Gyongyi Kerekes, Nostalgia gradinii, actiune, hartie fotografica alb-negru, 16x16 cm, parte din expozitia ,Mobilul - fotografia”, Oradea, 1986.
Gyongyi Kerekes, Nostalgia of the Garden, action, black and white photographic paper, 16x16 cm, part of the exhibition “The Mobile -
Photography”, Oradea, 1986.
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EDITORIAL

VOCEA UNEI COMUNITATI MEMORIA UNEI
ISTORII: ARTA MAGHIARA IN ROMANIA
THE VOICE OF ACOMMUNITY, THE MEMORY
OF A HISTORY: HUNGARIAN ART IN ROMANIA

Text: Gabriela Mateescu

Temele dosarelor revistei noastre au acoperit in ultimii
ani atat evenimente majore desfasurate in Europa
(Bienala de la Venetia) sau in Romania (Bienala Art
Encounters, Timisoara — Capitala Europeana a Culturii),
cat si texte dedicate unor mari artisti romani (Geta
Bratescu, Sorin Oncu sau Hedda Sterne) ori explorarii
unor medii artistice (Arta conceptuala, Performance,
Sticla, Pictura, Fotografia, Curatoriatul etc.). Numarul
de fata celebreaza activitatea artistilor maghiari din
Romania. Tn urma dosarului dedicat artei din Republica
Moldova si artistilor moldoveni care traiesc si activeaza
in Romania, in vara lui 2024 am primit sugestia din
partea colaboratorului nostru, Horatiu Lipot, de a lucra
impreuna la acest nou dosar.

Astfel, Revista ARTA deschide discutia asupra temei cu
artisti si autori care au fost prezenti in mod constant
din 2010 incoace in paginile revistei noastre, aducand
in actualitatea anului 2025 o directie esentiald pentru
cercetarea istoriei artei din Romania. Cu o selectie de
texte care traverseaza mai bine de un secol de istorie

a artei, intr-o perioada in care Romania a trecut prin
schimbari teritoriale si sociale majore, dosarul realizat
impreuna cu Horatiu propune noi teme de reflectie
asupra rolului artistilor maghiari in istoria artei locale si
asupra prezentului cultural multietnic din tara noastra.
Viziunea redactiei s-a conturat prin parcurgerea unui
secol de istorie artistica transilvaneana si prin invitarea
istoricului si criticului de arta baimarean Tiberiu Alexa,
care deschide dosarul trecand in revista repere ale
artei moderne si contemporane specifice Transilvaniei,
cu punctarea relevantei Centrului Artistic Baia Mare
pentru dezvoltarea picturii romanesti', maghiare si
europene in acest ,spatiu de afluire/confluire culturald
transnationald”.

A vorbi despre arta maghiara in Romania inseamna

a Intelege un capitol important din istoria artei

locale, regionale si europene, cu radacini puternice in
fenomenul artistic de la Baia Mare. Colonia de artisti
fondata de Simon Holldsy intre 1896-1901, alaturi

de Scoala Libera de Pictura intemeiata in 1902 de
Istvan Réti, Janos Thorma, Béla Grinwald (lvanyi) si
Karoly Ferenczy, dimpreuna cu Societatea Pictorilor
Baimareni infiintata in 1910 de aceeasi patru artisti
precedenti - si legalizata juridic Tn 1911, au reprezentat
axul ,vertebral” in jurul caruia aveau sa se coaguleze
structura institutionald, cultura organizationala si sferele
de activitati (educatie, expozitionism si promovare
publica, colectionism public si privat, pluralism stilistic si
estetic) specifice unui veritabil Centru Artistic. Impactul
cumulat al acestora a acoperit o plaja de realizari si de
consecinte incomparabil mai ampla si complexa decat
cele ale unei scoli, actionand asemenea unui laborator
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In recent years, the themes of our magazine's features
have covered major events in Europe (the Venice
Biennial) and Romania (the Art Encounters Biennial,
Timisoara — European Capital of Culture), as well as texts
dedicated to great Romanian artists (Geta Bratescu,
Sorin Oncu, and Hedda Sterne) and the exploration

of artistic media (conceptual art, performance, glass,
painting, photography, curating, etc.). This issue
celebrates the art of Hungarian artists in Romania.
Following the issue dedicated to art in the Republic

of Moldova and Moldovan artists living and working

in Romania, in the summer of 2024 we received a
suggestion from our collaborator, Horatiu Lipot, to work
together on this new issue.

So, ARTA Magazine opens the discussion on the

topic with artists and authors that have been present
consistently since 2010 in different parts of our magazine
summary, bringing to the forefront of 2025 an essential
direction for research into the history of art in Romania.
With a selection of texts crossing more than a century of
art history, at a time when Romania underwent major
territorial and social changes, the folder created together
with Horatiu proposes new themes for reflection on the
role of Hungarian artists in local art history and on the
multi-ethnic culture present in our country.

The editorial team'’s vision was shaped by reviewing a
century of Transylvanian artistic history and by inviting
the historian and art critic from Baia Mare, Tiberiu

Alexa, who opens the file by reviewing landmarks of
modern and contemporary art specific to Transylvania,
highlighting the relevance of the Baia Mare Artistic
Center for the development of Romanian', Hungarian
and European painting in this “space of transnational
cultural influx/confluence”.

Talking about Hungarian art in Romania means
understanding an important chapter in the history of
local, regional and European art, with strong roots in the
artistic phenomenon from Baia Mare. The artists' colony
founded by Simon Hollésy between 1896-1901, together
with the Free Painting Society founded in 1902 by Istvan
Réti, Janos Thorma, Béla Grunwald (lvanyi) and Karoly
Ferenczy, together with The Painters’ Society of Baia
Mare established in 1910 by the same four previous artists
- and legalized in 1911, represented the “vertebral” axis
around which the institutional structure, organizational
culture and spheres of activity (education, exhibition
producing and public promotion, public and private
collecting, stylistic and aesthetic pluralism) specific to

a genuine Artistic Center would begin to exist. Their
cumulative impact covered a range of achievements
and conseguences incomparably broader and more
complex than those of a school, acting like a laboratory of

» Laszlo Ujvarossy, Generator de amintiri, parte din expozitia ,Mobilul
- fotografia”, Oradea, 1988.

Laszlo Ujvarossy, Generator of Memories, part of the exhibition “The
Mobile - Photography”, Oradea, 1988.

de idei, obiective si practici artistice care au respins
rigiditatea canonica a academismului neoclasic si au
pus in prim-plan studiul dupa natura, praxisul creativ

in priza directa (aer liber) a peisajului, imbinate cu
analiza psihologiei (individuale, colective) si investigarea
experientelor intelectual-sociale ale individului uman.
Deschiderea spre plein-air, dialogul cu modelele
franceze si atragerea a sute de tineri artisti din Europa
Rasariteana, Centrala si de Sud-Est, au transformat
colonismul artistic de la Baia Mare intr-un fenomen
international. Mostenirea sa a influentat in profunzime
atat arta din Transilvania (maghiara, germana,
romaneasca, armeneasca, slovaca etc.) cat si pe cea din
Romania, marcand inceputul unei traditii moderne in
care libertatea expresiei si cautarea autenticitatii au
ramas esentiale. Dincolo de rolul sau pedagogic, Centrul
Artistic Baia Mare a coagulat o comunitate artistica
diversa, pluralista estetic si deschisd, care a contribuit la
profesionalizarea picturii de sevalet. De-aici s-a nascut o
linie de continuitate ce a influentat - inclusiv — generatii
succesive de artisti maghiari din Romania si Ungaria,
de la cei atasati transilvanismului si pastrarii traditiilor,
pana la modernisti, avangardisti si, mai tarziu, la artistii
experimentali transavangardisti si postmodernisti ai
anilor 1970-1980.

,Diferenta specificd importanta a ecosistemului creativ
bdimarean a fost aceea ca, de-a lungul istoriei sale, arta
a putut sa se dezvolte armonios ca parte naturala a vietii
orasului. Este un fapt c3, in ultimii 120 de ani de istorie,
Baia Mare a fost, si inca este, impletita cu prezenta Artei.
Si nu este o coincidenta faptul ca recenta generatie de
artisti nascuti si educati la Baia Mare a fost apreciata

la nivel international: Adrian Ghenie, Mircea Suciu,
Cantemir Hausi, Bogdan Rata, printre altii.” (Cosmin
Nasui, ,Minoritatile etnice in cultura vizuala - focus
Romania”, Postmodernism, 2018).

Textul llenei Pintilie analizeaza tendintele actioniste

din Transilvania anilor 1980, evidentiind afirmarea unei
generatii de artisti rebeli fata de canoanele oficiale, care
au explorat instalatia, performance-ul, happening-ul,
body art-ul si land art-ul ca forme de rezistenta culturala
in fata cenzurii comuniste. Artisti maghiari si romani
din regiune (Ujvarossy, Bone, Gerendi, Gaing, Elekes,
Uts) au dezvoltat actiuni experimentale cu caracter
participativ, ritualic sau critic, adesea in mod clandestin.
Dupa 1989, aceste practici underground au iesit la
luming, fiind asumate public si multiplicate, in timp ce
festivaluri precum Zona si AnnArt au consolidat scena
performance-ului. Astfel, Transilvania a devenit un spatiu
esential pentru dialogul artistic postmodern si pentru
conectarea la retelele internationale, marcand tranzitia
spre libertatea expresiva a anilor 1990-2000.

Maria Zintz evoca, la randul ei, efervescenta artistica

a anilor 1980 la Oradea, unde tinerii artisti se adunau
pentru a explora libertatea creativa prin desen, pictura,
instalatie, performance si arta intermediald, in spatiile
UAP din oras, dar mai ales sub umbrela Atelier 35
Oradea. Grupul era animat de solidaritate, dialog si
entuziasm, organizand expozitii precum ,Dialog I" la
Galeria UAP Oradea (1981), cele trei mari expozitii ,Mobil-
Fotografia” (1984, 1986, 1988) in Oradea, dar si ,Medium”
(1981) la Sfantu Gheorghe. Artisti precum Gyérgy Jovian,
loan Bunus, Laszlé Ujvarossy, Aniké Gerendi, Karoly
Ferenczi si altii au marcat scena locala prin inovatie

si atitudine critica, transformand Oradea intr-un pol
important al artei contemporane romanesti. In pofida

ideas, objectives and artistic practices that rejected the
canonical rigidity of neoclassical academism and put in
the foreground the study of nature, the creative praxis in
direct contact (open air) with the landscape, combined
with the analysis of psychology (individual, collective) and
the investigation of the intellectual-social experiences of
the human individual.

The opening towards plein-air, the dialogue with French
models and the attraction of hundreds of young artists
from Eastern, Central and South-Eastern Europe,
transformed the artistic colonialism of Baia Mare into

an international phenomenon. Its legacy profoundly
influenced both the art of Transylvania (Hungarian,
German, Romanian, Armenian, Slovak, etc.) and that of
Romania, marking the beginning of a modern tradition
in which freedom of expression and the search for
authenticity remained essential. Beyond its pedagogical
role, the Baia Mare Artistic Center grasped a diverse,
aesthetically pluralistic and open artistic community,
which contributed to the professionalization of easel
painting in Romania. From here a line of continuity

was born that influenced - inclusively — successive
generations of Hungarian artists in Romania and
Hungary, from those attached to Transylvanism and the
preservation of traditions, to modernists, avant-gardists
and, later, to the experimental transavant-garde and
postmodernist artists of the 1970s-1980s.

"The important specific difference of the Baia Mare
creative ecosystem was that, along its history, art was
able to harmoniously develop as a natural part of the city
life. It is a fact that in the last 120 years of the history, Baia
Mare was and still is intertwined with the presence of
Art. And there is no accident that the recent generation
of the artists born and educated at Baia Mare have

been internationally acclaimed: Adrian Ghenie, Mircea
Suciu, Cantemir Hausi, Bogdan Rata among others.”
(Cosmin Nasui, Ethnic Minorities in visual culture — focus
Romania, Postmedernism, 2018).

llena Pintilie’s text analyzes the actionist trends in
Transylvania in the 1980s, highlighting the emergence of
a generation of artists rebelling against official canons,
who explored installation, performance, happening, body
art, and land art as forms of cultural resistance in the face
of commmunist censorship. Hungarian and Romanian
artists from the region (Ujvarossy, Bone, Gerendi,

Gaina, Elekes, Uto) developed experimental actions

that were participatory, ritualistic, or critical in nature,
often clandestinely. After 1989, these underground
practices came to light, being publicly acknowledged
and multiplied, while festivals such as Zona and AnnArt
consolidated the performance scene. Thus, Transylvania
became an essential space for postmodern artistic
dialogue and for connecting to international networks,
marking the transition to the expressive freedom of the
1990s and 2000s.

Maria Zintz also recalls the artistic fervor of the 1980s

in Oradea, where young artists gathered to explore
creative freedom through drawing, painting, installation,
performance, and intermedia art in the city's UAP
galleries, but especially under the umbrella of Atelier



» Baia Mare - Colonia Pictorilor, 1893: vizita redactiei revistei Arta in
colocviu cu artistii baimareni. Credit foto: Valentin Ganta. Prelucrare
digitala © colectia Tiberiu Alexa.

Baia Mare - Painters’ Colony, 1893: visit of the editorial staff of the
Arta magazine in colloquium with artists from Baia Mare. Photo credit:
Valentin Ganta. Digitized processing © Tiberiu Alexa collection.

contextului restrictiv al epocii, comunitatea artistica si-a
afirmat nevoia de libertate, generand o explozie creativa
ce le-a influentat carierele si a consacrat orasul ca spatiu
al experimentului.

n sectiunea Portofolii, redactia a incercat sa prezinte
atat cariera artistilor consacrati, cat si pe cea a

unor artisti tineri, precum si activitatea unor centre
importante de promovare a artei maghiare din diferite
orase ale tarii: Agnes-Evelin Kispal, Ut6 Gusztav,
Gyongyi Kerekes, Jozsef Bartha si artist-run space-

ul coordonat de el - B5 Studio, Spatiul Expozitional

de Arta Contemporana MAGMA, Centrul de Arta din
Transilvania.

Viziunea colegului nostru Horatiu Lipot s-a concentrat
asupra unui numar de artisti, grupari artistice,

initiative culturale si institutii legate de limba si
identitatea maghiara din Romania - fie emigrati, fie
ramasi in tara — a caror reputatie internationala este
confirmata, dar care beneficiaza, pe plan local, de o
vizibilitate redusa. Structura gandita de el abordeaza
atat perioada imediata de dupa formarea identitatii
nationale (cu problematica transilvanismului discutata
de Alexandru Antik), cat mai ales perioada postbelica si
contemporana, prin doua interviuri cu Alexandru Antik
si Székely Sebestyén Gydrgy, precum si prin portofoliile
lui Kincsé Bede si Szacsva Y Pal.

La invitatia lui, Iréne Kanyadi urmareste istoria grupului
MAMU, Mara Ratiu propune o cartografiere calitativa

a initiativelor artistilor maghiari contemporani din Cluj
si prezentarea pe scurt a unor nuclee de comunitati
artistice, iar Cristina Stoenescu discuta despre
schimbarile politice din Ungaria intr-o abordare ,la
intersectia dintre arta si politica, teorie si practica”,
analizand ca exemple portofoliile artistilor Anca Benera
si Arnold Estefan, respectiv Vilmos Koter.

Cel de-al doilea Dosar al acestui numar este dedicat
Bienalei Art Encounters de la Timisoara, care in acest an
aniverseaza un deceniu de existenta in paginile noastre.
Bienala a aparut inca din 2015 in revista ARTA, cu un
dosar coordonat de Sorina Jecza. Traditia continua si

in acest an, prin contributiile Mariei Sarbu si ale Dianei
Marincu, care prezinta ,highlight-urile” acestei editii
aniversare prin autorii invitati sa contribuie la discutarea
realizarilor ei.

Nota

1. Vezi si expozitia programata intre septembrie 2025 si februarie 2026 la
Muzeul National de Arta al Romaniei, ,Jézsef Klein si Scoala de la Baia
Mare", curatoriata de Erwin Kessler.
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Atelier creativ cu copii, parte din programul de sensibilizare pRObleMA,
proiect de GAL Sepsi, MAGMA, 2023. Credit foto: MAGMA.

Creative workshop with children, part of the awareness program
pRObleMA, a project by GAL Sepsi, MAGMA, 2023. Photo credit: MAGMA.

35 Oradea. The group was driven by solidarity, dialogue, and
enthusiasm, organizing exhibitions such as “Dialog I" at the
UAP Oradea Gallery (1981), three major exhibitions named
“Mobil-Fotografia” (1984, 1986, 1988) in Oradea, and “Medium”
(1981) in Sfantu Gheorghe. Artists such as Gydrgy Jovian, loan
Bunus, Laszlé Ujvarossy, Aniké Gerendi, Karoly Ferenczi, and
others marked the local scene with innovation and critical
attitude, transforming Oradea into an important center for
Romanian contemporary art. Despite the restrictive context
of the era, the artistic commmunity stated its need for freedom,
generating a creative explosion that influenced their careers
and established the city as a space for experimentation.

In the Portfolios section, the editorial team sought to
present both the careers of established artists and those of
young artists, as well as the activities of important artistic
spaces promoting Hungarian art in various cities across the
country: Agnes-Evelin Kispal, Uté Gusztay, Gydngyi Kerekes,
Jozsef Bartha, and the artist-run space he coordinates — B5
Studio (Targu Mures), MAGMA Contemporary Art Space
(Sfantu Gheorghe) and the Transylvanian Art Center (Sfantu
Gheorghe).

Our colleague Horatiu Lipot's vision focused on a number

of artists, artistic groups, cultural initiatives, and institutions
related to the Hungarian language and identity in Romania
—whether emigrants or those who remained in the country
—whose international reputation is confirmed but who enjoy
limited visibility locally. The structure he devised addresses
both the period immediately following the formation of
national identity (with the issue of Transylvanism discussed
by Alexandru Antik) and, in particular, the post-war and
contemporary periods, through two interviews with artist
Alexandru Antik and curator and gallerist Székely Sebestyén
Gyorgy, as well through the portfolios of young Kincsé Bede
and Szacsva Y Pal.

On his invitation, Iréne Kényadi traces the history of the
MAMU group, Mara Ratiu proposes a qualitative mapping
of contemporary Hungarian artists’ initiatives in Cluj and a
brief presentation of some artistic commmunity centers, while
Cristina Stoenescu discusses political changes in Hungary
from an approach “at the intersection of art and politics,
theory and practice,” analyzing the portfolios of artists Anca
Benera and Arnold Estefan, and Vilmos Koter, respectively, as
examples.

The second Dossier of this issue is dedicated to the Art
Encounters Biennial in Timisoara 2025, which celebrates

a decade of existence in our pages this year. The biennial
first appeared in ARTA magazine in 2015 with a feature
coordinated by Sorina Jecza. The tradition continues this
year with coordinators Maria Sarbu and Diana Marincu, who
introduce the highlights of this anniversary edition through
the voices of the authors invited.

Translated by Liliana Popescu

Endnote

1. See also the exhibition scheduled between September 2025 and February
2026 at the National Museum of Art of Romania, “Jozsef Klein and the Baia
Mare School,” curated by Erwin Kessler.

UN SEGMENT AL ARTISTILOR MAGHIARI

ORIGINARI DIN ROMANIA
A GLIMPSE OF HUNGARIAN ARTISTS FROM

ROMANIA

Text: Horatiu Lipot

Casa Tranzit, Cluj-Napoca.

Un caz care mi se pare a functiona ca o parabola

in ilustrarea interesului meu pentru tema acestui
dosar al revistei Arta, pe care, pentru efectul plastic,

il vom intitula ,Curiosul caz al domnului MN", tine de
una dintre rarisimele situatii cand, in scena artistica
locald, au fost promovate biografia si lucrarile unui
duo artistic inventat. Sub pretextul completarii unui
gol in istoria culturala localg, care ar fi definit o epoca
printr-o pozitie de avangarda si de actualitate artistica,
proiectul a purtat titlul ,Oare muntii stiu?" si a fost
conceput, produs, curatoriat, prezentat si nicicand
dezvaluit de Mircea Nicolae. In cadrul acestuia, erau
atribuite biografii si lucrari conceptuale primului cuplu
artistic gay din Romania, format din artistii lon Ramnic
si Istvan Mihaly, grup ,descoperit” de MN in timpul
unei rezidente de cercetare la Targu Mures. Anecdota
pe care doresc sa o evidentiez este c3, atunci cand a
trebuit sa recurga la inventarea unor artisti cu practici
novatoare, sincron cu tendintele aparatului cultural si
ale societatii occidentale, MN a apelat la personaje si
istorii specifice acestui areal multietnic, provenite din
comunitatea maghiara. Aceasta implica, din perspectiva
mea, o judecata prin care artistii comunitatii sunt priviti
in istoria postbelica drept primii racordati la actualitatile
artistice globale.

Cum este evident, dosarul de fata nu poate epuiza
toate directiile si abordarile legate de o tema atat de
complexa. Prin urmare, selectia de articole propuse
pentru acest dosar, precum si portofoliile artistilor
inclusi aici, urmaresc sa prezinte pozitii si atitudini ale
unor personalitati artistice reprezentative comunitatii
maghiare, care, prin lucrarile si pozitionarile lor, nu

A case that serves as a parabola illustrating my interest
in the theme of this issue of Arta magazine. For dramatic
effect, we will call it The Curious Case of Mr. MN., and |
can tell you it concerns one of the rarest situations in
which the biography and works of a fictional artistic

duo were promoted in the local art scene. Under the
pretense of filling a gap in local cultural history, which
would have defined an era through an avant-garde and
artistically relevant position, the project was titled Do
the Mountains Know? and was conceived, produced,
curated, presented, and never revealed by Mircea
Nicolae. Within this project, biographies and conceptual
works were attributed to the first gay artistic couple in
Romania, consisting of artists lon Ramnic and Istvan
Mihaly, a group “discovered” by MN during a research
residency in Targu Mures. The anecdote | want to
highlight is that, when MN had to resort to inventing
artists with innovative practices, in line with the trends
of the cultural apparatus and Western society, he turned
to characters and histories specific to this multi-ethnic
area, originating from the Hungarian community. This
implies, in my view, a judgment whereby artists from
the commmunity are seen in postwar history as the first to
connect with global artistic developments.

Obviously, this dossier cannot cover all the directions and
approaches related to such a complex topic. Therefore,
the selection of articles proposed for this folder, as well as
the portfolios of the artists included here, aim to present
the positions and attitudes of artistic personalities
representative of the Hungarian community who,

Echipa Protokoll in curte la revista Ideeaq, Cluj-Napoca, 2016.
Protokoll team in the courtyard at Ideea magazine, Cluj-Napoca, 2016.
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Vilmos Koter, ... unitatea vietii, afise, Art Encounters Biennial, Timisoara, 2019.
Vilmos Koter, ... unity of life, posters, Art Encounters Biennial, Timisoara, 2019.

se subsumeaza ideologiei culturale oficiale, cea a
transilvanismului, atitudine traditionalista ce a definit si
continua sa defineasca politica culturald institutionala

a minoritatii maghiare din Romania postbelica. Artistii
propusi (cu exceptiile necesare pentru a evidentia
metodologia aplicatd) adopta o atitudine critica fata de
diferite aspecte ale viziunii traditionaliste mentionate,
implicandu-se social si artistic in schimbarea contextului
cultural, fie prin propuneri utopice, fie prin atitudini
critice sau prin instituirea unor modele si norme de
reorganizare sociala sau institutionala. Se poate afirma
ca, In multe cazuri, acestia devin ,minoritarii” minoritatii
etnice, opunandu-se politicii cultural-artistice oficiale

a minoritatii maghiare, care isi asuma drept misiune
apararea valorilor identitare si traditionale.

Devine limpede ca acest esantion artistic ar fi putut fi
mult mai amplu. Ceea ce am incercat a fost sa aducem
in prim-plan personalitati si practici artistice care nu se
bucura de aceeasi reprezentare si recunoastere pe plan
national ca alti actanti culturali ai comunitatii maghiare,
dar care, urmand cariere internationale, in multe cazuri,
beneficiaza de o mai buna vizibilitate internationala si
de o practica receptiva la actualitatile sociale si politice.
Dosarul tradeaza si formatia profesionala a celui care I-a
propus, cea de curator, ceea ce poate explica numarul
ridicat de portofolii in detrimentul articolelor istorice
sau contextuale. Tn aceeasi directie, dar si ca element de
noutate pentru revista Arta, veti intalni in acest numar si
o lucrare adaptata mediului scrisului, inserata in paginile
urmatoare. Recunosc ca aceasta a fost si o dorinta
personala si, cred, in acord cu realitatile aparatului
cultural actual, ca un periodic consacrat prin excelenta
criticii si istoriografiei sa fie, macar partial, ocupat si de
artisti.

Desigur, o asemenea tematica nu este lipsita de riscuri
si dificultati, fiind asociata — asa cum simtul comun ne
sugereaza — cu unul dintre subiectele sociale cele mai
sensibile din Romania moderna. Prin urmare, departe
de a formula concluzii definitive prin acest numar, ne

8

LAOMAN DVTNE nur caktir.

through their work and positions, do not subscribe

to the official cultural ideology of Transylvanianism, a
traditionalist attitude that has defined and continues to
define the institutional cultural policy of the Hungarian
minority in post-war Romania. The proposed artists (with
the necessary exceptions to highlight the methodology
applied) adopt a critical attitude towards various aspects
of the aforementioned traditionalist vision, becoming
socially and artistically involved in changing the cultural
context, either through utopian proposals, critical
attitudes, or by establishing models and norms for social
or institutional reorganization. It can be said that, in
many cases, they become the “minority” of the ethnic
minority, opposing the official cultural and artistic policy
of the Hungarian minority, which takes on the mission of
defending identity and traditional values.

It becomes clear that this artistic sample could have
been much broader. What we have attempted to do

is to bring to the spotlight artistic personalities and
practices that do not enjoy the same representation

and recognition at the national level as other cultural
actors of the Hungarian community, but which, pursuing
international careers, in many cases, benefit from greater
international visibility and a practice that is receptive to
social and political developments.

The record also reveals the professional background of
the person who proposed it, that of a curator, which may
explain the high number of portfolios at the expense of
historical or contextual articles. In the same direction, but
also as a novelty for Arta magazine, you will find in this
issue a work adapted to the written medium, inserted in
the following pages. | admit that this was also a personal
desire and, | believe, in tune with the realities of the
current cultural apparatus, that a periodical devoted par
excellence to criticism and historiography should also be,
at least partially, occupied by artists.

Of course, such a theme comes without risks and
challenges, as it's linked — as cormmon sense suggests
—to one of the most sensitive social issues in modern

limitam la prezentarea unor atitudini specifice unor
perioade bine definite istoriei artistice locale. Totusi,
cred ca merita, in incheiere, sa indicam si cateva studii
si anchete recente care au avut in centru un subiect
de factura similara, pentru ca cei interesati sa isi poata
completa cunostintele cu alte puncte de vedere si
reprezentari.

Din zona artelor vizuale amintim: publicatia 100 de
ani. Arta plasticd maghiard in Transilvania, aparuta

la Editura Fundatiei pentru Scoald, Cluj-Napoca

(2019); expozitia si publicatia ,Destin si simbol. Arta
plasticad maghiara /1920-1990", Muzeul National de
Arta din Budapesta (2015); dosarul gazduit de Arta, in
colaborare cu Artportal.hu, intitulat ,Naratiuni vecine”
(2019); studiul lui Klaus-JUrgen Hermanik, ,Arta si
artistii ca intermediari in gestionarea identitatii si
etnomanagement: exemple din minoritatea germana
din Ungaria si minoritatile maghiare si germane din
Transilvania” (2013); colocviul organizat in 2007 la
Universitatea Sapientia din Miercurea Ciuc pe tema
LImaginea maghiarului in cultura romana”; sau, intr-un
sens mai larg, expozitia si publicatia realizate de Cosmin
Nasui, ,Minoritati etnice in cultura vizuala din Romania”.
Daca in toate aceste contexte vorbim de studii, metoda
anchetei a fost abordata cu precadere de scena
literara. Amintim, in acest sens, anchetele revistei
Korunk (nr.10/2018) sau pe cele ale revistei Vatra, care
a incurajat frecvent dialogul rommano-maghiar, oferind
o imagine a Transilvaniei ca spatiu de convergenta
multiculturald, reflectatd in numeroase initiative
editoriale: ,Ce sau cum scriu maghiarii din Romania”
(2021), ,Gesta Hungarorum” (2014) sau recentul volum
Confluente literare romdno-maghiare. Traducdtorii
(2025). Nu poate lipsi aici mentionarea activitatii revistei
Provincia (1999-2002), singura revista de studii aparuta
bilingv (roméana-maghiara), dedicata integral ideii de
transilvanism ca identitate supranationala si regionala.
Grupul coagulat in jurul acesteia a inaintat chiar si

un memorandum in Parlamentul Romaniei, fapt ce a
condus, din pacate, la intreruperea aparitiei revistei.

Tn final, trebuie s3 imi exprim, deopotriva, regretul si
esecul ca aceste texte nu au fost traduse si in limba
maghiara, respectand politica revistei, prin care
materialele sunt traduse exclusiv in limba engleza.

» Szabolcs KissPal, proiectul De la muntii falsi la credintd (Trilogia
maghiard), Ascensiunea penei cdzute, video, 2016.
Szabolcs KissPal, From Fake Mountains to Faith (Hungarian Trilogy)
project, The Rise of the Fallen Feather, video, 2016.

Romania. Therefore, far from drawing definitive
conclusions on this issue, we limit ourselves to
presenting attitudes specific to well-defined periods

in local artistic history. However, | believe it is worth
concluding by pointing to a few recent studies and
surveys that have focused on a similar topic, so that
those interested can expand their knowledge with other
perspectives and representations.

In the field of visual arts, we mention: the publication 100
Years. Hungarian Fine Arts in Transylvania, published
by the Foundation for School Publishing House,
Cluj-Napoca (2019); the exhibition and publication
“Destiny and Symbol. Hungarian Fine Arts /1920-1990",
National Museum of Art, Budapest (2015); the dossier
hosted by Arta, in collaboration with Artportal.hu,
entitled Neighboring Narratives (2019); Klaus-JUurgen
Hermanik's study, Art and Artists as Intermediaries

in Identity Management and Ethnomanagement:
Examples from the German Minority in Hungary and
the Hungarian and German Minorities in Transylvania
(2013); the colloquium organized in 2007 at Sapientia
University in Miercurea Ciuc on the theme “The Image of
Hungarians in Romanian Culture”; or, in a broader sense,
the exhibition and publication by Cosmin Nasui, Ethnic
Minorities in Visual Culture in Romania.

If we are talking about studies in all these contexts,

the survey method has been approached primarily by
the literary scene. In this regard, we recall the surveys
conducted by Korunk magazine (no. 10/2018) or those

by Vatra magazine, which frequently encouraged
Romanian-Hungarian dialogue, offering an image of
Transylvania as a space of multicultural convergence,
reflected in numerous editorial ventures: What or

how do Hungarians in Romania write (2021), Gesta
Hunganorum (2014) or the recent volume Romanian-
Hungarian literary confluences. Translators (2025).

We cannot fail to mention here the activity of the
Provincia magazine (1999-2002), the only bilingual
(Romanian-Hungarian) academic journal dedicated
entirely to the idea of Transylvanism as a supranational
and regional identity. The group that formed around

it even submitted a memorandum to the Romanian
Parliament, which unfortunately led to the magazine
being discontinued.

Finally, | must express both my regret and
disappointment that these texts have not been
translated into Hungarian, in accordance with the
magazine's policy of translating materials exclusively into
English.

Translated by Liliana Popescu

ose he built a
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REPERE ALE ARTEI MODERNE SI
CONTEMPORANE iN SPATIUL TRANSILVANEAN
LANDMARKS OF MODERN'AND CONTEMPORARY
ART IN THE TRANSYLVANIAN REGION

Text: Tiberiu Alexa

sandor Bihari, in fata judecdtorului, ulei pe panza, 111,2x173 cm, inv.
nr. 5204, 1886. Credit foto © Szépmiivészeti Mizeum - Magyar Nemzeti
Galéria / Muzeul de Arte Frumoase - Galeria Nationala Maghiara,
Budapesta (in expunere permanenta).

Sandor Bihari, In front of the Judge, oil on canvas, 111,2x173 ¢cm, inv. no.
5204, 1886. Photo credit © Museum of Fine Arts — Hungarian National
Gallery (on permanent view).

