into effect, since often power games and personal interests play a decisive role. Because we work with artists and each of them is different, our approach is personalized and each collaboration is unique. We offer support according to every artist’s particular needs, whether it be with mounting up the exhibition, digitalizing the information or logistics.
It is paramount to have an open mind, to own your mistakes 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 Diptych, 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 satisfactions were also great: three of the five solo shows we organized were premieres in Romania (Pinczehelyi Sándor, Micleușanu M., Maria Balabaș), we are part of ALIAJ (a collaborative structure set up by four artist-run spaces in Bucharest – Alert Studio, Atelier 030202, Diptych and E T A J – 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 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 do in 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 funding available, in the form of allowances, for independent spaces like ours. They could be funded locally, for instance, from cultural funds.
So anyone who is thinking of going into art and promoting art in 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 motivation 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 anticipate the next.
MUSEUMS
NATIONAL ART MUSEUM OF ROMANIA
The National Art Museum of Romania (MNAR) was founded 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 encyclopedic in character, bringing together vast collections of Romanian, European and Oriental Art. It is the keeper of the most significant collection of medieval and modern 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 Gallery), 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 chronological journey through the art of the three historical principalities: Moldavia, Wallachia and Transylvania, spanning the period between the fourteenth and the nineteenth centuries. Icons, mural paintings, carved furniture, embroideries 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 twentieth century. The modernization of Romanian society 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 gallery 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 Flemish Baroque and the French Impressionism and post-Impressionism through works by Tintoretto, Cranach the Elder, El Greco, Rubens, Rembrandt, Monet, Rodin, Bourdelle, 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 Bucharest. Initially, it was made up of 19 collections. Nowadays, 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 Collection, the Corneliu Baba and the Iosif Iser Collections are among the most important.
K.H. ZAMBACCIAN MUSEUM
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, Andreescu, Luchian, Pallady, Petrașcu, Tonitza, Corneliu Baba, as well as sculptures by Constantin Brâncuși, Oscar Han, Cornel 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, Matisse, Bonnard, Marquet, Utrillo.
THEODOR PALLADY MUSEUM
The Theodor Pallady Museum is located in one of the oldest houses in Bucharest, a merchant’s house whose history can be traced back to the second half of the eighteenth century. The one-storey building, surrounded by a welcoming garden, is located close to the Armenian Church. It originally belonged to Armenian merchant Kevork 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.
Since 1971 the building has housed the art collection of Serafina and Gheorghe Răut, friends of painter Theodor Pallady. They donated to the Romanian state Pallady’s works from his Parisian years, together with their own collection. Former director of the Paris subsidiary of Marmorosch Blank bank, Răut 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.
NATIONAL MUSEUM OF CONTEMPORARY ART – MNAC
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 Kalinderu 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 contemporary 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 exhibitions showcase a large variety of artworks from new media to traditional media, from conceptual art to comics, architecture, drawing and urban planning.
MNAC is always open to the creative community, hosting regular shows, festivals, workshops and “meet the artists” 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 generous 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 through a discourse that gives equal weight to the documentary and the artistic, to the production of cultural objects and the context in which it occurred. Seeing History (1947-2007) is conceived as an open platform for presentation, analysis and debate based on the principles of collective 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 education in 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 developing the museum public through educational projects and artistic interventions in places dedicated to specific communities. The museum thus becomes an agora, encouraging debate on topics that can be better understood through dialogue between members of society, once the barriers of prejudice are removed.
One of the landmark projects was the Nomadic Museum of Contemporary Art, a travelling exhibition on the topic of the inequality of chances and ethnic discrimination, a pop-up museum that travelled to the business district of Bucharest on a mission: to bring closer together emotionally two worlds that never meet: the high towers of the Pipera district and the marginal communities.
MNAC Collection
The MNAC collection numbers around 7,500 works dating 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 negatives.
MNAC Press
MNAC wishes to offer the public access to the recent history of visual arts in Romania. Both monographic exhibitions 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 phenomenon for the use of today’s researchers and the future 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 disabilities or suffering from neurocognitive disorders: partnerships with specialized organizations, workshops for disabled children, guided tours for the hearing impared.
ARAD MUSEUM COMPLEX – THE ART GALLERY
The Art Gallery of the Arad Museum Complex is housed nowadays in an ecclectic-style building dating from the early 20th century. The permanent exhibition, reorganized in 2013, is structured diachronically and spans the 18th to the 20th 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 represented in the exhibition by the classics of Hungarian painting; the styles cultivated in the artistic centres of the 19th century – the Paris, Munich, Düsseldorf, Dresden, Vienna, Budapesc academies – that shaped the artistic education of local bourgeoisie who commissioned portraits or decorated their interiors 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 different 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 20th century; a selection of the first artworks by Romanian artists to enter the collection of the Palace of Culture in the 1920s; drawing, 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-exhibitions, at specific intervals, 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 generations of artists, some of whom have been active for 50 years, continue to produce experimental objects and artistic 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 collection: European painting (18th to 19th centuries) or Romanian art (19th to 20th centuries).
ART MUSEUM CLUJ-NAPOCA
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 rewarded 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 Transylvania.
Through numerous partnerships and collaborations, 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 associations, international festivals, art galleries and NGOs. Among the most significant collaborations: the Arts Faculty at the University of Pécs (Ungaria), Brașov Art Museum, National History Museum, National Museum of Contemporary Art, Artmark Galleries, Polaris Foundation, Embassy of Portugal, Camőes Institute, Embassy of Kazakhstan, Rațiu Centre for Democracy, Transilvania Art Centre / Erdélyi Művészeti Központ [EMŰK], Quadro Gallery, Art Image Association, Art Arc Cultural Association, Cluj International Engraving Biennale Cultural Foundation, Hungarian Cultural Society Transilvania (EMKE), Art and Design University Cluj-Napoca, Babeş-Bolyai University, Romanian Artists’ Union.
ART MUSEUM CRAIOVA
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” Pinacotheque, 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 Constantin 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 participated 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 Țuculescu, 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 features, importance, diversity and context of Romanian contemporary art. Among the most recent temporary exhibitions are Nexus – Fuziuni deschise (Paul Neagu, Constantin Brancusi, Tony Cragg, Mariane Eigenheer, Neville Gabie, Anish Kapoor, Vlad Nancă and Nona Inescu, Nigel Rolfe); Dealuri și Câmpii – Ion Țuculescu and Horia Bernea – atavistic anthropogeographies; Trama Rama Drama (Mircea Roman); Lecție despre imperfecțiune (Peter Jecza); ePOCALIPS@ (Marian Zidaru); La catedră cu Aman (Nicolae Alexi, Carmen Apetrei, Anca Boeriu, Oana Bordeanu, Ioana Ciocan, Andrei Ciubotaru, Carla Duschka, Călin Stegerean ș.a.); Ani de zile (Florin Mitroi).
VISUAL ART MUSEUM GALAȚI
The Visual Art Museum in Galați is the first contemporary 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 virtual patrimony from the studios of contemporary artists. The museum collections include Romanian art from the second half of the 19th century and the 20th century (Teodor Aman, Nicolae Grigorescu, Octav Băncilă, Theodor Pallady, Ghe. Petrașcu, Ștefan Dimitrescu, Nicolae Tonitza, Camil Ressu, Lucian Grigorescu, Nicolae Mantu), representatives of the Romanian avant-garde (Victor Brauner, M.H. Maxy, Hans Mattis-Teutsch, Marcel Iancu, Irina Codreanu, Milița Petrașcu etc.) and works by artists that span the two halves of the 20th century (Corneliu Baba, Alexandru Ciucurencu, Ion Țuculescu, Henri H. Catargi, Dumitru Ghiață, Rudolf Schweitzer-Cumpăna). 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 painting are showcased in the museum: Horia Bernea, Ion Sălișteanu, Ion Alin Gheorghiu, Marin Gherasim, Teodor Moraru, Octav Grigorescu, Georgeta Năpăruș, Paula Ribariu, Ștefan Câlția, Gheorghe Anghel, Ion Irimescu, Vida Geza, George Apostu, Ovidiu Maitec, Napoleon Tiron etc.
Alongside the painting and sculpture collections there is a considerable collection of drawings and engravings (Wanda Mihuleac, Marcel Chirnoagă, Mircia Dumitrescu, Dan Erceanu, George Leolea etc.) and decorative art (Ana Lupaș, Șerbana Dragoescu, Mimi Podeanu, Cela Neamțu, Riti and Peter Iacobi, Șerban Gabrea, Costel Badea, Radu Tănăsescu etc.).
Among the numerous donations the museum has received from artists, three are especially notable: the ”Idel Ianchelevici” donation (Belgian sculptor born in Romania), the ”Georgeta and Constantin Arămescu” donation (American painters born in Galați) and the “Roth-Ionescu” works by Lola Schmierer Roth. Together, these donations contribute 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 promote the most significant trends in contemporary arts.