Componenta creativa maghiara reprezinta, fara indoiala
—alaturi de cele romaneasca si germana (saseasca) —
una dintre constantele majore care au insotit evolutia
istorica a artei in spatiul transilvan largit', incepand

de dupa crestinarea ungurilor sub regele Stefan | cel
Sfant (si extensia practicilor creative artistice cu si dupa
modele estetice si de rit religios apusean) si pana in
zilele noastre. Traversarea etapelor Evului de Mijloc,

de la romanic la neoclasicism, trecand prin etapele
goticului, Renasterii, manierismului si barocului, sunt
documentate - amplu, detaliat si competent -

paginile subcapitolelor consacrate Transilvaniei din
intregul prim volum si, respectiv, din prima parte a
celui de al doilea volum ale memorabilului tratat de
istorie a artei din Romania, elaborat si publicat de
Academia Romana in 20182 Apoi, in urmatoarele doua
veacuri de dupa 1800 (cu prelungiri in prezentul secol
al XXI-lea), si in regiunea noastra — ca mai peste tot

in spatiile Europei Centrale, Rasaritene si Balcanice,
paginile istoriilor cultural-artistice s-au scris prin
alternante intre tendintele sincretizarii cu si dupa
modele estetice internationalizate si, respectiv, procese
autodeterminative nationaliste identitar etniciste.
Pendularea intre etnic si transetnic (cu momentul de
varf al acutei crize conflictuale consumat in imprejurarile
revolutionarismului pasoptist — 1848-1849) s-a edificat
pe fundalul dezvoltarii evolutive capitaliste in spatiul
transilvan din veacurile XIX-XX, unul dintre efectele
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The Hungarian creative component represents, without
a doubt —alongside the Romanian and German (Saxon)
ones —one of the major constants accompanying the
historical evolution of art in the broader Transylvanian
space,' starting with the Christianization of Hungarians
under King Stephen | the Saint (and the extension of
artistic creative practices with models based on Western
aesthetics and religious rites), continuing to the present
day. The passage through the stages of the Middle
Ages, from Romanesqgue to Neoclassicism, including
the phases of Gothic, Renaissance, Mannerism, and
Baroque, is extensively, thoroughly, and competently
documented in the chapters dedicated to Transylvania
within the entirety of the first volume and, respectively,
in the first part of the second volume of the memorable
treatise on Romania’s art history elaborated and
published by the Romanian Academy in 20182 Then, in
the following two centuries after 1800 (with extensions
in the present 21st century), and in our region — as
elsewhere in Central, Eastern and Balkan Europe,

the pages of cultural-artistic histories were written
through alternations between syncretization tendencies
with and after internationalized aesthetic models

and, respectively, nationalist and ethnic identity self-
deterministic processes. The oscillation between ethnic
and transethnic (with its peak moment within the acute
conflictual crisis consummated in the circumstances

of the Pasoptist revolution —1848-1849), was built
against the background of the evolutionary capitalist

Parcul public al orasului Baia Mare. Cele doua ateliere din lemn construite de
Primdria locala (1896-1900) pentru sezoanele colonizarilor bdimarene ale Scolii
Hollésy (in uz pand in 1924). Carte postala de epoca: litografie tipografica pe
carton, cca. 10x14 cm, anii 1910. Prelucrare digitala © colectia Tiberiu Alexa.
Public City Park in Baia Mare. The two wooden structure studios built by the local
City Hall (1896-1900) in benefit of the Baia Mare colonizing seasons of the Munich
based Simon Hollosy Private School of Painting (in function until 1924). Vintage
postcard: typographic lythoprint on cardboard, about 10x14 cm. , around 1910th.

Digitized processing © Tiberiu Alexa collection.

RSSZEM JANKO

CZIGANYOK A HOBAN.

0dén Kacziany, Muzicanti romi inzdpeziti [in preajma Craciunului,
venind dinspre Cluj], caricaturd publicata in revista de satira politica
Borsszem Janké [Chipdrus], Budapesta, 1891, nr. 51/1249.

0dén Kacziany, Snowy Roma Musicians [around Christmas, coming from
Cluj, caricature published in the political satire magazine Borsszem
Janké, Budapest, 1891, no. 51/1249.

majore fiind constituirea si afirmarea, economico-
sociala si spiritual culturald, a retelei de centre urbane
de tip burghez - industrial-financiar-comercial si / ori
administrativ: Cluj, Oradea, Arad, Timisoara, Sibiu, Baia
Mare, Targu Mures, Bistrita, Alba lulia, Brasov, Sfantu
Gheorghe, Blaj, Sighetu Marmatiei, Satu Mare, Reghin,
Dej, Miercurea Ciuc etc. Numeroase dintre aceste centre
au ajuns, catre anul 1900, sa isi dezvolte si sa-si sustina
semnificative comunitati proprii de artisti plastici,
sprijinindu-le creativitatea si manifestdrile publice,
respectiv, ,consumandu-le” productiile prin mecanisme
ale unor ,piete locale de comert cu arta” aflate atunciin
statu nascendi.

Structurarea societala polietnica a acestor centre
urbane - cu reflectari esentiale si ih campurile spiritual-
religios si cultural-artistic — a purtat pe mai departe,
adanc in secolele al XIX-lea si al XX-lea, amintiri si

o parte a consecintelor aranjamentelor juridico-
politice si (partial) etnico-medievale ale Fraterna Unio:
maghiarimea (nobiliarad); germanimea (patriciatul
ordsenesc saxon/sasesc) si secuimea (liberd si de limba
si de cultura maghiara). Suprapunerea si mixajul
reverberatiilor acestor ,amintiri intunecate” ale

Evului de mijloc cu noul identitarism al etnicitatilor
nationale (romana, sarbeasca, ungureasca, nemteasca,
armeneascy, slovaca, evreiasca, ceheasca etc.) aduse

in scena de mecanismele si realitatile societale
capitalist-burgheze aveau sa genereze - in epocile
moderna si contemporana — un tablou multietnic
eclectic, complicat si complex, la care sensibilitatea
timpului prezent se raporteaza / se refera intrebuintand
conceptul postmodern de multiculturalism — adeseori
dovedind intelegeri istorice partiale, adecvari
contextuale relative si/ sau perceperi cultural-estetice
discutabile. S& mai notam, aici, ca aducerea in discutie,
astazi, a stratificarilor ,enclavizate etnic” pentru evolutia

development in Transylvanian space in the 19th-20th
centuries, one of the major effects being the socio-
economical and spiritual establishment and affirmation
of the network of urban centers of the bourgeois type
—industrial-financial-commercial and/or administrative:
Cluj, Oradea, Arad, Timisoara, Sibiu, Baia Mare, Targu
Mures, Bistrita, Alba lulia, Brasov, Sfantu Gheorghe, Blaj,
Sighetu Marmatiei, Satu Mare, Reghin, Dej, Miercurea
Ciuc, etc. Many of these centers, by around 1900, had
begun to develop and sustain significant communities
of visual artists, supporting their creativity and public
manifestations, while at the same time “consuming”
their productions through the mechanisms of “local art
markets,” which were then in statu nascend.

The polyethnic societal structuring of these urban
centers — with essential reflections also in the spiritual—
religious and cultural-artistic spheres — carried forward,
deep into the 19th and 20th centuries, memories of
and a part of the consequences of juridico—political

and (partially) ethnico-medieval arrangements of

the Fraterna Unio: the Hungarians (the nobility);

the Germans (the Saxon urban patriciate); and the
Székelys (free of Hungarian language and culture).

The overlapping and intermingling of reverberations

of these “dark memories” of the Middle Ages with the
new identitarianism of national ethnicities (Romanian,
Serbian, Hungarian, German, Armenian, Slovak, Jewish,
Czech, etc.), brought onto the stage by mechanisms
and societal realities of the capitalist-bourgeois world,
were to generate — in the modern and contemporary
epochs — an eclectic, complicated, and complex
multiethnic tableau, to which the sensibility of the
present refers by employing the postmodern concept
of multiculturalism - often revealing partial historical
understandings, relative contextual appropriations, and/
or debatable cultural-aesthetic perceptions. Let us note
here that bringing up the issue of “ethnic enclaves”

for artistic evolution in the “extended” Transylvanian
space (similar to those in other national spaces that
succeeded the breakdown of old dualistic “imperial
constructions” such as Austro-Hungarian, Tsarist Russian,
and Prussian-German) is always a sensitive, delicate, and
somewhat risky topic (and will most likely remain so for
a long time to comel!). However, reading and perceiving
them correctly and in a historically and culturally-
anthropologically nuanced way is indispensable for a
proper understanding of the realities and evolutionary-
creative processes — that have taken place in this part
of Europe, which seems to never cease to “‘consume”
convulsive and traumatic experiences with ancient
roots, “lost” far back in the past. A first Transylvanian
peculiarity worth mentioning is that the specificities

of the historical lessons of Transylvanian cultural
experiences, both modern and contemporary (whether
collaboratively convergent or competitively adversarial),
transcend, contradict, and (sometimes) compensate
(to a significant extent) for the contradictions — often
antithetical and conflicting — recorded simultaneously
in the experiences of political, administrative, socio-
economic coexistence. Ultimately, the universality of
artistic language has always constituted (and often in
antinomic contrast to the actions of geopolitical vectors)
an organic socio-cultural bond that also has the quality
of hosting/allowing the cohabitation of diversities with
flows of creative convergence.

Against the backdrop of such a projection, we therefore
have to look towards a Transylvania whose modern and
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TRANSILVANISMUL. DE LA PASTRA:REA
TRADITIEI LA CULTUL IDEOLOGICIN ARTA

TRANSYLVANISM. FROM THE PRESERVATION OF
TRADITION TO IDEOLOGICAL CULT IN ART

Text: Alexandru Antik

Motto: Ideologia pastrarii traditiei ri-
gidizeaza creatia, transformand-o tot mai

mult intr-un limbaj conventional si cultic

Initiale si ornamente decorative Art Nouveau din cartile bibliofile ale
lui William Morris.

Art Nouveau initials and decorative ornaments from the bibliophile
books of William Morris.

Trasatura oficiala a spiritualitatii comunitatii artistice
maghiare din Romania este transilvanismul. Curentul
transilvanismului a fost initiat de un grup de intelectuali
maghiari la inceputul secolului XX, cu scopul de a
elabora politici culturale zonale si minoritare, privind
dezvoltarea si pastrarea traditiilor culturale ale
comunitatii maghiare in contextul dat al istoriei.
Obiectivele si initiativele transilvanismului au fost
determinate de aspectele politice si culturale in
diferite perioade ale istoriei comunitatii maghiare din
Transilvania. Tnainte de 1918, initiatorii transilvanismului
au propus o politica mai independenta fata de
Budapesta privind dezvoltarea economica si culturala
a regiunilor transilvane. Dupa 1918, in Ardealul de

dupa Trianon, pana la al Doilea Razboi Mondial, erau
mai multe propuneri privind legitimarea autonomiei
transilvane, cea mai indrazneata dintre acestea era
proiectul ,Elvetiei orientale” de Oszkar Jaszi, care

viza intarirea spiritului de autonomie a Transilvaniei

si implementarea unor programe de autogestionare
economica. Dupa al Doilea Razboi Mondial,
transilvanismul a fost prezent doar tacit in opinia publica
maghiara din Romania, adeptii curentului au incercat
sa contrabalanseze politica nationalist-comunista a
statului roman in ce priveste omogenizarea populatiei,
si, totodata, a manifestat o straduinta constanta pentru
pastrarea traditiilor culturale ale minoritatii maghiare.
Dupa 1989, in urma schimbarii regimului politic din
Romania, problemele transilvanismului au reaparut pe
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Motto: The ideology of preserving tradition
stiffens creation, gradually transforming it into a
conventional and cultic language

The official characteristic of the spiritual identity

of the Magyar artistic community in Romania is
Transylvanism. The Transylvanist current was initiated

by a group of Magyar intellectuals at the beginning of
the 20th century, with the goal of developing regional
and minority cultural policies, aimed at preserving

and fostering the cultural traditions of the Magyar
community within the given historical context.

The aims and initiatives of Transylvanism were shaped
by the political and cultural realities of different historical
periods experienced by the Magyar community in
Transylvania. Prior to 1918, the initiators of Transylvanism
advocated for a more independent policy with respect
to Budapest, concerning the economic and cultural
development of the Transylvanian regions. After 1918, in
the post-Trianon region of Ardeal, up until the Second
World War, several proposals emerged supporting the
legitimization of Transylvanian autonomy, the boldest
among them was Oszkar Jaszi's “Eastern Switzerland”
project, which sought to strengthen the spirit of
autonomy in Transylvania and implement programs for
economic self-management. After the Second World
War, Transylvanism remained only tacitly present in the
public discourse of the Magyar community in Romania,
adherents to the current sought to counterbalance

the nationalist-communist policies of the Romanian
state aimed at homogenizing the population, while
simultaneously striving to preserve the cultural traditions
of the Magyar minority. After 1989, following the regime
change in Romania, Transylvanist issues re-emerged on
the public agenda; one could point, first and foremost,
to the polemics surrounding subsidiarity, regionalization,
and cultural and territorial autonomy, topics explored

in articles published in the monthly journal Provincia
(2000-2002)', issued in both Magyar and Romanian.

The spirituality of Transylvanism, its ethics of assumption
and its models of action found their most effective
expression in 20th-century Magyar literature. This
spirituality took shape in literary societies, groups,
associations, forums, and literary journals? (for a more
in-depth discussion of this topic, see the Magyar Literary
Dictionary of Romania?). If before the First World War
(within the Magyar state framework) the primary goal
was the formation of a cultural consciousness specific

of the Ardeal region, then after the war (as the Magyar

Ilustratie dintr-o carte
bibliofila realizata de Karoly
Ko6s aparuta n “Atila kiralyrol
ének” [Cantecele Regelui
Attila], linogravura, publicata
n Magyar IparmUvészet
[Artele aplicate maghiare],
1909.

Illustration from a bibliophile
book by Karoly Kos appearing
in “Atila kiralyrol ének”
[Songs of King Attila],

linocut, published in Magyar
IparmUvészet [Hungarian
Applied Arts], 1909.

A Linogravura a lui Karoly Kos reprezentand conacul unui nobil secuiesc din Borosneu
Mic, Judetul Covasna, din secolul XVIII, publicata in Erdély Kulturtorténeti vazlat [O schita a

istoriei culturale a Transilvanieil, editura Erdélyi Szépmives Céh, 1934.

Linocut by Karoly Kos depicting the mansion of a Szekler nobleman from Borosneu Mic,
Covasna County, from the 18th century, published in Erdély Kulturtdrténeti vazlat [A Sketch of
the Cultural History of Transylvania], Erdélyi Szépmives Céh Publishing House, 1934.

ordinea de zi; as trimite aici in primul rand la polemicile
din jurul subsidiaritatii, regionalizarii si autonomiei
culturale si teritoriale, articole care au aparut in revista
lunara Provincia (2000-2002), publicate in limba
maghiara siin limba romana.

Spiritualitatea transilvanismului, eticile sale de asumare
si modelele de actiune s-au articulat cel mai eficace in
literatura maghiara a secolului XX. Aceasta spiritualitate
s-a intrupat in societati literare, grupari, asociatii,
forumuri si reviste literare? (vezi mai pe larg despre
acest subiect Dictionarul literar maghiar din Romania?®).
Daca inainte de Primul Razboi Mondial (in cadrul

statal maghiar) scopul determinant a fost formarea
constiintei culturale ardelenesti, dupa Primul Razboi
Mondial (dupa regruparea maghiarimii transilvane pe
pozitii minoritare), spiritualitatea transilvanismului s-a
manifestat prin programe culturale, etici de asumare si

modele de actiune ale comunitatii maghiare din Ardeal.

Dupa al Doilea Razboi Mondial, in perioada comunista,
spiritul transilvanismului s-a mentinut prin politicile
cultural-minoritar maghiare, prin apararea identitatii
si/sau a limbii si/sau a religiei, prin pastrarea valorilor si
traditiilor culturale, fie in cadrul institutional dat, fie in
mod tacit vizavi de politicile culturale oficiale.

Nu putem vorbi despre istoria transilvanismului fara
prezentarea aspectelor artistice ale acestui curent. Mai
ales, pentru ca la temelia spiritualitatii transilvanismului
stau conceptiile lui Karoly Kos, el fiind artist si arhitect,
intre altele. Kés a fost o personalitate complexa (am
putea zice un polihistor, intr-o persoana arhitect,
grafician, proiectant de carti, redactor, editor, profesor,

A* VARJU-VAR« SZTANAN *« J-01+ O+

Gravura lui Karoly Kos reprezentand casa lui, numita ,Varjuvar” [Cetatea Cioriil, din
Stana, judetul Salaj, aparuta in Erdélyi dolgok [Chestiuni transilvdnene], 1910.
Engraving by Karoly Kos depicting his house, called “Varjuvar” [Crow’s Fortress], in
Stana, Salaj County, published in Erdélyi dolgok [Transylvanian Matters], 1910.

Wekerletelep (colonia Wekerle) este
un ansamblu de locuinte si un cartier
rezidential pentru muncitori urbani,
proiectate de Karoly Kos pe modelul
caselor si cartierelor muncitoresti din
Anglia proiectate de William Morris
pe la sfarsitul secolului al XIX-lea.
Cartierul Wekerle a fost construit in
anii 1912-1913 la Budapesta, astazi
este Piata Karoly Kos.

Wekerletelep (Wekerle Colony) is a
housing estate and residential district
for urban workers, designed by Karoly
Kos on the model of the houses and
working-class districts in England
designed by William Morris in the late
19th century. The Wekerle district was
built in 19121913 in Budapest, today it
is Karoly Kos Square.

population of Transylvania regrouped from a minority
position), the spirituality of Transylvanism manifested
through cultural programs, ethical frameworks of self-
assumption, and community models of action within the
Magyar population of the Ardeal region. After the Second
World War, during the communist period, the spirit

of Transylvanism persisted through Magyar minority
cultural policies, through the defense of identity and/or
language and/or religion, and through the preservation
of cultural values and traditions, either within the given
institutional framework or tacitly, in opposition to official
cultural policies.

We cannot speak of the history of Transylvanism without
addressing the artistic aspects of this current. Especially
since the foundations of Transylvanist spirituality lie in
the ideas of Karoly Kds, who was, among other things,
both an artist and an architect. Kés was a complex
figure (one might call him a polymath: architect, graphic
artist, book designer, editor, publisher, professor, and
politician). He left behind a unified cultural legacy
across all these fields, an oeuvre that embodied the
spirit of Transylvanism. In his architectural, graphic,

and typographic works, he developed and applied a
distinctive popular Secessionist style. He was responsible
for the founding of the Miklos Barabds Guild in 1929,

an institution that operated until 1944 and was re-
established in 1994. This artistic institution was created
with the purpose of organizing and managing the
artistic activity of Magyar artists. Both this spirituality
and the institution itself became a cultural model

of Transylvanism, one that continues to shape the
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TENDINTE ACTIONISTE iN

TRANSILVANIA (1980-1990)'
ACTIONIST TENDENCIES IN TRANSYLVANIA

(1980-1990)'

Text: lleana Pintilie

Gusztav Ut6, Réka Konya, Festivalul AnnART4, 1993. Credit foto / Photo
credit: Gusztav Utd.

A scrie despre arta maghiara din Transilvania ar putea
parea un act provocator izolationist, capabil sa dea
nastere unor controverse. Dar, la o privire mai atenta,
nu poate fi negat un anume context specific mai ales
transilvanean, si mai ales in anii 1980, in care s-a afirmat
public o noua generatie de artisti, ce aduceau in prim-
plan noi mijloace de expresie - instalatia, obiectul si
actiunea. Aceasta arta orientata spre concept, deschisa
experimentului si multimedialitatii a fost alimentata de
un ,vant de schimbare” — postmodernismul, manifestat
in Romania in toate domeniile, incepand cu literatura

si continuand cu artele vizuale. O prima caracteristica

a acestei perioade ar fi afirmarea unei generatii
dinamice, critice si mai ales rebele fata de ,canoanele”
ideologiei de partid din timpul comunismului. Criticarea
societatii socialiste aflate in pragul colapsului, revolta
impotriva ordinii rigide de factura neostalinista din
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Writing about Magyar art in Transylvania might seem
like a provocative, isolationist gesture, one liable to stir
controversy. However, upon closer inspection, one cannot
deny the existence of a specific Transylvanian context,
particularly in the 1980s, when a new generation of
artists began to assert themselves publicly, highlighting
new modes of expression — installation, object-based

art, and action. This conceptually driven art, open to
experimentation and multimedia, was propelled by a
“wind of change” — postmodernism, which manifested
across Romania in all cultural spheres, starting with
literature and continuing into the visual arts. A primary
characteristic of this period was the emergence of a
dynamic, critical, and above all rebellious generation that
stood in opposition to the ideological “canons” of the
communist party. The critique of a socialist society on the
brink of collapse and the revolt against the rigid, neo-
Stalinist order imposed during Ceausescu’s dictatorship
characterized the so-called ‘80s generation (though

not exclusively), a generation that expressed itself in
radical ways through artistic networks that functioned as
genuine alternatives to the public sphere.

When discussing actionism in Romania during

this decade, we must acknowledge that the term
encompasses a fairly broad range of creative practices
that should be classified into distinct categories:
happening, performance art, body art, or land art.
Although diverse in their modes of expression, these
actionist tendencies stemmed from personal, studio-
based experiments by artists who were either interested
in a radical renewal of visual language or sought freer,
uninhibited forms of expression during a regime that
consistently enforced censorship in the public sphere.
This amalgam of artistic forms, expressing a genuine
need for uncensored creativity, emerged strongly in
Transylvania,? a region in western Romania which,
through its multicultural traditions, remained more
connected to the West than other parts of the country.
Several artists from earlier generations, who had reached
artistic maturity, served as models for the younger
artists of the 1980s, whose admiration was directed
toward these authentic neo-avantgardists. In Timisoara,
the Sigma group enjoyed an elevated aura and the
pedagogical prestige of Stefan Bertalan and Constantin
Flondor, two experienced creators with distinct personal
trajectories, as well as a record of innovative and original
activity within the group. Many of their former students
later dispersed across various university centers in

the country, contributing through their work to the
consolidation of the ‘80s generation (Laurentiu Ruta, losif
Kiraly, Sorin and Tudor Vreme, Marcel Breilean, etc.).

timpul dictaturii lui Ceausescu au caracterizat generatia
optzecista (dar nu humai), generatie care s-a manifestat
radical prin intermediul retelelor artistice, adevarate
alternative la spatiul public.

Discutand despre actionism in Romania in aceasta
decadg, trebuie sa admitem cad termenul circumscrie

o diversitate destul de mare de creatii care ar

trebui clasificate pe anumite categorii: happening,
performance art, body-art sau land-art. Desi variate

ca forme de manifestare, aceste tendinte actioniste

au rezultat din experimentele personale, de ,atelier”

ale unor artisti, interesati fie de innoirea radicala a
limbajului vizual, fie de modalitatile de exprimare libere,
dezinhibate, din timpul unui regim care a practicat
constant cenzura in spatiul public.

Amalgamul acesta de forme artistice, exprimand nevoia
sincera de creativitate necenzurata, a aparut din plin in
Transilvania', regiune situata in vestul Romaniei si care,
prin traditiile sale multiculturale, a fost mai apropiata
de Occident decat restul tarii. Cativa artisti apartinand
unor generatii anterioare, ajunsi la maturitate, au servit
drept modele tinerilor optzecisti, a caror admiratie

s-a iIndreptat spre acesti veritabili neoavangardisti. La
Timisoara, grupul Sigma s-a bucurat de o aurd sporita

si de prestigiul pedagogic al lui Stefan Bertalan si
Constantin Flondor, doi creatori experimentati, cu un
traseu individual bine conturat, dar si cu o activitate
inovatoare si originala in cadrul grupului. Numerosi
dintre fostii lor discipoli s-au raspandit ulterior in
diferitele centre universitare din tara, contribuind,

prin activitatea lor, la consolidarea generatiei optzeci
(Laurentiu Rutg, losif Kiraly, Sorin si Tudor Vreme, Marcel
Breilean etc.).

Pentru multi tineri artisti ai generatiei 1980, lon
Grigorescu a fost un model atat prin atitudinea lui critica
fata de societate, pe care o comenta de pe pozitiile

unui intelectual de stanga (Dialog cu Presedintele
Ceausescu, 1978), cat si prin modul in care imbina

arta corporala cu fotografia si filmul de S 8 mm, dar si
pictura cu obiectul si instalatia intr-un mod extrem de
original. Grigorescu n-a ezitat sa colaboreze cu diferiti
colegi mai tineri, unul dintre acestia fiind, la un moment
dat, Karoly Elekes, un artist din Targu Mures. Dar si lon

For many young artists of the 1980s generation, lon
Grigorescu served as a model both through his critical
stance toward society, articulated from the position of a
leftist intellectual (Dialogue with President Ceausescu,
1978), and through the way he blended body art with
photography and Super 8 film, as well as painting with
object-based works and installation, in an extremely
original manner. Grigorescu did not hesitate to
collaborate with various younger colleagues, one of
whom, at a certain point, was Karoly Elekes, an artist
from Targu Mures. lon Bitzan, Horia Bernea, Alexandru
Chira, Sorin Dumitrescu, and Wanda Mihuleac also
captured the interest of young magyar artists from
Transylvania, who invited them on several occasions to
the "“Medium” exhibition in Sfantu Gheorghe, an event
organized with great dedication over the course of a
decade by Imre Baasz.

In Cluj, a central avant-garde figure was Ana Lupas, who
pursued an open-ended concept of action, which she
termed process. In her work, the artist focused on the
idea of value, without ideological compromise, and her
example spread easily within the student groups she
mentored over the years and continued to keep close,
engaging them in various exhibition projects. Groups of
young people from Cluj and Oradea® were inspired by
her presence on the international art scene, as well as by
the participatory projects she proposed, structured like

a kind of play, in order to sustain their collaboration (Ana
Lupas’s Coat). Among these disciples and continuators
of her ideas, one might name Alexandru Antik, Laszlo
Ujvarossy, Rudolf Bone, Nicolae Onucsan, Dorel Gaina,
Anikd Gerendi, Gina Hora, and, of course, many others.
The action Ana Lupas’s Coat (1988-1989) - a textile object
with two sides, one black and the other in a “camouflage”
pattern — consisted of its circulation through several artist
studios in Oradea. Those who took part in the action
would adopt the coat by wearing it in a personal manner,
as a deliberate act of assuming its meaning. The idea

of an object that circulates and becomes both a link
between people and a means of personalization, its ludic
nature, all these were defining elements of this unique
action. Among those who wore Ana Lupas's coat was
Anikd Gerendi, in a performance that suggested a kind

<« Nemere Kerezsi, Omagiu, Omagh, Irlanda de Nord, 2007. Credit foto:
Ileana Pintilie.

Nemere Kerezsi, Tribute, Omagh, Northern Ireland, 2007. Photo credit:
Ileana Pintilie.

¥ Nemere Kerezsi, Coincidente inspiratoare, expus in proiectul
»Borderline”, Timisoara, 2007. Credit foto: Ileana Pintilie.

Nemere Kerezsi, Inspiring Coincidences, exhibited in the “Borderline”
project, Timisoara, 2007. Photo credit: lleana Pintilie.
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MAMU

Text: Irene Kanyadi

Programul cercului de creatie MAMU (Marosvdsdrhelyi
Mdhely — Atelierul din Targu Mures) nu a fortat pe
nimeni sd vadd Cadmpia ca fiind verde.

Mai mult, nu doar culorile, ci si spatiul, obiectele,
materialele, tectonica si uneltele erau toate diferite.
Fiecare isi imagina diferit nu doar Cdmpia, ci si
Dealurile (mormintele misterioase).

Artistii, utilizGnd body art, fotografia, culoarea, spatiul,
timpul, materialul, ba chiar si efectele sonore si
mijloacele literare, au creat un mare cGmp comun

in care fiecare si-a pdstrat viziunea si perspectiva
individuald. Si nimeni nu putea acuza aceastd polifonie

”

de a fi,neinteligibild”.

MAMU, Memorial Bunus, Damburile Umede [Vizeshalmok], Targu Mures,
1982.
MAMU, Bunus Memorial, The Wet Hills [Vizeshalmok], Targu Mures, 1982.

MAMU (Atelierul Targu Mures), sau, altfel spus,
acronimul pentru ,MA (azi) MUvek (opere) ce se nasc”,
denumeste o grupare artistica care s-a dezvoltat in jurul
anului 1978 si a avut o activitate accelerata intre anii
1980 si 1984. Ca suport institutional al acestei grupari
a servit Atelier 35, o organizatie care, inainte de 1989,
reunea artisti vizuali sub 35 de ani, functionand ca o
subdivizie de tineret a Uniunii Artistilor Plastici din
Romania (UAP) si avand filiale in toata tara. Gruparea
cunoscuta sub numele de Cercul Apollo din Targu
Mures la initiativa lui Agoston Vilmos intre anii 1975 si
1978 a adoptat denumirea de MAMU. Agoston Vilmos
a fost ,un scriitor-estet legat de cercul de artisti nu
numai prin legaturi de prietenie, dar si ca un camarad
intelectual™, a carui activitate teoretica a contribuit in
mare masura la formarea spiritului grupului.

Putem distinge doua perioade majore ale activitatii
MAMU: perioada de functionare in Transilvania, din
1978 pana in 1984, si activitatea grupului reorganizat
dupa relocarea colectiva in Ungaria, incepand cu

1991 - un grup cultural si artistic care este activ si in
zilele noastre®. Prezenta lucrare exploreaza, fara a fi
exhaustiva, principalele aspecte ale caracteristicilor
activitatii primei perioade.
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Proiect de emblema. / Emblem project.

The creative programme of MAMU (Marosvdsdrhelyi
Mdhely - the Targu Mures Workshop) never forced
anyone to see the Field as green.

In fact, not only the colors but also the space, the
objects, the materials, the tectonics, and the tools were
all different. Each imagined not only the Fields but also
the Hills (the mysterious tombs) in their own way.

The artists, using body art, photography, color, space,
time, material, even sound effects and literary devices,
created a vast shared field in which each retained their
own vision and perspective. And no one could accuse
this polyphony of being “incomprehensible”!

MAMU (the Targu Mures Studio), or, in other words,

the acronym for MA (today) MUvek (works) being born,
refers to an artistic group that developed around 1978
and reach an accelerated pace between 1980 and 1984.
The institutional support for this group was provided

by Atelier 35, an organization that, before 1989, brought
together visual artists under the age of 35, functioning
as a youth subdivision of the Romanian Union of Visual
Artists (UAP), with branches throughout the country.
The group known as the Apollo Circle in Targu Mures,
initiated by Agoston Vilmos between 1975 and 1978,
adopted the name MAMU. Agoston Vilmos was “a writer-
aesthete connected to the artists' circle not only through
friendship, but also as an intellectual comrade”? whose
theoretical work greatly contributed to the formation of
the group's spirit.

We can distinguish two major phases in MAMU's
activity: its operation in Transylvania, from 1978 to 1984,
and the activity of the reorganized group following

its collective relocation to Hungary starting in 1991 -a
cultural and artistic group that remains active to this
day.® The present study explores, without claiming to

be exhaustive, the main characteristics of the group's
activity during its first phase.

During its activity in Transylvania, MAMU primarily
brought together young artists from Targu Mures with
progressive and unconventional artistic visions. Among
the members were Krizbai Sandor, Nagy Arpad Pika,
Garda Aladar, Szabd Zoltan Juddka, Gydrgy Csaba Borgd,
Ady Jozsef, Diénes Attila, Vécsi Nagy Zoltan, and others —

MAMU, Actiune de ,panglica”, malul Muresului, 1979.
MAMU, “Ribbon” action, Mures riverbank, 1979.

Tn timpul activitatii sale din Transilvania, MAMU a reunit
in primul rand tinerii din Targu Mures care aveau viziuni
artistice progresiste si heconventionale. Printre memobri
s-au numarat Krizbai Sandor, Nagy Arpad Pika, Garda
Aladar, Szabé Zoltan Juddka, Gydrgy Csaba Borgd, Ady
Jozsef, Diénes Attila, Vécsi Nagy Zoltan etc., un grup
initial de aproximativ treizeci de persoane.

Formarea grupului este strans legata de personalitatea
definitorie a pictorului si profesorului Nagy Pal
(1929-1979), care a predat la Liceul de Muzica si Arte
Plastice din Targu Mures intre 1952 si 1976. Metodele
pedagogice-artistice ale lui Nagy Pal, bazandu-se pe

o abordare experimentala si pe importanta exprimarii
libere, au educat generatii de artisti in Transilvania. El
si-a Incurajat elevii in special spre un comportament
experimental nonconformist, intermedial si
interdisciplinar. Din cauza mortii sale tragice, survenite
la doar cincizeci de ani, Nagy Pal nu a mai apucat

sa vada cum fostii sai elevi au infiintat comunitatea
artisticd MAMU, a carei activitate a fost marcata de
actiuni si manifestari alternative si de dorinta de a
reinnoi curentele artistice clasice.