ART MUSEUM IAȘI
The Art Museum Iași, 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, engravings, 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 18th century to the interwar period) and Romanian contemporary art (with particular focus on the Iași school of art).
Undeniable partner to contemporary artistic creation, the Iași Art Museum places special emphasis on the new generations of artists through numerous temporary exhibitions 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 contemporary artists. Among the projects hosted by the museum is the “N-E Iași-Chișinău” International Printing Biennale, which brings together artists from all over the world, encouraging contemporary creation and artistic mobility.
PRAHOVA COUNTY ART MUSEUM
The “Ion Ionescu-Quintus” Prahova County Art Museum originated in 1931 as the Ploiești 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 Ghiță Ionescu 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 19th century to the present day. The permanent exhibition, 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 Paștina (the event of the year 2017), Ștefan Râmniceanu (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 Biennale (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 considerably enriched with contemporary engravings and prints.
The museum runs programmes for children, special programmes from children in childcare institutions, hearing- or sight-deprived children, as well as partnerships with educational institutions consisting in workshops, lectures and themed guided tours.
ART MUSEUM TULCEA
The Art Section of the Danube Delta Museum – established in 1950 by Gavrilă Simion – began to take shape in 1972, but the art collections date back to the 1950s and were initially 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 collections: modern and contemporary painting, modern and contemporary sculpture, 18th-20th centuries icons, modern and contemporary engraving, engraving plates (the only collection of its kind in Romania), 18th-19th centuries. Oriental art, 18th-20th centuries decorative art. Romanian art is very well represented, from the beginnings of modern painting (Theodor Aman, Nicolae Grigorescu, Ștefan Luchian, Ion Andreescu) through early 20th century. (Sava Henția, Nicolae Vermont, Leon Biju, Octav Băncilă et al.) and local painters from Dobrogea (Gheorghe Sârbu, Vasile Pavlov, Constantin Artachino etc,). Inter-war art is present through works by Gheorghe Petrașcu, Theodor Pallady and sculptor Dimitrie Paciurea. One room is dedicated to the Group of Four: Nicolae Tonitza, Francisc Șirato, Ștefan Dimitrescu and Oscar Han. Works by Ștefan Popescu, Cecilia Cuțescu Storck, Jean Al. Steriadi, Camil Ressu, Iosif Iser give a taste of the first half of the 20th century. An exhibition on art and influences from Dobrogea would not be complete without representatives of the Black Sea School: Petre Iorgulescu-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 Brauner, Max Hermann Maxy, Corneliu Michăilescu, Marcel Iancu, Hans Mattis-Teutsch, Milița Pătrașcu, Ion Țuculescu, 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 20th century is illustrated through masterpieces by Olga Greceanu, Margareta Sterian, Lucia Demetriade Bălăcescu, Dimitrie Ghiață and others. At the border between modernism and contemporary art we have, among others, Corneliu Baba, Alexandru Ciucurencu, Ion Irimescu, Henri H. Catargi and Ion Jalea. The permanent display is rounded up by contemporary Romanian artists: Teodor Hrib, Eugen Crăciun, Constantin Piliuță, Vladimir Șetran, Viorel Mărginean, Eugen Ispir etc.
The ground floor has often been a space for temporary exhibitions, be they contemporary art or retrospectives. The space has also hosted several national and internațional art binnales. The Adopt a Painting campaign, 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.
MUSEUM OF RECENT ART (MARe)
MARe (established 2018) exhibits over 150 art works in a 1200 sqm, 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 permanent collection with some of the most representative Romanian artworks from the 1960s to the present day. After the SIMU Museum (demolished in 1964 – editor’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 Romanian artists under the communist dictatorship and after the fall of the regime in 1989. In July 1965, on the occasion of the 9th Congress of the Romanian Communist Party, official ideology broke away from the dogma of socialist realism in order to encourage “stylistic diversity” in the field of arts while remaining within the limits imposed by the regime. From that point on, previously ignored artists like the self-taught Țuculescu 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 land art. The permanent collection exhibits key-works by Ion Țuculescu, Andrei Cădere, Ion Grigorescu, Paul Neagu, Ștefan Bertalan, Nicolae Comănescu, Roman Cotoșman, Pavel Ilie, Diet Sayler, Alexandru Chira, Horia Bernea, Florin Mitroi, Marian Zidaru, Ioana Bătrânu, Vioara Bara, Teodor Graur, Dan Perjovschi, Dumitru Gorzo, Victor Man, Ecaterina Vrana, Vlad Nancă, Gili Mocanu, Anca Mureșan, Ovidiu Feneș, Cristina David, Ion Bârlădeanu 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: Geometrii Post Sistem (Post-System Geometries) (2019, curators Erwin Kessler, Carola Chișiu, Dan Popescu).
PUBLIC INSTITUTIONS
ARCUB
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 that is continuously reinventing itself, 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 assemblage 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 expressions, to show lesser known, as well as established artists, and to exhibit artworks from rarely seen private collections. It is worth mentioning the exhibitions TZARA.DADA. etc., a Celebration of 100 Years of Dadaism (curator Erwin Kessler), Constantin Brancusi: the Man and the Objects (curators Erwin Kessler and Doina Lemny), 30. 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 Artists Dumitru Gorzo, Róbert Köteles, Ana Bănică.
COTROCENI NATIONAL MUSEUM
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 Administration 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 science while at the same time staying true to the historical 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 previous year in the field of decorative arts.
CREART
creart – Centre for Creation, Art and Tradition is a public 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 Răzvan Ion) has become one of the best known contemporary art galleries functioning 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 artists and curators.
The exhibitions showcase different media in an attempt 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 recent shows: Cătălin Burcea, Safety Rooms (2020), Adi Bulboacă, Staging the Stage (2019), Andreea Chirică, Inside Out (2019).
creart Gallery is one of the longtime partners of Bucharest Biennale and Reforma Photo Days – Contemporary Photography Festival.
ROMANIAN CULTURAL INSTITUTE
The Romanian Cultural Institute (ICR) is a public institution 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 elsewhere 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 international 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 Șetran (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: Ștefan Bertalan, Florin Mitroi, Ion Grigorescu: Art and Romania in the 80s and 90s (curator Erwin Kessler), Colouring the Grey. Second Wave of Romanian Contemporary Emerging Artists (curator Cosmin Nasui), in the „Special Programs“ section of the 4th Moscow International Contemporary Art Biennale and, most recently, the large Brâncuși. Sublimation of Form retrospective (Brussels, part of the Europalia International Festival, curator Doina Lemny).
ICR grants two annual „Constantin Brâncuşi“ scholarships for Romanian artists with a university degree and notable accomplishments in the field. Artists have the opportunity to work in an international artistic environment and to develop projects in the studios leased by the Romanian state at Cité Internationale des Arts, Paris.
Over the years, hundreds of artists, critics or organizations 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.
BRÂNCOVEANU PALACES CULTURAL CENTRE
”Brancoveanu Palaces at the Gates of Bucharest” Cultural Centre is an institution under the authority of the General Council of the City of Bucharest, located in the Brâncoveanu Palace in Mogoșoaia built in early 18th century and restored in the first decades of the 20th century. It became a historical monument by royal decree in 1945 and was later nationalized. Between 1956-1977 the palace hosted a museum specialized in Brâncoveanu-period art, a subsidiary of today’s National Art Museum. Since 2001 the upper stories have been housing the permanent exhibition made up of pieces that recreate the atmosphere of Brâncoveanu-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 suprafață, artists Ilie Rusu and Constantin Rusu (curator Horea Avram), Elevatio, artist Elena Scutaru (curators Adriana Oprea, Simona Vilău), Amprente, artist Vladimir Cioroiu (curator Mădălina Mirea).
NATIONAL MUSEUM OF THE ROMANIAN PEASANT
The National Museum of the Romanian Peasant is an institution 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 transformations, including changes of venue, the concept behind its permanent and temporary exhibitions had been adjusted, in tune with social changes, always staying true to the original mission of the museum.
For several years the Peasant’s Museum had been positioning itself as a facilitator of dialogue between cultures, often hosting contemporary art exhibitions, Romanian and international. Sometimes the themes were directly inspired by the museum’s collection or had to do with traditional culture. On other occasions the exhibitions were centred on completely new themes, with no connection whatever to cultural heritage.
GALLERIES
418GALLERY
418GALLERY was founded in Bucharest in 2008 by Dr Joana 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 installations, sculpture, kinetic art 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 exhibitions 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.
ANCA POTERAȘU GALLERY
Anca Poterașu Gallery is a contemporary art gallery in Bucharest, 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 Romania 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 Bejenaru, Decebal Scriba, Aurora Király, Belu-Simion Făinaru, Doina Simionescu, Iulian Bisericaru, Daniel Djamo, Sebastian Hosu, Zoltan Bela, Stoyan Dechev, Olivia Mihălțianu, Larisa Crunțeanu, Adelina Ivan, Megan Dominescu, Dragoș Bădiță.
Since 2015 Anca Poterașu Gallery, in collaboration with the Romanian Contemporary Art Association (ARAC), has been running residency programmes for international artists 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 contemporary art through a number of events and residencies. Starting from topics like climate change, economic and war-determined 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 public’s exhibition, a pilot project and a first in Romania. Following an awareness campaign, the gallerygoers in Bucharest will be directly involved in selecting the artworks for the gallery portfolio.
ANDREIANA MIHAIL GALLERY
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 admitted at Art Basel with the project Auto da Fe by artists Ciprian Mureșan.
Among the artists represented by the gallery over the years are Ciprian Mureșan, Ion Grigorescu, Adrian Ghenie, Mona Vătămanu and Florin Tudor, Matei Bejenaru, Katerina Drzkova, Ștefan Savu, Tom Chamberlain, Alexandra Croitoru, Răzvan Botiș, Philip Patkowitsch, Adi Matei, Mihai Iepure Gorsky, Edi Constantin or Cristi Pogăcean.
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 Lăzărescu.
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.
ANNART GALLERY
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 practice 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, Ștefan Câlția, Vladimir Șetran, Francisc Chiuariu, Florica Prevenda, Dorin Crețu or Gheorghe Fiki, alongside promising young artists like Constantin Rusu, Maia Oprea, Ioana Nicoară, Claudiu Lazăr, Andrei Tudoran or Andreea Albani.
AnnArt publishes art catalogues, available in the Humanitas bookshops; it offers an annual stipendium for young artists; is a frequent participant in debates on topics related to the art market in art or lifestyle publications and on radio shows: Arta Magazine, Forbes, Adevărul, Igloo, Viața Românească, Alist, Harper’s Bazaar, life.ro, Zebra/RFI, Radio România Cultural. The gallery participates in international 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.
ARTHALLE GALLERY
A unique 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 international 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 art and 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 great importance on supporting the artists through fostering dialogue and relationships with public institutions, private foundations, museums, and commissioning bodies.
(English version by Arthalle)
BORDERLINE ART SPACE
Borderline Art Space is an art gallery in Iași 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 interested in exhibiting both emergent and established artists and, while contributing to the development of an institutional 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 university graduates from around the country, alongside exhibitions 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, Dragoș Alexandrescu, Delia Andrieș, Liliana Basarab, Vusi Beauchamp (South Africa), Lucian Bran, Lucian Brumă, Mircea But, Ciprian Ciuclea, Ștefan Constantinescu, Suzana Dan, Juliane Eirich (Germany), Gregor Eldarb (Poland/Sweden), Tatiana Fiodorova (Republic of Moldova), Igor Grubić (Croatia), Silvia Hell (Italy), Iosif Király, LOLO & SOSAKU (Argentina/Japan), Bergthor Morthens (Iceland), Andrei Nacu, Dan Perjovschi, Pusha Petrov, Erminia PIU, Patricia Rodas (Finland), Cătălin Rulea, Roxana Savin, Katrin Streicher (Germany), Mihail Trifan, Jeannette Unite (South Africa), Andrei Venghiac, Mihai Vereștiuc.
ELITE ART GALLERY
Elite Art Gallery made its debut in 2003 under the umbrella 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 gallery’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 international 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 Paștina, Mihai Sârbulescu, Ion Grigorescu, Christian Paraschiv, Ilie Boca, Corneliu Vasilescu, Maurice Novac, George Mircea, Francisc Chiuariu, Florian Lucan, Suzana Dan, Roman Tolici and Felix Aftene.
GAEP
Gaep is a contemporary art gallery with a vibrant exhibitions programme featuring the work of established and emerging artists. Founded by Andrei Breahnă (gallerist and cultural manager) and Raluca Șoaita (architect), it was initially called Eastwards Prospectus and focused on artistic practices from Eastern Europe. In 2019, it changed its name into 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 includes 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 – Răzvan Anton, Pavel Brăila, Vlatka Horvat, Ištvan Išt Huzjan, Sebastian Moldovan, Damir Očko, Raluca Popa, Marilena Preda Sânc – and collaborates with other six – Radu Cioca, Felipe Cohen, Željko Jerman, Tania Mouraud, Mircea Stănescu, Ignacio Uriarte.
Over a span of six years, Gaep presented 28 exhibitions, showcasing new artworks and introducing artists that had never before been shown in Bucharest. In 2016, a large-scale urban intervention 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, miart and LOOP Barcelona, Gaep connected the local scene to an international audience of art enthusiasts. Two of these participations were award-winning: Opening Prize at ARCOmadrid 2019, with a solo presentation of Ištvan Išt Huzjan, and Sardi per l’arte Special Mention of the Back to the Future Section at Artissima 2017, with a solo presentation of Marilena Preda Sânc.
GALATECA
Contemporary art and design gallery since 2012. A continuously evolving, multidisciplinary project whose roots are deeply anchored in the tradition of the building housing 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 Romanian Architecture Annual (architect Radu Teacă’s design). Galateca initiated hundreds of national and international programmes and has explored all forms of artistic expression: from comics to video art; from painting and drawing to installations and performing arts; from festivals to participations at international art fairs, workshops, and events; from international artists to contemporary Romanian artists successful abroad who developed projects together 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 strategy of promoting Romanian values through programmes like Romanian Art Energy and Măiastra, 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 international 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 Măiastra). The curatorial strategy involved programmes especially targeted to students and emerging artists and young creators have been supported constantly through exhibition concepts such as Young Graphic Design or The Art Supermarket. 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 relevant international 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 landmark, 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.
H’ART GALLERY
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 publishing 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 difficult: 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 gallerist, 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 Eminescu 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 explanations or getting motivations. It was here that some of the 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 Bârlădeanu.
After the first bankruptcy, H’art relocated to the 5th 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 artists from previous generations, such as Marian and Victoria Zidaru or Marin Gherasim, as well as young artists that came onto the stage after 2010: George Anghelescu, Ștefan Ungureanu, Codruța 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 exhibitions 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 content to the H’art spirit. Today, H’art continues its mission to make the best selection of artists accessible to art aficionados while making as few compromises as possible.
IAGA CONTEMPORARY ART
Art gallery established in 2014 and specializing in contemporary 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 active in the international art market and this is demonstrated by numerous collaborations with art institutions and galleries the world over and the participation at international art fairs and events, among which Bologna Artefiera, Art Athina, Art Market Budapest, Art Thessaloniki, Art Brussels. It is worth mentioning the collaboration with renowned artist Hermann Nitsch, which resulted in a personal exhibition at the gallery’s own venue in 2017.
JECZA GALLERY
Jecza Gallery, founded in 2011 in Timișoara, 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 contemporary sculpture and experimental art forms. Through curated juxtapositions of artists from different generations, 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 encourage the dialogue between artists, with a strong emphasis 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, curated 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 Radovan (Jan 2019); Now by Jane McAdam Freud (October 2018); This Could Be It, Roman Cotoșman în 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); Impossible Garden, Alex Mirutziu in dialogue with Dan Beudean, curated by Liviana Dan (June 2017); 2x80: Megert / Flondor, curated by Alina Șerban (Jan 2017) alongside a number of retrospective exhibitions by the Sigma1 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)
LABORNA GALLERY
LABORNA Gallery was founded in 2013 at the initiative of Ciprian Paleologu. The current team is made up of Cristina Garabețanu, Ciprian Paleologu și Naiana Vatavu. LABORNA Gallery records the monthly professional 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 MILESTONES 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 Ștefănică exhibited the process of building a contemporary art collection.
LABORNA Gallery has participated at local and international art fairs, created the “.IMG” residency programme for young people interested in cultural management, hosted the “Oprișor 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.
Access into the artist’s or the collector’s laboratory is a rare thing, making it difficult to have a full perspective on the shaping of their artistic vision. This is why LABORNA Gallery is a unique and original concept, positioning itself, in fact, as a gauge: real-time creation and collecting.
GALERIAMEA.RO
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 directly 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 reflects the success the artists enjoy on GaleriaMea.ro, a gallery 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.
GALERIA POSIBILĂ
Galeria Posibilă was founded by Matei Câlția în 2003, after 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 curatorial 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 selected by the artists who have collaborated with Galeria Posibilă. 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 Gîrbovan.
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.
ROMANĂ GALLERY
Galeria Romană opened in 2014 and is known for exhibitions of fine art and decorative art, classic as well as contemporary, and numerous connected events. Over its six years’ existence the Gallery has run more than 30 solo and group exhibitions of painting, drawing, sculpture, performance and installations, showcasing well-known Romanian artists, important names on the local and international art scene, as well as young, emerging artists; comparative art exhibitions, pottery and porcelain, contemporary jewellery, exhibitions of Byzantine icons; cultural events with a social message (for instance, a painting and drawing exhibition by homeless persons in Bucharest, organized in partnership with Samusocial Romania); educational 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 country etc. Since 2016 the gallery has been part of the White Night of Art Galleries and the Gallery Weekend routes.