Membrii MAMU considerau c&: 1. arta plasticd este
miscare, prezenta, participare, planificare, colectivism,
actiune. 2. individul nu poate realiza arta totala, doar
colectivul poate. 3. credeau in dragostea pentru
estetica vie, ce izvoraste din naturalete. 4. afirmau ca

nu este nevoie de arta infloritd, transplantata din oras

la sat! 5. arta este locul ideal pentru actiunea colectiv-
individuala.”

Aparitia lor, tendintele lor stilistice si principiul lor de
functionare au fost determinate de trei noduri culturale
importante: pe de o parte, evenimentele culturale din
Ungaria, mai ales prin relatia dezvoltata cu Atelierul
,Vajda Lajos” din Szentendre si cu Studioul Tinerilor
Artisti din Budapesta; pe de alta parte, impactul
teatrului de avangarda polonez si al Bienalei de

Graficd de la Cracovia; si, in al treilea rand, influenta
Bucurestiului, mai ales datorita revistelor Arta si Secolul
20.

Tn perioada lor transilvdneans, membrii MAMU au
elaborat doua programe-cadru, in care au formulat
diverse obiective generale. Primul a fost formulat intre
1980-198], in care au accentuat in principal importanta
intalnirii dintre arta si viata, cum ar fi: excluzand
constrangerea sectiunii de aur din operele de arta, ei
au abandonat sistemele traditionale de compozitie,

au considerat ca actiunile compensatorii sunt mai
importante decat pictura si credeau ca trebuie distruse

an initial group of around thirty individuals.

The formation of the group is closely tied to the defining
figure of painter and teacher Nagy Pal (1929-1979), a
teacher at the Music and Fine Arts High School in Targu
Mures between 1952 and 1976. His pedagogical-artistic
methods, grounded in an experimental approach and
the importance of free expression, educated generations
of artists in Transylvania. He especially encouraged

his students toward an experimental, nonconformist,
intermedial, and interdisciplinary practice. Due to his
tragic death at the age of only fifty, Nagy Pal did not

live to see his former students founding the MAMU
artistic community, whose activity would be defined by
alternative actions and manifestations, and a desire to
renew classical artistic currents.

MAMU, Oase, Damburile Umede [Vizeshalmok], Targu Mures, 1982.
MAMU, Bones, The Wet Hills [Vizeshalmok], Targu Mures, 1982.

The members of MAMU believed that: “1. visual art

is movement, presence, participation, planning,
collectivism, action. 2. the individual cannot create total
art, only the collective can. 3. they believed in a love for
living aesthetics, which springs from naturalness. 4. they
asserted that there is no need for ornate art transplanted
from city to village! 5. art is the ideal space for collective-
individual action."*

Their emergence, stylistic tendencies, and operational
principles were shaped by three major cultural nodes:

on one hand, cultural events in Hungary, particularly
through the relationship developed with the Vajda Lajos
Studio in Szentendre and the Studio of Young Artists

in Budapest; on another hand, the influence of Polish
avant-garde theatre and the Krakow International

Print Biennial, and thirdly, the influence of Bucharest,
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UN SEGMENT AL ARTISTILOR MAGHIARI ORIGINARI DIN ROMANIA
A SEGMENT OF HUNGARIAN ARTISTS ORIGINATING FROM ROMANIA

DESPRE ETNICII MAGHIARI DIN LUMEA ARTEI
CONTEMPORANE CLUJENE: O CARTOGRAFIE

AFECTIV-INTELECTUALA

ON HUNGARIAN ETHNICITY IN CLUJ'S
CONTEMPORARY ART SCENE: AN AFFECTIVE-
INTELLECTUAL CARTOGRAPHY

Text: Mara Ratiu

Ma aflu inca sub efectul complicatului proces de alegeri
prezidentiale initiat in noiembrie 2024 si finalizat ih mai
2025. Stim cu totii, in turul doi al alegerilor din luna mai

a acestui an comunitatea maghiara din Transilvania a
votat masiv impotriva candidatului extremist si aceasta in
pofida pozitiei Guvernului Orban de care comunitatea in
cauza depinde in bund masura din perspectiva finantarilor
mai mult decat semnificative care ii sunt adresate.
Certitudinea c3 toti cunoscutii mei de etnie maghiara
adera la valorile democratice si proeuropene mi-a creat
un confort mental extraordinar ce m-a determinat sa
reflectez din nou asupra aportului multiculturalismul
local in formarea identitatii mele sociale si, mai apoi,
profesionale. Concluzia - ih ebosa - la care am ajuns

este ca formarea mea identitara a fost profund marcata
de dialogul cu etnicii maghiari din viata mea. Eficienta
acestui dialog li se datoreaza in primul rand lor: calitatea
limbii romane vorbite de majoritatea dintre acestia este
uluitoare, in timp ce comportamentul lor socio-profesional
se caracterizeaza prin seriozitate si predictibilitate,
inculcand un valoros sentiment de siguranta in volatilul
context romanesc.

Din perspectiva lumii artei contemporane romanesti,
interesul meu de cercetare privind intelegerea acesteia in
evolutia sa de dupa 1989 s-a articulat la inceputul anilor
2000. Plonjarea in comunitatea artistica, imediat dupa
finalizarea studiilor de filosofie, a echivalat cu o revelatie
in sensul intelegerii dimensiunii socio-profesionale a

artei care pana atunci imi fusese obturata de propriile
prejudecati domeniale, precum si de discursul public
asupra artei, de sorginte romantica. Ca si consecinta,

am Inceput sa ma interesez de artistii individuali si

de pozitionarea lor in cdmpul artei', dar mai ales de
institutiile / organizatiile cu care acestia erau asociati.
Mi-am indreptat, deci, atentia spre tot ceea ce se
petrecea pe scena culturala clujeana cu constiinta clara a
importantei edificarii de noi institutii / organizatii de art&
contemporana: constructii ,alternative” la asa-numitele
institutii ,oficiale”, adica la cele mostenite din regimul
comunist: Uniunea Artistilor Plastici si academiile de
arta, devenite intre timp universitati. Dintre toate aceste
initiative ma voi opri, in cele ce urmeaza, la cele fondate
de etnici maghiari, anticipand, in fapt, concluzia parcursul
de fata: respectivele initiative se intampla sa fie unele
dintre cele mai longevive si aceasta in pofida unui climat
socio-politico-economic neprietenos cu organizatiile din
zona culturala ce a facut ca majoritatea demersurilor
institutionale din arta contemporana sa aiba viata scurta.
Prima initiativa de acest fel cu care am luat contact a
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| am still under the effect of the complicated presidential
election process initiated in November 2024 and finalized
in May 2025. As we all know, in the second round of

the elections held in May of this year, the Hungarian
community of Transylvania voted massively against the
extremist candidate, and this in spite of the position of
the Orban Government, upon which that commmunity
depends to a considerable extent in terms of the

more than significant financial support it receives. The
certainty that all my Hungarian acquaintances adhere

to democratic and pro-European values has created

for me an extraordinary mental comfort, which has led
me to reflect once again on the contribution of local
multiculturalism to the formation of my social identity
and, later, of my professional one.

The conclusion, still in draft form, to which | have arrived is
that my identity formation has been profoundly marked
by dialogue with the Hungarian ethnics in my life. The
efficiency of this dialogue is owed primarily to them:

the quality of the Romanian language spoken by most

of them is astounding, while their socio-professional
behavior is characterized by seriousness and predictability,
instilling a valuable sense of security within the volatile
Romanian context.

From the perspective of the Romanian contemporary art
world, my research interest concerning its understanding
in its evolution after 1989 took shape at the beginning of
the 2000s. Immersing myself in the artistic community,
immediately after completing my philosophy studies, was
equivalent to a revelation in terms of understanding the
socio-professional dimension of art, which until then had
been obscured for me by my own disciplinary prejudices,
as well as by the public discourse on art of romantic origin.
As a consequence, | began to take an interest in individual
artists and their positioning within the field of art' but
especially in the institutions/organizations with which
they were associated. Therefore, | directed my attention
to everything that was happening on the cultural scene
of Cluj, with a clear awareness of the importance of
building new institutions/organizations of contemporary
art: “alternative” constructions to the so-called “official”
institutions, that is, those inherited from the communist
regime, like the Union of Fine Artists and the academies of
art, which had meanwhile become universities.

Among all these initiatives, | will focus, in what follows, on
those founded by ethnic Hungarians, in fact anticipating
the conclusion of the present discussion: those particular
initiatives happen to be among the most long-lived

ones, and this despite an unfriendly socio-political and
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Revista Balkon nr. 1/ Balkon Magazine no. 1, 1999.

fost revista Balkon, editatd intre 1999 si 2001 de editura
Idea: Design & Print, in colaborare cu revista omoloaga
din Budapesta. Editura in cauza fusese fondata la
inceputul anilor '90 de catre Timotei Nadasan, de etnie
(partial) maghiarg, fost student si cadru didactic al
Academiei de Arte Vizuale ,loan Andreescu” — actuala
Universitate de Arta si Design din Cluj-Napoca. Tim -
cum i spun cunoscutii — demisionase de la Academie,
fiind profund dezamagit de sistemul osificat al
institutiei al carei aggiornamento se petrecea extrem
de lent. Cu o impresionanta pasiune domenialg, cu

o forta si o luciditate antreprenoriala rar intalnite, cu

un simt estetic incredibil de rafinat si cu sensibilitate
intelectuala pentru spectrul ideologico-teoretic al artei
de sorginte critica, Timotei Nadasan a initiat prin revista
Balkon, devenita in 2001 revista Idea: artd & societate,
cea mai longeviva publicatie de arta contemporana

din Romania postdecembrista si cea mai apreciata la
nivel international, dovada fiind multiplele colaborari
ale acesteia cu prestigioase organizatii europene de
profil. Revista Idea: artd & societate, in stransa legatura
cu colectiile de carte ale editurii, a fost gandita de Tim
alaturi de colectivul redactional compus din profesionisti
romani si maghiari, mai toti cu formatie filosofica —
profesori si cercetatori de referinta —, sau artistica.
Cunoasterea celei de-a doua initiative despre care vreau
sa vorbesc mi-a fost mediata de revista Balkon, respectiv
de articolele sintetizatoare ale dezbaterilor dedicate
artei contemporane organizate de Timotei Nadasan

la siin colaborare cu Casa Tranzit in anii 1999-2000.
Fundatia Casa Tranzit fusese initiatd in 1997 de un grup
de artisti si intelectuali cu scopul intemeierii unui centru
de arta ,independent” Dintre initiatori se desprinde
figura lui Kénczei Csilla — antropolog si cadru didactic
universitar la Universitatea Babes-Bolyai — care a preluat
coordonarea proiectului pana in zilele noastre. Stabilirea
Fundatiei in fosta sinagoga Poale Tzedek (sau Tedek) de
pe malul Somesului, str. Baritiu, a insemnat reintrarea
edificiului, nefolosit din 1974, in circuitul public, precum
si initierea unui lung sir de proiecte si evenimente,
finantate din varii surse — de regula internationale - si
care au implicat, de-a lungul celor aproape trei decenii
de existenta, majoritatea actorilor culturali din scena
locala. Ce diferentieaza Casa Tranzit de alti actori
culturali este orientarea spre toate genurile de arta, de la

economic climate for organizations in the cultural
sphere, a climate that has caused most institutional
endeavors in contemyporary art to have a short life.

The first such initiative with which | came into contact
was the Balkon magazine, published between 1999

and 2001 by the publishing house Idea: Design & Print,
in collaboration with its counterpart magazine from
Budapest. The publishing house in question had been
founded at the beginning of the 1990s by Timotei
Nadasan, of (partially) Hungarian ethnicity, former
student and member of the teaching staff at the

“loan Andreescu” Academy of Visual Arts, the current
University of Art and Design of Cluj-Napoca.

Tim, as his acquaintances call him, had resigned from
the Academy, being deeply disappointed by the ossified
system of the institution, whose aggiornamento was
taking place extremely slowly. With an impressive
professional passion, with a rare entrepreneurial strength
and lucidity, with an incredibly refined aesthetic sense,
and with an intellectual sensitivity for the ideological-
theoretical spectrum of critical art, Timotei Nadasan
initiated through the Balkon magazine — which in 2001
became Idea: Art & Society magazine, the most long-
lived contemporary art publication of post-December
Romania and the one most appreciated internationally,
as proven by its multiple collaborations with prestigious
European organizations in the field.

The Idea: Art & Society magazine, in close connection
with the publishing house's book collections, was
conceived by Tim together with the editorial collective
composed of Romanian and Hungarian professionals,
most of them with a philosophical background
(distinguished professors and researchers), or with an
artistic one.

My acquaintance with the second initiative | wish to
discuss was mediated by the Balkon magazine, namely
by the summary articles of the debates on contemporary
art organized by Timotei Naddsan at and in collaboration
with Casa Tranzit in the years 1999-2000. The Casa Tranzit
Foundation had been initiated in 1997 by a group of
artists and intellectuals with the purpose of establishing
an “independent” art center?. Among the initiators
stands out the figure of K&nczei Csilla, anthropologist
and university lecturer at Babes-Bolyai University, who
has coordinated the project up to the present day.The
establishment of the Foundation in the former Poale
Tzedek (or Tedek ) synagogue on the banks of the Somes
River, on Baritiu Street, meant the reintegration of the
building, unused since 1974, into public circulation,

as well as the initiation of a long series of projects

and events financed from various sources — generally
international —and which, over the nearly three decades
of its existence, have involved the majority of the cultural
actors from the local scene.

What differentiates Casa Tranzit from other cultural
actors is its orientation towards all genres of art: from
poetry to contemporary theatre, from alternative music
to the most progressive forms of contemporary art.

The cultural profile of Casa Tranzit was, from the very
beginning, doubled by an interest directed toward
marginalized communities such as the local Roma
community, while, from an academic perspective,

the excellent conferences, debates, and round tables
organized or hosted by the Foundation define Casa
Tranzit as a true intellectual arena of Cluj.

All this is owed to Konczei Csilla, due to her
anthropological background characterized by integrative
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Ut6 Gusztav, Umbrda de mere, Muzeul Juming, Taiwan, 2003. Credit foto: Bogdan Achimescu.
Utd Gusztav, Shadow of apples, Juming Museum, Taiwan, 2003. Photo credit: Bogdan Achimescu.
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DIALOG HORATIU LIPOT - ALEXANDRU ANTIK:

DESPRE NOUL SAU PROIECT, ,PERFORMANCE

URILE OAMENILOR BATRANI”

HORATIU LIPOT IN CONVERSATION WITH
ALEXANDRU ANTIK: ON HIS NEW PROJECT “THE
PERFORMANCES OF OLD PEOPLE”

Alexandru Antik, macheta pentru instalatia Voyeur-ul mortii.
Alexandru Antik, model for the installation The Voyeur of Death.

Horatiu Lipot: Te salut, Alexandru! Da-mi voie, te rog, sa
incep cu o observatie. Am constatat ca nu prea folosesti
formula interviului direct, ci pe cea a auto-interviului.
Consideri ca exista o problema cu acest soi de dialog?
Alexandru Antik: Depinde de tem3, context si cine

te intervieveaza. Adevarul este ca, in ultima perioada,
acest gen al interviului a devenit un instrument ,parazit
in practica multora. De multe ori, mi se intampla ca
studenti sau masteranzi sa ma abordeze punand sub
nasul meu un microfon si intrebari stupide. Constati
imediat ca ei nu au depus un minim efort sa se
documenteze in privinta temei pe care o abordeaza. In
aceasta situatie, am dezvoltat o reactie fata de aceste
abordari si i rog pe solicitanti sa-mi trimita un set de
intrebari privind problematica lor. Totodata, ii intreb
cine le este coordonatorul lucrdrii de cercetare. Astfel
pot evita tot felul de intrebari si raspunsuri care nu au
legatura cu tema cercetata.

n

HL: Sa revenim la forma aceasta a auto-chestionarii.
Pentru ca ai vorbit de contextul universitar, cand acest
lucru survine Tn urma unor contexte de cercetare, ca
interviurile luate de criticii sau istoricii de arta, observi si
acolo acelasi aspect?
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Horatiu Lipot: Alexandru, greetings! Let me begin

with an observation. I've noticed you rarely opt for a
straightforward interview format, preferring instead self-
interview. Is there something about this type of dialogue
that appeals to you — or perhaps something about the
conventional format that doesn't?

Alexandru Antik: It really depends on the theme, the
context, and who's doing the interviewing. Lately, the
interview genre has, in many cases, become something
of a “parasitic” tool. Too often, students or graduate
researchers approach me with a microphone and a

list of trivial questions. It's immediately obvious they've
made no effort to research the subject. In those cases,
I've developed a kind of reflex: | ask them to send me
their questions in advance, along with the name of their
thesis advisor. This way | can avoid exchanges that have
nothing to do with the topic at hand.

HL: And when it comes to the academic context, say,
interviews by art historians or critics, do you notice the
same problem?

AA: I've worked very well with theoreticians throughout
my career. Of course, sometimes my projects haven't
drawn their attention. That's normal, not every
presentation deserves it. But for me, a solo exhibition
should be a significant moment in an artist's career. I've
always wanted my motivations to be voiced. That's why
I've often written about my own work.

Today, it's rare to attend a vernissage without several
speeches. | used to envy the “corifei”, those leading
cultural figures, from Plato all the way to the present,
perhaps because of a curiosity that's driven me to taste
the theoreticians' “apple of knowledge.” In short, the
self-interview emerged out of necessity. In two recent
projects, an exhibition at the Parter Gallery and a
catalogue, I'd been in dialogue with two theoreticians
for nearly two years, providing constant updates. But at
some point, you can't just keep waiting. Also, | have to say
that in the end, | find the self-interview format enriching.

HL: | also think that you see these forms of dialogue the
same as one of the processes at the core of your artistic
practice — the experiment. Now that we're on the subject,
what's next after your latest exhibition “Hypotheses and
Molds"?

AA: Thanks for asking. The exhibition you mentioned
took several years to prepare. It required a certain rigor,
and less of the playful creativity, where the retrospective
meets the artist's present. After such an exhibition, you
feel the need to do something “crazy.” Of course, not with

AA: Nu am reticente fata de teoreticieni. Cu uniiam
conlucrat foarte bine pe parcursul carierei mele. Se
intdmpla, cateodatd, ca manifestarile mele sa nu
capteze atentia lor. E normal, nu fiecare prezentare de a
ta merita atentie. Dar consider ca o expozitie personala
trebuie sa fie un eveniment in cariera unui artist. Am
hotdrat sa consacrez cumva expozitia mea. De ce s3
ramana motivatiile mele fara un discurs? Asa ca am scris
eu despre motivatiile expozitiei si creatiilor mele.
Astazi, aproape nu poti intalni un vernisaj fara 3-4
vorbitori. De altfel, am invidiat pe corifeii artei de la
inceputul carierei mele. Ei au fost si sunt mai speciali
decat artistii, incepand de la Platon si pana la Corifeii
zilelor noastre. Poate, cu aceasta curiozitate, se explica
indrazneala mea de a gusta din ,marul cunoasterii”
teoreticienilor. Deci poti spune ca am gasit forma auto-
interviului din necesitate. Spre exemplu, in doua dintre
proiectele mele recente, expozitia de la galeria Parter
sau in cazul catalogului. Acolo, comunicam deja de o
perioada de aproape doi ani cu doi teoreticieni, dand
constant indicatii despre statusul proiectului. Tnsa nu
poti astepta la nesfarsit! Dar mai e si altceva, in final,
genul asta de text, al auto-interviului, pe mine m-a
mbogatit.

Alexandru Antik, macheta pentru instalatia Transplanturi spirituale.
Alexandru Antik, model for the installation Spiritual transplants.

HL: Mai inteleg de aici ca vezi aceste forme ale
dialogului ca pe unul din procesele ce se afla in centrul
practicii tale artistice — experimentul. lar acum, ca

am ajuns la acest subiect, ce urmeaza dupa ultima ta
expozitie, ,Ipoteze si Matrite"?

AA: Multumesc de intrebare. Expozitia pe care ai
amintit-o am pregatit-o timp de mai multi ani. A fost o
expozitie care necesita o anumita rigoare, si mai putin
un joc al creativitatii, unde retrospectivul s-a intalnit cu
prezentul artistului. Dupa o asemenea expozitie, simti
nevoia sa faci ceva ,traznit". Sigur, nu cu dezinvoltura
si flerul tineretii, ci cu un imbold batranesc, care ma
indeamna sa ma detasez de gandurile apasatoare ale
varstei, ca sa nu am in fata numai degradarea fizica

si spirituala a mea, ci si acele provocari si surse de
energii performative, care ma imping sa trec peste
impedimentele ivite cu batranetea. Sa nu ma intelegi
gresit! Nu m-am gandit sa ma duc la sala de fitness, nu
voiam sa adopt o forma de spiritualitate sau pastile de

Alexandru Antik, O plimbare itineranta prin locuri pretioase din
tineretea mea,
Alexandru Antik, An Itinerant Walk to Cherished Places from my Youth,

the ease and flair of youth, but with an old man'’s impulse
—the one that pushes me to detach myself from the
heavy thoughts of age, so that I'm not faced only with
my physical and spiritual decline, but also with those
performative challenges and energy sources that help
me overcome the obstacles brought by aging.

I'm not talking about going to the gym, adopting a new
spirituality, or taking anti-aging pills. One day, | had a
small moment of joy: a “crazy” idea came to me —to
create performances for and by old people.

HL: | wouldn't call that crazy. Maybe unusual,
oxymoronic, but provocative precisely for that reason.
Performance art usually relies on movement and spatial
impact, qualities not typically associated with old age.
AA: Exactly. | want to explore performative situations that
emerge in old age. That stage when very little motivates
you to be performative. I'm interested in the intersection
between life and art, between intimate events and public
spectacle, between performance and its documentation.
Older people want to live a quiet life, whether they're
artists or have other professions. They respond less and
less to the incitements and provocations of the outside
world; their vital momentum decreases, as does their
appetite for exceptional actions. More and more, they
are haunted by the thought of death, which warns them
that their thread will be cut, their career, hobbies, and
existential relationships will end. They face a major final
event — they will die.

Perhaps this warning pushed me to give my first

project in this series the title Death Must Be Lived. More
precisely, death must be lived here and now, while you're
still alive.

HL: Can you share more details about these works?

Will they be live performances, films, photographic
documentation, or remain textual?

AA: I'm developing several projects in parallel, still in the
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JOZSEF BARTHA

ARTEAST / B5 S| PRACTICA PERSONALA
ARTEAST / B5S AND THE PERSONAL PRACTICE

Text: Kata Ungvari-Zrinyi
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B5 STUDIO
ARTEAST

Curtea cladirii cu spatiul B5 Studio.
Building housing the B5 Studio space.

Jézsef Bartha (n. 1960, Odorheiu Secuiesc) este un artist
conceptual a carui creatie este inspirata de realitatea
sociald. Locuieste si lucreaza in Targu Mures.

O parte importanta a activitatii sale culturale este
faptul c3, pe ldAnga munca sa creativa), a fost activ

ca organizator de arta inca de la inceputul carierei
sale, mentindnd contacte active cu artisti locali si
internationali. Tn timp ce primele sale activitati de
organizare cu artisti si colegi organizatori? din jurul
sau au fost spontane, fara sprijin financiar si /sau
institutional semnificativ, proiectele sale din ultimele
decenii s-au desfasurat intr-un cadru institutional:
sub auspiciile Fundatiei ARTeast, pe care a infiintat-o
in 1999, si in spatiul artistic B5 Studio, infiintat acum
18 ani (pe care Bartha |-a creat prin deschiderea si
transformarea atelierului sau de la UAP). Principalele
directii ale activitatilor Fundatiei ARTeast sunt destul
de bine definite: o perspectiva conceptualad, un
accent puternic pe contextul (contextele) local(e),

o atitudine critica, implicare sociala si dorinta de a
integra arta contemporana a regiunii in scena artistica
internationala.
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Jozsef Bartha (b. 1960, Odorheiu Secuiesc) is a conceptual
artist whose work is inspired by social reality. He lives and
works in Targu Mures.

An important part of his cultural activity is that, in
addition to his creative work,' he has been active as an
art organizer since early on in his career, maintaining
active contacts with local and international artists as
well. While his early organizing activities with artists and
fellow organizers? in his surroundings were spontaneous,
without major financial support and/or institutions,

his projects of the last decades have been carried out

in an institutional framework: under the auspices of

the ARTeast Foundation, which he founded in 1999,

and in the artist-run space of the 18-year-old B5 Studio
(which Bartha created by opening and converting his
studio from UAP). The main trajectories of the ARTeast
Foundation'’s activities are quite distinct: a conceptual
perspective, a strong focus on local context(s), a critical
attitude, social involvement and a desire to integrate the
contemporary art of the region into the international art
scene.

The B5 Studio, while occasionally serving as a personal
workspace for Bartha's larger projects, is an ideal
exhibition space, with a zone for residents as well as a
studio section. The B5 Studio is also home to an archive
of more than 30 years of art organization connected

to Bartha. B5's repertoire so far includes exhibitions,
residency programes, artist talks, performances, video
screenings, workshops, and multidisciplinary events

for the community. The space itself as well as the
foundation’s organizational activities have expanded
through close collaboration with the artist duo
Monotremu (Laura Borotea si Gabriel Boldis) between
2013-2020, there is an active partnership with the
MAGMA exhibition space in Sfantu Gheorghe and
collaborations with the Tranzit House in Cluj and with the
Minitremu. Another important element in the profile of
the venue is that it is often open to Bartha's scenography
classes (exhibitions, closing exhibitions, performances),
which are led with the collaboration of Szilard Miklés.

In Bartha's art, the strong social focus results in both
object constructions that coommunicate through simple,
suggestive visual language in metaphorical content
structures, as well as interventions and (formerly)
performances/happenings embedded in the fabric

of reality. His style is mostly openly confrontational,
dealing with issues in a raw, humorous and playful way.
A surreal poeticism takes hold in some of his themes -
and this becomes more pronounced in his later works,
sometimes overflowing into a much more affective
approach.

At the beginning of his career, he was primarily
preoccupied with identity, but the subject matter then
expanded to include various specific social phenomena,
with more complex layers concerning community,

A Jozsef Bartha, In cdutarea paradisului, instalatie, versiunea MAGMA,
2024. Credit foto: MAGMA.

Jozsef Bartha, In Search of Paradise, installation, MAGMA version, 2024.
Photo credit: MAGMA.

<« Jozsef Bartha, Ciocolatd si vanilie - Pinocchio n-a murit, versiunea
Galeria de Arta, Muzeul Haaz Rezsg, serie de instalatii, 2024-2025.
Jozsef Bartha, Chocolate and vanilla - Pinocchio is not dead, Haaz Rezsé
Museum Art Gallery version installation series, 2024-2025.

society, art and cultural politics. His work Retouch -
Almost identical, although still playing with image
pairs and repetition, has much more complex layers:
transgenerational connections, the experience and
consciousness of different eras, their impact on the age
of a person, and their unchanging, defining role in the
human psyche despite changes in the social system.
As the thematic of identity unfolds, the focus on locality
becomes the main focus of Bartha's artistic approach.
This is due to the fact that the specific context® of
Targu Mures offers a rich source of inspiration. Issues

of nationality and nationalism are thus brought to the
fore: the battle of the statues in the local public space,
spanning several decades, is circumvented — the two
bronze mayors swap places on their pedestals, as do
the busts of Ferenc Rakoéczy the second and Mihai
Viteazul,* and the bilingual street sign draws attention
to parallel realities in a lenticular print teasing local
conditions (Feri and Misu — both ends of the rope)

The installation Tshardash (from the Hungarian folk
dance csardas), which creates a dance of two flags
sewn entirely of white material (3 horizontal bands and,
respectively, 3 vertical bands) between fans, symbolizes
the similarity of national symbols and their emptying
out along propaganda lines, as well as the incitement of
antagonism by the political sphere.

We are immersed in dimensions of community in

the case of the Transylvanian Sampler Soup (2008),

a multidisciplinary art project (be it through stories,
wisecracks/rules or even the uniqueness/diversity of
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MAGMA CONTEMPORARY MEDIUM
(SFANTU GHEORGHE) -
GENEZA S| NEMESIS. DE LA REZISTENTA LA

,,REZISTENTA IN CULTURA” SINU NUMAI
NENESIS AND NEMESIS. FROM RESISTANCE
TO “RESISTANCE IN CULTURE” AND BEYOND

Text: Timea Bakk-David

Imre Baasz, Dacd nu dai apd, nu primesti apd, Dacd nu dai pdine,

nu primesti pdine, Dacd nu dai viatd, nu primesti viatd, spectacol,
Festivalul AnnART, 29 iulie 1990. Credit foto: Attila Kopacz.

Imre Baasz, If You give No Water, You get No Water, If You give No Bread,
You get No Bread, If You give No Life, You get No Life, performance,
AnnART Festival, 29 lulie, 1990. Photo credit: Attila Kopacz.

Multi vizitatori ai orasului Sfantu Gheorghe intreaba
cum poate functiona cu succes un spatiu expozitional
de arta contemporana intr-un oras mic si cum a fost
posibila ,cultivarea” de-a lungul deceniilor a unui public
care intelege arta si este dispus sa interpreteze lucrarile
contemporane, fiind sensibil la ,mesajul” lor.

Sa nu facem greseala de a ne imagina acest loc ca

un oras utopic, idilic, al artistilor, in care programul
saptamanal al fiecarui locuitor include mersul la teatru,
expozitii, concerte, spectacole, lansari de carte, ca si
cumparaturile in Kaufland. Si, desi educatia artistica

si arta educatiei au, fara indoiald, mult de-a face cu
abilitatile receptive-creative-interpretative-critice pe
care un individ le dezvolta in copildrie, adolescenta

si, mai apoi, la maturitate, acestea se manifesta
intotdeauna ca abilitati, calitati si atitudini individuale,
personale.
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Many visitors to Sfantu Gheorghe ask how a
contemporary art exhibition space can operate
successfully in a small town and how it has been
possible to “cultivate,” over decades, an audience that
understands art and is willing to interpret contemporary
works, being attentive to their “message.”

Let's not make the mistake of imagining this place as

a utopian, idyllic city of artists, where every resident's
weekly schedule includes going to the theater,
exhibitions, concerts, shows, book launches, and
shopping at Kaufland. And although artistic education
and the art of education undoubtedly have a lot to do
with the receptive-creative-interpretative-critical skills
that an individual develops in childhood, adolescence,
and later in adulthood, these always manifest themselves
as individual, personal skills, qualities, and attitudes.

A key factor that has shaped the Magma exhibition
space’s journey to date is that, despite all its international
aspirations, the place where it was born and came of
age is in the Székely Land, a predominantly Hungarian
region: in Sfantu Gheorghe.

To understand the success of the Magma exhibition
space, we must try to understand this “belonging to
Sfantu Gheorghe” and why this particular, indisputable
component of local identity is inseparable frorn Magma.
The city suffered significantly from the assimilationist
and destructive decisions of the national-communist
dictatorship before 1989. From a conglomerate with

an inflated population, subjected to large-scale

spatial, economic, and social transformations, forced
urbanization, from the ashes of personal tragedies,
exoduses, and an old, irretrievable belonging to

Sfantu Cheorghe, the new city was born in the last

forty to fifty years. Many other settlements that have
undergone similar collective traumas are still something
fragmented, unevenly developed, and in a state of
constant transition due to a lack of internal organization
and cohesive forces, made up of neighborhoods stuck
together, from which most young people emigrate due
to a lack of personal prospects and common visions.
However, in Sfantu Cheorghe, a new type of community
has emerged, bringing together those who stayed
behind, those who returned, and newcomers? from a
wide variety of fields, and the main driving force has

Un factor esential care a determinat drumul spatiului
expozitional Magma pana in prezent este faptul ca, in
ciuda tuturor aspiratiilor internationale, locul in care
acesta s-a nascut si a intrat in adolescenta se afla in
Tinutul Secuiesc, intr-o regiune predominant maghiara:
in Sfantu Gheorghe.

Pentru a intelege succesul spatiului expozitional
Magma, trebuie sa incercam sa intelegem aceasta
,apartenenta la Sfantu Gheorghe” si de ce aceasta
componenta particularg, incontestabild a identitatii
locale este inseparabila de Magma.