SECTOR 1 GALLERY
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 welcomes 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 Băieș, Istvan Betuker, Norbert Filep, Pavel Grosu, Lucian Popăilă, Marcel Rusu, Alexandra Șerban – 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 Beauty, another first in the curatorial programme of the gallery, 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 different 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)
SUPRAINFINIT GALLERY
SUPRAINFINIT Gallery, founded in 2015, has a programme focused on contemporary artistic production and collaboration with Romanian and international artists, both emerging and established. The gallery represents four Romanian artists – Apparatus 22 (art collective), Vlad Nancă, Eugen Roșca and Larisa Sitar – and four international artists: Peles Empire, Indrikis Gelzis, Alessandro Teoldi and Kristin Wenzel. Extending its artistic programme with SEQUENCE – a shop window project and SALTMINE – a space located below the gallery and dedicated to temporary exhibitions 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 universe created by the Apparatus 22 collective.
The gallery has also organized exhibitions of well-known Romanian artists, like Florin Mitroi and Andrei Chintilă, as well as group exhibitions that investigated various 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 Nancă’s solo show, with the Art Encounters Biennale in Timișoara 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 Roșca. It is worth mentioning some of the arts magazines and specialized 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.
ART SPACES
CENTER OF INTEREST
The Center of Interest, founded in 2017, is the largest 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 Ciurdărescu, Valentin Ionescu, Gabriel Marian, Ovidiu Leuce, Dan Măciucă, Irina Dumitrașcu Măgurean, Adrian Ghiman, Mihai Plătică, Florin Ștefan, Szilard Gaspar, Veres Szabolcs). The Center of Interest rapidly became a reference space for lovers of contemporary 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 hosted 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 Kawarga, Cristi Puiu (the filmmaker’s first show), Mircea Suciu, Vlad Nancă sau Alex Mirutziu, as well as group shows under the umbrella of the France-Romania Season, as part of the cultural exchange programme with the Contemporary Art Institute – Dunaújváros or as part of the “Young European Creation” Contemporary Art Biennale – a travelling biennale that starts in Montrouge and, during a two-year tour, stops in partner cities around Europe (the Romanian partner is Cluj-Napoca through the Center of Interest).
Also, since 2019, the Center of Interest hosts the “Performance 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, conferences or round tables. The new artistic phenomenon in Cluj did not go unnoticed by some of the most prestigious international publications: Vogue, Artribune, Art Press, Connaissance des Arts sau Contemporary Lynx. The model we propose – the coexistence of several artists under the same roof – seems not only to work, but to thrive and be appreciated outside Romania.
CLUB ELECTROPUTERE
Club ElectroPutere is a Craiova based center for art that operates as a not-for-profit organization. Founded in 2009 in Craiova, CEP is devoted to establishing close cooperation between artists, curators, researchers and other cultural 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, multiculturalism and interdisciplinary approaches, in an attempt to create connections between the local context and the international cultural scene. Since 2009, CEP has developed various 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 participants 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 aim is 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 programmes, Club ElectroPutere initiated in 2012 the project Mobile Biennale, that aims to expand and analyze the relational 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)
INSTITUTE OF THE PRESENT
Institute of the Present (IP) is a research and artist resource platform in the field of visual and performing culture conceived by Ștefania Ferchedău and Alina Șerban and launched in 2016. Centred on artists and their personal 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 November 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 Răducanu signed by artist Mădălina 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 performative culture, to significant knowledge resources and to unmediated 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 Mețianu, Octavian Nemescu, Miriam Răducanu, Diet Sayler, Matei Bejenaru, Lia Perjovsch, Borut Vogelnik/Grupul IRWIN, Helgard Haug/Rimini Protokoll, Vera Mantero, Xavier Le Roy.
KUNSTHALLE BEGA
In relation to contemporary art, the city is the raw material. The aesthetic transfer is accomplished by museums, galleries, 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, impressions. 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 practical/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 aesthetic function, a kunsthalle adds an expansively utopian side to a city. Kunsthalle Bega will include this utopian expansion 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, initiated by Alina Cristescu, Liviana Dan and Bogdan Rața.
BRD SCENA9 RESIDENCE
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.
SAC – CONTEMPORARY ART SPACE
SAC is a private non-profit initiative positioned as an alternative 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 unaltered 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 audience. 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 artistic production and “identity”.
SAC is a transdisciplinary interface of artistic and curatorial 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 collaboration with the artists, curators and theoreticians from the local and international contemporary “art worlds”, updated contexts of dialogue and interaction under the auspices of artistic expression.
(English version by SAC)
TRANZIT HOUSE
The Tranzit House project was born back in 1997 as an answer to the need many groups of artists and intellectuals 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 Könczei Csilla established 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 principle of the Tranzit House project that encourages alternative 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 cultural spaces in Romania and has been functioning for 23 years as a cornerstone of dialogue between multiple local cultural communities, playing an active part in shaping an 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 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 highlighting communicative memory defined by the personal interactions that have taken place on the alternative and independent art scene over the past two decades. The archive will be accessible on location as well as online on the Tranzit 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 artistic movement in Cluj and has collaborated with numerous 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 institutions that have come to life after 1990: the independent spaces.
PROJECTS
CAA/CAA (CONTEMPORARY ART ARCHIVE/CENTER FOR ART ANALYSIS )
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, empowerment focusing on issues that reflect the current debate in the art field and new cultural theories on the social and political 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 formalized (the word archive seems to send political shivers down people’s backs – the founding documents went to the supreme 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 intellectual stagnation during neoliberalism (the project was awarded the ECF Foundation Princess Margriett Award in 2012 and the SOROS Center for Contemporary Art Award for Curating in 1998).
(English version by CAA)
KNOWLEDGE MUSEUM
Knowledge Museum is a project in which I recycle all my other projects. I present it like an architect presents a scale 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 museum comprises seven departments: Earth, Body, Art, Culture, Knowledge, Science, and Universe.
It is 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 «object» in the «subject» of history.
(English version by KM )
ARTIST RUN SPACES
CAZUL101
Cazul101 (Case101) is a multidisciplinary artist-run space initiated in early 2018 by a group of artists from Bucharest. 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, Cazul101 moved to a new location in 2019, still in the same neighbourhood: a 3by5 sqm garage turned into an exhibition space for installations and site-specific works. The Case team thus offers a space that imposes spatial constraints but encourages today’s art by giving artists complete freedom of expression.
DIPTYCH
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 Plantelor [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 administration; 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 layout of the space: two vertically stacked rooms connected by stairs, but it also reflects its double purpose: to showcase 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, installation, performance and poetry. They are unknown artists, little, if at all, shown anywhere else.
We launched the space with an exhibition of Hungarian artist Sandor Pinczehelyi – Visionary/Works 1973-2014; then came the Angstwurm show of Micleușanu M., Maria Balabaș – Performing Intimacy and then the pandemic closed the space down during Claudiu Cobilanschi’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, Atelier 030202, E T A J and Diptych) with the Shortcircuit exhibition.
E T A J
Founded in 2018 in artist Mircea Modreanu’s appartment on 43 George Enescu street, E T A J has hosted and organized more than 30 exhibitions and events to date. E T A J is an artist-run space, a catalyst dealing with the efficiency of the artistic process in today’s context. Several artists take on the roles necessary to run and vitalize the space. The main objectives of E T A J 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 J are eclectic 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 E T A J. Artists who exhibit here are required to consider the image they display according to an experience that goes beyong the visual. Artists are given the challenge to set their works in a complex sensory context. The aesthetic experience proves possible from different perspectives: spatially, tactilely, accousticly, interractively or through dialogue, all subordinated to a conception in optical images. Quite often, the artists who exhibit here have taken their works to 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 the number and frequency of its exhibitions, E T A J examines 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 J organized a Gheorghe Berindei show, which proved an interesting curatorial challenge for the team.
As regards exhibition venues, the team at E T A J seeks, in the spirit of artist-run culture, to identify possible venues in which artists and the public can get together. E T A J believes that an artist-run approach is 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 J team, at the invitation of Dimitrie Grigorescu and in collaboration with the K41 team, opened a group exhibition in the heart of Copenhagen in a space modelled on the one in Bucharest.
A spin-off of the gallery at 43 George Enescu is E T A J 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.
MATCA
MATCA Artspace is an independent space managed and curated since early 2017 by three visual artists in Cluj-Napoca (Matei Toșa, 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 exhibition 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 constantly reshaped. Through its exhibition programme, MATCA seeks to investigate contemporary visual production 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 motivation towards identifying the moment young artists break free from the background they inherited and assimilated during their art studies, a need to find and present the artists close to the moment when they settle into their own, assumed specificity. On the occasion of certain collaborations, some of the artists who exhibited 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 facilitate 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 artistic visions and to engage a diverse audience.
ORGANIZAȚIONS AND PLATFORMS
ART ENCOUNTERS FOUNDATION
The Art Encounters Foundation in Timișoara was esta-blished in 2015, the year of the first edition of the homonymous biennial, at the initiative of art collector and entrepreneur Ovidiu Șandor, who set out to develop a platform to support contemporary arts in Romania and to connect the local and international art scene. The vision of the Art Encounters Foundation is centred around several key aspects, based on what was identified as lacking 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 constant 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 reflect 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 important topics, experiments and needs of contemporary art. The Foundation also runs individual projects outside of Timișoara, 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 commitment of the public.
CALINA FOUNDATION
Alina Cristescu and Romul Nuțiu envisaged, ten years ago, a contemporary art space, something in between an incubator representing the university and a winter garden materializing 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: “Pleasure 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 Brînzeu, Dan Hăulică, Emil Moldovan, Olivia Niţiş, Robert Şerban, Cristian-Robert Velescu, Marcel Tolcea, Ciprian Radovan, Carol David, Ruxandra Demetrescu, Liviana Dan, Diana Marincu, Răzvan Ion, Rose Marie Barrientos decide to theoretically endorse Romul Nuțiu’s project, that was interested 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 engagement 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 investigated, what are the most efficient methods, what are the exemples, what are the characteristics, what is the context, what are the odds, the borders, the transparence… The curatorial projects proposed by Olivia Nițiș 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 contemporary drawing as idea and process and a plarform for projects that provides the backdrop and context for the installation. A project initiated by Bogdan Rață 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 foundation by accommodating museum characteristics to the artists’ practice and awards the annual BEGA ARTPRIZE to a curator. (Liviana Dan)
CONTRASENS CULTURAL ASSOCIATION
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 Romanian 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 contemporary art.
In the past years, Contrasens has trained young graduates 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)
DIPLOMATIC ART ASSOCIATION
The Diplomatic Art project was initiated in 2010 and the first two editions were organized by the Timișoara 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 contemporary artists from countries that have a consulate in Timișoara (18 as of 2020), artists from Timișoara’s sister cities, from former and future European Capitals of Culture and from other areas of interest, as well as Romanian artists. The association encouraged collabboration 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 Timișoara21 (Germany). CONSULART – European Echoes, a separate project (a spinoff of the larger Diplomatic Art concept) started in 2019 as part of the Timișoara 2021 cultural programme. CONSULART is an interdisciplinary project based on the collaboration between a Romanian and an international artist and resulting in an in situ joint creation that will be exhibited either at the consulate or in 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 Venice Biennale: Azstalos Zsolt (Hungary), Sandro Bracchitta (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 Baramov, 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 Timișoara, Utopian Consulate of Mars: Christine Niehoff (Germany) and Amy Alexander (Australia, a candidate to be one of the first earthlings to settle on Mars).
EPHEMAIR ASSOCIATION
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 promote contemporary culture and young Romanian artists.
One of the most important events initiated by the Ephemair 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 Display, the first event to have been extended to various locations, that turns shop windows into temporary art galleries and Art Gallery Weekend, whose first 3 editions took place between 2014–2016.
EXPERIMENTAL PROJECT
Experimental Project is a non-governmental, apolitical, not-for-profit organization initiated by Olivia Nițiș and Ciprian Ciuclea în 2010, dedicated to supporting and promoting contemporary artistic practices. Experiemental Project aims to offer a public space where cultural and artistic values can be expressed and asserted. From the beginning the organization has run large-scale projects that involved collaboration with hundreds of local and international artists and curators and long-term institutional partnerships with cultural centres and cultural institutions. Experimental Project is the organizer of the International Experimental Engraving Biennale (IEEB) that has run seven 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 medium 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 techniques. 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-sectional means of expression, mixing specific techniques with the performance, the video art or the object.
Experimental Project was invited in 2013 to ViennaFair as part of the project DIALOGUE: NEW ENERGIES dedicated 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 conference 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 Aerowaves Twenty18 Artist European programme. The project was also presented at Fabrica de Pensule (Cluj-Napoca), Perform(D)Ance (Brașov), Babel Festival (Târgoviște), Plartforma Festival (Klaipeda, Lithuania) etc.
In 2018 Experimental Project was the partner of the second edition of the International Ophtalmogenetics Conference hosted by the Transilvania University in Brașov. In 2019 it organized the international project entitled The Principle of Migration, presented at the New York Foundation for the Arts.
THE INSTITUTE
The Institute promotes local creative industries and social initiatives, aiming to contribute to the modernization of Romania. The Institute has been initiating and organizing 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, agencies and handicraft workshops, while at the same time offering local and worldwide promotion to creative professionals and entrepreneurs.
The Institute 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.
PAVEL ȘUȘARĂ MUSEUM FOR MODERN AND CONTEMPORARY ART (MAMCO)
The PavelȘușară Foundation for Modern and Contemporary Art, known as the Pavel Șușară 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 Night of Art Galleries, stamp issues and events run in partnership with various institutions. While focusing mainly on promoting modern and contemporary Romanian art, the foundation programme also includes events and exhibitions 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 dissolution and propaganda.
Among the events organized by the Foundation: Visions, 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 documentary 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, 1st edition, Aurel Dumitru – The Wheel, Gheorghe Lungu – Babel, Loulou Siem – A Pregnant Woman Wishing Her Child to Be Beautiful Must Look at Beautiful Objects, Ion Pop – Synthesis, Dalina Bădescu – Everything, Corneliu Baba and his pupils.
META CULTURAL FOUNDATION
META Cultural Foundation, established in 1995 by sculptor Romelo Pervolovici, is one of the first NGOs on the local contemporary art scene. Starting from an interest in the tridimensional art object, META Foundation is open today to the alternative areas of contemporary art and the recent experimental trends, seeking to initiate an inter/trans/multi/pluridisciplinary dialogue in unconventional cultural spaces. The Foundation aims to 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 representation of Romanian contemporary art, to encourage 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 Romanian Sculpture, a dictionary including more than 1,000 artists; A Century of Romanian Architecture, a free, bilingual encyclopedia of Romanian architects and architecture in Romania between 1890-2018; The International 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 Romanian component focuses on video art.
NATIONAL NETWORK OF ROMANIAN MUSEUMS
The National Network of Romanian Museums (RNMR) is an institutional network comprising public and private institutions active in the field. RNMR seeks to support and develop the life of museums by focusing on cultural heritage, cultural tourism and professional development.
Since 2009 RNMR has been the organizer of Museum Night in Romania and official partner of the European Museums 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 Museums, the annual event of the international network of culture and museum professionals. WAM 2016 took place in Bucharest and was hosted by the Contemporary Art Museum.
VOLUM ART ASSOCIATION
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 creating 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 encourage 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 the issue 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 international conference on the topic of public monuments, one workshop conducted by prof. Jeroen Boomgaard from University of Amsterdam and artist Hans van Houwelingen (Netherlands) and two nights of film screenings in the Drumul Taberei and Floreasca districts of Bucharest.
THE MARKET VALUE. WHAT IS THE MARKET VALUE
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.
IOANA CIOCAN
Independent art curator, Director General of the Bucharest Art Pavilion – Art Safari, vice-president of the Romanian Artists’ Union. She sat in the jury that selected the Romanian project for the 58th 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
During the pandemic, isolated and scared, we rediscovered the therapeutic effect of art. Art takes us away from the turmoil 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 Instagram accounts are almost mandatory on anyone’s business 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 websites 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 different values and messages depending on the art it stands for and the audience it targets – from minimalist simplicity 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 people in 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, art in in the eye of the beholder and it is the people who instill it with meaning and value. It is essential to nourish the relation between artists, art and public and to keep reinventing it over time, since neither can exist without the others. Whether it is occasional, linked to individual 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 artworks 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 vouchers 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 support the market to a large extent – or on ticket sales.
The motivations of those who look to cultivate this passion are diverse but, more ofter than not, it is passion that drives art collectors. Art is a mirror of the collector, an extension 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 investments. There are various means to purchase art: from buying artworks directly at the gallery or at auction to buying 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 artistic 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 surprises us in the shape of graffiti on walls, of urban installations 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 or simply in the street. It becomes fluid and mobile, leaving the pedestals and the gallery walls, feeling very comfortable 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 exclussively in 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 notoriety.
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 information 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 prices. 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 places 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 regular 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 uninitiated. Each year, the grand art events in Bucharest and in other cities number tens or hundreds of thousands of participants. The experience of night-time visits to exhibitions kicked off on the model started by great European museums 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 – Spotlight in Bucharest or Lights-On Romania in Cluj attract impressive numbers of visitors, albeit for a few hours. Likewise, the temporary museum – Arts Safari Bucharest offers Night Tours, a unique opportunity to view Romanian heritage art, as well as contemporary 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 (Museum of Recent Art) to the tens of contemporary art galleries and unconventional spaces in former industrial facilities 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 Știrbei Palace, Oromolu Villa and Hanul Gabroveni (that houses ARCUB Cultural Centre), 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 reality, 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 throughout history, giving them back optimism and trust. Museums 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 necessary 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 for a moment or even changes destinies.