Orasul a suferit in mod deosebit din cauza deciziilor
asimilationiste si distructive ale dictaturii national-
comuniste de dinainte de 1989. Dintr-un conglomerat
cu o populatie umflata, supus unor transformari
spatiale, economice si sociale pe scara larga, urbanizarii
fortate, din cenusa tragediilor personale, a exodurilor,

a unei vechi, irecuperabile apartenente la Sfantu
Gheorghe s-a nascut noul oras in ultimii patruzeci-
cincizeci de ani. Multe alte asezari care au trecut prin

traume colective similare sunt si astazi ceva fragmentat,

inegal dezvoltat, in continua tranzitie din cauza lipsei
de organizare interna si a fortelor de coeziune, alcatuit
din cartiere lipite unele de altele, din care majoritatea
tinerilor emigreaza din lipsa de perspectiva personala

si de viziuni comune. Totusi, in Sfantu Gheorghe a

putut aparea un nou tip de comunitate, care a reunit
cei ramasi In urma, cei reveniti' si cei nou-veniti? in

cele mai diverse domenii, iar principalul motor nu a

fost sectorul economic si concurential, ci cel cultural.
Teatrele, festivalurile culturale internationale (Reflex,
PulzArt, SepsiBook, Flow), muzeele, cinema-ul, muzica
si literatura locala, expozitiile de arta, bibliotecile, scolile,
activitatile de arta popularg, traditionala si artizanala,
precum si numeroasele ONG-uri si asociatii au oferit

si ofera o gama larga de produse culturale in limbile
romana si maghiara.

Acestea sunt institutii importante de pastrare si
transmitere a identitatii, de care erau constiente atat
elita maghiara, majoritara la nivel local, dar intr-un
permanent mod de apdrare anti-asimilare datorita
statutului sau minoritar, cat si elita romana, simtind

o nevoie mai mare de a-si demonstra prezenta ca
minoritate locala. Cu toate acestea, dominatia naratiunii
nationalismelor rivale in cultura la Sfantu Gheorghe a
fost inlocuita treptat de un alt tip de relatie: o colaborare
organica bazata pe cooperare, multilingvism, toleranta
profunda fata de diferentele identitare si luarea in serios
a rolului artei de critica sociala (cel putin in anumite
domenii ale culturii). Ca mediu in care constructiile

<« Initiatorii spatiului si artisti inaintea deschiderii Spatiului
Expozitional de Arta Contemporana MAGMA, expozitia ,Maestrul si
Ucenicul 1” al lui Péter Rénai si Farkas Roland, 2010. Tn imagine de

la stanga la dreapta: Attila Kispal, Camilla Englund, Barnabas Vetro,
Agnes-Evelin Kispal, Roland Farkas. Credit foto: MAGMA.

The initiators of the space and artists before the opening of the MAGMA
Contemporary Art Exhibition Space, the exhibition “Master and Disciple
1" by Péter Ronai and Roland Farkas, 2010. Pictured from left to right:
Attila Kispal, Camilla Englund, Barnabas Vetrd, Agnes-Evelin Kispal,
Roland Farkas. Photo credit: MAGMA.

not been the economic and competitive sector, but the
cultural one. Theaters, international cultural festivals
(Reflex, PulzArt, SepsiBook, Flow), museums, the cinema,
local music and literature, art exhibitions, libraries,
schools, folk, traditional, and artisanal artistic activities,
as well as numerous NGOs and associations have offered
and continue to offer a wide range of cultural products in
Romanian and Hungarian.

These are important institutions for preserving and
passing on identity, which were recognized by both the
Hungarian elite, the local majority, but in a constant
defensive mode against assimilation due to their
minority status, and the Romanian elite, who felt a
greater need to assert their presence as a local minority.
However, the domination of rival nationalist narratives
at the cultural level in Sfantu Gheorghe was gradually
replaced by a different type of relationship: an organic
collaboration based on cooperation, multilingualism,
deep tolerance for identity differences, and taking
seriously the role of art in social criticism (at least in
certain cultural fields). As an environment in which the
mental constructs of the minority and the majority are
continuously fluctuating, the city has proven particularly
fertile for the creation of compelling contemporary
artistic productions, especially in the performing arts.

Ghidajul artistei Magda Csutak, in expozitia sa personala intitulata
,Tinzand spre zero”, MAGMA, 2014. Credit foto: MAGMA, Agnes-Evelin
Kispal.

Artist Magda Csutak’s guide, in her solo exhibition entitled “Approaching
Zero”, MAGMA, 2014. Photo credit: MAGMA, Agnes-Evelin Kispal.
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UTO GUSZTAV

Text: Irene Kanyadi

,Sustin ci artistul trebuie sd ajute comu-
nitatea din care provine.”

(Ut6 Gusztay, interviu Mediater, 2019)

Utd Gusztav, Verigad, Targu Secuiesc, 2003. Credit foto: Dimény Arpad.
Utd Gusztav, Ring, Targu Secuiesc, 2003. Photo credit: Dimény Arpad.

Uté Gusztav', artist plastic ndscut in Sfantu Gheorghe,

a absolvit in 1982 sectia de pictura a Institutului de

Arte Plastice si Decorative ,lon Andreescu”, Cluj, fiind
discipolul lui Abodi Nagy Béla. Si-a obtinut doctoratul

la Universitatea Maghiara de Arta din Budapesta,

sectia intermedia, cu lucrarea Contributii la istoria artei
actioniste in Transilvania si Secuime.

Este cunoscut ca pictor, grafician, artist de performance,
profesor, cercetator in arta actiunii. 1N 1991, a fost
fondatorul si conducatorul Grupului de Arta Alternativa
ETNAZ intre 1990 si 1991, a organizat, impreuna cu Baasz
Imre, iar pana in 1999, singur, Festivalul International

de Arta ,Vie AnnART" de la Lacul Sfanta Ana, cu peste
250 de actiuni realizate de 13 artisti din tara si 89 din
strainatate; a fost si curatorul Trienalei Internationale
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“I consider that the artist should support
their community.”
(Ut6 Gusztav, Mediater Interview, 2019)

Ut6 Gusztav, Topograf, ulei pe panza, 70x50 cm, 2012.
Utd Gusztav, Topographer, oil on canvas, 70x50 c¢m, 2012.

Ut6é Gusztay, artist born in Sfantu Gheorghe, graduated
in 1982 from the painting department of the Institute of
Fine and Decorative Arts “lon Andreescu”, Cluj, being a
disciple of Abodi Nagy Béla. He obtained his doctorate at
the Hungarian University of Art in Budapest, Intermedia
Department, with the work Contributions to the history
of actionist art in Transylvania and the Secuim.

He is known as a painter, graphic artist, performance
artist, teacher, and researcher in the field of action art.
In 1991, he founded and led the ETNA? Alternative Art
Group. Between 1990 and 1991, he organized, together
with Baasz Imre, and until 1999, alone, the AnNnART
International Festival of Live Art at Lake Sfanta Ana,
with more than 250 actions realized by 13 artists from
the country and 89 from abroad; he was also the

Medium" din Sfantu Gheorghe (1991, 1994, 1997). Este
membru fondator al IAPAO (International Association
of Performance Art Organizers), Helsinki, din 2001 si
coredactor al revistei Inter, Art Actuel, Québec, din 2005.
A participat la peste 200 de expozitii internationale din
Asia, Australia, America de Nord. Realizator a peste 500
lucrari de performance, happening, actiune stradala,
poezie sonora intre 1976 si 2020, opera sa vasta este
caracterizata de creativitate si prospetime intelectuala.
Uté Gusztav este cunoscut in special prin arta actionistd,
numele sdu fiind strans legat de festivalul international
de arta vie ,AnnART", infiintat la initiativa lui Baasz

Imre in Sfantu Gheorghe. Pe parcursul a zece ani,
LANNART" a devenit cel mai prestigios eveniment de
arta contemporana din Romania in acest gen. Potrivit
artistului, festivalul avea rolul de a promova ,subgenuri
ale artelor vii: action painting, performance, poezie
vizuald, happening, actiune, muzica alternativa, teatru
experimental etc.) si de a genera o platforma de schimb
artistic, un spatiu « viu » de prezentare a unor forme de
arta cu caracter interdisciplinar”3

Ut6 Gusztav, Cartele telefonice, Erd6sz6l6 (Ungaria), 2005. Credit foto:
Beluzsar Csaba.
Uté Gusztav, Telephone cards, Erdész6l6 (Hungary), 2005. Photo credit:
Beluzsar Csaba.

Dupa moartea prematura si neasteptata a lui Baasz
Imre, Uté Gusztav a infiintat, in 1991, Fundatia si

Grupul de Arta Alternativa ETNA. Scopul Fundatiei a
fost sprijinirea artei alternative, facilitarea contactului
personal intre artisti din tara si din strainatate si
contribuirea la crearea unui mediu social care
favorizeaza dezvoltarea artelor experimentale. Astfel,
incepand cu al doilea ,ANNART", evenimentele
festivalului au fost organizate de acest grup.

Desi a terminat pictura, incepand cu mijlocul anilor
1980, Uté Gusztav a inceput sa se ocupe preponderent
de actionism, deoarece considera ca acest gen poate
ajuta arta romaneasca si arta maghiara din Romania sa
iasa din izolarea culturala in care fusesera constranse de
regimul politic de dinainte de 1989. Prin actiunile lui, Ut
Gusztav si-a asumat rolul de intermediator si de fauritor
de comunitate, de a mediatiza un sentiment si un stil de
viata, care depaseste sfera personala si patrunde in viata
publica: exercita un serviciu public.

Pe cand arta performance-ului declarase operele
statice, precum pictura sau sculptura, drept artifacte,

curator of the International Medium Triennial in Sfantu
Gheorghe (1991,1994, 1997). He is a founding member

of IAPAO (International Association of Performance

Art Organizers), Helsinki, since 2001, and co-editor of
Inter — Art Actuel magazine, Québec, since 2005. He has
participated in over 200 international exhibitions in Asia,
Australia, and North America. Producer of more than
500 works of performance, happening, street action, and
sound poetry between 1976 and 2020, his vast works are
characterized by creativity and intellectual freshness.
Uté Gusztav is best known for his actionist art, his name
being closely linked to the international living art festival
ANNART, founded on the initiative of Badsz Imre in
Sfantu Gheorghe. Over ten years, ANNART has become
the most prestigious contemporary art event of its kind
in Romania. According to the artist, the festival was
intended to promote “subgenres of the living arts: action
painting, performance, visual poetry, happening, action,
alternative music, experimental theater, etc.) and to
generate a platform for artistic exchange, a ‘living’ space
for the presentation of interdisciplinary art forms”3?

After the premature and unexpected death of Badsz
Imre, Gusztav Uté founded the ETNA Foundation and
Alternative Art Group in 1991. The Foundation aimed

to support alternative art, to facilitate personal contact
between artists from home and abroad, and to help
create a social environment that fosters the development
of experimental arts. Thus, the Festival events have
been organized by this group, starting with the second
ANNART.

Ut6 Gusztay, although he had finished painting, started
to deal mainly with actionism in the mid-1980s, because
he believed that this genre could help Romanian art and
Hungarian art in Romania to break out of the cultural
isolation in which they had been forced by the political
regime before 1989. Through his actions, Uté Gusztav
assumed the role of an intermediary and community
builder, mediating a feeling and a lifestyle that goes
beyond the personal sphere and enters public life: he
performs a public service.

While performance art had declared static works, such
as painting or sculpture, as artifacts, postmodernism
proved that painting is not only an artifact; on the

Ut6 Gusztav, Iszkra, Sfantu Gheorghe, 2003. Credit foto: Tord Attila
Erd6sz616 (Ungaria).
Utd Gusztav, Iszkra, Sfantu Gheorghe, 2003. Photo credit: Tord Attila
Erddsz616 (Hungary).
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ISTORII IMPARTASITE VIITORURI ANTERIOARE
IN LUCRARILE ARTISTILOR ANCA BENERA SI
ARNOLD ESTEFAN, VILMOS KOTER

SHARED HISTORIES, PAST FUTURES IN THE
ARTISTIC WORKS OF ANCA BENERA AND
ARNOLD ESTEFAN, VILMOS KOTER

Text: Cristina Stoenescu

Istoriile conflictuale sunt acompaniate ciclic de presiuni
ale retoricilor de extrema dreapt3, iar rezultatele se
manifesta printr-o izolare si mai accentuata in bule

in care nu ascultam, nu intelegem. In Romania, chiar
daca pana mai ieri ascensiunea extremei dreapta ar fi
fost vazuta ca un pericol indepartat, ultimele alegeri
arata ca nu suntem nicidecum o exceptie in politica
europeand. in Ungaria invecinats, discursul adoptat

de statul ,democratiei iliberale”, asa cum Viktor Orban

il defineste in discursul sau deja celebru din 2014/,
acapareaza institutii si organizatii in viata culturala
locald, cu influente ce se fac resimtite si in comunitatile
maghiare din Romania. In acest context deja volatil, care
sunt strategiile artistice ce se confrunta cu incompletele
carti de istorie si partinitoarele canale de stiri? Abordez
acest subiect intr-un format eseistic, invitand reactii si
raspunsuri care pot construi un dialog mai consistent in
viitor. Abordarea mea se afla la intersectia dintre arta si
politica, teorie si practica, preluand cateva exemple din
portofoliile artistilor Anca Benera si Arnold Estefan, si
Vilmos Koter, pentru a discuta practici artistice pe care
le consider valoroase in tratarea istoriilor dureroase si a
discursurilor discriminatorii propagate tot mai intens de
politici populiste din regiune.

Anca Benera si Arnold Estefan sunt un duo artistic
format in 2011, ce investigheaza procese socio-politice
discrete, ce variaza de la conexiuni geopolitice la
ecologie si schimbari climatice, dar si istorii comune

si mai putin cunoscute. Prin instalatii, arta video si
performance art, artistii isi intorc recurent atentia spre
experienta proprie in climatul politic romanesc si a
diferentelor culturale resimtite si in viata personala.
Lucrarile cuplului artistic romano-maghiar au inspirat
pentru prima oara pentru mine o intelegere mai
nuantatd a distantelor care pot apdrea in comunitati
mixte, mai ales prin seria de performance-uri Pacta sunt
servanda (2011 - continua si in prezent), completate de
Black March (Martie negru, 2012) si SIC (2014). In aceste
performance-uri live si inregistrate, artistii isi citesc unul
altuia versiuni oficiale maghiare si romanesti ale unor
evenimente istorice, adesea traumatizante, subliniind
contradictiile dintre cele doua istorii oficiale. Artistii nu
valideaza si nici nu infirma o versiune sau alta, ci re-
apropie un spatiu discursiv, In care istoriile divergente si
tocmai disonanta acestora transforma o camera cu ecou
intr-una in care dialogul este posibil.

Anca Benera si Arnold Estefan analizeaza mecanisme
de simplificare falsa a trecutului prin reducerea acestuia
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Vilmos Koter, Ce-ar fi daca...?, diptic fotografic, 2018.
Vilmos Koter, What if..?, photographic diptych, 2018.

Conflictual histories are cyclically accompanied by
far-right rhetoric, leading to more isolated enclaves in
which we cannot listen to each other, and we cannot
understand our differences. While the rise of the far right
was once considered a distant threat in Romania, the
latest elections demonstrate that we are by no means
shielded from the far-right wave sweeping European
politics. In neighboring Hungary, “illiberal democracy,”
as Viktor Orban defined it in his now famous 2014
speech,' has taken over local cultural institutions and
organizations, influencing Hungarian commmunities in
Romania as well. In this already volatile context, what are
the artistic strategies that confront incomplete history
books and biased news channels? | approach this topic
in an essay format, inviting reactions and responses
that can build a more consistent dialogue on this topic.
My approach lies at the intersection of art and politics,
theory and practice. | draw from the portfolios of artists
Anca Benera and Arnold Estefan, and Vilmos Koter,

to discuss artistic practices that | consider valuable

for dealing with painful histories and discriminatory
discourses propagated by populist politics in the region.
Anca Benera and Arnold Estefan are an artistic duo
formed in 2011. They investigate discrete socio-political
processes ranging from geopolitical connections

and ecology to climate change and lesser-known
common histories. Through installations, video art,

and performance art, the artists frequently draw from

U

i-.-
la cel mai mic numitor comun, asa cum procedeaza
si in seria jus soli. Steagurile tarilor de unde artistii isi
identifica radacinile etnice, inclusiv cele romanesti
si maghiare, sunt desirate intr-un performance
acompaniat in spatiul expozitional de ghemele de ata
la care acestea sunt reduse. Distrugerea de facto a
steagurilor nu constituie Insa un act violent. Siluetele
artistilor in spatii publice, desirand aceste fire intr-un
proces atent si anevoios, marcheaza mai degraba un
act de intelegere, de deconstructie a unor simboluri si
culori ce altfel sunt instrumentalizate in numele unui
ideal colectiv. Inerte, infasurate in constructe sferice in
care culorile se amesteca, noile artifacte nationale sunt
digerate, asimilate unui act intentional si demistificator.
Acelasi principiu al liberei asocieri se aplica si
transformarii intr-un obiect artistic al scrisorii primite
de Arnold Estefan si semnate de prim-ministrul Viktor
Orban in 2013, prin care artistul este instiintat de noua sa
cetdtenie maghiard. Anca Benera traduce scrisoarea fara
sa Inteleaga continutul sdu cuvant cu cuvant, expusa in
acest dublu format original-traducere in expozitia ,Am
fost atat de putini si atat de multi am ramas”, curatoriata
de Raluca Voinea la tranzit.hu/budapesta in toamna
aceluiasi an.
Asa cum este si cazul lucrarii Isa, por és homou
vogymuk (We are all dust and ashes / Suntem cu
totii praf si cenusd), creata ca urmare a unui atelier
participativ in cadrul OFF-Biennale in Budapesta, artistii
pornesc de la o realitate aparent simpla si dezvaluie
elementele constituente contradictorii. Sculptura
centrala instalatiei realizate de Anca Benera si Arnold
Estefan este o reinterpretare a obiectului ritualic
de Inmormantare kopjafa, intalnit in comunitatile
maghiare transilvanene, instrumentalizat in ultimii ani
de extrema dreapta. Fiecare segment de pe coloana
kopjafa are un motiv care poate da indicii despre
identitatea celui decedat, de la informatii privind
genul, statutul social sau familia sa. Artistii co-creeaza
impreuna cu participantii la atelier noi reprezentari
si motive vizuale, incluzadnd tocmai referinte privind
grupuri discriminate de actualul regim autoritar al lui
Viktor Orban: membri ai comunitatii LGBTQ, persoane
fara adapost si lucratori culturali afectati de cenzura
impusa de stat. Operand in logica pe care o asociez cu
cea a filosofului Jacques Ranciére privind impartasirea
sensibilului (le partage du sensible), artistii preiau
elementele estetice ale unei retorici construite in
timp si dezvaluie punctele de inflexiune prin care
aceasta poate fi cel putin contestata. In varianta sa
traditionald, kopjafa contine o distributie simbolica

<« Anca Benera si Arnold Estefan, Jus soli, 2 sfere cu diametrul de 9

cm fiecare (rezultate din derularea steagurilor nationale ale artistilor),
performance inregistrat pe video, 2013.

Anca Benera and Arnold Estefan, jus soli, 2 spheres of 9 cm diameter
each (resulted from unthreading the artists’ national flags), performance
recorded on video, 2013.

their experiences in the Romanian political climate

and the cultural differences occurring in their personal
lives. Their work has inspired me from earlier on to
appreciate the nuances of the distances that can arise
in mixed communities. This is especially evident in their
performance series, Pacta sunt servanda (2011-present),
which is complemented by Black March (2012) and SIC
(2014). In these live and recorded performances, the
artists read official Hungarian and Romanian versions
of historical events to each other, often traumatic ones,
highlighting the contradictions between the two official
pasts. They do not validate or invalidate either version
but instead build a discursive space in which divergent
histories and the dissonance between them transform
an echo chamber into a space where dialogue is made
possible.

The artistic duo analyzes the false simplification of history
by reducing it to its building blocks, as they demonstrate
in the Jus Soli series. In the performance piece of the
series, the artists unravel the flags of their respective
countries, including their Romanian and Hungarian
heritage. In the exhibition space, clews of thread
accompany the video installation, the resulting shredded
flags. However, the de facto destruction of the flags
does not come across as violent. The silhouettes of the
artists unraveling these threads in public spaces mark
an act of understanding and deconstruction of symbols
and colors which are otherwise instrumentalized in

the name of a collective ideal. Inert and wrapped in
spherical constructs where colors mix, the new national
artifacts are digested and assimilated in an intentional,
demystifying act. The same principle of free association
applies to the transformation of the letter received by
Arnold Estefan and signed by Prime Minister Viktor
Orban in 2013 into an artistic object. The letter informed
the artist of his new Hungarian citizenship. Anca Benera
translates the letter without understanding its content,
displaying it in the original and translated formats in the
exhibition “We Were So Few and So Many of Us Are Left,”
curated by Raluca Voinea at tranzit.hu/budapesta in the
autumn of the same year.

The work Isa, por és homou vogymuk (We are all

dust and ashes) was created during a participatory
workshop at the OFF-Biennale in Budapest. In this

case too, the artists begin with an apparently simple
reality and reveal its contradictory elements. The

central sculpture of Anca Benera and Arnold Estefan’s
installation is a reinterpretation of the Transylvanian
Hungarian ritual burial object kopjafa, which has been
instrumentalized by the far-right discourse in recent
years. Each segment of the kopjafa column contains
motifs that provide clues about the deceased's identity,
such as their gender, social status, and family. The
artists co-create new representations and visual motifs
with workshop participants, including references to
groups discriminated against by Viktor Orban’s current
authoritarian regime, such as members of the LGBTQ+
community, homeless individuals, and cultural workers
affected by state censorship. Operating within the

logic of philosopher Jacques Ranciere's concept of the
“distribution of the sensible” (le partage du sensible), the
artists adopt the aesthetic elements of a constructed
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Comenduirea Garnizoanei, locatia principala a Bienalei Art Encounters 2025. Credit foto: Remus Daescu.
The Garrison Command, the main location of the Art Encounters 2025 Biennale. Photo credit: Remus Daescu.
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BIENALA ART ENCOUNTERS 2025 -
ECOURILE LUCIDITATII SI SOLIDARITATILE

COMUNITATII

ART ENCOUNTERS BIENNIAL 2025 - ECHOES
OF LUCIDITY AND COMMUNITY SOLIDARITY

Text: Diana Marincu, Maria Sarbu

Bienala Art Encounters din acest an, ,Bounding
Histories, Whispering Tales”, a fost apreciata de public si
de specialisti in primul rand datorita tonului pe care I-a
adoptat, fara nimic strident, dar totusi atat de prezent
si de convingator. Acest dosar dedicat Bienalei credem
ca surprinde multiplele straturi conceptuale, vizuale,
istorice cu care au lucrat curatorii Ana Janevski si Tevz
Logar si ne bucuram sa avem cateva reflectii extrem de
profunde si de asumate asupra expozitiilor si a artistilor
prezenti la Timisoara.

Vedere din expozitia de la Fundatia Art Encounters, ISHO. Credit foto:
David Dumitrescu.

View from the exhibition at the Art Encounters Foundation, ISHO. Photo
credit: David Dumitrescu.

Titlul bienalei din acest an, intr-o traducere libera Istorii
ingrddite, povesti tdinuite, subliniaza o impletire de
perspective care se succed, micro-istorii si macro-
istorii, toate contribuind la o viziune despre trecut,
prezent si viitor, unde naratiuni monolitice se lupta

cu subiectivitatea si pluralitatea exceptiilor. Curatorii
bienalei s-au uitat la granite, taceri si ecouri ca la noduri
dintr-un parcurs al intelegerii istoriei si revenirii acesteia
in alta forma, mereu si mereu, punand la incercare
capacitatea umana de a armoniza contrastele side a
elimina polarizarea. In acest sens, toate textele acestui
dosar revin la ideea de autenticitate pe care autorii

au sesizat-o in raport cu lucrarile prezentate si cu
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This year’s Art Encounters Biennial, “Bounding Histories,
Whispering Tales", was appreciated by the public and
specialists primarily for the tone it adopted — nothing
strident, yet thoroughly present and convincing. We
believe this dossier dedicated to the Biennial captures
the multiple conceptual, visual, and historical layers with
which curators Ana Janevski and Tevz Logar worked,
and we are delighted to share several deeply thoughtful
and committed reflections on the exhibitions and artists
present in Timisoara.

The title of this year's biennial, translated as Bounded
Histories, Hidden Tales, highlights a weaving of
perspectives unfolding in succession, micro-histories
and macro-histories, all contributing to a vision of past,
present, and future, where monolithic narratives clash
with subjectivity and the plurality of exceptions. The
curators of the biennial regarded borders, silences, and
echoes as nodes along a path toward understanding
history and its continual return in new forms, time

and again, testing the human capacity to harmonize
contrasts and overcome polarization. In this sense, all
the texts in this dossier return to the idea of authenticity,
as observed by their authors in relation to the exhibited
works and the consciously poetic curatorial approach.
Liliana Mercioiu Popa analyzes connections between
the biennial's spaces starting from the idea of their
“own sound timbres” and “echoes”. For her, the selection
filter of the works discussed relates to the vibration —
whether literal (the sound of the works themselves) or
figurative (emotional energy, atmosphere, historical
tension) — of each section of the biennial and the way

it propagates into the other spaces, creating a network
of correspondences. To support these ideas, Liliana
Mercioiu Popa operates by selecting a series of works,
suggesting the existence of dialogues that are at times
obvious and at other times unexpected. The author
seems to perceive each exhibition space as an entity
that cannot be consumed exclusively in situ, but one
that propagates through time and space, tying contexts
and histories, shaping the way we perceive and interpret
reality.

Bogdan Ghiu's text further elaborates on the idea of
resonance while likewise highlighting the resilience
behind the curatorial gesture. While the art world usually
seeks the clamor of “hyper-biennials,” this time, the
proposal of a “micro-biennial” opens, in the writer’s view,
the path toward subdued emotions. The extra-visual
dimension of this biennial is very well captured by Ghiu

abordarea curatoriald poetica asumata.

Liliana Mercioiu Popa analizeaza conexiunile dintre
spatiile bienalei plecand de la ideea de ,timbre sonore
proprii” si ,ecouri”. Pentru ea, filtrul de selectie al
lucrarilor discutate tine de vibratia - fie la propriu
(sunetul lucrarilor per se), fie la figurat (energia
emotionald, atmosfera, tensiunea istorica) - fiecarei
sectiuni a bienalei si de modul in care aceasta

se propaga in celelalte spatii, crednd o retea de
corespondente. Pentru a-si argumenta aceste idei,
Liliana Mercioiu Popa selecteaza o serie de lucrari,
sugerand existenta unor dialoguri uneori evidente,
alteori neasteptate. Autoarea pare sa perceapa fiecare
spatiu expozitional ca pe o entitate care nu se lasa
consumata exclusiv in situ, ci se propaga in timp si
spatiu legand contexte si istorii, modeland felul in care
percepem si interpretam realitatea.

Apoi, textul lui Bogdan Ghiu detaliaza si mai mult
ideea de rezonanta si surprinde, totodata, rezilienta
din spatele gestului curatorial. Daca lumea artei cauta,
de obicei, vacarmul unor ,hiper-bienale”, de data
aceasta, propunerea unei ,micro-bienale” deschide,

in opinia scriitorului, drumul spre emotiile in surdina.
Dimensiunea extra-vizuala a acestei bienale este foarte
bine surprinsa de Ghiu prin definirea unui nou regim
al artei contemporane si al relatiei cu arta, care trebuie
.ascultata” pentru a ,,auzi” lumea.

Mai departe, textul Ralucai Nestor Oancea, publicat
initial In varianta extinsa in Most Magazine, analizeaza
in detaliu lucrarile ,nodale” ale Bienalei, punand accent
pe noile productii ale unor artiste precum Alle Dicu,
Lorena Cocioni, Ana Adam, dar si lucrari foarte puternice
adaptate contextului bienalei, cum ar fi cele semnate
de Larisa Sitar, Ghenadie Popescu sau Manuel Pelmus.
In analiza foarte am&nuntit a acestora, Raluca revine
la ideea ,actualizarii spectrale a trecutului” ca o forma
de subversiune a timpului liniar si omogen, inaccesibil
prezentului. Bienala deschide o bresa spre activarea
unor istorii ce pot fi repovestite prin intermediul artei.
Textul Mariei Sarbu ia forma unui studiu de caz asupra
modului in care procesele creative se pot intersecta

si se pot modela reciproc in cadrul unui context
expozitional ce isi propune o ,stare de deschidere”.
Analiza aprofundeaza o singura astfel de situatie

a ,complicitatilor tacute”, cea creata intre artista
canadiana Kapwani Kiwanga si artista locala Silvia
Moldovan. Maria Sarbu ne arata cum proiectului
participativ al artistei Kapwani Kiwanga, ,Pozitiv-
Negativ (Morfologie)”, i se adauga un strat suplimentar
a transformarii si reconcilierii — prin interactiunea cu
activitatea ecologica si artistica a Silviei Moldovan, la
sanctuarul Sepale. Sepale functioneaza ca un spatiu
de ingrijire a pasarilor si de actiune comunitara, iar

in contextul bienalei, a devenit gazda unei intalniri in
jurul focului, ce a generat cenusa folosita apoi pentru
realizarea unor vase ceramice din instalatia artistei
canadiene.

Tn completarea acestor texte, interviul realizat de
Gabriela Robeci cu Tevz Logar vine sa dezvaluie in mod
direct perceptia curatorului despre procesul de lucru
si despre impactul bienalei asupra scenei regionale

de artd, concluzionand cu cateva ganduri legate de
potentialul pe care metodologia curatoriala a ecoului
|-ar putea avea in alte contexte.

Dana Kavelina, Taki Pejzaz, animatie stop-motion, 2023
Dana Kavelina, Taki Pejzaz, stop-motion animation, 2023.

through the definition of a new regime of contemporary
art and of our relationship with art, one that must be
“listened to" in order to “hear” the world.

Moving on, Raluca Nestor Oancea’s text, originally
published in its extended version in Most Magazine,
offers a detailed analysis of the “nodal” works of the
Biennial, emphasizing new productions of artists such as
Alle Dicu, Lorena Cocioni, and Ana Adam, as well as very
powerful works adapted to the context of the Biennial,
such as those by Larisa Sitar, Ghenadie Popescu, or
Manuel Pelmus. In her thorough analysis, Raluca returns
to the idea of “the spectral updating of the past” as a
form of subverting linear and homogeneous time, which
remains inaccessible to the present. The Biennial thus
opens a breach toward the activation of histories that
can be retold through art.

Maria Sarbu's text takes the form of a case study on how
creative processes can intersect and shape one another
within an exhibition context aiming to foster a “state of
openness”. The analysis focuses on a single such situation
of “silent complicities”, created between Canadian artist
Kapwani Kiwanga and local artist Silvia Moldovan. Maria
Sarbu shows us how Kapwani Kiwanga's participatory
project, Positive-Negative (Morphology), acquires an
additional layer of meaning — connected to the ideas of
care and healing, transformation and reconciliation —
through its interaction with Silvia Moldovan's ecological
and artistic activity at the Sepale sanctuary. Sepale
functions as a space for bird care and for community
action, and in the Biennial's context, it became the host
of a fire camp, which generated ash later used in the
creation of ceramic vessels featured in the Canadian
artist's installation.

In completing these texts, Gabriela Robeci's interview
with Tevz Logar directly reveals the curator’s perception
of the working process and of the Biennial's impact on
the regional art scene, concluding with a few reflections
on the potential the curatorial methodology of the echo
might hold in other contexts.

Translated by Andrei Mateescu
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CURATORIIND ISTORII LA ART

ENCOUNTERS: POVESTIRI CU TEVZ LOGAR

CURATING HISTORIES AT ART ENCOUNTERS:
TELLING TALES WITH TEVZ LOGAR

Text: Gabriela Robeci

Bienala Art Encounters a captivat in mod constant
publicul cu intrebari provocatoare si teme care dau
de gandit. Aceasta editie nu face exceptie. ,Bounding
Histories, Whispering Tales” [, Istorii ingradite. Povesti
tainuite”] leaga evenimente istorice globale si locale
de povesti individuale ale unor persoane modelate de
transformari politice si sociale.

Tevz Logar a fost unul dintre co-curatorii celei de-a
sasea editii a Bienalei Art Encounters, care a avut loc
intre lunile mai-iulie 2025, la Timisoara. Conceptul
curatorial unic a fost rezultatul viziunii sale conturate
de experienta ca director artistic, curator, lector si
autor, concentrandu-se pe teme contemporane, dar
si a colaborarii stranse cu Ana Janevski. De-a lungul
carierei sale, Tevz Logar a curatoriat expozitii precum
LAccretions I1” (2011), ,Tanja Ostoji¢: Body, Politics,
Agency” (2012), ,Ulay: Irritation (2015), ,Ulay: | Other”

Veronika Hapchenko, Fantdna de aur, acrilic si cerneald pe panza, 215x
155 cm, 2023. Credit foto: Szymon Sokotowski

Veronika Hapchenko, Golden Fountain, acrylic and ink on canvas, 215x155
cm, 2023. Photo credits: Szymon Sokotowski.

Ghenadie Popescu, Mdta fdrd nume, Scurtmetraj animat, 16:00', 2022.
Parte din programul de screening al Bienalei.

Ghenadie Popescu, No Name Cat, short film animation, 16:00', 2022. Part
of the Biennale's screening program.

The Art Encounters Biennial has consistently engaged its
audience with probing questions and thought-provoking
themes. This edition is no different. “Bounding Histories,
Whispering Tales” connects global and local historical
events with personal stories from individuals shaped by
political and social transformations.

Tevz Logar was one of the co-curators of the 6th Art
Encounters Biennial (Bounding Histories. Whispering
Tales) in Timisoara, taking place from late May until

July 2025. The unique curatorial concept was possible
thanks to his vision shaped by his experience as an
artistic director, curator, lecturer and author, focusing

on contemporary topics, but also thanks to his close
collaboration with Ana Janevski. Throughout his career,
Tevz Logar has curated exhibitions such as “Accretions II”
(2011), “Tanja Ostoji¢: Body, Politics, Agency” (2012), “Ulay:
Irritation” (2015), “Ulay: | Other (2017), When in Doubt, Go
to a Museum” (2021), “Larisa Sitar: Robust Boast” (2022),
“Lost in the Moment That Follows, The Ovidiu Sandor
Collection” (2023), and the 54th Zagreb Salon Triennial —
“Without Anesthesia” (2019).

Gabriela Robeci: Tevz Logar, you co-curated, together
with Ana Janevski, a diverse array of tales into a cohesive
exhibition that broadens perspectives. Can you recall
any artistic, cultural, or curatorial experiences from

your careers that significantly expanded your own
viewpoints?

Tevz Logar: Many different elements have shaped my
viewpoints. A key one is my long-term exchange with
colleagues, which also includes my relationship with
Ana. We first met 20 years ago at a curatorial school in

Cian Dayrit, Strategiile beligerantei, textile, obiecte si tehnica mixta pe lemn, 2021. Credit foto: David Dumitrescu.
Cian Dayrit, Schemes of Belligerence, textiles, objects, and mixed media on woodwork, 2021. Photo credit: David Dumitrescu.

(2017), ,When in Doubt, Go to a Museum” (2021), ,Larisa
Sitar: Robust Boast” (2022), ,Lost in the Moment That
Follows, The Ovidiu Sandor Collection” (2023) si cea de-a
54-a editie a Trienalei Salonului din Zagreb - ,Without
Anesthesia” (2019).

Gabriela Robeci: Tevz Logar, impreuna cu Ana
Janevski, ati co-curatoriat o serie diversa de povestiri
intr-o expozitie coerenta care largeste perspectivele.
Va amintiti vreo experienta artisticg, culturala sau
curatoriala din cariera voastra care v-a largit semnificativ
propriile puncte de vedere?

Tevz Logar: Multe elemente diferite mi-au format
punctele de vedere. Unul dintre cele mai importante
este schimbul de idei pe termen lung cu colegii mei,
care include si relatia mea cu Ana. Ne-am cunoscut
acum 20 de ani la o scoala de curatoriat din Erevan,
Armenia, si am pastrat legdtura de atunci, devenind, in
cele din urma, prieteni apropiati.

La fel de importante sunt colaborarile mele cu artisti.
Munca intensa cu artistii croati Zeljko Jerman si Goran
Trbuljak m-a condus la o implicare mai profunda in
Noua Practica Artistica. Dincolo de asta, am construit
colaborari de lunga durata cu artisti precum Ulay,
Tanja Ostoji¢, Vadim Fishkin, Jasmina Cibic, Irwin, Ifaki
Bonillas, IStvan ISt Huzjan, Raluca Popa, Alban Muja si
Vlatka Horvat.

De asemenea, trebuie sa subliniez rolul meu de director
artistic al Galeriei Skuc, unde mi-am dezvoltat practica
curatoriald, mi-am rafinat abordarea in colaborarea cu
artistii si am dobandit o intelegere clara a importantei
colaborarii atat la nivel regional, cat si international.

GR: Dupa ce ai observat mai intai Timisoara si Bienala
Art Encounters in mod obiectiv, din afara, siacum in
mod subiectiv, in calitate de curator, ce rol crezi ca joaca
orasul si bienala in dezvoltarea culturala a regiunii?

Yerevan, Armenia, and have stayed in contact ever since —
eventually becoming close friends.

Equally important are my collaborations with artists. My
intensive work with Croatian artists Zeljko Jerman and
Goran Trbuljak led to a deeper engagement with the
New Artistic Practice. Beyond that, | have built long-term
collaborations with artists such as Ulay, Tanja Ostoji¢,
Vadim Fishkin, Jasmina Cibic, Irwin, Ifaki Bonillas, IStvan
I8t Huzjan, Raluca Popa, Alban Muja, and Vlatka Horvat.

| should also highlight my role as artistic director of Skuc
Gallery, where | developed my curatorial practice, refined
my approach to working with artists, and gained a clear
understanding of the importance of both regional and
international collaboration.

GR: Having first observed Timisoara and the Art
Encounters Biennial objectively from the outskirts, and
now subjectively as a curator, what role do you think the
city and the biennial play in the cultural development of
the region?

TL: Without a doubt, the biennial and the foundation’s
other activities play a vital role in the region. This view is
not only mine but also shared by many people | spoke
with during the preparation of the biennial. | believe
Timisoara is a crucial anchor for the identity of the
biennial, particularly in fostering subtle connections
between the local and the international. Beyond its rich
history and vibrant art scene that serves as a good base
for a biennial, Timisoara also holds great potential for
cultivating a broader public for contemporary art. In this
sense, the city provides significant opportunities for the
biennial's growth.

GR: The Banat and Vojvodina regions, where Timisoara
is located, have historically been contested by major
political powers. Such regions often carry legacies of
violence, resistance, displacement, need for belonging
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ECOURI, MICRO-ISTORII S| GEOGRAFII

ORIZONTALE LA ART ENCOUNTERS

ECHOES, MICRO-HISTORIES, AND HORIZONTAL
GEOGRAPHIES AT ART ENCOUNTERS

Text: Raluca Oancea

Editie aniversara ce marcheaza un deceniu de activitate
culturald neintreruptd a Fundatiei Art Encounters,
bienala ,Bounding Histories. Whispering Tales”,
vernisata la Timisoara la finalul lunii mai 2025, certifica
puterea artei de a transforma si reaseza un oras pe
harta lumii. Totodata, manifestarea deschide un spatiu
al entanglement-ului si al continuitatii, ce face posibila
transgresarea oricarei dihotomii metafizice — corp /
lume, vizibil / invizibil, subiect / obiect -, precum si a
oricarei diferente de gen, rasa sau geografie politica.
Aceasta logica a continuitatii este sustinuta nu doar de
conceptul curatorial, ci si de profilul celor doi curatori,
Ana Janevski si Tevz Logar, autentici cetdteni ai lumii
(kosmopolitai), greu de redus la o nationalitate sau la un
unic loc al locuirii, buni cunoscatori ai artei din Europa
Centrala si de Est si totodata conectati cu institutii
artistice de prestigiu din Vest, precum Muzeul de Arta
Moderna din New York, Fondazione Sandretto Re
Rebaudengo din Torino sau VOX din Montreal.

Titlul bienalei, ,Bounding Histories. Whispering Tales”
(wIstorii Ingradite, povesti tainuite”), reconfirma ipoteza
continuitatii, extinsa la nivel cultural, cat si spatio-
temporal. Printre conceptele cheie se distinge, in acest
sens, ecoul, diferentiat subtil de simpla repetitie si
urmarit pe palier ideologic, spatio-temporal si, mai ales,
istoric, in cheie benjaminiana, ca forma de actualizare
spectrala a trecutului. Modul in care proiectele artistice
reactiveaza micro-istorii ale Timisoarei, punandu-le in
legatura cu naratiuni pereche din Europa de Est sau din
Sudul Global, aminteste, in opinia mea, critica lui Walter
Benjamin la adresa istorismului si a reducerii istoriei la
o simpla insiruire de fapte inghetate intr-un timp liniar,
omogen. Astfel, lucrarile celor 64 de artisti si grupuri
invitate demonstreaza ca istoria nu este o linie continua,
ci o colectie de momente destinale, ce pot rasuna

din nou cand prezentul o cere. In acord cu Benjamin,
istoria se arata a fi vie, iar trecutul, gata sa fuzioneze cu
prezentul intr-un ecou ce nu este un simplu reflex, ci un
act de iluminare si reconfigurare critica. Nu trecutul in
sine revine, asadar, in acest proces, ci rezonanta lui intr-
un moment de criza, precum este cel traversat azi, cand
spectrul fascismului si al nationalismului radical bantuie
lumea din Europa pana in America.

,Bounding Histories. Whispering Tales" a initiat o inedita
arheologie a celor trei spatii de expunere - Comenduirea
Garnizoanei (fosta cladire militara), Faber (fosta fabrica),
ISHO Art Encounters (fosta fabrica si gradinita) —, ce

isi propune ,sa perie istoria In raspar”, reactivand un
trecut al carui ecou prezentul este pregatit sa il asculte.
Retinem ca ,a articula istoric trecutul nu inseamna a-I
cunoaste asa cum a fost de fapt™, o sintagma, de altfel,
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Lorena Cocioni, Apparatus, placaj de mesteacan, ceramica glazurata,
sapun, chit, otel, 100x40x180 cm, 2025. Credit foto: David Dumitrescu.
Lorena Cocioni, Apparatus, birch plywood, glazed ceramic, soap, grout,
steel, 100x40x180 cm, 2025. Photo credit: David Dumitrescu.

An anniversary edition marking a decade of
uninterrupted cultural activity by the Art Encounters
Foundation, the Bounding Histories. Whispering Tales
biennial, inaugurated in Timisoara at the end of May
2025, attests to the power of art to transform and put a
city back on the world map. At the same time, the event
opens a space of entanglement and continuity, allowing
for the transgression of any metaphysical dichotomy —
body/world, visible/invisible, subject/object — as well as
differences of gender, race, or political geography. This
logic of continuity is supported not only by the curatorial
concept but also by the profile of the two curators, Ana
Janevski and Tevz Logar, authentic citizens of the world
(kosmopolitai), difficult to reduce to a single nationality
or place of dwelling, connoisseurs of Central and Eastern
European art, while remaining closely connected to

vidata de sens, ci a permite prezentului sa aprindd
anumite straturi latente ale unui trecut care, prin acest
proces, se rescrie, adunand valente si interpretari.

Un exemplu remarcabil este proiectul Prima mea
comoard (2025), realizat special pentru Art Encounters
de Alle Dicu, care a participat la o rezidenta in Timisoara,
aprofundand istoria zonei din jurul hub-ului creativ
Faber. Este vorba, mai precis, despre cartierul Fabric,

un nucleu muncitoresc populat inca din perioada
interbelica de o comunitate etnica diversa (germani,
maghiari, romani, evrei, sarbi) unde, dupa anii 1950,

s-au concentrat numeroase fabrici si ateliere precum 1
lunie, Bumbacul, Guban, Elba. Dintre acestea, artista s-a
concentrat pe fabrica de textile 1 lunie, pilon industrial
major, cu mii de lucratori, mai ales femei, care a jucat
un rol esential in dezvoltarea cartierului, oferind locuri
de munca si structura sociala. Prin munca lor in fabrica,
adesea in conditii grele, multe femei din Timisoara au
dobandit o forma de independenta economica. Treptat,
s-a conturat o comunitate feminina solidarg, articulata
in jurul sprijinului reciproc si al apartenentei la acelasi
ritm industrial.

Ceea ce a adresat direct Alle Dicu prin lucrarea
intermediala ce combina filmul si fotografia cu

poezia este criza traita de aceste femei odata cu
falimentul si dezintegrarea fabricii in anii 1990:

nostalgia pentru destramarea retelei sociale care le
sustinea, dezorientarea si insingurarea cu care s-au
confruntat. In acest scop, artista propune o spatialitate
tridimensionala de tip panopticon, in care o serie de
televizoare sunt asezate in cerc, asemeni unor ochi ce
privesc si, simultan, sunt priviti inapoi, asemeni unor
celule supravegheate de un ochi virtual, invizibil. In

plus, ecranele acestor televizoare urmaresc un personaj
feminin care strabate incet o cladire fantomatica, ale
carei balcoane pustii reiau aceeasi geometrie circulara.
Dar punctum-ul lucrarii nu este femeia care paseste
sau fumeaza absent, retrasa intr-un halat alb, ci rochia
neagra pe care a intins-o la uscat in noaptea intunecata.
Dupa cum marturiseste artista, proiectul include si

o analogie intre tragedia postcomunista a fabricii
timisorene de textile si tranzitia dificila a Republicii
Moldova catre capitalismul salbatic. Paralela s-a
construit plecand de la o scena din romanul Grddina de
sticld de Tatiana Tibuleac, in care un copil sarac priveste
cu fascinatie rufele care ingheata pe sarma in aerul
aspru al iernii, transpirand o (prima) ,comoara” de mii de
picaturi stralucitoare ca diamantele.

O alta lucrare produsa special pentru Bienala Art
Encounters 2025 este Apparatus, o instalatie din placaj
de mesteacan, ceramica glazurata, sapun, chit si otel, pe
care artista Lorena Cocioni o plaseaza in acelasi teritoriu
al continuitatii si interferentei artelor vizuale cu designul
si arhitectura.

Amplasata, la randul ei, in spatiul Faber, fosta fabrica de
ulei si sapun, lucrarea introduce o silueta masiva cu piele
de ceramica si tentacule metalice, lansand un discurs ce
vizeaza ritualurile de spalare si notiunea de intimitate,
inspirate de interioarele bailor franceze din anii 1970

— o0 combinatie inedita de modernism functional,
influente pop si o doza de extravagant domestic in
culori calde, psihedelice - placile de ceramica adopta

nu doar nuante, ci si forme neobisnuite: hexagoane
neregulate, siluete organice care trimit mai curand

la lumea microorganismelor decat la o geometrie
aseptica, perfectd. Acest univers, cu Influente space age
si accente retro-glam, chestioneaza rolurile multiple

prestigious Western institutions such as the Museum

of Modern Art in New York, Fondazione Sandretto Re
Rebaudengo in Turin, and VOX in Montreal.

The title of the biennial, Bounding Histories. Whispering
Tales, reinforces the hypothesis of continuity, extending
across both cultural and spatio-temporal levels. Among
the key concepts that stand out in this regard is the
notion of the echo, subtly distinguished from mere
repetition and explored on ideological, spatio-temporal,
and especially historical levels, in a Benjaminian sense,
as a form of spectral actualization of the past. The way in
which the artistic projects reactivate the micro-histories
of Timisoara, connecting them with parallel narratives
from Eastern Europe or the Global South, recalls, in my
view, Walter Benjamin'’s critique of historicism and of
reducing history to a mere succession of facts frozen in
a linear, homogeneous time. The works of the 64 invited
artists and groups thus demonstrate that history is not

a continuous line, but a collection of destinal moments
that can resonate again when summoned by the
present. In line with Benjamin, history proves to be alive,
and the past ready to merge with the present in an echo
that is not a mere reflection but an act of illumination
and critical reconfiguration. What returns in this process
is not the past itself, but its resonance, awakened in a
moment of crisis like the one we are living today, as the
specter of fascism and radical nationalism haunts the
world, from Europe to the Americas.

Bounding Histories. Whispering Tales thus initiated a
novel archaeology of the three exhibition spaces — the
Garrison Commmand (a former military building), Faber

(a former factory), and ISHO Art Encounters (formerly

a factory and kindergarten) —aiming to “brush history
against the grain”' by reactivating a past whose echo
the present is now ready to hear. We should remember
that “to articulate the past historically does not mean to
recognize it the way it really was"?, a phrase which, taken
literally, is emptied of meaning, but rather to allow the
present to ignite certain latent layers of a past which,
through this very process, is rewritten, gathering new
valences and interpretations.

A remarkable example is the project My First Treasure
(2025), created especially for Art Encounters by Alle Dicu,
following a residency in Timisoara during which the artist
explored the history of the area surrounding the Faber
creative hub. More specifically, the project focuses on the
Fabric neighborhood, a working-class nucleus inhabited
since the interwar period by a diverse ethnic community
(Germans, Hungarians, Romanians, Jews, Serbs), where,
after the 1950s, numerous factories and workshops,

such as “1 lunie,” "Bumbacul,” “Guban,” and “Elba”", were
concentrated. Among these, the artist focused on the “1
lunie” textile factory, a major industrial pillar employing
thousands of workers, mostly women, which played

a crucial role in the neighborhood’s development,
offering not only jobs but also a form of social structure.
Through their labor, often under difficult conditions,
many women in Timisoara achieved a measure of
economic independence. Gradually, a supportive female
community took shape, grounded in mutual aid and a
shared sense of belonging to the same industrial rhythm.
What Alle Dicu directly addressed through her
intermedial work combining film and photography

with poetry, is the crisis experienced by these women
following the bankruptcy and disintegration of the
factory in the 1990s: the nostalgia for the collapse of

the social network that once supported them, the

"ou
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UN PARIU CASTIGAT

AWINNING GAMBLE

Text: Bogdan Ghiu

Fata de bienalele masive, blockbuster sau campionate
mondiale de arta — sau, de ce nu, expozitii universale de
arta —, mai apropiate de targurile de arta (sau concepute
tocmai ca vitring, ca preambul sau ca pandant — abia
mascat - al acestora, exemplul tipic constituindu-| de
multad vreme cuplul Venetia-Basel), deci de comertul
global cu arta contemporang, care determina si chiar
defineste (uneori deformandu-le) tendintele si lista

de nume, impunand logica vorace a pietei (aflata in
permanenta cautare, vampirica, de ,sange proaspat”)

in sfera sau, mai curand, campul deloc pure ale artei
(piata intrand aici In combinatii dintre cele mai ciudate
si mai ,oculte” cu politicul, determinand, astfel, o

cel putin dublg, dar definitorie, heteronomie a artei
contemporane), pentru si intr-un astfel de peisaj al
exhibarii incadrate a artei contemporane, asadar, o
micro-bienala precum cea de-a sasea editie a Bienalei
Art Encounters, din Timisoara, poetic, soptit intitulata
,Bounding Histories. Whispering Tales” (30 mai -13 iulie
2025), curatoriata de Ana Janevski si Tevz Logar in trei
spatii timisorene deja consacrate artei contemporane
(Comenduirea Garnizoanei — o fosta cladire militara

din Piata Libertatii -, sediul Fundatiei Art Encounters

- fosta fabrica de lana si textile si, apoi, gradinita —si
spatiul Faber —fosta fabrica Azur), a putut apdrea ca o
dezamagire, dat fiind ca a fost o bienala, ca sa spun asa,
de ,camerd”. Atat de mult s-a obisnuit, vai, insasi lumea
artei (artistii, galeristii, dealerii, curatorii si jurnalistii,
acestia din urma, mai degraba comunicatori decat
critici) cu totalitarele si absolutistele macro- sau hiper-
bienale, incat o micro-bienala precum cea timisoreana
de anul acesta putea, repet, cel putin intr-o prima faza,
in loc sa surprinda polemic si sa provoace in minus,

nu in plus, prin diminuare si retinere, nu prin exces, sa
descumpaneasca, daca nu chiar sa nemultumeasca.
Nu era, ins3, vorba, poate, decat de o potrivire si

de o adaptare, de o reglare, sa zicem, rezilienta pe

mai multe planuri. in primul rand, era vorba de
virtuozitatea de a realiza, totusi, eficient, coerent, o
bienala local3, regionald, de crizd, adica, repet, perfect
adaptata actualelor vremuri austere, in care excesul

a trecut in mod hotarat de partea raului, a distrugerii,

a inegalitatilor, dezechilibrelor si dominatiilor de tot
felul, fiind mai degraba incadrabil ca obscen si hidos.

Si, apoi, in chiar séanul tendintelor ,societale” ale artei
contemporane, se poate vorbi, in cazul acestei bienale,
de o solutionare realista, sobra, onesta — pragmatic-etica
- a discrepantei dintre macro-bienale si accentul tot mai
intens pus in arta actuala pe afect, pe sensibilitate, pe
emotie chiar, intr-un cuvant, pe surdind. Cum sa percepi
preamaritele soapte ale artei contemporane in vacarmul
de Luna Park al Venetiei supraturistificate, de exemplu?
Nu, registrul etic, estetic si politic adecvat acestei
Lfeminizari” (fara nimic peiorativ, dimpotriva) manifeste,
ca echilibrare si recuperare, in arta contemporana nu
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Robert Gabris, Carte anatomica pliabilda, desene, dimensiuni variabile,
2023. Credit foto: Andrei Infinit.
Robert Gabris, Anatomical Folding Book, drawings, variable dimensions,
2023. Credit foto: Andrei Infinit.

Compared to massive biennials, blockbuster exhibitions,
world art championships — or, for that matter, universal
art exhibitions — which aren't that different from art fairs
(or designed precisely as showcases, preludes, or barely
disguised counterparts to them, with Venice and Basel
being typical examples for a long time now), thereby the
global trade in contemporary art, which determines and
even defines (sometimes distorting) trends and the list
of names, imposing the voracious logic of the market (in
a permanent, vampiric search for “fresh blood") in the
sphere or, rather, the not-so-pure field of art (the market
gets mixed up in the weirdest and most “occult” ways
with politics, creating at least a double, but defining,
heteronomy of contemporary art), for and in such a
landscape of framed contemporary art exhibitions,
therefore, a micro-biennial such as the sixth edition of
the Art Encounters Biennial in Timisoara, poetically and
subtly titled “Bounding Histories. Whispering Tales”
(May 30 —July 13, 2025), curated by Ana Janevski and
Tevz Logar in three Timisoara spaces already dedicated
to contemporary art (the Garrison Command — a former

il poate constitui decat o micro-bienala de criza (criza
speculata pozitiv ca ocazie estetica favorabild), asa cum
a fost aceasta a sasea editie a bienalei timisorene.
Trebuie, insa, sa marturisesc ca si pe mine ma iritase
(vag) atat titlul (vag) al bienalei, ,Bounding Histories.
Whispering Tales”, atunci cand parcursesem dosarul

de presa trimis de organizatori, cat si, intrand apoi in
amanunte, conceptul central al argumentului curatorial:
cel de ecou.

Nimic mai vag si mai inconsistent, nu-i asa, decat ecoul.
Mi-am zis: concept incropit, fals concept, simulacru de
concept. Si totusi...

P S i T e B
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Cian Dayrit, Strategiile beligerantei, textile, obiecte si tehnica mixta pe
lemn (detaliu), 2021. Credit foto: David Dumitrescu.

Cian Dayrit, Schemes of Belligerence, textiles, objects, and mixed media
on woodwork, (detail), 2021. Photo credit: David Dumitrescu.

Conceptul ,slab” sau ,moale” (cum spunea candva
Vattimo) de ecou presupune si promoveaza o
dimensiune extra-vizuala, hotarat sonora si auditiva, in
ceea ce priveste relatia sau intalnirea (cum spuneau,
mai recent, Baptiste Morizot si Estelle Zhong Mengual)
cu arta. Un regim mai potrivit acesteia, cu atat mai mult
in conditiile ,audificarii” si ,tactilizarii”, ale de-vizualizarii
(sau periferizarii si de-centrarii, altfel spus, contra(de)
balansarii suprematiei occidental-teoretice a vazului)
din arta contemporana a (cel putin) ultimului deceniu.
O binevenita reglare si adaptare conceptual-curatoriala,
deci, la prezentul nu numai al artei contemporane, ci si
al ceea ce constituie, in general, regimul contemporan
al artei si al relatiei cu arta: pentru a putea fi perceputa,
pentru a putea sa lucrezi cu ea, arta trebuie, poate, mai
curand ascultatd. Si abia ascultdnd arta vom putea sa
ne marim sansele de a auzi lumea. Si de a ausculta
(clinic, diagnostic, filosofic) actualitatea.

In paralel cu cel de rezonantd (propus in principal

de Hartmut Rosa, ca antidot la accelerarea-alienare),
conceptul de ecou mi se pare, deci, nu un concept
incropit, ci de-a dreptul un prim pas pe calea cea

buna, pentru a alinia publicul, arta si actualitatea, a le
face sa (re)intre in rezonanta, sa ,rezoneze” (ratiunea
rezonanta, ratiunea-ecou, ce minunat cuvant-concept
bine localizat). Un concept cu adevarat contemporan, in
inteles strict. Adica localizat. Un bun concept de revenire
la arta si la realitate. La registrul lor ontologic actual.
Cea de-a sasea editie a Bienalei Art Encounters a fost,
apoi, o bienala dedicata, aplicat, orasului Timisoara,
ascultarii si auzirii lui in / prin mai multe puncte,
privilegiate sau nu, dar bogate in ,straturi” istorice,

military building in Piata Libertatii —, the headquarters
of the Art Encounters Foundation — a former wool

and textile factory, and then a kindergarten —and the
Faber space — the former Azur factory), may have come
as a disappointment, given that it was a “chamber”
biennial, so to speak. Unfortunately, the art world (artists,
gallery owners, dealers, curators, and journalists, the
latter being more communicators than critics) has
become so accustomed to totalitarian and absolutist
macro- or hyper-biennials that a micro-biennial such

as this year’'s in Timisoara could, once again, at least in
the initial phase, instead of provoking controversy and
causing a stir, not in a negative sense but rather through
understatement and restraint rather than excess, it could
have disappointed, if not downright dissatisfied.
However, it was perhaps just a matter of adjustment
and adaptation, of a resilient adjustment, so to speak, on
several levels. First of all, it was a matter of the virtuosity
of efficiently and coherently organizing a local, regional,
crisis biennial, that is, once again, perfectly adapted to
the current austere times, in which excess has decisively
turned to the side of evil, destruction, inequality,
imbalance, and domination of all kinds, being more likely
to be classified as obscene and hideous. And then, at
the very heart of the “societal” trends in contemporary
art, in the case of this biennial, we can talk about a
realistic, sober, honest — pragmatic-ethical — solution

to the discrepancy between macro-biennials and the
increasingly intense emphasis in contemporary art on
affect, sensitivity, even emotion, in a word, on subtlety.
How can one perceive the much-vaunted whispers of
contemporary art in the Luna Park-like hubbub of over-
touristed Venice, for example? No, the ethical, aesthetic,
and political register appropriate to this “feminization”
(without any pejorative connotation, on the contrary)
manifested as a balancing and recuperative force in
contemporary art can only be a micro-biennial of crisis
(a crisis speculated on positively as a favorable aesthetic
opportunity), as was this sixth edition of the Timisoara
Biennial.

I must confess, however, that | too was (vaguely) irritated
by both the (vague) title of the biennial, “Bounding
Histories. Whispering Tales,” when | looked through

the press kit sent by the organizers, and, upon further
examination, by the central concept of the curatorial
argument: that of “echo.”

Nothing vaguer and more inconsistent than echo, right?
I thought to myself: a makeshift concept, a false concept,
a simulacrum of a concept. And yet..

The "weak” or “soft” (as Vattimo once said) concept

of echo presupposes and promotes an extrasensory
dimension, decidedly sonic and auditory, in relation to
or encounter with art (as Baptiste Morizot and Estelle
Zhong Mengual have more recently put it). A regime
more suited to it, all the more so in the conditions of
“audification” and “tactilization,” of de-visualization (or
peripheralization and de-centering, in other words,
counterbalancing the Western-theoretical supremacy
of sight) in contemyporary art over (at least) the last
decade. A welcomed conceptual-curatorial adjustment
and adaptation, therefore, to the present not only

of contemporary art, but also of what constitutes,

in general, the contemporary regime of art and the
relationship with art: in order to be perceived, in order
to be able to work with it, art must, perhaps, rather be
listened to. And only by listening to art will we be able

to increase our chances of hearing the world. And of
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CONEXIUNI INVIZIBILE.

INTERSECTII LA VEDERE
INVISIBLE CONNEXIONS.
VISIBLE INTERSECTIONS

Text: Maria Sarbu
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Vedere de la vernisaj. Plan secund: Silvia Moldovan, Turnul porumbeilor, instalatie, 2460x120x120 cm, 2025 si Kapwani Kiwanga, Pozitiv-Negativ (morfologie),
instalatie, protocol, pamant si galeata, lingura ceramica cu glazura pe baza de cenusa, dimensiuni variabile, 2018-prezent. Credit foto: Remus Daescu.

View from the opening. Second plan: Silvia Moldovan, Pigeon Tower, installation, 460x120x120 cm, 2025 and Kapwani Kiwanga, Positive-Negative
(morphology), installation, protocol, earth and bucket, ceramic spoon with ash-based glaze, variable dimensions, 2018-present. Photo credit: Remus Daescu.
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Eseul curatorial publicat de Ana Janevski si Tevz Logar
in catalogul Bienalei ,Art Encounters 2025" se incheie
cu un scurt fragment care promite ,elanul si vibratia
unor naratiuni noi”, o ,stare de deschidere” cultivata
de interactiunea dintre lucrarile de arta si memoria
celor trei spatii in care acestea au fost expuse.' Este

O promisiune generoasa, un angajament asumat

inca de la inceputul elaborarii conceptului curatorial.
Istoria cladirilor ce gazduiesc bienala (Comenduirea
Garnizoanei - fosta cladire militara —, sediul Fundatiei
Art Encounters, unde intr-o anumita perioada functiona
cresa Fabricii llsa — si spatiile post-industriale ale
centrului cultural Faber - foste hale ale Fabricii Azur),
cu tot angrenajul mostenirii lor identitare, a conturat
axele tematice principale. Vechile functii ale acestor
cladiri — de la disciplina militara la productie industriala
si educatie timpurie —au modelat felul in care curatorii
au gandit relatia dintre lucrari si spatiu, favorizand o
lectura care activeaza memoria si, totodata, confrunta
prezentul.

Prin urmare, ,starea de deschidere” pe care si-au
propus-o curatorii provine din decelarea acestor axe
de convergenta dintre urmele materiale ale unei
istorii locale complicate si discursurile artistice globale
actuale, ce vorbesc despre crize, traume si rezilienta,
despre apartenenta, identitate si absenta, despre grija,
solidaritate si vindecare.

O perspectiva si mai interesanta, pe care selectia
curatoriala o prefigureaza, insa discret, ivita probabil
pe parcurs, este cea a starii de deschidere nascute la
intersectia proceselor creative. Conexiunile autentice
create intre anumite proiecte ajung sa sprijine
adaptarea respectivelor discursuri artistice noului
cadru de expunere, fara sa-l denatureze. Este o
metodologie ce corespunde viziunilor orientate spre

Silvia Moldovan, Turnul porumbeilor, schita instalatie, 2025.
Prin amabilitatea artistei.

Silvia Moldovan, The Pigeon Tower, installation sketch, 2025.
Courtesy of the artist.

The curatorial essay published by Ana Janevski and

Tevz Logar in the Art Encounters 2025 Biennial catalog
concludes with a brief excerpt that promises “the
momentum and vibrancy of new narratives,” a “state

of openness” cultivated by the interaction between

the artworks and the memory of the three spaces in
which they were exhibited.' It is a generous promise,

a commitment made from the very beginning of the
curatorial concept's development. The history of the
buildings hosting the biennial (the Garrison Command
—a former military building —, the headquarters of the
Art Encounters Foundation, where the llsa Factory
nursery once operated — and the post-industrial spaces
of the Faber cultural center — former halls of the Azur
Factory), with all the mechanisms of their identity
heritage, shaped the main thematic axes. The former
functions of these buildings — from military discipline to
industrial production and early education — shaped the
way the curators conceived the relationship between the
works and the space, favouring a reading that activates
memory and, at the same time, confronts the present.
Therefore, the “state of openness” the curators have
proposed stems from the deceleration of these axes

of convergence between the material traces of a
complicated local history and current global artistic
discourses, which speak of crises, trauma and resilience,
of belonging, identity and absence, of care, solidarity and
healing.

An even more interesting perspective, which the
curatorial selection discreetly foreshadows, emerging
perhaps along the way, is that of the state of openness
born at the intersection of creative processes. The
authentic connections created between certain projects
end up supporting the adaptation of those artistic
discourses to the new exhibition framework, without
distorting it. It is a methodology that corresponds to
visions oriented towards profound human interactions
and context-sensitive dynamics. Connections that
cannot be presented in a classical form in the exhibition
remain underlying, but significant. These unseen

links, difficult to capture in tangible curatorial format,
appear as resonances, as echoes of the direct transfer of
knowledge.