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 Art in 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.
… 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 legitimately speak of, since I have known it first-hand, particularly 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 or in 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 institutions; in the way the human resource is managed in the field; in books that survey recent visual arts phenomena; 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 emigrations, absences, come-backs, disappearances and continuations, in the survival of the discourse on art in all its forms.
Even if the tendency to judge everything by tens, including 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 myself, such as the art critic and historian Magda Cârneci), but that it was followed by several other, milder and somewhat 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 heads in 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 analogies. There is a generation marked by important exchanges 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 classic by art critic and historian Adrian Guță; there is the generation 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 Museum 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 professionals enthusiastically take to (re)writing them – in all possible shapes and forms: the exhibitions and conferences organized in 2014 to mark 150 years of art education in Romania are just one example. The history of art institutions enjoys significant attention in the shape of exhibitions usually accompanied by equally relevant publications, therefore 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 relation 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 organized 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 professionals are looking for their symbolic parents, ancestors and genealogies, families formed along common cultural affinities and there is an impressive number of art institutions involved in this collective process of recovery and revalorization of the past. We witness an authentic rediscovery 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 Lupaş, Ion Grigorescu, Horia Bernea, Ion Nicodim, Geta Brătescu, Marin Gherasim, Florin Niculiu, Ştefan Bertalan, Ion Biţan, Florin Maxa, Mihai Olos, Constantin Flondor, Octav Grigorescu, Mihai Horea, Vladimir Şetran, Gheorghe Berindei, Andrei Chintilă, Marian Zidaru, Alexandru Chira, Corneliu Brudaşcu, Victor Ciato.
The Sigma group, for instance, is (once again) a true presence on the art scene with two impeccable, recent exhibitions, both of them extensive and serious, synthetic and minutely documented, while at the same time completely different: 1.1.1.+Sigma+Retrospective Exhibition: the Poetics of Space. Utopia and Research (2004), curator Ileana Pintilie, at the Office, part of Cluj Art Week-End and SIGMA: Cartography of Learning 1969-1983 (2015), curators Alina Șerban, Andreea Palade-Flondor and Space Caviar, at Art Encounters. There is a trend that calls for reenactments, reinstallations, reactualizations, that become a means of bringing into today’s minds and imagination 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 Artists from Timișoara (Art Encounters, 2017), Situations and Concepts (Salonul de proiecte, 2017), Beyond the Concept Frontier (Art Encounters 2017, curator Magda Radu). Ciprian Mureșan’s The Invisible Clerk exhibition at the Art Museum 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 Caragea’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 exhibitions 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 nuances and adjusting the canonical narrative on the art of 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 imposed 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 sacrifice anything for just a taste of the much desired international acknowledgement (oh, this chimera of my generation, 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 Gorządek, at the Centre for Contemporary Art, Ujazdowski Castle, in Warsaw).
What is more, the (former) East-West equation became further complicated once the great absent names were added to it: the Romanian artistic diaspora, towards which the local community started a process of recuperation and reclaiming through analogies, transfers, inheritance, estates, rediscovered studios, reactivated artistic archives, artworks that were assigned new value, autobiographical interviews (This Bit that Seems to Want to Get Out through a Certain Part of My Body, Salonul de proiecte, 2019): Paul Neagu, Iulian Mereuță, Decebal Scriba, Pavel Ilie, Matei Lăzărescu, Christian Paraschiv, Peter and Ritzi Iacobi, Diet Sayler, Roman Cotoşman, Doru Covrig, Horia Damian, Florina Coulin. What constantly fascinates me, gives me pause and inspires me at the same time is the juxtaposition of artists from completely different generations (canonic names that are no longer among us, alongside young artists in full middle-career: Paul Neagu and Ștefan Sava shown on the same wall at international art fairs by Ivan Gallery, or Ștefan 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 pronounced Geta Brătescu phase, just as Constantin Flondor’s or Ștefan 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 uninterrupted paths, the lasting careers that span, seemingly unperturbed, ages and crises, are all the more admirable: the art of Teodor Graur or Marilena Preda-Sânc or, even better, that of the ineluctable Ion Grigorescu. I remember a period, 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, followed by a similar Geta Brătescu moment (generated, maybe prophetically, immediately before and after the artist’s death). Ion Grigorescu and Geta Brătescu – symbolic 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 today’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 annual “Arts in Bucharest” event took place, curated by Călin 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 professionals 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 artists (the way other male professionals before 1989 kept saying women make an “intimist, feminine and inward-looking art”): Ioana Bătrânu, Ecaterina Vrana, Vioara Bara, Anca Mureșan, Marilena Preda-Sânc, Simona Runcan. Not only the artists’s careers are endowed with new meening, but also the longevity and vitality of the traditionally feminine media. It is evident in the presence of Daniela Făiniș at Senso Gallery or the Efflorescence exhibition (Daniela Făiniș and Arina Ailincăi) at AnnArt Gallery (2007), as well as Five Decades of Tapestry at the Brancoveanu Palaces Cultural Centre in Mogoșoaia, 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 before, 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 past without 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 history of our art is obvious in the emergence and immediate success of the newly-coined term neo-avant-garde, meaning a local phenomenon (also) with an implicitly generational 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 Romania 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 și atunci seems to indicate. It is the title of the section signed by curator Magda Radu as part of the project Romanian Cultural Resolution at Leipziger Baumwollspinnerei in 2010 – curators Mihnea Mircan, Magda Radu, Adrian Bojenoiu, Mihai 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 Romanian 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 “Romanian 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 Șerban, 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 exclussive 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 Șerban, 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 Great in 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, otherwise 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 J, 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 acknowledgement (in the more suggestive pre-1989 critical language): Alexandru Rădvan, Nicolae Comănescu, Ciprian Mureșan, Dumitru Gorzo. As for longevity, the trajectory of the kinema ikon group seems to be a paragon of consistency, continuity, rigorous self-historicization and self-archiving, 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 acknowledgement?). The mammoth project The Artist and the Power. Instances of Romanian Painting 1950-1990 organized by Ruxandra Garofeanu, Dan Hăulică and Paul Gherasim was, in its own way, another means of historicizing and “saving” our history up to the present day by trying hard to extract just the nectar, not the poison. Romanian Art from Prehistory to the Present Day, coordinated by Răzvan 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, almost like a Romanian success story. One can undoubtedly gain or reassert professional acknowledgement by undertaking research on a certain artistic topic, period or figure and present the result either in a well-documented exhibition or in a beautiful book with authoritative texts. The voices of the younger generations of Romanian art historians can be heard in publications shortlisted or even awarded 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 symptomatic to us by itself: for some years now people have been writing and publishing, splendid books and chic publications have been printed, bookcases full of intelligent discourse 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 environment which had achieved the proper distance from the phenomenon it comments upon, a serene and dilligent, enterprising and tenacious, well-meaning and professional 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 development that many of the significant recent exhibitions are not simple exhibitions, but full-fledged curatorial projects, unfolding across several dimensions, “series”, multiple-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 construction. 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 coexist. 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, ambitiously calling itself a “temporary museum”, which is an interesting status strategy. As a whole, the level of the contemporary art public has grown too and many professionals 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 informed than before. There are more and more local collectors 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 public is made up – what a surprise – also by artists. The (once) regular endogamous solitude slowly comes to an end, and is gradually replaced by a seductive world of the (often expensive) multimedia show, with its sequins, screens and sparkle, that addresses the numerous populations of eager consummers of the image 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 Romanian 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 meaning. Romanian Design Week shows how several “creative” worlds (this is the new name) of artistic, as well as entrepreneurial 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 healthier, 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 (different from what art exhibitions and, in particular, contemporary 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 obsession with those who organize exhibitions and, although 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, elegant spotlights, mobile plasterboard walls on castors, chic chairs – these are the new characters that populate contemporary 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 (Combinatul 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 warning 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 arristocrats, 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 Poterașu Gallery, the BRD Residence, Aiurart Gallery, Posibilă Gallery, AnnART Gallery, Romană 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 Prospectus 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/OTA, 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 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 urban 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, probably from Cluj (that is, a place so serious, professional and sophisticated, that even the clothes of the accidental visitor 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 galleries 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 experimental 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 Romană 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, GeamMAT/Timișoara Art Museum (Mihai Zgondoiu, Bogdan Rață), 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” contemporary 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 dwelling on: it is the art of the Blind Museum (Veda Popovici), of the Paradis Garage (Claudiu Cobilanschi), of the Melodramatic Research Bureau (Alina Popa, Irina Gheorghe), of 2020 Home Gallery (Vlad Nancă) 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. And I am 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 Căminul Artei with its beautiful green neon sign, the Multimedia Visual Arts Centre (CAV) coordinated by Radu Pandele, Lucian Hrav and Ioana Marșic, ETAJ 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 (subjective, obviously): almost all the exhibitions of the Sabot gallery in Cluj, some of the exhibitions with Romanian protagonists at Plan B gallery in Berlin, the spaces of the Peleș Empire duo and the Apparatus 22 trio, maybe all of Vlad Nancă’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 exhibition in the Beauty of the Cross hall at the Museum of the Romanian Peasant in 2015, or Anca Mureșan’s one-night exhibition, Painting at the Corner, in the Mița Biciclista house as part of the 2011 White Night of Galleries. Or the way Club Eletroputere 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 photographers, 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 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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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 Posibilă and Anaid Gallery. Dan Popescu adopted and adapted to the local contemporary art scene the figure of the gallerist putting 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 market and on the artists’ value on it, a new set of “instruments” that were accommodated on the fly. Popescu always rejected these labels and tried to take on the virtually inexistent role of the curator-cum-maecenas, one who explains 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 victor 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 collectors 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 Posibilă, the works of Dumitru Gorzo and Vlad Nancă. 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 artists 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. Dumitru Gorzo showed the Italian public images of the “new peasant”, in which he looked ironically and humoristically at the villages of Maramureș, a blend of rural idealism and the breath of the modern world. Vlad Nancă showed The Flags (2004), a work made up of two parts in 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 curators 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 encourage 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 Poterașu 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 important 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 exhibitions and biennales.