One such invisible intersection, where silent complicities
generate a new network of meanings, is that between
the participatory project by Canadian artist Kapwani
Kiwanga (b. 1978, Hamilton) and the Sepale Sanctuary
near Timisoara, the extended framework of Silvia
Moldovan's (b. 1983, Sannicolau Mare) ecological and
artistic activity, which I'll analyze here in accordance with
the theoretical framework Gustavo Blanco-Well creates
around the notion of ecologies of repair.?

Sepale was born in 2017, when Silvia Moldovan, an artist
and activist, moved the place where she had been caring
for injured or sick birds in Timisoara for years to Urseni.
She thus laid the foundations for a sanctuary park, a
broad platform where the rescue and sheltering of sick
wild birds and community pigeons was complemented
by Silvia's personal creative activity, as well as by

hosting artistic events. Over time, Sepale has become

a benchmark for ecological involvement, proposing

a new way of living and interacting with non-human
beings and the environment. A place where care and art
become forms of everyday resistance.

As can be deduced from the selection presented at

Art Encounters, Silvia's work is inevitably linked to her
living among birds and caring for them. The series of
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Vedere din expozitie. Credit foto: Marius Poput.
Exhibition view. Photo credit: Marius Poput.
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MARIUS BERCEA

MENAJERIA DE STICLA
THE GLASS MENAGERIE

NEW TENANT /SUNSHINE NOIR

Artist: Marius Bercea

Curator: Tevz Logar

Galeria Jecza la Scanteia+, Casa Presei, Bucuresti
17.05—13.07.2025

Tn primavara lui 2025, Marius Bercea a poposit la
Bucuresti, instalandu-si temporar tabara (de rulote cu

/ despre arta) intr-un nou spatiu rezidual recuperat de
neobositii antreprenori de la Scanteia+, in combinatie cu
foarte dinamica galerie timisoreana Jecza.

Nimic peiorativ, insg, sau glumet, in alegerea, foarte
atenta si Indelung chibzuita, de fapt, a cuvintelor de
mai sus. Dimpotriva. Marius Bercea este un creator si
organizator de spatii (in special intermediare, imaginar-
reale), atat in tablouri, cat si in afara acestora. In

acest sens, una dintre cheile expozitiei ,New Tenant /
Sunshine Noir” ar putea s-o constituie figura masculina
albg, 3D, care sta asezata intre spatiul instalatiei (rulota
camera-scena) si spatiul de poposire al expozitiei careia
fi da titlul: cu fundul in arta, cu picioarele pe pamant, si
cu bratele incrucisate (sta? tine? rezista?). Desi, tocmai,
aceasta separatie si repartizare nu este deloc foarte
sigura.

Instalatiile ,parcate” de Bercea sunt un fel de case pe
roti cu scene domestice intermediare (si intermediale),
investigand trecerile dintre spatiul 3D al teatrului

si spatiul 2d al picturii, in calitatea lor de conventii
europene clasice ale reprezentarii si ale jocului cu /
de-a realitatea, naturalizate cultural, mobilizate, adica
puse la propriu pe drumuri, pe roti, asemenea unor
caravane, prin desertul cosmic, lunar, solar, de necucerit
al (a)teritoriului american, unde pot exista luari in
posesie, dar conditia terestra de baza este aceea de
chirias, iar stralucirea de desert a soarelui se inverseaza,
transvaluandu-se ca ,soare negru al Melancoliei”, asa
cum i se intrezarise, metafizic-oniric, lui Gérard de
Nerval.

Tn memorabila expozitie-popas de la Bucuresti,
bi-dimensionalul trece in tri-dimensional, sta, se
opreste, de fapt, in / pe pragul dintre, figurand ideea
de trecere, comunicare si circulatie dintre ,statiile” si
treptele ontologice ale realului, traditia picturii este
in-scenatd, denuntand dublul iluzionism pictura-
teatru, dar nu pentru a-l distruge sau a-l spulbera, ci,
dimpotrivd, pentru a ,monstra” si pictura, si teatrul,

cu permanentele treceri si praguri dintre ele, ca fiind
tocmai spatiile noastre de viata, ceea ce numim realitate
fiind ea nsasi un spatiu Inscenat, visat, jucat, proiectat,
temporar, de trecere: oniric-metafizic.

Pentru ca problema Americii, America-problema,

o constituie tocmai spatiul, cu iluziile, proiectiile si
fantasmele pe care le genereaza si care il constituie, si
care demultiplica la infinit nebunia barocd a spatiilor
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Text: Bogdan Ghiu

Marius Bercea, Yucca, ulei pe panza, lumina neon, 197x140x10 c¢m, 2022-
2025. Credit foto: Marius Poput.

Marius Bercea, Yucca, oil on canvas, neon light, 197x140x10 cm, 2022-2025.
Photo credit: Marius Poput.

In the spring of 2025, Marius Bercea arrived in Bucharest,
temporarily setting up camp (with caravans with/about
art) in a new residual space recovered by the tireless
entrepreneurs at Scanteia+, in collaboration with the
highly dynamic Jecza gallery in Timisoara.

However, there is nothing pejorative or humorous about
the above words, which were in fact chosen very carefully
and after much consideration. On the contrary. Marius
Bercea is a creator and organizer of spaces (especially the
intermediary, imaginative-real ones), both in paintings
and outside them. In this respect, one of the keys to the
“New Tenant / Sunshine Noir” exhibition could be the
white, 3D male figure sitting between the installation
space (the trailer-stage) and the resting space of the
exhibition to which it gives its title: with his bottom in art,
his feet on the ground, and with his arms crossed (is he

Vedere din expozitie. Credit foto: Darius lova.
Exhibition view. Photo credit: Darius lova.

europene cultural intrevazute. Prea pe scurt si brutal
spus pentru infinita finete si subtilitate, atentie si

grijd, a (meta)artei lui Marius Bercea, pare ca America
Tmplineste in / ca realitate, real-izeaza ceea ce Europa
doar visase sau intrevazuse (de multe ori cosmaresc) in
mod cultural: niste conventii traite, dar care transforma
realitatea insasi in vis.

America barocd, intr-o expozitie de arta-Luna Park

sau tabara de rulote: cine s-ar astepta la 0 asemenea
operatie? Dubla instalatie As | walked out one evening
/ Untitled (Bertoia and Poussin, scena si tabloul, tri-bi,
fata-verso, in tablou fiind reprezentat nu numai scaunul
anume ,designat” pentru contemplarea artei (design-
ul reprezentand tocmai realitatea ,artisticizata”), ci si
obiectul contemplatiei, un tablou din marea traditie
clasica a picturii europene, inventatoare a iluzionismului
perspectivist, dar el insusi pe un perete, piezis, in
perspectiva, mise en abyme pe cat de discreta, pe

atat de puternica. Pentru a nu mai vorbi de efectul,
probabil, major: pictura este ,explodata” in spatiu,
tabloul devine ceea ce era, adica scena de teatru (intim,
casnic: o0 tragedie americand”), personajele sunt si ele
volumetrizate, se misca prin realitatea ,noastra” alaturi
de noi si asemenea noua, dar raman, continua sa fie
bi-dimensionale, simple siluete decupate, asemenea
noua, probabil. Si noi evadam din vis, dar ramanem niste
plasmuiri onirice.

Viata ca teatru si lumea ca scena, viata ca vis si iluzie
teatrala: baroc ontologizat, realitate de-realizata,
America, continuatoarea si realizatoarea viselor Europei.
Trepte, stadii, situatii, fara nimic evolutiv sau teleologizat,
dar cu pretentii ontologice egale, spatii intermediare

si, de fapt, inter-mediale, pentru ca si ceea ce numim

sitting? holding? resisting?). And yet, this separation and
distribution is not at all very certain.

The installations “parked” by Bercea are a sort of

houses on wheels with intermediate (and intermedia)
domestic scenes, investigating the transitions between
the 3D space of theater and the 2D space of painting,

in their capacity as classic European conventions of
representation and of playing with/at reality, culturally
naturalized, mobilized, that is, literally put on the road,
on wheels, like caravans, through the cosmic, lunar,
solar, unconquerable desert of the American (non)
territory, where takeovers may exist, but the basic earthly
condition is that of tenant, and the desert glare of the
sun is reversed, transvaluing itself as the “black sun

of Melancholy,” as Gérard de Nerval had envisioned it,
metaphysically and oneiric.

In the memorable stopover-exhibition in Bucharest,

the two-dimensional becomes three-dimensional, it
stands, it actually stops on the threshold in between,
representing the idea of transition, cormnmunication, and
movement between the “stations” and ontological steps
of reality. The tradition of painting is staged, denouncing
the double illusionism of painting-theater, but not in
order to destroy or shatter it, but, on the contrary, to
sample both painting and theater, with the permanent
transitions and thresholds between them, as being
indeed our living spaces, what we call reality being
itself a staged, dreamed, played, projected, temporary,
transitional space: oneiric-metaphysical.

Because America's problem, America the problem, is
exactly space with the illusions, projections, and fantasies
it generates and which form it, and which infinitely
multiply the baroque madness of culturally envisaged
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Vedere din expozitia ,Stefan Bertalan (1930-2014). Oeuvres majeures”, Paris. Credit foto: Andrea Rossetti. Prin amabilitatea Esther Schipper, Paris.
View from the exhibition “Stefan Bertalan (1930-2014). Oeuvres majeures”, Paris. Photo credit: Andrea Rossetti. Courtesy of Esther Schipper, Paris.

STEFAN BERTALAN REDIVIVUS

Text: lleana Pintilie

STEFAN BERTALAN (1930-2014). OEUVRES MAJEURES
Artist: Stefan Bertalan

Curator: Bernard Blisténe

Esther Schipper Gallery, Paris

12.03. — 10.05.2025

STEFAN BERTALAN: TN RITMUL LUMII, O RETROSPECTIVA
Artist: Stefan Bertalan

Curator: Bernard Blisténe

Art & Encounters Foundation, ISHO Office 1, Timisoara
3.04.—28.06.2025
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Stefan Bertalan, Floarea soarelui, fotografie. Prin amabilitatea The

Estate of Stefan Bertalan si galeria Esther Schipper, Berlin/Paris/Seul.

Stefan Bertalan, Sunflower, photography. Courtesy the Estate of Stefan
Bertalan and Esther Schipper, Berlin/Paris/Seoul.

Stefan Bertalan, Fdra titlu, 1967-1970. Prin amabilitatea The Estate of
Stefan Bertalan si galeria Esther Schipper, Berlin/Paris/Seul.

Stefan Bertalan, Untitled, 1967-1970. Courtesy the Estate of Stefan
Bertalan and Esther Schipper, Berlin/Paris/Seoul.

The physical disappearance of an artist, even if it
temporarily places them in a cone of shadow, does not
eqguate with the erasure or fading of their work. On the
contrary, critical distance from the creator’s personality
can contribute to a more lucid and objective reception of
their work. After Bertalan’s death in 2014, his work could
be studied and even appropriated by the public through
numerous exhibitions and events that brought it back to
the forefront, placing it under new light.

Along these deeply restorative lines are the two
exhibitions recently dedicated to Stefan Bertalan and
curated by Bernard Blisténe, honorary director of the
National Museum of Modern Art — Centre Pompidou in
Paris, in collaboration with the Esther Schipper Gallery in
Berlin, which offered a rich body of work, supplemented
in places with drawings from several private collections.
The first exhibition was entitled “Stefan Bertalan (1930-
2014). Major Works" and opened in late spring 2025 at
the Esther Schipper Gallery in Paris, in an elegant venue
on Place Venddme, being, in fact, the artist’s first solo
exhibition in the French capital.

Bernard Blisténe selected a series of thirty drawings
illustrating Bertalan’'s main stylistic periods, forming

a coherent narrative of his work, accompanied by a

Stefan Bertalan, Fdrd titlu, creta pe hartie pe carton, 65x49,8 cm, 1986-
1988. Prin amabilitatea The Estate of Stefan Bertalan si galeria Esther
Schipper, Berlin/Paris/Seul.

Stefan Bertalan, Untitled, chalk on paper on cardboard, 65x49,8 cm,
1986-1988. Courtesy the Estate of Stefan Bertalan and Esther Schipper,
Berlin/Paris/Seoul.
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IPOSTAZE ALE PRIVIRII IN EXPOZITIA

_ARHEOLOGII FEMININE”
POSES OF THE GAZE IN THE EXHIBITION
“FEMININE ARCHAEOLOGIES”

Text: Ruxandra Dreptu
ARHEOLOGII FEMININE

Artiste: Roxana Trestioreanu, Marilena Preda-Sanc, Aurora Kiraly, Elena Scutaru

Curatoare: Ruxandra Demetrescu
Gloriae Art Gallery, Craiova
16.05.—12.09 2025

Vedere din expozitie. Credit foto: Serioja Bocsok.
Exhibition view. Photo credit: Serioja Bocsok.

La un an de la infiintare, GLORIAE ART GALLERY din
Craiova deschide expozitia ,Arheologii feminine”
dedicata artistelor Roxana Trestioreanu (fotografie),
Marilena Preda-Sanc (picturd), Aurora Kiraly (fotografie)
si Elena Scutaru (sculpturd). Curatoarea Ruxandra
Demetrescu propune ,revizitarea critica a tensiunii
feminin / feminist”, un proiect indraznet si mult asteptat
care deschide noi perspective critice in dialogul vizual
provocat de lucrarile expuse, reiterand ,premisa ca
feminitatea ramane cea mai problematica tema a
teoriei feministe”. De la sensibilitate feminina la afirmare
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One year after its founding, GLORIAE ART CGALLERY

in Craiova opens the “Feminine Archaeologies”
exhibition, dedicated to the artists Roxana Trestioreanu
(photography), Marilena Preda-Sanc (painting), Aurora
Kiraly (photography) and Elena Scutaru (sculpture).
Curator Ruxandra Demetrescu proposes “a critical
revisiting of the feminine/feminist tension”, a bold

and much-anticipated project that opens new critical
perspectives in the visual dialogue sparked by the works
on view, reiterating “the premise that femininity remains
the most problematic theme of feminist theory”. From

feministd, expozitia prezinta privirea personala a fiecarei
artiste asupra identitatii femeii prin prezentare si
autoreprezentare in portret / autoportret si figura / nud.
Selectia lucrarilor din diferite faze de creatie subliniaza
constanta preocupare a acestor artiste pentru redarea
ipostazelor feminitatii si atentia acordata receptarii

in spatiul vizual actual. Expozitia are un parcurs bine
articulat care urmeaza clar proiectul curatorial.

Prima lucrare care intampina spectatorul este fotografia
(Fe)male trouble. Be delicious a Roxanei Trestioreanu, ca
un motto al expozitiei cu rol de avertisment ludic.

Vedere din expozitie. Credit
foto: Serioja Bocsok.
Exhibition view. Photo
credit: Serioja Bocsok.

<« Marilena Preda-Sanc, Atlas, ulei pe panzd, 200x146 cm, 2024. Credit
foto: Serioja Bocsok.

Marilena Preda-Sanc, Atlas, oil on canvas, 200x146 cm, 2024. Photo credit:
Serioja Bocsok.

feminine sensibility to feminist assertion, the exhibition
presents each artist's personal gaze on women'’s identity
through presentation and self-representation in the
portrait/self-portrait and the figure/nude.

The selection of works from different phases of practice
underscores these artists’ constant concern with
depicting the facets of femininity and their attention

to how the work is received in today's visual field. The
exhibition follows a clearly articulated itinerary that
closely tracks the curatorial project.

The first work to greet the viewer is Roxana Trestioreanu's
photograph (Fe)male trouble. Be delicious, which
functions as a playful-warning motto for the exhibition.
Trestioreanu’s photographs reveal an unvarnished
sensuality through the self-portrait wrapped in the
mystery of everyday life, hidden-open-surmised in
mirrors and reflections, ingeniously fragmented,
provocative, ironic (Madame Récamier, Waiting for
Godot), in the vicinity of Botticelli. An Amaryllis flower —
that pink made of diluted red — symbolically completes
the display.

Alongside, in contrast, Marilena Preda-Sanc's paintings,
in bold, primary colors with a dominant red, render the
image of the powerful, omnipotent woman (Atlas) whose
sensitivity is well concealed. Nudes submerged in deep
waters, wandering through the sky, caught in the whirl
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NICU ILFOVEANU

CUI APARTINE IMAGINEA LUMII?
WHO OWNS THE IMAGE OF THE WORLD?

APRES LA LETTRE. IMAGO MUNDI
Artist: Nicu llfoveanu

Curatoare: loana Mandeal

Galeria Artep, lasi

1.03. — 4.05.2025

Imaginile fotografice sunt, in mod intrinsec, inselatoare.
O opacitate difuza le invaluie discret, facandu-ne sa
credem ca lumea pe care ne-o prezinta este lumea
adevarata, ca fotografia detine o cale privilegiata de
acces la cunoasterea adevarului (sub forma evidentei
sau marturiei fotografice). Nu in ultimul rand, in cadrele
unei asemenea epistemologii moderniste, fotografia ne
face sa credem ca ceea ce se dezvaluie ochiului intr-o
imagine este realitatea nuda, nefabricata, si ca intre
subiectul fotografiat si imaginea finala nu exista nimic
altceva decat, poate, o oarecare intentie expresiva a
artistului.

Si, totusi, fotografia contribuie de multa vreme decisiv
la productia realitatii cotidiene, prin circulatia sa
materiald, precum si prin experienta sa temporala
proprie. Ea a reprezentat un element important in
dezvoltarea postmodernismului si in constituirea
contemporaneitatii. Astazi, fotografia se priveste
indeosebi la plural, prin intermediul miliardelor de
imagini transmise zilnic prin intermediul website-
urilor, prin tentaculele retelelor de socializare si

prin pdienjenisul aplicatiilor de mesagerie digitala.

Tn incercarea de a inmagazina timpul intr-o form&
condensata (,clipa inghetata”, ,mmomentul decisiv”),
fotografiile stocheaza fragmente de experienta
temporala care, datorita succesiunii si coexistentei lor
simultane intr-o multitudine aflata in continua devenire,
in flux, se transforma, sub presiunea cantitatii si a vitezei,
in pura informatie, incapabila a fi procesata rational sau
asimilata afectiv, si a caror contemplare este imposibila.
Dintr-un ecran, ce poate fi traversat de privirea umana,
imaginea devine, asadar, pura suprafata de navigare. Pe
scurt, inconstientul digital al fotografiei contemporane
modifica radical modul in care privim imaginile si, mai
ales, lumea ca imagine.

Elaborate minutios, fotografiile lui Nicu Ilfoveanu

sunt capabile sd opreasca si sa condenseze timpul in
maniera rezervata, de obicei, tablourilor. Ele nu sunt
picturale doar in sensul in care se ofera privirii drept
compozitii complexe, atent construite, ci detin o calitate
temporala specifica picturii: aceea de a condensa,
marca, inmagazina si deplia timpul sub forma unor
imagini-afect. Intr-un sens specific al termenului, sunt
anacronice: nu apartin unui anumit timp, ci isi dezvolta
timpul lor propriu. Fie ca vorbim despre fotografiile de
tinerete, in care prezenta artistului se insinueaza discret
in fotomontaje care marcheaza disparitia mai curand
decat aparitia, absenta mai curand decat prezenta, fie
ca vorbim despre seria Steampunk Autochrome, in
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Text: Cristian Nae

Photographic images are inherently misleading. A
diffuse opacity discreetly envelops them, leading us

to believe that the world they present to us is the real
world, that photography has a privileged access to

the knowledge of truth (in the form of photographic
evidence or testimony). Last but not least, within

the framework of such a modernist epistemology,
photography leads us to believe that what is revealed
to the eye in an image is naked, unfabricated reality,
and that between the photographed subject and the
final image there is nothing else but, perhaps, some
expressive intention on the part of the artist.

And yet, photography has long contributed decisively to
the production of everyday reality, through its material
circulation as well as its own temporal experience. It
has been an important element in the development of
postmodernism and the creation of contemporaneity.
Today, photography is viewed primarily in the plural,
through the billions of images transmitted daily via
websites, the tentacles of social networks, and the web
of digital messaging apps. In an attempt to encapsulate
time in a condensed form (“frozen moment,” “decisive
moment”), photographs store fragments of temyporal
experience which, due to their succession and
simultaneous coexistence in a constantly evolving,
flowing muiltitude, are transformed, under the pressure
of quantity and speed, into pure information, unable

to be processed rationally or assimilated emotionally,
and impossible to contemplate. From a screen that can
be passed over by the human gaze, the image thus
becomes a pure surface for navigation. Put simply, the
digital unconscious of contemporary photography
radically changes the way we view images and, above all,
the world as image.

Meticulously crafted, Nicu llfoveanu's photographs

are capable of stopping and condensing time in a
manner usually reserved for paintings. They aren't just
pictorial in the sense that they're complex, carefully built
compositions, but they also have a temporal quality
specific to painting: that of condensing, marking,
preserving, and unfolding time in the form of affective
images. More specifically, they're anachronistic: they
don't belong to a certain time, but develop their

own time frame. Whether we are talking about the
photographs from youth, in which the artist's presence
is discreetly imbued in photomontages that mark
disappearance rather than appearance, absence rather
than presence, or whether we are talking about the
Steampunk Autochrome series, in which the suburban

Vedere din expozitie. Credit foto: Andrei Gavrilita.
Exhibition view. Photo credit: Andrei Gavrilita.

care peisajul suburban sau periferic, alterat cromatic,
se transforma intr-o pictura care marcheaza nu doar
situarea intr-un spatiu-timp specific (,postsocialism”),
ci si iesirea dintr-un spatiu-timp determinat, altfel spus,
heterocronia, imaginile produse de Nicu llfoveanu

nu sunt niciodata simple amprente mimetice ale

unei realitati descoperite, ci un mod de a privi si
impartasi afectiv efemerul. Experientele colective

care se desfasoara in spatii si temporalitati liminale si
intermitente (targuri, balciuri) in imaginile sale continua
acest tip de preocupare.

Expozitia ,Aprés la lettre. Imago mundi”, curatoriata

de loana Mandeal, continua recent la Galeria Artep

din lasi un proiect de cercetare a mediului fotografic
expus anterior la galeria Institutului Cultural Roman
din Berlin, cartografiind o varietate de interese ale

lui Nicu llIfoveanu ce au drept punct de convergenta
detaliul. llustratii grafice ale unor editii de carte vechi

si rare, fotografiate si apoi supradimensionate la

limita lizibilitatii, intra in dialog cu imagini cristaline,
transparente ale balciurilor si targurilor, si cu portretele
unor oameni obisnuiti, de conditie sociala precara, care
participa la aceste targuri. Cu toate ca apartin unor
registre fotografice distincte, imaginile expuse indica
nu doar utilizari diferite ale imaginii captate fotografic,
ci exploreaza si diferite materialitati ale imaginii,
investigand, in cele din urma, munca memoriei asistate
fotografic si chestionand motivele pentru care unele
subiecte dobandesc o mai mare importanta, devin
demne de a fi privite si de a fi pastrate in memoria
personald sau colectiva. In acest sens, proiectul
fotografic dezvoltat de Nicu llIfoveanu cu ajutorul loanei
Mandeal pare a explora ,contractul civil al fotografiei”
cu privitorul amintit de Ariela Azoulay, precum si ideea
profund democratica potrivit careia orice subiect
fotografiat devine parte a unui cosmopolis, sau, in
termenii lui Azoulay, ,cetatean al fotografiei”.

or peripheral landscape, chromatically altered, turns into
a painting marking not only the location in a specific
space-time (“post-socialism”), but also the exit from a
determined space-time, in other words, heterochrony,
the images produced by Nicu llIfoveanu are never simple
mimetic imprints of a newfound reality, but a way of
looking at and emotionally sharing the ephemeral.

The collective experiences that unfold in liminal and
intermittent spaces and temporalities (markets, fairs) in
his images carry on this kind of concern.

The exhibition “Apreés la lettre. Imago mundi”, curated
by loana Mandeal, continues recently at the Artep
Gallery in lasi, a research project on the photographic
environment previously exhibited at the Romanian
Cultural Institute Gallery in Berlin, mapping a variety

of Nicu llfoveanu's interests that converge on detail.
Graphic illustrations from old and rare book editions,
photographed and then enlarged to the limit of
readability, interact with crystal-clear, transparent
images of fairs and markets, and with portraits of
ordinary people from precarious social backgrounds
who attend these markets. Although they belong to
distinct photographic registers, the images on display
indicate not only different uses of the photographically
captured image, but also explore different materialities
of the image, ultimately investigating the work of
photographically assisted memory, and questioning the
reasons why some subjects acquire greater importance,
becoming worthy of being viewed and preserved

in personal or collective memory. In this regard, the
photographic project developed by Nicu llIfoveanu with
the help of loana Mandeal seems to explore the “civil
contract of photography” with the viewer mentioned

by Ariela Azoulay, as well as the profoundly democratic
idea that any photographed subject becomes part

of a cosmopolis, or, in Azoulay's terms, a “citizen of
photography.”
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ZILELE SCULPTURII BUCURESTI 2025
BUCHAREST SCULPTURE DAYS 2025

Text: Raluca-Elena Popa

ZILELE SCULPTURII BUCURESTI 2025—,, #CELALALTCORP”

Artisti: Alina Aldea, lon Anghel, Vlad Basarab, Anca Boeriu, Alin Carpen, Titi Ceard, Traian Chereches, Stefan

Radu Cretu, Calin Dan, Misha Diaconu, Darie Dup, Raluca llaria Demetrescu, Elena Dumitrescu, Albert Khan,
losif Kiraly, Cristina Lilienfeld, Petru Lucaci, Laurentiu Mogosanu, Dragos Neagoe, Vlad Olariu, Alexandru Papuc,
Radu Panait, Radu Pandele, Alexandru Patatics, Cosmin Paulescu, Romelo Pervolovici, Adi Piorescu, Adrian Pirvy,
Maria Pop, Marilena Preda Sanc, Alexandru Ranga, Bogdan Rata, Cristian Raduta, Elena Scutaru, Marcel Scutary,
Sever Petrovici Popescu, Stefan Siminic, Maria Sicoie, Didi Surdu Stanescu, Irina Tanase, Ovidiu Toader, Catalin

Udrea, Mihai Zgondoiu, Marian Zidaru, Victoria Zidaru

Curatoare: Reka Csapo Dup
Combinatul Fondului Plastic, Bucuresti
26.04.—11.05.2024

Petru Lucaci, Imbrdcdnd corpul, instalatie site specific, lemn stratificat,
colaj textil, 5 elemente, dimensiuni variabile, 2023.

Petru Lucaci, Dressing the Body, site-specific installation, layered wood,
textile collage, 5 elements, variable dimensions, 2023.

Unul dintre evenimentele complexe ale ,Zilelor
Sculpturii” din Bucuresti este reprezentat de expozitia
JHceldlaltcorp”, vernisata de pictorul Petru Lucaci,
presedintele Uniunii Artistilor Plastici din Romania

si prof. univ. dr. al Universitatii Nationale de Arte din
Bucuresti, alaturi de dr. Erés Istvan, rectorul Universitatii
Maghiare de Arte Frumoase din Budapesta. Curatoarea
expozitiei, lector dr. Csap6 Dup Réka, a creat un
eveniment monumental, gazduit de UNAgaleria, in
perioada 17 aprilie — 9 mai 2025, impresionant prin
selectia lucrarilor si numarul acestora, provenind de la
artisti romani si straini.

Expozitia genereaza un discurs vizual intens, neasteptat
si indraznet conceptual, investigand tema trupului
uman, alternand cu madiestrie intre o varietate de

medii si procedee (pictura, desen, sculpturg, instalatie,
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One of the complex events of the “Sculpture Days” in
Bucharest is represented by the exhibition “#celdlaltcorp”
(“#theotherbody"), opened by the painter Petru Lucaci,
president of the Romanian Union of Fine Artists and
professor of the National University of Arts in Bucharest,
alongside Dr. Erés Istvan, rector of the Hungarian
University of Fine Arts in Budapest. The curator of the
exhibition, lecturer Dr. Csapd Dup Réka, has created a
monumental event, hosted by UNAgaleria, from April 17
to May 9, 2025, impressive in the selection and number of
works by Romanian and foreign artists.

The exhibition generates an intense, unexpected

and conceptually bold visual discourse, investigating
the theme of the human bodly, skillfully alternating
between a variety of media and processes (painting,
drawing, sculpture, installation, collage, photography,
performance) and numerous materials; the use of the
traditional in new pictorial expressions is highlighted
through the use of clay, glass, metal, textiles and
reclaimed objects, which become extensions of an
expressive corporeality. Some creations investigate

the transformation of form through geometric
essentialization and stylization, while others offer
elaborate visual narratives. “#theotherbody" is, in
essence, a deep dialogue between the ages, a reflection
on the body, the self, and technology that supports
both realism and the autonomy of innovation or the
unrestrained investigation of natural, mechanical, or
synthetic variants of expression.

The exhibition highlights the classical artistic
achievement, but evolves from representational to
non-figurative, blurring any identifiable human form, to
the young creative generation. The multiplicity of visual
directions shows a collective of young artists interested
in challenging norms and rethinking their relationship
with their bodies and the external environment, and the
visual codes they use faithfully express this intention.
Established creatives propose a strong, allegorical, and
insightful balance on the corporeality, have clear choices
and well-formulated points of view, and give coherence
to the idea of “#theotherbody”, bringing a critical
dimension to art.

colaj, fotografie, performance) si numeroase materiale,
recurgand la traditional In noi expresii plastice prin lut,
sticla, metal, textile si obiecte recuperate, care devin
prelungiri ale unei corporalitati expresive. Unele creatii
investigheaza transformarea formei prin esentializare
geometrica si stilizare, In timp ce altele ofera povesti
vizuale elaborate. ,#celdlaltcorp” este, in esentad, un
dialog adanc intre varste, o reflectie asupra trupului,
sinelui si tehnologiei ce sustine atat realismul, cat

si autonomia inovatiei sau investigarea neingradita

a variantelor de exprimare naturala, mecanica sau
sintetica.

Expozitia scoate in evidenta desavarsirea artistica
clasicd, dar evolueaza de la reprezentativ la nonfigurativ,
estompand orice forma umana identificabil, la tanara
generatie creatoare. Multiplicitatea directiilor vizuale
reveleaza un colectiv de artisti tineri interesati sa
conteste normele si sa regandeasca raportul cu trupurile
proprii si cu mediul exterior, iar codurile vizuale utilizate
de acestia exprima fidel aceasta intentie. Creativii
consacrati propun un echilibru puternic, alegoric si
patrunzator asupra corporalitatii, au optiuni clare si
puncte de vedere bine formulate si ofera coerenta ideii
de ,#celdlaltcorp”, conferind artei o dimensiune critica.
Atat creatiile studentilor de la cele doua institutii
(Universitatea Nationala de Arte din Bucuresti

si Universitatea Maghiara de Arte Frumoase din
Budapesta), cat si cele ale artistilor recunoscuti
contureaza o expozitie care nu se indeparteaza de la
idealul sau estetic fundamental: trupul uman —un trup
actual perceput printr-un plurilingvism: clasic, captivant
prin norma, ceremonial-sacru, dorit, apasat, tainuit,
revendicat, tanar-varstnic, extins, fragil, ideologizat,
golit, senzual, hibrid, queer sau imperfect. Umanitatea
este, pe de alta parte, regandita in alte expresii, texte,
artefacte, peisaje, fragmente, miscari sau repere
autobiografice, purtatoare de inteles. Acestea sunt
doar cateva caracteristici care se evidentiaza la o prima
privire asupra constructiei expozitionale din cele trei
spatii de la Combinatul Fondului Plastic din Bucuresti.

Both the creations of students from the two institutions
(the National University of Arts in Bucharest and the
Hungarian University of Fine Arts in Budapest) and
those of renowned artists shape an exhibition that
does not stray from its fundamental aesthetic ideal:
The human body — an actual body perceived through

a plurilingualism: classical, captivating by norm,
ceremonial-sacred, desired, pressed, silenced, claimed,
young-old, extended, fragile, ideologized, emptied,
sensual, hybrid, queer or imperfect. Humanity is, on

the other hand, reimagined in other expressions,

texts, artifacts, landscapes, fragments, movements, or
autobiographical landmarks, bearers of meaning. These
are just a few of the characteristics that stand out at a
first glance at the exhibition construction in the three
spaces at Combinatul Fondului Plastic in Bucharest.
What is captivating is the unique way in which each
artist expresses their take on #theotherbody. All of
these visual symbols, carefully selected by the curator,
find it necessary to be honored in four sections, born,
by the way, from the central idea of personal identity,
elevated or diminished due to the contexts surrounding
the individual: historical, political, economic, cultural,
biological, technological, mythological, spiritual or
social. “#itheotherbody" becomes a record in which the
reverberations of the world are heard through a broad
visual investigation.