In 2009, the selection for the Volta Show in Basel included works by Ion Bârlădeanu, Florin Ciulache, Alexandru Paul and Raul Ciosici. It was a key moment of international exposure for Bârlădeanu, recently discovered by Popescu (at Ovidiu Feneș’ 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 Bârlădeanu’s story and his work constantly attracted international journalists, curators and artists, his career was slow and laborious 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, Bârlădeanu 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 Mureșan 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 supermarket 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 vanity fair orchestrated so as to serve the new god of trade,” he explains.
The last presence at Volta ends with the famous statement „Art is not in crisis. Art is crisis! I shall have no more supermarkets!” Disappointed by the mercantile atmosphere 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 remain dumbfounded and his gesture steals the show. The story ends with the bewildered phone calls from the organizers, 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 respite to (maybe?) rethink its priorities. If we were to quote Popescu again, ”The world has changed for everyone, except for H’art. We were wise enough to change earlier.”
MATEI BEJENARU
Founder and artistic director of the Periferic Contemporary Art Biennale in Iași (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 Iași 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 Iași (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.
THE PERIFERIC PROJECT – LOOKING BACK
The idea of holding a contemporary art event in Iași to promote 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 Iași at the time and I was interested to find out how our transition towards democracy was reflected 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 international performance festivals in Romania in the 90s: one in Timișoara (Zona – Europa de Est, organized by Ileana Pintilie) and the other in Sfântu Gheorghe (AnnArt Festival, director Ütő Gusztàv). 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 Centre. 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 experiencing 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 on the relation between centre and periphery and the function and forms of contemporary arts in our provincial-, 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 Iași, 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 Turkish Baths in Iași, which we identified even back then as a possible venue for a Centre for Contemporary Arts. A project is now under way, led by the Iași City Hall and founded through a European cultural programme, to rehabilitate the Turkish Baths and turn it into a cultural centre.
In the years 2000 Periferic came to be one of the most complex contemporary art projects in Romania, with extensive 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 Iași. The educational component and continued dialogue with progressive local intellectuals gave rise to a platform of ideas on the role of contemporary culture in social emancipation. Thanks to Periferic, Iași 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 adequate cultural infrastructure.
The funding for Periferic was secured mostly by applying for European funds. After 2003 we also managed to attract local funding (from the Iași City Hall, the Administration of the National Cultural Fund and the Romanian Cultural Institute). The project helped generate a local artistic scene and encouraged the emergence of a young generation of public interested in contemporary art, but it dwindled gradually after 2008, the year of the last Periferic. A lot of work and a lot of enthusiasm went into shaping and running 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 colleagues, which went on to become curators or theoreticians, 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 accessible once Romania joined the EU in 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 decision. The project had been relevant for a certain historical 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.
RĂZVAN 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
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 individual pleasure then survival becomes questionable indeed. 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 immediate 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 theoretical level because of different antagonistic conceptions of concepts?
Biennales should be seen as independent civil society 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 effectual 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, without 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 megalopolis 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; challenging 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.
If art is the answer, the question is how capitalism can be made more beautiful. Yet, modern art is not just about beauty. It is 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 ongoing 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, expropriation, 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 artistic space as a political one instead of representing political 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 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 catastrophe 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 artists, curators and organizers, even when under tense working 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 knowledge through artworks, the updated collective and collaborative planning, the conceptual, sensible and functional unity of a biennale guarantees the longstanding influence of the exhibition into the subconscious of the people.
The transition of institutional critics from the academic environment to autonomous structures is more than welcome for the conversion that already began in critical artistic communication. There we find the necessary 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 institution for the classic forms of regulation. We have the resources 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, then innocent victims will no longer be necessary, and neither will be collateral damage. As the hegemony assimilates all our means of expression, we could identify in its structure the possibility to relocate the multi-culturalism of governmental politics into civic communication, diverging the false globalisation focused on market economy 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 other values, such as its utility, its sovereignty, its aesthetic, and its message. However, when art itself 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 methodology 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 & Răzvan 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 Research, in November 2019.
ALEXANDRA MARIN
A dreamer in 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 or in 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.
THE ROMANIAN ART MARKET
“Nicolae Grigorescu’s painting Peasant Girl with Spindle on Her Way went for 220,000 euros at the spring auction organized 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.
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 contemporary 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 contemporary art market is encouraged by sales of artworks by internationally 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 international 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 market is still emergent, even if it has increased steadily since 1990, and even more so from 2000 onward. As art can increase value over time and can deliver significant return, art sales have been known to grow even at times of high financial risk. The art world can be temporarily affected, but the circulation of artworks can adapt quickly and use alternative channels.
The past ten years have seen a rise generated by the revitalization of Romanian economy as a whole. This rise has brought along an inflow of capital as part of a more generous 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 purchased, 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 sectors. 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 access 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 therefore 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 art in 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 motivate and inspire their employees, since there are experts who believe the presence of art in the work space stimulates 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 transactions involve (no matter if 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 periods – from heritage artists to contemporary celebrities or young supercontemporary artists – as well as to a wide price range. Also, the freedom of expression and movement 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.
EVENTS
BUCHAREST ART PAVILION – ART SAFARI
Art Safari temporary museum is a cultural event dedicated 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 historic 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 Gheorghe Pătrașcu retrospective in the past 50 years. Representatives of the contemporary artistic movement meet in the Central Pavilion in the exhibition The Bucharest School – Tradition, Love, Betrayal that revisits the Bucharest artistic scene of the past 30 years, including some of the contemporary artists whose work has been acknowledged internationally and are now present in museums like Tate Modern or the Pompidou Centre in Paris. The unique universe of painter Sabin Bălașa, 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 Bălașa. 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 in the art world. One of their iconic works, the first poster 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
MEDIA ART FESTIVAL ARAD
Media Art Festival Arad is a kinema ikon project and, as such, revolves around visual, audio, performative experiment 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 heterogeneous group of multimedia artists. The festival promotes young artists, seeks to motivate local producers and to facilitate the creation of international collaborative networks in the field of culture. Curators: Călin Man and Ileana Selejan.
2014 / M.A.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: photography, 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 Bucharest | media: media installation, video, sound works | motto: „No matter how fast you are, there’s always someone faster”
For the second edition we moved art where people like to go: at the mall. On the 1st 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 media installation, video, performance | motto: „If an image is worth a thousand words, then an image with an explanatory caption is worth one thousand words minus the number of words that make up that caption”
After a stop-over at MNAC, the festival returned to the Art Museum Arad. The title DADADA refers to the 100 years anniversary of the Dada movement. Although intentional, the reference remains accidental. The central exhibition put forward a playful approach of the word-image relationship, as well as of the museum as an archive.
2017 / M.A.F.A.4: CINEMA
venues: Arta Cinema, Arad, Art Museum Arad | media: media installation, video projection, AV performance, concerts | motto: ”If you’re not having fun, you’re doing something wrong” – Groucho Marx
The nucleus of the festival is a group of site-specific installations that transform the movie theatre into an exhibition space. Installations and projections colonize the cinema 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 | media: media installation, video, AV performance, concerts | motto: „Cedit enim, rerum novitate extrusa, vetustas semper” – Lucretius.
The central exhibition proposes interjections and intersections with/among the galleries and exhibits in the Natural Sciences section of the Arad Museum. Interventions in atypical or ”non-conventional” spaces have become a trademark of the festival. These gestures, however, are not to be perceived in opposition with the white cube aesthetic.
2019 / M.A.F.A.6: dig:it
venues: Art Museum Arad, kinema ikon | media: media installation, video, AV performance, concerts | motto: <img src=”../dig:it.gif”> Have A Nice Click
For the 2019 edition we chose virtual space for an exhibition venue, but there was a physical setting as well – the Art Museum. There was a two-way interactivity: 1. the visitors interacted with the works and 2. the works interacted with each other.