BODIES DEFINED THROUGH MEMORY AND IDENTITY
The exhibition “#theotherbody” brings to the spotlight
a diversity of visual artists’ pictorial and conceptual
approaches, each work being a unique reflection on
the body with the artist's interiority. This category
includes works that treat the body as a space of
vulnerability, psychological introspection, personal
memory, and self. Cristiana Branescu constructs a
Fragile Self-portrait in glass, a poetic and psychological
representation of the body as a space of projection
through a transparent and fragile surface, a sensitive
screen, vulnerable to cracking, like the soul destroyed
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DORU TULCAN

DE LA DOCUMENT LA ARTA, PRIN

FOTOGRAFIE

FROM DOCUMENT TO ART, THROUGH

PHOTOGRAPHY

MUNDUS. EXPOZITIE DE FOTOGRAFIE SI
FILM 1981-2024

Artist: Doru Tulcan

Muzeul National de Arta Timisoara, Galeria L
27.12.2024 — 13.07.2025

Doru Tulcan, Mundus, print digital, 30x40 cm, 2009.
Doru Tulcan, Mundus, digital print, 30x40 cm, 2009.

Text: losif Kiraly

Din cand in cand, in anumite momente de interogatie
existentiald, probabil ca multi alti oameni, incerc si eu un
exercitiu prin care imi imaginez ce s-ar fi intamplat cu
viata mea daca intr-un anumit moment de rascruce, in
loc sa iau decizia ,x" as fi luat decizia ,y" sau in loc s& mi
se intdmple cutare lucru s-ar fi intdmplat ceva cu totul
diferit. De exemplu: cum ar ardta acum viata mea, cum
ar fi acum arta mea daca Revolutia Romana ar fi avut
loc 1N 1979, si nu in decembrie 19897

Daca mi-ar aparea in cale 0 zana cu o bagheta magica
fn Mana si mi-ar spune: am doua vesti pentru tine, una
rea si una buna. Cea rea este ca hard-diskul — care este
creierul tau — s-a umplut cu amintiri si, ca sa mai poata
functiona in continuare, trebuie sa iti sterg o parte din
cele vechi. Vestea buna este ca poti tu sa decizi care
perioada din viata ta sa o curat. lar eu i-as spune fara
ezitare: sterge-mi anii 1980!

Doru Tulcan avea toate datele necesare pentru a deveni
un artist multimedia: interes pentru nou, spirit ludic,
extraordinare abilitati tehnice.

Doru Tulcan, Lumind si umbrd (Desprindere), print digital, 30x40 cm,
1984.
Doru Tulcan, Light and Shadow (Detachment), digital print, 30x40 cm,
1984.

Tn anii 1960 si 1970, filma pe 8 si super 8 mm si fotografia
frenetic cu aparate de diferite formate. Developa si
monta singur materialele filmate. Isi procesa si printa
singur fotografiile, concepea si construia structuri din
inox, aluminiu, plastic colorat si/ sau transparent. Atat
era de atras de noile tehnologii si folosirea materialelor
.neconventionale” in artd, incat pana si cojocul de blana
il avea peticit cu un mic petic din aluminiu stralucitor.
Era, evident, un gest manifest.

Si, totusi, spre sfarsitul anilor 1970 si inceputul anilor
1980, precum o mare parte a artistilor experimentali

din Romania (ma refer in primul rand la cei care nu

au emigrat), interesul lui pentru formele si materialele
Lartificiale” si pentru proiectele artistice cu implicatii
sociale a inceput sa scada, fiind treptat inlocuit cu

unul pentru formele ,naturale” pentru cercetari si
exprimari artistice solitare realizate in tehnici consacrate,
nemultiplicabile (pictura, desen), care, prin insasi natura
lor, prezervau mai bine aura operei de arta.

From time to time, in certain moments of existential
questioning, probably like many other people, | try an
exercise in which | imagine what would have happened
with my life if, at a particular crossroads, instead of
making decision “x" | had made decision “y", or if, instead
of such-and-such happening, something entirely
different had occurred. For example: what would my
life look like now, what would my art be like now if the
Romanian Revolution had taken place in 1979 rather
than in December 1989?

If a fairy with a magic wand were to appear before me
and say: | have two news stories for you, a bad one and

a good one. The bad news is that the hard disk — which
is your brain — has filled up with memories and, in

order to keep functioning, | have to erase some of the
old ones. The good news is that you can decide which
period of your life | should clear. And | would say without
hesitation: erase the 1980s!

Doru Tulcan had all the makings of a multimedia artist:
an appetite for the new, a playful spirit, extraordinary
technical skills.

In the 1960s and 1970s he shot on 8 and Super 8 mm
and photographed feverishly with cameras of various
formats. He developed and edited the footage himself.
He processed and printed his photographs himself,

and he conceived and built structures from stainless
steel, aluminum, and colored and/or transparent plastic.
He was so drawn to new technologies and to using
“unconventional” materials in art that even his fur coat
was patched with a small piece of shiny aluminum. It
was, obviously, a manifesto-like gesture.

And yet, toward the end of the 1970s and the beginning
of the 1980s, like many experimental artists in Romania
(I refer primarily to those who did not emigrate), his
interest in “artificial” forms and materials and in art
projects with social implications began to wane,
gradually replaced by an interest in “natural” forms, and
in solitary research and artistic expression carried out

in established, non-multipliable techniques (painting,
drawing) which, by their very nature, better preserved
the artwork's aura.

This is not the place, nor do | think | am the one to offer
an exhaustive analysis of this phenomenon, but | believe
that the conceptual, as well as formal turn, taken in the
1980s by the work of certain Romanian artists which in
the 1960s-1970s were considered experimental may be
rather hard to grasp today for someone who did not live
in Romania at the time or is not familiar with the socio-
political context of those years.

Fortunately, Doru Tulcan did not give up photography,
nor film. These media continued to be present in his
work in the 1980s and 1990s, albeit on a secondary plane.
In recent years he has begun to “revisit” and reconsider
certain parts of his earlier filmic and photographic
oeuvre, and this exhibition is one such undertaking.

For the most part, the photographs of Doru Tulcan
presented here fall into what could be called the
“recording traces” of actions.

A whole section of international conceptual photography
from the 1960s-1980s grew out of the documentation
of various artistic manifestations (installations, land art,
performances, happenings etc.). Those records were
made by the authors of the actions themselves or by
photographers they commissioned, and, over time, the
photographs became autonomous artworks.

Unlike most Western artists working in the performative
field, whose actions unfolded before an audience, in
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POVESTI, OGLINZI S| SUFLET: CALATORIE
PRIN UNIVERSUL ARTISTIC AL LUCIEI LOBONT

STORIES, MIRRORS AND SOUL: JOURNEY
THROUGH THE ARTISTIC UNIVERSE OF LUCIA

LOBONT

SENTIMENTUL DE ACASA
Artista: Lucia Lobont
Curator: Monica Paduret
Galeria Galateea, Bucuresti
18.12.2024 —17.01.2025

Sentimentul de acasa - iata ceva ce oamenii si-au dorit
mereu, de-a lungul timpului. Cum sa traiesti in fiecare zi
fara sa crezi ca ai ceva al tau si ca tu apartii la acel ceva
ce te defineste? Este al tau si in acelasi timp aproape
nedefinit, tainic, magic, chiar metafizic, insemnand mai
mult decat legatura cu casa, cu un anumit loc, si pe care
il porti cu tine prin lume. Curatoarea ceramista, Monica
Paduret, se refera si ea la ,Sentimentul de acasa”. ,Acel
Acasa cald si ocrotitor pe care mai apoi il simti din ce

in ce mai abstract, cumva, dar de care ti va fi dor toata
viata, Sentimentul de acasa, amplificandu-se din ce in
ce mai mult, devenind o fortd interioara care iti mangaie
constant sufletul (...)"

Am urmarit bogata activitate a Luciei Lobont
(absolventa Tn 1999 a Universitatii de Arte si Design din
Cluj-Napoca, specializarea Ceramica), cred ca ii cunosc
bine activitatea. Acum in expozitie sunt prezente lucrari
ce emana sentimentul ei de acasa de-a lungul timpului,
exprimat prin forme ceramice. Pentru un artist,
sentimentul comuniunii cu Lumea inseamna insusi
actul creator, cand dai expresie celor mai profunde

stari personale, cand are loc scufundarea in sine.
Primele ei lucrari au fost inspirate de miniatura de carte
religioasa, prin descoperirea culturii armenesti. A creat
forme ceramice simple, obiecte utilitare sau decorative
desenand pe ciobul crud de portelan sau gresie
compozita elemente antropomorfe, zoomorfe, vegetale,
folosind pigmenti si saruri ceramice, glazuri colorate sau
transparente, arse la 1250 °C. Au fost prezente in prima
ei expozitie personala la Bistrita, in 2009, cu ,Povesti
armenesti” si, tot in 2009, la Galeriile Radio din Cluj, in
.Marginalii de carte armeneasca”.

Pentru Lucia Lobont, sansa de a fi lucrat ca designer
pentru firma multinationala din Saigon (Vietnam)
United Potteries (2002-2003), cu care a colaborat

pana in 2004, a insemnat intalnirea cu cultura si arta
Orientului; la fel, prezenta intr-o tabara de creatie in 2010
in China, cu prilejul inaugurarii Pavilionului expozitional
al Europei de Sud-Est in orasul Fu Ping. A creat atunci
obiecte in relatie cu ceea ce a vazut si trait in acele
calatorii, cu trimitere la simbolismul pamantului,
pagodei, barcii, la fizionomii orientale, pentru a sugera o
anume spiritualitate.

Filosofia si arta Orientului Indepartat au fost pentru ea o
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Text: Maria Zintz

Lucia Lobont, Colectionarul de povesti, portelan, pigmenti si saruri
ceramice, glazura transparenta, ardere 1250°C, 38x11 cm, 2012.

Lucia Lobont, The Story Collector, porcelain, ceramic pigments and salts,
transparent glaze, fired at 1250°C, 38x11 cm, 2012.

The feeling of home — this is something people have
always desired throughout time. How can you go
through each day without believing that you have
something of your own and that you belong to that
thing that defines you? It is yours and, at the same time,
almost undefined, mysterious, magical, meaning more
than just a connection to your home, to a certain place,
and which you carry with you throughout the world.

I have followed the extensive work of Lucia Lobont (who
graduated in 1999 from the University of Art and Design
in Cluj-Napoca, specializing in ceramics), and | believe

I am familiar with her work. The exhibition currently
features pieces that convey her feeling of home over
time, expressed through ceramic forms. For an artist,
the feeling of communion with the World is the creative
act itself, when you express your deepest personal

Lucia Lobont, Povesti cu vulpi, gresie arsa la 1250°C, angobe si glazuri
colorate, lemn 20x7x30 cm, 2017.

Lucia Lobont, Fox Stories, sandstone fired at 1250°C, colored engobes
and glazes, wood 20x7x30 c¢m, 2017.

sursa puternica de inspiratie, evocand si reinterpretand
mituri si simboluri.

Alta tema abordata a fost ,Eternul feminin”, cu interes
pentru tot ceea ce inseamna feminitate, puritate,
senzualitate, mister, tema abordata in ,0glinzi” si
,Oglindiri”, portrete in portelan, decorate cu pigmenti
ceramici, saruri si glazuri transparente sau colorate,
arse la o temperatura de 1250 °C, expuse la Galeria UAP
Sibiu in 2011. Ea a ,strecurat” si elemente decorative

si simboluri, folosind o linie grafica, aducand desenul
intr-o zona de expresie minimalista in care detaliile
cromatice, minimaliste si ele, sunt In tonuri pastelate,
estompate, uneori dand senzatia de acuarela, asa

cum apar si pe alte lucrari, cum sunt si cele din seria
Colectionarul de povesti, prezente in expozitia din 2014
la Galeria Galateea, cand a fost observat caracterul grafic
al suprafetelor. Colectionarul este chiar Lucia, atrasa
mereu de ceea ce se afla dincolo de aparente, bogatia
spirituald acumulata constant oferindu-i o legatura
speciala cu Universul, comorile adunate, ea ducandu-le
oriunde in lume pentru a avea sentimentul de acasa.
Sunt forme tubulare cu capac incununate de forme
organice, animaliere, receptacole pretioase marcate de
imagini in culori calde, exprimand trairi intense ori mai
interiorizate, dar in armonie cu lumea, care te incanta,
te fac sa te simti mai bogat, ca si cum ai fi aflat niste
comori.

Seria aceasta de forme tubulare cu capac are o tematica
bogata, cu scene reinterpretate, beneficiind de un
desen rapid cu linia modulata cu finete, dar totodata
vitald, cu o cromatica vie, chiar daca estompata, ici-colo
cu accente ce potenteaza fragmentul. Capacele sunt
modelate si decorate in legdtura cu povestea de pe
suprafetele vaselor.

Apoi seria ,Oglindiri” - o reflectare continua a existentei
umane -, un flux nesfarsit de viatd, continuand

ciclul lucrarilor de inspiratie armeneasca. La fel, cel a
LScrisorilor”, carti postale, casetoane, cuburi marcate
de inscrisuri pe toate suprafetele, marturisiri ce par sa
continue intr-un suvoi al comunicarii intre generatii,
sugerandu-mi ca are legatura cu continutul misterios
al cuburilor inchise, pastratoare de marturii pe care ne
invita sa le descoperim.

Lucia Lobont iubeste natura, cu viata ei la vedere si,

in acelasi timp, misterioasa, crednd constant forme

feelings, when you dive into yourself. Her first pieces
were inspired by religious book miniatures through

her discovery of Armenian culture. She created simple
ceramic forms, utilitarian or decorative objects, drawing
anthropomorphic, zoomorphic, and vegetal elements on
raw porcelain or composite stoneware using pigments
and ceramic salts, colored or transparent glazes, burnt
at 1.250 °C. They were featured in her first solo exhibition
in Bistrita in 2009, with “Armenian Stories,” and, also in
2009, at the Radio Galleries in Cluj, in “Book Marginalia
from Armenia.”

For Lucia Lobont, the opportunity to work as a designer
for the multinational company United Potteries in Saigon
(Vietnam) (2002-2003), with which she collaborated
until 2004, meant experiencing the culture and art of
the East; as did her participation in a creative camp in
China in 2010, on the occasion of the inauguration of
the Southeast Europe Exhibition Pavilion in the city of
Fu Ping. She then created objects related to what she
saw and experienced on those trips, with references

to the symbolism of the earth, pagodas, boats, and
oriental physiognomies, to suggest a particular kind of
spirituality. The philosophy and art of the Far East were
a powerful source of inspiration for her, evoking and
reinterpreting myths and symbols.

Another theme addressed was The Eternal Feminine,
focusing on everything related to femininity, purity,
sensuality, and mystery, a theme addressed in Mirrors
and Reflections, porcelain portraits decorated with
ceramic pigments, salts, and transparent or colored
glazes, burnt at a temperature of 1.250 °C, exhibited

at the UAP Sibiu Gallery in 2011. She also “slipped in”
decorative elements and symbols, using a graphic

line, and introducing the drawing into a minimalist

area of expression in which the chromatic details, also
minimalist, are in pastel, blurred tones, sometimes
giving the impression of watercolor, as they appear in
other works, such as those in The Story Collector series,
featured in the 2014 exhibition at the Galateea Gallery,
when the graphic quality of the surfaces was observed.
The collector is Lucia herself, always drawn to what lies
beyond appearances, her consistently amassed spiritual
wealth granting her a special connection with the
Universe, and the treasures she has gathered, taking
them anywhere in the world to feel at home. They are
tubular shapes with lids crowned with organic, animal
shapes, prized receptacles marked with images in warm
colors, expressing intense or more internalized feelings,
but attuned to the world, which delight, make you feel
richer, as if you had discovered some treasures.

This series of tubular forms with lids has a rich theme
with reinterpreted scenes, benefiting from a crude
drawing with finely modulated yet vital lines, vivid
colors —even if blurred here and there — and highlights
that enhance the fragment. The lids are shaped and
decorated according to the story depicted on the
surfaces of the vessels.

Then there is the Reflections series —a continuous
reflection of human existence — an endless stream of life,
following on from the cycle of Armenian-inspired works.
Similarly, the Letters series — postcards, boxes, cubes
marked with inscriptions on all surfaces, confessions
that seem to continue in a torrent of communication
between generations, suggesting to me that it is related
to the mysterious content of the closed cubes, keepers of
testimonies that invite us to discover them.

Lucia Lobont loves nature, with its visible yet mysterious
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CLAUDIA RETEGAN

AMURGUL OCULOCENTRISMULUI. FOTOGRAFIA
DECONSTRUCTIVA SI ESTETICA INTALNIRII

THE TWILIGHT OF OCULOCENTRISM.
DECONSTRUCTIVE PHOTOGRAPHY AND THE
AESTHETICS OF THE ENCOUNTER

Text: Cristian Nae

Claudia Retegan, = Death Note For Cutey [Notd de moarte pentru
dragutul], diasec, semn din vinil roz, 174x114 cm, 2019. Credit foto:
Robert Bouariu.

Claudia Retegan, s Death Note For Cutey, diasec, pink vinyl sign, 174x114
cm, 2019. Photo credit: Robert Bouariu.

Imaginea fotografica propune, de fiecare datd, un mod
specific de a privi si de a intelege lumea, care suprapune
experienta vie a lucrului cu persistenta sa in memorie
ca urma. Acesta este, pe scurt, si subiectul propriu-zis al
expozitiei personale concepute de Claudia Retegan si
curatoriata de Matei Bejenaru la galeria Borderline Art
Space din lasi, care, in aparenta, se prezinta la nivelul
subiectului drept o serie de exercitii de contemplatie

a unor peisaje mai mult sau mai putin recognoscibile.
Expozitia se poate inscrie In genul proxim al expozitiilor
de cercetare artistica care exploreaza analitic limbajul
fotografiei si pentru care imaginea fotografica nu este
o simpla amprenta a lumii, o imagine fara un cod (in
traditia interpretativa propusa de Roland Barthes),

ci o reconstructie elaborata a experientei (vizuale)
traite si a modului In care se raporteaza la lume. Prin
urmare, imaginea imprimata nu se prezinta aici ca o
fereastra catre lumea exterioara (similar picturii post-
renascentiste) care se ofera transparent privirii asemeni
unui geam de sticl3, ci ca un limbaj descompus, un
poem rearticulat, ce utilizeaza un sistem de coduri
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UN ASFINTIT MAIPUTIN CA PERFECTUL
SIAPROPO, CINE MAI FACE FOTOGRAFIE DE
PEISAJIN PREZENT?

Artista: Claudia Retegan

Curator: Matei Bejenaru

Borderline Art Space, lasi

22.05.—2.07.2025

Every photograph proposes a specific way of looking and
understanding the world, which superimposes the live
experience of a thing with its persistence in memory as
a trace. This is, in brief, also the very subject of the solo
exhibition conceived by Claudia Retegan and curated
by Matei Bejenaru at Borderline Art Space in lasi, which,
on the surface, presents at the level of subject matter a
series of exercises in contemplating landscapes that are
more or less recognizable. The exhibition can be placed
within the proximate genus of research-based shows
that analytically explore the language of photography
and for which the photographic image is not a simple
imprint of the world, an image without a code (in the
interpretive tradition proposed by Roland Barthes), but
an elaborate reconstruction of lived (visual) experience
and of how it relates to the world. Accordingly, the
printed image is not presented as a window into the
external world (akin to post-Renaissance painting) that
offers itself transparently to vision like a pane of glass,
but as a decomposed language, a rearticulated poem,
employing a system of codes proper to photography
(whose elements include color, drawing - lines and
planes that compose forms —, depth of field, exposure
time).

Thematically speaking, although their apparent subject
is nature, Claudia Retegan’s works inscribe themselves
in the wake of conceptual photography, inadvertently
laying bare an education undertaken in New York and
Los Angeles. They thematize the condition of analog
photography in general and of landscape photography
in particular, decomposing and reconfiguring the
photographic language and its various materialities
like a lesson in the grammar of photographic looking (a
preoccupation the artist shares with the photographer
Matei Bejenaru, here in the role of curator). Yet the
exhibition in lasi succeeds in translating these usually
arid, purely intellectual concerns into a disconcerting
experience. Perhaps surprisingly, the interest both
artists show in the self-reflexive thematization of the

proprii fotografiei (si ale carui elemente cuprind culoare,
desen - linii si planuri care compun forme —, profunzime
de camp, timp de expunere).

Din punct de vedere tematic, cu toate ca au drept
subiect aparent natura, lucrarile Claudiei Retegan se
inscriu in siajul fotografiei conceptuale, deconspirand
involuntar educatia primita deopotriva in New York

si Los Angeles. Ele tematizeaza conditia fotografiei
analogice in general si a fotografiei de peisaj in
particular, descompunand si reconfigurand limbajul
fotografic si diversele sale materialitati asemeni unei
lectii de gramatica a privirii fotografice (preocupare

pe care artista o impartdseste cu fotograful Matei
Bejenaru, aici in rol de curator). Ins3 expozitia din lasi
reuseste sa transleze aceste preocupari de obicei aride,
pur intelectuale, intr-o experientd deconcertanta. In
mod poate surprinzator, interesul ambilor artisti pentru
tematizarea auto-reflexiva a mediului fotografic nu
conduce la o expunere didactica, sterila. Dimpotriva,

pe urmele lui Byung-Chul Han (si ale lui Nietzsche),
Retegan este interesata sa exploreze limitele
semnificatiei deopotriva verbale si imagistice, sa expuna
violenta intrinseca a actului de a impune un sens stabil
si sa sondeze maniera in care experienta interpretativa
de ordin cognitiv ofera sens lumii vizibile impunand
semnificatii, codificand spatii si proiectand sensuri acolo
unde acestea sunt resimtite doar afectiv si se dezvolta,
de obicei, prin conlucrarea mai multor simturi.

Aceasta experienta fenomenologica, determinata in
buna parte de compozitia atent orchestrata a spatiului
expozitional (in care artista expandeaza cadrul fotografic
dincolo de limitele ramei), precum si de abordarea
sculpturald a obiectului fotografic, atent produs si
incadrat — utilizdnd diasec sau rame groase de lemn
natur si imprimare silver-gelatin de pe film analogic -
constituie, in opinia mea, una dintre cele mai pregnante
calitati ale acestui demers artistic. Decizia artistei de a
extinde cadrul imaginii prin intermediul unor gesturi
grafice — care pot fi lecturate drept extensii ale unor
elemente cromatice sau ale unor linii care se regasesc

Vedere din expozitie. Credit foto: Robert Bouariu. Prin amabilitatea Borderline Art Space.
Exhibition view. Photo credit: Robert Bouariu. Courtesy of Borderline Art Space.

photographic medium does not lead to a didactic, sterile
display. On the contrary, following Byung-Chul Han (and
Nietzsche), Retegan is interested in exploring the limits
of signification, both verbal and imagistic, in exposing
the intrinsic violence of imposing a stable meaning, and
in probing the manner in which cognitive, interpretive
experience gives sense to the visible world by imposing
significations, codifying spaces and projecting meanings
where these are felt only affectively and usually develop
through the collaboration of several senses.

This phenomenological experience, determined to a
large extent by the carefully orchestrated composition

of the exhibition space (in which the artist expands the
photographic frame beyond the limits of its mount), as
well as by the sculptural approach to the photographic
object, carefully produced and framed - using Diasec

or thick natural-wood frames and silver-gelatin printing
from analog film — constitutes, in my view, one of the
most striking qualities of this artistic undertaking. The
artist's decision to extend the image frame by means

of graphic gestures — which can be read as extensions

of chromatic elements or of lines found in the images’
composition — happily becomes a decision that amplifies
the image’s somatic effect. Consequently, it recovers
part of the sensory impact of the encounter with an
image that is phenomenologically salient, capable of
lingering on the retina, once again moving beyond

the oculocentric reductionism dominant in Western
philosophy, as Martin Jay noted already in the 1990s,
following the French post-structuralist philosophers.
According to this reading, the history of artistic
representation can be understood as a long sequence of
attempts to temper, control and master reality. In Jay's
account, oculocentrism entails reducing the image’s
frame to a single view — derived from the picturesque
veduta genre, an exemplary image of a place that
becomes a souvenir, an aid to memory — which, we
might add, is nothing other than a consequence of
anthropocentric epistemology.

In the photographic universe Claudia Retegan proposes
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RAD SCULPTURE PARK 2025
CUM SCULPTURA POATE CHESTIONA

NEVOIA DE DIVERSITATE §| DIALOG
HOW SCULPTURE CAN CHALLENGE THE
NEED FOR DIVERSITY AND DIALOGUE

Text: Anne-Marie Lolea

ECHIPA RAD SCULPTURE PARK 2025

Artisti: 121invers1 (Lumi Mihai & Mugur Grosu), Nimbert Ambrus, Ana Avram, Daniel David Bandi, Justin
Baroncea & Cristian Matei, Catalin Badarau, Vlad Berte, Marco Cassani, Alin Carpen, Anastasia Calinovici, Mirela
Cerbu, Alina Cioarg, Tudor Ciurescu, Sergiu Chihaia, Nicolae Comanescu, Deniz Constantin, Miruna Copacel,
Doru Covrig, Stefan Radu Cretu, lulian Cristea, Suzana Dan, Alexandru Dascalu, Anca Vintila Dragu, Matei
Emanuel, Marin Florin, Laszlo Forray, Szilard Gaspar, Teodor Georgescu, Lucia Ghegu, Adrian llfoveanu, Andreea
llie, Ana lon Leonte, Ana lonescu, Peter Jecza, Albert Kaan, Claudiu Lazar, Florin Magda, Bianca Mann, Rachel
Monosov, Terrence Musekiwa, Denis Nanciu, Marzena Nowak, Vlad Olariu, Ciprian Paleologu, Daniela Palimariu,
Alexandru Podea, Maria Pop Timaru, Alex Poteca, Adrian Piorescu, Andrei Pitut, Alexandru Ranga, Bogdan Rata,
Oliver Ressler, Andreea Samoila, Stefan Sergiu Siminic, Anton Soltan, Nadina Stoica, Mihail Sarpe, Irina Tanase,
Ovidiu Toader, Virginia Toma, Mihai Toth, Catalin Udrea, Mark Verlan, Dan Vezentan, Dan Visovan & Bogdan Rata,
Filip Nicolae Voicu, Nives Widauer, Florin Zhu, Bela Zoltan

Claudiu Lazar, Mesh tubular, tevi din fier si aluminiu, tevi din lemn, 400x366x12 cm, 2025. Credit foto: Elena Maxemciuc.
Claudiu Lazar, Tubular Mesh, iron and aluminum pipes, wooden pipes, 400x366x12 cm, 2025. Photo credit: Elena Maxemciuc.

Curator: Alex Radu
Hotel Caro, Bucuresti

209.04.— 25.05.2025

Prim plan: Ana lonescu, Pentru tine as, otel, apd, cerneala, 210x120 x50
cm, 2025. Plan secundar: Lucia Ghegu, Loc de joacd cu capcane facute
de sine, instalatie-obiect, 214x214x214 cm, 2024. Credit foto: Elena
Maxemciuc.

Foreground: Ana lonescu, For you | would, steel, water, ink, 210x120 x50
cm, 2025. Secondary plan: Lucia Ghegu, Playground of Self-Made Traps,

installation-object, 214x214x214 ¢cm, 2024. Photo credit: Elena Maxemciuc.

Tranzitia dintre 2024 si 2025 a fost, cu sigurantd,
una tulbure: de la lanturi de proteste la personaje
care ofereau promisiuni ,goale”, pana la divizarea
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The transition between 2024 and 2025 was certainly a
turbulent one: from strings of protests to personalities
making empty promises, to the division of people

into ideological camps. What else can be done at

times like these when free speech seems to be under
threat? Could contemporary art serve as a solution for
stimulating critical thinking among the public and
bringing the community together? How relevant has
Vox Populi (Latin for “voice of the people”; also referring
to the work of the same name by artist Rachel Monosov)
stayed in a context where collective reactions to political
“solutions” aren't taken seriously?

Fortunately, there have been cultural projects that have
addressed this very issue at the right time. On April 29,
in the gardens of the CARO Hotel, the third edition of
“RAD Sculpture Park” was inaugurated, coordinated by
the /SAC Bucharest team, part of RAD Art Fair. While in
previous editions the sculpture park presented to the
public about 30 works, mainly exhibited on the lawn of
the complex, this year over 110 contemporary sculptures
shaped an elaborate visitor route across the 5000 m? of
the Caro gardens, weaving a dialogue between forms
and ideas, between structures and intentions. Each
intersection, turning point, or viewpoint invited the
viewer to discover the invisible threads that connected
dozens of formulas of perception and transposition into
space for contemplative moments.

oamenilor in tabere ideologice. Ce se mai poate face
in momente ca acestea, in care libera exprimare pare
a fiamenintatd? Poate arta contemporana sa devina
o solutie pentru stimularea gandirii critice a publicului
si aducerea impreuna a comunitatii? Cat de relevanta
a ramas Vox Populi (lat. vocea poporului; trimite si la
lucrarea din parc cu acelasi nume a artistei Rachel
Monosov) intr-un context in care reactiile colective la
»solutiile” politice nu sunt luate in serios?

Din fericire, au existat proiecte culturale care si-au

pus exact aceasta problema, la momentul potrivit.

Pe 29 aprilie, in gradinile Hotelului CARO, a avut loc
deschiderea celei de-a lll-a editii a ,RAD Sculpture Park”,
demers coordonat de echipa /SAC Bucuresti, parte
din RAD Art Fair. Daca in editiile anterioare parcul de
sculptura aducea publicului aproximativ 30 de lucrari,
expuse in principal pe peluza ansamblului, anul acesta
peste 110 de sculpturi contemporane au format un
traseu de vizitare elaborat in cei 5 000 m? ai gradinilor
de la Caro, tesand un dialog intre forme si idei, intre
structuri si intentii. Fiecare intersectie, punct de cotitura
sau de perspectiva invita privitorul sa descopere firele
invizibile ce legau zeci de formule de percepere si de
transpunere in spatiu a unor ipostaze de contemplare.
Proiect ambitios ce a reunit lucrarile a peste 70 de
artisti contemporani, ,RAD Sculpture Park 2025" a
marsat pe nevoia de diversitate si dialog, atat la nivel
expresiv, cat mai ales social, precum si pe nevoia

de arta contemporana in spatiul public. Discursul
curatorial deschis de la perceperea prezentului ca

pe o contemporaneitate a diferentierilor milita ferm

An ambitious project that featured the works of over

70 contemporary artists, “RAD Sculpture Park 2025"
emphasized the need for diversity and dialogue,

both expressive and social, as well as the need for
contemporary art in public spaces. The curatorial
discourse, which began with the perception of the
present as a contemporaneity of differences, strongly
opposed the trends of uniformity and cultural flattening
generated by the uncertainty of the socio-political
climate in the spring of 2025. Understanding that
personal differences create individuality, but still have
the capacity to bring a commmunity together, the curator,
Alex Radu, chose to unite — in dialogues, compositions,
and intersection formulas — both the differences and
similarities in each artist’s practice and vision. The
approach was a challenging one, the main aim being

to promote diversity without establishing a hierarchical
system for placing and viewing the works during the
process of marking out the visitor route.

“RAD Sculpture Park” has also become a crossover space
for international voices and practices: from local artists
from Bucharest, Cluj, and Timisoara to international
artists from Austria, Germany, Italy, Moldova, Poland,
Switzerland, and Zimbabwe. Although we talk about
cultural diversity in this context, we find aspects that
connect us as humans on a universal level in the practice
and issues approached by artists — Anca Vintila Dragu,
Stefan Radu Cretu, Sergiu Chihaia, and Oliver Ressler all
explored, through their proposed pieces, the negative
impact of overproduction on the climate and fauna,
while Claudiu Lazar and Marzena Nowak saw the direct
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EXERCITII DE ECHILIBRU

ACTS OF BALANCE

CULORILE PAMANTULUI

Artisti: Dacian Andoni, Dana Constantin, Gloria
Grati, Nicolae Moldovan

Curatoare: Ruxandra Demetrescu

Muzeul National Brukenthal, Sibiu
07.05.—08.06.2025
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Vedere din expozitie. Credit foto: Dana Constantin.
Exhibition view. Photo credit: Dana Constantin.

Intr-un peisaj cultural adesea saturat de interventii
efemere si scenografii excesiv stimulante,

,Culorile Pamantului”, organizata in spatiul de arta
contemporana al Muzeului National Brukenthal din
Sibiu, propune un moment necesar de coeziune,
reflectie si ancorare materiald. Curatoriatd de Ruxandra
Demetrescu, istoric de arta si teoretician, expozitia
reuneste patru artisti din Timisoara — Dana Constantin,
Dacian Andoni, Gloria Grati si Nicolae Moldovan —

toti cadre didactice ale Facultatii de Arte si Design

din cadrul Universitatii de Vest din Timisoara. Per
ansamblu, punctul forte al expozitiei constd in crearea
unui spatiu al echilibrului, unde contemplarea lucrarii
.pe indelete” si angajamentul contemplativ devin
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Text: Iris Ordean

In a cultural landscape often saturated with ephemeral
interventions and overstimulating scenographies, “The
Colors of the Earth”, organized in the contemporary art
space of the Brukenthal National Museum in Sibiu, offers
a much-needed moment of cohesion, reflection, and
material groundedness. Curated by art historian and
academic Ruxandra Demetrescu, the exhibition brings
together four artists from Timisoara: Dana Constantin,
Dacian Andoni, Gloria Grati, and Nicolae Moldovan, all
of whom are professors at the Faculty of Visual Arts and
Design in the University of the West Timisoara. Taken
as a whole, the exhibition’s forte is creating a space of
sustained equilibrium; “slow looking” and sustained
engagement are required viewing methodologies (if

Dacian Andoni, Respiratia pdméantului, ulei pe panza, 130x130 cm, 2024.
Dacian Andoni, The Breath of the Earth, oil on canvas, 130x130 cm, 2024.

metodologii esentiale de interpretare (daca termenul
ar putea fi folosit in acest context). Totul survine intr-un
moment extrem de potrivit, cAnd economia culturalad
primeaza exponential efemerul si hiper-vizibilul. Cu
ajutorul abordarii ,lente”, expozitia insista asupra valorii
experientei durationale, celebrand si invitand deopotriva
la o investigatie critica. Vizitatorul nu paraseste spatiul
cu senzatia de saturatie tematica sau de supraincarcare
teoretica, ci cu o sensibilitate ascutita fata de nuantele
materialului si ale formei. In cele ce urmeaza, voi schita
un parcurs expozitional ce urmareste indeaproape
tocmai ideea echilibrului, fiecare posibilitate de lectura
oferind vizitatorului-experimentator un alt nivel
experiential.

Ceea ce atrage privirea de la prima vedere este unitatea
vizuald impecabila a expozitiei. Aceasta coerenta nu este
o simpla consecinta a unei suprapuneri tematice sau a
unei similitudini stilistice, abordarile artistilor fiind vizibil
diferite. Mai curand, asistam la un angajament comun
fata de investigarea materialului, economia formala si
claritatea conceptuala. Coeziunea este rezultatul unui
dialog atent orchestrat intre cei patru artisti, impartiti
in doua perechi echilibrate: doi pictori (Constantin

si Andoni) si doi ceramisti (Grati si Moldovan); doua
artiste (Constantin si Grati) si doi artisti (Andoni si
Moldovan); doua generatii (Constantin si Andoni,
respectiv Grati si Moldovan). Aceste simetrii nuanteaza
discursul curatorial si democratizeaza actul artistic,

prin abordarea unor elemente esentiale in discursurile
curatoriale actuale: intersectia dintre mediul de lucru,
egalitatea de gen si dimensiunea inter-generationala.
Strategia curatoriala refuza conformarea la dicotomiile
traditionale, precum diviziunea dintre ,arte majore”

such a term could be used in this context), coming
forward at a particularly suitable moment, when the
cultural economy increasingly prioritizes the ephemeral
and the hyper-visible. By taking the “slow” approach, the
exhibition insists on the value of durational experience,
while equally celebrating and inviting critical attention.
One leaves the show not with a sense of thematic
saturation or theoretical overreach, but with a sharpened
sensitivity to the nuances of material and form. In the
following, | will outline the way in which the idea of
balance is articulated within the exhibition, each of the
reading layers offering the viewer-experiencer a distinct
level of engagement.

What strikes the viewer at a first glance, is the
exhibition’s unsullied visual unity. This coherence is not
simply the result of thematic overlap or stylistic similarity;
certainly, the artists’ approaches vary noticeably. Rather,
we are faced with a shared commmitment to material
investigation, formal economy, and conceptual clarity.
This cohesion is the result of a carefully orchestrated
dialogue among the four artists, who are presented in
balanced pairs: two painters (Constantin and Andoni)
and two ceramists (Grati and Moldovan); two women
(Constantin and Grati) and two men (Andoni and
Moldovan). Additionally, the four participating artists
belong to two generational cohorts (Constantin and
Andoni on one hand, Grati and Moldovan on the other).
This symmetry contributes to a nuanced reflection and
democratizes the production of the work of art at the
intersection of medium, gender, and inter-generational
characteristics, incredibly important elements within
current curatorial discourses. Moreover, the curatorial
strategy resists complying to traditional dichotomies,
such as the division between the “major” and the
“minor” arts, or between “fine” and “decorative” arts,

in a conscious post-academicist gesture. Instead,

the interplay of mediums and modes of making are
being privileged over categorical separations. In the
accompanying text, the curator herself is explicitly
moving away from these binary categorizations of
“major” and “minor”, proposing instead a reading based
on hybridity and sensorial engagement, collapsing the
hierarchy between concept and craft, between visuality
and tactility. Ceramics and painting enrich and refract
one another’'s meanings, with neither medium serving
as a subordinate but rather completing each other.
This change in perspective leads us to the exhibition'’s
second layer of interpretation. Over half a century ago,
cultural theorist Marshall MclLuhan coined the phrase
“the medium is the message”, which subsequently
gained much international acclaim across a number

of disciplines (see MclLuhan: 1964, 1967). According to
his theory, the properties of a commmunication medium
exert a stronger influence on the perception and
interpretation of a message than its content, indicating
that the mode of transmission shapes thought and social
structures more profoundly than the message's specific
details. By repurposing the “medium” into the context
of an “artistic medium”, the viewer could look at “The
Colors of the Earth” beyond its sociocultural constructs,
and become a sensorial experiencer. One by one within
the works, further common themes and similarities
regarding the manner in which materiality is treated
are to be discovered. This is symptomatic of a certain
way in which questions of form, process, materiality, and
perception are traversing disciplinary and inter-personal
lines.
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Vedere din expozitia ,Serban Savu, Golden Ages”, Galeria Plan B, Berlin, 2025. Credit foto: Trevor Good.
View from the exhibition “Serban Savu, Golden Ages”, Plan B Gallery, Berlin, 2025. Photo credit: Trevor Good.
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UN TARG ALTERNATIV CHIC:

WEEKENDUL GALERIILOR DIN BERLIN
A CHIC ALTERNATIVE FAIR: GALLERY

WEEKEND BERLIN

Text: Valentina lancu

Gallery Weekend Berlin (Weekendul galeriilor - WEG)
desfasurat intre 2 si 4 mai 2025, este unul dintre
evenimentele de anvergura care anima publicul artei
contemporane din Berlin. Evenimentul, ajuns in acest
an la a 21-a editie, a devenit un punct de referinta pentru
scena artistica internationala: atrage anual colectionari,
curatori, istorici de arta si artisti din lumea larga. Gallery
Weekend Berlin a fost fondat in 2005 de 5 galerii

locale, Max Hetzler, Guido Baudach, Barbara Thumm,
nugerriemscheider si Mehdi Chouakri, ca o alternativa la
targurile internationale de art3, intentia evenimentului
fiind explicit una comerciald. Evenimentul a fost preluat
si in alte orase precum Paris, Los Angeles sau Beijing.

n Berlin, WEG este organizat de o asociatie a galeriilor
berlineze, este administrat de un consiliu de specialisti
si coordonat, incepand din 2023, de Antonia Ruder.
Evenimentul a pornit cu 21 de galerii si a ajuns h acest
an la 52, cu expozitii in 62 de locatii si mai mult de 80 de
artisti expusi.

Spre deosebire de un targ obisnuit care reuneste
expozitiile mai multor galerii sub acelasi acoperis,
weekendul galeriilor este un tur de forta prin orasul
Berlin, unul dintre cele mai mari orase europene. Fiecare
dintre galeriile participante deschide una sau mai
multe expozitii noi in acest weekend, adesea insotite

de evenimente conexe sau petreceri. Desi majoritatea
galeriilor sunt grupate in cateva cartiere, este aproape
imposibil sa fie acoperita toata oferta culturala intr-

un maraton de weekend. Alaturi de nenumaratele
expozitii care se deschid in cadrul WEG, este organizat
si un program amplu de conferinte, anul acesta axat

pe importanta sponsorizarilor private In arta si gazduit
de Neue Nationalgalerie. Tema programului este una
de o urgenta actualitate, in conditiile in care Berlinul se
confrunta, prima data dupa reunificare, cu o scadere
drastica a bugetelor pentru cultura, subventiile si
finantarile acordate de stat in aceasta perioada si
estimarile pentru urmatorii ani fiind mult sub nevoile
supravietuirii multor institutii. Desi galeriile comerciale
si piata de arta in general sunt mai putin lovite de
scaderea resurselor statului pentru culturd, problemele
economice sunt resimtite si de acest sector. Cu toate
acestea, editia din acest an a WEG a fost, ca de obicej,
ofertanta cultural, cu nenumarate expozitii ale unor
artisti iconici precum: Monica Bonvicini, Olafur Eliasson,
Daniel Spoerri, Bernd & Hilla Becher, Tony Cragg, Martha
Rosler sau Nadya Tolokonnikova etc. Alaturi de nume
deja de referinta in istoria artei contemporane, au fost
incluse in program si o serie de artisti tineri, unii chiar

la debut. De asemenea, alaturi de galeriile vechi, deja
consacrate ale Berlinului, au fost incluse si unele spatii
nou deschise. Din curiozitate, am participat la un tur
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Gallery Weekend Berlin, held between May 2 and

4, 2025, is one of the major events that animates
contemporary art audiences in Berlin. Now in its 21st
edition, the event has become a benchmark for the
international art scene, attracting collectors, curators,

art historians, and artists from around the world every
year. Gallery Weekend Berlin was founded in 2005 by
five local galleries, Max Hetzler, Guido Baudach, Barbara
Thumm, nugerriemscheider, and Mehdi Chouakri, as

an alternative to international art fairs, with the event's
intention being explicitly commmercial. The event has
been replicated in other cities such as Paris, Los Angeles,
and Beijing. In Berlin, WEG is organized by an association
of Berlin galleries, administered by a board of specialists,
and coordinated, since 2023, by Antonia Ruder. The event
started with 21 galleries and has grown to 52 this year,
with exhibitions in 62 locations and more than 80 artists
on display.

Vedere din expozitia ,Daniel Spoerri, No friend of stagnation”, galeria
LEVY, Berlin, 2025. Credit foto: Marcus Schneider.

View from the exhibition “Daniel Spoerri, No friend of stagnation”, LEVY
gallery, Berlin, 2025. Photo credit: Marcus Schneider.

Unlike a regular fair that brings together exhibitions
from several galleries under one roof, Gallery Weekend
is a tour de force through Berlin, one of Europe’s
largest cities. Each of the participating galleries opens
one or more new exhibitions this weekend, often
accompanied by related events or parties. Although
most galleries are grouped in a few neighborhoods, it is
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Vedere din expozitia ,Serban Savu, Golden Ages”, Galeria Plan B, Berlin,
2025. Credit foto: Trevor Good.

View from the exhibition “Serban Savu, Golden Ages”, Plan B Gallery,
Berlin, 2025. Photo credit: Trevor Good.

printre galeriile tinere din cartierul Schéneberg, unde
am avut ocazia unei plimbari de 3 ore si jumatate prin
expozitii Insotita de scurte prezentari ale galeristilor,
curatorilor sau artistilor intalniti. Experienta a fost

una placuta, dar nu am ramas impresionata de

nicio expozitie in mod special. Am observat c3, spre
deosebire de alte capitale din Europa, in Berlin sunt inca
nenumarate expozitii de artd experimentald, instalatii,
video si fotografie, medii considerate “nevandabile”.
Este interesant ca deopotriva galeriile noi si cele

istorice s-au indreptat spre expozitii personale sau
colective dedicate unor artiste, de cele mai multe ori

cu o practicd informata de feminism, studii de gen si
teorie queer sau ecologie. Un nou val de artiste cu o
practica radicalg, protestatara, politica, consacrate la
nivel international precum Nadya Tolokonnikova, Sejla
Kameri¢, Diane Severin Nguyen, Anne Imhof, Marianna
Simnett, Tirdad Hashemi & Soufia Erfanian, alaturi

de expozitiile personale dedicate unor artiste iconice
ale artei feministe internationale ca Monica Bonvicini
sau Martha Rosler, ocupa un spatiu central in cadrul
expozitiilor Berlin Art Weekend. Se poate spune chiar ca
arta feminista a fost favorita acestei editii a weekendului
galeriilor din Berlin. De asemenea, chestiunea
reprezentarii femeilor in galeriile comerciale a fost
|dsatd in urma, in acest an la WEG numarul artistelor din
program fiind ceva mai mare decat al artistilor barbati.
Expozitia personala a Nadyei Tolokonnikova, una dintre
fondatoarele Pussy Riot, organizata la Galerie Nagel
Draxler a fost unul dintre proiectele care au facut istorie
in cadrul WEG. Nadya a devenit cunoscuta la nivel
international dupa performance-ul Punk Prayer (2012),
un protest in Catedrala lisus Salvatorul din Moscova
care i-a adus o condamnare la doi ani de inchisoare
pentru huliganism motivat de ura religioasa. Expozitia
cuprinde instalatii, pictura si obiecte in care artista
recontextualizeaza protestul si recurge |la estetizarea
rezistentei intr-o iconografie protestatara de inspiratie
religioasa, crestin-ortodoxa. Rezistenta pentru Nadya

almost impossible to cover the entire cultural program
in a weekend marathon. Along with the countless
exhibitions opening during WEG, there is also an
extensive conference program, this year focusing on the
importance of private sponsorship in art and hosted by
the Neue Nationalgalerie. The theme of the program

is one of urgent relevance, given that Berlin is facing,

for the first time since reunification, a drastic cut in
culture budgets, with state subsidies and funding for
this period and estimates for the coming years falling
far short of the needs of many institutions to survive.
Although commercial galleries and the art market in
general are less affected by the decline in state resources
for culture, economic problems are also affecting this
sector. Nevertheless, this year's edition of WEG was, as
usual, culturally rich, with countless exhibitions by iconic
artists such as Monica Bonvicini, Olafur Eliasson, Daniel
Spoerri, Bernd & Hilla Becher, Tony Cragg, Martha Rosler,
and Nadya Tolokonnikova, among others. Alongside
names that are already landmarks in the history of
contemporary art, a number of young artists, some of
them making their debut, were also included in the
program. In addition to Berlin's old, established galleries,
some newly opened spaces were also included. Out of
curiosity, | took part in a tour of the young galleries in
the Schéneberg district, where | had the opportunity

to spend three and a half hours walking through
exhibitions accompanied by short presentations by the
gallery owners, curators, or artists | met. The experience
was enjoyable, but | was not particularly impressed

by any of the exhibitions. | noticed that, unlike other
European capitals, Berlin still has countless exhibitions of
experimental art, installations, video, and photography,
media considered “unsellable.”

It is interesting that both new and historic galleries have
turned to solo or group exhibitions dedicated to female
artists, most often with a practice informed by feminism,
gender studies, queer theory, or ecology. A new wave of
artists with a radical, protest-oriented, political practice,
internationally renowned such as Nadya Tolokonnikova,
Sejla Kameri¢, Diane Severin Nguyen, Anne Imhof,
Marianna Simnett, Tirdad Hashemi & Soufia Erfanian,
alongside solo exhibitions dedicated to iconic artists of
international feminist art such as Monica Bonvicini and
Martha Rosler, occupy a central space in the Berlin Art
Weekend exhibitions. It can even be said that feminist art
was the favorite of this edition of Berlin Gallery Weekend.
Also, the issue of women's representation in commmercial
galleries has now been put aside, with the number of
fermale artists in the program this year at WEG slightly
higher than that of male artists.

Nadya Tolokonnikova's solo exhibition, one of the
founders of Pussy Riot, organized at Galerie Nagel
Draxler, was one in a series of projects that made history
at WEG. Nadya became internationally known after her
performance Punk Prayer (2012), a protest in Moscow's
Cathedral of Christ the Savior that earned her a two-year
prison sentence for hooliganism motivated by religious
hatred. The exhibition includes installations, paintings,
and objects in which the artist recontextualizes the
protest and resorts to aestheticizing resistance in

a religiously inspired, Christian Orthodox protest
iconography. For Nadya Tolokonnikova, resistance is
personal, sacred, and educational. The centerpiece

of the exhibition is a reconstruction of the prison cell
where Nadya spent 16 months in detention, beginning
on August 17, 2012. Nadya Tolokonnikova's exhibition
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ANDREEA MEDAR
A FOST ODATA IN EST

ONCE UPON ATIME IN THE EAST

SINCETHEWOOD OFYOURWINDOW HAS
BEEN BLOOMING

Artista: Andreea Medar

Kuandu Museum of Fine Arts, Taipei

7.03. —18.05.2025

Vedere din expozitie. Prin amabilitatea artistei, a Mind Set Art Center si
a Kuandu Museum of Fine Arts, Taipei.

Exhibition view. Courtesy of the artist, Mind Set Art Center and Kuandu
Museum of Fine Arts, Taipei.

Tn septembrie 2024, am petrecut o dup&-masa cu
Andreea Medar la Seul discutand despre viitoarea
expozitie personala de la Kuandu Museum of Fine

Arts [Muzeul de Arte Frumoase Kuandu] din Taipei,
organizata in colaborare cu Mind Set Art Center.

Tn timpul discutiei noastre, Andreea mi-a povestit
despre procesul laborios din spatele pieselor produse
special pentru expozitie — a investit mai bine de un

an de zile pentru a crea broderiile maiestuoase care
ilustreaza istoria familiei si momentele cheie care

au dus la definirea ei ca artista. La inceputul acestui
an, Andreea mi-a trimis unul dintre filmele editate

in contextul pregatirii proiectului: De cand lemnul
ferestrei tale a inflorit era titlul acelei lucrari care a

dat in final si denumirea expozitiei. Filmarea descria
traseul simulacrului unui geam incarcat cu motive
vegetale luminescente prin peisajul nocturn din Racoti,
satul natal al artistei situat in judetul Gorj. De altfel,
imaginea acelui geam era congruenta cu un peisaj

in miscare, desprins din spatiul originar, pentru ca la
sfarsit sa ajunga din nou acasa, in ancadramentul uneia
dintre ferestrele casei bunicii. Lucrarea vorbeste despre
miscarea asemanatoare unui resort care caracterizeaza
orice desprindere dintr-un cadru familiar, cand apare
inconstient o negociere intre punctul de pornire si
destinatie, intre deschideri si limitari.

Am ajuns la Kuandu Museum of Fine Arts putin dupa
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Text: Anca Mihulet

In September 2024, | spent an afternoon with Andreea
Medar in Seoul discussing her upcoming solo exhibition
at the Kuandu Museum of Fine Arts in Taipei, organized
in collaboration with Mind Set Art Center. During our
conversation, Andreea told me about the laborious
process behind the pieces produced especially for the
exhibition — she invested more than a year to create the
majestic embroideries that illustrate her family history
and the key moments that led to her definition as an
artist. Earlier this year, Andreea sent me one of the films
edited in the context of preparing the project: Since the
Wood of Your Window Has Been Blooming was the title
of that work, which ultimately gave the exhibition its
name. The film described the path of a simulacrum of

a window laden with luminescent plant motifs through
the nocturnal landscape of Racoti, the artist's native
village in Gorj County. In fact, the image of that window
was congruent with a moving landscape, detached
from its original space, only to end up back home,
framed by one of the windows of the grandmother’s
house. The work speaks of the spring-like movement
that characterizes any departure from a familiar setting,
when an unconscious negotiation arises between the
starting point and the destination, between openings
and limitations.

| arrived at the Kuandu Museum of Fine Arts shortly after
closing time, after a spectacular journey through the
city. Located in the heart of the National University of
Arts campus, at the northernmost point of the city, the
museum is housed in a modernist building, intimidating
at first glance, but unexpectedly friendly and accessible
on the inside. The institution is known for its critical,
research-based curatorial projects dedicated to lesser-
known histories, social issues, and invisible commmunities.
The exhibition was conceived in three sections — the
first section is intertwined with the history of the region
and the artist's family; Andreea presented original
documents and photographs from the family archive,
the most striking of which are the black-and-white
images that capture the recurring detail of the house
porch, full of cheerful and easygoing people. This

visual unfolding of the house as an object, found in old
photographs, videos, and embroideries arranged in the
space, generates a concreteness of that ancestral locus,
which begins to exist on multiple planes, in parallel times
and geographies. The narrative chronology of the area
that intersects with that of the Medar family is displayed
on one of the museum walls, complemented by an
artist's book in which Andreea has embroidered the

Vedere din expozitie. Prin amabilitatea artistei, a Mind Set Art Center si a Kuandu Museum of Fine Arts, Taipei.
Exhibition view. Courtesy of the artist, Mind Set Art Center and Kuandu Museum of Fine Arts, Taipei.

incheierea programului, dupa un parcurs spectaculos
prin oras; aflat in inima campusului Universitatii
Nationale de Art3, in cel mai nordic punct al orasului,
muzeul este gazduit intr-o cladire modernista,
intimidanta la prima vedere, insa neasteptat de
prietenoasa si accesibila in interior. Institutia este
recunoscuta pentru proiectele curatoriale critice, bazate
pe cercetare si dedicate istoriilor mai putin cunoscute,
problemelor sociale sau comunitatilor invizibile.
Expozitia a fost gandita pe trei fascicule — primul fascicul
este impletit in jurul istoricului regiunii si al familiei
artistei; Andreea a prezentat documente originale si
fotografii provenite din arhiva familiei, dintre care cele
mai uimitoare sunt imaginile alb-negru care surprind
detaliul recurent al prispei casei, plind de oameni veseli
si nonsalanti. Aceasta desfasurare vizuala a obiectului
casd, care se regaseste in fotografiile vechi, in video-

uri, dar si in broderiile dispuse in spatiu, genereaza

o concretete a acelui locus ancestral, care incepe sa
existe pe planuri multiple, in timpi si geografii paralele.
Cronologia narativa a zonei care se intersecteaza cu

cea a familiei Medar este dispusa pe unul dintre peretii
muzeului, fiind completata de o carte de artist in care
Andreea a brodat pe pagini transparente continutul
unor documente de arhiva. In filmul de prezentare al
artistei, privitorii au facut cunostinta cu povestea satului
Racoti, apoi cu cea a gradinii si casei familiale, dar si

cu bunica Andreeij, a carei energie se poate simti in
intreaga expozitie. Andreea Medar se joaca constient cu
dedublarea istoriei personale si o face intr-un mod direct
si sensibil Tn acelasi timp, astfel incat vizitatorii devin si ei
parte a aparatului vizual.

Cel de-al doilea fascicul este dedicat subiectului
rizomatic compus din gradina, casa si femeile din familia

contents of archival documents on transparent pages.
In the artist's presentation film, viewers were introduced
to the story of the village of Racoti, then to her family's
garden and house, as well as to Andreea’s grandmother,
whose energy can be felt throughout the exhibition.
Andreea Medar consciously plays with doubling her
personal history and does so in a direct and sensitive way,
so that visitors also become part of the visual apparatus.
The second section is dedicated to the rhizomatic theme
composed of the garden, the house, and the Medar
family women, who, according to Andreea’s cumulative
interpretation, left nature and became nature

once again. The embroideries made on aluminum,
transparent plastic, or polycarbonate sheets, using

glass beads, stones, resin, and pigments, recompose
the arrangement of plants in the garden of the artist's
grandmother, Elena, whom she considers the last
gardener in the family. Five of the house's windows
impose a viewing regime through the manner in which
they are placed on the walls of the exhibition space,
referring to two ontological pillars — life and passing. The
abundance of vegetation inscribed in the quadrants

of the five windows functions as a summary of a life

well lived, but at the same time, almost every opening
covered by plants is synonymous with the passage of
time and the absence of people. Observers are once
again faced with a dilemma — apparently, the healthy
plants colonizing the space should speak of positive
events, but they speak of disappearances; the presence
of the golden-headed feline opens up another avenue
of interpretation, which derives from a combination

of playfulness and enigma, a characteristic of Andreea
Medar's art. The serene figure of the grandmother and
the way she interprets the depopulation of the village is
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EXPOZITI INTERNATIONALE
EXHIBITIONS ABROAD

~CEA MAI TARE DIN CARPATI ESTE OTELUL

GALATI!”

“THE BEST IN THE CARPATHIANS IS OTELUL

GALATI"”

Text: Horatiu Lipot
UN OCHI RADE, ALTUL PLANGE

Artisti: Andreea Anghel, George Apostu, Han Arp, lon Barladeanu, loana Batranu, Marius Bercea, Horia Berneg,
Stefan Bertalan, Constantin Brancusi, Brassai, Geta Bratescu, Theodor Brauner, Victor Brauner, Andrei Cadere,
Mircea Cantor, Eva Cerbu, Andrei Chintilg, Lena Constante-Brauner, Roman Cotosman, Chiril Cucu, Horia
Damian, Max Ernst, Harun Farocki, David Farcas, Constantin Flondor, Adrian Ghenie, Marin Gherasim, Luca
Gherasim, Bogdan Girbovan, Yvan Goll, Vasile Gorduz, lon Grigorescu, Jacques Herold, Marcel lancy, Isidore
Isou, Wassily Kandinsky, Ana Lupas, Victor Man, Tincuta Marin, Max Hermann Maxy, Hortensia Mi Kafchin, Joan
Mird, Alex Mirutziu, Florin Mitroi, Gili Mocanu, Herta Mller, Ciprian Muresan, Paul Neagu, loana Nemes, Mircea
Nicolae, Andrei Pandele, Paul Paun, Jules Perahim, Dan Perjovschi, Pusha Petrov, Silvia Radu, Lea Rasovszky,
Eugen Rosca, Serban Savu, Arthur Segal, Hedda Sterne, SUbREAL, Mircea Suciu, Yves Tanguy, Ovidiu Toader,
Sergiu Toma, Doru Tulcan, Tristan Tzara, Andrei Ujica, Andra Ursuta

Curatori: Monika Rydiger, tukasz Galusek, Ovidiu Sandor
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7.03. — 20.07.2025

La mijlocul lunii iunie, ma aflam in Cracovia, la
generoasa invitatie a Institutului Cultural Roman din
Varsovia, pentru a vizita si a scrie despre .Smiejac sie
jednym, ptaczac drugim okiem”, expozitia colectiei
Ovidiu Sandor, organizata de Centrul International
pentru Cultura de la Cracovia (MCK Krakéw). Am ales sa
transcriu titlul in polond, desi exista unul in engleza sau
romana, pentru a miza pe acelasi efect pe care curatorii
[-au urmarit cand au plasat in desfasurarea expozitionala
texte exclusiv in romana, care semnalizau anumite
zone spatiale si atmosferice. Texte-titlu in litere capitale,
precum A digera trecutul, Alte orizonturi etc.

Ca sa trecem la romdnismul din titlu, asta am extras
din caietul de impresii al expozitiei. Face referire,
aproape sigur, la faptul ca trei dintre artistii expozanti:
Mi Kafchin, Tincuta Marin si Eugen Rosca (poate ca

or mai fi si altii — Hérold a copilarit si el pe-acolo) sunt
nascuti in Galati. Pentru ca am fost usor nedumerit

de alaturarea geografica, aveam sa aflu c3, de fapt,
sloganul reprezinta chiar versurile imnului echipei de
fotbal din titlu. Gdndindu-ma ca a fost scris de un alt
artist invitat, care probabil ii cunoaste bine pe cei trej,
vine in intdmpinarea acelui generos si consistent aspect
care, mai mult decat niste lucrari cu puncte de vedere
statice (modernism) sau mobile (postmodernism), ce
nu raspund Tnapoi, formeaza, prin aceste mici semne
biografice directe, scrijelituri, acel dinamic artworlds. Fie
el al Barocului timpuriu, fie al Clujului post-2010 — avand
in vedere ca cei doi s-au format acolo.

O putem spune raspicat: pentru cei care activeaza chiar
si tangential in cdmpul artei contemporane, colectia OS
este, cu sigurantd, intre primele care racordeaza unui
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In mid-June, | was in Krakow, at the generous invitation
of the Romanian Cultural Institute in Warsaw, to visit and
write about “Smiejac sie jednym, ptaczgc drugim okiem”,
the Ovidiu Sandor collection exhibition organized by the
International Cultural Center in Krakow (MCK Krakdow).

| chose to transcribe the title in Polish, although there

is one in English or Romanian, to achieve the same
effect that the curators sought when they placed

texts exclusively in Romanian in the exhibition, which
signaled certain spatial and atmospheric areas. Title
texts in capital letters, such as Digesting the Past, Other
Horizons, etc.

Moving on to the Romanian aspect in the title, |
extracted the following information from the exhibition’s
guestbook. It almost certainly refers to the fact that three
of the exhibiting artists: Mi Kafchin, Tincuta Marin, and
Eugen Rosca (there may be others — Hérold also grew
up there) were born in Galati. Because | was slightly
puzzled by the geographical juxtaposition, | found out
that, in fact, the slogan is actually the lyrics of the football
team'’s anthem mentioned in the title. Thinking that it
was written by another guest artist, who probably knows
the three well, it meets that generous and consistent
aspect which, more than works with static (modernism)
or mobile (postmodernism) points of view that do not
respond, forms, through these small direct biographical
signs, scratches, that dynamic artworlds. Be it early
Baroque or post-2010 Cluj, considering that the two were
formed there.

We can say it outright: for those who are even
tangentially active in the field of contemporary art, the
OS collection is certainly among the first to connect to
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Vedere din expozitie. Credit foto: Migdzynarodowe Centrum Kultury w Krakowie (MCK Krakow).
Exhibition view. Photo credit: Miedzynarodowe Centrum Kultury w Krakowie (MCK Krakow).

sistem nervos umblator de targuri & bienale, cititor de
cataloage & istorii auctoriale, intrebarea: ce piese se

afl& acolo? Tnsa, mai degraba decat a discuta individual
lucrari si artisti in parte - vizibil in lista expozitiei sau in
imaginile de ansamblu ca vorbim de certe borne ca
importanta in istoria artei inter- si postbelice, ca nume,
dar si lucrari —, 0 sa ma rezum exclusiv la aspecte de
ansamblu ale expozitiei; |a liniile ei si, generalizat, la
colectionism.

Am fost cumva perplex, insa nu foarte uimit, gandindu-
ma la cum functioneaza verticalitatile in aparatul
cultural de azi, sa observ ca o tara din spatele Cortinei
de Fier trateaza un spatiu din aceeasi zona cu
instrumentele si optica Occidentului. Ciudat, pentru

o tard care |-a dat pe Piotr Piotrowski si a sa teorie de
orizontalizare a fenomenului cultural. Sunt transmise,
ca directii, aceleasi referinte reciclate despre comunism
si trauma istorica. Sa fie acesta un bias cultural sau o
autentica chestionare a unei tari care imparte, la randu-i,
un trecut traumatic cu acelasi opresor? Stiu care este
raspunsul in cazul meu.

Acest aspect este semnalat si de Ovidiu Sandor intr-un
context usor diferit, in precedenta prezentare a colectiei
sale, la Praga (2023). Aici il aduc in discutie n calitatea
sa dubla, nu atat cea a colectionarului, cat mai mult cea
curatoriald, rol din care a facut parte alaturi de Monika
Rydiger si tukasz Galusek: ,Evident, exista o critica la
adresa faptului ca societatile noastre est-europene au

a nervous system of fairs and biennials, catalog readers
and authorial histories, asking the question: what pieces
are there? However, rather than discussing individual
works and artists — visible in the exhibition list or in

the overview images that we are talking about certain
milestones in the history of inter- and post-war art,

in terms of names, but also works — | will limit myself
exclusively to the overall aspects of the exhibition; its lines
and, more generally, collecting.

I was somewhat perplexed, but not particularly surprised,
considering how vertical structures function in today's
cultural apparatus, to observe that a country behind the
Iron Curtain treats a space in the same area with the
instruments and perspective of the West. Strange, for

a country that gave us Piotr Piotrowski and his theory
of the horizontalization of cultural phenomena. The
same recycled references to commmunism and historical
trauma are transmitted as directions. Is this a cultural
bias or an authentic questioning of a country that, in
turn, shares a traumatic past with the same oppressor? |
know what the answer is in my case.

This aspect is also highlighted by Ovidiu Sandor in a
slightly different context, in the previous presentation

of his collection in Prague (2023). Here, | bring him

into the discussion in his dual capacity, not so much

as a collector, but more as a curator, a role he shared
with Monika Rydiger and t.ukasz Galusek: “Obviously,
there is criticism of the fact that our Eastern European
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