2020 / M.A.F.A.7: SyZyGy
venues: Faber Timișoara, Arta Cinema Arad, kinema ikon, Rezidența 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
WHITE NIGHT OF ART GALLERIES
The White Night of Art Galleries (NAG) is a project started in 2007 by the Ephemair Association and its main objective 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, Brașov, Cluj Napoca, Craiova, Iași, Miercurea Ciuc, Petrila, Reșița, Sibiu, Sfântu Gheorghe, Târgu Mureș and Timișoara. Going national led to the creation of a network of partnerships between organizations active in the 14 cities and the participation of almost 100 spaces (contemporary art galleries, alternative spaces, artist studios, cultural hubs, cultural institutes etc.) in the annual programme.
Every year, NAG produces special projects: exhibitions, editorial projects or interventions in public space promoting young artists. Through the programme Search & Research.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
MUSEUM NIGHT
Museum Night was an initiative the French Ministry of Culture came up with 16 years ago. It later came under the patronage of the Council of Europe, UNESCO and the International 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 institutions. Museum Night has slowly become probably the most popular cultural brand in the country by number of beneficiaries and projects, exhibitions, events, cultural interventions 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 innovation.
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 public towards museums. What was particularly noted was the originality, tha way the event was organized in the large urban centres by connecting museums to other creative spaces in the form of personalized routes, the fact that every year it generates interesting alchemies and tests new products especially created for the event (coffee, tea, food – various ingredients for an unforgettable experience), the way it modifies 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
ONE NIGHT GALLERY
One Night Gallery is the first media art gallery in Romania 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 intelligence or unconventional installations.
Our project has made it its mission to democratize art and bring it to the attention of the public through technology, 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 Timișoara. More than 100 projects were curated during these almost three years.
ROMANIAN DESIGN WEEK
Romanian Design Week is an annual festival that promotes contemporary Romanian design as a possible pathway to social, economic and cultural progress. It is the first project focusing exclussively on design and it addresses 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 complete picture of where local design and creative industries now stand generating by showcasing architecture, urban planning, interior design, graphic design, illustration, fashion design, object design and other projects and initiatives that employ creativity as their main resource.
Organized by: The Institute
SYMPOSIUMS
BRANCUSI WORKSHOPS
The multi-art symposium was initiated in 2016 by the “Constantin Brâncuși” Center for Research, Documentation and Promotion in Târgu Jiu as a way to continue the artistic events that had been taking place in Brancusi’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 expression.
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 Târgu Jiu between 2001-2019. Fifteen of these were dedicated to large-scale sculpture and one to medium-sized works, housed by the local Art Museum. 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/symposium resulted in over 100 works that were exhibited in museums, institutions and galleries.
Organized by: Centrul de Cercetare, Documentare și Promovare „Constantin Brâncuși” din Târgu Jiu
BIENNALS
BUCHAREST BIENNALE
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 encourage artists’ creativity, public access to culture, the dissemination of art and culture, inter-cultural dialogue and knowledge of the history and cultural heritage of the European and non-European peoples.
The BUCHAREST BIENNALE is building a strong partnership between Bucharest – which is more than a city, it is a symbol of how the political can be reflected in every aspect of life – and the rest of the world; it links to a universal issue – that does not take into consideration the geographical or historical context: the issue of resistance in daily life.
BB provides a platform to analyze, and potentially redirect, current social, political and economic imaginaries. The Biennale is an attempt to turn these scripted “experiences” 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 curated with the help of artificial intelligence, the Jarvis programme, and it will be hosted by the Spinnwerk Virtual Reality Gallery.
Organized by: ArtPhoto Assoc.
GRAPHIUM – INTERNATIONAL SMALL ETCHING BIENNALE
Graphium, the International Small Etching Biennale, a project initiated in 2004 by graphic artist Ciprian Chirileanu, is dedicated to traditional etching techniques. The biennial, attended by professionals from all over the world, puts Timișoara on the map of international contemporary etching events. The larger background against which the Graphium Biennale came to exist: (1) the Graphium studio, set up back on 1980 by the Timișoara 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 Timișoara.
The first edition of the Graphium Biennale, called a pilot edition, was initially aimed at attracting the main cities in the DMKT region (Danube-Mureș-Criș-Tisa), that is Novi Sad (serbia), Szeged (Hungary) and Timișoara (Romania) into the organization mechanism. Each city in turn was to hold every three years the Graphium International 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 interest from local commercial entities that invoked their dependency 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 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), Timișoara became the focal point of drawing and especially 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 3rd edition of the Graphium biennale, the coordinator was forced to withdraw for personal reasons. The Graphium International Small Etching Biennale was resumed in 2017 (4th edition), with the 5th edition following in 2019, both organized by the Timișoara branch of the Romanian Artists’ Union and the Graphium Engraving Studio.
Organized by: Romanian Artists’ Union Timișoara
BUCHAREST INTERNATIONAL PRINT BIENNALE
Bucharest International Print Biennale, organized since 2014 by the Romanian Artists’ Union, confirms the ongoing interest in reinventing printed images and strives to retrace the path from tradition through craftsmanship to the 21st century artist, while at the same time erasing the borders between printing techniques and contemporary 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. Diversity was thus the key word, not only from a conceptual point of view, but also concerning the means of using traditional printing techniques in contemporary art.
Organized by: Romanian Artists’ Union
PERIFERIC
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 editions (1997, 1998, 1999 and 2000) to the level of a regional contemporary art event. In 2001 Matei Bejenaru founded the Vector Association which took over the organization of what was to become the Periferic Biennial. Periferic 5 thus emerged as the first biennial ever to be organized in Romania and was curated by Matei Bejenaru. Periferic 5 was widely acclaimed for its efforts and its success in integrating in certain international artistic and institutional 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 something different than what one would expect from a biennial. The compulsion that time puts on the curatorial insights and artistic representations, once with the appropriation 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 conditions for art production in marginal cultural contexts, the 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 society 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 established a paradigmatic approach for other similar initiatives 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)
LASCĂR VOREL ART BIENNALE
With an uninterrupted 23 year history, the Lascăr Vorel Art Biennale was initially conceived as a National Biennial 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 Neamțand bearing the name of Lascăr Vorel. With 16 editions now completed, the Lascăr 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 Neamț 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 Durău. 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 Lascăr Vorel Biennale.
Organized by: Vorel Foundation
ZOOM IN
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 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.
ANDI DAISLER
Worked in media – printed press, radio, TV. He was part of the team that developed the bid for Cluj-Napoca 2021 European Capital of Culture. In 2015 he launches Lights On – the first competition for festive illumination solutions for public spaces.
GEORGE PLEȘU
President of AltIași 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 bookshop selling books on art, architecture and design and platform for events in the sphere of creative industries.
TWIN INTERVIEW
How did artists survive? Were they forced to change the way they expressed themselves? How did galleries and art spaces cope?
What do you thinl will be the evolution of the relation between artist/studio – spaces for the presentationof artictic products – art consummer?
How do you see the evolution of arts projects?
A.D. / For many galleries and art spaces around us public funding is 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 institutions have done next to nothing in order to survive (museums had almost no activity, performance venues 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 for everyone involved.
Art is going through deep crisis, I would say even deeper than the economic crisis, because art as a field is very incorrectly defined in Romania. As long as education 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 artistic production are the most interesting category, because many new spaces will pup up while others will disappear. It is natural, in a way, since indoor spaces will have to be reconsidered and approached differently, performing 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.
As yet another challenge. I think we will see a focus on some areas where there is still funding and energy and we will witness interesting examples of artists from similar fields coming together. In Cluj-Napoca, the Center of Interest is now doing the exact opposite, there is a massive rift similar to what happened in 2016 at Fabrica de Pensule, the artists who worked in those spaces quarelling over public funds.
But I think these 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.
G.P. / There were quite a lot of artists who immediately adapted their discourse and thus managed to reach new audiences 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 more than 20 international artists. It is really amazing – this ability the artists have to capture the essence in a drawing, in an image – with or without employing text – and to convey universal feelings. And this was, probably, one of the most unexpected discoveries for those who still doubted the role of art.
I wrote an article in Dilema veche on the future of the art world: it is unlikely we will ever go back to the way things were before the pandemic. The economic crisis that will come and many people’s reluctance to resume their activity to the same extent will have relevant impact on art as well. Art fairs, auctions, exhibitions are, first and foremost, social events. The online – as we could see during these past months – can but particlly, incompletely replace the first-hand experience that made many wish to be part of this world: from collectors to artists, from managers to curators, from the public of galleries to the public of museums and biennials.
This period, when we were forced to remember how fragile our existence is, how short-lived the things we chase after and to take a break from business as usual, will ripple into the art world as well. I would be very glad if a status of the artists were adopted, 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 interesting and 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 from books on art, architecture and design, we host friendly and accessible exhibition projects.
Observații
[←1]
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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